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ne provlem 1c: cneelfically wnat 1s tie contribution

i

of Glorrenmus' Dofnc-einxdon to ovr nrecent lrorledce

of fiftcenth century nmodallity?
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to the fifteents century and to tiae blogrnniy of

[¢

Glrorecnus airpzelfls Murti-r exansleo ore ~iven in order
to rmore e~cily determine tuc eccurney of tin ide-co,

end therelore taelr siornilicence i mrlenl Rictarye.
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The Gre-tos Terloct Tycoten ~f the Creclzs cecnms
to hove rrovided the t -l moterinl for tho e~tobliich-

ment of thae ecclecisctical mole-, asg we rceecosiize thenm

o

.3 for the Gre ter Terfeoct Systen 1s

L.!l

tolay. Tae bnos
tae tetrocaord Toriied Dy a2 tone, tone, cemitonc, such

as the noteo, a~g-f-e. Greelr ccnlen were formed in

«Q

descending order. DTy Juinling tuc rvove mentioned
tetrrecnor?, CLirct ¢ “hunctlsy, vita e’ 2z tuc lest
nete of the firot tetrosciord end the first note of

tne cecmd@, next disjunctly for tie thlrd tctrachord,

and eonjunctly r~onin for tie £ovrta end loct tetracuord,

a ceele of tw: oct-vees, called the Gre~ter Perfect

System, woz formed. It 1s ag £21lovas

¥ete hypervoloion . a’

Ter-noie hyperbolaion gt e,

Trife 111r")':n1\(\1 nlqn : f’ I. Tetr“?‘l‘?"

PO Hypcrbolalon

cte dlezeusmenom e! o
Parrncte dieczeugnmenon 4! .

Trite diczeugmenon ot( I+ Tetracnord

Parames ' Dieczeugnenon

l'cce

Lichanos meson
Toraypate meson
Hypate meson
Lichanos hypoton
Toraypnte nypoton
ypate hynnton
Proulum>““xh\nos

III. Tetrochord

meson

IV. Teotrociord
Hypaton
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Aristoxenus, (lived e, 350 B.C,) was the
first to 4iscuss nuaeioc as & science of both the
intellect and the ear, He discussed intervals and
their relationchips when arrengzed in various orders and
different sounds which &rise frcm varicties in the
conrtruction of musical instruments when they play
tozether, He maintained that the ear must be the final
Judge of what the theorists write.l-

Ptolemy lived in the first half of the
secornd century, A,D, The names for the eicht
ecclesiastioal modes &re derived froz FPtolemy, though
later they wore not applied t5 tho same modas as in his
theory, He kept the tetrachord within the octave and
devised the number of octave species froa the number
of rotes in one diarason « seven, Because it suited
the scale and could fit as far as voisce renge and
range of one strin3 of the kithara, he arranged the
cecales on E of the Creater Perfact Cystem, By using
E as the genter, going up and/or down from there,
and rearrangin: the semitones with the implication of

eccllerntals, ke arrived at seven scales, The ancient

1, Strunk, Oliver, Source Readings in *usic History,
New York: Norton &n o9 2V PPe €0=20,



names, Dorlan, !lypedorlan, lLydian, Hypolydian,
Prryslen, Eypophrysian and lixolydlsn were retained,
An elghth moda was mentioned but was nct approved,
Thia eyster b2san the thinkinz in cctive series, which
has prevalled throuzhout the diesocuscsion of modes,
Ptolery's system is as follows:

Mixolydian eee on B

Lydlan eweceees on C

Phryzlan eeeees on D

Lorian eaweesee on &

Hypolydlan e«e on F

ilypopnryzian « on G

Eypcdouriin e=e on 4,

The tonal material of the Greater Perfect
System was eventually grouped into a series of seven,
thon elisht, octave scalea whigh were thie early church
modes, It i1s likely that the modes were not actually
systemized until the eighth century as an attempt to
codify tas large ropertory of chante which had ascue
mlated, It 1s thought that many of these chants
were modified to oconform more oclosely with the theo-
retical systea,
During the development of modal theory, lack

of uniformity and agreement of nomenclature was evident,

The terms tonus, modus and ;zgpng, all referring to the
modal system, wore used differently by different



theorists, which accounts for much of the auablzuilty
whioch developed fromn such interchunse of terus
without clear deflinition,

Aurelianus FReoumensls, or Aurelian de Réomé;
was 8 ninth sentury French thesorist, GiHe wrote a tresw
tise on music which contiaina the earliest information
aoout the melodic peculiarities of tie eilght church
modes and influsnce of the rhythaic structure of the
text upon construoction of the melody.z'

At this tire attempts were made to eniarce
the eighte-mode system to accomodate antiphons which
did not fit into the system, Churleusa ne suzzested
four more modes to Aurelisn for ure with Fsalm Tones,
but the latter shows through transposition that they
could be accomodated by the eight which were already
recqgnlzed. 3. These atterpts for new classifications
concernad only the antiphons; other music of the tinme
could fit into the eight modss,

030 of Cluny ( ? - 942 ) oomprlains about

the uss of trancposition by unskilled musliclans, At

2, Aurelian de Rdomd, iusica Disciplins, Gerbert
Seriptores, I, pe 27

3. 1IBID,




this time the F-sharp and C-sh&rp, &8 well as the
E-flat, were implied in conpositions, They were
avolded in notation through the use of transposition,
80 a8 to use the B-flat and 3-natural inutead, The
followinrnz chart i1llustrates how the bL-flat and 5-
natural may be substituted for the Z-flat arnd F=-

kerp through transposition: 4.

»
D e MSF-G-a-b-c-d-tranbposed up & 5th b.&
EmFab¥iegeb=cedee-transposcd up a 4th 8-b=blo-d-of-g-
F-Ge2-b20-d-dke}f-transposed up & Sth omdmo-fog-actitlo

u—a-b-o-d-e-tdt-g-tranupoaed ur & 4th
Thouzh the B=flat and Benatural occurred in the
same gomposition, they were not found in imnzediate
successiony thus chromaticism does not refer to
chromatio progrescions such &8 Beflat-B~natural, but
to alterationa of the natural gamut, 0do also
treces the relations between the B-flat &nd other tones
by showing that the 1deal tetrachord, d-oc-f-g, 1s
like that of g-a-b-flat-c, &nd the perfect 4th and
5th relationship that exlsta between f-b-flat-f,

These alterations through transrosition

were in some cases, used as substitutes for the

4, Reese, Guatave, Music in the iiiddle Azses,

New York: Norton &nd 33.. I§55n Pe ng.






additlion of an accidental to avoid the tritone,

Odo alao seems to have been the first to
apply the letters from A to G, to the double octave
series ( using & for the uppermost A ) and to extend

the series downward by adding the low ocalled

Gamma-ut, Odo presents this chart:s‘
r A B c D £ F @
I II III IV v Vi VII
a b ¢ d e o g H
VIII 1IX IX X XI XII XIII XI Xv

~

Guido d'Arezzo ( ¢, 995 = 1050 ) states
that 1f one does not wish to use the flat he may transe-
pose the sections in question: e,g,, F=G-A-B-flat to

GeA-BenaturaleC; De=zZ~¥ t0 A=-B-natural-C;
DefeFe(elAeBaflat 10 A«Benatural-CeD-i=F: and

DoC=B=flat to A=G-F,%*

He alszo gave an additional set of names to

pitches through his application of the syllables
ut,re,mi,fa,s0l, and la, to the following hexachorde:

Shore -Haed. r\olwra;).— N FlaX - Sc;f‘; oo
2 =

hollun Nomes: Dunom (Hand) amo MeoMe (So84).

5.1BID,, p. 149,

6.Guigo d'Arezzo, liiorologzus, Gerbert Scriptores, I,
Pe Oo



Guido obtained these syllables from the Hymn of

Saint John the Baptist which begins on the toni¢ of

the chant with the syllable ut, #ach of the six phrases
which follow besin & step above the previous phrase

and by extracting the syllavle found at the beginning
of each successive phrase, CGuido arrived at the six
syllables, Mutation could be e&pplied for & melody which
went beyond the range of "six notes, by passing from

one hexachord to another, Partiocular notice should

be given to the fact that in order to pass from the
firet to the seoond, or from the second to the third
hexachord, without pausing, the semitone mi-fa should
be used as the pivot point, The singer ohanged the
names of the syllables to conform to the new hexachord
in which he was singing, In & letter to & fellow

monk he states that by assoclating these syllables with
each of the slx successive dezrees, his cholrboys

could learn "in a few days what formerly required

many weeks to master.“7‘ The practical application

of these syllables remained in use with the addition

of 81 for the seventh degree about the year 1600,

7. HReese, Guetave, FMusic in the l}iddle Azes,
New York: Norton &nd Co., 10%0, De 158.



Tnls system was qQuite sufficlent, since many early
chants d4id not exceed this range, The tetraohord
still played an important role in theoretical
conceptions, &8 oan be seen by the fact that each
successive hexachord bvezlns a perfect fourth higher
than the last,
viedieval modal olassification fell into a

syatem of féur lanerias; Protus, which comprises medes
I and II; Dsuterus, III and IV; Iritus, V and VI; and
Tetrardus, VII and VIII, The modes with the same
finals fell in pairs:

Protus ~e=eauthentio and plazel « finals on D

Deutarus ~-authentic and plazgl « finals on K

Tritus ese-sauthentic and plasal - finals on F

Tetrardus -authentic and plazal « finals on G

The reciting tone, or dominant, descending

to the tonle formed the upper pentachord in all
oases, except the Phryglan, The rest of the scale
couprised & tetrachord which occurred above ¢or below
the pentachord, depending on whether the scale was
authentic or plezal, In case the range extended
beyond the notes available in the scale formed by
conbining the pentachord &and tetrachord, the ternm

tonus mixtus or mixed mode was applied, The final



and dowinant may imply Dorian, but the range may go
beyond that of the Dorian, implying Hypodorian, This
was ocalled & mixed mode and was classiflied in one of
the four lianeriae, ( In the above case, the Maneriae
would be protus, )

The system, which was just presented, was
applied to the analysis of previously existing melodic
formulas in plainsong for the first time in a tenth
century treatise, Alla Musica - long ascribed to Huobald.s'
This work 182 most probably a composite work of four or
possibly five authors, By confusing the tonol
( transposed scales ) for modes, & turning point
in medieval modal theory was reached,

Because of the limited range of singers, or
possibly that of the kithara, the octave species
were used in transposition into the e' = e octave of
the Greater Perfect System, The author assigned the
0ld Greek names of these scales to his own soales,
Mixolydian was the highest and Hypodorian the lowest,
The Greeks formed their note series in a descending

8. Hucbald's authorship was disproved by Wilhelm
Mihlmann, Die Alia Misica, (Gerbert Soriptores, I)
Quellenfrage, Umfang, inhalt und Stammbaum, 1914,
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repnor rather than &scenélng, the confuclon of which
eccounts for the difference in the aprlicatior of the
naues betiyoen ancilont Greeix #nd ledleval theory,
Traus, the octave species were foramed from reversing
the Greelz forms on the disdlapacson:
fron a'-a, EKEypodorian
g'=g, lypophrygian
£'-f, Fypolydlan
e'-e, Dorian
4'«4, rhryzisn
c'«0, Lydian
b'~b, iixclydian
to a-a', ’lypodorlur
b=b', Hypophrygian
c-0', Hypolydian
d-d', Dorian
e-0', Ihrysisn
f-f ' » Lydi&n
g=3'y ixolydian

In the elsventh century, Hermannus Contractus
aprlied the nare Fyporixolydlien to mods VIII, which
substituted for the name Hypsermixolydian, whiech had
been uced irnaccuratsly tvefore thils tiaxe,

In the twelfth century the range of each mode
waa restricted to ten notes throush 2 misunderstending
of & passaze in Psalm CXIII ( CXLIV ); "™upon a
psaltery seee 0f ten strinzs will I sing praises unto
Thee," Thie was part of ths Cistercian Reforz which

was or_anized by the Clsterclan Order, a strict branch



of tre Beredictine Order that wvae establiched in

1093 at dgteaux, France, DYrevious to this resiriotion,
the lirits of range ware not sgreed unon by the
theoriste, The Cistercian Pafornm brousht chout innue
merable transpositions to avold chromatic alterations
and rhrase-closes on d27rees othaer than the final of
the prevailing mode ( which in many caces was a matter
of gonjecture ), or to bring within the permitted range
those passazas which extendsd beyond tha new limit of
ton notes,

Two assertations have been nnds concerning old
chant melodies, One is that they are besicly pentae
tonlo.g' The other asssrtatisn concerns the addition
or £1llinz in ¢f the renaining minor third and states
that thias oecourred throuzh tha use of the quilisma,

Two ways are possible, e,z,, froem A to C could be
perfoeraed either A-B-natureal~C, or, A-3-flat-C, This
prectice may have baen the factor which enured the change
of the domlnant in the FPhrygian mode froam F to C, a
ohance which ocourred between the tenth and eleventh

centuries,

9. Hheere, uUustave, Mizig in the Middle Ages,
New York: Norton 8ud Go., 19%Us DPe 156:161.



- 12 =

Thge IZ-flat mzy have been &an cjual of the
B-neturel eince 1t appears in meny cuces to the
exclusion of tho Z-natural, This iuportuance carries
over eaclly to the questlon ¢f ths Iyllan mode without,
but wmore importent here, with the B-fiat, and the major
mole ( Ionian ) and their co-exlstence uncer the same
name, Lydlan; and the Derian wzodc 1n 1ts two forms,
Dorian &nd minor ( Aesclian ) without or with the
F-flat, under the s=&me rame, Dorian, "Thouzh thecse
modeec, Aeollun and Ionlan worce nct recognized dy
theorists, and so are anachromisns, they were in use
lony before the theorlets accepted {thex,” 10,

The wrltings of terchetto da Fadua pertain
to the musleal knowled:s in Italy at the beginning of
the fourteenih century, Regarding classificatlon of
nodes according to thelr ranje, he glves thece namess

Forfegtus eemmee——egutientle modes which £1l1 the
ootave, inocluding one tone below,

Inperfoctus weew-e-guthentic or plagal which do
not f£ill the range

Flusguanperfectus «a mode which excezde the perfect
limits by a tone

10, Seay, Virzinia, A Contribution to the Problem
of .ode in iediadTIY  uzlc, larline ctudfes In
Tuclcolory, LIrnmsapolls, rdnn,, Burgess Pube
1ishing Co., 1945, p. 58 footnote,
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Tar1e MIXLiS e=ewweyhsz autiientiz extsniis balow
to its plazal more than one tone

-=eeewhen plagal ascends above & sixth
froa 1ts 101 1uto the notes of
its authentic

Connixtus eewweeeeirresular vhich cannot be Jjudged
becauze of its feor the reason
of a; brevity ( of range )

b thoce whilch are authentic
only at the beginning
He &also estates that eccilertals 4o not change the
mode because with transpoeition the mode can fit into
one of the existing formulas.ll~
Jean de iurls ( b, before 1300 « ¢, 1351 ) was
an acquaintance of Philippe de Vitry, He mentioned the
appearance of the Fecharp and Gesharp in instrumental
misic, but did not recosnize them in woozl music because
transposition could make thexm urnecassary, He does
susseet the possibility of a hexachord of D - ut, with
an F-sharp &8 pl and G &8s fa, 1z,

In regard to muslca ficta, Philippe de Vitry

etated that, "musica flota ooccurrs whenever we change

a tone tn & senitone, or vice versa, For every tone

11, Cerbert Scrirtores,II, pp, 101, 139,
120 _I__ti;_l:"’_o’ PP. 306"'307.
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is divislible into two ssxzltones and contequently

the sign for the semitons may be applied to all tones,
whenever there is & flat we zust say fa, whenever there
1s a sharp we must say El-"13'

At this time refersnce was wmade to there
belng not only two but three possible alterations for
each tone, e,g.,, D~flat, D-natural and D-aharp.la‘

Adan von Fulda stated that at leaet one volce
should eppsar in on2 of the eizht church modas but
also that a composer should te well acquainted with
all twelve of tz2 possible tones in the scale.15'

The Melleval and Renaissance theorists pre-
ganted selaborate rules for the usss of accidentals,
traneposition and contrapuntal procadure; however,
they =eem2d unable to cope with the mode in polye
phonic music, The individual volces were dlscussed
and claesified modally, but no over-all mode, ree

garding the volces as they sounded simultancously,

13, Rigsby, Lee, Ettudlies in Music History and
“heory, Tallahaseee, Florida: Florlda ctate
Unlversity Press, 1955, p. 61,

14, Andrews, Frederick Sturges, lredlaeval Yodal
Thecry, Cornell University, toctoral Llssere

taﬁi;n, 1935, p. 8C,

15, Adam von Fulda, iusica, Gerbert Scriptores,
III, p. 124,




was Ciscussed, The meds of the cozpocsition vaa
zenerally determined by that of the cantus firuus,
fourd rost often in the tenor,

Tinctoris ( o, 1446 « 1511 ) felt that the
general rnode waa found in the tenor (cantus firmue),
the particular mode in each separate voice.lG'

Glareanus ( 1433 « 1062 ) azreed that the
cantus firwus determined the wod2 but he did reco:nize
irresularities &nd allowed frealoxs on the taslsa of
the co=pocer's 1néiv1duality.17'

Because Glereanua lived at the end of the era

of thinking in termus of elght moles, £nd wrote his

Dodacechordon as an £4ditlion to the theory that pree

ceded him recarding wodal usare, an examination of his

life snd the above-zantiored work, the Dodecachordon,

will follow, <Cpecial note shall te glven to the lizht

1t casts on modal theory and itz sl nificance,

16, Tinctoris, Johannes, Tractatus de ruzica,
Cousseraker, Scriptorem de .usica, Yaris,
1264, Chapter 24,

17, Clareanus, MNeinricus, Dodagachordsoan, inglish
translation by Clement &, ..iller, Loctoral
Diseertation, Ann Ardbor, idchizan, University
of ichi.an, 1950, p. 455,
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Dlorranar of MHelnricous Gloroconusg

Heinrica Loritl, better knoun es Glorecnuc, was
bornt in Junec, 1488 1n tae vill-~e o 101113 in the Canton
of Glarus, in Switzerlond. Glorig, inich 1s rvicturzscque
wita forecsts and meadowg, Joined the Swiss Confelerntion
in 1352. The innavltants are primerily CGernnn specking,
al precent are of the Trotosiont foith ond number
34,771. Tae canitol of tne Contom 4o Cloyuo, vwith a
current ponul-tien of 5,266.

In 1511, Loritl czsuned tie none Glaracnugs after
is birtapl-ce, as woo & conmion proctice at Lue tine,
ond called himcelf by tiide n-me taroususut his 1life.

Glareonus kent houcse and teonded herd in the Alps
until he woz tuwelve yeors old. He was eccer t2 besin
cenodl and did so ot o newly forred private sczo-l in
Tern, Tuwitrerlr-nd unter Mlehwel uelluse Hi: fired
mubjectis were Iotin on? tle eleorments of mucice Cleorconus
edired fubellus o preat derl ond waen Mubellus moved to
Mnttirell in 1521, Gleorornus folloved him thewe and
rencined worliing under hin for five morc yeoro, until
Juna of 1506.
idilc nert recicence s 2ot tiae Univercity of
ColoTne, wacre ac rro3nbly studled ununle wita Johannes

Dobnek, war 1 Detter ¥nown by alc psevdonyn of
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Johannes Cochlasus, ( le also used the pseudonym
Wendelstein, ) Cochlaeus became & magieter artium
at Cologne around 1507, <©Tome time after this he
received a degree in theology at Ferrara and becaxe
rector of the school of St, Lorenz, Le i1s the author
of twvo muslocal treatises, Glareanus speaks of
Johannes Cochlaeus in the Dodecac as

"olim in usicia Praeceptor noster,”

Glareanus received his Baccalaureats in
1508, his licentiate two years later and by 1514
compléted his Doetor of Liberal Artse,

During a visit to Basel in 1510, Glareamus
met Ulrich Zwingli, who was a parish priest in Glarus
from 1506 until 1516, They became friends partiocularly
through thelir mutual interest in musio until their
disagreements re;arding the Reformation drew them
apart, Glareanus was extremely pilous, oconservative and
very much opposed to the Reformation and thoese who
were involved with it, In a letter at the library
of the University of Munich, he speaks out against
Zwingll on the particular subject of church song,ls

1, Geering, Arnold, Die Vokalmueik in der Schwelz,
Aarau, 1933, p. 50,



*18 -

When Kaiger Maximillian came to Cologne in
1512, Glareanus composed & poem of praise in the
Dorian mode which he sang at a especial parlimentary
neeting of German princes, The Emperor was s¢ pleased
that he presented Glareanus with a diamond ring and
erowned him poet laureate,

At the pompletion of his Doctor of Lideral
Arts dezree at Cologne in 1514, Glareanue accepted
the regency of a hall at Basel, He was not on the
rublic payroll there, but reather gave private
instruction in mathematics and music as well as Latin
olassics and the elements of Greek, He eetablished a
scholarship for students who lived together under his
supervision, Instruction from him was much sought
after, and the second year his students numbered thirty,
At thls time, he became well acquainted with Erasmus
of Rotterdam vhom he admired a great deal, Erasmus
was a great admirer of Glareanus'® also and in a letter
dated March 7, 1516 to Urbamus Regius of the University
of Ingolstadt, he had this to say, "Glareanus
poasesses extreme skill in all mathematics, His
Arietotelian phllosophy matches the highest, He has
mastered muich of theolosy, In geography and history



-19_

he 18 perfeot, lle has acquired a falr amount of
Greek and could corplste it with sows industry, He
is oliserful, lively, an excellent teachsr, truly a
man for all hours.“z'

in & coument on the Nenalisance by mrasmus
writton in 1517, he mentiona Honry of Glaris,
( Frenoh for Glarus) &s being &n exceptionsl man of
letters and mathematlesj one worthy of 1mitation.3'

The importance of the oity of Basel and the
Undversity warrents soma ettention hkere, The olty
foundsd by the Romans and waa governed by bishops,
Detween tLha sevenih and eleventh centuries 1t passed
to tho Alem2nni, Franks, and Burgundlana, Ia the
elaventh century it was a fres luperlal c¢ity ruled by
& prines, The initial impulse for the founding of a
university provably ocaze from intellsctual currents
fostered by the Council of Dasel, 1431-1443, At the
petition of the Town Councill to iius II ( Aeneas
S1lvius ricoolomini, who had lived in Basel during
the Council ), & foundation bull ( decree from the
Fope ) was granted iIn 1459 with privileges similar to

2., Eohn, Peter, Introdnetion to hlz Gsrman transe
lation of the Dodecachordon, Gesellshaft fur
¥eikforschung, Lelpzig, Lreitkopf and Hartel, 1888,

3+ Kelaughlin, rary and James Bruce Ross, editors
The Fortahle Kenalssance Reader, New Yorks Vikins
fress, I?bug Pe cl,
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those of the University of Bologna; the new University
vas offlclally opened the following year, The first

set of statutes, drewn up in 1465, were based largely
upon those of the University of irfurt and established
& curriculunm usuaily found at thls tize whioh

conzlsted prinmarily of the readinz and disocussion of
Aristotle, In the new statutes of 1492, rmsic 18
mentioned among the required "Lectionea Pro Magisterio,"
At first music was required as a branch of mathematiocs,
It assuned the place of a practical art after the
Reformation, The University maintained es its organist
& musioclan whose duty included training etudents to
sing, Through such men &8s Glareanus, misio was combined
with Greek literature and had a place in humanistie
studles,

During the Refqrmatlon Basel became a Protestant
town, Consequent reorganization of the University
followed, Xusio held a regular place in the Aprts
Faculty, thouzh Zwingll had prohibited music in church
eervices and ordered the removal ¢f church organs,
Liturgical music was restored in the service at Rasel
aftor the Reformation,

There was & strong emphasis upon choral musie

as @ part of the academic activitles from the early days
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of the Univeralty, In the fifteenth century and during
ho last yoars of tho alxteentli, eoveral treatises
witnecs tho teaching of choral music in the Univerasity,
Instrunental wmusic was used &t oerguwonies such as the
processional for candldates for the doctoral examination,
After the Reforzatlion the cerenony of promotion was
accouapanied in part with musle, Juring the sixteenth
contury meny plays wore presented which used musical
instruments and chorel musioc and sometimes included
tiic prescntation of élscourses on nuslic,

Basel was oue of the key conters of printing,
vrich faecllitated the lncorporation of mesic into the
lectures, ceremonles, school drauas and private lives
of tlie profcssore and studenis &% the University,
lany collzetions cf musiecal works, both instrumental
erd cloral, as well &s theocretlesal works on music,
wvere published in Dasel,

Glareanus traveled in Italy during tlie early
rart of 1217, Leginning in lay of that year, he
taught in rarls on & stipend of one hundired and fifty
francs yearly froa fFrarz I, 1In 1515 he was offered the
chelir of rhetoriec &t the Univorsity of rarls, which he

Geelined in favor ¢f malintalniag uls etipend,
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Yo confucted an efucctional institute in raris
pinllar to the ono &t Besel, Jean lonton, the composer,
and Feber Stapulensis ( alro knewn ac Jocques LeFevre
d'Zcteples ), vho was the teacher ¢f rmony mon wio
beceme dletinmiiched for thelir huranictic lesrning,
vere earong thoece vho knew Glareamis Quring the tine
he was in Peris,

Upon his return to Pasel in Merch of 1522,
he was & private tuter in hurmanities, lie narried a girl
frem Bazel, who dled in 1579 after a childlecss marriage,
&s a courell menbher of the arts faculty 4n 1524, he
iritieted onen leciures &nd recltele for students which
vere extreordinarily well atiended, DIocel was
becoming an active center of the Reformation, and when
the University of Frelburg in Brelsgau offered
Clerecarus the chalr ef rhetorice, he accopted 1t
tentatively in 1523 and definitely in 1520, Ho broke
his friendchiyrs with 8lrmort everyone in Bzecl who was
cennected vith the new meverient, - the great najority
of hi= eccuaintances, Uils move to irelburs was to sever
Lis cornections with thls movement and these Invelved,
The great amount of publiching at Basel previded

inepiration throughout the Cortirent, Glareanus



- 23 -

worked under thls inspiration and even after he had
left Basel, was able to have his books published there,
His works include books and treatises on mathematios,
poetry, geopraphy, &8 well as editlons of works by

Tac: tus, Horace, Boethius and others,

In Freliburz he read openly and privately for
his students from works dby Livy, Homer, Ovid, and
Virgil, His publle readings drew such enthusiastic
crowds that the great hall had to be put in order
repeatedly, Little seems to be recorded about his
life from the time he came to Freiburg, other than
the faot that he remained teaching there, Hia eyesight
began to fall and by the time of hls death on the
nizht of March 27th, 1563 in Freiburg, he was completely
blind, He was buried in the monastery according to his
wvishes, He had already sold his ocopiocus library to
the Blshopry of Johannes Angolph von Kn8rinsen
in Ausburg, which presented it to the University of
Ingolstdadt and from there 1t went to Munich,
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CIAPTT=R IIX

Ni-cuessliosn of Molal Taecry in tae D27ODTCACHITDTH

Glareconus!'! sicentific ifvvertisntiong, inreluding
2.

nle masie rercesrei, ovilently s»nrqng fron als yenra al

-

Bazel, wizre many of nls weriic inciuling tizsse oy muclic,

wrere printed. Thae flrst of taese, tue Iz-~come in

clcen, was printed in 1515. His next nubliched musical

' treciises De Arithmetica

vorls was a revizion of Boetidiug

and De Fuzica, walci: form a part of the oouplete edition
of Boethlus' works pubilshed at Busel in 1546. The

Dxdcenciaordon, printed in 1547, wita whicnh we will be

concerned nerc, in Glarcanus'! most important muzieal
worz and 13 recarded oz one of toe mo-t imnertent
tacoretical worlie of alc time. In £011o0 formnt ( six
parces an o zieet ), tals work contalns o title pore,

tro epl -tle prres, rceven pores of tablae of contents,
four aundred snd soventy p-ger of dircuscsicn rnd musilcal
c:rarmles in thirvee books ol fiva cectlions encii. Becouce

the Icncoze in vsireon nnlkes up tae first book of the

Dadecachnrion and bzcause Clarornug is the editosr of

two of Boethlus' workz, it would, ih rmy opinion, be nmost
accurcte to soy e wrote only cne murleal troatiee, the

Dadecechordon.




At one time, copics of this work were owned
by many Buropsan libraries, inoludinz tha Univsesity
Library in Freiburg, the Carzaa Imieeun in Nirnversz,
the secimlery =zchool lidbrary in Eoilbronn, the ecity
1i%rary in Lineherz, the Ratschul library in Zelckau,
the roy21l lidvrary in Berlin and the oity library in
Elbinz, An exaat desoriprtion in print is in the
¥onatschefte fir Misikceschichte, I, 67, In 1557

Je L. ¥Wonezcoer rmade en abhridcement of the Dodecachordon,

entitled Mueisrae gnitame ew Glareani Dodselaakerds,

vhich was published by Petri, In 1559 a second edition
of this work was published by lanfredue Earbariocus

of Coregrio, In 1868 a Gorman translation of the
entire Dodecachordon was done by Peter Eohn, whioch

can be féound in many librerles throughout the world,
For his Dootoral Dissertation at the Universeity of
Mohigan in 1950, Clement A, ¥iller, present Dean of
the Cleveland Institute of Misio, translated the
Dodacecherdon from the orizinal Latin text into English

and transcribed the polyphonic mueicsal exarples into

rodern notation, The edition from which Dr, Miller

made his translation is one of the original printings

from Basel and is owned by the University of Michigan,
The first of the three bcoks of the Dodecachordon
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is teken directly from the Isroore in i¥irigen,

with only the title onitted, The chupter headings

e&nd eub-titles are the same, It dlcscusees the origins
of musle, 1ts genara, mislcal intorvale, division of
tones, divieion of sceles, the morochord im relation
to the dlatonic species, solmimstion and the eight
rusical wodes « in preparation for the following books,
The first book 48 based principelly on the works of
Boetl:ius and Gafurius, The latter was & distinguished
theoriot end composer cf the late fifteenth and early
slxtesnih centuries ( 1451 = 1522 ), Glareamus
gtetes that he is "Ashared of ceriain ren writing proe
feenefly on uuele who could not idantify the sounds
they write of," 1. ™o writers of ( rusic ) theory
excert Franchinus ( Gafurius ) can te quoted here

bty mugle," 2e  Thus the Justifiertion for the numerous
times he refers to Gefurius, This tosk ( consistent
in thias wey with the other two ) 4noludes many

¢levay ecconpiuled by sreatly detalled dlscussions,

1, Glsresnus, Heinrlous, Dodescachorder, English
translation by Clement A, :1llsr, Loctoral
Plesertation, Ann Ardor, Michisan: University
of IdOhj.gan’ 19503 De 4‘6‘

2‘ IFID.’ p. 373.
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with Intermiptions for curelul qualifications, which
£0 into evon grestor datall, and insertions of quotations
fron litorary sourees, chiofly from the (reok classioclsts,
by man such &s Tlato, Aristotle, Ptolery &rnd Aris-
toxame, All of thesa axe Intarestins, especially
Whan one ke9opa in mind the period ia wulgh Glareanus
1ived, Iowover, the complex mannor c¢f dolivery makes
the polnte of the discussion rather difficult to find
at times - & comparatively tadious task for the averaze
tventleth esntury efflicioncy-conscious mnind,
Tha seoond bool contains the followingzs
a) a goneral disoinzlion of the modaeng
b) musieal theories of anciomtag

¢) sanalysls ani discussion, with plainsong
examples for each modej

4) oconnectiens of the various modes;

e) examples of modes which do not £111 the
octave;

f) ocompariaon of renophonis and polyphionio
comrositions; and

g) monovhonies settincs of the Horatian Odes,
( T™a1s laat repressnts the pravziling desire
to revive Greek theory, )
This book includes a dlscussion, "«hat our times
seon to heve chanzed in these modes ( the eight )
and ts what extent this 1s lawful, " "It is evident,"®

he says, "that every age has gcorrectly used these
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modes in fo—2 way, even if it is not imnediztely
eprerent,” e Ke goes cn to suy that nnny theorlsts
meintelin tiet sltering serditones doee not ¢henge the
rocds « Glsrsanus opposes tlils by assartinzg thet the
mods 1tself 1s chanzed, %e
The tulird bnok contuins tue followinugs
a) notatlon, rensmuratiosn, tzotus, proportions,
with examples based primarily on the works
of Gafuriun;
b) vyolyphenie examples of the nodes;

¢) econnostions of nodes;

) examples of modea thet do not £111 the
octave, and

o) ( some ) biosrapr:leal material on the composers
Vilose works ara uzed 23 vell a3 comnent of their

style and skl1ll,

I'inety qusotations are made from &ctual
polyzhonic compositions writtsn by many distingulshed
cemnogers, &anong them the Netherland cowuposers such
a8 Josjuin, Erucel, Ockachem, Cbrecht, Fouton, lsaae

and othars, and by some Swies and Cerman COZpPOSErs e

fenfl, Sixt Pletrich, and Cregorius !'eyer, Sore of the

3. _IDI'-.IDQ’ Chapter v, p. 180.
4, I3I0,, 1. 185,
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compositions were personally requested by Glareanus
for th9e express purpese of 1llustrating a point,
Thoush many of theese examples are fragments of larger
works, the preservation of these compositions by

their inoclusion in the Dodecachordon is enough in

itself to establish the importance of this book, The
many citations from Greok and latin poets reflects the
author's humanistie and philoloziocal interests,

Glareanus classifies thesce examples acoording
to perlodss

I, those written seventy years before his time
which he calls 0ld end simplej

II, those from forty years before vhich he ocalla
a8dolescent, and

III, those no more than twenty-five years old ch
constitute perfeot art according to him, ~“e

Glareanus does question those of the last category in
general by sayinzg he is aschamed of the distortion of
sorrect modal usage and that euch a lack of restraint

has caured learned men to weary of the style, He adds

5, It micht be of interest here to note the author's
epeculation that the Dodecachordon was written
much earlier than itse pubillBhiny date would indie
cato, The composers whose works he has used were,
for the most part, deceased by 1520, The first
book was already clted as having been written in
1516, Glareanus mentlione no theoretical works or
musical works beyond the early part of the sixe
teenth century,
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that polyphony for more than four voices 1s "not so
much for aural pleasure as for the ostentation of the
talented, For it oould soarcely be possible that the
human intellect distracted by so0 many and so varied
sounds could follow carefully &11 voloes eimultaneously,
In my opinion & distinzuished composer can show his
vigor of talent in two or three voiceg,™ 6. Yany

of his examples are for two or three véloes,

Specific Approach and kodal Discussion |
Glareanus' general approach to modas 1s by
their range in the ootave specles, He discusses the
same octave species rather than the authentic and
plagal grouping, 1,e,, Hypodorian apd Aeolian together,
since they are both in the ooctave of A, rather than the
usual grouping together of Dorian and Hypodorian,
Because there are only &even ootave spedsies,
he maintains that there are only seven modes, He
recognizes two divisions within them, the harmonis,
( authentic ) by S5th and 4th, and arithmetic ( plagal )
by 4th and 5th, 3y putting these together in all

possible combinations he arrives at twenty«four

6. IEID.' p. 418-419.



different species, but discards twelve of those as
non-diatonie, The six modes retained in the harmonic
division are Dorian, Phrygian, Lydian, iixolydian,
Aeoclian and Ionian, whioch, together with the six
arithmetioc or plagal modes - Hypodorian, Hypophryglan,
Hypolydian, Hypomixolydian, Hypoaeolian and Hypoionion,
make up the twelve modes that he defends, Under the
authentlo group he names the Hyperaeolian ( Loorian )
as spurious, along with the plagal Hyperphrygian
( Hypoloorian ), because they may not be divided
harmoniocally or arithmetically, not having the
necessary perfect 4th or 5th for thie division,
Glareanus' main concern is for the four new
modes which result from the addition of the Beflat
to the Dorian and lLydian, Earlier the Dorian with the
B-flat was olassifled in the Protus Maneria and the
Lydian with the B-flat in the Tritus Maneria, He
maintains that consistent use of & B-flat in the
Dorian Mode 1s equal to & different octave arrangement =
that of the Aeolian from A to &, and likewlse consls-
tent use of & Beflat in the Lydian lode 1s equal to
a different octave arranzement - that of the Ionian
from C to ¢. Therefore the Dorlan Mode with a B-flat

should be referred to as transposed Aeolian and the
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lydian Mode with & 3-flat should be referred to as
transposed Ionian, He stresses that this is not a
radlcal innovation, but rather a logzgloal continuation
and expansion of previous practices,

Another of his goals iz to establiah consls-
tent nomenclature, Rathor than uelng the terms tonus,
modus &nd tropus interchanzeably &s Gafurius does,’s
among othere, he makes it quite clear at the beginning
that modus will refer to the church modes, while tonus
will refer to the interval of a whole tone. This
desire for consistent nomenclature also pertains to
the modes themselves, Strong advocation for proper
use of the modes and consistent nomenciature probably
reflects part of the influencs of the Gresk revival

which prevalled at the time of Glareanus,

The firset octave specles and its two modes
extend froa A to a, The Hypodorian 1s divided
arithmetically on D, the Aeolian 18 divided harmonie
cally on A, In both, & minor third may be added above

and 1in the Dorian inde & whole tone may be added below,

T Gafurius, Franchinus, Practica Musicae, ¥ilan,
1476, Chapter T,




The second octave speclies and its two wodes
extend from B to b, The hypophryglan 1s divided
arithmetically on E and usually uses thne range from
Be-natural to ¢, Though the range is similar to the
Ionlan, the sound 18 characteristic of Hypophrygian
bascause of tne style and the pitch of the final and
thie approach to the final, The Hyperaeolian or loorian
has no perfect fourth or perfect fifth, cannot be
divided arithmetiocally or harmoniocally and therefore
i1a not usable, except by adding a semitone to the
top and & whole tone to the bottom, thereby perfecting
it and making its use possible,

The Hypolydian is divided arithuetically on
F, with a rane from C to o, 1ihe lower semitone b
is often added, making 1t siwilar to ihe Mixolydian,
The Ionian 1s divided harmonically on C and has muoch
in common with the Lydian, It could be called o0ld
dode VI, Occasionally a B-flat is added, making 4t
also elmilar to the Mixolydian, The semitone below
is rarely used, It 1s the most coamon of &ll the
modes, though 1t is rarely found in older church
muslce,

The Hypomixolydian is divided arithmetically
on G, with a range from D to d, The Dorian is divided

harmonically on D, Eoth of these modes have been used



to a great extent throushout thelr existence, A whole
tone 1s often added bolow and & third sbove the Dorilan,
as ls the casd with the Asollan,

The Hypoaeolian 1s divided arithmetically on
a, the Thryslan harmonloeally L, Thes:2 modes have a
ran-e from E to e, The firet of these 1s infrequently
used, probably throuzh inabllity of siners to use it
accurately, They usually chanse it to Hypodorian as
do choral directors, A whole tone b2low and & semitone
above ray be addsed, The Phryglan has 2 very chareage
teristioc sound and cannot be ea:zily oconfused with any
other of the modes, When 1t is used it is for this
sound, which Las made 1t vary distincetive and conse-
quently f=nous,

The sixth octave seri=ss hzs a ranze from F to f,
( Note the confusion of names here regarding what we
know as tlie Hypolocrian, ) The Hyverpvhrysian, plagal
of the Hyperaeolian or Hypophrysian should be ecalled
the Hrpoliyperaeollan, It 13 sometimes wrongly called
the Hyperlydian, It 1s rarely used in its coaplete
systen end then only fron the fonal ¢enter, I, down
to F, The Lydian divided harwmonically on F 1a rarely
found in 1ts purs forz without the additlion of B-flat,

even in the early church, A polyphoric example of this



made Lo the Dodaeschardon had to be espscially cozmise

sloned since Glareanus could find none that was
without the addition of a 3-flat, This 13 also true,
but leass surprisinsly no, with the lLocrian und its
rlazsl,

The seventh and last of tlis ootave saries 1s
fro1 G to ge Tha Hypolonlon is divided arithnetioally
on C and 1a rearely used, With the additlon of a B-flat
it was known &8s Jode VI and has Lsen us:d as such for
over five hundred yesars, espaclially in sonzs of the
Coltic and Germanie lanswzes, The iixolydian, which
is divided haraonically on ¢, is mixed with the Lydian
rode, but has beon lhrgely replaced by the Ionian mode,
The gamut of eavh of these octure sories is desoribed
in terms of ths Creatsr Perfuct Iystex of the Greeks;
en illustration of each scala is given on a staff as
well a8 verbally, The arrangeneut of tones and semle
tonss 1s also included i1as cerefully oxplelned,

Glaroamus doea dafine characsteristics for
each mode such es Joyous, lanentinz, war-llike, swset,
and barbvarie, but elizinates tholr laportznce en the
basis thet & propitious talont can glter thexm come
pletely, thereby turning & souber nole to & grny one

and likevise a Say one 1o a sozber one, €,5., "A mode



whieh 4s light in charascter ocan be used for sericus
subjects, econtrarivise, a serious mode can be used
for light subjeots,” S«

He also speaks of Phrasis or melodie formulae,
tones of seevndary emphasis and characteristic skips
or intervals wvhich point to0 certain modes,

Honophonie and polyphonio examples of eash
mode are given, Glareanus discusses the mixture ef
modes in polyphonie compositions and conoludes that
the relationship is usually between an authentie and
its owvn plagal, He generally does not designate the
mode in all voices of & polyphonie composition, Howe
ever, in those where he does describe the gombination
it 1s usually an authentic and its plagal, There
are approximately a dozen polymodal oembinations
involving different modal names, which are, for the
most part, mixtures of Aeolian and Phrygian, Lydian
end Ionian ( Hypolydian ) and Mixolydian and Dorian,
( One of the latter is transposed down a major seoomnd
to F and C, with B-flat added in the key signature
and E-flat written in the parts when it ocourre. )

8. Glareanus, Heinricus, Dodecaghordon, English
tranglation by Clsuent A, .diler, Lostoral

Clssertation, Ann Arbor, Michigan: University
of 4410“8&11. 19509 Pe 2%70
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Most umally here, the gsantus provides the thematio
thread; the bassus foras the harmonic hase, the altus
liss an ootave ahove the bassua and the discantus

an ootave above the ocantus, Glarsanus found that
gensrally if the authentls mode is in the bassus, the
plazal 1s in the bassus, the plazal of the same mode
will be in the santus and contrariwiaa, if the plagal
1s in the bacsis, the authentis of tha samn mode will
he in the cantns, or tenor,

There are seven examplss of the Hypodorian
mode, With a Hypodorian tsnor, the bassus is often
in Dorian with a minor third added above the usual
range, When the tenor ir Phrysian the pg_g_s_p._a. and
disonntus are often Asolian, The Hypophrygian may
resemble Aeolian, sinee 1f 1% does descand to the B
1t will most usually extend down one note further to
A, Howevsr, it most often stays within the range
C to e though anothsr variety can dbe found ococasione
ally with a rance from D to 4 which can easily be cons»
f1aned with Phryzlan, ¥With either & Dorian or Phryglan
tenor, the bassus will often be Aeclian,

There are two examnles of the Hyperaeolian,
or Loarian mode, baoth in four volces, It 1s hinted
that one of thase by Plerre de la Rus was sent to



- 38 -

Glareanus by requent because he could f£ind ne complete
example, The other is by Sixtus Dietrich, The full
ran;e from B to b 48 used with the additien of a whole
tone below the final, It is treated as an autheatioe
mode,

There are three examples of the Hypolydian,
This mode 1s usually changed into the Hypoionian by
adding a Beflat and is used with its authentie, lLydian,
which is also usually provided with a B-flat and then
besomes transposed Ionian,

Glareanus cites the Stabat !ater Dolorosa by
Josjuin as a perfeot example of the Ionian mode, dut
omits it, However, two of the four examples shewn

for this mode are by Josquin,

The Dorian mode is olted as being used wery
often because of its majesty and venerable 4ignitys
there are five illustrations of it here,

As in the case of the Ionian mode, Glareanus
cites a well=known ocomposition as &n example of the
Hypomixolydlian, This time, it is the Sslvator Jpdl
by Jean louton, & work not included in the Dodegaghordem.
The similarity of this mode to the very populsr Dorian
may ascount for its neglect - only one example is given,
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Hardly any two modes are as dlatinotive fronm
the rest and as eonsistently connested as the Phrygian
and the Kypophrysgian, Their connegtion, as well as
their relationship to the Aeolian and Hyposeolian
and Dorian, has been mentioned earlier, There are
two examples of the Fhrygian &nd three of the Hypoe
phryglan,

The Hypoaeolian in its pure foram diminished
in uee because it was often modified to Hypodorian
or Phrygian, as mentioned previously, However, four
examples are given,

The Lydian is the mpst corrupted of the modes,
owing primarily to lack of education and/or eareless-
ness by choir directors and their singers, It has
been almost entirely replaced by the Ionian, Four
examples are shown without the B-flat in the "0l14"
form; the last and fifth uses the B.flat,

The Hyperphryzian is sometimes approximated
by the lydian, dbut in the theoretical sense it is
rejeoted dbecause it cammot be divided arithmetically
or harmoniocally, having no perfeot fourth er fifth above
or below the final « however, two examples are given,

The Mixolydian mode has, for the most part,
been replaced by the Iemnian, though it is often



imitated in the Ionian by the 2ddition of & B-flat =
three exarmples are given,

The four examples of the Hypolionian are among
the meny conmpositions of the time which could serve
&8 exarples, Thouzgh this and the lonian mode were
benished among early church musicians they were very
popular in secular mueie, ( By the use of the seocular
gantus firmis in the sacred composition, which became
popular in the fifteenth century, the Ionian mode was
broucht into equal pepularity in sacred musioc, )

Further discussion follows regarding authentic
and placal modes as they erypear in psirs, with examples,

Following the analysis of rusic in the last
book of the Codecachordon, one finds blozraphical data
on many of the compoeers whose examples were used, &s
well as oeriticisms of their styles and the styles
vhioh existed then in general, lany statements whioch
vere made previously ( sometimes more often than once )
are repeated and defended again, This makes tedlous
reading of what 1s intoresting material, These repe=
titions could have been omitted, for the most part,
without Jeopardizing the olarity of what Glareanus was
trying to defend, He does have a sound, logleal,

pedazosical way of writiaz and makes profuse use of



ohl-

examples, 0,3, in his discussion of octaves, he
defines each interval step by step to the ostave,
gives thelr relation to current practice, and 1lluse
trates them on & staff, He uses the same method of
disoussion throughout « including those parts which
oover the modes,

His numerous references to classical writers,
and the detalled discussion of the use of modes previous
to his time, the discussions evaluating the musical
praotices of misicians and theoreticians up to and
inoluding his time, and the eloquent style of writing
he usez scertainly Justifies the pralse of Glareanus
and the Dodecechordon, The faoct that the terminology
he applied 1s stil) used today further Jjustifies his
significance &3 well as tho preservation of the exoel-
lont polyphoniec musiec he used as examples,

However, I feel that some very glaring omissions
were made, owing somewhat to the era in which he lived
and sonewhat to his lack of ability to examine that
era froa the standpoint ¢f thorouchness, The latter
i1s quite surprising when one considers the phenomensal
personalities ho knew well, and the amount of intele
lectualism that surrounded him during his lifetinme asa
a professor ( a most suocessful one ) as well as, of

course, hiz own ability,



The writer cannot help but feel that Glareanus
missed the ocardinal point in his discuscion of the
modes - tresatzent rogarding the cozploxities that had
developed in modal usuasge and the possibility of a
provalling mode ¢r over-a&ll mode wiiclhi would 1include
conoidsration of &11 tho volee parte &c tisy were sung
similtancoucly, For &s lonz as one velce part could
be classified as Dorian and the plece bLezan or endad
in Corisn, Glareanus was content to czall it Dorian.‘
It ssonod unimportant to him to analyze what went on
wittin the boundariees of ths openinz and cluse and the
frequsnt modsl complexlty of the volces inlividually
and &8 they scoundad together, iie could have formsd
sone perceptlioan of an over-all mode - or at lsast
nada soue rofsroncs to the need for new tercinology to
1dontify the innovatlions resulting froz polyphonio
procadurs,

Froa the modal sttndpoint, uueh of the musie
Glarsanus used 1s very complex, Hs iznores thie in
tho ansalyces and even falls to mention 1t, 7The author
would like to show soue 1llustrations of this couplexity
in the followinz saction by dlacussing the Lyrie |
novaaonts of flve polyphonic :Facses coxmposed around the

2im3 of Clareanus,
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Iofnl Analysis « Yyries of Flve
Piftecnta Century Zolynacnie laspes

In the following sectlon, I willl exnaznine {ive
po'lyhaonlic Macses of tie Tifteenta cetury - all of

rLnicy ure tas gome melady oo tue cantuvs firiug - tae

/ .
fanous L'Yornrme orma. Dedors the cnelyccr Intraductory

PO d . . t oy L e
mrte 12l will scl tho cltase for Uoe onalvraer Lacmoelves.

T1e prinory Tecture oF L ¢ ernius fimin Inea, o0

1tz nome susrertsy io iUs orsonization basad on o single
rre-oxistent melodye. Tailc meloly epnenrs In overy movee
nent of the 1in33, 2ost reneeelly 1a the tenor part, and
in lonzer time values. ( A slzilarity con De seen

between tae gontus firmug MNacs and tae poscaeanlia or

ciircorng. ) Voriosvz sourecs:z vere droawa upon for the

cortus firrus 1hcelfs ploincsong, cionconz, "pooular

tunes. Tuae nelody, @s usol In tuo lLiossz, woo baced very
cstrictly uncon tae model 1n many cones, but woo nloo fro-

quently orently oltered Ton tiie oriinel.

(-~ . s . -~ [ TS & - ,
( 15232 ), uen-is waz referred to oo the composer

1. Aromn, Peltro, Il MOﬁcancllo in Musicn, 15703,
Book I, Cuaanteor 30.
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in the lellon Chansonnier

divided between the

tenor and contratenor, in the i“lxolydlan kode, &s

shown, The composer 1s anonynous, but the etyle of

the settling places it in the period with Dufay
( 6, 1400 « 1474 ) and Pinchole ( ¢, 1400 « 13460 ),

It 18 unlikely that thias 1s the originsl,

Unoore

tainty ooneerning its scurce prevalls at this time,
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2, lellon Chansonnier, Yale University, New Haven,
Connecticut, Sct £Xampls X abovs.

5« Reese, Gustave, 'usic in the Renalssance, New
o Pe )

York: Norton and Co,,



Through the period whioh hezins here with
Dufay and ends with Josquin, epochal developxments
were beinz made, Through Dufay'’s assocliation with
Dunstable ( their relationship with eaci other has
besn coumpared to that of l!aydn and “ozart ), an
atalrazation of English and French styles took
place, The acyclic tenor Yass, developed by the English
on the Continent, was for three voloas with the
gontus in the lowest part, Dufay adopted this fora
of composition and added & fourth volce bencath the
part bearing the cantus firmus, thereby giving the
composer greater harmonic freedom, Designation for
the four volces produced the terms 8lto and bass

wvhich we use today., The contratsnor altus and

contretenor basous becane the &lto &and bass,

Another addition by Tufay is a feature which 1s
freqnently encountered after him in cantus firmus
¥asses, and often connected to them musiocally, 1,e.,

the use of a motto, which 1e& called the head motive

here, It usually aprears in the uprer two parts and
begins each movement; thie may involve anticipatory

initation of the cantus firmus,

There waa a tendency to expand the ranzes of

the parte, first downward, then upward also, This
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expension in the use of volee rances was directly
relative to the inoreased use of LTitation; the more
ranze avallable, the more eleborate the inmitation
could be, Each helped the other to crow,

The greater use of fazuxbourdon technigue
( which is most often found in the tenor-less sections

of tle cantus firmus FeRes ) in itself cave rise to new

“harmonic concepts, especially recarding the luportance
of the dissonant intervals, or better less consonant,
thiy&s and sixths,

The Len2ini, or "under-third" cadence waes a
popular mannrer of closinz at the tire of Dufey engd,
to a lescer extent after him, iensuratlon chanzes
whizh oscurred, as we shall roe, create balance of
the movenents, ( This naturally added further

variation to the cantas fivmua malody, )

Tha following textures e&re predominant in
this period: Firsl is the canon at the varyling
tlu-interval, Socondly there is the uae of
ixitation, which was gradually breakinz awsy fron
beir3y Just a part of another form, and doveloping e
forn of 1ita ewa, Third 13 the treble-dominated

style, whlch wes adopted froa the Itailan hallata



gtyle for thres volces; melody in tho top rzrt
sirrorted by the two lover veleas ( vhiech were
usually 1zitetive in style ), Fourth 1z the duet
style, Again the nurbor ¢f volces is tlirze, The
top tvwo volces were usually 1nltative of essh other,
The bottonm volae was in freo Inmitation, with lonrer
ncte valuaes and functioned aa & surpert for the

other two ( of4tor the Italian cogrlo eotyle ), The

£irfth and lost texturs 18 the "polnt-soninast-polint”
writing csllad the gonduetua style which antielpated

the It=llen f=l20 bordono writing - three uppor

voices in a mscond inversion triad, the lower
volce soundinz the root of the clhord, Thls was used
rrizarily for ths harmonlzad astiling: of Psalan Tonos
end 1a a vory iyportant step In the egpproach to
¢chasrdal writing, A,

Ths present writesr wlshes to show deviations
in modal usaze which ogcurred through developnent
of this potentlial of the triad by irladle ocuilining
Ly arpesziation, movenment In laaps of thirds, fourths
end fifths, parallel thirds, and sixths, and other

factors whilch were part of the tendency away froum

4, IRID., pre 91, 166 &nd Example muubor 114, p, 492,



rodel coneention towsrd functionnl hermeny, Tho
irerenrineg mivtures of nsdes vhich arone rertly
ea 8 corponent of the relyrhorle stryle of commo-
giticn thet dominstrd thilr rericd, v1ll Ybe noted,
The co~rogera whceo works are ueed procead
chronoleo;feally end stylintically from Dufe

( 0o 1400 = 1874 ) to Joscuin ( e, 2745 -~ 1521 ),
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Dufay, (0, 1400 « 1474 ) had seversl perieds
vhere his style varied, His early works refleot
the earlier style of Machaut, A transition perioqd,
whioch 4s not distinotive in itself, leads to
another sylte, more characteristic of the later
fifteenth ocentury, ( This is sinilar to Beethoven's
span of the Classisc and Romantie eras, ) Ameng
thege charsoteristiocs of his later works are the
more discreet use of duets, the greater importanse
51von to the tenor and bass as pard of the polye
phonie structure, &nd the elaboration of the
cantus firmus itself} in gemeral, & harmonigus
eQuilibrium of all four voices and consequent
fullness of sound,

Dufay's L'Homme arnd Yass was probably
written in the later years, between 1450 and
1460, It 4s in four parts and has the partial
signature of one flat in each of the lower three
parts, There is no signature in the uppermost
part, Cross relations ocourr often as a result

of the euperius using a Benatural when ascending

1, Dufay l Guillaumg, Mieaa L'Hogpme &rm
I%J%nr rusggggo::y‘: oms 111, pp. 33-25.

Sen F‘St 13 ﬁ\m&v\ne
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and a B-flat when dz2cending, 7The head noitive

1s as followss
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The first Kyrie in ternary rhythm begins in
three volces with the head nmotive in the bass and
superius, the gltus in free writing. In every other
movement the hoad notive begins in the two upper
voloes, The lowest part of the head motive rhythe
mically antiocipates the cantus firmis, The upper part
may be sald to recall the ascending leap of a fourth
found at the beginning of the gantus firmus,

The euperlius begins on second line G, It is
Hypomixolydian ( without the B.flat ) at the begine
ning, By the tenth measure it has extended downward
to D and arrives &t a medlant cadence in Dorian on D,
( Yeasure fifteen ), It reaches upward again, centers
around G, has meny B-flats added, and finally ends

on G in transposed Dorian,
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The sltus, in transposed Dorilan on G ( with
Beflat ), begins in the upper tetrachord with emphasis
en the interval of the fourth, The part ends by
outlining & G minor triad - B-flat, G and D,

The bass cutlines the G miror triad three times
and oiroles around the D minor and G minor triads
throughout, This part is in transposed Hypodorian
on G, It becomes more eleborate as it proceeds and
plays en irmportant role irxitatively as well as proe
viding & harmuonio bass, At the end the bass outlines
a G minor triad,

The cantus firmus in the tencr is in traneposed
Dorian on G and staye within the pentachord of G %o D,
Only the first nine measures of the model are used
for the first Kyrie, but broken by rests, after which

there &are = faw measures of elaboration to the cadence,

The Chrieste i1s in binary rhythm and begins with
canonie treatment between the upprer two voices, The
melody 1s very eimilar to the upper part of the head
motive, Though the voices sound together, the lower
part waits two measures before bezinning the actual
imitation of the upper volee, Parallel sixths gecur



8lmost exolusively in the tenor-less sections, esuch
as this bexinnlinzg part, DZoth voices e&re in Hypodorian
on G,

After fifteen measures reat, the tsnor

bezins with measure ten ¢f the cantus firmus model

and continues 28 far as the ¢da csro,

The bess part bezins just efter the gantus
firms, Zocale movement and leeps ¢f thirds and fourths
provall, The part ends divisi. in first inversion,

( Pivicl may incicete @oublinz of instruments end
clce parts, )

The mode consists of & mixture of the authentle
end plazal Dorian, transposed, on G, though the final
cedence 18 V ( with Fesharp ) 1 on G with & 43
suspension in the superius,

The upper voice of the head motive as it
appears ln the Christe opsns the second Kyrie at
the time interval of & half note with the order =

sunerjue, altus, and dbaas, The rhytham is ternary, as
in the firat Xyrls, After two measures the bass
gtates the head motive as 1t was in the firsat Xyrie,
The B=flat is edded consistently in the sunerius,
The bass outlines G minor and D minor triads
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thronghont, ‘The final cadence 18 V ( with F=gharp )
1 in G minor,

Azain after fifteen measures rest the tenor
resunes the oantus firtus at the da oape just as it
appeared in the first Xyrie dut without interruptions,
This 1s repeated in diminution,

Dufay givea hie voloce parts freedom fronm strioct
modal adherence by outlininz triads and both augmenting
and diminishins the rances of the different parts,
However, he 1a at an early point in the development
of this period, and variations within his work,
modally in partiecular, are not as apparent as later
sonpoaers discusied hers whose works are nost often

oited by Glareanus,



Erie~¥issa I'lomme ern{ - Johennes 003_523_3

Johannes Ockeghem ( o, 1420 « 1495 ) was
the most varied of the Yass eomposers of his time,
By his works alone, five types of Mass compesition

¢an be 1llustrated: gantus firmus ( Mises L'Homme
arnd ); parephrase ( Requiem and Gloria of Misss
Sine Nomime ); beglnning of paredy ( Missa Fors
Seulemsnt )3 eanon ( Migsa Prolationum )§ and
free wrlting ( issa MMl ), Ockeghem is also
oeredited with having written a thirty-six voloe
eanon, Deo Oratias, 3'( No more than eighteen
voices are sald to sound at onoce, ) Hi=
popularity among fellow musicians i1s evident by the
fact that hie naue was nentioned frequently in

compositions by such composers as Busnois, Compere
and Josquin, A lament on his death waz written by

Erasmis,

0C " ‘ B 40
s-ri.u I, Tomus I nsolmlul VI. Al.lo
W A e gy

a8 3 Co,. 1952. PP 1.30 ‘m‘_’_
enly).

3. Riemann, Hugo, Vol., II.
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Decsaiza of the topo of nototiom 1n tha

L{ Tv ’
ori-inal monuserizt, the I"1ssa L'Mgmme arma by

Oclkazhen mey have boon writisn bofore that of
Dufays howaver, on encat date for iki:= wnriz 1s unknown,
Tho first movatont 1s in termary rigytha and

1z fo» forr prres, Al four voloss besin end end

each =3stion simltanosously,

In tho fircsd Yoric 4ha gioins end bacs are
in the Iyypo-ixolydlan neds on G, Tha sltie roualns
In the unmpor tetrachord of the Idxolydian on G and
rosetbles tho lowor tetrachord of the Hpomixmslydien,

The grontra Fivwy proceeds un to menmuros nine of the

model with only alisht intorruntlons ( cthervwise

unehallishod ) in the "ixolydiesn rmoda on G,

The Chricste bozins on G, Uxclydian node, The
£irct gtatenont ¢f Chricta ends 4n C major; the
secend goas te F major, 1vvith a R-flet odded; the third
end~ vith 2 !Mxolydian cadence on G - F nejor in first
inversion to G nolor in root pocition, The entire
“ricts 12 chordel, concles and without eladoration,
Thoush the scection 1s only fifteen nmeasures long, the
chanzes in toral structure are clearly audible and very

sicnificant, .



Tho mzeriz An the socond ¥psla o be
Torisn with a 2-flat, chanies to Hypodorian without
the B-flat, both on D, and ends in Hypomixolydian
on G, The altus rereins in the upper tetrachord
of iixolydian on G €5 1t has previously, It gives
a short emphasls of Pirysian on A (when the supsrius
18 in Dorian with the B-flat) and a second emphasis
of Aeolian on A, It ends in the Mixolydian mode
a3 1t waa befors, The bass mlxea Eypomixolydlan
on G and Dorian on D, depenéding on its relationship
with the dominant,

With even less interruption than in the
first Kyrie, the tonor completes the cantus firmus
rodel in the {ixolydian mode on 3 four measures dbefore
the final cadence and continues to the end in free

writing,

Tha cantus firms 1s presentad in a straighte

forward, rigld manner without embellishment, When
the cther three voleceas continue past the presentation

of the cantus firmus, the tenor pressnts the cantus

firmue and then is freely written to the final

cadence, This occurs at the end of every movement,



The gontus firmms ie in the dixelydion mode exeept
in the Cpredo where 1t 1s 1ln Ioulan, and the Agnus,
where it is transposed Dorlan, It is in the tenor
part throughout but lies below the ranse of the basg
in the Credo and Aymus, Iuitation of the gantus
firmus meloly does not &ppe&r 1n other voloces,
except in one part of tihe Credos generally Ockeghem
uses lesa imitation than Busnois, whose L'Homme agmo’
¥ass follows, There 15 a limited azount of melodie
importance given to the tenor and bass linesg
however, the outer volces do &ppsar occasionally in
contrary motlon, One of the most interesiing aspects
of hlis work ls at the gadences where he reaghes a
olinux with the use of stretito effects and by using
& dotted rhythm and/or shorter time values, thereby
inoreasing the drive and motion toward the cadense,
He also adds to this ¢limaotic effect by changing
the texture tiarocugi alternatlng the scoring near the
f£inal cadence, In the Agmg II1I, all volces appear
in various coumbinations of two, then all four Jjoia
for the cadenca, The "under-third" cadence 1is

found far less thun in Dufay or Buanols and most
usually withia, rather than at the end of & compode
sition, Generally the authentls V~I aprears in the
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beas with 8 « #7 = 8 in the mnariuns, Extension of
the ranco downwerd is apparent at this time, Emphasis
is on the round of triads on strong beats, in root
position end first inversinn, There 1s rush chordal

writinz throuchout,
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In approximately the year 1A75, Bumnois
( ? « 1492 ) eomposed a Mass based en the
L'Houne armd melody, ** oureaht ( o, 1450 -
1505 ) parodied Busneis' setting around 1490, when
the two composers were together at Bruges, Busaeis
at the chureh of Saint Saviour, Obrecht as the
ehurch of Saint Domatian, The Obrecht L'Homme
arné ¥ngy 5+ bears an easily recognised relatien
te the Bumneis Mass and appears t¢ be diresily
inspired by 44, perhaps giving further bdasis for
the authority of Busnois as originator ef the
molody mentioned earlier, The formal strusture of
Obrecht's Mass is dependent on Bummois's, Obreeht
replaces the eriginal gcanons with new enes, gives
& nev harméenis scheme, and uses imitatien mere
extensively than Bumnois, |

A,

Bumh. Ant-om. L'Bomm

5e







- 60 =

The osdences in the Busnois are for the most
part of the "under-third" type, In Obreehd they are
more strongly suggestive of a later period, with a
strong tonal feeling resulting from the use of a
raised leading tone in the muperius and dominant-$o-
tonio movement in the bass, The ascending partion
of the oadence changed from the lower volce to the
upper voice, often the voice immediately above, and
vas replaced by V « I in the bass, Movement in the
uppermost volce changed from 7 = 6 =« 8 ( prevalent
in Busnois ) %0 7 « 8 , which appears to some extent
in Busnois and eonsistently in Obrecht, In the
cadences of Busnols the bass often rerains silent,
The harmony is completed by other parts and, while
these hold the finsal note, the bass begins new
imitation, Obrecht, like Josquin, makes use:of
pedal tones at cadences, He often breaks up the
themes into segments snd thins out the texture, then
sombines the segments and thisckens the texture toward
& olimzetio end, He uzes higher voice ranges for
tension, In muoch of the Busnols }Mess, ocanenie
treatment consists of long fugal passages in two
urper voiceé, repeated in a formula two or three tinmes,
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Inversion of the subjoct materizal 1s present as

well as the beginning of stretto, In Obrecht's

thore seens to be more forethousht regarding this,
Imltation is often 1n all volces ratheor than Just

in two, and 1s enswered not only at the unison and
ootave but elso at the f£ifth, The rusical subject 1s
often a shorter, more striking sontence and can
appesr !2 nore than one relation to its answer,
Obrecht shows a more definite feeling for chord
eonstruction and harmonis funstion, The little fugal
passeses end cadences of bdboth men chow the trend
toward structural unity that took plzce with the
approsch o Josquin,

Like Busncis, Obreoht uses a head motlive,
Fowever, Busnois begine the five major movements eof
the lgs with his head motlve, whercas the first
Iyria 1s the only major movement that Obrecht begins
with his head motive, From there on it is used within
the movements; at the Qui tollle, Pleni, Osanna I, and
dzzms IT and 11, Busnois shares Dufey's Predilectien
for opening with the heed motive in an upper volece
duo, Obrecht prescnts it in both duple and triple
meter ¢nd 1t 1s found in al) &uo possibilities of the

superjus, altus, and bass, The L'Hommo armé melody is
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imitated in othor parts more extensively dy
Obrecht than by Pumnois,
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The prevalling mode of Bumnois is Dorian
beginning on G, exoept for the Credo which ia
Hypodorian beginning on D, both modes being transposed,



Obrecht treats the melody in Fyposeolian degimning en

E, except for the Crodo which is Aeclian on A, Here

a Phrycian gharecter i1s given to the e¢sntus firmis

by the ocococeasional ingertion of & B-flat, An interesting
feature is the sppearance of the tanor an octave lover
in the Crugifirxus,

Eyrie I of each work begins with the respeative
heed motives, The interruption of the cantus firmg
ias at the end of the first statement of the highelying

rotif at measure fifteen of the model,

The Christe sections are in canon with suapension
of the cantus firmus, Both begin with two subdjects
and end with free writing, At one point, Obrecht
éivides the seoond sudbject and presents half in the
suporius snd half in the basg, He esteblishes a strong
tonal feeling, exchanges fragments of imitated
material in all volces and uses rhythmic and melodie
sequenco to & greatsr extent than Pusmols, hoth here

and throuzhout the Yees,

The second Xyriles of dboth woerks besin with all
four parts simultaneously and pressnt the complete
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L'lloame %;ﬁé z3lody exsept for tha f2llinz fifths

a2t the end,

In Obrecht, more so than in Pusenols, the linear
sounterycint shaws the gradual chang? t9 clearer texture
with a wslledofinad harzoniec hass, A4t the same time,
this manipulation of ths voloe lines carries the voloes
further awzy from any siriet modal conasert, sush

&8s Glarsams ocutlines,



Joa1uln Dapres ( o, 14%0 - 1521 ), a very
faaous muelclan during his lifetlne, was received with
honor by many princes and wan a cowrd mueielan to
Louls XIZ, The 2odocachordon contalny a far graater
numbor oL oxznoples from Jozguin than euy other single
conpogar 2nd he Lo the only camposor to whom the
faaozs Ivallan printer, Petiruccl, devoted three
velunes,

Two gentus firmig Mes3gs based on the L'Homme
erm4 relody wore composed by himi the Misoe L'Homme
prmd g2xtd tonl and the lsss L'lomug ggmé'gggo; Yoges
musica}aa.s’l hsve choscn to tuse the Kyrie sention
of the latter, since it Is considered the more brile

liznt of the two wnd more representative of Josquin's
gonlue, Flret printed in 1502, 1t received the name

voces musicales from the fact that in each of the six

sactions of the Ji2gs tho melody opens on a different
desroe of the natural hexachord, tezginning on C and

6. Depres, Joscuin, iasa L'Homme ernd supe
rusicﬁle Gesellsghs? (nolk UNK o
Fayoand :Ss‘xle”xt. and nobary Liuwwr, ealtors,
Leipzig: Breltkopf and Hurtel, 1877, pp. 1l=5.
Sce W £oa Q\Q Movemed,
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proceveding in order to 4, ( iZach enda on the note

on which 1t begins except in the Agnus I, ) Since

the L'Homze gme’ melody ohanges its mode with each
rise in plitch, no accidentals are involved, As the
pitch rises in the gantus firwus ( tenor ) it orosses
the volices above until finally in the Agnus 11X, the
gantusg firmus eppears in the superius greatly auge
mented, 7The modal areas of each successive presen=
tation are lIonian, Doriaa, Phrygian, Lydian, Mixoe
lydien end Aeolian, The }ass acoording to Glareanus'
reasoning however, would be oconsidered in Dorlan through-
out by several meansy The gantus firmus ends several
lueasures before the final oadence, which provides tine
for the remaining taree voices, in free writing, to
modulate to the Dorian mode for the cadence, Where

the gantus firmus is in Dorian ( Gloris ), the last
notes of the tenor cease four ueasures before the final
¢loase 10 preserve the strustural balance, ( In all his
worke, structure is of primary importance, ) The
gantus firmus oontinues through the last measure in

the last Agnug, The following example is the head motive
whigh appears at the becimming of the Xyrilse, Gloris and
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Head MieKive - Missa WHwne avme Egee voces musics \es —\oeQuin
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j:;"’; ?3‘;‘0' e f ———— ' f-__'f_r:_:' %ﬁé:‘;'- "F_:E, i
All voices are important in the works of Joequin,
This is made obvious by the fact that the gantus firmus
is imitated freely in all voices, He combines the
music and the text with great care, The canonic writing
is very important and usually appears in paired imitation
rather than the earlier duo style, One can see use of
mensuration canons, stretto, retrograde, and riddle
oanons, In the latter, only one part is notated, The
other parts, two or three, derive their part from the
one vhich is notated, by putting each part in a2 differ-
ent time value, Four examples of this form are given
by Glareanus in the Dodecachordon, One is from the
Agnus Do of the Missa L'Homme armé super yooes
mislcales by Josquin, two are by Plerre de la Rue and
the fourth is by Ludwig Senfl, !*

SRR

7. 1-3.1191:‘, 22. M.’ m. II, PP. 348 had 3530
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Thourh thie toxturas 1s okrupsd through varyling

19 rsber of volces which are used, this Faes 13
besicaliy for four voisez, A form of soctioc2lizetion
ccore by varylrg tho scorirz, Chilns of ourefully
metched and halerged segnenis ero chorsstaristice of
Joatudn's work, Zers roverents sltarante tatwsen
im1tsiive vriting and berronlc svrrort in lemps of
fourths, fiftha end thirda: aleo belueon contrary

( usually by scals-like movement ) and perellel
rotion {( thirds, sixths and tenths ) with the upper
voeless, Repeated notes and pedal itonoes ray ocour

11 all voleces, The semitonzsl rise snd £3l1l { which
is essocizted with angulsh ) and the use of éissoe
nsnges, ~uch &s najor sevonths and minor seconds, are

~tschmierl] means ha is sald to have used for expreasion,

The firet Xrrie is in tornury riythm, The
supsrius besins in the Dorien mods on D, with anti-
coiratory imitation of the grntns fi~ms in notes half

tha valus of those in the fonn~r, Ions meledia lines

ere rapoated in ths same vasice &3 well as in other
voloos, The altus begins in the Dorian mods on D
with the upper pard of the heed nativa, ( The lower
part 1a in the bass, ) Thuls part remains in the
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tetrachord from the fifthe-line 4, F Clef, to the D above,
In all but the last two measures the notes are rereated
in various rhythms and order,

The lower line of the head motive which imitates
the gantus firrus appears heare in the bass ioioo.
primarily in the liypodorian mode on D, The tenor
begins the gantus firmus 4in the seventh measure and
completes the model up to measure nine with slight
elaboration at the cadence, The mode is Ionian on C,

The dass part is often in contrary motion or
parallel motion in thirds, sixths and tenths with the
upper volces, Leaps are most often in fifths, fourths
and ootaves respectively, One measure before the last,
the basg has a pedal tone on A during whieh there is
ochordal writing in the upper parts,

The Christe is in binary rhythm, The superius
proceeds in Phryglan, It begins on E, centers around
E, and ends on E, There &re a fev sections in Mixoe
lydian on G, ( The melody in the first "eleisen”
of this part is extremely eimilar to the beginning of

the Dufay Christe of the L'Homme arnd Mass, )
The altus, which also begins on E, has &
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Hypophryszlan rangze, primarily the lower tetrachord,

The bass bezins on A ( there 1s a feeling of
Aeolian at the beginning ) then proceeds down to L,
vhere it stays, oocasionally desgending to the 4
below, BEefore the gantus firmus enters in Ionian on
G, the volices are very characteristically Phryglan,
The final cadence is a plagal ocadence on E: iv «» 4,

( Taken out of a polyphonioc texture, the Phrygian
bears & dominatn relationship to the Hypoaeolian
and is often found in Aeolian and/or Eypoaeolian
writing, )

The gantus firmus 1s identified as transposed
Ionian on G eince only the pentachord ahove the final
is used, which 18 the same as the corresponding pene
tachord of Ionian on ¢ which appears in the first and
gecond Kyries, ( It is interesting that the modes
of both the eantus firmus and the section itself move
up & fifth respectively in the Christe, and down a
f£ifth agein for the socond EKyrie., ) The gantus
firzmus melody 1s varled somewhat rhythulcally and
proceeds as far as the da gapo of the model, There 1s
frequent chordal writing in this section, as one volce
moves independently while the other volces move

harmonlically with each other,



fhe second EKyrie ls in termary rhythm, as was the
first, The superius bezins in Aeclian on A, proceeds
to Ionian on C, then Doirlan on D, occasionally extending
to the liypodorian range, and euding on D with & raised
leading tones 8 « #7 - 8, Parallel thirds, sixths and
tenths, usually with the bass volce, cvoocur often here,

The 2ltus bezina with oanonic imitation of the
suporius and procsede with alternation betwesn sequential
imitation of many rhythmic and melodic phrases and
scale passazes, The mode in thls volce ia not elear
since centeps of concentration very, The range 1is
wvithin the cotave of D,

The bass begins with the gantus firmus in the
Asolian modc on A, and contlinues up t0 measure nine
of the model, It then changes to !ixolydian on G
with many octave leaps and scales on G, The part ends
in Hypedcrlan with B-flat in a V « I cadouce,

The temor cantus firmus completes the model in
Ionian on C ( down & fifth from that in the Christe )
with the note valueas greally extended, It ends three

measures before the end of the section to enable the
remaining three voices to cadsnce on the Dorlan mode

en D,



Thie harmonloe schemses of the movaments are very
intseresting &nd contrast greatly with those of the
earlisr works discussed here, Only because of the
cadences can 1t be sall that Durlan 1s the over-all
mode, The teror 4s in the Ionien mods and triade are
harnonieally very luportant, The first Eyrie begins
on Dorian, D, The first cadence is Aeclian -~ V ( E
major with & Gegharp ) « 4 ( A minor ), With the
efdition of a B-flat the moverent prroceeds in Lydlian
on B-flat, Trialds that are used include B-flat major,
F major «nd € major, Then there is a descent from
B-flat major throurh tre 4riad of A minor to G majorg
then up bty scale to C major and D minor where @hare
is a half cadence in D minor which anticipates the

opening of the Christe,

The Chrirts, ( &3 hinted in the firsl ocadence
of the Fyrie ) begina in Aeolian on A, ohanges briefly
to Mlirygilan on E, with a cadence on A3 8 - ;7 -« 8,
V-1, After alternating between the triads C majer,
D minor and F major, 1t ¢oes to & minor which acts as
the doxzinant to A rdnor, which in turn sot= as the
eubdouinent to E minor, The final ocadence 1s plagal

in Et iv « 1, Consequently we have a mixture of



Aeolien on A, and Thrygian on E with an Ionlan tenor

on G,

The sscond Zyris beslns in 420lian on A, Taere
ace szotliona which &re in F major, 3=flal major and
G major; B.flat major wita F major, D minor with
G majer, and A mujor with D minor, ihe laat measure

13 chordal, as a&ll the Iinal oadsnce polnts are,

Voloa parts, especslially the tenor and gltus,
cro3s qulte frequently, However, each volce 13 easily
&1stinzilzhable by 1ts ganaral range, Quite often
short phrasea in rihythzlo and/or mslodisc succession
ere passad vczong tho parta in & faslilon roaseubling
stratio, There 1a & ocarelul unlty and balance meine
tained batwesn thoae shorter and more rhythmioc sections
and thosc with broad welodlis lines, Tiose melodic
lines albtemete auong the voloe parts in .o saue as
woll &s difforesnt scctions of thae work, The harmonie
elenant yploys & most Izportant part in movemout and
unity. Tiere ars tensions arlsiug from haraonle
rrocroscions which bulild toward resolution, Authentio

cadonocs are the moast frequont; & « 7 « 3 or
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2 w7 -3, with nons of tha o/21l2r 2 « 7 = § = 3
&opaaring,

Tha structiral balincs and formal unity
enza81224 by the usa of fmetlonal harqaony show the
st7llstls alvanse mnda by Jozquin ani provids Justie
fication for the placzs nainy hava glvon him at tha peak
¢f tue Ranmimizanse, a8 J, S, B13i1 18 placsd at the
p2ax ¢f tha Barajie, At tha sary tirr ths extsnd eof
2542) dlstartion withia this polychony ralsas some
Guasting rxgacding tha insizht used in the preparation

«f the Dalaseshordon bty Glarezmus, ¥With rezard to

5033 "Jdarinz" practicsa ¢f Josqulan in his motet,

Da Prafiary
nate

9, ¥hidh In partlsular r2fars to modulations

batwesn tha Dorlan and Fhryglan a0ds3, CGlarezmus doss

82Ty

"Nor 48 hs alone indead in the iwmoderate
love of novelty and the excessive zeal to0
z2atsk & 1ittle glovry by belnz unuzaal, a
falling with whioch the more talented p'de
f2a50r8 0f 4lsciplinss sre slmast lways
affliocted, However much this is charasterise
tiz of 39mposers, they still have 1t in
common with many others,” 8,

This does not explain however, the jrmportsncse
of this "novelty"” as & trend towvard the genersl dretke
down of the modes by the end of the sixteenth century,

8. Miller, ope m.. pPe 455,



Jolll pardty ia litwglcal musls, which had
naves eaushed entirely in pracilce, but whioh was
conszitaatly belag stresssd in thoory, became even less
pu3sible wita the high davelopazni of polypionle writing,
which exlated et s tlaw of Glorsauus, Tha dopartures
frou wolalilyy, which lod evenlually to = jJor snd minor
tonelitiva, were bocoudng Quite motlsesuble at this
ti29 » a fur mucew se, I belleve, than Glareaaus dared
to adicit 1a his Dodesaghordon, The additioa of four
nov 20dan, whlsh Glareanas proposed ia the aloree
aentiozted work, ( Aoolian, Ioniun and tholr respective
plagals ) wau ouly a p-wrilal answer 1o the new proe
cogdirs, By thos9 gxazples we havo bean able o ese
tue ciingzua dn modul usuze through using ths voloces
laltailvely as wull as relating iliien harwmonleally,

In ths exzaplo by Dufay nearly all iha sires was

within {Ge Dorion and/or iypodorlan modes, 2y the

tine of Josydin, we saW stress uooil Jonlaa, ( major ),
Lariza, 4dzolian, { minor ), Lydian end Farygisa within
tho same rmovemont of a pless and oosasiorally mixtures
of itiese syundod simultanscusly, These caang;es warranted
racozaltion, as well us speculation conceraing a new
tonzl syaten, rather than simply a detalled explanae
tion and illustration of the twelve modes and their

scale struoture,
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C-nclusion

Attentinon to tue bozginning of the Dodcerci-rdon

ray heln to explain Glavernus' concervative approach.
After a lengtay dedlceoticn, be teszdire wita an account
of a Greelr decree wasre & certaln Timobieus wos expelled
fronm hle elty Veecuce ne drred to add anotuer ctring
to nie nom-dlce Aftor t..ig Glare~nus sryo,
st o I to taink 4s going to hcouen to
me, it would 2dad four nodez to the eiﬁat nodes
of murical cons walea for so many C“PtUPie” nov
ave heen eele.rated arong allo®
Necau-e of the RA-foarmetinsn 2nd c-noecuent unrect
and uphcrval in the Churci, revolutionory idecs, including
tiioce recardings the tucic of tlhe Chwurech, were considercd
denserauves and immoral. Tals world be espeelally true
to such & eoncervetive ond pious mon oo Glorcanuse. On
page four of tue section ¢n Glareanus' 1ife thacre i1s a
guotatlinsn fron a letter written by Erocrue about ilme.
Trosrus coes onto soy taet Glor-anus',
"ehrracter iz born for intesrits; he shirink
from tince tinsy revels, and iz so edverze fronm

sanbling, foul lznﬂuﬂ"~ ond 1rﬁu:1t tant the very
mention of cuchu tuin-s is @ 1U.5recuale to uim." 1.

1. Bohn, gn. ¢it.y, <clsc found in JuiutICu of Tr-omuc,
tronclation nnd ¢ mmentory by Froncis | ornon LiCaolS,
ILondor: 1904, Vol. II, De 245,




o azy have tnougat that golag beyond ths adiition
of four new modes by dlasussing over-sll modes would be
over-slopplng his boundaries, This seama pactlioularly
eviden)t whon one eusnsldurs the extrsaa care, lengin,

( four mwmisrod and seveniy pase#a ) aud saphasis on lozle
fouad 1a e relatively aluple taak of poraesenting
tise9 now =oldos,

it nsons to liw presoni writor, as 1L a now
dimensica in the uss of modes had wrrived wilh polyphony,
Evon 4f such voicd part is in a ddstinguishable mode,
varying tachnies 12 ihe uses of oonsununse aad
dizonoace may changd the over-alil wolal flavor to
sozathing quite difforeat from that of any of iths parts
counsidersd individually, witidn varlous svceilons o
ons cwrposlitlion slsuonts of diffarsat modss may be
rlxad so that the modal flavor ia not eonstant, There
=y rot be a xodal firazswork thouzh ona usually does
prevall,

T3 maia problaam searg to be a lask of terminology
Tor e over-all or prevalliaz moda, How de23 ons

1dantlly sa ovore-all w3732 Con mix-3 perfaning and

a1 s vty Ameerfaatis mantlonad earlior in ths

firat cauptsr of tzls werk, are an attampt, but



wmfortovitaly, too axay coxzhiantlisnag areg poaslitls
wltiin those toras, In oxder 1o b3 grocifice, each

velea st b £1lasnlflald 1adivllvally es wall as by

-~ 4 A R 2.m . 3 .44 +n AV o A
the affazt grsatad Waon 26 Wit UWe elisr woloaa,

[¥]
1

3.4
Irom thea, ths ovor-all offsed niy vory consldorebly,
Trla L3 prasdlasly the arsa widoh Glaraants 0233 not
covar L2 his ALazouaslions of nodal Wizory, In the
aulyals of his mizlesl amuaplos, ki lzaoros the

pisesr w3 a wihscla and conliora hls avgasazmd on onae
volaa, or Lo voleas which ageca with hia {hoasls,

A3z 2 romalt, the mizls az L% so0umda is not aaaslyzed
gad nls erzraannd azena fuy oo lungily wand ¢aite
wconvinsing, It woulld Mavs sconol a4 nurs

accurats, salinlaxlyzy and Yasochy conviacing arzuansnt
12 2 had parasistod In using maaopionis 11lustrations,
Tha entire modal flavor of ia coupoglilons 18 overe
ooXxs3, It 13 23 4f ko was allowsd exxalination of the
era wiran &rew to 2 2loss sround Wis 4tilne only through
e viry 3mwll piereasony as that only pardt of the
Alstary thot wos onde eould be z32a by hin, The Xyrile

0f thy LVimma pved s by Jasquin whlol wa exemined

hore anxllor 213 a prrtloularly oxrcallismd exsiimle of
it Glaretmis vwould nmost probibly have classified as

Porlan beceusz of the open &nrd clcze of the movements,
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The Ionian tonor of the KEyrie, the modulations, the
strong hermonio function of the many triads, mishg
briefly be mentlioned in passing, However, any specue~
lation towerd a new concept, ( not only the application
of terminolozy t0 an 014 practice ), new terminology
or simple recognition of some new prastice is not
found, Glareanus and his colleagues who have carried
on studles and analyses of fifteenth century modality,
have missed the heart of the subjeot, development of
new, accurate terminology, Such a development and cone
sequent reclassification of polyphonic musie whose
framework is based on the eight or since Glareamus,

ve mey at least say twelve, modes would enable one the
formulation of a mental picture of the sound that was
oscurring, How can & person pioture & sound which

hag four voloes fluctuating within and without of
sometimes as many as four different modal sounds -

and in some ¢&ases dbordering on one or another tonality?
Out of the many artiocles the present writer has read
on polyphonie modal usage, only one mentions the need
for new terminology and gives additional weight to

the idea of an oversall mode, It is written by
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Virginia Secy, edited by Ermst Krenek and may be
found in the Hamline Studies in Musicology, Volume
I, DPe 46 « 63, This 18 & challenge for those in
the future who desire the responsibility of forming
new terminology thereby making olear the problem of
YODZ in polyphonie musie of the fifteenth century,
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