
EMBELLISHMENT OF SACRED RENAISSANCE 

CHORAL MUSIC: 

SPECULATION AND APPLICATION 

by 

Geoffrey Paul Boers 

A Document Submitted to the Faculty of the 

SCHOOL OF MUSIC 

In Partial Fulfillment of the Requirements 
For the Degree of 

DOCTOR OF MUSICAL ARTS 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

1987 



THE UNIVERSITY OF ARIZONA 

SCHOOL OF MUSIC 

I hereby recommend that this document prepared under my direction 

by Geoffrey Paul Boers 

entitled Embellishment of Sacred Renaissance Choral Music: 

Speculation and Application 

be accepted in partial fulfillment of the requirements for the degree of Doctor 

of Musical Arts. 

Signature of Major Professor Date 

Acceptance for the School of Music: 

0J, 
Direct r, Grad Studies in Music 

Date 
/z, X987 



ACKNOWLEDGEMENTS 

There are many people who have given of their time, expertise, and and 

encouragement as this project was taking shape, to them I would like to extend 

my deep appreciation. 

I would like to thank Dr. Maurice H. Skones, my primary mentor for the 

last decade, for his many gifts that he has shared. 

To my committee, Prof. Dan Sullivan, Dr. John Boe, Dr. Roy Johnson, Dr. 

Terry Barham, and Dr. Maurice Skones, for their guidance throughout the degree 

program. A special thanks to Dr. Terry Barham for his help with editing this 

document. 

To Chris Janton, for without his selfless giving of many hours of 

computer time and word -processing expertise this project could never have been 

a success. 

A special thank you to my parents, Floyd and Doris Boers, for a lifetime of 

nurturing, encouragement, and love. 

Finally, to my wife Kerry, for her endless patience and her continuous 

fount of unconditional love and support, without whom this degree would not 

have been possible. 



TABLE OF CONTENTS 

Page 

LIST OF FIGURES . vi 

CHAPTER 

I. INTRODUCTION TO EMBELLISHMENT OF 
SACRED RENAISSANCE CHORAL MUSIC 1 

Purpose 1 

Need for the Study 2 
Limitations of the Study 3 
Definition of Terms 5 
Procedure and Organization 9 
Summary 9 

II. SPECULATION AND DEFENSE OF CHORAL 
EMBELLISHMENT: A REVIEW OF THE LITERATURE 10 

The Treatises . 10 
The Music . 14 
The Ornaments 18 
Passaggi, Graces 19 
Interval Fill, Cadential Formulae 22 
Procedures for Implementation 25 
Choral Embellishment 27 
Solutions for Application 29 
Two Performance Practices? . 31 
Non -Liturgical Uses 31 
The Argument Against Choral Embellishment . 33 
Conclusion 34 



TABLE OF CONTENTS -- continued 

III. PERFORMANCE HYPOTHESES OF 
CHORAL EMBELLISHMENT 36 

The Technique 36 
Teaching Embellishment . 37 
Choral Embellishment 40 
Embellishment by a Soloist over the Choral Part 44 
Accompanimental Embellishment 47 
Concertino/Ripieno Embellishment 49 
Conclusion 53 

IV. CONCLUSIONS 56 

The Doctrine of Historical Authenticity 57 

SELECTED BIBLIOGRAPHY 59 

v 



LIST OF FIGURES 

Figure Page 

1. Written out ornamentation as found in Lassus' In hora ultima 17 

2. Mathematically subdivided passaggi as written by Maffei (1562) . 19 

3. Examples of graces as shown by Ortiz (1553) . 20 

4. Early standardizated ornaments as seen in dalla Casa (1584) . 20 

5. Embellishment of the descending fifth by Ganassi (1535) 22 

6. Flood's Interval List (1972) 23 

7. Table of cadential formulae by Ortiz (1553) . 24 

8. Example of passaggi which by Ganassi (1535) 25 

9. Examples of the second procedure by Ortiz (1553) . 26 

10. Variant readings found in Tudor Church Music 28 

11. Examples of vocalises for the instruction of 
Renaissance embellishment articulation 38 

12. Bassano's embellishment of Palestrina's 
Benedicta sit Sancta Trinitas 42 

13. Lassus' Aus meiner Sünden Tiefe embellished using 
idiomatically conceived vocal graces 43 

14. Palestrina's Tu es Petrus embellished in the 
soloist- over -choral -part style 46 

15. Embellishment of repeated phrases in Lassus' In hora ultima 48 

16. Concertino /Ripieno technique in de Monte's 
Stellam quam viderunt . 51 -52 

vi 



CHAPTER I 

INTRODUCTION TO 

EMBELLISHMENT OF RENAISSANCE SACRED CHORAL MUSIC 

PURPOSE 

During the last half- century, significant research into the performance 

practices of the Renaissance has been accomplished. The study of the 

theoretical and didactic treatises of the period has resulted in a new and 

exciting, if not somewhat confusing, picture of performance practice as it 

existed in the Renaissance. Modern perception of the use of instruments, 

number of voices per part, tone color, phrasing, and tempo have been 

radically affected by these discoveries. Perhaps most striking of all is the 

discovery that Renaissance music was not performed as the music survives 

today, rather, embellishments or ornaments of all types were added to the 

polyphonic lines. As Dart (1967) wrote: 

Palestrina's music as it was then performed in an important 
church or cathedral bore little resemblance to the text as we see it 
printed today, for one thing...the lead singer on each part would 
from time to time extemporize an elaborate roulade. (p.46) 

A flourishing art of extemporaneous ornamentation dramatically 

affected the performance of music in the Renaissance. This practice is 

particularly striking when viewed with the "modern" expectation of how this 

music was to sound. If choral musicians are to attempt to recreate a more 

1 



2 

accurate picture of Renaissance performance practice, then this practice and its 

technique must become an important focus of study. It is imperative that 

choral musicians become aware of the research to discover logical and 

practical ways with which to implement the techniques into modern 

performance. 

The purpose of this study is threefold: 1) to compile existing research 

on choral embellishment of the Renaissance, both from primary and 

secondary sources, 2) to draw conclusions about and propose hypotheses of 

how embellishment might have affected choral performances of sacred music 

during the Renaissance, and 3) to offer practical applications for 

embellishment in modern performance. 

NEED FOR THE STUDY 

The study of the Renaissance didactic treatises reveals the fact that 

much Renaissance music, particularly the secular genre, e.g., the madrigal, 

chanson, and polyphonic lied, were sung with one voice to a part or as a solo 

with the other voice parts played by an instrument or instruments. Even 

sacred music, being sung more and more by choruses, was traditionally 

performed in this manner. When this would occur, i.e., any music sung by 

one voice per part, the music would often be embellished. However, in the 

midst of these treatises numerous references to the use of embellishment in 

choral settings, i.e., with more than one singer to a part, surface. In addition, 

other writings and sources describing embellished performances of sacred 

choral music are numerous. In spite of these references, the picture of 

embellishment in choral performance remains enigmatic. 

A majority of the research into the embellishment of Renaissance 

vocal music has dealt with the solo voice. Indeed, the didactic literature of the 
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day specifically instructed the solo vocalist or instrumentalist. Several articles 

in recent years have addressed the concept of Renaissance choral 
embellishment, yet each has fallen short. Either the issue of choral 

ornamentation is skirted altogether -- justifying the practice using only 

treatises dealing with the solo performance; or the articles paint so general a 

picture of choral ornamentation that a conductor might be tempted to 

misapply the technique. Discussions which provide practical guidelines, 

limitations, and suggestions for use have not been produced. Perhaps most 

importantly, no satisfactory argument to substantiate the existence of choral 

embellishment has been written. 

In this age of practicality it is necessary to examine ways with which to 

implement these options in a useful and accesible manner. Numerous critical 

questions arise: How can this dormant art be recreated? How can the 

techniques be taught? How, when, where, and how often is ornamentation 

appropriate? How did this practice grow into the Baroque style of 

ornamentation? These questions and more are critical to the understanding 

of this concept. 

LIMITATIONS OF THE STUDY 

The primary sources, as was mentioned, have been translated and 

interpreted by modern scholars. To the reader interested in pursuing primary 

resources on the subject, Horsley (1951), Brown (1976), McGee (1984), 

MacClintock (1979), and Ferand (1966) offer excellent reviews. Since the 

purpose of this document is limited to finding application in the choral 

setting, only the material which applies in some sense to the choral art will be 

reviewed. 
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Any discussion of Renaissance choral singing naturally implies the 

singing of sacred music. Much of the music of the time, particularly the 

secular forms, was performed with one voice per part. Choral singing, on the 

other hand, was a practice in its infancy and restricted mainly to performance 

in cathedrals and chapels. As a result, this discussion of choral ornamentation 

automatically assumes an application to sacred music. 

The primary difficulty with the study of embellishment of sacred music 

is that the majority of the didactic literature of the Renaissance deals with 

ornamentation of secular music. Because of the relative wealth of 

information regarding the embellishment of secular music, the issue is of no 

conflict. Many contemporary writers, e.g. Woodhall (1983), Brown (1976), and 

McGee (1984) deal successfully with it. In spite of this research, embellishment 

of sacred music and the use of chorus evokes question and controversy. 

It can be inferred, due to the lack of sacred music included in the 

embellishment sources and that choral embellishment was discussed so 

rarely, that choral embellishment was a non -mainstream performance 

practice. Certain elements of it were wide -spread, e.g., ornamentation by a 

soloist or by instrumental accompaniment, but for the most part choral 

embellishment must remain merely another option for performance as 

opposed to a standard Renaissance performance practice. Therefore, the entire 

question concerning embellishment during choral performance must be 

limited as to its appropriateness in an historical and musical context. 

Finally, the art of embellishment during the Renaissance was an 

extemporaneous one. The practice was so wide -spread, albeit in differing 

styles, that singers were always expected to be able to extemporise (Horsley, 

1951, p. 4). Unfortunately, this practice has long been dormant. Any attempt at 
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reconstructing it must begin from the point of education. Learning the 

possible embellishment practices and their modern applications is only the 

first step in the revitalization of the ancient practice. Because of the 

educational focus of this document, the ornamentation discussed herein 

refers to a planned and often written down art form. In the most strict sense, 

this is not historically correct, but in order to reeducate today's musicians it is 

a necessary step. In other words, the present study is an attempt to rediscover 

the art of embellishment, not the art of improvisation. In time to come, 

perhaps singers and conductors will be proficient enough to 

extemporaneously embellish; only then will the original art form be 

reconstructed. 

As will be discussed later, choral extemporaneous embellishment 

would always be impossible. Writers of the time warned that improvisation 

should never be attempted by more than one person at a time for risk of 

sounding, as Cerone put it, "like a gaggle of geese loose in the synagogue" 

(Moerk, 1975, p. 8). This does not rule out choral embellishment, only group 

improvisation. On the contrary, in many situations choral embellishment is 

appropriate. 

DEFINITION OF TERMS 

Many of the terms used in this discussion are in need of clarification. 

Any reference to "choral" or "chorus ", e.g., choral ornamentation, refers to 

the use of more than one singer to a part. By contrast, any music intended for 

performance by one singer or player per part, primarily the secular genre, will 

be referred to as vocal -ensemble music. 

In any discussion regarding historical performance, the problem of 

authenticity raises its head. Discerning what is authentic in an age where little 
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documentation exists is a difficult task. Any number of opinions regarding 

performance practice can be inferred upon perusal of the treatises for, 

unfortunately, many of the "rules" stated by Renaissance writers are 

contradictory, vague, and confusing. This introduces an age old problem 

when dealing with the didactic literature of the Renaissance: the information 

is so sparce and contradictory on many aspects of performance that the 

treatises cannot be interpreted as the final say in Renaissance performance 

practice, rather, they must be regarded as one man's opinion, or 

representative of a limited school of thought. Imogene Horsley (1951) warned: 

...it is dangerous to assume that these manuals are the last word 
in performance practice. Certainly, there were many virtuoso 
teachers and schools of thought which were not written down. 
(p. 17) 

It is necessary to wade through the conflicting information to develop as 

accurate a picture of Renaissance performance practice(s) as possible. Since the 

tools for this are but a tip of the iceberg in terms of knowing what the climate 

for performance was, it may be impossible to provide any definitive answers. 

So what is authentic? Any reference to authenticity cannot indicate any 

standard or fixed expectation of performance practice. Indeed, no "standard" 

performance practice existed: no standard choir size, use of instruments, style 

of singing, and certainly no standard application of ornamentation. 

Consequently, musicians are forced to create logical theorems based upon the 

facts available. Horsley recognized that many of the decisions that modern 

performers must make involve approximation and compromise, but that the 

decisions must be, as closely as possible, "in keeping" with Renaissance ideals 

(Horsley, 1951, p. 4). So, "authenticity" refers to any attempt that is "in 

keeping" with Renaissance thought and style- as accurately as possible given 
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the extant information. For example, if a conductor desired to recreate a 

choral performance of a Renaissance work and add embellishment he would 

be "in keeping" with Renaissance performance ideals. However, since the art 

of embellishment during the Renaissance was an improvisational one- a 

tradition no longer practiced- the end result must be approximated. That is, if 

planned or written out ornamentation is added, the aural end result is "in 

keeping" with the spirit of the Renaissance even though the technique is not. 

Musicologists agree that performance of Renaissance choral music 

involves numerous choices and decisions on the part of the modern 

musician. Embellishment is merely another option for performance which 

adds another color to the choral palate. Donington (1979) agreed that 

embellishment should be another viable alternative: 

...it comes as something of a surprise to learn that it (choral 
music) was not only quite often accompanied by instruments but 
actually embellished in performance with ornamental 
figuration, even when sung unaccompanied. This does not 
mean that unaccompanied and unornamented Josquin or 
Palestrina is unhistoric: on the contrary, all these methods of 
performance are authentic, and the choice rests with the 
performer. (p. 165) 

Performers must be informed in order to make sound judgements. 

Choral embellishment is possibly the most enigmatic of all the performance 

practice questions. Since recreation of a "definitive" performance of 

Renaissance choral embellishment is not possible given the information 

available, what is being considered presently is not as much performance 

practice as it is performance hypothesis. There is no single "authentic" 

performance of any work, performance hypotheses provide musicians with 

informed options and scholarly guidance, without which modern 

performances would "have more grace than wisdom" (Greenberg, (1966), p. 
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317). Since musicians cannot know definitively, then performance 

hypotheses bring modern audiences as close to the original art as is possible. 

Morrow (1978) stated that, while it may be impossible to recreate the original 

performance practices it "really is possible to produce a performance that will 

have all the excitement of the real thing" (p. 237). 

Ultimately, the only possible, logical goal is that through diligent study, 

open- mindedness, and desire for musical truth, modern performers can 

make sophisticated choices and create "authentic" performance hypotheses. 

Perhaps through these hypotheses the musical community will stumble 

closer to authenticity. 

The most important concept in need of clarification is embellishment 

itself. In this document two terms, embellishment and ornamentation, are 

used interchangably to denote this art. Both imply the addition of notes, 

either written or improvised, to the notes of the original composition 

(Woodhall, 1983, p. 3). Many terms are used in the primary sources to denote 

this practice, each having the same basic meaning: in Italy d i m i n u ti o, 

passaggi, gorgia; in Spain glosas; in Germany and the Netherlands coloriren; 

and in England divisions, or graces. 

The most accurate term for this practice as it existed during the 

Renaissance is embellishment. Ornamentation at the time was intended to 

highlight, or embellish, the natural counterpoint, to "sweeten" or intensify 

the melodic lines (Horsley, 1951, p. 16). Often writers warned that 

embellishment should never cloud the counterpoint nor obscure important 

harmonic events, and should always remain subservient to both. In addition, 

ornaments were not standardized, with no idiomatic usage developed until 

the end of the sixteenth -century. Beginning with dalla Casa (1584), 
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embellishment began a marked evolution into what is known today as 

Baroque ornamentation. Ornaments took on idiomatic qualities and 

emotional expression and became named and standardized, which resulted in 

ornamentation becoming an end in itself rather than remaining subservient 

to the polyphonic lines. At this point, embellishment evolved into 

ornament. However, for discussion of Renaissance embellishment, both 

terms are appropriate. 

PROCEDURE AND ORGANIZATION 

The technical manuals of the Renaissance were often composed in two 

parts: first, a theoretical description, and second, its application to the 

instrument being discussed. This document will continue the bipartite 

tradition of the Renaissance treatises being discussed: first, ornamentation 

will be discussed as a general art form applicable to the choral context. This 

overview will explain some of the basic questions regarding ornamentation, 

provide a synthesis of rules and opinions, and most importantly, create 

logical inductions for the existence and appropriateness of choral 

ornamentation. Second, ornamentation will be discussed as applied to choral 

singing in modern performance using a variety of formats. 

SUMMARY 

The Renaissance was a period, not unlike the present, of eclecticism 

and constant change. No standard practice or style prevailed, performance 

varied from country to country, city to city, court to court, cathedral to 

cathedral. Music was not composed for posterity or to exist as a work of art in 

an unadulterated form, rather, it was intended as gebrauchmusik, or music 

for use. Once a work was composed it was performed in countless ways 

depending on the culture, setting, economy, and availability of musicians. 
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Composition was the vehicle of, not the motive for, performance (Horsley, 

1951, p. 4). Even within a single court or chapel, musical style was constantly 

evolving so that even music repeated within one setting was subject to ever - 

changing interpretation. 

The aim of this document is to capture further some of the myriad of 

performance options and make them available to the choral community. 

This document, it is hoped, can provide greater tools and an expanded palate 

to bring greater vitalty to such a deserving music. 



CHAPTER II 

SPECULATION AND DEFENSE OF CHORAL EMBELLISHMENT: 

A REVIEW OF THE LITERATURE 

THE TREATISES 

"The ancient art of ornamentation in music, in all probability as 
old as music itself, entered a crucial phase of its long history in 
the second third of the sixteenth- century. After many centuries 
of free and spontaneous creative embellishment...where the 
borderline between compositon and performance...is hardly 
distinguishable --the stage of rationalization had been reached." 
(Ferand, 1966, p. 154) 

A appearance of theoretical manuals, many of which dealt with 

the art of embellishment, occured during the last half of the sixteenth 

century. Without a doubt, the rapid improvement of music printing 

techniques of the first quarter of the sixteenth- century led to the marked 

increase of pedagogical materials (Flood, 1972, p. 12). However, it must not be 

assumed that the sudden availability of these treatises indicates the birth of a 

performance tradition. As Horsley wrote: 

It is generally considered that the published manuals of the 
sixteenth- century were a late attempt to codify and make 
available the 'secrets' of this technique. (p.34) 

In fact, improvisation (embellishment) was a centuries old tradition, which 

had been taught ever since the practice of discantus supra librum of the 14th 

century (Horsley, 1951, p. 4). 

11 
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During the Renaissance, a desire to systematize and codify the teaching 

of this practice and make it available to many more musicians emerged. The 

first teacher, apparently, to systematize an approach to teaching the art was 

Josquin, according to his student Coclico (1552). This distinction is somewhat 

dubious, as none of Josquin's writings on this topic survive. 

The manuals were, for the most part, written by Italians. This does not 

indicate that the practice of embellishment was merely an Italian one. 

Venetian publishers (as well as those in Paris and Antwerp) were very 

efficient in promoting their own authors; as a result, no English or German, 

and only one Spanish, composer is represented in the embellishment 

literature of the sixteenth century (Ferand, 1966, p. 156). Consequently, the 

published literature does not reflect the true state of the practice as it must 

have existed. Horsley pointed out that while Italy was the center from which 

the practice radiated, it was also firmly established at musically progressive 

centers in Spain and Germany (1951, p. 4). There is little evidence, on the 

other hand, that the English practiced embellishment of any kind until late in 

the century. 

The first of the treatises which discussed the art of embellishment in a 

systematic method was Silvestro Ganassi's Opera intitulata Fontegara 

(Venice, 1535). Following Ganassi, no less than 48 publications appeared 

which dealt with some aspect of Renaissance ornamentation, culminating 

with Georg Falck's Idea boni cantoris (Nuremburg, 1688). Of these, 19 were 

published prior to 1600. Authorities disagree as to the importance of each of 

these early treatises, but for the purposes of this document, nine were chosen 

on the basis of their completeness, availabilty in translation, and applicability 

to the subject at hand: 
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1) Silvestro Ganassi, Opera intitulata Fontegara (Venice, 1535) 

2) Adrian Petit Coclico, Compendium musices, (Nuremberg, 1552) 

3) Diego Ortiz, Tratado de glosas sobre clausulas, (Rome, 1553) 

4) Nicolo Vincentino, L'antica musica ridotta alla moderna prattica 

(Rome,1555) 

5) Hermann Finck, Practica musica, (Wittenberg, 1556) 

6) Gio. Camillo Maffei, Delle lettere...Libri due, (Naples 1562) 

7) Girolamo dalla Casa, Il vero Modo di dimiuir, (Venice, 1584) 

8) Giovanni Bassano, Motetti, madrigali, et canzoni 

francese...diminuti..., (Venice, 1591) 

9) Lodovico Zacconi, Prattica di musica I, (Venice, 1592) 

These treatises span a period dating from the first available publication on the 

subject to the birth of Baroque ornamentation. Three were written by 

instrumentalists: Ganassi 1535, Ortiz 1553, and dalla Casa 1584. Two are by 

singers: Maffei 1562, and Bassano 1591. Four are treatises covering a broader 

range of topics but include more or less extensive discussions of the 

techniques and problems of ornamentation: Coclico 1552, Finck 1556, 

Vincentino 1555, and Zacconi 1592. (Brown, 1976, p. 6) 

These manuals present the points -of -view of the singer, 
instrumentalist, and the theorist/ teacher. In spite of the three distinct views, 

one can find that there is no idiomatic distinction per se between 

instrumental and vocal embellishment. In fact, no idiomatic differences occur 

until after dalla Casa (1584). Even though the specific audience for several of 

these treatises is the instrumentalist, each treatise can be applied to vocalists 

and instrumentalists equally. Oftentimes the introductory passages of the 

treatises, authors indicate that the instrumentalist should emulate the 
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singer's technique and style of embellishment. As Ganassi wrote, "Be it 

known that all musical instruments, in comparison to the human voice, are 

inferior to it. For this reason we should endeavor to learn from it and imitate 

it" ( Woodhall, 1983, p. 9). 

THE MUSIC 

An important aspect of the didactic literature was to provide 

embellished versions of originally unembellished music as examples of the 

technique. Six of the treatises discussed contain such examples. Curiously, of 

the 118 compositions chosen by the authors to serve as examples for 

embellishment, only 16 are motets (Ferand, 1966, p.156). Perhaps this is a 

reflection of the previously mentioned confusion with choral 

extemporization. As Finck (1556) warned: 

In a chorus, coloraturae (improvised embellishments) cannot be 
added without poor results, for when one part is assigned for 
several to sing, the coloraturae will become very difficult, when 
both the pleasantness and the nature of the sound are obscured. 
(MacClintock, 1979, p. 64) 

Finck's argument must be tempered by the fact that he was referring to the 

practice of improvisation. If there had been some way for composers of the 

early century to control improvisation either through careful rehearsal or 

written out ornamentation (as Lassus, et al, discovered later in the century), 

perhaps Finck would have approved. Agreeably, vocal- ensemble music was 

traditionally embellished more frequently than other kinds; sacred music, 

which was normally intended for choral performance, was even then a 

confusing issue. 

For whatever the reason, only four writers of the Renaissance, three of 

which are included in the list for this document (Coclico, Bassano, and Finck), 
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chose to ornament sacred music in their treatises. This does not necessarily 

indicate that embellishment of sacred music was rare. Two conditions must 

be considered: first, the art of singing embellished song was wide -spread and 

an expected part of the singer's education, whereas the teaching of 

instrumentalists was comparatively primitive. This circumstance, in 

combination with the the increasing focus to educate the amateur musician, 

led to a generally "secular" audience for the treatises. Consequently, out of 

practicality the music chosen for inclusion in the treatises was the most 

widespread and practical music of the day. Most certainly, the smallest 

audience was the church instrumentalist, thus the small amount of sacred 

music. The second fact, which corresponds to the first, is that publishers often 

included music which was most popular, as opposed to that of the highest 

quality. Ferand pointed out: 

It is interesting to note that the examples (included in the 
embellishment literature) were often taken 'wholesale' from 
particularly successful printed collections of works. (1966, p. 157) 

This fact, not unlike today's climate of music publishing, reinforces the point 

that the music most attractive for publication was included. Therefore, one 

cannot assume by the examples included in the treatises that sacred music 

was rarely embellished. However, three logical assumptions can be made: 1) 

that choral improvisation did not occur with more than one on a part, 2) that 

the audience for which these books were written had the opportunity to play 

more secular than sacred music, and 3) that music which was intended for 

vocal -ensemble performance was more easily ornamented than that which 

was intended for choral performance. 

Finally, choral singing, having emerged with the birth of the 

Renaissance, was a relatively new practice. Sacred music by the late 
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Renaissance was most often sung by choirs comprised of twenty to twenty - 

five singers and accompanied by any number of instrumentalists. Prior to the 

sixteenth -century however, choral music was sung for the most part by 

soloists, while the choir was relegated to sing unison chant or simple 

homophonic /homorhythmic sections (see Capter III, "Concertino /Ripieno 

Embellishment "). Improvisatory embellishment by soloists, even when 

singing choral literature, was an accepted practice (Kramme, 1977, p. 10). A 

conflict arose when choirs developed the ability to perform the literature once 

entrusted only to soloists, consequently, choral singing could no longer be 

governed by the same rules of practice that dictated solo singing. In other 

words, the tradition of extemporaneous embellishment was unquestioned 

while sacred literature was being sung by soloists; once choirs became adept at 

the same literature, problems with embellished performances ensued. Hence, 

numerous writers of the mid -sixteenth century (Zarlino, Finck, et al ) stated 

that embellishment should be dropped altogether from sacred music when 

performed by choirs. Others sought alternatives. Zacconi for instance, 

recommended either letting instrumentalists embellish while accompanying 

a choir, allowing soloists to extemporise over the regular polyphonic line, or 

practicing ornamentation in a group setting. Coclico demanded diligent 

training; Vincentino recommended allowing soloists to practice while others 

sang the original part; and Finck stated that vocal -ensemble ornaments 

should be carefully planned ahead of time. Each was encouraging careful 

planning and rehearsal during an age when rehearsal and polished 

performances were a rare or non -existent commodity; all were seeking a 

integration of the standard practice of improvisatory embellishment with the 

young tradition of choral performance. 
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The struggle to incorporate an established tradition into a "new" art 

form continued until the latter third of the century when composers 

discovered the ideal compromise. They began to include, and thereby control, 

ornamentation in their compositions by writing them out (Horsley, 1951, 

p. 17; Lowinsky, 1946, p. 100). Figure 1 shows controlled ornamentation as 

written out in Lassus' In hora ultima. 

Figure 1. Written out ornamentation as found in 
Lassus' In hora ultima 

As specific ornaments and their usage became standardized by the early 

seventeenth -century, the problem of application was solved. Composers 

exerted more and more control over passaggi by writing out runs and 

sequences, while the graces, or gorgia as they were called during the early 

seventeenth -century, became standardized by the use of signs. Thus ended the 

art of embellishment as it had existed for hundreds of years. It had passed 

from a period of total improvisation- where the distinction between 

composition and performance was blurred- through a period of struggle and 

rationalization, as the choral art developed and crossed over into the 

naturally embellished literature, finally being solved through compositional 

control and standardization.The procedure of controlled embellishment 

insured the inclusion of expressive ornaments in a group setting without the 

cacophony that would result from improvisatory ornamentation. 

Compositional control was the logical culmination of the embellishment 

tradition as applied in a group setting. Once founded, this practice was 
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continued and developed by Baroque composers and has been a 

compositional tool, e.g., Bach, Rossini, ever since. The culmination of this 

practice taken to its logical extreme can be see in the compositions in the 

twentieth century with the "total control" music of Boulez et al. 

Ferand called the late sixteenth -century a period of rationalization. 

Codification and standardization were desires of the writers and musicians of 

the time. Today's performers would be "in keeping ", as Horsley exhorted, if 

the standardized and codified practices of Lassus and beyond were applied to a 

music of an age which was merely searching for those same answers. 

THE ORNAMENTS 

Perusal of the literature provides only two "rules ", or more accurately, 

concepts, on which all the treatises agree. The first, as Donington stated, is 

that Renaissance embellishment (as opposed to Baroque ornament) is a 

melodic art (1979, p. 164). The technique was used as a reinforcement of the 

polyphony and to emphasize important passages and cadences; it was not 

intended to call attention to itself melodically or obscure important harmonic 

events. Second, breaking the rules of counterpoint by the addition of 

embellishment was accepted to a certain degree. Rules were allowed to be 

broken as it was assumed that the listener would not perceive the mistakes 

due to the quickness of the embellishments' delivery, (Finck, Ortiz, et al) , 

Any other "rule" that might be gleaned from perusal of the literature 

can only be a generalization. Indeed, most of the specific points are conflicting 

and debatable. In spite of this, and in keeping with the intent of the study, the 

rules have been synthesized into general, practical concepts. Any specific 

conflicts need to be worked out by the individual performer. 
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PASSAGGI, GRACES 

The didactic literature defines two general embellishment styles: 1) a 

series of florid passing notes, and 2) subtle, ornamental turns. The first style 

will be referred to as passaggi, while the second will be termed graces. 

Whereas these terms are by no means standard in the literature of the day or 

by contemporary musicologists, they were chosen for use in this document as 

they most accurately describe the general function of either style. 

Passaggi (literally passages), a term first used by Maffei (1562), denotes 

florid runs of notes which divide the melodic material of the original part 

into (most commonly) mathematical subdivisions. Figure 2 shows a very 

simple form of mathematically dividing the original part into passaggi. 

Figure 2. Mathematically subdivided passaggi 
as written by Maffei (1562) 

The second style of embellishment, graces, might accurately be 

considered a subset of passaggi. Whereas passaggi vary from simple florid 

divisions to very complex and virtuoso runs, graces denote the simple 

forerunners of Baroque ornamentation. The trill, turn, mordent, inverted 

mordent, and others which became standard practice a few decades later, are 

found in their neophyte state in these manuals. The Spanish composer 

Bermudo (1555) permitted only graces in his music, and Brown (1976) stated 

that graces may have been the most common type of ornament in use during 

the Renaissance (McGee, 1984,p. 150). Figure 3 shows a few examples of this 

type. 



21 

Consequently, many complaints by writers of the day arose regarding the 

complexity of the embellishments used by singers. Zarlino (1558) lamented: 

The singer must watch out for the following things: in the first 
place he must take particular care...to deliver his part as 
composed by the composer. He must not do as certain persons of 
scant understanding, who, because they consider themselves 
more efficient and more clever than the others, from time to 
time insert extempore such wild...and utterly inappropriate 
embellishments that they not only annoy the listener, but 
likewise commit a thousand errors in singing. (Lowinsky, 1946, 
p. 98) 

As early as 1558 writers were complaining of "wild and inappropriate" usage 

of extempore. Again the hypothesis must be raised, if they had had the 

foresight to see that extempore could be controlled through rehearsal and the 

written note, Zarlino et al certainly would have approved. 

The type of ornamentation used is determined by two factors: first,the 

complexity is determined by the ability of the singer to negotiate the 

embellishment. As Finck (1556) wrote: "the character of the coloraturae 

depends upon the skill and individuality of the executant "(Apel, 1969, p 629). 

The second determination for proper embellishment would be dictated by the 

style and genre of the music to be ornamented. Vincentino (1555) stated that 

no somber music of any kind, particularly lamentations, should ever be 

ornamented (Horsley, 1951, p 17). Other writers may disagree, but certainly 

embellishment of somber music should be limited. In addition, it is doubtful 

whether the Ordinary of the Mass was ever embellished, for anything 

"earthly or lascivious" was not permitted. However, Randel (1986) reported of 

ornamentation occuring during the celebration of Mass, even at the Papal 

chapel. It is probable that these reports refer to the propers of the Mass, but it 

is impossible to know. 
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INTERVAL FILL, CADENTIAL FORMULAE 

Embellishment of both types (passaggi, graces) were applied, generally, 

in two formal instances. The first function will be appropriately referred to as 

"interval fill ". Commonly the treatises provide charts of the intervals, with 

different options for embellishing each. The two notes of Ganassi's interval 

list, as seen in Figure 5, represent two consecutive important points of 

sonority that would be filled -in by the examples provided, regardless of the 

original musical line. Figure 5 illustrates Ganassi's example of the treatment 

of the interval of the descending fifth. In this instance the original scalar 

example is virtually ignored in the embellishment example. 

Rego la Quarta: Dlstendir 5th. 
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Figure 5. Embellishment of the descending 
fifth by Ganassi (1535) 

Interestingly, Ganassi's publication was not only the first of its kind, but was 

also much more complex than those that followed. Ganassi had worked out 

an intricate system of rhythmic proportions (note the 7/4 in Figure 5) which 

determined how the embellishments were to be performed. 

Recently, Flood printed a highly practical list of ornamental figures as 

determined by interval (1972, p. 17). Figure 6 is a portion of that list. Both 

passaggi and graces, i.e. simple and complex embellishment patterns, can be 

used for the interval fill technique. Flood's list was chosen over any of the 

actual treatises' because of its readability, "vocal" approach, and most 

importantly, its accurate cross -section of several interval fill techniques. 
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Figure 6. Flood's Interval List (1972) 
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In addition to the interval fill technique, embellishments were 

commonly used at cadences. Brown (1976) assumed that cadential 

ornamentation was the primary form of Renaissance embellishment in that, 

whereas only some of the treatises discuss the interval fill technique, all of 

them deal with cadential ornamentation. Ortiz (1553) provided an excellent 

example of cadential formulae. In Figure 7 the original cadence formula is 

shown followed by a series of ornamental options ranging from the simple to 

complex. 
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Figure 7. Table of cadential formulae 
by Ortiz (1553) 

Maffei, in his advice to singers, stated that passaggi should be used only at 

cadences, although he does not follow that ordinance in any of his examples 

(Horsley, 1951, p. 13). 
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PROCEDURES FOR IMPLEMENTATION 

Most secondary sources agree that three procedures for 

implementation of the above techniques predominated, although Randel 

(1986) includes a fourth. Ortiz (1553) provided an excellent discussion of the 

three approaches. Donington, Brown, and Horsley outline the three 

procedures, as defined by Ortiz, as follows: 

1) Ornament by beginning and ending on the same note; 

2) Begin on the written pitch, but then deviate from the written line, 

making sure to approach the next major sonority by step;sometimes 

this technique also begins on a note other than the written pitch; and 

3) Ornament by ear, departing from the written composition. 

The first procedure was usually executed on long notes thereby coming 

the closest to the Renaissance ideal of not disrupting the counterpoint. Figure 

8, a quote from Ganassi, shows that in spite of the complexity of the passaggi, 

the groupings always begin and end on the same note, thus the original voice 

leading is maintained. 

Baga la Secunde Axrodi 2.nd 6 
S. ... r--- 7 T r -- r- 

Figure 8. Example of passaggi which maintains 
voice -leading by Ganassi (1535) 

The second procedure, somewhat more adventuresome than the first, 

maintained that no matter how complex the passaggi, nor how far the 

embellishment deviated from the original, care should be taken to approach 

the next important sonority by step. Figure 9 shows two examples: 
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Figure 9. Examples of the second procedure 
by Ortiz (1553) 

Singers were cautioned when using this technique to be aware aurally of the 

other polyphonic lines. Singers did not have the luxury of reading from a full 

score, consequently, they had to be cautious not to cover other important 

lines and to avoid inappropriate dissonance. 

The third procedure, which Ortiz and others despised, was to play by 

ear and depart from the written counterpoint. Since this procedure distorted 

the original, it was opposed to the philosophy of the time. Perhaps this was 

the cause of the numerous complaints against virtuosi passaggi mentioned 

earlier. 

To summarize, in spite of the conflicting and varying techniques and 

opinions regarding the "rules" of embellishment, certain general concepts 

which can be deduced by perusal of the didactic literature are evident. First, 

two genre of ornaments existed: florid passaggi and ornamental graces. 

Passaggi were most appropriate for use by the instrumentalist and the 

virtuoso singer, while graces were more effective for the novice or ensemble. 

This is an important point for consideration for modern use: whereas 

passaggi can be performed accurately by soloists or instrumentalists, graces are 

most appropriate for performance by choral groups -- graces can be executed 

cleanly, do not take away from the counterpoint, and with proper rehearsal, 

the resulting style will be "in keeping" with Renaissance thought. 
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Second, embellishment was commonly used in two primary 

circumstances within the music: interval filling and cadences. Both passaggi 

and graces can be applied in either instance depending upon the mood of the 

piece, the style or genre, and the general ability of the musician. 

Finally, three primary methods for application of the ornaments 

existed. The first was to begin and end on the same pitch; the second, to begin 

with the written pitch and to deviate from the original, assuring that the next 

important melodic event would be approached by step; and the third, to 

deviate from the written line and play by ear. This last technique was 

generally disdained by the writers but possibly had some application by 

organists during intonazioni, toccatas, or preludes. 

CHORAL EMBELLISHMENT 

So what of choral, as opposed to vocal -ensemble or solo, 

embellishment? The treatises, unfortunately, reveal little. The lack of 

information presented in the treatises does not indicate that this practice did 

not or could not have occurred. On the contrary, there is clear evidence that 

the practice did occur, however, no clear evidence exists as to how the art was 

performed chorally. As Dart wrote: 

The virtuoso singers of St. Mark's Venice, or St. Peter's, Rome, 
prided themselves on their ability to extemporise divisions in 
the performance of church music ...Burney, Mozart and 
Mendelssohn wrote with admiration of the 'abbellimenti' used 
by the Sistine choir in performances of Allegri's Miserere. (Dart, 
1967, pp. 141 -142) 

Apel agreed when he stated that "...diminution had its center at the Papal 

chapel in Rome, where the singers ornamented and completely transformed 

works by Willaert, Lassus, Palestrina, et al" (1969, p. 395). 
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Even in England, where the practice of ornamentation had not taken 

hold until late in the sixteenth -century, evidence of choral ornamentation 

can be seen. Morley (1597) was rather disdainful of the practice, but he did 

indicate that churchmen were in the habit of adding embellishment at 

cadences (Dart, 1967, p. 145). Dart contended that many of the variant readings 

in Tudor Church Music are a result of embellished performances. Figure 10 

shows some of the variants of cadential formulae present in Tudor Church 

Music: 

Figure 10.Variant readings found in Tudor Church Music 

The information that the treatises contain admittedly does not paint a 

clear picture, however, enough material is presented that logical deductions 

can be made. To use a mathematical analogy, before any arithmetical 

theorems can be developed certain postulates must be accepted as truth. So, in 

order to develop our own inferences -- to generate musical theorems -- some 

of the musical postulates which are accepted as truth must first be considered: 

1) During this period of rationalization, composers were just 

beginning to standardize ornaments and write them out. It was a 

period of transition from a purely improvisational art to one of 

varied control. (Dart, Ferand) 
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2) Madrigals, chansons, and other vocal -ensemble music, 

including sacred music when sung one on a part, was nearly 

always ornamented. (Brown) 

3) Rehearsal time was severely limited, although theorists 

recommended much rehearsal and planning. (Brown) 

4) Instances of sacred music performed outside of the liturgy, i.e., 

more and more often in courts and in the home, became 

increasingly common. (Brown, Lowinsky) 

5) Conservative Roman influence was dismissed or ignored in 

many musical centers. (Arnold) 

6) The pedagogic aim of the treatises was theoretical, not stylistic. 

(Ferand) 

Without a doubt, embellishment during choral performances in the 

Renaissance did occur. The many references, both positive and negative, to 

choirs transforming works by the addition of passaggi are too numerous to 

ignore. The continuing problem is knowing when embellishment is 

appropriate, and more importantly, what are options for recreating this 

practice. 

SOLUTIONS FOR APPLICATION 

The answers to these difficult scenarios lie in the musical events of the 

late sixteenth -century. The musicians of that time discovered the 

compromises sought by composers and writers of the early century. Two 

answers were developed: first, composers began to write out ornaments so 

that the expressive nature of embellishment could be maintained in choral 

performances; and second, Bovicelli, Bassano, and many others ornamented 

music of earlier times in their own styles (Dart, 1967, p. 141). Perhaps 



30 

conductors today can follow their lead, not to transform Palestrina into a new 

style as the aforementioned writers did, but to ornament in a style consistent 

with what Palestrina may have heard. In addition, if embellishment, as 

applied in music of the first three -quarters of the century could be written out, 

as late- century composers discovered, the problems of choral embellishment 

would be solved. This "retroactive" style of embellishment would be "in 

keeping" with the ultimate goal of Renaissance embellishment. By applying 

the logical ends of the period of rationalization, modern musicians would be 

solving the struggles of the earlier musicians. It is the view of this author 

that, had the composers and writers of the early Renaissance had the foresight 

into the solutions practiced at the end of the century, they certainly would 

have exerted that same control in their music rather than settle for the many 

problems of multiple singers extemporizing at will, or with prima donna 

virtuosi extemporizing passaggi so complex as to blur the original music. 

This "theorem" is reminiscent of the contemporary question of 

whether or not to use modern instruments when performing early music. 

Many would say that early musicians would have desired to use modern, 

technically superior, instruments. The primary difficulty with this question is 

that there can be no answer. A logical compromise can be reached: if the 

performer is attempting to be stylistically true, then the issue of which 

instrument is used is moot -- the end result will be "in keeping" with early 

style. To apply this philosophy to the argument at hand, if the concern is to 

recreate the florid and colorful renditions of Renaissance sacred music, then 

our "retroactive" method, whether written down or extemporaneous, is of 

little concern -- the end result will be "in keeping" aurally with Renaissance 

ideals. 
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TWO PERFORMANCE PRACTICES? 

Vocal- ensemble music of the Renaissance, i.e. madrigals, chansons, 

and often sacred music was commonly ornamented (Woodhall, 1983, p. 17); 

in addition, solo and instrumental music of all kinds was highly embellished. 

It can be assumed then, that a general Renaissance "sound" of florid 

polyphony existed. It is questionable as to whether this sound ideal would 

suddenly stop when music was sung by a choir, for this would have resulted 

in two performance standards -- one for choral singing and one for all other 

performance -- a concept philosophically incompatible with Renaissance 

ideals, for not until the Baroque did a conceptualization of styles occur. 

Brown (1976) pointed out that theorists often importuned performers to plan 

ahead and make general agreement as to the methods of embellishment. 

Planning ahead became more and more critical when music was sung 

chorally in order to avoid, as Finck stated, "cacophonous results." Had 

Renaissance musicians had the luxury of today's ample rehearsal time along 

with more highly trained singers, "cacophonous results" could have been 

avoided. 

NON -LITURGICAL USES 

During the course of the sixteenth -century, choral singing, in general, 

and the singing of sacred music, in particular, became more popular outside 

of the ecclesiastical setting. As Susato (1546) wrote in the preface to his first 

publication of five -voice motets: 
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...this art likewise is held in highest honor not only in the courts 
of princes, or in the shrines (as formerly), but in dwellings, in 
private houses, in all honorable gatherings of good citizens. The 
cultivated, the distinguished, the high- minded every where join 
in praise and practice and the printed page spreads its glory 
throughout Italy, France, and Germany....(Lowinsky,1946, p. 95) 

In addition, Waelrant, an important Antwerp publisher, noted in his prefaces 

to collections that the motet was "evolving from an ecclesiastical art form, 

closely bound to liturgy, to a free and untrammeled medium of expression" 

(Lowinsky, 1946, p. 96). These comments show the spread of sacred music into 

a popular art form, performed in increasingly varied circumstances. 

Undoubtedly courtly choirs or groups of singers gathered in homes for 

devotional meetings and attempted to recreate this florid mode of expression. 

Perhaps in these settings the concept of written out control of embellishment 

was born. It is more probable that in these situations, rather than the pressure 

filled circumstances of the church, time could have been taken to practice 

embellishments. As Donington wrote: 

Where there are more than one performer to a part, either there 
was careful rehearsal to secure harmonious results, or the 
ornamentation was left to soloists with the others holding the 
plain original. (1979, p. 165) 

He too assumed that there were situations in which planned, rehearsed, or 

written -out non -extemporaneous embellishment could have occured. 

Each choir, each court, each chapel had a performance practice of its 

own, consistent with the cultural fabric of its locale (Kramme, 1977, p. 12). The 

treatises leave no indication of performance practice, as they were theoretical 

in nature and not stylistic guides. In addition, the treatises were directed 

toward the education of the individual, handbooks for the Capellmeister or 

chorister were not a part of the didactic focus of the day. Stylistic treatises had 
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not yet been conceived, for the choral tradition was too primitive to 

command the focus of didactic literature. 

THE ARGUMENT AGAINST CHORAL EMBELLISHMENT 

Finck's argument against choral "extemporaneous coloraturae" should 

not go unchallenged or unexplained. His concern was based on two 

assumptions: first, that circumstances common at the time prevented 

ornamentation from being rehearsed, consequently all the singers on a part 

might be tempted to improvise simultaneously. Second, at this early age of 

choral singing there were, commonly, only one and possibly two good singers 

to perform each part, with the remainder being less proficient. 

Ornamentation by less than the well trained singer was always frowned upon. 

On these two points, one cannot argue with Herr Finck! 

Finck's remarks should be tempered however, and considered in light 

of the present argument. If "harmonious results" could be secured through 

sufficient rehearsal then embellishment would be acceptable. In addition, 

embellishment was only intended to sound extemporaneous, even if it was 

well rehearsed. Coclico (1552) wrote that, even though the goal was to be 

spontaneous, it could only be achieved through diligent practice and 

repetition. Therefore, it is in keeping with Renaissance ideals if 

ornamentation is planned and /or written out. Brown (1978) also had 

misgivings about Finck's point: 

Even the simple and apparently obvious statement that 
ornaments may be added to a polyphonic composition only 
when all parts are sung by soloists...must be hedged with some 
reservations, since a certain amount of heterophony was 
apparently tolerated and even encouraged. (1976, p. 56) 
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This statement, along with the aforementioned suggestions of Zacconi make 

it clear that at least one voice or instrument could ornament while the 

original part was played or sung. 

One argument does preclude embellishment of any kind. For much of 

the music composed during the Renaissance, especially in the latter half of 

the century, ornamentation is superfluous. Either the polyphony is so 

complete in and of itself, or the composer has already elaborated the basic 

polyphony with written out ornaments to such a degree, that the music no 

longer tolerates additions from the singers (Lowinsky, 1946, p. 100). Taste is 

the final judge. Today's conductor, as editor, and neo- improvisor, must allow 

the polyphony to "speak " -- to demand adornment or to be left to stand alone. 

Embellishment should be determined by style, genre, and mood. To be "in 

keeping" with Renaissance ideals, these considerations must temper the 

desire to embellish. 

CONCLUSION 

Even with the specific practice of choral ornamentation, the variety of 

opinions in the theoretical treatises of the Renaissance is clear. Ultimately, 

through all the conflicting ideas and varied performance practices, the only 

assumption to be made is that the practice of embellishment was at least as 

varied as the treatises indicate, and that the treatises represent but a fraction of 

the possible schools of thought held by teachers and virtuosi. 

"Unfortunately," Morrow quipped, "singers (and their public) today and 

throughout the ages have always maintained that there was only one valid 

vocal style -- their own" (1978, p. 237). This comment gets right to the heart of 

Renaissance performance problems. When considering a standard 

performance practice of the Renaissance, none is to be found. Rather, the 
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modern performer is presented with a series of options, none being "more 

right" than any other. With these options the performer is to construct valid 

performance hypotheses or possible modes of performance. To claim more 

authority than that is impossible. 

The previous arguments, (pp. 26 -32), in combination with next 

chapter's performance suggestions, provide the reader with the knowledge 

and the tools necessary to engage in the development of factual performance 

hypothesis. The ideas presented do not encourage wanton ornamentation, 

rather, they allow the conductor to be more discreet given the guidelines 

contained in them. Renaissance music, it is often lamented, is sterile and 

lifeless. This view is not entirely due to the naivete of the listener, instead, 

the blame must be placed upon sterile and lifeless presentations of this music. 

The music, as it appears on the score, and the performance tradition that 

results from ver batum readings share the blame for this common opinion. 

Perhaps the ideas presented within this document can provide an impetus for 

the revitalization of this music. 

Embellishment was not only an accepted practice, it was an expected 

one. Today's performers should attempt to revitalize that practice. The 

improvisational tradition that existed during the Renaissance is no longer 

enjoyed, but conversely, Renaissance musicians did not have many musical 

luxuries common today. To seek compromise is to come closer to recreating 

the beauty that this music naturally enjoyed in its own time. 



CHAI/TER III 

PERFORMANCE HYPOTHESES 
OF 

CHORAL EMBELLISHMENT 

Any discussion of modern application of embellishment should be 

two -fold: first, how to reestablish this long- dormant practice; and second, how 

to apply it in historically accurate or performance hypothetical situations. 

THE TECHNIQUE 

Discussion of the philosophy and technique of embellishment will 

precede the presentation of the performance hypotheses so that they can be 

read with the correct point -of -view. The discussion will not deal with specific 

rules as presented in the treatises per se, rather, it will present various 

methods for implementing the techniques. 

The major concerns regarding embellishment must be reiterated: 

embellishment must embellish, not detract from the original music; it must 

be applied with care and taste; and the decision of whether or not to embellish 

must be judged work -by -work. To over embellish or to ornament needlessly 

is less appropriate than no embellishment whatsoever. 

"The most characteristic common feature of sixteenth- century 

ornamentation is that it affects the melody but not the harmony," said 

Donington (1979, p. 161). This principle is of the utmost importance for the 

embellishment of Renaissance choral music. Embellishment must be applied 

so that important lines of counterpoint are highlighted, or that the leading 

36 
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voice in a cadence is brought out. To do more than this would cover the 

inherent beauty of the original and, in effect, "recompose" the work. 

Recomposition would mean regression -- to a time when the distinction 

between composition and performance was blurred (Ferand, 1966). On the 

contrary, the conclusions to which the Renaissance musicians came should be 

applied. Application of embellishment in this sense is to apply retroactively 

the goal that earlier musicians were searching for, yet had not reached. 

In order for polyphony to be the master and embellishment its servant, 

ornaments must be judiciously placed and tastefully executed. The tradition 

of ornamentation as it is known today carries on the Baroque practice of 

ornamentation as an end in itself. Performers, justifiably, place weight and 

emphasis on each ornament following the practice of Baroque and post - 

Baroque ornamentation. The Renaissance precursors to these, on the other 

hand, maintained a subservient role, used only to prepare and emphasize 

important melodic events. The preparatory nature of Renaissance 

ornamentation is the key to its application. The weight of the voice(s) must 

flow toward the important melodic or harmonic event moving quickly and 

lightly through the embellishment. Dynamically, the line should crescendo 

through the embellishment to the next important note, carrying with it the 

weight and momentum of the musical phrase. Thus the important events of 

the counterpoint will be emphasized and not the embellishments 

themselves. 

TEACHING EMBELLISHMENT 

The ramifications for the subservient nature of the embellishment in 

performance are clear. The singers cannot use a weighty, bel canto tone while 

singing these ornaments, nor can a diaphragmatic bounce associated with 



38 

post- Baroque coloraturae be used. Instead, a light and bright tone associated 

with a relaxed (not depressed) laryngeal position is appropriate. This tone 

provides more overtones, allows the polyphony to be heard distinctly, and is 

more agile for the execution of passaggi than the traditional bel -canto 

technique. Articulation is acheived by passing air through a quickly opening 

and closing glottis. One Renaissance writer, lamenting the overuse of the 

technique, compared the sound to the bleating of a she -goat. Degrading as it is, 

this is a rather accurate analogy, and a helpful one when teaching the 

technique! 

To introduce a choir to this concept, the group should sing a steady, 

bright, light, and somewhat airy tone, perhaps on an [i] or [a]. Then have the 

singers pass a relaxed "inefficient" flow of air through the glottis, virtually 

clicking the vocal folds- as if to imitate a singing goat. Start slowly, and 

steadily increase the rapidity of articulation. As a final step, the choir can sing 

short phrases or vocalises using this technique. Figure 11 shows a few possible 

exercises. 
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Figure 11. Examples of vocalises for the instruction 
of Renaissance embellishment articulation 

Zacconi wrote that "it is much better to learn by hearing than by 

written examples, because one cannot write down...exactly the way in which it 

is to be delivered" (MacClintock, 1979, p. 69). To use a modern musical 
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analogy, jazz, being a stylized art, cannot be accurately written down, for the 

music as it exists on paper bears little resemblance to that which is heard. It 

must be experienced to be learned. Consequently, the best education for a 

young jazz musician is to listen and experience the music first hand. 

Unfortunately, all that exists of Renaissance music is what was written down. 

Fine contemporary recordings which teach elements of this style are available 

by numerous early music ensembles, but even the best attempts are merely 

speculative. Listening to these recordings is an excellent means of gaining an 

understanding of the style. In support of the listening, it is imperative to 

experience the music first hand through diligent practice. 

Obviously, to recapture fully the improvisatory art as it existed is 

impossible. This is not necessary, however, in order to recreate the art. For 

choral ornamentation specifically, the element of improvisation must be 

eliminated and controlled written examples must be used exclusively. For 

other applications of embellishment in the choral setting, varying degrees of 

improvisation can be included as the singers learn the style. In any event, the 

art of Renaissance embellishment can only be approximated. 

The following pages include various possible applications of 

embellishment in modern performance. These are only suggestions, or 

performance hypotheses, not performance practice dictates. To make any 

absolute statement would be to restrict the creativity of the individual and 

misjudge the evidence. The final decisions of what music, how often, with 

what forces, and with what technique must be made by each 

conductor /performer, based upon a thorough knowledge of the evidence. 

Woodhall stated that maintaining the original counterpoint (the major 

consideration of Renaissance musicians) was achieved through various 
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arrangements of the performing forces or through limitations of the notes of 

the embellishments (1983, p. 33). The following discussions are speculations 

as to what those "various arrangements" might have been. 

CHORAL EMBELLISHMENT 

The greatest problem with choral ornamentation, and the only 

argument against it presented by the treatises, is that it cannot be improvised. 

Although the traditional practice of embellishment through the mid - 

sixteenth- century was extemporaneous, it can be inferred that it was not 

always so. As Woodhall (1983) wrote: 

However, it is certainly not definite that embellishments were 
always extemporaneously performed. This assertion is borne out 
by the many references which placed much importance on 
repeated, diligent practice. Although somewhat speculative, if a 
choir were to decide where, when, how, etc., it is entirely within 
the realm of possibility that though embellishments might not 
be...extemporaneous, through repetition and subsequent 
memorization during rehearsal, a harmonoious performance 
could result. (p. 60) 

If diligent rehearsal did occur, then planned embellishment, even if written 

out, would be "in keeping" with Renaissance ideals. Performance hypothesis 

aside, it is certainly justifiable from an educational standpoint to diligently 

plan and rehearse such a new and foreign concept. 

Through rehearsal of this sort, one can avoid Finck's argument. His 

primary concern was to avoid destruction of the counterpoint. If the 

ensemble were rehearsed to embellish together, or decided upon a limited 

degree of heterophony, then the counterpoint would be preserved. Finck's 

argument was a reaction to common contemporary performance situations. 

The concept of compositional control over embellishment and articulation 

had not yet been developed, although the desire for that end was strong. In 
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the same manner, writers made strong suggestions for rehearsal to insure 

against shoddy performance. Since both of the above situations have been 

rectified today, Finck's argument may be rested. 

The justification as well as the process for application of 

embellishment is that modern conductors use the conclusions drawn by the 

composers and theorists of the Renaissance, applying them to a music that 

was in search of some control and standardization. With the writings of the 

1550's and beyond, an attitude of rationalization, an attempt to standardize 

and to codify, a desire to create a style and a practice, and a need to solve 

problems is evident. If the philosophy of the day was as described, then 

modern musicians are in keeping with Renaissance thought, as Horsley 

exhorted, by appling the rules and practices of the end result of their search. 

Having decided that choral ornamentation is a justifiable performance 

hypothesis, the first decision to be made is which type of ornamentation to 

use. Brown (1976) offered a clue when writing about idiomatically conceived 

vocal embellishment: 

Bovicelli, on the other hand, writes embellishments that are 
more idiomatically conceived for the human voice than anyone 
else's, the sort of graces that are most often associated with 17th 
century music -- slides up a third to the main note, intervals of a 
third filled in by step with an anticipation added, embellished 
anticipations, lower appogiaturas, single mordents, inverted 
mordents, and various kinds of turns -- which are interrupted 
once or twice in each phrase by fast running passages. (p. 48) 

This comment, along with the perusal of "written -out" ornamentation 

in the works of the late sixteenth -century, provides a hint: whereas passaggi 

are appropriate for virtuoso soloists and instrumentalists, graces are more 

appropriate for choral embellishment. Figure 12 shows Bassano's 
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embellishment of Palestrina's Benedicta sit Sancta Trinitas.. Logic dictates that 

a choir would have difficulty realizing this passage cleanly. 
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Figure 12. Bassano's embellishment of Palestrina's 
Benedicta sit Sancta Trinitas 

Conversely, in Figure 13, a phrase of Lassus' Aus meiner Sünden Tiefe has 

been embellished in a manner consistent with Brown's quote. These simple, 

yet colorful turns can be negotiated easily, not drawing attention to 

themselves but adding to the counterpoint. 
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Figure 13. Lassus'Aus meiner Sünden Tiefe embellished 
using idiomatically conceived vocal graces 

Again, taste is critical. What type of ornamentation does each particular 

work need? What is the skill level of the singers that they might execute the 

embellishments properly? These and other important questions must be 

asked each time a work is considered for embellishment. A general rule of 

thumb is that the ornamentation as described by the treatises can be taken ver 

ba t u m by instrumentalists, slightly modified for solo singers, and for 

ensembles, fewer and simpler yet (Brown, 1978, p. 53). 

The most practical method for finding useful examples of graces is to 

peruse the choral music of the late sixteenth - century. A good example of this 

procedure was seen in Figure 1, taken from Lassus' In hora ultima. Though 

Lassus utilized these to express distinct phrases of text, the ornaments were 

common in the music of the late century and can be applied in other 

instances. The musical and expressive control exerted by composers of the late 

sixteenth -century through the use of written out ornamentation is the best 

indication of appropriate technique to use in other music. 

The result of this experimentation with choral embellishment will 

result in numerous benefits. This technique helps solve the "homophonic 

syndrome," prevalent in many modern performances of Renaissance music, 

in which all voices are executed and thus perceived equally in a wash of 

sound which, in effect, destroys the counterpoint. By embellishing each voice 

tastefully and strategically the polyphonic nature of Renaissance music will be 
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emphasized -- to singer and audience alike. In addition, much of this music is 

in a sustained style with a slow harmonic rhythm, a manner most 

appropriate for and effective in European cathedral acoustics. In today's 

modern acoustics the sustaining quality of the cathedral is lost, and the music 

loses some of its sonority. Just as lute players and early keyboardists devised 

systems of "filling -in" slow moving harmonies with embellishments to 

compensate for the lack of sustaining qualities in their instruments, today the 

slow musical lines occasionally need "filling -in" to compensate for the lack of 

sustaining power in many modern acoustics. Most important, this process is 

teaching and revitalizing a lost technique. As each singer learns the technique 

of embellishment perhaps then will come inspiration for further study and 

mastery of this technique in other situations. 

EMBELLISHMENT BY A SOLOIST OVER THE CHORAL PART 

An arrangement of the performing forces which is not only 

documentable but goes a step beyond planned ornamentation by the entire 

ensemble is to allow one soloist per part to embellish while the other singers 

perform the original. Musicologists such as Horsley, McGee, Brown, and 

Donington agree that the many accounts of choral embellishment could have 

been describing this technique. Heterophony, where two or more variations 

of the same contrapuntal figure are performed simultaneously, was an 

accepted phenomenon in Renaissance performance. Ingenieri, in his Della 

poesia rappresentativa of 1598 suggested this method for performance of his 

motets: 

Great importance must be attached to clarity of diction, for this 
reason it would be wise...to choose only a few, but particularly 
good voices (to provide the coloraturae), the words must not get 
lost in the coloraturae. 
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Logically, this comment applies directly to choirs, which numbered anywhere 

from twenty to thirty -five, and was an attempt to integrate the quickly 

maturing practice of passaggi into a group setting. Other writers shared 

Ingenieri's view. Vincentino (1555), when discussing embellishment in 

music consisting of four voices, stated that the original parts should always be 

played or sung simultaneously so that the counterpoint would be maintained 

(Brown, 1976, pp. 56 -57). These comments, along with others prompted 

Horsley (1951) to write: 

A vocal performance, however, in which one or two soloists 
sang embellished lines while the chorus sang the part as written 
would be effective, and in keeping with sixteenth -century 
practice. (p. 18) 

This performance hypothesis strikes a workable compromise between 

opposing viewpoints. Not only does it possibly explain the accounts of 

coloraturae in the Papal choir and elsewhere, but it allows the rules laid down 

by writers of the day to be applied in a choral setting. Embellishment by 

soloists would: maintain the counterpoint, allow heterophony, and make 

improvisatory embellishment possible using both passaggi and graces. 

Examples of possible solo over chorus ornamentation can be seen in 

Bassano's example in Figure 12, as well as in the following example of 

Palestrina's Tu es Petrus. In Figure 14, the notation is an indication for the 

choir to sing the large notes, while a soloist or section -leader would perform 

the small embellishment suggestions. As singers become comfortable with 

the written suggestions, they might apply them elsewhere or replace the 

written ones with embellishments of their own. The ramifications for 

teaching and creativity at the performance level are many. 
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ACCOMPANIMENTAL EMBELLISHMENT 

It has been well established that instruments were often employed in 

the Renaissance not only to accompany vocal music, but also to replace 

missing or support weak parts. Arnold (1974) stated, "...no doubt that not only 

Venice but every court of a decent size had instrumentalists" (p. 27). So sacred 

music, as performed in courts and chapels, is highly appropriate for 

accompaniment. 

An important consideration when dealing with instrumental 

embellishment is the possible roles played by instrumentalists in 

embellishing the sacred music of the Renaissance. Conlon (1978) recognized 

four uses for instruments in embellishment: 1) to apply melodic 

embellishment or cadential trills; 2) to fill in melodic skips with rapid or slow 

runs; 3) to intensify the rhythmic aspect of the music with staccato or repeated 

figures; and 4) to play echoing or alternating passages which enhance the 

concertino /ripieno aspects of the music (p. 5). Vincentino (1555), stressed the 

importance of instrumental accompaniment when he stated that four -part 

music should always be accompanied when embellished, for only then would 

the counterpoint be preserved (Brown, pp. 56 -57). 

When using instruments to accompany or to replace parts, a new 

palate of color is available for choral sonority and embellishment. A number 

of variations for the execution of embellishment highlight the coloristic 

potentials of this alternative. The first, having the instrumentalists ornament 

while the choir sings the original, is a highly appropriate and satisfying 

alternative. Plucked instruments and recorders are especially good for this 

technique, for the singers provide the sustained sonority while the 

instruments articulate embellishments. An important suggestion when 
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doubling a part with the recorder is to allow the recorder to sound the octave 

above the written part. This will increase its balance and articulatory 

capability (Conlon, p.7). 

A second variation is to allow instruments to sustain the original 

while the choir embellishes with either ensemble graces or solo passaggi. 

String instruments and recorders are excellent for this option in that they 

provide the sustaining quality that Vincentino and Zacconi demanded. 

A third option is to vary the portions of a work into various 

combinations of voices and instruments. Longer works which are 

sectionalized, shorter strophic works, or works with repeated sections or 

phrases are appropriate for this variation. Guerrero was adamant about 

varying his instrumentation during strophic music: 

At Salves, one of the three verses that are played shall be played 
on shawms, one on cornetts, and the other on recorders, because 
always hearing the same instrument annoys the listener. 
(Greenberg, p. 317) 

Phrases that are repeated back -to -back must be disguised, according to dalla 

Casa (1584). In Lassus' motet In hora ultima, the phrase "peribunt omnia" is 

sung twice, as shown in Figure 15. Whereas the motet, as previously 
discussed, calls for little or no ornamentation, during the repetition of the 

phrase it would be appropriate for voices or instruments to "disguise" the 

repetition by embellishing it. 

pzr i - bunt om - ni - a, i - bunt om - ni - a): 

Figure 15. Embellishment of repeated phrase in 
Lassus' In hora ultima 
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A final important consideration of application is which instrument or 

instruments to use. Ferand (1966) pointed out that the most favored 

instruments for embellishment were members of the viol family, the flute, 

and all kinds of plucked and keyboard instruments (p 188). Conlon (1978) 

devised a "rule of three" which states that for any given accompaniment, 

three families of instruments should be used. The three might be the 

instrumental families stated by Ferand, or perhaps a brass, string and wind; or 

virtually any other combination as long as the conductor "choos(es) 

instruments which balance, enhance, and contrast the voices and each other" 

(p. 6). This "rule of three," while merely a suggestion, provides a great deal of 

flexibility for color, timbre, and contrast when applied to the above 

techniques. 

CONCERTINO/RIPIENO EMBELLISHMENT 

Much of the problem with choral embellishment stems from the fact 

that the choral art was a very young practice developing side -by -side the well - 

established, yet evolving, practice of improvisatory ornamentation. Choral 

singing was barely a century old at the time of Ganassi's treatise. It is assumed 

that the first example of polyphony actually written for a chorus was a Gloria - 

Credo by Guillame Legrant dating from around 1426 (Hill, 1972, p. 48). Before 

that, polyphony was entrusted to soloists while the chorus was relegated to 

singing unison portions. In Legrant's Gloria -Credo , a marked contrast 

between rhythmically flexible lines and chordal sections is evident. 

Musicologists assume that the more complex lines were entrusted to solo 

voices while the chorus sang the simpler, homophonic sections. Thus began a 

period of composition in which passages for chorus were interpolated and 

contrasted with the general soloistic polyphony. 
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In musically avant garde Britain, the Old Hall Manuscript and Eaton 

Choir Book provide clues to the same trend. Much of the simpler writing 

contained in these books was written in dark ink. When the texture changed 

to a more complex, soloistic style, the music was written in red ink. The red 

pen was used to indicate soli or a reduction of voices singing each part 

(Hughes, 1969, p. xvi). This practice continued until, by the time of pre - 

Reformation England, it was standard practice to set the more intimate 

passages of the Mass and Magnificat in this manner (Harrington, p 84). The 

sections of the Mass most subject to this treatment were the Qui tollis, Et 

incarnatus, Crucifixus, pieni sunt coeli, and Benedictus. This practice is also 

evident in musical settings of the Franco -Flemish composers of the early 

sixteenth- century. 

During the High Renaissance this practice seems to have subsided to a 

degree. Although the practice of dividing longer texts into sections using 

varied numbers of voices continued, with the growth of the chorus in size 

and ability the contrast of compositional style between sections was 

diminished. Save for the beginnings of the English practice of using verse and 

full divisions in the music, there is a curious decline in the use of a solo 

versus tutti texture. 

With the advent of the Baroque the concertino /ripieno principle 

blossomed once again. Each country developed its own version of this 

practice: in Italy the solo sections were denoted senza ripieno while sections 

for chorus were referred to as ripieno or coro pleno; in Germany, these 

sections were denoted favoriti and capella; in England, verse and full; and in 

France, petit choeur and grand choeur. 
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During the entire duration of the Renaissance, in spite of the 

fluctuations in style, all genre of choral music show some evidence of this 

technique. Although it can only be inferred, certain sections, phrases, and 

points of imitation within these works have contrasted compositional styles 

as previously discussed. Even though the music is continuous, it might be 

appropriate to allow soloists to sing these contrasting sections in the manner 

of the Eaton Choir Book, or as they might in a portion of the Mass. Figure 16 

shows an example of continuous composition with varied texture. In this 

exerpt from the motet Stellam quam viderunt by Phillip de Monte, it would 

be highly appropriate to allow soli to sing from measure 41 to measure 45 

following the previously discussed theory. 
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This performance hypothesis might be the missing link between the 

soli /chorus technique of the early Renaissance and the concertino /ripieno 

technique of the Baroque. 

In any of these instances, the use of soli indicates an appropriateness of 

embellishment. Even the most staunch critics of choral embellishment 

would agree that embellishment during solo or vocal -ensemble performance 

is appropriate and well- documented. Even in England, which by the late 

Renaissance had moved from the avant -garde to the extremely conservative, 

musicians seem to have adopted the technique. Peter le Huray (1967) 

speculated: 

(it is)...unlikely that ornamentation was ever practiced in 
English churches in the performance of full services or anthems. 
It does seem, however, that with the development of the verse 
form of service and anthem, soloists -- in one or two places at 
least- were trained to sing divisions on the solo lines. (pp. 117- 
118) 

It is in these sections that the wide -spread practice of vocal -ensemble 

embellishment evident in the secular singing of the day, can be applied 

(Harrington, 1978, p.161). 

CONCLUSION 

The choral scholar desiring to apply the above techniques should be 

reminded and forewarned that this practice must be applied tastefully and 

judiciously. Embellishment should not be applied carte blanche to any and 

every Renaissance work. Rather, a logical approach must be developed for 

each piece individually in its own historical and practical context. Some 

music, particularly of the late Renaissance, is so complex that any 

embellishment would clutter the counterpoint and be superfluous. Some 

countries were musically conservative at the time and did not practice 
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ornamentation, consequently, ornamenting a Marian antiphon of Tudor 

England would be inappropriate. Finally, some music, a Brummel motet for 

example, would have been relatively obscure and thus would have had very 

few variant readings during the period. The conductor must be cautious in 

experimenting with embellishment in a work such as this. Conversely, some 

music, because of its popularity, would have received many variant readings 

in many different settings -- a Lassus or a Palestrina motet for example would 

have been subject to countless "performance practices." For this reason such 

works can be performed with the greatest freedom of ornamentation. 

Having decided upon the appropriateness for any given work to be 

embellished, one must then decide upon an approach. A conductor must 

resist the temptation to reach into an embellishment "bag of tricks," pick out 

an embellishment, and place it upon the music haphazardly. Instead, the 

music must be experienced over and over, allowing the appropriate places to 

embellish to come from within the music. Allowing the music to "speak" is 

an excellent way to determine where to embellish. Once the conductor knows 

where the appropriate places for embellishment are located, an appropriate 

system of ornaments must be found. The conductor must take care then to 

not use any ornament that comes to mind, to do so would be to risk using an 

interval -fill technique of 1535 and a cadential formula of 1582, or some other 

historically inaccurate application. Performing Palestrina's Sicut Cervus in 

the style of Bovicelli, or Lassus' Aus meiner Súnden Tiefe in the manner of 

Maffei not only gives historical credence to the performance, but more 

importantly, provides the embellishment with a necessary consistency of 

style. 
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The conductor's goal should be to embellish with an appropriate style, 

"in keeping" with the philosophy of the day, and with a tastefulness 

governed by historical accuracy. 



CHAPTER IV 

CONCLUSIONS 

Now that the traditions have been studied, opinions contrasted, and 

performance options developed, it must be admitted, unfortunately, no 

concrete answers exist. It can be discouraging to survey and dissect 

information and end up with mere performance hypotheses rather than 

revealing musicological discoveries. Noah Greenberg recognized the relative 

futility facing musicologists and performers when he wrote, "Perhaps there 

can never be definitive answers, but it is obvious that much scholarly work 

can be devoted to these questions" (1966, p. 316). 

Ornamentation, extemporaneous or rehearsed, is an unarguable reality 

of the Renaissance. But that is all that is definite. When, how, how often, and 

by how many can only be open to speculation. But in order to get closer to 

"authentic" performances, speculation is imperative. Dart plainly stated the 

problem that faces performers in dealing with music of this time: 

The sixteenth and earlier centuries have left us no counterpart 
to the seventeenth and eighteenth -century treatises dealing with 
musical style in performance...they (the treatises) deal in fact 
with musical theory rather than musical practice. (1967, p. 131) 

Musicians, he went on to write, are therefore forced to make logical 

conclusions from the theoretical evidence available: 

56 
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...for this purpose, every scrap of evidence must be turned over 
and over and carefully tested for its origin, its strength, and its 
usefulness. The resulting structure cannot be anything but 
foreshortened, jerry -built and on the verge of collapse, but it is 
better than nothing. (1967, p. 132) 

THE DOCTRINE OF HISTORICAL AUTHENTICITY 

Donington, in his book The Interpretation of Early Music, discussed the 

concept of the "Doctrine of Historical Authenticity." This doctrine states that 

modern musicians can best serve early music by matching modern 

interpretations as closely as possible to what is known of the original 

interpretation(s) (1979, p. 37). When what is known is questionable or 

arguable then the conclusions drawn must consist of some sort of 

compromise -- decisions which, while only speculations, are made as 

knowledgeably and intelligently as possible. Dart agreed when stating, "We 

must express our conclusions in terms of our own age, for we live in the 

twentieth -century and not in the eighteenth or fifteenth." (Dart, 1967, p. 14) 

This is what this study has done. It has explained sixteenth -century 

performance hypotheses brought to life in a twentieth- century context. 

Modern music has no tradition of improvisatory embellishment of the type 

described herein, modern vocal technique (presumably) is radically different, 

as are rehearsal and performance situations , education, musician's ability, 

the role of music, and on and on. Therefore, the options provided in this 

study, as well as any other performance hypothesis is the only way in which a 

style nearly half a millenium old can be historically interpolated into a 

modern setting. 

Perhaps today's musicological society will accept this. Modern 

musicians are fresh on the heels of a wave of faddish "authenticity at all 
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costs" performance practice. This strictness has resulted in many arbitrary, 

objective, and dry -- albeit fashionable -- performances. "Sewing machine 

rhythms and straight tone, for all their cerebral merit, lack vitality and 

interest. Perhaps now musicians can be more accepting of the inability to 

know as a musical community and be more accepting of speculative 

performances. Brown addressed the need for speculation in performance 

when he stated, "...yet performances varied as much then as now, and we 

should perhaps tolerate and even encourage experimentation and diversity" 

(1976, p. 167). It is only through this experimentation that today's musical 

society can hope to stumble closer to truth. 

The quest for authenticity is the musician's attempt to draw closer to 

the art of another time. It is possible to stand in the Louvre and see the Mona 

Lisa, it can be appreciated both from today's perspective as well as in its own 

historical context. In essence, it can be observed simultaneously from two 

perspectives. Music, being a temporal art in that it only "exists" as long as it is 

being played, does not share the same simultanaeity of appreciation. 

Consequently, musicians desire to recreate it in the manner which it may 

have existed. If the recreation is successful, or if it is thought to be successful, 

the listener is transported to another time and place, to appreciate the precious 

art of another time with the vision of today. 

This document perhaps has shed a little more light for the choral 

scholar, in order that he or she might make increasingly logical, informed, 

and appropriate decisions. Perhaps through study these decisions can go 

beyond "absolute musicology" and result in performances that are vital, 

resurrecting life in a music so deserving, and bringing us closer to it. 
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