
The commas placed through the top line of a stave are breathing 
marks at the ends of phrases or words. The time required for the breath, 
though short, should be subtracted from the value of the note preceding 
the comma. A common feature of sixteenth-century vocal lines is the so-called 
"anticipated resolution," a figure consisting of an eighth-note on the weak 
half of a strong beat, followed by another note (usually longer) on the same 
pitch. This is indicated here by a staccato mark on the eighth-note, with a 
"break" between it and the following note. In singing this figure, the eighth­ 
note should be sung somewhat staccato, followed by a slight break and a 
new vocal impact or repercussion on the following note. 

The dynamic markings inserted into the music are merely an attempt 
to underscore the natural dynamics of the vocal lines. It should be remem­ 
bered that classical polyphony is most correctly and artistically performed 
if the natural dynamics and phrasing of the line are respected, if the volume 
and intensity rise and fall in accordance with the word accents and the 
melodic contour of each individual line. It is only in this way that polyphony 
will be heard as a real interplay of individual and free-flowing melodic 
strands. It must never be thought that all the voices must effect a crescendo 
or decrescendo together, except in those cases where all the parts cadence 
together. This individuality of line is perhaps the most important single 
factor in achieving true contrapuntal style. 

However, it should also be noted that the dynamic and agogic 
markings are intended merely as editorial suggestions. They are not found 
in the originals, and hence may be altered or ignored as the director's 
ability and taste may suggest. In any case, dynamic climax or contrast should 
never be extreme, as this would result in a theatrical, "romantic" style 
completely foreign to the ideals of sixteenth-century liturgical music, which 
is characterized rather by prayerful and judicious restraint, where the musical 
interest centers around the interplay of voices and their mutual relation­ 
ships, not on mere dynamic effects. The delicate balance of lively linearity 
together with restraint in the use of dynamic contrast is one of the essential 
characteristics of the Renaissance style of liturgical music. 

Though the scoring used in this collection is for male voices (TTB), 
all the hymns may be sung without alteration by a chorus of treble voices 
(SSA) by simply ignoring the octave marks printed below the treble clefs 
and singing the bass line one octave higher than written. 

Rev. Eugene Lindusky, O.S.C. 
Feast of St. Cecilia, 1961 
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13. AD REGIAS AGNI OAPES. Original voicing SAT, verse 4 of Palestrina's setting of the 
traditional Easter melody to the text of the hymn for the feast 
of the Finding of the Holy Cross (T.P.). Here verses 1 and 4 
of the Vesper hymn for Eastertide. Mode and theme as above, 
no. 12. 

14. CONSURGIT CHRISTUS. Original voicing SAT, verse 6 of Festa's hymn for Easter. 
Here verses 6 and 7 of the 16th century text. Mode and 
theme as above, no. 12. 

15. SALUTIS HUMANAE SATOR. Original voicing ATB, verse 4 of Festa's hymn for 
Ascension. Here verses 1 and 3 of the modem text. Phrygian 
mode. Theme: L.A., p. 488. 

16. VENI, CREATOR SPIRITUS. Original voicing ATB, verse 4 of Victoria's setting of the 
hymn for Pentecost. Here verses 1 and 2. Mixolydian mode. 
Theme: L.A., p. 500. 

17. ACCENDE LUMEN SENSIBUS. Original voicing TBB, verse 4 of Festa's setting of 
the Pentecost hymn. Here verses 4 and 5. Mode and theme 
as above, no. 16. 

18. LUCIS CREATOR OPTIME. Original voicing SAT, verse 4 of Palestrina's hymn for 
Vespers on Sundays throughout the year. Here verses 1 and 
2 of the modern text. Mixofydian mode. Theme: L.A., p. 48. 

19. EXSULTET ORBIS GAUDIIS. Original voicing SAT, verse 4 of Victoria's setting of the 
16th century hymn for the feasts of Apostles "Exsultet 
caelum laudibus". Here verses 1 and 2 of the modern text. 
Phrygian mode. Theme: L.A., p. [5]. 

20. TRISTES ERANT APOSTOL!. Original voicing ATB, verse 3 of Palestrina's setting of 
the 16th century text. Here verses 1 and 5 of the modern 
text. Mixolydian mode. Theme (ancient Easter hymn): L.A., 
p, 458. 

21. DEUS, TUORUM MILITUM. Original voicing SAT, verse 3 of Palestrina's setting of 
the "alter tonus" melody for a Martyr. Here verses 1 and 3 
of the modern text. Phrygian mode. Theme: L.A., p. [132]. 

22. POENAS CUCURRIT. Original voicing SAT, verse 4 of Festa's setting of the hymn 
"Deus tuorum militum". Here verses 3 and 4 of the modern 
text. Phrygian mode. Theme: (slightly different from Festa's 
version) L.A. p. [132). 

23. INVICTE MARTYR. Original voicing SAT, verse 3 of Palestrina's setting of the old 
Eastertide hymn for a Martyr. Here verses 1 and 3 of the text 
in current use. Mixolydian mode. Theme as in no. 21 above. 

24. SANCTORUM MERITIS. Original voicing SAT, verse 4 of Victoria's setting of the 
hymn for several martyrs. Here verses 1 and 4 of the modern 
text. Phrygian mode. Theme: L.A., p. [38] (alter tonus). 

25. HI SUNT,QUOS FATUE. Original voicing ATB, verse 4 of Festa's setting for the hymn 
for several martyrs. Here verses 2 and 3 of the modern text. 
Mode and theme as above, no. 24. 
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CONSTANTIUS (or COSTANZO) FESTA, one of the earliest composers 
in the Roman ecclesiastical tradition of the sixteenth century, was 
born at Piedmont in 1490. Elected a member of the papal choir 
in 1517, he eventually became its director. More important, perhaps, 
as a composer of madrigals, he has also left us a large collection of 
motets, Masses, litanies, a Magnificat and a Te Deum, as well as a 
set of hymns for the whole church year, from which the present 
three-part settings are taken. He died in Rome on April 10, 1545. 

GIOVANNI PIERLUIGI da PALESTRINA, the greatest of the Roman 
polyphonists, was born in Palestrina, a small town in the Sabine 
Hills near Rome c. 1525. As a boy he sang in the choir of the 
cathedral there, and later at St. Mary Major in Rome. At the age of 
26 he was appointed director of the Julian Choir at St. Peter's, and 
also served as choir director at St. John Lateran and St. Mary Major. 
He was twice married and, it would seem, moderately successful in 
both the wine and fur businesses. Despite this, his musical output 
was prodigious, including some 93 Masses, about 600 motets, 
hymns, psalms, offertories, litanies, lamentations and Magnificats, 
as well as 61 spiritual madrigals and more than 100 secular 
madrigals and songs. His genius was widely recognized in his own 
day, resulting in numerous publications of his works during his life­ 
time. He died in Rome at the age of 69 on February 2, 1594, and was 
buried in old St. Peter's beneath the inscription "Princeps Musicae." 

TOMAS LUIS de VICTORIA, though Spanish by birth and feeling (he 
was born in Avila c. 1548) is generally considered to belong to the 
Roman school. Little is known of his early years, but in 1565 we find 
him in Rome. It was here that he developed his musical style, 
influenced no doubt by Palestrina, who was some 23 years his senior. 
Ordained a priest in 1575, he was stationed for several years at the 
church of St. Jerome della Carita, in close association with St. Philip 
Neri. In 1594 he returned to Spain as chaplain to the Empress Maria. 
Victoria's total musical output numbers about 180 works, all of them 
religious. He died in Madrid on August 27, 1611. 
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