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THE HYMNS AND RESPONDS OF JOHN SHEPPARD 

Richard W i l l i a m Chivers 

THESIS ABSTRACT 

The O f f i c e hymns and responds of John Sheppard make up the 
major p a r t of h i s compositional output. With few 
exceptions, very l i t t l e music f o r the O f f i c e by other 
composers remains, so h i s work i s of e s p e c i a l i n t e r e s t . 
B i o g r a p h i c a l d e t a i l s about Sheppard are scant, but he was 
c l o s e l y a s s o c i a t e d with two important musical i n s t i t u t i o n s : 
Magdalen College, Oxford, where he was informator 

choristarum, and the Chapel Royal, where he served as a 
Gentleman. 

The l i t u r g y of the church had a profound e f f e c t upon 
musical composition and t h i s study considers the music i n 
i t s h i s t o r i c a l context. The background to Magdalen College 
and the Chapel Royal i s considered and the development of 
the O f f i c e respond i s t r a c e d . Sheppard's technique of 
composition and the problems a s s o c i a t e d with e d i t i n g and 
i n t e r p r e t i n g t h i s music are d i s c u s s e d . 
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JOHN SHEPPARD IN HISTORICAL CONTEXT 

John Sheppard's c r e a t i v e l i f e spans a period of h i s t o r y 

c h a r a c t e r i z e d by s h i f t i n g r e l i g i o u s , p o l i t i c a l and c u l t u r a l 

opinions that shook the foundations of E n g l i s h s o c i e t y . 

The Church i n England, although undoubtedly in f l u e n c e d by 

Lutheranism i n the mid 1530s, r e t a i n e d the main f e a t u r e s of 

C a t h o l i c i s m during Henry V I I I ' s r e i g n and, f o r the most 

p a r t , i t s s e r v i c e s remained i n L a t i n ; apart from E n g l i s h 

readings at Matins and Evensong, the only other major 

change was the i n s t i t u t i o n i n 1544 of the " E n g l i s h 

P r o c e s s i o n " . I t i s f r e q u e n t l y claimed that Henry's 

reformation of the Church i n England was p o l i t i c a l r a t h e r 

than r e l i g i o u s , y e t i t seems l i k e l y t h a t the course he s e t 

o b l i g e d h i s s u c c e s s o r s , Edward VI, Mary Tudor and 

E l i z a b e t h I , or t h e i r a d v i s o r s , to adopt r e l i g i o u s 

j u s t i f i c a t i o n s f o r the reformation (or, i n the case of 

Mary, her o p p o s i t i o n to i t ) , w i t h the e f f e c t that the 

outward trappings of r e l i g i o n , i t s music, ceremony and a r t 

i n c r e a s i n g l y became a t a r g e t f o r reformers and 

c o u n t e r - r e f o m e r s a l i k e . 



THE HISTORICAL CONTEXT 

Although Edward became ki n g by means of the Second Act of 
S u c c e s s i o n of 1536 (which empowered Henry to name h i s own 
s u c c e s s o r ) , h i s c l a i m to the throne was as a d i r e c t r e s u l t 
of h i s f a t h e r ' s disobedience to the Church of Rome, as was 
t h a t of h i s h a l f - s i s t e r , E l i z a b e t h . Mary, on the other 
hand, had every reason to remain l o y a l to Rome, for, had 
her f a t h e r not d e f i e d the r u l i n g of the Church i n d i v o r c i n g 
C a t h e r i n e of Aragon, Mary's c l a i m to the throne would not 
have been i n d i s p u t e . 

Very l i t t l e i s known of Sheppard's l i f e and, with few 

exceptions, h i s compositions are d i f f i c u l t to date with any 

degree of c e r t a i n t y . From the information which he himself 

s u p p l i e d when s u p p l i c a t i n g f o r the degree of D.Mus. at 

Oxford i n 1554, i t has been estimated t h a t he was probably 

born between 1512 and 1515. He was appointed Informator 

Choristarum at Magdalen College, Oxford i n 1541/2,' a post 

which he held, on and o f f , u n t i l 1548 when he l e f t to 

1. The p r e c i s e date of h i s appointment i s not c l e a r as the 
source of t h i s information i s the Libri Computi or account 
books f o r the f o u r - q u a r t e r year, from autumn to summer 
which were numbered acc o r d i n g l y a c r o s s the year, f o r 
example, 1541-1542. Herbert Barry Lament, i n h i s Ph.D. 
d i s s e r t a t i o n f o r the U n i v e r s i t y of Southern C a l i f o r n i a 
(John Shepherd, his Life and Music, [1963] p.47) suggested 
t h a t confusion may have a r i s e n by t h e i r being l a b e l l e d i n 
time by the l a t t e r date only, thus the year of Sheppard's 
appointment was shown as 1542 whereas i t was more probably 
1541. 
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THE HISTORICAL CONTEXT 

become a Gentleman of the Chapel Royal. He seems to have 
remained at the Chapel Royal u n t i l h i s death. 

During Henry's r e i g n , i t seems that there were very few 

r e s t r i c t i o n s p l a c e d upon musicians. I n Cranmer's 

much-quoted phrase contained i n a l e t t e r to the King that 

t h e r e should be ' . . f o r every s y l l a b l e a note..' the author 

i s not r e f e r r i n g to part-music. 

Edward's r e i g n w i t n e s s e d a time of l i t u r g i c a l , musical and 

even s p i r i t u a l oppression. Royal V i s i t a t i o n s were made i n 

an attempt to end "popish p r a c t i c e s " i n a l l t h e i r various 

m a n i f e s t a t i o n s . There were some who d e s i r e d to take reform 

to extremes - Holgate, Archbishop of York, Ridley, Bishop 

of London and Hooper, Bishop of Worcester considered choral 

and instrumental music of l i t t l e value i n p u b l i c worship 

and w h i t t l e d i t down wherever they could by reducing the 

number of c h o r i s t e r s and the importance and dut i e s of the 

o r g a n i s t or informator, whose c l e r i c a l d u t i e s were to be 

c o n s i d e r e d more important than h i s musical ones. Attempts 

were made to s i l e n c e the organs of S t . George's, Windsor, 

York Minster and St P a u l ' s . There i s evidence that n e i t h e r 

people nor some c l e r g y f u l l y embraced these reforms i n what 



THE HISTORICAL CONTEXT 

amounted to a s u l l e n form of r e b e l l i o n i n t h e i r acceptance: 

Martin Bucer, Regius P r o f e s s o r of D i v i n i t y a t Cambridge and 

a supporter of the Edwardian reforms wrote to the King i n 

1551:' 

Some turn the p r e s c r i b e d forms of s e r v i c e into mere 
p a p i s t i c a l abuse, a:nd although these are now i n the 
vulgar tongue, the " s a c r i f l e e r s " r e c i t e them of set 
purpose so i n d i s t i n c t l y that they cannot be understood, 
w h i l s t the people a l t o g e t h e r r e f u s e to stand and 
l i s t e n . . . . 

England, under the i n f l u e n c e of Cranmer and h i s colleagues 

was moving very c l o s e to Calvinism. The Mass was 

i n c r e a s i n g l y regarded as a s e r v i c e of memorial rat h e r than 

a sacramental s a c r i f i c e and those elements which enhanced 

the sacramental s i g n i f i c a n c e , the vestments, f u r n i s h i n g s 

and music, were s e v e r e l y pruned. 

The s t a t e of the E n g l i s h church i s again commented on by 

D a n i e l Barbaro, Venetian Ambassador i n London i n a l e t t e r 

to the Venetian S t a t e : 

R e l i g i o n i s , as i t were, the heart of man, on which l i f e 
depends. In Republics, and e s p e c i a l l y i n Monarchies i t 
i s a wonderful power for good, l e a d i n g men to 
acknowledge God as the giver of a l l kingdoms and 
v i c t o r i e s . This i s not so i n England, however, where men 
change t h e i r b e l i e f s from day to day. At t h i s present 
moment everyone i s d i s s a t i s f i e d , both C a t h o l i c s and 
Pr o t e s t a n t s a l i k e . . . Indeed, had the C a t h o l i c s a leader 

2. From: Peter l e Huray, Music and the Reformation in 
England 1549-1660 (London, 1967), 26 

- 4 -



THE HISTORICAL CONTEXT 

they would undoubtedly r e b e l , i n s p i t e of the severe 
punishment that they have s u f f e r e d r e c e n t l y . . . ' 

T h i s was h a r d l y an a u s p i c i o u s time f o r musicians. However, 

Sheppard's appointment to the Royal Chapel a t the s t a r t of 

Edward's r e i g n p l a c e d him i n a very p r i v i l e g e d p o s i t i o n : 

the i n s t i t u t i o n was a 'Royal p e c u l i a r ' and i t s p r a c t i c e s 

were not s u b j e c t to a bishop s i n c e i t was under the d i r e c t 

c o n t r o l of the monarch. Furthermore, a l l Gentlemen had the 

r i g h t to attend and vote a t 'Vestry' meetings where the 

busi n e s s of the chapel was decided, u n l i k e Cathedral 

musicians who had l i t t l e or no say i n what went on. The 

Royal Chapel was h e l d i n gr e a t esteem and i n 1548 i t was 

he l d up as an example of c o r r e c t p r a c t i c e . " 

Under Mary Tudor, these Edwardian reforms were swept aside 

as England returned to Roman C a t h o l i c i s m with a l l i t s 

attendant t r a p p i n g s . I t could be argued that, without Mary, 

England might have l o s t i t s c h o r a l t r a d i t i o n e n t i r e l y . 

3. Calendar of State Papers Venetian, V (1534-54), ed. 
Brown, R. (1873) quoted i n l e Huray, op. c i t . , 26 

4. Somerset to the V i c e C h a n c e l l o r s of Oxford and Cambridge 
U n i v e r s i t i e s , 4th September 1548, quoted i n l e Huray, i b i d . 
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Sheppard's composing career, then, s t r a d d l e d three 
l i t u r g i c a l p e r i o d s : e a r l y reformation under Henry during 
which there were attempts to gi v e the church a n a t i o n a l 
i d e n t i t y w h i l s t p r e s e r v i n g i t s e s s e n t i a l Catholicism, 
P r o t e s t a n t i s m of i n c r e a s i n g a u s t e r i t y under Edward and, 
l a s t l y , a p e r i o d of almost b e l l i g e r e n t C a t h o l i c i s m and 
l i t u r g i c a l opulence under Mary Tudor which harked back to 
the r i t u a l 'excesses' of the e a r l y years of Henry's r e i g n . 
U n t i l r e c e n t l y , i t was thought t h a t Sheppard had l i v e d 
beyond 1559 as h i s name appeared on the l i v e r y l i s t of 
those Gentlemen of the Chapel Royal who were to have 
attended the coronation of E l i z a b e t h I on 17th January of 
that year.^ However, i n the l i g h t of the recent d i s c o v e r y 
of h i s d r a f t w i l l i n Westminster C i t y Archives by David 

5, David Chadd, i n h i s a r t i c l e on Sheppard i n The New Grove 
Dictionary of Music and Musicians, s t a t e s t hat Sheppard 
•was a t the chapel throughout the 1550s, and was a t the 
coronation of Queen E l i z a b e t h on 17th January 1559.' The 
source of Chadd's information i s not c l e a r but i t i s 
p o s s i b l e t h a t h i s statement i s based on these l i v e r y l i s t s . 
A major source of b i o g r a p h i c a l r e f e r e n c e consulted by Chadd 
i s H. B. Lament, John Shepherd - His Life and Music. Lament 
i s noncommittal about the date of Sheppard's death but 
notes t h a t a c e r t a i n John Shepherd mentioned i n the 
Calendar of the Patent R o l l s (PRO, E l i z a b e t h , 1558-1603. 
Vol.1 (1558-60) d i e d on August 28th, 1559. I n a recording 
note p u b l i s h e d i n 1992 to accompany "Church Music by John 
Sheppard - 4" (The S i x t e e n d i r e c t e d by Harry C h r i s t o p h e r s ) , 
Roger Bray expresses the opinion that the s t y l e of the 
Second s e r v i c e suggests that Sheppard l i v e d beyond 1560. 

- 6 -



THE HISTORICAL CONTEXT 

Mateer* and work by other s c h o l a r s , ' i t now seems almost 
beyond doubt that he died j u s t before t h i s date, so missing 
a period of remarkable t o l e r a n c e where l i t u r g i c a l p r a c t i c e , 
i f not r e l i g i o u s a l l e g i a n c e , was concerned. 

6. As reported by David Wulstan, 'Where there's a W i l l ' , 
MT, 135 (January 1994), 25-27 

7. Fiona Kisby, i n her paper e n t i t l e d 'The urban context of 
the early-Tudor Royal Household Chapel' d e l i v e r e d a t the 
Royal Musical A s s o c i a t i o n Conference at Southampton 
U n i v e r s i t y on F r i d a y 26th March 1992, a l s o c i t e d the 
Westminster C i t y A r c h i v e s to support her contention that 
John Sheppard was b u r i e d a t St Margaret's, Westminster i n 
1558 and that the proving of h i s w i l l could be pinpointed 
to w i t h i n two months of E l i z a b e t h ' s coronation. T h i s view 
was supported by D a n i e l Page i n h i s paper e n t i t l e d 'Uniform 
and C a t h o l i c : the gentlemen of Mary Tudor's Chapel Royal' 
d e l i v e r e d on the same day. 



THE LITURGY AND ITS INFLUENCE ON MUSICAL FORM 

I t i s important to c o n s i d e r the p o l i t i c a l machinations 

which took pl a c e w i t h i n a r e l a t i v e l y short space of time 

and the e f f e c t s of these on s i x t e e n t h century composers. I n 

1534, Henry V I I I ' s Act of Supremacy for m a l l y separated the 

E n g l i s h Church from the Roman C a t h o l i c Church and r e s u l t e d 

i n the executions of Thomas More and John F i s h e r i n 1535. 

I n the same year he a l s o i s s u e d a Royal I n j u n c t i o n that 

p a r i s h e s should buy the authorized E n g l i s h B i b l e . I n 1536 

n e a r l y four hundred of the s m a l l e r monasteries were 

d i s s o l v e d by s t a t u t e ; s e i z u r e of the others was made by 

v a r i o u s means over the next four y e a r s and r a t i f i e d by 

s t a t u t e i n 1539. 

Although the C o u n c i l of Trent d i d not make i t s f i n a l 

pronouncements about v a r i o u s p r a c t i c e s w i t h i n the Roman 

C a t h o l i c church u n t i l 1563 (by which time John Sheppard was 

c e r t a i n l y dead), i t was h e l d (with numerous i n t e r r u p t i o n s ) 

between 1545 and 1563 and i s an i n d i c a t i o n of the 

c r i t i c i s m s and concerns that were being voiced i n the 

church during t h i s p e r i o d . Whilst only a small p a r t of the 

C o u n c i l ' s work was concerned with the music of the church. 



THE LITURGY 

i t heard complaints about e x c e s s i v e l y complicated polyphony 
which, some claimed, made the text u n i n t e l l i g i b l e . The 
i n t r u s i o n of s e c u l a r songs i n t o sacred music (as the b a s i s 
of cantus f i r m i or parody compositions) was a l s o objected 
to by some. 

I f Sheppard was v a r i o u s l y a t Magdalen College, Oxford and 

the Chapel Royal between 1542 and 1559, the question i s 

posed: was h i s O f f i c e music, the s p i r i t of which i s c l e a r l y 

i n accord with t h a t of the Sarum ( S a l i s b u r y ) Use, for the 

E n g l i s h Church under Henry, separated from Rome p o l i t i c a l l y 

but s t i l l u s ing i t s forms and r i t u a l s ; or (and t h i s seems 

u n l i k e l y ) was he w r i t i n g a t the time of the more austere 

regime of Edward (when the Use of Sarum was abolished by 

decree) or, to c o n s i d e r a t h i r d option, does t h i s music 

come from the p e r i o d of the Counter-Reformation when Mary 

d i d not j u s t r e s t o r e Roman Cat h o l i c i s m , but Roman 

C a t h o l i c i s m i n i t s f u l l r i t u a l glory, reminiscent of the 

e a r l i e s t days of her f a t h e r ' s reign? 

Whatever may be the answer, Sheppard's music for the 

O f f i c e s of the church can only be understood i n context by 

r e f e r e n c e to the p r a c t i c e s of the Sarum Use, f o r both the 
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Chapel Royal and u n i v e r s i t y c o l l e g e chapels were 
c o n s e r v a t i v e i n s t i t u t i o n s , secluded by p e c u l i a r p r i v i l e g e 
from the p o l i t i c a l f o r c e s a t work elsewhere. Sheppard's 
music i s i n s e p a r a b l e from the plainsong roots from which i t 
grew, which, i n turn, cannot be s a t i s f a c t o r i l y separated 
from the forms and r i t u a l s which nurtured i t s evolution. 

D i s t i n g u i s h i n g f e a t u r e s of the Sarum Use 

A 'Use' was the conventions and customs employed by a 

church i n the conduct of i t s s e r v i c e s . The term embraced 

not only the t e x t s , r i t e s and ceremonies of the church but 

a l s o i t s c o n s t i t u t i o n a l r e g u l a t i o n s , having regard f o r the 

mutual r e l a t i o n s h i p s of i t s members. By the Middle Ages, 

s e v e r a l Uses c o e x i s t e d w i t h i n the Roman R i t e i n England: 

t h e r e were the Uses of Hereford, York and Sarum to name but 

t h r e e . There were a l s o d i s t i n c t Uses f o r monastic and 

s e c u l a r foundations. 

W. H. F r e r e ' remarks t h a t l i t u r g y 'embodies every aspect of 

...worship - the s t r u c t u r e , the order, the t e x t , the music, 

the movement, the ornaments and v e s s e l s . ' The form which a 

ceremony took, the number of m i n i s t e r s and the t e x t s of the 

1. W. H. F r e r e , The Use of Sarum (Cambridge, 1898-1900) 

- 10 -



THE LITURGY 

s e r v i c e , were governed by the solemnity of the day as set 
out i n the Calendar (or K a l e n d a r ) . 

The Use of Sarum became the most popular v a r i a t i o n of the 

Roman R i t e to be used i n s e c u l a r E n g l i s h churches. I t s 

ceremonies were g e n e r a l l y more elaborate than those of 

other Uses and had more m i n i s t e r s , more processions and 

t h e r e f o r e more p r o c e s s i o n a l singing, even w i t h i n the 

p e n i t e n t i a l season of Lent when other l i t u r g i e s adopted a 

much more sombre s t y l e . Sarum Use a l s o introduced prayers 

i n the v e r n a c u l a r towards the end of the p r o c e s s i o n before 

Mass (the Bidding of Bede). 

D i f f e r e n t Uses had a l t e r n a t i v e ways of marking a day of 

solemnity and the Sarum Use developed a comprehensive 

scheme to d i s t i n g u i s h between the v a r i o u s degrees of 

solemnity of f e a s t by v a r y i n g the number of l e s s o n s and 

ca n t o r s ( r u l e r s ) a t Matins. F e a s t days were a l s o marked by 

the wearing of s p e c i a l vestments and by s p e c i a l hangings 

and a l t a r f r e n t a l s . The more important, or 'double', f e a s t s 

were marked by having two s e r v i c e s of Vespers, the f i r s t 

c e l e b r a t e d on the evening before (the v i g i l ) and the second 

on the f e a s t day i t s e l f . Sunday was always regarded as a 

11 
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f e a s t day; other days were f e r i a l u nless a f e a s t day from 
the Calendar f e l l on them. Some f e a s t days were f i x e d by 
date (e.g. Christmas) while others ( f o r example, E a s t e r and 
Pentecost) could occur on one of any number of days.^ 

Abroad, the Papal Chapel i n the Lateran (subsequently the 

V a t i c a n ) , was moving i n the opposite d i r e c t i o n , s i m p l i f y i n g 

and pruning i t s ceremonial r a t h e r than e m b e l l i s h i n g i t . 

A f t e r the Reformation, t h i s Use of the Roman C u r i a gained 

pre-eminence, and became the p r i n c i p a l r i t e of the Roman 

C a t h o l i c Church, the b a s i s of the T r i d e n t i n e R i t e which 

s u r v i v e d u n t i l the present century. 

Because of the great p o p u l a r i t y which the Use of Sarum 

enjoyed up to the Reformation however, manuscript sources 

of i t s s e r v i c e books were widely disseminated and a few 

s u r v i v e d to become r e a d i l y a v a i l a b l e sources of reference. 

The e a r l i e s t i n s t r u c t i o n a l books were the Ordinal and the 

Consuetudinary, the former c o n t a i n i n g d e t a i l s of ceremonial 

customs w h i l s t the l a t t e r was concerned with the r i t e of 

the s e r v i c e and l i s t s those items to be s a i d or sung (and 

2. The cal e n d a r i s f u l l y expounded i n J . Harper, The Forms 
and Orders of Western Liturgy from the tenth to the 
eighteenth century: a Historical Introduction and Guide for 
Students and Musicians (Oxford, 1991), 45-57 
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by whom) throughout the year. Although these provided a set 
of unambiguous g u i d e - l i n e s along which the s e r v i c e could be 
ordered i n a c o n s i s t e n t and c o r r e c t manner, t h e i r 
implementation involved the c r o s s - r e f e r e n c i n g of numerous 
volumes. I n an attempt to s i m p l i f y t h i s system, four 
d e f i n i t i v e books emerged: the Missal, which contained Mass 
t e x t s , the Gradual, which contained Mass t e x t s with music, 
the B r e v i a r y , which contained O f f i c e t e x t s and the 
Antiphonal, which contained the O f f i c e t e x t s with m u s i c ' 

The O f f i c e s of the church were based on the canonical 

hours: 

Matins began with the Invitatory, or opening chant 

c o n s i s t i n g of Psalm 94, 'Venite, exsultemus Domino' with 

antiphons sung a t the beginning, between each p a i r of 

v e r s e s (which v a r i e d according to the Calendar) and at the 

end. There followed up to three d i v i s i o n s or nocturns, each 

of which included three psalms with t h e i r antiphons and 

three l e s s o n s . Each l e s s o n was followed immediately by a 

responsory, the t e x t of which u s u a l l y commented upon the 

s u b j e c t matter of the preceding reading. The f i n a l 

3. A d e t a i l e d account of l i t u r g i c a l books and t h e i r 
e v o l u t i o n can be found i n Harper, op. cit., 58-66 
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responsory, however, was oft e n replaced, on f e a s t days and 
Sundays by the s i n g i n g of the 'Te Deum'. 

Vespers was the f i r s t O f f i c e i n which music other than 

plainsong was allowed." I t c o n s i s t s of f i v e psalms, each 

with antiphon, a hymn and the 'Magnificat'. 

The s t r u c t u r e of Lauds was almost i d e n t i c a l to that of 

Vespers, save that the 'Magnificat' was replaced by 

'Benedictus Dominus Deus I s r a e l ' , the C a n t i c l e of Zachary, 

and the f o u r t h psalm was re p l a c e d by one of the fourteen 

' l e s s e r ' c a n t i c l e s (two were assigned to each day of the 

week, one f o r normal use, the other f o r the Lenten p e r i o d ) . 

Coinpline c o n s i s t e d of three psalms, an antiphon, a hymn, 

the C a n t i c l e of Simeon ('Nunc d i m i t t i s ' ) and one of the 

four Marian antiphons, according to the time of year.^ 

The l e s s e r hours of Prime, Terce, Sext and None each 

included a s i n g l e hymn, three psalms and an antiphon. 

4. I n i t i a l l y as fauxbourdons. 

5. 'Alma Redemptoris Mater' from Advent to February 1 st; 
'Ave Regina caelorum' from February 2nd to Wednesday of 
Holy Week; 'Regina c a e l i l a e t a r e ' from E a s t e r to T r i n i t y 
Sunday; and 'Salve Regina' from T r i n i t y u n t i l Advent. 

- 14 -



THE LITURGY 

From a musical point of view, therefore, the most important 
O f f i c e s are Matins, Vespers, Lauds and Compline. 

I n order to a p p r e c i a t e the r o l e of music i n the s e r v i c e s of 

the church f o r which Sheppard was w r i t i n g , i t i s important 

to be aware of some of the extra-musical elements. 

Sheppard's hymn and respond s e t t i n g s provided r a r e moments 

of polyphony w i t h i n an otherwise monodic s e r v i c e , but, 

p a r t i c u l a r l y on major f e a s t days, i t was but one element 

w i t h which the l i t u r g y was adorned; an example of t h i s i s 

to be found i n The Sarum r u b r i c f o r Matins on Christmas Day 

which d i r e c t s t h at the respond 'Hodie nobis caelorum rex' 

i s to be s t a r t e d by two men, but the ' G l o r i a i n e x c e l s i s ' 

should be sung by f i v e boys i n a high p l a c e above the 

a l t a r , holding l i g h t e d candles to represent the coming of 

the angels to the shepherds. Some r i t e s f u r t h e r elaborated 

t h i s r i t u a l : 

... at Exete r t h i s was extended int o a l i t t l e play 
c a r r i e d out i n mime. There, the f i r s t eight words of the 
respond were sung by a boy with "a good and c l e a r 
voice", who came from behind the a l t a r holding a l i g h t e d 
t o r c h (torticium) i n h i s l e f t hand. At the words, 
"caeloriom rex" he pointed with h i s r i g h t hand to heaven, 
at "de V i r g i n e " he turned to the a l t a r and held out h i s 
hand towards the image of the V i r g i n , and at "dignatus 
e s t " , he genuflected. While the choir sang the r e s t of 
the respond, three boys came from the south door of the 
cho i r , and three from the north door and stood at the 
c h o i r s t e p . The solo boy joined them and a l l sang the 
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verse, turning towards the choir, and then walked slowly 
through the c h o i r and out by the main c h o i r door." 

6. Frank L I . Harrison, Music in Medieval Britain (London 
1958 2/1963), 107 
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THE BACKGROUND TO THE INSTITUTIONS WITH 

WHICH SHEPPARD WAS ASSOCIATED 

One of the e a r l i e s t r e f e r e n c e s to the Chapel Royal, a l b e i t 

i n an embryonic s t a t e , i s i n 1135' during the r e i g n of 

Henry I . The monarch wanted to be seen to have the best 

musicians i n h i s s e r v i c e and, even i n the e a r l i e s t days of 

the king's chapel, i t seems t h a t the Master of the Chapel 

had power to impress c h i l d r e n i n t o i t s s e r v i c e . 

The main r o l e of c h o i r s u n t i l the f i f t e e n t h century was to 

s i n g plainsong. E l a b o r a t e polyphony was the exception, not 

the r u l e , and was undertaken only by the v e r y best c h o i r s 

or by the more expert i n d i v i d u a l members of l e s s e r c h o i r s . 

R e l i g i o u s i n s t i t u t i o n s f e l l i n t o f i v e main c a t e g o r i e s : 

s e c u l a r c a t h e d r a l s , monasteries, c o l l e g e s , household 

chapels and c o l l e g i a t e churches. Each was c o n s t i t u t e d i n a 

d i f f e r e n t way, w i t h i t s own o f f i c e r s to f u l f i l the d u t i e s 

a s s o c i a t e d with i t . P r o v i s i o n f o r music i n some of the 

s e c u l a r c a t h e d r a l s and s m a l l e r monasteries was g e n e r a l l y 

not as generous as i n the c o l l e g e s (which included Eton, 

1. See E. S. Roper, The Chapels Royal and T h e i r Music, PMA, 
54, 1927-8 
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Magdalen College, Oxford and King's College, Cambridge)' 
and the c o l l e g i a t e churches and household chapels. 
Consequently, the c h o i r s of the s e c u l a r c a t h e d r a l s were 
g e n e r a l l y l e s s p r o f i c i e n t a t t a c k l i n g more elaborate 
polyphonic music. L a r g e r monasteries sometimes e n l i s t e d l a y 
s i n g e r s to take p a r t i n those of t h e i r s e r v i c e s which the 
l a i t y were f r e e to attend. C o l l e g i a t e churches such as 
Ripon, Beverley and Southwell had a c o n s t i t u t i o n very 
s i m i l a r to that of a c a t h e d r a l , but, u n l i k e a cat h e d r a l , 
they were not a s s o c i a t e d with a bishop. Two important 
c o l l e g i a t e churches of r o y a l foundation were St Stephen's, 
Westminster and St George's i n Windsor C a s t l e . 

The i n s t i t u t i o n of the Chapel Roval 

D i s t i n c t from these two r o y a l foundations of St Stephen and 

St George was yet another which seems to have had i t s roots 

i n the t h i r t e e n t h century and Henry I l l ' s love of r e l i g i o u s 

ceremony (which he i s reputed to have incorporated 

l i b e r a l l y i n t o o c c a s i o n s of s t a t e ) . He i s known to have 

employed three and sometimes four c l e r k s from h i s household 

2. Harrison, op. cit., 157 e t seg, 165 f f , g i v e s a d e t a i l e d 
account of the e x t e n s i v e expenditure on music noted i n 
contemporary i n v e n t o r i e s of c e r t a i n c o l l e g e chapels. 
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chapel on important occasions. I n i t s e a r l y stages, the 
'Chapel Royal' was simply that p a r t of the king's household 
chapel which accompanied him on h i s t r a v e l s . Harrison 
notes :̂  

I t may have been Edward I I I ( r . 1327-77) who f i r s t put 
the household chapel on a more formal b a s i s , for i n 1349 
John Wodeford was 'a king's c l e r k and dean of h i s 
chapel.'^ The Wardrobe Account of 1393 gives the names 
of eleven c h a p l a i n s and c l e r k s . . . 

5. Calendar of Patent Rolls 1488-94, p.309 

I n a d d i t i o n Edward I I I incorporated the chapels of St 

Stephen and St George by r o y a l c h a r t e r i n 1348 and 1352 

r e s p e c t i v e l y . Edward I V began b u i l d i n g h i s 'new' chapel of 

St George's, Windsor i n 1474-5 which was incorporated by 

Act of Parliament i n 1483. T h i s chapel seems to have been 

p a r t i c u l a r l y well-endowed for, at about the same time, 

th e r e were as many as t h i r t e e n canons, t h i r t e e n v i c a r s , 

t h i r t e e n c l e r k s and t h i r t e e n c h o r i s t e r s . The p r i n c i p a l 

source of evidence t h a t polyphonic masses were being sung 

on a d a i l y b a s i s by the f i f t e e n t h century i s the Old H a l l 

manuscript, a choirbook of the Household Chapel of the Duke 

of Clarence c o n t a i n i n g 147 compositions dating from about 

1350 to 1420. Members of the Chapel Royal were a l s o exposed 

to c o n t i n e n t a l i n f l u e n c e s when the Court t r a v e l l e d abroad 

3. pp. c i t . , 21 
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w i t h r o y a l progresses or when the E n g l i s h Court played host 
to v i s i t i n g r o y a l t y and i t s retinue." 

The i n s t i t u t i o n continued to evolve as a powerful source of 

i n f l u e n c e and e x c e l l e n c e . Concerning a reception of 

Venetian ambassadors i n the chapel of Henry V I I I , Sagudino 

wrote to the Signory of Venice:' 

"...so they went to church, and a f t e r a grand 
procession had been made, high mass was sung by the 
King's c h o r i s t e r s , whose voices are more divi n e than 
human; non cantavano ma giuhilavano [we d i d not sing, we 
r e j o i c e d ] ; and as to the counter-bass voices, they 
probably have not t h e i r equal i n the world"-^. . . . 

2.Calendar of State Papers, Venetian, i i , p.247. 

By the e a r l y s i x t e e n t h century the Chapel Royal was based 

a t Westminster and, i n an ordinance of 1526, Henry V I I I 

ordered that i n f u t u r e , only a part of i t should t r a v e l 

w i t h him. I t was now an i n s t i t u t i o n whose members were 

proud to be a s s o c i a t e d w i t h i t and who banded together to 

p r o t e c t t h e i r p e c u l i a r r i g h t s and p r i v i l e g e s . C e r t a i n l y , by 

the l a t e f i f t e e n t h and e a r l y s i x t e e n t h c e n t u r i e s , musicians 

of the Chapel Royal were h e l d i n great esteem and were not 

i n f r e q u e n t l y c a l l e d upon to s i n g at other London churches.' 

4. See Harrison, op. cit., 224 

5. As quoted by H a r r i s o n , op. cit., 171 

6. See Harrison, op. cit., 198-99 
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Being thus based a t Westminster, members of the Chapel 

Royal a l s o came under the i n f l u e n c e of another important 

London i n s t i t u t i o n , the ' G i l d of P a r i s h C l e r k s ' . ' The 

importance of t h i s g i l d f o r musicians working i n London i s 

h i s t o r i c a l : i n most pre-Reformation London churches, the 

p a r i s h c l e r k was r e s p o n s i b l e not only f o r menial tasks i n 

the church, but a l s o bore day to day r e s p o n s i b i l i t y f o r the 

o r g a n i z a t i o n of i t s music. By Tudor times, some b u s i e r 

London churches employed two or more c l e r k s known as 

'conducts' who were s o l e l y r e s p o n s i b l e f o r the music of the 

church. P a r i s h c l e r k s were obliged to become members of the 

G i l d of P a r i s h C l e r k s and heavy p e n a l t i e s were imposed on 

non-members who t r i e d to undertake t h e i r t a s k s . The trades-

union nature of the g i l d meant that i t was not p o s s i b l e f o r 

a church musician to f i n d work i n London without being a 

member, and the f a c t of h i s membership brought him i n t o 

s o c i a l contact w ith o t h e r church musicians. The 'Bede r o l l ' 

i s a l i s t of more than f i v e thousand members of the G i l d of 

7. See Hugh B a i l l i e , PRMA, 83, 15. T h i s g i l d a l s o seems to 
have been known a t d i f f e r e n t times as the 'Company of 
P a r i s h C l e r k s ' and the ' F r a t e r n i t y of St Nicholas' and was 
f i r s t granted a c h a r t e r i n 1240 by Henry I I I . A new c h a r t e r 
was granted by Henry VI i n 1443 which s t i p u l a t e d members' 
c i v i c d u t i e s and p r i v i l e g e s . I n the f o l l o w i n g year the 
s t a n d i n g and importance of the g i l d was f u r t h e r enhanced by 
the C i t y of London when members of the g i l d were a l s o 
granted the Freedom of the C i t y . 
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P a r i s h C l e r k s and i n c l u d e s the names of a number of 
important pre-Reformation composers." By the e a r l y 
s i x t e e n t h century, j u s t over h a l f of the Gentlemen of the 
Chapel Royal were a l s o l i s t e d as members of the G i l d of 
P a r i s h C l e r k s i n the Bede r o l l . 

P o l i t i c a l c o n s i d e r a t i o n s do not help i n the dating of 

Sheppard's music as few c o n c l u s i o n s can be drawn from the 

f a c t t h a t the g r e a t e r p o r t i o n of h i s work was f o r L a t i n 

s e r v i c e s . Both the Chapel Royal and Magdalen College would 

have enjoyed a f a i r degree of independence i n the format of 

t h e i r s e r v i c e s , c e r t a i n l y much greater than other l e s s 

i n f l u e n t i a l i n s t i t u t i o n s . Benham' observes: 

The 1549 Act of Uniformity made the Prayer Book the only 
a u t h o r i z e d form of worship, but Mattins and Evensong 
could be s a i d p r i v a t e l y i n L a t i n , or even Greek or 
Hebrew i f one understood these languages. L a t i n , Greek 
or Hebrew could a l s o be used p u b l i c l y i n College chapels 
at Oxford and Cambridge f o r Mattins, Evensong and a l l 
other s e r v i c e s except the Communion "for the further 
encouraging of l e a r n i n g i n t h e [ s e ] tongues."^ Thus even 
now the performance and composition of L a t i n music 
remained at l e a s t t h e o r e t i c a l l y p o s s i b l e . The 1552 Act, 

8. B a i l l i e op. cit., l i s t s the following as members with 
t h e i r date of j o i n i n g : W i l l i a m Cornysh the e l d e r (1480), 
Robert F a y r f a x (1502), Robert Cowper (1510), John Taverner 
(1514) and Nicholas Ludford (1521). He a l s o l i s t s John 
Shepherd ( s i c ) as a member and gives h i s date of j o i n i n g as 
1519, a date, which, ac c o r d i n g to more rece n t h i s t o r i c a l 
r e s e a r c h , i s f a r too e a r l y f o r t h i s to be the same John 
Sheppard who was informator a t Magdalen C o l l e g e . 

9. Hugh Benham, L a t i n Church Music in England c.1460-1575, 
165-6 
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which introduced a new, more Protestant Prayer Book, did 
not a l t e r the p o s i t i o n . 

8. A. G. Dickens and D. Carr, The Reformation In 
England, 135 

R e s t r i c t i o n s on L a t i n compositions f o r the Roman C a t h o l i c 

church were completely l i f t e d i n the Marian reforms of 1553 

but re-imposed f i v e y e a r s l a t e r when E l i z a b e t h came to the 

throne," by which time Sheppard had j u s t died. The unique 

p o s i t i o n of autonomy enjoyed by the Chapel Royal with 

regard to L a t i n church music, e s p e c i a l l y i n the second h a l f 

of the s i x t e e n t h century, cannot be over-emphasised: i t 

enjoyed the p r i v i l e g e of being able to use such music on a 

r e g u l a r b a s i s without harassment from e x t e r n a l quarters and 

i t s c h o i r was b e t t e r provided f o r than any other of the 

day. 

M^gdglgh Collggg. Oxgoyq 

The founder of Magdalen College, William Wayneflete, was 

a s s o c i a t e d w i t h both Winchester (where he was Headmaster of 

the C o l l e g e i n 1429 and Bishop i n 1447) and Eton 

10. Although a l l s e r v i c e s had to conform to the E l i z a b e t h a n 
p r a y e r book, the U n i v e r s i t i e s and the Chapel Royal were 
permitted to use a L a t i n t r a n s l a t i o n . L a t i n t e x t s could, i n 
any case, be used f o r anthems or psalms used as an i n t r o i t 
whose t e x t was not p r e s c r i b e d by the prayer book. 
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(Headmaster i n 1442 and Provost i n 1443). Both Winchester 
and Eton provided f o r a s i m i l a r number of c h o r i s t e r s . Of 
the o r i g i n a l c o n s t i t u t i o n of Magdalen College, Harrison 
observes:" 

Wayneflete's collegium beatae Mariae Magdalenae 
vulgariter dictum Maudeleyne College in Universitate 
Oxon^ had a grammar school j o i n e d to i t , which d i d not, 
however, have a separate chapel choir. The college 
c o n s i s t e d of a president, f o r t y scholars, t h i r t y poor 
s c h o l a r s c a l l e d 'demys', four chaplain-conducts, eight 
c l e r k s , s i x t e e n c h o r i s t e r s and t h e i r i n s t r u c t o r . Both 
s c h o l a r s and demys were r e q u i r e d to have a knowledge of 
plainsong, while the c l e r k s were to be good s i n g e r s and 
competent i n plainsong and reading. The pre s i d e n t was to 
appoint one of the ch a p l a i n s as s a c r i s t or cantor and a 
cha p l a i n or c l e r k to i n s t r u c t the c h o r i s t e r s i n 
plainsong and other kinds of music (in piano cantu et 
alio cantu). I f no one i n the college was competent to 
be informator he was to appoint one from outside.^ 

2. Instrumentum Fundationis, 12th June, 1458 p r i n t e d i n 
Chandler, Life of Wayneflete, p.391. 
3. Statutes of Magdalen College, pp.258-62 

I n m u s i c a l terms, then, the c h o i r at Magdalen College 

c o n s i s t e d of e i g h t men and s i x t e e n boys. T h i s was probably 

q u i t e an u n t y p i c a l s t a t e of a f f a i r s as i t seems that most 

polyphonic c h o i r s of the f i r s t h a l f of the s i x t e e n t h 

century had a working r a t i o of broken to unbroken voices 

that was the r e v e r s e of t h i s . I n the course of the 

f i f t e e n t h century however, t h e r e was a move towards having 

a g r e a t e r number of boy c h o r i s t e r s than was p r e v i o u s l y the 

11. Harrison, op. c i t . , 36 
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case. Wolsey's C a r d i n a l College at Oxford (1525) was a l s o 
planned with s p l e n d i d proportions i n mind: 

...having a dean and s i x t y canons 'of the f i r s t rank', 
f o r t y canons 'of the second rank' t h i r t e e n p r i e s t -
conducts, twelve clerk-conducts, s i x t e e n boy c h o r i s t e r s 
and a 'very s k i l l e d ' iperltlsslmus) informator to 
i n s t r u c t them. T h i s was the post which John Taverner 
f i l l e d from 1526 to 1530. A companion foundation of a 
grammar school at Ipswich, Wolsey's b i r t h p l a c e , was 
planned at the same time. Following Wolsey's f a l l and 
death both c o l l e g e s were d i s s o l v e d , and i n 1532 the King 
e s t a b l i s h e d a new c o l l e g e on the same s i t e , c a l l e d 'King 
Henry V I I I ' s C o l l e g e i n Oxford... 

Although there i s no record i n the s t a t u t e s to r e v e a l how 

many c h o r i s t e r s were i n the newly-founded college, i t i s 

apparent that Henry's v i s i o n was on a more modest s c a l e 

than Wolsey's; the numbers of c h o r i s t e r s a t Winchester and 

Magdalen C o l l e g e were now matched by few other 

establishments i n the country. 

As a comparison, i n 1525 the Chapel Royal, on the 

i n s t r u c t i o n of Henry V I I I , was to have twelve c h o r i s t e r s 

and i n 1546, a f t e r Sheppard had been appointed to Magdalen 

College, C h r i s t Church had only e i g h t . 

Given the r e l a t i v e d i s t r i b u t i o n of men and boys at Magdalen 

Coll e g e and the Chapel Royal, and notwithstanding what was 

12. Harrison, ibid. 
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probably the part-time nature of the r o l e of the gentlemen 
of the Chapel Royal," i t i s perhaps a reasonable 
assumption that the preponderance of higher v o i c e s at 
Magdalen College was matched by a preponderance of lower 
v o i c e s a t the Chapel Royal. 

13. Fiona Kisby c o n s i d e r s the d i v e r s i t y of i n t e r e s t s 
persued by musicians working i n Westminster at t h i s time i n 
her a r t i c l e 'Music and musicians of e a r l y Tudor 
Westminster', EM 22, 223-40 
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The plainsong respond 

A l t e r n a t i m s i n g i n g , by which solo plainsong and c h o r a l 

p l a i n s o n g s e c t i o n s were contrasted, can be t r a c e d back to 

p r e - C h r i s t i a n times: r e s p o n s o r i a l s i n g i n g had i t s roots i n 

the Jewish temple where i t i s known to have been used f o r 

the l i t u r g i c a l performance of the psalms. T h i s p r a c t i c e , 

t h e r e f o r e , was absorbed q u i t e n a t u r a l l y i n t o C h r i s t i a n 

forms of worship. 

I n the Jewish t r a d i t i o n , the e n t i r e psalm was sung by a 

s o l o i s t with the congregation s i n g i n g a short a f f i r m a t o r y 

chorus ('Amen' or ' A l l e l u i a ' ) . 

R e s p o n s o r i a l s i n g i n g came to be used both i n the Mass and 

i n the s e r v i c e s of the O f f i c e . I t became an important 

f e a t u r e i n the s t r u c t u r e of the O f f i c e s of Matins and 

Monastic Vespers where i t formed a musical postlude to the 

l e s s o n readings. I t became p r o g r e s s i v e l y l e s s important 

w i t h i n the Mass, however, and by the e a r l y s i x t e e n t h -
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century i t s p r i n c i p a l use was f o r the Gradual and A l l e l u i a 
chants. 

With the exception of chants f o r s a i n t s ' days, a l l t e x t s 

were b i b l i c a l i n o r i g i n : mass chant t e x t s were derived 

p r i n c i p a l l y from the psalms w h i l s t the t e x t s of the O f f i c e 

chants were from the h i s t o r i c a l books of the Old and New 

Testament f o r the f e a s t s of the Proper of the Time. 

I n the O f f i c e s e r v i c e s , the respond always fo l l o w s a l e s s o n 

and has a bearing on i t s s u b j e c t matter. I t seems l i k e l y 

t h a t a l l the v e r s e s of the psalm may o r i g i n a l l y have been 

sung and th a t the response^ to each v e r s e was p r o g r e s s i v e l y 

shortened i n order t o keep the length of the s e r v i c e w i t h i n 

reasonable bounds. The p r a c t i c e i n Rome i n the n i n t h 

century as reported by Amalar of Metz^ was as fo l l o w s : 

F i r s t a s o l o i s t s i n g s the respond, which the ch o i r 
repeats; the s o l o i s t next sings the verse, following by 
ch o r a l r e p e t i t i o n of the respond; then the s o l o i s t sings 
the doxology, with the choir now repeating only the 
second part of the respond; and f i n a l l y s o l o i s t and 
cho i r , i n . t u r n , each s i n g the complete respond. 

1. Although t h i s term i s not formally recognized, i t i s 
used here to r e f e r to t h a t p a r t of the chant which i s 
repeated. 

2. ( u n a t t r i b u t e d ) , •Responsory', The New Grove Dictionary 
of Music and Musicians ed. Stanley Sadie (London, 1980), 
XV, 760 
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L a t e r , the form developed so that only a s i n g l e verse was 
sung and the respond i t s e l f became longer and s t y l i s t i c a l l y 
more e l a b o r a t e . The medieval p r a c t i c e was as fol l o w s : 

A) s o l o p l a i n s o n g i n c i p i t followed by c h o r a l plainsong 
response 

B) s o l o p l a i n s o n g v e r s e 
A) c h o r a l p l a i n s o n g repetendum (the l a s t p a r t of the 

response) 

By the t w e l f t h century, the respond was f u r t h e r shortened 

w i t h only a s i n g l e statement of the response a t the s t a r t 

(intoned by the s o l o i s t and completed by the choir) and 

p a r t i a l responses to subsequent v e r s e s . The a d d i t i o n of the 

doxology (which had long been pa r t of the responsory i n 

France^ but was only l a t e r adopted by Rome) , was a l s o 

followed by a shortened response. 

The appearance of polyphonic respond s e t t i n g s 

E a r l y polyphonic respond s e t t i n g s i n note-against-note or 

sustained-tone s t y l e appeared i n about the second or t h i r d 

q u a r t e r of the t w e l f t h century with Leonin and Perotin. 

Reese* notes that 

Contrast i n rhythm was obtained not only by the 
j u x t a p o s i t i o n of the two polyphonic s t y l e s but also by 

3. See 'Responsory', ibid. 

4. Gustave Reese, Music in the Middle Ages (New York, 1940; 
London, 1941), 298 
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the continued use of a l t e r n a t i o n between passages of 
plainsong sung by the c h o i r and passages of organum 
normally sung by s o l o i s t s . . . which produced a contrast 
i n timbre as w e l l . Two-part s e t t i n g s were provided for 
the intonations of the f i r s t s e c t i o n and of the verse of 
the Graduals e t c . of the Mass (and l i k e w i s e for the 
responds of the O f f i c e ) ; the r e s t of the f i r s t s e c t i o n 
and verse were sung i n plainsong.... 

That element of c o n t r a s t which, i n the plai n s o n g respond, 

manifested i t s e l f i n the a l t e r n a t i o n of s o l o and choral 

s e c t i o n s , was maintained i n these e a r l y s e t t i n g s by 

c o n t r a s t i n g solo and polyphonic s e t t i n g s . Those p a r t s , 

however, which had t r a d i t i o n a l l y been sung by a s o l o i s t 

were now rendered p o l y p h o n i c a l l y and those p a r t s that had 

been sung as c h o r a l p l a i n s o n g were now given solo 

treatment. 

I n the l a t t e r h a l f of the f i f t e e n t h century polyphonic 

r e s p o n s o r i e s were being composed f o r the Sarum Use i n 

England and by the f i r s t h a l f of s i x t e e n t h century they 

had become a major f e a t u r e of i t s s e r v i c e s . The Sarum 

r e s p o n s o r i e s (mostly Matins t e x t s ) that were t r a d i t i o n a l l y 

a s s o c i a t e d with p a r t i c u l a r ceremonial (and so were most 

f r e q u e n t l y s e t to polyphony) were 'Audivi vocem' (the 

Matins respond f o r A l l S a i n t s ) , the v e r s e ' G l o r i a i n 

e x c e l s i s ' (from the Christmas responsory, 'Hodie nobi s ' ) , 

the E a s t e r respond, 'Dum t r a n s i s s e t Sabbatum' and the two 
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Compline r e s p o n s o r i e s f o r Lent, ' I n pace' and 'In manus 
tuas' . I n the e a r l y stages of the form's development i t was 
the s o l o i s t s ' music which r e c e i v e d polyphonic treatment 
(that i s , the i n t o n a t i o n and verse) . I n order to r e t a i n 
that element of c o n t r a s t between solo v o i c e s and f u l l c h o i r 
which had become an i n t r i n s i c f e a t u r e of the respond, the 
response was sung as pla i n s o n g by the f u l l c h o i r . 

By the e a r l y s i x t e e n t h century the l i t u r g i c a l r o l e of 

ch o r a l foundations began to change. U n t i l t h i s time, c h o i r s 

were comprised p r i n c i p a l l y of ad u l t men whose t r a d i t i o n a l 

r o l e had been to maintain the plainsong. Where there were 

boys, t h e i r l i t u r g i c a l f u n c t i o n (as s e r v e r s and a s s i s t a n t s 

on the sanctuary) was considered quite as important as 

t h e i r m u s i c a l function.^ 

The growth of s e c u l a r polyphonic c h o r a l foundations such as 

C a r d i n a l College, Oxford, was c e r t a i n l y one of the f a c t o r s 

r e s p o n s i b l e f o r the f u r t h e r e v o l u t i o n of the respond. These 

c h o i r s were now capable of polyphonic performance so the 

5. Roger Bowers p o i n t s out that ' the term c h o r i s t a denoted 
a person i n general attendance upon the work conducted i n 
the chorus, the ( a r c h i t e c t u r a l ) c h o i r of the church; c f . 
a l t a r i s t a (attendant a t an a l t a r e , a s i d e - a l t a r ) , and 
c a n t a r i s t a ( p r i e s t a t t e n d i n g to the work of a c a n t a r i a , a 
chantry c h a p e l ) . ' (Bowers, 'The Performing P i t c h of E n g l i s h 
15th-Century Church Polyphony', EM, 8, 29). 
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response, p r e v i o u s l y sung as plainsong by the choir, was 
now choral polyphony; while the verse, p r e v i o u s l y solo 
polyphony, was now plainsong. I n r e l a t i o n to Taverner's 
s e t t i n g of 'Dum t r a n s i s s e t Sabbatum', perhaps the f i r s t 
appearance of a 'chor a l ' respond (as t h i s new s t y l e became 
known), H a r r i s o n notes:* 

In 'Dum t r a n s i s s e t sabbatum'...Taverner s e t the respond 
i n polyphony and l e f t the s o l o i s t ' s beginning and verse 
to be sung i n plainsong. T h i s can be explained as a 
re c o g n i t i o n of the accomplished f a c t that the cho i r of a 
s e c u l a r foundation such as C a r d i n a l College was now a 
polyphonic c h o i r , and t h e r e f o r e r i t u a l polyphony, which 
had been for c e n t u r i e s the preserve of s o l o i s t s , was now 
given to the ch o i r , and replaced i t s plainsong as i t had 
pr e v i o u s l y r e p l a c e d the plainsong of the s o l o i s t s . The 
e f f e c t was to r e s t o r e the kind of contrast between choir 
and s o l o i s t which was o r i g i n a l l y contemplated by the 
l i t u r g y . 

P r i o r to Taverner, then, polyphony was f o r s o l o i s t s and i t 

was t h e r e f o r e the repeated v e r s e s e c t i o n s that were given 

to the c h o i r . The c h o i r s of some s e c u l a r foundations such 

as C a r d i n a l College, Oxford, however, were now polyphonic, 

and so i t became more common f o r t h i s performance p r a c t i c e 

to be reversed, which, i n turn, r e s u l t e d i n the increa s e d 

growth of c h o r a l polyphony. 

T h i s p a t t e r n became the norm f o r l a t e r s i x t e e n t h century 

s e t t i n g s and re p r e s e n t s a change i n the nature of 

6. Harrison, op. cit., 369 
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polyphonic w r i t i n g . During the f i f t e e n t h century most 
E n g l i s h polyphony had been of a so l o nature, but now a 
s t y l e of choral polyphony was emerging. The s m a l l e r 
r e s p o n s o r i e s such as the two compline t e x t s , ' I n pace' and 
'In manus tuas', however, continued u s u a l l y to be s e t i n 
the o l d manner of the 'solo' respond. 

The f o l l o w i n g t a b l e summarises the progress of the respond 

through i t s v a r i o u s stages (Table 1 ) . 

TABLE 1 

T h e 'o ld s t y l e ' or T h e " n e w s t y l e ' or 
' s o l o ' ' c h o r a l ' r e s p o n d 
r e s p o n d a s s e t by a s f i rs t s e t by 
L^onin a n d T a v e r n e r 

P l a i n s o n g r e s p o n d 
P6rot in 

R e s p o n s e c h o r a l c h o r a l c h o r a l 
plainsong plainsong polyphony 

I n tona t ion a n d s o l o plainsong solo polyphony (solo) 
V e r s e plainsong 

A s p e c i f i c example of these d i f f e r e n c e s i n p r a c t i c e may be 

seen i n Sheppard's s e t t i n g s of ' I n manus tuas'. He wrote 

three s e t t i n g s , the f i r s t i n the 'old' s t y l e and the second 

and t h i r d i n the 'new' s t y l e . Although t h i s i s a Lenten 
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respond and i t s s t r u c t u r e i s not, therefore a b s o l u t e l y 
t y p i c a l , the d i f f e r e n c e s can e a s i l y be seen (Table 2 ) . 

TABLE 2 

Plainsong 
respond 

Sheppard's 
first setting 
Csolo' 
respond - the 
•old' style) 

Sheppard's 
second and 
third settings 
(•choral* 
respond - the 
•new^ style) 

Incipit In 
manus tuas 

s o l o solo 
polyphony 

solo 
plainsong 

Response 
Domine, 
commendo 
spiritum 
meum. 

c h o r a l c h o r a l 
plainsong 

c h o r a l 
polyphony 

Verse 
Redemisti me, 
Domine Deus 
veritatis. 

s o l o solo 
polyphony 

solo 
plainsong 

Partial 
response 
commendo 
spiritum 
meum 

c h o r a l c h o r a l 
plainsong 

c h o r a l 
polyphony 

Incipit^ In 
manus tuas 

s o l o solo 
polyphony 

solo 
plainsong 

Response 
Domine, 
commendo 
spiritum 
meum. 

c h o r a l c h o r a l 
plainsong 

c h o r a l 
polyphony 

7. T h i s f i n a l r e p e t i t i o n of the f u l l respond i s p e c u l i a r to 
the Lenten l i t u r g y f o r Compline. 
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The growth of the polyphonic responsory was more 
l i t u r g i c a l l y o r i e n t a t e d i n England than on the Continent 
where i t became common f o r the intonation, respond, verse 
and repetendum to be s e t p o l y p h o n i c a l l y . The r e p e t i t i v e 
p a t t e r n of the responsory (aScB etc.) was an a t t r a c t i v e 
s t r u c t u r a l device which composers r e a d i l y adopted even 
where such a s t r u c t u r e was not d i c t a t e d by the form of the 
l i t u r g y i t s e l f . 

U n t i l the beginning of the f i f t e e n t h century, a small 

measure of polyphony was to be found i n s e r v i c e s , but, 

per se, i t was of secondary importance to the plainsong; an 

adornment, and nothing more, to those p a r t s of the l i t u r g y 

t h a t were regarded as important enough to merit i t . The 

respond, then, w i t h i t s a l t e r n a t i n g s o l o and choral 

s e c t i o n s , was as a r a r e moment of polyphony i n an otherwise 

monodic s e r v i c e ; an element of co n t r a s t , f u r t h e r emphasised 

by i t s own s t r u c t u r e . 

Following the a b o l i t i o n of the Sarum r i t e , composers 

adapted the responsory by i n c o r p o r a t i n g the i n t o n a t i o n i n t o 

the polyphony. Thus began the development of the 

'responsory motet'. 
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The l i t u r g y and the r i t u a l of the pre-Reformation Sarum 
r i t e were ornate, s p l e n d i d and unhurried and were i n t e g r a l 
p a r t s of the medieval form of worship. So r i t u a l i s t i c , and 
s t y l i z e d , was the worship of the C a t h o l i c church that the 
ve r y words and a c t i o n s of the p r e s c r i b e d forms of worship 
seem to have assumed an almost m y s t i c a l s i g n i f i c a n c e i n the 
worship i t s e l f . I t may seem that the medieval C h r i s t i a n at 
times e x h i b i t e d an almost c a v a l i e r a t t i t u d e towards the 
p r e s c r i b e d t e x t s of h i s worship, f o r how e l s e could the 
omission of whole p o r t i o n s of t e x t i n many polyphonic 
s e t t i n g s of the Mass be explained? Such omissions, however, 
u s u a l l y occurred only i n s e c t i o n s of the Ordinary of the 
Mass which would have been e n t i r e l y f a m i l i a r to every 
worshipper (the most common i n s t a n c e of the omission of 
t e x t i n polyphonic Mass s e t t i n g s occurred i n s e t t i n g s of 
the Credo') and i t i s t h i s very f a m i l i a r i t y that the 
worshipper had wi t h these t e x t s that j u s t i f i e d t h e i r 
p a r t i a l omission, f o r h i s f a m i l i a r i t y with the te x t enabled 
him to acknowledge the whole even though i t was at times 
presented to him i n an abbreviated form. On these 
o c c a s i o n s , the mus i c a l s e t t i n g was considered to be an 
adornment of s i g n i f i c a n t p a r t s of the t e x t s which were. 

8. Ruth Hannas, 'Concerning D e l e t i o n s i n the Polyphonic 
Mass Credo', JAMS, 5, 155-186 
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ne v e r t h e l e s s , present i n t h e i r complete form w i t h i n the 
mass; the ce l e b r a n t , of course, q u i e t l y r e c i t e d the f u l l 
t e x t of the pr a y e r s w h i l s t the s i n g i n g was i n progress. 

With these r a t h e r s p e c i a l exceptions, the s t r u c t u r e of 

worship under the Sairum r i t e was s t r i c t l y p r e s c r i b e d to 

follow the p a t t e r n s which had been formed i n the course of 

i t s long e v o l u t i o n . T h i s i s not to suggest that the l i t u r g y 

had stagnated. I n p r a c t i c e , where l o c a l t r a d i t i o n required 

v a r i a t i o n , i t was implemented l a r g e l y without c o n f l i c t and 

the Sarum R i t e , although the dominant p r a c t i c e , was almost 

c e r t a i n l y i n f l u e n c e d by other r i t e s . The point i s that the 

l i t u r g y followed a c a r e f u l l y thought-out plan and was never 

allowed merely to happen by d e f a u l t . 

The weight of c e n t u r i e s of t r a d i t i o n r e s t e d on plainsong 

chants and ve s t e d them with an h i s t o r i c a l , extra-musical 

s i g n i f i c a n c e . I n the same way as a s e r v i c e used inaudible 

or unspoken p r a y e r s which were, n e v e r t h e l e s s , i n t e g r a l to 

the form of worship, so too d i d newly composed s e c t i o n s 

make themselves more f i t t e d f o r t h e i r purpose by 

i n c o r p o r a t i n g the cantus firmus of a chant which had i t s e l f 

become a p a r t of the ver y t r a d i t i o n of worship. The cantus 
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firmus provided c o n t i n u i t y between the ancient plainsong 
and the modern polyphony.' 

9. Our a p p r e c i a t i o n of t h i s concept has a bearing upon the 
way i n which we present the music of t h i s period i n modern 
performances. Many of Sheppard's responds are founded on a 
s i n g l e s t r a n d of continuous chant. The chant i n i t s 
o r i g i n a l , solo, form i s f r e q u e n t l y juxtaposed with 
polyphonic s e c t i o n s i n which i t i s l e s s c l e a r l y apparent. 
To present these s e c t i o n s of plainsong a t anything other 
than the same t r a n s p o s i t i o n , as has been heard i n some 
modern performances, that i s , i n such a way that the 
un d e r l y i n g p l a i n s o n g i s d i s t o r t e d , would seem perverse, no 
matter how acceptable the f i n a l musical r e s u l t i s to modern 
pe r c e p t i o n s . 
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The background 

I t has t r a d i t i o n a l l y been supposed that John Sheppard 

composed h i s r e s p o n s o r i a l music during a ' f i n a l flowering 

of r i t u a l music' i n the r e i g n of Queen Mary; the 

Reformation had happened under Henry V I I I and Edward VI, 

though only a c h i l d , was by a l l accounts a staunch 

P r o t e s t a n t who, from a musical point of view, p u l l e d the 

country dangerously c l o s e to Calvinism, with i t s 

p u r i t a n i c a l i d e a l s . Mary has f o r some time, therefore, been 

h a i l e d as the f o r c e which, by f o r c i n g the country back 

towards i t s C a t h o l i c roots and p r a c t i c e s , thereby r e k i n d l e d 

the dying spark of s a c r e d music.^ 

I t i s not even p o s s i b l e to say with c e r t a i n t y whether the 

responds were w r i t t e n f o r Magdalen College (where Sheppard 

was Informator Choristarum, on and o f f from 1542 u n t i l 

about 1557 - a p e r i o d which saw three monarchs of very 

1. The nature of the music f i t s t h i s argument w e l l but i n 
1971 Roger Bray presented c i r c u m s t a n t i a l evidence which 
coul d p l a c e t h i s music a t the end of Henry's reign, 
something which had been suggested by Paul Doe i n ' L a t i n 
Polyphony under Henry V I I I ' , PRMA, xcv, 81-96 
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d i f f e r e n t r e l i g i o u s c o n v i c t i o n s - Henry V I I I , Edward VI and 
Mary); o r - whether they were w r i t t e n while he was at the 
Chapel Royal (of which he became a Gentleman i n Edward's 
re i g n ) . To consi d e r the vocal f o r c e s which he had 
a v a i l a b l e , we know t h a t there was a 'superabundance'' of 
boys a t Magdalen Coll e g e which would perhaps have 
encouraged him to w r i t e f o r d i v i d e d t r e b l e s and means, as 
he does i n h i s r e s p o n s o r i a l music, but there are a l s o 
s e v e r a l i n s t a n c e s when he w r i t e s i n three or four r e a l 
p a r t s f o r adult v o i c e s (see, f o r example, the Mass 
A l l e l u i a s ) - a l u x u r y t h a t he would have been more l i k e l y 
to have been able t o enjoy while a t the Chapel Royal. 

2 Roger Bowers, 'The Vocal Scoring, Choral Balance and 
Performing P i t c h of L a t i n Church Polyphony i n England, 
c.1500-58' JRMA 112/1, 38-76 
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THE LITURGICAL CONTEXT 

The Responds 

The p l a c e of Sheppard's extant respond s e t t i n g s within the 

church's calendar and the v o i c e s assigned to them i s shown 

i n Table 3, below: 

TABLE 3 RESPOND SETTINGS BY gHEPpARD VQICES^ 

Tr=Treble, M=Mean, A=Alto 
CT=Countertenor, T=Tenor, B=Bass 

A l l e l u i a V. Confitemini Domino a4: T,T, B, B 
V i g i l s of E a s t e r and Whitsunday: Vespers 

A l l e l u i a V. Per te, Dei g e n i t r i x a4: CT,CT,T,B 
Lady Mass A l l e l u i a 

A l l e l u i a V. Ora pro nobis a4: T,T,B,B 
Lady Mass A l l e l u i a 

A l l e l u i a V. V i r t u t e s c o e l i a4: CT,CT,T,B 
Lady Mass A l l e l u i a 

A l l e l u i a V. Veni, e l e c t a mea a4 : A,CT, T, B 
Lady Mass A l l e l u i a 

1. T h i s column l i s t s the number of voice p a r t s with t h e i r 
names, as given i n David Chadd's e d i t i o n , EECM, 17. A 
m i s s i n g v o i c e p a r t t h a t has been composed by the 
t r a n s c r i p t i o n e d i t o r i s shown i n square b r a c k e t s . A missing 
v o i c e p a r t that i s a monorhythmic cantus firmus, i n s e r t e d 
from an o r i g i n a l p l a i n s o n g source, i s i n d i c a t e d by i t a l i c s . 
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Audivi vocem de coeio venientem a4: M,M,T,T 
A i l S a i n t s : 8th respond at Matins 

C h r i s t i v i r g o d i l e c t i s s i m a a6: Tr,A,CT,CT, [T], B 
Annunciation: 9th respond at Matins 

Dum t r a n s i s s e t Sabbatum (2 s e t t i n g s ) l : a 6 : Tr,M,A,CT, T, B 
E a s t e r : 3rd respond a t Matins 2:a6: Tr, M, CT,CT,T, B 

F i l i a e Hierusalem v e n i t e a6: Tr,M,A,A,T,B 
Low Sunday to Whitsun: Vespers 
of a martyr or confessor 

Gaude, gaude, gaude Maria v i r g i a6: Tr, M, CT, CT, T, B 
P u r i f i c a t i o n : second Vespers 

Haec d i e s a6: Tr,M,A,A, T,B 
E a s t e r Day: Mass Gradual and Vespers 

Hodie nobis caeloriim rex a4: Tr,Tr,M,A 
Christmas: 1st respond at Matins 

Impetiam fecerunt unanimes a6: M, CT,CT, 7*, B 
St Stephen and Sunday Octave: 
Vespers and 3rd respond at Matins 

I n manus tuas, Domine (3 s e t t i n g s ) 1:a4: Tr,M,M,T 
Pass i o n Sunday to 
Maundy Thursday: Compline 3:a3: A,T,B 

I n pace, i n idipsum dormiam a4: Tr,M, M, T 
1st Sunday i n Lent to Pas s i o n Sunday: Compline 

J u s t i i n perpetuum v i v e n t a5: M,A,CT, [T],B 
F e a s t s of confessors o u t s i d e 
E a s t e r t i d e : second Vespers and 
3rd respond at Matins 

Laude d i c i t e Deo nostro a5: A, A,T,B,B 
A l l S a i n t s : f i r s t Vespers 

Non conturbetur cor vestrum (2 s e t t i n g s ) a5: Tr,M,A,A, [T], B 
V i g i l of Ascension: Vespers a6: Tr,M,A,A, r, B 
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Reges T h a r i s et i n s u l a e a6: Tr,M,A,A, r, B 
Epiphany: f i r s t Vespers and 
3rd respond at Matins 

S p i r i t u s sanctus procedens a throno a5: A,A, r, B,B 
(2 s e t t i n g s ) a6: Tr,M,A,A,T,B 

Whitsunday: 3rd respond a t Matins 

Verbum caro factum e s t a6: Tr,M,A, A, T, B 
Christmas: 9th respond at Matins 

The m a j o r i t y of Sheppard's responds are c h o r a l s e t t i n g s . 

Those t h a t a r e s e t as s o l o responds are the Mass Proper 

A l l e l u i a s and the Lenten and A l l S a i n t s ' Day responds 

which, as has a l r e a d y been noted, were a s s o c i a t e d with a 

p a r t i c u l a r ceremonial. By s e t t i n g the A l l e l u i a s as solo 

responds, Sheppard may w e l l have simply been attempting to 

acknowledge the Sarum r u b r i c which s t a t e d t h a t the A l l e l u i a 

was to be chanted by 'two Canons i n s i l k robes'.^ I n the 

pre f a c e to h i s e d i t i o n of the responds, however, David 

Chadd observes. 

The polyphonic s e c t i o n s of the responds whose plainsong 
i s f o r the f u l l c h o i r are properly s e t t i n g s of s o l o i s t s ' 
music. This should not be taken as evidence for 
red u c t i o n of f o r c e s ; the employment of polyphony seems 
i t s e l f to have s a t i s f i e d r i t u a l d i s t i n c t i o n s of t h i s 
type.3 

2. H Pearson: The Sarum Missal done into English (London, 
1884), p . l x v i i 

3. David Chadd: 'John Sheppard 1: Responsorial Music', 
EECM, 17, x i v 
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The f i r s t part of the doxology ('Gloria Patri et F i l i o et 
S p i r i t u i Sancto') was sung, to the same music as the verse, 
at the t h i r d , s i x t h and ni n t h responds at Matins. On 
T r i n i t y Sunday a l l the responds at Matins included t h i s 
p a r t i a l doxology and i t was sung with 'Aspiciens a longe' 
on the F i r s t Sunday of Advent. The o f f i c e of Compline had a 
respond only i n Lent. For the f i r s t half of Lent 'In pace' 
was sung, complete with 'Gloria P a t r i ' ; from Passion Sunday 
to Maundy Thursday, however the respond was 'In manus tuas' 
and the 'Gloria P a t r i ' verse was not sung. 

Benham* has noted that the following hymns and responds 

seem to form l i t u r g i c a l pairs and speculates that they are 

perhaps is o l a t e d survivors from some yearly cycle of 

hymn-respond pairs f o r Vespers at Magdalen College or the 

Royal Chapel : hymn: 'Jesu salvator saeculi' and respond: 

•Laudem d i c i t e ' ( F i r s t Vespers of A l l Saints); hymn: 'Ave 

maris s t e l l a ' and respond: 'Ch r i s t i virgo dilectissima' 

(Matins of the Annunciation); and hymn: 'Hostis Herodes' 

and respond: 'Reges Tharsis' ( F i r s t Vespers and Matins of 

the Epiphany). 

4. Hugh Benham: Latin Church Music in England c.1460-1575 
(London, 1977) 
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THE LADY MASS ALLELUIAS 

From the early Middle Ages, the custom of celebrating 

weekly votive masses i n honour of the Vi r g i n Mary had 

become well established. These masses, usually celebrated 

on a Saturday, came to be regarded as especially important; 

so much so that a number of i n s t i t u t i o n s l a i d down 

provision i n t h e i r statutes f o r these 'Lady Masses'^ to be 

celebrated cum nota, as with Sunday and feast day masses. 

In monasteries and colle g i a t e chapels i n which more than 

one mass was celebrated d a i l y , i t became quite common fo r 

one of the d a i l y masses to be designated a Lady Mass. 

L i t u r g i c a l l y , the A l l e l u i a chant immediately precedes the 

reading of the Gospel and was one of only two places i n the 

mass where responsorial singing survived, the other being 

the Gradual chant. 

5. The term thus used distinguishes between the weekly (or 
daily) masses i n commemoration of the Vi r g i n and 'Mary 
Masses' which were celebrated on specific feasts of the 
Vi r g i n . 
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THE HYMNS 

The place of Sheppard's extant hymn settings within the 

church's calendar i s shown i n Table 4, below: 

TABLE 4 
HYMN SETTINGS BY SHEPPARD VOICES^ 

Tr=Treble, M=Mean, A=Alto 
CT=Countertenor, T=Tenor, B=Bass 

Adesto sancta T r i n i t a s (2 s e t t i n g s ) 1: a6:Tr,M,A, T, [ T ] , B 
T r i n i t y Sunday: f i r s t 2: a6:Tr,M, A, [ T ] , r , B 
Vespers and at Matins and Vespers 
from T r i n i t y Sunday u n t i l Corpus C h r i s t i 

Aeterne rex a l t i s s i m e a5: Tr,M,M,A,T 
Ascension: f i r s t Vespers and 
Matins and d a i l y at Vespers from 
Ascension u n t i l Whitsunday 

A s o l i s ortus c a r d i n e a8: Tr,Tr, M, [A],A, T, [ T ] , B 
From Christmas u n t i l Epiphany: Lauds 

Ave maris S t e l l a a6:Tr,M,A,A, [T], B 

Annunciation: Vespers 

6. This column l i s t s the number of voice parts with t h e i r 
names, though no d i s t i n c t i o n has been made between 
countertenor and tenor except where t h i s was specified i n 
the manuscript source, as indicated i n Thurlow's 
t r a n s c r i p t i o n . With t h i s exception, Thurlow's e d i t i o n does 
not specify part names. The attempt made here to produce 
part names res u l t s i n some ambiguity of terminology, 
p a r t i c u l a r l y where 'alto' and 'countertenor' are concerned. 
This problem i s discussed l a t e r i n t h i s thesis. A missing 
voice part that has been composed by the tra n s c r i p t i o n 
e d i t o r i s shown i n square brackets. A missing voice part 
that i s a monorhythmic cantus firmus, inserted from an 
o r i g i n a l plainsong source, i s indicated by i t a l i c s . 
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Beata nobis gaudia a7: Tr,M,A,A,[T],B,B 
Whitsunday.: second Vespers and then 
d a i l y u n t i l T r i n i t y Sunday 

C h r i s t e redemptor omniiam, Conserva a5: M,A,T, [T,B 
A l l S a i n t s : Lauds and second Vespers 

Deus tuorum militum (2 s e t t i n g s ) a5: A,A,T, r , B 
a5: Tr,M,M,A,T 

F e a s t of a martyr: Lauds and second Vespers 

Hostes Herodes impie a6: Tr,M,A,A,[T],B 
Epiphany: f i r s t and second Vespers, 
Matins and Vespers throughout the Octave 

lam C h r i s t u s a s t r a ascenderat a6: Tr,M,A, T, [ T ] , B 
Whitsunday: f i r s t Vespers and at 
Matins during Whit Week 

Jesu s a l v a t o r s a e c u l i , Redemptis a5: T,T,T,T/[T] v.6/,B 
A l l S a i n t s : f i r s t Vespers and Matins 

Jesu s a l v a t o r s a e c u l i , Verbiam a6: Tr,M, A, A, [T] ,B 
Octave of E a s t e r u n t i l Ascension Day: Compline 

Martyr Dei qui uniciam a6: Tr, M, T, T, [ T ] , B 
F e a s t of a martyr: f i r s t Vespers and Matins 

S a c r i s solemniis a8: Tr,Tr,M,M,T, T, [T] , B 
Corpus C h r i s t i : f i r s t Vespers 

S a l v a t o r mundi Domine a6: Tr,M,A,A, [ T ] , B 
Whitsuntide u n t i l the Octave of 
the Epiphany and then on double f e a s t s and through t h e i r 
octaves u n t i l the f i r s t Sunday i n Lent: Compline 

S a l v a f e s t a d i e s a4: A,A,T,B 
E a s t e r Day: p r o c e s s i o n to the Rood before Mass 

Sancte Dei p r e c i o s e a5: M,M,T,[T],B 
St Stephen: Lauds and Vespers 
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The hymn genre was i n t r i n s i c a l l y much simpler than that of 
the respond. Each verse of text was sung to the same 
plainsong melody. The protocol for the performance of hymns 
i n pre-Reformation o f f i c e s , however, was highly structured 
and i s described thus by Harrison:' 

A hymn was sung a t each of the Hours, except from Maundy 
Thursday to the Saturday a f t e r E a s t e r . ^ The words of the 
hymns sung at the ' l e s s e r ' Hours remained constant 
throughout the year,^ and were: Jam lucis orto sidere at 
Prime, Nunc sancte nobis Spiritus at Terce, Rector 
potens verax Deus at Sext and Rerum Deus tenax vigor at 
None. The tunes, however, v a r i e d with the season. Jam 
lucis, for example being sung to the tune of the 
Christmas hymn Christe redemptor omnium at Christmas, to 
Hostis Herodes at Epiphany, and so on. For t h i s reason 
Jam lucis was sung to about twenty d i f f e r e n t tunes 
during the year. Nunc sancte to four, and the others to 
three each. 

The hymn at Compline changed with the season. I n Advent, 
from the Octave of Epiphany to Lent and from T r i n i t y to 
Advent i t was Te lucis ante terminum, which had two 
tunes, i t s cantus festivus being the tune of the E a s t e r 
season hymn <7esu salvator saeculi. From Christmas to the 
Octave of the Epiphany, and on double f e a s t s and through 
t h e i r Octave from Epiphany to the F i r s t Sunday i n Lent 

mundi Domine, which i n the E n g l i s h s e c u l a r uses was sung 
to the tune of Veni creator Soiritus. There was a 
3. For the p r o c e s s i o n a l hymn (or prose) Salve festa dies 
...see below....[quoted next] 
4. The only exception was the hymn at Terce on 
Whitsunday, which was Veni creator Spiritus. 
1. Except t h a t on Whitsunday and the three days 
following the sequence Alma chorus Domini was sung i n 
plac e of the hymn. 

7. Harrison, op. c i t , 64-5 
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s p e c i a l Compline hymn during each of the periods from 
Passion Sunday to the Wednesday i n Holy Week (Cultor Dei 
momento), from the Octave of E a s t e r to the Ascension 
{Jesu salvator saeculi) and from Ascension to Whitsunday 
{Jesu nostra redemptio) . 

The hymns at f i r s t Vespers, Matins and Lauds were proper 
to a day, de Tempore or de Sanctis, or to a season, 
e.g.. Advent, the p o s t - T r i n i t y period, or to a group of 
s a i n t s , e.g.. Apostles, Martyrs, Confessors, V i r g i n s . 
Some of the hymns i n t h i s l a s t d i v i s i o n which were used 
q u i t e frequently had two or more tunes so as to provide 
simpler s e t t i n g s f o r use i n octaves or commemorations. 
Thus Exultet caelum laudibus for Apostles at Lauds had 
f i v e tunes. 

Harrison then goes on to describe the manner i n which hymns 

were used i n procession:* 

On the more important double f e a s t s the procession 
before Mass went out of the cho i r by the west door and 
around the c h o i r , presbytery and c l o i s t e r s before 
a r r i v i n g at the rood. On about eight of these days, 
i n c l u d i n g E a s t e r , Ascension, Whitsunday, Corpus C h r i s t i 
and the Dedication of the Church, but not Christmas or 
T r i n i t y , the p r o c e s s i o n was begun with the prose Salve 
festa dies J The v e r s e s , which d i f f e r e d with the day'' 
though the music was i n v a r i a b l e , were sung by the 
r u l e r s , and the r e f r a i n Salve festa dies, with a varying 
second l i n e , by the c h o i r . The procession was completed 
to the si n g i n g of two responds, or two antiphons (on 
E a s t e r Day Sedit angelus with the ver s e Crucifixum in 
carne^ and Christus resurgens with the ver s e Dicant nunc 
Judei) , or a respond and antiohon (on Corpus C h r i s t i ) . 
6. The form i s p r o c e s s i o n a l hymn with r e f r a i n (see Raby, 
Christian Latin Poetry, pp 92-3), but the o r d i n a l s and 
service-books a r e unanimous i n c a l l i n g i t prosa. 
7. Breviarium Sarum, i i i , p . x c v i i i , l i s t s eight s e t s of 
ve r s e s for Sarum and one p e c u l i a r to York; F r e r e {Hymns 
Ancient and Modern, p.205) mentions seven f e a s t s , 
i n c l u d i n g the l a t e Medieval additions of the V i s i t a t i o n 
and the Name of Je s u s . Local s a i n t s a l s o had t h e i r 
v e r s i o n s of the p r o c e s s i o n a l Salve.. . . 
1. Crucifixum in carne was sung i n the pulpitum by three 
from the senio r s t a l l , t u r n i n g towards the people. Use 
of Sarum, i i , p.168 

8. Harrison, op. cit. 90-91 
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MANUSCRIPT SOURCES 

Although Sheppard's music i s found i n various manuscript, 

sources throughout England,' the wholesale destruction of 

monastic l i b r a r i e s which occurred during the religious 

upheaval of the Tudor period has made the task of 

reconstruction d i f f i c u l t . 

There are some twenty extant items by Sheppard that can 

properly be c l a s s i f i e d as l i t u r g i c a l responds. The 

remaining half dozen pieces composed i n respond form 

comprise some Mass A l l e l u i a s , a gradual {'Haec dies quam 

f e c i t Dominus') and a motet {'Confitemini Domino'). 

There i s a number of manuscript sources f o r the responds, 

but only four, the second s e t t i n g of 'Dum transisset 

Sabbatum', 'Piliae Hierusalem', the second set t i n g of 

'Spiritus Sanctus procedens' and 'Haec dies', are not 

unica.' The two most important sources f o r modem editions 

1. Lamont, John Shepherd: His Life and Music, 81, noted 
that there were at least f o r t y - s i x d i f f e r e n t manuscripts 
containing Sheppard's music at eight d i f f e r e n t locations i n 
England. Twenty-three of these, however, are i n the B r i t i s h 
Library. 

2. Secondary sources: 
London, B r i t i s h Library, Add. MSS 30480-4 
London, B r i t i s h Library, Add. MS 31390 
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are the 'Gyffard'^ partbooks i n the B r i t i s h Library, London 
and the Christ Church partbooks which were copied by John 
Baldwin.* 

The four 'Gyffard' part-books, so-called because they once 

belonged to a Dr P h i l i p Gyffard (of whom l i t t l e i s known),' 

make up an e d i t i o n of English music f o r four voices* which 

i s complete i n i t s e l f . I t seems to have been compiled for 

the r e v i v a l of the o l d l i t u r g y during the reign of Queen 

Mary, that i s , between 1553 and 1558. This hypothesis i s 

fu r t h e r supported by the f a c t that, i n addition to music by 

Sheppard, they also contain pieces by composers who either 

predated t h i s period (John Taverner) or who were probably 

a c t u a l l y composing during t h i s time (Thomas Appleby, 

[William?] Blytheman, Robert Okeland [or Hockland], William 

Mundy, Thomas Knyght, [Robert?] Whyte, William Whytebrook 

London, B r i t i s h Library, Add. MS 32377 
London, B r i t i s h Library, Add. MS 47844 
London, B r i t i s h Library, Royal Music MS 24 d.2 
Oxford, Bodlian Library, Tenbury MS 389 

3. London, B r i t i s h Library, Add MSS 17802-5 

4. Oxford, Christ Church, Mus. MSS 979-83 

5. Harrison, pp. c i t . , 289 
6. Sheppard's t h i r d s e t t i n g of 'In manus tuas', however, 
appears to be f o r only three voices as there i s no music 
f o r i t i n the contratenor book. 
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and Christopher Tye). Benham' notes the importance of the 
Gyffard partbooks as a unique source of most of the music 
contained therein; of the ninety-four pieces i n the 
co l l e c t i o n , only three have concordances elsewhere. With 
fu r t h e r regard to the date of these partbooks, Harrison' 
notes : 

The books a l s o contain music by Blytheman and Whyte, 
presumably W i l l i a m Blytheman (d,1591) and Robert Whyte, 
who was born about 1535,'' 

and can t h e r e f o r e not have been w r i t t e n before the 
in t r o d u c t i o n of the E n g l i s h Prayer Book i n 1549. The 
l i t u r g i c a l c h a r a c t e r of the contents shows c l e a r l y that 
they were w r i t t e n f o r use with the Sarum r i t e , and 
among the compositions by (William?) Mundy i s a s e t t i n g 
of 'Exurge C h r i s t e ' , a prayer for the confounding of 
sc h i s m a t i c s and the r e v i v a l of 'a p o s t o l i c t r u t h ' . The 
problem of the date of the manuscript i s complicated by 
i t s i n c l u d i n g music by Byrd and John Mundy. The former, 
however, may be Thomas Byrd of the Chapel Royal or the 
Will i a m Byrd who was a c h o r i s t e r at Westminster i n 1542 
3. 

4. Tudor Church Music, v, p . x i 

The Christ Church c o l l e c t i o n i s the sole surviving source 

f o r eleven of the responds and f o r sixteen of the eighteen 

hymns. I t was copied by John Baldwin, probably i n the l a s t 

decade of the sixteenth century. Benham speculates that, as 

t h e i r condition suggests they were l i t t l e used, they 

probably formed part of a private, musical treasury. 

Unfortunately, the c o l l e c t i o n lacks i t s tenor partbook. 

7. Hugh Benham, La t i n Church Music in England, 25 

8. op. c i t . , 288 
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Where the respond i s concerned, the most common 
compositional practice was to assign the monorhythmic 
plainsong cantus f i m u s to t h i s voice, therefore i t has 
been possible to reconstruct much of what has been lo s t by 
r e f e r r i n g to the o r i g i n a l plainsong source. Seven of these 
responds, 'Verbum caro factum est', 'Reges Tharsis et 
insulae', 'Dum transisset Sabbatum' ( I ) , 'Non conturbetur 
cor vestrum' ( I I ) , 'Spiritus Sanctus procedens a throno' 
( I ) , 'Impetum fecerunt unanimes' and 'Gaude, gaude, gaude 
Maria virgo' can be completed i n t h i s way. Three responds, 
'Non conturbetur cor vestrum' ( I ) , 'Christi virgo 
dilectissima' and 'Justi i n perpetuum vivent' have the 
cantus firmus i n t h e i r highest voice and can only be 
reconstructed by e d i t o r i a l recomposition, the o r i g i n a l 
tenor voice part being irrecoverable. 

Reconstruction of the hymns i n the same manner, however, i s 

not possible as the most usual compositional practice was 

to assign the cantus firmus to the uppermost, not the 

tenor, voice. 

'Laudem d i c i t e ' also appears solely i n the Christ Church 

c o l l e c t i o n . I t i s f i v e - p a r t polyphony marked 'for men'. The 
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missing tenor part-book contained both tenor and upper bass 
parts, but as t h i s respond was copied int o the manuscript 
twice (nos. 7 and 25) and each partbook contained both 
voice parts, complete reconstruction has been possible. The 
followi n g table' shows the manuscript sources: 

TABLE 5 

No.7 in M S S : 980 979 981 - 983 

No.25 in MSS: 979 980 - 981 983 

Table 6 shows the p r i n c i p a l manuscript sources of the 

responds, the voice part to which the plainsong cantus 

firmus i s assigned and a note of other factors which may be 

relevant to the reconstruction of the piece. 

The Mass A l l e l u i a chants are polyphonic settings of the 

opening word, ' A l l e l u i a ' . The remainder of the text follows 

as plainsong and then a repeat of the opening polyphony. 

9. From: John Sheppard l: Responsorial Music, ed. David 
Chadd, EECM 17 (London, 1977), 160 
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The p r i n c i p a l source f o r these settings i s the Gyffard 
partbooks which i s also the source of the respond-motet for 
Easter, 'Confitemini Domino'. 

The gradual respond f o r Easter Day, 'Haec dies quam f e c i t 

Dominus', seems to have been p a r t i c u l a r l y popular as i t i s 

found i n no fewer than s i x sources. 
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SHEPPARD'S HYMNS AND RESPONSES 

The eighteen'" surviving hymns by Sheppard are: 

Adesto sancta T r i n i t a s (I) 
Adesto sancta T r i n i t a s ( I I ) 

t * Aeterne rex a l t i s s i m e 
A s o l i s o r t u s cardine 
Ave maris S t e l l a 
Beata nobis gaudia 
C h r i s t e redemptor omnium, Conserva 
Deus tuoriom militum ( I ) 

t Deus tuoriam militum ( I I ) 
Hostis Herodes impie 
Jam C h r i s t u s a s t r a ascenderat 
Jesu s a l v a t o r s a e c u l i , Redemptis 
Jesu s a l v a t o r s a e c u l i , Verbum 
Martyr Dei qui unicum 
S a c r i s s o l e m n i i s 
S a l v a t o r mundi Domine 
Salve f e s t a d i e s . Qua Deus infernum 
Sancte Dei p r e c i o s e 

* a l s o i n B r i t i s h L i b r a r y Add. MS 32377 
t a l s o i n Tenbury MSS 341-344 and MS 1464 

cantus firmus i n tenor 
- cantus firmus i n tenor, but l a c k s another part 

Only the processional prose, 'Salve festa dies', i s to be 

found i n the Gyffard partbooks. The other seventeen are i n 

the Christ Church c o l l e c t i o n but they cannot be so readily 

reconstructed as the responds. The missing parts of two 

hymns, • Aeterne rex altissime' and the second setting of 

'Deus tuorum militum', were found i n the Tenbury 

manuscript," wrongly a t t r i b u t e d to T a l l i s . 'Aeterne rex 

10. This l i s t excludes a 'Te Deum' which, although i t i s 
more properly a hymn should, perhaps be c l a s s i f i e d as a 
ca n t i c l e by v i r t u e of i t s l i t u r g i c a l use. 

11. Tenbury, St. Michael's College, MSS 341-344 and MS 1464 
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altissime' i s also found i n the B r i t i s h Library." Complete 
re s t o r a t i o n , without the need f o r e d i t o r i a l recomposition, 
i s only possible i n the case of four hymns, 'Aeterne rex 
altissime', both settings of 'Deus tuorum militum' and 
'Salvator mundi'. These are either not unica or t h e i r 
missing tenor part was assigned to the cantus firmus which 
could be inserted from plainsong sources, as indicated i n 
the l i s t above. 

Although the second s e t t i n g of 'Adesto sancta T r i n i t a s ' , 

has a tenor cantus firmus, i t lacks another part also 

contained i n the l o s t book, and cannot, therefore, be 

reconstructed. 

12. London, B r i t i s h Library, Add. MS 32377 
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Plainsong sources 

The o r i g i n a l plainsong sources are readily available. A l l 

the Mass A l l e l u i a s are found i n the Gradual", the responds 

i n the Antiphonal" and the hymns i n the Hymnal. 

13. Chadd's e d i t i o n f o r EECM uses Graduale ad usum 
Sarisburiensis (London and Paris, 1532) . 

14. Chadd's e d i t i o n f o r EECM uses Antiphonale ad usum 
ecclesiae Sarum. . . (Paris, 1519) and Antiphonale ad usum 
Sarum volumen secundum (Paris,1520) 

15. Thurlow uses Hymnarium Sarisburiense f o r his edition -
except f o r 'Salve Festa dies' which i s i n the Gradual and 
the Processionale ad usum Sarum (Paris, 1530) . 
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EDITIONS 

L i t t l e of Sheppard's music had been reconstructed i n time 

fo r the f i r s t ten volumes of Tudor Church Music. A further 

series of volumes was planned but never printed. 

There are presently two commercially available editions of 

the Responds and one of the Hymns. Another e d i t i o n of the 

Hymns forms part of a dis s e r t a t i o n completed by Alan 

Thurlow i n 1979 i n the University of Cambridge, now 

deposited i n the Cathedral Library at Chichester. Six of 

the responds, 'Audivi vocem de caelo venientem', 'Hodie 

nobis caelorxim rex', 'In pace, i n idipsum dormiam', 'In 

manus tuas, Domine' ( f i r s t s e t t i n g ) , 'Reges Tharsis et 

insulae' and the second s e t t i n g of 'Spiritus Sanctus 

procedens a throno', are also available i n an edi t i o n by 

Frank Harrison, published by Moseler Verlag and issued as 

Volume 84 of "Das Chorwerk".^ 

Harrison presents the s i x responds i n his edition 

untransposed with note values halved. E d i t o r i a l bar lines 

are shown between the staves. 

1. John Sheppard, Sechs Responsorien, ed. F. L I . Harrison, 
Das Chorwerk, 84, (Wolfenbiittel, 1960) 
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In 1977, Stainer and Bell published volume 17 of Early 
English Church Music, edited by David Chadd, f o r the 
B r i t i s h Academy. He referred to the e a r l i e r e d i t i o n by 
Harrison, mentioned above and also consulted copies of 
'Al l e l u i a V. Confitemini Domino', edited by R. R. Terry,^ 
and 'Haec dies, quam f e c i t Dominus', edited by H. B. 
Collins.^ 

I n his e d i t i o n , Chadd presents the music untransposed, i n 

quartered note values as does Alan Thurlow i n his edition 

of the Hymns. 

An e d i t i o n of the collected works of John Sheppard was 

published by Oxenford Imprint, volume 1, Office Responds 

and Varia edited by David Wulstan and published i n 1978, 

and volume 2, Hymns edited by Roger Bray and published i n 

1981. Each ed i t o r broadly follows the same e d i t o r i a l 

practice i n which note values are halved and the music 

transposed usually (but not always) upwards a minor t h i r d . 

2. London, n.d. 

3. London, 1930 
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The degree of diminution applied to the graphical 
representation of the notes i s , of course, merely a matter 
of e d i t o r i a l preference and does not affect the music 
i t s e l f . 

An important divergence between Chadd's ed i t i o n of the 

responds and Wulstan's i s i n the naming of voice parts. 

They disagree p r i n c i p a l l y about the nomenclature of al t o 

and countertenor parts, even though, i n each case, the 

or i g i n a l c l e f i s shown as a tenor c l e f . These, and other 

e d i t o r i a l matters are considered i n Chapter 7. 

Other differences of t h i s sort occur between Chadd's and 

Wulstan's editions: 

Chadd Wylgtan 

•Hodie nobis' Tr,Tr,M,A Tr,Tr,M,M 

'In pace' Tr,M,M,T M,A,A,B 

'In manus tuas'-I Tr,M,M,T M,A,A,B 

'Ch r i s t i virgo' Tr,A,CT,CT,T,B Tr,M,A,A,T,B 

'Audivi vocem' M,M,T,T A,A,T,T 
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In his e d i t i o n of the hymns, Thurlow makes no suggestion as 

to the dis p o s i t i o n of the various voices unless t h i s was 

indicated i n a source manuscript. Bray, however, follows 

the same e d i t o r i a l p o l i c y as Wulstan i n t h i s matter. 
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TREATMENT OF THE CANTUS FIRMUS 

In the majority of h i s responds and hymns, Sheppard uses 

the o r i g i n a l plainsong as a cantus f i m u s i n his polyphony. 

I n the responds, the cantus firmus i s most commonly 

monorhythmic and given to the tenor w h i l s t i n the majority 

of the hymn settings, i t i s i n the top vocal part. Although 

most of the cantus f i r m i (even i n the hymns) are 

monorhythmic, or treated with only the l i g h t e s t 

decoration,' i n those instances where the cantus firmus 

i t s e l f i s highly decorated, i t i t usually to be found i n 

the highest voice p a r t . 

Although i n i n d i v i d u a l responds, Sheppard does occasionally 

make use of a decorated form of the cantus firmus, only i n 

his hymn settings does he tre a t i t both monorhythmically 

and i n decorated form w i t h i n the space of a single verse. 

Such varied treatment i s almost unheard of i n the respond 

settings. 

1 Most common of which i s the occasional passing note 
inserted between i n t e r v a l s of a t h i r d i n the o r i g i n a l 
chant. 
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Exceptions to t h i s general rule occur i n the settings of 
the A l l e l u i a chant f o r the Lady Masses (which may be 
considered as solo responds i n the old style) where the 
cantus firmus parodies the o r i g i n a l plainsong and i s 
treated quite f r e e l y . 

I n three of the four settings of the Lady Mass A l l e l u i a s , 

the cantus firmus i s carried by an inner voice (the tenor) 

as would be expected. I n one case, however ('Alleluia V. 

Ora pro nobis'), the cantus firmus i s i n the lowest (second 

bass) pa r t . The o r i g i n a l chant i s used as a cantus firmus 

only up t o the f i n a l melisma of the f i r s t word (which here 

stands i n place of an i n c i p i t ) . 

The head-figure of each vocal l i n e i n a l l cases i s closely 

related t o the s t a r t of the o r i g i n a l chant, as shown by 

Example 1," taken from ' A l l e l u i a V.Virtutes c o e l i ' . This 

example also i l l u s t r a t e s the freedom with which the cantus 

firmus i s i t s e l f treated, adapting to the rhythmic patterns 

of the other voices and assimilating i t s e l f i n t o the 

ove r a l l texture of the polyphony: 

2. Music examples of the responds are taken from EECM 17, 
edited by David Chadd. Music examples of the hymns are from 
Alan J. Thurlow, The Latin Church Music of John Sheppard 
(submitted as a Ph.D. thesis i n the University of Cambridge 
i n 1979, now i n Chichester Cathedral L i b r a r y ) . 
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Example 1 

Plainsong: 

SHEPPARD'S TECHNIQUE OF COMPOSITION 

Av - \». 

Pnlyphonv: 

- o-> ».V.. V*. ^u\ 

The s e t t i n g of the 'Gloria' from the Christmas Matins 

respond, 'Hodie nobis caelorum rex'/ uses another highly 

decorated cantus firmus i n keeping with i t s f e s t i v e nature 

and r e f l e c t e d by the r i t u a l associated with t h i s respond. 

The rubric states that i t should be started by two men but 

Chat the 'Gloria i n excelsis' should be sung by f i v e boys. 
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Sheppard provides polyphony only f o r the doxology alone and 
observes the rubric i n a se t t i n g for high voices. The 
highly decorated cantus firmus i s presented i n i t s e n t i r e t y 
i n the second t r e b l e and the s t a r t of the plainsong i s used 
as a point of i m i t a t i o n by a l l voices: 

Example 2 

Start of plainsong Gloria: 

C(\o - r % - a. 
S t a r t of polyphony: 

Example 3, below, shows plainsong of the Gloria above 

Sheppard's second t r e b l e part as an i l l u s t r a t i o n of his 

st y l e of decorating a cantus firmus: 
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Example 3 

Tit. 

Example 2, above, also i l l u s t r a t e s the manner i n which 

Sheppard usually handles a delayed entry of the cantus 

firmus i n the polyphony following the plainsong (usually 

the i n c i p i t ) . I n most instances, p a r t i c u l a r l y when the 
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cantus firmus i s undecorated and i n long notes, i t i s the 
f i r s t part to enter so that the continuity with the chant 
i s not l o s t : 

Example 4 'Verbum caro factum est' 

bum 

V*r- WJW CAT - O - V • — *-*̂ > ^ 

Sheppard occasionally delays the entry of the cantus firmus 

when i t i s i n the highest voice part but such delays are 

usually disguised by the entry of other voices which begin 

with a si m i l a r head f i g u r e : 

71 



SHEPPARD'S TECHNIQUE OF COMPOSITION 

Example 5 'Non conturbetur cor vestrum' (I) 

(cantus firmus i n treble) 

Non. con, - •tvxr - - Vv^r 

^9— 

COT 

Sheppard employs the same technique i n his setting of 

•Justi i n perpetuum vivent' and 'Fil i a e Hieinisalem' where 

the t r e b l e entry of the plainsong i s anticipated by quasi-

canonic entries, e f f e c t i v e l y disguising the break between 

the i n c i p i t and the entry of the cantus firmus proper: 
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Example 6 'Justi i n perpetuum vivent' 

(cantus firmus i n treble) 

Example 7 'F i l i a e Hierusalem' 

(cantus firmus i n treble) 
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Only one respond, 'Laudem d i c i t e ' (marked 'for men'), has a 
delayed tenor cantus firmus entry and th i s i s disguised 
with paired entries of the f i r s t three notes of transposed 
and untransposed versions of the chant thus: 

Example 8 'Laudem d i c i t e ' 

(cantus firmus i n tenor) 
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THE STRUCTURE OF THE POLYPHONY 

The i n t r i n s i c a l l y sectional structure of the respond 

demanded music which was i t s e l f capable of sectional 

r e p e t i t i o n and which provided convenient breaks thus 

enabling the performance of a p a r t i a l response. There i s , 

of course, no d i f f i c u l t y with the solo, or 'old' styl e 

responds ('Audivi vocem', 'Hodie nobis caelorum', 'In pace' 

and the f i r s t s e t t i n g of 'In manus tuas Domine') where the 

section containing the text from which the p a r t i a l response 

i s taken i s the o r i g i n a l plainsong. ̂  The Lady Mass 

Allel u i a s * are s i m i l a r l y set as solo responds. 

In each of these, only the i n i t i a l word, 'Alle l u i a ' , i s 

set polyphonically and, f o r t h i s , only adult voices are 

used. The vocal ranges of these four settings are broadly 

s i m i l a r with only one of the tenor (or counter tenor) parts 

exceeding the t y p i c a l range of a ninth.' Following the 

3. I t has already been noted, however, that the Lenten 
l i t u r g y requires a f i n a l r e p e t i t i o n of the f u l l respond. 

4'Alleluia V. Per te , Dei g e n i t r i x ' , the chant f o r Mondays 
and Eastertide; ' A l l e l u i a V. Ora pro nobis', the chant f o r 
Tuesdays; ' A l l e l u i a V. Virtutes c o e l i ' , f o r Wednesdays and 
'A l l e l u i a V. Veni, electa mea' f o r Thursdays. 

5. The question of p i t c h and vocal scoring i s discussed 
l a t e r but the presence of both tenor and a l t o clefs does 
not necessarily imply that d i f f e r e n t voice timbres were 
used f o r these parts. 
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opening polyphony, there i s a choral r e p e t i t i o n of the 
A l l e l u i a t o i t s o r i g i n a l plainsong melody and t h i s i s 
fo l l o w e d by the plainsong verse, which the Sarum r u b r i c 
d i r e c t s should be sung by two s o l o i s t s . The chorus j o i n s 
the f i n a l melisma on the l a s t vowel of the verse (which, as 
w i t h almost a l l plainsong A l l e l u i a chants i s the same as 
the o r i g i n a l jubilus - the melisma on the f i n a l vowel of 
the word ' a l l e l u i a ' ) and t h i s i s fol l o w e d by a r e p e t i t i o n 
of the polyphony. 

The m a j o r i t y of Sheppard's respond s e t t i n g s are i n the 

ch o r a l , or 'new' s t y l e i n which the response i t s e l f i s 

polyphonic and h i s polyphony i s , t h e r e f o r e , s t r u c t u r e d i n a 

manner which f a c i l i t a t e s the performance of a p a r t i a l 

response. I n Example 9, the second s e t t i n g of 'In manus 

tuas, Domine' i s quoted i n f u l l as an i l l u s t r a t i o n of the 

manner i n which t h i s s e c t i o n a l performance i s t y p i c a l l y 

handled.* 

6. I t should be noted, however, t h a t the f i n a l r e p e t i t i o n 
of the response, 'A t o C which includes the opening 
i n c i p i t , i s p e c u l i a r t o t h i s Lenten respond. 
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Example 9 ' I n Manus tuas, Domine' ( I D 
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Example 9 shows the standard way i n which the f i r s t s ection 

of polyphony completes i t s cadence bef o r e the second 

s e c t i o n o f polyphony (marked 'B' i n Example 9) begins. This 

p a t t e r n i s fol l o w e d i n a l l o f the choral responds w i t h the 

exception of 'Verbura caro factum est' where a s i n g l e voice 

p a r t i s pe r m i t t e d t o o v e r l a p the second s e c t i o n by one 

note: 

- 78 



SHEPPARD'S TECHNIQUE OF COMPOSITION 

Example 10 Verbum caro factum est 

(bars 11-13) 

a* - gVo 
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SHEPPARD'S TREATMENT OF THE ADDED VOICES 

Shepherd t r e a t s the added voices i n a v a r i e t y of ways: i n 

some responds they are t o t a l l y independent of the chant, i n 

some they d e r i v e the head f i g u r e s of t h e i r p o i n t s of 

i m i t a t i o n from i t s o v e r a l l shape wh i l e i n others t h e i r 

u n d e r l y i n g s k e l e t a l shape i s based upon i t . 

I n the Easter s e t t i n g ' A l l e l u i a V. Confitemini Domino', the 

head f i g u r e i n each voice paraphrases the chant while the 

f i r s t bass a d j u s t s the chant t o give a t o n a l e n t r y . The 

cantus fi r m u s does not run throughout the polyphony, 

although t h e r e i s frequent a l l u s i o n i n the polyphony t o the 

upward l e a p i n g f o u r t h (or i t s t o n a l i n v e r s i o n being a 

f i f t h ) of the opening plainsong. The verse, also, i s 

t h e m a t i c a l l y l i n k e d t o the opening plainsong but without 

t h i s i n i t i a l d i s t i n c t i v e leap. The verse's polyphony 

continues w i t h o u t any f u r t h e r d i r e c t reference t o the 

o r i g i n a l chant, ending before the f i n a l word ('ejus') t o 

permit a chor a l melisma p r i o r t o the r e t u r n of the 

polyphonic A l l e l u i a . Example 11 gives a comparison of the 

o r i g i n a l p l a i n s o n g w i t h opening polyphony of the ' A l l e l u i a ' 
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and w i t h the s t a r t of the verse shows the thematic l i n k s 
discussed: 

Example 11 
O r i g i n a l p l ainsong: - A l l e l u i a V. Co n f i t e m i n i Domino' 

A\ - Ve. 
Opening polyphony of response: 

Opening polyphony of v e r s e : 

COfx • f - t i A f u r t h e r i l l u s t r a t i o n of Sheppard's use of i m i t a t i o n i n 

h i s added voice p a r t s i s provided by h i s s e t t i n g of the 
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Gradual f o r Easter Day, 'Haec dies'.' The cantus firmus i s 
i n the tenor, independent of the added voices and i n long 
notes throughout. This i s a choral Respond, but, as a 
Gradual, i t s manner of performance d i f f e r s s l i g h t l y from 
the norm i n s o f a r as there i s no r e p e t i t i o n of the polyphony 
f o l l o w i n g the verse. The polyphony sustains a major 
t o n a l i t y throughout and ( t o quote Harrison) has 'an a i r of 
joyous optimism'. Examples 12a and 12b i l l u s t r a t e the 
i n s i s t e n t p o i n t s of i m i t a t i o n which are a fe a t u r e of t h i s 
respond. 

Example 12a 'quam f e c i t ' 

«0Mtc elv. 

I I I I l l f I ' I f f 

Av)kS 

7. Although H a r r i s o n i s of the opinion t h a t i t i s l i k e l y 
a lso t o have been sung a t Vespers, w i t h a verse but without 
i t s neuma. Op. c i t . 371 
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Exan?)le 12b 'exultemus' 

«jc- i u l - to- -

m 
tc 

u ii n 

The f i r s t s e t t i n g o f ' S p i r i t u s Sanctus, procedens a throno' 

e x h i b i t s the same independence of the added voices from the 

cantus firmus and e x p l o i t s i m i t a t i v e e n t r i e s between the 

added voice p a r t s t o the f u l l . I t f o l l o w s the usual p a t t e r n 

of a ch o r a l respond and introduces a s e r i e s of memorable 

canons a t ' i n v i s i b i l i t e r ' , ' p e n e t r a v i t ' , ' s a n c t i f i c a t i o n i s ' 

and ' A l l e l u i a ' w i t h voices e n t e r i n g i n quick succession t o 

create a most remarkable t a p e s t r y of sound: 
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Example 13 

The same t e x t u r a l p o i n t s are t r e a t e d i m i t a t i v e l y i n h i s 

second s e t t i n g o f t h i s respond, but i n a much more 

l e i s u r e l y manner, w i t h e n t r i e s f a r more spaced out. The 

p o i n t 'nascerentur linguarum' i s handled more i n s i s t e n t l y 

and t h i s leads t o a succession of close e n t r i e s on the 

f i n a l ' A l l e l u i a ' as i n the f i r s t s e t t i n g . 

Occasionally the added voices make p a i r e d e n t r i e s ( f o r 

example, ' F i l i a e Hierusalem' quoted as Example 7 and the 

f i r s t s e t t i n g o f 'Non conturbetur' quoted as Example 5 

p r e v i o u s l y ) . 

Although word-painting i s not a primary o b j e c t i v e i n the 

Responds, a few instances of i t can be found; the 
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descending head f i g u r e of 'Verbum caro' (Example 4) i s 

p o s s i b l y an attempt t o represent The Word descending t o 

Earth w h i l s t the r i s i n g f i g u r e and e x u l t a n t i n t e r p l a y of 

voices may be i n t e r p r e t e d as a musical c e l e b r a t i o n i n 

honour of the I n c a r n a t i o n . 

Example 14 
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RESPONDS REQUIRING SPECIAL COMMENT 

The Lenten Responds 

The s e r v i c e of Compline has a respond o n l y i n Lent. ' I n 

pace' was sung from the f i r s t Sunday i n Lent t o Passion 

Sunday, when the r u b r i c s s t a t e t h a t the f i r s t p a r t of the 

doxology i s also t o be sung and f o l l o w e d by a complete 

repeat of the response. ' I n manus tuas' was sung, without a 

doxology, from Passion Sunday t o Maundy Thursday. These 

responds belong t o t h a t group t h a t had a longer t r a d i t i o n 

of polyphony than the o t h e r s . Consequently, they were more 

o f t e n s t i l l set i n the o l d s t y l e , r e t a i n i n g solo polyphony 

w i t h c h o r a l plainsong responses. 

' I n pace, i n idipsum dormiam' i s a solo respond. I t s 

s t r u c t u r e i s : 

Response: solo polyphony..choral plainsong 
Verse: ( s i dedero) solo polyphony 
P a r t i a l Response: c h o r a l plainsong 
G l o r i a solo polyphony 
Complete Response: s o l o polyphony..choral plainsong 

The opening polyphonic response begins i n s t r e t t o w i t h 

i m i t a t i v e motives and then i s completed i n plainsong. There 
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are some strong chordal phrases (such as at the end of the 
second s e c t i o n on the word, 'dormitationem') where there i s 
a d e f i n i t e authentic cadence w i t h a suspension i n the upper 
p a r t . The polyphony of ' I n pace' incorporates only 
fragmentary and h i g h l y decorated references t o the 
plainsong i n the upper voices. 

Sheppard's f i r s t s e t t i n g of ' I n manus tuas' i s c l e a r l y 

p a i r e d w i t h ' I n pace'. T h e i r scoring i s i d e n t i c a l and t h e i r 

v o cal ranges remarkably s i m i l a r . They are s i m i l a r , also, i n 

t h e i r l i g h t n e s s of touch, phrase s t r u c t u r e , o v e r a l l 

a r c h i t e c t u r a l form and t h e m a t i c a l l y r e l a t e d musical 

phrases. I m i t a t i v e , p a i r e d e n t r i e s predominate i n each, at 

times, paraphrasing the plainsong. 'In manus tuas' has no 

'Gl o r i a ' but the Lenten r u b r i c requires a complete f i n a l 

statement of the response, w i t h i t s incipit, a t the end. 

These fe a t u r e s are shown i n Examples 15, 16 and 17. 
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Example 15(a) ' I n pace' - opening phrase 

Example 15(b) ' I n manus tuas' - I - opening phrase 

Example 16(a) ' I n pace' - melodic fragment from 1st 

s e c t i o n : 

Example 16(b) ' I n manus 

from i s t s e c t i o n : 

tuas' - I - melodic fragment 
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Example 17(a) ' I n pace' - s t a r t of 2nd s e c t i o n 

m 
i | 1 n rn j i n I n i j i 

Example 17(b) ' I n manus tuas' - I - s t a r t of 2nd s e c t i o n 

Aft . IK\jV» 
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Gaude. aaude. aaude maris v i r g o 

This respond, w i t h i t s prose, was sung at second vespers on 

the Feast of the P u r i f i c a t i o n . Scored f o r s i x voices w i t h 

h i g h t r e b l e s , i t has been acclaimed by Harrison as the most 

s i g n i f i c a n t and highly-developed of Sheppard's responds: 

Sheppard's s i x - p a r t Gaude, gaude, gaude Maria with the 
prose Inviolata^ f o r second Vespers on the f e a s t of the 
P u r i f i c a t i o n i s the s o l e s u r v i v i n g example of a 
polyphonic s e t t i n g of both respond and prose, only the 
verse Gabrielem archangelum scimus and the Gloria Patri 
being sung i n plainsong. T h i s i s perhaps h i s f i n e s t 
work, and must be accounted one of the masterpieces of 
the l a s t y ears of the Sarum 
r i t e . I t i s based throughout on the plainsong transposed 
down a f i f t h as a monorhythmic cantus firmus, and the 
treatment i s an i n t e r e s t i n g demonstration of the manner 
of j o i n i n g the beginning and end of a prose, without 
breaks, to the words and music of a respond. 

2. I n Oxford, C h r i s t Church, MSS. 979-83 ^ 

The f u l l t e x t of t h i s respond i s given below. The sections 

not set p o l y p h o n i c a l l y by Sheppard but which use the 

o r i g i n a l p l ainsong are shown i n brackets. 

(Gaude, gaude, gaude Maria) 

Virgo cunctas haereses sola interemisti 
quae G a b r i e l i s Archangeli d i c t i s c r e d i d i s t i . 
Dum Virgo Deum et hominem genuisti et post partum, 
Virgo i n v i o l a t a permcinsisti. 

8. Harrison, Op.cit., 397-400 
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(Gabrielem archangelum scimus d i v i n i t u s te esse 
affatum: uterum tuum de s p i r i t u sancto credimus 
in5)regnatum erubescat Judeus i n f e l i x qui dicat 
Christ^mi ex Joseph semine esse natum.) 

Prose: 
V . l : I n v i o l a t a et Integra et casta es Maria 
V.2: Quae es e f f e c t a fulgida c o e l i porta. 
V.3: O mater alma C h r i s t i carissima. 
V.4: Suscipe laudum p i a praeconia. 
V.5: Nostra ut pura pectora s i n t et corpora. 
V.6: Quae nunc flagitemt devota voxque et corda. 
V.7: Tu da per precata d u l c i s sona. 
V.8: Nobis perpetua f r u i v i t a . 
V.9: O benigna quae sola i n v i o l a t a permansisti. 
(Gloria P a t r i et F i l i o , et S p i r i t u i Seincto.) 

An e x p l i c a t i o n of the method of performance i s as f o l l o w s : 

1. There i s a complete choral statement of the response 
i n which i m i t a t i v e e n t r i e s are based on the transposed 
cantus f i r m u s . This f i r s t s e c t i o n ends w i t h a p l a g a l 
cadence w i t h s eparately placed f i n a l chords. 

2. Solo plainsong verse ('Gabrielem') 

3. P a r t i a l response (from 'Dum v i r g o ' ) . The f i g u r e a t the 
word ' i n v i o l a t a ' i s used i n i m i t a t i o n t o provide a 
p i v o t between the response and prose. 

PROSE INTERPOLATION 

A f t e r each verse the c h o i r repeats the plainsong 
melody as a neujna (a v o c a l i z a t i o n of the l a s t vowel 
sung). 
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4. Verse 1 of the prose follows ('Inviolata 
Integra...') ending on the word 'Maria', with a 
major chord. 

5. Prose verse 2, 'Quae es effecta' follows, set f o r 
a l l voices, which has been the pattern i n t h i s 
piece up to t h i s point. 

6. Verse 3 of the prose, '0 mater alma' set for two 
trebles, two means and a bass follows. The cantus 
firmus has moved to the second mean. From t h i s 
verse onwards, the word 'gymel' appears which 
indicates solo performance. The cantus firmus i s 
i n the second mean, the other voice parts moving 
i n i m i t a t i o n . 

7. Prose verse 4, 'Suscipe' follows with the cantus 
firmus i n the f i r s t mean. This i s essentially the 
same music as f o r the t h i r d verse but the f i r s t 
t reble and f i r s t mean exchange parts with the 
second t r e b l e and the second mean. 

8. Prose verse 5, 'Nostra', set f o r two trebles, two 
means and bass follows. The cantus firmus i s i n 
the second mean. 

9. Prose verse 6 'Quae nunc' follows with the cantus 
firmus i n the f i r s t mean. An exchange of parts 
occurs again, as f o r verses 3 and 4. 

10. Prose verse 7 'Tu da per precata dulcis sona' set 
for two trebles, two means and a countertenor 
(which replaces the bass) follows. The cantus 
firmus i s i n the second mean. 
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11. Prose verse 8, 'Nobis', follows with the cantus 
firmus i n the f i r s t mean. This i s the same music 
as verse 7 and the f i r s t t r e ble and the f i r s t 
mean exchange parts with the second treble and 
the second mean, ending the gymel performance. 

12. Verse 9 of the prose i s f o r a l l voices and the 
cantus firmus i s again i n the tenor. This section 
leads back i n t o the response without a break. 

13. The response, ' I n v i o l a t a permansisti' ends as before. 

14. Soloists sing the plainsong 'Gloria P a t r i ' . 

15. The second h a l f of response, 'Et post partum', i s 
repeated. 
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THE HYMNS 

Sheppard's technique of hymn set t i n g requires some separate 

consideration as the genre i s essentially quite d i f f e r e n t 

from that of the respond. I t was the common practice of the 

period to incorporate the plainsong melody of the hymn into 

a polyphonic s e t t i n g as a monorhythmic cantus firrnus, 

usually i n the topmost voice. Odd numbered verses were 

usually sung to the o r i g i n a l plainsong while even numbered 

verses were treated polyphonically. The hymn could end 

e i t h e r w i t h a plainsong or a polyphonic verse, according to 

the number of verses i n the hymn. Sheppard follows t h i s 

basic procedure i n ten of his hymn settings. These are 

scored much more f l e x i b l y than are the responds: 

occasionally the plainsong i s to be found i n the tenor or 

the bass and one s e t t i n g even has i t i n the mean. One 

s e t t i n g uses the faburden of the plainsong f o r i t s bass 

l i n e . Only one se t t i n g , the Easter processional hymn 'Salva 

festa dies' does not use the chant at a l l i n i t s polyphony; 

instead, Sheppard provides a newly-composed r e f r a i n to be 

sung a f t e r each plainsong verse. 

94 



SHEPPARD'S TECHNIQUE OF COMPOSITION 

I t i s important to note that, unlike the responds, the 
hymns have strophic texts and i t would, therefore, be 
possible to apply the music composed f o r one particular 
verse t o the text of another. I t cannot be assumed that 
simply because Sheppard d i d not provide music f o r verse 4 
of 'Aeterne rex altissime' ( f o r example), that i t s manner 
of performance would necessarily have d i f f e r e d from the 
normal pattern noted above. I t i s quite l i k e l y that the 
polyphony given f o r verse 2 would have been repeated i n 
order t o maintain the pattern of alternating chanted verses 
with polyphony. This i s seen i n practice i n the second 
s e t t i n g of 'Adesto Sancta T r i n i t a s ' ; i f the openings of the 
polyphonic verses 2 and 4 are compared, i t w i l l be seen 
that the polyphony i s ess e n t i a l l y the same, and, where 
changes occur, they do so only to accommodate the natural 
i n f l e c t i o n s of the words: 

95 



SHEPPARD'S TECHNIQUE OF COMPOSITION 

Example I7a 

Opening polyphony of verse 2 

T*. co«- lo - iM« M \ U.- t\ 

I I I II n i i r ^ ^ 
T« tea. - \» - f iWi - v.\ - b'\. • a., 

1eMt-lo-r«*M»-Vv-tk-a, fviv. - U - bt - a , te coa-te - »w MI • 

rum u - tv -

Tcco« 
Example 17b 

Opening polyphony of verse 4 

I I f f I' I om 

VM. M«K cra d'* 

The hymns provide us with an example of v a r i a t i o n form, and 

t h i s may account f o r the much greater freedom of style that 

they e x h i b i t . 

- 96 



SHEPPARD'S TECHNIQUE OF COMPOSITION 

Example 18 shows the second half of the cantus firmus from 
Sheppard's f i r s t s e t t i n g of 'Adesto sancta T r i n i t a s ' and 
i l l u s t r a t e s the decoration, by means of occasional passing 
and escape-notes, of what i s essentially a monorhythmic 
cantus firmus: 

Example 18 

Second half of chant 

Adaption of cantus firmus f o r verse two (treble) 

M U M 

I -1 

J iJ > J 
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Sheppard occasionally applies another form of v a r i a t i o n to 
the f i n a l verse of a hymn by changing the mensuration (the 
temporal relationships between the note values). The effect 
of t h i s i s often e i t h e r to produce a faster tempo' or, i n 
modern terminology, a change from simple to compound time. 
Just such a change occurs i n the f i n a l verse of 'Beata 
nobis gaudia'" where the cantus firmus ( i n the mean)" and 
polyphony take on t r i p l e t movement. Example 19 shows the 
openings of verses 4 and 6: 

9. Benham, op. cit., 30, 200 notes that, while the opening 
verses of 'Aeterne rex altissime' and the f i r s t s e t t i n g of 
•Deus tuorum militum' have the signature ^ , the f i n a l 
verse i s marked with a new signature ^ , which was used 
to indicate a mensural diminution which was l i k e l y to have 
been interpreted as an acceleration i n performance. 

10. The change i s from tempus imperfactum cum prolatione 
imperfecta to tempus imperfectum cum prolatione perfecta. 

11. This i s the only hymn that has the plainsong cantus 
firmus i n the mean (as an inner voice) throughout. 
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Example 19a 
'Beata nobis gaudia' - s t a r t of verse 4 

po. - t r a Co. Sot>t Kflec, luji-bi 

Pa..-tr«i-ta W Ue <̂  • ct 

Example 19b 

'Beata nobis gaudia' - s t a r t of verse 6 

3>«,-<».vx« s<>.-crB. . to. p«-<- - to - Co. 

dU>tv\ Ŝ ^ 

taw pee.-to 

^vx-dloM S a - e r a . - fc**-
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The second half of the cantus firmus i n verse 6 i s treated 
very f r e e l y indeed, a l l but disappearing from the mean i n 
the f i n a l few bars of t r a n s c r i p t i o n . The treble part, 
however, retains i t s o u t l i n e : 

Example 20: the t r e b l e and mean voices compared with 

the o r i g i n a l chant - end of verse 6. 

Although delayed entries of the cantus firmus occur less 

frequently i n the hymns than i n the responds, Sheppard 

handles them i n the same way, eith e r by hiding the cantus 

firmus' entry amongst i m i t a t i v e entries which are 

independent of the chant (Example 21) or by hiding the 

cantus firmus' entry amongst i m i t a t i v e entries which share 

i t s head figure (Example 22): 
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Example 21 'Deus tuorum militum' - I 

(tenor cantus firmus entry, verse 2) 

Example 22 'Deus tuorum militum' - I I 

(treble cantus firmus entry, verse 4) 

•Sancte Dei pretiose', the hymn f o r Vespers on the Feast of 

St Stephen, i s the only one of Sheppard's hymns to be based 
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on the faburden of the chant (transposed up a fourth) , 
rather than the chant i t s e l f . As there are only three 
verses, only the second i s set polyphonically. Sheppard's 
faburden here i s derived almost e n t i r e l y from p a r a l l e l 
t h i r d s or unisons w i t h the o r i g i n a l (transposed) chant, 
decorated with the occasional passing or escape note." 
Example 23 shows the cantus firmus and the transposed 
plainsong melody together. There i s cl e a r l y an incongruity 
with the tenth note of the chant, suggesting that the chant 
upon which Sheppard wrote t h i s faburden had two Gs f o r i t s 
tenth and eleventh notes, which transposed, would produce 
two Cs, giving expected i n t e r v a l s of a unison followed by a 
t h i r d at t h i s point: 

12. A technical explanation of faburden i s given by Frank 
L I Harrison, 'Faburden i n practice', MD 16, 11-34 
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Example 23 

chant= o faburden= 

=et: 
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A HYMN REQUIRING SPECIAL COMMENT 

'Sacris solemniis' i s an eight part s e t t i n g of the hymn f o r 

F i r s t Vespers on Corpus C h r i s t i and i s perhaps the most 

elaborate of a l l Sheppard's hymn settings. S t y l i s t i c a l l y , 

i t may be paired w i t h the respond, 'Gaude, gaude, gaude 

Maria virgo'. Of the seven verses, Sheppard provides 

polyphony f o r three (verses 2, 4 and 6) with verses 2 and 6 

sharing the same music, thus framing verse 4 which i s 

scored quite d i f f e r e n t l y and which, with i t s contrasting 

high and low textures, i s reminiscent of his scoring of the 

prosa to 'Gaude,gaude, gaude' . Similar also i s the use of 

the paired top voices to which the cantus firmus i s 

assigned which at times sing i n unison and then separate i n 

gymel. 

The cantus firmus i n the paired treble parts i s ornamented 

i r r e g u l a r l y , i n a manner not found i n any other of 

Sheppard's hymns. Sometimes i t i s presented i n even notes, 

sometimes i t i s ornamented; sometimes fragments of the 

chant are augmented and sometimes diminished or even 

momentarily omitted altogether. Example 24 shows the 

plainsong chant and the two upper voices of verses 2 and 4. 

•104-



SHEPPARD'S TECHNIQUE OF COMPOSITION 

Correlations of the chant and Sheppard's line are 
indicated 'X' (chromatically altered notes [X]). The text 
has been omitted f o r visual c l a r i t y : 

Example 24 

Chant: 

Verse 2 

< w 
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Verse 4: 

r > S X X c-
X X 

Sheppard's repeated use of the 'English' cadence figure, 

with a descending voice singing a flattened leading-note 

against the sharpened leading-note of an ascending voice, 

i s a marked feature of t h i s hymn (Example 25). 
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Example 2 5 

(J(x. *rt r t - C t t - V 

t^oc-kii r t - t o - •̂<--t>*̂ r 

. na. T>ik- vi5 -Sv-t-NA. 

no. •«> 

iJu«.CKMh«J ere • -
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USE OF DISSONANCE 

The use of such ' E n g l i s h ' cadence f i g u r e s noted i n 

Example 25 i s not, i n i t s e l f p a r t i c u l a r l y remarkable i n 

music of t h i s p e r i o d and i t i s explainable i n terms of 

notated iuusica ficta which would have been a p p l i e d quite 

n a t u r a l l y i n performance. According to the l i n e a r motion of 

the v o i c e p a r t s , the l e a d i n g notes were r a i s e d i n ascent 

but lowered i n descent. Example 26, below, i l l u s t r a t e s the 

new dissonances that a r i s e by applying the p r i n c i p l e s of 

musica f i c t a " to Thurlow's t r a n s c r i p t i o n of the f i n a l 

'Amen' from the hymn 'Jesu s a l v a t o r s a e c u l i , Redemptis'." 

13. Thurlow's e d i t o r i a l a c c i d e n t a l s are shown i n square 
b r a c k e t s . Examples i n t h i s s e c t i o n are taken from both the 
hymns and the responds. For v i s u a l c l a r i t y , where p o s s i b l e , 
they a r e quoted i n short score, without t e x t . The number of 
v o i c e s p e r s t a v e i s i n d i c a t e d by arrows and e d i t o r i a l 
v o i c e s a r e l a b e l l e d as such. 

14. As the two hymns share an i d e n t i c a l f i r s t l i n e of text, 
they a r e d i s t i n g u i s h e d i n r e f e r e n c e s by i n c l u d i n g the f i r s t 
word of t h e i r second l i n e thus: 'Jesu s a l v a t o r s a e c u l i , 
Redemptis' and 'Jesu s a l v a t o r s a e c u l i , Verbum'. 
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Thurlow d e s c r i b e s t h i s s o r t of dissonance as 'harmonic', 

and d i s t i n g u i s h e s i t from polyphonic dissonance thus:" 

much of the polyphonic dissonance i n Sheppard's w r i t i n g 
(as opposed to the harmonic dissonance caused by 
c o n f l i c t i n g a c c i d e n t a l s on the same letter-name note) 
d e r i v e s from the use of dissonant passing-notes on 
accented beats, consonants often being sounded between 
the accented b e a t s . 

HARMONIC DISSONANCES 

Harmonic dissonances may occur i n two forms, e i t h e r with 

the dissonant notes sounding i n j u x t a p o s i t i o n (Example 27) 

or together (Example 2 8 ) : " 

15. Op. cit., 372 

16. pp. c i t . , 351-375 

17. The point of d i s c o r d under d i s c u s s i o n i s marked by an 
a s t e r i s k below the lowest stave. Bar number c i t a t i o n s r e f e r 
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Example 27a 

Hymn: 'Jesu s a l v a t o r s a e c u l i , Verbum' (v.2, bb.1-3) 

Example 27b 

Respond: 'Laudem d i c i t e ' (bb.20-21) 

Example 28a 

Respond: 'Laudem d i c i t e ' (bb.40-42) 

# 
m 
m 
m 

to Chadd's e d i t i o n of the responds and Thurlow's e d i t i o n of 
the hymns. Two examples of each type of dissonance are 
given. 
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Example 28b 

Hymn: 'A s o l i s o r t u s cardine' (v.2, bb.1-3) 

POLYPHONIC DISSONANCES 

Tension preceding a cadence i s o f t e n b u i l t up by causing 

suspensions to f o l l o w each other i n c l o s e succession, thus 

making the f i n a l r e s o l u t i o n a l l the more e f f e c t i v e : 

Example 29 

Hymn: 'Deus tuorum militum' - I (v.2, bb.9-11) 

l ' (J 1.1 I 

Example 30 

Respond: 'Audivi vocem' (bb.5-6) 
o 
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Sheppard very f r e q u e n t l y delays the r e s o l u t i o n of the f i f t h 
note of h i s f i n a l chord thus producing a 6 - 5 progression. 
Depending upon the mode, the suspended s i x t h may be e i t h e r 
major or minor. T h i s i s o f t e n used alone or with a rhythmic 
e x t e n s i o n i n another v o i c e - p a r t : 
Example 31 

Respond: 'Laudem d i c i t e (bb.40-42) 

Example 32 

Hymn: 'Deus tuorum militum' - I (v.2, bb.10-12) 

There can a l s o be found examples of 'forced' p a s s i n g 

n o t e s , " by which a major 2nd i s sounded above a sustained 

note, the s u s t a i n e d note r e s o l v i n g upward ( i n the following 

example, as an upper a u x i l i a r y note which then proceeds to 

r e s o l v e downward): 

18. Thurlow, Op. cit., 363 
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Example 3 3 

• A l l e l u i a V. Per te, Dei g e n i t r i x ' (bb.1-2) 
1 b J 1 . 11 . 

r . 1 l - l 

-J - • ^ U US ̂  
The f o l l o w i n g example shows a more s t r i k i n g l y dissonant 

e n t r y : 

Example 34 - 'Ave maris S t e l l a ' (v.6, bb.6-7): 

J L 

The f o l l o w i n g two examples show how decorated vocal l i n e s -

which, i n d i v i d u a l l y , seem to be c o n t r a p u n t a l l y quite 

l o g i c a l with the i m p l i e d t r i a d - can, i n combination with 

each other, almost obscure the t r i a d completely: 

Example 35 

Respond: 'Verbum c a r o factum e s t ' (bb.19-20): 
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Example 36 

Respond: 'Verbum caro factum e s t ' (b.32) 

— t — 

I n g e n e r a l , Sheppard chooses t e x t u r e s which are t h i c k and 
s 

sonorous, yet, at times, seem to t r a n s g r e s s the bounds of 

mus i c a l decorum." Wulstan expresses the f o l l o w i n g opinion: 

I f these e f f e c t s are sometimes achieved at the expense 
of convention, i t i s because he considered the l i s t e n e r 
more important than the pundit. Preparations of 
suspensions on d i s c o r d s , upward r e s o l v i n g suspensions, 
and other s t r i k i n g p e c u l i a r i t i e s are p e r f e c t l y 
e x p l i c a b l e i n sound, i f not r e c o n c i l a b l e with 
P a l e s t r i n a ' s technique.^" 

Some of Sheppard's music can, at f i r s t , be d i s c o n c e r t i n g to 

the l i s t e n e r . The d e n s i t y of h i s w r i t i n g does lend h i s work 

an aura of grandeur but u n r e l e n t i n g t h i c k n e s s of texture 

coupled w i t h unconventional p a r t - w r i t i n g can introduce an 

element of confusion f o r the l i s t e n e r . As Wulstan suggests, 

the progress of the p a r t - w r i t i n g i s not immediately 

19. Thurlow, op. c i t . , Chapter 6, l i s t s numerous examples 
of weak moments i n Sheppard's polyphony:- exposed 
i n t e r v a l s , consecutives, dissonant e n t r i e s and upwardly 
r e s o l v i n g dissonances. 

20. David Wulstan, Tudor Music (London, 1985), 299-300 
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apparent, but from the s y n t h e s i s , l i s t e n e r s can be misled 
to b e l i e v e that they p e r c e i v e p a r t movements which, i n f a c t 
are not present. T h i s i s not always s u f f i c i e n t , however, 
f o r the e v o l u t i o n of Western music has produced c e r t a i n 
musical expectations l i n k e d to our p h y s i c a l experience of 
t e n s i o n and r e l a x a t i o n . The case could be made that a 
dissonance, i n the context of t h i s period of music h i s t o r y , 
can o n l y be s a t i s f a c t o r i l y resolved by a downward 
pro g r e s s i o n , a k i n with p h y s i c a l r e l a x a t i o n ; a concept 
i m p l i c i t i n the work of so many of Sheppard's 
contemporaries. 

Those moments when Sheppard scores h i s work more t h i n l y or 

allows a c o n t r a s t i n g r e d u c t i o n i n the v o c a l f o r c e s (for 

example, i n the reduced f o r c e s at the grymel i n 'Gaude, 

gaude, gaude Maria Virgo' or the s m a l l e r s c a l e Lenten 

responds) arguably provide us with examples of h i s w r i t i n g 

a t i t s most e f f e c t i v e i n which the i n d i v i d u a l i t y of the 

p a r t s i s most apparent. 
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One of the major problems w i t h which any modern e d i t o r of 

music of t h i s p e r i o d has to d e a l i s how to notate the music 

i n a manner which conveys as accurate an impression as 

p o s s i b l e of the composer's i n t e n t i o n with regard to the 

vo c a l s c o r i n g , and t h e r e f o r e the p i t c h , of the music. 

There are b a s i c a l l y three methods of approaching t h i s 

problem. Some e d i t o r s have endeavoured to discover, by 

h i s t o r i c a l r e s e a r c h , the p r e c i s e p i t c h at which Sheppard's 

s i n g e r s would have performed t h i s music and t h e i r e d i t i o n s 

show e x a c t l y t h i s t r a n s p o s i t i o n i n modern 'keys'. A second 

group of e d i t o r s , while not i n d i c a t i n g an exact 

t r a n s p o s i t i o n , n e v e r t h e l e s s designates the v o c a l l i n e s to 

modern v o i c e p a r t s according to the w r i t t e n compass of 

t h e i r source. A t h i r d group of e d i t o r s has provided 

t r a n s c r i p t i o n s i n modern n o t a t i o n but has r e t a i n e d the 

v o c a l nomenclature used i n the primary sources, thereby 

t a k i n g a n e u t r a l stance on the whole i s s u e of performance 

p i t c h . 
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David Wulstan d i s t i n g u i s h e s between voice names and part 

names and suggests that s i x t e e n t h century part names do not 

n e c e s s a r i l y denote a p a r t i c u l a r v o i c e . He a l s o expresses 

the opinion t h a t the c l e f s used had a s p e c i a l s i g n i f i c a n c e : 

the c l e f s i n which a piece i s w r i t t e n i n the sources are 
a code t h a t guides the performer to the c o r r e c t 
t r a n s p o s i t i o n . . . t h i s i s backed up by c o l l a t i o n s of 
d i f f e r e n t sources e x i s t i n g i n c o n f l i c t i n g keys and 
c l e f s , which are reso l v e d by reference to the c l e f code. 

L i k e Wulstan, Roger Bray a l s o advocates upward 

t r a n s p o s i t i o n by a minor t h i r d f o r choral music of t h i s 

p e riod. He notes t h a t the few s u r v i v i n g organ cases from 

the l a t e s i x t e e n t h century, the ' c h a i r ' case a t Gloucester 

and the main case a t King's College, Cambridge, were b u i l t 

to house pipes w i t h a maximum length of ten f e e t . From t h i s 

evidence he p o s t u l a t e s t h a t many Tudor, l i k e Jacobean 

organs, may have been tr a n s p o s i n g instruments: 

Surely our Jacobean o r g a n i s t would recognize the 
i n s t r u c t i o n s ; depress C to sound F. The evidence 
suggests t h a t h i s e a r l y Tudor counterpart i s being t o l d 
p r e c i s e l y t h i s , i n order to give the s t a r t i n g p i t c h to 
the plainsong intoner. We must remember t h a t the 
plainsong i s not copied i n t o the choirbook.^ 

As f u r t h e r evidence i n support of the hypothesis that the 

s i n g e r of the i n c i p i t may have taken h i s p i t c h from the 

1. David Wulstan, 'The Problem of P i t c h i n 
s i x t e e n t h - c e n t u r y E n g l i s h v o c a l music', PRMA, 93, 98 

2. Roger Bray, 'More L i g h t on E a r l y Tudor P i t c h ' , EM, 8, 
35-42 
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organ (thereby p r o v i d i n g a tenuous l i n k between organ p i t c h 
and v o c a l p i t c h ) he e x p l a i n s some annotations to a 
Magnificat by Cornysh which appears i n the Caius Choirbook 
thus: 

I n the case of the Cornysh, the wording 'Ut i n C fa u t ' 
must mean, 'your ut, or F i n a l , i s C . Both plainsong and 
polyphony begin on C as the f i f t h degree, but the F i n a l 
(ut) i s indeed C i n terms of a transposing organ, or F 
i n terms of the choir.^ 

Roger Bowers d i s p u t e s t h i s explanation^ and, by 

i m p l i c a t i o n , d e n i e s t h a t any such l i n k can be made between 

organ and v o c a l p i t c h . He suggests t h a t the i n s c r i p t i o n i n 

the Caius choirbook, and others l i k e i t , was simply an 

a d d i t i o n a l cue f o r the l e s s experienced s i n g e r s , w r i t t e n 

' to ensure that on commencing the polyphony, the boys began 

by reading the music i n the hexachord most appropriate to 

the contour of t h e i r l i n e . ' Thus, 'Ut i n C f a ut' was 

nothing more than a reminder f o r the boys to read 'C as 

'ut' i n the c hexachord. 

I n h i s e d i t i o n of the responds, David Chadd w i s e l y 

advocates a c a u t i o u s approach to the p r e s e n t a t i o n of 

4". Roger Bowers, ' B^xrther thought on e a r l y Tu^or p i t c h ' , 
EM, 8, 368-74 
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s i x t e e n t h century c h o r a l music i n modern ve r s i o n s 
transposed according to any p a r t i c u l a r theory:' 

That t r a n s p o s i t i o n of c e r t a i n sixteenth-century 
polyphony was often p r a c t i s e d i n performance there can 
be l i t t l e doubt. But... i t seems not altogether 
s a t i s f a c t o r y to s u b s t i t u t e a new s o r t of notational 
f i x i t y for an o l d one. The former i s u n l i k e l y to be 
u n i v e r s a l l y a p p l i c a b l e , and i t would e f f e c t i v e l y obscure 
the l a t t e r , which presumably had some reason behind 
i t . . . . where t r a n s p o s i t i o n i s thought d e s i r a b l e i t 
should be (as i t must have been) a matter of 
i n t e r p r e t a t i o n and not of p r e s c r i p t i o n . . . 

Although Chadd, u n l i k e Wulstan, does not suggest a s p e c i f i c 

t r a n s p o s i t i o n of the responds, he does, n e v e r t h e l e s s , 

i n d i c a t e v o i c e - p a r t s according to t h e i r w r i t t e n compass 

( i . e . the c l e f s used) i n the primary source. Bowers and 

other s c h o l a r s have argued that the c l e f s used by Sheppard 

and h i s contemporaries have l i t t l e b e a r i n g on the a c t u a l 

performing p i t c h of the music. According to t h i s theory, 

p l a i n s o n g notated on a f o u r - l i n e s t a v e was performed i n the 

same compass, no matter what c l e f was i n use. The c l e f 

s e r v e d to i n d i c a t e t o the performer where the semitones l a y 

w i t h i n that o v e r a l l compass but gave him no information as 

to the performing p i t c h whatsoever. 

P i t c h was conveyed not by the c l e f but by the 
e x t r e m i t i e s of the s t a f f ; i t s highest and lowest p i t c h e s 
conveyed the s i n g e r ' s highest and lowest usual notes, 
and [the l o c a t i o n of] the c l e f (expanded where necessary 

5. David Chadd, EECM, 17 (Notes on Performance) p . x i v 
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by a s t a f f - s i g n a t u r e ) merely purveyed the pattern of 
tones and semitones between them....'' 
The c l e f , t h e r e f o r e , d i d not convey any i n s t r u c t i o n 
regarding the a c t u a l sounding p i t c h . No question of 
' t r a n s p o s i t i o n ' a r i s e s ; the task which the modern 
performer of t h i s music fi n d s himself t a c k l i n g i s never 
to take a s p e c i f i e d p i t c h and transpose i t to another, 
but to find a p i t c h f o r a piece of music which, i n the 
notated form i n which i t has come down to us, has 
none.... Not u n t i l the l a t e r 16th century (and following 
the Reformation) , when the invention of the verse s t y l e 
f i r s t a s s o c i a t e d performance by voice with simultaneous 
performance on a f i x e d - p i t c h instrioment, d i d any element 
incorporated w i t h i n the notation of e c c l e s i a s t i c a l vocal 
music i n England even need to begin to assume the r o l e 
of conveying a sense of p r e s c r i b e d and designated 
p i t c h . ' 

The question of a c h i e v i n g c o r r e c t v o c a l p i t c h poses a 

s p e c i a l problem i n those responds which do not use the 

chant as a monorhythmic cantus firmus i n the polyphony. I n 

these p i e c e s , i t i s n e c e s s a r y f o r the e d i t o r to decide the 

p i t c h r e l a t i o n s h i p s between the polyphony, and the chant 

w i t h which i t i s juxtaposed. His d e c i s i o n , therefore, has a 

b e a r i n g on the i n t e r n a l s t r u c t u r e and i n t e g r i t y of the 

composition. T h i s a p p l i e s to three of the four Lenten 

Compline responds (the second s e t t i n g of ' I n manus tuas' 

has a long note cantus firmus throughout so no problem 

e x i s t s : the polyphony must be performed with the cantus 

6. Roger Bowers, 'To chorus from q u a r t e t : the performing 
r e s o u r c e f o r E n g l i s h church polyphony, c.1390-1559', 
English choral practice 1400-1650, ed. John Morehen 
(Cambridge, 1995) quoted by the author i n 'Key evidence', 
MT, 138, 5 
7. Roger Bowers, 'Key evidence', MT, 138, 5-6 . 
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f irmus i n the same ambit as the plainsong) . Example 36 
shows Chadd's t r a n s c r i p t i o n of the opening polyphony and 
chant of ' I n pace': 

Example 36 

e,t ft e. - 9 < : « A i . 

Two f e a t u r e s of t h i s t r a n s c r i p t i o n need explanation. One 

would expect the f i n a l of the polyphony and the chant to 

match, which they do not (the f i n a l of the polyphony here 

i s ' C , while that of the chant i s 'g'). I n addi t i o n , i t i s 

•121-



PROBLEMS OF EDITING AND INTERPRETATION 

most u n l i k e l y that Sheppard intended 'In pace' to be sung 
by a c h o i r with high t r e b l e s and no basses. I f , however, 
the polyphony i s transposed down a fourth, both of these 
o b j e c t i o n s are d e a l t with; the polyphony and chant now have 
the same f i n a l ('g') and the p a r t s can be comfortably 
a l l o c a t e d to a bass, two tenors and a mean. 

The same e d i t o r i a l approach might a l s o be taken i n the 

f i r s t s e t t i n g of ' I n manus tuas', the chant of which i s i n 

the Lydian mode with an ' f f i n a l . Sheppard's polyphonic 

i n c i p i t s t a r t s with a 'c' f i n a l and ends with ( i n modern 

terminology) a p e r f e c t cadence on 'd' . The verse, a l s o , 

begins with a 'c' f i n a l and ends with an imperfect cadence 

on a. Whilst both of these cadence p o i n t s and t h e i r 

j u x t a p o s i t i o n with the chant that follows them work w e l l i n 

t h i s manner, i t w i l l be seen that i f the polyphony i s 

transposed down a f i f t h , a d i f f e r e n t r e l a t i o n s h i p i s 

e s t a b l i s h e d between polyphony and chant. Example 37, below, 

shows these cadence p o i n t s with a l t e r n a t i v e workings and 

the chant that f o l l o w s : 
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Example 37a: 'In manus tuas, Domine • - I (end of i n c i p i t ) 

< V \ « . - J ( V \ 

Example 37b: ' I n manus tuas, Domine' - I (end of verse) 

The t h i r d s e t t i n g of ' I n manus tuas' might p o s s i b l y be 

t r e a t e d i n a s i m i l a r manner, the polyphony being transposed 

down a f i f t h . T h i s , however, would r e s u l t i n an 

u n c h a r a c t e r i s t i c a l l y low bass p a r t . Upward t r a n s p o s i t i o n of 
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a fourth, although a p o s s i b i l i t y , would e f f e c t i v e l y produce 

a s c o r i n g f o r tenor, mean and t r e b l e . I f a r e c o n c i l i a t i o n 

i s to be e f f e c t e d , i t i s the chant ( i n t h i s case, the 

i n c i p i t and the v e r s e ) that needs to be transposed up a 

f i f t h . I t has be suggested that there might be a fourth, 

missing, v o i c e - p a r t which paraphrased the plainsong. I t 

w i l l be noted, however, t h a t the bass p a r t as i t stands i s 

such a paraphrase. Example 38 compares the chant 

(transposed up a f i f t h ) and the bass p a r t of the 

polyphonic response: 

Example 38: 
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In t h e i r t r a n s c r i p t i o n s of 'In pace', both Harrison' and 
Wulstan p l a c e the plainsong and the polyphony i n the same 
r e l a t i o n s h i p to each other as does Chadd. These e d i t o r s 
disagree with Chadd, however, i n t h e i r t r a n s c r i p t i o n s of 
the f i r s t s e t t i n g of ' I n manus tuas'. Ignoring Wulstan's 
o v e r a l l t r a n s p o s i t i o n of these p i e c e s he, l i k e Harrison, 
p l a c e s the plainsong of the f i r s t s e t t i n g a tone higher 
than Chadd i n r e l a t i o n to the polyphony. I n Wulstan's 
t r a n s c r i p t i o n of the t h i r d s e t t i n g , the polyphony i s 
e f f e c t i v e l y a f i f t h lower than Chadd's, thus presenting i t 
i n the same mode as the p l a i n s o n g as one would expect. 

I n r e s p e c t of Wulstan's a s s e r t i o n s regarding the 

absoluteness of performing p i t c h , i n the absence of 

p o s i t i v e proof of the c o r r e c t n e s s of h i s clef-code theory,' 

the only s a f e course i s to admit that we have no way of 

knowing the i d e a l or absolute performance p i t c h used by 

Sheppard's s i n g e r s and the only p i t c h information we have 

i s r e l a t i v e , that of one v o i c e to another. 

8. John Sheppard, Sects Responsorien, ed. F. L I . Harrison, 
Das Chorwerk, 84, (Wolfenbuttel, 1960) 

9. David Wulstan, 'The Problem of P i t c h i n 
s i x t e e n t h - c e n t u r y E n g l i s h v o c a l music', PRMA, 93, 97-112 
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I t might be of p r a c t i c a l use i f i t were p o s s i b l e to 
d i s c o v e r the c h o r a l f o r c e s f o r which Sheppard intended any 
p a r t i c u l a r s e t t i n g . So f a r as we know, Sheppard was 
a s s o c i a t e d with only two c h o r a l i n s t i t u t i o n s i n the course 
of h i s l i f e , Magdalen College, Oxford and the Chapel Royal. 
At t h i s time, each was renowned f o r the e x c e l l e n c e of i t s 
s i n g e r s and yet each i n s t i t u t i o n c l e a r l y had a unique 
c h a r a c t e r . With i t s s i x t e e n c h o r i s t e r s , Magdalen College 
had a l a r g e r group of w e l l - t r a i n e d boys than almost any 
other c h o i r a t th a t time. I t would seem l i k e l y that 
Sheppard would have taken f u l l advantage of t h i s resource 
during h i s time as informator there, perhaps by w r i t i n g f o r 
high or d i v i d e d t r e b l e s . ( I t should be remembered that the 
more u s u a l boys' range was th a t of the mean with a notated 
range of g to C ' with only o c c a s i o n a l excursions up to 
e''. High t r e b l e s , on the other hand, operated p r i n c i p a l l y 
i n the notated range e' to g ' ' ) . T h i s approach, however, 
must be t r e a t e d with great caution as the p i t c h ranges of 
the i n d i v i d u a l p a r t s cannot be assumed to c o r r e l a t e with 
absolu t e p i t c h v a l u e s . The only s a f e course would be to 
examine f u l l y - s c o r e d p i e c e s , the range of which p l a c e s i t 
without doubt i n a p a r t i c u l a r range of absolute p i t c h , and 
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note any p a r t i c u l a r v o i c e of the c h o i r that i s ex p l o i t e d 
to p a r t i c u l a r l y good e f f e c t w i t h i n t h i s framework. 

Unfortunately, the more remarkable p i e c e s r e v e a l l i t t l e i n 

t h i s r e s p e c t : 'Gaude, gaude, gaude Maria Virgo' and the 

e i g h t p a r t hymn, 'A s o l i s ortus cardine' both e x p l o i t 

m u l t i p l e upper and m u l t i p l e lower p a r t s . 

I t was suggested e a r l i e r t h a t some i n s i g h t might be gleaned 

by looking a t the d i s p o s i t i o n of the v o i c e s w i t h i n any 

composition. Yet i t i s l e s s l i k e l y , i n i s o l a t i o n , to be the 

mere presence of a p a r t i c u l a r v o c a l range that provides the 

c l u e as to whether Sheppard was at Magdalen College or the 

Chapel Royal at the time of the composition, than the 

number of r e a l p a r t s t h a t are w r i t t e n f o r a p a r t i c u l a r 

t e s s i t u r a . The i n f e r e n c e from t h i s i s that a preponderance 

of p a r t s f o r low v o i c e s may i n d i c a t e h i s presence at the 

Chapel Royal (and t h e r e f o r e a composition date a f t e r about 

1552, when he became a Gentleman of the Chapel Royal) 

whereas a preponderance of p a r t s f o r unbroken v o i c e s may 

p o i n t towards h i s being a t Magdalen College. 
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The presence of a long-note tenor cantus firmus i s perhaps 
not of any great relevance i n t h i s c o n s i d e r a t i o n for t h i s 
p a r t would, most probably, have been assigned to l e s s 
expert c h o i r men or even to the s i n g i n g c l e r i c s who would 
have been thoroughly f a m i l i a r with the chant. 

By t h i s c r i t e r i o n , the former category might include the 

hymns with four or more p a r t s (excluding a tenor cantus 

firmus) f o r men's v o i c e s : " 'Beata nobis gaudia', 'Deus 

tuorum militum' ( n o . l ) , 'Jesu s a l v a t o r s a e c u l i , Redemptis' 

and 'Salva f e s t a d i e s ' , a l l of the Mass ' A l l e l u i a s ' and the 

responds, ' C h r i s t i v i r g o d i l e c t i s s i m a ' , 'In manus tuas 

Domine' - I I , ' J u s t i i n perpetuum vi v e n t ' , 'Laudem d i c i t e 

Deo nostro' ( s p e c i f i c a l l y marked 'for men'), ' S a c r i s 

s o l e m n i i s i u n c t a s i t gaudia' and the f i r s t s e t t i n g of 

' S p i r i t u s Sanctus procedens'. I t might a l s o include the 

f o l l o w i n g hymn and respond p a i r s which are l i n k e d 

l i t u r g i c a l l y and share s i m i l a r i t i e s of s c o r i n g : the 

respond, 'Laudem d i c i t e Deo nostro' and hymn, 'Jesu 

s a l v a t o r , Redemptis', f o r f i r s t Vespers on A l l S a i n t s ; and 

the respond, ' S p i r i t u s Sanctus procedens' and hymn, 'Beata 

10. See Appendix B 
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nobis gaudia', f o r Whitsunday. There are s i x other hymn and 
respond p a i r s which are l i t u r g i c a l l y linked.'^ 

I t i s i n t e r e s t i n g to note the d i f f e r e n t voice groupings 

t h a t Sheppard uses i n those i n s t a n c e s where he has provided 

a l t e r n a t i v e v e r s i o n s of the same hymn or respond, f o r 

example, the two s e t t i n g s of 'Deus tuorum militum'. I t i s 

p o s s i b l e that these represent a l t e r n a t i v e s e t t i n g s f o r 

d i f f e r e n t c h o i r s , but there are, of course, numerous 

reasons, both m u s i c a l and extra-musical, why a l t e r n a t i v e 

s e t t i n g s should have been produced, ranging from the simple 

d e s i r e f o r t e x t u r a l v a r i e t y to the p r a c t i c a l need to 

provide music f o r occas i o n s when the vo c a l f o r c e s of the 

upper or lower p a r t s were reduced f o r some reason. Another 

reason f o r caution i s th a t we cannot assume that Sheppard's 

l i n k s w i t h Magdalen College were severed simply on account 

of h i s appointment to the Chapel Royal. I t i s not 

imposs i b l e that, f o r a time, he was a s s o c i a t e d with both 

11. These a r e : hymn, ' C h r i s t e redemptor, Conserva' and 
respond, ' J u s t i i n perpetuum' f o r second Vespers on A l l 
S a i n t s ; hymn, 'Sancte Dei p r e c i o s e ' and respond, 'Impetum 
fecerunt unanimes' f o r the Feast of St Stephen; hymn, 
'Hostis Herodes impie' and respond, 'Reges T h a r s i s et 
i n s u l a e ' f o r the Epiphany; hymn, 'Ave maris S t e l l a ' and 
respond, ' C h r i s t i v i r g o d i l e c t i s s i m a ' f o r the Annunciation; 
hymn, 'Martyr Dei unicum' and respond, ' F i l i a e Hierusalem' 
f o r F e a s t s of Martyrs and Confessors from E a s t e r t i d e to 
Whitsun and hymn, 'Aeterne rex a l t i s s i m e ' and each of the 
two respond s e t t i n g s , 'Non conturbetur cor vestrum'. 
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i n s t i t u t i o n s simultaneously and therefore used music 
o r i g i n a l l y w r i t t e n f o r the one w h i l s t i n the s e r v i c e of the 
other. 

An a p p r a i s a l of the number of s p e c i f i c voice p a r t s put to 

use i n any composition i s f u r t h e r complicated by the f a c t 

t h a t , i n p r a c t i c e , there was no c l e a r d i s t i n c t i o n between 

tenor, countertenor and a l t o . Any a l l o c a t i o n of p a r t s i s 

l i k e l y to be m i s l e a d i n g u n l e s s t h i s i s understood. Wulstan 

s t a t e s :• 

F i v e d i s t i n c t v o i c e s are used by Sheppard. They are not 
s p e c i f i e d i n the part-books; t h e i r names and ranges are 
known from t h e o r e t i c a l works and 'eponymous' sources 
( i . e . those c a r r y i n g voice-names) of a s l i g h t l y l a t e r 
period. The highest voice was the treble, which ascended 
as high as ab' ' or bb' ' and was as Charles B u t l e r stated 
i n h i s t r e a t i s e of 1636, "a high c l e a r voice". The mean 
was a voice (boy's or woman's) of d i f f e r i n g q u a l i t y , no 
doubt akin to the modern c o n t i n e n t a l boy a l t o : i t s 
compass was from bb to eb''. The a l t o or countertenor 
(there was no d i s t i n c t i o n between the two names, i n 
s p i t e of many misleading comments on t h i s point) was the 
highest man's voice, having a f a l s e t t o compass (apart, 
probably from the lowest notes) of eb to bb'. There were 
u s u a l l y two equal groups of a l t o s i n the c h o i r . . . . The 
tenor was not a h i g h l y esteemed voice; the tenors had to 
s i n g the chant, and were probably what would now be 
c a l l e d high b a r i t o n e s . The tenor compass was v a r i a b l e , c 

f (or h i g h e r ) . An intermediate baritone voice i s 
sometimes c a l l e d for i n p i e c e s for men's voices alone 
(e.g. Laudem dicite, Spiritus Sanctus) but does not seem 
to have had a separate name. The bass voice (Ab - db', 
with o c c a s i o n a l lower or higher notes) sustained a 
s l i g h t l y higher t e s s i t u r a than i s now the case, for the 
obvious reason th a t i n a t h i c k polyphonic texture i t s 

12. David wulstan, John Sheppard, Collected Works, Vol.1, 
1978 ( e d i t o r i a l commentary) page v. 
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contrapuntal c o n t r i b u t i o n would not be properly evident 
i n the lowermost part of the voice. 

While Wulstan's degree of p r e c i s e n e s s i n r e l a t i o n to the 

sounding p i t c h (as d i s t i n c t from the notated p i t c h ) of the 

v o i c e s may be open to question, h i s d e s c r i p t i o n does help 

to c l a r i f y the spectrum of v o i c e s that was l i k e l y to have 

been a v a i l a b l e to Sheppard. When balanced with Roger 

Bowers' a s s e r t i o n t h a t t h e r e was no d i s t i n c t i o n between a 

s i x t e e n t h century tenor and countertenor," i t i s p o s s i b l e 

to make an informed guess a t the true s t a t e of a f f a i r s that 

there probably were f i v e d i s t i n c t v oice groupings, t r e b l e s , 

means, a l t o s , tenors and basses, with an overlap between 

the mean and t r e b l e s " and an overlap between the a l t o s and 

t e n o r s . " 

13. Roger Bowers, 'Vocal s c o r i n g ' , JRMA 112/1, 38-76. 

14. See Roger Bowers ('The Performing P i t c h of E n g l i s h 15th 
Century Polyphony' Early Music 8/1, January 1980, 21) . The 
a s s e r t i o n i n t h i s essay t h a t there were only four vocal 
groupings and that the mean was sung by a broken voice, 
thereby b l u r r i n g the d i s t i n c t i o n between mean and a l t o or 
countertenor r e f e r s s p e c i f i c a l l y to vocal polyphony before 
the second h a l f of the f i f t e e n t h century. The s t a t u s quo 
changed with the i n t r o d u c t i o n of boys' v o i c e s i n t o 
polyphonic s e t t i n g s i n about 1460. Before that time. Bowers 
maintains t h a t boys' v o i c e s were r e s t r i c t e d p r i n c i p a l l y to 
plai n s o n g . 

15. See Appendix C. The par t names a l l o c a t e d i n the 
responds a r e Chadd's who i s g e n e r a l l y more conservative, 
w i t h regard to the o r i g i n a l c l e f s , than i s Wulstan 
(although, as noted e a r l i e r , t h i s may a c t u a l l y produce an 
incorrect v o i c e d e s i g n a t i o n ) . There i s a c l e a r overlap, and 
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sometimes a d u p l i c a t i o n between tenor, countertenor ( i . e . 
tenors with an extended range) and a l t o . There are 
i n s t a n c e s when the e d i t o r i a l d e c i s i o n to use one 
a p p e l l a t i o n or another seems almost a r b i t r a r y : compare, for 
example, 'Impetum fe c e r u n t ' , 'Manus tuas' - I and 'Verbum 
caro'. 
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I n g eneral, Sheppard chooses t e x t u r e s which are t h i c k and 

sonorous, e x c i t i n g yet, at times, t r a n s g r e s s i n g the bounds of 

musical decorum.^ 

I f these e f f e c t s are sometimes achieved at the expense 
of convention, i t i s because he considered the l i s t e n e r 
more important than the pundit. Preparations of 
suspensions on d i s c o r d s , upward r e s o l v i n g suspensions, 
and other s t r i k i n g p e c u l i a r i t i e s are p e r f e c t l y 
e x p l i c a b l e i n sound, i f not r e c o n c i l a b l e with 
P a l e s t r i n a ' s technique.'^ 

Some of Sheppard's music can, at f i r s t , be d i s c o n c e r t i n g . The 

d e n s i t y of h i s w r i t i n g does lend h i s work an aura of grandeur 

but the u n r e l e n t i n g t h i c k n e s s of texture coupled with 

unconventional p a r t - w r i t i n g can be somewhat confusing f o r the 

l i s t e n e r . Those moments when Sheppard scores h i s work more 

t h i n l y or allows a c o n t r a s t i n g reduction i n the vocal forces, 

f o r example, i n the reduced f o r c e s at the gymel i n 'Gaude, 

gaude, gaude Maria Virgo' or the s m a l l e r s c a l e Lenten 

responds arguably provide us with examples of h i s w r i t i n g at 

i t s most e f f e c t i v e . 

1. Thurlow, op. c i t . . Chapter 6, l i s t s numerous examples of 
weak moments i n Sheppard's polyphony, exposed i n t e r v a l s , 
c o n s e c u t i v e s , dissonant e n t r i e s and upwardly r e s o l v i n g 
d issonances. 

2. David Wulstan: Tudor Music (London, 1985), 299-300 
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As Wulstan suggests, above, i n those works which are most 

densely scored, the l i n e a r progress of the i n d i v i d u a l parts 

i s not immediately apparent, but from the s y n t h e s i s , 

l i s t e n e r s can be misled, p e r c e i v i n g part movements which, i n 

f a c t are not present. T h i s i s not always s u f f i c i e n t , however, 

f o r „the e v o l u t i o n of Western music has produced c e r t a i n 

musical expectations l i n k e d to our p h y s i c a l experience of 

t e n s i o n and r e l a x a t i o n ; a case could be made that a 

dissonance can only be s a t i s f a c t o r i l y r esolved by a downward 

progression, a k i n with p h y s i c a l r e l a x a t i o n , i n the context of 

t h i s p e r i o d of music h i s t o r y ; a concept i m p l i c i t i n the work 

of so many of Sheppard's contemporaries. 

I t i s not simply the occurrence of s t r i k i n g dissonances 

w i t h i n Sheppard's w r i t i n g that should e l i c i t comment, for 

such dissonances are to be found i n abundance i n the work of 

h i s contemporaries. I t i s , r a t h e r , the manner by which they 
-V 

are approached and r e s o l v e d that i s , at times, questionable. 

One cannot a s s e s s Sheppard's s t a t u r e as a composer by 

c o n s i d e r i n g any p e r c e i v e d shortcomings i n technique i n 

i s o l a t i o n . T h i s must be balanced with an a p p r e c i a t i o n of the 

sheer f o r c e f u l n e s s and v i t a l i t y of h i s music which should 

secure f o r him a p l a c e of note among h i s contemporaries. 
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REIGNING MONARCHS AND COMPOSERS 

CONTEMPORARY WITH 

JOHN SHEPPARD 
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NOTE ABOUT APPENDICES B AND C 

Voice ranges are r e p r e s e n t e d i n two ways. The g r a p h i c a l 

r e p r e s e n t a t i o n enables the general spread of a l l voice 

p a r t s w i t h i n a hymn or respond to be compared e a s i l y with 

each other; the n o t a t i o n a l r e p r e s e n t a t i o n enables an e a s i e r 

comparison of the notated ranges of i n d i v i d u a l v o c a l p a r t s 

between d i f f e r e n t hymns and responds. 

These appendices do not g i v e any i n d i c a t i o n of the sounding 

p i t c h of the hymns or responds and take no account of any 

t r a n s p o s i t i o n s t h a t may l e g i t i m a t e l y be a p p l i e d . They are 

intended merely as a guide to the notated ranges employed. 

APPENDIX B - g r a p h i c a l rgprgggnt^tign 

T h i s t a b l e g i v e s the ranges i n g r a p h i c a l form with a s c a l e 

of p i t c h on the v e r t i c a l a x i s and voice-names on the 

h o r i z o n t a l a x i s . 

The range of i n d i v i d u a l v o c a l l i n e s are are shown by a 

s i n g l e v e r t i c a l l i n e . 
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Where a s i n g l e v o c a l l i n e i s d i v i d e d i n gimel, t h i s i s 

shown by two l i n e s , bracketed together with the l e t t e r 'g' 

above them thus: 

Where the v o i c e p a r t has been su p p l i e d by the e d i t o r of the 

e d i t i o n , t h i s has been shown as a broken l i n e . 

APPE^jpix c - Not^tAoh&l represent9ti,Q>n 

The top s t a v e of each page shows the upper note on the 

v o i c e p a r t . 

Each hymn and respond i s then assigned a separate stave 

below t h i s on which i s notated the lowest note of each 

v o i c e p a r t , the h o r i z o n t a l p o s i t i o n of the note thus 

notated t h e r e f o r e , r e l a t e s to the upper note of i t s range. 
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The names of v o i c e p a r t s are abbreviated thus: 

Tr - T r e b l e 

M - Mean 

A - A l t o 

CT - Counter Tenor 

T - Tenor 

B - Bass 

Divided v o i c e p a r t s are i n d i c a t e d by a s u b s c r i p t number, 

thus: 

Tr, 

I n each form of r e p r e s e n t a t i o n , countertenor and a l t o are 

noted s e p a r a t e l y . I n the responds , these p a r t names 

correspond with Chadd's e d i t i o n . For the hymns, p a r t names 

have been g i v e n i n accordance with the information 

a v a i l a b l e , and, where ambiguity e x i s t s , i n r e l a t i o n to 

' a l t o ' or 'countertenor', a name has been given to 

correspond with Chadd's p r a c t i c e i n the responds which i s , 

f o r the most p a r t , i n accord with the o r i g i n a l c l e f s i g n . 

I t i s a matter of debate whether there should be any 

d i s t i n c t i o n between these v o i c e p a r t s . ' 

'See Wulstan's e d i t o r i a l commentary to h i s e d i t i o n , p.v. 
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Where one or more v o i c e s share Che same upper note, t h i s i s 

i n d i c a t e d thus: 

(Here Mean^ and Mean, each have d'' as i t s highest note. 

The range of Mean^ i s th e r e f o r e b to d' ' and Mean^ has a 

range of c' to d'') 

Bracketed notes and voice-name l e t t e r s i n d i c a t e that the 

p a r t i s e d i t o r i a l . 
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Vocal ranges of the Hvmns 
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APPENDIX B 

VOCAL RANGES OF THE HYMNS AND RESPONDS 

(GRAPHICAL) 
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Vocal ranges of the Hvmns 
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Vocal ranges of the Hvmns 

Chriate redemotor omnium, conserva Oeua tuorum miiltum {no. I) 

It 
e 
• 
A 
0 
T 
• 
0 
c 

. 1 . . 1 

d- • 
e ' ' 
B' 

d ' 
e' 
b 

! • 
d 
a 
8 
A 
0 
r 
• 
0 
c 

T 

A l c o 

Q«>u3 tuofum milttum (fxy.?? Hostis Herodes imoie 

f 
• 
d 
e 
B 
A 
a 
r 
I 
o 
c 

• 9 " 9" 
.. (. . f 
. . « • • 
. . d ' • d " 

• c" • c" ' 
. b ' b-
• « • 
• 9" 9' 

., f . f 

. . a* 
. . d - d ' 
, . e ' C 
. . b b 
• • a a 
• 9 9 

• • t t 
• • m m 
. . d d 

• e c 
' a a 
' A A 
' e a 
• r r 
• • 1 
' 0 0 

J- c c 
Alco T n b l * 

lam Christus astra ascerxterat Jesu salvator secull. redemptis 

-143 



ynnal ranges of the RespnnrlR 
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Vocal ranges of the Resnonds 

Dum tranaiaset Sabbatum (no. 1) 
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Vocal ranges of the Resp^n^;^ 
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Vocal ranges of the Responds 
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Vocal ranges of the Rflspnnris 
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APPENDIX C 

VOCAL RANGES OF THE HYMNS AND RESPONDS 

(NOTATIONAL) 
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