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1 
Aims and Objectives of the Series

The primary aim of the series is to provide fully edited texts
 of hitherto unpublished, or unobtainable, or unsatisfactorily edited, English sacred music from the earliest times to the middle of the seventeenth century. For the purposes of guiding editorial policy, the repertory may be thought of as falling into five categories: pre-Reformation liturgies and their associated monophonic chant repertories;
 polyphonic music before 1400 (to be covered largely by means of facsimiles); polyphonic music of the fifteenth century; Latin compositions of the late fifteenth and early sixteenth centuries up to and including the Catholic restoration and beyond; and Anglican church music (English and Latin). Existing publications are listed at the back of each new volume.

The series is characterized by a high degree of fidelity to the composer’s intentions as revealed by both the substance and the notational form of the manuscript and/or printed evidence. At the outset of the series in the early 1960s it was felt that the substance of the music could be adequately conveyed by translation into the notation currently employed for choral music of any period. In theory, the original form of notation could be retrieved from the information given; in practice, in addition to the mental obstacles presented by the visual appearance of the transcribed music (usually in reduced values, sometimes transposed), it was impossible to represent certain notational aspects in such a way as to permit unambiguous retranslation back to the original form. It is now recognized that the original notational form of most early music is an essential part of the evidence for understanding its nature, and that an understanding of its nature is an essential element in a convincing performance. Our editions, therefore, are addressed to the performer as much as to the scholar.

Any method of transcribing into score music originally notated in separate parts is bound to be a compromise. It is not claimed that the current style of transcription resembles either the ‘quasi-score’ methods of some polyphony up to the early fifteenth century or the ‘true scores’ of later periods (with barlines drawn through the entire system or page). The intention rather is to represent the original parts in such a way as to make their vertical relationship clearly evident, and to offer such other aids to reading as are consistent with this aim. To this end, note-values are unreduced, dots of addition to indicate perfect notes in ternary mensurations are eliminated (unless consistently present in a source), and other features of the original notation are retained as far as is practicable. With very rare exceptions, music is not transposed. Mensural units (‘bars’ or ‘measures’) are represented by short vertical strokes beneath each stave and ties are eliminated (except in the single case where a half-coloured note has to be represented by the tying of the coloured to the uncoloured element). Full black notation is transcribed into black void (‘white’) notation, and coloration is indicated either by full black notes (representing full black notes in black void notation and black void notes in full black notation) or by the usual angle brackets above the notes affected (representing red coloration in a full black or black void source: further details are given below). Alteratio is indicated by a haček or swallow-tail sign above the note affected.

Key-signatures are given in their original form and have their original significance; they are normally changed where they are changed in the principal source (exceptions are noted below). Accidentals in the principal source are supplemented when necessary by small accidentals above the stave (details below). On the other hand, clefs are modernized, those used being treble, octave-treble, and bass; and ligated notes are resolved into their separate constituents. 

The manuscript and/or printed sources of the music to be edited will vary so much from one instance to another that it does not seem appropriate to lay down an absolutely fixed procedure for editorial method.
 Ideally, given more than one source, a comparison of readings would establish a filiation and enable an archetype to be identified or reconstructed; in practice, for these repertories and for various reasons, that will rarely if ever be the case. Where practicable, a copy-text should be used for the reproduction of literals: this may not be the source that preserves the best readings, and if it is a sole source it may still be corrupt, but it will be the one that best represents the notational conventions likely to have been adopted by the composer (for example an English as opposed to a continental source, although the fragmentary nature of so many English sources will often make that impracticable). Not only the copy-text but even an archetype may well require emendation.
 A simple conflation of readings from several sources is best avoided; even if the end-product comes to much the same thing, it is preferable to identify a copytext and cite departures from it. Nevertheless, for example in dealing with fragments, conflation may be the only possible method.

As a whole, every EECM edition should offer the most up-to-date and comprehensive presentation of the edited material, supported by all relevant contextual and technical information.
2  Format and General Layout

The editorial material proper will begin with a comprehensive and well argued Introduction. Preceding this, within the hard covers and flyleaves will be:

Half-title; EECM Committee on verso;

Title-page: standard information on verso;

General Editor’s Foreword; acknowledgements (British Academy);

Table of Contents, running on to verso if necessary (to be supplied by the volume-editor).

Following the Introduction (see section 3), each work or group of short works will have a full title on a new page, the title being followed immediately by detailed preliminary material (list of sources, critical notes, and so on). Short works are best grouped together according to source or some other appropriate criterion in order to avoid a scrappy and wasteful layout. Individual compositions within a single group are given separate treatment, with a subheading giving the title. The music will start on the next full page (verso or recto) after the preliminary material, whether this be for a single work or for a group of works.

A cantus firmus, if there is one, should be given (in chant or other contemporary notation) with the preliminary material. Short analytical notes may also be given there; longer analyses of major works are better reserved for an appendix, but it is not necessary or always desirable for such analyses to be included. General analytical issues may be discussed in the Introduction.

3  Presentation of General and Particular Introductions

The general introduction should include relevant biographical and historical information as well as a discussion of sources from the perspective of the volume as a whole. General comments of an analytical nature may also appear here. This part of the introduction may be divided into separate subsections according to the nature of the material. Two layers of subheading are available if required; if so, the higher-level headings should be listed with the contents. This part may be signed with the editor’s name, institution, and date.

The first part of the introduction will be followed by separate sections (detailed in the Table of Contents) headed ‘Editorial Method’, ‘Performance’, ‘Manuscript Sigla’ (or ‘Sigla for Sources’), ‘Abbreviations’, and any others that may be required. These too may have subheadings. ‘Editorial Method’ should describe clearly the procedures with regard to clefs, notational conventions, key-signatures, and accidentals including those supplied editorially. Performance notes should include enough information for the musical notation to be read without difficulty, particularly with regard to ternary mensurations, coloration, and so on.  Sigla, in italics, should be supplied for all MS

and printed sources used. 
Abbreviations: apart from those required by the Critical Notes, a summary bibliography, the entries denoted by sigla, may be included. Generally it is not necessary to itemize all the material footnoted in the Introduction: this kind of list is intended essentially to provide abbreviations for secondary material (including journals, etc.) referred to in the preliminary materials for each work or group of works. But if an editor wishes to provide a fuller bibliography it should be given under a heading of its own, listed by author, editor (for collections of essays, etc.), or title as the case may be.
Please consult the accompanying style-sheet for details of layout, standard abbreviations, and matters of a typographical nature. Please also consult a recent volume in the appropriate area, while bearing in mind that style and presentation to a certain extent continue to evolve as experience is gained.

Each musical item or group of items begins with an introduction specific to itself; the first of these initiates the pagination of the volume by arabic numeral. Particular introductions begin with a title for the work or group of works concerned. In the case of a group of works, each one is given a subsidiary title of its own. The title of the work is preceded by an arabic number indicating its position in the edition. The heading, or subsidiary heading, is followed by a list of Sources of the work, using the sigla previously given, and indicating the foliation or pagination (full extent), item-number (original or editorial, as available), title, and ascription, including those of each partbook where relevant. Any anomalies of foliation, pagination, or numbering should be dealt with in the earlier discussion of sources, so that it is clear to what these indications refer. The part-names of the source should be indicated if they differ from those used in the edition
 (making a distinction, if need be, between those on the cover of a book and any that are applicable to the work being edited). Any significant variation in the position and/or hand of titles and ascriptions, and any differences between those against the music and those of an index, should be indicated; it may be useful to use the obelus to indicate ascriptions at the end of a piece.

The Cantus Firmus (if any) will be indicated next, with its liturgical definition (if it is a liturgical chant) or title (if not), a transcription from a contemporary source, and the details of that source. If a cantus firmus cannot be tracked down in a contemporary source it may be reconstructed from the polyphony; use of anachronistic plainsong sources such as Liber Usualis should only be used if no contemporaneous chant source is available.
The main portion of the introduction will be devoted to the Critical Notes. It should list all departures from the text of the edition, including any that may be highlighted as footnotes to the score. It is often useful, though not essential, to categorize variants by type: for example mensuration; ligatures, texting, and underlay; placing of accidentals and signatures; variations in pitch and duration (these being likely on the whole to be errors). It will also be necessary to introduce a further subdivision for the individual movements of a Mass (or any other multi-movement work in which measure-numbers are recommenced during its course). The information should be conveyed in the order measure-number, voice-part (or instrument), reading, and source, this last of course in italics.

Since different repertories may entail different repertories, some latitude is possible as regards the description of variant readings. A list of recommended abbreviations is given with the style-sheet. Pitches are represented by capital letters in roman type. If within a measure or a voice-part there is more than one such note, it is preceded by a superscript arabic numeral or the word ‘1st’, etc. Although orientation is via the edited music, the description of a reading refers to that of the source concerned; so for example one might see ‘197 IV # before C for following B Lam’, where the edition prints either a natural or no sign at all. It is particularly important to avoid suggesting that an accidental is present when this is not so (e.g. ‘B natural Lam’ when what is meant is the absence of a flat).

While a formal listing of all variants is required in the ‘Critical Notes’, it is always possible to use the Introduction to discuss selected variants with a view to establishing filiation. Any non-standard verbal texts should be separately edited and printed in the particular introduction, with an English translation for Latin originals. It may adopt orthographic features eliminated in the score for practical purposes, but texts in verse should be printed as verse, while prose texts should be divided into their rhetorical units if these are clear. Translations should follow the lineation of the originals as far as possible, though without resorting to stilted renderings simply for the sake of a close match. Translations should normally be in clear modern English, although the use of archaisms and ‘poetic’ language need not be ruled out.

Any other matters of detail not so far mentioned may be introduced by the editor at a suitable point in the particular introduction, either within the Critical Notes or under a separate heading.

4  Presentation of the Score

The title of each work, but without its arabic numeral, will appear at the head, left justified, with the composer’s name (or ‘Anonymous’) opposite, right-justified. (In the case of a work within a ‘group’, however, the arabic numeral is retained). Below, centred, the movement-title if required. A celebrant’s intonation, if required, is placed on a separate staff below that, left justified.

Part-names, for the purposes of the Critical Notes, are usually identified by capital roman numerals in the order of the parts in the score. In the case of fifteenth-century music, these numerals will appear at the beginning of the first and subsequent systems, with any manuscript part-names (Tenor, Contratenor, etc.) shown beneath the preliminary staves at the opening. In the case of sixteenth-century Latin music, the part-names (standardized if necessary) appear at the beginning of the first system, in small capitals, followed by the identifying roman numerals in round brackets. The roman numerals then appear in subsequent systems as abbreviated indications of the part. In the case of Anglican church music, English part-names and their abbreviations, as for example in EECM 41 (i.e., Treble, Mean, Countertenor, Tenor, Bass), will be employed, both in the score and in the Critical Notes 
The preliminary staves will normally be short, indicating only the original clef and the associated key-signature if any.
 However, if a source includes in one of the parts an intonation for the ruler(s) of the choir, this is given after the preliminary clef but before the system-bracket, with a modern clef but otherwise in the original notation, including any ligatures and even, sometimes, a mensuration-sign. If the editor supplies such an intonation, it is shown before the preliminary stave in the appropriate voice-part, in black chant notation, with a space between it and the preliminary stave.

The first system begins, after the brace, with the appropriate modern clefs, key-signatures in their original disposition (unless the editor has good reason for making a correction to them), and the range by means of small round note-heads vertically above each other. These indications (and the preliminary staves) occur at the beginning of every movement of a multi-movement work: it is important to realize in such cases that the ranges are those of the individual movements, not of the whole work. They are followed by the original mensuration signs (in square brackets if introduced by the editor).

The transcription proceeds according to the principles already outlined. Long rests should be indicated by groups of rests, as in the principal source but emended to give the correct values if necessary. The setter will eliminate unused staves from the score. Rests occupying less than a single measure should be allocated to that measure. It is not always easy to decide when rests should be grouped in this way, but the General Editor and the setter can advise in difficult cases. Sections for reduced voices not signalled by rests in the source should be transcribed as an appropriately reduced score, with care being taken to assign the remaining voices correctly (by editorial fiat if need be).

Variants of particular interest to performers – especially where an alternative reading might be preferred – should be given in footnotes (and supplied separately to the setter in electronic form). Variants in underlay are often significant in this respect, but too much information in this form would lead to confusion, and for works with multiple sources it will normally be necessary to select it with care, or to omit this type of information from the footnotes altogether. Editors are asked to bear in mind that more than two lines of footnotes on one page may entail a reduction in the number of systems on that page, with consequences for the design of the volume and its overall length.

Typographical conventions already established for the series will be observed in the setting, but they can be varied at the request of individual editors provided that they do not contravene the general style of the series. Such conventions include the use of double bars (thin-thin and thin-thick) and the positioning of rests on the stave. The horizontal position of the latter is now always at the beginning of the relevant mensural unit (including rests at the beginning of a whole measure). The vertical position of short rests is in principle related to that of the preceding or following note as the case may be, but it is not always possible to achieve complete consistency. Stem-direction follows modern convention.

The design features established in volume 42 have been retained in principle, though with modifications of detail in the light of experience. They include such aspects as the note-heads, vertical and lateral spacing of staves, and the dimensions of the staves.  Modifications are proposed, if need be, by the setter, and adopted after consultation with members of the editorial committee and with volume editors; the committee often makes recommendations and volume-editors are always entitled to make their views known. 

As previously mentioned, full red coloration is indicated not by full black notes but by the usual half-brackets above the stave: this makes it possible to indicate the coloration of rests. The device is used only to indicate genuine coloration: if a full-black source indicates semiminims (and shorter values) as red notes, these are transcribed as full black notes in the normal way, as are void notes in full black sources. The setter will advise on the best way of indicating secondary coloration such as the use of red void notes when they have that significance.

Full black coloration in black-void sources, and black-void coloration in full black sources, is shown in the form of full black notes; coloured minims thus have the same form as uncoloured semiminims. Attention can be drawn to sesquialtera coloration
 by the use of an italicized ‘3.2’ above the stave with a broken line extending to the end of the passage (like that of an 8va sign in modern music). This is a helpful way of distinguishing between this kind of coloration and its use to indicate imperfection, and it can also be used when coloration is used to indicate other ratios. Longer passages of sesquialtera can be indicated by means of ‘[3.2]’, without the dotted line, and similarly for other proportions. An editor who wished to propose a dotted interpretation of a passage notated as sesquialtera would instead indicate this in small notes above the staff. Signs of mensural division are normally eliminated within units of imperfection-coloration (‘hemiola’).

Original signs of proportion are indicated on the stave as and when they occur. Individual repertories often entail special problems, and the answer in such cases is to discuss them with the General Editor or the Editorial Assistant as appropriate.

Accidentals and key-signatures are handled with as much fidelity to the sources as a modern transcription will permit. Key-signatures (an inaccurate but convenient term) retain the configuration of the source used as copy-text. This means that they may not be the same in each part, and moreover that the flats or sharps of which they consist apply only to the octave-pitch on which they stand. That this is so should be made clear in the Editorial Method section of the Introduction. They may change, within a single part, during the course of a work or movement.

MS key-signatures can be over-ridden in various situations, for example to avoid too many changes during the course of a piece or to supply an accidental which the editor believes is unintentionally missing. If an accidental is added permanently as (part of) a key-signature it should be placed in square brackets. If the editor chooses to eliminate short-lived changes, the source reading is simply given in the Critical Notes, and any consequential need for an accidental in the line is treated as if it were an editorial addition.

To incorporate a change of key-signature in the edited score, a re-iterated clef must be inserted together with the new (or newly omitted) accidental. If the new signature occurs at the beginning of a line in the edited score, a cautionary accidental must be placed at the end of the previous line. 
Accidentals in the principal source are placed on the stave immediately before the note affected. Sharps and flats are replaced by natural signs when appropriate. Actual position, e.g. some way before the note affected and/or in a different vertical position, should be mentioned in the Critical Notes. The regular substitution of the natural sign for sharps and flats need be noted only under Editorial Method, and the same is the case for sources in which clefs (or letter-names) are used for that purpose.

Contrary to the practice followed in EECM 1-41, accidentals, whether in the source or provided by the editor, apply only to the note they precede – whatever may be thought to be the practice of the source itself. Consequently, repetitions within the measure, as well as beyond it, must be indicated editorially above the stave. It also seems desirable, though not strictly logical, to indicate any required cancellation within the measure by an editorial sign above the stave.

Cautionary accidentals should otherwise be used sparingly; they are simply printed above the stave in the normal way. Accidentals regarded by the editor as desirable but not strictly necessary may be shown within round brackets above the stave. The editor, however, may not indicate alternatives (e.g. between the flattened lower note and the sharpened upper note of a 6th) in this way: in such circumstances, only one of the two possible solutions may be adopted or recommended.

Lacunae 
As far as is possible and reasonable, missing music should be reconstructed. Supplied music will be printed in small notes, and if extensive on small staves. In general, a single missing voice should be reconstructed; editors are not discouraged from attempting the reconstruction of more than one voice, but it is not a requirement. We do not print blank staves to represent missing voices.

The physical loss of a complete section of music is denoted by a wavy vertical line in the score (at the beginning, middle, or end as the case may be). Unless there is firm evidence for the length of the missing section,
 the numbering of measures should be continuous.

If a portion of music is illegible, or has been lost through the deterioration of the edge of a page, and if it cannot be reconstructed, the stave is discontinued and the lacuna is indicated by a pair of brackets [ ] in the voice-part concerned. This sign is also used if one or more voices, but not the whole score, is missing or illegible and cannot be reconstructed.

Plainchant sections

Any plainchant or mensural monophony needed to complete a liturgical performance should be included in the edition. It may extend, at the discretion of the editor, beyond the immediate context to include, for example, antiphons associated with psalmody and psalmody associated with antiphons. The General Editor will be pleased to advise in specific cases.
Plainchant should be presented in a form resembling that of contemporary sources, but on the five-line stave with a modern clef (normally octave-treble or bass). It is best to use a stated source and stick to its notational features, but a degree of regularization is permissible, for example if the distinction in the source between certain note-forms is indistinct or erratic. For questions of underlay see the next section. The Editorial Assistant will accommodate sections of plainchant on the page in the most effective manner.

Mensural monophony should be transcribed in a manner resembling that of the edition itself, for example in resolving ligatures. Uncertainties arising from ternary mensurations should be dealt with as the editor thinks best, for example by indicating alteratio or not indicating it as the case may be, reserving discussion for the introductory material.

The pitch-level of alternating plainchant (or other monophony) can be a problematic issue; again the editor must resolve it at his or her own discretion. Very occasionally, the transposition of the polyphony by a fourth or a fifth can be an option.

Keyboard and other instrumental parts

Where organ parts survive for the post-Reformation Anglican repertory, it is desirable to include them, particularly in cases where the sources are closely associable with the vocal copy-text.  Keyboard parts should be presented in treble and bass clefs on five-line staves and transposed, if need be, to the pitch of the vocal parts, but otherwise in a form as close to the primary source as possible. They should be barred as in the source, not according to the regular mensural units of the vocal parts; tied notes, and notes dotted after the barline, should be retained, but notes straddling a barline will have to be resolved into their constituent tied notes. (Vertical lineation should obviously be regularized.) Specifically editorial ties should be indicated by a vertical stroke through the tie. Editorial accidentals should be on the stave and marked to be printed small.

When a keyboard part is transposed a corresponding change of key-signature will be required, and the accidentals of the source adjusted in conformity. The need for such changes should be mentioned in the introductory material, but not itemized separately in the Critical Notes unless they are controversial or ambiguous. Such cases may also be mentioned in footnotes. In other respects, accidentals will be treated exactly as in vocal parts.

Instrumental parts in Anglican sacred music should be transcribed in clefs close to those of the sources. It is difficult to lay down rules about what is acceptable and what is not. C3 and C4 clefs are obviously permissible, but the commonly found C1 and C2 may well be retained, while C5/F3 is better avoided. In any case, frequent clef changes are best reserved for the Critical Notes.

Verbal text and underlay: Latin polyphony
Spelling, use of capitals, and punctuation should in general follow the usage of the source or the period. Normally this will entail non-Classical spelling and word-division, at any rate in pre-humanistic sources, while humanistic Latin can produce its own oddities. However, differences between voice-parts should be resolved in favour of the best-attested orthography, and it is best to follow the same usage throughout an edition or portion of an edition based on the same source. A few of the standard modifications are listed here:

(i) all abbreviations and contractions (including numerals used as words) should be resolved, using the normal orthography of the source;

(ii) initial capitals should be used for the beginnings of sections and of sentences, 
though not for proper names (or for ‘deus’, ‘dominus’, ‘ihesus’, ‘cristus’ however spelt) unless the source itself does so;

(iii) full stops should be inserted at the ends of sentences and of sections (even if the latter do not complete a sentence, e.g. ‘Agnus dei. Qui tollis peccata mundi. Dona nobis pacem.’), and elsewhere if the source has them;

(iv) the colon may be used conventionally at the half-verse in psalmody if the source has none; otherwise the punctuation of the source may be used;

(v) unless there is good reason to do otherwise, prefer vocalic u/U, consonantal v/V; I, i, in preference to J, j. But source usage can be substituted when a text is being edited in the introductory material;

(vi) the second letter of an initial word should be in lower-case, even if capitalized in the source.

Sometimes a plainchant source will adopt different conventions from those of the polyphony. In such cases it is best to regularize in favour of the polyphonic usage. The words in plainchant transcriptions should normally be divided, even though in the source they may not be.

Words are divided into syllables by means of a single hyphen immediately following each syllable except the last.  Extenders at the ends of words are not used. Obsolete divisions (e.g. A- me- n) and repetitions of vowels, etc., are not retained. However, forms such as ‘Ky- ri- e- lei- son’ (or ‘… le- i- son’) are kept.

Underlay should be adjusted and completed for performance purposes. Italic should be used for supplied verbal text. However, voices with incipits only, or with intermittent text, should be left in that form. Incipits should have contractions resolved but no word-division. Intermittent text may be treated in that way, or may be underlaid with

word-division as seems most appropriate. An editor may choose to complete the underlay in any voice-part if desired, but it is not essential if the amount of verbal text is small.

Editorial repetitions of text, even if indicated by repeat signs, should be printed in italic. (The presence of repeat signs may be noted in the introductory material).

Verbal text and underlay: vernacular polyphony

Spelling, use of capitals, and punctuation of Book of Common Prayer texts (including the psalter) will usually be modernised as in the accompanying exemplars; spelling, capitalization and punctuation of non-BCP texts will be decided by the volume-editor, but with a presumption towards source-fidelity, especially in the case of a textual unicum which conveys a distinctive and internally consistent reading which would be lost if modernised.  In general:
(i) all abbreviations and contractions (including numerals used as words) should be resolved;

(ii) unless there is good reason to do otherwise, prefer vocalic u/U, consonantal v/V; I, i, in preference to J, j. But source usage can be substituted when a text is being edited in the introductory material;

(iii) the second letter of an initial word should be in lower-case, even if capitalized in the source.

(iv) Canticle texts (including, for present purposes, Te Deum) are treated as psalmodic, with colon at midpoint and capital at the beginning of all verses; 

(v) Syllable divisions follow common practice, deviating only in respect of double consonants which are not divided before ‘-ed’ in the past tense or present participle where the stem word ends in a double consonant (‘blessed’ is ‘bless-ed’, not ‘bles-sed’; ‘blessing’ = ‘bless-ing’; but ‘sit-test’ rather than ‘sitt-est’ etc.); single dividing consonants of most polysyllables are generally assigned to the beginning of the next syllable rather than the end of the previous one except where this deviates from common practice (e.g. ‘ev-er’ is preferred to ‘e-ver’) or where self-evidently obtrusive (e.g. ‘heart-i-ly’, not ‘hear-ti-ly’); certain other syllable divisions obviate confusion (e.g. ‘a-pos-tle’ instead of ‘a-post-le’; ‘a-ble’, not ‘ab-le’).

(vi) where a source assigns a polysyllable (e.g. ‘spirit’) to one note, the word is neither divided nor contracted unless the copy-text does so (for instance, ‘took’st’ for ‘tookest’);

(vii) where primary sources convey a variant which substantively deviates from modern form (e.g. the monosyllable ‘Ponce’ for ‘Pontius’ and, in some cases, ‘blest’ for ‘blessed’), the source(s) should be followed.
Words are divided into syllables by means of a single hyphen immediately following each syllable except the last.  Extenders at the ends of words are not used. Obsolete divisions (e.g. A- me- n) and repetitions of vowels, etc., are not retained. 

Underlay should be adjusted and completed for performance purposes. Italic should be used for supplied verbal text. However, voices with incipits only, or with intermittent text, should be left in that form. Incipits should have contractions resolved but no word-division. Intermittent text may be treated in that way, or may be underlaid with word-division as seems most appropriate. An editor may choose to complete the underlay in any voice-part if desired, but it is not essential if the amount of verbal text is small.

Editorial repetitions of text, even if indicated by repeat signs, should be printed in italic. (The presence of repeat signs may be noted in the introductory material).

5  Submission of copy

There are two possible routes for the submission and monitoring of copy. In the first case, an editor may ask for draft transcriptions to be computer-set by the Editorial Assistant from sources supplied.
 These will then be returned to the editor concerned, who should check them carefully. S/he may request changes at this stage, though minor errors should simply be noted on the copy. They should then be forwarded to the General Editor, together with introductory material and Critical Notes in typescript. From that point the process is as described below.

In the second case, copy (either in manuscript or computer-set by the editor, with introductory material in typescript) is submitted directly to the General Editor
 in as complete a form as possible, so that any potential issues can be ironed out. It will then be passed to the Editorial Assistant,
 with any clarification that may be needed at this stage. Generally the music will be set first, so revisions to the introductory material including the Critical Notes can still be made. 
Volume-editors are asked not to wait for their transcriptions to be typeset before providing introductory material unduly; if it has not been submitted in the first instance, the General Editor would wish at least to see this material in typescript simultaneously with an early proof of the music. Otherwise, proof-reading between submission and the final stage can normally be left to the volume-editor, but any matters requiring decisions of principle should be referred to the General Editor, either by the volume-editor or by the Editorial Assistant. The General Editor would wish to see final camera-ready copy before the volume is sent for printing.

Although editors may wish to prepare computer-set scores for their own convenience, the General Editor normally see volume-editors’ drafts in hard copy, so it is essential that volume-editors use either standard music processing software (e.g. Sibelius) or supply e-copy in the form of PDFs.  The use of music processing software by volume editors has no advantage from the point of view of the Editorial Assistant, who will normally have to re-set the score as if from manuscript. Standard software such as Sibelius or Finale cannot convey the appearance of our editions adequately: the Editorial Assistant uses a customized version of Score.
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Style Sheet

Headings

In the prefatory material, headings are set in the following ways:

Main headings are set in full capitals, centered;
Subheadings are set in capitals and small capitals, left-justified;
Sub-subheadings are set in bold roman type, left-justified;
If a further level of heading is required, italic type, left-justified, may be used.
Book and article references

In bibliographies

Published books

Entries should be made in the following form, the elements separated by commas

author’s name 


surname precedes forename or initials

title of work 


italicised; the title of an unpublished thesis should be in 





roman, enclosed within single quotes

editor, compiler or 

if there is no author, the editor or compiler will precede the reviser



title
series, if any, plus 
series name is not normally italicized; if a work is in more

number within series
than one volume, both main title and volume title will be italicized

edition, if not the first 

if the name of a compiler or reviser is only relevant to a 




particular edition, the edition number precedes such a name

number of volumes, place 
all in parentheses: (place: publisher, year)
of publication, publisher,
date of publication

Examples

Browne, E. Martin, (ed.), Religious Drama, 2: Twenty-one Medieval Mystery and Morality Plays (New York: Meridian, 1958)

Burney, Fanny, Camilla: or A Picture of Youth, ed. Edward A. Bloom and Lillian D. Bloom (London: Oxford University Press, 1972)

Fowler, H. W., A Dictionary of Modern English Usage, 2nd edn, revised by Sir Ernest Gowers (Oxford: Clarendon Press, 1965)

Hazel, J. A., The Growth of the Cotton Trade in Lancashire, 3rd edn (4 vols., London: Textile Press, 1987-8)

Articles in journals

Entries should be made in the following form, the elements separated by commas:
author’s name 


as above;
title of article 
not italicised, usually within single quotation marks and with a capital only for the first word and any proper names. Italic words in title remain in italics; words in quotes take double quotes;
name of journal 
in italics; main words usually capitalized; may be abbreviated if self-explanatory or given in list of abbreviations;
volume number in arabic 
‘vol.’ not needed; preceded by series number if appropriate;
or roman

issue number if volume is 
if the issue is designated by a month or season, it is given 
not paginated continuously 
with the year, in parentheses (May );
year 



in parentheses;
page numbers 


first and last page numbers should be cited, preceded by ‘pp.’

Example

Kisby, Fiona, ‘Music and musicians of early Tudor Westminster’, Early Music, 23 (1995), pp. 223-40
In footnotes

Published books

First entries should be made as detailed above, with the following exception:
author’s name 


forename or initials precede surname

page numbers 


first and last page numbers cited should be preceded by ‘pp.’

Subsequent entries: if only one book by the author is cited, it will be sufficient to give the surname only; if more than one, the author’s surname should be given, followed by the book’s title

Articles in journals

First entries should be made as detailed above, with the following exceptions:
author’s name 


forename or initials precede surname

page numbers 


first and last page numbers should be cited, preceded by ‘pp.’ with the 




exact page(s) referred to listed, preceded by ‘at’

Example

Kisby, Fiona, ‘Music and musicians of early Tudor Westminster’, Early Music, 23 (1995), pp. 223-40, at p. 227
Subsequent entries: if only one article by the author is cited, it will be sufficient to give the surname only, followed by a page reference; if more than one, the author’s surname should be given, followed by the article’s title and page reference.
Abbreviations

Journals

The following is a representative, though by no means exhaustive, list:

AcM 

Acta Musicologica

AIM 

American Institute of Musicology

AnnM 

Annales Musicologique

AS 

Antiphonale Sarisburiense

CMM 

Corpus Mensurabilis Musicae

DTO 

Denkmäler der Tonkunst in Österreich

EECM 

Early English Church Music (roman typeface)
EM 

Early Music

EMH 

Early Music History

GS 

Graduale Sarisburiense

IMM 

Institute of Medieval Music

JAMS 

Journal of the American Musicological Society

JPPMS 

Journal of the Plainsong and Mediæval Music Society

JRMA 

Journal of the Royal Musical Association

MB 

Musica Britannica (roman typeface)
MD

Musica Disciplina

ML 

Music and Letters

MQ 

Musical Quarterly

MT 

Musical Times

NGD 

The New Grove Dictionary of Music and Musicians

NOHM 

The New Oxford History of Music

PMA 

Proceedings of the Musical Association

PMM

Plainsong and Medieval Music (journal)

PMMS 

Plainsong and Medieval Music Society (organisation)
PRMA 

Proceedings of the Royal Musical Association

RISM 

Répertoire International des Sources Musicales

TCM 

Tudor Church Music

Notes

mx 

maxima

l 

longa, long

b 

brevis, breve

s

semibrevis, semibreve

m 

minima, minim

sm 

semiminima, semiminim

f 

fusa

sf 

semifusa

If a note is dotted, this is shown by the prefix dot-, thus dot-s = dotted semibreve;
If a note is altered, this is shown by the prefix alt-, thus alt-s = altered semibreve;
If a note is coloured, this is shown by the prefix col-, thus col-b = coloured breve.
Other abbreviations (indicative list)
pa 

punctus additionis (dot of addition)

pd 

punctus divisionis (dot of division or perfection)

ps 

punctus syncopationis (dot of syncopation)

b(b). 

bar(s)

canc, cancn 
cancelled, cancellation

col 

coloration

illeg 

illegible

lig 

ligature

MS(S) 

manuscript(s)

NC 

not cancelled, no cancellation

NL 

new line (in MS)

NR 

not repeated

om 

omit(ted)

perf- 

perfect

rpt, rptd 
repeats, repeated

sig 

signature (mensuration or hexachord)

SC 

signum congruentiae (cue)

SL 

same line

uncol- 

uncoloured

undot- 

undotted

Abbreviations take a full point, while contractions do not, a contraction being an abbreviation that includes the first and last letters of the unabbreviated form: i.e. Mr’ for ‘Mister’, ‘Prof.’ for ‘Professor’, and ‘St(s)’ for ‘Saint(s)’ (but not ‘S(S).’).
Folio references

The abbreviation ‘fo.’ is used for folio, ‘fos.’ for folios. A superscript letter is used to denote recto or verso. If only the recto side is referred to, this must be marked, as a folio number on its own may be taken as referring to both sides. Extents are denoted by an en dash, e.g. ‘fos. 243v-245r’; 
Dates and times

Dates are given in the following form: 1 May 1567 (not 1st May 1567); decades: 1560s (not 1560’s); centuries are spelt out: fifteenth century (adjectivally fifteenth-century.
Pairs of dates are usually elided to the shortest pronounceable form: 1530–75; when talking of a stretch of time between two years, use ‘to’ rather than an en dash: ‘from 1530 to 1575’ not ‘from 1530-75’; ‘old style’ dates are given in the form 22 February 1543/4; if an author has converted such dates to modern format (i.e. 22 February 1544), this should be clearly stated in the introductory material.

Times are usually expressed in figures. Full points are not necessary in am or pm. Remember that 12 noon is neither am nor pm.

General style guides
The reader is referred to:

Judith Butcher, Caroline Drake and Maureen Leach, Butcher’s Copy-Editing, 4th edn (Cambridge: Cambridge University Press, 2006)

Rules on italicisation of foreign words follow the New Oxford Dictionary for Writers and Editors (Oxford: Oxford University Press, 2005), hence cantus firmus (roman type), but alternatim (italics).  In the score, preceding prefatory clefs, part-names appear in capitals; elsewhere, for instance in the Introduction, only the initial letter is capitalized (pace Butcher and NODWE: Triplex, Medius, Contratenor, Tenor, Bassus; Treble, Mean, Countertenor, Tenor, Bass).
Sample Underlay
1 Latin texts

The reader is directed to the contents of EECM 42-49 for examples of commonly set pre-Reformation Latin texts.

2 Vernacular texts
Venite, Exultemus Domino (Psalm 95)

O COME, let us sing un-to the Lord: let us heart-i-ly re-joice in the strength of our sal-va-ti-on.

Let us come be-fore his pre-sence with thanks-giv-ing: and shew our-selves glad in him with psalms.

For the Lord is a great God: and a great King a-bove all gods.

In his hand are all the cor-ners of the earth: and the strength of the hills is his al-so.

The sea is his, and he made it: and his hands pre-par-ed the dry land.

O come, let us wor-ship, and fall down: and kneel before the Lord our Mak-er.

For he is the Lord our God: and we are the peo-ple of his pas-ture, and the sheep of his hand.

To-day if ye will hear his voice, hard-en not your hearts: as in the pro-vo-ca-ti-on, and as in the day of temp-ta-ti-on in the wil-der-ness;

When your fa-thers tempt-ed me: prov-ed me, and saw my works.

For-ty years long was I griev-ed with this ge-ne-ra-ti-on, and said: it is a peo-ple that do err in their hearts, for they have not known my ways.

Un-to whom I sware in my wrath: that they should not en-ter into my rest.

Glo-ry be to the Fa-ther, and to the Son: and to the Ho-ly Ghost;

As it was in the be-gin-ning, [and] is now, and ev-er shall be: world with-out end. A-men. 

Te Deum Laudamus

WE praise thee, O God: we ac-know-ledge [’know-ledge] thee to be the Lord. 

All the earth doth wor-ship thee: the Fa-ther ev-er-last-ing.

To thee all an-gels cry a-loud: the heavens [hea-vens] and all the powers [pow-ers] there-in.

To thee che-ru-bin and se-ra-phin: con-tin-u-al-ly do cry, 

Ho-ly, Ho-ly, Ho-ly: Lord God of Sa-ba-oth; 

Hea-ven [Heaven] and earth are full of the ma-jes-ty: of thy glo-ry. 

The glo-ri-ous com-pa-ny of the a-pos-tles: praise thee. 

The good-ly fel-low-ship of the pro-phets: praise thee. 

The no-ble ar-my of mar-tyrs: praise thee. 

The ho-ly Church through-out all the world: doth ac-knowledge [’know-ledge] thee; 

The Fa-ther: of an in-fin-ite ma-jes-ty; 

Thine ho-nour-a-ble, true: and on-ly Son; 

Also the Ho-ly Ghost: the Com-fort-er.

Thou art the King of glo-ry: O Christ. 

Thou art the ev-er-last-ing Son: of the Fa-ther. 

When thou took-est [took’st] up-on thee to de-liv-er man: thou didst not ab-hor the Vir-gin’s womb. 

When thou hadst ov-er-come the sharp-ness of death: thou didst op-en the king-dom of hea-ven [heaven] to all be-liev-ers. 

Thou sit-test at the right hand of God: in the glo-ry of the Fa-ther. 

We be-lieve that thou shalt come: to be our judge. 

We there-fore pray thee, help thy ser-vants: whom thou hast re-deem-ed with thy pre-ci-ous blood.

Make them to be num-ber-ed [num-b’red] with thy saints: in glo-ry ev-er-last-ing.

O Lord, save thy peo-ple: and bless thine he-ri-tage [in-he-ri-tance]. 

Gov-ern them: and lift them up for ev-er. 

Day by day: we mag-ni-fy thee; 

And we wor-ship thy name: ev-er world with-out end. 

Vouch-safe, O Lord: to keep us this day with-out sin. 

O Lord, have mer-cy upon us: have mer-cy up-on us. 

O Lord, let thy mer-cy light-en up-on us: as our trust is in thee. 

O Lord, in thee have I trust-ed: let me nev-er be con-found-ed.
Benedictus Deus Israel

Bless-ed be the Lord God of Is-ra-el: for he hath vi-sit-ed, and re-deem-ed his peo-ple;       

And hath rais-ed up a might-y sal-va-ti-on for us: in the house of his serv-ant Da-vid;       

As he spake by the mouth of his ho-ly Pro-phets: which have been since the world be-gan;       

That we should be sav-ed from our e-ne-mies: and from the hands of all that hate us;       

To per-form the mer-cy pro-mis-ed to our fore-fa-thers: and to re-mem-ber his ho-ly co-ve-nant;       

To per-form the oath which he sware to our fore-fa-ther A-bra-ham: that he would give us;       

That we being de-li-ver-ed out of the hands of our e-ne-mies: might serve him with-out fear;

In ho-li-ness and right-eous-ness be-fore him: all the days of our life.       

And thou, child, shalt be call-ed the Pro-phet of the High-est: for thou shalt go be-fore the face of the Lord to pre-pare his ways;       

To give know-ledge of sal-va-ti-on unto his peo-ple: for the re-mis-si-on of their sins;       

Through the ten-der mer-cy of our God: where-by the day-spring from on high hath vi-sit-ed us;       

To give light to them that sit in dark-ness, and in the sha-dow of death: and to guide our feet in-to the way of peace.      

Decalogue

Lord, have mer-cy up-on us, and in-cline our hearts to keep this law. Lord, have mer-cy up-on us, and write all these thy laws in our hearts, we be-seech thee.

Creed
I be-lieve in one God the Fa-ther al-might-y, mak-er of hea-ven [heaven] and earth, and of all things vi-si-ble and in-vi-si-ble: And in one Lord Je-sus Christ, the on-ly-be-got-ten Son of God, be-got-ten of his Fa-ther be-fore all worlds, God of God, Light of light, ve-ry God of ve-ry God, be-got-ten, not made, be-ing of one sub-stance with the Fa-ther, by whom all things were made; who for us men and for our sal-va-ti-on came down from hea-ven [heaven], and was in-carn-ate by the Holy Ghost of the Vir-gin Mary, and was made man, and was cru-ci-fi-ed [cru-ci-fied] also for us un-der Pon-ti-us [Ponce] Pi-late.  He suf-fer-ed and was bu-ri-ed, and the third day he rose a-gain ac-cord-ing to the Scrip-tures, and as-cend-ed into hea-ven [heaven], and sit-teth on the right hand of the Fa-ther.  And he shall come a-gain with glo-ry to judge both the quick and the dead: whose king-dom shall have no end. And I be-lieve in the Ho-ly Ghost, the Lord and giv-er of life, who pro-ceed-eth from the Fa-ther and the Son, who with the Fa-ther and the Son to-geth-er is wor-ship-ped and glo-ri-fi-ed [glo-ri-fied], who spake by the pro-phets.  And I be-lieve one ca-tho-lic and a-po-sto-lic Church.  I ac-know-ledge one bap-tism for the re-mis-si-on of sins. And I look for the re-sur-rec-ti-on of the dead, and the life of the world to come.  A-men.
Sanctus/(Benedictus)
Ho-ly, ho-ly, ho-ly, Lord God of hosts, hea-ven and earth are full of thy glo-ry. Glo-ry be to thee, O Lord most high. [Amen.] Bless-ed is he that com-eth in the name of the Lord. Ho-san-na in the high-est.

Agnus Dei

O Lamb of God that tak-est a-way the sins of the world, have mer-cy up-on us.       

O Lamb of God that tak-est a-way the sins of the world, grant us thy peace.

Lord’s Prayer

Our Fa-ther, which art in hea-ven, hal-low-ed be thy name; thy king-dom come; thy will be done, in earth as it is in hea-ven.  Give us this day our dai-ly bread. And for-give us our tres-pass-es, as we for-give them that tres-pass a-gainst us. And lead us not [And let us not be led] in-to temp-ta-ti-on; but de-liv-er us from e-vil.  A-men.

Gloria in excelsis

Glo-ry be to God on high, and in earth peace, good will to-wards men. We praise thee, we bless thee, we wor-ship thee, we glo-ri-fy thee, we give thanks to thee for thy great glo-ry, O Lord God, hea-ven-ly King, God the Fa-ther al-might-y. O Lord, the on-ly-be-got-ten Son Je-su Christ; O Lord God, Lamb of God, Son of the Fa-ther, that tak-est a-way the sins of the world, have mer-cy up-on us.  Thou that tak-est a-way the sins of the world, have mer-cy up-on us.  Thou that tak-est a-way the sins of the world,  re-ceive our pray-er.  Thou that sit-test at the right hand of God the Fa-ther, have mer-cy up-on us.  For thou on-ly art ho-ly; thou on-ly art the Lord;  thou on-ly, O Christ, with the Ho-ly Ghost, art most high in the glo-ry of God the Fa-ther.  A-men.
Magnificat

MY soul doth mag-ni-fy the Lord: and my spi-rit [spirit] re-joic-eth [hath re-joic-ed/-joiced] in God my Sa-vi-our. 

For he hath re-gard-ed: the low-li-ness of his hand-maid-en. 

For be-hold, from hence-forth: all ge-ne-ra-ti-ons shall call me bless-ed. 

For he that is migh-ty hath mag-ni-fi-ed [mag-ni-fied] me: and ho-ly is his name. 

And his mer-cy is on them that fear him: through-out all ge-ne-ra-ti-ons [ge-ne-ra-tions]. 

He hath show-ed strength with his arm: he hath scat-ter-ed the proud in the i-ma-gi-na-ti-on of their hearts. 

He hath put down the might-y from their seat: and hath ex-alt-ed the hum-ble and meek. 

He hath fil-led the hun-gry with good things: and the rich he hath sent emp-ty away. 

He re-mem-ber-ing [re-mem-b’ring] his mer-cy hath hol-pen his ser-vant Is-ra-el: as he pro-mis-ed to our fa-ther A-bra-ham [fore-fa-thers, A-bra-ham] and [to] his seed for e-ver. 

Glo-ry be to the Fa-ther, and [Father and] to the Son: and to the Holy Ghost; 

As it was in the be-gin-ning, [and] is now, and ever shall be: world with-out end. A-men.

Cantate Domino 

O sing un-to the Lord a new song: for he hath done mar-vel-lous things. 

With his own right hand, and with his ho-ly arm: hath he got-ten him-self the vic-to-ry. 

The Lord declared his sal-va-ti-on: his right-eous-ness hath he o-pen-ly show-ed [showed] in the sight of the hea-then [na-ti-ons]. 

He hath re-mem-ber-ed [re-mem-b’red] his mer-cy and truth to-ward the house of Is-ra-el: and all the ends of the world have seen the sal-va-ti-on of our God. 

Shew your-selves joy-ful un-to the Lord, all ye lands: sing, re-joice, and give thanks. 

Praise the Lord up-on the harp: sing to the harp with a psalm of thanks-giv-ing. 

With trum-pets al-so and shawms: O shew your-selves joy-ful be-fore the Lord the King. 

Let the sea make a noise, and all that there-in is: the round world, and they that dwell there-in. 

Let the floods clap their hands, and let the hills be joy-ful to-geth-er before the Lord: for he com-eth to judge the earth. 

With right-eous-ness shall he judge the world: and the peo-ple with e-quit-y. 

Nunc Dimittis 

Lord, now let-test thou thy serv-ant de-part in peace: ac-cord-ing to thy word.

For mine eyes have seen: thy sal-va-ti-on; 

Which thou hast pre-par-ed: be-fore the face of all [thy] peo-ple[s]; 

To be a light to light-en the Gen-tiles: and to be the glo-ry of thy peo-ple Is-ra-el. 

� ‘Text’ in this document refers to music and words indifferently. It is qualified by ‘verbal’ or ‘musical’ where necessary.


� Although plainsong has not previously been accorded a priority within the series, EECM has declared a commitment to publish editions of votive and other liturgies, beginning with the Lady Mass and Office of Our Lady.  EECM 50 (Susan Rankin, ed., The Winchester Troper) also includes a considerable quantity of monophonic music in facsimile.  Guidelines for the transcription of plainsong sections in the context of polyphonic music are given below; a style sheet for the plainsong sub-series is in development.


� No attempt is made here to describe stemmatic method. Apart from the standard works of Paul Maas and others, a concise discussion may be found in L.D. Reynolds and N.G. Wilson, Scribes and Scholars (3rd edn, Oxford, 1991), pp. 211-16. Many of the issues are dealt with in considerable detail by J. Grier, The Critical Editing of Music (Cambridge, 1996).


� An extant archetype, or the exemplar of a single additional source, will of course be the copy-text of choice.


� The editor may supply personal acknowledgements here or at the end of the Introduction as circumstances may suggest


� The Table of Contents should include everything from that point onwards. Editors should supply it at an early stage, leaving the pagination blank.


� For the conventions governing these, see the next section.


� Some editors have placed the source first; this may be continued within a composer or repertory for the sake of uniformity. If the source comes last, it is not necessary to write ‘in’ beforehand.


� In the case of transposed music (which will be rare in the pre-Reformation repertory but commoner in the


organ parts of Anglican music), the initial note should be added


� If an intonation is required during the course of a movement it is supplied in a similar way, with or without a gap before the system-brace as the case may be but with no preliminary stave.


� Hemiola coloration is the term used here to describe a passage in which all note-values are uniformly reduced in the ratio 3:2. (It is a particular form of proportional coloration.) When coloration is introduced to indicate imperfection, shorter note-values, though coloured, will not be affected.


� If a section of cantus firmus, the structure of which is predictable, is missing, it should be reconstructed.


� Alternatively, an editor’s MS may be submitted in the first instance to the Editorial Assistant.


� The postal address is: Dr Magnus Williamson, School of Arts & Cultures, Armstrong Building, Newcastle University, Newcastle upon Tyne, NE1 7RU; telephone 0191 208 6751; e-mail � HYPERLINK "mailto:m.g.williamson@ncl.ac.uk" ��m.g.williamson@ncl.ac.uk�.


� Currently Mr Timothy Symons: 5 Hampton Street, Hereford, HR1 2RA; telephone 01432 263930; e-mail � HYPERLINK "mailto:timsymons@dsl.pipex.com" ��timsymons@dsl.pipex.com�.
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