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ABSTRACT

The Penitential Psalmgs often referenced as Orlando di Lasso’s most famous
piece; however, it remains largely untouched by scholars, pldguedme of the
same problems that typically impede research on Lasso’s wbddsis, bulk and
musical variation. Although there have been a few comparatiggestof the cycle
with the most recent being Stefan Schulze’s study on modalityetimgs by
Orlando di Lasso, Alexander Utendal and Jacob ReDier:Tonarten in Lassos
“Busspsalmen”(1984), this is the first study since Herrmann Béauerle’s detsmn
Musikphilologische Studie Uber die Sieben Busspsalifi€®6), that deals
exclusively with Lasso’sPenitential Psalmsfrom an analytical perspective.
Because of the problems mentioned, analysis ofPieitential Psalmss very
much a methodological challenge, due to its scope and use al vaucal style
throughout the cycle. Structure was indubitably a primary concernhen t
composition of thd?enitential Psalmsas shown in the title of the work published
first in 1584 —“modis musicis redditi’In proving the hypothesis that Lasso, indeed,
employs other musical elements, as well as mode, in such atgagsato reinforce
the structure of the cycle, there are two main lines of inqaitige musical aspects
that were analyzed in this study (motivicity and harmony):T@d whatextentdo
certain observed phenomena occur and what function does this serfe?wRat
degreeare these phenomena used in the composition? The minor doxology was
used as the underlying focus of this study to function as a typentfol group.
This was ideal since the text remains a constant throughosewdn settings,
corresponding to each of the seven penitential psalms across dle by
demonstrated compositional patterns, both of the above lines of inqgeyher
form the basis for a more complete understanding of the psalmelbaas the
musical logic which gives the cycle a remarkable degreeluérence based on the
interrelatedness of the phenomena observed.



PREFACE

The Penitential Psalmsare widely acknowledged to be one of Lasso’s most
distinguished compositions and a crowning achievement of the LatesBamze.
However, in spite of this acclaim and the frequency with which ¢ited in many
surveys of Western musical tradition, it is surprising thaty iew analytical
attempts have been made to unravel its many formal intrichaiesl studies using
now dated paradigms and conflicting terminology have yielded prohtenestlts
which are largely considered invalid by modern standards; howeitbrpmgoing
discussions clarifying the nature of definitions regarding modalfty tonality, for
one, along with an increasing interest in Lasso’s works sé#rthve release of new
recordings, articles and publications, new avenues of scholarship usihgrmm
analytical paradigms not only appear promising, but frankly, alscssage This
study proposes to look at aspects of Ramitential Psalmsn order to identify the
potential for the use of musical elements such as motivicity, fglaahing and
modality as structural devices. These structures are usedryimgvalegrees of
interrelatedness occurring on inter-/intra-verse and iméafpsalm levels. The
devices combined with the degree of interrelatedness sheds light lontheot
constructional features of the psalm cycle and on Lasso’s campasiprocess.
Because of the explicit structural features in Bemitential Psalmstheir study in
this context is used as a prospective starting point in which tg gtagsalm motet
genre for predominantly structural, though as well as, other sicolapositional
procedures.

I would like to thank above all my supervisor, Dr Christian Leitmeir for
support, invaluable suggestions, and guidance in all matters. | am also
indebted to Thomas Schmidt-Beste and Pwyll ap Sion for help in
overcoming administrative hurdles. My humble gratitude goes to Noel
O’Regan and John Cunningham for their expertise and suggestions. | am
grateful to staff and friends at Doane College, Lincoln NE for their support
and understanding (especially Kathy Ohiman); also, Anita Breckbill at the
University of Nebraska-Lincoln for help in securing library resources.
Personal thanks to Katherine Betteridge, Nicholas Hardesty, and Arnold
Schoenberg with special thanks to Suzanne Jouvenat who was
instrumental in helping me to get back on the right track.
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Chapter 1 — Introduction

1.1 Lasso’sPenitential Psalms in historical context.

Dated around 1560, theenitential Psalmsycle was composed early in Lasso’s
career at the Bavarian court following the years he spetdlinih the 1550s. This
cycle accounts for one of three major cycles composed around 1560 Wdaoch a
include theProphetiae Sibyllarumand thelLectiones ex Propheta lotAlthough
Lasso had already established himself as a successful conmyodes time, his
international fame was further augmented from around the year 1b3Bei
inclusion of his chansons printed in publications by Le Roy and BaifiaParis for

the first time* This increase in popularity and renown is evident by the year 1561
with the headlining of Lasso’s name on another chanson publication Rgy.and
Ballard: Douziesme livre de chansons nouuellement compose en musique a quatre,
& cing parties, par Orlande de lassus, & autres authe{Raris, 15615. Lasso’s
rising star in the Bavarian court had long been recognized yntbehe officially
assumed Ludwig Daser’s post as Kapellmeister in the coupetkB562/15635. It

is, thus, significant that Lasso’s most recognized and ambitiouksvstem from
what might be considered a time of upswing in his career dargignificant gain

in international fame; not to mention the reputation incurred by th@aesition of

‘secret’ works, as it were, for the private and exclusive use of Duke Albrecht V

Comparisons between Lasso and Palestrina have long been a part of the
historiographical tradition as two of the most prominent compos$éhe datter half

of the sixteenth century. In this vein, a kind of syllogism can be propondedns

of understanding the role of their respective masterpiecefehigential Psalms

and theMissa Papae Marcellion the current state of their legacies. This is based
on the major premise that the composer’s legacy was not el&blon success or
reception of their time, but was contingent, rather, on this histopbgra
tradition. The minor premise maintains that these named piecestiagse most
publicized and responsible for the continuation (and propagation) of thisomadi

! Douziesme livre de chansons nouuellement compasesigique a trois, quarter, & cing parties,
par plusieurs autheurfl559);Treziesme livre de chansons nouuellement composasisique a
quatre parties, par plusieurs autheyfs59).

2 Horst Leuchtmann highlights evidence of Lass@#g international fame with the 1562/3
Nuremberg (Montanus & Neuber) and Venetian (Garyignblication of his motetSacrae
cantiones quinque vocum, tum viva voce tum ommisrgeinstrumentis cantata commodissimae
% Horst LeuchtmanrQrlando di Lasso: Sein Leben, Bd(\Wiesbaden, 1976), p. 47.



Thus, thePenitential Psalmand theMissa Papae Marcellhave played a seminal
role in how Lasso and Palestrina are perceived by musicians lamidrscalike. By
this reasoning, it is no stretch to briefly compare these wiorksder to gain a
better understanding of the importance ofRlemitential Psalm# the overall view
of Lasso as a composer. Parallels supporting this analogy alsdenextensive
anecdotal information (in retrospect from secondary accounts) camgetine
background and the historical context of both works, not to mention anseggdre
emphasis on a definitive compositional technique of the period. In additibrs{o
both composers were subject to hyperbolic myths, in effect, exaltie
composition and having a canonization-effect on the composer. Accordingsto
anecdotes, both compositions required a show of restraint in their cmetleads
of composition with a demonstration of strict adherence to governing rules based on
Tridentine reforms in the case of Palestrina and by the cesioning of settings of
the somber penitential psalms by Lasso’s employer, Duke Aibkécin this, both
composers display a kind of self-imposed conservatism, although thet éxte
which their decisions were actually based on a result of the avevds has often
been exaggerated. (For example, it is accepted that the dukeissoomed the
setting of the penitential psalms. However, no primary evidencethisf
commissioning exists today except in Quickelberg’s documentafidw) direction
of each composer’'s legacy is a product of connections with thepectve
institutions: the Papal Church in Rome and the Bavarian court. Theatptahich
comes by the distinction in genres is also not to be overlookesktifah’'s name is
synonymous with the mass (humbering 104 in total): a corporate woradipon

in a very public institution whereas Lasso’s fame comes latgelhe motets (not
to mention the secular genres): a varied para-liturgicaltivadivhose context is
not always known or well-understood. Nonetheless, in terms oPémtential
Psalms(and no doubt others) these were probably composed for more spedific a
private settings in conjunction with the liturgical as wellcatebrational practices

of the court chapel.

Palestrina’s historiological advantage in Rome is clear, edpem the proximity
to Tridentine reforms, regarded clearly as a leading compogke ¢time given his
prestigious employments at the Capella Giulia, S. Giovanni inrdrade and S.



Maria Maggiore® The famous myth of Palestrina and his role as the ‘savior of
music’ from the complete abolition of polyphony on account of the protgedit

the Council of Trent (which convened between 1545-1563) was first recorded i
1607 by Agostino Agazzari, maestro di capella at the Collegiom@@co and the
Seminario RomandThis story was apparently already spreading in Jesuitsiatle
the turn of the century which is explained by Christian Leitrasia case for the
promotion of a Rome-centric Jesuit agenda in which Palestrina sasvadocal
hero® This legend of Palestrina is strengthened by the estaldighaf a specific
‘Palestrina style’ which was taken as a pedagogical basisounterpoint in later
centuries. The romantic imagination of Palestrina eventualipinates with the
famous operaRalestring by Hans Pfitzner which dramatizes the divine inspiration
and spiritual undertaking which saved music. To summarize: Pa#streputation
was solidified by his contributions to the mass in connection withesiastical
reforms and the resultant style which stressed intelligibdft the words and the
removal of perceived secularisms from the music. Ludovico Cresgailies on this
topic (1629):

Pius IV [...] had noticed for some time that music and singing in
sacred places was very little else than an abundance of delicat
diminutions and vain adornments to the words, from which no
benefit of piety came forth to the listeners. He then determmed t
set the question of banishing sacred music from the church before
the Council of Trent. When word of this came to the ears of
Giovanni Palestrina, he quickly set himself to compose Masses in
such a way that not only should the combinations of voices and
sounds be grasped by the listeners, but that all the words should be
plainly and clearly understodd.

In the matter of institutional association, Lasso’s senacéhé Bavarian court is
significant as a cultural center in Europe at the time, edpedae to the

extravagant festivities financed by the duke and expenditures artthcluding

* A proper timeline of his employments is found ineNO’Regan ‘Palestrina, a Musician and
Composer in the Market-Pladgarly Musig xxii, 4 (November, 1994), p. 552.

® Piero Weiss and Richard Taruskin (edslyisic in the Western World: A History in Documents
(New York, 2001), p. 118.

® Christian Thomas Leitmeir, ‘Catholic Music in tBéocese of Augsburg, c. 1600: A Reconstructed
Tricinium Anthology and its Confessional implicat® in lain Fenlon (ed.Early Music History:

Vol. 21: Studies in Medieval and Early Modern Mugig. 131-132.

’ Piero Weiss and Richard Taruskin (edslyisic in the Western World: A History in Documents
(New York, 2001), p. 141.
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the construction of an illustrious Antiquarium stemming from theectin of rare
and valuable noveltiés.Despite this burgeoning cultural influence, it is also
common knowledge that Albrecht V began amassing debt, a trend whichaent
led to severe financial hardship in the reign of his successor, MiiNeThis state

of affairs would lead to the fortuitously prophetic release of d.dssn his post of
maestro di cappella at court on the day of his death in 1594. Henlyaene of a
number of artists and musicians who had to be dismissed due to ecamisisic
Horst Leuchtmann includes a facsimile of this list of persorfetz@ichnus deren
Personen, welchen Abgedanckht werden satlevhich Lasso is listed first under
the ‘Cantorey personehrather ingloriously crossed out and accompanied by the

memo: ‘ist Todt?

Despite its political importance, a gradual decline in the alltmfluence of the
Bavarian court over the centuries is one of two institutional aspleatsplagues
Lasso’s legacy. The second aspect is the implication of Lassass well-known
pieces as examples of Albrecht V’s collectable curiositigss, Tof course, also
resounds in the interpretation of Lasso’s musical style, edlyemathe much
discussed termmusica reservataManiates relates this point to general mannerist
sentiments in ‘superior refinement and extraordinary exquisitebegend the
reach of the masses’ and thereby also maximizing the rbatgotential of the
music, but only in such a way for the gratification of the ledraed elit’® The
Penitential Psalmss perhaps the most representative example of this reported
style. This is particularly seen in the highly extravagant Mumtnuscript
(Munich, Bayerische Staatsbibliothek Mus. Ms. A) fashioned between 4563

1570 with illuminated miniatures by Hans Mielich with accompagyiommentary

8 Susan MaxwellThe Court Art of Friedrich Sustris: Patronage inte&Renaissance Bavaria
(Surrey, 2011), pp. 4-5; footnote 16. Maxwell at#tes a 1557 memo from Albrecht V's councilors:
‘Was man Kostbares, Fremdes, Seltsames sieht, dasman haben! Zwei oder drei Goldschmiede
arbeiten standing allein fur den Firsten; was sieinem Jahre fertigen, wird im nachsten
zerbrochen oder versetzt. Die Maler und Kontrafdttanmen fast das ganze Jahr nicht aus der
Neuverste! Dazu die Bildschnitzer, Deher, Steinemetder ausserordentliche Aufwand fur Kleider,
Tapezerei, Mummereien, das schadliche UbermasssarEund Trinken, Banketten und
Landschaften.

° Horst LeuchtmanrQrlando di Lasso: Sein Leben, BdWiesbaden, 1976), plate 11 in the
Abbildungsverzeichnis: ‘Aus der Liste der zu ergisden Hofbediensteten vom Jahre 1564. Lasso
kam seiner Entlassung durch den Tod zuvor (GHA).’

19 Maria Rika Maniatesylannerism in Italian Music and Culture, 1530 — 1§80anchester, 1979),
pp. 271 — 272.
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volumes by court humanist, Samuel Quickelbgrglthough the eighth psalm in
the set,Laudate Dominum de cael{®ss. 148/150), was published separately in
1565, thePenitential Psalmsvere kept in the duke’s private collection until they
were finally first published in 1584, five years following Duke Albrecht'stiléa

From the above anecdote by Ludovico Cresollio concerning Palestrina,aone ¢
contrast the signature style of Palestrina and Lasso in tefrtiee compositional
ethos in its retrospective reception. Palestrina’s stylentsrpreted as musical
simplification with primary concern in the general intebidjty of the text. Lasso’s
ethos clearly stems from the entirely opposite perspectivesttieigs in the spirit

of mannerism with attention to detail in the text and the humanid¢as of
‘creativity and enjoyment:® Here, another accepted definitionrofisica reservata
applies: i.e., that of Samuel Quickelberg’s description in his comnyerddume to

the Penitential Psalms

Lasso expressed these psalms so appropriately in accommodating,
according to necessity, thought and words with lamenting and
plaintive tones, in expressing the force of the individual affections,
and in placing the object almost alive before the eyes, thasate i

a loss to say whether the sweetness of the affections ethtne
lamenting tones more greatly, or whether the lamenting tones
brought greater ornament to the sweetness of the affectiorss. Thi
genre of music they cathusica reservataln it, whether in other
songs, which are virtually innumerable, or in these, Orlando has
wonderfully demonstrated to posterity the outstanding quality of
his genius*

No doubt, the motet genre for which Lasso is renowned was an idadivere
avenue for his signature compositional style which highlighted engplbasthe
expression of the text with the variety of biblical and non-biblieats available.
The variety of extra-liturgical functions was also causetl@ diversity in the

sacred genre. The performance context of the motet largelyn®raai object of

™ The dates are taken from Bossuyt’s estimatesriadg Bossuyt, ‘The Copyist Jan Pollet and the
Theft in 1563 of Orlandus Lassus’ ‘Secret’ Peni@®salms’ in Albert Clément and Willem Elders
(eds.)From Ciconia to Sweelinck: donum nataliciyAmsterdam, 1994), p. 262.

2 Horst LeuchtmanrQrlando di Lasso: Sein Leben, BdWiesbaden, 1976), p. 131.

13 Maria Rika Maniatesylannerism in Italian Music and Culture, 1530 — 1§8@anchester, 1979),
p. 115.

14 samuel Quickelberg, Munich, Mus. Ms. Al-E, fol."iv' (1560). Translated by Bergquist in
‘Preface’ to theSeven Penitential Psalms and Laudate Dominum déscéeR Editions, Inc.
(Madison, 1990), p. ix.



speculation, but there are instances where the occasion is moifcspake for
example, the psalm-moteGustate et videtevhich was conceivably composed in
1553 for the Corpus Christi procession or for Holy Thursday during theeltamso
worked in Romé? It is interesting to note that Lasso’s reputation as a cacre
composer must have been close or equal to that of Palestrinalifetinse since
Lasso acted as Palestrina’s predecessor in his employraetiteamaestro di
cappella of S. Giovanni Laterano in 1553. Noel O’Regan’s assessinkasso’s
music in Roman context furthermore places Lasso at the forefretylistic trends
that could have helped to shaped the direction of compositional prdolioggng

the Council of Trent® Additional evidence of Lasso’s esteemed reputation in this
regard is a report in 1561 (keeping in mind that this was aboutirttee the
Penitential Psalmsvere composed) from Rome reporting on account of a musical

exchange between Munich and Rome that

Lasso’s music, particularly the masses, ‘has pleased not only
[Cardinal] Vitelli in particular, and everyone here, but esplgcia
Cardinal Borromeo, who has had them copied and wishes to have
them performed in the Papal Chapél.’
Lasso’s working connection with Rome and consequential papal estsfown in
subsequent years following this event as Lasso is made a Knitjiet Giolden Spur
in 1574 after a visit to Rome and a dedication of the second boB&taicinium
musicesto Pope Gregory Xl in January of that same y&ain addition to
Quickelberg’'s aforementioned praise of Lasso’s masteryno$ica reservata
Michael Praetorius’s commendation of fRenitential Psalmalso supports Lasso’s
more immediate reputation as a composer of sacred music mhy &g work as a
‘Chrestomathie der strengsten und reinsten Kirchenmusik’ in his lepeytc
Syntagma Musicurf1618)*°

In a perhaps more humanist vein, the mythic figure of Lasso bamitase form

beginning in the mid-1560’s through poems and dedicatory prefaces. lloaddit

5 Noel O'Regan, ‘Orlando di Lasso and Rome’ in P8ergquist (ed.Prlando di Lasso Studies
(Cambridge, 1999), p. 138.

% |bid, pp. 147-148.

7 bid, p. 139. O’Regan also mentions that manuscopies of these works mentioned have not
been found in the Cappella Sistina.

8 Horst LeuchtmanrQrlando di Lasso: Sein Leben, BdWiesbaden, 1976), p. 52.

19 Michael PraetoriusSyntagma Musicum I(Wolfenbiittel, 1618). [‘Collection of the most exa
and purest church.’]



orphic allusions and references to the ‘divin Orlande,’ to his personotaas a
composer, his music is also linked to the occurrence of supernpheabmena
which helps to bolster this mythical representation. A prime example of thishis
documented performance of the previously mentioGestate et Videtat the
Corpus Christi procession in 1584 during which the weather supposedlydcalgare
allowing the procession to continue as planffebhis composition soon gained the
reputation for producing miracles of this nature and the supernatfiesits of
which were purportedly repeated under similar circumstances. loase of the
Penitential Psalmsit can be suggested that they were composed solely for the
Duke’s personal use and that by the work’s commissioning, the Dulse wa
metaphorically assuming a type of Davidic identity. Conversehgter ltradition, it

will be Lasso who has taken on the person of David in a legend stenfnroimg
Lansius (1620) that thieenitential Psalmsvere performed for Charles IX of France

to help ease his troubled conscious after the Bartholomew’s Dagddie in 1572:

a myth which was repeated and expanded upon even through the nilmetee
century’* One cannot help but connect such an anecdote to the Classical ideas of
musica humanand, again, the orphic tradition; not to mention the biblical account
of David performing music in order to calm the spirit of King Sasilrecorded in

the book of 1 Samuel. These similarities between Palestrina assb Lhelp to
illustrate, in the first instance, the importance of Bamitential Psalmsnot only in

Lasso’s lifetime, but also in the formation of his legacy.

At the present, there is still general agreement in surveWgestern music history

that the sixteenth-century motet was the genre in which Lassodstisiguished
himself as a composéft.Lasso is known to have composed over 500 motets, of
which the majority (roughly 70%) is based on biblical texts. \W&B settings total,

the book of Psalms supplies the most inspiration for Lasso’s cbbteats from a
single source. In the genre of the psalm-motet, Lasso composed 33 individual

settings of complete psalm texts along with Benitential Psalmgincluding the

2 Horst LeuchtmanrQrlando di Lasso: Sein Leben, B{Wiesbaden, 1976), p. 199.

2 |bid, p. 132.

# Henry Coates and Gerald Abraham, ‘Latin Churchiblos the Continent-2. The Perfection of
the A cappella styleThe Age of Humanism, New Oxford History of Musi¢Oxford, 1968), p.
342; James Haar. "Lassus."Gnove Music OnlineOxford Music Onlinehttp://0-
www.oxfordmusiconline.com.unicat.bangor.ac.uk/subst/article/grove/music/16063pgl
(accessed December 18, 2011).



Laudate Dominuman amalgamation of Pss. 148 and 150, which was published
separately in addition to its inclusion in tRenitential Psalmsin addition to a
more substantial proportion of settings based on a few verses ¢omshonly
anything up to five verses) or a paraphrased text. Haeitential Psalmsare
somewhat rare in this respect of setting the complete psairwieich accounts for

its impressive scope) and also, in the liturgical inclusion oftfrer doxologies.
Despite the positive endorsement of Benitential Psalmsn its historiographical
tradition, modern assessment of the work remains varied. Hisstory of Western
Music, the Penitential Psalmsare cited as being ‘perhaps the best known of
[Lasso’s] church works,” though ‘not fully representati¥eFor a remarkably gifted
and intelligent musician as demonstrably varied as Lasso wasaltypieneralized
statements such as the one above without elaboration (not uncommon mueady
surveys) has been truly detrimental in the overall understandingas$o’s
achievements as one of the most accomplished composers oftdemtixcentury.
Contrary to the fact that many would agree with Donald Grout aaddélPalisca

in the respect that they would view tRenitential Psalmg&s an anomaly in Lasso’s
works - an exception in terms of genre and purpose - the psalm ioyttkelf is
actually a truly self-contained musical representation of hemtive genius. It
demonstrates a juxtaposition of various compositional styles ovempressive
scope and the signature vivacity with which the text is broughtetanl the music

(‘rem quasi actam ante oculos ponen@uickelberg])®*

% Donald Grout and Claude PaliséaHistory of Western Music"&d.(New York, 1996), pp. 260-
261.
% For Quickelberg’s full commentary, refer back tcsp
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1.2 General approach and methodology.

In any introduction to studies on Lasso, Benitential Psalmsvill always take a
prominent place his oeuvre and will have acknowledged status asusmmotal
achievement of the High Renaissance. But this provided, as mentiomes] &lis
almost remarkable that there are very few studies done ondleeanyd even fewer
which look at Lasso’®enitential Psalmgxclusively. In fact, the only study which
fits the latter category is Hermann Bauerle’s 1906 dissamtd¢lusikphilologische
Studie Uber die ‘Sieben Busspsalmen’ (Septem Psalmi Poenitentialé€3)aledo

di Lasso,which provides a descriptive sketch of the work with verse bgever
moderation. The study focuses on philological and editorial concerne¢addrin
connection with the publication of his edition of the cy@end on numerous
examples of text expression in the music. For its time, gsedation was surely of
great value in its editorial corrections and in giving a lgrgescriptive overview
of the entire cycle; however, the structure and the narrative toine afissertation
does not promote interconnectivity of verses or psalms, nor is itceagucive to
the synthesis of ideas concerning the totality of the work whickvident in the
absence of any kind of conclusion. Other significant secondary sowtueh
discuss théPenitential Psalmsvill be referenced in relation to specific aspects of
analysis. It was not until roughly half a century ago that schopamshhis field has
evolved in the development of a more empirical side stemming tiamold
Powers’ study of tonal typé8 This idea of tonal types serving as representations of
mode stems from a semiotic understanding, which aids in the anafysiusic as a
cultural phenomenon, exemplified in the field of ethnomusicoféggowers has
demonstrated by this that the study and discourse of the musthef tonal
systems and other cultures has in certain ways cleared tlog iesh perspectives
concerning the analysis of early music, leaving more room for caibpe and
interdisciplinary approaches and paradigms rather than axiomatglss between
mutually exclusive schools of thought.

%> Hermann Bauerldylusikphilologische Studie Uber die Sieben Busspmales Orlando di Lasso
(Leipzig, 1906).

% Harold Powers, ‘Tonal Types and Modal CategomeRénaissance PolyphonyAMS xxxiv, 3
(Autumn, 1981), pp. 428-470.

" Harold Powers, ‘Language Models and Musical AnalyEthnomusicologyxxiv, 1 (January,
1980), pp. 1-60.



Before this, the problem in scholarship was the disassociation ofubie from its
historical culture and context which resulted in an anachronistw ok the
composition. Edward Lowinsky’s study of the curious chromatic prologubeof
Prophetiae Sibyllaruif has been famously criticized by many for its anachronistic
perspective including Marjorie Roth, who in her dissertation on thestject has
extrapolated Lowinsky’s comments about Lasso’s techniques pointingd®wsa
‘music of the future’ implying a type of ‘Schoenberg of thetesxath century® It

is unfortunate that Lowinsky’s analytical methods grounded in piegiof modern
tonality compromised the validity of his conclusion as it was unqueblypna

skewed, but not entirely false.

In looking at aspects of structure of LassBsnitential Psalmsit goes without
saying that beyond the actual analysis, the topic of this diisertentails looking

at the composer and the creative process. The analysis afd.agwks and the
understanding of how Lasso operated as a composer is certaiffigi@tdopic to
breach due to its highly speculative nature. However, thdeexes of structural
features that can be seen in a number of different areasbfy surface attributes
(duration, voicing, textures), by the use of motives, by the exgcuti a tonal
plan), Lasso certainly leaves subtle hints about the way in whidfetided to
execute this psalm cycle from a compositional standpoint. The primary interg of thi
inquiry is to analyze thBPenitential Psalm& such a manner as to be able to draw a
conclusion about the degree and extent of interrelatedness betwiegers gactions

of the cycle. Much of the analytical work to be done will becdpsive by nature;
however, the intent of the following study is to process the comparisetween
musical sections to a point past the identification of whainmslas, in order to
answer guestions about how sections are similar to others, the &extenich the
similarity exists and what purposes these similarities sartiee larger context of
the psalm cycle.

The criteria and content of analysis unintentionally mirrors TimdBteele’s

analysis of ‘Tonal Coherence and the Cycle of Thirds in JosqMeisior esto

2 Famously coined ‘triadic atonality’. Edward Lowkys Tonality and Atonality in Sixteenth-
Century MusiqBerkeley and Los Angeles, 1961), p. 39.

2 Marjorie A. Roth,The Voice of Prophecy: Orlando di Lasso’s Sibyld kalian HumanisnPh.D.
diss. Eastman School of Music (Rochester , 20Q5)5p
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verbi tui; beginning with the text and a formal overview, followed bytises on
‘motivic material, contrapuntal relationship, cadential goals’ anidhately, their
interrelatednes®. As an analytical experiment, each of these aspects bill
analyzed in a restricted sample of verses and then looked iatiaghe broader
context of the psalm. The bulk of tlenitential Psalmss certainly a logistical
impediment in constructing an overall assessment of its mupicglerties,
especially considering the range of text and musical-rlvadgpiossibility which is
often the focal point of Lasso research. It is largelyli teason that the restricted
sample for analysis chosen will consist of the seven minor doxoldgies the
psalm cycle. Despite the small size of the sample, this catgs obvious major
advantages and also prospective significance in the analysis refstha the cycle.
Firstly, the reduction of the psalms into a manageable, g@iesentative sub-
section is essential and since every psalm closes with ther rdoxology, it
removes the variable of the text which is a very important coefehent in
looking at Lasso’s music given his aptitude for creative and hari@sponses. It
will also yield information concerning the consistency in mudiedtment of the
same text across the cycle. Finally, the levels of inteedess will not only show
the extent to which Lasso uses certain devices to reinforcéusgrubut also hint at
the way he initially used the concept of the penitential pstnsganize the work.
Lasso’s demonstrated use of structure from an empirical pérspés valuable in
decrypting the aims of the research named above and also inyithgnpbints of

variance which, in turn, paves the way for interpretative analysis.

% Timothy H. Steele, ‘Tonal Coherence and the Cgél€hirds in Josquin’$lemor esto verbi tiii
in Cristle Collins Judd (edTonal Structures in Early MusitNew York, 1998), p. 156.
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Chapter 2 — Surface Gloss

2.1 Overview of thePenitential Psalms and parameters of formal analysis.

The classification of the seven penitential psalms as a ¢ollegtoup (Pss. 6, 31,
50, 101, 129, and 142 in Vulgate numeration) goes back at least to theesikiry
and is attributed to Cassiodorus. In the context of the Catholic yijtutee
penitential psalms were used in ecclesiastical settingarasas the eighth century
and were historically used in penitential rites: during the seakdent, in early
liturgies of public penance, the reconciliation of the penitent, penitentiafoitése
sick, Ash Wednesday, and in sacramental confession and absdliEimphasis on
individual forms of penance came as a result of Counter-Reformaliorcic
reform which encouraged more frequent practice of confession and coomzfuni
Even long before the Counter-Reformation, the penitential psalme wszd
increasingly in connection with the Office of the Dead and asonemorial
occasions, such as the Commemoration of All the Faithful Dep@v@vember 2).
The Office of the Dead came largely as a product of private ideabtitual to the
deceased and was recognized first by the church officiatheififteenth century’
Helga Czerny suggests that it is perhaps this later funthianinspired Duke
Albrecht V of Bavaria to commission a musical setting ofgéeitential psalms (as
well as those of theectiones ex lolwhich is a text used prominently at matins in
the Office of the Dead, though generally not sung), chiefly, as he held thiettatie
the penitential psalms were ‘most useful in preparing oneselidath.®* If this
was truly the case, then it would certainly explain the spesgiificance of
Lasso’sPenitential Psalmsand why this cycle, in particular, was of precious and
personal value to the duke. Although this explanation is hypotheticalyjevia
theory, Lasso’s settings of the penitential psalms concludethgtiminor doxology
and not the antiphon typically used to conclude psalms in the afosadions
with connotations of the funeral ritual and the blissful afterliRequiem aeternam

dona eis Domine. Et lux perpetua luceat’e@ne famous example of a psalm-

31 peter Bergquist, ‘Preface’ to teven Penitential Psalms and Laudate Dominum déscAeR
Editions, Inc. (Madison, 1990), p. vii.

32 Abigail Firey,A New History of Penandgeiden, 2008), p. 403.

¥ Susan E. GillinghanPsalms through the Centuries, Vol(Qxford, 2008), p. 55.

**Helga CzernyDer Tod der bayerischen Herzége im Spatmittelaltet in der friilhen Neuzeit
1346-1579: Vorbereitungen-Sterben-Trauerfeierligtdee Grablegen-MemorigMunich, 2005), pp.
321-324.
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motet based on this type of function is Josquin’s five-voice settieqdrofundis
clamavi(Ps. 129) which may have been composed upon the death of Louis XII of
France in 1515 (NJE 15.1%)This setting not only uncharacteristically contains the
entire psalm text, but also the aforesaRlequiem aeternanj...]’ antiphon,
followed by a Kyrie eleisonand finally, an incipit for Pater noster Josquin’sDe
profundissetting is also unique in its use of canon in three voices (one onigrus
explains that they are to represent the three estates okeRsduacgather to mourn
the departed: Canon Les trois estas sont assembles pour le soulas de
trespasses *® Of course, this raises questions about Lasso’s setting cfathe
psalm which is also very distinct in its use of the psalm tenie cantus firmus;
not only this, but also the technique of setting the psalm tone asoa ta a
number of verses. Czerny’'s hermeneutic account oP#metential Psalmsvill be
taken into consideration; it is clear that if there is any smigst to the claim, the
evidence will take the form of musical allusions and refereredainly, because
the specific function of thdenitential Psalmgs not known (aside from their
performance in private devotional context), a possibility could be in the
commemoration of the dead or as Czerny suggests, a specifienpahitite

designed solely for the duke himself.

Lasso’s setting of thBenitential Psalmss still the earliest known musical cycle of
this grouping of psalms. In this sense, Lasso pioneered this mimicalwhich
proved influential to generation of successive composers given the nuhber
settings that followed. Between studies by Kerchal Armstieomdy Stefan Schulze
on penitential psalm cycles, 19 different settings are accountddoforthe time
Lasso first composed his setting around 1560 to the end of therdlxteentury
(seeAppendix A for the complete list). IlDie Tonarten in Lassos ‘Bpsalmeri
Schulze broadens his research to include two of the more interélstisgo-
influenced’ settings on this list; also worth mentioning here, theskide the
settings by Jacob Reiner (a student of Lasso) who also usessLagght-mode
system model as an ordering device (1580) and Alexander Utendelks (6%70)

which utilizes the twelve-mode system as put forth by prominardic theorists,

% Leeman L. Perkins, ‘JosquinGui habitatand the Psalm Motet¥he Journal of Musicology
xxvi, 4 (Fall, 2009), p. 527.

% vatican City, Biblioteca Apostolica Vaticana, M3appella Sistina 38. Josquin de Piéew
Josquin Edition: Critical Commentary, Vol. 1W/illem Elders (ed.) (Utrecht, 2000), p. 195.
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Heinrich Glareanus(odecachordon1547) and Gioseffo Zarlind_¢ institutioni
harmoniche 1558).In general terms, modal cycles (not limited to pmmial psalm
cycles) were by no means a rare phenomenon in émaigsance period. In fact,
Frans Wiering’s study on the subject identifies ap¥g to roughly 380-390 modal
cycles that were composed before 1808Viering summarizes the chronological
distribution of his quantitative survey of modakt®s by decade in the following

graph:
All modal cycles, chronologically-ordered - 472 cycles total.
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Example 2.1.1Aggregate summary of the number of modally-
ordered cycles composed from the mid-fifteenth he tate-
eighteenth century?.

This chart serves only as a general overview ofttead of composing modal
cycles, showing here the compositions plotted coetance with the latest possible
date of compositiof’ In any case, it is well-known that the first oppmity to

publish Lasso’sPenitential Psalmscame after the death of Albrecht V which

occurred in 1579. The actual date of compositioresimated to be sometime

3" Frans WieringThe Language of the Modésew York, 2001). Complete listing of modal cycles
in Appendix C, pp. 265 - 296.

% Reproduction of Figure 5.1 from Frans Wierifipe Language of the Mod@sew York, 2001),

p. 103.

* bid.
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around 1559/60 which, in reference to the chart above, is a period wheresthere
visible wane in popularity. Interestingly, the composition of theskesyises again
thereafter and even peaks in the early seventeenth century liefooening
considerably out of style in the 1620s. This is clearly shown omriégeh by the
steep decline. Accounting for these peaks of activity is theaappee of modal
cycles and expositions on modality in sixteenth-century musicisesat The
resurgence of interest based on the publication of treatisess mpaki=ct sense;
however, Wiering does not really account for the short-term decnedlse number
of modal cycles between 1551 and 1560. A part of this could be explainbe by
Council of Trent and liturgical changes during this period which vieoeight
about by ensuing church reforms. On this topic, for example, DawdkGrises
guestions about the performance status of polyphonic vespers at thiB&@urt
based on a transitional period in the 1570s from the Freising Riteetgradual
implementation of the Tridentine Rit®The flux of musical traditions during these
years is especially significant in the practice of composirtge eight modes since
one of the earliest and most prominent types of modal cycle wad baghe psalm
tones and the Magnificat traditi6h Frans Wiering mentions the significance of the
setting of the psalm tones and the Magnificat as one of thres tfpmodal cycles
which were predominant in Central Europe (in addition to ‘free texibgcles’ and
‘non-psalmodic vocal compositions’). In addition to this, he points outattsanall
handful of composers were responsible for the prolific number of cydiesh are

found predominantly in the latter half of the sixteenth cerittiry.

Lasso’s first Magnificat settings were printed in the prdilon: Magnificat octo
tonorum, sex, quinque, et quatuor voc(haremberg, 1567). As the title indicates,
this group of 24 total settings complies with the tradition of Miagat settings in
the composition of three eight-mode cycles for six, five and fouresgpic
respectively, and the antiphonal convention of liturgical performaacalso
maintained by the setting of only the even-numbered vé&t€@bcourse, Lasso’s

settings of the Magnificat answer to the long-standing tradition of compogutes

“0 David Crook,Orlando di Lasso’s Imitation Magnificats for Count@eformation Munich
(Princeton, 1994), p. 62f.

“! Frans WieringThe Language of the Modé&sew York, 2001), p. 118.

“2 |bid, p. 109f. See figure 5.8.

“3 David Crook,Orlando di Lasso’s Imitation Magnificats for Count@eformation Munich
(Princeton, 1994), pp. 14f.
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according to the psalm tones; however, the outward parallels betiwedradition
and the setting of theenitential Psalmare also clear. These include the individual
treatment of verse settings, variability in voicing textuieghis verse-by-verse
treatment and also, the explicibcto tonorurh scheme. Crook’s study on the
imitation Magnificats does not forge any comparison in thisaneégnd though
investigation on this topic is beyond the scope of this dissertaticoyld serve as

a point of research for future reference.

Before commencing with the analysis, there are a number etigpesitions to
consider. First, despite the prevalence of modal cycles, Haroldr&® oggorts the
common procedure of indicating a cycle based on the twelve nrodes title of
the piece. Conversely, it is a rarity for a composer to silyjisrounce an eight-
mode scheme (as in Lass®snitential Psalmscomposedrhodis musicis reddif).

It is, thus, hypothesized that Lasso used the concept of ordered tynacaii
intentionally: firstly, as an ordering scheme and secondly, totarited end. The
form of using the modes as an ordering system appears to have iegrougght-
out and is taken here to imply that Lasso undertook the compositithe @fycle
systematically. For this reason, the conclusion that ‘Lassuéntion [...] was
precisely to represent, to embody, to illustrate, the traditeigat-mode system’ is
rightly made on the basis that mode was first and foremose-agonpositional
consideration in thdenitential Psalmsespecially since the modal ordering is
certainly the most definitive structural feature of the c{it/EhePenitential Psalms
have been cited quite often in studies concerning the nature of tpodaliassical
polyphony which was at the heart of the matter that Poweddisessing here. The
structure of thdenitential Psalmsvould also have had to been a primary concern

for Lasso given the impressive scope of the undertaking.

Acute attention to the structure is also discernible through oneheofntost
distinguishable features of the psalms: the formal divisions ofdlses into what
appears to be akin to separate microcosmic musical entities. This typsctfrstis
advantageous to the compositional procedure of a larger-scale inyelefew
obvious ways. Initially, the micromanagement of independent veresgsadlasso

*4 Harold Powers, ‘Tonal Types and Modal CategomeRénaissance PolyphonJAMS xxxiv, 3
(Autumn, 1981), p. 435.
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to focus his intent on setting smaller portions of text withouesearily having to
link them together with musical material. This promotes a sehsgarity in a
deliberate presentation of each individual verse. On the contrarys thit to say
that the verses are self-sufficient in the sense that treeyhair own miniature
motet since there is still a sense of coherency as somsesveeem to exhibit
different final tones and corresponding cadential formulae which reithe
communicate continuation or termination to varying degrees. Anothegrajen
hypothesis concerning the structuring of individual verses is thent& of
having a pre-defined overview of the entire work. This proposes tlssoLaay
have been able to work out different levels of interrelationcbé&éme in order to
sketch relationships (on inter-verse and inter-psalm levels, icyar) based on a
variety of supposed factors including: musical response to textudteamnatic
similarities, execution of a pre-established tonal plan, attentmnmodal

consistency, or the use and development of motivic material.

A preliminary look at the surface features with focus on theomdoxology as a
case study provides a first impression of the cycle and mimental in aiding the
analysis by the indication of significant musical events whicll lpatential for
more detailed investigation. The use of the word, ‘surface,” has ecuie
precarious, especially as it tacitly implies a diametyoapposed depth in a piece
of music that can be stratified into structural levels & teeBker?® To be clear, the
use of the term ‘surface’ here is not to be interpretednéesrarchical term with the
connotations applied in structuralist models of analysis; ratheis iised to
delineate those features that are plainly observable or quamtifiabl with the
concept of mode, there is the external expression of a musitiaiefélaat functions
across the cycle; as well as smaller gradations of influémae provide more
explanation as to how the mechanics of the music actually fduncéional entity.
The analysis of so-called ‘superficial’ features aims toogaize patterns by
empirical methods in order to provide a type of preliminary analytaundation.
Because of the immense scope of Benitential Psalmsit will be helpful to be
able to survey different musical aspects of the work and es$tabkemeral
compositional tendencies where possible. The semiological pexsppetiessitates

“5 Robert Fink, ‘Going Flat: Post-Hierarchical Mu3ibeory and the Musical Surface’ in Nicholas
Cook and Mark Everist (edRethinking Musi¢Oxford, 1999), p. 104.
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the use of this kind of imminent analysis (also referred to compaanianalysis on
a neutral level’ by Nattiez) to obtain déescriptionof that material’s constituents’
before explicative poietic analysis can take pf&ddermann Bauerle notably uses
this analytical approach, beginning each exposition on the individuahgsath a
few short sentences on outward characteristics such as the madeoiaing;
essentially stating the obvious, but the organization of the immiaealysis

detracts from the efficacy of conclusions drawn from it.

The main aspects to be covered by this analysis here willxbevigcing and
simple tonal outline which ultimately only scratch the surfacthefcomposition.
Relevant areas will then be developed further in subsequent chaptersling to
these initial findings. There are two general perspectivesalysis throughout this
dissertation: internal and external. External refers to theravenalysis of musical
events across psalms and even the cycle as a whole. Interna@sdr@oanalysis of
these events within the same psalm or between individual versds.oEdhe
aspects listed will first be subject to a broad analysihefeixternal features and
then, they will be put into the context of the minor doxology verses miad i
examples demonstrating relationships and intra-psalm significance. Sglegithe
text will be examined for correlations between length (in teomsyllables) and
musical duration to show whether variety or consistency is the generah pattiee
compositional approach employed. Patterns of initial voice entiiesewe as a
preliminary inquiry into the use of texture by documenting the order and the Ilgenera
style of composition according to verses wihin a psalm. Voicing weiluseful in
determining an idea of the extent of variety Lasso employseircycle; again, with
the hint that repetition in this respect would be readily visible aymifisant so that
connections can be made within the structure of verses and poteatialss the

cycle.

External voicing pattern will focus on voice scoring by verse, lapkixpressly at
how Lasso varies the predominant five-voice texture of the work. ifitegior
voicing patterns will then constitute a more focused study onntieeaction of
voicing and textures within the minor doxology verses which are heahfnt on

%6 Jean-Jacques Nattiddusic and Discourse: Toward a Semiology of M(sians. Carolyn
Abbate) (Princeton, 1990), p. 139.
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sectioning of the text, textual repetitions and antiphonal configmsatiinally, the
idea of a harmonic sketch will be discussed as the cycle imenlitby initial and
final pitches, again, in order to establish patterns and to identiyalies to see if
this might suggest varying degrees of cohesion between the vE€esdential points
and the strength of closure based on pitch and clausulae wib@laddressed as it

pertains to aid in the structure of the verse and of the psalm respectively.

Lasso’sPenitential Psalmsare comprised of Pss. 6, 31, 50, 101, 129, and 142,
presented in order with the complete text of the psalm. The ofeght-modes is
completed with the enclosure of an additional mdtatjdate Dominum de caelis
The inclusion of this final motet in both manuscript and printed soudtodser
attest to its essential role in the completion of the psabifecin many ways, it is
considered a detachable part of Lasgeemitential Psalmssupported by the fact
that it was published separately in a 1565 collection of mbtdtse exact date of
composition of the_audate Dominunis unknown, but structural differences create
the impression that it was of a separate conception and maybkan composed at
an earlier timeLaudate Dominunis actually an amalgamation of two psalms (Pss.
148 and 150) and is marked by formal division into four parts (instead eéttieg

of individual verses) omitting the minor doxology. For this distinction ahalysis
conducted will focus only on the seven penitential psalms excludmgighth
motet. Because the psalms are sequenced in numerical ordeccandiray to the
order of modes, they will, from this point, be frequently referrelyttheir relative
position in the cycle (Psalm | [Ps. 6], Psalm Il [Ps. 31&ldAdlIl [Ps. 37], and so

on).

“" peter Bergquist in ‘Preface’ to tiseven Penitential Psalms and Laudate Dominum descéeR
Editions, Inc. (Madison, 1990), pp. Viii-ix.
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On the whole, durations of the psalms in the cycle are longer tharaltysalm-
motet settings by Lasso in that they not only employ the comielet®f the psalm
with the minor doxology, but also devote more or less equal durati@ackoverse
on the average. Verse duration varies in its extremes, rangimg8ibars (Ps. VII,

V. 7 [no doubt, in order to illustrate the text¥elociter exaudi me Doming’'to 50
bars (Ps. |, v. 6L 'aboravi, in gemitu med’ The overall average duration of a verse
is 21 bars with consideration given to the length of the psalm, ngetiahthere is

a general tendency for the psalms with more verses to helvert@r average verse

duration overall.

Psalm # of Verses Average Verse Duration (bars)
I 12 ~24
Il 16 ~25
1l 25 ~22
v 22 ~20
V 30 ~18
VI 10 ~16
VII 16 ~20

Example 2.1.2Average verse durations by psalm.

Psalm VI is often considered an exceptional case, because obrigositional
constraints placed on it due to the use of cantus firmus technique, whitthis
case, explains the average brevity of the verses. No discermitge-dcale
correlation has been found in the way of a relationship between theenwh
syllables in the verse and its duration which is not to saythieae could be a
positive correlation in individual circumstances. This is, in fdobws to be the
case with the minor doxologies. The minor doxology is always dividexd twnd
separate verse§loria Patri et Filio et Spiritui Sancto. Sicut erat in principio et
nunc et semper saecula saeculorum. Anrethe setting of these words, there is no
significant variation in the musical length with th@loria Patri’ verse averaging
14 bars and thesicut erat’ verse being consistently about twice as long in
comparison. In terms of initial harmonies and finals, a pattern appeéorm with

the psalms in relation to each other.
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Ps. Verse Length in Bars

l. Gloria Patri 12
Sicut erat 30
. Gloria Patri 13
Sicut erat 34
[l. Gloria Patri 13
Sicut erat 29
V. Gloria Patri 15
Sicut erat 26
V. Gloria Patri 14
Sicut erat 32
VI. Gloria Patri 17
Sicut erat 25
VIl.  Gloria Patri 13
Sicut erat 31

Example 2.1.3Durations of the minor doxology verses.

This consistency is due, in part, to the disparity in the number labkg: Gloria
Patri’ contains 16 syllables whilsitut erat’ has 25 syllables. With the use of the
psalm tone, the syllable to music proportion is best seen in Pdaéism entioned
previously. From the table above, it is reasonable to predidasipatterns of text
repetition and musical style already in allusion to the pareglationship of the

minor doxology verses, considered separately from the rest of the psalm setting.
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2.2 Aspects of text and voicing.

Initial vocal entry schemes

The Penitential Psalmsre predominately set for five voices; however, they also
offer variety in verse settings for two, three, and four voicasthie minor
doxology, it is observed that the exterior voicing scheme is vengistent with
five-voice scoring in the first verseésloria patri) and six voices in the second
(Sicut era}, which is achieved with the addition of a second Discantus part. An
interior scheme is dependent on factors such as the style (homopleosiss
polyphonic), use of vocal textures in different combinations and theitrepeof

the text. (For the summarized analytical overview of thesiatitss in the minor
doxologies, please refer fgppendix B.) In quasi-homophonic style, the first four
Gloria Patri verses as well as the setting of @Gleria Patri of Ps. VII are similar;
however, in terms of the order of voice entries, no two set@ngsalike. In the
following diagram, each space represents the duration ofatttes with vocal

entries abbreviated (DATQB respectively).

Ps.l |_Q_|_AB_|[_D_| _T_ |

Ps.ll |_T | _DAQB|

Ps.ll |_Q | ATB_|_D_|

Ps.IV |_D | _AQ | T | | _B_]
Ps.VII_A_|_TQ_|_D_| | B_|

Example 2.2.1Vocal entry scheme for the quasi-homophonic textured
Gloria Patri verses.

With the exception of Ps. |, the first voice sounds the 5 of the 1 chioich s
established in the entry of other voices. In Ps. I, the A sononiolenged at least
twice as long with a gradual move to D (with arrival in m. 3).sTieichnique of
‘off-set’ or ‘displaced’ voice entries is very representate_asso’s style in this
cycle as well as in other compositions. A stricter sensggoofophonic texture is
more of a general normative characteristic of the four-voicangsttin the
Penitential Psalmsalthough it is also used as an exception to the rule in three
different verses (Ps. lll, v. 21; Ps. IV, v. 20; Ps. VI, v. 4). lrefvoice verse

settings, however, this type of off-set voice entry is overwheli the
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compositional norm (along with its counterpart, the entry of all parts in homophonic

texture, save one voice which comes in at the second half-note),algpesimost
of the verses begin with a dotted rhythmic motive. Verses thgilaglishis
technique include the following with the asterisk marking slight variations.

Ps. | Ps. I Ps. 1l Ps. IV Ps.V Ps. VI Ps. VI
v. 1* v. 1l v.1* v.1 v.1 v. 1* v. 1l
V. 2 v. 3 v. 11 V.2 V.6 V. 2 V.2
v. 7 v. 12 v. 3 v. 12 V.9
v. 8* v. 13 v. 4 v. 13
v.13 v. 15* V. b** v. 15
v. 14* v. 16 V. 7* v. 16
v. 18 v. 10 v. 18
v.19 v. 11 v. 20*
v, 13** v. 23
v. 16 v. 28
v. 18

Example 2.2.2Five-voice textures employing the off-set voice entry
technique (excluding th@loria Patri verses already mentioned).

In the setting of vocal entries, Lasso at least superficalpears to be extremely
consistent. Minor variations include the delay in the grounding of the spnfnis

is seen in Ps. |, v. 1 where the pitch of the Discantus entry aetioad half of the
tactus(a’) is set at the octave of the Tenor entry and the 1 sonsrégtablished
first in m. 2. (This prolongation of the A sonority is incidentally oolike the
example given in thé&loria Patri of the same psalm.) Ps. lll, v. 1 is a further
example of the same variation. Ps. Ill, v. 15 and Ps. V, v. 20 displagtions
which lack the homorhythm generally present in the four voices begirthang
verse, followed by a single voice entry on the second half-notBs.IvI, v. 1,
Lasso retains the commonplace rhythmic declamation: long —-shonig rhythm
(or expressed in dotted rhythm) in addition to the constant pulse afatites
firmus which results in more rhythmic variety than in most vensenings that
employ this technique of setting vocal entries. (This type of mmhgthmic
variation stemming from text declamation is visible in Ps. 11,3;.as well.) Verses
5 and 13 of Ps. IV are marked with a double asterisk because detiieal voice
entries, but also the similarities in the parts and harmonic mewe(of the first

bars) with near identical voice leading in the parts. This is ong wiimber of
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occurrences where Lasso demonstrates the reusesadahmaterial throughout the
course of the cycle. This phenomenon will be bypds&r the moment and
discussed in a later chapter. Another type of tianaworth mentioning is

contained in Ps. IV v. 7 and Ps. Il, v. 8 in thenfoof elaboration in one voice.
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Example 2.2.3'Verumtamen in dilu[vig]Ps. Il, v. 8 (mm. 1-4).

The decorated voice (Quintus here; Altus in Ps.\VY) is presented in dotted-
rhythm and a short run of eighth notes spanningrtesval of a fifth in both cases.
The other voices demonstrate a typical patternffisebvoice entries. Significantly,
this form of musical decoration occurs only in t places in the cycle named
above. The elaboration does not prove to be of diamnconsequence since it
would otherwise be a sustained pitch (probably & Bbt it does almost disguise
itself as the beginning of a motive with the Teroice in m. 2 beginning a kind of
mock-imitation. This is isolated to the extent thaim the pattern of voice entries,
Lasso properly begins again in m. 4iatdiluvio.” Here, Lasso is responding to the
word, ‘verutameh(‘and yet/however’) with the subsequent flow metreading of
the text. Lasso gives extra dramaticism to the wwitth the embellished voice
entry and the sense of voice leading; however, Haemonic and rhythmic

movement of the impactful opening is emphaticallgmended at v. 3, at which
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point in the text the prose recollects and begins again, mysiagth the common

pattern of vocal entries. This case demonstrates a common riie Péritential

Psalms especially in that Lasso’s logical sense of procedure tisalc quite

specific. Deviations from established patterns display a typevefride where a

feature of the text or another musical function is considered to take precedence.

As an analytical model, Ps. IIl will be used throughout this @raggsuming that

any psalm of the cycle would be representative of Lasso’s congnasi

techniques. Regarding different methods of setting voice enthesp are four

main categories pertaining to five-voice settings: (1) one-voice disptadgquasi-

homophonic settings), (2) point of imitation (polyphonic), (3) strict homophon

and (4) introductory voice grouping (mainly concerning three or four spiddis

is again, not to mention, the settings for two, three and four voicehwhn be

considered separate due to their own respective idiosyncrasiefollbineng list

gives an overview of the verses and the style of composition ihl.As should be

mentioned that the ‘style’ field only pertains to the opening batkeoferse and is

not implied to mean that the entire verse is composed in that gigen Ehis will

be illustrated in the subsection devoted to interior voicing patterns.

v. Voices Style

Ps. Il

Voice Entry Technique Order of Entries

1

2

10

5

5

guasi-homophonic displacement

polyphonic
polyphonic
polyphonic
bicinia
polyphonic
polyphonic
homophonic
polyphonic

tricinia

point of imitation
point of imitation
*

point of imitation
point of imitation
point of imitation
homophony
point of imitation

point of imitation
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V. Voices Style Voice Entry Technique

Order of Entries

11 5 guasi-homophonic displacement

12 5 polyphonic voice grouping a 3
13 5 guasi-homophonic displacement

14 5 homorhythmic* voice grouping a 2*
15 5 guasi-homophonic displacement*
16 5 guasi-homophonic  *

17 3 tricinia point of imitation
18 5 guasi-homophonic displacement

19 5 quasi-homophonic  *

20 4 polyphonic point of imitation
21 5 homophonic homophony

22 5 polyphonic point of imitation
23 5 polyphonic point of imitation
24 5 quasi-homophonic displacement

25 5 quasi-homophonic voice grouping a 4

[DATB] Q
D [AT]

[DATB] Q

[DA]

[DATQB]
D[AQ] T B
QBA
D [TQB] A
A[TQ]BD
DATQ
[DATQB]
DAQTB
DATBQ
Q [ATB] D

[D1D2AQ]

Example 2.2.4Ps. lll, Opening of verses described in compositional style

and technique of voice entries.

The theory of representativeness demonstrated by Ps. lllleasit superficially

valid with the incorporation of all possible vocal textures, the usdl ofiethods of

composing voice entries and the integration of two, three and four \attoegs. (It

should be noted that in the cycle, homophonic textures slightly outweigh

polyphonic textures in terms of frequency of usage, overall.) Althoughtspof

imitation and voice displacement account for the majority ofegeis five-voice

voice entry techniques, there are also certain settings which deloog to any of

the five categories or seem to be more ambiguous — these gtrednveith the

asterisk. An initial observation pertains to the fact that the afdére voice entries
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is extremely varied. In fact, very seldom does basempose entries using the

same order of voices and groupings.

In the setting of the five-voice quasi-homophonerse openings, the addition of
the single voice (after the chord) or the additlomaices after the single voice
intonation almost always occurs on the seconddfatfietactusor rather, sounded
as the other part(s) are sustained. An exampldisfi$ in v. 13 as the Quintus

enters immediately after the intial entry of thehest voices in an otherwise

homorhythmic style.
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Example 2.2.5Ps. Ill, v. 13, mm. 1-2.

In the majority of cases in the cycle, the predantnvoice that is singled out is
either the Discantus or Tenor. Despite the nurobguasi-homophonic style voice
entries, there are only two verses which cannoadseigned to this category with
absolute certainty: v. 11 and v. 13. Both of thesamples show the displacement
of the Quintus. Looking at many of the above exa®pbf quasi-homophonic
openings, there are quite a few disparities, sgctha timing (mentioned above) or
the voice that is displaced, as in v. 19 which appeo throw a wrench into the
system. However, v. 19 exhibits the voice displaseinproperly considering that it

is the top voice involved in relative terms, buspiée the quasi-homophonic texture
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at the beginning, in actuality, the dotted halfendtythmic monotone declaration of
‘guoniam’ serves as an initial motive which usesca@mbination of voice

displacement as well as point of imitation. Theldeing verses share the
‘appearance’ of quasi-homophonic voice displacemiemt can also be considered
imitative to varying degrees: v. 1, 4, 16, 18, aAd 24. All of these employ the
rhythmic dotted head motive and more or less opevatthe intonation of a non-
specific single pitch. A closer look at these indual verses will provide a more

detailed picture of how these are linked together.

In Ps. lll, v. 1, the ‘point of imitation’ is sehithe Discantus voice (mm. 1-2):

Gt and is taken over the by Tenor voice separateari®y half-note
length. The ‘imitation’ continues in the Bassusths head motive is inverted,
beginning on e and moving to the c a third belowve homophonic texture aligns
with the inversion of the motive in the bass withe tstandard monotone
declamation in the Altus and Quintus voices. Notyois the quasi-imitation
maintained, but the close spacing causes the eféécta ‘double voice
displacement,” a variation that was observed, lotitexxplained in these terms with
the example given in Ps. |, v. 1 (which is exatily same technique as in Ps. Ill, v.
1 except the entrances of the Discantus and Teemveitched. Moreover, in Ps. |,
the head motive consists only of the single toasulting in a partial obscuring of
the imitative aspect). Ps. Ill, v. 4 employs a kiofl delayed double voice
displacement with the Altus entry occurring on fingt beat of the second bar. The
single note, dotted rhythm motive does appear tamioee implicitly imitative,
stemming from what seems like a scaffolding imiatscheme until the ‘quasi-
homophonic’ voices (Tenor and Quintus) make theitrasmce. The ‘imitative’
aspect of this voice entry does continue, howewethe Tenor entry (c’) to the
Discantus repetition (c”) and finally, the Basgig$ with the imitation occurring at
regular two-beat intervalsQuoniam in téin v. 16 uses a kind of melodic inversion
with the Discantus going up a semitone on the fsdlable of guoniam’ and
returning to e’; the Altus and Quintus voices cspigis movement, but move down
a semitone instead. Though because this movemeas# wot occur in the same
place in the text and evidently does not contimuéhe Tenor and Bassus entries,

‘imitation’ is not really an apt description headthough the melodic movement is
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mirrored in this isolated instance. However, the technique of doubiee
displacement is seen quite clearly in mm. 1-2 at the entrit® dfenor, Bassus and
Discantus/Altus (the latter wittDomine). As in v. 1, v. 18 uses a reflection of an
interval — this time at a fourth, introduced by the Discantus vaideiraverted by
the Quintus two beats later. Here, the melodic permutation is evidéouking at

the score, but with the entry of the Quintus in homorhythm with tmerTand the
Bassus, applies the same ‘imitative’ principle as in the otbeses of this kind,
maintaining the distinct quasi-homophonic texture. In direct contoastis, the
rhythmic repeated-tone motive opens v. 19, but the staggered entries @tassm
to the ‘imitative principle’ over the texture. This is alsomferced by the repetition

of this motive once again by the Tenor and Quintus voices in m. 3fidalty, in
reversion back to v. 245loria Patri, the head motive is unaltered, but is voiced
with the emphasis seemingly more on the texture than on concermmitition.
These verses demonstrate the spectrum of techniques that Lassothsesetting

of vocal entries in terms of imitation within a more homophonicutextThe head
motive is sometimes changed with simple intervallic variatiomsll cases of this
kind (v. 1, 16, and 18), the melodic fragment is introduced and then inverted in the
entry of a different voice, giving more of an impression of itiwta This
sometimes occurs within the quasi-homophonic texture, but is also deatenhdo
stand out in more staggered and varied voice entries in other.Versigis fashion,
Lasso creates a spectrum of textural variation within a esitegihnique of voice
setting in the use of this motive. The single-tone recitatioth@fdotted-rhythm
motive was seen most commonly in the above examples connectetiewtiords,
‘quoniam’and Domine,’ due to the same accentation of the words (with the long
stress on the first syllable). Association of the motive is usest often with these
words simply because they are frequently used to start a nwhberses in the
penitential psalms; however, it should be mentioned that the motiveotis
exclusively limited to these wordsg(bria’ is, of course, another prominent
example). Notably, in more polyphonic-textured settings, this motive is not used. At
this point, polyphonic vocal entries in five-voice settings will bettadisince it

warrants a more thorough discussion which will be included in Chapter 3.
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External voicing pattern

To revisit the concepts of ‘external’ and ‘internal’ in the asalyf thePenitential

Psalms ‘external’ refers to the formal musical aspects whichsamvn to function
across the cycle while ‘internal’ is used to mean the moweleétanalysis of inter-
and intra-verse relationships. Below is an overview of the exteoicing scheme
for all seven penitential psalms with the arrows marking higth law reduced

voice groupings.

Psalm | Psalm I Psalm Il
v. # of voices v. # of voices v. # of voices
1 5 1 5 1 5
2 5 2 |5 2 5
3 [3 OAT) A 3|5 3 |5
4 [4(AQTB) , 4 | 4(AQTB) 4 | 5
5 |5 5[5 5 2 OA) A
6 |5 6 | 3(DAQ) A 6 | 5
7 5 7 5 7 5
8 |2 (TB) 8| 5 8 4 (ATQB)
9 [4(DATQ) A 9 |5 9 | 5
10 [ 5 10] 2(TB) v 10| 3 (DAT) A
11 | 5 11| 5 11 5
12 | 6 (D1D2ATQB) 12| 5 12 5
13| 5 13 5
14 | 5 14 5
15| 5 15 5
16 | 6 (D1D2ATQB) 16| 5
17 | 3 (AQB)
18 5
19 5
20 | 4 (DATQ) A
21 5
22 | 5
23 | 5
24 5
25 | 6 (D1D2ATQB)
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Psalm IV Psalm V Psalm VI
v. # of voices v. # of voices v. # of voices
1 5 1|5 1 5
2 5 2 |2 (@B) 2 5
3 5 3 | 3 (DAT) 3 5
4 5 4 | 4(ATQB) \/ 4 3 (ATB) \/
5 5 51|65 5 5
6 4 (DATQ) A 6 | 5 6 5
7 5 7 15 7 3 (DAQ)
8 5 8 | 5 8 4 (ATQB)
9 2 (TB) \1, 9| 2 (DQ) /1\ 9 5
10 | 5 10| 5 10 | 6 (D1D2ATQB)
11 | 5 11| 5
12 | 3 (DAQ) AN 12 5 Psalm VIl
13 | 5 13| 5 v. # of voices
14 | 5 14| 3 (ATB) L 1 5
15 | 4 (ATQB) 15| 5 2 5
16 | 5 16| 5 3 3 (TQB) v
17 | 3 (TQB) \/ 17| 5 4 5
18 | 5 18| 5 5 5
19 | 5 191 2 (TQ 6 2 (DA) A
20 | 5 20| 5 7 5
21 | 5 21| 5 8 5
22 | 6 (D1D2ATQB) 22| 5 9 5
23| 5 10 | 5
24| 5 11 | 3 (DAT) A
25| 4 (DATQ) A 12 | 4 (ATQB) Y/
26| 5 13| 5
27| 5 14 | 5
28| 5 15| 5
29| 5 16 | 6 (D1D2ATQB)
30| 5
31 | 6 (D1D2ATQB)

Example 2.2.6Voice scoring of th&enitential Psalm$y verse.

From these tables, certain trends, such as the voicing schemar apbe fairly
systematic and straight-forward in their outward organization. , Trakeexample,
Psalm | in which there are two five-voice verses followedhhy3-4: high, reduced
voice grouping and low, reduced voice grouping. At the mid-point of the psalm,
there are three five-voice settings with vv. 8-9 scored the opposite 8f4: low
voice grouping and then, high voice grouping. Two additional five-voiceevers
settings and finally, the six-voiceitut erat exception finish the psalm. As with
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other compositional elements, Lasso seems more interested in etrokipignciple
of symmetry rather than applying a strict superimpositionubdést Within the
variation, however, there is a certain level of consistency witich Lasso
composes which helps to verify the existence of these ‘principlég.’verses in
which Lasso uses reduced forces are evenly dispersed, again, wtodisisgtent in

a concern with an overall compositional aesthetic of symmetry and balance.

This balance is also a clearly-stated principle in relatmrthe reduced voice
settings. This is apparent in the patterns of alternation in loge\and high voice
verse settings; not only in adjacent verses, but also where teemtarspersed
between five-voice settings. The balance of verses in terasicé scoring was
explained with the example of Ps. | (as part of the overalhsstny of the psalm).
This balance can also be seen in the other psalms either alternatinghdetwaad
high voice groupings throughout the psalm (e.g. Pss. Il, lll, IV, ¥wororing a
pair of verses, such as in Ps. I. Pss. V and VIl similarlglaysvoicing in verses
which work low — high, high — low or vice versa. Another noticeablemehiat
Lasso favors is a gradual increase or decrease of vormspeandently and in
correspondence with verse numbers: for example, in Pss. | (v. 338)41b), V (v.
2-5), and VII (v. 3), the number of voices corresponds to the number of the verse. In
a more independent scheme refer to Pss. Il (v. 4; 6; 10), IV (v. 9; 12711k} 7-
10), and VII (v. 6; 11; 12; 13). The increasing of voices in sequemdiedes
obviously not only greater contrasts the vocal texture and the &iberrieetween
the high and low voices, but also produces a gradually widening effgolume

and texture.

One might expect Lasso to use voice groupings in order to exggdam verses
based on the theme of the text. The most likely suspect would lfiesthneerse of

Ps. VI, de profundis clamavin which rhetorical expression with the voicing is
almost completely absent if not for the octave leap to the bottahmeaimbitus in

the Bassus apfofundis in m. 2 (f-F). An example where Lasso does seem to take
external voicing consideration in view of the text is the threeevegtting (Tenor,
Quintus, and Bassus) of Ps. VII, v. Quia persecutus est inimicus animam meam:

humiliavit in terra vitam mearh Two other verses mentioninghumilitas

containing a low reduced voice setting include: Ps. IV, v. 9 — ‘gt gxsultabunt
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ossa humiliataand Ps. lll, v. 8 —Afflictus sum, et humiliatates sum nirfus].’
However, there are also examples of verses which contain a foitme ¢érm and
which are not set for low voices which confounds the definition of d &ad fast
rule. In addition to this, reduced voice settings are notably used in coajundth
verses containing the wordnimici;’ but again, this is not entirely limited to verses
with voice reductions. Hence, a generalization concerning reduces sefitings on
a thematic basis is not possible. While thematic connections da@moade on the
exterior level, a case can be made regarding voicing within a given.Psalm IlI

contains five verses for reduced vocal forces. These are:

v. 5. 2 voices/DA
Putruerunt et corruptae sunt cicatrices meae, a facie insipientiae meae.

v. 8. -4 voices/ATQB
Afflictus sum, et humilitates sum nimis: rugiebam a gemitu cordis mei.

v. 10. -3 voices/DAT
Cor meum conturbatum est in me, dereliquit me, virtus mea: et lumen
oculorum meorum, et ipsum non est mecum.

v. 17. -3 voices/AQB
Quia dixi: Nequando supergaudeant mihi inimici mei: et dum commoventur
pedes mei, super me magna locuti sunt.

v. 20. -4 voices/DATQ
Inimici autem mei vivunt, et confirmati sunt super me: et migdéplsunt
qui oderunt me inique.
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A thematic correlation can be seen between the three- and faersettings with
the first inter-verse pairing (vv. 8-10) dealing with the ‘heamd the second
pairing, as mentioned above: the term, ‘enemy.’ Putting this bazkhatlayout of

the entire psalm:

Psalm Il
V. # of voices
1 5 —
2 5
3 5 4
4 5 —
5 2 OAN | ——
6 5 )
7 5 2
8 4 (ATQB)\, | —
9 5
10 3 (DADA
11 5
12 5
13 5
14 5
15 5
16 5
17 3 (AQB), | —
18 5 j >
19 5
20 4(DATQ)1\ _—
21 5
22 5

4

23 5
24 5
25 | 6 (D1D2ATQB)

Example 2.2.7Voice scoring Psalm llI.

The technical halfway mark on the setting is actually at v. 13stioiatly from the
pattern of voicing, a line of symmetry can be placed between vvad 2.2 (from
the point of view that the six-verssicut erat’is a special case of voicing in each

psalm). A symmetrical pattern is demonstrated here, havingqsngiPs. | and is
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adapted again in light of Ps. Il. Refer again to Pss. | and Ihdiide the markings

which indicate a point of symmetry.

Psalm | Psalm Il
V. # of voices V. # of voices
1 5 ] 1 5
2 5 1 2 5 :|
3 3 PADA | 3 5
4 4 (AQTB)Y, |- 4 4 (AQTB)/ |—0
5 5 — 5 5
5 5 6 3 (DAQ)A }
7 5 - 7 5
8 2 (TB)Y |- -— = ] 5
9 4 DATQA | 9 5 '
10 5 - 10 2 (TB)y/
11 5 I 11 5 j—’
12 | 6 (D1D2ATQB) 12 5 S
13 5
14 5 ]
15 5
16 | 6 (D1D2ATQB)

Example 2.2.8 Symmetrical patterns in the voice scoring structure,
demonstrated in Pss. I-1l.

Lasso appears to have started a plan of symmetry with Ps. éxgaeded it to
accommodate a greater number of verses in Pss. Il and lllisTeeen with the
outer group of five-voice verses. In Ps. |, there are two velPsed] exhibits three
and Ps. Ill has four. (Despite later variation, Ps. IV begirth @igroup of five
verses.) In Ps. V the scheme is not immediately obvious, but PasdW Il begin
with a group of three and then two verses, respectively, which begins to give a more
concrete impression of an overarching, exterior voicing schemel Esvihtes
slightly from the symmetry in one verse with a low four-voic#irsg on v. 4
(shown in bold). Although the themes in the settings of high or low rdduaiee
groupings are not completely consistent, Lasso still chooses tthersefor this
purpose. This is especially obvious where there is the deparamedrtype of
pattern. The low voices (AQTB) are especially suitable fotabered nature of the

words: Quoniam die ac nocte gravata est super me manusltuBs. Il then, the

group of four verses on the outside are default five-voice settiregmuBe of the
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close textual relationship between vv. 17 and 2@&dgneven stronger by the
‘multiplication’ shown by the added voice in v. 2@t multiplicati sunt qui oderunt
me inique), it is hypothetical that Lasso chose to set thesses in reduction first;
also, considering the ‘normal’ pattern which isrs@ethe second half of the psalm.

The scheme that Lasso uses to set the reducedwanises is derived from Ps. I.

Ps. 1 Ps. III
3 DADA 2 DA
[ 4 (ATQB) 4 (ATQB) z| 1
y[ % “lE

2(TB) V 3 (AQB) |-
4 MATQA 4 DATOA

Example 2.2.9Inverted voicing scheme: Ps. |, vw. 3, 4, 8, 9; Ps
I, vw. 5, 8, 17, 20 with the numbers indicatingmber of voices.

The verses which mirror each other in the symmateyshown with the bracket and
with a variable. Ps. Il not only takes the mirrdnagair and switches the inside pair
in Ps. | &) to the outside, but inverts it beginning with twoices in the first half
and four in the second, additionally changing anira low-voice to a high-voice
grouping &"). The same process of switching and inversioménsny andy’. The
only verses which need consideration now are Vi6.9 could be at this point that
Lasso decides to thematically link vv. 8 and 10this, the pattern is deceptively

broken here at v. 10 and Lasso deviates in the samm@er as in Ps. Il, vv. 4-6:

4 (ATQB)N
5

3 (DAQ)

Except in Ps. Ill, v. 10, he uses DAT which is esisdly the same voicing. In
looking at the third penitential psalm in isolatitmunderstand its voicing scheme,
although certain features, such as the themattioakhips between pairs of verses
could be identified, it is obvious that its strugtuvas highly influenced by the
previous psalms. The same conclusion can be infeab®ut the structure of the
subsequent psalms. Ps. lll served as the exampeltng it would be interesting to
see in what ways the other psalms are derived flusmmodel and are varied,;

especially where it seems that this pattern is Iarecognizable. Consistently,
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Lasso demonstrates that this outward look of vanais often very much in line
with pre-established compositional principle (irdthg deviations which are hardly

random).

Interior voicing patterns

In the Gloria patri verse, there is a definite connection between getisat share
the same general vocal texture in terms of texetrepn and voicing patterns. With
these conditions, Psalms (I) 1I-IV; VIl can be cmesed one group and Psalms V
and VI constitute a separate group. Psalm | is nwrdess exempt, because
although it displays the quasi-homophonic stylesientirely through-composed
with no repetitions or significant changes in vaeadture. In the first group (Psalms
[I-1V; VII), the unifying factor is the triple refg&ion of the second half-versegt'
Spiritui Sanctd. Not only is the rhythmic declamation of the wortlee same

(shown below), but the voicing and the patternrdfpdoony is also constant.

et Spi-ri - tu-i |San - cto

The pattern of voicing in this segment of repeated in Pss. Il, IV and VII
operates with the alternation of the upper four TIQAIn the first repetition] and
lower four voices [ATQB in the second repetitiofine final repetition always
characteristically employs all five voices. Psaliinalso uses the same pattern of
high voices, low voices and all voices, but inste&groupings of four in the first
two repetitions, it uses alternation between vagoaupings of three: [DAB] and
[TQB] where the Bassus remains constant. The chemgpper voices is sufficient
to evoke the same impression of high and low centiighe only exception in terms
of text repetition comes in the fourth setting wahdouble repeat of the texgt*
Filio.” Here, Lasso anticipates the antiphonal patterninitiating it and thereby,

using it to lead intoét Spiritui Sancto

The Gloria Patri verse in Ps. V is notable for its use of polypldexture which is
markedly different from the established preced#,quasi-homophonic texture of
the first four settings of the verse. This reinfEg@n exterior concept of inter-psalm
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relationships that is based on the plagal-authemiclal pairs. Along with the
change in texture, the pattern of text repetitisraliso significantly reversed, not
surprisingly, to enable the imitation. In spitetbbése adaptations to the texture, the
text repetition and the use of antiphonal voiciamains constant. Hence, the three
repetitions (a possible reference to the third geis the Trinity) employ the upper
three voices, the lower three voices and finahlg, apper four voices. As in Ps. I,
‘et Filio’ is also repeated twice with four-voice low-higlteanation in continuation
of the voicing pattern fromGloria Patri.’ In this verse, et Spiritui Sanctois sung
only once and does not repeat. In response todlyphony in Psalm VI, Gloria
Patri, et Filio’ is repeated twice with an opening motive that iggestive of the
psalm tone which is incorporated by the Tenor | $skecond repetition. Ps. VI is
popular for producing musical examples since the of the psalm tone is
extremely obvious and straight-forward. While thecs application of the cantus
firmus does impose certain constraints on the ntmgpositional features of the
psalm, it is fundamentally not so different frome thther psalms that absence of
common features should be defaulted to the useanfus firmus. The initial
imitative entries of the voices leads into six-wipolyphony in the second
repetition which appears to continue to the enthefverse causing it to, yet again,
seem like an exception to the rule: i.e. the ordyse which does not make use of
antiphonal voicing. In spite of this, the settinfy‘et Spiritui Sanctocontains a
subtle allusion to the techniques used in the opfsatms. From mm. 10-17, the
Bassus repeats this text three times wapiritui’ in equal note rhythm; ‘Sancto’ in

longer note values and variation in a similar segeeof pitches.
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et Spi-ri - tu-i San - cto,et Spi-ri - tu-i San - cto, et Spi-ri-tu-i San - cto.

Example 2.2.10Ps. VI, v. 9 (mm. 10-17), Bassus.

Bergquist emphasizes the restrictions posed bywPsand the ‘resulting lack of
melodic and harmonic variety;’ harshly referring tioe ‘straightjacket of the

38



reiterated note? The above example does not necessarily demonstrate how Ps. VI
confirms or refutes Bergquist's rather negative evaluation, but showdyhewch
references, it is not as ‘removed’ from the rest of the cgslenany would like to
maintain. This shows that these types of subtleties are itédgra order to help
maintain the sense of continuity in the cycle; particularleénss, in places where

the relationship to the other psalms (or verses for that ma&tegt immediately
obvious. From the voicing scheme in Boria Patri verses, it is clear that there is

a unifying aspect in the similarities in voicing patterns #ad repetition which

restate the point that these verses were likely pre-planned as a compasitibna

Even in the use of polyphony, Lasso continues an antiphonal voicing scheche w
is predominant in the second verse of the minor doxolagyyt erat. Again, since
the use and behavior of motives will be reserved for Chapter 3, timecorecern
here will be limited to voicing schemes and text repetition, mawithin one
psalm. The opening motives dficut erat can be viewed as individual lines or a
collection of these melodic fragments of imitation that concern a group ofvdice
terms of textual (and textural) divisions, the verse is dividea fiotir parts: (1)
‘Sicut erat’(2) ‘in principio, et nunc, et sempef3) ‘et in saecula(4) ‘saeculorum.
Amen.’ often with a cadence or prominent caesura at the half-vEnsefollowing
table breaks down the repetition patterns and voicing for each of these four sections.
Each line signifies a repetition with the number printed repriggetite number of
voices scored and the definition of which specific voices were use@. tNat
alternation in the voices does not account for repetitive patternschn qui in the

imitation of motives (although this is often the case).

“8 peter Bergquist in ‘Preface’ to tiseven Penitential Psalms and Laudate Dominum descéeR
Editions, Inc. (Madison, 1990), p. xi.
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‘Sicut erat’ ‘in principio, et | ‘et in saecula’ ‘saeculorum.
Psalm nunc, et sempeér Amen’

1 4/D1ATBV 6/ 4/D2ATBYV 6/
4/D1D2AQA (‘in principio’ 4/D1D2AQAN
4/D1D2TBY repeated 3x) 5/D1D2ATB

2 3/D1D2AN 6/(‘et nunc, et 4/D1ATBV 6/
3/TQB VYV semperrepeated | 4/D1D2TQA
3/ D1D2AN 2X) 3/AQBV
3ITQBY,

3 | 4/D1D2AGN 6/ 4/D2AQBY/ 4/ATQB
4/D1D2TQV 4/D1D2TQA 4/D1D2AQN

4/D1D2ABV 4/ATQB V/
6/ 6/

4 4/D1D2ATA 6/(‘et nunc, et 6/ 6/
4/ATQB V semperrepeated

2X)

5 4/D1D2ATA 6/ (‘et nunc, et 6/(repeated 4x) 6/
4/QBD2D1 semperrepeated
6/ 2X)

6 3/ D1D2AN 6/(‘et nunc, et 6/ (repeated 2x) 6/
3/TQB\1/ semperrepeated
5/D1D2AQB 2X)

7 3/D1D2AN 4/D1D2AQA 6/ 4/D1D2ATAN
3/TQBY/ 6/ 4/ATQB\/
5/D1D2ATQN (‘in principio) 6/
4/D1D2TBV

Example 2.2.11Table of voicing and text repetition by phrase in the last

verse of each psalnsitut erat.

The only relevant observations that are charted by this tablecamrrent parts
that are grouped together and the noticeable interchange bethess voice
groupings. Because of the variety of voice groupings, five/six-veicging that
contain parts ranging from Discantus to Bassus is consideredriags of full

voices; and oftentimes, the absence of the Bassus is considergth aoiie
grouping and conversely, the presence of the Bassus may havabeled la low
voice grouping despite the inclusion of a Discantus. The reason fas this to the
relative nature of a high and low voice grouping in contrast to angtioelping.
The interpretation of the first setting provides such an gi@mwhere D1ATB is
classified as a low voice grouping, but only in relative termhdéonext grouping:
D1D2AQ. This is better seen in the score where the second @pdtitarked by
the dotted-line) is aggregately pitched higher than the meiagligif voice

designation might imply.
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Example 2.2.12Ps. |, v. 12 (mm. 1-3): first and second repetsiof ‘sicut
erat’

Nonetheless, voice designations do provide enouglano outline to compile
sufficient data concerning the exterior voicing extie. Firstly, all of these verses
begin with established groupings comprised of tlme®ur voices. The groupings
are either used in antiphonéshion or otherwise, to introduce the point of
imitation: always in the upper voices first, folled by the low voices and then, in
most cases, joined by the remaining voices. Piahstrates this as the imitation
works from top voice down to the bottom voice; ratng back to the top voices

again.
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Example 2.2.13Ps. V, v. 31 (mm. 1-6).

As in other cases where Lasso prefers a predomiieattire over another, the
concept of voice groupings is more evasive thath@other settings of this text.
This is due to an extensive use of imitative estaad restatement of the initial
scalic motive spanning the fifth which is also sdbjto inversion (marked by x1).
Ps. V certainly marks the extent to which elabogaig/phony based on a single
motive is used in this verse as far as the imitai® concerned; however, the
extreme is still masked by the evocation of the positional principle which ties

the individual lines together to form a type of mtat unit, even though here the
concern with individual lines is quite obvious. $s true especially in comparison
to the other settings. Such a comparison can beenrfad example, with Ps. VII

where a more typical pattern of voicing using s$tinaitation is observed.
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Example 2.2.14Ps. VII, v. 16, Discantus I, Il and Altus partsniml1-4).
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This three-voice module of two-part imitation is simply taken apeated in the
Tenor, Quintus and Bassus voices (beginning on the second halfazfrtaem. 4),
the polyphony opens to five voices beginning in m. 7 (with the Altus \edeaps
even acknowledging the psalm tone with the intonation of d’ in equihbid
values). Aside from similar impressions of melodic movement ineglgdsuch as
the upward scalar movement of a fifth in m. 8 [Discantus 1]) trel literal
guotation of the lowest voice in the three-voice module (G F E D)darQuintus
(mm.8-10), the function of the voice groupings to initiate the verssugir an
imitative module is completed and Lasso follows up on this stritation with a
section of free polyphony,irt principio, et nunc, et sempefanother general

commonality in the seven settings of the verse).

Another shared characteristic is the six-voice imitation tluetes each verse (with
the exception of Ps. lll which differs in the quasi-homophasaeculorum. Ameh.
in distinct antiphonal voicing). Verses generally begin with tweugs of voices in
imitation and then, usually, the incorporation of more voices (fivexprtagether.
An emphasis using antiphonal voicing is placed at the beginning ahé aalf-
verse in Pss. | and I, which is demonstrative of symmetridainba seen in the
three inter-changes of voice groupings at these points with theftélxe second
half-verse otherwise set to six-voice polyphony. The approach tongoand
texture in this verse is akin to the previous verse in that theapr emphasis lies in
the general aesthetic of balance and symmetry using thetsahmeques in both
qguasi-homophonic and polyphonic textures which produce the facade
consistency, despite the fact that Lasso may be departing fstendard to varying

degrees (as in Ps. V).

A rough sketch of the outline of these features in a complebe pisscks different

levels of interrelatedness. Repetition of the text will onlynbeed where it is used
distinctly (mainly in conjunction with quasi-homophonic textures). Of sputhese

repetitions are variable in imitative context and could easibupy the space of
another chapter; and so, the emphasis, instead, will be placed ortargrpatterns

of textural changes within the verses (including number and registiee voices).

The analysis of these types of changes within a verse beceengsdifficult,

especially due to the variations in imitation patterns and oftamlsss transitions
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between different portions of the text. The approach to the psalnpnedked in
order of the verses assuming the same type of compositional ptbegssas
inferred before; i.e. one of pattern, but with adaptation accorttingpther
predominant factors (such as text) and with the influence of dratety preceding
verses. In the five-voice settings, it goes without saying rtiast verses contain
sections of repeated text; the only exception to this rule is v.hiéhweontains no

repetition of text.

The scheme of text repetitions in the first verse is such:
Ps. lll,v. 1

Domine, [ne in furore tuo[x repetitions) arguas megx repetitions)

neque in ira tua corripias mE repetitions)corripias me(1)
(eighth-note diminution) 5 voices

1x -4 voices - (DAQBY,

2x -4 voices - (DATON

3x -5 voices

** %’ = multiple repetitions.

The subdivided verse into halves and quarters, as in the overall copstricthe
piece into individual verses, further helps to sectionalize the musicaliahdteran

be surmised that part of the reason for this intra-verse comgradlization is not
only the tonal mapping of the verse, but in order to work out organizédrseof
textural and vocal changes. This is exhibited by the change in the secondrbaif-
‘neque in ira tua corripias mepy the changing of the speed and the texture with
clear use of antiphonal voice groupings. The style of the filétveese exhibits
characteristics of both polyphony and homophony. It is quasi-homophonic in the
sense that the rhythm of the voices align, creating a sendarity @ harmonic
changes; yet, it is quasi-polyphonic in the use of related meli@djments such as
the semitone depression first occurring in mm. 5-6 in the Tenor(iba second
repetition of the textrie in furore tud a-g#-g#-a). This head motive appears again
in the Discantus (mm. 6-7); Tenor (mm. 8-9); and Bassus (mm. 9-i8) phe (x)
above simply means multiple repetitions of a section of text. Fample,
‘Dominé is introduced with the dotted half-note rhythmic motive in all loé t
voices before it moves on tae in furore tubwhich is repeated multiple times. It

is interesting that where Lasso transitions into the next portitexbfarguas mée
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in the Quintus voice at mm. 5-6, the rhythm is also distinctly miffe (in quick
dotted rhythm). Furthermore, at the second repetitionaojuas meé in the

Discantus (mm. 11-12), this distinctive part that was integratiedthe texture of
the first section of the text reappears, transposed down a thirdtiohadli
decoration in the Tenor voice in mm. 11-12 followed by the cadence sitpea¢nd

of the first half of the verse.

The approach to the setting of this text is quite similar tol,Rs 1 in which the
words are the same. The ending to the first half-verse is deddrathe Discantus
part and leads into a rhythmically quicker section méque in ira tua also
displaying a prominent antiphonal voicing scheme. For the purpose aintilisis,
in grasping an idea of the information contained on the surfaceastyiin the
repetition of the text is a relative variable; which is to ey while the first half-
verse was more comparable, the pattern of repetition in the sedbndrsa of Ps.
[, v. 1 is more varied and complex than in Ps. lll, v. 1. However, enooglarsty
to see the correlation is established with the rhythmic dinonutihe speed of

harmonic changes as well as the clear change in texture and deliberate voicing.

Although the voicing scheme in v. 2 is similar to Ps. Ill, v. $ome characteristic
ways, there is a stronger sense of polyphony and even the scoramgipsfonal
voicing in mm. 9-17 does not significantly mark a change in the teasiriehad in

v. 1 at heque in ira tua.

Ps. lll, v. 2

Quoniam sagittae tuag repetitions) in fixae sunt mih{3 repetitions)
1x -4 voices - (DAQ)
2x -4 voices - (ATQR)
3x -5 voices

Et confirmasti super mgl) manum tuangx repetitions)

Admittedly, in the first two verses, there is lack of a concpetiéern in the use of
voicing. Looking ahead at the rest of the verses, a pattern is emenewvasive as
the treatment of voicing and repetition is varied with each vErsen these verses

already, it is seen that this technique of voice setting isins®eb positions of the
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text: in the closing of a section (as it was often done in tm®mdoxology at et
Spiritui Sanctd and in emphasis of the words which is the case in both examples
above with the fixed repetition ofn’ fixae sunt mihivery much expressing the
meaning of the words here. On the contrary, Lasso rarely begiessa with the
alternation of voices, but, instead, tends to use reduction to achieaim effects.

For example, v. 14 appears to alternate between two (DA) and five-voic
groupings. It is clear from the beginning where both voices begiheosame pitch

that Lasso is embodying singular expression dgo‘autem and ‘non audiebam
producing a great volume and textural reduction which is also appewiabth a
single person (I) and hearing incapacity. Even more blatant, inefpect, is the

half-note rest aftemutus.

A brief look at interior uses of voicing initially indicates ttethough differences
in texture and repetition help to reinforce the idea of subdivisiohdntéxt, the
purpose of voicing on the whole is only minimally related to structarthe same
vein, unlike the exterior scheme or in verses which are diresdlyed (such as the
minor doxology verses or like Ps. I, v. 1 and Ps. lll, v. 1), the conposif the
verse is a direct reading of the text. This would imply thasslo sections and
emphasizes parts of the verse with a primary concern fantéeretation of the
psalm text and not a pre-established pattern. The concept of mimaipt rule
dominates the cycle, but from this, it is clear that there are regulatecaaspects
(likely that most of these are external features) and aspeaitwere not necessarily

as stringently pre-planned.
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2.3 Modality and evidence of harmonic sketching.

External modal scheme

As mentioned before, modality is the primary external means rotctstal
organization in the cycle. However, how this is defined on the exisrare issue
and how modality is applied internally is another issue altogefteeaddress the
former, Harold Powers has already charted this information thighcriteria of
system, ambitus (identified by cleffing) and final, noting esglgcthe tonal
markers indicating distinction between authentic and plagal modpsc{aky in
the use of standard high and low clefs) as a model example of typal

application:

Mode Psalm System Ambitus Final
1 6 b CLC3CiCFy D
2 31 b G aFs G
3 37 b CLC3CiCFy E
4 50 ; C C3C4 F3Fs E
5 101 b % C 3 C3Fs3 F
6 129 b QCCiFs  F
7 142 : ®CCGF G
8 148/150 1§ acaucuF G

Example 2.3.1Harold Powers’ Analysis of thPenitential Psalmsnto tonal
types™?

The psalm in mode 2 has been noticeably transposed up as was commnioa prac
(as indicated in the table above) in order to keep the voices in cabléoranges.
This information only empirically confirms what was alreadstablished as a

known fact: that the psalms were composed as a modally-ordesied Tiis only

“9Harold Powers, ‘Tonal Types and Modal CategomeRénaissance PolyphonyAMS xxxiv, 3
(Autumn, 1981), p. 447. Table 3 ‘Tonal plan of Laisxycle of Penitential Psalm settings.’
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accounts for a general overview of the work on inter-psalm relatigns other
words, a macro-view. A more detailed and explanatory perspectmescfrom the
various degrees of micro-analysis which in this study, entzolehg at both inter-
verse and intra-verse relationships. On the surface, an initiabtomkal planning
and consequently, mode, is accomplished through the tracking of initidinahd
sonorities on a verse by verse basis. A table below shows thie tang scheme
for all seven penitential psalms in relation to the modal final. Térses are
compartmentalized in pairs in order to facilitate comparison. Anabimerals have
been used to signify the tonal distance from the modal final antimmate the

implications of modern tonal theory.

Patterns in this general tonal outline can be processed in twa firgy, with the
inclusion of the minor doxology considering that a preconceived outline also
includes these verses or secondly, with the exclusion of the doxolaggsvieom

the perspective that the rough, yet deliberate ‘lateral’ pafiternn the comparison
across the cycle) leads one to believe that the tonal planhthgse verses is to be
considered separately. In response to the latter, the minor doxoldbg ichart
above has been indicated with a dotted border and gray-scale printsandhel
mid-point of the psalm (excluding the doxology; in some cases resirita verse-

pair or an individual verse) is indicated by shading and bold font olichldack

dividing line.
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Verses Ps.l | Ps.lI(D)| Ps.l Ps.IV | Ps.V | Ps.VI | Ps. VI
(D) |[Gtrans.]| (E) (E (F) (F) (G)
1 1 1|5 1 1 1 1 1y 1 1 1 13 1 1
2 1 1|5 5 1 4 4 1] 1 5 5 1 4 5
3 1 5|4 1 1 1 4 4] 5 5 1 1 4 1
4 1 1|5 2 1 4 7 171 11 1 5 5
5 1 1 5 1 1 4 4 4|11 1| 3 1, 5 1
6 1 1 5 1 4 1 7 1|5 1] 3 1] 1 1
7 1 1 |5 1 4 4 4 1|1 51 1|1 1
8 1 1 |1 1 3 1 4 1|5 1|5 1|5 1
9 1 1|5 5 1 1 4 1] 5 1, 6 4 1 5
10 5 1 ]1 1 1 4 1 1/ 1 1 6 1 1 1
11 5 5 .5 3 1 4 4 1| 5 5 4 1
12 5 1 i1 1 |4 1 4 4 |1 1 1 5
13 5 1 4 4 4 1| 5 5 1 1
14 1 1 1 1 1 4|1 1 1 1
15 5 5 4 4 3 1] 1 1 1 5
16 5 1 4 1 4 1| 5 5 1 1

17 4 1 1 1] 1 1

18 4 4 4 4|5 1

19 4 1 1 1] 1 5

20 4 4 4 1|1 1

21 4 1 4 471 5

22 4 1 1 1.1 1

23 4 1 5 1

24 4 4 5 5

25 1 1 5 1

26 5 1

27 1 5

28 6 1

29 1 1

30 1 5

31 1 1

Example 2.3.2 Table of initial and final sonorities by verses
(shown in relation to the modal final).

In regard to the rest of the psalms, Lasso is consistent in oggqmsiminent chords
which strongly correspond to the respective mode: for example, Ps. | ordgsufili
and A as initial and final chords; Ps. VII mainly uses G, C, antlVBere Lasso
uses more remote tonal choices: such as G at the beginning of Ps8lil, this is

more often than not a transitional chord used at the beginning ottke, \but he
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consistently ends each psalm with primary tonal cadence paotsding to the
mode. The only jarring exception to the rule is Ps. I, v. 4 whickHa&s on A and
Ps. II, v. 11 which ends on Bb in transposed mode 2. These particules arsrset
contained within the scope of the harmonic analysis in Chapter 3gpbowever,
the surface analysis would indicate that there is a tonghyjfisiant moment here
which is used, no doubt, to achieve a certain effect. Ps. | is trarghd-forward it
its use of 1 and 5 as initial and final sonorities. The 5 endingvefse suggests a
strong linking quality, seen most prominently in the minor doxology semdesre
the penultimate verseGloria Patri, et Filio, et Spiritui Sanctd’ends on 4 and 5,
but significantly, never on 1 (as this is reserved for the vedyod the psalm in the
next verse). The only other occasion in Ps. | where a verse ends on\b 3: [Et
anima mea turbata est valde: sed tu Domine usquejdd® ending on A is likely

a rhetorical expression of the question resulting in a sense of tonal open-endedness.

Because of Lasso’s well-known reputation for word painting, rhetioexpression
of the text is often rightly considered as the first avenue of figed®n in Lasso
research. Consequently, one can almost always defer to tha texier to explain
anomalous musical events. In the case of Ps. Il, v. 4 (as in Ps. Las8), is likely
expressing the ‘thorn’ which is causing the anguish in the secolfiwense
[‘conversus sum in aerumna mea, dum configitur spifide surface analysis is
useful in pointing out these significant harmonic events, but the affaat of this
instance would also be contingent upon its more immediate musingxt in
order to fully understand how and why Lasso chooses to deviatehiononal
‘norm’ at this point (which is, again, significantly the only plasehe cycle this
occurs). This brings up the point that despite Lasso’s pointedly dvarie
compositional style, these anomalous events (in all musical appeetspecific in
their treatment which is often linked to other anomalous events, makeng
‘anomalousness’ consistent in its treatment. It is in this sdredelasso is still
considered a conservative composer and furthermore, exemplifisteanagic and
logical musical mind. However, where Lasso places compositiontictiess,
expression is often the product of irregularity as it was seém tiwe use and

variation of voicing and texture.
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Psalms | and VI display an overwhelmingly regular tendency to finish os. 1, (R
3 as an exception) with a tonal pattern that works to promotnarag musical
pairing of verses. Another trend with the interpretation of the ¢baduding the
minor doxology) is the middle point of the psalm consistently ending. dith
more importance awarded to the final than the initial sonorityeasanably
symmetrically-balanced tendency can be observed. To illusthéde pbint on

examples that are less straight-forward, take for example, Ps. VII.

Ps. VI
(G)
initial final

1
4
4 £
5
5 &
1
1
5

1
10 1 /
11 4
12 1

13 1&
14 1

©(o N o Ul WN E(<

R S R R R

Example 2.3.3Table of initial and final sonorities in Ps. VII.

Again, the middle pair of verses has been indicated by bold font anchghadi
addition to significant harmonic links between verses, indicatedebgiriiows (2-3,
4-5, 9-10, and 12-13). The symmetrical pattern is more or lesegd#nt in vv. 3-
12 with some variations. (Verse 5 and v. 9 are opposites, but thecoerserparts
— V. 6 and v. 10 are the same; also, v. 4 begins with 5 in contrast to v. f#shsit
an instance where the initial sonority is really of little consequence.pillgenajor
difference is in the final chord of v. 2. One can assume thatsttaa exceptional
circumstance with the link to the next verse, beginning on 4. A tonally idemtkal |
of this nature also connects the second and third verse of the spsaind,
potentially suggestive of a correlation between Ps. Il and Ps. itHIthe use of a

similar device. This specific instance exemplifies the impaeaof surface analysis
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used in a capacity, not only in the identification of compositionaksrdrom a
pattern, but to illuminate striking comparisons across the entale.o@ne further
example which supports the idea of symmetry (although with anealewf

variation) is Ps. Ill.

Ps. Il
_(E) _

initial final

'\\’\'\

©lo N[O U~ WNR|<

NNI\N

P rRrPRPARPRPAMPABRME ORI —ANPRPADMRAMRE

AYAN

=
N
ADMNBIMDIMNDIMDMNDIDNDIPRPIRARDNRPRPIPROWDNDNR|IFRPRIRPE

Example 2.3.4Table of initial and final sonorities in Ps. Ill.

This example differs from the above in the odd number of versehwhuses the
designation of a single verse as the central point. Intergstingthe first half of
the psalm, the verses begin with 1 and conclude more often on 4; the epposit
true of the second half. An interesting harmonic event is detecthd link from v.

7 to v. 8 in the final on 4 and the resuming of the next verse witml$.dde other
example of this occurs in Ps. IV, between vv. 14-15. Complete unalgirsgeof the
links between the verses and the exact nature of the tonal pattemtingent upon
more detailed investigation in Chapter 4. From this rough sketcliimgtial and
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final tones, although connections can be drawn between verses whiclsistike
harmonic indicators, it is insufficient information at this point tavdrany
conclusion on whether this arrangement was subject to pre-composshenething
or was adapted in the process; although presumably, it was acuatbduct of
both.

Internal modal scheme

A general observation in the coherence of the cycle (connectedthvttional
outline) is the use of the cadences and the degree to which seftionsic are
linked to other sections in the three levels discussed (intra;vierter-verse and
inter-psalm). Of course, this is connected to the use of cadandes hierarchy of
these cadences established according to mode. There was a gemsgakus in the
writings of sixteenth-century theorists in terms of the congiitubf modal rank
which ranged from a simple delineation of ‘regular’ and ‘irregudadences to the
mode (Zarlino and Tigrini) and still others who were more dsdain their
descriptions of classification with something more along of ithes |of ‘principal
cadences,’ ‘lesser principal cadences,” ‘irregular caden@@ehtio, Dressler,
Burmeister?° Even though it post-dates tHRenitential Psalmspecause of the
thorough nature of Pontio’s 1588 discussion of modal cadences in his freatise
Ragionamento di musicdis ranking of cadences will be used throughout this
dissertation The explicit designations oftadenze proprie, e principali quasi-
principale ‘per transitdo and ‘inimico’ ‘si puo fare’*quasi mai’ will be the first
criterion of establishing the modal patterns in the cycle, follobsedhe use or
omission ofclausulaeto add to the strength of closure. A chart of major cadential
points of the minor doxology has been constructed below indicating the bar

numbersgclausulae formulagand final chord of cadence.

Y Bernhard MeierThe Modes of Classical Vocal Polyphdinans. Ellen S. Beebe) (New York,
1988), p. 103.
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Ps. |

Gloria Patri [...]
‘Patri,” mm. 4-5:
‘Sancto,mm. 11-12:

Sicut erat [...]

‘semper,’mm. 12-13:

‘Amen.’ mm. 23-24:
‘Amen.” mm. 29-30:

Ps. 1l
Gloria Patri [...]
‘Sancto,mm. 12-13:

Sicut erat [...]

‘erat, mm. 11-12:

‘sempef mm. 16-18:

‘saecula,mm. 22:

‘Amen’ mm. 23-24:
‘Amen’ mm. 28-29:
‘Amen’ mm. 31-32:
‘Amen’ mm. 33-34.

Ps. 1l
Gloria Patri [...]
‘Sancto,mm.12-13:

Sicut erat [...]

‘erat,” mm. 3-4:
‘erat’ mm. 7-8:

‘semper mm. 12-13:

‘Amen’ mm. 23-24:
‘Amen’ mm. 25-26:
‘Amen’ mm. 28-29:

Ps. IV
Gloria Patri [...]
‘Sancto,mm. 14-15:

Sicut eraff...]

‘erat,” mm. 3-4:
‘erat’ mm. 5-6:

‘semper mm. 11-12:

‘Amen’ mm. 16-17:

Imperfect
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Cantizans Tenorizans Pitch

‘Amen’ mm. 19-20: D2 T G
‘Amen’ mm. 25-26: E

Ps.V

Gloria Patri [...]

‘Patri,, mm. 5: T Q C
‘Sancto,mm. 13-14: C

Sicut erat [...]

‘erat, mm. 6-7:
‘semper mm. 14-15:
‘Amen’ mm. 31-32

o>
,O—i
'I'IOO

Ps. VI

Gloria Patri [...]
‘Filio,” mm. 9-10:
‘Sancto, mm. 14-15:
‘Sancto’'mm. 16-17:

- 0O
> — -
o

Sicut erat [...]

‘erat’ mm. 5-6: A
‘semper mm. 12-13: D1
‘Amen’ mm. 17-18: D1
‘Amen’ mm. 21-23: D2
‘Amen.'mm. 24-25:

>> -0
MTmMmgomnoO

Ps. VI
Gloria Patri [...]
‘Sancto’'mm. 12-13: T A

O

Sicut erat [...]

‘erat,’ mm. 3-4: D2
‘erat, mm. 7-8: Q
‘erat’ mm. 9-10: D1
‘semper m. 19: Q
‘Amen.'mm. 25-26: A
‘Amen.'mm. 28-29: A -
‘Amen.'mm. 30-31:

' WO -0
® O00ogOo

Example 2.3.5Significant cadential points in the minor doxology verses.

The list shows that Lasso does not really deviate from the sthwoddences as
indicated by Pontio in terms of final. As per common practicesdé.a®mposes
cadences in close relation to the syntax of the text althoughstimot to say that

every section of text formally cadences. Frequently, Lasss imperfect cadences
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or the demarcation of a particular section through harmonic blockithghe actual
cadence (examples of this will be given in Chapter 4). In the abxamples of
cadential points, it is relevant that tBéoria Patri verses close on primary cadence
tones appropriate to the mode, but not on the modal final. This, ole¢cdas more
to do with the overall concept of mode in the psalm and less hétldeégree of
closure. The last cadence at the end of each psalm is fundagndrgabme except
that the seventh and final psalm contains a more decorated 6-b theeDiscantus
compared to the simple movement of parts in the other psalms. Géubseces are
exceptionally regular in the sense that they close each psambigumusly and in

the same fashion.

Beginning with Ps. I, v. 11, a cadence does not occur at thedral-(Filio’ ), but
at ‘Patri’ which is likely the product of the gradually unfolding harmony ob\2r
mm. 1-5. However, the cadence is only intermediary and is wealksntte fact
that the Tenorizans acts as the lowest clausula with the absktite basizans.
This, combined with the fact that the resolution occurs in the seconaf lia¢ bar,
gives this cadence a type of leading effect into the next ggegm (G-C-F) rather
than a closing effect. Sectioning of the quasi-homopho@Giloria Patri’ is
achieved more by chord blocking than by the use of cadences the noore or
less constant texture and clear repetition of the text which elimiteteséed to use
the cadence to operate as a means to show the musical subdivigah iofthis

manner.

As a result, the only other cases of intermediary cadencesuamied by the
polyphonic settings of the text in Pss. V and VI. A cadence .in/Pm. 5 aids to
section off the first full repetition of the text in four voicdspwever, the
intermediary nature of the cadence is also made clear bgottismued movement

of the lines and overlap into the next textual repetition in thg eftthe Discantus
where the cadence closes the previous section. Similarly, Wil,Ree divisions in

the text are marked by cadences, such as in mm. 9-10, denotingltiverke.
Again, the finality is compromised by its linking quality alrgadith the
integration of ét Spiritui Sanctoin the Tenor and Bassus parts. The cadence in Ps.
VI, mm. 14-15 is an example ofadenza fuggita(evaded cadence) by the change
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in the bass clausula which, after repetitionsedfSpiritui Sancto, signifies the final

repetition over the sustained pedal in both the Discantus and Tenor.

The ‘Gloria Patri’ verse in Pss. I-lll ends with the same V-l cadence ((adte
proper V-1). As the last verse that ends in this way, the cadar@s. Il displays
decoration in the Discantus voice (6-5). Psalms IV and V differ thié use of an
evaded cadence to finish the verse which implies the necessipnthuation to
the final verse (which no less begins in E (Ps. IV) and F \ipgespectively).
Psalms VI and VIl also display a similar use of this typeaafence at the end of
'Gloria Patri.” Psalm VI, undoubtedly demonstrates the strongest cadence to
conclude the verse on Bb (with factors contributing to this mentioned Jabidwe
reason for this untypically strong ending of the penultimate vemdd be
connected to theonally weak opening of thesicut erat verse which centers on D
even to an intermediary cadence at m. 6, signaling the transitithre itext to in
principio.” Although D is considered a passing cadence in mode VI according t
Pontio’s modal theory, this forms an exception as the other psalymsthe Sicut
erat verse in a harmonically assertive fashion, centered eitheraoriiSonorities.
Ps. VII finishes with alausula simplexvhich may be indicative of the finality of
the last setting of this verse. The cadences inGlaia Patri’ verses show variety
in types of closure, but even the strongest cadence in Ps. VI demtesnsin
essential link to the final verse, if not characterized byc#tkencing to primary and
secondary tones of the mode that are not the modal final. In cawotrasting and
tonal planning, the use of cadences and similarities betweenuseden the minor
doxology show a different grouping of psalms that display common ésatiss. |-
ll; IV-V; VI-VII. This suggests that Lasso’s conceptualipat of the psalm cycle
was not only limited to the verse pairing or psalm pairing sugddsy the analysis
of other features, but that there is a sense of flexibilithénorganizational aspects
of the psalms.

The function and use of intermediary cadences is more or leas with the
examples given above. Demonstrably, the cadences are used tomusical
division to the syntax of the text and also help to facilitate ghd&etween sections

of varying textures. Because of this, the next section will farug on the final
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cadences in different verses and work to show varying degree®@oinhectivity

between them. Again, Ps. Il will be used as a representative example.

Ps. 1l Cantizans Tenorizans Pitch
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Example 2.3.6Final cadences of the verses in Ps. llI.

From study of the minor doxology and the analysis of the cademdes. Ill, the
most common and also definitive type of ending is the primary caden the
modal final, E, which is used extensively at the end of verses.callences
otherwise used here are endings on A, or one instance of C in v. 1h éelscas a
‘quasi-principalé of mode Ill). In vv. 1 and 2 the final cadence is voiced snyl

in a 4-3 suspension over the barline, with a delayed resolution.
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Example 2.3.7Ps. lll, v. 1 (mm.17-18).

Admittedly, this is by no means a rare conventioomwever, it is significant that in
Ps. Ill, these are the only verses that cadentd@smanner. Despite the fact that v.
2 closes on A, the cadence is actually more emphdtie to an intermediary
cadence in mm. 24-25 which sets up the pedal totieei Discantus for a decorated
final repetition of the text,hanum tuam.In this case, the cadence of the second
verse is more substantial than the first; howekierA, tonally leads into v. 3. This
model is supported, referring back to example 3.i2.4he symmetrical scheme of
verse pairing based on a harmonic sketch. To cemtin the concept of verse
pairing, vw. 3 and 4 use minor decoration on whead assentiallyclausulae
simplices again, promoting the verse-paring but tonallyicatlve of a sense of
continuation to v. 5. The cadence in v. 5 comes eessult of the two-voice texture,
followed by a simple cadence (4-1) at v. 6 whichrkmeahe halfway point of the
first half of the psalm. This is the first instanaka cadence on the modal final in
the second verse of a pairing. After v. 12 (thettisig point of the psalm), the next
occurrence of the cadence on 1 at the end of aeymising is about halfway

through the second-half of the psalm at v. 17.

Verse 2 (mm. 24-25) illustrates the special usarointermediary cadence before a

final cadence which produces a purposefully emphaffect considering the
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anomalous beginning of the next verse ondglictus suni This example appears
to be similar to the example given in the connectd the minor doxology verses
in Ps. VI with a strong cadence ending withusulae formula@ised as a counter-
balance against a tonally weak or remote openintpdéosubsequent verse which
thereby, establishes a sense of interdependensedrethe named verses. Verses 9
and 10 display simple cadences without suspendiaoh,with the only variable
being the pitch of the verse final. The decoratedfget cadence at v. 11 is a
curiosity since the cadence occurs already in n8¥lL4], but the unusual final (C) is

sustained.
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Example 2.3.8Ps. Ill, v. 11 (mm.13-16).

The sustention of the final on the same pitch Irpafts is no doubt an unsettling
musical image of ‘standing’ mentioned in the vergemici mei, et proximi mei
adversum me appropinquaverunt et steterdrite variatio n and break from
compositional norm by finishing on C (which is agaaccording to Pontiqquasi-
principalé in mode 1ll) shows once more that the ways in ethLasso deviates
from his own established patterns are in a vergriesl manner in thBenitential
Psalms Seen in conjunction with the harmonic sketch, filnection of cadences
helps to establish the connections that are crdatelde pairing of verses within the

psalm.
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Chapter 3 — Motivic Analysis

3.1 Paradigms of analysis, influential studies and methodology.

In analytical studies on musical characteristics of Lasswsks (apart from
musical/textual relationships), a popular line of inquiry pertainshé use and
development of motives, especially in patterns of imitation. Tleeaigmitative

techniques was, of course, extensive in the practice of sixteentirg

counterpoint stemming from compositional devices such as the earlyf eantus
firmus techniques, parody, and in other borrowing of melodic fratsne The

variety with which motives are presented in a composition causesligmatic
difficulty in the analytical description of the phenomenon, raisingch@#ological

guestions about what constitutes a motive. Rudolph Reti cites motnatiea and

repetition as a ‘natural means of structural formation,” difféaéng between the
concepts of ‘contrapuntal imitation’ and ‘thematic transformationnigeo try to

prove a kind of evolutionary theory from the former, grounded insidals
polyphony to the latter, a nineteenth-century phenomé&ndrhe distinction
between the use of motive in sixteenth-century polyphony and twengéetbrg

thought is certainly clear; however, the exact connotations of suchvatises

have not always been articulated as clearly. This is evidengedeh’s brief

chapter on the history of the thematic process which raises suitepequestions
of distinction, but dissolves with the conclusion that it is of litensequence
anyway. Still, Reti manages one clear distinction between tobe ttvat is, the
motivic reiteration that is found in sixteenth-century polyphony dussforge a
new theme transformed out of a singular musical thought, but insteaithsréhe

motive in order for it to be recognized and recalled as 3uch.

Defining the concept of ‘similar’ in respect to motive is troubtes, because of the
transformative nature of motives in schemes of imitation. In tdefinitions of

motivic constituents are elusive, yet essential to this discussion.

*1 Michele Fromson, ‘Melodic Citation in the Sixtek+Eentury Motet’ in Honey Meconi (ed.)
Early Music Borrowing(Routledge, 2004), p. 179.
*2 Rudolph RetiThe Thematic Process in Mugloondon, 1961), pp. 56f.
53| |hi
Ibid, 61.
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Under the many attempts at defining motiVee New Harvard Dictionary of Music
offers:

A short rhythmic and or melodic idea that is sufficiently vadelfined

to retain its identity when elaborated or transformed and combined
with other material and that thus lends itself to serving thé bas
element from which a complex texture or even a whole composition
is created. [...] A motive may consist of as few as two pitches,

may be long enough to be seen to consist of smaller elements,
themselves termed motives or perhaps ¢&lls.

This is a reasonable working definition since the intention of tiadysis in this
chapter will be to break down the motive as far as possible, evecettular level,

in order to see its elaborative and transformational possihilltieeaction to the
problems surrounding definitions, the term ‘motivicity’ was coingd Joshua
Rifkin in an attempt to use terminology which frees compositiprattice of early
music from connotations of eighteenth and nineteenth-century treatneestatds
the definition as: ‘the maximum permeation of a polyphonic comple& bigle
linear denomination>® Combining these two definitions, the purpose of this chapter
will be to define these linear denominations, evaluate the extewhith this
permeates the polyphony and finally, how motivicity addresses oenoef
coherence in the cycle. This type of analysis is espgca@nducive in the
identification of motives as a primary means of structural orgdion in
polyphonic textures such as those used for the second verse of the doxology,
beginning with Sicut erat. Since the study of motives in Lasso’s works often has
strong correlations with the meaning of the text in mangsabke study of multiple
settings of a single text will reveal if there are mativieat are associated with the
words themselves, if provided motives are derived from elsewhémale same
psalm (inter-verse relationship) or, given this latter scen&mpatterns of imitation
and manipulation of the motive is consistent with textual featfrése ‘sicut erat’

verse

>4 Don Michael Randel (ed.), ‘Motive, motifThe New Harvard Dictionary of Mugiéambridge
MA, 1986).

%5 Joshua Rifkin, ‘Miracles, Motivicity, and Mannemis Adrian Willaert'sVidens Dominus flentes
sorores Lazarand Some Aspects of Motet Composition in the 152080lores Pesces (ed.)
Hearing the Mote{Oxford, 1997), p. 244.
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In terms of methodological approach, the first point of departutebeiin looking
at the use of differerdoggettias points of imitation. As a description for the use of

thesoggettaas a tool for composition, Zarlino writes:

Beginning then with the first requirement [ie., the subject]yltbat

the subject of every composition is that part of a composition upon
which the composer exercises his inventiveness to produce the other
parts, however many voices these may be. The subject malwd on
several kinds. It may be a creation of the composer himselddaqir

of his genius. It may be taken from a composition of another, fitted to
his own and adorned by various parts, as he pleases to the best of his
talent. Such a subject may be of several kinds: it may bener Te

other plain-chant part, or a part from a polyphonic composition. It
may also consist of two or more voices, one of which may follow
another in a fugue or consequence, or be organized in some other
manner. Indeed, the types of such subjects are potentially infinite
number?®

This excerpt, first and foremost, demonstrates the primacy ofdhgettoin
polyphonic composition, explicating the compositional process in Zarlino’'s
definition of the term. But aside from giving examples of itsinggnd generally
affirming the varied use afoggetti(which is self-evident in the first place), it does
little in the way of helping to understand its function and devedspirm a more
analytical context. This is to say that limitation in thisaam®uld be expected
considering that Zarlino is not concerned with the analysisadic, rather, the

compositional procedure involved.

Ultimately, the study of motives of this kind involves the segntiemtaf the music

into the sum of its melodic parts. Rifkin further qualifies higrdgbn of motivicity

by citing the typical behavior of motives in respect to geaand transformation
and thereby, lacking a ‘distinct profilé”’ Although he is reluctant here to make a
comparison with twelve-tone theory, the application of ‘modules’ andtiptes of

set theory have made an impression on methodologies, helping to eucidat

methodologies of motivic analysis in application to music pre-1600. {2eHpe

**Gioseffo ZarlinoLe istitutioni harmoniche(trans. Guy A. Marco and Claude V. Palisca) (Venic
1558; repr. New York, 1965), pp. 52f.

*" Joshua Rifkin, ‘Miracles, Motivicity, and Mannemis Adrian Willaert'sVidens Dominus flentes
sorores Lazarand Some Aspects of Motet Composition in the 152080lores Pesces (ed.)
Hearing the Mote{Oxford, 1997), p. 244.
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disparity in subject, the basic operations of transformation thaaskcable in
atonal set theory are the same, in principle, to the variedataerof the same
motivic idea which also undergoes transmutation, commonly in the form of
transposition and inversion. In the understanding of motivic transformé&ion,a
linguistic perspective, ‘syntactic’ variation in the motive, makyespeaking, does
not affect the ‘meaning’ of the phrase; furthermore with the stiju that the
number of transformations is limit88.To experiment with this idea from an
empirical perspective, the motives will be categorized arntdatesl by preferential
rules of similarity in order to see if more definitive idedmut structural motivicity

can be gained.

This approach is also supported, in part, by analytical methodolegip®yed by
John Milsom and Michele Fromson to different ends. Firstly, Fromstaty on
use of melodic fragments from chant also concludes that thematerial is used
for the purpose of musical coherency within a piece as she denteasiigh the
minor doxology of Francois de Layolle’s mot&pmine exaudi orationem meam
by charting the use of chant melody in polyphonic texttirédgcording to Jessie
Ann Owens’ studies of sixteenth-century manuscripts (namely Catete Rore,
Isaac, and Palestrina), there is evidence that the initial cdtmopas process
probably took place in the sketching of short musical segments (pbiintgtation)
with the subsequent addition of other voitesrurthermore, John Milsom’s
dissection of the fugal subject of Lass@®minus scit cogitationes hominum
explores the procedure of strict imitation employed by musegiments which
form ‘interlocks’ at different durational intervals. Some postied of these were
deemed to be musically viable while others were not, based orvailtiter
relationships created in the counterp8intThe same model and system of
interlocks in motives would be difficult, if not impossible, to applyrézr forms of
imitation since the aspect of variation is removed in strigtion. However, these

studies emphasize the usefulness of looking at Renaissance polyphomy loy

%8 Fred Lerdahl and Ray JackenddffGenerative Theory of Tonal Mugi€ambridge, 1983), p.
286.

*9 Michele Fromson, ‘Melodic Citation in the Sixtek+Eentury Motet’ in Honey Meconi (ed.)
Early Music Borrowing(Routledge, 2004), p. 200.

€ Jessie Ann Owen§omposers at WorfOxford, 1997), p. 196.

®1 John Milsom, ‘Absorbing LassuEarly Musig xxiii, 2 (2005), pp. 308-311.

64



these modularized segments. Using a semiotic paradigm of iantdythis end,
motives are functionally defined as the ‘smallest analyzalelment within the
subject;” however, in working with modularized segments, thesevesotiill also
be subject to further reduction into ‘cells’ or what Nattiez iefias ‘the smallest
indivisible unit’ of a melodic fragment®. Analysis will consist of looking at the
construction of various motives, as well as the nature of tnanafmns that occur,
particularly in the finer details of the configuration of thes#iscwithin a given
motive. The study of motives with a predefined sense of a finitebaurof
variations aids to clarify how these were used to show functioriamel capacity
as well as in the establishment of a greater sense of oskewnd musical

interconnectivity on all levels (intra-verse, inter-verse, intra-psalter-psalm).

62 Jean-Jacques Nattiddusic and Discourse: Toward a Semiology of M(sians. Carolyn
Abbate) (Princeton, 1990), p. 158.
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3.2 Motivicity as a structural device in the Sicut erat’ verses.

The first investigation of the use of motives will commencedwking at the final
verse of each of the psalmsjcut erat, primarily to see if and how Lasso uses
similar motives in settings of the same text (control vaelphhd to what capacity
this use of motive potentially serves as structural reinfoeceénAlthough the idea
of motive can be expanded to encompass those that also presentivibemse
rhythmically and harmonically (i.e., in the repeat occurrence ofmdaic
progressions), this section will primarily deal with motive asngef by Rifkin, i.e.
the motive in its melodic and contrapuntal potential investigatirigditecells as a
basic constructional unit. THeicut erat’ verses were a primary choice in sample
selection. Due to the consistent length of the verses and alsaddii®n of the
extra Discantus, they clearly represent the most elaboratphoulic verses in the
penitential psalm cycle. From the first setting of thieut erat,” the role of the
motive seems essential to the construction of the verse with niive &erse
consisting of the motives already introduced in the first fevg.bla fact, nearly
every phrase of text is a reproduction of such a melodic fragimetitis study, the
potential for any motive is recorded in what constitutes a bmsicor modular
group (as dictated by the text). Viability of these suggestetives labeled with
Greek letters will then be discussed. Shown in the boxes are funtdimndive
different melodic motives. Plus or minus sign designations sigrafyspositions

with the numbers following the letters (ef@) indicating a variation d3.
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Example 3.2.1.Introduction of motives in thesicut erat’verse, Ps. |, v. 12
(mm. 1-14).

The use of imitation and the initial strict repetit of motives verbatim (with
modulation) begin to become more diffuseiatgrincipio.” Lucie Balmer correctly
summarizes the generic construction of motive (Aadmony for that matter)
fundamentally in fourths, fifths and octavésThis is confirmed to be the case in
the Penitential Psalmcycle especially in scalic patterns outlining #hestervals
(particularly in motivesy andy). Lasso, however, also prominently uses thirds and
sixths as well, utilizing all intervallic optiongdm the very beginning (from
diatonic steps to sixths). This is seen in mofiye, and the setting of motive;

with parallel sixths, seen in the Discantus | aeadr parts (mm. 1-2).

Each of these motives occurs over the duration sfiat phrase of the texsitut
erat,’” ‘in principio,” ‘et nunc,’ etc., which demonstrably highlights the use of
motivic segments as previously discussed. Useehithtive will be considered in
the set of pitches given any complete short phrdsext. The motives can be

summarized as follows (to demonstrate pitch patt@requal rhythm):

®3_ucie BalmerOrlando di Lassos MotettgiBern, 1938), p. 50.
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Motive a- *
descending diatonic tetrachord- Lucie Balmer nttesgeneral use
of descending lines in conjunction with words démpt
‘weakness,’ ‘depth,’ ‘death,” efé. The descending tetrachord was
also recognized widely as an expression of griédment®

)

y 4 f .
[ Fan) | |
. SV ]
Motive - © <
descending third
~ |
) 2 I
I 7

Z |

]

T8

Motive y-
pattern of falling fourths (‘Romanesca bass’)- tntervallic cells
of descending fourths linked in this example with ascending

semitone
N — { ; {
FL : 1 ! 1
O—e—a—fa—a—
Motive 8- ¥

intoned pitch

S
Q}

)
B\

Motive e- ¢ ! ' !
four-note pattern (arch-shaped contour) — two vaiic cells:
ascending third, descending tone.

The introduction of motivic fragments (which willebnominally referred to as
motives)a, B, vy, as well as the first transformation, occurs amadular unit in
homorhythm (mm. 1-3) which results in a transposita third higher ¢gy]+3).%°
Motive/text association is not a concern at thimmposince essentially all of the
motives share the same text sittt erat."Motivesd ande are incorporated at m. 4

% ucie BalmerOrlando di Lassos MotettgiBern, 1938), p. 112.

®Mary S. Lewis, ‘Lasso’s “Standomi un giorno” an@ ttanzonen the mid-sixteenth century’ in
Peter Bergquist (edQrlando di Lasso Studig€ambridge, 1999), p. 107.

% In this chapter, brackets will denote modular @ttions and numbers expressing intervallic
distance.
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with the transposition of motive down a fourth in the Bassus and the text
transitions toin principio’ (first in the Quintus). The introduction to motigen the
Discantus Il also simultaneously gives a variation (desigrettad the Tenor). It
could also be presented as the opposite with the Discantus Il paytebeerivative

of the Tenor. In any case, the order of the intervallic celldbaa switched and the
third has been inverted. A compound transformation of this motive kbl be
referred to agl. The extensive repetition ah’principio’ leads to a first instance
of extensive variation. This phrase repeats 14 times total wroigks. Apart from
the first repetition ofih principio’ in the Tenor (mm. 6-7), the other repetitions
exhibit mainly minor forms of variation which can be expressedfeesaft classes

of similarity. Obviously, there is strict repetition (in regaim@ relative pitch
relationship), marked by. There are certain repeated forms of variations such as
what is marked by1: intoned pitch with the last note dropping a fourth (Quintus,

mm.4-6; Bassus, mm. 6-7) which is more evocative of mgtive

The first class of similarity constitutes deviation by agknnote, whether at the
beginning of the motive or at the end, since the intoned note laegalins intact
which is arguably the feature which defines the motive. Sinyilésitdapted with
the consideration of vertical harmony in light of the counterpaiat athoughsl
accounts for the majority of variations, the second and third rempestiin the
Quintus (mm. 6-10) shows adaptation which requires the adjustment oftimaore
one note (for all intents and purposes, this will be known as simit#rthe second
class variety). Example 3.2.1 shows all of the variations as sritgadawvith each
numbered motive expressing an individual occurrence of the musica&csuhj

revised mark-up showing the classification scheme is given here:
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Example 3.2.2. Classification of motive 6 within textual
repetitions of in principio’ Ps. I, v. 12 (mm. 4-11).
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What was formerly classified a8l in example 3.2.1 has been interpreted as an
inversion 1) of motivep by reason of equal distribution of notes betwdsn t
upward movement of the third which takes away thpression of the sustained

pitch characteristic of motivé
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O
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Y,

Example 3.2.3Ps. |, v. 12, Altus (mm. 7-9).

‘Et nunc primarily demonstrates the use of mot{¥evith sustention of motivé in

the Tenor voice (mm. 9-10). This brings the dismus®f the first half-verse to a
close, especially since cadential formulae are cmtsidered to be motivic.
Introduction to the motives of the second half malagous to the first with the
upper voices set on motiwein thirds and the lower voices using what seentseto

variations of motive$ andy.

Motive 3
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7 I b=l i —
7 L4 ul | )

—

72



In each case, the fundamental link between intervallic cellgssconstant.
Although the decorated motives (indicated ‘Byallude to the original motives
through the distinct use of intervals, ultimately the differesaethree-note ending:
‘saecula’in the Tenor and Bassus voices (mm. 15) which form a kind of modular
pairing (as in motive andel) based on the creation of a mirrored inversion (Tenor
and Bassus, mm. 14-15). The use of motivas well as the elaborated formspof
andy recall the openingsicut erat, no doubt, also because of the restarting of the
voices after the cadence and the technique of setting the voaiesagga modular
unit in homorhythm. Furthermore, the transformation which follows meae
transposition, but only this time the voices move up a fifth instead thira
([ap"y"]+5). This suggestion of the opening serves primarily to articutlage
structure of the text. Alteration of the motive in the Discahtasd Il parts at mm.
18-19 also structurally signify the end of a textual phrastein‘saecula. The next
section,5aeculorum. Amendiffers from previous sections in the number of text
repetitions and in the corresponding stagnation of harmony from mm. 19-25.
Whereas motives from the first half-verse were more centamneithe outlining of
fourths (motivesu andy), here, the use of melodic lines clearly shifts to favor the
outlining of fifths instead, which is not unexpected, again, given $ipech of
harmony. The lack of harmonic movement over a relatively extendediaiuis
undoubtedly a response aecula saeculoruhmand an expression of eternity in

musical terms.
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Modidation to Final Cadence
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Example 3.2.4 Ps. I, v. 12, (mm. 12-30). Analysis of the secoati-tierse

commencing at the dotted-line in m. 13.
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As mentioned above, the harmonic configurationhefsecond half-verse results in

the introduction of three new prominent motivese3é are:

X

Motive &-<
triadic outline — two intervallic cells: ascendififth, descending
third; however, in principle, variation of this nnct will
encompass all triadic motives.

I
|
|
[

\,g
N

I
|
|
[

Qll]

N

) |
Motive n-: 2
descending fifth — single intervallic cell: any nvetthat elaborates

and decorates this outline will essential be a fofm.

N>

ef

Motive 0-
three-note pitch pattern — two intervallic celliiaon, link of
descending third, descending second.

It should be reiterated that, for example, motjve cited as a descending fifth only

because it was first encountered in this form aathnically, it would also be valid

to name the ascending fifth as the motive. The sghrgaeculorum. Amencould

be treated as a single motive with multiple cddgt in parts, there seems to be a

natural separation in the words not least in thalflAmen’ cadence. See also here

as a further example, the Altus voice:
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Example 3.2.5Evidence of motivic division by text, Ps. |, v. 1&tus part
extracted (mm. 19-30).
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With the arrows marking the division between words, consistency wigh t
repetition at Amen’ (c’-a, mm. 21; 23-24) is in itself an indication of word
association with the motive (at least in this voice). Each tgaeculorumappears,

it also displays clear melodic features (1st repetition: into2ed{ repetition:
triadic/ 3rd repetition: in modulating sequence from F to D). ltagercases, such
as in the Tenor part in m. 21 arhen,’ the stepwise movement serves to fit the
harmonic progression. Here, most importantly, it acts as the Eanerclausula in

a softened cadential point. As a result of the counterpoint, mdtalseen named a
motive. Motiven (the descending fifth) first appears in m. 21 and has been counted
as a motive, albeit in the same cadential context, due to its epod@ in the
dictation of the other parts. In light of Owens’ study of compasd#i procedures, it
is most likely that Lasso first composed the Bassus segmietiti$ section which,

in turn, set the parameters for the harmony and voice-le&ding.

Nearly every phrase of text is set to a fragment thabeanaced to a derivation of

a motive. Noticeably, points of decoration outside of cadence prepaeat very
reserved. Elaboration of the motive generally involves the use sihgasnes, but
rhythmic integration causes inconspicuous blending into the texture Tw
exceptions where the decorations clearly come through the tertltgle the
Quintus voice at m. 21 (motiwg®) and also, the dotted quarter-note rhythm in the
Discantus Il, mm. 17-18 (motiu&l at ‘et in saeculg. The latter is restated in the
same voice in m. 23 (asaeculorumonly in reflection of the first repetition as this
time, the fourth moves downward). This decorative motive variant isugiin that

it is not associated with a particular word and does not occuoromyf in terms of
the syntax of the text. With this in mind as an exceptional poitite first setting

of ‘sicut erat, if the motive is not used within the other settings of the minor
doxology, it may be likely that such an idea is derived from musiegerial within

the other verses of Ps. I.

A couple of observations can be made about the use of motives inrdesalene.
Firstly, the appearance of motives in different voices igedingly common from
which follows that any motive could technically appear in any orteewoices in

the course of the composition. Although this is theoretically the, azse of

"Jessie Ann Owen§omposers at WorfOxford, 1997), p. 196.
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motives is typified by voice groupings. This means that, for exanmpBassus and
Quintus, forms of motiveg, 8, andy are used with later occurrences of motiges
andn in the second half-verse. Motivese, and6, consequently, only occur in the
upper four voices while motive is apparently only used as the harmonic
foundation upon which the upper motives are added and modified. In establishing
the distinct characteristics of each motive, it is also Saamit to note the brevity of
the segments and simple nature of melodic lines that forms tieedfabe verse.
Lasso would be well-equipped to work these superficially generic noelodi
fragments into any composition considering also the variety of ehimicthe
emphasis of certain intervals. This was seen in the examgietivétchange over
from the first half-verse to the second. The table shows thefuselodic motive

(in their original forms) and the various intervals they can lggl ts emphasize,

speaking from a structural utilitarian perspective.

Interval: Unison 2nd 5 4th 5th

Motive: |3, n,0 Q, € a,pB,&C0 a0 &n

Example 3.2.6Table of motivic and intervallic associations and potential
for emphasis.

As with the Gloria Patri’ verse, the first penitential psalm seems much more
straight-forward in the function of all its constituent parts andethe its overall
construction which could be indicative of a form of sketch to estajgliound rules

by which to finish the rest of the cycle. In the same vein, theesaethods can be

used to identify different motivic units in the other Psalms.

Psalm Il begins with the strict imitation of a three-voice modular unitDikeantus
Il and Altus voices primarily around d’ and f under the sustained In the
Discantus | (from mm. 1-4) which exhibits a fleeting upward h#lp-sligression at

m. 3.
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Motive v *
semitone inflection — intoned pitch with movemeatthe upper
semitone, returning to the main note.

With two repetitions of motive transposed at the octave, the third repetition (mm
6-10), slightly expands the restricted ranges, ifeatlo a cadence at m. 10. The
parts in the Discantus Il and Altus (mm. 1-4) cooéddissected into cells; however,
since they appear to have limited significancenm scope of the minor doxologies
(decoration of this kind does not occur elsewhatesgussion will proceed to other

motives instead. The next significant point of emibn is found in the Discantus I,

mm. 7-8:
f) | |
& | [ = I I |
fes>r—0o0— 7 — o —
. ANaY | 1 I I
Motive k- ¢ ' !

five-note pitch pattern — related in motiwén the initial intervallic
leap (in this case, a fourth) and descent by sael b the point of
origin.

Stagnation in the harmony am ‘principio’ cause a tendency in the motive to revert
to those seen in Ps. | which outline melodic motiending towards the unison,
thirds and fifths (which were motives, B, 3, ¢, , and0). Repetitions of in
principio’ mostly display similarities of a first class ordagith deviation of the first

pitch.
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Example 3.2.7Variations of motived in Ps. Il (mm. 12-13).

The successive ascending fifths at hun¢ and ‘et sem[per] (reflection and
successive chain of motivgl) causes this section to prominently feature the
movement of the parts by diatonic steps which meeslly evident in the falling
lines of the Discantus I, 1l and Altus voices itih@ cadence (roughly from mm. 15-
17). The second half-verse is contrapuntally marneresting with the use of
smaller motivic segments. Although stylistic andtiwmio aspects in the Discantus |
part provide the connection to the opening of tkese, this time it more subtly
accents the musical and textual structure. In tesmsounterpoint in the second
half-verse, the Discantus | acts as an ornamemedoler the simple imitation of
the lower voices, yet contained within the rangeadburth. Motivically, the first
statement of ét in saecula demonstrates the ascending semitonal digression
(motive1) sustained in the same voice at the beginning@f/erse, now on which
the elaboration is based. However, this line ngtaldes not serve as a point of
imitation. Motive11 in the Altus voice (mm. 1-3) transforms the metstated in
the Discantus | at the beginning with slight elation (in the descent of a third
before returning to the main note) in very much #eme manner as the

transformation of motive in Ps. | at the half-versbe Tenor part at mm. 19-20 is
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not imitated and will be assumed to be a producthef counterpoint without
motivic significance unless later proven otherwesewas the case with motiken
Ps. | (Discantus Il, mm. 17-18; 23). The first agaece of this motive in theitut
erat verse of Ps. Il is in the Discantus Il part ordd’ (the same as in Ps. I, mm.
17-18). This motive is used mainly in conjunctionthathe word, Saeculorurhand
so far, always with the dotted-rhythm.

Motive A - ¥

ascending fourth in dotted rhythm — unlike otherlodis, the
rhythm appears to play an integral part in the att@ristic of the
motive.

The Bassus appears to be stating a new motive inXfrd1, but in the repetition
of the motive by the Quintus (mm. 21-23) and thesd8g again (mm. 22-24)
beginning with the leap of a fourth reveals a waiaon motivey (a bass motive
which was used at the beginning and half-verse emarlif Ps. |, but was not used at
the opening of Ps. Il). Compare the use of the veoin Ps. Il to the variation

presented at the half-verse in Ps. I.

Pitch representation of motiyé- Bassus in Ps. I, mm. 14ff.
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Pitch representation of motigél- Bassus in Ps. Il mm. 19ff.
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The direction of melodic line is reversed withiretimdividual intervallic cells;
however, the variation is nonetheless clearly agfifrom this motive. This, as well
as the similar treatment ah'principio’ and the continued use of motikdrom the
allusion in the first setting, already suggests svay which the use of motivicity
links the doxologies, despite the presentationifférént textures, techniques and

musical ideas (such as the overwhelming prominenhtiee semitone in Ps. ).
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This semitonal motive continues in subsequentrggtibut is adapted in a variety
of ways. In Ps. Ill, the opening motives are nqeated and are used as the basis
for contour imitation, but in contrast to Pss. Hdh the immediate variation may
point to the fact that the motives used are alrdadyliar. The Discantus | and the
Altus voices use a variation of motiveespecially with the Discantus | beginning
instead, on the semitone below the main note. Tagvein the Discantus Il (b’-
d’-c”-b’) is a retrograde derivative of motive (b’-c”-d”-b’), first introduced in
Ps. I, mm. 4-5. As in the case with motighe use of motive was defined in the
Ps. I, but in the sole context of the verse it \wasstionable whether the melodic
fragment really constituted a motive since the mssef the motive as defined in
the last section of this chapter is repetition. Wé@t motive’s limited use in one
psalm, it is highly significant to see the motieaifirmed in other verse settings,
but more interesting is the deliberate settinghef inotive in the same voice and at
the same pitch. Finally, the bottom voice is agajpresented by a form of motive

v~ where only the interval of the fourth is asceigdimthe first cell.

Pitch representation of motiy@2- Quintus in Ps. Ill, mm. 1-3
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The Bassus uses motier a configuration of a triadic outline in thetsgg of the
text, ‘in principio’ as was seen in the previous two settings; howenstead of the
static harmony that was associated with the tilael,harmonic progression which
acknowledges each note in the Bassus as the foandat a separate chord
necessitates a move away from motv@r evendl or42) to more dynamic voice-
leading. At the half-verse, once again, there & dlear recurrence of the motive

from the beginning of the verse as well as in cotioe to the previous settings.
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Example 3.2.8 Ps. lll, v. 25, (mm. 12-29). Analysis of the secdmalf-

verse.
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The half-step inflection of motivel and the repetition of motivepredominate in
this setting. The use of harmonic stagnation is lesmmon which considerably
also decreases the appearance of hitherto acoeditonattives includingg, 6, { and
evenn (outside of cadences). Based on compositionakmatthe Bassus line
would now be expected to stem from motiyeand it does so by using a cropped

modification on the elaborated version found inlIPs.

Pitch representation of motiyé1- Bassus in Ps. I, mm. 19ff.
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Pitch representation of motigél*- Bassus in Ps. Ill, mm. 2ff.
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Minor alterations of motive have not changed what can be considered the €ore o
the motive: the succession of pitches which cautstithe rising fourth and then, the
descending fifth. Representative transformation tbé motive also entails
modification to the beginning of the motive or teeding; however, in order to
establish similarity between motives, there is atipo of the motive that must
remain intact to maintain its identity within thentext of the polyphonic texture.
Psalm Il is significant in the regard that thesethe use and development of pre-
established motives from the other verse settibgsijt does not, in fact, introduce
any new motives although there is more melodic redtéhat breaks from these
motives, because of the precedence of the basatideorresponding dictation of
the harmony which, in turn, affects melodic linessaaproduct of the counterpoint.
Functional roles of the motives are consistent wvitlilke first pair of settings,
employing heavy use of the motive at the beginmhthe verse and additionally,
marking the hemistich. The motives within the diffiet voices are still defined,
especially in the extensive use of motjvexclusively in the lowest voice for all of

the settings studied thus far.
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The fourth setting ofsicut erat begins with decorated four-voice polyphonic

texture by a further variation of motivé”"1) in the Discantus I.
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Example 3.2.9Ps. IV, v. 22, Discantus | (mm. 2-4).

Despite a clear oversimplification, the Altus, Rstus Il and Bassus entries use a
highly elaborated form of motivé in the melismatic lines which outline a basic
triad. The voice entries often introduce melodagments as prominent motives;
however, aside from the reference to motivehe decorated lines are further
reduced in significance, because apart from brigftation in the Quintus and
Bassus (of the Discantus Il fragment), they doguohe up again in the rest of the
verse. Harmonic stasis occurs at principio’ and also atét in saeculawhich
accounts for the lack of melodic movement evidentistricter use of motivé
without variation. The phraseet' in saeculd,which marks the start of the second
half-verse does not use the imitation that has lssem at this point in the text,
typically used to recall opening motive&t‘in saeculaand the lack of harmonic
movement is further punctuated by the fact thad gection of the text does not
repeat, but instead posing as a contrast for tkensive repetition ofsaeculorum.

Amen.

The segmented type of microanalysis can be resdrmedm. 22 with the marked
use of some form of motiv@ in all voices under the sustained pedal in the
Discantus I. In any case, to return to teaéculorum. Amehsection in mm. 14-22,

a major problem which results in the decompositémotivicity is the fact that
this contrapuntal section is only very loosely lhsa imitation (a phenomenon
which was observed in the opening of the verse}ebld of variations of ‘absolute’
motives, the section perhaps makes more senseeirbrtbader comparison of
melodic lines that are only contained in this smttas they do not resemble those
introduced at the beginning of the verse, nor dbese appear to be any direct

quotation or reference to other melodic fragmentshis section, the main melodic

86



features are the movement of upper voices (Dissanénd Altus, mm. 15-16) the
distance of a third by step.

=S
NEEE

Example 3.2.10Pitch representation of Ps. IV, v. 22, Discant@sin. 15-
16).

This is repeated in the Discantus | part in m. 49,well. The other prominent
feature is the runs of eighth-notes outlining thienval of a fifth (Discantus II, m.
18; Quintus, m. 21; Discantus I, m. 21). A pointitierest in this section is the
attention to setting parallel lines, possibly invda of cultivating motivic
development. These parallel lines run throughoaitsection in different voice pairs
alternating between the Discantus I/Altus and tHeisATenor, indicated in the
boxes below.
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Example 3.2.11Voice pairs in thirds, Ps. IV, v. 22 (mm. 14-21).
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This setting demonstrates that a highly motivicaltiented composition also
allows for sections of free polyphony; and the supposition of motives,

especially in the form of cells is possible evethis context.

The ‘sicut erat’verse in Ps. V is also a composite of the teclesqiemonstrated
thus far. Whereas the eighth-note runs spannindifthan Ps. IV were decorative
rather than significantly motivic, in this settinghe run is the first point of

imitation, further articulated by the use of dottagithm.

b

Motive p- © | ¥

five-note descending run - prominently appearinththe use of
dotted rhythm.

This motive breaks the pre-established ‘groundstufer the definition of the
motive as a musical unit that corresponds to agehed the text. The distinguishing
characteristic is the encompassed fifth which iBnéd in the Discantus Il and
Altus entries (mm. 1-2); however, in many casesaaxiliary note is linked in at
the end in order to connect to an adjoining mugibeh. The Discantus | is a good
example of this with the motive linked to its rejrade transformationuf*-
rhythmic variant) with the lower auxiliary note afidishing (and balancing) the
musical phrase with an upper auxiliary note.
b
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Example 3.2.12Motive p andul*, Ps. V, v. 31, Discantus | (mm. 1-4).

Imitation in this opening section of the verse (mi¥B) is projected only on this
singular motive which is markedly different fromhet settings. A section of free
polyphony which only contains trace connectiontte tiefined motives closes the
first half-verse (throughet nunc et sempgr In a move of contrastet in saecula
uses motived often with first and second class degrees of tianaover a
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substantial duration of about seven bars (mm. 15-R1 fact, the relatively
stationary nature of the melodic lines only changleghtly even after the Bassus

engages in a more dynamic line (a variant of motiwéth linked cells of fourths).
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Example 3.2.13Pitch representation of motivel* Ps. V, v. 31, Bassus
(mm. 22-23).

The intoned voice-leading of motives varied to fit the harmonic alignment of the
counterpoint, until a shift occurs in the Bassuthatthird repetition ofsaeculorum.
Amen, at which, there is a return to a harmonicallyefitriadic motive ) resulting

in the use of motives in the upper voices whiclo alstline the intervals of unisons,
thirds, and fifthsg, B, ¢, n, 0).

The use of the psalm tone in Ps. VI as the camonu$ is the underlying structural
device in the setting ofsicut erat,” which results in inherent compositional
constraints, but also, the potential for motiviparsion based on this melodic line.
The recitation of Sicut erat () first appears in the Discantus | as the main weoti
until the Tenor enters with the cantus firmus in4nin the use of strict imitation
with one main motive and two decorative voices thr@e-voice modular unit, the
opening of this setting is remarkably similar tattin Ps. Il. It could be that the
initial harmonic foundation on D (which was shovwenbie anomalous in the surface
gloss) is used to establish a relationship withIP3.he nature of the decoration in
the Discantus Il and the Altus voices is also vagnparable to the behavior of the
melodic lines in Ps. Il which center entirely ardud and F in a restricted range
from c’-g’. The only other place which evokes th&alm tone in this verse i
principio’ in the Discantus | beginning in m. 8; however, rewhough the
application of psalm tone is motivically limited this verse, its influence is now
more apparent in the other settings. The main@extn this verse that have been
typified by the harmonic stagnancy and motvare also associated with the Tenor
recitation: sicut erat in principio’and et in saeculd.The connection here is more

abstract since it may also be attributed to a c&fia in the texture. In this sense,

90



the parts of the psalm tonetonatio, mediatio and terminatiare linked with
different degrees of complexity in a spectrum ofypbonic texture. The use of
motive in the beginning of verses is generally dargnd does not extend beyond
the words Sicut erat’ whereas the use of imitation and repetitionhegt €nd of the

verse (5aeculorum. Ameh is elaborate in comparison.

Lasso often appears to deliberately avoid the robstous option. For example,
one might expect Ps. V to allude to, if not drava\ily on Josquin’s influential
Miserere Meisetting; however, it is not Ps. V which gets tbference, but instead,
Ps. I, v. 2. Akin to this example, Lasso avoidsigghe musical features that reflect
the Tenor recitation of the psalm tone in Ps. Vihvihe framing of the Tenor and
Discantus | voices with free counterpoint. The saweurs in &t in saecula,where
the Discantus | uses motieor recitation (though this time, not on the rexgti
pitch). After the cadence in mm. 17-18, melodicrsegtation in conjunction with
the text is more apparent with the counterpoinhgisa variety of motives from

previous settings.
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Example 3.2.14Ps. VI, v. 10, (mm. 18-25).

The Discantus | voice in m. 18 has been labeled@ts/ev, because of subsequent
reuse since its initiation in Ps. IV which was menéd, but not named a motive

due to the lack of repetition in the verse.
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Example retaken from Ps. IV, v. 22, Discantus | (mi&+16).
Three notes ascending — diatonically by step- gdiyepresented
in equal note values; could also be considerediatian of motive
B if not for the equal emphasis on all three pitches

The final setting of thesicut erat is interesting in the motivic introduction of the
bottom-most voice which contains motiwe the descending tetrachord signaling
lament. This motive has not been used in any obther settings II-V as one may
have anticipated due to its obvious position asfitise major motive introduced in

Ps. I in the top voice. Furthermore, unlike othettisgs where the motive is merely
introduced and not developed to any great lenpthntotive in Ps. | is represented
once again in the second half of the verse. Héready, are implications which can
be connected with the musical material in the odnté the complete psalm. To
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some degree, prominence of the descending tetrddhothe final verse is, no
doubt, a consequence of the extensive settingabbravi in gemitu meo(v. 6)

where the lamenting fourth is introduced into tlgele as a major motive. The role
of this motive in this final setting will be lookeat in greater detail in the next
section within the context of Ps. VII. Aside fromig, this setting shares major
characteristics of Ps. V in that motiuas the main point of imitation (though here
the imitation is stricter) with the voice entrieascading from high to low. In the
use of free polyphony from mm. 13-19, Lasso is maecerned with the balance
of melodic lines, rather than the use of motivesngider the following examples
where two voices in the same vocal range seemlém&ain the contrary motion of

intervallic progression.
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Example 3.2.16Ps. VII, v. 16, Tenor and Quintus (mm. 16-19).

As mentioned earlier,et in saecula suggests the recitation in the restricted
movement of the melodic lines (here, in the uppeices) with variations ob

which provides a contrast to the free polyphonysatculorum. Amen.’

Despite the outward diversity in the seven settiofighe Sicut erat text, they also
display shared basic elements of melodic constmand motivic principles. This

microscopic method of analysis was devised in otdeirack motivicity and the
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nature and extent of transformation in tRenitential Psalmsin the Sicut erat’
verses, the presupposition was also made that melodic fragmertoveained
within the short phrases of text and that these fragments were used and reednfigur
in order to add variation in melodic shape and texture while retpi@
distinguishable essence, allowing it to be recognized withindhtext of different
verses.This framework was constructed using characteristics fronfirgtesetting
of ‘sicut erat’ where melodic segmentation was clearly based on the imnitanhd
the repetition of the text. In the practice of counterpoint, the usmitdtion is
obviously a central factor in determining the extent to whichvastare used and
developed. In sections of strict imitation, often, one line responds ttigenand
the other voices work to embellish this; however, these lines do natajgnend
to reflect or establish motives in themselves beyond the pointitition. Also, the
nature of the harmonic progression is influential in the types of nsotised,
because the lines often use key intervals which correspond tartmery; and in

this manner, correlate to motivic function on the cellular level.
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3.3 Motivicity and intra-psalm coherence.

The aim of this section is to show motivicity and the use omgeds identified in

the minor doxology in the context of a complete psalm. On the other Hand, t
exploration of the use of motive in the psalm verses leading up tonither
doxology will also be done in order to see how much musical matesial the
psalm has influenced the use of motives in the doxology as opposed tocmotivi
conception of the doxologies in compositional isolation. For this purpose,llPs. V
will be used in this portion of analysis with emphasis given to tlerem
polyphonically-textured sections of the verses since the use of meladives is
largely defined by the imitative counterpoint. The proportion of Ps.thdlL is
based on imitative counterpoint seems very small compared to thiétenfpsalms.
Many sections within verses display free counterpoint, but this lanke tmore
based on the balance of line contour rather than the use of motiee l{aek to

examples 2.2.16 and 2.2.17 for an explanation of this).

Out of the 16 verses of the psalm, only four, in addition to the Yieede, are
marked by imitative voice entries; these include: vv. 5, 8, 10, and 13ridinam
(v. 3) and the bicinium (v. 6) will be considered, but not subject to any dfind
thorough analysis, because of the associated idiosyncrasiels arei not entirely
representative or contrapuntally applicable to patterns found in oths¥sveAs a
starting point, motives of major sections of imitation from theesebove will be
documented (labeled with lower-case roman numerals to diffeertiam from
the motives in the previous section) followed by verse-by-verab/sis showing
general application of these motives. Since there were 13 motiveady
introduced by the analysis of th8icut erat’verses, the labeling of motives will
follow the same model principles, but are distinguished with a different laiedeT

will, however, be equated to the motives in the previous section where applicable.
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Motive i-
v. 5, mm. 1-4 (Discantus)

four notes ascending scalar pattern — diatonidajl\step- serving
as a basis for contour imitation in this contextwiever, the
Quintus and Bassus only progress as far as theeribte before the
movement of the line reverses direction ahtiquorum. (This
motive can also be compared to motiyenowever, the inverse of
motive a is valid contrapuntally, but does not carry thetdnical
significance of the descending ‘lamenting’ fourth).

|
|
|
a

>

Motive ii- ~®
v. 8, mm. 1-2 (Discantus)

four-note pitch pattern — made up of two linkedemtllic cells outlining
the interval of a fourth (descending) and a thiegceénding). Used in
variation over numerous repetitions in all voicesr(. 1-15).

Motive iii- —o 1
v. 8, mm. 20-21 (Discantus)

five notes descending scalar pattern — used asrd @bimitation in the
expression of the worddéscendentibusn all voices. (The final repetition
in the Bassus further underscores the meaningeofetkt by descending the
whole octave).

1IQ ~ o

X

N

Motive iv-
v. 9, mm. 11-14 (Bassus)

pattern of falling fourths (followed by a semitoneflection) — two
successive intervallic cells of descending four{esnilar to motivey,
except in the link) with an ascending semitone egion (as in motive.
Although the motive is imitated as notated abogeid in te speravi,it
could potentially be seen as two separate entitghsated by the dotted line
with the separation marked by the wordsu{a in té | ‘speravi).
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Motive v-
v. 10, mm. 1-2 (Altus)

six-note pitch pattern — (pseudo-inversion of metiv if one were to
consider the a’ as an elaboration; which is alsssidy related to motive ii
in its outline). Used in imitation repeatedly forotam fac mihi viam in qua
ambulemuntil the cadence in m. 14.

Motive vi- ¢
v, 13, mm. 1-2 (Discantus)

three-note pitch pattern — consists of the motseeading a whole-step and
returning to the main note. It does not seem subataenough to be

considered a motive, but it can be counted as &&)diecause is strongly
punctuated in the verse in equal half-note valuekespecially by the fact
that it is followed by a rest. This motive servesasignificant point of

imitation and appears in all voices with the wostjuces

Motive vii-
v, 14, mm. 1-2 (Discantus)

three-note pitch pattern — two intervallic cellsaotiescending third and an
ascending semitone (very minor point of imitationly repeated once in the
Altus voice).

The motives based on the points of imitation in\Asabove resemble those found

in the study of the minor doxologies in their basonplicity and in the

microdivision of the motives into reduced inteni@itellular units. In the analysis

of motives, a definition of the melodic segmentlwehd towards the setting of the

full word or words to which it is connected. Thisntinues the hypothetical

assumption expressed in the analysis of the festian which maintains that the

melodic fragments were conceivably used in conjoncivith certain points of the

text in mind. This endeavor proves somewhat moffecdit in the analysis of the

remaining psalm verses themselves, as the texttialways as neatly segmented

melodically as in thesicut erat verses.
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Motives above help to provide a starting point for the analysis dugetormhore
pronounced position in the imitative counterpoint. Noticeably missing, however
are the some of the main motives from the minor doxologies incluaipgpminent
descending/ascending third motiv@/ 1), an intoning pitch &) the semitonal
inflection (motivel) and a triadic motive(J. This would be a trivial observation if
not for the extensive appearance of these motives in the otherspsktis is
evident in even just scanning through the imitative voice entriesabipgerses
across the cycle. A case for the consistent use of motivessagrsingle psalm can
be made on an initial observation that like the minor doxology of Psthél psalm
verses likewise do not make use of motigesand(. As an exception, motiv& is
represented two times by the Altus in mm. 7-11. In this unique instdhee
intoning of ‘sicut erat in equal half-notes (and on the proper pitch of the reciting
Tenor in mode 7, no less) clearly makes reference to the psaérsétting of the
previous psalm. The omission of these motives in both the minor doxologhend t
psalm verses also helps to solidify ideas about the correlationed@tmotivicity,
compositional techniques and vocal textures. As it was discusséé preavious
section, the nature of harmonic progression seems to be a deaisioe ih the
choice of motives used; hence, the lack of motpes 1 and(, mainly associated
with pitches 1, 3, and 5 in chordal terms, in theory, suggests thed ba thesicut
erat’ verse, points of harmonic stagnation are either rare or not usgdimtthe
other verses in Ps. VII. This is shown to be the case in vv. 12 antielr® e use

of lack of harmonic movement and the general homorhythm of the veicesed

for effect. In v. 12, the sounding adequitaté on the same pitch in all four voices
is an obvious use of motiveas a rhetorical motive with no structural implication.
In contrast to this, static lines in the upper-most voice are prothingsed in the
second half-verse of v. 13 in mm. 11-13 and mm. 16-21 over essentially fixe
harmony at et in misericordia’and the second repetition afisperdes omnes’
which work as a contrast to the polyphonic first-half in antiphonal-loghthree-

voice groupings.
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Although features common to the verses are lessnsitie, on a different, but
related note, the dotted half-note rhythmic headiveqlong-short-long) is used to

open about half of the verses in the psalm:

s J|J

However, this is not to say that melodic motive$s VIl are limited to the ones

listed above as there are likely others imbeddéd the texture; not to mention
other motivic possibilities including harmonic anthythmic. As previously
mentioned, one of the most definitive featureshef sicut erat verse in Ps. VIl is
the descending tetrachord (used here with a raeednd scale degree: g’-f-e’d’)
as the sustained bottom motive which is decoratednbre florid lines in the

Discantus | and II.
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Example 3.3.1Ps. VII, v. 16, Altus (mm. 2-5).

The first instance of this motive in Ps. VII occaiseady in v. 1, materializing in
the top voice of the quasi-homophonic textureDormine exaudi'and is repeated

in ‘orationem meanhwith variation (motive i), closing in a cadence.
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Example 3.3.2Ps. VII, v. 1, Discantus | (mm. 1-7).

In fact, these four sustained pitches can be ldbaletive al in relation to the
doxology motive as the retrograde variation of tlescending line. The pitch
pattern of motivex is hinted at only in passing in the Bassus with ghtting of the
text, ‘auribus percipe(mm. 7-8). It is unobtrusive since it blends rytically into
the vocal texture and is not sustained. This mameears again in the Discantus |
in mm. 13-14 of the same verse (with the second reised a semitone); however,

this direct relationship between the statement #mel variation confirms a

99



relationship between the two, as the use of mativene voice is a structural
indication of Lasso’s reading of the text with aesara at rmeam (mm. 12-13).
This constitutes the beginning of a new sectionctvhis further pronounced by the
textural change in the generally homophonic grogimhthe upper four voices in
straight rhythm atih veritate’ (mm. 13-14).

The distinctive characteristic of this motive isofald: firstly, in the outline of the
fourth and secondly, the ascent (or descent inattan) by step. Although the
ambitus for the Discantus ranges from c’-g” in R4, the entirety of v. 1 mainly
emphasizes the first characteristic of the motilve:melodic charting of the interval
(b’-c”-d”-e”) with a’ used only in two places as penultimate or final note in a
given phrase (in the Discantus part, that is).niitative context, significantly, the
first motive introduced in Ps. VII, v. 5 is alsodf@m of this motive. The melodic
line in the Discantus is deliberate in its harmoriigthm with a change on every
tactus Even though the appearance of motive i is vetiperate, it is limited in its
repetition. For example, the Quintus and Bassusegoin v. 5 allude to imitation in
the melodic movement and direction of the line, lbotth only scale the intervallic
distance of a third before the voices are set uglescend in a technique that

suggests an archaic fauxbourdon style to musicaibnvey the dierum

antiquorum.
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Example 3.3.3Ps. VII, v. 5, motive &1 (mm. 1-6).
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With the same upper four-voice grouping as in v. 1, the motive appeairs ag
towards the end of the verse at mm. 19-20 in descending paralisl bietween the
Discantus and Altus voices. The use of the motive here also deatesst
structural and possibly rhetorical function which highlights the, tewéditabar.’
The structural indication stems from the fact that the wondoisemphasized in
relation to the syntax of the text, but rather in the fact ‘thaditabar is the only
word in the text that is repeated. The rhetorical function causesditabar’ to
reflect back on the beginning of the verse in direct terms, posailg discreetly
even further back to other verse settings where the motive is ywdplm addition
to this verse, motive i (ascending) is used again in v. 2 (mm. 13-14)dticpty
the same form as in v. 1. Because of the lack of repetition oti@ections drawn
could well be coincidental if not for the fact that the motive i@ appears again in
the Discantus part and at the same pitch (b’-c#’-d”-e”). Gumeuping of the high
voices comes as a result of alternation with the four lower vaidie repetition of
the text, quia non justicabitut.The motive is very evident in this case once again,
but in close comparison to the other verse, it only constitutes ke singurrence
with no subsequent repercussion in repetition or development. Motivsedsvery
prominently in Ps. VII, but only very deliberate in very spediilfcumstances. In
most cases, it affirms coordination of the motive with emphasigpasticular
phrases and their position in the verse based on Lasso’s readimggtext. Due to
its rhetorical implications, motive i (or its doxological couptat, motivea) is
subject to transformation involving transposition and inversion (as seéhei
examples given above), but in contrast to other motives, this line dasamidtided
into cells, as micro-transformation of an individual cell would distioet essential
nature of the motive which is always stated by the ascent cemtehe interval of a
fourth by diatonic step, establishing this particular melodic feagnas a non-

transmutable motive.
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Motive ii, in contrast, is introduced in v. 8 adairly extended point of imitation
with the words, non avertas,occurring consistently in all voices with one tiausce
of a first class variation in the Discantus (mnB)Awvhere the second cell is altered

to move down one whole-step.

Example 3.3.4Ps. VII, v. 8, motive ii, Discantus (mm. 7-9).

The motive does not return for the rest of the @eespecially since the descending
line of ‘descendentibuganother example of a non-transmutable motive rertee
variation would be structurally valid, but rhet@ily insignificant) dictates the
contour of the melodic lines from m. 19 to the efsslwith motive i, the application
of the motive within the context of the same veesewell as other verses is very
limited. There is, on the other hand, a connecotidh motive v which is used as the

initial point of imitation in v. 10:

(NEE
]
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Example 3.3.5Ps. VII, v. 10, motive v, Altus (mm. 1-2).

The first intervallic cell is intact, but arrowsash the trace of motive ii which could
be considered decorated by adjacent tones. Aste tine use of this motive at the
beginning of v. 10; as with the other motives (uathg vi and vii), this, too, can be
considered a singular occurrence in the scheme.o¥P. Motives vi and vii were

documented as a matter of protocol since they daite minor imitation and

patterns of repetition. Ps. VII, v. 13 was notabl¢he use of static harmony in the
second-half verse, marking a textural change whisb accentuated the bipartite
structure of the text. The use of imitation withetlvord, educes is always

punctuated by a rest and functions to support aifspstyle of text emphasis and
declamation, causing this instance to be an exmgltiexample in the various

practical uses of motives.
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In the end, the study of motivicity was reduced to include the polypivenses in

Ps. VIl as the quasi-homophonic texture was found not to be conducive to the
emphasis of melodic fragments, simply because the main conceresefverses is

in the control of the vocal texture and the harmonic changes. Wherodiecne
fragment is presented within a homophonic context, it is commonly fasnd
singular instance, but without ambiguity of variation and in the topevaiclso in

a rhythmic head motive. It was, however, also the casestimé of the potential
motives used as points of imitation were actually singularnestawithout broader

connotation, at least within the same psalm.

The motives defined in Ps. VII somewhat corresponded to those idgntifiehe
study of the minor doxology; however, if inferred from the conclusiaderirom
the analysis of the doxologies and a look at a complete psalmvitiemee of the
structural influence of motivicity in the composition of tRenitential Psalmss
much less than was originally anticipated. This leads to thdusioe that the role
of the motive in the cycle can be considered secondary to thahef aspects
which are examined in this study; however, the general promiredrite motive
(even if not in terms of structure) cannot be overlooked. For exampleesat
Ps. | are largely indicative of their predominantly rhetorpafpose. A melodic
fragment which is widely found in Ps. 1 as well as the reiteocycle include the
intoning of Domine’even at the very opening of v. 1 (motivabove). This is less
structurally relevant as it is an evocation of the tradition dflnpsrecitation
throughout théPenitential Psalms

Of course, there is also the descending tetrachord which chaestenost of
‘laboravi in gemitu meo(v. 6) (motivea) as mentioned above. As the lengthiest
verse in the cycle and the verse with the most prominent wsenofive, Lasso sets
this verse apart from the others and very much defines theamatiependently
from structural concerns. Certainly, there is a possibility tlaaso opts for free
polyphony over the use of motives in the given case-study of Ps. dfikidering
this to be true would also lead to the conclusion that Lasso did not opilye
uniformly in the cycle. Because of this, the use of motive is vade-ranging

stemming from the fact that it is highly dependent on other mluagpects, as well
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as its specific function in musical context. However, the use aiven® obviously
first and foremost a means of rhetorical expression where profyinesgd and
conveys marginal importance to verse structure in comparison tctasp&oicing,

harmony, and texture.
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Chapter 4 — Harmonic Analysis

4.1 Defined problems in terminology.

In Chapter 2, from the evaluation of the minor doxologies on the suitarse,
evident that there is a kind of tonal plan that operates within tlaengéers of the
prescribed eight-mode structure conceivably throughoutPieitential Psalms
(with the exclusion of theaudate Dominunfior the obvious reason that it omits the
doxology). This tonal plan can be identified by the analysis of diion
progression or chordal changes in various sections of the psalms, moistepitm
within a verse that is characterized by primarily homophoniguasi-homophonic
textures. (The term ‘quasi-homophonic’ is used to mean that lodso tends to
offset a voice in an otherwise homophonic setting as explored in previapters.)
The Gloria Patri verses in all seven settings (excluding tBecut erat’ verses in
this context) exhibit many shared characteristics in voicimd) taxture which, in
terms of musical style, confirm that there is evidence ofcpmpositional
forethought in approaching the same text. Because of these sies)athis
penultimate verse of the psalms which forms the first in the ndorology serves
as an ideal trial sample for this type of harmonic analysisjn the least that the

textual variable is once again, fundamentally removed.

Harmonic analysis of pre-tonal music has been problematic owingytee veotions

of the nature of modality, its relation to tonality and a clestirdition between the
two concepts. The belief in the dichotomous nature of modal and tonalisgruct
has begun to fade substantially with a gradual acknowledgmenmaftaneous
development of tonal and modal systems and a general theory of@yioithirover

a kind of evolutionary theory. An example of this theory is contain&himhaus’s
paramount studyJntersuchungen Uber die Entstehung der harmonischen Tonalitét
(1968)
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As a concluding refutation of Bernhard Meier’s idea that modal comtnposvas a
product of musical consciousness of its time and is foreign to ¢comabositional

practices of later centuries, Dahlhaus argues:

if one interprets the compositional technique of the 16th century as

the complete opposite of the 17th, then it becomes impossible to

explain the transition from modality to major-minor tonality (usles

one elevates the precipitous volte-face to a developmental principle

of history). Meier’'s hypothesis is “historical” to the extematt it

stresses the distance that separates the past from whedestpand

familiar. But it is also “ahistorical” because it closes difie

possibility of conceiving historical changes in terms of an

evolution®
This modus ponenteads Dahlhaus to reject Meier on seemingly logical grounds;
however, in the negation of the implication, it is clear that heormmitting a
logical fallacy by affirming the consequent. In doing this, Dahlmminly creates
a kind of straw man by over-simplifying and polarizing Meietservation§? but
also propagates the idea of a false dilemma. In addition to tlagrsl excerpt
which Dahlhaus is dissecting speaks of the reality of mode atinfeeand the
distinction between monophonic and polyphonic modality in the sources. By
emphasizing the foundation of polyphony on that of monophonic modes (in
principle), Meier is cautious of anachronism which results fromtirg) the music
to the understanding of modern tonality. Moreover, the inference ofj¢msral
perspective in relation to a diachronistic event (not allowing ftinka between
modality and tonality) is erroneous simply because Meier empkgszadigm and
not process. Otherwise, it could be considered retroactive in applid® the
development of polyphonic modality. This example demonstrates therleatioe
of the issues surrounding modal and tonal systems to a point whdiengimng

opposing viewpoints was one rhetorical strategy in validating #vediatenuous

% Carl DahlhausStudies on the Origin of Harmonic Tonal{tyans. Robert O. Gjerdingen)
(Princeton, 1990), pp. 199-200.

9‘Dap die einstimmige Musik mit den Regeln ihrer Meldaidung im ersten die mehrstimmige
mit den Regeln des Zusammenkanges ihrer Stimmemeebschli@enden Teil der Lehrblicher
behandelt wird, ist nicht nur als traditionell n@sghleppte Anordnung zu betrachten, sondern
entspricht dem Bewfisein der Zeit, die keine auf Dreiklange und ihexkhipfung begrindete
moderne Tonalitat, sondern nur die durch variieBdodelle weitergehend vorbestimmte
Modalitat einstimmiger Melodien kennt und ein méinnmiges Stiick — im Wortverstand der
Bezeichnung “cantus compositus” — als intervallkaptinktisch geordnete Zusammenfiigung modal
erfundener Stimmen ansieht.]’ Bernhard Meier, 'Blendschrift Porto 714 als Quelle zur
Tonartenlehre des 15. Jahrhundeitysica Disciplina, vii (1953), p. 180: cited in Carl Dahlhaus,
Studies on the Origin of Harmonic Tonalityans. Robert O. Gjerdingen) (Princeton, 1990),99.
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hypothesis to begin with. Of course, many hypotheses formulatedydbe course

of the twentieth century confounded the analytical efforts which were riiezed

on similar grounds and in some instances, yielded some very interesting and notable
ideas though generally considered fallacious and misguided fdtmologically,

there are fundamental issues with this kind of twentieth centuryitevmry view

which generally labels Medieval and Renaissance music modal asid fnrom

later periods as tonal, because the bridging of modality into tdoem familiarity

of tonality is also subliminally suggestive of progress, sincdeira ‘evolution’ is

often implicative of advancemefit.

Fortunately, the heated dialogue on the topic which ensued and hissiedrdver
the course of the last 50 years has focused on the clarificatienneg and a new
grasp of modal conceptualization (in theory) and composition (inipexathich
has allowed for analytical juxtaposition of both modal and tonal aspith are
understood not to be interchangeable nor mutually exclusive. Harold Powsts
certainly be credited with his highly influential ‘etic’ andmig’ paradigms
transferred to music history from anthropology, a widely-acceptmting point
towards a modern explanation of modalftyThis ‘etic’ understanding of mode is
based on objective characteristics as ‘modal markers’: amlfiadis and tonal
types (although the criterion and the ranking importance also vdigéslys by
source and by scholar). The ‘emic’ perspective, on the other hand, wiede as
an interpretive construct imbedded with associations of its tim# p@lace.
Addressing questions regarding modal universality as well as cdmopak and
rhetorical intent, Bernhard Meier supports a perspective in which a congaptef
cannot be understood apart from its historical and cultural context causing bén
more concerned with the ‘emic’ perspective in contrast to Powleosdeliberately

restricts himself to an empirical approdéh.

0 Lowinsky’s controversial, yet infamous concepttdadic atonality’ immediately springs to mind.
Edward Lowinsky.Tonality and Atonality in Sixteenth-Century Mu@erkeley, 1960).

™ 0On this very conclusion see also Cristle Collindd] ‘Introduction: Analyzing Early Music’ in
eadem (ed.Jonal Structures in Early MusidNew York, 2000), p. 4.

"2 Harold Powers, ‘Tonal Types and Modal CategomeRénaissance PolyphonyAMS xxxiv, 3
(Autumn, 1981), 439f.

3 Bernhard MeierThe Modes of Classical Vocal Polyphdimnans. Ellen S. Beebe) (New York,
1988).
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Scholarship in the past two decades, stemming largely from thetal
interpretations by Powers and Meier, has seen significant gravitte ianalysis of
Renaissance polyphony in the way of defining tonal featuresatepyafrom modal
imposition, a precedent which was continued by subscribers to Podeas’in the
semiosis inherent in tonal language. David Crook’s study of tongbassn which
deals with using tonal classification (derived from Hermelirtksory of modal
indicators: system, final and cleffing) to recognize tonalclpifpositions’ as
normative or divergent based on this criteria is such a testamehe tlasting
impact of this distinctiod? Not only is there differentiation between modal and
tonal concepts, but it has proven itself necessary to identify amagdish both in
analysis and to be able to reconcile ‘etic’ and ‘emic’ persgesctin order for a
study of musical analysis from this time period, in particularyerity its own

validity within reason.

In The Language of the Moddsrans Wiering extensively discusses the history of
modality and the sources concerned with its theory to gain clueshasw it was
historically perceived and to be able to better define modalide relates the terms
“modus” and “tonus” to what he calls “exterior” and “interior” vieafsmodality in

an “emic” sense.

The internal view is a theoretical, even philosophical, view. It
concerns the understanding of a musical composition, and the
expression of mode through the entire piece. It employs the word
“mode,” and defines mode as interval species. The external view
belongs to church men and practitioners. It is concerned with the
classification and defines it with a variant of tbenis cantus
[finalis and ambitus] definitioR®

In generalized terms, the terminology, particularly regardimguse of “modus”
and “tonus” in historical sources, supports a rational divide betweeredtras of

theory and practice. These dichotomies can be consolidated with dee si

" David Crook, ‘Tonal Compass in the Motets of Odamli Lasso’ in Dolores Pesce (eHgaring
the Motet: Essays on the Motet on the Middle AgesRenaissancgxford, 1997), pp. 286-306.
5 Frans Wierind.anguage of the ModdRoutledge, 2001). His perspective is perhapebett
summarized in: Frans Wiering, ‘Internal and Extéri@ews of the Modes’ in Cristle Collins Judd
(ed.)Tonal Structures in Early MusidNew York, 1998), pp. 87-108.

’® Frans Wiering, ‘Internal and External Views of tledes’ in Cristle Collins Judd (edTpnal
Structures in Early Musi@New York, 1998), p. 93.
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associating the terms “mode,” theory [modal internalization], andc;é the other
side grouping together “tone,” practice/composition [modal extermiaida and
“etic.” Wiering’s terms “internal/external views” are moeii here slightly, given
that he expresses his opinion (similar to Berhard Meier’s) atheutemic,” not
“etic,” view of modality defined as “borrowed from another cultucahtext.”’
Arguably, a balanced perspective of modality must contain elenwnixoth,
especially considering that from a purely “emic” angle)yesources offer much
contradictory, not to mention sometimes unreliable, information concerning
modality. The difference between “internal/external” as difyusg adjective and
“internalization/externalization” as a noun represents a dtiglithge of perspective.

In the study of terminology, Wiering has chosen his words cayefolhie must not

fail to remember that the “emic” perspective he proposes afgores the ‘view’ to

be simulating that of the historical figure (composer, theorigteoformer). While

this is convincing in light of the evidence of the sources he preaedtserited by
obvious thorough study, the application of these terms are speculativbelesst

and are confined to historical context. This being the case, the &xtehich the
“internal/external view” of the modes can be applied to musitallyais will vary.

Of course, this is not an issue in Wiering’s study itself simedooks at mainly
didactic pieces and modal cycles, both of which the intent is tdyclamonstrate
mode: ergo, modal thought of the period. Modal internalization/externalization
deals more with manifest evidence of the modes as judged fromrdpegive of

the modern analyst, but also taking historical information into accoivtadél
internalization” will be taken to describe the understanding ofrthée in terms of
perception, meaning, rhetoric and effect. This must be taken frorferaic”
perspective and derived from historical sources. “Modal extertaliza in
contrast, is the ways in which the “internal” concept of modepsessed or more
simply put, “externalized” or projected into a piece of music. Tisotably done

by identifying demonstrable compositional traits including vocapearinal, tonal
system ¢antus durusor cantusmollis) and cleffing (related to ambitus) which are
widely considered to be ‘objective’ determinates of mode insomuch that they can be

observed as outward tonal markers of modality.

" Frans Wiering, ‘Internal and External Views of tledes’ in Cristle Collins Judd (edTpnal
Structures in Early Musi¢New York, 1998), p. 87.
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As a facet of modal externalization, “harmony” will be used ¢fer to the
collective interpretation of vertical sonority and its function indal expression
with “tonality” referring to a coherent system of harmonyt tharks conjointly
with the abstract concept of mode. This is assuming that mode wasasssarily
an a priori compositional concern, but also integrating the view that mode was a
real concept in both the minds of composers and the6tister this reason,
Wiering’s terms have been modified into abstract nouns to supporspepgve
directed towards a modern understanding of modality which shiftertaetation

from the paradigm of historical perspective.

8 Harold Powers, ‘Tonal Types and Modal CategomeRénaissance PolyphonyAMS xxxiv, 3
(Autumn, 1981), p. 434.
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4.2 Tonal Planning and Structural Use of Harmonic Progressions

The concept of analyzing harmonic progressions strongly evokes Rignann

and his reductive methods to analyzing harmonic progressions in iy thie
functional harmony and a universal musical Id§i@he point of analyzing tonal
progression is not to superimpose any modern analytical theoryntond&rate how

it can be forced onto the music and be made to work inorganicallyn lusing
modern analytical principles and generalized universalities,tehdencies and
patterns provide information about a larger picture of the tonauéagyegand its
relationship to modality. The harmonic progressions, then, contribute the
foundation for the comprehension of tonal coherence to a very basic .degree
Margaret Bent provides an explanation regarding the importancsiabf basic

musical elements in the analysis of a composition:

Certain kinds of analysis or analytical statements may quasfy
right or wrong, appropriate or inappropriate depending whether or
not they take account of the music’'s particular underlying
grammar. Examples of right or appropriate analysis are thase
proceed from such objective preliminaries as correct ideritdica

of a cantus firmus or of the note-row of a serial composition, the
key of a tonal piece, the counter-subject of a fugue, [ ...]; and that
recognize those things as primary or pre-analytical consraint
either of pre-existent material or of technique. [...] To understand
such fundamentals properly is as essential to correct intatipret

of the music as is knowledge of sexagesimal calculation to
understanding early astronomy, or knowledge of the relationship of
pounds, shillings, and pence to understanding pre-decimal British
currency. After that, interpretative editing, performance, and
analysis can begiff.

Productive modal analysis of tHeenitential Psalmscannot occur before tonal
principles are examined and explained in terms of pattern and fooaaly, as
the only known precondition to the overall structure of the cycle, must be aifactor
considering Lasso’s choices regarding tonality; and so, becaudgytdme@omes
the variable instead of mode (as it is usually found to be the oppdisgeharmony

"9 See Hugo RiemanfGeschichte der Musiktheorie im IX-XIX. Jahrhund@erlin, 1921); reprint
(Hildesheim, 1961); also Scott Burnham, ‘Method &fativation in Hugo Riemann’s History of
Harmonic Theory,Music Theory Spectrumiv, 1 (Spring, 1992), pp. 1-14.

8 Margaret Bent, ‘The Grammar of Early Music: Pratition for Analysis’ inTonal Structures in
Early MusicCristle Collins Judd (ed.) (New York, 2000), p. 20
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will fundamentally have a relationship with the modal final ordtrintents and

purposes, a tonal home base.

In homophonic textures, Lasso deliberately controls the chordagebaeven to
the extent that this could be considered a primary means ofahasid rhetorical
expression through the harmonic progression as well as thefrtties harmonic
change. In a conscious effort to exemplify each psalm in a ehffenode, this is
ultimately established in essence, within each modal pammétac events must
occur within this context which is outlined by ‘modal markers:” doshitonal type,
and most definitely, the finalis (since most sources agreethbafinal is a very
strong, if not the most important, signifier of moffe) The term ‘tonal centef
will be not applied to mean ‘tonic’ in an absolute or even hierarckmase, but
rather even in transition, a gravitation towards a fundamental harimoalation to
the modal final. This term is used instead of ‘satellite tdeafft since the function
of the actual tonal progression as a potential indicator of mode igehatlear.
Tonal center is a suitable term especially in describing thengastrength of the
center in relation to others and in the shifting of tonal centeccgntrast to a
complete harmonic modulation) and in the gravitational tendencies tousar

harmonies within the prescribed mode.

The tonal plan of th&loria Patri verses of the seven penitential psalms will first

be examined by looking at the vertical sonorities for the nature of harmonic changes
(both type of movement as well as rate of change) towardsoharrtendencies as
these may serve not only architectonic purposes, but also conceigahiypuate to
modal externalization. The harmonic changes analyzed will alssubgect to
simplification as all of the documented changes will be reducedcdontost
significant harmonic events which eliminate decorative, transit@petitive and
otherwise weak changes. The harmony of these type of homophonic seisture
always rooted in the Bassus in a texture which is a clearerefe to the

falsobordone style, characteristic of common choral psalm harmonization

8 Frans Wierind.anguage of the Modd&outledge, 2001), p. 90.

8 Gustave Reese, ‘The Polyphonic Magnificat of tee&ssance as a Design in Tonal Centers'’
JAMS xiii, 1/3 (1960), pp. 68-78.

8 Jacob OppeiScience and the Arts: A Study in Relationship ft@&®0-1900(Cranbury, 1973), p.
78.
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beginning in the late 1400’s. Aside from the antiphonal vocal texihésh are

also typical of psalm recitation practice, the psalm tone msiIE£dirmus is absent
from all of the psalms except from Ps. VI. However, use of the psalm tone model is
also evident in the harmonic structure of @Gleria Patri verse which in recitation
does not terminate on the final. It follows, then, that the versetifiarmonically
self-sufficient, but needs to continue to tBe&ut eratverse in order to finish

according to the psalm tone.

The potential for the use of tl@&oria Patri in the first penitential psalm as a type
of model for the following settings of the same text is fidentified by Hermann
Bauerle, although he succumbs to a more subjective and abstrguteitatiton of
the verse, focusing on the description of its joyful disposition teesipe fact that
he correctly identifies the ‘auffallenden Fihrung des wuchtigerssé&a
(‘noticeable leading of the heavy bass’) as the most salientahdeature of the
verse®® Taken in a broader sense, this observation can be used to allude to th
nature of the harmonic movement. This particular verse is markedbgi@dee in its
individual tonal scheme (as a separate structural musicalruitg own right) as
well as in the clarity of the harmonic changes and rhythm dherd3ased on
numbers alone, the verse contains 14 harmonic changes in total overab&syll
The increasing elaboration on this text with each subsequent ssalpparent as
the other psalms contain between 24 and 36 harmonic changes in thecstome
of the minor doxology without a significant deviation in the musical tchra
Hence, Lasso’s intent here for the diminution of harmonic rhythmoughly the
same space of time can be considered more to be embellishmwsat ttzn
expansion of the musical material. This is under the presuppositiohabsd is
using a singular tonal plan for this portion of music acrosseakrs penitential
psalms. The harmonic changes of the first psalm can be outlined asdeated in
example 4.2.1. The bold letters to the left show the tonal ‘ceni{ensst used
within a transitional context) with the Roman numerals relati@gharmony to the
distance from the center of the tonal region. These only sigarfical harmony in
a descriptive manner and are in no way implicative of modern tbheaht The
order of the tonal centers on the vertical axis are listed fopnio bottom as they

84 Hermann Bauerldylusikphilologische Studie Uber die Sieben Busspsaltes Orlando di Lasso
(Leipzig, 1906), p. 32.
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occurred in the music and do not imply hierarchye Tetters across the top indicate
all of the harmonic changes in the verse; significeadences are marked with

/N The corresponding text is also given underneattetiect the relationship
between syllables and harmonic change. Harmonithmmyvill be discussed, but is
not reflected in the diagram and will be referenaéth measure numbers to refer to

the score.

2N A\
A[FIDADGCFCGCFCDA
vimr v 1 VI IV
\'

O Qo

I
VIIVIVIIVI

Glo-n- a Pa-tn et fi- io et spi-n- tu-1 sanc-to

Example 4.2.1Harmonic outline of th&loria Patri (Ps. ).

A few things should be noted about the procedurbasmonic reduction. Firstly,
harmonic analysis does not necessarily work equadll}f for verses with a more
polyphonic texture; however, in these cases, haltr@rents are often outlined by,
for example, a scalar pattern that encompassefthaaind can be interpreted as
implicative harmony. In the analysis using harmomduction, all chords will be
considered, but the harmony is subject to prefexketreatment especially where
they are interpreted according to their functiomément, transitory, modulating)
with importance given to reoccurrence or stasisasmonic events and chords that

occur on strong beats, for example.

To return to example 4.2.1, a number of observataan already be made from this
simplified graphic representation. Firstly, it ikar that the harmony displays a
strong tendency to change with the syllables oft¢lte After the sustained opening
of the text Gloria Patri’ (in dotted half-note/quarter-note or straight fhadte

rhythms), there is also a pronounced change irsetteng of et Spiritui Sanctoas

Lasso uses rhythmic diminution (essentially halvihg note values into quarter-
notes with a descending dotted quarter-note/eigbth-run in the Quintus, mm. 10-

11) and as a result, faster harmonic rhythm. A&iden the second change on ‘F’
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(boxed above since in its function, it is used dnlpassing}?’ all of the harmonic
changes can be said to be significant, meaninghleaional centers used are firmly
established in the harmony as the chords eithestitmto ground the center with

movement between I, IV, and V or are used in ttaorsi

Despite the absence of a cadence aéieFilio’ (as one might expect Lasso to split
the verse as an acknowledgment to the traditiosahpody) through the tonal plan,
Lasso divides the verse into clear sections. Famgte: the setting of the words
‘Gloria Patri’ can be further reduced harmonically as an exténdé, since there
is only brief alternating movement which reaffirthe change from A to D and, not
to mention, given the cadence in mm. 4-5. This gedpart from the next section,
‘et Filio, in which Lasso shifts through tonal centers (Gl &). ‘Et Spiritui’ is
grounded by a tonal center on C and always retiarikis on the stresses in the
text, playing between harmonies a fifth above (& a fifth below (F). Taking
these things into account, the outline in examp&l14should be simplified even
further to exclude the chords that, although thewes to reinforce the harmonic

center, do not impact the harmonic movement:

ADGCFCDA

VII VIITV

TTIV
VI

VIIVI

Example 4.2.2Simplified harmonic outline of theSloria Patri’

(Ps. I) based on example 4.2.1.

The idea of the cycling of fifths begins to appeat only in the shifting of tonal
centers, but also in a linking harmonic V-1 sequeentich acts to link these centers
together. This scheme makes sense through thehéilsof the verse, i.eet filio,’
but there is a missing link between C and the faamlence: D-A which, obviously
would be filled in with G. Even in spite of this @sion, a basic underlying pattern
can be suggested. Whereas example 4.2.2 is defigoad the simplification of

example 4.2.1 or the progression of harmony, exam.3 shows this pattern in

% For discussion of triadic motive (Bassus), refecloto motive, Chapter 3.2.
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absolute terms and free of musical context. Theibdicates this ‘missing link’ in
the pattern.

ADGCFC[GD A
VoI o
VI i\
vi IV
VIV

Example 4.2.3Underlying harmonic pattern of tlé&oria Patri
(Ps. ).

Timothy H. Steele devised a similar theory of toocaherence in Josquin’s psalm
motet, Memor esto verbi tuiby analyzing the tonal structure which was fotmd
contain a harmonic scheme of conjunct fifths with expansion of tonal space
through a cycle of third® The potential for a cycling progression of fiftimsthe
Penitential Psalmss by no means an extraordinary phenomenon inarafsthis
time period, but it is the extent to which Lass@sushis underlying symmetrical
harmonic structure as a type of tonal plan whiclme® into play, particularly in

subsequent settings as the principle means oftgteufor this verse.

To fill in the gap created by the missing G in thst instance, a plausible
explanation could be that Lasso simply bypassesiitg the C as a neighboring
chord to transition back to the established D taealter. The harmony is otherwise
perfectly symmetrical and F is shown as a tonateran this example, because it is
the most distant point from A; however, whethemot it actually functions as a
tonal center in the music could be debatable.dukhbe noted, however, that this
point in the scheme almost perfectly bisects thsesdoth tonally and textually.
The caesura on F &tilio’ not only marks the seventh of the 14 harmonionges,
but also closes the first hemistich of the versmal movement towards and away
from the modal final in this cyclical tonal plancathe balancing of this harmonic
motion (especially in projecting modal externaliaaj appears to be the necessary
modus operandihat Lasso uses in order to form working struciate this verse,
especially given the textural limitations of homopl. However, the straight-

% Timothy E. Steele, ‘Tonal Coherence and the Cgé€l€hirds in Josquin’$lemor esto verbi tui
in Cristle Collins Judd (edTonal Structures in Early MusidNew York, 2000), pp. 155-182.
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forward nature of the harmonic scheme, the simgli@f harmonic rhythm
corresponding to the syllables of the words ana@,alse fact that this verse is
completely through-composed with no repetition iy gart of the text seems to be
indicative of the fact that Lasso is hereby disicigsa form of compositional
prototype. This hypothesis is verifiable by simikanalysis of theGloria Patri

verses from the remaining six psalms.

In Ps. Il, theGloria Patri displays many of the same features as the firshjding
the same tonal centers (which is not surprisingnié considers tonal prominence
and gravitation as a likely indicator of mode), loghonic texture, style of word
declamation and harmonic rhythm. Here, as in tih& §etting, the concept of
rhythmic diminution is clear with the ‘F’ aFilio’ once again serving as a medial
point at m. 6 (encompassing only four harmonic geah Three repetitions oét
Spiritui Sancto are fitted into seven additional measures coimgirl8 harmonic
changes. The tonal plan is further elucidated ley dlear chord blocking at the
beginning and up to the texgt'Filio.” Take notice of the finalet Spiritui Sancto

in the following outline which mirrors the initiprogression of fifths from F to A at
the very end (mm. 11-13).

VAN
ADGCFC|ID[CGCBLCGCFGADAFCGDA
DV I IVIVI [V
G VI 1V
c VINVIOIVI|VIIV IIVV VIIVI V

pa-tn fi- lio et spi-n- tu- 1 sanc-to spi-n- tu- 1 sanc-to spi-ni- tu- 1 sanc-to
et et et

BUO[D)

Example 4.2.4Harmonic outline of theGloria Patri’ (Ps. I1) 2’

The first half of the verse contains the same typsustained rhythm and is also
characterized by harmonic clarityEt* Spiritui Sanctbdiffers from the first setting
in its triple repetition; however, the tonal cenwill remains locked in very
strongly at C for the first two repetitions. Funtim®re, Lasso incorporates the use

of adjacent chords (shown in the boxes in the exargnd expands the range of

8 Transposed from original in order facilitate comigan.
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harmony in this manner. These ancillary chords algplay an important role in the
definition of harmonic changes as they occur onkweaaccented syllables in
passing and general always return to the tonakcéinhot being treated as a chord
in transition. Notably, the firstet Spiritui is harmonically close enough to that in
the first setting to expecanctoto end on I-V and shifting to D or even V-1 on C;
however, this ‘surprise’ in the adjacent chord nsatkee effect (especially of a Bb-C
caesura at m. 8) even more emphatic, leading idtttianal variations with the

repetition of the same portion of text. The toreter briefly shifts back to D at the
second repetition, almost acting like thet Spiritui Sanctosetting of Ps. I, in

which the transition back to the tonal center ibssituted by G (for C in the first

psalm). This chord serves as the transitioningcatjachord leading to the final

cadence on D.

VAN
CGCFCDA DCGCF&.‘?E
D VIITV
CIVIIVI & W NENT
et spi-ni- tu-i sanc-to et spi-n- tu- 1 sanc-to
First Psalm, mm.-12 Second Psalm, mm-10

Example 4.2.5Side-by-side comparison oét' Spiritui Sanctofrom Ps. |
and the second repetition of the text in Ps. Il.

As aforementioned, the harmonic progression ofiggdifths as shown in example
423 (A D GCFC G D A) presents itself at thegineing of this verse
(descending with movement away from A) and is mm@do again at the end
(ascending with movement back towards A): disreigarthe explained variations
in the repetition ofét Spiritui Sancto Also, the harmonic changes at the beginning
of the verse correlate to the text in mostly thensananner as the first setting:
roughly, i.e:

‘Gloria Patri et Filio’
A DGCEF

118



In comparing the music of the instances®Iloria Patri’ in Pss. | and Il, Lasso not
only demonstrates execution of the tonal plan,tbetpattern of tonal progression
also serves as a hint to look for the reuse of calishaterial. In paying particular
attention to the voice leading, an example of tlwsurs atét Filio.’
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Example 4.2.6Gloria Patri, Ps. I, mm. 1-8.
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Example 4.2.7Gloria Patri, Ps. Il, mm. 1-6 (transposed).
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Correlations between the voices are given in the table belowhwhidirstly a
product of the tonal progression. It should also be taken into account thane
degree, the relationship here will be caused by a limited humbeyied leading

possibilities to achieve this. The similarity is striking nonetheless.

Ps. | Ps. Il
‘et Filio’
mm. 6-8 mm. 4-6
Discantus Altus
Altus Discantus/Quintus
Tenor Tenor
Quintus -
Bassus Bassus
‘et Spiritul
mm. 8-10 mm. 8-9
Discantus -
Altus Quintus
Tenor Altus
Quintus Discantus/Tenor
Bassus Bassus

Example 4.2.8Table of correlations in voicing Pss. | and 1.

The first column shows the voicing of the first setting and thersecolumn
showing the same line transferred in a different voice (exXoephe Bassus). (E.g.
the Discantus part in Ps. | at‘Filio’ can be found in the Altus voice in Ps. Il.)
Parts that are nearly the same are shown jointly, such &stentus and Quintus
parts of et Filio' which both basically consist of ¢ and a. The Bassus remains
consistent as the voice leading is moved, each to a differenexaapt for the
Tenor at et Filio’. Here also, the Quintus part in Ps. Il is unique in the halving of

the rhythm (dotted quarter-note/eighth-note). In both instances, tmtuQuoart is
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transferred to the Altus voice in the second sgttinooking ahead to Ps. lll,
although the Altus voice differs substantially fraghe Quintus, the dotted rhythm
of ‘Filio’ has carried over.
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Example 4.2.9Gloria Patri, Ps. Ill, mm. 1-6.

The part writing for all voices (mm. 1-4loria Patri’) in this setting is basically
the same as that of the previous setting. The vemtges differ slightly with the
Quintus leading instead of the Tenor in the thisdlm, but with this exception, the
cadence atPatri’ and the elaboration of the Quintus with the réjet of ‘Gloria
Patri’ to add more rhythmic interest, this portion of #attings is near identical. In
strong affirmation of the tonal pattern exhibited Fss. | and Il, the point of
deviation is, of course, where Lasso practicallpaamces his departure from the
pattern.

The larger question in the re-working of used makgrertains to the reasons why
Lasso chooses to reuse certain sections and tm#isance in reference to the
entirety of the work. Conceivably, the possibiktienight include: (1) a textual
response, rhetorical or following the syntacticalicture (2) a harmonic device
used to preserve and support the tonal plan cag3) type of musical shorthand to
expedite the composing of individual sections. Ehgsossibilities will be

reconsidered again after further analysis of thelecyAs the first pair of settings
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show strong indications of tonal interrelation, the second pairingsoflPand IV
can also be shown to be highly correlative; not to mention, ostersiliar in
various degrees with respect to the verse settings in théwospsalms as well.
Psalm IV is noticeably different in that Lasso begins to Waeytexture in the first
half of the verse with the incorporation of imitative elementewever, the
rhythmic diminution and corresponding syllabic harmonic changesgtirspiritu

Sanctoremains distinctly the same as in previous settings.

Before continuing with analysis of these settings, two geneabthgses can be
made concerning Lasso’s use of tones. First, changes and choice afeoteabt
may be based on a conscious sense of modal externalizationh@ikehaoice of
tonal type). Movement between different tonal centers so far heea bery
pronounced due to deliberate and straight-forward chordal choicasjlym
fluctuating between IV and V harmonies around the tonal center,ingsuit a
strong establishment of the given sonority. Again, this is basedhwreor less
empirical observation which at this point, attempts only to sepanaderlying
patterns without hierarchical connotations apart from those defineérrms tof
mode, although it may sound like the harmonic functions are being mdie to
neatly into a tonal scheme, echoing Riemann’s analytical g#eoknother general
hypothesis pertains to the use of chords outside this tonal foundatiohbbieny
chords (or chords which are adjacent to any I, IV or V chord) ayalessentially
used in a function of transition or as a device to add variety andtodioe music.
An example of the former can first be seen in the close oGtbea Patri of the
first penitential psalm (F C to D A, mm. 10-12). In this manner, the cycletlo$ s
continued via transition in spite of the disjunction of linking the difthy the
omission of an intermediary G. This, however, is made possible duoe tsé of D
as a transitional chord. In regard to the use of the auxiliary clsoed aloristic
device, a good example of this is in the# Spiritui Sanctoof Ps. Il (unstressed
syllables, m. 7). Although the effect of the Bb was mentioneeflprithe other
significant thing concerning this chord choice is that by usingnBihis position,
Lasso effectively expands the tonal space of this verse ljvibithe most remote
tonal point from A in terms of the cycle of fifths). Lasso’satnaty in setting
variations of the same text proves to obscure patterns and caoséotiecome

increasingly difficult to identify. This is true with the ‘treposition’ of a given
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tonal plan into the other modes by the fifth relai between keys, especially
translated into different avenues of modal exteza#bn.

Pss. 1l and IV exhibit marked changes in harmarigthm, musical style and
rhythmic declamation of the text which are very mugmilar to the previous
settings. The cycling of fifths is still apparerd & degree, especially at the
beginning section of the third setting (see examp®9) where Lasso reuses the
same musical material down to nearly the same mpiici spite of differences in the
voice grouping. In doing this, Lasso not only shdtes continuation of the pattern
from the first two psalms, but also provides a lthlat extends beyond the modal
pairing. The obvious variation comes into play et Filio’ which curtails the
regular progression from the first pairing (A, D, G, F) at C before transitioning
the tonal center back to A with harmonic movemesdirected outwards to the
caesura atFilio’ on E (this shift occurs in mm. 4-6).

/\
ADGCAEAEAEADAE EAEAGCDGDGDA
A IVIVIVIIVI VIVI
D VIIV I V
G VI VI VIV
C VIV VIV I II
? Pa-tn et fi- io et spi-n- tu-1 sanc-to spi-n- tu- 1 sanc-to spi-ni- tu- 1 sanc-to
8, et et

Example 4.2.10Harmonic outline of theGloria Patri’ (Ps. IlI).

The second half-verse is similar to the settingPm Il which also repeatst'
Spiritui Sanctd a total of three times with theet Spiritui portion of the text
prominently tending towards the tonal center orheaacented syllable. The tonal
center is shifted following the second repetitienweell as in the final repetition. To
reiterate the similarity in voice groupings, theipimonal scheme high — low — high

is a shared characteristic here as well.

The harmonic outline of this verse can be clarifleg rendering a harmonic
reduction in portions of repetitive choral alteroatas shown in example 4.2.11. In

addition to the retention of a quasi-symmetricalucure, Lasso strongly
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emphasizes the V-l harmonic changes (on A), pl&udlkcause he is trying to
promote a clear statement of the change in modm sinis the first psalm in the

second modal pair with the tonal center being sribueoy A over C.

ADGCI[AE]DA[EA]GC[DGD]A
D

Example 4.2.11Simplified outline of theGloria Patri’ (Ps. IV).

Although Lasso hints at a sense of tonal prominemoand A and E with extended
switching between the two chords, the verse sicguifily only cadences on A and C
and not E, nor does E ever make an appearancdaasmlacenter in course of the
verse. This point demonstrates the axiomatic diffee between tonal plan and
mode and how the two should be considered in ditfiseparate terms. A problem
in the difference between tonal plan and mode waounly become an issue if the
tonal plan were found to contradict the mode in ghevalence and use of remote
chordal choices. Since A and C act as primary awbrgdary cadence points in
mode three, in this respect, the mode is still kepact in terms of harmonic

termination. Intermittent cadences are approachgdthe combination of the

grounding of A and E and the pattern of fifths.

Hence:
AE \whole step D A or [| V \whole step | V]

and the opposite:
E A \wholestep GD or [V| Y wholestepl V]

After the mirrored opening and closing of this egriasso clearly indicates his
intent to deviate from this form, whilst also retiaig other harmonic aspects that

nonetheless point to musical material in earlisnvall as in later verses.

As theGloria Patri verse of Ps. lll has visible correlation to Ps.sb Ps. IV also
seems to draw on material from Ps. |. The secotiohgen the modal pairing is an

elaboration of the first, much like in the firstipaf psalms. The fourth setting of
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Gloria Patri contains 29 harmonic changes over the 16 syllainlethe verse,

whereas the third setting contains 24 changeslliIRdso notably contains nine or
so tonally stagnant changes back and forth betieand A which are not of great
harmonic importance. This is about twice as maninds. IV which contains five

or six changes of the same nature.

] I 1

V(ImfI o oI v v
OIVIIVIIV

VIVIIVIII IIVIIV

AIEFDEAEAEDGFCFCDCAEAGDGCGCFCFGA
VIVIV VI

O QY e

Example 4.2.12Harmonic outline of theGloria Patri’ (Psalmus IV).

The fourth setting uses a passing Il in the opgnin- | pattern, akin to the pattern
used in Ps. | (refer to the example above as veetixample 4.2.1); moreover, the
scalic entry in the Quintus voice with dotted rhyths reminiscent of a similar
motive used in the same voice to end the firsirgetmm. 10-11). Additionally,
this is the first setting that repeats sectionsthaf text apart fromet Spiritui
Sancto ‘ Gloria Patri’ is sustained in the Discantus (perhaps alreadflirsion to
the sixth setting) while the lower voices repéatoria Patri’ twice. ‘Et Filio’ is
also repeated a total of two times, first in theempfour voices followed by the
lower four and continuing in this fashion througdt Spiritui Sancto Also, as in
the first setting, the final progression is supdeseby a transitional chord which

leads to the final progression, IV-V.

Ironically (or not), the ‘missing link’ Ps. | waké G chord and conversely here, the
G eradicates the D chord going directly from G tavi#hout cadencing. Part of the
reason for this could be the unique treatment eif Spiritui Sancto which
essentially displays the same harmonic functiond, dommences afterFilio’
(dotted half-note, quarter-note, quarter-notehimfirst three settings of the verse,
the last syllable ofFilio’ is set to a half-note where thet‘is also a half-note (such
as in the m. 8 of Ps. I). This is not a consideradiifference sinceet is
consequently shortened. It means, though, thabmtrast to preceding settings, the
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music is continually off-set by a rhythmic shift. With th§justment, Lasso has to
decide whether to end on the next strong beat or else to prolong thg emgb on
for another full bar. Stronger final cadences in Pss. | andhliddntrast to the Pss.
Il and IV) may prove to be a legitimate reason why Lassoddse against an
extended cadential formula in this instance. If this is shown tbebease, however,
it will have more to do with factors pertaining to modal extieraton rather than

tonal plan.

The harmonic outline reveals a combination of the tonal schembaweeseen thus
far. Besides the opening V-IlI-I progression, the next elemest misible is the
chordal alternation between A and E that overwhelmingly retaighird setting
with a similar reconciliatory attempt to match the tonal plath whe underlying
mode. Interestingly, the third setting uses the A-E (I-V)radteon for the ét
Spiritui Sanctoportion, though in Ps. IV, it is more restrictively used insteathe
repetition of Gloria Patri’ and can be compared to the first setting where the use of
V-1ll-1 chords was regarded as a simple V-1 with a caderigahula in the first
instance and without cadence in the fourth setting. The V-I (At&nation occurs
following the initial A-D progression outlined by the descending Quirtus also
relevant to note that such schemes, such as the patterns aftéraation, find
usage in different musical contexts and are thereby not explcitinected to any

features of the text.

The harmonic rhythm stays consistent with the declamation of ehhéswbut the
voice leading is comparable to that of the third setting in gaisern of similar
harmonic changes (Ps. lll, mm. 6-7). This is especially triile thie oscillating
half-step movement in the Bassus from A to G#. In this fourthingetthe
movement is derived from a point of imitation set by the Tenorcapéed by the
Bassus (verbatim until the last syllable, an insignificaariant) and may
furthermore go back to an inversion of the upward half-step motive first observed in
both the Discantus and Altus voices (the Discantus variation igminglly
extended). Et Filio’ also presents an interesting variation. Essentially, the
Discantus part is familiar from the third setting (mm. 1+ & the second setting
(mm. 1-4). As with the previous example above, here is another case thbe

choice of harmony is demonstrated not to be connected to the wormdteriréeted
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to ground the tonal center at A, the A-E (I-V) scheme leadirgytint D-G (V-I)
progression does not necessarily impact the course of the miogresith the
dove-tailing of two sections of text with two different harmonicagleAnother
example of this is the repetition of the wordd Filio’ in relation to the tonal
layout. Prolongation ofGloria Patri’ A-D, V- | [to E- A, V- 1] G C F is generally
set to the syllables o&t Filio.” Still, the first repetition is devoted to this harmonic
transition — although the second repetition seems harmonically ‘ok’ &gain
when Lasso switches F and C, once again using C as the tonalfoefgeSpiritui
Sanctoin the first repetition (as in the first two settings3alfinally finishing A- E
[I- V] on ‘sancto. For the first time, there is a brief shift to G as theal center in
the second repetition still in keeping with the dominance of I, IV, \anwlith a
return to the tonal center on the strong syllables of the téet.shift back to the
tonal center on C is the mirror opposite of the first repetitiomrbethe ending

variant which results from the changes in the rhythmic declaration of the words.

The first four settings of the minor doxology seem to almost frrompositional
grouping in that they demonstrate very close likenesses in mssyal voicing
and use of texture with similar rhythmic declamation of #d.tIf not perfectly
symmetrical in tonal plan, they at least show cognizant senserabh@ balance
both within individual verses and between verses which also demonstrates
involved effort to create a spectrum of intra-verse and irdesevrelationships in
the use of patterns of harmonic progression. This is especiallgnévid examples
of recurring musical material between different verses; saa aeflection of the
text, but to incorporate a sense of tonal integrity in the cytide, at the same
time, staying true to an overarching modal outline. At a glatiee,remaining
settings are all outwardly very different from each other famah these first four
settings, both in musical style and texture. Because of the conteapuntal and
imitative style, the deliberate rhythmic declamation of tiévet, e.g. Gloria’ for
one, is either lost or altered in most cases. In the pattertextofepetitions, the
opposite occurs in contrast to the earlier settings with thpeitiens of Gloria
Patri,” two repetitions of ét Filio’ and only a single repetition ofet Spiritui
Sanctoin the fifth and sixth settings.
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The fifth setting is yet another variation whichakigy draws on typical patterns of
V-I. The difference with the fifth and sixth setim is the initial grounding of the
tonal center with an emphasis on | instead of anession from V-I. This is, of
course, speaking in terms of distance from theltoeater in which the Bb is IV
from F, although another name for the absolute barmrelationship is naturally
V-I. Superficially observed in the outline is anettpattern of alternation between F
and Bb; C and F which initially looks similar toetipatterns that were prominently

featured in Pss. Ill and IV.

FBbFBbDCF{CFAGCIFCBbF:CDBbFGCFBbFBbDC
FIIV IIVVIVIIVIIII | VIV VVIIVI VI VIIV VIV
C | VI II\'I | IV VI

Glona patn { Glona patn

|
|

|Glona patnptfi- b- oetfi- b oetspi- n- fu-1 sancto
|

Example 4.2.13Harmonic outline of theGloria Patri’ (Ps. V).

The weak passing chords that are more a produc¢hefcounterpoint than of
harmonic clout are marked by the mediant tone énltaiss as opposed to the root.
And so, again looking at a skeleton reduction efitiusic, a sequence of fifths can
be identified F> Bb, C> F, & C (¥ I). Howeyéhe cycle of fifths, although
successive, does not overlap from one to the hextause the movement of V-I is
directionally opposite, moving outwards towards Alt{ough sequentially
terminating with G, the fifth above the main notevith a medial cadential formula
in m. 5 at the second repetition @loria Patri’) before returning back to F in the
reverse manner (I-V) with the third and final repet. This is true also provided
that Bb is the new point of symmetry and the harmenheme remains centered on
F/Bb (i.e. Bb as the point most distal from thegorior F if one considers that
Lasso works with the fifth above and below this papht). It is significant that
Lasso is not inverting the tonal plan, nor is hensposing the entire scheme to
begin and end with F (in lieu of A or D, dependmyhow one chooses to look at
it.)® Instead, Lasso works to purposefully integrateetisting tonal plan not only
in keeping with the established harmonic patteonsalso in adapting or extending
the plan to suggest rhetorical modal externalinatichis is seen by the directional

8 Refer back to example 4.2.3
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change and the use of sequence rather than owsHeh marks this movement

outwards and away from F.

FBbFBbCFCFAGC}FCBbr'}
FlLIV|iimv|vinyvirjmunon | VIV

|

|

] \Y I |
c t LV !

|

|

Glona patn |Glona patn|
|

|
| |

Example 4.2.14Simplified harmonic outline of the&Sloria Patri’, mm. 1-7
(Ps. V).

ADGCFBbFCGDA

Movement Inwards

Movement Outwards

Example 4.2.15Clarification of directional movement within thenal
cycle of fifths.

As mentioned above, because of the style, manyeolhh&rmonic changes occur as a
product of the counterpoint. These harmonic chamgesbe considered weak or
even redundant because of their fleeting duratitrythmic de-emphasis, the
chord’s foundation on a tone other than the roavsfncommonly the third) or a
combination of the above. Such chords are indicaidlde outline contained by the

boxes.

Texturally, after the initial quasi-imitative semti of the verse,Gloria Patri’, the
musical style shifts once again at Filio’ to a more familiar rhnythmic declamatory
pattern used in the first four psalms&:i-li-[0]' = dotted half-note, quarter-note
[quarter-note]. Similarities in this regard, howevenly holds true for this
particular portion of the text aset’ Spiritui Sancto is uncharacteristically
polyphonic in contrast to the clear and distincth@nophonic texture of the first
four settings. The rhythmic diminution that wasamsistent attribute of this next

section up until this point is also noticeably rmgswith the flow of text remaining
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more or less constant throughout (plausibly in connection with the camtuss f
setting of Ps. VI in which such a homophonic texture would be unsuitable
otherwise simply uninteresting, especially in keeping with ¢h@onic nature
throughout much of the psalm). As a focal point occurs with the d&é$wura in m.
5, a similar point is made in mm. 9-10 with the F G C progresaimhcaesura
marking off the text (the second repetition ef Filio’). As the first caesura serves
more or less as a tonal nucleus for the first section, the sambe inferred as to
the function of the G C (V-I) caesura in the second sectiorssdanee, the first and

second sections can be compared as follows:

First SectionGloria Patri

FBOCFGGC FCBbF
V-l V=1 V-l -V |-V

Second Sectioret Filio, et Spiritui Sancto

F C[D] Bb F G G F Bb[D] CI[F
Y, -V V-1 V-—I Y

U/

Example 4.2.16 Comparison of tonal patterns in the first and second
subdivisions of theGloria Patri’ in Ps. V.

In both instances, the use of F preceding G as an ancillary chorirogion to
continue the V-I pattern before cycling back (as in the §esition because of the
V-l segmented sequence) or be used in transition to reverse thel itovel
movement back outwards towards the origin. In the second setting attietsr on
the D shows a medial step between V-l or |-V segmented uniteyei more
significance is the allusion to a return to F which giveditted C sonority a sense
of incompletion and even suspension leading into the final verse of tine wkath
almost appears to be linking as it assertively begins imBsilwhere the previous

verse left off.

The symmetry, not only in the individual sections, but also betweewthparts is
very much in line with the initial tonal plan. Lasso, as he hasdstrated before,
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adheres more to the sketched outline in the first instance befgiag/ére pattern

for the second half by reconfiguring preexisting tonal elementstifcture.
Comparatively, the nucleic V-l (G C) occurs significantlietain the music of the
first half than in the second (in terms of duration), despiteatiettiat it serves as a
harmonic mediaf® This leads to the general point that Lasso uses the text to dictate
the speed and punctuation of the harmonic rhythm; whereas on the catfieary,
execution of the tonal plan remains more or less untouched by textueérns,
save the fact that Lasso aligns the syntax of the text aggetkey cadential points.
Therefore, Lasso cadences after the second repetition afgheefction — i.e. the
imitative, quasi-antiphonal opening (upper four voices — lower four vobkgh
instead of terminating, leads back to F before being seamiesstyl to the next
section. In parallel fashion, Lasso implements the same techwioggi® after et
Filio’ in contrasting quasi-antiphonal voicing (lower four voices — upper four

voices), he closes the second repetitioreoFilio’ V- 1 (G C).

Ps. VI is most well-known for setting the psalm tone as a cdimtngs and is
generally always considered to be a curious exception to the 8grause of this,
the sixth psalm is a particularly fascinating case studgeeing how Lasso treats
the setting of the doxology in comparison with the others espeaislthe other
settings of the same text show evidence of tonal planning. If tfecsuanalysis is
also any indication (see Chapter 2), the sixth psalm may indemee to be
nonconforming, especially in Lasso’s initial tendency to pair thénzss&rom the
outset of the cycle. The harmonic scheme is certainly more coadothan in
previous settings which is connected to the extensive use of countdrpoima
polyphonic texture with the cantus firmus in the Tenor voice. Thisaddsoures the
relationship between the text and the music and also, the harmeoiciatison
thereof. In resemblance to the other settings, the harmonic rhythiceably
speeds up where the Bassus (reinforced by the Quintus in paitticsyly
declaims ét Spiritui Sancto three times; perceptibly employing a repetitive

harmonic progression.

8 The caesura occurs in m. 5 of seven total barstwtomprise the first section. It occurs in m. 3 of
seven total bars in the second section.
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To make harmonic sense of the counterpoint, Lass#s wquite a number of
intermediary chords to bridge gaps: namely, thechibrd from the tonal center is
used extensively in contrast to the adjacent chardiections that were more
common in previous settings. For all intents antpbpses, the first five bars are a
familiar form of D-A (V-I) since passing harmony lsrgely due to the imitative
motive of the psalm tone semitone (e.g. Discantaus pnm. 1-2), seen previously
as a typical phenomenon in Chapter 2. Significaibts of emphasis obviously
include the vocal entries at the fifth includings thpening where the Discantus and
Altus outline the tonal center D, until the imitatiis carried on by the next entry in
the Quintus voice (m. 2) on A followed by the Bassm D and finally, the cantus
firmus on A. Oddly, this verse and thsicut erat’ are the only ones in Ps. VI
beginning with a D sonority since the other vemsdisere to F, A, and C which is a
largely a by-product of the canonic treatment @& pisalm tone. This extended use
of D as the tonal center, especially as outlinedhgyoice entries, may be taken as
a reference to the tonal pattern, especially stheeinitial D is fairly static and
sustained over most o6loria Patri’ until the shift in tonal center occurs in m. 6.
This lack of harmonic movement was previously dssewdl in conjunction with the
first setting wherein the tonal foundation is clgagstablished with prolonged
emphasis of | and V of D. The link between D andsRonal centers is also taken
from a distinct musical idea, i.e. the progressdoD G which is not as close to the
previous two instances in terms of voice leadinthwain noticeable exception of E
F# G in the Discantus (here, in equal rhythm, mri. 6lowever, the position of
this segment as it relates to the text and therigbfunction, are the same. In most
cases, the tonal cycling tends toward C immediasdtgr this progression, but
Lasso, instead, transitions back to F (also theahddal) for an intermediary
cadence (m. 9) which also, as it were, completesetktent of cyclical inward

movement of fifths.

DGFAB DCDADGDFACFB0UDCGCEF
F VIINIVIIVVIVIVI

G nviv
D IIVIIVVII VIITV

FBoDCAFCDFEFEBb ABbFBb
I 7 IIT VVII

VITIV VIV II VITIVIIIV T1IV

Example 4.2.17Harmonic outline of theGloria Patri’ (Psalmus VI).
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The ‘et Spiritui Sanctd section is exceptional from the point of view of the
rhythmic declamation. This produces opposite syllable weight wtipeitui’,
strongly characterized by a quasi-diambic rhythmic motive™™ (even still in the
fifth setting although it becomes more obscured) becomes mordessr

-

proceleusmatic ~ © 7 (visible in the Tenor, Quintus andsBgsresulting in

stresses placed on the first and third syllables as opposed to the second and fourth.

Until now, it is reasonably clear that Lasso uses harmonic @sigres, not so
much in relation to the text, but he uses this tonal pattern as@ostional tool to
underline definite structure. The change in rhythm and the harmoniweshcome
as a result of the cantus firmus: restricting chordal options &ythmic
declamation that matches the rhythm of the cantus firmus using notes of egaal val
in diminution. The final chord by default has to be Bb or F (givext tadences
with D are generally only passing in mode 6). Hence, a synuaksiructure in
regard to the tonal layout is not possible here. Considering thgsoLends each
repetition of‘et Spiritui Sanctbwith a decisive V-l ending (C-F in the first two
repetitions and F-Bb for the final cadence). By doing this, Lass@nly grounds
the tonal center, but makes it very clear that there is no itdebilance the
harmonic motion outwards. Instead of C-F for a final cadence, Lassotakes it a
step further by composing an elaborate V-l cadence on Bb. Thén&dat is the
only verse in Ps. VI to end on Bb and the use of a strong cadentiallfosignals
that Lasso is demonstrably emphasizing this point. To justifyftrishe settings in
modes 5 and 6, the tonal plan is skewed as Lasso works the harmogriospitt
consideration of the modal framework. Fundamentally, in order tatéaeilthis,
Lasso has shifted the cycle down a fifth to include Bb in tiddi@ (the point of
symmetry defined in the fifth setting) with D being the ektef the adjusted tonal
parameter. And so, in this verse, Lasso goes through the gamut ofitiféns
surprisingly transparent manner given the polyphonic style and adl$i, not to
mention, the constraints of the cantus firmus. Further interpretatiothisf
phenomenon must be made in light of other factors including cadencasnodb
of the psalm tone in greater detail and the verse in the cootdke psalm. It
should be clarified that the inferences above are conjectures badesl lmehavior
of tonal patterns that have been specifically applicable to thise vacross the

penitential psalms.
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Ps. VII has a familiar feel in both style and iryttihmic and harmonic clarity akin to
the settings in Pss. | and Il. In this way, Laseastbly uses this odd-numbered
psalm to finish off the settings of this particulaerse in the cyclesicut erat in

principio’ (for lack of a more descriptive phrase). Althougimparable in style and
texture, there is the issue brought up by the fitial sixth settings of defining the
tonal-harmonic gamut, especially as Lasso tendsriphasize tonal center strongly

as an outward marker of modal externalizaffon.

GCFCGDFCFGEGFCFCACBhCGDADAD

p VII IVI I VI L
CVINIVIIVIIV VI IVIVII VIIV

Example 4.2.18Harmonic outline of theGloria Patri’ (Ps. VII).

The sustained opening exemplifies this adjustméthe accommodation of mode
to a degree, as Lasso begins the cycle assertitiyG. The pattern is interrupted
when the motion reverses at F and is redirectedards to D. Aside from the
antiphonal voicing and same harmonic treatmentebfSpiritui Sanctowith the
tonal center being stressed on strong syllablesptesumed symmetrical structure
is not readily visible, particularly as the initiatogression does not match the final
progression as in closely-related settings 1-4inkpkhe caesura aét Filio’ (mm.
6-7) marking the half-verse, the point of symmetl} provisionally be considered
C. Removing the passing harmonies and adjacentshtire reduction does reveal

some semblance of a symmetrical pattern.

i b
GCFCGD(IIDGFC GD
|

IV 'y I V
VI I V I V
VIV IV

Example 4.2.19Simplified harmonic outline of thé&loria Patri’ (Ps. VII).

*® Frans Wiering, ‘Internal and External Views of fledes’ in Cristle Collins Judd (edTpnal
Structures in Early MusiNew York, 1998), p. 93.
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This reduction does not relate anything to tonal centers, but onlysshbsolute
relationships between chords much like example 4.2.3. This is perhdpsdheof
sophistication using the same principles of tonal progression as flootbatween
G, C and F result not only in symmetrical patterns within haagrbut also, near
symmetry between the two halves. As previously mentioned, Lagso ases
sections which strongly evoke practically identical musicatsunCtompare the
second repetition ofet Spiritui Sancto(mm. 9-11) with the first repetition of the
text in the second psalm setting (mm. 6-8). The verse mayhae#l ended on G,
but Lasso chooses to continue the cycle outwards finishing thegseitiD. Other
extenuating factors also should be considered such as the linkitignstg to the
next verse as well as adherence to the psalm tone. Khoisn that the tonal plan
is only used for charting out this specific text, the elusive closing maylels@ate
a sense of finality which the other verses of the same dexhot. Otherwise
speaking in terms of mode, for a hypothetical termination of thkcaytonal plan
beyond theGloria Patri verse, each psalm needs to conclude with a definaés
which is accomplished in the final verse.

To summarize, to varying degrees and affect, every satfitigjs particular verse
within the cycle is closely related to the others in the weat the harmony
functions with the perspective of understanding the verse as auffatfent
musical microcosm. Deliberate tonal underlay often acts in suppdrte larger
modal concept and has the potential to go further into clues pegdmipractical
modal constraints (regarding the emphasis of certain tones ovabker of others
also in respect to the psalm tone), which is noticeable in the depaftharmonic
patterns of the same design or of a closely similar naturateRleto this is also the
conscious idea of a controlled sense of tonal expansion using the pagvita of
modulating around fifth&" James Haar’s evaluation of this technique applies here
in the

apparent tonal “strength” of each pair of chords which seems
primarily a coloristic device, sometimes almost waywardly s
allowing the composer quick departure from (and, if he chose, easy
return to) the main tonal cent&r.

%1 See Edward Lowinsky, ‘Music in the Culture of fRenaissance’ in Paul Oskar Kristeller and
Philip Paul Wiener (edsRenaissance Essag#/oodbridge, 1968), p. 379. James H3dre Science
and Art of Renaissance Mugierinceton, 1998), p. 95.

% bid, p. 94.
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This ease of modulation through various tonal centers certainly Laigiso in

quickly being able to translate the tonal pattern into the differedes and in their
adaptations and variations. It also allows Lasso to readily quaierseof verses
from the other psalms without jeopardizing the integrity of thecsire otherwise

and without contradicting the mode.

In conclusion to this initial investigation of tonal plan in @G&oria Patri of the
seven penitential psalms, it seems that the strongest musksatbme between the
modal pairing of the psalm verses as a kind of statement (in thendigtambitus)
and followed by a more elaborate variation (in the plagal ambitus). With thiggha
been said, more specific examples of musical correlationlssef@aind which act
to link the settings of the same text which included similambaic treatment in
terms of function and the reuse of musical segments. Anabjdbe verses were
presented in order after the first pair of psalms yielded thialitypothesis of a
template of tonal plan used for the second psalm in very concnete &d for the

other psalms as well, in a more diffused sense.

Lasso’s use of tonal planning clearly illuminates certain cbanatics that
personify his unique compositional approach. These include his diverse use of
musical style and texture to add different dimensions and pointgesést in the
setting of the same text. Lasso consciously exhausts possshititvariation almost
as a rule. The options for pattern (symmetry, mirroring, inges3i and the
manipulation of different compositional variables within these pattchy exhibit
the well-known fact that Lasso does not endeavor to do the saméwitagunless
he is consciously using or reworking material for a speeiffiect. Finally, perhaps
the most astonishing idea to be seen in this comparative study‘@ltm=a Patri’
is the general adherence to a core tonal layout in the syrmoahetycling of fifths
and the balancing of harmonic motion; and this, despite the varietyiardity in
the aforementioned aspects demonstrating that Lasso almost paaligdardes this
structural device to generate creative possibilities insomuchtoagslmost
camouflage this important common thread completely. Despite thensixe
variation, all settings demonstrate conscious adaptation of swecdgtis and

guasi-symmetric balance of harmonic movement in more contrapuxtiaiete — as
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in the fifth and sixth Psalms — which incidentally comprise aioglal instance of
psalm pairing. With the odd seventh setting drawing on signifyirgacteristics
found in the first four settings, these patterns as well as #ie ggouping help to
demonstrate a way in which Lasso engaged in the compositional proitless
method of compartmentalization that is not only manifest in pairgerdes or in
pairs of Psalms, but also in the rough division of the cycle in halfthie

implementation of a conscious plan of symmetrical principles.
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4.3 Inter-verse relationship in tonal planning within a given psalm.

The analysis of the verses in psalm order was done in mind withnitined
hypothesis that the first verse of the minor doxology was actiragtamplate in a
structured tonal plan for Ps. | in concrete terms and in turn, fasthex psalms in
an increasingly diffused manner, due to adaptation of the music in rhedesd
different amounts of variation and elaboration with each subsequengséitiis
hypothesis was confirmed in the examination of settings of dhee gext where
gross parallels were observed to varying degrees of intexdakss between verses.
To expand on this idea, the purpose of the present section is totkeeeifident
tonal plan of the minor doxology settings is a specific feature of the versetbeif
verses within the same psalm contain traces of this harmdmecne. Alternatively,
they may also be shown to possess similar traits in termgnaf symmetry or
systematic variation. Otherwise, there is the real podgilitiat no real pattern
actually exists here outside tli&oria Patri verse which would suggest that the
doxology contains a tonal plan which is otherwise found to be altogetparate
from the tonal structure of the psalms.

With the simplicity of the first penitential psalm and thevpyas discussion of its
function in the way of a compositional prototype, verses of comparakiierde
from this psalm were taken with the postulation of extant harnpatterns related

to those in the penultimate verse of the doxology. Six verses out tfehe total

can be identified as similar in musical style to tl&oria Patri’ with rather
predominant homophonic texture. The bicinium and the otherwise dense
contrapuntal style of verses five and six were deemed unsuftabtbis type of
analysis as well as tlsécut erat For ease of reference an overview table of the first

penitential psalm is given below with the selected verses in bold.
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Ps. |

Verse incipit Voices Initial Final
1. Domine, nein furoretuo 5 D A
2. Misereremel Domine 5 A D
3. Etanimamea turbata est 3 (DAT) D A
4. Convertere Domine 4 (ATQB) D D
5. Quoniam non est in morte 5 A D
6. Laboravi in gemitu meo 5 A D
7. Turbatus est 5 D D
8. Discedite a me omnes 2 (TB) D D
9. Exaudivit Dominus 4 (DATQ) D D
10. Erubescant et conturbentur 5 A D
11.Gloria Patri 5 A A
12.Sicut erat 6 (D1D2ATQB) A D

Example 4.3.1Table of surface features of Ps. I.

The dividing line separates the psalm in half, in which, the patieinitial and
final chords suggest not only a large-scale tonal plan working dewtaeof verse
pairs, but in quasi-symmetry as well. These points are integefir a more
complete assessment of the cycle, but at the present, they movel ltleg scope of
this study. In terms of inter-verse parallels in tonal plan toGlwia Patri, it
already seems unlikely from the outset looking at the table abspecially given
that theGloria Patri is the only verse which begins and ends with A. The only other
verses which even exhibit a potential for intra-verse symnaétooal structure are
verses 4, 5 and 9. To add to the skepticism, every other verse in lithecpstains
portions of repeated text, a phenomenon which holds true in Ps. | wiGldha
Patri being the only verse that is through-composed with no repetitiorxoflte
light of these limitations, the potential for tonal plan in a laggmtext of the cycle
will still be considered, nonetheless. One important characteristicthis
consideration is the clarity of harmonic alignment: the first péiverses in the
cycle is deceptively imitative despite a largely homorhythtaxture. A second
predominate trait is the repetition of the text and subdivisionexddat the use of

cadences and caesuras.
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The function of the harmony in the opening of tRenitential Psalmscan be
compared to that of the famous ‘Carmina ChromatéaheProphetiae Sibyllarum

in the way that Lasso is very deliberate in theotiction of the cycle’s harmonic
scheme in order to set the tone for the musicltovio David Crook has identified a
spectrum of tones which Lasso uses in a ‘normdatwal compass’ and has shown
Lasso to follow this consistently unless for cadtia reasons, he chooses to depart
from this as in théProphetiae Sibyllarumwell-known for being one of Lasso’s
most harmonically perplexing work&In contrast to ‘Carmina Chromatico’ which
sets up an expanded tonal gamut for the rest afytble, the first verseDomine, ne

in furore tuq appears to lay out the tonal parameters for gaecby moving

through all of the potential tonal centers alrewadthin the first half-verse.

[ III I\Y
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Example 4.3.2Harmonic outline of Domine, ne in furore tuo arguas rhe
Ps. I, v.1(mm. 1-11).
A vaguely symmetrical structure comprised of a grattof fifths is recognizable
with Bb as the middle point, but a movement throagitogressive cycle of fifths is
not seen to the extent of til&loria Patri. The cycle begins with a modulating
sequence, which is harmonically supported by thgiesece of fifths in the Bassus
(D A | C G| Bb F). This sequence is also melotliqalost evident in the Discantus

voice:
f) | | | | e \ | |
) 4 | | || I | | | | |
é é ﬁ ﬁ | =Y | > = N | |
D) f f f [ [
ne in fu - ro-re tu - 0; ne in fu-ro-re tu - o

Example 4.3.3'Domine, ne in furore tuo arguas res. I, v. 1, Discantus
(mm. 3-7).

%3 bavid Crook, ‘Tonal Compass in the Motets of Odardi Lasso’ in Dolores Pesce (eHgaring
the Motet: Essays on the Motet on the Middle AgesRenaissanc@xford, 1997), pp. 286-306.
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After this sequence and the repetition in the téx¢, harmony furthest from the
origin (Bb) is sounded withhe text, arguas me’in m. 8. From here, the tonal
movement reverses and proceeds back to D withaimlipping of the symmetric
pattern as in the first setting of the doxologye(ssxample 4.2.1), using the
auxiliary chord to bypass a portion of the progi@ssThe fact that Lasso does this
in this setting makes sense, because the intetot $&etch a harmonic outline in
order to introduce the tonal content of the cyade also, because the sequence
clearly terminates at F with the conclusion of tdvet portion, Domine, ne in furore
tuo and begins arguas méwith enough symmetry at the center point aroumel t
Bb that implies general harmonic momentum which loarextrapolated outwards
to D. Already here, Lasso shows a strict adherémtiee Guidonian diatonic which
is not only appropriate for the solemn nature ef plenitential psalms, but also in a
cycle which is composed according to the traditidnaal language of the eight
modes. A diagram of this tonal compass along withgamut of tones available is

reproduced from Crook’s study on the subject below:

transposed Guidonian diatonic

Guidonian diatonic
< Ab-Eb-Bb-F-C-G-D-A-E-B-F#-C#-G#-D# DD
I.\I M M Mm MmMmMmm |

cantus durus

M M MMmMnMnMnm |
cantus mollis

Tonal gamut
cantus durus: A, Bb, B, C, C#, D, E, F, F#, G, G#
cantus mollis: A, Bb, B, C, C#, D, E, Eb, F, F#, G

Example 4.3.4Normative tonal compass based on the Guidoniatord@a
including the gamut of all possible toriés.

% David Crook, ‘Tonal Compass in the Motets of Odari Lasso’ in Dolores Pesce (eHgaring
the Motet: Essays on the Motet on the Middle AgesRenaissanc@xford, 1997), p. 294; figure
13.3 on p. 296.
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It is, therefore, also not surprising to see Lasso employinghdtkan tonal centers
which are shared primary (and secondary cadences): A, B, &d F. Although
the Bb on arguas meworks as a fulcrum point, the emphasis on the chord does
not come by a cadence (and thereby, completely straying remade), but rather
from its placement in the scheme of the text. This marks tledcas a
harmonically significant point in the tonal organization (if not butfuaher
emphasize the arrival at F) in which it is clear from theirbegg that Lasso
initiates the harmonic movement from D and works through the abovenrsysdt
available chords based on the Guidonian diatonic. This is done most frggureatl
set of five tonal centers which give the verses general tgmahetry shown in the
balance of movement away and towards the tonal center of origin. itateal
Lasso’s focus on the median tones based on commonalities in modal etstiest

compare example 4.3.4 with the following chart of cadences.

Mode proprie,principali quasi principale per transitio inimico,

et terminate si puo fare,
quasi mai

1 D, A F G, C E,B

2 DA F G, C E,B

3 E, A C G,B F

4 E, A C G,B -

5 F,C A D, G E,B

6 F,C,A Bb D, G

7 G,D - F,A/C,E -

8 G,D,C - F, A -

Example 4.3.5Table of modal cadences according to Pomagibnamento
di musica, (Parma, 1588).

The first verse is marked by ample repetition of the text amcespondingly, a
number of caesuras and cadential endings to accentuate these gmiilef text.

Although this matter was discussed in Chapter 2 in greater ,ditasl worth

% Frans Wiering-anguage of the Modd&outledge, 2001), p. 24. Table 2.2.
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reviewing these cadences alongside significant harmonic iestaas especially in
the second half-verse, the harmonic content starts to become veey atehshe
cadences allow for a means of natural division within the versecadences occur
in pairs, conjointly in the first two cadences and with passingaalusiaterial (of
little harmonic consequence) in the final two cadences. The cadiiioee the
same harmonic progression except for the second cadence whichinefls
Referring back to Pontio’s table of cadences, G is only used teansitional
harmony and is neither a primary nor secondary chord in the modeocthisence

in the Penitential Psalmss noted even as far back as 1610, in Maternus Beringer’s
treatise Musicae erster und anderer Thedls an example of musical expression of
the text where the wordgdrripias meé are conveyed by a cadence straying from

the regular conventions of the moe.

mm. 9-11: D-E-A-D

mm. 14-15: A-D-G
AVAR

AR

m. 18/ m.20: D—-E—-A-D
v Vv I
AV

m.24/m.27: D—E—A [F G] A-D
vV Vo
VIV VI

In a sense, each half-verse is formally split again into halthé first half-verse,
this occurs textually and harmonically at m. 8; in the second hatmonically,
textually and texturally this occurs at m. 20 after the itwigaentries of the voices
at the beginning of the second half-verse along with the antiphored paitern
(upper four voice followed by the lower four voices) in mm. 16-20. Ingevfrthe

% Bernhard MeierThe Modes of Classical Vocal Polyphdinans. Ellen S. Beebe) (New York,
1988), p. 256. Cited in a list of examples conaggrihe practice of using purposeful deviations
from mode to evoke ‘confusion’ where related woads meant to be emphasized in the text.
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tonal layout, as in the syllabic settings dt ‘Spiritui Sancto in the minor
doxologies where the harmonic rhythm exhibits quiblanges on every beat, the
strong syllables of the text here gravitate towaad®nal center. The process of

reduction is illustrated in the following example.
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Example 4.3.6Reduction of harmony shown inéque in ira tud
Ps. 1, v. 1, mm. 11-15.

There are five total significant textual repetisoof ‘neque in ira tua corripias me

The tonal reductions shown below reflect the texthe uppermost voice:

1. ‘neque in ira tua corripias me(mm. 11-15)
DADG

A VAR
G VI
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2. ‘neque in ira tua(mm. 15-19)

GC DEA
G I IV V VI
A vV |

3. ‘neque in ira tua(shortened imitation of #2, mm. 19-20)

A D
D vV |

4. ‘neque in ira tua corripias mémm. 21-25)

DA FADEA
D v i v |
A v Il

5. ‘corripias me’(mm. 25-27)

F G A D
D i v v I

Essentially, the text is repeated in its entirety tveiembining 1-3 and 4-5. Number

1 stipulates a simple beginning and close of fifths, the symntirptentionally
bypassed because of the above-mentioned word paintingoofpias me’ The
second repetition oheque in ira tuacould be seen as the continuation of 1 or as a
new start and most likely both (the former if one considers thali@tstemming

from the cadence of number 1 and the latter to maintain the patterrdadble
cadence: continued in 2-3; 4-5). Combining the above into the two parts and
comparing them with the first half verse, in term of tonal pldre same

symmetrically-based harmonic progression is set three times.
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mm. 1-11

DACGDFBbFDEAD
I III IVV I
IV I I MmMmI VI

IV
IV

mMOQO

mm. 11 - 21

DADGC DEAD
A VI
D I VI VI
G VIIVVVI

{r

mm. 21 - 27

DAFAD EA|F G|IAD
A IVVIVI
D IVIIVI I IvV|iv il

Example 4.3.7 Threefold repetition of tonal plan in
comparison of three subsections of music baseexinal
repetitions.

The arrows show the lowest point in movement awaynfthe origin which
happens to be the midpoint in the quasi-symmetstatcture. Because mm. 21- 27
contain so many unaccented passing chords with #neefirst F chord sounded in
preparation of a cadence, the idea of harmonic mewe is increasingly restricted
with each repetition of the tonal plan beginninghamovement first ranging from

D-F (Bb = fifth below); then, D-G (C = fifth belovwgnd finally, containment within
D and A.

The syntax of the second verse is extremely distimit a vocative followed by a
dependent clause once in each half vefdéserere mei domine, quoniam infirmus
sum: Sane me domine, quoniam conturbata sunt osgsa Inmediately after the
sustained I-V harmonic change which marks off in& fmiserere mei (with the
Discantus voice evoking psalm-tone intonation) idlaeed C# in the consequent A
prepares the move to G with C# leaning upwards o t@rms of the voice leading.

This is the only context in which the A ‘major’ aldbis used aside from the
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framework of cadences. A further example of thisuss in the same psalm at v. 10
at the word, erubescant as well as in Ps. Il, v. 10 withpto hac [orabit].’
Although this musical convention is rarely usedcsithe raised third is normally
an indication of a V-l progression, it does notwhimmediate connection to the
text as does mm. 5-6 of v. 4 in Ps. I. The A choodesponds to the caesura to set
off the text, ‘convertere Domine,” which causesigjuhction between the A chord
and the following G. This function of¥-VI also occurs in Ps. Il, v. 7 at mm. 9-11,

marking musical separation at the half-verse batwdesandtus and ‘in
[temporé.’ In fact, this usage of chordal blocking and fbgtaposition of adjacent
sonorities is a common device that Lasso uses ®aailly reflect the syntax of the

text.

Rhythmically imitative entries opemmiserere mei but it is lacking in melodic
motives that were observed in v. 1. This sectmmscsts of a basic V-1 outline with
an internal progression of auxiliary sonorities GAF) to add variation within this
framework. From here, Lasso takes the motive froague’in v. 1 to apply to the
Altus part beginning atquonianmy who then inverts the bottom voices for the
second repetition with a new Discantus part andatgpthis inversion.
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e)! . = - — g o e——
I e E e P g B
7 1 7  —— — T 1 1 Yt  e——

quo - ni - am in-fir-mus sum quo - ni-am in-fir-mus sum

Example 4.3.8Variation in repetitions ofquoniam infirmus surh
Ps. I, v. 2 (mm. 10-16).
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Study of the first half-verse does not yield muctine way of tonal plan except for
variations around I-V all the way through to themigtich (m. 16). The heavy use
of an absolute I-V in this manner relates to the-gstablished I-V opening pattern
in v. 1; however, the addition of new musical elatsesuch as the possible
incorporation of psalm-tone as well as motivic gmaion, introduction of

potentially new motives and rhetorical inflectiospecifically of the word

‘infirmus’ causes serious complications in the use of tatah as a structuring
device. Naturally, the strong division of this \eri¢self in clauses, for all intents
and purposes, seemingly removes the need for additstructuring mechanisms.
The rhetorical potential here for musical exprassialso supplants the
implementation of a symmetrical tonal plan. Thespeats in the first half-verse
will be revisited shortly after considering the @ed half-verse which is certainly

more straight-forward in terms of the harmonic tielss to the tonal plan.

DACGFDEDAFCGDAD
m VIIVV
IV I VVI I VI

1 VIV Iv

mMOQO
P

Example 4.3.9Harmonic outline of Sana me, Domine, quoniam
conturbata suntPs. I, v. 2 (mm. 16-27).

Balance of harmonic movement is quite clear esfigaith the strong I-V chain
of progressions (encompassing the entire rangawhdnic possibilities) which is
evident in the definitive half-notes in the Bass@isthe beginning, D A C G is the
original unit in the harmonic sequence used in ogewf v. 1, Domine, ne in
furore tua’ The arrival of the F sonority at m. 19 is sigognt, marking off the
start next clauseguoniam conturbata suntnot only this, but it is the longest held
non-fluctuating harmony in both vv. 1-2, spanningtjover two complete bars.
This emphasis has the same effect of the Bb chom.i8 in v. 1 as mentioned
previously, harmonically accentuating the wordgarguas after sequential
repetitions of he in furore tud The chordal progression and vocal lines are
recognizably similar at mm. 19-21, referring baokmim. 8-10 in the first half-
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verse. Lasso varies the second repetition, begynatnthe auxiliary chord, D, in
order to properly cadence on F-C, an amendmenh@mprtevious cadence on E in
m. 21.

To return to the conspicuous structure of the firglf-verse, firstly, the issue of
mode should be discussed in mm. 1-10, especiatly the centering of the section
on A and E with a cadence at mm. 9-10 on E. Thelaiy in the chordal
progression with the instance in the second hadeseemains; however, the effect
is different especially as the first cadence os Brefaced by a predominance of A,
suggesting a commixture of mode 4. Meier (agaimgiBeringer) classifies this
convention as a means to express a word classadf tisings’ including pity
(‘misereremei’).”” The reason for this brigbmmixtio tonarunis less related to the
rhetorical expression of the text more than it iglieect reference to Josquin’s
famous setting of Psalm 5SMiserere mei, Deud_asso chooses to quote the highly
distinctive motive of the intoning voice which iset point of imitation in Josquin’s

setting.

N
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Example 4.3.10Initial motive of Josquin’sMiserere mei, Deydiscantus
part (mm. 7-11).

The suggestion of Josquin’s setting is limitedhis tverse, especially in the modal
restriction which would prevent Lasso from quotilmsquin more precisely. Even
though Lasso can sidestep mode 1 by alluding toenfhche does not begin the
setting forthrightly with E which is significant ithe sense that Lasso must still use
caution in these modal departures to still retaaintegrity of the mode he is trying
to convey with each psalm. From this point, Lassesuthe progression back to D to
creative advantage in rhetorically expressing #d, tquoting a melodic phrase
from the first verse, using sequence, antiphormating and a kind of cadence
overlap (mm. 13-16), all of which were notable teas in v. 1. Meier further cites

the nature of the following cadences in the sectioodemonstrate the commixture

" Bernhard MeierThe Modes of Classical Vocal Polyphdinans. Ellen S. Beebe) (New York,
1988), p. 321.
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of modes, but by the cadence at mm. 9-10, the return to D has at@adyenced

(as seen by the movement between A and D in m. 11). The usdiciae (the
generally discouraged repetition of tones) is certainly valitie setting of the text
‘miserere’as Meier provides numerous examples demonstrating®tHiswever,

the cadenza fuggitdmm. 11-12) and the cadence on G (mm. 13- 14: akin to that of
‘corripias me' v. 1, mm. 14-15) is probably more accurately counted among the
instances ofclausulae peregrinaen the reflection of the termirtfirmus’. The
following return of the quasi-symmetrical tonal plan may, i, fatso be taken
rhetorically as a ‘healing’ from the pitifulness of modal cordusias well as the
pervading ‘sickness’ of the modal cadences which more or les® @& a
consequence of the first cadence at E in mm. 9-10 in the insinuatimodd 4.
With the features mentioned above, v. 2 makes more sense compdsgitional
conjunction with the first and in a performance context, although tiseyseem to

be separate musical entities in formal structure, the logicntetiie musical

structure is dependent on the successive nature of the verses.

Another example of this is seen at the end of the tricinium oéw&rgor example,
notice that the final four bars demonstrate a more chordal textureluding
weakly in mm. 21-24: F C G A (instead of D). The inconclusivereaof the
progression expresses the interrogativeed’ tu Domine usquedeio(‘but you,
Lord, how much longer?’) The F# in the D chord which begins the fuantbe is
the assertive reply and thereby serves as a strong connecti@ebetv. 3 and 4.
Because of the interlocking nature of the verses, it is egkemiat least examine
some of the main points of the harmony even in the verses that were originaly to b
excluded from this exercise in order to understand the continuttyedbnal plan.
‘Et anima mea turbatus egPs. I, v. 3) already signals musical irregularity in some
fashion to accommodate the text in addition to the unique style anne@ftthe
verse. The first section of music until the cadence at thfeveede (mm. 11-12)
looks surprisingly regular due to the irregularities encounterdigeirprevious two
verses. Imitative entries begin with D and then A, with subsequieotdal
indications of C and G with elaboration until at m. 7, a weak caesarks off the

section D-G (with endings on G being considered foreign to mode dgeasin

% Bernhard MeierThe Modes of Classical Vocal Polyphdinans. Ellen S. Beebe) (New York,
1988), p. 245.
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cases in v. 1 and 2 witleorripias’ and infirmus’). So far, this indicates that even
in deviation from the mode in the rhetorical expression of the teadsd. has
prescribed a cadential G as the mechanism in which to musically daberiverds

in the text dealing with aberration. In this predictable sensesolLsisows restraint
in his treatment of word painting to the extent that it is saleegnd also, in that
Lasso’s tonal choices in this regard do not stray too distardiy the original
mode (as G is used as a transitional sonority in mode 1). By #wsolremains
well within the gamut of available tones (see example 4.3.3). Addeier's
analysis based on Beringer prescribes this phenomenon as axtorarnf mode
8%° The purpose of the caesura as shown before is to add harmonic division to
sections of textual repetition, while the actual cadence dirgtéhalf-verse occurs

in mm. 11-12: E-A. It is also telling to note that the endings of half-verseslnave t
far, remained consistently regular, unless a purposeful reason isthewas
discovered (i.e. v. 2 the reference to JosquiMisérere meiin mode 4). The first
half-verse is another variation of the basic I-V (D-A) with aacammodation for
‘turbata est valdein the first repetition. There are obvious implications to the
phrase ‘the mode of the work is indeed obviously abandoned’ in applicattbe t

second half-verse, based on the imitative entries which indic3te F.

This section from mm. 13-24 shows brilliant manipulation of the tonal fdan
rhetorical ends. The emphasis on F does not make sense in tenodab context;
however, in the tonal plan, F has generally been seen to functéomimadication of
arrival at a harmonic medial point in the music. The emphasis basFbeen
increasingly prolonged with each verse and exactly halfway 8 (in durational
terms), the predominance of the F sonority is drawn out even untifirtake
imitative entry in the Tenor voice at m. 21. At the point of F, ihiti@vement
outward to the D origin begins with a leading progression of C a(fiDémilne
usqué¢qug, mm. 14-15), but a return to D is thwarted by the entry of theddisis
on C. From here until m. 21, every harmonic possibility ranging ten(i.e. E A
[D] G C F) is touched upon except for D. Finally, with the more patet final
repetition of sed tu Domine usquegeiathe same F C G progression mentioned in

% Bernhard MeierThe Modes of Classical Vocal Polyphdinans. Ellen S. Beebe) (New York,
1988), p. 318.
199 bid.
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mm. 14-15 finally seems to aim to resolve F C G erlF C G A — D, only acting
to prolong theusquequ®@’

An explanation as to why v. 4Gbnvertere Domirg begins with the progression
D G C, instead of A-D as per usual could be themsaly conjoined nature of vv.
3 and 4 with the suspended A ‘final’ of the thirekrse, musically leading directly to
D at which the motion diverges once again from vadeeibh came until atDoming’

a link is established with v. 2 (mm. 8-10) with theme setting of the word (V-VI-
V) in four voices. The half-verse concludes at nwith ‘meany but the musical
caesura occurs later in mm. 10-11, separating epetitions of the text phrase,
‘salvum me fatAfter the initial I-V progression outlined in mm-5, Lasso uses a
clear progression of fifths (G C [D C] F) througmm6-8. The Bb sonority has not
been prominently featured since its introductiorvirl of the psalm. However, its
position in this harmonic context is significantdamay have correlation with the
gravitas and the pleading expression of the teripiying this is the low setting
of the voices which is in balance with the previmesse setting of three upper
voices. The F, then, not only occurs once agammtdpoint in the verse, but Lasso
goes one step further with Bb which marks the gtatlistance away from the
tonal origin; at which point, the supplication falvation is made (and granted, so
to speak, with a VI-V-I return to D). This sepaoatifrom the second repetition of
‘salvum me facproduces a very emphatic effect, especially withngarable use of
redictaein the Discantus (mm. 9-11) and then a semitoftection in mm. 11-13.

A
J I | |
y.4 | I Il | | Il
{6 | | I I I I
S P —_; L A—
v ~—— SN——

sal - vum me fac

Example 4.3.11Ps. |, v. 4, Discantus part, (mm. 11-1%).

After this, in quasi-symmetrical fashion, Lasso noris the progression of the first
eight bars (F C D C AE A [G is only used as anageated chord in passing]) mm.
16-17 taking us as far back as m. 5 since the cadés interrupted by the
anomalous G chord. The final V-l is evaded whicltabty at the beginning,

101 Compare with example 4.3.9.

152



harmonically frames the words,dnvertere Dominéturning or reversing the cycle
of fifths inwards towards Bb once again beforedf@ementionedsalvum me fdc
comes to fruition with an elaboratéausulae formalegfter the most remote chord
Bb connotes the wordnfisericordiany in the same rhetorical manner as in the first

appearance okalvum me fat

The music seems to accommodate changes in the sheintee psalm text as the
first four verses express a request for supplioatioe next four appear to be more
of an introspective, inward reflection of a perdastate and finally, the last verses
provide the resolution ending with the minor doxgploWith the strong cadential
ending on v. 4, v. 5 begins differently in its hamc pattern (V-I, instead of I-V)
and also in the exhibition of a clear five-voicdyptonic texture, using imitation
in scalar patterns of ascending and descendinfgsfittasso jumps to the furthest
harmonic point possible by employing Bb-F (in mrb)4 no less emphasizing the
word, ‘morte’ after the unfolding vocal entries on A-D. As giegted by previous
observations, Bb/F serves as a tonal fulcrum whpcbmpts a harmonically
symmetrical return with the A cadencing to D in n8¥9. This disjunction in tonal
plan is in all three harmonic sections of the ve($enal division of the verses has
so far, occurred in halves, quarters and thirdpasgntly dependent on the various
repetition patterns of the text.) The lines imposedthe following outline show
where this occurs with successive tonal regiondgiftifs skipped: D [G and C
respectively] F.

ADBbFIDGDAD

D V I|VI IV I
G VIV
Bb I VI

Example 4.3.12Harmonic outline, Ps. |, v. 5 (mm. 1-9).

Similar tonal disjunctions of this kind also oc¢arm. 12: the second repetition of
‘qui memor sit tyi mm. 14-15: inferng’ and mm. 19-20: final repetition ofjtiis
confitebitur tib?’ in the Quintus part andTibi?’ in the Bassus. The downward
tonal movement that characterizesorte’ and inferno’ significantly drops five

_ 1 2 3 _4 5 6
tonal degrees in the spectrum: i.,e. EA AD DG&C CF F Bb, whereas the
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other points of disjunction that are used to mdud $tructure of the text utilizes

movement of four degrees.

DGCFCFDAEAIFCGDCFCIDADGD
A I VIVI
D I v IV IIVI
G VI Y v
C VI IV
F VIVI I V VIVIV|VI

Example 4.3.13Harmonic outline, Ps. I, v. 5 (mm. 9-22).

It is appropriate for the Bassus to expresterno’ at the bottom of the ambitus on
‘F’ (the Tenor also drops an octave amférno’ taking it to its bottom limit) and the
other voices are also relatively low set in thaspective ranges. Inward tonal
movement is positively correlated with the genatalvnward movement of the
voices to express words such akedth’ and hell.” It would have been worth
looking at other verses which contain similar therfe comparison; however, this
is the only verse that mentions death or aftetfifedlthough this aspect will have
to remain a passing observation for the time beihgyould, furthermore, be
beneficial to study settings of thematically simitaxts in the context of his other

motets as well.

From a different angle, the tonal structure is if@sing in that Lasso restrictively
uses only two degrees of the fifth cycle. The reduoutline shows the points of

disjunction in smaller font.

mm. 1-9: [AD] Bb F] [D G] [D A]
mm. 9-22: [D G] [C Flp A [E A] [F C] [G D] [C F]ID A] [D G D]

The first nine bars demonstrate a variation of lwarie symmetry in its tonal
structure and the rest of the verse shows mussdflaktion of syntax in repetition of

pattern, while still integrating the same rhetdridavice implemented at mm. 4-5

192 The second closest verse is the Ps VII (Ps. 142), ‘Collocavit me in obscuris sicut mortuos
saeculi: et anxiatus est super me spiritus meusyarturbatum est cor meunh the simile, the
reference to death is less direct.
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with ‘morte’ The relative clause of each verse is musicalhaoted by the
progression of the degrees, G D C F, ‘F-C’iaferno’ (mm. 16-17) serves a
double function as a rhetorical device, as wellttess median point in the tonal
progression, in this case, indicating a repeabhefarogression at the second relative
clause in the parallel bipartite structure of therse, quis confitebitur’ which
notably, is also signified by the G D C F progies as in mm. 9-10. The final D-

G-D at tibi?’ references the beginning of the tonal sequergahing at m. 9.

Ps. I, v. 6 is a kind of hallmark of the cycle ntmarks the conclusion of the first
half of the psalm and is also extraordinarily langts duration. The next longest
verses are thesfcut erat’ verses which generally comprise of 30-some measure
The average length of a verse in the first psalmoughly 22 measures which is a
general representation of the average verse lemgtthe cycle (just under 21
measures, excluding the outlying high [Ps. I, V6@ measures] and low [Ps. VII, v.
7, 8 measures]). Lasso prominently uses the imé@ascalic motive of the
descending fourth to set the plaintive tone flaboravi’ as well as, lacrimis
[meis]’ later on in the verse. (See Chapter 3 for the dson of the ‘lamenting
fourth”) This motive is also used in in other vexsbut most notably quoted in the

Discantus voice at the beginning sicut erat.’

|
|
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Example 4.3.14Descending motive ataboravi’ Ps. I, v. 6, Discantus
(mm. 1-2).

The obvious reason for the extended duration ofvélrse is the repetition of the
text which is generally associated with clausebaif verses. Aside fromdixi’ in
Ps. Il, v. 6, an isolated word is not emphasizewugh repetition. Laboravi’
emphasizes the use of a new motive, but also sge@ssense of laboring through its
numerous repetitions. The verse is then sectioyetthdo use of previously defined
techniques in order to emphasize separation inghetition of the textual portions.
The first part of the versd.aboravi in gemitu meéquntil m. 20) uses to a greater

extent, the detachment in degrees of fifths. Aftexr introduction of the melodic
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motive (beginning A-D), the dropping in various desgs occurs on the word,
‘gemitu’in all three repetitions of the text.

mm. 8-20: [E A] [Bb F Bb] [A E] [G C] [FE A] [F C] [A E]

In this case, the A-E tonal platform remains comstaut intermittently entertains
the more remote digressions: removed five degreethe first instance, three
degrees in the second, and four degrees in thedpstition. Lavabo per singulas

noctesis repeated twice in a quasi-symmetrical scheme:

Degreeslc’fl:iﬁhsAGDCGFCGFGCDC GDA
2 |
3 A
4 | N/

Example 4.3.15Quasi-symmetrical harmonic structure shown in degof
fifths (mm. 21- 30).

Essentially the same concept of cycling througthdifis used, but because of the
lack of rigidity in the usage of I-V and V-I, suehchart is significantly clearer than

a construction of a harmonic outline as in previexamples.

‘Lacrimis meis the beginning of the second half-verse incorpesahe melodic
motive as mentioned earlier; however because #hifirstly in the Bassus, the
harmony is obscured until the final repetition imn36-39 with the progression C,
Bb (aux.), C, F. It should be observed that begignirom D in m. 31, the
progression at the middle of the second half-versgs with the fulcrum point F.
Harmonically, the motive dictates the progressibfsaatum meum rigabaising
the falling fourth motive in a sequence (Bassus$ gamm. 40-45). The sequence is
reversed and a fourth repetition ends with perlzapference to the previous verse
with a rather emphatic D-A-D-G-D progression (mni-3D). Even in this verse
with the introduction of the melodic motive, then&b plan makes an appearance,

especially prevailing in the off-clausdavabo per singulas noctes lectum meum
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which does not contain the expressive buzzwordsaigng,’ ‘laboring,’ or ‘tears’
also beginning and ending the movement with theatgext in the psalm in mind:
unremarkably beginning with familiar forms of VdJen with the imitation) and an

ending congruent with that of v. 5.

Marking the first half-verse ofT'urbatus estin v. 7 is the ending on G (mm. 5-6)
as well as a change in time. Evidence of rhetorioahl disjunction is used to
express a furore oculos[meo$ tracking the first chord of the measure from
‘Turbatus est'onward: D A E C A [G]. The tonal motion is diredtenward by
normal degrees until the Bassus finishasgéteravi inter omnésat mm. 10-12 (Bb-
F). Because of this regularity in incremental tomavement, one might expect
Lasso to redirect the harmony to restore symmetyheé second half of the verse;
however, this movement stagnates with the reciingnimicos meoson A in the
Bassus voice (mm. 13f.) and the imitative motivéhi@ upper voices:

in - i-mi-cos

Example 4.3.16Motive at inimicos’ Ps. I, v. 7, Discantus (mm. 14-15).

The word, inveteravi[inter omnes inimicos mejp'scould well be the reason why
Lasso halts the tonal progression in order to suskee bass tone and embellishes
with four-voice counterpoint. Each of the voiceseerat different times (portraying
the countless number of enemies) with the shortodielmotive to achieve an
archaic effect. At the end of this deviation, tlegse finally concludes with a strong
V-| cadence on D.

The bicinium of verse eight will effectively be dieid in this harmonic analysis on
grounds that the harmony is often ambiguous. Iinsehat the prominence of a D-
G progression (or G-D respectively) as used toechs5 is clarified here as a
product of counterpoint which is recognized hergha&sdescending fourth motive
(inverted in the Bassus entry, m. 2). The cadeircdsis verse all function, V-I on

D; otherwise at a glance, the lines appear to bdemg of an amalgamation of
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melodic phrases from the previous verses (suchea3e&nor voice, mm. 13-17 is a
fairly distinct motive from the Discantus/Tenor parv. 1, mm. 1-4;
Discantus/Tenor part, v. 2, mm. 19-20). Becauseuseeof harmony is limited in
two voices, as well as textural contrast, Lassoeltgps these motives, switches

them in the voices, also playing with inversions.

The basic tonal structure of first half-verse ofvis similar to that of v. 6 in the
caesura (D-E) in the first half of the text (mm5¥and cadence at the conclusion of
the half-verse, V-1 on A (mm. 8-9). The repetitionfs'Dominus orationem meam
suscepit are related in their outward progressions fromoFD, albeit with a

different transitional chord.

mm. 10 - 14

FCGFCDAD
I VI

I VIVI 1I

I v 1V

NN w)

mm. 15 - 30

FBbFCFADGD

D VIIVI
F I'IVIVIII
Bb I V

Example 4.3.17Harmonic outline of Dominus orationem meam susceépit
repetitions, Ps. I, v. 9.

It is also of note that the first repetition begat F/C and progresses three degrees
of fifths to D/A and in the second repetition, F/Bérves as the starting point, but
the distance of progression still remains the safM&o of note is the setting of
‘orationem mearhalternation in the bass with the main tonal oegis maintained

on the strong syllables of the text, much liké Spiritui Sanctoin the Gloria Patri
verses looked at in the last section (which nom@dentally also contains the same
number of syllables) Erubescant et conturbentur vehemenhtsirset in four voices
(until m. 6) as in v. 9 and v. 4, beginning withethaised third whose half-step

movement upwards has until now prompted a V-I pgegion and although there is
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a G chord to facilitate a smooth step-wise progoesd.asso uses the bottom of the
harmonic spectrum to setdnturbentur vehementegnding on a V-1 cadence on F.
Balance in harmonic motion is restored in anotbeal disjunction between [C F]
to [D A D] to finish the half-verse (vv. 8-9), yebntinuing the sequential pattern of
fifths through tonvertantur et'where the movement is interrupted for a medial
cadence with V- on A (mm. 12- 13).

AGFCBhbFCFCFDADGCFEA
VI

A

D VIVII miIiviIv
C VIV
F

I VIVIVIVI

Example 4.3.18Harmonic outline of Ps. I, v. 9 (mm. 1-13).

In the section beginning at m. 13, a famous exangblevord painting with
shortened note values and rapid repetition of tmgaphrases expresses the words
‘valde velociter The verse ends with a V-1 close on D, concludihg final verse
before the minor doxology. In vv. 5-10, aside francollective change in musical
style and texture, integratration of the G-D (orGp-progression is evident,
particularly at the opening of verses or at the. éwharmonic patterns are adapted
in order to accommodate motivic patterns, the lwaof IV-1 and V-l changes is a
device which aids in tonal cohesion of the verdisice from v.5 onwards that the
final harmonic change causes the initial changthefnext verse to continue with
the other form. For example, if the verse ends{D,Ahe following verse is apt to

begin with a form of D-G.
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verse initial harmonic change final harmonic change

V.5 A-D G-D
V.6 A-D G-D
V.7 D-A A-D
V. 8 D-G A-D
V.9 D-G G-D
v. 10 A[D]-G A-D

Example 4.3.19Table of initial and final harmonic changes from
v. 5 onwards.

Reuvisiting theGloria Patri verse once again in the context of the previouses
the compartmentalization of the text, marked bynfaric changes in chordal
blocking or by cadences is not an uncommon pradéticéasso in addition to the
traditional formal division of the psalm into haiérses. Hence the V-I progression
to cadence atPatri’ (mm. 4-5) has been shown to be very typical is fisalm.
The quasi-homophonic texture is more like vv. hantany of the other verses and
it is also clear that the verse is not a produdsofation with traces of the reuse of
musical material (i.e. at mm. 8-9, the harmoniatiment of &t Spiritui Sancto’
mentioned previously and also, the Tenor part at 8410 could be an allusion to

the precedingvalde velocitermotive of descending broken thirds).

The final verse is also a musical culmination of Pwhich is seen more in the
quoting of motives and the use of varying textufdse two main motives at the
forefront of the verse, occurring at the beginnivith ‘sicut erat’ returns again at
‘et in saecula(mm. 14f.), direct the patterns of imitation atiee harmony. These

are:

V.4
[ £

I

| |

I I
[ [

=

QQ;\C>
N

N
QL

| 1HEE

Sl
q

Upper Motive Lower Motive

Example 4.3.20 Upper motive (Discantus I, mm. 1-2); lower motive
(Bassus, mm. 1-2).
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‘In principio’ is set with somewhat more attention to the harm@nogression as
the imitation subsides. Lasso basically uses [DEAA] with a [C F] digression to

harmonically block the second repetition of thet.tex

DA CFDAEA
A I VI
DI vviilI1I Vv
F V I

Example 4.3.21Harmonic outline,ih principio, Ps. I, v. 12 (mm. 6-13).

The second half-verse initially seems to be a repetof the first until the harmony
is sustained throughsaeculorum. Ameh (V- on F, mm. 20-25). The psalm
concludes with the normal cycling of fifths as e tfirst verse of the doxology: F C
G D A [D] (mm. 25-28). Tonal coherence is also bg typical final cadence on the

modal final that closes thémen at the end of each penitential psalm.

The tonal plan and the study of harmonic progressiith the gravitation towards
certain tonal poles is distinctly different frometbtudy of modality within the cycle
and in certain cases, works to explain phenomers #tudies of modal
characteristics do not. Although there is certapdyential for expression of the text
in the manipulation of modal indicators, disagreetneith Meier's examples were
based on conjectural reasons behind the compaalitedices and the patterns of
harmonic progressions which overwhelmingly dematstt balance and were best
understood in musical context. The most significarample of this is in the
demonstrated tonal interdependence of the versdstlam varying strength of
correlation which links them together. A number afmpositional inclinations
could be observed in the setting of the versessin.Frirstly, emphasis of primary
tones in the modes was essential: D(A)/ A(E) / F{@yression from a successive
approach to tonal movement by degrees of the fifls shown in instances of
chord blocking (to mark off phrases or sectionsteoft) and also, for rhetorical
expression of the text; especially in downward drop four or more degrees to
express words dealing with ‘death’ and ‘hell’ whicbnveys a sense of tonal and
thus, metaphorical removal and alienation. Alse, lthlance of harmonic motion is

characteristically displayed (as in th&loria Patri’ verse). A vital element of this
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is the emphatic use of F (sometimes in conjunction with C; sometimes with Bb) as
central turning point in the direction of this motion. This point hie wverse is
always harmonically significant, although it may or may not abmayrrespond to
the formal structure of half-verses. Tonal plan appears toab&rm of
compositional default where textual expression is not used; a prample of this
was seen in the extensivaboravi, in gemitumeo’ verse (v. 6). A general sense of
harmonic balance was displayed, but the concept of this balancdiffeasnt in
light of different configurations of textual repetition. There wseetions of text
which overwhelmingly prompted symmetry; whereas other sections waisio
treated with repetition of tonal pattern. For example, refek lacthe initial
symmetrical pattern set by v. 1, followed by harmonic rapattbased on the text
‘neque in ira tua(example 3.3.2ff.). It is significant that in his use of tonampl
Lasso does not stray from the overarching sense of mode and wistring on
chords foreign to the mode, it is for a specific effect. Ewethe deviation, Lasso
most often predictably uses G as the departure to the mode,\aiivedy staying

within the tonal gamut and avoiding chromaticism.

In looking at the ways in which Lasso approaches tonal plan in ttiegsef the
minor doxologies as well as in the verses of a given psalsgelns that Lasso
planned out certain verses (such as @beria Patri verses across the cycle as a
compositional unit), essentially, this harmonic evidence indicatesethooh of
composition starting at the beginning of the psalm and working seallenti
through the verses. This is also true with the doxologies. Frorstillg of tonal
plan and harmonic progressions in tBria Patri verses, it looks as though he
conceived the first as a compositional prototype and then worked toheavertses
with the same text with each successive psalm. In this taye is evidence that
the Gloria Patri has a tonal plan that is prescribed only for this text in asthto
the other verses in the psalm; however, that is not to sayhisaplan does not
share tonal characteristics that were initiated even in thevierse of the cycle.
Distinct features of th&sloria Patri verses include the sustained E-F#-G (tone-
semitone) melodic motive (seen in the second setting (1-4), thindgs@iscantus,
mm. 2-4); and fourth setting (Discantus, mm. 5-7) which is not prominently
featured anywhere else as far as | have observed), as swidle eharmonic and

rhythmic treatment ofet Spiritui Sanctd Continuity between these settings is also
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achieved in the observance of the tonal plan despite changes uretexse of
imitation, and elaboration of chords in the acceleration of harmontbmhyThe
first settings of th&loria Patri were harmonically simplistic in a way that there are
few passing chords compared to the other settings and also, thgttstoé the
sonorities of the first two settings which only includes chordh #ie root in the
bass supports the argument for a statement and subsequent developroeal of t
plan which shows hints of evidence which help to illuminate Lasswigpositional
process. The study of tonal plan can only be empirical to a&éegrainly because
deviations must be explained in light of an ‘emic’ understandingpoifpositional
intent and also in light of modal concerns. It is evident that theesdollow a basic
plan which is modified based on previous verses whose individual logcdieca
traced towards deciphering Lasso’s compositional options and consequent choices.
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Chapter 5 — Conclusion

5.1 Contextual inferences in light of structural analysis.

From the combination of surface characteristics, harmonic psignss tonal
layout and use of motives, it is immediately clear, due toithiasity in the use of
compositional techniques and shared musical features, that the miraogiex
are a unifying force which helps to promote cyclical cohesion in LaBswigential
Psalms.The question then shifts to what purpose this separate conceptaaliziati
the minor doxology ultimately serves. The use of antiphonal voicingdherence
to the ecclesiastical eight modes, the use of psalm tone asasfalsobordone
texture in reference to the tradition of psalm recitation andintieision of the
minor doxology itself all appear to indicate liturgical connotationspitkeshe fact
that it was used in para-liturgical context. However, with ambygoif this
performance context, based on the structure, it can be inferrethéfRenitential
Psalmswere either: performed all together in one sitting (highly unlikely, sries
Duke should have been feeling exceptionally penitent on occasiofjrrped as
individual psalms (for different occasions even as appropriated bhtuhgy), or
even that verses or groups of verses which close with a progentizd formula
may be taken out of the context of the rest of the psalm anduseehseparately.
Of course, these are constructed scenarios based on the dtrasparets of the
cycle. A proper case for these would have to be made with futingdy ef both
liturgical and para-liturgical functions in the context of the Beracourt; keeping
in mind both devotional and corporal traditions of penitence both in the local
Freising rite and the liturgical transition in keeping withidéntine reform
implemented in the 1570%? Initial justification for this can be extrapolated to
include the Penitenital Psalms especially as an inference from Anthony
Cummings’ observation that despite the clear use of motet tixtged from
liturgy, accounts from Rome show that the sixteenth-century matstprobably

used more freely in liturgy and ritual than previously thod@hBarbara Haggh

103 A recommendation which proved fruitful, for exampin Daniel Zager's study of Lasso’s Hymn
cycles. Daniel Zager, ‘Liturgical Rite and Musié&pertory’ in Ignace Bossuyt et al. (eds.)
Orlandus Lassus and his Tinfleeer, 1995), pp. 215-231.

194 Anthony M. Cummings, ‘Towards an Interpretatiortioé Sixteenth-Century MotelAMS

xxxiv, 1, (Spring, 1981), p. 43; Anthony M CummingEhe Motet’ in James Haar (edEuropean
Music: 1520-164@Woodbridge, 2006), p. 132.
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offers a rhetorical conclusion in her study of office polyphony statinghleaise of
cantus firmus attests to the ‘solemnity of the occasion’ antduntore, the choice
of texture corresponds to the composer's conscious response to the. liturg
accordance with this conclusion, tRenitential Psalmsdlemonstrate that Lasso
responds to the text (again assuming the hypothetical implicit cbonéo various
points in the liturgy) with the implementation of ‘conservativelgmaeters (put in
place by his own choosing, based on instructions by the Duke of whicheweta
aware, or maybe even at the suggestion of others, such as Quigkelber
elaborate on this end, her suggestion to analyze music of simifae thied style,
especially by Lasso’s contemporaries would help to reinforcehypsthesid®
This preliminary study has thus, also demonstrated ways in wése texternal’
and ‘internal’ structural features not only have musical conmoistn the analysis
of other works by Lasso, but conjecturally display latent subserviemciés
historical context, factoring in not only the allusions to liturgidait to other
musical traditions (such as Josquin), as well. Returning to Helgangz
hypothesis about the composition of Penitential Psalmas a result of Albrecht’s
preoccupation with death, this has neither been proven nor disproven in this
dissertation; however, a purpose of the generic liturgical foah#te Penitential
Psalmswith the use of the minor doxology may well be implicative of aetgrof
different uses which does not discount a concealed reference @ffibe of the

Dead, or more likely, finding usage in a devotional commemorative rite.

To return to the purpose of this structural continuity, however, therrneg
motives, the harmonic progressions, the use of voicing all contrilutesense of
homogeneity across the cycle, evoking a sense of familiaiitythhe musical style
without being able to pinpoint with preciseness the feature(s) dngedhis effect,
due to the systematic variation which obscures the identificatistriof patterns.
Using the minor doxologies as a case in point, of course, the plaohithggse
verses as a separate musical concern is striking; it deethsstrate the process of
composition and may or may not have been picked up by the sixteenthycent
listener, especially considering the amount of musical matéalseparates one
doxology from the next.

195 Barbara Haggh, ‘Orlando di Lasso and Office Potyphfor the Bavarian Court’ in Ignace
Bossuyt et al. (edsQrlandus Lassus and his Tinfieeer, 1995), p. 247.
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5.2 Concluding thoughts.

An underlying theme in modern Lasso scholarship is the idea of model a
transformation. David Crook notes about the imitation Magnificats‘#fthiough
Lasso always begins by presenting the listener with musicemtesvation from
the model is clearly recognizable, the extent to which he transfthe model [...]

is often astonishing®® This idea should be expanded to include not only other
compositional models, but also those of his own introduction and the vaitaty w
which Lasso proves to compose transmutations of the same modeikon pathin

a composition. The methodological aim of this study was to findyatwananage
the bulk of thePenitential Psalmswhilst also analyzing a number of different
musical aspects in order to determine how Lasso uses theseddatueinforce the
structure of the cycle. Various types of analysis were apphi@spects of voicing,
texture, motivicity and harmony, yielding information about the ietatedness of
the psalms in terms of comparing musical material between psalms, betws=s) ve
and within the same verse. Each of these degrees of interrelatedness, athas ais
source of information about the cycle as a whole, produced a vesynphete
picture; however, separate analysis of these different degfeeterrelatedness is
essential in the analysis of thHeenitential Psalmsas well as the analysis of

different musical elements which collectively make up the cycle.

Through a combination of the surface characteristics, use of mogixesution of
tonal planning and demonstration of modal internalization and exteriaiizttis

study has outlined how Lasso divulges a number of mechanismsdheteat in the
organization and construction of this monumental cycle through the snafytbe

music itself. As much as recognizing the details which miag@¢nitential Psalms
musically coherent as a cycle, it is important to go back tadtee of the totality of
the work. This is relevant to Lasso scholarship in that the té¢imptaf analysis is
to isolate specific examples and to make lists of similagudar occurrences
without properly seeing the compositional phenomenon as part of tlee Veogk.

In this case, it was essential to see the finer dethifgerior analysis in light of the
exterior and vice versa. In this manner, the empiricist observdiggia to form a

general compositional logic of an increasing familiaritypmiiasso’s rhetoric which

1% pavid Crook,Orlando di Lasso’s Imitation Magnificats for Count@eformation Munich
(Princeton, 1994), p. 159.
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results in the above inferences to a more ‘emic’ understandirigeafrark and its
context. Analysis is, of course, not limited to the aspects stdieve and is only
presented as an idea of the potential for new avenues of anahysispromote the
comparison of a work in different organizational layers as a +swétified entity;

as well as in comparison to other works in the genre (by Lassocemémporary

composers) in the same fashion.

Initially, it was clear that théenitential Psalmsomprised a cycle which was
heavily concerned with structure. This was seen even in thediesion of the
verses and in the ordering of psalms by mode with the compldtitwe aycle with
an eighth motet. Furthermore, this was supported in the descriptialbysis
especially in the voicing schemes for the individual verses througin®atycle. An
underlying plan in voicing became readily apparent, especiallyhén quasi-
symmetrical principles outlined in Chapter 2. It was clear througthat Lasso had
established compositional principles based on compositional patternediedc
within the cycle. These patterns in voicing, texture, motivi@td in harmony are
created on an aesthetic which is based on a type of symamhétance to be found
in all facets of the composition. Deviations from these patteere Wound to be
conservative and were based on another form of compositional logic surmgpundi
the expression of the text. This was a common theme in all agdesmalysis with
perhaps the most demonstrative examples given in Chapter 4.3 witietbacal
basis for deviation from a given harmonic scheme. The analysisuctuse was
thus, mainly conducted from an ‘etic’ perspective; however, departinom
structural pattern can mostly be explained by the rhetomtahtion. Therefore, a
strictly empirical approach was not possible and was not désisince the two
essentially work together.

More often than not, thdenitential Psalmsare so highly esteemed for the
sophistication of the musico-rhetorical aesthetic so much thacdtwmmplishment
of their constructional framework is often overshadowed. In thisd_asasterfully
shows his skill as a composer not only in the imaginative uses ofpanting, but
by the musical organization and framework which essentially edabim to
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maximize this rhetorical potential. Overall, it can be said that based oesthlés of

this study, thePentitential Psalmsdo indeed show evidence of forethought in
regard to structure which is evident in the pairing of versetha modal pairing of
Psalms and in the construction of compositional groups (such as in the minor
doxology verses). In a very concrete manner, the latter works/éotige cycle a
substantial sense of coherency in its use of style, vocal textanes use of
harmonic progressions. The motive was not immediately found to haneics
structural clout as these other aspects, but very possibly corttatnsical thematic
links not looked at in this study. This concludes a preliminary lookedtain
compositional tools identified to underline a sense of definite tateiavithin the
Penitential Psalmd-urther studies of this nature are essential in working towards a
better understanding of Lasso’s compositional styles in an attentjetter assess

his output and the total impact of his legacy as the greatest composer of his time.
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Appendix A.
Sixteenth-century Musical Settings of the Penitential Psalm¥

Date Composer Title Publisher

1564 Pierre Colin Les sept pseaumes penitentiaux de  Nicholas du Chemin
David, traduits en rithme francaise (Paris)
Par Clément Marot, et mis en musique
a quatre parties, en forme de motetz,
par Pierre Colin

1569 Giovanni Tommaso Septem Psalmi poenitentiales ab ipso G. Scotto
Lambertini concentu musico cum 4. Voc. (Venice)
1570 Alexander Utendal Septem Psalmi poenitentiales, adiuncti§heodor Gerlach

Ex propetarum scriptis orationibus (NUrnberg)
Eiusdem argumenti quinque, ad

Dodecachordi modoes duodecim, hac

Quidem aetate doctiorum quoraundam
Musicorum opera ab obscuritate

vindicatos, nihilominus quamplurimis

adhuc incognitos, aptissima tam vivae

voci, quam diversis Musicorum

instrumentorum generibus harmonia
accommodati.

1580 Georg Siber Die sieben Bfpsalmen des KoéniglichenValentin Fuhrmann
Propheten Davids in teutsche Reimen (Nirnberg)
gerichtet... mit etlichen Geséanglein
gestellt durch Georgium Siber...
zu Kirchensittenbach.

1581 Bartholomae Septem Psalmi Poenitentiales Andreas Petri
Frencelius (Leipzig)
1581 William Hunnis VIl Steppes to Heaven alias the VIl H. Denham
Psalmes reduced into metét583 (London)

edition:Seven Sobs of a Sorrowful
Soull for Sinng

1581  Johannes Uthdreer Septem Psalmi Poenitentiales. Andreas Petri
(Leipzig)

197 Compiled from Kerchal F. Armstronlylusical Settings of the Penitential Psalm Cycle,560-
1620,D.M.A. diss. (University of lllinois at Urbana — @mpaign, 1974), pp. 3-5; Stefan Schulze,
Die Tonarten in Lassos ‘Bjpsalmen’mit einem Vergleich von Alexander Utendals und Baco
Reiners ‘Bypsalmen’(Neuhausen — Stuttgart, 1984), pp. 11-12.
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1582

1583

1584

1586

1586

1587

1588

1589

Jacobus Syringus

Andrea Gabrieli

Orlando di Lasso

Jacob Reiner

Simon Bar Jona
Madelka

Leonhard Lechner

Georg Schwaiger

William Byrd

Cantiones poenitentiales. Christliche Michel Kroner
newe teutsche Gesange der schénen (Ulssen)
geistlichen und tréstlichen sieben
Busspsalmen...auff Mutetische art...

gesatzt.

Psalmi Davidici, qui poenitentiales Gardano
nuncupantur, tum omnis generis (Venice)
instrumentorum, tum ad vocis

modulationem accomodati, 6 voc.

Septem Psalmi Davidis Poenitentiales,Adam Berg
modis musicis redditi, atque antehac (Munich)
nunquam in lucem aediti. His accessit

Psalmus: Laudate Dominum de Coelis.

Quinque vocum.

Cantiones Piarum, Septem Psalmi Adam Berg
Poenitentiales tribus vocibus, ad (Munich)
singulos musicos tonos debito ordine,

artificiosa compositione concinnati,

eo modo hactenus nunquam visi.

Accesserunt adhuc sex Mutetae...

Autore: lacobo Reinero. Excellefitni

Musici Orlandi di Lasso olim Disculpo.

Septem psalmi poenitentiales, 6 voc. W. Knorr
(Altdorf)

Septem Psalmi poenitentiales, 6 voc. Katharina Gerlach
(NUrnberg)

Prophetae Davidis Septem Psalmi Adam Berg
Poenitentiales Sacratissime, quinque (Munich)
vocibus cummo cum studio ita elaborate

ac composite, ut et voci vivae, et omnis

generis Musicis Instrumentis applicari

commode queant, hactenus tali modo

nunquam editi.

Seven Penitential Psalntzluded in Thomas East
Songs of sundrie natures, some of gravi(epndon)

and others of myrth, fit for all companies

and voyces. Lately Made and composed

into Musicke of 3, 4, 5, and 6 parts: and

published for the delight of all such as

take pleasure in the exercise of that Art.
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1594

1596

1597

1599

Innocenzo Alberti

Giovanni Croce

John Dowland

David Crinitus
z Hlavaova

Salmi penitentiali, armonizzati da Baldini
Innocentio Alberti, Musico del (Ferrara)
serenissimo Signor Duca di Ferrara,

a sei voci. Liber primo.

Li sette sonetti penitentiali, a sei voci Giacomo Vincenti
(Venice)

Mr. Henry No’ell his funerall Psalmes. Unpublished
manuscript

Davidis Regis et Prophetae Psalmi Georg Nigrinus/
septem, qui poenitentiales nuncupantut;erny

in odas precatorias Latino Bohemicas (Prague)
redacti a David Crinito Nepomucao ab

Hlawaczova
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Appendix B. Patterns of Textual Repetition and Voitg

in the Minor Doxology Verses
(Also Showing Opening Vocal Entries)

Psalm |
Gloria Patri, et Filio, et Spiritui Sancto.

mm. 1-3
o
. ~— — /\
4
_@’\‘ — 2 - —
t —

Style: Quasi-homophonic
Order of opening voice entries: Q, [AB], D, T |=5=

Sicut erat in principio, et nunc, et semper, esaecula saeculorum. Amen.
(No repetition of text.)

’
=5
mm. 1-3
y)
& == ===
y)
e - < - 2 A
y) e

Style: Polyphonic/Imitative L& '

Order of opening voice entries: [D1ATB], [D2Q] ) . —
(G} i e —
> : :
~

Sicut eraft(3 repetitions) in principio (3 repetitions) et nunc, et semper
1x -4 voices (D1ATB) Staggered imitation
2x -2 voices (D2Q)
3x -4 voices (D1D2TB)
Et in saeculg3 repetitions) saeculorum. Amerimultiple repetitions)
1x -4 voices (D2ATBWV Free imitation

2x -4 voices (D1D2AQYN
3x -5 voices (D1D2ATB)
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Psalm Il
Gloria Patri, et Filio, et Spiritui Sancto.

mm. 1-2

Style: Quasi-homophonic Dé_.__,.‘:,m
Order of opening voice entries: T, [DAQB] )

Gloria Patri, et Filio, et Spiritui Sanctd3 repetitions)
1x -4 voices (DATQ)N
2x -4 voices (ATQBWV
3x -5 voices

Sicut erat in principio, et nunc, et semper, esaecula saeculorum. Amen.

[ 3 >
('?_ ! O “ H ] 7 -
mm. 1-3
n
=
2 5
9 -
Style: Polyphonic/Imitative .
Order of opening voice entries: 2 = —_—
[D1D2] A, [TQ] B - — _ .
Sicut eraf(3 repetitions) in principio, et nunc, et semper
1x -3 voices (D1D2AN
2x -3 voices (TQBN/
3x -6 voice imitation
Et in saeculg3 repetitions) saeculorum. Amergmultiple repetitions)

1x -4 voices (D1ATB)V Free imitation
2x -4 voices (D1D2TQNW
3x -3 voices (AQBW/
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Psalm Il

Gloria Patri, et Filio, et Spiritui Sancto.

mm. 1-2

Style: Quasi-homophonic

Order of opening voice entries: Q, [ATB], D

Gloria Patri, et Filio,

/)

o - = e
1 1§ *
‘\._( 1 a' T

) I

o - s

L) =

. o5 - .

S—

ﬁ 1 3 Il L

& 1 i 1 I

T S S o B
2 —

(2 “—_—

{1

I — I 1
e

. '—.—'}—
Y — —

et Spiritui Sancto(3 repetitions)
1x -3 voices (DAB)A
2x -3 voices (TQB\/
3x -5 voices

Sicut erat in principio, et nunc, et semper, esaecula saeculorum. Amen.

mm. 1-4

Style: Polyphonic/Imitative

Order of opening voice entries: [D1D2AQ)], [TB]

Sicut eraf(2 repetitions)
1x -4 voices (D1D2AQN
2x -4 voices (ATQBW

Et in saeculg4 repetitions)
1x -4 voices (D2AQB)N
2x -4 voices (D1D2TQN
3x -4 voices (D1D2AB),
4x -6 voices
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in principio, et nunc, et semper

saeculorum. Amerf4 repetitions)
1x -4 voices (ATQR)
2x -4 voices (D1D2A®)
3x -4 voices (ATQH)
4x -6 voices



Psalm IV
Gloria Patri, et Filio, et Spiritui Sancto.

/2 - 3 i i !
&
mm. 1-4 — —
9 i !
G - FR—— |
S P — p—— — 1§
. s > g i w o -
) ;
@ ' p— L8 i v 0:;, |~ £
x/
1 b - . ——
. . 6 = I S Y e e B
Style: Quasi-homophonic > e !
Order of opening voice entries: D, [AQ], T, B
-
Z f fz »

Gloria Patri, et Filio,(2 repetitions) et Spiritui Sanctq3 repetitions)

1x -4 voices (DATQW 1x -4 voices (DAT®)
2X -4 voices (ATQB)W 2x -4 voices (ATQR)
3x -5 voices

Sicut erat in principio, et nunc, et semper, esaecula saeculorum. Amen.

7 - i LY
\'9 i ¢ sl -
mm. 1-4
é — o S it et —t —
TR T I L B o
“ ] 1 -.
9
7 i 2
e e e N
) . '
(’J‘ l- f. ! ~ = = -
! ” - v
Style: Polyphonic/Imitative "
- 1 = I — e =
Order of opening voice entries: {’ . : S
D2,A,D1,T,B,Q - : : — :
; | | T—e—s
Sicut eraf(2 repetitions) n principio et nunc, et sempé€2 repetitions)
1x -4 voices (D1D2AT\ 6-veipolyphony

2x -4 voices (ATQBN/

Et in saeculg3-4 repetitions)  saeculorum. Amerimultiple repetitions)
1x -4 voices (D2ATQMN Free imidat
2x -6 voices
3x -5 voices (D2ATQB),
4x -4 voices (D1IATQ) A
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Psalm V
Gloria Patri, et Filio, et Spiritui Sancto.

-
o5 te # o 1% =
mm. 1-3 ‘
46_‘ ¥ — L —— L
0 N

S N T o get .
- : :

Style: Polyphonic/Imitative o : =

Order of opening voice entries: [DT], A, [QB] )
= ' —

Gloria Patri,(3 repetitions) et Filio(2 reps) et Spiritui Sancto.

1x -3 voices (DAT)AN  1x -4 voices (ATQBW
2x -3 voices (TQB)vV 2x -4 voices (DATQ
3x -4 voices (DATQW

Sicut erat in principio, et nunc, et semper, esaecula saeculorum. Amen.

(GorsiZi i pi N el v |- e
mm. 1-5 , _

(I R TTA TP Rl L el Lo il L T &
N =SS ==

Style: Polyphonic/Imitative ¥ '
Order of opening voice entries: ‘é s =
D1,D2, A T.Q B et =—i=c< =
Sicut eraf(3 repetitions) in principio et nunc, et sempé€? repetitions)

1x -4 voices (D1D2)\ 6-voice polyphony

2x -4 voices (QBN/
3x -6 voice imitation
¢ 2-voice module of imitation

Et in saecula saeculorum. Amerimultiple repetitions)
6-voice polyphony 1x -4 voices (DZAT
2X - +2 voices (D1[AT]Q)
Free imitation
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Psalm VI
Gloria Patri, et Filio, et Spiritui Sancto.

’ ﬂ i i ———

(o"'y—t‘r]’—t-c'l"c.. ,,’['— =) ll— — ]: ——
mm. 1-6

/]

A== EC=—C=———\=ro——r—mo—csr—

ST g

o e T e W _..Lv_-"_._’_x_'_._q_lﬂ

Style: Polyphonic/Imitative

Order of opening voice entrie|%Z ===_c= ===t
D,A QBT - E—
Gloria Patri, et Filio, (2 repetitions) et Spiritui Sancto.

1x -4 voices (DA/QB)
2x -5 voices — entrance of T (c.f.)

Sicut erat in principio, et nunc, et semper, esaecula saeculorum. Amen.

mm. 1-4

Style: Polyphonic/Imitative

n
Order of opening voice entries: :;;

A, [D1D2], B
[D1D2], B [TQ] - —
Sicut eraf(3 repetitions) in principio, et nunc, et semper
1x -3 voices (D1D2A)A
2x -3 voices (TQB) \/
3x -5 voices (D1D2ATB)
Et in saecula saeculorum. Amergmultiple repetitions)

Free imitation
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Psalm VII
Gloria Patri, et Filio, et Spiritui Sancto.

mm. 1-3

Style: Quasi-homophonic

Order of opening voice entries: A, [TQ], D, B

Gloria Patri, et Filio, et Spirituigcto.(3 repetitions)
1x -4 voices (DATQ}
2x -4 voices (ATQBY
3x -5 voices
Sicut erat in principio, et nunc, et semper, esaecula saeculorum. Amen.

F—

mm. 1-6
é’— N, e IS —
. —_— T e e e — — —
4
6—— = I e =
. A3 <

e 3 T t
e - 4 1 1 - 1 53
N

Style: Polyphonic/Imitative
Order of opening voice entries: D1, D2, A, T, Q, B

Sicut erat(4 repetitions) In principio, et nunc, et semper
1x -3 voices (D1D2AN
2x -3 voices (TQBN/
3x -5 voices (D1D2ATB)

Et in saeculg2 repetitions) saeculorum. Amer{3 repetitions)
6-voice quasi-homophonic 1x —4 voices (D1D2ATH
2x -4 voices (ATQBW
3x -6 voices
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