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Abstract

This research is concerned with the consort anthem, considered here as a subset of the
English, post Reformation verse anthem repertory, comprising works that are accompanied
by instrumental consort. Existing literature on this topic problematises the classification and
terminology associated with the repertory, but scholarly debates to date have tended to avoid
the most important question of all for practitioners: ‘how does it work in performance?’
Investigation of the issues around original performing pitch shows how its adoption is a
necessary prerequisite to understanding how historical voice-types and instrumental timbres
can be deployed effectively in performance. A close study of the compositional style
displayed by composers from Byrd to Gibbons in the new idiom of verse-singing reveals it to
be highly rhetorical, casting the solo singer as musical orator and thus equipping him to fulfil
the key reformist agenda of making devotional text both persuasive and comprehensible. An
introduction to three major anthems in verse style by the little-known Edmund Hooper
establishes the context for a first critical edition of these works, included in volume 2. It
argues that they reveal Hooper to be a significant figure in the development of the consort
anthem and of the verse anthem generally, pointing the way forward to Gibbons, Tomkins
and beyond. A chapter is devoted to performance issues encountered during the recording
project ‘In Chains of gold’ that grew out of the present research and provides an account of

how performance practice insights were applied in practice.
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X
INTRODUCTION

This research combines a written thesis with recorded demonstrations of practice and
concerns a peculiarly English musical form.! Its repertory is large, stretching from its
flowering in the late Elizabethan and Jacobean eras, beyond the Restoration into a second
bloom, attracting on its way contributions from many of the country’s finest composers. But
here we are concerned only with that first period, centred in the reign of James 1st and
spanned by the two towering figures of William Byrd and Orlando Gibbons. In exploring it, I
aim to uncover a path between the two of them that has remained largely neglected.

Edmund Hooper (c. 1553—1621), a composer highly regarded in hisown time, is
little known to many today beyond some canticle settings and, perhaps for some, his short
and widely copied anthem Behold, it is Christ. Hisisahighly individual voice, less polished
than those of Byrd or Gibbons, but passionate. We get a strong sense of him as a practical
musician, thanks to surviving pieces of bureaucratic evidence from his place of work at
Westminster Abbey — payslips and receipts for maintaining viols for his choirboys or hiring
cornetts and sackbuts for ceremonial events — some made touchingly personal by his
signature. Three of hislarge anthems, written in the ‘verse style' that Byrd did much to
create, are here examined in detail and afirst critical edition of them, to be found in Volume
2, iscentral to this research. Taken together, they throw new light on the development of the
‘consort anthem’ asamusical form. But immediately we are brought up against the first
guestion that must be confronted: what do we mean by a ‘ consort anthem’ ? Since the
principal research questions to be addressed in the following pages can all be grouped under
the heading ‘ how does this music work in performance? , their answers will be addressed

mainly to performers, who want to understand more about how to sing and play it. And those

! The recordings, which include two CDs made in the ‘ In Chains of Gold’ recording project that forms part of
the present research, are referred to at points throughout the thesis and are all in the public domain aswell as
listed in the Bibliography & Discography section.
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performers would probably refer to these three Hooper anthems by aterm that is more
familiar to them: ‘verse anthem’. Clearly, arefinement of these termsis needed for the
present research, since it appears that after more than sixty years of learned discussion of the

repertory, thereis still insufficient agreement about what they should mean.

A brief historiographical survey

In the century that has now passed since the inception of Oxford University Press’s ground-
breaking series of editions Tudor Church Music, Peter le Huray was by no means the first to
write about the phenomenon of late Elizabethan and Jacobean sacred music in verse style, but
he was undoubtedly the one who put it fully into its Reformation context, and it is to his
authoritative Music and the Reformation in England 1549—1660 that all subsequent
scholarship on the subject still refers. Since his book appeared in 1967, scholars have been
unable to agree on satisfactory nomenclature for the repertory, for the simple reason that so
little with historical precedent exists. He did at least define succinctly the manner in which
the new verse style differed from ‘all earlier solo-chorus forms’, namely in the ‘use of
obbligato instrumental accompaniments’, pointing out that whereas ‘[pre]-Reformation verse
music can well be performed without instrumental support; late sixteenth century verse music
would be hopelessly incomplete without it.”> Beyond that, whilst acknowledging the several
references to the use of wind instruments in church music, such as cornetts and sackbuts,® he
seems to have taken for granted that the instrumental group accompanying the consorted
variety of verse anthem would have been a viol consort, though with the proviso that ‘viols

seem rarely to have been used’ in a service context.*

2 Peter Le Huray, Music and the Reformation in England 1549-1660 (London: Herbert Jenkins, 1967; repr.
Cambridge: Cambridge University Press, 1978), p. 217.

3 Le Huray, Music and the Reformation, especially pp. 125-31.

4 Le Huray, Music and the Reformation, p. 128.
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‘Consort anthem’: a refinement?

The following ten years saw a number of contributions to the discussion of ‘verse anthems',
their sources and performance, partly reflecting an increased interest in their choral use, such
asin the world of Oxbridge college choirsin which Le Huray had himself worked. In 1978,
Andrew Parrott felt moved to caution against the (presumably growing) tendency that ‘viols
... are nowadays assumed to be appropriate for verse anthems' > citing Charles Butler’s
complaint about the unseemliness of retuning string instruments during a service® but his
main thrust was the advocacy of cornetts and sackbuts, adding to Le Huray’ s earlier list of
historically recorded instances. A matter of months later, John Morehen sought to distinguish

between two types of verse anthem by introducing an ahistorical term: ‘ consort anthem’.

In brief, verse anthems with organ were large-scale pieces for liturgical use
whereas consort anthems were for domestic use in one-to-a-part context.”

In so doing, he appeared to regard ‘ consort’ and ‘viols' as synonymous (as well as
incompatible with organ) and made no allowance for other instrumental combinations,
relegating cornetts and sackbuts to a footnote.® His invitation to take up this new terminology

was declined by Craig Monson (1982), from whom enthusiasm for it might have been

5 Andrew Parrott, ““Grett and Solempne Singing”: Instruments in English Church Music before the Civil War’,
Early Music, 6.2 (1978), 182—87 (p. 185) <https://doi.org/10.1093/earlyj/6.2.182>. This was subsequently re-
published and re-worded to ‘viols are commonly believed to have been the natural (or ideal) means of
accompaniment’. See Andrew Parrott, ““Grett and Solompne Singing”: Instruments in English Church Music
before the Civil War’, in Composers’ Intentions? Lost Traditions of Musical Performance. (Woodbridge: The
Boydell Press, 2015), pp. 36880 (p. 374).

® Charles Butler, The Principles of Musik, in Singing and Setting: With The Two-Fold Use Thereof
[Ecclesiastical and Civil] (London: John Haviland, 1636), p. 103. See my detailed discussion of Butler in later
chapters.

7 John Morehen, ‘The English Consort and Verse Anthems’, Early Music, 6.3 (1978), 381-85 (pp. 383-84).
8*... sofar asthe verse anthem and consort anthem were concerned the viols and organ were regarded as
mutually exclusive.” See Morehen, ‘ The English Consort and Verse Anthems', p. 383; also fn 7 p. 385.
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expected, in view of the fact that his entire subject-matter concerns ‘voices and viols' .°
Monson is happy to regard consort-accompanied anthems (of which his research remains the
most complete survey) as a subset of ‘verse anthem’ but has little to say about the
controversy of viols playing in church, once again citing Charles Butler.2° Similarly, Kathryn
Smith (1988) in her narrower study of verse anthemsin the collection GB-Och MSS Mus.
5660 saw no advantage in the term, mentioning it only twice in passing, whilst straying into
problematic territory with a definition which omits specific mention of the organ entirely

(presumably understanding it to be part of the ‘chora concept’):

Asfate or imagination would have it, three disparate Elizabethan musical
elements combined to form the verse anthem as a genre: the solo voice,
favored by the lute song; the choral concept, cemented by the long tradition
of the cathedral and collegiate establishments and the recent craze for
madrigals, and the viol consort, the most fashionable instrumental grouping
of the period.'

David Wulstan (1985) pointedly avoidsit,*? but thisis no doubt largely because he had very
firm views on the sound and performance of the repertory, asindeed he did for both medieval
and Renaissance choral music generally: ‘verse anthem’ included not only those with organ
but also those with ‘ concerted’ or ‘instrumental’ accompaniments (his solutions to the
problem of categorisation)'® and all were perfectly at home in the church environment. With

regard to those by Gibbons he writes:

° He uses the term only once, in relation to early forms of Byrd’s verse anthems, later adapted for organ
accompaniment. See Craig Monson, Voices and Viols in England, 1600-50: Sources and the Music (Ann Arbor,
Mich: UMI Research Press,U.S., 1982), p. 2.

19 Monson, Voices and Viols, pp. 297-8, fn. 8.

! Kathryn Ellen Smith, ‘Music for Voices and Viols: A Contextual Study and Critical Performing Edition of
Verse Anthems in Christ Church (Oxford) MSS 56-60 (unpublished doctoral thesis, University of Illinois at
Urbana-Champagne, 1988), p. 105.

12 To the extent of not mentioning Morehen’s article at all, unlike Monson’s book.

13 David Wulstan, Tudor Music (London: J.M. Dent, 1985), e.g. p. 334.
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It must therefore be concluded that Gibbons' instrumental anthems were
designed for church, rather than private, use.**

Return of the ‘consort anthem’?

In 1995 the concept of ‘consort anthem’ was once again embraced by Ross Duffin,
enthusiastically taking up the cause of cornetts and sackbuts, this time with particular
reference to the Christ Church part-book set Mus 56-60,!° earlier examined by Smith. It is
part of his argument that ‘[many] consort anthems that survived in the repertoire for some
decades were converted to organ-only verse anthems in their later sources, as the consort
idiom faded from use.’!¢ By this time, the first volumes in two separate series of scholarly
practical publications of the repertory had made an appearance: John Ward, The Complete
Works for Voices and Viols in Five Parts, edited by Ian Payne (1992)!7 and Thomas Tomkins,
Five Consort Anthems, edited by David Pinto and Ross Duffin (1994).!8 In his introduction to
the Ward volume, refining the generality of the published title, Payne initially describes the
five works contained (all of which take the familiar form of alternating sections for solo

voice(s) and full chorus) as either ‘extended consort songs’, ‘verse anthems’ or a ‘consort

4 Wulstan, Tudor Music, p. 91. 1 shall describe my own experience of his approach ‘from the inside’ in Chapter
1.

15 Ross Dulffin, ‘“Cornets and Sagbuts” Some Thoughts on the Early Seventeenth-Century English Repertory for
Brass’, in Stewart Carter (ed.), Perspectives in Brass Scholarship (Stuyvesant, NY: Pendragon Press, 1995), pp.
47-60. His suggestion was later pursued in Masters research by Nathaniel Wood and is discussed in Chapter 4.
See Nathaniel Wood, ‘Cornetts and Sackbuts in the English Church: Reconstructed Unique Anthems from
Christ Church (Oxford) MSS Mus. 56-60, and Associated Performance Practices’ (unpublished MA, Case
Western Reserve, 2007).

16 Duffin, ““Cornets and Sagbuts™, p. 59. In another article published in the same year, Duffin uses the term
‘consort anthem’ to define two such works contained in the Blossom part-books, whilst also using ‘verse
anthem’ to refer to works in consort form, for which keyboard accompaniments are found in GB-Och MS Mus.
67. See Ross W. Duffin, ‘New Light on Jacobean Taste and Practice in Music for Voices and Viols’, Le Concert
Des Voix et Des Instruments a La Renaissance, 1995, 601-18 (pp. 605 and 611).

17 John Ward, The Complete Works for Voices and Viols in Five Parts, ed. by lan Payne (St Albans: Corda
Music, 1992).

18 Thomas Tomkins, Five Consort Anthems, ed. by David Pinto (London and Bermuda: Fretwork Editions,
1994).
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song’,'” though he later uses the term ‘consort anthem’ to describe one of the ‘verse
anthems’, to clarify the fact that it exists only in that form (and not as one with organ
accompaniment).?’ In the Tomkins volume, Pinto uses ‘verse anthem’ to refer to the
extensive body of Tomkins’ anthems in verse style, whilst adding in footnote comment ‘The
term ‘consort anthem’ applied exclusively to verse anthem ... seems justifiable.”*! Later
editions by the same editors of similar repertory by Ward (1998), Gibbons (2004) and Amner
(2015), follow their earlier policies.?? A reconstruction by John Milsom, published in 2013,
of another such work by Tomkins follows a not dissimilar path, though titled (at his request)
simply ‘for voices and viols’, whilst describing it in the introduction as ‘cast in the form of a
verse anthem’, lending itself to performance ‘as a consort anthem’ by use of his reconstructed

instrumental parts.??

Terminological objections

A consensus of akind seemed to have been reached, many scholars treading warily around
the terminological hole that history has |eft, content to use ‘ consort anthem’ for the
identification of a subset of ‘verse anthem’, most of them without committing themselves to
whether such a‘consort’ would ever have been heard in a setting other than the domestic. Not

so Roger Bowers (in 2012), on two counts:

Y Nos. 1 & 2,3 & 4 and 5 respectively.

20 Ward, Voices and Viols in Five Parts, p. 3.

2! Thomas Tomkins, Five Consort Anthems, p. iv, fn. 6.

22 John Ward, The Complete Works for Voices and Viols in Six Parts, ed. by lan Payne (St Albans: Corda Music,
1998); Orlando Gibbons, Orlando Gibbons: The Consort Anthems, ed. by David Pinto, 3 vols (London:
Fretwork Editions, 2003); John Amner, The Consort Anthems, ed. by Pinto David (London: Fretwork Editions,
2015).

23 Thomas Tomkins (attrib.), O God, the heathen are come into thine inheritance, ed. by John Milsom (London:
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The term “consort anthem” will not be used, for it seemsto bea
contradiction in terms; the “anthem” was sung only in church, in which
location the consort of viols was never used.?

The solution? ‘ Consort song’, at any rate for the purposes of the relevant article, in which
Bowersis concerned with *William Byrd' s music to religious vernacular texts . Under his
classification, one of the well-known early works recognised by most as a ‘ consort anthem’,
Byrd's Christ rising again from the dead in its manifestation as published in 1589, is
designated as one of three * Consort Songs, surviving also in adaptation as Verse Anthems' .26
Many might be surprised to learn that, by extension, Gibbons' Thisis the record of John,
probably the most famous example of the genre, is henceforth to be downgraded from an
‘anthem’ to amere ‘song’ when heard accompanied by viols, if that is the implication.
Bowers approach appears to be followed by Richard Rastall, in his recent edition of Martin
Peerson’s ‘ Sacred Songs' (2018), stating that ‘ the term “consort anthem” — which is often
used rather loosely for such songs — isinappropriate’ (though without elaborating on
whether it is ever appropriate).?” Andrew Johnstone, on the other hand, in his recent
‘reappraisal’ of Byrd's vernacular church music (2014) is untroubled by the *ahistorical’ use

either of thisterm or of ‘verse anthem’, for the reason that:

it surely remains pertinent smply to enquire whether a given work was
conceived with an accompaniment for viols or for organ, and to recognize
that distinction with appropriate terminology. The need to do so was first

24 Roger Bowers, ‘Ecclesiastical or Domestic? Criteria for Identification of the Initial Destinations of William
Byrd’s Music to Religious Vernacular Texts’, in William Byrd: A Research and Information Guide, ed. by
Richard Turbet (New York and London: Routledge, 2012), 134—60 (p. 155) fn. 17.

25 William Byrd, Songs of Sundrie Natures (London: Thomas East, 1589).

26 Bowers, ‘Ecclesiastical or Domestic’, p. 153. The other two are An earthly tree and Have mercy upon me.

27 Martin Peerson, Complete Works: Sacred Songs, ed. by Richard Rastall (Moretonhampstead: Antico Edition,
2018), p. v.
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stressed many years ago by John Morehen, and it isto be regretted that his
example has gone largely unheeded in more recent scholarship.?

Some conclusions
Where does this all leave us? David Pinto, as so often a perceptive eye outside the academic

bubble, thought in 2015 that the salami-slicing had gone too far. He takes us back to:

‘full’ and *verse', the contemporary terms for a procedural or textural
divide; ailmost self-explanatory with ‘full’. In ‘verse’ soloists sing sections;
full choruses aternate ...

and points to the cu/ de sac that Morehen’s 1978 article first signposted, and down which too

much subsequent discussion has unproductively wandered:

The modern novelty ‘ consort anthem’, built on admittedly scarce evidence
and depleted sources, creates a by-form by medium alone, and explicitly
deems instrumental ensemble a determinant of domestic use, never church,
and never combined with organ.?

Some of his most enlightening pieces of source-reading are discussed in my later chapters,*°
but his main argument concerns the lack of evidence on which too many restrictive

pronouncements have been made:

Peter Le Huray’ s unchallenged, standard discussion of Anglican repertoire
up to the civil war frankly admitted a dearth of church sources for the
whole foundation period until well beyond 1603: ‘ between 1565 and 1617
there is amost nothing, apart from the Ludlow fragments. The gap could
not have been more awkwardly placed, for it completely spans the most
fruitful period in the entire history of pre-Restoration English church

28 Andrew Johnstone, ‘The Vernacular Church Music of William Byrd: A Reappraisal of Chronology,
Authenticity and Context” (unpublished doctoral thesis, Trinity College (Dublin, Ireland). Department of Music,
2014), p. 130 <http://www.tara.tcd.ie/handle/2262/90246> [ Accessed 27 November 2019]. Here again,
however, the assumption seems to be that the term ‘consort’ necessarily implies viols. See above, Parrott,
Duffin and Wood and also in Chapter 4.

2 David Pinto, ‘Consort Anthem, Orlando Gibbons, and Musical Texts’, The Viola Da Gamba Society of Great
Britain, 9 (2015), 1-25 (p. 3). Every time the stale topic of ‘Did viols ever play in church’ is raised yet again,
this writer finds it difficult to un-recall the 1960s hit from the Bonzo Dogg Doo-Dah Band ‘Can blue men sing
the whites?’. < https://youtu.be/Gw-TVrR8wZc> [Accessed July 8 2021].

30 See e.g. Chapter 4.3 and 4.7.
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music’. That, unvarnished, isamusical void until 14 years after the death
of Elizabeth I: the very time that consort anthem burgeoned.*

The‘consort anthem’ today
To return to where this detour began, there is no avoiding arecourse to some modern
terminology, since history has not left to us an adequate supply. It is obvious from the
foregoing survey that there are irreconcilable differences between the ways that the terms
‘verse anthem’ and ‘ consort anthem’ have been used in academic writing. The latter is an
entirely modern construct, but the former does, at |east, have connection with some relevant
historical usage,® whilst having the advantage of being generally familiar to most performers
today. The two terms will therefore be used here without the restrictions that some scholars
from Morehen onwards have sought to impose upon them. ‘Ver se anthem’ will denote the
wider classof musicin ‘verse style’ that includes both those works that are accompanied
solely by organ (for which the clarification ‘ choir and organ’ may be added, where necessary)
and the smaller number that are accompanied by instrumental consort;* and in order to refer
specifically to the latter group — the principal concern of this thesis — the term ‘ consort
anthem’ will be used. Neither of these two terms as used here will carry any implication
about where the music might originally have been performed.

Bowers excludes the word ‘anthem’ from association with aviol consort, despite the

clear evidence of Michael East’s own use of it in this context.3* Morehen’ s fencing-off of the

3 Pinto, ‘Consort Anthem’, p. 13.

32 Michael East uses the phrasing ‘Anthemes for Versus and Chorus’ in the titles of his Fourth and Sixth Bookes
(1618 and 1624) and similar wording in the table of contents to his Third Set of Bookes (1610). A score by
Tudway of Edward Gibbons’ How hath the city sate solitary, although a late source, describes the work as a
‘Verse Anthem for 2 voices’.

33 As it happens, both the East and Edward Gibbons ‘verse anthems’ referred to above are in fact ‘consort
anthems’, according to this definition.

34 East describes the ‘anthemes’ in his 1618 and 1624 publications as ‘Apt for Viol[l]s and Voyces’. The same
must be true of those in his 1610 publication, in that they appear alongside instrumental Fancies, surely intended
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category ‘consort anthem’ as exclusively ‘domestic’ discourages exploration of the
relationship between two paralel versions of the same work — one for consort and the other
for choir and organ — where that work exists (or might have existed) in both. As previously
observed, it also ignores the possibility of a consort that might well have been used in a
church context.®> These legalistic distinctions, imposed from a modern perspective, are
unhelpful when the music is considered (as in the present thesis) from the viewpoint of
today’ s performers. The cross-over between the two types of scoring is substantial,* to the
extent that where a piece survives with sources for both, it makes no sense to imply to the
performer by such definitions that their treatment should be fundamentally different.”
Clearly, the factor that they have in common constitutes the very essence of verse style —
verse singing — and thisresearch is largely concerned with how that sounds to the listener
and is executed by the solo voice(s). For, despite the associations that this repertory still holds
for many today, the verse anthem generally (and the consort anthem to an even greater
extent) isin many respects not ‘choral’ music at all; and the structural feature that it
introduced, of verse sections that involve fewer singers than the aternating chorus sections,
was not designed merely for the practical convenience of choirs afflicted by Reformation

austerity measures.®

for viols. Since these publications were clearly destined for the domestic market, there is no reason to suppose
that East expected such ‘anthemes’ to be performed ‘only in church’ (re Bowers above).

35 See footnotes above and discussion in Chapter 4.5 regarding use of a consort of cornetts and sackbuts; also
discussion in Chapter 3A and in the Introduction to the Hooper edition in Volume 2 on the use of such a consort
in Hooper’s O God of gods.

36 < .. about a third of known consort forms are doubled by cathedral versions’: Pinto, ‘Consort Anthem’, p. 3.
37 Two of the three Hooper anthems examined as part of this research exist in both and sound decisions about
both musical text and performance implications can be made only by considering the two in parallel. See further
below.

38 “The advantages of the new style must soon have been obvious ... The verse style obviously saved a good
deal of rehearsal time’. See Peter Le Huray and John Harper, ‘Anthem’, 3. History c¢1565—c1644, Oxford Music
Online <https://doi.org/10.1093/gmo/9781561592630.article.00998> [ Accessed July 20, 2021].
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RESEARCH QUESTIONS
What isthe sonority of a consort anthem? Can any conclusions be reached about the
types of voices and instrumentsthat are needed to perform it?
No modern scholar has had as much to say about how verse and consort anthems should
‘sound’ as David Wulstan, and more than thirty-five years have passed since he wrote about
the subject in his book Tudor Music.*® Recent research has given us much more information
about some of the yardsticks to which he attached importance in defining his concept of the
sound, such as the pitch of English organsin the later sixteenth and early seventeenth
centuries. In Chapter 1A, | re-examine hiswritings in the light of findings from the Early
English Organ Project, in order to show that his conclusions about historical voice-types were
misleading, largely contributing to the modern concept of an all-purpose ‘English’ choral
sonority, pioneered in the ensemble that he founded and which so many have since emul ated.
However commercialy successful when applied to pre-Reformation repertory, this sonority
fails to engage with the sheer earthiness of the later, reformed style and in particular with the
extraordinary fusion of secular and sacred influences that feed into the verse anthem form.
Examination of contemporary writings on voice-types, such as those of Charles Butler (cited
by Wulstan but arguably misconstrued), combined with statistical analysis of how the
tessitura of written parts actually relates to our new understanding of historical pitch, show
the modern * countertenor’ voice to be at the centre of the problem, replacing the guts of the
typical five-part ‘ Tudor’ choir with a sound that is too often murky and disembodied, whilst

in its solo manifestation lacking in reformist zeal. The much more credible character of the

3 David Wulstan, Tudor Music.
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historical ‘ Contratenor’ is explored with reference to recent research into that phenomenon by
writers such as Andrew Parrott, Simon Ravens and John Potter.4°

Waulstan also pronounced on the instruments that should accompany a consort anthem,
principally viols. Taking asits starting point my personal experience of the impracticality of
Wulstan's *high pitch’ approach, Chapter 1B describes the performance-led research carried
out by the * Orlando Gibbons Project’, which | set up to explore the feasibility of performing
and recording consort anthems at the somewhat lower and historically verifiable ‘ Quire pitch’
(discussed in the previous chapter). The project’ s use of both viols and cornetts and sackbuts
in itsrecordings is discussed with justifications for choosing them, and atheory proposed by
lan Harwood for a‘high family’ of viols, tying in conveniently with Wulstan’sown ‘up a
minor third’" concept of vocal pitch, isreconsidered, again with reference to my own practical
experience. A new statistical analysis, this time of surviving English bassviols, is cited in
support of the demonstrable practicality of tuning appropriately sized viols to Quire pitch —
apractice that finds convincing paralel in German repertory a century later and which was
successfully employed in the *In Chains of Gold' recording project under my artistic

direction.

What isthe language of the consort anthem? Since thisisa musical form that emerges
in a period of English culturewidely recognised asa ‘golden age' for literature, drama
and poetry, can we look for connections between them and the music of the consort

anthem, that may help usto understand and articulate itslanguage?

40 Andrew Parrott, ‘Falsetto Beliefs - The “Countertenor” Cross-Examined’, in Composers’ Intentions? Lost
Traditions of Musical Performance (Woodbridge, Suffolk, UK: The Boydell Press, 2015), pp. 46—121; Simon
Ravens, The Supernatural Voice: A History of High Male Singing (New York: Boydell & Brewer Group Ltd,
2014); John Potter, ‘Reconstructing Lost Voices’, in Companion to Medieval and Renaissance Music (London:
Oxford University Press, 1992), pp. 311-16; John Potter, Tenor: History of a Voice (Yale University Press,
2009).
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Thisthesis will argue that verse-singing, the defining feature of the new verse anthem form,
to which consort anthem belongs, is nothing less than musical oratory, going far beyond any
precedent in earlier English sacred music, that has been suggested to offer amodel.** Thisis
extremely ‘wordy’ music, intent on the clear and persuasive declamation of text. The verse-
singer requires an order of priorities which is strikingly similar to that proposed in a different
context by the singer and composer, Giulio Caccini, working and writing in exactly the same

period in Italy:

‘text, rhythm and sound last of all, and not the other way around’ .42

His memorable phrase is quoted without any suggestion that such a remarkable parallel
should have occurred through any identifiable musical borrowing at the time. Le Nuove
Musiche was not published in English translation until Playford’s in 1664.%* But it resonates
and is referred to a few times in this thesis, because the approach that Caccini advocates is so
clearly contrary to that of most choirs and chorally trained singers today, when they try to
perform a verse anthem, and yet is so clearly required if the oratory of verse-singing is to
have its intended effect.

The methodology followed in Chapter 2 isto identify the music’s rhetoric so that it
can be realised in performance (by singers and players alike, since, by the nature of consort
anthem, the two share the same material). Whilst Caccini’s new style of ‘ speaking in song’
could draw on decades of Italian theoretical writing and discussion, English composers had

no such resource, nor do they hint at an ‘oratorical’ approach when they write about text-

4! For example, ‘. ..the structured contrast between choral and solo singing already long manifest by the
performance of responsorial plainsong, so tendering the crucial alternation of verse and full singing...’. Bowers,
‘Ecclesiastical or Domestic’, p. 148.

42 “a favella, e’l rithmo & il suono per ultimo, € non per lo contrario ...”. Giulio Caccini, Le Nuove Musiche
(Florence: Marescotti, 1602) “Ai Lettori’.

43 John Playford, A Brief Introduction to the Skill of Musick (London: Godbid and Playford, 1664).
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setting, which israrely. Models for how to do it, however, and for how to frame an argument
and persuade an audience, were all around them in the poetry and writing of the period. The
language skills of classical rhetoric, widely taught in the English school curriculum from the
early sixteenth century onwards, were available for adaptation to music. Rhetoricians such as
the Peachams (Elder and Y ounger) draw specific parallels between literary and musical
‘figures’ and theoretical works by Thomas Morley and Charles Butler show that the aert
listener expected to be drawn in by rhetorically constructed presentation of text.** | examine
all of these, but the lack of an agreed vocabulary with which to illustrate the workings of
musical rhetoric in this peculiarly English style remains a hindrance. Mindful of the
objections of Brian Vickers to the misappropriation (as he sees it) of well-established
classical figures by Burmeister and later German theorists, as well as by some modern
critics,® | seek in this chapter to build on the development of a suitable language of musical
rhetoric, as exemplified by Andrew Johnstone in his recent study of Byrd's vernacular church

music.*6

What is Edmund Hooper’s particular contribution to the consort anthem? How does it
relateto earlier and later worksin the genre by Byrd, Gibbons and their

contempor aries?

Peter le Huray drew attention to Hooper’ s three large verse anthems, O God of gods,
Hearken, ye nations and The Blessed Lamb, giving the impression that all three survived as

both verse anthems and consort anthems. Regrettably that is not the case with the first of

4 Henry Peacham (The Elder), The Garden of Eloquence (London: H Jackson, 1577); Henry Peacham (The
Younger), The Compleat Gentleman (London, 1627); Thomas Morley, 4 Plaine and Easie Introduction to
Practicall Musicke (London: Peter Short, 1597); Butler, The Principles of Musik.

45 Brian Vickers, ‘Figures of Rhetoric/Figures of Music?’, Rhetorica: A Journal of the History of Rhetoric, 2.1
(1984), 1-44 <https://doi.org/10.1525/rh.1984.2.1.1>.

46 Johnstone, ‘The Vernacular Church Music of William Byrd’, for example pp. 284-91.
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them, although, for reasons that are discussed in Chapter 3, there is good reason to think that
it once did. He was of the opinion that they were ‘unlikely ever to come into general use
again’, dueto ‘the very inadequate Elizabethan and Jacobean verse’ which they set,*” and he
has been proved largely correct, if not for that reason. The Blessed Lamb has, at |east,
previously been recorded by choirs,*® albeit only in an arrangement,* and its Easter text and
attractive qualities might yet earn it afirmer place in choral repertory, but the other two are so
intimately linked to momentous events in the Jacobean state that such an outcomeis hard to
imagine. They are all, however, of great interest in the development of the verse style.

These two works are major contributions to what can be termed a sub-genre in the
verse idiom: the ‘occasiona’ anthem. O God of gods was written to mark either the accession
or the coronation of James | (it is not certain which) and Hearken, ye nations the outrage of
the Gunpowder Plot. It has not been possible within the limits of the present research, despite
strong circumstantial evidence here discussed, to establish afirm date for first performance of
either work, but future archival research might well be able to do so. For O God of gods a
precise date is known for itsrevival in thereign of Charles | and this, together with an
intriguing network of musical quotation linking other occasional works by William Byrd,
Orlando Gibbons, John Bennet and arguably also Thomas Tomkins, points to atradition of
commemorative court music, which Hooper did much to establish and which provides yet
more fertile ground for future research, stretching perhaps even beyond the Restoration. In
Chapter 3 each of these anthems is examined in turn, looking at the very different stylistic

means by which Hooper treats his three texts. All three are illustrated by recorded

47 Le Huray, Music and the Reformation, p. 259.

48 *Vigilate', the Renaissance Singers, directed by David Allinson (ASIN: BOOBPBBPZM, 2013); ‘Behold it is
Christ’, The Choir of Selwyn College, Cambridge directed by Andrew Gant (ASIN: BO000667UW, 2007).

49 A manuscript reconstruction by Le Huray himself, transcribing the four extant consort parts to keyboard and
supplying the missing bassline.
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performances which form part of the data to this research. O God of gods and Hearken, ye
nations are performed in their consort anthem form on volume two of the CD series‘In
Chains of Gold’, as part of a performance project of which | am artistic director.5° The
Blessed Lamb can be both seen and heard in a video recording resulting from an online Zoom
workshop, which | directed with students from Roya Birmingham Conservatoire and

scholars from Jeffrey Skidmore's Ex Cathedra choir, at his kind invitation.

What issues of particular interest have arisen in the cour se of recordings madein the
‘In Chainsof Gold’ project and what new insights have emerged from thisresearch
which can betaken forward into a futurerecording of thisrepertory?
In Chapter 4, | examine thisfina question under eight headings, drawing on my experience
of working with the wide range of performersinvolved in the two CD recordings made so far
and making comparative reference both to these and to other recordings in the public
domain:®t

1. The use of proportional metre

2. The relationship between versus and chorus

3. Therhetoric of ‘extremity’ and its relationship to voice-type

4. The relevance of tactus and tempo

5. Wind instruments and organs in the consort anthem

6. The influence of performance spaces

7. The instrumental doubling of vocal lines

8. The experience of performing consort anthems: singers notes

30 “In Chains of Gold’: The English Pre-Restoration Verse Anthem vol. 2 (Signum SIGCD609, 2020).
51 See footnote 1 above.
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In the Epilogue, | review the research questions above and summarise the ways in which |
have sought to address them. | also outline the anticipated content of athird recording in the
‘In Chains of Gold’ series, which will aim to benefit from insights into the performance of
consort anthems that have been gained over the course of recording volumes 1 and 2 and

from the findings of the research presented here.

ETHICSSTATEMENT

The *assembly and performance’ workshops on the choir and organ version of
Hooper’s The Blessed Lamb, described in Chapter 3C of thisthesis, invited participants to
assess their experience of the sessions and to contribute ideas on how design might be
improved for afuture event. Information sheets and consent forms for collecting this data
were designed in consultation with the Royal Birmingham Conservatoire Research Ethics

Committee, and these can be found both at the end of Chapter 3C and in Appendix 3.
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skskoskoskock

If British composers of the time wrote their music for specific voices, with
a characteristic sonority in mind, then our understanding of the music will
be severely hampered if we fail to take into account considerations of vocal
colour peculiar to the period.!

What is the ‘vocal colour’ of a consort anthem? Given that, for the purposes of performance,
the consort anthem is considered in this thesis as a form of verse anthem in which the
accompaniment is taken by consort instruments rather than organ, and if the verse anthem can
reasonably be considered as a late-emerging species of English sixteenth-century polyphony,
many might suppose that we already know the answer. More questions have already been
raised in the course of that sentence, which would need further investigation, but David
Waulstan was certainly one who seemed sure of the answer. As one of the foremost scholars
of the repertory in the last fifty years, he wrote extensively about the music and the way it
should sound and could demonstrate his views in a large number of recordings by his

ensemble, The Clerkes of Oxenford. The influence of those recordings has been huge in

! David Wulstan, ‘Vocal Colour in English Sixteenth-Century Polyphony’, Journal of the Plainsong and
Mediaeval Music Society, 2 (1979), pp. 19—60 (p. 19).
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forming a widely held concept of ‘English choral sonority’, supposedly appropriate for a
huge range of sacred vocal music up until the Restoration, and can still be felt today in the
sound of English cathedral choirs and professional vocal ensembles, when they perform it.

Such is its ubiquity (disregarding for the moment whether the upper line is sung by boys or

by women) that for many, as Andrew Parrott has observed,

there seems to have been an unbroken tradition of choral singing from the
Restoration up to the present day. The music of Tallis and Byrd, for
example, has never entirely disappeared from the Anglican repertory and it
is all too easy, when listening to such music sung by today’s cathedral
choirs, to assume that one is hearing, as it were, the real thing.?

But at the root of it all is a fundamental misconception regarding performing pitch, which has
consequences for vocal colour, much more far-reaching than might at first appear, and no less
so for the instruments in a consort anthem. Let us begin there and make a circuit of the

problem.

1A.1 The impractical in action

As a professional viol player in the late 1970s, playing in a consort as part of a recording by
the The Clerkes of Oxenford of consort verse anthems by Orlando Gibbons, directed by
Waulstan,® I experienced for myself some of the more implausible consequences of his theory
for the correct performing pitch of the music. The parts that we were given to play from were

not in the original key,* having been transposed up by a minor third, in order supposedly to

2 Andrew Parrott, ““Grett and Solompne Singing”: Instruments in English Church Music before the Civil War’,
in Composers’ Intentions? Lost Traditions of Musical Performance (Woodbridge: The Boydell Press, 2015), pp.
368-80 (p. 368).

3 Orlando Gibbons, Church Music I, The Clerkes of Oxenford, David Wulstan (dir.) (Calliope CAL 1611, 1976)
4 It was not until the 1990s that performance material for large areas of the consort anthem repertory started to
become available in the original key (and note values), with publications such as: Thomas Tomkins, Five
Consort Anthems, Edited and Reconstructed by David Pinto (London and Bermuda: Fretwork Editions, 1994);
John Ward, The Complete Works for Voices and Viols in Five Parts, Transcribed and Edited by lan Payne (St
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pitch the music at the level at which it would originally have sounded, in accordance with the
theory that Peter Le Huray amongst others had already proposed and which Wulstan
followed.> Such transposition leaves the instruments in a consort anthem with keys that are
both impracticable and unidiomatic on historical instruments. Whilst a key such as B-flat
minor, for example, might be visited in passing in one of the more extreme passages of a
fantasia for viols by Jenkins or Lawes, it is encountered nowhere in the surviving parts of any
consort anthem. It cannot seriously be maintained that viol players of the period would have
transposed an anthem written in G minor, a very common key in this repertory, up a minor
third for the comfort of the singers, yet such was the result on this occasion of Wulstan’s
application of the ‘high pitch’ theory. The recording bears witness to the fragile and under-
nourished sound of viols being played in tonalities which make little or no use of their
naturally rich open-string resonance. If a historical unequal temperament had been used, as is
nowadays widely practised by both viol and wind consorts (though not in Wulstan’s day), the
intonation would also have been seriously compromised due to enharmonic misspellings,
leading to the viols sounding unacceptably out of tune and requiring complicated measures to

correct them, such as split frets.

1A.2 Unconvincing alternatives

It seems that Wulstan’s experience as an instrumentalist might have had more to do with

Albans: Corda Music, 1992); John Ward, The Complete Works for Voices and Viols in Six Parts, Transcribed
and Edited by lan Payne (St Albans: Corda Music, 1998); Orlando Gibbons, The Consort Anthems, Edited and
Reconstructed by David Pinto, 3 vols (London: Fretwork Editions, 2003); John Amner, The Consort Anthems,
Edited by David Pinto (London: Fretwork Editions, 2015).

5 For example: Peter Le Huray, Music and the Reformation in England 1549-1660 (London: Herbert Jenkins,
1967; repr. Cambridge: Cambridge University Press, 1978), p, 112; David Wulstan, Tudor Music (London,
Dent, 1985) p. 200; John Caldwell, ‘The Pitch of Early Tudor Organ Music’, Music & Letters, 51 (1970), pp.
156-63 (p. 156); Roger Bray, ‘More Light on Early Tudor Pitch’, Early Music, 8 (1980), pp. 35-42.
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brass instruments than with strings,® so he may not have been best placed to appreciate the
practical effect of his high pitch theory upon viols. In an article written in 1966 for the
Proceedings of the Royal Musical Association, he suggested that, rather than tune their
strings up by a minor third, the players should use a capo tasto when playing consort
anthems.” Quite apart from there being no historical basis for such a proposition, the fact that
it could be made at all is somehow indicative of the extent of disconnect between the worlds
of singers and players of ‘early music’ at the time. Some years later, Wulstan found support
for his theory of ‘high pitch’, referred to by him as ‘sounding Eflat pitch’, in the proposition
made by lan Harwood, that historical sizes of English viols survived which indicated that
whole families would effectively have formed consorts tuned to this pitch.® For reasons given
later in this chapter, Harwood’s proposition is unconvincing and the surviving evidence

points to a different, but much more likely result.

1A.3 Treble extremes

Another feature of the recording sessions was the novel experience of multiple soprano
‘burnout’. Wulstan had reconstructed a number of Gibbons verse anthems with the
comparatively rare scoring of Treble parts on the top line rather than the usual Mean. In his
book Tudor Music he describes his concept of this voice type (Triplex, to give it its
contemporary denomination) as ‘high soaring” and elsewhere as ‘very high’, agreeing with

the description of it given by Peter Le Huray in his earlier reconstruction of the Weelkes

¢ Sally Dunkley, ‘David Wulstan Obituary’, The Guardian, 2 June 2017, section Music
<http://www.theguardian.com/music/2017/jun/02/david-wulstan-obituary> [Accessed 28 June 2018].

7 David Wulstan, ‘The Problem of Pitch in Sixteenth-Century English Vocal Music’, Proceedings of the Royal
Musical Association, 93 (1966), pp. 97-112 (p. 106).

8 David Wulstan, Tudor Music (London: J.M. Dent, 1985), pp. 101-2.
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service ‘for trebles’.” So it was, but, inconveniently for the recording, so high that a
succession of young sopranos from the Clerkes had to be pressed into service, one after
another, in order to record his reconstruction of ‘Praise the Lord, O my soul’, changing to a
new soprano every fifteen minutes or so, as each exhausted her ability to sing the frequent
high a"- and b"-flats required at this pitch. Not only was the text unintelligible at that height,

but the exercise seemed to prove beyond doubt that such an impractical theory could not

survive collision with the reality of performance. How had we arrived at this position?

1A.4 The ‘high pitch’ theory: an anatomy

Waulstan’s view of the correct ‘vocal colour’ for this period of music is described at length in
his chapter ‘A High Clear Voice’.!° It is inextricably linked to his advocacy of ‘high pitch’,
one of the main foundations of which is a theory about English organ pitch, which he sets out

in a section beginning

The pitch of organs is known from several sources.!!

The work of the Early English Organ Project (EEOP) showed that this pitch, far from being
known, had in fact been misunderstood. Its findings have been clearly explained by Andrew
Johnstone in an Early Music article of 2003, and do not need to be rehearsed in full here.!? It
is sufficient to summarise that the EEOP analysed the surviving physical evidence of English

organs from the sixteenth and early seventeenth centuries, in particular pipes taken from a

® Wulstan, Tudor Music, p. 240; Wulstan, ‘The Problem of Pitch’; David Wulstan, ‘Vocal colour in English
sixteenth-century polyphony’, Journal of the Plainsong and Mediaeval Music Society, 2, pp. 19-60 (p. 38).
<https://doi:10.1017/S0143491800000155> [Accessed: 24.03.2021].

10 Wulstan, Tudor Music, pp. 192-249.

' Wulstan, Tudor Music, pp. 200-2.

12 Andrew Johnstone, ‘““As It Was in the Beginning”: Organ and Choir Pitch in Early Anglican Church Music’,
Early Music, 31 (2003), pp. 507-25.
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1631 organ at Standford-on-Avon,'3 and its conclusion, corroborating analysis already
published in the 1880s by Alexander Ellis,'* but since largely ignored or misrepresented, was
that evidence pointed strongly to a standard ‘church’ pitch of around A473, or, as Bruce
Haynes describes it in his History of Performing Pitch, ‘Quire pitch’.!> That is a bit more than
a semitone above A440, much less than Wulstan’s minor third — indeed about two semitones
lower than what we had become used to hearing from The Clerkes of Oxenford in this
repertory and are still likely to hear in the majority of choral performances of ‘Tudor church

music’ today.

1A.5 Enter the ‘countertenor’

A different line of reasoning in favour of the ‘high pitch’ in some post-Reformation English
choral music has been presented by Roger Bowers.!® Whereas Wulstan applied his high pitch
theory to the performance of pre-Reformation choral music,'!” Bowers criticises Wulstan for
this and finds it anachronistic.'®A key feature which is common to both positions, however, is
a belief in the ‘countertenor’ voice type in its modern sense of falsetto Alto. Essentially,
Bowers sees a continued usage of the falsetto voice in English music extending as far back as
the late mediaeval period and argues that this and the voice type usually named

‘Contratenor’ in the pre-Restoration verse anthem period (or, at any rate, before ‘1642’) are

13 Martin Goetze, St Nicholas, Stanford on Avon, Remains of the c. 1631 Organ, The Harley Foundation
Technical Report no.5 (revised edn 2002), pp. 8-9, 14-15.

14 Johnstone, ‘“As It Was in the Beginning””, p. 520. Also see Alexander John Ellis, ‘The History of Musical
Pitch’, Journal of the Society of Arts, 28 (1880), pp. 293-336.

15 Bruce Haynes, A4 History of Performing Pitch: The Story of ‘A’ (Lanham, Md: Scarecrow Press, 2002), pp.
88-92.

16 Roger Bowers, ‘Chains of (Rehabilitated) Gold’, Early Music Review, 159, 2014, pp. 10-17.

17 Wulstan, Tudor Music, pp. 192-249.

18 Roger Bowers, ‘To Chorus from Quartet: The Performing Resource for English Church Polyphony, c. 1390—
1559°, in English Choral Practice 1400-1650, ed. by John Morehen (Cambridge University Press, 1995), pp. 1-
47 (pp. 45-47).
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one and the same.!” Since, as Andrew Parrot colourfully puts it, this voice-type has come to
be ‘widely seen as the very emblem of early vocal music’,?® and since it features so
frequently in solo roles as well as occupying such a central position in the typically five-part
scoring of the verse anthem repertory, it is necessary to ask the question: what can be said
about the ‘real’ Contratenor?
First, we must be clear about its notated range. The following diagram shows the

typical notated vocal ranges of the four most common voices of Tudor vocal polyphony

(Figure 1.1):%!

Mean Contratenor Tenor Bassus
(Medius)
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Figure 1.1: Typical notated vocal ranges, English sacred music,
late 16th C to early 17th C

Both Wulstan and Bowers, together with many other scholars, accept that these notated
ranges are used remarkably consistently by most composers of the period.?? The second
diagram shows these ranges when transposed up a minor third, to conform to the high pitch

theory (Figure 1.2):

19 Bowers, ‘To Chorus from Quartet’; Bowers, ‘Chains of (Rehabilitated) Gold’, p. 12. The name given to the
line in question may sometimes differ, for example to ‘altus’ in secular parts, but it is its notated range that is at
issue here.

20 Andrew Parrott, ‘Falsetto Beliefs — The “Countertenor” Cross-Examined’, in Composers’ Intentions? Lost
Traditions of Musical Performance (Woodbridge, Suffolk, UK: The Boydell Press, 2015), pp. 46—121 (p. 46).

21 A fifth voice, higher than the Mean and commonly named ‘Triplex” or ‘Treble’ is much less common; it will
be referred to again later in this chapter.

22 See for example Roger Bowers, ‘To Chorus from Quartet: The Performing Resource for English Church
Polyphony, c. 1390-1559’ in John Morehen (ed.), English Choral Practice (1400—1650) (Cambridge,
Cambridge University Press, 1995), pp. 1-47 (pp. 42-3); Bowers, ‘Ecclesiastical or domestic? Criteria for
identification of the initial destinations of William Byrd’s music to religious vernacular texts’, in Richard Turbet
(ed.), William Byrd: A Research and Information Guide, 3rd edn (New York and London, 2012), pp. 134-60; Le
Huray, Music and the Reformation, pp. 120-22; David Wulstan, ‘The Problem of Pitch in Sixteenth-Century
English Vocal Music’, Proceedings of the Royal Musical Association, 93 (1966), pp. 97-112 (p. 100); Wulstan,
“Vocal Colour’, pp. 39—40.
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Figure 1.2: Typical notated vocal ranges, English sacred music,
late 16th C to early 17th C, transposed up by a minor 3rd
From Figure 1.2 it can be seen that the range of the ‘Contratenor’ line, when transposed from
its original pitch to the higher pitch, places it beyond the range of any ‘normal’ tenor voice
and makes it effectively inaccessible to any kind of male voice production other than falsetto
Alto.?? Wulstan advances a number of reasons for why he regards the modern concept of
falsettist ‘countertenor’ as typical of the ‘vocal colour’ of the Tudor period,?* but his

argument contains a number of questionable assertions, such as:

Sheltered from direct contact with operatic (and therefore continental)
influence, an unbroken line of tradition may be seen here to extend back at
least as far as Purcell. Not only have boys’ voices and male altos been a
constant feature, but the range of voices has also remained largely

unchanged®

and
The facility for falsetto singing (by adult male, boys’ and women’s voices),
the paucity of ‘true’ tenor voices and the ‘duller’ tone production all may
be cited as characteristic of English singing,?®

and

The music of the sixteenth and early seventeenth centuries, supported by
documentary sources ... shows that there were as many countertenors in

23 Though not, as we shall see below, of historical tenors using the falsetto extension technique described by
certain writers in the later eighteenth and nineteenth centuries.

24 Wulstan, ‘Vocal Colour’, p. 19.

25 Wulstan, ‘Vocal Colour’, p. 23.

26 Wulstan, ‘Vocal Colour’, p. 29.
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choirs as tenors and basses put together ... the obvious conclusion is that
they were ... falsettists?’

They all return ultimately to his now discredited analysis, cited to justify the use of the

falsetto alto, that:

We have evidence that English church organ pitch was a minor third higher
above modern pitch?®

As we have seen, the research of the EEOP showed us that we have no such evidence.

1A.6 Organ pitch: an irrelevance?
Bowers, on the other hand, describes the EEOP research as work of ‘great erudition of much

interest’ and he has produced no evidence of his own to contradict it. However, he argues that

... it can have no bearing upon the issue of the sounding pitch of the
timbres of voice engaged for the contemporary liturgical choir.... In no
sense ... was singing pitch determined by organ pitch. When
accompanying voices, the player would transpose as necessary.?’

Parrott points out that this presents a misleading picture and cites many descriptions from all
over Europe of organs giving pitch for the choir in a close, collaborative relationship.*°
Certainly, secondary transposition might take place in particular circumstances, but this
would need to be within limited bounds.*! Transposition by a semitone, for example, would
be impractical due to the temperament likely to be in use. In England, this was no less the

case, perhaps with secondary transposition by a tone, in the manner described by Thomas

27 G. M. Ardran and David Wulstan, ‘The Alto or Countertenor Voice’, Music & Letters, 48.1 (1967), pp. 17-22
(p. 17).

28 Wulstan, ‘The Problem of Pitch’, p. 98; also Tudor Music, p. 200 and following.

2 Bowers, ‘Chains of (Rehabilitated) Gold’, p. 15.

30 Parrott, Falsetto Beliefs, pp. 81-84.

31 See J. Bunker Clark, Transposition in Seventeenth Century English Organ Accompaniments and the
Transposing Organ, 4 (Detroit: Information Coordinators, 1974) and specifically pp. 23-37 for how this applies
to the English transposing organ.
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Morley to his pupil.*

Furthermore, it is difficult to see how Bowers’ argument for ‘high
pitch’ can convincingly be reconciled with the description given by Nathaniel Tomkins of a
standard perfect fourth relationship between organ and choir pitches.?® If the organ pitch was
in fact a tone lower than the level assumed by Wulstan and proponents of their version of

‘high pitch’ theory, the c key played on the organ would produce a Quire Pitch e-flat rather

than an f— an unlikely result.

1A.7 Falsetto singing: a continental practice?

In recent years, Parrott, Simon Ravens and, more recently, Timothy Braithwaite have all
written extensively on the subject of the modern ‘countertenor’ and argued that there is no
evidence whatever of falsetto singing in English music during the periods that both Wulstan
and Bowers claim that it was practised.>® Parrott argues that all of it is more convincingly
realised by standard tenor and bass voices without the need for falsetto.>” Furthermore, he is
able to point to a catalogue of recorded performances by his own Taverner Consort to
demonstrate convincingly how this works in practice.’® All three writers cite documented

accounts of falsettists employed in Spanish and Italian choirs, for example in Rome in the late

32 Thomas Morley, A Plaine and Easie Introduction to Practicall Musicke (London: Peter Short, 1597), pp.
155-56.

35 In the words of his letter to John Sayer of May 1665 (Oxford, Boldleian Library, MS Add. C304a, f.141r):
‘double F fa ut of the quire pitch & according to Guido Aretines scale (or as some term it double C fa ut
according to ye keys & musiks) an open pipe of ten foot Long ...” (though, as Andrew Johnstone points out, he
has confused the pipe lengths and is really talking about the 5-foot Principal). See Johnstone, ““As it Was in the
Beginning™’, p. 515.

36 Simon Ravens, The Supernatural Voice: A History of High Male Singing. (New York: Boydell & Brewer
Group Ltd, 2014); Andrew Parrott, ‘Falsetto Beliefs - The “Countertenor” Cross-Examined’, in Composers’
Intentions? Lost Traditions of Musical Performance (Woodbridge, Suffolk, UK: The Boydell Press, 2015), pp.
46—121; Timothy Braithwaite, ‘An Overview of the History of the Countertenor Voice and Falsetto Singing’,
pp. 24-30 <https://www.cacophonyhistoricalsinging.com/countertenor-project> [Accessed December 2 2021].
37 Parrott, ‘Falsetto Beliefs’, pp. 47-50.

38 For example: ‘Masterworks from late-medieval England and Scotland’ CDC 7496612 (EMI); Taverner ‘Mass
Gloria tibi Trinitas a6’ CDC 7491032 (EMI); Tallis ‘Latin Church Music I: Spem in alium a 40, complete
responds’ CDC 749555 (EMI)
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15th century under Pope Sixtus IV,* pointing out that they are clearly singing the soprano
line, not a lower part. In the following century, with the advent of castrati into wealthier
choirs, the less well-endowed institutions engaged falsettists for the same roles, being unable
to afford the more glamorous alternative. But in England, the high level of training of boy
singers made the employment of such voices unnecessary.*’ Of particular interest in the
period that we are considering, namely the late 16th and early 17th centuries, is the account

of the English traveller Thomas Coryat, who encountered what appears to have been a

falsettist during his travels to Venice in 1608:

I alwaies thought that he was an Eunuch, which if he had beene, it had
taken away some part of my admiration, because they do most commonly
sing passing wel; but he was not, therefore it was much the more

admirable. Againe it was the more worthy of admiration, because he was a
middle-aged man, as about forty years old. For nature doth more commonly
bestowe such a singularitie of voice upon boyes and striplings, then upon
men of such yeares.*!

The significant point here is that, despite being known to have lived in Winchester and
Oxford during the 1590s, where he would surely have heard for himself the phenomenon of
falsettist countertenors in the choir, had they existed, he appears to be entirely surprised by

what he is hearing.*?

39 Ravens, The Supernatural Voice, Chapter 3: Renaissance Europe, fn.16.

40 Though, of course, this was no longer the case following the Civil War, when Matthew Locke describes the
need for ‘Cornets and Mens feigned Voices’ to substitute for trained boys, when the Chapel Royal was
reconvened. See Matthew Locke, The Present Practice of Musick Vindicated (London, 1673), p. 19.

4! Thomas Coryat, Coryat’s Crudities (London, 1611), pp. 252-53.

42 Dennis Arnold identified the singer in question as the priest ‘il falsetto di Piove’. See Denis Arnold, ‘Music at
the Scuola Di San Rocco’, Music & Letters, 40/3, 1959, p. 238. The question of whether he was singing in the
soprano or alto register is an interesting one. Tim Braithwaite points out that, in his Italian-English dictionary of
1598, Florio translates the word ‘Falsétto’ as “a false treble or countertenor in musicke’, but cautions ‘whether
this is a comment on Italian or English practises is hard to ascertain’. See Braithwaite, ‘History of the
Countertenor Voice’, p. 19. Either way, it was evidently a sound outside Coryat’s experience.
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1A.8 The English cathedral alto tradition

Whilst there is no evidence of an English falsettist tradition in the period which concerns us
here, there clearly was by the late nineteenth century, as Ravens relates, though to judge by
contemporary accounts, much of it of mediocre standard.*® He refers to a fascinating meeting
of the Musical Association in 1937, at which the speaker, John Hough, gives a talk entitled

‘The Historical Significance of the Counter-tenor’.** Early on, he shows awareness of a

prevailing confusion over terminology:

In our time, by ‘counter-tenor’ is understood the rare fenore altino in
Rimsky Korsakov’s opera The Golden Cockerel — an unusually high
voice whose worth is as inestimable as that of the basso profondo. A bass
or baritone voice produces an alto falsetto whose working range
corresponds to that of the counter-tenor ... It is certain that by ‘altus’ was
meant the high male voice: a discussion of the meaning of the prefix in
‘contralto’ and ‘contratenor’ would be of interest. There is still confusion in
the terminology of this voice, as there was in the eighteenth century, when
the deep voices of women singers on the stage were often styled ‘counter-
tenor’, especially in performance of male roles.*®

In his following survey of relevant repertory, he ranges widely from music by Dunstable as
far as nineteenth-century Glebe singing, with an implication that an unbroken English
tradition of falsetto singing might exist throughout, but his conflation of many different types
of music suffers from insufficient consideration of the significance of performing pitch. (For
example, his extensive discussion of Restoration repertory shows no awareness of the
influence of ‘French’ pitch, perhaps as low as c. A400, which is now recognised to be a major
factor in determining the nature of the ‘countertenor’ voice of that period.) However, when it

comes to the Stuart verse anthem, he is in no doubt that ‘questions of pitch become

43 Ravens, The Supernatural Voice, Chapter 7: England and the First Countertenor Falsettists.

44 John Hough, ‘The Historical Significance of the Counter-Tenor’, Proceedings of the Musical Association,
64.1 (1937), pp. 1-24 <https://doi.org/10.1093/jrma/64.1.1> [Accessed August 5 2021].

45 Hough, ‘The Historical Significance’, p. 1. Though he might here have been confusing such singers with the
castrati who were prominent on the stage at this time and were also referred to by the term ‘contralto’.
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momentous’ and shows that an orthodox view, that the correct performing pitch in this case

was at least a minor third higher than at present, had already taken hold:*®

In some compositions the layout of parts corresponds with our methods, but
often the preponderance of low bass F’s, E’s and even D’s together with an
ineffective treble range entails transposition of a minor or major third
above. This is the record of John when accompanied by viols would give
the basses many low E’s.*

Of particular interest is Hough’s speculation that there might have existed ‘a special set of
viols kept for church pitch purposes’ with the result that ‘this method restores the original
alto solo’. As we shall presently see, his speculation now seems entirely probable, but with
regard to a crucially different pitch and a crucially different voice-type.*® In the following
discussion, the chairman, Sir Percy Buck, relates his own experience of hearing a quite
different kind of high male voice, which was in his view the ‘real thing’ and a rare pleasure to

hear:*

In all my experience, in Cathedral and Church Choirs, and elsewhere, |
have only come across two singers who really had counter-tenor voices,
i.e., who had voices of tenor quality pitched exceptionally high....On the
whole I think those two voices did produce an effect in the works they sang
far better than any of the artificial altos. It was quite beautiful to hear four-
part singing with the real counter-tenor taking the second line.

Only a few years after this meeting, in late 1944, Michael Tippett famously discovered Alfred

Deller singing as a lay clerk in Canterbury Cathedral. His choral role was cathedral alto, but it

46 Interesting evidence of the ‘Chinese whispers’ effect to which Johnstone refers (Johnstone, ‘“As it Was in the
Beginning’’, p. 521). Ouseley’s original suggestion that Tudor church pitch might be somewhat higher than in
his time, his own estimate being by about a tone (Sir Frederick Arthur Gore Ouseley, 4 Collection of the Sacred
Compositions of Orlando Gibbons (London: Novello, Ewer and Company, 1873), p. [iii]) has already been
considerably inflated.

47 Hough, ‘The Historical Significance’, p. 4. As it happens, his analysis was incorrect. There are just two of
such notes in the bass line, a low £ and a low E-flat, and both only in the lowest instrumental part. The six low
F's in the vocal bass are unexceptional for the verse anthem repertory.

8 Tronically, during later questions, the speaker states ‘I should imagine the true counter-tenor has a compass a
third higher than a tenor’. Had he not being misled by the erroneous theory that the original pitch was as much
as ‘a major third’ higher, he might have realised that his ‘true countertenor’ was indeed a tenor and not an alto.
49 Hough, ‘The Historical Significance’, pp. 20-1.
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was as soloist in Henry Purcell’s Music for a while that Tippett first heard him sing, inspiring

his much-quoted reaction:

... ‘the centuries rolled back’. For I recognised absolutely that this was the
voice for which Purcell had written.

The impression that he made on the composer was so overwhelming that their collaboration
over the following years both established Deller as a famous artist and, in the process,

introduced the term ‘countertenor’ to the wider public.>®

1A.9 The ‘countertenor’ established
Writing in Tudor Music, more than twenty-five years after Tippett’s conferring of the title

‘countertenor’ on his discovery, Alfred Deller, Wulstan accepted it as incontrovertible.

Now that the voice has been restored to something approaching its former
popularity in England, it is hard to credit that its revival is so recent. The
revivification of the voice was due to the artistry, and indeed bravery — for
curious reactions preceded its acceptance — of Alfred Deller.!

He was anxious to remove any remaining doubt of the kind that Buck had raised at the

Musical Association meeting (though his reasoning is irrelevant):

It should be clear ... that the notion that the ‘countertenor’ is a type of tenor
quite distinct from the alto is wholly erroneous. It rests principally upon
false etymology: the name of the contratenor part of earlier music merely
reflected the way in which the composition was put together; the
countertenor part was often lower than the tenor.>?

50 Ravens, The Supernatural Voice, Chapter 1: The Discovery of Alfred Deller, fn. 3. Ravens also reminds us in
a later section ‘England in the Age before Deller’ (Chapter 8, location 5112) that there were prominent
falsettists in England in the earlier part of the century, such as John Hatherley Clark and Charles Hawkins, the
latter even being referred to as a ‘counter-tenor’, but it was clearly Tippett and Deller between them who gave
the term its modern profile.

S Wulstan, Tudor Music, p. 223.

52 Wulstan, Tudor Music, p. 242.
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Seeking to bolster his thesis with scientific evidence, he enlisted the support of a
laryngologist in experiments to show whether there was any physiological difference between
the voice production of the modern ‘countertenor’ and the traditional Cathedral alto.>3 He
proved to his own satisfaction that there was none, that it was all a matter of whether the
voice had been properly trained, but this veneer of scientific certainty tells us, in the end,
nothing about whether a voice production which is ‘almost exclusively’ falsetto, as he had
acknowledged Deller’s to be,* is one and the same as the historical ‘Contratenor’.

The time has come to ask the crucial question. Considering the way that Contratenor
parts are written in the repertory that we are considering here, and given what we now know
about historical performing pitch, does this music really ‘work’ when sung by the modern

‘countertenor’?

1A.10 Contratenor parts and the modern ‘countertenor’
The description given by Hough at the Musical Association meeting of the technique used by

Deller and the great majority of modern ‘countertenors’ is still broadly true:

The compass of the alto falsetto is usually spread over the middle C to the
C above. The alto singer uses his ordinary voice in a very light way from F
on the bass stave to middle C or D, and the whole art lies in joining the
two.>

Some now prefer (and are indeed encouraged) to extend the falsetto down further, even
below middle C, in the interests of avoiding exposure of the break between the two voices —

sometimes referred to as modal (chest voice) and falsetto, or, more succinctly, M1 and M2.¢

33 G. M. Ardran and David Wulstan, ‘The Alto or Countertenor Voice’.
54 Wulstan, Tudor Music, p. 223.

55 Hough, ‘The Historical Significance’, p. 4.

%6 See e.g. Braithwaite, ‘History of the Countertenor Voice’, p. 5.
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Under cover of the chorus section, a surreptitious change of register might be possible, but in
the great majority of the verses which are set for this voice it is quite another matter,
especially if uniformity of tone all the way down in falsetto is considered obligatory.>” The
problem with the lowest notes of this register is not only that they become weaker in descent,
in common with other voice-types, but also that they become inconveniently fragile, as they
approach the break into chest voice. To turn all this to advantage in a passage that is written
in this tessitura around the break is a challenge, well-illustrated in two famous passages from
Gibbons’ This is the record of John. In the first, John the Baptist vehemently denies the
suggestion that he is the Christ with a flamboyant gesture that propels him to the lowest

extremity of the range on f(See Example 1.1):

571 am grateful to the professional countertenor and singing teacher, Nicholas Clapton, for relating to me his
experience of singing in the choir of Christ Church, some forty years ago, in which he was actively discouraged
from using chest voice at all in this kind of repertory (private correspondence). And, as previously observed,
Waulstan described Alfred Deller’s voice, used as a model for decades of countertenors who followed him, as
being ‘almost exclusively’ falsetto. Wulstan, Tudor Music, p. 223.
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Example 1.1: Orlando Gibbons This is the record of John, bars 12—18 (notated pitch)

In the second, John denies that he is the prophet Elias, his emphatic answer ‘No’ again taking

him progressively down to the lowest extremity of the range on /' (See Example 1.2):
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Example 1.2: Orlando Gibbons This is the record of John, bars 31-40 (notated pitch)

At a seminar and workshop in 2013, hosted by the Centre for Research in the Arts, Social
Sciences and Humanities (CRASSH) in Cambridge under the title ‘Chains of Gold: rhetoric
and performance in the verse anthem’,’® Geoffrey Webber presented a survey of all available
recordings of this anthem. One of these was of the Choir of King’s College Cambridge with
The Jacobean Consort of Viols, conducted by Sir David Willcocks,>® in which the piece was
transposed up, not by a minor but by a major third from F into A. The conclusion of the first

of the above examples therefore sounded as follows (See Example 1.3):

8 March 1-2, 2013. http://www.crassh.cam.ac.uk/events/24652
3 Now available as ‘Gibbons: Church music’, Decca, catalogue no. 4758184. Originally ZRG5151 (1959)
recorded August 1958.
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Example 1.3: Orlando Gibbons This is the record of John, bars 15-18
(transposed up a major 3rd)

The event was reviewed in an article by Roger Bowers, cited earlier. In it he refers to the

reaction of listeners:

... at the conference itself a degree of perhaps injudicious mirth was
directed toward recorded performances made by falsettists of the solo part
in the verse anthem version of Orlando Gibbons’s This is the record of
John. Perhaps there lay in the composer’s text-setting a degree of subtlety
overlooked by the speaker and audience. “I am the voice of one that crieth
in the wilderness” does indeed need to be sung out strongly at a firm point
in the tessitura. But the descending phrase on “I am not the Christ” and that
set to “and he answered No” are rightly placed toward the bottom of the
alto register. John the Baptist found himself being asked if he was a
reincarnation of one of the greatest of the prophets, or even ‘the Christ’
himself. As Gibbons appreciated, the appalled denial of someone else’s
blasphemously mistaken view that you might be the Messiah was
something to be undertaken with horrified reticence and shocked humility,
rather than trumpeted across the Judean wilderness with a tenor
megaphone.

As one who was present at the occasion, I can attest that the ‘mirth’ that had greeted this
particular recording was entirely understandable, for it had very obviously required the
placement of an extremely close microphone for the low passages to be heard at all. It is a

passage that is notorious amongst falsettists, and even when it is sung by a competent

0 Bowers, ‘Chains of (Rehabilitated) Gold’, p. 16.
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professional the result tends to be subdued to the point of blandness, since so much vocal
effort has to be devoted to maintaining the sound at all, let alone agility in this fragile
register. Is this really what Gibbons wanted? Bowers resorts to some fanciful hermeneutics to
persuade us that it amounts to a justifiable interpretation of the scene depicted. His
characterisation of John’s motivation as ‘horrified reticence and shocked humility’ flies in the
face of what most of us would expect from the Baptist’s persona as described in the Bible.
Straight talking rather than timidity seems altogether more likely, coming from one who later,
at the cost of his life, has no compunction in denouncing to Herod his illegal marriage to
Herodias. In any case, in the first of these two scenes, the blasphemous suggestion that he
might be the reincarnated Elias has not yet been made, so there is no obvious reason for him
to be ‘appalled’ whilst bluntly declaring ‘I am not the Christ’. As it happens, it is exactly at
the time of the English Reformation that John the Baptist appears for the first time as a
central character in English staged drama, portrayed as an heroic figure of religious reform,
which hardly suggests that he was viewed as one who is easily shocked.

But there is a much more important and interesting reason why this interpretation is
misconceived from a musical point of view. The clue lies in the word ‘plainly’. We cannot be
sure how Gibbons came to use the translation used at this point by Tyndale and in the
Bishops Bible and Geneva versions. Perhaps it had been chosen for him in preference to the
King James version, which does not use the word at all and instead gives ‘And he confessed,
and denied not: but confessed, I am not the Christ’.%! He may simply have preferred, for

musical reasons, not to be obliged to repeat ‘confessed’. Whatever the reason, his use of

61 The anthem was written for Archbishop Laud, whilst he was president of St John’s College, Oxford, which
was from 1611 to 1621, and he may have chosen the text. The King James version, although appearing in 1611,
took some time to be taken up widely, and Gibbons, like other composers, continued to use the older
translations in many works. However, he did use the King James on occasion, namely in the verse anthem ‘Sing
unto the Lord’. I am grateful to Professor Peter McCullough for his insights here and following (private
correspondence, May 2020).
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‘plainly’ enables him to set up an intriguing antithesis between the meaning of the word and
the manner in which he sets John’s ensuing declaration, which is anything but ‘plain’. Of the
definitions of ‘plainly’ given in the Oxford English Dictionary, the majority refer to content
or sense: ‘without doubt’, ‘openly, publicly’, ‘without duplicity or reserve’, ‘with clarity of
understanding ... distinctly’. But two refer to the manner in which the matter is
communicated: ‘without ornament or embellishment’, ‘so as to be clearly perceived or

understood’.®? Yet the quaver figure to which he sets ‘I am not” in bar 17 is self-evidently an

ornament and one that is quite ostentatious in this context. What is the point he is making?

In a later chapter on rhetoric in the verse style,® I discuss this particular passage in
relation to other examples of the sophisticated rhetorical language which is typical of
Gibbons’ verse writing. It is sufficient to say for the present purpose that these quavers
constitute a rhetorical figure in the form of a simple passaggio, or ornamental division to give
its English term. As such, it requires to be executed with the clarity and panache that would
be expected in both vocal and instrumental ornamentation of the period, sounding as if it has
been improvised in the moment. Its very unplainness throws into relief the bluntness of
John’s denial: that is the whole point. Unless the figure can be articulated in a way that makes
it sound surprising and remarkable, that point is entirely lost, yet such is the case with the
way that we hear it when the part is sung by a modern falsettist. Since the notes are then
buried ‘toward the bottom’ of the falsetto register, they are inevitably subsumed into the
indistinct legato that is a feature of that fragile tessitura. When, on the other hand, the figure

lies ‘at a firm point in the tessitura’, namely in the central region where passaggi such as this

62 See “plainly, adv. 1, OED Online, Oxford University Press, March 2022,
<https://www.oed.com/view/Entry/144993> [accessed June 13 2022].
63 Chapter 2.5 ‘Layers of meaning’.
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would normally be placed for an instrument or a voice, and where it naturally lies in its

untransposed form for a tenor voice-type, it can be executed with agility and ease without any

need for a ‘megaphone’.

1A.11 Making the ‘break’

If, on the other hand, the lower notes of a Contratenor part are to be sung by the falsettist in
his tenor register, where is the break to be made into falsetto for the modern ‘countertenor’?
In the passage cited earlier, Hough describes the break to be in the region around ¢' or d ' (and
he is referring to these notes in terms of normal modern pitch). This is the practice of the
great majority of modern exponents of this voice-type, but does it make practical sense in the
light of the surviving parts? If a survey is made of the ten sacred consort anthems by Gibbons
in GB-Och MS Mus. 21 (in their original, untransposed keys), it clearly does not,% since the
notated region around c' or d' is the very centre of where the Contratenor parts
predominantly ‘sit’. The scoring of all these anthems is for Mean, Contratenor 1, Contratenor
2, Tenor and Bassus. The following two diagrams present pitch data for Contratenor 1 and
Contratenor 2 in graphic format, including only those sections which are texted and with
pitches illustrated in a bar graph which shows the duration in semibreves spent on each pitch,
averaged across the ten anthems (Figures 1.3 & 1.4).9 It will be immediately noticed that the

highest note is @' and the lowest tenor d, as illustrated earlier.5

% For reasons to be explained in Chapter 4.3, this list omits the ‘high’ key version of See, see, the Word is
incarnate, as well as the secular Do not repine, fair sun.

85 Pitches are shown according to the Midi system normally used for scientific discussion, where Middle C is
C4. Reference points are also indicated in the lowest line by corresponding namings according to the Gamut,
where Middle C is ‘C sol fa ut’. This and the following analytical diagram (Figure 1.4) are generated from data
contained within the Consort Anthem Database to be found in the Appendix to this research. Through that same
database can be accessed similar diagrams, analysing the ranges of voice-parts to more than 120 consort
anthems — the great majority of the repertory. (The compilation of this database is ongoing work).

% See Figure 1.1.
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Contratenor 1, total duration (in semibreves) per pitch
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Figure 1.3: Orlando Gibbons, 10 sacred consort anthems,
average pitch durations, Contratenor 1
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Contratenor 2, total duration (in semibreves) per pitch
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Figure 1.4: Orlando Gibbons, 10 sacred consort anthems,
average pitch durations, Contratenor 2

A constant changing back and forth between the two registers in such a congested area is, not
surprisingly, highly unsatisfactory and destroys the carefully constructed symmetry of the

musical sentence, as is illustrated in the opening verse of two of the other anthems (Examples

1.4 & 1.5);
4 5 6 7 8 9
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Be - hold, thouhast made my days as it were a span long: andmineage is even as  no - thing

in  re-spect of _  thee; And ve - ri-ly, ev - eryman liv-ing is al-to-ge - ther va - ni - ty.

Example 1.4: Orlando Gibbons Behold, thou hast made my days,
Contratenor 2, opening verse
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For thou shalt eat the la - bour of thy hands; O well is thee, and hap - py shalt thou be.

Example 1.5: Orlando Gibbons Blessed are all they that fear the Lord,
Contratenor 2, opening verse.
Considering now the upper end of Gibbons’ Contratenor writing, written g' and especially a',
it is noticeable that these are not used randomly, but usually at the peak of a carefully
constructed arc (as in the example above) or perhaps at a moment of special tension. A good
example of this is in See, see, the Word in incarnate, at the description of the resurrection

(Example 1.6):
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Example 1.6: Orlando Gibbons See, see, the Word is incarnate, bars 63—72

Here, as the three singing voices describe the earthquake and darkening of the sky, the

Contratenor surges up dramatically to shatter the bounds of hell as Christ is ‘risen up in
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victory’. We should surely expect the voice to sound appropriately stretched at a moment
such as this, as we should at both extremities of the range in a passage from Sing unto the

Lord, where the text ‘when I go down into the pit’ clearly requires it to convey the whole

scope of the singer’s ability, not just a convenient portion of it (Example 1.7):

77 78 79 80 81

RN
QL

76
) I
P’ A > T I I I I T T T
Cl Ay? i ———— — T - T F T
E)y } T T T T T

What  pro - fit is there in my blood, when I go down in - to the  pit?

Example 1.7: Orlando Gibbons Sing unto the Lord, Contratenor 1, bars 76—81

Here, then, is the nub of the problem for the ‘countertenor’ singing Contratenor lines.
He must cover the whole typical range of the parts from tenor d to g' or a', therefore needing
to use both chest voice and falsetto (‘M1° and ‘M2’), joining the two at the natural break
point in the region around ¢' or 4 '; yet the way that Contratenor parts are written shows this
to be the very area of heaviest traffic, making disguise of the join as awkward as it could be.
Furthermore, when he reaches the upper extremity of the range, around g' or a', any self-
respecting falsettist has at least another fifth to go before he begins to reach his limit. Put
crudely, he is like an aeroplane that has barely left the ground or a car barely out of third
gear. This is manifestly an inefficient way for a composer to use such a voice-type and, given
the lack of any evidence for it in documentation of the period, it makes no sense to use it

here, when there is a much more convincing alternative. What might that be?

1A.12 Return of the ‘Contratenor’

Once again, Parrott summarises the issue:

Heroic, theatrical or celebratory solo writing designed to exploit the top
register of a man’s natural voice will clearly have a very different effect,
however well sung, when placed in the medium-to-low range of a falsetto
voice.
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and he puts his finger on another important point:

... whole repertories that depend on speech-like naturalness and directness
of verbal communication — English lute songs, consort songs and verse
anthems, for example — risk being jeopardized by an ‘unnatural’ voice
singing well above the pitch of its owner’s speaking voice.®’

The ‘speaking’ quality of the verse-singer’s voice is one to which I shall return several times
during this thesis. In this respect, the kind of voice that we are talking about for the
Contratenor is probably little different from that which is required for the part of the
Evangelist in Bach’s Passion settings, namely a very similar vocal range and comparable
responsibility for making the text clear and meaningful. Drawing a parallel with music of our
own time, John Potter argues that the priority of text over sound is also a feature of modern

popular music:

If we want a model to base our concept on, we can draw (with care ...)
some parallels with modern rock singers. We would not normally identify
male rock singers as tenors even if they sing in the tenor range (which
many do, frequently in a relatively high tessitura). This is because they are
not trying to make a tenor sound, but are delivering the text in a way which
is related to their speaking voices ...%

I will not be alone in finding that clarity of text is probably the weakest feature of the falsetto
voice when singing in the very area where it is most required, as the earlier diagrams showed.
And it is the inherently covered quality of sound that most contributes to the indistinct
character of Contratenor lines in the five-part chorus sections, when sung in this manner.

What is needed is a quality that is altogether more incisive.%’

67 Parrott, ‘Falsetto Beliefs’, 94.

68 John Potter, Tenor: History of a Voice (Yale University Press, 2009) e-book, Chapter 1, location 147.

% Ironically, it is Bowers who best expresses my feelings about this aspect in a passage which, although quoted
here out of his own context, perfectly describes what is so usually heard. (He is here criticising Wulstan for his
use of high pitch in pre-Reformation repertory, a practice which he does not support). His refers to: ... two alto
voices, who have to sing predominantly in the weaker sections of their register. By this process the whole
intended core of the choral sound is enfeebled, leaving in the middle of the texture insufficient tone to hold
together the two outer ends of the tonal spectrum.” See Bowers, ‘To Chorus from Quartet’, p. 47.
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In the five-part scoring that is typical of consort anthem repertory, there is usually a
requirement for two Contratenors (in the case of a work for Decani and Cantoris choir,
therefore at least four). This would seem to imply that there must have been a plentiful supply

of suitable voices, yet this seems contrary to the contemporary account of Charles Butler,

who observes of the Contratenor line that

... in harmony it hath the greatest grace: specially when it is sung with a
right voice: which is too rare’®

Peter Phillips recognises the problem and offers some practical advice to choirs:

... Perhaps the most satisfactory solution is to use an ordinary tenor or
baritone and an ordinary falsettist together on the part, expecting each to
drop out as the range moves to an extreme. Between them neither end of
the compass will be a strain and with practice the two could sing as a
perfect team even in solo work.”!

But this pantomime-horse approach to the role, even if available as a last resort to the chorus
of an ill-equipped modern choir, clearly has no relevance to the Contratenor soloist in a verse
section. Phillips even acknowledges that ‘it is possible that a tradition has been lost here’ yet
seems to show little interest in rediscovering what that might be. Ravens and Braithwaite, on

the other hand, cite some important historical examples that may throw light.

1A.13 Later manifestations of the high tenor voice
It is widely acknowledged that, in the era following the Restoration, composers wrote for two

different kinds of Contratenor voice, a lower and higher range, both written in C3 Clef, the

70 Charles Butler, The Principles of Musik, in Singing and Setting: With The Two-Fold Use Thereof
[Ecclesiastical and Civil] (London: John Haviland, 1636), p. 42.

" Peter Phillips, ‘Performance Practice in 16th-Century English Choral Music’, Early Music, 6.2 (1978), pp.
195-99 (p. 198).
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lower being almost certainly for a high tenor.”? Indeed, it is claimed that Purcell himself may
have been such a singer.”® Tenors Charles Daniels and Samuel Boden have both recorded
several examples of solo writing for Contratenor, which demonstrate well the particular
expressive edge that such ‘high wire’ skill brings to the music, compared to the much more
usually heard falsetto version.” It is often wrongly supposed that this kind of voice is the
English equivalent of the French haute contre, but accounts of the latter make clear that this
was very different, and probably a good deal more acerbic.”> Ravens, Braithwaite and Parrott
all write extensively on this subject, from which it emerges that, by the later eighteenth-
century, the French taste differed substantially from the newly emerging Italian school of
tenor singing, which appears to have found a mellifluous way of combining the M1 and M2
voices, more commonly described as chest and falsetto, into a light extension of the normal
tenor range.”® With a survey of French authorities such as Jean-Jacques Rousseau and Jérome
de Lalande, to be understood (he suggests) in the light of the more dispassionate outside
observer Johann Joachim Quantz, Parrott sums up what had become a turning point for the

tenor voice in European music.

With this we come, I believe, to the heart of the matter. From the
documentary evidence presented in this brief study it emerges — quite

2 Ravens, The Supernatural Voice, Chapter 6, The Purcellian Counter-Tenor; Braithwaite, ‘A History of
Falsetto’, p. 40; Parrott, Composers’ Intentions, pp. 273-9.

73 though this supposition is based largely on the contemporary account of a performance of his 'Tis nature’s
voice, in which the identification of Purcell as the performer is not entirely clear. See Parrott, Composers’
Intentions, p. 277.

4 Charles Daniels, Hail, Bright Cecilia!, IV. ‘Tis Nature’s voice’, Gabrieli Players dir. Paul McCreesh,
Deutsche Gramophon Archiv, 2002. Samuel Boden, An Ode on the Death of Mr Henry Purcell, Arcangelo dir.
Jonathan Cohen, Hyperion 2017. Both singers number amongst the eight high tenors who sing Contratenor
verse anthem parts in the two ‘In Chains of Gold’ recordings on Signum, forming part of the data to this thesis.
75 See, for example, the descriptions of this voice-type by Jean-Jacques Rousseau and especially Charles
Burney, viz ‘such screaming, forcing and trilling as turned me quite sick’ in Ravens, The Supernatural Voice,
Extempore 4: ‘Reserved Spaniards: Cultural Stereotypes and the High Male Voice’, Kindle Location 2424.

76 Ravens, The Supernatural Voice, Chapter 5: ‘Baroque Europe’, The French Haute-Contre, Kindle Location
2846; Braithwaite, ‘An Overview of the History of the Countertenor Voice and Falsetto Singing’,
https://0799f6a5-7462-4a05-8162-

£d5403329489 filesusr.com/ugd/a5f0e3 a511942171324376a6b2c3880c747a33.pdf, pp. 40-45; Parrott,
Composers’ Intentions, pp. 122-45.
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plainly, it seems to me — that the use or non-use of falsetto (in the sense of
head voice, as most of us would call it) was seen as a central factor in the
polarisation of Italian and French vocal traditions. Its cultivation
throughout the 18th century (and beyond), was seen as a defining
characteristic of Italian singing, one which distinguished it sharply from
French practice.””

Strange as it might seem, it was the great castrati teachers such as Pier Francesco Tosi and
Giambattista Mancini,”® rather than their unbrutalised tenor colleagues, who advocated and
taught this subtle, blending technique, guiding the voce di petto through the voix mixte into
the lighter register of voce di testa, and thereby establishing the highly successful Italian style
of tenor singing, until it gave way in the next century to demands for the greater power of the
tenore di forza. One imagines that the demonstration of that new technique by the French
tenor Duprez, introducing the novelty of a high ¢" sung with full chest voice rather in a light
head voice, would have horrified Morley just as much as it did Rossini, whom it was

designed to impress.”

1A.14 Reviving the Contratenor today

What relevance does any of this excursion into later centuries have to a Contratenor in a
seventeenth-century consort anthem? The point here is simply to suggest that, in all
probability, what Phillips refers to as a ‘lost tradition’ in coping with these high-ranging lines
consisted in something very similar to the Italian falsetto extension of the modal tenor voice,

which Tosi and Mancini were later to advocate, but which subsequently fell out of fashion.®°

7 Parrott, Composers” Intentions, p. 129.

8 Pierfrancesco Tosi, Opinioni de’cantori Antichi, e Moderni o Sieno Osservazioni (Bologna: dalla Volpe,
1723), LxXx1; Giovanni Battista Mancini, Pensieri e Riflessioni Pratiche Sopra Il Canto Figurato (Vienna:
Ghelen, 1774), LXXV.

" See Ravens, The Supernatural Voice, Chapter 7: ‘The Passing of the Castrati’; Parrott, Composers’ Intentions,
p. 137.

80 John Potter describes a remarkable ‘last gasp’ era of this technique, taken to extraordinary heights of
virtuosity by a number of tenor singers for Mozart, Haydn and, remarkably, with a soprano /"' by a tenor for
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It is a technique which needs to be re-discovered and re-established. Encouragement should
be given to young tenors, before they are trained by conservatoire teachers to inflate their M 1
voice with the forza demanded by modern concert hall and opera house conditions, to make
the transition to M2 a few notes higher. The use of falsetto at the upper end of Contratenor
lines can be highly effective if used judiciously. Whilst there were, no doubt, some light
tenors in early seventeenth choirs whose modal voices ascended seamlessly through the range
without perceptible ‘break’, just as there are today,®! there must have been others who coped
by extending the modal voice upwards into an area where the lightness of falsetto can
become a virtue.®? What they surely did not do is sing these parts by extending the falsetto

downwards. It makes no sense and it does the music a disservice.

1A.15 Charles Butler

I have occupied a lot of space in this chapter, discussing the true identity of the Contratenor,
because its character is such a major factor in the way that the repertory sounds, both in verse
and chorus. But it is only one of the five voice-types that are illuminatingly described by
Charles Butler: Treble, Mean, Countertenor, Tenor and Bass. It is valuable to examine each
of them here, since they have particular relevance to the verse anthem, the musical form for

which Butler shows a preference:

Bellini in / Puritani in 1834. John Potter, ‘The tenor-castrato connection, 1760—1860, Early Music (2007), pp.
97-110.

81 T am grateful to Samuel Boden, a leading professional ‘high tenor’ who took part in both ‘In Chains of Gold’
verse anthem recordings referred to elsewhere, for his analysis of his own voice in this register, which he
describes as ascending significantly beyond the normal range of M1 without any feeling of transition into M2.
(private correspondence).

82 T am grateful to Rogers Covey Crump, another leading professional high tenor and participant over recent
decades in several recordings by groups such as the Taverner Consort, King’s Consort and Hilliard Ensemble
for similar self-analysis. He describes being encouraged by Andrew Parrott to develop what was, in his own
words, an ‘unexceptional’ tenor range, specifically in order to master the ‘high tenor lines of Purcell’. Whilst he
is a clear example of a ‘real Contratenor’ who is comfortable ‘sitting in the upper end’ of his range, he also
describes judicious use of falsetto for high notes according to musical context. This seems arguably what many
verse anthem Contratenors are likely to have done (private correspondence).



32
CHAPTER 1
Implications of the origina performing pitch. A: Voices

... a solemn [sacred] Anthem, wherein a sweet Melodious Treble, or
Countertenor, sings single, and the full Choir answers ...%

Beginning with the one which we have been examining so far, Butler’s description of the
Countertenor as the ‘highest part of a man’ was cited by Wulstan to justify his view that this
must refer to the male falsetto.3* Whilst this interpretation can neither be proved nor
disproved by anything that Butler writes elsewhere, the view strongly argued by Parrott and
Ravens, that falsetto was not used in England during the period in question, and that the
voice-type to which Butler refers is of the high tenor variety, is consistent with another phrase
that Butler uses for it, namely ‘a sweet shrill voice’.®> A number of contemporary meanings
have been offered for the word ‘shrill’, Ravens suggesting that it may imply a certain

edginess,® but as Braithwaite observes

It seems particularly unlikely to associate this term with the typically rather
subdued sound of ‘falsettists’ performing in the lowest part of their register
which would be demanded by the ‘countertenor’ part.®’

1A.16 The ‘ordinary compass of human voices’

Treble and Bass

Butler’s other descriptions of voice-types give good reason to think that the performing pitch
which lies behind them must be lower than the Wulstan concept of ‘high pitch’. For example,
his reference to the Treble as simply ‘the highest part of a boy or woman’, and to the Bass as

‘a deep, full, and pleasing voice’,®8 are earlier qualified in an important way.

8 Butler, The Principles of Musik, pp. 40-2.

8 Wulstan, Tudor Music pp. 233-49; The Principles of Musik, p. 42.

85 Butler, The Principles of Musik, p. 41.

8 Ravens, The Supernatural Voice, Chapter 4 Late Medieval and Renaissance England, ‘Charles Butler and the
“sweet shrill voice™’, location 2191.

87 Braithwaite, ‘History of the Countertenor Voice’, pp. 29-30.

88 Butler, The Principles of Musik, pp. 41-2.
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Within the ordinary compass of human voices (from the lowest Note of a
Man’s Bass, unto the highest of a Boy’s Treble) are contained three
Septinaries of Musical Notes: although there are found some Basses that
reach below, and some Trebles that arise above this ordinary compass.
[my italics]®

Clearly, Butler’s normal Treble is not the ‘very high treble” who would have been needed to
cope with the impractical demands of the Clerks of Oxenford Gibbons recording, described
earlier, whilst his Bass, in order to produce the necessary fundament of tone, must have been

of a maturity, which Phillips discounts as a hindrance:

It takes a mature singer with a developed technique to manage a
consistently low part and we have already suggested that mature voices
cloud the texture. Very few singers can manage this part with the necessary
clarity. Transposition up by a tone or minor third aids the lighter voice ...

On the contrary, whilst the standard lowest note of the bass compass is Fa ut, written £ and D
below this are found not infrequently, for example in Tomkins, Mundy and Ward.®? The
‘real’ bass voice required for early Italian opera roles, such as that of Caronte in Monteverdi’s
L’Orfeo, was probably just as available in England. In the absence of such stage opportunity
here, such singers would undoubtedly have been sought after to underpin the leading church
choirs and to execute verse solos with extended lower range, just as the Reverend Gostling

was a couple of generations later by Henry Purcell.

Tenor and Mean
The difference of roughly a tone between Wulstan’s ‘high pitch’ and Quire pitch makes a

crucial difference in fitting the pieces of the ‘Tudor’ choral jigsaw into place. Butler remarks

% Butler, The Principles of Musik, p. 9.

90 Peter Phillips, ‘Performance Practice in 16th-Century English Choral Music’ (p. 198).

92 e.g. Tomkins Sing unto God, Thou art my king, O God; Mundy Sing joyfully unto God our strength; Ward Let
God arise.



34
CHAPTER 1
Implications of the origina performing pitch. A: Voices

that that typical singer of the Tenor line was ‘an indifferent voice’,”® a characterisation

t,94

supported by contemporary comment,”* yet Wulstan misses the obvious conclusion:

Most ‘real’ tenors today dislike singing the music of the Tudor period,
finding their part too low for comfort; the sixteenth century tenor compass
more nearly resembled that of a modern baritone. [my italic]®®

In fact, when such parts are sung at the correct pitch, they do not merely ‘resemble’ that of
the modern baritone, they fit it very convincingly. When pushed higher by one tone, as they
are at ‘high pitch’, the upper end of the range starts to become strained. By constantly
confusing the historical Tenor vocal line and the modern ‘tenor’ voice-type, Wulstan
propagates the same ‘false etymology’ that he had himself earlier criticised in relation to the
‘countertenor’,” leading him to the conclusion, that a ‘paucity of ‘true’ tenor voices’ was a
‘characteristic of English singing’.?” There is no basis for this claim.

Recently, important light of a rather more scientific kind has been thrown on the

nature of the Mean voice, described by Butler:

... so called, because it is a middling or mean high part, between the
Countertenor, (the highest part of a man) and the Treble, (the highest part
of a boy or woman:) and therefore may be sung by a mean voice.

In a number of studies, Martin Ashley has demonstrated that the typical vocal training of the
modern English boy treble fails to produce a technique and solidity of tone capable of coping
convincingly with the notated range of Mean parts at the lower end, below about ¢'.°® He

discusses physiological reasons for this, which are beyond the scope of the present research,

93 Butler, The Principles of Musik, p. 41.

% e.g. Laud ‘an ordinary voice’: Le Huray, Music and Reformation, p. 120.

95 Wulstan, Tudor Music, p. 244.

% Wulstan, Tudor Music, p. 242.

97 Wulstan, ‘Vocal Colour’, p. 29.

8 Martin Ashley, ‘English Choirboys Ancient and Modern: Some Preliminary Investigations into Acoustic
Profiles Associated with Renaissance Choral Music’, researchgate.net, 2020
<https://doi.org/10.13140/RG.2.2.36185.13928> [Accessed March 25 2021].
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involving transition between M1 and M2, or more colloquially ‘modal’ and ‘head’ voice, but
which are closely related to earlier discussion of the historical Contratenor voice. The
evidence seems to be that the historical Mean almost certainly had a natural register break in
the area between written d " and e".°° This corresponds closely to the upper limit of the music

commonly notated for it, implying that this limit was a result of the natural tessitura of

trained boy Means who sang the part.

1A.17 Some conclusions

Butler’s descriptions of the five principal voice-types in sacred music of his time cannot be
said to give unambiguous definitions of their vocal colour. But, when the EEOP research
findings on organ and singing pitch are taken into account and voices are used which accord
more logically with his descriptions than those which Wulstan and the high pitch theorists
were forced to adopt, the pieces of the vocal jigsaw fall naturally into place. At Quire pitch,
the clarity and ‘ring’ of high tenor voices singing the Contratenor lines in the upper part of
their register must be balanced by baritonal voices singing the Tenor lines in the upper
register of theirs, giving the central area of the five-part texture the essential vibrancy that it
otherwise lacks, whilst the bassline must be properly supported by ‘real’ bass voices singing
in their lower register. In some respects, it corresponds to the way that the sonority of a viol
consort works, when the lowest part is taken by a long-stringlength ‘consort’ bass, playing on
the lower strings, whilst inner parts are taken by smaller basses and tenors, playing on their
upper strings. Andrew Parrott describes what happens in the vocal context, when such a

carefully calibrated balance is distorted by the introduction of a foreign body:

% ‘This corresponds to a small lift or passagio point that is found in many boys’ voices and which can
sometimes be troubling when rehearsing boys in the C5-ES5 region.” Martin Ashley, ‘Wee shall heare the fearest
voices’, researchgate.net, October 2020, p.4 <https://doi.org/10.13140/RG.2.2.27822.74563>.
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When an unneeded falsetto voice is shoe-horned into a vocal texture there
is an inevitable knock-on effect for all of the voice parts ... Difficult though
this is to put into words, such inadvertent interference with the carefully
calibrated sonorities and textures evolved by composers who were
themselves singers and whose knowledge and understanding of the choral
medium has rarely been matched is hardly likely to lead to an improvement
on their original intentions.

In November 2016, under my artistic direction, The Orlando Gibbons Project set out
to make a first complete recording of the Gibbons consort anthems.!? The starting point was
to put into practice the vocal scoring principles set out by Butler, as I understood them, and,
in the words of David Wulstan with which we began this chapter, ‘to take into account
considerations of vocal colour peculiar to the period’,!°! though with very different
conclusions to the ones that he had reached. (The only respect in which we did not follow
them was in using women rather than boys on the top line, a decision that had to be taken for
a variety of practical reasons.)!?? But what were the implications of original performing pitch

to be for instruments?

100 1y Chains of Gold’, The English Pre-Restoration Verse Anthem Vol. 1: Orlando Gibbons — Complete
Consort Anthems, Fretwork, His Majestys Sagbutts & Cornetts, Magdalena Consort (Signum SIGCD511, 2017).
101 Wulstan, ‘Vocal Colour’, p. 19.

1021 discussed the idea at an early stage of the project planning with Andrew Carwood, Director of Music at St
Paul’s Cathedral. It was clear in conversation with him that it would be difficult to find boys with the necessary
Mean vocal timbre for the range of the parts, due to the predominantly Treble training of modern English
choristers (see also the research by Martin Ashley, referenced above). I decided to compromise on this element
of the original ‘vocal colour’ that we were seeking to recreate, in favour of the much greater reliability and
musical maturity of women’s voices, bearing in mind the project’s restraints on time and finance. But the use of
boy Means is certainly an aspect of the music’s performance that a future project should aim to study, as is the
use of ‘old pronunciation’: see Chapter 4.8 ‘Singers’ notes’.
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1B.1. Cornetts and Sackbuts

1B.2. Viols

1B.3. Viol sizes in relation to pitch

1B.4. The Harwood theory of English viol sizes
1B.5. Choirboy training and Quire pitch

1B.6. Evidence from English viols of the period
1B.7. Assembling a Quire pitch viol consort
1B.8. Later evidence of high pitch viols

1B.9. Some conclusions

*kkkk*k

Having adopted Quire pitch for voices as the starting point of the Orlando Gibbons Project in
2016, it seemed entirely logical to do so for the accompanying instruments in a consort
anthem. In the case of wind instruments, that suggestion was relatively uncontroversial, in
that most cornett and sackbut players were by then used to playing German or Italian music
of the period at ‘high’ pitch of around A466 and suitable reproduction instruments had been
available for some time, although rarely heard in English sacred repertory.! To suggest the
same for a consort of ‘classical’ English viols (as opposed to earlier ones in ‘Renaissance’

style) was quite another matter.

1B.1. Cornetts and Sackbuts.
In Composers’ Intentions, Andrew Parrott assembled a substantial body of historical evidence
for the use of cornetts and sackbuts in English sacred music.? More recently, Helen Roberts

has researched the performance practice of the wind bands and individual instrumentalists

! At the time, I was aware of a radio broadcast of a concert of verse anthems given by the early brass ensemble
His Majestys Sagbutts & Cornetts with a single-voice vocal consort but not of any other instance.

2 Andrew Parrott, ““Grett and Solompne Singing”: Instruments in English Church Music before the Civil War’,
in Composers’ Intentions? Lost Traditions of Musical Performance (Woodbridge: The Boydell Press, 2015),
pp- 368-80 especially pp. 379-80.
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who contributed to cathedral music during the period in question.® Scant physical evidence
survives, however, for English cornetts and thus for their performing pitch. The two most
important extant English examples, treble cornetts at Christ Church, Oxford, dating from
1605, are pitched at about A440. These have recently been shown by Jamie Savan to have
been probably designed to play, by upward transposition of a tone, with the Christ Church
organ, which is estimated to have been pitched a little higher than Quire pitch.* The pitch
adopted for our recording project was A466. This was for practical reasons, mainly caused by
the availability of reproduction high pitch cornetts, which tend to be made to convenient
standard of A466 (a semitone above modern pitch) and by the tuning limitations of organs
with shifting keyboards. Whilst this is a little lower than the Quire pitch estimate of A473
made by the EEOP and implemented in the first two reproduction ‘Tudor’ organs arising
from that research, a later reproduction by the same makers, Goetze and Gwynn (the ‘St
Teilo’), was built at A466 in order to make it more compatible with other instruments, and
this was the organ used in the second of our project’s recordings.> A466 can reasonably be
described as a very near approximation to Quire pitch and not far removed from what an
English cornettist of the period might have encountered. (Indeed, one surviving English tenor

cornett of the period is estimated to play at this pitch.)®

* Helen Roberts, ‘Wind Instruments in Provincial English Cathedrals, c. 1580—c. 1680: Towards a Performance
Practice’ (unpublished doctoral thesis, Birmingham City University, 2019).

4 Jamie Savan, ‘Unlocking the Mysteries of the Venetian Cornett: Ad Imitar Piu La Voce Humana’, Historic
Brass Society Journal, 28 (2016), pp. 31-55 <https://doi.org/10.2153/0120160011004>. Also Bruce Haynes, 4
History of Performing Pitch: The Story of ‘A’ (Lanham, Md: Scarecrow Press, 2002), p. 91.

5 “In Chains of Gold’, The English Pre-Restoration Verse Anthem Vol. 2: William Byrd to Edmund Hooper:
Psalms and Royal Anthems, Fretwork, His Majestys Sagbutts & Cornetts, Magdalena Consort, art. dir. William
Hunt (Signum SIGCD609, 2020).

¢ A particularly valuable feature of the recording was the rare opportunity to hear this tenor size of cornett
playing Contratenor lines in such repertory, for which its range is ideally suited. I am grateful to Jamie Savan
for information about the one that he played on the recording, which was a reproduction by Christopher Monk,
based upon an original from about 1608 in The Museum of Norwich at the Bridewell, estimated to play at about
A466. See < http://norfolkmuseumscollections.org/collections/objects/object-3168996737.html>. He points out
that the text on this website is confusing: this is the only English tenor to survive in an English collection
(although there may well be English-made Bassano tenors surviving in continental collections).
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I considered two of the Gibbons anthems recorded on the first of the project’s CDs to
be particularly well suited to accompaniment by cornetts and sackbuts:” Great King of gods
and O all true faithful hearts, which are both associated with important royal events. A third
anthem, Lord, grant grace, contains a brief but magnificent central section of eight-part
antiphony, which seemed to invite their participation.® On the second CD, Byrd’s Look and
bow down survives as a lute intabulation of a consort song but is known to have been
performed as part of an outdoor ceremony at which loud wind would have been entirely
appropriate,” and in Hooper’s O God of gods, cornetts and sackbuts are integral to my
reconstruction of the work as a consort anthem.!? All these pieces are discussed in later

chapters together with the implications of their wind accompaniment.

1B.2. Viols

A consort of viols played in most of the consort anthems in our project and has generally
been regarded as the most likely accompaniment to the majority of surviving consort
anthems, although it is rarely specified.!! A significant number of viols survive from the
period in question, but, as with any stringed instrument, it is impossible to determine a fixed
pitch at which they originally played. Hitherto, the compromise that Fretwork had adopted
for choirs that were willing to experiment with singing the music at Quire pitch had been to

tune the viols to A415, and play from parts transposed up one tone, thus achieving a resultant

" “In Chains of Gold’, The English Pre-Restoration Verse Anthem Vol. 1: Orlando Gibbons — Complete Consort
Anthems, Fretwork, His Majestys Sagbutts & Cornetts, Magdalena Consort, art. dir. William Hunt (Signum
SIGCDS11, 2017).

8 See further in Chapter 4.5 ‘Wind and organ’.

% See Preface by Andrew Johnstone to William Byrd, Eight Fragmentary Songs, Edited and Reconstructed by
Andrew Johnstone (London, Fretwork Editions 2020), especially pp. xvi—xvii.

10 See ‘Three anthems by Edmund Hooper: 1. O God of gods’; also Chapter 4.5 ‘Wind and organ’.

1 As, for example, in John Amner, Sacred Hymnes (1615), Michael East, Third Set of Bookes (1610), Fourth
Set of Bookes (1618) and Sixt Set of Bookes (1624).
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performing pitch of A466. It can be argued that this is what a viol player of the period might
have been expected to do, in order to reach the pitch and accommodate the singers, but whilst
the keys that result from such a transposition are much more idiomatic for viols than the ones
produced by Wulstan’s minor third transposition, the resulting occurrence (not infrequent) of
accidentals such as d-sharp and even a-sharp tends to create significant intonation
difficulties, when using historical unequal temperaments. Furthermore, the overall sonority is
compromised by the more restricted use of open string resonance. The whole experience had
reinforced my conviction that viol players of the period would have played this music in the
written key, if the means were available to do so, and it raised the question: were some viols

made of a smaller size, in order to make them more suitable for tuning to Quire pitch?

1B.3. Viol sizes in relation to pitch

A415 has become a pitch of convenience for many viol consorts playing their standard
instrumental repertory, just as it has for ensembles playing later Baroque music.!?
Professional players of today tend to gravitate towards larger instruments, needing frequently
to produce as much volume as possible when performing in spaces that are much larger than
would have been expected by consorts of the seventeenth century, but in valuing greater size,
they could claim to be following the advice of Thomas Mace, who, writing in 1676, advises
‘Let your Bass be Large’.!’ Indeed, the idea that a viol might be too large is one that seems
not to be mentioned in historical writing.!* In the case of Fretwork, the consort of which I

was a founder member, the bass instruments in the consort were particularly large, and we

12 Though for amateur viol consorts, A440 is often regarded an alternative that might be necessary for
combining with wind instruments.

13 Thomas Mace, Musick’s Monument (London: T. Ratcliffe and N. Thompson, 1676), p. 246.

14 Michael Fleming and John Bryan, Early English Viols: Instruments, Makers and Music (London: Routledge,
2016), p. 318.
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agreed that A415 was the highest pitch at which they would comfortably play.!> T was not
aware of any modern precedent for using a consort of smaller English viols tuned to Quire
pitch,'® nor of any reasoned argument for so doing, such as I put forward for our project.!’
The recent study of surviving English viols and their makers by Michael Fleming and
John Bryan has concluded that it is very difficult to make any accurate deductions about the
pitch for which a surviving English viol of this period may have been designed to play,!®
since so many have been altered in ways that make their original dimensions uncertain, most
of all those of the neck and hence of the original string length.!” Nevertheless, in view of the
wide range in size of surviving English instruments within a given category (treble, tenor or
bass) as recorded in the Database of Historical Viols,*® compiled for the Viola da Gamba
Society of America by Tom MacCracken, and even after omitting those where doubt exists
about the category to which the viol belongs,?! a reasonable conclusion is that differing pitch

standards are likely to play a major part in this diversity of size.?? In view of recent research

15 Being copies of what was at the time thought to be the largest surviving early seventeenth century consort
bass viol, by Henry Jaye with a string length of 80cm, they sound strident when tuned to A440, and a higher
pitch than this introduces further problems, such as the breaking point of gut strings.

16 As mentioned earlier, ‘Renaissance’ viols of a sixteenth century type, such as copies of Italian instruments of
the Ciciliano or Linarol design, are nowadays played at A466 relatively frequently, but I was not aware of a
consort playing viols of the classical English design at this pitch. I have since learned that Peter Tourin, the viol
maker and researcher, may have conducted some experiments in this, but I do not have confirmation of it.

17 See <https://www.orlandogibbonsproject.com/blog/radical-reassessments-of-the-gibbons-consort-anthems-
no2-performing-pitch-and-its-implications-for-consort-instruments> [Accessed 3 May 2022].

18 “We are still some way from reaching a consensus concerning the parameters governing actual pitch at which
viol consorts played in early modern England, leading to theories that there may have been more than one
generally agreed level, depending on the size of the instruments, or that viols may have played at different pitch
levels when performing alone or in combination with voices or keyboard instruments’. Fleming and Bryan,
Early English Viols, p. 15.

19 Michael Fleming (private correspondence)

20 A subset of the ‘Database of Historical Viols’ <https://vdgsa.org/pgs/viols/viols.html> [Accessed 3 July 2018,
temporarily offline on May 2 2022 but expected to be available again shortly]. (In footnotes that follow,
reference numbers are used from this database to identify certain instruments: ‘DHV No.” or ‘Tourin ID’.) As
Fleming observes, this diversity is much greater than is exhibited in surviving violins: Fleming and Bryan, Early
English Viols, p. 316.

2! For example, a viol in the Victoria Albert Museum (DHV No. 878; Tourin ID VIC 02, KENS 6, bearing the
label ‘Henry Jaye 1667) has been variously referred to as ‘alto’, ‘counter tenor’ and ‘small tenor’.

22 Modern viol makers sometimes propose that such variation in string length is simply a matter of the client’s
taste. Superficially, it might seem that way, when comparing sets of viols to sets of lutes, for which there is
historical evidence of a similarly large variation in sizes, but the true picture is more complex. Hector Sequera



42
CHAPTER 1
Implications of the original performing pitch. B: Instruments

into the gut strings for bowed instruments that we think were used during the period in
question,?? it seems improbable, for example, that two bass viols, which are gut-strung
throughout and have a major difference in string length, were originally intended to play at

the same pitch. 24

1B.4. The Harwood theory of English viol sizes

At a meeting of the Viola da Gamba Society of Great Britain in November 2002, Ian
Harwood gave a presentation, in which I took part as a demonstrator, of a theory that he had
earlier expounded in the journal Early Music.>> Referring to the existence of a number of ‘in
between’ sizes of viol, which museum curators had found it difficult to assign to the three

recognised categories of bass, tenor and treble,?® Harwood sought to explain their function by

investigated the issue of lute sizes in some detail in relation to his study of music in the Paston household. See
Hector Sequera, ‘House Music for Recusants in Elizabethan England: Performance Practice in the Music
Collection of Edward Paston (1550-1630)" (unpublished doctoral thesis, University of Birmingham, 2010), pp.
114, 129-41. He argues that, whereas Philip Brett had assumed that Paston’s lute intabulations of vocal music
should be assessed in relation to a single, standard lute in G, it seems much more likely that a set of multiple
sizes, for example including ones in adjacent tunings of A and F/E, would have been normal in the period for a
sophisticated musician such as Paston. (The Fugger inventory from Germany in 1566 lists as many as seven
sizes). He goes on to speculate that a lute maker might well have tailored such a set to the ‘anthropometrics’ of
the owner, ‘allowing the builder to build a G-lute at a convenient size for the player, and then build the rest of
the set based on the proportions of the first one’. We should be wary of drawing too close a parallel between sets
of lutes and viols, since the physical demands of chordal and single-line playing do not equate straightforwardly
and there is no written historical evidence for English consort viols of this period in adjacent tunings, such as the
lutes described above. The three sizes of viol were the D bass, the G tenor and the D treble (even though some
viol players today may find it convenient to play later repertory such as Locke or Purcell on ‘hybrids’ such as a
‘small tenor’ in A or an ‘alto’ in C. See previous footnote). One can reasonably conclude, however, that by the
process of ‘anthropometric’ tailoring that Sequera describes, the reference pitch of one lute-playing household
could differ from that of another by a significant degree, there being no necessity in the world of domestic
music-making of the time for conformity to a common pitch standard. This is therefore a different set of
circumstances to that which may have applied to viols in the sphere of Quire pitch.

23 See, for example, a description by Oliver Webber of factors that relate gut string tension to sounding string
length and pitch, ‘The Monteverdi Violins’ < http://www.themonteverdiviolins.org/strings.html> [Accessed 30
August 2018].

24 The significance of this comparison will become apparent from the discussion below.

25 Jan Harwood, ‘A Case of Double Standards?: Instrumental Pitch in England ¢1600°, Early Music, 9 (1981),
pp. 470-81.

26 These ‘in between’ sizes being, for example, the ‘small bass’ or ‘large tenor’ by Blunt (1605) in the
Ashmolean Museum, Oxford; or the ‘small tenor’ by Jaye (1667) in the Victoria and Albert Museum: Harwood,
‘A Case of Double Standards’, p. 473, 4a and 4b.
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postulating two, interlocking families of viol size,?’ separated in pitch by a perfect fourth. In
justifying this proposal, he pointed to a publication by Tobias Hume,?® in which the song
Cease leaden slumbers (The Queens New-Yeeres Gift) is scored to the accompaniment of two
viols playing from tablature and a third from staff notation, with the following instruction on

the page (Example 1.8):
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‘The Viole that playeth this part must be set fowre Notes

lower then the other, and he must bee somewhat longer

then the two small Basse Viols which play the Tableture
being alwaies tuned alike and set as the Lute’

Example 1.8: Tobias Hume, Captain Humes Poeticall Musicke, sig. B

Harwood proposed that the ‘two small Basse Viols’ must be the lowest members of a high-
pitch family, and the third ‘somewhat longer’ (in other words larger) than the two ‘small’
ones, must be the lowest member of a low-pitch family, tuned a perfect fourth below them.

The fact that all three are named ‘Bass Viol’ was explicable by virtue of their role as bass

27 In Harwood’s scheme, the tenor viol of the ‘low’ family’ was also the bass of the ‘high’ family.
28 Tobias Hume, Captain Humes Poeticall Musicke (London: John Windet, 1607).
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within their respective families. He went on to propose that, if the pitch of the low family
were a tone below modern pitch,? that of the high family would need to be a minor third

higher than modern pitch, noting that

This happens to be the level advocated by one school of thought for English
church music of the period, which must affect the argument with regard to
‘consort anthem’ and other music for voices and viols.*

As we have seen, that school of thought (advocating the ‘high pitch’ discussed in the previous
section of this chapter) is no longer credible, but as a participant in the demonstration of
Harwood’s theory, I found it unconvincing on other grounds. Firstly, according to the
proportions advocated by Thomas Mace and generally accepted by viol makers today, the
surviving instruments which he chose to illustrate his thesis did not belong together in the
groupings that he proposed, since the sizes of the larger members of the family were
significantly too small in relation to the smallest one.?! It was also clear to me from
Harwood’s demonstration that the sonority of the high-pitch family had insufficient
foundation to be an effective accompaniment for a consort of voices. Secondly, the grid
pattern of instrument sizes that Harwood proposed seemed improbably neat and inflexible, in
view of the diversity of dimensions that is evident in surviving originals, and it did nothing to

explain the many examples with dimensions that fall outside his grid. A more likely

29 Ephraim Segerman, ‘A Survey of Pitch Standards before the Nineteenth Century’, The Galpin Society
Journal, 54 (2001), 200-18 (p. 207); Haynes, 4 History of Performing Pitch, pp. 95-6. Segerman’s estimate of
English consort pitch is somewhat lower than that of Haynes, whose book probably appeared after Harwood had
prepared his presentation.

30 Harwood, ‘A Case of Double Standards’, p. 480. David Wulstan supports Harwood’s interpretation,
describing this as ‘E flat pitch’. See David Wulstan, Tudor Music (London: J.M. Dent, 1985), pp. 101-2.

31 Mace advocates, for example, that the string length of the bass in a consort should be twice that of the treble.
The string length of surviving old viols of the period is considered unreliable, since, as Fleming points out, so
few have their original neck, therefore body length is the best available guide, since the two measurements are
closely related. Harwood’s high-pitch consort consisted of a treble with body length of 33cm (the original Henry
Jaye instrument, DHV No. 271; Tourin ID GAL 04, used by the Orlando Gibbons Project: see below) and a bass
of body length 55.5cm (Blunt, Ashmolean Museum, DHV NO. 27; Tourin ID ASHSMOL 6, referred to above),
well short of Mace’s guideline. Thomas Mace, Musick’s Monument, p. 246.
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explanation of this diversity is that there was a variety of pitch standards in use, ranging from
Quire pitch at the upper end of the scale down through various secular pitches, some of these
being a product of purely local conditions,*? and giving rise in some cases to correspondingly
different sizes from the maker.

The significance of establishing the probable level for Quire pitch is that this seems to
be an upper standard that was both widely shared and relatively fixed. By contrast, the upper
level of pitches postulated by Harwood (a minor third above A440) was a product solely of
his attempt to explain a single piece of music with no known parallels in English literature for

the viol .3

1B.5. Choirboys, viols and Quire pitch

One area of practice where there is very likely to have been a requirement for viols at Quire
pitch is the musical training of choirboys. Jane Flynn has given several examples of how a
viol would have been the ideal accompaniment to choirboys practising techniques that they
would need in their church duties.’* The choirboy could play a simple plainsong on the viol

whilst practising the technique of descanting with his voice. There is ample evidence of viols

32 One such standard is the pitch of a house organ, where that can be established. For example, Goetze and
Gwynn estimated the pitch of the organ that John Jenkinsislikely to have known in the Le Strange household at
Hunstanton Hall to be about A420-25: James Collier and Dominic Gwynn, The 1630 Consort Organ from
Hunstanton Hall, Norfolk, England, now in & Luke’s, Smithfield, Virginia, USA. A Technical and Historical
Report (Welbeck 2002). ]; < https://www.goetzegwynn.co.uk/organ/1630-chamber-organ-st-lukes-smithfield-
virginia-usa/> [Accessed: 01.05.2021]; see also Mark Keane, ‘Domestic Sacred Music in Jacobean England:
John Amner’s Sacred Hymnes... for Voyces and Vyols (1615)’ (unpublished doctoral thesis, Royal Irish
Academy of Music, 2019), pp. 56-62.

See further on thisin my discussion of ‘ Extremities’ in chapter 4.3.

33 The interval of a fourth between the two basses in the Hume piece could equally well be achieved by tuning
the lowest bass down an extra tone simply for this piece, since its role is clearly undemanding. (The
accompanying ‘Meane Lute’ would then need to be of an appropriately large size.) I am not aware of any other
piece of English viol music from the period which might support Harwood’s claim for two distinct viol families
separated by a fourth.

34 Jane Flynn, ‘Viol-playing in Choristers’ Musical Education in Sixteenth Century England’, The Viol, 40
(2015), pp. 15-19.
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being taught in choral institutions,* and this would be an obvious use for them. It would
clearly be logical for the viols that were used for this purpose to be tuned at the pitch at which
the boys would later need to sing what they had practised, namely Quire pitch. Indeed, it
would be impractical for this not to be the case. By extension, one may reasonably speculate
that this was the pitch at which the boys were often called upon to perform in the popular
chorister plays and entertainments of the mid-sixteenth century, for which viols were the

most likely instruments being played.3®

1B.6. Evidence from English viols of the period
How do the sizes of surviving English viols inform this picture? A survey of all English bass
viols, currently known at the time of writing, that survive from the period up to 1660 is made
possible by the Database of Historical Viols.>” The caveats raised by Fleming and Bryan, and
referred to above,*® need to be repeated before attempting to draw any firm conclusions from
their measurements.

1 Many instruments may have been altered in the course of their life

2. The original string length (which is the factor that has the closest relationship to

sounding pitch) is usually difficult to establish with certainty.

However, the length of the body is much less likely to have been altered than the neck, and

the probability that makers used a common ratio for body length to string length is strong

35 Edmund Hooper, in his post at Westminster Abbey, was responsible for the upkeep of the viols and for
teaching viols to the choristers. See Westminster Abbey Muniments 40079 (1586), 33653 (1599), 47620 (1602),
47629 (1606), all referring to viols or viol strings. Thomas Wiborough is recorded as teaching the viol to ‘the
scholars’ at Ely followed By Robert Claxton, and later Michael East may well have done the same. See Keane,
pp. 56-62.

36 Jane Flynn, ‘The Education of Choristers in England during the Sixteenth Century’, in English Choral
Practice 1400-1650, ed. by John Morehen (Cambridge University Press, 1995), pp. 180-99 (pp. 191-99). Ian
Woodfield, The Early History of the Viol (Cambridge: Cambridge University Press, 1984), pp. 211-27.

37 See above: ‘Database of Historical Viols’ <https://vdgsa.org/pgs/viols/viols.html> [Accessed 3 July 2018
temporarily offline on December 2 2021 but expected to be available again shortly].

38 Fleming and Bryan, Early English Viols, p. 15.
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enough to use this measurement as an informative guideline. In the period before 1660, the
technology of over-winding strings with wire was still unknown, therefore the direct physical
relationship between string length and pitch must necessarily have played a much greater role
in determining a viol’s size. The advent of string over-winding changed that relationship
profoundly.?* The MacCracken database records forty bass viols from this period with their
dimensions,*” and their body lengths can be summarised in the following chart, which is

compiled from MacCracken’s data (Figure 1.5):4!

14

FS

N

62 to 63 64 to 65 66 to 67 68 to 69 70to 71 72t073 74t075 76t0 77

Figure 1.5: Body length in centimetres for 40 surviving English bass viols pre 1660 “

39 1t was this technology — winding a metal wire onto a gut core — that made it possible in the later seventeenth
century to develop the violoncello and the French 7-string viol, in both of which a lower sounding pitch for the
bottom, overwound strings was achieved by the added mass of the wire winding, avoiding the need for the long
string lengths of instruments made before the introduction of this technology.

40 One further bass is recorded, in private hands, but its body length is not known.

41T am extremely grateful to Tom MacCracken for correspondence on this subject and for his kind provision of
data, but I accept full responsibility for my presentation of it here.

42 x-axis = ranges of body length (‘62 to 63’ represents body length ranging from 62c¢m to 63.9cm, 76 to 77’
represents the range 76¢cm to 77.9cm, etc) and y-axis = number of surviving bass viols within the given range.
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At the extremes of this sample, the shortest recorded body length is 62.9cm and the longest is
77.5cm — a difference of 23.2%. With the sole aim of showing the possible range of sounding
pitch that this difference might represent, a calculation can be made using a simple ratio, as
follows.

The sounding length of a string is in inverse proportion to its pitch. For example, if a
gut-strung treble viol with a string length of 36cm tunes its second open string to the note a'
at modern concert pitch, this produces a frequency of 440Hz. If that string length is halved
(for example, by stopping the string halfway, at the octave) the sounding length becomes
18cm and the frequency produced is 880Hz. Returning to the sample of bass viols above, if
the shortest body length is taken (for the sake of argument) to represent a Quire pitch of
A475, then, all other factors being equal (such as the tension of the string) the longest body
length would represent a pitch of A385.5: a span of between a minor and major third. This
lower pitch falls in the middle of the band that Bruce Haynes, citing Thomas Mace, refers to
as ‘Consort pitch’.** T do not suggest that each gradation in body size necessarily represents a
corresponding difference in the pitch at which the instrument was tuned or for which it was
built. As Bryan postulates,** it is possible that for any given pitch, slightly smaller and
slightly larger viols were made, in order to gain better response in the upper or lower ranges

respectively. Furthermore, there are other factors at work in determining the optimum playing

43 Haynes, 4 History of Performing Pitch, pp. 95-6. A similar survey from the database of all instruments
described as ‘treble’ within this date range produces an even wider span of pitches, according to a similar
calculation, but it is difficult to be certain that the larger instruments (with body length of 40cm and above) are
indeed trebles in d" tuning, rather than some kind of larger species. For example, it has been suggested that a
treble in c" tuning might have existed, though there is no firm evidence of this. On the other hand, reference can
be found to a ‘counter-tenner’ size which must have been smaller than a tenor and larger than a normal treble.
See Lynn Hulse, ‘The Duke of Newcastle and the English Viol’, Chelys: The Journal of the Viola Da Gamba
Society [of Great Britain], 29 (2001), 41. See also Fleming and Bryan, Early English Viols, 15. However, there
is no known evidence that a bass viol of this period in England was tuned other than in the standard d' tuning.

4 Fleming and Bryan, Early English Viols, p. 42.
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pitch for a viol, not least the physical peculiarities of the instrument itself. Nevertheless, I
suggest that a difference of more than 20% in size between the largest and smallest
instruments in this sample of bass viols can safely be described as highly indicative of a

significant range of tuning pitches probably in use during this period.

1B.7. Assembling a Quire pitch viol consort

My experience of playing in Fretwork over many years contributed to an increasingly
informed interest in the wide variety of Sizesin surviving English viols that are used as
models by makerstoday. It eventually suggested to me that there were probably several of
these originals that could comfortably have been tuned to A466. This suspicion was
confirmed by the Database of Historical Viols. It lists a privately owned treble by Henry Jaye
dated 1630 with a body length of 33¢m,* which is an instrument that a colleague in Fretwork
had borrowed during the group’s early years and tuned at the pitch most often used for
playing viol consort music today, at least by professional players, namely A415. It seemed to
me at the time to be improbably small to play at that pitch, and the incompatibility appeared
more pronounced when the bass players in the group commissioned copies of a particularly
large surviving English bass viol, which has a body length of 76.5cm and seems clearly most
comfortable at a ‘low’ pitch.*¢ But there was then no perceived reason to tune the Jaye treble
to A466, let alone to assemble a consort of complementary small tenors and basses to tune a
whole consort to such a high pitch, nor even any apparent interest amongst the viol-playing

community as a whole in the idea. In the light of Fretwork’s unsatisfactory experience of

4 DHV No. 271; Tourin ID GAL 04.

4 DHV No. 1257 (Tourin No. unavailable.) Its estimated original string length is 80cm. An even larger English
bass viol has since come to light in Australia with an estimated original string length of c¢. 84cm, possibly by
Turner 1640-50.
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performing consort anthems with choirs,*’ the publication of the EEOP research seemed to
me to require reconsideration of all these issues. Another member of the group owned a small
old English bass viol,*® to which two modern tenors and a bass were added, of compatible
size according to Mace’s proportions, thus forming a five-part Quire pitch consort. The
instruments were all completely restrung, with the benefit of advice from a leading expert on
historical stringing,* and when playing anthem parts that we had previously played on our
larger consort transposing up a tone, the immediate impression was of a striking clarity and
translucence of sonority,® partly resulting from the greater involvement of open strings, as
well as the purer intonation made possible by playing in the original key. These are
significant factors to be taken into account when realising the complex polyphony of many

consort anthems, especially those by Gibbons.

1B.8. Later evidence of high pitch viols

Whilst it may never be possible to prove that some English viols of this period were built
specifically to play at Quire pitch, the evidence of surviving instruments, combined with
historical voice-types and the music itself, point strongly towards this. As illustrated above,
the Database of Historical Viols also records a number of surviving English originals that

may well belong to a large family suited to Mace’s ‘Consort Pitch’, which Haynes estimates

47 See previous section.

48 String length 66.5cm; DHV No. 1146 (Tourin No. unavailable).

491 am grateful to Oliver Webber, director of the Monteverdi String Band and also of the gut string
manufacturers ‘Real Guts’. The significance of completely restringing for the higher pitch is considerable. Many
early string players are often required to play their instruments at a higher pitch for only a short period, perhaps
a single concert, and may therefore be compelled to tune higher (for example from A415 to A440) simply by
tightening the strings. This is apt to produce a louder and more strident tone. Complete restringing restores a
more natural string tension and therefore a more relaxed sound.

50 Curiously, the Gramophone reviewer of ‘In Chains of Gold’ Vol. 1 declared herself to be entranced by the
‘glistening cobweb delicacy of tone’ and “‘uncanny beauty’ which she experienced in hearing the three
instrumental items which were included on that CD at ‘the perilous heights of A466’°, whilst evidently failing to
understand the reason for having assembled a Quire pitch consort for the main purpose of the Gibbons consort
anthems. See Alexandra Coghlan, Gramophone, November 2017, p. 83.
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to have been around A390 to 400.°! None of this diverse picture is a peculiarly English, pre-
Restoration phenomenon, for it is replicated some hundred years later in Germany in the
works of J. S. Bach, some of which show evidence of equally low and high pitch standards
being combined.>? He composed some of his pre-Leipzig church cantatas for viols that were
clearly tuned to the equivalent high pitch of ‘Chorton’, whilst other instruments were
incorporated in the same piece, playing at pitches as low as circa A390.%3 Interestingly, it is
the sonority of viols playing at Chorton — a pitch which today many still find unusually high

for the instrument>*

— that seems to be a feature that Bach both expected and for which he
specifically wrote.> Similarly, the tessitura of the voices in these early cantatas is crucially

related to the pitch at which he expected them to sing, a factor which is distorted when, as so

often today, the pieces are performed at A415, the pitch which he came to adopt only when

5! Haynes, 4 History of Performing Pitch, pp. 95-6. See above.

52 Throughout the seventeenth century in Germany there would have been a church music tradition which Bach
inherited, in which string instruments such as viols belonged to individual churches and were kept tuned to the
high organ pitch. Haynes traces the history of these different German pitches from Praetorius onwards in 4
History of Performing Pitch, pp. 76—83 and 133-58.

53 One of these, BWV 152 Tritt auf die Glaubensbahn, is also an example of Bach incorporating low pitch wind
instruments and a viola d’amore, all tuned to the equivalent of Consort Pitch, a minor third below Chorton. See
Haynes, A History of Performing Pitch, pp. 254-55.

54 Clearly it was not unusual for viol makers of Bach’s time. In a recent article, Friedemann Hellwig, author of
the authoritative book on the work of Joachim Tielke, the most prominent German viol maker ¢.1700, identifies
a group of six bass viols amongst the several surviving by Tielke, which are distinctly smaller than the rest (one
of them even preserving its original string length) and, according to Hellwig, the only rational explanation is
that they were built to be tuned to high ‘Chorton’ pitch. Friedemann Hellwig, ‘Fragen zu den Viole da Gamba
Joachim Tielkes’, Michaelsteiner Konferenzberichte, 80 (2016), pp. 169-73.

55 In the case of his Actus Tragicus, BWV 106, I have shown elsewhere that a particularly subtle feature of his
writing for one of the viols, in particular an articulation notated at one point in the upper part, cannot be realised
unless the viols play in the written key at Chorton pitch — in other words, is absent when the piece is transposed
up a tone in order to perform it at so-called ‘normal’ Baroque pitch of A415. William Hunt, ‘In Search of the
Original Performing Pitch: A Worthwhile Element of Musicological Research or Simply a Matter of Taste?’, a
paper given at the 18" Biennial International Conference on Baroque Music, Cremona, July 2018 (publication
forthcoming). Happily, this can be heard in a forthcoming recording by the Dunedin Consort (Linn Records
(2021) CKD672). In the same presentation, I argued from notational evidence in the autograph manuscript that
Bach’s original performance and intention in the case of his sixth Brandenburg Concerto was that the two bass
viols should be Chorton basses, tuned a minor third higher than the rest of the instruments, which would have
been at tief Kammerthon. There is a recording of this too by the Dunedin Consort: Linn Records (2013)
CKD430. In both cases, the director, Professor John Butt, was kind enough to accept my analysis.
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he reached Leipzig.*® If we do not restore the sonority which he expected, we are doing a
significant disservice to the music.

All of these considerations are equally true of the English repertory with which the
current research is concerned. Yet, whilst in modern Bach performance a spirit of welcome
enlightenment has accompanied investigation of the issues of performing pitch, in the case of
the great consort anthem repertory of Byrd, Gibbons, Tomkins and their contemporaries, it

has still to penetrate very far into the Anglican gloom.

1B.9. Some conclusions

The recording project of ‘In Chains of Gold’ was intended, in some respects, as a ‘proof of
concept’: that the sacred consort anthems of Orlando Gibbons and with them a large
proportion of the pre-Restoration consort anthem repertory demonstrably ‘work’
convincingly at Quire pitch. The vocal lines, when allocated to the historically correct voice
types, fall naturally into place and consort instruments, if correctly chosen, are perfectly
happy to play at this pitch without improbable contortion or transposition, whilst the
surviving physical evidence (both contemporary and later) shows it to be likely that this is
how the music was performed. All this, to adapt the words of David Wulstan with which this
chapter began, contributes to our recreation of the true ‘vocal and instrumental colour
peculiar to the period” and hence to our ‘understanding of the music’. °® But these
considerations are, of course, secondary to the main purpose of a consort anthem:

communication of the text.

56 Haynes, 4 History of Performing Pitch, pp. 214-5, 242-6.
8 Wulstan, ‘Vocal Colour’, p. 19.
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2.1. German and English theoretical writing
2.2. Morley’s use of rhetorical language
2.3. Peacham’s ‘figurative flowers’
2.4. Rhetorical repetition
2.5. Repetition which alters the tone
2.6. Cumulative repetition
2.7. Other rhetorical figures

1. Prosopopoea

ii. Auxesis

iii. Enargeia
2.8. Rhythms of speech
2.9. Conclusions

seskoskoskok

In The Motives of Eloquence, Richard Lanham describes the ‘infatuation with rhetoric’ and
resultant ‘stylistic explosion’ which distinguishes English sixteenth-century literature.! He

quotes an observation made in 1944 by C.S.Lewis:

Rhetoric is the greatest barrier between us and our ancestors ... Older than
the Church, older than Roman Law, older than all Latin literature, it
descends from the age of the Greek Sophists. Like the Church and the law
it survives the fall of the empire, rides the renascentia and the Reformation
like waves ... Nearly all our older poetry was written and read by men to
whom the distinction between poetry and rhetoric, in its modern form,
would have been meaningless. The beauties which they chiefly regarded in
every composition were those which we either dislike or simply do not
notice ... If ever the passion for formal rhetoric returns, the whole story
will have to be rewritten and many judgements may be reversed.>

In the summer 2007, I played as a member of the viol consort Fretwork in a number of choral
Evensong performances in Cambridge University college chapels as part of a ‘Festival of
Evensongs’, including consort anthems by Byrd, Tomkins and Gibbons. A critic reviewed the

events in an article in The Spectator, writing that such repertory ‘is utterly distinct from later

' Richard A. Lanham, The Motives of Eloquence: Literary Rhetoric in the Renaissance (New Haven and
London: Yale University Press, 1976), p. 33.

2 C.S. Lewis, English Literature in the Sixteenth Century, Excluding Drama (Oxford: Clarendon Press, 1954),
111, p. 61.
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church music’, due to to ‘its eschewal of rhetoric, pathos, word-painting’.? It was in the last
decades of the sixteenth century that the musical form of ‘verse anthem’ emerged. Can it
really have escaped the influences that so clearly shaped the literature and poetry of the
period?

For a composer’s intentions to be realised, music depends not only on the medium of
performance but also the understanding and priorities of the performers, and in one respect
that may of itself explain the Spectator critic’s reception of what he heard on that occasion.
The anthems were being sung by prominent Cambridge college choirs, steeped in a modern
Anglican choral tradition, whose characteristics, in the words of Timothy Day, are widely
regarded as ‘purity of tone, accuracy in intonation, precision in ensemble, and an absence of

rhetoric’.* What, then, is the relevance of rhetoric to a verse anthem?

2.1. German and English theoretical writing
The background of English post Reformation culture and education, and the relevance of
rhetoric to arts of the written word, have both been extensively discussed.’ In the field of

music, despite the recent efforts of Judy Tarling to make musicians more aware of rhetoric’s

3 Robin Holloway, ‘Heaven before Your Eyes’, The Spectator, 30 June 2007, p. 53.

4 Day goes on to record the way that ‘historians, critics, journalists and cathedral musicians themselves’ tend to
describe this typically Anglican sound: ‘The “essence” of the cathedral choir said one authority is “the boy’s
voice”, and its men are “at their best when they blend with that clean white tone”. Again and again throughout
the century the same epithets have been used to characterise the singing, “pure”, “otherworldly”, “ethereal”,
“impersonal”’; writers who do not admire the style refer to its “coldness”, its lack of “passion” or “personality”,
to the cultivation of beauty of sound at the expense of any real expressiveness, to “under-interpretation”, to
rather barren meticulousness...’. Timothy Day, ‘English Cathedral Choirs in the Twentieth Century’, in The
Cambridge Companion to Singing, ed. by John Potter, Cambridge Companions to Music (Cambridge:
Cambridge University Press, 2000), pp. 123-32 (p. 123) <https://doi.org/10.1017/CCOL9780521622257>. See
also Timothy Day, I Saw Eternity the Other Night: King’s College, Cambridge, and an English Singing Style
(Penguin UK, 2018), Kindle location 273.

5 See e.g. Peter Mack, 4 History of Renaissance Rhetoric 1380-1620 (OUP Oxford, 2011); Peter Mack,
Elizabethan Rhetoric: Theory and Practice (Cambridge University Press, 2002); Miriam Joseph, Shakespeare’s
Use of the Arts of Language (Philadelphia, Pa.; Lancaster: Paul Dry; Gazelle [distributor, 2008), pp. 8-13.
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importance in the practice of historically-informed performance,® the English verse anthem
repertory has remained largely immune.” Yet the association of rhetoric with music in
Renaissance thinking has solid foundation in classical writing. Quintilian’s Institutes, notably
Book I chapter X, contain many references to the parallels between oratory, music and

expressive use of the voice, and these were often cited:

the art of letters and that of music were once united: indeed Archytas and
Euenus held that the former was subordinate to the latter ... (1.X.17)

Now I ask you whether it is not absolutely necessary for the orator to be
acquainted with all these methods of expression which are concerned firstly
with gesture, secondly with the arrangement of words and thirdly with the
inflexions of the voice, of which a great variety are required in pleading.
(1.X.22)

an orator will assuredly pay special attention to his voice ... (1.X.27)®

In Germany, Luther regarded music as a ‘gift from God’ and esteemed it second only to
theology in ‘proclaiming the truth’ of the word of God. His letter to composer Ludwig Senfl,

dated 4 October 1530, contains his most extended statement:

I plainly judge, and do not hesitate to affirm, that except for theology there
is no art that could be put on the same level with music, since except for
theology [music] alone produces what otherwise only theology can do....
This is the reason why the prophets did not make use of any art except
music ... and proclaimed truth through Psalms and songs.’

¢ Judy Tarling, The Weapons of Rhetoric: A Guide for Musicians and Audiences (St. Albans: Corda Music,
2005).

7 See also Andrew Parrott: ‘The spirit of enquiry that characterizes current work on performance practices of the
past appears as yet to have had little impact on the world of English church music’. Andrew Parrott, ““Grett and
Solompne Singing”: Instruments in English Church Music before the Civil War’, in Composers’ Intentions?
Lost Traditions of Musical Performance (Woodbridge: The Boydell Press, 2015), pp. 368-80 (p. 368).

8 Translations from Loeb Classical Library.
<https://penelope.uchicago.edu/Thayer/e/roman/texts/quintilian/institutio_oratoria/home.htmI>

® Luther’s Works: American Edition, ed. by J Peilikan and H Lehmann, 55 vols (St. Louis: Concordia, 1955),
pp- 427-28. ‘Et plane iudico nec pudet asserere, post theologiam esse nullam artem, quae musicae possit
aequari, cum ipsa sola post theologiam id praestet, quod alioqui sola theologia praestat, scilicet quietem at
animum laetum . . . . Hinc factum est, ut prophetae nulla sic arte sint usi ut musica, dum suam theologiam non in
geometriam, non in arithmeticam, non in astronomiam, sed in musicam digesserunt, ut theologiam at musicam
haberent coniunetissimas, veritatem psalmis et canticis dicentes’.
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Helaid the groundwork for arich literature of German writing on the theory of musical
rhetoric, beginning with Burmeister and later followed by Nucius, Bernhard, Printz, Walther,
Mattheson and others, developing the theory of Figurenlehre, that was to be so influential in
the later German Baroque. Following the Reformation in England, the state of affairs for
church composers was altogether more precarious and music’ s position in public worship was

preserved principally through Queen Elizabeth’s personal affection for fine sacred musicin

her private chapel. Writing in 1572, John Bossewell declared

‘One of the seven Liberall Sciences: It is almost bannished in this
Realme. If it were not, the Queenes Majestie did favour that excellente
Science, Singinge men, and Choristers might goe a begging, together with
their Maister the player on the Organes’!°

Roger Bowers describes how Elizabeth deftly navigated difficult legal waters to ‘claw back’
ground that had been lost in negotiation with reformists at the outset of her reign.!' These had
resulted in the adoption into the 1559 Settlement of the 1552 version of the Book of Common
Prayer, which made no specific reference to music in the reformed practice of worship,
against her own preference for the 1549 version, which had expressly allowed for it, for
example during Communion and in morning and evening prayer.'? The Royal Injunctions of
1559, in particular the forty-ninth, offered her composers a lifeline (effectively a ‘blank
cheque’, to use Jonathan Willis’ phrase)' to write sacred vocal music in a range of styles

despite opposition from hard-line reformists, who continued to oppose it throughout the

10 John Bossewell, Workes of Armorie, deuyded into three bookes, entituled, the Concordes of Armorie, the
Armorie of Honor, and of Coates and Creastes (London, 1572), Book III ‘Cotes and Crestes’, fo. 14r.

1 Roger Bowers, ‘The Chapel Royal, The First Edwardian Prayer Book, and Elizabeth’s Settlement of Religion,
1559°, The Historical Journal, 43.2 (2000), pp. 31744 (p. 321)
<https://doi.org/10.1017/S0018246X99001107>.

12 Bowers, ‘The Chapel Royal’, pp. 341-3.

13 Jonathan Willis, Church Music and Protestantism in Post-Reformation England (London, Routledge, 2010);
Kindle (Taylor & Francis, 2016) p. 57, location 1375.
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century.'* But arguments in favour of music in worship were moving from the late medieval
and Renaissance view of it as an abstract science of number, reflecting the divine ordering of
the universe, towards a reformed, humanistic discussion of its communicative power: ‘a
transformation from ontology to rhetoric’, as Willis describes it."* For example, Henry
Howard’s counter in 4 Defense of the Ecclesiastical Regiment in Englande to the polemic of
Thomas Cartwright rejects the puritan view that a musical setting distracts from the meaning
of its text, that ‘our minds are withdrawn from weighing of the dittie by sweetnesse of the

note’.'* On the contrary, Howard writes, just as Cartwright employs the ‘floures and

ornaments of Rhetoricke’ to reinforce verbal argument, so too can music:

Sith cunning saying, and cunning singing are al one in effect’!’

14 Erasmus had complained in his Commentaries on the New Testament that ‘Modern church music is so
constructed that the congregation cannot hear one distinct word ... yet according to priests and monks it
constitutes the whole of religion’. (See Peter Le Huray in Music and the Reformation in England 1549-1660
(London: Herbert Jenkins, 1967; repr. Cambridge: Cambridge University Press, 1978), p. 11.) Yet he was far
from being the opponent of art music that this famous quotation might suggest. Indeed, like Luther, he regarded
music as ‘Divina res’, and he also showed a sophisticated interest in the relationship between sung and spoken
declamation (see footnote later in this chapter). But he was particularly critical of the low moral standards of
professional singers, whom he termed ‘the dregs of humanity’ (Clement A. Miller, ‘Erasmus on music’, Musical
Quarterly, 52 (1966) pp. 33249 (especially pp. 339, 345-6, 349)). Rob Wegman argues that Erasmus’ principal
concern, when music was used in worship, was that it should show ‘moderation’, presumably unlike the Eton
school, which he would have heard during his visits to England in between 1499 and 1517, and whose highly
melismatic style he would have considered an indulgence unjustified by the text. (See Rob Wegman, The Crisis
of Music in Early Modern Europe (New York and London: Routledge, 2005), pp. 105-66.) Above all, the cost
of training singers to perform such feats was a misuse of the church’s resources: ‘How many paupers, dying in
want, could be supported by the salaries of singers?’ (Miller, ‘Erasmus on music’, p, 339). A more austere view
of sacred music in any form is evident in the influential Heinrich Bullinger’s warning ‘Let no man think that
prayers sung with man’s voices are more acceptable unto God, than if they were plainly spoken or uttered’ and
is echoed in the disapproval later expressed by Bishops Grindal and Horne (Willis, Church Music and
Protestantism, Kindle pp. 49 & 58-9, locations 1232 & 1393—-1412). Furthermore, events such as the
Convocation of 1562, which had sought to abolish all ‘curious singing and playing of the organs’ and the
publication in 1572 of The admonition to the parliament showed that these views continued to simmer in the
background (Willis, Church Music and Protestantism, Kindle pp. 58 & 65, locations 1393 & 1519).

15 Willis, Church Music and Protestantism, Kindle p. 239, location 6298.

16 Henry Howard, 4 Defense of the Ecclesiastical Regiment in Englande, Defaced by T.C. in His Replie
Agaynste D. Whitgift (London: Henry Bynneman for Humfrey Toy, 1574), p. 176, in the final section of his
book, entitled ‘Of Singing’.

17 Howard, 4 Defense, p. 177.
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A somewhat different groundwork to that of Luther is being laid here, one that suits
an English use of musical rhetoric, less explicit than that being pursued by Burmeister in
Germany but of no less significance. It was to develop during the ensuing decades, enabling
stylistic techniques learned from classical oratory to be harnessed in musical ways to further

the principal reformist objective of making sacred text accessible. In the words of the forty-

ninth injunction:

... that there be a modest and distinct song so used in all parts of the
common prayers in the church, that the same may be as plainly
understanded, as if it were read without singing (my italics)'®

It is the parallel drawn between spoken and sung declamation that is significant, although one
that is articulated much less by musicians than by writers — hence a process of rhetorical
analysis taking place the opposite direction to that in Burmeister’s Germany, as Andrew
Johnstone observes.!” Amongst a profusion of literary rhetoricians in this period, Francis

Bacon is convinced of the relationship:

There be in Music certain Figures, or Tropes; almost agreeing with the
Figures of Rhetoric;®

and Henry Peacham the Elder is unusual in providing musical equivalents for a number of

rhetorical figures which he gives in his Garden of Eloquence in definitions that are not

18 Iniunctions geuen by the Quenes Maiestie (London: Richard Jugge and John Cawood, 1559; STC 10099.5),
sig. C4r—v.

19 See Andrew Johnstone, ‘The Vernacular Church Music of William Byrd: A Reappraisal of Chronology,
Authenticity and Context’ (unpublished doctoral thesis, Trinity College (Dublin, Ireland). Department of Music,
2014), p. 284 <http://www.tara.tcd.ie/handle/2262/90246> [Accessed 16 May 2022].

20 Francis Bacon, Sylua syluarum: or A naturall historie in ten centuries (London: J. H. for William Lee, 1626),
p. 38.
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always easy to interpret.?! For epizeuxis (emphatic repetition of a word with no other words

between) ?2 he writes

a figure, whereby a word is repeated, for the greater vehemencie, and
nothing put in between ... An example of Virgil: Ah Coridon, Coridon,
what madness hath thee moved

and of the ‘use of this figure’

... in respect of pleasant affections it may be compared to the quaver in
Music.?

Peacham the Younger, is more specific:

Yea in my opinion, no Rhetoric more persuadeth, or hath greater power
over the mind: nay, hath not Music her figures, the same which Rhetoric?
.... What is a Revert but her Antistrophe? Her reports, but sweet
Anaphora’s? her counterchange of points, Antimetabole’s? her passionate
Aires, but Prosopopoea’s? with infinite other of the same nature.?*

Yet, without musical examples to which to attach these terms, in the way that Burmeister
does in his Musica Poetica,” it is sometimes difficult to know what he means. In our own
time, Gregory Butler tried to address this problem by reading Peacham’s remarks in the light
of the interpretations of similar rhetorical terms given by Burmeister and later German
writers,?® finding close parallels with literary definitions given by Lee Sonnino.?” Brian

Vickers, a prominent scholar of literary rhetoric, was unconvinced, having difficulty with the

2! Henry Peacham (The Elder), The Garden of Eloquence (London: R.F. for H Jackson, 1593). Note that these
musical comparisons were added only in the 1593 edition, not in the 1577. Examples (with their corresponding
page numbers in the 1593): symploce (pages 43-44), epizeuxis (47), traductio (49) and articulus (57). Figure: A
general term for any striking or unusual configuration of words. Richard A Lanham, 4 Handlist of Rhetorical
Terms (Berkeley: University of California Press, 1991), pp. 78—80.

22 Lanham, A4 Handlist, p. 71. (This and all subsequent definitions of rhetorical terms given in parentheses are
taken from Lanham.)

23 Peacham, The Garden of Eloquence, pp. 47-8.

24 Henry Peacham (The Younger), The Compleat Gentleman (London, 1627), p. 103.

25 Joachim Burmeister, Musica Poetica (Rostock: S. Myliander, 1606).

26 Gregory G. Butler, ‘Music and Rhetoric in Early Seventeenth-Century English Sources’, The Musical
Quarterly, 66.1 (1980), pp. 53—64.

27 Lee A. Sonnino, 4 Handbook to Sixteenth Century Rhetoric (London: Kegan Paul International, 1968).
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concept of musical ‘meaning’ and mistrusting the very notion of ‘musical rhetoric’, on the

basis that music lacks the semantic essentials of a spoken language which would qualify it for

the application of classical rhetorical terminology.*® But, as we shall see, his conclusion

My feeling is that this whole enterprise was of more use to critics—
condemned to having to use language to describe music— than to creators®

does not hold true when we come to look at English sacred music of the period in verse style

and the circumstances under which it was written.

2.2 Morley’s use of rhetorical language

The few statements that we have from English composers and musicians of the time show
that they were well aware of what they understood to be the rhetorical power of sacred music
if deployed effectively. Morley’s criticism of choir singers who ‘cry louder in their choir than

their fellows’ is well known,** but the lines that follow are particularly interesting:

... they ought to study how to vowel and sing clean, expressing their words
with devotion and passion whereby to draw the hearer, as it were, in chains
of gold by the ears to the consideration of holy things.

His use of this striking image in connection with the word ‘passion’ calls to mind another
image that would have been familiar to any student of classical rhetoric, namely that of the

god Hermes, holding his audience captive with the power of his eloquence (Figure 2.1):

28 Brian Vickers, ‘Figures of Rhetoric/Figures of Music?’, Rhetorica: A Journal of the History of Rhetoric, 2.1
(1984), pp. 1-44 (p. 43) <https://doi.org/10.1525/rh.1984.2.1.1>. This is a view of language that he shares with
Susanne K. Langer, Philosophy in a New Key: A Study in the Symbolism of Reason, Rite and Art, 3rd edn
(Cambridge, Mass.: Harvard Univ. Press, 1993), pp. 228-29. Vickers’ argument seems often to be as much with
Ms Sonnino, for the accuracy of her definitions, as with Butler for his use of them. In any case, Vickers
acknowledges that authorities are not consistent amongst themselves.

2 Vickers, ‘Figures of Rhetoric’, p. 41.

30 Thomas Morley, A Plaine and Easie Introduction to Practicall Musicke (London: Peter Short, 1597), p. 179.
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Figure 2.1: Allegory of Eloquence, after Diirer (estimated c. 1503)3!

The great advantage of the new verse style, that appeared in the last decades of the sixteenth
century, was that its very structure prioritised declamation by a solo voice. The direct, ‘one-
to-one’ relationship of verse-singer to congregant listener was the key element in focussing
attention on devotional text to make it ‘plainly understanded’. Elevated by the composer to
the status of orator, a verse singer would need to be equipped with all the rhetorical weapons
appropriate to that role. A few lines later on from the passage quoted above, Morley makes

clear that it is in these terms that he sees the function of well-crafted sacred music:

This kind of all others which are made on the ditty, require the most art,
and moves and causes the most strange effects in the hearer, being aptly
framed for the ditty and well expressed by the singer. For it will draw the
auditor (and specially the skilful auditor) into a devout and reverent kind of
consideration of him for whose praise it was made.

31 The British Museum, <https://www .britishmuseum.org/collection/object/P_SL-5218-176>.
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A number of phrases here link his description unmistakeably to concepts of rhetoric
and to the understanding amongst Morley’s contemporaries of how these apply to
performance oratory. The phrase ... moves and causes the most strange effects in the hearer’
surely refers to the quasi-magical hold of the orator over his audience that is discussed in
early seventeenth-century theory of acting,*? especially with regard to pathos (term used both
for the technique of stirring emotion (especially in a law court) and for the emotions
themselves) and enargeia (generic term for visually powerful or vivid description which
recreates someone or something, as several theorists say, ‘before your very eyes’ — a term
which we shall come to presently).** The phrase ‘... aptly framed for the ditty and well
expressed by the singer’ is surely a reference to the partnership of composer and singer in the
elocutio (Latin term for style, the third of the five parts of rhetoric) and actio (Latin term for
delivery, fifth of the five parts) of rhetorically performed vocal music.3* The phrase ‘skilful
auditor’ (complement to Howard’s ‘cunning singing’) is a reminder that skilful composition
and performance presupposes that the listener is already instructed in, and thus aware of, the
rhetorical weapons being deployed for emotive persuasion — to ‘pierce’ their conscience, to

borrow a phrase from Peacham.?* Otherwise, performance is reduced to empty aural titillation

without moral purpose. Neither Morley’s readers nor any contemporary audience to a

32 See Joseph R. Roach, The Player’s Passion: Studies in the Science of Acting (Ann Arbor: University of
Michigan Press, 1993), pp. 25, 32-33.

33 Lanham, 4 Handlist, pp. 64 & 111. Actio is understood in this case as performance of the composition by the
singer. Roach cites these figures in relation to Thomas Heywood’s Apology for Actors (1612), which ‘attempted
to establish the liberality of the player’s art as a species of rhetoric’, as well as to the description by Quintilian in
Institutes VI.I1.35 (‘I have often seen actors, both in tragedy and comedy, leave the theatre still drowned in tears
after concluding the performance of some moving role’) of how the spirit of the actor/orator is able, through
strongly identifying with the passions, to have power to alter the body’s physical state. See Roach, The Player’s
Passion, pp. 24-9.

34 The five ‘Parts’ of classical rhetoric are: Inventio, Dispositio, Elocutio, Memoria and Pronuntiatio sometimes
referred to as Actio. See Lanham, A Handlist pp. 164—6. Heywood (see note above) emphasises Action, which
he sees as specific to the performance of acting and which I take here to be equivalent to the performance of
singing. See Roach, The Player’s Passion, p. 32.

33 See below.
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dramatic or musical performance would have found anything unusual in the language being
used here. Vickers’ objection to the attempts of modern scholarship to understand how the
music operates rhetorically is misguided and perhaps arises from a misunderstanding of the
very purpose of composers such as Byrd, Tomkins and Gibbons, when they wrote sacred
vocal music. This has nothing to do with the ‘self-expression’ of a nineteenth-century
composer, hence argument concerned with the ‘meaning’ of the music misses the point.> It is
instead entirely functional, its purpose being to focus attention through a variety of musical
devices on the fext, sometimes revealing layers of meaning, which may not at first be

obvious. These devices need to be identified if the music is to be meaningfully performed.

2.3. Peacham’s ‘figurative flowers’
In the Preface to his 1577 edition of The Garden of Eloquence, Peacham the Elder speaks of

the ‘figurative flowers’ of eloquence, describing them thus:

such as delight the ears, as pleasant reports, repetitions and running points
in music; whose utility is so great that I cannot sufficiently praise them, and
the knowledge of them so necessary that no man can read profitably or
understand perfectly either poets, orators or the holy scriptures without
them, nor any orator able by the weight of his words to persuade his
hearers, having no help of them — but being well stored with such plausible
furniture, how wonderfully shall his persuasions take place in the minds of
men, and his words pierce into their inward parts!*’

How can they contribute to the deeper understanding of a piece of devotional text, whenitis
set to music? Andrew Johnstone demonstrates how alateral view of the fugal technique that

Byrd developed for his Great Service shows him to be using ssmple rhetorical figures of

36 As Andrew Johnstone points out, contemporary rhetoricians, both English and German, ‘were untroubled by
modern semiological concerns about music’s lack of meaning’. Johnstone, ‘The Vernacular Church Music of
William Byrd’, p. 287.

37 Henry Peacham (The Elder), The Garden of Eloquence (London: H Jackson, 1577), p. A iii.
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repetition to set histext (anaphora, epistrophe and symploce) — al ‘instantly recognisable to
educated Elizabethans', as he points out.*® In musical terms, short fugal entries display the
characteristics of such figures through having identical opening or closing pitches, sometimes
both, and shapes that are clearly similar. A variant of the processis at work in his consort
anthem Have mercy upon me, O God, but in this case within the horizontal plane of the
Cantus line, to which our ear is drawn by the soloist in the opening verse. The anthem sets the

first three verses of penitential psalm 51, which begins ‘Have mercy upon me, O God, after

thy great goodness (Example 2.1):

38 Johnstone, ‘The Vernacular Church Music of William Byrd’, p. 290 and Example 5:7, p. 416. See also more
generally on the subject of musical rhetoric in Byrd pp. 284-97.
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Example 2.1: William Byrd Have mercy upon me, O God, bars 5-19 %

39 ©Andrew Johnstone 2019, edited and reconstructed; see Appendix for full score. Audio Example ‘03 Byrd -

Have mercy upon me, O God’. Track 3 ‘In Chains of Gold vol. 2’ timecode 0.00—1.03 (the example begins with

a short instrumental introduction, bars 1-5).
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Rather than expound all this text in the opening verse, Byrd spreads it across three
consecutive sections Verse I — Chorus 1 — Verse 2, so that we do not hear ‘after thy great
goodness’ until the second verse. Before that completion, we hear three simple, mantra-like
statements of the plea ‘Have mercy upon me, O god’. For each new statement, the words are
an exact repeat — a mirror image — but the musical settings (leaving aside the textural
change resulting from alternation of Verse and Chorus) are not. It is by subtle musical
variations that our attention is drawn, and the rhetorical weighting of the text is altered by
each new musical context.

For the initial words ‘Have mercy upon me’, the rthythmic shape remains identical
with each iteration, whilst the pitches fall and then rise, as the melodic contour is first

compressed and then stretched upwards (Example 2.2):

5 Versus 6 | 7 | 8 | 9
Cant. —#gh— o2 o [ 1.3 = ]
Prim. <7 o [° = : R
)
Have mer - cy up - on me, | O God,
10 11 12 13
4 Chorus T i i T i 1 T 1 i T |
Cant gbb ; e
ec. X O —© 77 1 7z
D)
Have mer - Cy up - on me, | O God,
Versus 14 15 16
| | , R i .
Cat. A0 _ | | jo o ¢ [© o || || ] o
Prim. &% 7] ! ! ! ! ! = o ﬁ:'
. Q) T T T
Have mer - «cy up - on me, | O God,

Example 2.2: Anaphora, William Byrd Have mercy upon me, O God, bars 5-16

The tone of voice of each repeat of the plea is thus altered (in accordance with Quintilian’s
insistence on variety in the orator’s vocal ‘inflexions’), the last one with its added semitone at

the peak in bars 14-15 being the most intense. Despite such differences, the overall musical



67
CHAPTER 2
Rhetoric and poetics in the verse style
effect is clearly recognisable as equivalent to anaphora (repetition of the same word or words
at the beginning of successive clauses).*’
At the chorusrepeat of the closing words* O God', shape, pitchesand contour all remain
identical (A), but a crucial difference is in the ateration of harmonic underpinning (B). (The

harmony had changed significantly below the phrases of the previous example but here it is

more subtle.) As aresult, the tone of voice is changed again (Example 2.3):
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Example 2.3: Epistrophe, William Byrd Have mercy upon me, O God, bars 5—13

40 Anaphora: Lanham cites an example from Peacham: ‘The Lord sitteth above the water floods. The Lord
remaineth a king for ever’. Lanham, 4 Handlist, p. 11.
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Nevertheless, the musical effect here is clearly recognisable as equivalent to epistrophe
(repetition of a closing word or words at the end of successive clauses or sentences).*!

In Verse 2, a change in direction of the Cantus line for the words ‘O God’ (Example
2.1, bars 15-16), leads on to ‘after thy great goodness’, and now a third figure emerges,
Anadiplosis (repetition of the last word of one clause to begin the next).*? Inthiscase, itisa

singlemusical pitch that isrepeated, so that achain connectsthe ends of the first two statements

to the beginning of the third through repetitions of a' (Example 2.4):

5 A Versus 6 ‘ 7 ‘ 8 ‘ 9
Cant. p’ A S— T | — f I —— T m
Prim. H'm@:@;tm:ﬁu:ﬁ
rim. =5
Have mer-cy up - on me, O Gdd,
10 11 12 13
Cant. 9 b T T — T —— - il
Sec. Zh‘ﬂi‘:@:ﬁ:‘:&@:‘:ﬂ:ﬁ
ec. =
Have mer - cy up - on God,
Versus 17
, , |
Cant. /R ! !
Prim. o 1 | ] 1 ] —®

have mer - cy up - on me, O God,

Example 2.4: Anadiplosis, William Byrd Have mercy upon me, O God, bars 9—16

2.4. Rhetorical repetition

To borrow a phrase from Miriam Joseph, these are all musical examples of ‘patterns or
fashionings of language’, familiar in writing of the period.* They entrap the ear, so to speak,
in the outer strands of a web that draws the listener ever further in. And since to the educated
listener they would seem reminiscent of rhetorical figures that derive from the use of words,

they would naturally have the effect of turning the attention back onto the text that they

4! Epistrophe (also Antistrophe): Lanham cites an example from Peacham: ‘When I was a child, I spake as a
child; T understood as a child; I thought as a child: but when I became a man, I put away childish things.’
Lanham, 4 Handlist, p. 16.

42 Anadiplosis: Lanham cites an example from Peacham: ‘If we live, we live unto the Lord, if we die, we die
unto the Lord’. (Peacham refers to this figure as ‘the Rhetoricall Eccho’.) Lanham, 4 Handlist, p. 10.

43 Joseph, Shakespeare’s Use of the Arts of Language, p. 48.
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ornament. Each involves a different kind of repetition and Henry Peacham lists no fewer than
eleven of such figures in his manual The Garden of Eloquence, for three of which — Simploce,
Epizeuxis and Traductio — he describes musical equivalents.** Composers of the later Baroque
often used textual repetition as a fuel to power the engine of melodic sequences (examples of
Halleluias and Glorias spring easily to mind). In an Elizabethan or Jacobean anthem in verse

style it tends to be employed sparingly, so that its effect is not wasted. As John Hoskins

writes in 1599

... as no man is sick in thought upon one thing but for some vehemency or
distress, so in speech there is no repetition without importance.*

It might, for example, be used to clarify material that is theologically difficult. Charles Butler

observes

... if the Points Dittie be not apprehended at the first; yet, in the iterating
thereof, it may.

Such repeats should be emphatical, importing some special matter: and
which, in Divine uses, may help both to excite and to express due zeal and
devotion.*

We saw in Have mercy upon me how Byrd creates devotional intensity by having the chorus
repeat not only the words but also the shapes of the preceding verse.*” His settings of other

penitential psalms show the same process at work.*®

4 See footnote above.

45 John Hoskins, Directions for Speech and Style, ed. by Hoyt H. Hudson (Princeton University Press, 1935), p.
12.

46 Charles Butler, The Principles of Musik, in Singing and Setting: With The Two-Fold Use Thereof
[Ecclesiastical and Civil] (London: John Haviland, 1636), p. 97.

47 A form for which Andrew Johnstone has created the name “psittacine’. See especially Johnstone, ‘The
Vernacular Church Music’, pp. 163—72. He notes that Joseph Kerman used the phrase ‘rhetoric of iteration’ to
refer to Byrd’s use of the device of repetition, without going as far as to identify actual rhetorical figures in his
composition. Joseph Kerman, ““Write All These down”: Notes on a Byrd Song’, in Byrd Studies, ed. by Alan
Brown and Richard Turbet (Cambridge: Cambridge University Press, 1992), pp. 112-28 (p. 127).

48 See Hear my prayer and O Lord, rebuke me not, tracks 1 and 2 respectively on the CD ‘In Chains of Gold’
vol. 2. See also Appendix for musical scores.
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Grammar school education taught repetition as the basic method of learning. Miriam
Joseph describes how a class would learn twelve-line sections of Ovid’s Metamorphoses and
recite them to the class next above, which would in turn recite them to the next higher.* The
structure of alternating verse and chorus sections in a verse anthem makes it an ideal vehicle
for moral instruction, the verse singer ‘reciting’ a moral text, the chorus repeating words to
affirm that it has learned the moral lesson and all in a process with which the listener(s) can
identify.*® As Butler observes, such reiteration may also serve to highlight a detail which was

missed on first hearing.

... sometime one part sings single, which is easily understood: and when
the Quire sings, you have the help of some special treatable voice,
(whereunto you may attend) and of the Repeats, which at the second or
third time, make that plain, which at the first was not observed.*!

2.5. Layers of meaning

Gibbons is adept at setting text in ways that reveal multiple layers of meaning. In This is the
record of John, the words ‘make straight’ are first set to a powerfully angular gesture in the
vocal line, jJumping upwards firstly by a third and then by a fourth, conveying the vehemence
of John’s command and inviting the singer to exploit the force of the monosyllable and its

triple-consonants (Example 2.5):

4 Joseph, Shakespeare’s Use of the Arts of Language, pp. 10-11.
50 See further on this subject in chapter 4.2.
5! Charles Butler, The Principles of Musik, p. 111.
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Example 2.5: Orlando Gibbons This is the record of John, bars 70—74%

When the words reappear in the following chorus, Gibbons irons out this jagged contour into

a straight line in stepwise motion and reinforces the command by causing it to be heard in all

five ‘layers’ of the counterpoint in stretfo entries. Hence, by a stroke of melodic mimesis

(imitation of gesture, pronunciation or utterance),> he conjures up the idea of ‘straightness’

that the earlier, angular gesture had not yet revealed (Example 2.6):
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Example 2.6: Orlando Gibbons This is the record of John, bars 82-86

52 Edited by David Pinto, © Fretwork Editions FE25 (London, 2004).
33 Mimesis: Lanham elaborates ‘self-conscious role-playing, as when a rhapsode reenacts the poem he is
reciting’. Lahnam, 4 Handlist, p. 102.
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Earlier in the anthem, Gibbons sets the words ‘I am not the Christ’ to a flamboyant

quaver gesture which I discussed in an earlier chapter and described as a ‘rhetorical figure’,**

but how can its use here be explained? (Example 2.7):

12 13 14
” () | . | | |
i — = 1 i j — 1 2 i f ]
M | a0 N () T Il & () T I T 7 T O ]
ANI"4 T r A e T 77 T 1
D) T
— —
0 -
p’ r— 1= ® r T 1 1
Cl |Hey? Z = f - ] = —— — F ] ]
A5 — i i u T i i —— T i u 1
D) T —_— T
L —
0 | |
7 T T T 0 >y r ) = = o) ]
C2 |Hey— =i Z - —— —— i H i ]
? } T } } T T T T T 1
A And he con - fess - - N ed and de - ni - ed not, |
p" T | i T n T i i Y | T Tt I | i |
il [ B T o e e, J = =
D> o r o — o r T i L 1
D) - ) T
$): = ,J 1 — 1 i \ f 1 \ ]
B 7 I’} T Il T T ] Il T T IS ) I T ]
L T T 77 T r =i T T 77 T 1
N T = =
15 16 17 18
Chorus
) | ! | ;
p - i i i - i I} 1
M |Hes?2 — - — 77 o—g I i = ]
& © Iz~ o i — (o] | o i 1
D) o T
And
—
H — | | >
7 |t r >y T T T T = = r ) 1T ]
i e——— = = = = —
'\g)y T T T } } T } T T T T 1T } 1
A And
p =y 1\ > I} 1 1
QIfyp—o— —F—F—— O # o F~Feo 5 g —f——— = —
& i T | S .. — o) u 1
D ‘ —
A and said plain ly: ‘ 1 am not the Christ. And
y - T T i | —T T i T | 1
T |Hes2 1 1 e " —— ] f = o = ]
AN"4 (] T T r A ht T ) T 1T 1
D) = T T
| And
rax i T n ) 1 i T - i T |
B |PE= e e R ¥ o ! —F
d [ _— —— T z i Tz 1t i 1
N S e ! ) o y
And

Example 2.7: Orlando Gibbons This is the record of John, bars 12—18 (notated pitch)

I argued that the clue lies in the preceding word ‘plainly’ and that Gibbons is setting up an
antithesis between the words of John’s denial and the manner in which he is made to deliver
them, which is the very opposite of plain and therefore throws their blunt sense into relief.>
The rhetorical technique of making persuasive argument by illustrating contrast, perhaps

between different but related concepts or levels of meaning, was an intellectual exercise

54 See Chapter 1.A.10.

55 1t is thus a rhetorical form of word-setting that would fall into the category that Miriam Joseph terms
‘Contraries and Contradictories’, whereby ‘Often a matter is more clearly understood in relation to its contrary’.
See Joseph, Shakespeare’s Use of the Arts of Language, pp. 322-5.
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recommended by the ancients from Aristotle to Cicero and used by many Renaissance
writers. It could be expressed in a list, through one of the many figures of division,*® or
distilled into a single word by punning on its different meanings. As Miriam Joseph reminds
us, witty word-play of this kind can be found even at moments of high seriousness, from the
sermons of Lancelot Andrewes to the tragedies of Shakespeare. However (as she goes on to
observe), just as this type of rhetorical ornament ‘was frequently despised as false or
degenerate wit from the eighteenth century to the present day’,”” so the lugubriousness that is
typical of today’s Anglican choral approach to Gibbons’ many-layered language misses the
point at moments such as this. In drawing our attention to the Baptist’s words with these
quavers, Gibbons is executing a musical pun at a more subtle level, since the figure is itself
an example of ornamental division (a musical term that, although it is probably familiar to
most through publications such as Christopher Simpson’s The Division Violist a few decades

later, was clearly in currency well before Gibbons).*® There can be little doubt that Morley’s

56 For example Dieresis or Partitio, as set out by Peacham in The Garden of Eloquence (1593), pp. 123-5 and
displayed by Jacques in Shakespeare’s As you like it (4.1.10): ‘I have neither the scholar’s melancholy, which is
emulation; nor the musician’s, which is fantastical; nor the courtier’s, which is proud; nor the soldier’s, which is
ambitious; nor the lawyer’s, which is politic ...” etc. For an extensive examination of figures of division see
Joseph, Shakespeare’s Use of the Arts of Language, pp. 111-9.
57 See Joseph, Shakespeare’s Use of the Arts of Language, p. 164. We shall examine the influence of Andrewes’
rhetorical language (to which she makes particular reference) in a later chapter on Hooper's Hearken ye nations
(see Chapter 3B). For punning in Shakespeare at a moment of high drama, see for example Macbeth (2.5.55):
If he do bleed

I’ll gild the faces of the grooms withal,

For it must seem their guilt.
58 Christopher Simpson, The Division Violist (London: Godbid and Playford, 1659). For earlier use of the term
the Oxford English Dictionary cites a number of examples from the 1590s, including Shakespeare’s Henry IV,
Pt. 1(3.1.206) ‘Ditties ... Sung by a faire Queene ... With ravishing division to her Lute’. See OED Online,
Oxford University Press, March 2022, “division, n, 7. Music” OED Online, Oxford University Press,
https://www.oed.com/view/Entry/56156 [Accessed June 8 2022]. The poet Walter Raleigh makes the same pun
in his poem ‘What is our life?” with the words ‘Our mirth the music of division’, as he embarks upon a
rhetorical list of comparisons (‘Our mothers’ wombs the tiring houses...” etc.). Gibbons gives it musical
expression in his madrigalian setting with a flurry of quaver ‘divisions’ throughout the parts at this point. In a
section of my later chapter on proportional metre (4.1.7) I refer to a musical pun executed on the word ‘lighten’
in his setting of the Nunc dimittis, which escapes the notice of Anglican choirs who have not realised that
Gibbons is referencing the Galliard dance-step.
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‘skilful auditor’ would have made this connection, but it would have required (in Henry
Howard’s phrase) ‘cunning singing’ to identify and articulate it in the first place.
In the opening verse of Blessed are all they that fear the Lord, Gibbons repeats the

words ‘and walk in hisways' with only slight alteration to the musical setting, in order subtly

to change the emphasis (Example 2.8):%°
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Example 2.8: Orlando Gibbons Blessed are all they that fear the Lord, bars 4—7

In the first iteration, the emphasis is clearly on ‘walk’, the figure of dotted minim followed by
two quavers imparting a certain swing of confidence to the gesture; whereas, on the repeat of
the words, the replacement of quavers by slower paced crotchets for ‘in his’ makes for a more
deliberate delivery, throwing the attention onto ‘his ways’. Examples such as these bring to

mind the parallel drawn by Vicentino in L ‘antica musica ridotta alla moderna prattica

And the experience of the orator teaches us that he speaks now loudly, now
softly, and slower and faster, and with that he moves the listeners greatly.
What effect would an orator have if he recited a beautiful speech without
proper attention to the accents, the pronunciation, and fast and slow
motions, and speaking softly and loudly[?]. . . The same must be true in
music.*

59 This could perhaps be described as a kind of musical polyptoton. Literally ‘repetition of words from the same
root but with different endings’. Lanham, 4 Handlist, p. 117.

60 > . & la esperienza, dell’Oratore I’insegna . . . che hora dice forte, & hora piano, & piu tardo, & piu presto, e
con questo muove assai gl’oditori . . . che effetto faria 1’Oratore che recitasse una bella oratione senza 1’ordine
de i suoi accenti, & pronuntie, & moti veloci, & tardi, & con il dir piano & forte[?] . . . Il simile d¢ essere nella
Musica’. Nicola Vicentino, L ‘antica Musica Ridotta Alla Moderna Prattica (Rome: Antonio Barre, 1555), book
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2.6. Cumulative repetition
Tomkins’ funeral anthem for Prince Henry Know you not contains several kinds of rhetorical
repetition, arranged in a highly structured manner. The chorus section at the centre of the

work, setting the politically charged words ‘Great Britain mourn’, is an example of the

simultaneous use of more than one standard figure (Example 2.9):
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Example 2.9: Thomas Tomkins Know you not, bars 83—88°!

This effectively combines into a hybrid the figures epizeuxis and articulus (a [small] part,
division),*?> both of which are mentioned by Peacham in his 1593 revision of The Garden of

Eloquence as being remarkable for their musical parallels. Robert Toft points to a similar use

4, chap. 42 (‘Regola da concertare cantando ogni sorte di compositione”), fol. 89" (incorrectly numbered 88 in
the print) as cited in Ruth 1. DeFord, Tactus, Mensuration and Rhythm in Renaissance Music (Cambridge
University Press, 2015), Kindle location 7209-7211.

6l Edited and reconstructed David Pinto, ©Fretwork Editions FA12 (London, 2009).

62 Lanham, 4 Handlist, p. 23. As we saw above, Peacham likens epizeuxis to the ‘quaver in Music’. His full
description is: ... in respect of pleasant affections it may be compared to the quaver in Music, in respect of
sorrow, to a double sigh of the heart, and in respect of anger, to a double stab with a weapon’s point’. (Peacham,
The Garden of Eloquence, p. 48). His definition of articulus is also quite specific as to its notational parallel
with the semibreve: ‘This figure serveth to pleasant brevity, and also is very convenient to express any
vehement affections: in peaceable and quiet causes it may be compared to the semibreve in Music ...’
(Peacham, The Garden of Eloquence, p. 57). Vickers might well object that, from the standpoint of classical
oratory, articulus should be used to describe the articulation of a series of words that differ rather than simply
reiterate, as in an example from the anonymous Ad Herennium: ‘Y ou have destroyed your enemies by jealousy,
injuries, influence, perfidy’ (See Vickers, ‘Figures of Rhetoric’, p. 22). Yet the harmonic change with each
repeat of the initial ‘mourn’ ensures that each sounds qualitatively different and each is thus articulated.
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of articulated semibreves, a quadruple ‘sigh of the heart’ (to use Peacham’s phrase), in the

opening of John Danyel’s Griefe, keepe within (Example 2.10):3
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Griefe, Griefe, Griefe, Griefe keepe with - in

Example 2.10: John Danyel, Griefe, keepe within, Cantus, opening bars

Earlier, in the second verse of the anthem, Tomkins sets up a dialogue between Mean and
Contratenor to extol the virtues of the deceased Prince Henry, with text adapted from
Lamentions 4:2. ‘The precious son of Zion, comparable to fine gold, how is he esteemed as a

pitcher, the work of the hand of the potter.” (Example 2.11):

83 Robert Toft, Tune Thy Musicke to Thy Hart: The Art of Eloquent Singing in England, 1597—1622 (Toronto,
Buffalo: University of Toronto Press, 1993), p. 41.
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Example 2.11: Thomas Tomkins Know you not, bars 39-51

Here, whole phrases, rather than single words, are repeated as musical points are exchanged

between the two voices, not in simple echo but in a species of extended epizeuxis, enhanced

by musical gesture and in increasing iteration. Starting at bar 40, we hear ‘comparable to fine

gold’ twice, ‘how is he esteemed’ three times, ‘as a pitcher’ four times. From bar 42 the
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gestures become gradually more extreme, reaching upwards, first by a fourth, then a sixth,
then an octave, to convey the boundlessness of the esteem in which the prince is held. From
bar 47, the pace of delivery is suddenly accelerated from minim to crotchet, the more to
contrast with the longer, undulating contour of the last phrase (for which a third voice enters,
to amplify the expansiveness), evoking the caressing movements of the potter’s hands. On

paper, the whole process may seem rather studied, even mechanical, but it successfully

combines a certain ritualistic severity with more madrigalian gestures.

2.7. Other rhetorical figures
i. Prosopopoea
Peacham the Younger, in the passage quoted earlier, sought to associate certain rhetorical

figures with musical equivalents. Perhaps the most intriguing is this:

hath not Musicke her figures, the same which Rhetorique? ... her
passionate Aires, but Prosopopoea’s? with infinite other of the same
nature.®

Johnstone argues that prosopopoea (personification)® should be understood in the light of
George Puttenham’s definition: a figure that is used ‘if ye will attribute any humane quality,

[such] as reason or speech, to dumb creatures or other insensible things...’.°¢ He proposes:

Presumably, the human quality assumed by Peacham’s ‘passionate aire’ is
affection—a quality Burmeister confined to the related figure pathopoeia
(arousing the emotions), and which he imputed to the emphasizing of a
scale-degree not belonging to, or not normally prominent within, the
mode.*’

64 Peacham (The Younger), p. 103.

85 See further Lanham, A Handlist, pp. 123-4.5¢ George Puttenham, The Arte of English Poesie (London:
Richard Field, 1589), p. 200.

% George Puttenham, The Arte of English Poesie (London: Richard Field, 1589), p. 200.

67 Johnstone, ‘The Vernacular Church Music’, pp. 286-87.
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Whilst acknowledging that Byrd is unlikely to have had any knowledge of Burmeister’s
writing, he makes a strong case for Byrd having linked these two figures, pointing to the way
that the composer uses ‘accidental Bj’s’ in his Great Service and related anthems ‘at moments
when the texts ... allude to affections’.®® There is no doubt that Byrd uses accidentals for
emotional effect in his consort anthems. In Christ rising, at the text ‘forin that he died’, an
accidental e-flat is introduced in the bass, causing what ‘classical’ solmisation theory would
regard as an enforced downward hexachord mutation, therefore aptly expressing the
heaviness of ‘death’. That movement is immediately contradicted by the sharpness of a
positive motion upwards,* which leads us optimistically to ‘he died but once to put away sin’

(Example 2.12):

%8 Johnstone suggests that ‘[in] addition to these instances of pathopoeia, Byrd’s “B)’s” also suggest
prosopopoeia, since they are most frequently deployed in clauses that refer to groups of persons (“the house of
his servant David”, the “Apostolick Church”, “the face of all people”)’. Johnstone, ‘The Vernacular Church
Music’, p. 287. He refers to a number of modern scholars, notably Joseph Kerman, Philip Brett and Mike Smith,
for whom rhetoric, and thus figures such as these, are an accepted element of Byrd criticism. Kerman writes of
the evident desire amongst composers in this period to ‘make music rhetoric’ and he offers the telling
observation ‘Sooner or later ... Byrd always brings in a third semitone, a B, or an E} which artfully lacerates the
modal purity.” Joseph Kerman, ‘Byrd, Tallis, and the Art of Imitation’, in Aspects of Medieval and Renaissance
Music, ed. by Jan La Rue (New York: WW Norton, 1966), pp. 532, 537.

% For an account of the complex relationship between b-flat and b-natural in musical theory over preceding
centuries and the erotic implications that were increasingly exploited in their use as accidentals in text-setting,
see Bonnie Blackburn, ‘The Lascivious Career of B-Flat’ in Eroticism in Early Modern Music, ed. by Bonnie
Blackburn and Laurie Stras (Farnham: Ashgate, 2015), pp. 19-42. For a performance perspective on both of
these features, see further in Chapter 4.8.2 of the present thesis ‘Singing the hexachord’.
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Hooper achieves a similar effect by introducing an accidental B-flat in bar 16 of the bassline

Example 2.12: William Byrd Christ rising, bars 25-29

in O God of gods (Example 2.13):
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Example 2.13: Edmund Hooper O God of gods, bars 14—8

Here it is again the weightiness, implicit in the harmonic movement to an accidental flat, that
fits the word that is to be coloured: the sceptre, symbol of royal power and responsibility.”
Conversely, Byrd introduces accidental sharps to heighten tension in the penitential palm
setting O Lord, rebuke me not at the words ‘Turn thee, O Lord, and deliver my soul’

(Example 2.14):

70 See chapter 3A for further discussion of this passage.
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Example 2.14: William Byrd, O Lord, rebuke me not, bars 64—74

The harmony is forced tortuously upwards by the sinner’s earnest plea for deliverance
through the introduction of accidental sharps on /', B, g' (and, by extension, ¢'),”" inducing an
emotion of insecurity through increasing modal remoteness, but with the words ‘O save me’
we are brought home to the security of .7 This all has significant implications for the
performers, which I discuss in a later chapter.” For the present purpose, it seems reasonable
to describe such a use of accidentals as ‘rhetorical’, if only because this manner of ‘renaming’

a note, as Morley might have described it, is so closely analogous to a trope (a figure which

"I Reconstruction as a consort anthem by Andrew Johnstone, ©2019. Track 2, ‘In Chains of Gold’ vol. 2.

2 For discussion of a comparable passage in Hooper’s O God of gods, at bars 6873, where the introduction of
accidental sharps on d ' expresses through harmonic remoteness the finality of the second coming, see Chapter
3A.

3 For discussion of the implied tone colour of accidentals and the subject of intonation rhetoric, see the Chapter
4 on Performance, for example 4.8.2 ‘Singing the hexachord’.
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alters the meaning of a word or words, rather than simply arranging them in a pattern of some

sort).” That is how our ‘skillful auditor’ would probably have recognised it.

ii. Auxesis

Johnstone identifies what he calls the ‘auxesis figure’ in Byrd’s Great Service — a process of
harmonic augmentation,” which Byrd’s German contemporary, Burmeister, would have
recognised as analogous to Quintilian’s figure of c/imax (mounting by degrees through linked

words or phrases):”®

It was the energy of Africanus that gave him his peculiar excellence, his
excellence that gave him glory, his glory that gave him rivals.”

He cites an example from the opening to the Magnificat of Byrd’s Great Service (Example

2.15):7
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Example 2.15: William Byrd Magnificat from the Great Service, opening bars:”

"4 Lanham, A4 Handlist, pp. 154-7.

5 Auxesis: 1: Use of a heightened word in place of an ordinary one; 2: Words or clauses placed in climatic
order; 3: Building a point around a series of comparisons; 4: A general term for Amplificatio or one of the
subdivisions thereof. Lanham, 4 Handlist, pp. 26-8.

76 Lanham, A4 Handlist, p. 36; Joachim Burmeister, Musical Poetics, trans. by Rivera (Yale University Press,
1993), pp. 172-75.

7 Africano virtutem industria, virtus gloriam, gloria aemulos comparavit.” Quintilian Institutio oratoria,
[X.3.56; translation from Loeb Classical Library
<https://penelope.uchicago.edu/thayer/e/roman/texts/quintilian/institutio_oratoria/home.html> [Acessed June 2
2021].

78 Johnstone writes: ... in the calculated gradations of Byrd’s musical phraseology it is hard not to see
something of the definition of auxesis given by his English contemporary George Puttenham: it is the “figure of
increase because every word that is spoken is one of more weight than another”.” Johnstone, ‘The Vernacular
Church Music’, pp. 47-8.

7 Edition © Andrew Johnstone 2019
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Tomkins uses the effect of stretching higher and higher upwards, by intervals of a third and a

fourth, effectively to ‘magnify’ the greatness of the deceased Prince Henry at the opening of

Know you not (Example 2.16):
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Example 2.16: Thomas Tomkins Know you not, bars 3-9

Byrd does the same in the duetting vocal lines of his consort anthem Christ rising, where, in
their progressively rising entries, the two solo Means seem to evoke the very act of Christ’s

resurrection (Example 2.17):%

80 It could be described as another example of vocal mimesis, to be compared to the earlier examples from This
is the record of John and Know you not. See above.
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Example 2.17: William Byrd Christ rising, bars 6—-19

iii. Enargeia
In the opening bars of Gibbons’ Behold, thou hast made my days it can become difficult to
separate the different figures that are being used, such is the intricacy of the structure:

auxesis, gradatio, palilogia, all are candidates.®! These are all terms which Vickers accuses

81 Auxesis: 1: Use of a heightened word in place of an ordinary one; 2: Words or clauses placed in climatic
order; 3: Building a point around a series of comparisons; 4: A general term for Amplificatio or one of the
subdivisions thereof. Gradatio — see Climax: Mounting by degrees through linked words or phrases, usually of
increasing weight and in parallel construction. Palilogia: — 1: Anadiplosis: repetition of the last word of one line
or clause to begin the next (see footnote above); 2: Iteratio: repetition for vehemence or fullness. See Lanham, 4
Handlist, respectively pp. 26, 8, 36, 106, 10, 94.
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Burmeister and German theorists of confusing, when they apply them to music, and perhaps
with some justification.®? But there can be no doubt that the effect of this intense web of
musical ‘rhyming’, now spread not only through the linear plane of a single line, but across
the lateral plane of counterpoint, is to create a powerful emotional climax that builds towards
the first vocal entry,* enabling us to absorb the essence of the word ‘Behold’ four (arguably

five) times before it is even uttered (Example 2.18):

Verse 2 3 4 5
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Example 2.18: Orlando Gibbons Behold, thou hast made my days, bars 1-5

Gibbons, perhaps more than any other composer of consort anthems, uses the rhetorical
potential of the consort structure to illuminate important elements of text, arguably equivalent

to the rhetorical concept of enargeia.’* The distinction between enargeia and energeia is

82 ‘The rhetoricians of music in fact confused auxesis and gradatio, interchanging the names, but never dealt
with the more complex structure of gradatio. Even with auxesis they seem forced to take it in its most general
terms. For Burmeister it occurs “when a harmony made up only of consonances under one and the same text
while being repeated once, twice, or three times or more, grows and rises”. Music takes over the name but only
the idea of “increase” or “enlargement”. In rhetoric pallilogia describes the repetition of a word, as distinct from
a group of words, sometimes involving a change of meaning: in Burmeister’s musical rhetoric it is “a simple
repetition of a series of pitches”. This is to borrow merely the general idea of repetition.” Vickers, ‘Figures of
Rhetoric’, p. 29.

8 Climax is indeed yet another relevant term, especially apt in the case of counterpoint: ‘mounting by degrees
through linked words or phrases, usually of increasing weight and in parallel construction’ See Lanham, 4
Handlist, p. 36.

84 See earlier footnote in relation to Thomas Morley: Enargeia: generic term for visually powerful or vivid
description which recreates someone or something, as several theorists say, ‘before your very eyes’. See
Lanham, 4 Handlist, p. 64.
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much discussed by rhetoricians and this has musical implications.** By the time of Henry

Playford’s famous praise of Henry Purcell in 1698, describing him as

having a peculiar Genius to express the Energy of English Words, whereby
he mov’d the Passions of all his Auditors.¢

the two have become merged. If there is a useful distinction to be made, it might be that
energeia is a wide category,’” applicable to aspects of word-painting, such as the use of
extremes of pitch to colour a word,*® or a particularly effective evocation of its sound and
shape when spoken,* whereas enargeia engages a dimension which lies beyond either of
these. Later in the same verse, Gibbons combines the two at the line ‘And verily, every man
living is altogether vanity’. Here it is the essence of the word verily, that Gibbons wants to
capture, and he does it by mirroring both the rhythm and the shape of the word in all five

layers of the counterpoint — a moment of revelation. The close succession of stretto entries

85 Alexander Gill in his Logonomia Anglica of 1619 discusses the correct use of rhetorical accent by the orator
in terms of musical pitch. ‘..rhetorical accent is when, in order to imprint the meaning more powerfully on the
mind, the emphasis is placed more on one word than another...all monosyllables are ‘sharpened’, made acute
(grammatically speaking). All the same, in the context of rhetoric, those vowels (vocibus) imbued with meaning,
force and clarity (évapyeia), receive at the least an orator’s accent, or a forcible pitch or stress (toni évépyera).” 1
am grateful to David Pinto for this translation, which differs from that of Danielsson and Gabrielson (see
Alexander Gill’s Logonomia Anglica (1619), trans. by Bror Danielsson and Arvid Gabrielson (Almqvist &
Wiksell, 1972), pp. 174-5). Pinto here draws attention to the distinction made by Gill between the two terms
and to his use of words such as ‘acute’, ‘grave’ and ‘baritonal’ to refer to pitch/stress. This aspect of oratorical
declamation is one that is given prominence by a number of rhetoricians. Erasmus, using acute, grave and
circumflex accents, goes so far as to describe the correct pronunciation of Latin words in terms of steps of the
hexachord: vidi and vidit equivalent to fa re and fa mi. See Derek Attridge, Well-Weighed Syllables:
Elizabethan Verse in Classical Metres (Cambridge [England]; New York: Cambridge University Press, 1979),
p. 58. The relationship between declamatory pitch and stress, as taught in grammar school Latin, seems likely to
have had an influence on musical text-setting, at least in this period of early Reformist vernacular translations of
sacred texts formally familiar in Latin, but was beyond the scope of the present research.

8 Henry Purcell, Orpheus Britannicus (London: Heptinstall, 1698), p iii ‘From the Bookseller to the Reader’.

87 Lanham suggests it is ‘a more general term for vigour and verve, of whatever sort, in expression’. Lanham, 4
Handlist, p. 64.

88 T give a number of examples of this in the chapter 4.3, such as use of the lowest bass notes to express strength
and power (Tomkins Sing unto God bar 12, Mundy Sing joyfully bars 12, 46 & 65) or the highest notes of the
Contratenor range to express sovereignty, monarchy or divinity (Gibbons Great King of Gods bar 6, Hooper O
God of gods bar 55-6, Bull Almighty God bars 73 & 96).

8 Often when adopting a more madrigalian style, such as later in Gibbons’ Behold, thou hast made my days, his
use of a diminutive, falling crotchet figure to express littleness in ‘O spare me a little’ (bars 64-5) or Amner’s
use of a preceding crotchet rest to express the inhalation of breath in ‘sigh a part’ in Consider all ye passers by,
bars 57-8.
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acts as a surge of vivid light to illuminate the inner meaning of truthfulness from above and

from below (Example 2.19):
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Example 2.19: Orlando Gibbons Behold, thou hast made my days, bars 10—13
2.8. Rhythms of speech

This example also illustrates a musical device which Gibbons sometimes uses for another
kind of effect, one which lies on the border between rhetoric and poetry, since it involves the
rhythm of text as much as its meaning.”® He sets the word ‘verily’ in a unit of triple metre

(4. + 2), which draws special attention to it. In this case, it has the effect of infecting all the
parts around it, but the device can also be used to set a passage of the vocal line apart from

those that surround it, as in these bars from This is the record of John (Example 2.20):

%0 This triangular relationship with music is referred to by George Puttenham, who saw no distinction between
the two disciplines of rhetoric and poetry, describing the latter as ‘speech by meter ... a kind of vtterance more
cleanly couched and more delicate to the eare then prose is, because it is more currant and slipper vpon the
tongue, and withal tunable and melodious, as a kind of Musicke, and therfore may be tearmed a musicall speech
or vtterance, which cannot but please the hearer very well. See Puttenham, The Arte of English Poesie, opening
of Chapter IIII, ‘How the Poets were the first Philosophers, the first Astronomers and Historiographers and
Oratours and Musiciens of the world’.



88
CHAPTER 2
Rhetoric and poetics in the verse style

9 10 11 12 13
() | | . | L . | |
P’ A T T T T T T T T T T T T T T T T ]
M [lG—F—= - s 0 P N N A N I R R > R
AN"4 T T T T [ T 7 1
v T
) "o o P | - 5~ o
’ k ‘ 77 j r 1 @ ‘ r 6 7 = ﬁ' o g 7
Cl [ £ o L I I I I I I el I I I I T ] I T I I I | .| I I ] |l ]
~V T T | T T ] T T T T T T T 1
g) T T T T T — |
0) | | | 5 ~
P’ A 77 T T T T T T T & r 2 = ]
C2 |Hey2— = T F = ge—C T 2, & \ = i — i ]
? T } T } T } T } T } } } T T 1
lem to ask him: Who art thou? And  he con - fess - edandde - ni -
0) ‘ ‘ | ‘ L ‘ | ‘ | [
P’ A T T T T T n T T T T T T T T T T T T T T T ]
T 7 llr) T T \. T T T T T T T T T T T T \. T T T T =0 Il T Il 1
§) L [~ el [~
| | .
¢y i — —1 ! f e P, 1 — — ! ]
B 7 iq #K & T T T T T (@] T 1 T | =) Il T T 1
v b 7 T T T T T T 7 T r A =i T 1
N z 2 © i 1 z
14 15 16 17 18
2 ‘ ‘ ‘ Chorus
AL ] — — —F—— — —
M (B~ O T T T o 7 77 T & 4 T 1T T 1
ANS"4 = T | I el n—3 el O =i 1O I 1
D) O T
And
0 5 > . | | 5 \
o I ' @ o I T I I I ' & T ]
Cl |Hey2—= - ] H—"—T = S —— ] H— = —  — —
E)y } T T I I } 1 T } T T I 1 1T } 1
And
H ~ o ‘ ‘
P’ A = () T T T >y T T T 1T = ]
QlfptT—F—fF=~——®o——F= O [ # o @ @o o | H — =+
AN T I T I T T I — 1T el r o T 1
D) ‘ =
ed not, and said plain - ly: I am not the Christ. And
p T i 1 — T T — 1 T T i T | 1
T |Hes——= e T 1 S ] f S — z—]
~V T O T T [ T () T 1T 1
g) T o T T
And
o) T  — — T 1 i T - i T 1
B y o T T T T T T T D/ T - T T T T T T 1T = 1
Z H O ] I T 'O I I I I ] T ] I I T ] o O 1T I ]
L () T T ¥ g 1 T T T 7 T | 1T T 1
N ] o he | [ [ T
And

Example 2.20: Orlando Gibbons This is the record of John, bars 9—18

From a dramatic viewpoint, this anthem is concerned with transitions between reported
speech and the actual words of John himself or of the Levites who are interrogating him and
these are moments of high drama. At bar 12 we encounter John for the first time, having been
posed the question ‘“Who art thou?’. In order to make clearer the distinction between these
two types of speech, Gibbons creates a metrical diversion. The vocal line at ‘And he
confessed’ moves imperceptibly into triple metre of 3/2, where it seems to hover aloof for
‘denied not’; then we are brought crashing to earth and back into duple tactus for John’s

actual words ‘I am not the Christ’, set to the flamboyant quaver gesture discussed earlier.” It

1 See Chapter 1A.10. As there discussed, this is a fine example of Gibbons’ use of the musical ‘pun’, another of
which I identify in Chapter 4.1.7.
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is an arresting moment (or at least it should be),’? and its notation is perhaps made clearer by

removing modern barlines and ties and inserting Mensurstrich in the following example

(Example 2.21):
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And he con - fess-edandde - ni - ed not, and said plain - ly:__ am not the  Christ.

Example 2.21: Orlando Gibbons This is the record of John, Contratenor 2, bars 12—18

The technique is extended even further in the third verse of the anthem, this time to set apart

the Levites’ question ‘What sayst thou of thyself? (Example 2.22):

57 58 59 60

N\ G,
AN

z
N
VT
L

ML

ol
™

(@)

N
Ixist
L
TN
L AN
RN

QL

Cl

P

L
N
g

I

N> %Q;>_&> CQ

0 T i | —— ) S ) B S S B R | o 1 & 77—
Qe ———F——— @ I~ F o J o | o5 5 o @& |

I LA I E— —— T ®* —— o @

k)

Then said they un-to him: Whatart thou? Thatwe may give

T
I
7}

T
T
T
T

ML
| 1568
R

T
T
T
T

R

- —

I —

- —=
& T

N
[ YHER

—
RJE S
T |

joe]
N
o
m
TN
q
QL
N
NN
L AN
[ TN
T
TN
TN
| 1N
QL

:-
QL

Q]

Q]

7

\ o
2

o>
o
i
2
>
X

M
{ 15ES
N
R
| 1568
N
| 1HEN
TN
D

T |
By
o
T
T

T |
T
e
N
e

C1

TTe
TN
TV

P

O

L

N

N
(VI

C2

T

sent us. What sayest thou of thy - self? And

P
\JHEA
b

QL

N

K

| Y
TN

2™ NS 2B BN

O

N

P
ol
1T
N
M

T T
 — T
T T
1 1

119
TN

R
QL

I

T

T
17K

Vd

Example 2.22: Orlando Gibbons Thisis the record of John, bars 55-64

92 Some of the reasons why it so often falls flat in performance are discussed in Chapter 1A ‘Implications of the
original performing pitch for voices’.
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Here, the triple metre emerges in the vocal line in bar 56 and continues all the way to ‘sent
us’ in bar 61, imparting a certain oiliness to the Levites’ attempts to ingratiate themselves,
until the bassline’s rogue e-flat in 62 heralds the fateful question, which arrives four-square in
duple tactus in bar 63. Once again, the removal of modern barlines and ties makes the rhythm

clear. A singer of the period, reading from the original mensural notation, would immediately

have seen the shapes of triple metre that emerge (Example 2.23):
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hen] said they un-to him: Whatart thou? Thatwe may give that wemay give an an-swer un-to them that sent us.

Example 2.23: Orlando Gibbons Thisis the record of John, Contratenor 2, bars 5664

Looked at poeticaly, there is a certain parallel here between the way that these two separate
metres are held in tension, one with another, and the use by poets of the period of enjambement

to let the natural rhythms of speech overflow the bounds of the pentamer line:*

We are such stuff
As dreams are made of, and our little life
Is rounded with a sleep (The Tempest 4.1)

Looked at rhetorically, these two passages may suggest a different interpretation of
prosopopoeia from the one that Johnstone proposes in interpreting the remarks of Peacham
the Younger. Gavin Alexander points out that this figure (meaning literally ‘making a mask’

in Greek) is defined by Abraham Fraunce as

a fayning of any person, when in our speech we represent the person of
anie, and make it speake as though he were there present: an excellent
figure, much used of Poets®

93 George Wright describes this as the ‘counterpoint of line and sentence’ in his study of metre in Shakespeare.
See George T Wright, Shakespeare’s Metrical Art (Berkeley: Univ. of California Press, 1988), pp. 213-19.
94 Abraham Fraunce, The Arcadian Rhetorike (London: Printed by Thomas Orwin, 1588), sig. G2".
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and is grouped by Erasmus ‘under the heading enargeia’.”> By releasing the words of the
speaker from the duple tactus — those of John in the first passage and of the Levites in the
second — Gibbons creates for them a ‘mask’ of triple metre which makes them sound as if
they are separate whilst being also present. But it is the tearing away of the mask in bars 16
and 61 that is in each case the coup de thédtre. We are abruptly returned to duple tactus, so
that the full impact of what follows may take effect: ‘I am not the Christ” and ‘What say’st
thou of thyself?’. In that these effects are achieved entirely by playing with the rhythm of

speech, Gibbons might be seen as applying the second of Caccini’s principal priorities in his

definition of seconda pratica vocal music

text, thythm and sound last of all ...%

with the aim of throwing a more vivid light on the first priority: the meaning of the text. In

that respect, it seems entirely justifiable to classify this musical device as ‘rhetorical’.

2.9. Some conclusions

If Caccini’s remark is relevant to a discussion of the English verse anthem, it may seem odd
that the first chapter of this research has been concerned only with the third item in his list,
the one which he clearly considered the least important of the three, namely sonority. The
reason for this is simple. Many still tend to regard anything under the umbrella term ‘verse
anthem’ as the business of church choirs and choral evensongs, with all that that implies for

the sonority and performance style that goes with them, as described at the beginning of this

95 Gavin Alexander, ‘Prosopopoeia: The Speaking Figure’, in Renaissance Figures of Speech, ed. by Sylvia
Adamson, Gavin Alexander, and Katrin Ettenhuber (Cambridge University Press, 2007), pp. 97-112 (p. 103).

% Giulio Caccini, Le Nuove Musiche (Florence: Marescotti, 1602) ‘Ai Lettori’: ‘la favella, €’1 rithmo & il suono
per ultimo’.
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chapter by Timothy Day — notably an ‘absence of rhetoric’.”” Even when smaller groups of
such singers congregate to perform a consort anthem, they often bring with them those same
‘choral scholar’ priorities and the same misconceptions of vocal sonority discussed in
Chapter 1. This is to doubly distort the true nature of the music. The issue of historical
sonority must be addressed and the music’s correct order of priorities restored before it can
be properly understood. We are still left, however, with C.S. Lewis’ observation, that rhetoric
remains ‘a barrier’ for the modern audience, which is just as true for this particular body of
music as it is for the period’s literature or verse. The composer’s use of rhetoric must be first
identified and its relevance to text-setting understood, so that it may then be articulated in
performance. In Chapter 4 I try to suggest some ways to do this and in the CDs that are
included as part of the data to this research some recorded examples are offered, which are
perhaps more easily appreciated in hearing than can be analysed in writing.

It is significant that Henry Playford’s remarks on the ‘energy’ of words in the preface
to Orpheus Britannicus and Morley’s recommendation of ‘passion’ to church singers in his
Plaine and Easie Introduction, map out between them a hundred years of English ‘Baroque’
to which Byrd, Hooper and Gibbons belong just as surely as does Henry Purcell, in that all of
them understood music to be a rhetorical language. The evocative reference that their

vocabulary has in common and their conception of the singer as orator make that quite clear.

7 See footnote above.
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3A: O God of gods

3A.1 Two settings of O God of god
3A.2. Changes to Buc’s verse
3A.3. Significance of the changes
3A.4. James I’s entry into London
3A.5. James I’s speech to Parliament
3A.6. Setting the scene
3A.7. The King’s Peace
3A.8. Union
3A.9. Great Brittany
3A.10. Metaphor and allegory
3A.11. Aspects of Hooper’s musical language
3A.12. O God of gods in relation to other court music
1. Byrd Look and bow down
ii. Tomkins Know you not
iii. Gibbons and the ‘occasional anthem’

fkkdk

Peter Le Huray, in his major repertory study Music and the Reformation in England 1549—

1660, wrote of three works by Hooper

Splendid as Hooper’s verse music is, it is unlikely ever to come into
general use again since nearly all of it is set to very inadequate Elizabethan
and Jacobean verse. The two occasional pieces, “Hearken ye nations”, and
“O God of Gods”, are veritable cantatas, each lasting for between four and
five minutes ... The Easter anthem [Le Huray’s term for The Blessed
Lamb, the third of the three anthems that are the subject of my research] is
on a similar scale ... !

It is a slightly surprising observation, in that the first two works are so intimately connected
with specific historical events in the reign of James I that they have no realistic prospect of
ever coming into ‘general use’ in liturgy, if that is what he meant. Both, however, are
fascinating works with few close parallels in the whole consort anthem repertory. The third of
the anthems is not restricted by such a connection and is a delightful work in its own right,

which deserves to be revived and performed. It is probably the only one of the three that can

! Peter Le Huray, Music and the Reformation in England 1549—1660 (London: Herbert Jenkins, 1967; repr.
Cambridge: Cambridge University Press, 1978), p. 259.
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3A: O God of gods

reasonably be described as ‘typical’ of Hooper’s style or of consort anthems generally. O
God of gods and Hearken, ye nations are both recorded on the second CD in the series ‘In
Chains of Gold’,> which forms part of the data for this research, and I shall examine both of
these in relation to the historical ‘occasions’ to which they relate. I shall then discuss The
Blessed Lamb in the context of a performance case study that I carried out with singers from
the Ex Cathedra scholar scheme during the 2020 pandemic restrictions, which resulted in a
digital video collage that proved instructive as a research exercise.

It is not possible to understand the first two of these works musically without relating
them to their historical context, so closely are the political strands of the moment intertwined
with Hooper’s vivid expressive language. They are, as Le Huray suggests, true pieces
d’occasion — an expression which Andrew Johnstone has used to describe two important
works by William Byrd in the genre to which Hooper was later to contribute. The first of

these is Look and bow down, of which Johnstone writes:

this important piéce d’occasion can be seen as a link in the chain
connecting the consort song, the consort song with chorus, and the through-
composed consort anthem.?

One of a dozen of Byrd’s consort songs that survive only in lute intabulations and which
Johnstone has recently reconstructed, it sets verse attributed to Queen Elizabeth I on the

defeat of the Armada in 1588.* The second relevant Byrd work is Rejoice unto the Lord, a

2 “In Chains of Gold’ vol. 2 (Signum SIGCD609, 2020), tracks 15 & 17.

* See Andrew Johnstone, ‘The Vernacular Church Music of William Byrd: A Reappraisal of Chronology,
Authenticity and Context’ (unpublished doctoral thesis, Trinity College (Dublin, Ireland). Department of Music,
2014), p. 140 <http://www.tara.tcd.ie/handle/2262/90246> [Accessed 27 November 2019]. Look and bow down
is published in Eight Fragmentary Songs by William Byrd, ed. by Andrew Johnstone (London: Fretwork
Editions, 2020). This work is also recorded on ‘In Chains of Gold’ vol.2, track 8. The term ‘occasional anthem’
also has an established usage in recent scholarship. See for example John Ward: The Complete Works for Voices
and Viols in Six Parts, ed. by Ian Payne (St Albans: Corda Music, 1998), p. 2.

4 Description of the text from a source in the Royal Maritime Museum, Greenwich, MS SNG/4 (formerly MS
FD/2): ‘A songe made by her ma[jes]tie | and songe before her at her | cominge from white hall | to Powles
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consort song that was probably performed to Queen Elizabeth on Accession Day, November

17th 1586, a date which came to be known during her reign as ‘The Queen’s Day’.> How do

these two pieces relate to Hooper’s O God of gods?

3A.1 Two settings of O God of gods

The same text is set by both Edmund Hooper and John Bennet. As yet, no record of the first
performance of either piece has come to light, but we do know that a repeat of the Hooper in
some form, perhaps a later arrangement of the original, was a feature of the visit by Charles I
to Durham in 1633, on his way to Scotland.® By this time, later sources of the work,
principally in Durham, refer to it as being for the ‘Kings Day’,” echoing a celebration which
in the Elizabethan era had marked the anniversary of the accession, to which the Byrd consort
song Rejoice unto the Lord also belongs (see above).® Yet the accession of Charles I was on
March 27th, and he did not reach Durham until early June, so there was evidently no bar by
that time to performing it in celebration of some other royal occasion. Hooper’s original
intention is likely to have been much more specific, as we shall see. The text of both settings

originates with Sir George Buc, master of the revels and historian.’ Buc’s Daphnis

throughe fleetestre[et] | in Anno D[omi]ni 1588 [in margin] Songe in December after | the scatteringe of the
Spanishe Navy.’

5 The Collected Works of William Byrd, Volume 15, Consort Songs for Voice and Viols, ed. by Philip Brett
(London: Stainer and Bell, 1970), p. 170, citing an article by Thurston Dart and Philip Brett in Harvard Library
Bulletin, XIV (1960) p. 353, though the date is misleadingly given in this Byrd volume as November 19th. The
song is also published in Eight Consort Songs by William Byrd, ed. by Stewart McCoy and Bill Hunt (London:
Fretwork Editions, 1990).

® Treading, here, in the footsteps of his father, who had himself made a single, return visit to Scotland in 1617
(also by way of Durham) in connection with which Gibbons composed two occasional pieces in verse form:
Great King of gods and Do not repine, fair sun.

7 See further below and Critical Commentary.

8 Roy Strong describes how this yearly celebration was elevated into a national festival, with parallels in
literature of the period, notably Edmund Spenser’s Faerie Queene and Philip Sidney’s Arcadia: ‘All over
England the Queens subjects expressed their joy in her government by prayers and sermons, Bell ringing,
bonfires and feasting.” See Roy C. Strong, ‘The Popular Celebration of the Accession Day of Queen Elizabeth
I’, Journal of the Warburg and Courtauld Institutes, 21.1/2 (1958), pp. 86—103 (pp. 86—87).

9 The mastership was granted to him by James I in 1603 and had possibly been promised to him previously by
Elizabeth I. Promoted to gentleman of the privy chamber and granted a knighthood on the accession, his main
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Polystephanos, An Eclog