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Choral Conductor = Voice Teacher 

Part I: The Functional Unity Foundation 

Every art consists of a technical-mechanical part and an aesthetical part. 

A singer who cannot overcome the difficulties of the first can never attain perfection in the second, 

not even a genius. 

 Mathilde Marchesi, 1821-1913 

When the voice works as a functional unit, it allows singers to develop an extended range with an even scale,  

a seamless legato, secure intonation regardless of vowel, tessitura, and dynamic,  

sufficient transmission or projection of sound, and a wide palette of colors.  

These are the sensuous building blocks of their art…  

to achieve the gestalt or functional unity of the singing voice is the goal of all singers. 

 Barbara Doscher, 1922-1996* 

“FUNCTIONAL UNITY FRED” 

#3  Phonation 

 def.—the act of making sound 

 begins as a mental process (think pitch, then sing) 

 aerodynamic (air flow) vs. myoelastic (muscle) 

 encourage flow phonation 

 vary articulation for flexibility 

 develop head register (approach singing from    

top down) 

#5  Articulation 

 consonant articulation = intelligibility = text meaning 

 “lips, teeth, tip of the tongue” exercise 

 also includes jaw, soft palate, etc. 

 flexible, crisp, energized consonants 

 tongue forward and flexible 

#4  Resonance 

 vowels = 99% of sung sound 

 focus and shape to tune vowel to pitch of vocal folds 

 lips vs. tongue (importance of diction) 

 vowels = sound = expressive / emotional content 

#2  Breath Management 

 “breath energy” vs. “breath support” 

 air flow and air pressure; focus on flow! 

 inhalation = diaphragm; exhalation = abdominals 

 freedom and motion 

#1  Posture and Alignment 

 buoyant body 

 energized and flexible 

 stand tall with a “feeling of up” 

 high sternum, relaxed shoulders, ribs up and out 

 relax shoulders, arms, hands, and fingers 

* Doscher, Barbara. The Functional Unity of the Singing Voice, 2nd edition. Metuchen, NJ: The Scarecrow Press, 1994. 
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WHY STUDY SINGING? 
 from Reasons for Studying Singing, The American Academy of Teachers of Singing (New York) 
 

• Fortifies health, widens culture, refines the intelligence, enriches the imagination, makes for happiness and 
endows life with an added zest. 

• It is healthful; it develops the lungs and purifies the blood by emptying more completely the lungs of used air 
and filling them deeply with fresh air. 

• Promotes good bodily posture and graceful carriage. 
• Lends expressiveness to the countenance and animation to mind. 
• Increases poise and self-confidence and develops character through difficulties overcome. 
• Develops a more pleasant, richer speaking voice and improved speech; adds to the charm of personality. 
• Strengthens the memory of the power of concentration. 
• Acquaints one with the inner meaning of words, and thus stimulates deeper insight into poetry and prose. 
• Enables one to understand and enjoy more fully the art of great singers. 
• Awakens living interest in the beauties of music and the rich and varied treasure of the literature of song. 
• Brings new aspirations and new buoyancy into life through the absorbing pursuit of an ideal. 
• As a means of self-expression it is a medium of release for pent-up emotions. 
• Gives pleasure to one’s self and ultimately to one’s friends. Its appeal is universal. 

 

ESTABLISHING EFFICIENT BODY ALIGNMENT 
 from Basics of Vocal Pedagogy by Clifton Ware (Mc-Graw Hill, 1997, p. 50). 
 

1. Start with “rag-doll” exercise to create spinal stretch from the bottom to the top of the body. Beginning at the 
feet, slowly straighten up from the bottom upward: first to the knees; second to the buttocks and waist; then 
vertebra by vertebra upwards to the top of the neck and head. 

2. Back up against a wall, allowing as much body surface as possible to touch the wall. Relax all over. Place one 
hand behind in the small of the back and the other hand behind the head for a cushioning effect. 

3. Assume the stance of an athlete ready for action, vital and balanced with feet planted firmly on the floor. One 
should feel weighty, yet buoyant. 

4. Place feet apart 6-8 inches with one foot slightly in front of the other for total balance. For most persons, the 
left foot will be placed slightly forward of the right foot. 

5. Keep the knees flexible and unlocked. 
6. Tuck the posterior slightly to avoid a swayback and to balance the pelvic area. 
7. The abdominal area remains relaxed on inhalation and the lower abdominal areas remain firm (but not tight) 

on exhalation.  
8. The chest remains comfortably high but not pushed out and upward in the manner of a soldier at attention 

(see figure below). The rib cage is also slightly expanded outward. 
9. The shoulders hang loosely and relaxed with the arms dangling at the sides. 
10. The neck is held in erect position, but not rigidly. 

11. The head is balanced on top of the spinal column so that it can roll easily in any direction. A good analogy of 
this flexible balance is a bowl turned upside-down and balanced on the tip of a pencil. 

 
Incorrect and Correct Body Alignment 
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STRATEGIES TO ENCOURAGE HEALTHY BREATHING  
 AND EFFICIENT COORDINATION OF BREATH ENERGY TO SINGING 
 
1. Isolated breathing exercises: 
 a. Remember that breathing should be: 

i. Inaudible. 
ii. Unnoticeable (though active, buoyant and energized). 

iii. Rhythmic. 
iv. A natural expansion of the normal breathing process. 

 b. To feel abdominals in action: 
i. Sit with elbows on knees, hands on chin, breathe and feel expansion, let air out slowly on “ss” as if 

through a leak in an inner tube; concentrate on “normal” breathing then lengthen the time of inhalation 
and exhalation. 

ii. Lie on back with books on stomach and breathe naturally. 
iii. Feel base of ribs with thumb and stretch pinkies to waist to create feeling of space and vertical alignment; 

also measure space in similar way between epigastrium (triangular patch below sternum) and belly 
button. 

iv. Be aware of ribs up and out sense expansion of the abdominal muscles – inhale naturally “downward and 
outward,” exhale with connection to low breath energy. 

 c. Other helpful techniques and imagery exercises: 
i. Say “Hook”… inhale with sip or through lifted, silent “ah”…exhale on “tsssss.” 

ii. “Smell the rose.” 
iii. “Cold glass of water on back in shower” (quick catch breath). 
iv. “Blow the candle out” (awareness of action in the abdominals). 
v. “Don’t let the candle go out” (when singing to negate overly-breathy tone). 

vi. “Expand balloon” in abdomen or “expand inner tube around waist.” 
2. Awareness and coordination of breathing to singing (with lots of air flow and forward resonance) 
 a. Exercises: 

i. Sigh-glide on “ah” 
ii. Healthy siren (on the breath) and owl “who” (head tone ring through round vowels) 

iii. Lip buzz/bubble and raspberries 
iv. Encourage proper humming with lots of mouth space, relaxed jaw, buzzing lips, forward placement “in 

the mask,” with lots of spinning air flow 
v. Moaning and whining (avoids pressing or tightening tone); panting creates coordination 

vi. Connect to nasal resonance with “m,” “n,” or “ng” before well-shaped focused or open vowels 
b. Relate theoretical or isolated breathing/coordination exercises to vocalises immediately. Vocalises are    
vocal compositions using vowels instead of words. 
c. Encourage movement during vocalises to encourage full-body connection (functional unity) to the act of  
singing. See Charlotte Adam’s Daily Workout for a Beautiful Voice that incorporates a multi-modal approach  
and general teaching scheme that includes: 

i. [Conceptualization] – introduce concept verbally or non-verbally 
ii. Visualization – formulate mental picture 

iii. Movement – kinesthetic motions and gestures to enhance breath flow sound 
iv. Reinforcement – encourage individuality and praise proper vocalization 

d. Find the natural timbre and unique aspects of each voice (and choral ensemble). Encourage efficient  
operation of the voice; focus on quality of resonance (air flow and vowel production) and appropriate  
quantity of sound (not under- or over-singing). Keep voice free, easy, buoyant, energized, kinetic and    
flexible. 

 
PHONATION AND REGISTRATION (#1 and #2 from Basics of Vocal Pedagogy by Clifton Ware (Mc-Graw Hill, 1997)) 
 
1. Three Register Theory [think of “registers” like “vocal gears,” and strive for “smooth shifting”] 

a. Chest Register (or heavy mechanism) – physical sensation (vibrations) in chest; may be abused: unhealthy,  
poorly produced “belting” or forcing of high notes, sometimes referred to as “Annie Syndrome.” 
b. Head Register (or light mechanism) – higher and “softer” though when developed usually becomes quite  
powerful, particularly in the higher range. 
c. Mixed or Middle Register – results from blending qualities of head and chest (light and heavy mechanisms)  
in the middle range of the voice; approximately a third of entire singable range. 
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2. Auxiliary Registers 
 a. Falsetto Register – primarily associated with male voice; caused by thin, long, stiff and bow-shaped true vocal 

folds vibrating only at marginal edges (borders); as a technical device, particularly useful for helping 
hyperfunctional males gain more ease in accessing upper-middle and high notes; healthy and efficient way for 
singers (especially young tenors) to negotiate higher tessituras and navigate the passaggio (“gear” changes; 
break area). 

 b. Flute/Whistle Register – high range extension of female voice above C6; often well-focused, penetrating, and 
“squeaky” or whistle-like. While use of this register is often resisted by women, it offers opportunities to 
explore coloratura potential and expand range and expression. Also called flageolet, piccolo, and bell. 
c. Strohbass (Straw-bass) and Schnarrbass (Growl-bass) are terms normally associated principally with eastern 
European choral basses who sing very low notes below the level of normal male range that sound like 
“popping” or “frying.” If used, should be used infrequently for short periods, preferably with a teacher’s 
supervision. It is probably an extension of the “glottal fry” technique supported by ample breath flow. 

3. Goal: to sing and even scale, where “registers blend, vowels match, and dynamics merge, so that the differences 
shade into each other with no perceptible line of demarcation – every tone from lowest to highest matching as 
perfectly as possible in quality and passing smoothly from one to another, or ‘homogenized’.” [Anna Russell as found 
in Ware’s Basics of Vocal Pedagogy, p. 124]. This is best accomplished by developing good vocal technique: 

a. Cultivate and develop head register. 
b. Bring head register down to blend/mix registers. 
c. Use more air at passaggio (register transitions/pivot points). 
d. Use “shifting gear analogy” to help students understand the nature of register changes (relate to air flow, 
vowel space, light/heavy mechanism, etc.). 
e. Emphasize importance of vowel formation and appropriate might space according to pitch being sung. 
f. Concentrate on quality of sound in terms of resonance, spin, air flow, etc. 
g. Accept vibrato (even fluctuation of pitch that does not draw undue attention to itself) as a product of a freely 
functioning voice; Wobble – fluctuations too slow, Tremolo – fluctuations too fast. Listen for an even vibrato in 
solo voices, “match vibratos” in the choral ensemble to create a warm sound through vowel unification and 
good singing. 
h. Practice effective vocalises with accompanying gestures or full-body motion to encourage and reinforce 
efficient and healthy vocal technique. 
i. Perform quality choral music with stylistically appropriate sound and articulation. 

4. Tension (the singer’s worst enemy): Symptoms, Causes, and Cures 
a. If singing does not feel like a releasing of energy to sustain voice, something is being held – encourage 
freedom through emphasis on flexibility, air flow and vowel space. 
b. Encourage productive physical involvement (movement) to free muscles in neck, shoulders, back, abdomen, 
arms, legs, etc. 
c. Use breathing exercises to relax and release tension. 
d. Use well-formed vowels to open and relax throat, jaw and other articulators.   
e. When jaw tightens, neck and face muscles stiffen causing poor intonation. Release jaw tension through 
awareness of letting go, use of yawn-sigh, and feeling of indentation at jaw joint in front of ear when jaw is 
opening freely. 
f. Emphasize facial expression and mouth mobility during songs or just move the jaw during vocalises to aid 
development of freedom. 
g. Tension in jaw and tongue results in a throaty tone quality and often occurs when a singer tries to force or 
push to make a big sound. To eliminate throaty production, consider the following: (i) Develop good posture 
and breathing habits; (ii) Relax jaw and encourage healthy head position; (iii) Phonate and resonate well. 
h. Poor intonation (flat/sharp) may be the result of one or more of the following factors: tension; poor vocal 
technique; lack of energy; careless vowel formation; unfocused concentration; lazy listening; uncomfortable 
room environment (too hot? too cold? physically too close together?); singer fatigue. The effective conductor is 
aware of these issues and offers suggestions to help students solve these problems. Successful solutions are 
usually based on a firm knowledge of how the voice works, how students learn, and how to teach sensitively. 
Remember, all of the issues listed above are fixable! 
i. Forcing the voice beyond the range of its capabilities results in tension and faulty intonation. It is important 
not to attempt to move too quickly in the development of range and dynamics. Extending range and dynamics 
are largely the by-products or end-results of first establishing the basic fundamentals of a functionally unified 
singing voice (including good posture and alignment, efficient breath management, healthy phonation, free 
resonance, and crisp articulation). 
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RESONANCE.  Vowels have pitch!! 
 
Resonating spaces are created by the vowels that are produced by movements of the articulators (lips, tongue, soft 
palate, jaw, etc.). The better the vowel produced, the better the sound. As the palate is raised, the larynx is lowered, 
creating more resonating space. It is helpful to visualize a consistent lift in the middle vault (boundary between hard 
and soft palates) and the sound as emanating from behind the eyes. Vowels have naturally occurring format 
frequencies (“sweet spots”), and if the vowel shape can approximate the tuning of the sung pitch, sympathetic 
resonance is increased and sound is projected with the an efficient amount of vocal energy. The goal is to have the 
most refined resonance (quality) to create an appropriate amount of sound (quantity). Therefore, resonating cavities 
(vowels) are tunable and the articulators, especially tongue, jaw and lips, must remain flexible to find the most 
efficient tuning. In general, the tongue should also remain forward to keep the sound forward. 

 
IPA Vowel Pyramid with Related Tongue Positions 

 

                                      
 

IPA Vowel Pyramid with English Examples and Open Vowels on Top 
 

OPEN VOWELS 
Tongue               Jaw 

Lowers                father [a]         Lowers 

               fan [a]  small [ ) ] 
              mat [æ]        love [^] 
                 fed [E]        
      fate [e]                  float [o] 
Tongue                       sit [I]                                  foot [U]    Lips 

High                     feet [i]               mood [u]         Round 

CLOSED VOWELS 
 

Two Vowel Formant Charts Placed on the Staff 
 

 
 
From Doscher’s Functional Unity, p. 126.                From Alderson’s Complete Handbook, p. 125. 
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SUGGESTIONS FOR DESIGNING VOCAL WARM-UPS AND CHORAL-VOCAL TECHNIQUES 
 A Sequential Rehearsal Plan includes: 

1. Music to be rehearsed: composer, title, pages, concepts/anticipate challenges. Effective musical 
learnings are the outcome of diligent score study and preparation. 
2. Physical exercises for relaxation, stimulation, and group engagement. 
3. Strategies to encourage good posture and breathing. 
4. Vocalises for individual vocal development and ensembles (flexibility, range, style). 
5. Creative activities to promote vitality, energy, animation, buoyancy, and musical understanding 
(conveyed through dynamics, articulation, eurhythmics, facial expression, etc.). 
6. Aural skills (tonal and rhythmic exercises). 
7. Rehearsal scheduled with attention to pacing, variety, interest, and active learning; balance Experience 
(Synthesis)—Analysis—Experience (Synthesis). 
8. Closure activities: students demonstrate learning best by doing. Have them show their understanding 
of musical concepts through their musical performance!  

 

USING MOVEMENT IN REHEARSALS FOR SYNTHESIS OF VOCAL TECHNIQUE AND MUSICALITY 
 
Consider “M & M Days,” where MEMORIZATION and MOVEMENT brings it all together. In general, MOVEMENT:  
 1. BALANCES: 

a. posture and alignment 
b. tension vs. release 
c. aerodynamic vs myoelastic 

 2. ENERGIZES: 
a. singing and thinking 
b. breath and gets the blood circulating 
c. articulation (vowel and consonant) 

 3. CONNECTS: 
a. phonation to breath stream 
b. body to singing 
c. singing to musical material 
d. music-making to soul/spirit 

 4. EXPRESSES/REFLECTS: 
a. mental involvement 
b. conquering of musical concepts and vocal techniques 
c. awkward or inefficient action 
d. musical “tension and release” (e.g., “tug-o-war”) 
e. musical elements: phrase shape, line, direction, pulse, rhythm, harmonic events, articulation     
(legato, staccato, marcato, martellato, etc.) 

 5. ENCOURAGES: 
a. cultivation of kinesthetic intelligence (see Howard Gardner’s Multiple Intelligence Theory (MIT)) 
b. creative exploration of sound and sensation 
c. kinesthetic connection to the abstract and ineffable 
d. singing and thinking outside of average comfort zone: risk-taking and personal “stretching” 
e. potential vulnerabilities, which is why it’s important to create a safe, non-threatening atmosphere 
f. enjoyment and just plain fun! 

   
 

VOCALISES, TUNING EXERCISES, REPERTOIRE.  
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Colorado Music Educators Association (CMEA)         Friday, January 27, 2012 
 

Choral Conductor = Voice Teacher 
Part II: It’s All About Style! 

Given a foundation of healthy singing, how can we apply the functional unity concept to the singing of contrasting 
repertoire from various style periods to realize the most authentic performance practice in terms of interpretation, 
timbre, articulation, line, and ensemble? The human voice is capable of making an infinite variety of sounds, and the 
sensitive musician (of any age) is capable of making healthy adjustments in their singing to communicate the music 
most effectively. Flexibility of a sound vocal technique is required in order to vary stylistic nuance, tone color 
(timbre), and artistic expression to perform with artistry, sensitivity and authenticity. The Vocal Spectrum Chart 
below, inspired by Henry Leck (Colorado ACDA Summer Conference, August 1995), provides a tool to visualize how sound and 
color can be explored through the varied use of functional unity concepts, especially Phonation, Resonance and 
Articulation. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
STYLES: CHANT, RENAISSANCE PERIOD, BAROQUE PERIOD, WORLD MUSIC 
 Repertoire: 

1. Chant: Adorote devote 
2. Canon: Non nobis, Domine (Byrd) 
3. Anthem: Old Hundredth (Fauxbourdon setting by John Dowland) 
4. Oratorio excerpt: Music spread thy voice around (Handel) 
5. Canon: Thus saith the high (Billings) 
6. South African Song: Somagwaza 

 
1. Top 10 Rules for Expressive Singing of Renaissance Repertoire. 
 1. Let the music SING! 
 2. Illuminate head motives (beginning of structurally important phrases). 
 3. Be sensitive to syllabic stress; text-centered approach. 
 4. Strive for subtle simplicity, naturalness, and artistry through interplay of parts. 
 5. Sing “linear lines” with constant attention to horizontal phrasing; ignore barlines. 
 6. Internalize rhythmic motion and life (pulse) with dance-like lightness, lilt. and grace. 
 7. Emphasize subtle dynamic expression (macro- and micro-levels) with use of consistent interpretive  
 techniques, including: 

a. messa di voce (< >) on medium and longer note values (half and whole notes); 
b. crescendo (<) on ascending lines; 
c. decrescendo (>) on descending lines; 
d. crescendo on tied notes over bar lines for suspensions; 
e. crescendo to peak of phrase, taper phrase endings. 

  
 

Light 
Mechanism 

 

Bright 
Timbre 

Heavy 
Mechanism 

Dark 
Timbre 
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2. Notes on Red Byrd’s Dialectal Sound and Style Characteristics. 
 As heard on the recordings:  
 William Byrd: Consort and Keyboard Music, Songs and Anthems (Naxos) and  
 The Christmas Album: Festive Music from Europe and America (EMI) performed by the Taverner Consort, Choir and  
  Players, Andrew Parrott, conductor. 

 
Sound characteristics that encourage strength of text declamation and clarity of musical texture: 

1. Brighter, lighter, more direct (sometimes piercing) sound; vocal sound matches viol sound. 
2. Less unified ensemble sound, but supremely coordinated musicality; individuality (timbre) of voices adds 
to personality and interest of performance. 
3. Reedy sound at times, but fine control and technique (open resonating spaces, connection to low breath 
energy, valid breath management). 
4. Quick, crisp consonant articulation energizes rhythm. 
5. Little dynamic contrast, great intensity, less legato articulation. 
6. Spread vowels: [u], [o], [E]. 
7. Super bright: [I], [i], [a]. 
8. Emphasize [r]. 
9. Equal rhythmic value and weight given to both vowels of dipthongs. 
10. Exaggerate #8 and #9 on final chords, as well as final consonant if necessary (e.g., “Lord”). 

 
3. Baroque Style: Distinguishing Style Characteristics 

1. Use of martellato articulation (“lightly hammered” or slightly detached) 
2. Varied use of articulation for interest 
3. Connection to rhetorical gesture (speech) and meaning. 
4. Singing with (projecting over) orchestral instruments requires fully-engaged sound. 

 
4. Classical vs. Romantic Style. 

1. Classical sound = extension of Baroque characteristics, with refinement and elegance. 
2. Music of the Rocco Period. 
3. Creating a warmer timbre (more hug in the sound) for Romantic music. 
4. Solid, secure, “standard default” sound works well for these styles and is more comfortable to most singers. 

 
5. World Music 

1. Dialectal Sound with more dramatic expression. 
2. Listen to authentic recordings, view DVDs (or YouTube videos) to research most authentic sound/style. 
3. Keep it healthy. Imitate (create) sounds with vocal health in mind.  
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Vocalises: Resonance 
(General and Gender-specific) 

1. Opener and Focuser

2. Female Focuser for Middle Voice 

3. Opener, Extender, Focuser, Releaser

4. For Consistency

5. For Consistency

6. Male Range Extender (more myoelastic)

7. Male Range Extender, Focuser, Opener
    (more myoelastic)

8. Female Range Extender with focuser and opener

9. Male Blender for consistency (more aerodynamic)
(Begin with raspberry on pitch)

(Begin with raspberry on pitch)

Note: Eliminate consonants for highest pitches; modify [u].

Note: Begin in mid-range w/ #1; take #2 into lower range;
take #3 into higher range.

1.
2.
3.

Note: modify [e] to [i] as you ascend.

Note: modify [e] to [i] as you ascend. 
Initial [m] creates forward resonance, final [m] releases palate.

1.
2.

Note: #1 better for females; #2 better for males. Why? "Ng" releases soft palate.

Note: Modify [u] to [ae] or [a] as you ascend. Use lots of middle vault space.

Note: Create space with the [a] and keep back space spacious as you focus the [u] in front. 
Sustain pitch with spin (caress) and slide between pitches to sing on breath.
Use gestures to reinforce this.
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œ œ ˙
so much fun,

œ œ œ œ
climb ing hills up

œ œ ˙

to the sun.- -

& œ œ œ œ
Down the hills we

œ œ ˙
like to coast,

œ œ œ œ
then back home to

œ œ ˙
eat some toast.

& w
U

◊

Sustain pitch in Basses;
Listen for overtones 
(8ve, 5th, 4th, M3, m3)

Hum, [u], [i], [o], [a]

œ œ œ œ
One, one, one, one,

For SATB: B(root), T(5th), A(3rd), S(root)

œœ# œœ œœ œœ
One, one, one, one,

œœœ## œœœ œœœ œœœ
One, one, one, one,

œœœœ## œœœœ
œœœœ

œœœœ
One, one, one, one,

œœœœ##

U
œœœœ

U
œœœœ

U
œœœœ

U

One, Day, Night, High,

Continue ascend/descend by 1/2 steps; 
vary dynamics and articulations, etc.

˙̇̇
˙##

˙̇̇
˙

Low

& b
œ œ œ œ œ œ œ

U

do, re, mi, fa, sol, la, ti,

Tutti choir ascends to ti
w œ w œ w œ w
do, ti, la, sol, fa, mi, re,

(S hold) (B hold) (A hold) (B hold) wwww
„ ∑ Ó Œ

do

Resolve 
(S hold, ATB move downward)

& b .œ
Jœ œ œ œ

Vi va, vi va la

(1)

œ œ ˙
mu si ca,

.œ Jœ
œ œ œ

vi va, vi va la

(2)

œ œ ˙
mu si ca,

œ ˙ œ
vi va la

(3)

œ œ ˙
mu si ca.- - - - - - - - - - -

When We Sing in English
With joy! , ,

,

Morning Bicycle Ride (Tuning Canon)
1. 2.

3. 4.

With motion (and in tune!)

Tuning Exercise: One, one, one
w/thanks to Scott Tucker, Cornell University     

Tuning Exercise: Scale and Chords
Use solfege, numbers, vowels, neutral syllables, etc.

J. Gemmell

J. Gemmell

Canon: Viva, viva la musica
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&

&

&

# #

# #

# #

44

44

44

 1

 2

 3

˙ œ œ
Non no bis,

∑

Ó
Ṅon

.œ jœ œ œ
Do mi ne, non

Ó ˙
Non

œ œ .œ jœ
no bis, Do mi

+

+

˙ ˙
no bis,

œ œ .œ jœ
no bis, Do mi

œ œ ˙
ne, non no

+

Œ œ œ œ œ
sed no mi ni

œ œ ˙
ne, non no

˙
Œ œ

bis, sed

˙ œ œn

tu o da

˙ Œ œ
bis, sed

œ œ œ ˙
no mi ni tu

+

+

- - - - - - -

- - - -

- - - - - - -

&

&

&

# #

# #

# #

6

.œ Jœ ˙
glo ri am,

œ œ œ ˙

no mi ni tu

œ œ .œ jœ
o da glo ri

+

Œ œ œ œ œ
sed no mi ni

œ œn .œ Jœ
o da glo ri

˙ Œ
œ

am, sed

˙ œ œ
tu o da

˙ Œ œ
am, sed

œ œ œ ˙
no mi ni tu

+

+

.œ jœ œ Œ
glo ri am.

œ œ œ ˙
no mi ni tu

œ œ .œ jœ
o da glo ri

+

˙ œ œ
Non no bis,

œ œ .œ jœ
o da glo ri

œ
Œ

˙
am. Non

- - - - - - - -

- - - - - - - - - -

- - - - - - -

&

&

&

# #

# #

# #

11

.œ jœ œ œ
Do mi ne, non

˙ Œ œ
am. Non

œ œ .œ jœ
no bis, Do mi

+

+

˙ ˙
no bis,

œ œ .œ jœ
no bis, Do mi

œ œ ˙
ne, non no

+

Œ œ œ œ œ
sed no mi ni

œ œ ˙
ne, non no

˙
Œ œ

bis, sed

˙ œ œn

tu o da

˙ Œ œ
bis, sed

œ œ œ ˙
no mi ni tu

+

+

.œ Jœ ˙
glo ri am,

œ œ œ ˙

no mi ni tu

œ œ .œ jœ
o da glo ri

+
- - - - - - - -

- - - - - - -

- - - - - - - - -

&

&

&

# #

# #

# #

16

Œ œ œ œ œ
sed no mi ni

œ œn .œ Jœ
o da glo ri

˙ Œ
œ

am, sed

˙ œ œ
tu o da

˙ Œ œ
am, sed

œ œ œ ˙
no mi ni tu

+

+

.œ jœ œ Œ
glo ri am.

œ œ œ ˙
no mi ni tu

œ œ .œ jœ
o da glo ri

+

˙ œ œ
Non no bis,

œ œ .œ jœ
o da glo ri

œ
Œ

˙
am. Non

˙ ˙
non.

˙ ˙
am. Non.

œ œ ˙
no bis, non.

+

+

- - - - - -

- - - - - - -

- - - - - -

Non nobis, Domine
William Byrd (1543-1623)
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Not unto us, O Lord, but to Thy name be glory given.
Psalm 115:1 Edited by J. Gemmell



&

?

#

#

44

44

Ó ˙

For

˙

Ó ˙
˙

4.F

melody

œ œ œ œ

why? the Lord our

œ œ œ œ œ

œ œ œ œœ œ œ œ

œ œ ˙ œ

God is

œ œ ˙

˙ ˙
˙ ˙

[is]

[is]

[is]

˙ ˙

good: His

˙ ˙

˙ ˙
˙ ˙

&

?

#

#

5

œ œ œ œ

mer cy is for

œ œ œ œ œ

œ œ œ œœ œ œ œ

œ œ ˙ œ

ev er

œ œ œ ˙

˙ ˙
˙ ˙

[-er]

[-er]

[-er]

˙ ˙

sure; His

˙ ˙

˙ ˙˙ ˙

œ œ œ œ

truth at all times

œ œ œ œ

œ œ œ œœ œ œ œ

œ œ œ .œ jœ

firm ly

.œ
Jœ ˙

˙ ˙˙ ˙

- - - -

&

?

#

#

10

˙ ˙

stood, And

˙ .œ Jœ

˙ ˙
˙ ˙

.œ jœ œ œ

shall from age to

Jœ
œ

Jœ
œ œ

œ œ œ œ.œ œ .œ œ .œ œ œ

œ œ ˙ œ

age en

.˙ œ

˙ ˙
.œ Jœ

˙

[age]

[age]

[age] [en-]

[en-]

w
U

dure.

w

w
uw

-

The Old Hundredth Psalm Tune

Fauxbourdon by John Dowland (1604)

Excerpt from R. Vaughan Williams' setting of Old 100th 
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&

&

&

#

#

#

c

c

c

 1

 2

 3

∑

∑

Ó Œ œ
Ah

∑

∑

.˙ œ
weh, ah

∑

∑

œ œ œ œ œ
weh So mag wa za

∑

∑

˙
Œ œ

Ah

∑

∑

.˙ œ
weh, ah

∑

Œ œ œ œ œ œ
So mag wa za man

œ œ œ œ œ
weh So mag wa za- - - - - -

- - -

&

&

&

#

#

#

7

Œ œ œ .œ jœ
Ah man yo

œ œ œ ˙
yo weh,

˙
Œ œ

Ah

œ
œ œ .œ Jœ

weh, ah man yo

.œ Jœ ˙
yo weh

.˙ œ
weh, ah

œ œ œ œ œ
weh So mag wa za

Œ œ œ œ œ œ
So mag wa za man

œ œ œ œ œ
weh So mag wa za- - -

- - - - -

- - - - -

&

&

&

#

#

#

..

..

..

..

..

..

10

Œ œ œ .œ jœ
Ah man yo

œ œ œ ˙
yo weh,

˙
Œ œ

Ah

œ
œ œ .œ Jœ

weh, ah man yo

.œ Jœ ˙
yo weh

.˙ œ
weh, ah

œ œ œ œ œ
U

weh So mag wa za

Œ œ œ œ œ
U

œ
So mag wa za

œ œ œ œ œ

U

weh So mag wa za

(   )

Hold last time.

- - -

- - - - -

- - - - -

Somagwaza

Traditional South African Song

14

He who carries a spear no longer needs his mother.
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