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ABSTRACT

"HISTORY OF HARMONY AND COUNTERPOINT, VOLUME II: THT RENAISSANCE"
BY JOZEF M. CHOMINSKI:
A TRANSLATION, EVALUATION, AND CRITIQUE

by
Joseph Martin Krush

The purpose of this dissertation is twofold: 1) to provide an Eng-
lish translation of an important historical-theoretical work by an emin-
ent Polish musicologist-theorist and Professor Emeritus of Music at War-
saw University, and 2) to evaluate and criticize the contents of this work.

Chomidski's Histornia Hanmonii 4 Kontrapunktu presently comprises
two volumes. Volume one covers the Middle Ages, and a third volume,
still in preparation, deals with the topic from the Baroque to the present.

Chomidski's writings have been published in France, Germany, Czechos-
lovakia, Italy, Austria, the USSR, and China, but never in England, the
USA, or Canada. Thus, this dissertation represents the long overdue
English-language debut of a Chomifski book. The History of Harmony and
Counterpoint was selected because, with the exception of the translation
of Hugo Riemann's History of Music Theoay, only a limited amount of lit-
erature in English is available on the subject. Volume II was chosen be-
cause the Renaissance is the period of the translator's greatest academic
strength and interest. His background in music history and theory of
this era and his fluency in both Polish and English are jointly put to
use in order to make an original contribution to literature on music.

Subsequent translations of the other volumes would produce the only
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existing English version of the complete history of music theory.

Volume II is 387 pages in length and contains 353 musical examples
in which some 76 composers and theorists are represented. The Table of
Contents is characterized by great detail and is balanced by a thorough,
19-page Index. The Bibliography consists of some 255 sources. Three
prominent features characterize this volume. First, each chapter dis-
cusses historical and sociological trends together with theoretical and
compositional aspects of Renaissance music. Second, the author is con-
tinually relating to other periods of music history. Third, Chomidski's
presentation is a highly personal one.

Part Two of the dissertation consists of eight sections: I About
the Translétion, IT Clarification of Technical Terminology, III The
European Functional System, IV Rules of Counterpoint Through the Ren-
aissance, V About the Author, VI From the Author, VII About the Text,

VIII Concluding Remarks.
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PREFACE

This dissertation is divided into two distinct parts. The first
is a translation, and the second an evaluation and critique of Chom-
ifiski's work. As a result of this two-part structure, the traditional
Translator's Introduction does not precede the translation. Instead,
the material which it would normally contain is found in sections I-III
of Part Two. Thus, the reader ought to read these three sections first.

Part One does not contain any clarifications, interpretations, ex-
planations, or editorializations of any sort by the translator. Aall of
these things are found in Part Two. The footnotes in Part One all bé-
long to the original Chomifiski text.

I am in possession of the written consent of both Dr. Jézef M.
Chomifiski and the General Secretary of his publisher ("Polskie Wydaw-
nictwo Muzyczne," Cracow), Mr. Jan PaZdziora, to perform the English

translation of this work (see pp. v, vi).

.

Joseph M. Krush,

Area of Theory,

Department of Music,
Michigan State University,
East Lansing, Michigan 48823,
U. S. A.

July, 1981.



/

/TASYTUOND JUZQL IDPFOII/

’

] \. oPozoTumepim Lmouwn [eTupoIs
-odpo wnr ©Z BTOIEMEZ 2Z98q wﬂanou Jotmtonfotxel m KLoevad (ej
eTuepim op eyuzemodn eTuU 03 STUSTOMZOZ °/¥SN ‘#288% awwﬁaoﬂs
‘3utsuer 3589/ 99845 UB3TUOTN oﬁvw»mmuoaann Bu evuojmeaspoezad

0£q ew BI94Y ‘ferysaogncp Lovad etuestdeu op npegjezad

0899 BTUBYSLZIONAM NTPO M NSUBSSULI S8IN0 ‘II°3 - 5uxn:m
-BIquoy T TTUowWIBH TTI09STH [alow by Lyl T bzyTeUe 2 Zeam

THsT9T3ue JLz3( Bu oTuszovunyyozad BU nNUBI wWeTemzog

‘vownyy ‘°Aseg ‘eurley ‘309135 Xepoad geee
ysnxy°n ydesop.In

*gh enolaezsdy ‘05 ewezsae,‘oni—+0
*035L°6° 52 eoTURTE -1 RIS TR, TASUTOOYD Y] JOI6PL IP°JOIJI



vi

0867 18n8ny ¢ ‘moowvId

P /eI0TZPZRd Auepr/
) \;\<<

UoTITPA NAd

*ax07 peojuvisuel} oyl ysyrqnd o3 erryive jou soop
‘grsoyq n uoaoee sTq Suiaedead JoJ anoseou 8, ysnIy’ N
:aoaoa.uz %% ac:u ueeq sey yYoiym :a«ouﬁauoa sIUL

*ysyISug ojuy pejursuerl Sureq ‘moowvI) MAJ £q °pe
‘ITI°T0A ‘,3utodIejuno) puv AuowlevH JO £x018TH oqlu
IASUTWOYD*N Joz9r Lq Xooq oy?j- 03 yrtsexey eoxde oM

TVINONRIJISITL

mpyeny 0% -0° Gid ‘Yraed byhng
IAQYVIEN $08-48
® || o0ayenesan QM
INZOAZNW OMLDINMVAAM 3INSN0J



vii
ACKNOWLEDGEMENTS

It was my good fortune to meet, some time ago, Mr. Stefan Ehrenkreutz,
a scholar whose area of specialization is Music Theory and who is fluent
in both Polish and English. Mr. Ehrenkreutz is a Ph. D. candidate at the
University of Michigan in Ann Arbor. Despite his numerous commitments,

Mr. Ehrenkreutz agreed without hesitation to verify my translation and to
attest in writing to its credibility. I am very grateful to Mr. Ehren-
kreutz for the many hours he spent in examining my translation and for
the "seal of approval" with which he stamped it.

My most sincere words of appreciation and gratitude are directed to
my advisor and thesis director, Dr. Russell E. Friedewald, Chairman, Area
of Theory, Department of Music, Michigan State University. His consistent
positive and co-operative attitude, together with his invaluable construct-
ive criticism provided me with inspiration and encouragement throughout
the entire period of duration of this project. This ideal circumstance
made my task most enjoyable, and for this I will remain forever indebted
to him,

Joseph M. Krush



viii
TABLE OF CONTENTS
PART ONE: TRANSLATION
PART TWO: EVALUATION AND CRITIQUE

I About the Translation
IT1 Clarification of Technical Terminology
III The European Functional System
IV Rules of Counterpoint Through the Renaissance
V About the Author
VI From the Author
VII About the Text
VIII Concluding Remarks

APPENDIX: THE MAIN SCHOLARLY WRITINGS OF JJZEF M. CHOMIASKI
BIBLIOGRAPHY

525

526
530
532
540
550
555
558
581

584
587



PART ONE:

TRANSLATION



(3]

JOZEF M. CHOMINSKI

HISTORY OF HARMONY AND COUNTERPOINT
VOLUME 11

RENAISSANCE PERIOD

WM

PoL1sH Music PUBLICATIONS



[4] From the Works of the Art Institute of the Polish Academy of

Sciences

CONTENTS OF VOLUME I:

-Early Polyphony
Epoch of Organum

Medieval Polyphony

Cover designed by Andrzej Darowski



(5] TABLE OF CONTENTS

INTRODUCTION

Social and ideological bases of musical creativity; differ-
entiation of genres

POLYPHONY IN THE SECOND HALF OF THE FIFTEENTH CENTURY

The Polyphony of Ockeghem. The Process of overcoming Medieval
traditions and initiation of a highly developed polyphonic
technique
(tonal multilayerism, p. 13, tonal experiments, p. 16,
relation to the subject matter of a work, p. 17, harmonic
effects of bimodality, p. 19, treatment of dissonances,
pP. 20, voice setting and the role of the bass, p. 21, can-
tus firmus treatment, p. 23, variation and imitation-
technique, p. 25)

Significance of Secular Music in the Development of new Means
of Expression )
(simplification of structure and tonality, p. 30, voice
technique, p. 32, word painting, p. 35)

[The] Polyphony of Obrecht

Sounces of Obrecht's Polyphony
(the general character of composition, p. 37, the influence
of secular music, p. 38, expression and form, p. 39, the
role of repetition, p. 40, melismatic [technique], p. 42,
the role of [the] two-voice [setting], p: 42, motivic cor-
respondence, p. 44)

Tonal-Harumonic Problems
(the process of overcoming bimodality, p. 45, harmonic
techniques and their functional interpretation, p. 46,
"harmonic techniques and the modal system, p. 51, harmony
and form, p. 52)

Contrnapuntal Technique and Polyphonic Resowrces
(melody and performance practice, p. 53, technical norms,
P. 54, cantus firmus treatment, p. 57, choice of vertical
intervals, fauxbourdon, p. 59, imitation-technique, p. 59,
double counterpoint, p. 62)

[The] Struggle for new Theoretical Foundations for Polyphonic
Music
(the crisis of solmization, p. 64, the modal system, p. 66,
consonance of the third, p. 66)

13

13

29

37
37

45

53

64



5

Establishment of [the] Principles of a cappella Style
([the] norms of Tinctoris and their historical significance,
p. 68, Adam of Fulda and his attitude towards the modal
system, [towards] parallelism of imperfect consonances, and
[towards] new polyphonic advances, p. 71, [the] contrapuntal
norms of Gafurius, p. 72, contrapunctus falsus, p. 74)

POLYPHONY IN THE FIRST HALF OF THE SIXTEENTH CENTURY

Character of Development

Tonal Problems

([The] Dodekachordon, p. 79, modes, their infiltration,
selection, and polyphonic structure, p. 80, the role of
texture, p. 85, the process of transformation of the modal
system into the major-minor system, p. 85, the overcoming
of heptatonicism, chromaticism; the role of lute music, p.
91, madrigalists, p. 94, chromaticism of the sixteenth
century and functional harmony, p. 95)

[6] Melodic [Style]
(melodic [style] and differentiation of genres, p. 96,
intervallic structure, p. 97, figural and instrumental
melodic [style], p. 102, ambitus, p. 106, elements of rec-
itation, p. 108, head motives, p. 109, melodic continuum,
p. 110, sequences, p. 111, symmetry, p. 113, cantus firmus
melody, p. 114)

[The] Polyphony of Josquin des Prés

(the significance of Josquin des Prés in the development
of sixteenth-century polyphony, p. 116)

[The] Two-Voice [Setting] .
(transference of antiphonal principle to the area of
polyphony, p. 118, figural counterpoint, p. 118, imita-
tion, p. 120, double counterpoint, p. 122, treatment of
vertical intervals, p. 123, cadences, p. 127)

[The] Three-Voice [Setting]
(Medieval and Renaissance three-voice [settings], p. 128,
the role of [the] three-voice [setting], p. 129, faux-
bourdon, p. 129, types of imitation, tonal designs, p. 130,
through-imitation, p. 131, antiphonal style, p. 132)

[The] Foun-Voice [Setting]
(the significance of [the] four-voice [setting], p. 134,
simplicity of structure, p. 135, note-against-note ttech-
nique], pP. 135, the problem of homophony, p. 136, variety
in voice settings, p. 137, melodic homogeneity, p. 139,
continuous counterpoint, p. 141, cantus firmus, p. 144,
bourdon, p. 145, ostinato, p. 146, the Parody Mass as a
variation form, p. 147, canons, p. 148, reduction of inde-
pendent melodic lines, p. 149, four=-voice technique, p. 150)

67

76

76

79

96

116

118

128

134



Settings Exceeding Four-Voice
(succession and imitation, p. 153, canons, p. 155, disposi-
tion of voices, p. 160, cadences and tonal problems, p.
163, the development of canon, p. 169, English music, p.
170)

Classical Netherlands' Polyphony. Nicolas Gombert

(the significance of Gombert, p. 171, melody, p. 173, [the]
two-voice [setting], canon, the Parody Mass, through-imita-
tion, cantus firmus, p. 173, integration of form and linear-
ism, p. 176, ostinato, p. 179, the role of harmonic [style],
P. 179, the universality of Netherlands' polyphony, p. 181,
stylistic distinctions, p. 182, Gombert and general evolu-
tionary tendencies, p. 182)

Problems of Polyphony in Secular Music
(the significance of the Chanson, p. 184, "imitazione della
natura" and harmonic [style], p. 184, melic coloring, p.
186, problems of form, p. 188, the evolutionary process in
Gombert's Chansons, the influence of the Motet, p. 189,
tonal properties of [the] polyphony of Jannequin and Gom-
bert, p. 191)

Contrapuntal Technique
(architectonics and counterpoint, p. 193 the problem of
dissonance and tonal-harmonic problems, p. 194, Gombert's
treatment of vertical intervals on account of increased
linearism, p. 196, [the] counterp01nt of Clemens non Papa,
P. 203, Italian and French music, p. 204)

Polyphony in Protestant Music
(the significance of fthe] polyphony of Josquin des Prés,
P. 205, the role of the cantus firmus, p. 207)

Double-chorus Texture as a New Polyphonic Style
(synthesis of Venetian performance practice and Nether-
lands' polyphony, p. 209, [the] eight=-voice [setting]
and double-chorus texture, p. 210, double-chorus tech-
niques, p. 210, Netherlands' double-chorus, p. 214)

Instrumental Polyphony
(instrumental texture and realization of compositional-
technical means, p. 216, tonal-harmonic complications,
P. 217, accidentals, p. 218, instrumental counterpoint
and its elements, coloring, p. 220, imitations, p. 221,
variation, p. 222, problems concerning form, p. 222,
ambitus and registers, p. 223, treatment of Consonances,
pP. 223, treatment of dissonances, p. 223, parallelisms,
P.- 226, homophony and polyphony, p. 228, the role of
Spain; new disposition of voices, p. 228, kinds of in-
strumental forms according to Ortiz; new conception of
sound, p. 231, evolution of the Ricercar; Willaert, Buus,
Cavazzoni, p. 233, lute texture, its evolution, and

153

171

184

193

205

209

216






possibilities of realization of harmonic and polyphonic
techniques, p. 237, harmonic [style] in vocal-instru-
mental compositions, p. 242)

POLYFHONT TN THE SECTRD HALE OF THE SIXTEENTH cEIMORY -
Tge Character of the New Period in the Development of Poly-
phony

(differentiation of genres and forms, p. 246, theory, p.
247)

[The] Counterpoint of Vicentino

[The] Harmony and Counterpoint of Zarlino
(major and minor triads as governing forces of poly-
phony; their theoretical justification, p. 249, rules
of counterpoint, p. 250, treatment of consonances, p.
251, treatment of dissonances, p. 252, imitation, double
counterpoint, p. 253, significance of Zarlino, p. 254)

[The] Polyphony of Orlando di Lasso, Palestrina, and Marenzio

Textural Foundations of a cappella Compositions
(texture and polyphony and homophony, p. 255, the
chiavetta, p. 257, fundamental types of voice settings,
pP. 258, selection of voices, p. 259, note-against-note
counterpoint, p. 260, the role of two- and three-voice
[settings] within the framework of four- and five-voice
[texture], P. 261, the developed multi-voice [setting],
P. 264, polychoral style, p. 267)

Tonal and Harnmonic ProbLems
(transformations in the modal system, p. 272, the des-
tructive role of chromaticism, p. 273, Palestrina, the
modal system, and elements of the functional system, p.
274, treatment of leading tones, p. 278, the role of
harmony in the process of transformation of the modal
system into the major-minor system, p. 279, types of
chord successions, p. 283)

Melodic [Style]

(differention of genres, p. 286, syllabic and melismatic
treatment of text, p. 288, exhibition of words, p. 291,
melody and texture, p. 292, sequences, p. 293, inter-
vallic structure, p. 293)

Polyphonic Resources and Contrapuntal Technique
(structures in a limited number of voices, p. 296,
note-against-note counterpoint and the influence of the
chordal factor, p. 297, cantus firmus, p. 300, canon,

p. 301, double counterpoint, p. 302, voice leading, p.
303, treatment of dissonances, p. 305, passing notes, p.
306, changing notes, suspensions, p. 310, anticipations,
p. 312, the diminished fifth, p. 313, the augmented
triad, p. 315)

246

246

247

249

255

272

286

296



8

Instrumental and Vocal-Instrumental Polyphony 317
(genres and forms, p. 317, the Canzona, p. 319, the
Ricercar and elements of the Fugue, thematic homo-
geneity, p. 319, the evolution of instrumental texture,
the role of Italian and English Music, p. 324, varia-
tion, p. 326, principles of Renaissance polyphony in
instrumental music, p. 329, the role of lute music, p.
332, ensemble instrumental polyphony; contending tech-
nique, p. 336, vocal-instrumental polyphony, p. 338)

LIST OF ABBREVIATIONS 348
BIBLIOGRAPHY 350
LIST OF MUSICAL EXAMPLES 358
INDEX 369

[8 blank]



(9] INTRODUCTION

SOCIAL AND IDEOLOGICAL BASES OF MUSICAL CREATIVITY
DIFFERENTIATION OF GENRES

In the evolution of harmony and counterpoint, the Burgundian
periodeas of a typically transitional character. It grew directly
out of the preceding period and was linked to the Ans Nova tradition.
This manifested itself in the cultivation of nearly the same musical
forms and in.the role which professional music fulfilled at the time--
this being mainly to serve the court. At the same time, the Burgun-
dian school underwent continuous changes throughout its evolution,

[a fact] which was manifested in the emergence of new tonal and har-
monic principles. At this time, Italian music played an important
role in overcoming the An4 Nova tradition, and in bringing to prom-
inence forms which were more susceptible to influences of middle-
class, folk music. Indeed, the bourgeoisie of the time were gaining
increasing strength and, by the same [token], bourgeois elements were
driving out older, knightly traditions. This process intensified in
the subseqﬁent period, the Renaissance, when the middle class already
became powerful enoﬁgh to support royal -authority and~to create power-
ful monarchies of a national character, from which developed European
states and bourgeoisie societies. This radical change in arrangement
of [the] social structure was synonymous with weakening of two feudal
powers: the high aristocracy, which leaned towards the past and
[towards] Medieval traditions, and the Church, the spiritual hegemony
of all previous science and art. Weakening of these two powers meant

liberation from bonds of the theological way of thinking and a change-
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over to a rationalistic explanation of phenomena through appeal to the
mind and through recall of experience. Manifestations of this were
the great scientific discoveries in the fields of astronomy and natural
sciences and geographical discoveries, which contributed to the develop-
ment of trade and prosperity. Literature and art followed suit by
blossoming as never before. But this new art was already created by
a new man with a new world outlook, a man who had his own approach to
the world and to other men. The humanistic basis of the contemporary
[10] artist was based on interest in man and in his purely human ex-
periences. Musical creativity was satiated more than ever before with
emotional expression and, by the same [token], addressed itself to
listeners' imaginations more directly.

The movement away from Medieval mysticism induced even greater
than hitherto popularization of secular musical genres and contributed
to the increased development of independent instrumental music. It is
not correct, however, to conclude that secular music immediately
achieved quantitative and qualitative superiority over sacred music.
The Church, feeling threatened, attempted to retain its influence on
society in various ways, among these by adding splendor to religious
ceremonies through incorporation of musical works of high artistic
value. It engaged, for its purposes, the most eminent contemporary
composers, who brought new values to music, although it grew, in the
ideological sense, out of Medieval traditions. None the less, new,
revitalizing forces, typical of the Renaissance, were more and more
clearly making themselves felt also in sacred, church music. A man-
ifestation of this was the new approach towards liturgical texts.

Composers attempted to interpret liturgical texts in their own way,
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bearing in mind their own experiences, joys, and sorrows. Hence, lit-
urgical texts also were an expression of individual interpretation of
texts, appropriate to [the] needs of the composer at a given moment.
This type of approach initiated the process of secularization of sacred
music. A manifestation of attempts to take this direction was the use,
in sacred music, of secular cantus firmi and of national languages.
Together with the vernacular texts, folk elements in the form of
adaptations of what were originally folk songs made their way into
sacred compositions. An important role was played here by the Reforma-
tion, which fostered [this trend] through the involvement of wide
circles of commoners and peasants, especially in Germany. In addi-
tion, virtuosic, concerting elements made their way into liturgical
music due to the influence of secular music, and bore witness to the
secularization of sacred music composition.

Due to these immense transformations, the evolution of music in
the Renaissance period was rather complex. Above all, one must recog-
nize the simultaneous existence of several evolutionary trends, which
differed from each other with respect to their ideological basis and
with respect to the forms [each] cultivated. On the one hand, this is
church music, sacred, liturgical; on the other hand, [it is] secular.
In addition, within the framework of both, it is necessary to differ-
entiate between vocal, instrumental, and vocal-instrumental music.
Within the compass of these types, all sorts of musical forms are cul-
tivated. Some of these, for example the Mass and Motet, were accepted
from the previous period, although they were imbued with new expressive
[]]] content and bore witness to the new approach by composers to ac-

cepted forms. Besides these, new forms arose which were different from
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those of the past, for example: the new French song (Chanson), the
new Italian Madrigal, in which we detect "realistic" tendencies which
expressed reference to concrete occurrences in real life, which were
deeply felt and rendered by means of fhe rnusical contents of works. In-
terest in culture of the ancient world and aspiration to revive ancient
Greek drama became the points of departure for the evolution of opera
in the Baroque. 1In the realm of instrumental music--for organ, lute,
or ensembles--were developed the Fantasia, Ricercare, Toccata,
Prelude, Variation, Chorale-prelude, Canzona, and various dance forms.
Development of these forms contributes to subsequent rise of the Fugue,
Suite, and Sonata, and to the development of a typically instrumental
texture, which was decisive for compositional technique, especially
with respect to harmony and polyphony.

The unusual wealth of musical forms in the Renaissance period
bears witness, above all, to the fact that the richness of contemporary
life steered composers on the road to ever-newer explorations. As a
result, there arose, at the time, among others, forms that have re-
tained their vitality to the present day. This is the explanation for
the crucial importance of the achievements of composers of the Renais-
sance‘period. But the question of architectonics of works is not the
only important one in this case. These forms were realized with the
aid of concrete techniques, specifically [of] a harmonic and polyphonic
[nature]. Hence, the Renaissance period is characterized by yet
another scientific conquest. There occurs [the process of] maturation
of the modern major-minor tonal system, based on the principles of
functional harmony, which became the point of departure for the evolu-

tion of music up to the twentieth century. Rules of polyphonic
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technique, which to this day form the basis of counterpoint, are es-
tablished at this time. Since compositional technique was stirctly
dependent on expressive requirements, this caused compositional mastery
to achieve, during the Renaissance, its greatest heights. Above all,
Netherlands' composers are of greatest merit, having created the char-
acter of Renaissance polyphony and having opened the way to its fur-
ther development. The achievement of a high level of polyphonic tech-
nique was, however, the result of efforts of several generations.
Netherlands' composers,.in seeking ever newer means of expression, even
took the road of experimentalism. Such experimentalism proved itself
to be of redemptive value, for it permitted a considerable expansion of
the repertoire of &eans of expression, and [it permitted] use of this
repertoire in such a way that it simultaneously assured both the ef-
fectiveness of the action of the means and the realization of compo-
sers' intentions.

Together with the development of compositional technique comes the
development of theory. Theoretical generalizations made previously are
[12] now subjected to thorough revision. [a] crisis of the (hexa-
chordal) solmization system appears at this time; it leads to an over-
coming of Medieval apprehension of phenomena. New theories of counter-
point arise: such new theories emerge directly out of practical mu-
sical practice, as illustrated by [the] works of Tinctoris and Gafur-
ius. Pythagorean formulations of mathematical acoustics are subjected
to revision, especially in the area of consonance and dissonance of
intervals. This opens the way for a new theory of harmony, which is
based on two fundamental elements, that is, on the major and minor

triads (Zarlino). Theorists attempt to go beyond the modal system by
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increasing the previous number of eight modes to twelve (Glareanus).
This was a manifestation of the old Medieval system having outlived
its time, for in practice a new tonal system was beginning to appear:

the major-minor system.
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[13]  POLYPHONY IN THE SECOND HALF OF THE FIFTEENTH CENTURY
[THE] POLYPHONY OF OCKEGHEM. THE PROCESS OF OVERCOMING MEDIEVAL

TRADITIONS AND INITIATION OF A HIGHLY DEVELOPED POLYPHONIC TECHNIQUE.

It could seem that the problem of overcoming Medieval principles
of polyphony did not apply during the first stage of evolution of
Renaissance music. In previous chapters, devoted to Burgundian har-
mony and polyphony, we traced the formation of new principles, which
led to the definition of new tonal laws. In this connection, we noted
the existence of certain harmonic connections forming the relationship
of dominant to tonic. At the same time, the technical side [of these
harmonic connections] was being perfected more and more. With time,
therefore, there arose clausulas typical of individual voices. Pres-
entation of this process was necessary so that it could be shown which
direction development of harmony was taking. This did not mean, how-
ever, that new harmonic advances were quickly shared by all composers
nor that even the greatest among them consistently observed new prin-
ciples in all their later compositions. Medieval traditions in the
Burgundian school were still strong enough that these new phenomena
appeared rather sporadically, shall we say, if not exceptionally.

This is the situation in which polyphonic music found itself halfway
through the fifteenth century, when Renaissance tendencies began to
increase.

It is not surprising, then, that, even in the most distinguished

of contemporary composers, headed by Johannes Ockeghem,1 we find cer-

1Several composers are active at this time, like Antoine de
Busnes, named Busnois, Firmin or Philippe Caron, Johannes Regis,
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tain influénces of the older polyphonic style. That this is so is
evidenced by such external characteristics as, for example, key sig-
natures. It happens, that in this respect certain compositions do
[]4] not demonstrate consistency since, for example, some voices do

i

not contain key signatures while others are provided with these signs,
§

[or] possibly one voice possesses two flats, whereas another [has] only
one. This proves that in spite of aspirations ;:;ard§ tonal homo-
geneity during the Burgundian period, tonal dissension of compositions
was not entirely overcome. This is evidenced by infiltration of
various scales, so that not infrequently even cross relations result

(ex. 296).

296. J. Ockeghem, Missa Quinti Tonl, GLoria, mm. 1-4

g E 1 4) Jd !J a
v ] $ ——t——t T T
! 7} n ter - ra |pax ho -
— > — . ‘
ho-mi-ni.

Since during the course of a composition super-imposition of var-
ious tonal planes is conspicuous--it was not always conspicuous, even
in earlier periods--two-layered tonality appears more clearly in ca-
dences, where tonal properties of a composition generally appear in a
straightforward way. Such structures are generally accompanied by
stereotyped "Landini" cadences, with the characteristic motion of the
seventh scale degree to the sixth and then by skip of a third to the

final (ex. 297).

Guillaume Fangues, Jacobus Barbireau, but the main compositional
problems are found, above all, in the works of Ockeghem.
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297. J. Ockeghem, Missa Sine Nomine, Kynie, mm. 16-17

lal

It is significant that cadences of this type maintain themselves
for a fairly long time, even in compositions whose external character-
isticg, that is the notation itself, do not indicate tonal dualism.
The use of 0ld techniques is not a coincidental phenomenon, but remains
deeply inherent in the architectural bases of the work. I am not
thinking here of dissection of a work into parts, but of the voice
setting. For it turns out that in these cases Ockeghem still employs
three-voice structure, which does not provide a convenient basis for
realization of new techniques. Now and again even the discant-tenor
structure appears, which does not permit isolation of the harmonic
basis [which is] indispensable for a more mature, new, harmonic way
[15] of thinking. Then the tenor generally forms the backbone of the
composition, to which voices are added from top to bottom. Not in-
frequently, the tenor and contratenor exhibit idéntical content, the
result of which is that in the older type of cadential structure the
contratenor assﬁmes the role of a filler voice, although it unfolds
in a tonal orbit different from that of the other voices. Traditions
of old polyphony in the second half of the fifteenth century were
still strong enough that even the use of a secular cantus firmus did
not always lead to the overcoming of Medieval principles of tonality,
although the trend in this direction was clear-cut. Ockegheﬁ at first
follows a similar path to that of Dufay. With the introduction of
tonal homogeneity of a work, he does not immediately introduce a

fully developed cadence, based on the dominant-tonic relationship,
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but composes an intermediary type, with the characteristic octave leap
in the contratenor or tenor (ex. 298).

298. J. Ockeghem, Missa De PLus en PLus, Sanctus, mm. 46-51
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This is a significant phenomenon all the more because harmonic
progressions of this type appear even in four-voice settings which, in
spite of [their] use of a bass-tenor, are based on old compositional
technique. For this reason, in these cases the aim to achieve a full
harmonic sound does not always predominate; to the contrary, the last
chord of a cadence éradually neutralizes the function of the third of
[the] triad, as a consequence of which the last chord consists of open
fifths and fourths. In an effort to utilize more developed harmonic
progressions, not infrequently one may notice a compromise in that in
the bass voice the composer utilizes a quartal clausﬁla and the octave
leap to the fifth scale degree (ex. 299).

299. J. Ockeghem, Missa Au Travail Suis, Kynie, mm. 35-38
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In the first stage of evolution of Renaissance music, composers
did not immediately attempt to interpret liturgical texts unequivocal-
ly. The most important question was frequently that of creation of a

musical framework for the text, while the actual interpretation of the
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[16] text could remain subject to change. This is a rather strange,
and today an almost incomprehensible, approach to composition of a
vocal work. 1In those times, however, when composers sought new means
of expression, they did not avoid experimentation even with tonal
foundations of a work. An interesting work of this type, which sheds
light on tonal problems, is the Missa Cuiusvis Tond, being a type of
puzzle canon which permitted performance of the work in four different
modes, specifically in the first, third, fifth, and seventh modes,
that is, in Dorian, Phrygian, Lydian, and Mixolydian, together with
their plagal counterparts. Indeed, in this case the notation does
not change, but changes do come about in intervallic relations, mainly
in successions of major and minor intervals, which obviously must in-
fluence qualities of chord progressions. This is manifested most
clearly in cadences, in which old principles of technique are still
observed (ex. 300).

300. J. Ockeghem, Missa Cuiudvis Toni, Kyrie, mm. 5-7
a) first mode, b) third mode, c) fifth mode, 4) seventh mode
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that tonal problems were of particular interest at the time, that at-
tempts were made to study characteristics of individual modes. How-
ever, the use of the same notation of a work by necessity had to lead
to transposition of the work to various levels, as a consequence of
which its timbral properties were subject ﬁo change. In one instance,
as a result of a lower register, a wofk took on a darker color, whereas
in another, with a change to another register, it became bright and,

by the same [token], more serene. To be sure, this is an isolated
case, but it does shed clear light on the method of approach to mat-
ters of compositional technique. It turns out that already the
earliest of Netherlands' composers were interested in problems of
compositional mastery, which permitted flexibility of use of contem-
porary techniques within the framework of established principles.
Such flexible use of techniques was an indispensable condition to the
introduction of choice means of expression, consistent with [the]

composer's intentions. Hence, beginning already in the first stage
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of evolution of Renaissance music, compositional mastery will cons-
tantly increase. Besides, Ockeghem's M{ssa Cuiusvis Tonl is only a
foreboding of other works of his, especially imitative [ones], whose
technical excellence and mastery of form are to become for centuries
objects of admiration of his compositional achievements.

Although the Missa Cuiusvis Tond undoubtedly possesses an exper-
imental character, in spite of this it does not represent a complete
break with tradition. This is witnessed not only by the manner in
which voices are treated in harmonic progressions, but also by general
timbral foundations of the work, whose realization in actual perform-
ance permitted elicitation of nuances of expression dependent on the
nature of the mode gnd on changes of register. We encountered such
emancipation of coloristic techniques already'in the first half of the
fifteenth century in [the works of] Dunstable. This composer took ad-
vantage of the timbral v;lues of long-sustained tones, which gave his
works a mystical character. Also in Ockeghem one encounters from time
to time the use of such techniques, especially in treatment of the
tenor (ex. 301).

301. J. Ockeghem, Missa De PLus en PLus, Credo, mm. 85-96
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[]8] Previously we verified a certain type of indifference on the
part of the composer with respect to liturgical text. The example

above convinces us, however, that such an attitude was not the rule
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with Ockeghem. On the contrary, he tries to select appropriate means
of expression, suitable to the content of a given segment of text.
For this reason it is not coicidental that this long-sustained tone
in the tenor appears at the words Et ncanatus. Here begins a new
era in development of liturgical music, in which composers attempt to
portray the significance of specific fragments of text. It is clear
that the way in which a composer interprets a liturgical text is de-
pendent on his ideological maturity. Already in the first stage of
the Renaissance there ié a marked differentiation between religious
and secular music. Compositional expression is different in both mu-
sical styles. And this detail, which again and again points to cer-
tain ideological regressions, in reality characterizeS‘[the] attitudes
of [the] composers themselves. 1In the fourteenth century, and even in
the Burgundian school, with the exception of dance music, there did
not exist a qualitative difference between religious and secular mu-
sic. Musical resources were universal and could serve toward various
ends. Presently, selection is made which is determined by expressional
needs and by the social function which a given work is to fulfill. 1In
this connection, techniqal principles also change within the framework
of specific styles. In Ockeghem's Etf incarnatus excerpt we noti;e that
the composer attempted to adapt the timbral apparel to the contents of
the text. In this connection, there appear such harmonic progressions
which give the mystical character that is relative to the fragment of
the text. Specifically speaking, there is not even a trace of prog-
ressions, discovered by Dufay, which are based on the relationship of
dominant to tonic. Characteristic phenomena, as in Dunstable, are mel-

odic idioms based on the cell of a fourth, with its characteristic
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progression of a minor second and a major third. The broken triads
which appear in one of the voices do not function as new harmonic re-
sources, but are the result of penetration of the structure by one
timbral substance.

It would be unfair to seek out in Ockeghem only mere mechanical
use of old techniques within the framework of structures based on two-
[19] I;yered tonal cadences. Ockeghem attempts also to solve, in an
individual way, certain technical problems based, in essence, on bi-
modality. While in two-layered tonal cadences tones lying within the
orbits of two tonal centres appeared simultaneously, Ockeghem intro-
duces them also successively, as a result of which there arise juxta-
positions of rather remote chords--if, of course, we regard these
matters from the point of view of functional harmony. We became fam-
iliar with such an instance in the example quoted from the Gloria
from the Mssa Quinti Tond. In this fragment, there appears a juxta-
position of an E-glat-major chord with C-majon, as a result of which
there arises a cross-relation (ex. 296, 303a). A similar phenomenon
appears also in the GLordia from the Missa Caput, where Ockeghem intro-
duced next to each other the chords b-minoa and d-minon (ex. 302).

302. J. Ockeghem, Missa Caput, Gloria, mm. 18-21
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Both juxtapositions of chords remote from each other within the

framework of a functional system have, in fact, the same genetic basis,
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for they both derive from Medieval bimodality, although as harmonic
techniques they already designate Separate resources. In the Gloria
from the Missa Quinti Toni we may detect features of a more mature
structure, because this characteristic chord progression was absorbed
into the orbit of a cadential process of a new type, in which, by
means of the dominant chord, a discharge of previousl§ generated ten-
sions takes place. In the Missa Caput, on the other hand, there are
not yet any elements of new harmony, since subsequent harmonic prog-
ressions rule out the possibility of detection of any new harmonic
phenomena. The mere use of progressions of this type does not give us
license to interpret them with symbols of functional harmony. It is
exactly these two varied instances of use of .these interesting juxta-
positions of chords which bear witness to the indecision of the com-
poser with regard to treatment of tonal problems. Such progressions,
which still appear even in the sixteenth century, and which are sig-
nificant in the process of evolution of harmony as a manifestation of
deséruction of the modal system, cannot be viewed against a background
of symbols of functional harmony. After all, if Ockeghem and his suc-
cessors had really seen new features in such juxtapositions of chords,
[20], then undoubtedly they would have gone farther in this direction.
Meanwhile Ockeghem, his contemporaries, and his immediate successors
followed a path of complete leveling out of Medieval tdnal multilayer-
ism.

The remnants of old polyphony in Ockeghem go hand in hand with
certain characteristics of his voice technique, mainly with regard
to treatment of dissonances. Alréady in the Burgundian period we

found an aspiration towards the reqularization of principles of voice
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technique, to which [goal] a great contributor was fauxbourdon. At
that time, dissonance ceased to be a purely timbral resource, but be-
came an element of motion, which necessitated resolution of dissonan-
ces in a strictly defined direction or treatment of dissonant tones as
passing tones or perhaps changing tones. Indeed, Ockeghem accepts
these.principles, but in certain instances still treats dissonance in
a "free" way. This pertains particularly to dissonant tones of short

rhythmic durations which act as leaping neighboring tones (ex. 303b).

303. J. Ockeghem, Missa Quinti Toni, Kynie, a) m. 3, b) m. 38
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This free treatment of dissonances is linked directly to [the]
properties of Ockeghem's melody. As we already noted in his music,
‘frequent occurrences of elements of the cell of a fourth are found,
which makes his melodic [style] similar to that of Dunstable. A des-
cending melodic line consisting of a figure of a second plus a third
is precisely what results in dissonance in those places where the
second appears within the cell of a fourth (ex. 304).

304. J. Ockeghem, Missa Le Serviteur, Credo, mm. 152-157
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[21] Remnants of old polyphony are [further] evidenced in these

cases by the fact that syncopation is not always connected with pre-
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paration of dissonances, but, on the contrary, as a result of syncopa-
tion, structures arise in which the tone appearing immediately after
the syncopation becomes a freely treated dissonance. Consequently,
there comes about a completely different method of use of syncopation
than in standardized or nearly standardized polyphony; for there the
dissonances were prepared with the aid of syncopation. This does not
mean, however, that Ockeghem was not aware of new technical possibili-
ties of treatment of dissonances with the aid of syncopation. 1In
these instances, however, it is an immensely characteristic thing that
the third or sixth delayed by the second and seventh appears within
the framework of a developed cadence based on a dominant-tonic rela-
tionship. It turns out, therefore, that harmonic maturity contributed
simultaneously to the rise of new technical principles of treatment of
dissonances (ex. 305).

305. J. Ockeghem, Missa Quinti Toni, Kynie, mm. 14-16
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Already in the Burgundian period we noticed the application of new
techniques in the area of polyphony, dependent on exploitation of
purely timbral resources in voice settings. At that time, a frequent
rhenomenon was contrast of two-voice structure with a four-voice set-
ting. In these instances the goal was undoubtedly to contrast solo
voices with chorus, which underlined all the more the purely timbral

character of these settings.1

lThis type of texture occurs especially clearly in Masses and
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These types of concepts often occur also in Ockeghem. At the same
time he draws further consequences from the possibilities inherent

in various voice settings and combines all sorts of'voices, for ex- -
ample the highest voice with the bass, the middle voices, that is,
the contratenor and the so-called bariphanus, the two lowest voices,
in order to finally contrast these various voice structures with full
four-voice structure (ex. 306).

306. J. Ockeghem, Missa Au Travall Suis, GLordia, a) mm. 52-54,
b) mm. 64-75
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[22] Various methods of combining voices had great significance for

the further development of polyphony. As we have yet to see, later
composers often used these means of expression in order to achieve
contrast. With the increase in the number of voices beyond four, up
to eight and more,, rival choral groupings will begin to indiwidualize
themselves within an ensemble; this will consequently lead to the rise
of double- and multi-chorus technique. 1In the historical period which

interests us, however, it is important to be aware of the timbral

Motets of the Flemish composer, Johannes Regis (ca. 1430-1485). His
most characteristic work is the five-voice Motet, Clangat PLebs, pub-
lished in Corpus Mensurabilis Musicae 9, 1956 (Johannis Regis, Opera
Omia 11, p. 21 & ff.). Similar traits are exhibited by the Benedictus
from the Misda Faulx Pervernse by J. Barbireau (Jacobi Barbireau, Opeta
Omnia 1, p. 42, Conpus Mensurabilis Musicae 7, 1954).
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properties of certain voices, especially the bass voice, which simply
becomes the harmonic basis, and therefore the indispensable factor in
new apprehension of techniques within the sphere of harmony. In this
regard, in Ockeghem there occurs already a clear crystallization of
polyphonic structure. This is manifested not only in those works
whose bass constitutes a genuine harmonic basis, but even in those
works.which still arise ffom within the orbit of operation of old
tonal principles, based on two-~layered tonal structure. And although
internal details of manuscripts still bear witness off'and on to the
presence of the existence of bimodal conception, which is evidenced by
various key signatures in voices, still the title of the work itself,
and therefore the tonal conception, is formed according to the bass
voice. For example, the Missa Quinti Toni possesses two types of key
signatures, that is, one flat and two flats, but in spite of this, the
tonal basis is the Lydian mode, represented by the bass voice. Crea-
tion of the fundamental bass was equivalent to liquidation of the
original discant-tenor voice setting. Due to this, the range of
choral structure was increased considerably, and this was the crucial
significance to the development of polyphony. An increased range per-
mitted uninhibited formation of melodic lines of voices; hence,
Ockeghem's polyphony is characterized by a strong tendency towards
[23] linearism. 1In this connection, ranges of individual voices are
also greatly increased. Almost always these exceed the interval of
the octave, and not infrequently they reach that of a thirteenth (cf.
ex. 310).

Polyphonic linearism did not, however, remain without influence

on [the] harmonic features of a composition. With respect to those
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harmonic structures of Dufay which were more advanced in [their]
development, especially his secular works, in which there appears
a crystallization of chord progressions characteristic of the func-
tional system, there occurs a retrogression. As a result of the liquid-
ation of the original two-layered tonal structures, there is a ten-
dency towards tonal homogeneity. It is not brought about, however, by
the operation of harmony of a newer type, but rather by adherence to
principles of the modal system [and] its absolute diatonicism. This
has an unquestionable connection with the particular character of the
creativity of Ockeghem who cultivated on a large scale, above all,
liturgical forms. In secular composition, on the other hand, he does
not advance beyond the achievements of the previous period. For this
reason, this type of composition is of secondary importance to us.
This penetration of Ockeghem's religious polyphony with modality,
which gives his works a contemplative character, is explained by
Besselerl as a return of the wave of mysticism which at the time over-
ran artistic creativity in the Netherlands. Undoubtedly, Medieval
traditions are in operation here; in spite of this, we cannot ignore
the fact that religious fraternities, which at the time were exper-
iencing a rebirth of activity, were already a manifestation of a new
structure of social powers, namely one which entailed significant par-
ticipation by the middle class in social life. To be sure, the middle
class was not able immediately to get rid of the effect of the ideo-

logy which through centuries ruled the minds of society. Nevertheless-

1y, Besseler, Die Musik des Mittelaltens und den Renaissance,
1931, p. 237.
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new elements are also strongly marked in religious music, a manifesta-
tion of which is wide-scale application of secular cantus firmi.

In this connection, there arises the question of attitude towards

secular melodies within a framework of a religious work. Here one
must be aware of the very fact of the use of secular melodies and of
the manner in which they are treated in a liturgical composition.
The use of secular melodies in itself proves the progressive character
of composers' religious works and is a manifestation of secularization
of this type of composition. However, this problem complicates itself
when we make an approach towards analysis of the works themselves. It
turns out that the method of cantus firmus treatment2 generally did
not permit actual presentation of the secular melody itself, on ac-
count of its appropriate preparation, which depended on lengthening of
[24] rhythmic values of individual pitches. This type of cantus firmus
frequently became merely the backbone of the whole, a foundation for
compositional-technical operations. It is necessary to differentiate
here between tWO types of cantus firmus technique. In one instance,
the secular melody works within the compass of [a] normal four-voice
[setting] (ex. 307); in the other, it interacts within the framework
of a varied voice setting, in which all sorts of voices are combined
in the form of duets (cf. J. Ockeghem, Mi{ssa L'homme Anmé, Agnus Ded,
mm. 46-79; Publ. 41t. Musik, I, 2, pp. 114-116).

The above examples are sufficlent to make clear that the main

means of expression in structures of this type are the contrapuntal

2Ockeghem's treatment of secular cantus firmi is discussed
thoroughly by G. Reese in Music in the Renaissance, 1954, p. 125 & ff.
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307. J. Ockeghem, Missa L'homme Aumé, Kyrie

hp n e e lei-

s - A ! ; ! |
=T . — -+ —a 7t <
=S e AN e = =
e i ! Y, ; 7] S * | i v

Ky . n 3 e. ! lei son e -
I
LY R 0. e e . 4 e . | son !
71 - d ! a 9. a_g —;—a - !
5 " — — 1
Ry 1] [ e ler
. son hy n-e e lei son
I o ! 4 J
- +— e o +
w - o 4 o .~ & 3~ £l
< T e = P = = =
T TR EFrT TR T OrrrcCt
lei - son K |ri-e e-le i
I '] |
- | P
ey~ = ——— m—— —
— 7. —— —— E——]
T v T
son Ky ] e e les
Ry - rie e let - -son

Py ...
= 7 T » = j T g - x. —- f -
G s T T
: -son e les | - -son
1 . . .

: I‘\! - j e e i lei -son
a - J i
r—=p_p £ L= = 9 —

SE=: S —— —— =

voices marked by greater melodic activity [than tﬁe slow cantus firmus].
It is necessary, however, to point out that this method of cantus
firmus treatment is not a characteristic exclusive to secular melodies.
Melodies extracted from plainsong also exemplify similar traits (ex.
308).
[25]

proach to plainsong melodies is the same as that to secular melodies.

It follows, therefore, from the above, that a composer's ap-

Both types of melodic compositions provide a basis for compositional-
technical work, which is characterized by constantly developing mastery.
During the course of more extensively developed Mass sections, such
melodies generally appear repeatedly, but each time the nature of the
Consequently, this is a polyphonic composition

counterpoint changes.

with characteristics of variation-technique. A composer then has the
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308. J. Ockeghem, Missa Ecce Ancilla Domini, Sanctus, mm. 14-23

opportunity to demonstrate not only inventiveness, but also technical
competency. This leads to development of a repertoire of means of ex-
pression by the use of artistically refined techniques, for example
imitation. 1In view of the role which imitation-technique played in
development of polyphony, this is an impotfant detail, although it is
necessary to point out that in Ockeghem's liturgical compositions the
use of imitation iS not yet a permanent principle. On the contrary,
we encounter a series of liturgical works in which imitation is not
used at all. None the less, this fact indicates that imitation-
technique begins to play a new role in polyphonic compositions in that
" it contributes to melodic homogeneity of a work.l It is difficult

[26] still to read into this the effect of fourteenth-century Italian

lAlso in certain Chansons (Les Desleaux, Quand de Vous Seul, Ma i
Boucle Rit, Petite Camusette) Ockeghem employs sporadic imitation.
See G. Reese, Music in the Renaissance, 1954, p. 120.
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traditions. Rather, Ockeghem discovered in his own path new expres-
sional and constructional values of this technique. 1In more exten-
sively developed Mass merments, wheré freely treated polyphony is not
accompanied by an appropriate display of formal homogeneity, he some-
times introduces consistent imitation-technique, which indicates a
tendency towards through-imitation (ex. 309).

309. J. Ockeghem, Missa Ecce Ancilla Domini, Credo, a) mm. 1-8,
b) mm. 16-21
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A characteristic trait of new techniques is, above all, wide-scale
application of imitation at the fifth, which indicates awareness of
new expressional values, arising from a new harmonic feeling, although
imitations at the unison and at the octave also appear. These, how-
ever, are marked by new properties of treatment of the melodic line,
which displays the wide range characteristic of polyphony of the new
type (ex. 310).

[27] Imitation-technique plays a significant role in Ockeghem,
becoming a form-building factor in canons. Canonic writing in itself

would still not be anything new with respect to fourteenth-century
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310. J. Ockeghem, Missa Le Serviteur, Credo, mm. 69-74
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traditions and [with respect to] the use of this form in the Burgundian
period. However, the structure of the work itself is changed through
movement beyond unisonous intervallic relatio&ships and through expan-
sion of the number of voices. 1In the first instance, it is a question
of canon at the fourth, in which all imitative voices enter strictly

at this interval. This sheds an appropriate light on the degree of
harmonic maturity of the work. While two-voice imitations at the fifth
permitted us to assert that this was evidence of a new approach to
harmonic problems, stamped already with considerable harmonic maturity,
in canons, where voices enter in the order a-—d4—g, the situation

looks somewhat different. If the composer's essential intention was

to underline the relationship of dominant to tonic, then the third
voice would necessarily have to answer the first. Meanwhile, the

third voice relates to the first by the interval of a seventh. This
type of solution of a technical problem corresponds perfectly to

those tonal foundations which were diécussed with regard to polyphony

of liturgical movements. It turns out that in canon also, after
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elimination of all older remnants, there follows a tonal homogeneity
within the framework of a modal system, which is fostered by its dia-

tonicism (ex. 311).

311. J. Ockeghem, Fuga Taium Vocun 4in Ep&'dmf,uémon]‘, mm. 1-6
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[29] Another problem is presenﬁed by the 36-voice canon, Deo

Gratias, preserved anonymously, as a result of which there is no ab-
solute certainly that its composer is actually Ockeghem. On the basis
of linear and rhythmic traits, however, historians maintain that it is
his work (ex. 312). This canon is unique not only in the output of
Ockeghem, but for its time in general. Indeed, 36 voices participate .
in the composition, but these voices do not [all] appear together.
The largest number of simultaneously sounding voices is given by
Riemann to be 18, since rispostas occur after considerable time in-
tervals (alto in m. 9, tenor in m. 16, bass in m. 22) and yield to
other voices which are finishing.their part (soprano in m. 10, alto in
m. 17). Only tenors and basses brihg the.work to its end.l

The canon Deo Gratias should be regarded as an experimantal com-
position. It is possible that this work was not intended for vocal

performance at all. This view is supported by the fact that the en-

Le/] 1This is actually the Chanson Prenez Sut Mod Votre Exemple,
Amouwreux (J. S. Levitan, Ockeghem's Clegless Compositions, "The
Musical Quarterly," wvol. XXIII, 1937, p. 440).

L29]

1y, Riemann, Handbuch der Musikgeschichte, 1907, II, 1, p. 236
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composition utilizes only two words: "Deo" and "gratias."

addition, most mplodic figures do not exhibit wvocal properties.

In

Pre-

cisely the constructional conception of the work, straightforward in
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principle, explains why it was possible to multiply the number of
voices to such a high number. It turns out, that in spite of linear-
ism of melodic structure, a harﬁonic factor is visibly active in the
form of two chords which are in the relationship of tonic to dominant:
the first two beats of the measure are occupied primarily by the chord
§ + a + ¢, the third beat by ¢ + ¢ + g. Within this harmonic sub-
stance, then, are housed [the] melodic possibilities of the composi-
tion. Thus is explained the non-vocal melodic character in the fur-
ther course of the work, since the various potential intervallic struc-
tures are exhausted rather quickly. But from ;uch a harmonic con-
ception of the work arises also the possibility of repetition of
initial melodic segments and, by the same, enlargement of the total
number of voices up to 36. The historical significance of the Deo
Gratias canon is unquestionable. This work initiates a new era in
the development of polyphonic technique, which is marked by continuous-

ly progressing perfection of the craft of composition and leads to the

achievement of the highest level of technical competence.

SIGNIFICANCE OF SECULAR MUSIC IN THE DEVELOPMENT OF NEW MEANS OF
EXPRESSION
It is difficult not to perceive that the music of Ockeghem, in its
ideological bases, still grew out of Medieval traditions. Thus are
explained certain properties of his polyphony. In the previous chap-
ter, we pointed out that in spite of significant accomplishments in
[30] the Burgundian school, especially with regard to maturity of
harmonic feeling, there are, in Ockeghem, visible traces of Medieval

polyphony. Although Ockeghem soon freed himself from these influences
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and created new values, still the thick web of intertwined voices was
directly connected to the contemplative character of his works. Con-
sequently, some revitalizing force was necessary which could steer
polyphonic technique onto a new road. Such a force could not be found
in traditions of secular court music, which still grew out of the
Artis Novae, but [had to be found] in creativity which was brought to
life by the new middle class. Hence, it is not strange that new val-
ues in polyphonic music appear first in Italy, for it was there that
the middle class first invigorated itself and rose to power.

In the second half of the fifteenth century in Italy, secular
forms arise from folk foundations. These forms appear under such
names as Frottola, Strombotta, and, from time.to time, Ode and Sonnet.
Marchettus Cara and Bartolomeo Tromboncino were the main representa-
tives of this type of creativity. Just how quickly this type of
creativity gained popularity is attested to by the fact that as many
as eight volumes of works of this type appear in the years 1504-1508,
almost immediately after the establishment of a printing house by
Petrucci (1502). True enough, their diffusion in print occurs only
at the beginning of the sixteenth century; this does not mean, how-
ever, that they arose only at that time. Print merely brought about
their marked popularization.1 Frottole and works related to them are
marked by an unusually wide scale of expression, from calm to lively
and cheerful. Their moods are dictated by their subject matter,
which also exhibits considerable variety. In addition to mood and

love songs, we find frivolous, playful, satirical compositions. Also,

1g. Schwartz, Die Frottole im XV Jh., vierteljahrschrift fiir
Musikwissenschaft, 1886, 1I, p. 427 & ff.
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the choice of authors is exceptionally wide. Most texts were written
by lovers of art, poetry, and music, although texts of Petrarch, and
even those of Horace, were also used. The historian of harmony and
counterpoint is interested above all in the fact that in relation to
previous secular composition, a radical change in structure and char-
acter of the music takes place in eve?ything from tonal foundations of
a work to its technical details.

Frottole are marked by Simplicity and simultaneous enhancement of
the expressional aspect of a work. Rhythmic intricacies, characteris-
tic of Ockeghem's polyphonic music, disappear, and priority is given
to extreme plasticity and pungency of melodic line as well as to clear
dissection of form.2 Plasticity of a work does not disappear even when
a composer employs techniques [that are] more refined artisticall;.
[31] structure of the text is determined by the musical form, and
selection of harmonic techniques is adapted to the dissection of the
work. Consequently, certain fundamental harmonic ratios, based on the
relationship of tonic to dominant, are carried over into the formal
course [of a work]. In the wake of this, there even occurs, to an ex-
tent, periodic structure, although this is not the rule (ex. 313).

313. B. Tromboncino, Se Ben Hor Non Scopro, mm. 1-6
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In spite of occasional use, in these works, of the old type of

2These matters are widely discussed by Alfred Einstein in The
I1talian Madnigal, vol. I, 1949, p. 77 & ff.
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cadence, with the characteristic octave leap, the tonal character of
the work is new. This is evidenced first of all by the use of full
triads at the beginning and end of a work. Frequently, even during
the course of a single phrase, a dominant-tonic progression is repeated
several times, in the wake of which the bass often moves by fourths
and fifths (ex. 314).

314. B. Tromboncino, Deh! Pen Dio, mm. 1-4
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Frequent use of the dominant-tonic relation undoubtedly indicates
harmonic maturity of these works and shows their new tonal configura-
tion. This leads to re-evaluation of previous harmonic techniques, so
that thirds and sixths gain absolute predominance. Occasionally, par-
allel thirds or sixths appear, even over long segments of a work (ex.
315). For needs of expression, these parallelisms often occur in con-
junction with sequence, as a result of which the motivic structure of
a work profits through increased emphasis (ex. 316).

[32] 315. Michaelis, Sempre £e Come Essernsofe, mm. 1-9
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316. B. Tromboncino, Scopaio Lingua, mm. 24-28
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As regards voice technique, especially treatment of dissonance,
generally [the] works of prominent composers are marked by adherence
to principles arising from motional behavior of dissonance. Conse-
quently, dissonances appear as prepared tones normally resolved, or
they appear in the form of passing tones, perhaps changing tones.
Nevertheless, there also occur instances of somewhat freer treatment
of dissonances. This [freer treatment], however, has nothing to do
with the purely timbral character of consonances typical of Medieval
harmony. Most frequently, complexes of dissonance arise as a result
of more refined cadence formation, for example, when in one voice, in
context of the cadential idiom, a changing tone appears which forms
a dissonance with respect to the leading tone. This type of "delinea-
tion” of a cadence appears even in structures of the Phrygian type
(ex. 317). Passing tones used simultaneously -in several voices are
sometimes causes of complexes of multiple dissonances. From the point
of view of later a cappella style, structures of this type may give
rise to certain reservations, however, in view of the fact that the
actual design of the melodic line does not give way at any point, in
[33] such cases we may rather admire the compositional boldness of
composers of Frottole (ex. 318).

Dissonant friction occurs not only with passing tones moving in

contrary motion, but also as a result of simultaneous expansion of a
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cadential idiom or a closing formula in two voices. Then one may ob-
serve even parallel seconds (ex. 319).

317. M. cara, G€ie Pur Gionto, mm. 7-8
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319. B. Tromboncino, Non Val Aqua, mm. 32-34

& -
v :-(.7; » ®  ©
® ¥ ‘. h Voo

e

P
S ey

It is necessary to acknowledge, however, that the instances of
free treatment of dissonances indicated above, and also others, such
as introduction of an unprepared fourth before a third, are rather ex-
ceptional phenomena. Generally, bourgeois secular composition is char-
acterized by harmonic maturity and technical correctness; for these
reasons it was able to become the point of departure for development
of new polyphonic technique. Moreover, composers of Frottole did not
in the least shun refined means of construction, nor were they exces-
[34] sively inhibited by difficulties of performance. Imitations fre-
quently appear in Frottole, as do scale passages requiring a large

vocal range (ex. 320).
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320. B. Tromboncino, Se M{ e Grave, mm. 1-6
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Here imitation-technique is not exclusively an artistic means of
construction, used merely for purposes of elevation of artistry of the
work, but it becomes an important means of expression, which serves as
musical characterization of the text. In this connection, melodic seg-
ments employed in imitation maintain a special shape; they are marked
by rhythmic pungency and expressional accuracy. The use of these
types of melodic segments frequently has a deeper formal meaning in
that it contributes to homogeneity of a work. In such cases, at the
end of the work, the composer returns to the original segment. Just
how extensively imitation-technique was used is shown by the playful,
humor-filled Frottola by Michaelis, 0 Dio Che La Brunetta, being a
through-imitative work marked by precisely the formal homogeneity
referred to above (ex. 321).

321. Michaelis, 0 Dio, Che La Buunetfa, mm. 1-8
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[35] The last examples have convinced us that already in its first

phase, Renaissance bourgeois secular music was characterized by unusu-
ally increased emotionalism, and that techniques, even the most refined
ones, are used in order to bring musical creativity closer to life and
to concrete reality. It follows that in Frottole there are frequent
tendencies towards illustration, which may be considered a peculiar
manifestation of "realism" in music. We encounter numerous types of
illustrative details. Some deal with portrafal of increased motion,
[such as] escape or moments of battle, while others portray the echoes
of nature, for example bird calls and the like. Besides these naive
imitations, composers attempt to portray general feelings such as
sadness or joy. A rather frequently introduced means of underlining
increased motion is the sequence. In one of the pessimistic Frottole
of Bartolomeo Tromboncino, Ah Partiale e Chruda Morte, we encounter
rather refined treatment of sequential structure, where increased mo-
tion is underlined in one voice by small rhythmic values, and in other
voices by correspondence of loose, two-note motives. This detail is
significant to the extent that it indicates the free treatment of [the]
melodic line in the tenor and the bass. There, the line does not ex-
hibit melodic continuity, [but rather] recalls hocket technique. It

is difficult to believe, however, that the thirteenth- and fourteenth-

century traditions of hocket endured up to the Renaissance period.
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This technique was in all probability rediscovered and could be

linked with instrumental performance of these two voices (ex. 322).

322. B. Tromboncino, Ah Partiale e Cruda Moate, mm. 28-34
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[36] The previously discussed harmonic maturity, manifested in

the use of full chords, occasionally penetrates the structure of
melodic lines, so that melodies, and particularly head motives, are
based on broken triads. This technique was used by Tromboncino in
evoking a military mood on the words a fa guerta (ex. 323).

323. B. Tromboncino, A £a Guerra, mm. 1-4

¢ A la |guer-ra. . la quer e Che
& ¥ I—2 e ——— —————
= e =,
==

> My
1 3
g._
]

s

D

A laguer-ra

Manipulation with short motives, and even with individual pitches,
can be encountered in Frottole which imitate bird calls in certain
fragments; for example, this technique serves to illustrate the voice
of a crane in one of the Frottole of Michaelis (ex. 324).

These few examples are sufficient to indicate that new tendencies
grow into secular bourgeoise music already in the first phase of the
Renaissance. We found that, for purposes of musical character, all
sorts of means are employed, from the simplest, as, for example,

sequences, to [the] complicated, refined [ones] in the form of imita-
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324. Michaelis, Dal Lecto Me Levava, mm. 28-34
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tion. When the need arises, composers do not hesitate to sacrifice
continuity of melodic line in order to achieve strictly defined ef-
fects. The encountered repertoire of means of expression has par-
ticular significance in the development of fundamental forms of sec-
[37] ular music of the Renaissance--the French Chanson and the Italian
Madrigal. Further elaboration of illustrativ; details may be followed
in .the Chanson; the Madrigal, on the other hand, becomes a [type of]
work in which general expressive conceptions are most fully realized.
In spite of the specific significance of Frottole and related works
in the development of secular music in the sixteenth century, exper-
iences gained in this area were also of value to religious music, for
--as we shall see--they exerted their influence on the tonal configura-

tion and polyphony of religious compositions.
[THE] POLYPHONY OF OBRECHT

SOURCES OF OBRECHT'S POLYPHONY

The compositional output of Obrecht constitutes a significant seg-

ment [of the history of the] development of polyphony. One may follow

in it the rise of a new style, that is the result of integration of



47
older traditions with achievements of polyphonic secular music of the
newer type, that is, of the musical creativity which was emerging from
bourgeoise foundations. The character of Obrecht's polyphony is tied
closely to his life. While residing over an extended period of time
in Italy, he had the opportunity to become familiar with attainments
of Italian secular music of the second half of the fifteenth century,
and to utilize these towards enrichment of polyphonic technique through
intensification of its expressive power. This direct contact of two
styles, Netherlands' and Italian, causes Obrecht's polyphony to com-
prise various older and newer elements. Although the chronological
arrangement of Obrecht's works today presents difficulties, in spite
of this, we may observe in his output the process of transformation
of polyphony, achieved through more and more abundant absorption of
new elements. Occasionally, newer and older techniques appear along-
side each other in one work. Older, even Burgundian, traditionms,
mainly influences of Ockeghem, are apparent both in choices of har-
monic techniques and their treatment, and in the actual type of poly-
phony. With regard to discussion of harmonic structure, we will see
that Obrecht's output followed a rather long path of development from
remnants of two-layered tonal structure to crystallization of a homo-
geneous harmonic style. Influence of Ockeghem is evident in the man-
ipulation of widely developed melodic lines. This leads to linearism
marked by lack of clarity of motivic structure. But with the passage
of time there is a marked tendency in Obrecht towards achievement of
plasticity in the tonal configuration, so that even when working with
a melody of the Ockeghem type, changes in disposition of polyphonic

[38] techniques are quite clearly marked (ex. 325).
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325. J. Obrecht,
Missa Super Sub Tuum Praesdidium Confugimus, GLoria, mm. 10-14
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Aspiration towards clear sectionalization of the form of a work
is a result of the influence of Italian secular music. It is neceé—
sary to realize, however, that in the religious output of Obrecht, in
his Motets and Masses, there was virtually no direct transfer of
Italian advances. This situation is explaiﬁed by the fact that full
realization of formal foundations of Italian secular mﬁsic was not
possible within the framework of a Mass or Motet. Italian secular mu-
sic was written to poetic texts, where the structure of the verse pre-
determined the architectonic foundations of a musical work. On the
other hand, prosaic Latin texts of liturgical works did not permit
this type of treatment of form. For this reason, the operation of
Italian secular music could be reflected only in the form of a clearer
sectionalization of a work and in the exploitation of harmonic and
polyphonic techniques used in that music. In spite of this rather com-
plicated problem, we may confidently assert that it was precisely the
advances of bourgeois secular music that constituted the determining

factor in the change in Obrecht's style. We see this in his secular
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output. Among his works of this type we encounter works of two kinds:
the older, which still revert to Burgundian secular composition, and
the newer, Italian [kind], with a clearly defined new type of moulding,
frequently with clear tendencies towards symmetry and juxtaposition of

individual segments of a work (ex. 326).

[39] 326. J. Obrecht, lLa Torntorella, mm. 1-13
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The above fragment of Obrecht's Italian Song convinces us that he
was capable of assimilating fully the gains of secular music. However,
when we are confronted with similar problems in liturgical works, we
observe expressional differences even among works of these types. It
seems that Obrecht consciously attempts toldifferentiate his works,
from the point of view of expression, into sacred and secular. [In
fact], from his time on, and possibly even somewhat earlier, this
differentiation becomes more and more clearly marked., This detail
also constitutes evidence of the new attitude of Renaissance composers,
who attempt to adapt the expression of a work to its purpose, that is
to say, to its social function. There is no such differentiation in
the Middle Ages, what is more, we continually encounter instances of
application of the same timbral apparel to works of religious and

secular content. The best example here is the thirteenth-century Motet.
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Even in the Burgundian period we still may not speak of complete,
conscious expressional differentiation between secular and religious
music. Not until the Renaissance do composers attemp; to interpret
musically [the] various segments of a liturgical text in a more
exact way. In this connection, larger Mass movements, such as Gfonua
and Credo, are broken down into separate fragments which differ in
character. This concern with expressional detail of content is un-
doubtedly a manifestation of a new attitude towards text, character-
istic of the aspirations in the Renaissance period. Thus, for example,
the fragment Et neswiurexit possesses a martial character, [and] is

full of life and power (ex. 327).

327. J. Obrecht, Missa super Maria Zarnt, Credo: Et resurrexit, mm. 1-9
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Obviously, the degree of plasticity of structure is dependent in
every case on the nature of techniques employed. Consequently, in the
above example, the imitation smooths over, to a certain extent, the
sharpness of the melodic and rhythmic design of the melodic lines.
[40] Alongside structures of this type, we encounter in Obrecht more
plastic structures, in which clarity of rhythmic design is contingent
upon repetition of identical melodic idioms in the same voice, for

example in the bass. 1In these instances, there frequently appear
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characteristic leaps of fourths or fifths, which we encountered in
the Frottola (ex. 328).

328. J. Obrecht, Missa Ave Regina Coelorum, Credo,
Et iterum venturus est, mm. 62-65
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Repetition of identical melodic idioms contributes to clarity of
structure, even in those cases in which polyphonic force mounts. Then
the work develops a point of reference, upon which other voices may
interact, which leads to appropriate disposition of all coefficients
of the work. Two cases should be singled out here: One, directly
connected with a structure discussed previously, where repetition
occurs in the same voice (ex. 329), and the other, based on repetition
[41] of the same segments in various voices, however not in an imita-
tional, but in a responsorial, way.

329. J. Obrecht, Missa Salve Diva Parens, GLoria, mm. 202-206
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Structures of this type attest to a new approach toward cantus
firmus technique. 1In such instances it occasionally ceases to function
as a melodic element as a result of lengthening of rhythmic values, as

a consequence of which its tones become steady tones, [or] bourdons.
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It should be added, that techniques of this type now and again cons-
titute a point of departure for a more coherent structure through
changeover from responsorial treatment of voices to their imitative
interaction. To be sure, this is not pure constructionism, but, to
the contrary, technical operations are tied closely to the very char-
acter of thé corresponding segment of text. Here a decisive role is
played by inquiry into expressional possibilities of music in accord-
ance with the purpose of a work, for example with its religious char-
acter (ex. 330).

330. J. Obrecht, Salve Regina Misericordiae, mm. 216-225
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[42] Repetition of the same melodic idiom becomes an important

means of expression, especially in the increase of emotional impact
of certain fragments of a work. This occurs particularly clearly in
sequential structures, when, along with repetition, the effective
strength of sound is increased as a result of consistent transition
from the lowest to the highest register. Then, in spite of the poly-
phonic foundations of the work, the composer sometimes limits variety

of motivic material in voices interacting with the sequential line,

as a result of which plasticity of polyphonic structure is accompanied
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by melodic homogeneity.

Also, such techniques as melismatic treatment of a vocal voice
part remain at the service of expression and may be interpreted‘as
aspiration towards illustration of text. For example, in the Motet
S{ Oblitus Fueno, at the word canebat, Obrecht utilizes a widely
developed melodic phrase whose range is that of a twelfth with a leap
of a tenth during its course (ex. 331).

331 J. Obrecht, S{ 0b&itus Fuero, mm. 148-155
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Alongside the above details, attesting to the use of such musical
techniques which contribute to deepening of expression and to under-’
lining of the plasticity 6f the polyphonic structure itself, we en-
counter still other techniques which function in a similar manner.
Here it is necessary -to mention, above all, the settiné against each
other of two-voice segments within the framework of a four-voice
structure. This has as its goal, above all, elicitation of coloristic
values. Through repetition of the same structure, a work becomes not
only more plastic, but simpier. In such structures, one may validly
seek the effect of the architectural principle characteristic of
stanzaic secular forms, where repetition appears in its most primitive
form. On the other hand, within the framework of developed four-voice
polyphony, possibilities inherent in the voice setting itself were al-
ready exploited and the repertoire of means of expression was enriched

through the coloristic factor (ex. 332).
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332. J. Obrecht, Mssa Salve Diva Patrens, Credo, mm. 1-9
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It is not coincidental that a connection is sought between two-
voice structures and composition characterized by deepening of its
expressiqnal quality. Such teghniques also appear on a wide scale in
Obrecht's Passion, that is to say, in a work which, on account of its
[43] contents--[or] more specifically [on account of] its presentation
of a course of certain events--requires application of more expressive
means, which appeal vividly to the listener's imagination. They ap-
pear mainly at points of dialogue, although this is not a rule. 1In
conjunction with this detail, there occurs also recitative treatment
of voices, so that clarity of text may be so ﬁuch more strongly uﬁder-
lined (ex. 333).

333. J. Obrecht, Passio Domini Nostrni Jesu Christi Secundum Matthaeum,
prima pars, mm. 62-67
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The method of treatment of voices in dialogue vividly recalls the

technique used in illustrative sections of Frottole. Moreover, we
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encounter there still other details which attest to the close rela-
tionship between the means of expression used in Obrecht's Frottole
and those used in his Passion. For example, at illustrative moments
depicting echoes of the crowd there appear, as in a Frottola, even
individual tones performed alternately by various voices, representing
sighs or cries (ex. 334).

334. J. Obrecht, Passio Domini Nostni Jesu Christi Secundun Matthaeum,
secunda pars, mm. 120-128
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[44] There is no doubt that experiences gained in the area of the

Frottole enriched the vocabulary of means of expression for music
based on religious themes. These [means of expression] undoubtedly
‘suited the tastes of contemporary audienceé, since Obrecht's Passion
gained extreme popularity in the sixteenth century, which is attested
to by the existence of numerous copies and arrangements of the work in
libraries of various European cities such as Berlin, Wroclaw, Dresden,
Eisenach, Erlangen, Gotha, Greiswald, Leipzig, Lignica, London,
Regensburg, and Weimar.

A further step forward in artistically refined handling of con-
curring two-voice segments is motivic binding, which leads to imita-
tive binding and thus becomes the point of departure for [the] poly-
phony of Josquin des Prés. Introductory two-voice fragments of this
type have their tradition; they reach [back] almost to the beginning

of the Middle Ages. They appear very clearly in the Burgundian period,
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and then in the works of Ockeghem. For this reason, Obrecht's treat-
ment of these techniques forms an important link in the development
of two-voice technique and in the manner of its use in the sixteenth
century. Two-voice parts generally do not exhibit melodic or motivic
relationship to their succeeding four-voice fragments of a work.
There are, however, instances of motivic references from two-voice
moveme;ts in subsequent sections of a work, which, of course, con-
tributes not only to melodic homogeneity of a composition but also
constitutes somewhat of a certain type of thematic work, in which char-
acteristic melodic idioms unite with other melodic material. Such
gradual standardization of motivic and melodic material points towards
distant historical perspectives, for with the. passage of time composers
will attempt to unify melodically entire fragments of works, if the
subject matter of the text will permit this. This detail also in-
dicates that in Obrecht's new, developing, polyphony all soffs of ele-
ments of later Renaissance polyphony are inhereng. We may observe, in
Obrecht, how remnants from the Middle Ages are finally eliminated.
This does not, however, relieve us of the responsibility of tracing
how this process takes place. Consequently, we must occupy ourselves
[45] once again with certain detailed problems regarding both treatment
of tonal, harmonic problems as well as actual voice technique and

polyphonic resources.

TONAL-HARMONIC PROBLEMS

We previously determined that everything that was new in Obrecht's

output had its source in bourgeoise secular music. We indicated also
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how new elements even penetrated liturgical music and works of a rel-
igious character. But this does not at all mean that complete liquida-
tion of all old elements took place. Crossing of old elements with
new is, after all, a trait of the first stage of the Renaissance.
This phenomenon appears most clearly in the area of tonal and harmonic
foundations of works. In Obrecht, traits of Medieval tonality, with
its characteristic two-layered tonal p1ané, were not yet obliterated.
Consequently, in certain works, we may enﬁounter cadencing of voices
on various levels, more strictly speaking, on the first and fifth
scale degrees. Nevertheless, Obrecht attempts already to avoid simul-
taneous introduction of both subsemitonium modi [or leading tones of
iodes] at the same time. As a consequence of. this, there arise unu-
sually interesting and composite structures, which, to be sure, are
still an expression of adherence to old tonal principles, but at ;he
same time are marked by application of techniques which are character-
istic of newer harmony. From here arise double cadences, for example
in three-voice structure, separate cadences: One for the discant, and
one for the tenor and bass, with application of the characteristic

bass clausula (ex. 335).

335. J. Obrecht, Missa super Sub Tuum Praesidium Confugimus Christe,
Kynie, mm. 16-17 .
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This combination of two cadential idioms undoubtedly constitutes a

take-off point for further transformation of harmonic progressions
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in the direction of tonal unification of a work. For a structure of
this type contains new fundamental elements which integrate into the
functional cadence based on the relationship of dominant to tonic.
[46] consequently, further development was not dependent on the elim-
ination of the leading tone of the fifth scale degree, but on its in-
troduction in such a way th#t it would operate as a component of a
dominarit of the second classification. In this connection, intro-
duction of the leading tone of the fifth scale degree was slightly
decelerated, and the fifth scale dégree [itself] was introduced in the
bass, together with the leading tone of the fundamental tonality. In
this way, Obrecht not only avoided tonal dissension, but, on the con-
trary, strongly welded the dominant to the chord preceding it (ex. 336).

336. J. Obrecht, Missa Sub Tuum Praesidium, GLoria, mm. 75-76
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It turns out, that the maturation of harmonic feeling went hand
in hand with the development of a network of functional references,
[and] that already in the period of formaﬁion of tonal principles of
the functional system, composers were ready to operate with a much
wider repertoire of tonal material than was permitted by the scale
lying within the compass of the modal system. Over a considerable
period of time, however, the tonal material of the modal system will
dictate the possibilities in choice of harmonic techniques. On these
- grounds, even developed harmonic progressions, based on straightforward

functional references, will not be in a position to break the principles
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of the modal system, although by reason of existence of functional re-
lationships this system will differ in principle from [what it was] in
plainchant or in older, strictly diatonic, polyphonic music (without
"toni ficti" [or leading tones]. Complete overcoming of the modal
system is achieved in the Renaissance period rather slowly, nonetheless,
however, systematically.

Iﬁdeed, in the first phase of development, voice setting played
an important role in the maturation of a new harmonic feeling, but its
further development beyond four voices was not decisive, although it
was an important factor from the point of view of polyphonic style
itself. We encounter, in Obrecht, various voice settings, of which
the dominating one is the four-voice setting{. Soprano, alto, tenor,
and bass, as indicated by the clef combination. In addition to such
a setting, there also appear other settings within the framework of
four voices. It is characteristic, howeyer, that the most mature tonal
and harmonic structure is demonstrated by four-voice structures of the
[above-]mentioned disposition. This is explained by the fact that such
a setting was most convenient for realizaticn of functional harmonic
progressions. In this setting, certain characteristic me;odic idioms
are established with juxtapositions of dominant and tonic. The discant
[47] exhibits application of the leading tone of the mode, and, in
this connection, moves upwards by semitone. The alto bases itself on
the fifth scale degree and remains stationary. The tenor, on the other
hand, falls by step from the second scale degree to tha tonic. The
bass proceeds from the fifth scale degree to the tonic and therefore
moves downwards by fifth or upwards by fourth. Certainly there also

exist modifications of this fundamental scheme, dependent either on
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figurative elaboration of fundamental clausulae, or on their transfer
to other voices. Such cases occur most frequently in voice settings
other than the one mentioned above. In addition, there exist modifica-
tions caused by an alternate choice of harmonic techniques in a cadence,
for example, through combination of the subdominant with tonic or in
cadences of the Phrygian type. It is a characteristic thing, however,
that the increase in the number of voices beyond four, in Obrecht up to
seven, is not synonymous with tonal and technical maturity of the
highest order. This is evidenced by manifestations of tonal dissension
(ex. 337) and [by] treatment of the bass voice which, now and again,
in addition to [a] quintal clausula still performs a leap of an
octave (ex. 338).

337. J. Obrecht, Missa supern Sub Tuum Praesidium, Sanctus, mm. 8-10
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338. J. Obrecht, Missa super Sub Tuum Praesidium, Sanctus, mm. 38-41
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[48] Finally, we encounter symptoms of technical difficulties,
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caused by the increase in the number of voices, as a result of which
even single pitches appear in the final [chord]. It is clear that
such treatment of structures in more than four voices cannot be denied
positive traits, that is, the search for special effects gained along
the road of additional introduction of tones (ex. 339).

339. J. Obrecht, Missa super Sub Tuum Praesidium, Agnus Del (primum)
mm. 20-21
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O}d remnants in the solving of technical problems are certainly
not shared only by works with a larger number of voices. Octave leaps
in the bass at cadences are encountered also in three- and four-voice
works. Thése are, however, exceptional phenomena. With such excep-
tional phenomena should be included also the melodic idiom based on
motion from the seventh scale degree to the sixth and only then to the
tonic, or the so-called Landini cadence, fo be sure, adapted already
to new harmonic and tonal norms. In general, however, the character-
istic bass clausula from the fifth scale degree to the final became
the norm and appears even from time to time in two-voice structures.
This indicates that new harmonic awareness confirms itself more and
more, so that it simply becomes a decisive. factor in choice of harmonic
resources. Thus, dominant-tonic relationships alter the character of

successively appearing voices a fifth or a fourth apart. Each time,
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in these instances, the obvious functional relationship is underlined,
as a result of which the repertoire of harmonic resources is widened
considerably, and it even leads to the use of "dominants of the second
and third classification."

In addition to the progressions described, a fairly frequent phen-
omenon is the juxtaposition of the subdominant with the tonic, this
being the basis of the so-called Plagal cadence, and juxtaposition of
the subdominant with the dominant, which forms a type of cadence called
a Phrygian cadence. 1In both instances, leading tones are also active,
but [they act] in divergent directions than in the relationship of
dominant to tonic. Harmonic progressions of this type frequently re-
[49] main related to the sacred character of works, for they vest them
with a contemplative expression. 1In the disciission of various types
of progressions, one cannot bypass juxtaposition of the dominant with
the subdominanf. This type [of progression] is important enough to
maintain itself throughout the sixteenth century, -and will not become
eliminated from sacred music even in the subsequent century. Genetical-
ly, it is linked with old, Medieval tonal principles, for in this prog-
ression there are still visible traces of two-leveled tonal structure.
This is evidenced by the introduction of the leading tone to the fifth
of the chord; nonetheless, elimination of the proper leading tone [lead-
ing] to its roo£ prevents the two-layered tonal structure from appear-
ing here in undisguised form. We may verify the relation to it only
in the historical process, when we study various types of tonal strat-
ification and when we have primitive Medieval two-layered strucéure

. 1
fresh in our memory.

+
lElements of various tonal schemes in the progression D D, [v-1v]
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In later times, to be sure, this progression disappears, but in the
second half of the fifteenth century it is still relevant, because
there exist relicts of the o0ld Medieval harmonic system (ex. 340).

340. J. Obrecht, Patern Noster, mm. 20-24
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An important means of expression is provided by ptogressions
based on the operation of leading tones which do not play roles of
leading tones of modes. Then, harmonic progressions arise in which
one may already speak of formation of leading chords. The simplest
example of such progressions is juxtaposition of the dominant with the
chord on the sixth scale degree, which results in the formation of the
" so-called Deceptive cadence. This resource occurs in Obrecht fairly
often and becomes accepted by composers of subsequent generations.
Moreover, its significance does not need to be discussed in detail,
in view of the fact that in subsequent centuries, in the already

crystallized functional system, it became naturalized (ex. 341).

[50] 341. J. Obrecht, Missa Graecorum, Credo, mm. 18-19
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Another type of similar resource is the leading chord of the sub-

dominant, which appears in juxtaposition with the tonic (ex. 342) or

are sought out in more recent times by Moritz Hauptmann (Die Natur der
Hawmondik und Metnik, 1853).
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with the dominant (ex. 343).

342. J. Obrecht, S{ 0b&itus Fuero, mm. 121-123
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343. J. Obrecht, Missa Salve Diva Parens, Credo: Congiteon, mm. 34-36
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Indeed, Besselerl has shown that resources of.this type arise
sporadically already in the Burgundian period, but at this time they
possess a difkerent character. Presently, in view of greater harmonic
maturity, their constructive and expressional significance is more and
more related to the later "Neapolitan chord." With regard to chords
whose significance is that of a subdominant function, it should be
noted that besides the leading chord of the subdominant one may also
encounter the subdominant of the second classification, which occasion-
ally even causes a cross-relation of a semitone (ex. 344).

[51] The above specification of harmonic resources indicates that
Obrecht's compositional output followed a rather  long path of develop-
ment from defeat of Medieval traditions all the way to the creation of
new means of expression. It is necessary, however, to assume a proper

attitude towards Obrecht's repertoire of harmonic resources. We must

1H. Besseler, Bourdon und Fauxbourdon, 1950, p. 65
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344. J. Obrecht, Passio Domind Nostrni Jesu Christi Secundwn Matthaeum,
tertia pars, mm. 174-186
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remember that he works within the diatonic orbit defined by the modal
system which was, in the interpretation of the most advanced theorists
of the time kex. Tinctoris) the foundation o£>the tonal order. As a
consequence of this situation, in addition to the indicated harmonic
progressions, thére appears a series of others which would ;e difficult
to explain'and evaluate in terms of functional harmony. This refers
strictiy to diatonic progressions of the mediant type and those based
on the relationship of a second (triads on neighboring scale degrees).
To be sure, today's theory of functional harmony disposes of an unusu-
ally rich repertoire of symbols convenient for analytical operations;
in spite of this, they often appear useless for interpretation of the '
appearance of tonality of contemporary creativity, which arose from
the basis of a diatonic modal system and triadic structure of chords

on individual scale degrees. It is in this sense that one must explain
those harmonic phenomena which do not distinguish themselves by a suf-

ficient amount of functional behavior. But still, in spite of the

operation of the modal system, an outline of the functional system
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begins to appear, not only from the point of view of the.resources se-
lected, but also in treatment of the harmonic element within the com-
pass of form. The first such outline of the new system is the occasion-
al appearance of opposition of minor and major modes. I purposely state
the minor mode first, because only in this way is it possibie to expose
parallelisms of this sort, that is, the parallel relationship of modes.
[52] During the course of a work, the major mode develops rather through
intensification of dominant references, while the minor mode inclines to-
wards its parallel major. This type of regularity may be discussed only
in those cases in which the harmonic structure is relatively simple and
is based on clear dominant relationships which enable the formation of
tonic points. Then, within ﬁhe framework of the whole, segments are
formed based on the tonic and other tsegments];béing a manifestation of
the operation of its parallel (ex. 345).

345. J. Obrecht, Si ObLitus Fuero, mm. 1-15
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Interaction of modes within the course of a composition contrib-
utes to [the composition's] clear dissection, and in this connection,
harmony takes on formative, architectonic significance. This means
that its role in a work as an expressional and constructive factor is

increased. For the Middle Ages, such significance of harmony is, in
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principle, unfamiliar, although there arose, at the time, harmonic
concepts that are extremely interesting from the tonal point of view.
Only in the transitional period, represented by the Burgundian school,
did the significance of harmony increase, in which connection there
appeared the parallel relationships which interest us.l Medieval har-
mony could not guarantee organicity of the form of a work, nor was it
the fusdamental means of expression. Within the general complex of
Medieval creativity it was tied strictly to the forsground operation
of rhythm and melos. This is the explanation of the architectonic
significance of the isorhythmic motet. In the Renaissance period, the
harmonic element gains status equivalent to that of [the] other ele-
ments of a work, and frequently decides its expressional value.
[53] Hence it is not a matter of coincidence that in those composi-
tions in which there occurs an intensification of the expressional
factor, [compositions] which are a manifestation of humanizasion of
musical creativity, composers renounce intricate polyphonic texture
and apply note-against-note technique. In fact, most Frottole and
works similar to them are based on homophonic texture. A similar phen-
. omenon is seen in the [above-]mentioned Passion of Obrecht. This is
all the more worthy of attention because, after all, the second half
of the fifteenth century is a period of polyphonic linearism, repre-
sented mainly by works of Ockeghem and composers related to him in
style. Hence, in spite of Ockeghem's unquestionable achievements in
the area of polyphony, it would be difficult to award to him first

place in the formation of the new style which is totally associated

Ly, Besseler, Bourdon und Fauxbourdon, 1950, p. 60.
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with Renaissance ideology, with humanization of musical creativity,

and with secularization of the liturgical repertoire.

CONTRAPUNTAL TECHNIQUE AND POLYPHONIC RESOURCES

A knowledge of polyphonic musical style cannot be achieved by con-
sideration of only its tonal-harmonic side. It is equally important to
reflect on voice technique and polyphonic resources. These questions
are linked to the problem of melodic [style]. Already in the Bur-
gundian period we may notice [a] tendency towards vocalization of all
voice parts of a polyphonic structure. This process is intensified in
the second half of the fifteenth century, so that this first phase in
the development of Renaissance music is also a period of formation of
a cappella style. And although at this time standardization of inter-
vallic structure of all voices takes place and intervals which bring
about problems of intonation in vocal parts disappear, in spite of this,
it cannot be decidedly affirmed that elimination of instruments took
place in performance practice. After all, the performance of works con-
ceived essentially as a cappella compositions did not at all preclude
the use of instruments, which is confirmed by performance practice not
only in the fifteenth, but also in the subsequent, century. Certainly
this is not the only problem which presents difficulties. Much more
important is the matter of appearance of certain structures which, on
account of their rhythmic properties, may raise doubt [as to] whether
they were intended for vocal performance. This refers above all to
long-note cantus firmi, whose fragments were occasionally of a bourdon

character. In addition, accompanying voices appear, based on distribu-
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tion of short motives separated from each other by rests. Now in
these two cases we may assume that participation of instruments was
particularly desirable. On the other hand, the introduction of larger
intervals during the course of a melodic line (ex. octaves, or even
tenths) does not necessarily indicate instrumental character of melody.
[54] The same applies to wide ranges of voices exceeding the ambitus
of an octave, reaching as far as a twelfth. We encountered this phen-
omenon in Ockeghem and in addition noted that Obrecht, in the original
stage of development of his polyphony, also increases the ambitus of
voices. This phenomenon is undoubtedly associated with employment,
in chapels, of highly qualified singers, although one cannot help but
notice that in the further development of polyphony there occurs both
narrowing of voice ranges and further restraint of wider intervals.
This is not yet applicable to Ockeghem; in Obrecht, on the other hand,
this process is already evident. The question of performance practice
or, more strictly speaking, of participation of instruments, is tied
to contrapuntal technique because vocalization of voice [parts] in-
fluenced intervallic structure of melody by contributing to a bringing
to the foreground of smaller intervals, above all, motion by seconds.
Such motion predominates in Obrecht, although, as examples from his
works quoted heretofore indicate, he also employs wider intervals, but
already to a lesser extent. Such treatment of melody is tied to the
tonal foundations of music in the Renaissance period [and] to the dia-
tonic tonal system. By no means may one extend this state of affairs
over the entire Renaissance period, for in further stages of develop-
ment of Renaissance music, already halfway through the sixteenth cen-

tury, certain changes will take place. In addition, character of
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melody will depend on musical genres, that is to say, on whether the
forms will be vocal or instrumental, secular or sacred. In consider-
ing this problem, we will see that together with differences of forms
there will occur also differences in polyphonic technique.

Properties of contrapuntal technique are evidenced, above all, by
treatment of dissonances. 1In previous chapters we saw that, together
with the rise of a new harmonic feeling, the attitudé towards the
problem of consonance and dissonance changes, that dissonances lose
their purely timbral character and become factors of motion which in-
fluence structure of the melodic line. Necessity of resolution of dis-
sonances causes a melodic line to shape itself in a strictly defined
direction. .Technical norms arise along the way which are essentially
very simple because they are controlled by necessity to respect lead-
ing tones and to resolve dissonances down by step. To be sure, these_
norms continue to influence shaping of melody, however, force of melod-
ic motion does not remain insignificant. Consequently, complete estab-
lishment of technical norms of counterpoint came slowly, in that it
was an outcome of change in harmonic feeling and fundamental traits of
melody. This is why, in Ockeghem and Obrecht, we may still encounter,
from time to time, free treatment of dissonance. In no case, however,
[55] is such treatment an expression of technical license in solving
compositional-technical problems; it comes about as a result of in-
creased activation of the melodic factor. Although the most outstand-
ing theorists of the time, such as Tinctoris and Gafurius, point out
that a consonance should follow a dissonance, in spite of this, two

different dissonances sometimes appear next to each other (ex. 346).
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346. J. Obrecht, Missa Salve Diva Parens, Agnus Dei 111, mm. 7-10

In this case, free motion of the melodic line, causing occurrence of
changing tones and passing tones, leads not only to the use of a sev-
enth and a ninth next to each other, but to parallel perfect consonan-
ces, that is, fifths. Another type of technical freedom in treatment
of dissonance is, for example, incorrect motion from a prepared sev-
enth to an octave (ex. 347). In the continuing course of the inner
voices in the example above, the situation is explained, in that the
subsequent seventh is already treated properly, while improper resolu-
tion of the first [seventh] causes formation of hidden octaves.

347. J. Obrecht, Homo Quidam, Salve Sancta Facies, mm. 113-115

The rather frequent appearances, in Ockeghem, of elements of the
cell of a fourth as important coefficients of the melodic line, led to
free treatment of the neighboring tone, ;hich was brought out by [its]
being quitted by a downward skip of a third. This phenomenon occurs
also in Obrecht. Leaping neighboring tones are treated by him in two
ways: l. in a freer way, when the melodic line does not complete

"ex post" the falling third with an interval of a rising second (ex.
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348), 2. in a way which already exhibits traits of the cambiata, which
[56] depends on the return of the melodic line upwards after skipping
away from the dissonance by a third (ex. 349).

348. J. Obrecht, M{ssa Graecorum, Credo, mm. 75-78

349. J. Obrecht, Laudes Chnisto Redemptorni, secunda pars, mm. 22-23
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E;en this method of treatment of dissonant tones is associated
strictly with specific melodic motion which has its source in tradi-
tions reaching even beyond Ockeghem, all the way to Dunstable. Evi-
dence of maintenance, even on a larger scale, of melodic structures
based on the cell of a fourth is provided by larger fragments of works,
in which there is consistent repetition of a specific intervallic
idiom consisting of a falling second and third. 1In such cases, dis-
sonances are not formed by all stepwise motions, but the fact of non-
observance of principles of proper resolution of dissonant tones proves
that the decisive factor is, above all, the "ductus" of the melodic
line, and not rigid norms of counterpoint. This activity of the melod-

ic operator is, in general, characteristic of Netherlands' polyphony,

and will be maintained as late as the middle of the sixteenth century.
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While cambiatas contingent on elements of the cell of a fourth
are a rather frequent phenomenon in Obrecht, skipping away from upper
neighboring tones occurs less frequently. ‘Even less frequently do we
encounter dissonant tones which are taken by a skip larger than a
third. They have a character of delineation of stepwise motion, and
for this reason are of short rhythmic value, for example that of a
semiminim (ex. 350).

Composers of the second half of the fifteenth century employ, on
a wide scale, changing notes appearing principally in smaller rhythmic
[57] values, although from time to time they also occur as semibreves,
especially in cadences (ex. 351). Anticipations are, on the other

hand, exceptional phenomena.

350. J. Obrecht, Salve Crux, 351. J. Obrecht, Missa
Arbon V.itae, secunda pars, Graecorum, Gloria, mm. 26-28
mm. 53-54
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It is incorrect to assume, on the basis of the examples above,
that Obrecht and composers related to him operated on a-wide scale with
freely treated dissonances. His works are marked already by consider-
able technical maturity, so that the instances described here are to
be regarded as a relatively rare phenomenon. After all, even in the
sixteenth century, [and even] in [the music of the] most distinguished
composers of a cappella style; we will encounter free treatment of dis-
sonances, which certainly had no substantial influence on essential

properties of compositional technique at that time. 1In spite of this,
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it should be noticed that a freer approach to technical problems occurs
more often in the second half of the fifteenth century than in later
periods. This is explained by the character of the first stage of dev-
elopment of Renaissance music, in which ultimate technical norms of
Renaissance polyphony were formed and matured.

Cantus firmus technique plays an important role in the polyphony
of the second half of the fifteenth century. This detail links the
polyphony of the first stage of the Renaissance with previous periods
of evolution of music. Maintenance of the cantus firmus is explained
by an aspiration to inquire into various polyphonic problems, for this
technique permitted a rather wide scale of interpretation of fixed
melodies. One could point out here yet another case which had its
source in ideological foundations of musical creativity. Reference is
made here, of course, to religious, above all to liturgical, music.

On the one hand, it is associated with a Medieval trend; a manifesta-
tion of this is the use of fixed melodies from plainchant. On the other
hand, there appear clear examples of secularization, evidence of which
may be [provided by the] use of secular cantus firmi. In liturgical
works, however, as we already pointed out, the approach to both types
of cantus firmi is identical. Almost as a rule they are subjected to
melodic transformation as a result of lengthening of rhythmic values.
Consequently, the cantus firmus alone very frequently does not deter-
mine the configuration of a work.

Alongside this general principle of approach to the cantus firmus
problem, it is necessary to single out a series of technical details
connected with this technique. Above all, it is necessary to note that

[58] the cantus firmus is not strictly connected with any given voice,
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for example with the tenor. Indeed, the fixed melody appears in this
voice most frequently by comparison [to other voices]; nevertheless,
composers introduce the cantus firmus in other voices also. Besides
this, rhythmic treatment of the fixed melody varies. Not infrequently,
tones of the cantus firmus are lengthened to the extent that they form
bourdons, which provides other voices with the opportunity to unfold
their melodic lines more freely, although the cantus firmus connects
them harmonically with a certain tonal plan. A variation of this type
of cantus firmus treatment is repetition of the same pitch over a long

segment (ex. 352).

352. J. Obrecht, Missa Si& Dedero, GLorda: Qui tollis, mm. 25-35
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When it comes to the mutual behavior of [the] voices in counter-
point with the cantus firmus, there exists here a large scale of tech-
niques, from parallelisms in thirds, tenths, or sixths, up to imitation.
Often, within the compass of the same movement, or even a fragment of
a composition, these techniques neighbor each other (ex. 353).

Regardless of the choice of polyphonic resources, the structure
of a Renaissance work is marked by fullness of sound. This trait re-

[59] mains strictly connected with the fact that mutual relationship of
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353. J. Obrecht, Homo Quidam, Salve Sancta Facies, mm. 100-104

voices is regulated mainly by the use of imperfect consonances.

Hence, the foreground is dominated by vertical intervals of the third,
sixth, and tenth. ' These contribute to timbral coherence of a work,
especially when applied to [the] lower voices (ex. 354).

354. J. Obrecht, Magnificat, mm. 31-36

Alongside structures of this type, in which there appear scarcely
a few parallel thirds, quite frequently there appear series of parallel
imperfect consonances, which [may] even span a longer fragment of a
work. The aspiration to achieve a fuller sound is manifested particu-
larly clearly in those cases in which the outer voices move in parallel
tenths. In connection with placement in the foreground of imperfect
consonances, the fauxbourdon technique gains new significance. In
more widely developed works, coloristic effects arise with the use of
fauxbourdon technique; [these ate] dependent on voice combination and
registers. Low registers and [lcw] voices produce a coherent, dark

color; on the other hand, higher [ones] are a source of brighter color-
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ing. Frequently, fauxbourdon technique is linked with a long-note
cantus firmus; then, a coherent complex of sixth chords forms a type
of counterpoint with the fixed melody (ex. 355). 1In additioh, faux-
bourdon structures interact with melodic lines more varied than the
cantus firmus. The use of fauxbourdon within a framework of a setting
in more than four voices opens up new perspectives for development of
polyphony, leading to double-chorus technique. This means that in the
.first stage of development of Renaissance music, developmental proces-
ses begin in this area also; these will have particular significance
for the formation of polyphonic style in subsequent periods.

Example 355 shows that fauxbourdon technigue, in contributing to
individualization of certain combinations of voices, simultaneously
becomes an important factor in the dissectioﬁ of a work. A similar
role is played more frequently by imitation-technique. It is clear
that such a role‘may not be played by imitations which appear by
chance. Og the other hand, canons, used over long segments, are an
[60] important architectonic resource in more widely developed works.
This significance of the canon appears most clearly in dance movements,
where canonic technique is used for the purpose of individualization

355. J. Obrecht, Salve Regina Misericordiae, mm. 40-49
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of certain fragments of the text. For example, in the Mass 0 Quam
Suavis Est by Obrecht, a canon is used to emphasize the fragment
Credo — Et incarnatus. The same applies to other Masses of this com-
poser, like Beata Viscera and Petrus Apo&toﬂqb. These are all three-
voice canons at the fifth. Alongside these, two-voice canons at the
unison and at the octave appear on a wide scale. Although it might
apparently seem that in view of the use of imitation at.the fifth there
is no significant difference between Ockeghem and Obtecht, in spite of
this, canons of both composers differ from each other with respect to
tonality. The quintal relationship in Obrecht brings about the rise
of very clear tonic-dominant dependencies. In Ockeghem, on the other
hand, strict diatonicism of the modal system gtill does not permit dis-
closure of new harmonic values. As we see, éhe process of penetration
of the modal system with new tonal and harmonic values takes on, in
Obrecht, even the form of a canon (ex. 356).

356. J. Obrecht, Fuga, mm. 1-9
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[62] Clarity of imitation in Obrecht's canons is ensured by the ap-
propriate entrance of the imitating voice. Most frequently it enters
after two or three ?temporé." Entrances after a longer time span are
exceptional phenomena, as, for example, in the Kyale from the Mass

0 Quam Suavis Est, where the imitating voice enters after nine "tempora,"
or too quick imitations, as, for example, in the fugue ftrium vocum,

where imitative voices appear at an interval of one semibreve. The
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357. J. Obrecht, Fuga, concluding fragment

last-cited work is still characteristic, because the first melodic
phrase is based on the first segment of the cantus firmus. This could
be regarded as a certain type of disfigured fuga proportionum. To be

sure, this work is of an experimental character. Nevertheless, in
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addition to the then frequently appearing mensural, th;t is propor-
tional, problems, Obrecht inquires into still other constructional
problems by attempting to achieve expressional homogeneity of the
work through the use of broken triads and repeating motives (ex. 357).

In conclusion to the chapter devoted to proﬁlems of contrapuntal
technique in Obrecht, it is necessary still to note that in [the music
of] this composer there are marked tendencies towards the use of double
counterpoint. This matter is not new. It oécurred for the first time
in connection with voice-exchange, for switching of the melodic lines
forms the point of departure for techniques of this type. But the
technique of voice-exchange lacks the important coefficient of double
counterpoint, namely the change in intervallic relationships brought
about precisely by switching of tﬁe melodic iines. 'True enough, in
the course of the evolution of music one may encounter structures which
point to the existence of double count.:erpointl already around the mid- -
dle of the thirteenth century, but these phenomena are of a purely
coincidental character, which is evidenced by the fact that the prob-
lems of writing double counterpoint had never stood at the centre of
composers' attention even in later times. Similarly in Obrecht, the
issue of double counterpoint exhibits a similar charactef. In spite
of this; in view of the further development of polyphony, especially-
in the last phase of evolution of Renaissance music, when the matter
of double, triple, and quadruple counterpoint arose in connection with
Ricercare forms, it seems appropriate to discuss at least briefly how

these problems look in the first phase of the Renaissance.

lyvonne Rokseth made note of this in [her] work, Le Contrepoint
Double Vens 1240, MéLanges de Mub&coﬂog&e Offents & M. Lionel de La
Laurencie, Parls, 1933.
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The very character of contemporary forms of music did not as yet
favour the use of double counterpoint on a wide scale. In the archi-
tectonics of a work, we rather see aspiration towards fairly mechan-
ical dissection of segments, for example, contrast of paired voices
with each other which--as we pointed out--are frequently based on
[63] simple repetition. This situation will not change even in the
subseqﬁent period of the Renaissance, although composérs will use
imitation-technique on a wide scale. 1In [the music df] Obrecht, how-
ever, one may notice a certain line of development from structures
recalling voice-exchange to structures which are undoubtedly already
an expression of the application of double counterpoint. In the
first case, the treatment of voices shows tha}, in spite of switching
of melodic'lines, the composer was concerned with preservation of the
original intervallic structure. 1In this connection, there occur even
leaps of an octave, which enable exactly this type of realization of
the technical problem (ex. 358).

358. J. Obrecht, Missa Sine Nomine, GLornia: Qui sedes, mm. 1-9
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In the second case, along with switching of the melodic lines, the
intervallic relationships change, which is synonymous with the formation

of a structure based on double counterpoint (ex. 359).
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359. J. Obrecht, Missa Graecorum, GLoria, mm. 34-43
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Structures of this type may not, however, be considered mature.
This is evidenced by detail, such as poor intervallic structure of the
[64] cantus firmus. Thus, in the first phase of the Renaissance,

double counterpoint is found still in the embryonic state.

[THE] STRUGGLE FOR NEW THEORETICAL FOUNDATIONS FOR POLYPHONIC MUSIC
Modifications in the world outlook, together with luxuriant blos-
soming of musical creativity, brought forth unusual revitalization in‘
the area of theory. Theorists, breaking with the scholastic-~theologic-
al way of thinking, attempt to examine phenomena anew. Presently there
occurs the revision of previous views within the scope of fundamental
problems?—such as solmization, the tonal system, the problem of con-
sonance and dissonance, counterpdint--[which are] now comprehended
differently, based on a rationalistic way of thinking. Hence arises
[an] aspiration for a deeper explanation of phenomena and problems.
Since Renaissance tendencies were revealed first in Italy, that is
where theory blossoms first of all. In a number of Italian cities,

theorists of high class are active; they create the basis for new study
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of music: in Bologna, Bartolomeo Ramis de Pareja and Giovaﬁni Spataro;
in Mantua, Johannes Gallicus; in Parma, Nicolaus Burtius and Philippus
de Caserta; in Milan, Franchinus Gafurius; in Lucca, John Hothby; in
Naples, Johannes Tinctoris. Manifestations of revitalization of in-
terests in the area of theory are not only the theoretical treatises
appearing in large numbers, but also discussions of a polemic character.
It is érecisely in the area of theory that there occurs the strongest
clash of two different worlds: Medieval and Renaissance. The take-
off point for discussion of old formulations and ascertainments was,
above all, new musical creativity, which no longer fitted into the
framework of older theory.

Development of polyphony in the directiqp of linearism and the
considerable enlargement of the capacity of melodic lines related to
it inclined theorists to focus their attention on the problem of the
"solmization system. 1In this instance, they were interested, above
all, in the matter of performance practice. It turned out, that
[65] melodic lines of wide range, which, as we pointed out, often
spanned the range of a twelfth, required repeated mutations, which
certainly were very inconvenient for singers. A symptom of the crisis
of the solmization system was, above all, fhe aim to reduce the number
of hexachords. The struggle with the original hexachord system is
begqun by Johannes Gallicus (1415-1473) in the treatise Ritus Canenddi
Vetustissimus et Novus. He points out that the essential problem in
singing is not the matter of transmutation of solmization syllables,
but correct differentiation between whole tbnes and half tones. Con-
sequently, he demands reduction of the number of hexachords from three

to two, with these to be arranged in such a way that the same syllables



84
[would] always indicate the same intervals. Revision of the Medieval
solmization system is demanded also by a Leipzig Anonymous.l The
stronges£ attack against the solmization system, however; is made by
Gafurius, who points out that with the application of leading tones
it is necessary to leave unaltered the solmization of the individual
degrees (ex. a-g* = fLa-40f, etc.). The crisis of the solmization
system was brought about not only by the development of melodic lines
but to a still larger degree by the use of numerous accidentals which
modified the original modal system. Not all theorists, however, ap-
preciated the necessity of liquidation of this outdated system. Some
of them, like John Hothby (d. 1487), in [his] treatise Calliopea
Leghate, attempted to save the solmization system. The more and more
frequent:- appearances of leading tones and transpositions inclined
this theorist, fixed in Medieval traditions, to increase the number of

hexachords up to twelve.

l.ced g § 3 h 7. eb 5 g#a bb
2.gabede 8. g c#
3. 6gabled 5 b L
4. d e §# gab 10.bc#d# 5#g#
5. gb cd ab § g 1. db eb 8 ;b ab bb
6. abct de g* 12. 4* g* a* b ct d#

Endeavors of this type could not save the solmization system but, on
the contrary, [they] contributed to the reinforcement of the crisis.
After all, the very manner of development of the solmization system
gives evidence of significant remnants of the Medieval speculative

method, which deviated greatly from contemporary musical practice.2

One cannot, however, ignore the fact that, in spite of all of Hothby's

L. Riemann, Géschichte den Musiktheorie, pp. 106-107.

2a. w. Schmidt, Die Caliopea Legale des Johann Hothby, Leipzig,
1897, p. 35. : ’
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speculation, he exhibits conscioussness of the functional role of in-
dividual hexachordal tones. - This refers particularly to the crossing
of the half-step, which remains closely tied to the formation of [a]
new harmonic feeling. To what extent Hothby was aware of the new
[66] phenomena is hard to determine on account of the extremely abs-
truce manner of self-expression of this theorist.

. The problems of the modal system are also the object of detailed
considerations. The most advanced theorist in this instance, however,
is Johannes Tinctoris (1446-1511), who in [his] treatise, Liber de
Natura et Proprnietate Tonorum, approaches the problem of tonality in
a new way. While in the Middle Ages cases such as this were supported
solely by Gregorian Chant, Tinctbris bases his theory on material from
polyphonic compositions of the fifteenth century. For this very rea-
son, the tonal sistem is regarded differently than in [the writings
of] MedieQal theorists.l Maturation of the new tonal-harmonic system,
specifically the foundation of harmonic structure on the triadic con-
cept, inclined theorists towards the revision of mathematical acoustics
with regard to the consonance of the major and minor third. A r;ther
long and bitter polemic on this subject was begun by Bartolomeo Ramis
de Pafeja in De Musdica Thactatuéz (1482). 1Indeed, a§ Riemann has shown,
this problem was taken up 206 years later by the Oxford mathematician,

: 3 . . .
Walter Odington. He did not, however, achieve ultimate results,

1. Balmer, Tonsystem und Kirnchentbne bel Johannes Tinctorndis,
Bern, 1935.

2The treatise Musica Practica Bartolomei Rami de. Pareja was pub-
lished by Johannes Wolf in Pubficationen den Internationalen Musdik-
gesellschagt, z. 11, Leipzig, 1901.

3. Riemann, Geschichte den Musiktheorie, p. 327.
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although he does accept harmonic division of the fifth in the ratios
of 4:5 and 5:6. A manifestation of Odington's indecision is his
nomenclature, that is, his ranking of the third withAthe so-called
"concors discordiae." In spite of this, it is necessary to note that
Odington, similarly to Ramis, confronted the mystery of the syntonic
comma (80:81), by which the ditonus, derived by superimposition of two
wholé-&ones (8:9), and therefore expressed by the ratio of 64:81, is
larger than the ratio of 4:5, and by which the semiditonus (81:96) is
smaller than the ratio of 5:6. Odington could not deal with this dis-
crepancy, although he claimed that thirds display a consonant charac-

ter, because their proper realization with the aid of human voices

does not correspond to that established by the monochord, but is based
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[67] on harmonic division of the fifth according to the indicated ra-
tios. Ramis achieves the same results, but through a different route,
by division of the tetrachord according to Didymos: Although Ramis

did not correctly determine measurements in this way, as we accept

them today, nevertheless, the Pythagorean semitone (243:256) was final-
ly done away with, which permitted differentiation between a large and

a small whole tone.l

Ay, Riemann, Geschichte der Musiktheonie, pp. 329-330.
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These theoretical inquiries had great practical significance.
They led the way to further development of music theory and became fhe
bases for Zarlino's ascertainments in the area of harmony in a furthe;
stage of development of Renaissance music. At the same time, they be-
gan.inquiries into the problem of temperament, initially unequal and
subsequently equal, a matter which was of greater concern to the sev-
enteenth-century theorist, Andreas Werckmeister (1691). The rational-
istic establishments of Ramis met with strong opposition from certain
theorists fixed in Medievalism. The foreground here was occupied by
Nicolaus Burtius, who in [his] treatise, Musices Opusculum (1487), at-
tempted to defend his position with the aid of the authority of Guido
d'Arezzo; however, a pupil of Ramis, Giovanni~Spataro, [in his]
Degensio 4in Nicolail Burtii Parumenis Opusculum (1491), duly retorted
him, in that he failed to uéderstand the essential significance of
Ramis's inquiries. Also, the mathematician Jacques Lefevre, known also
as Jacobus Faber, [in his] Efementa Musicalia, basing his writing on
Pythagorean formulations, adheres to old theoretical principles, as a
consequence of which, contrary to composers' experiences, he believed
that thirds should be considered dissonances. Faber's postion is in-
terésting to the.extent that upon it is founded the Practica Mu#icae
(1496) by the famous theorist of counterpoint, Franchinus Gafurius,
although he attempts to explain the consonant character of the third
and sixth by way of natural choice of tones. This controversy was
finally resolved by Lodovico Fogliani (Mwsica Theoretica, 1529), who
invoked upon experience and by the same [token] settled the matter of

consonance of the third and sixth once and for all.
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ESTABLISHMENT OF [THE] PRINCIPLES OF A CAPPELLA STYLE

The problems which were brought up above are significant to the
history of harmony and counterpoint to the extent that already near
the end of the fifteenth century they indicate hesitation in theoretic-
al opinions éoncerning consonance of £he third and sixth, although mu-
sical practice forejudged this matger completely already several hund-
red years earlier. Of far greater significance are theoretical formu-
lations directly concerning contrapuntal technique.
[68] Here, two theorists stand in the foreground: Johannes
Tinctoris, author of the treatise Liber de Arte Contrapuncti (1477),
and Franchinus Gafurius, who in [his] Practica Musicae (1496) presented
fundamental rules of counterpoint. Tinctoris:was aware of the break-
through which was made around the year 1430 and manifested itself in
Dunstable, Binchois, Dufay, especially in treatment of dissonances.
In this connection, he provides a series of rules regarding principles
of contrapuntal technique characteristic of Renaissance polyphony. He
points out, therefore, that in simple counterpoint ({n 8{mplici contra-
puncto), that is, in note-against-note technique, dissonances are for-
bidden, while in diminished counterpoint they may be allowed if a dis-
sonance occurs in major prolation on the first and second beat of a
minim and in minor prolation aon the first and second beat of a semi-
breve. 1In addition, he permits introduction of dissonances on the first
beat of a minim or semibreve under the condition that the dissonant
tone is approached through syncopation. From the above, it follows
that Tinctoris recognizes two types of dissonances: Passing and pre-

pared, each one of which, whether approached by upward or downward
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motion, ought to enter after a consonance by the shortest route,l
which certainly suggests glso resolution by step of a second. Only
in entirely exceptional cases does Tinctoris permit approach of a
dissonance by skip of a third. This theorist is unusualiy sensitive
in the matter of structures of dissonances and even accuses Ockeghem,
Faugues, Busnois, and Caron of committing obvious mistakes (ennoieé
evidentes) because of [their] free treatment of dissonances. In one
instance, he even considers a changing tone of Ockeghem to be an
error (ex. 360).

360. J. Tinctoris, Liber de Arte Contrapuncti; example from Patrem
omnipotentem of J. Ockeghem
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The fact that Tinctoris places both of the dissonances occurring
here into one category convinces us that he paid attention only to the
bare fact of the occurrence of a dissonance. Hence, he cénsiders the
changing tone and the neighboring tone taken by leap of a fourth as
equally incorrect. On the other hand, another immensely characteris-
tic detail escapes Tinctoris's attention, namely the fact that the
[69] voice in counterpoint often restricts itself to coloration of the
cantus firmus, as a result of which there is frequent appearance of
unisons next to each other, as in English discant from the first half
of the fifteenth century. Tinctoris also excludes dissonant structures

arising as a result of the use of leading tones of modes. In this ins-

Londinatio autem cuiustibet dissonantiae haec est, ut tam ascend-
endo quam descendendo sempen post aliquam concordantiarum edL proximarum
collocetun. Coussemaker IV, p. 143, cf. H. Riemann, Geschichte den
Musiktheonie, p. 311 & ff.
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tance, he refers to such vertical intervals as augmented unisons [and]
diminished and augmented fifths.

Of great value are Tinctoris's remarks concerning the repertoire
of harmonic resources, the method of their treatment, and contrapuntal
technique. These are the following rulesl:

1. The beginning and end of the contrapuntal voice ought to form
a perfect consonance; in the‘case of the cantus being preceded by a
rest, it is permissible to begin with an imperfect consonance (third,
sixth, tenth). Works in a greater number of voices may end with a
third or a tenth, but not with a sixth or its octave equivalents.

2. Parallel motion in imperfect consonances is permissible,
[such motion] in perfect consonances of equal size [is] forbidden,
although some theorists allow them between thé discant and the contra-
tenor. In spite of this, mumerous-composers and theorists, among them
also Tinctoris, reject techniques of this type. At most they may be
" introduced in four- and five-voice structures for the sake of beautiful
sound (venustae pergectionis) or strictness of imitation (ordinatae
progressiond) .

3. The same perfect and imperfect consonances may be repeated
over a tenor remaining in the same piace, but a change in vertical in-
tervals is advisable.

4. The voice in counterpoint ought to be coherent and move by
steps of seconds, even when the tenor moves in larger intervals.

5. It is incorrect to form a clausula with any tone, middle,

high, or low, if it causes weakening of the tonal configuration of

4. Riemann, Geschichte den Musiktheonie, pp. 318-320.
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a given melody.

6. In counterpoint it is necessary to avoid repetitions (redic-
tae) , especially when they appear in the cantus firmus. In:certain
instances, however, they may be introduced, when it comes to imita-
tion of bells or horns.

7. It is necessary also to avoid two successive cadences in
identical position, although the tenor might even be suited for intro-
duction of techniques of this type, for then monotonous repetition
results.

8. It is necessary to strive for variety in the contrapuntal
voice, however, the wealth of resources is smaller in songs than in
Motet or Mass.

[70] The above rules indicate a full awar;ness of technical founda-
tions of Renaissance polyphony. Hence, the Liber de Arte Contrapuncti
of Tinctoris became the basis -for subsequent theoretical generaliza-
tions, to which other theorists contributed little more. It cannot be
concealed, however, that in Tinctoris we encounter certain unclear
wordings, and even many details evidencing remnants of Medieval poly-
phony.l For example, Tinctoris's reservation regarding the use of the
sixth in a cadence is bound to evoke surprise. In addition, some of
his examples indicate, that he still did not overcome the tonal dis-
sension characteristié of Medieval polyphonic music. Hence, from time

to time, there appear simultaneously in two voices leading tones of

l'rhis is confirmed also by the compositional output of Tinctoris,

especially his Mi{ssa 3 Vocum, which is marked by increased linearism of
voices and rhythmic complications. This work does not always concur
with his theoretical views, for example, in the Gfoila, at the words
"Tibi propter magnam," he uses progressions of a hocket character
(Johannes Tinctoris, Opera Omnia 1, p. 6, Conpus Mensurabilis Musicae
18, 1960) . »
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the final and fifth scale degrees (ex. 361).

361. J. Tinctoris, Liber de Arte Contrapuncti, Omnes sancti

Two-layered tonality in cadences is not the only trait indicating
the link of Tinctoris's examples with Medieval polyphony. These con-
nections reach deeper, all the way to the voice setting. For there we
see a three-voice ‘settinq with a clearly exposed upper voice and two
accompanying voices--tenor and contratenor--which was a characteristic
trait in music of the fourteenth century and in secular forms of the
Burgundian school. Worthy of attention is the crossing of the tenor
[71] and contratenor with simultaneous use of the octave leap in this
last voice (m. 2). Finally, the rather complicated rhythm also evi-
dences remnants of the Middle Ages and [of] strong contacts with cre-
ativity which did not yet abandon the style of the previous epoch.

Speaking of music theory at the end of the fifteenth century,
one cannot omit Adam of Fulda, whose treatise, entitled De Musica®
comes from around the year 1490. This theorist treats problems of

polyphony in a much more general way than does Tinctoris; in spite of

lu. Gerbert, Sciiptores 111, p. 329 (cf. H. Riemann, Geschichte
den Musiktheonie, p. 320 & ££.).
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this, we find there a series of formulations which shed light on the
state of theoretical knowledge around the end of the fifteenth century.
It turns éut, that a certain inconsistency in Tinctoris between his
theoretical formulations and [his] musical examples was not coincident-
al, for this field was still dominated by continual vagueness. More-
over, this is a rather typical phenomenon for theory in the Renaissance
period, when the modal system dominated in theory, but iﬁ practice
yielded to thorough transformations as a result of germination and ul-
timately maturation of [a] new harmonic feeling. This is evidenced by
the view of Adam of Fulda that at least one voice ought to exhibit a
clear tonal structure.2 There would result from this a certain freedom
in treatment of tonal problems, that is, that not all voices of a poly-
phonic structure need exhibit a clear tonal séructure [as] under [the]
provisions of ,the modal system. In connection with treatment of im-
perfect consonances, Adam of ﬁplda points out that indeed, previously,
succession of 3-4 imperfect consonances was allowed, but during his
time a greater number of these was already being introduced, especially
parallel tenths with the middle voice. 1In this instance, we recognize
reference to music of the first half of the fifteenth century, in par-
ticular to so-called English discant, which was one of the symptoms of
turning away from principles of Medieval polyphony. Motion in parallel
tenths was used also by later composers, in particular Obrecht, who
contributed to a large extent to the determination of new, Renaissance
principles of polyphony. Moreover, parallelism of perfect consonances
will be the subject of deliberation in still later theoretical treatis-

es. Adam of Fulda also refers to fauxbourdon in connection with the

21n omné cantu ad minus una vox diclturn aptarnd vero tono (M. Ger-
bert, Scuptonres 111, p. 352).
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treatment of the fourth, which he considers a dissonance, and for this
reason recommends introduction of this interval as a subordinate ele-
ment before a third or fifth, therefore as a passing note or changing
note.

Adam of Fulda was an acute observer; he pointed out the complicat-
ed character of contemporary polyphony, which refers mainly to Nether-
lands' music, especially to the output of Ockeghem. His declaration
[72] regarding this matter does not indicate that he was an enthusiast
of the intricate style, because, in his view, structural intricacy
only in rare instances fails to bring with it errors. For this reason,
he warns against unwise imitation [of other composers], especially when
the composer is not in complete control of new gains.1 Adam of Fulda
takes a firm negative stand against new techniques in the area of in-
strumental music. He is probably concerned here with textural proper-
ties of those instrumental works which differed considerably from vocal
music, that is, with texture and polyphonic technique characteristic
of lute music. From the above, it would follow that Adam of Fulda is,
above all, a devotee of vocalization of polyphony, [or] a cappella
style, which at this time was also a new phenomenon, although it repre-
sented only one trend of evolution in the Renaissance period. The po-
sition of Adam of Fulda on the matter of succession of perfect conson-
ances coincides with the formulations of Tinctoris. He touches upon
the problem of dissonance in a very general way only, limiting himself

to stating a brief rule that dissonances should be avoided.

LMueti enim dum obscuritatem amant peritis denisui sunt, quia rara
obscunitas sine eone. Sed et ego 4pso hac usus sum ut verum Loquan
plus ignorantiam meam indicans, quam arntis quid Anformans. Miserrnimi
Lamen ingenid esse praedicatur quid utitur Lnventis et non Lnveniendis.
M. Gerbert, Scruiptones 111, p. 354; H. Riemann, Geschichte der Musik-
theonie, p. 321.
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Matters of polyphony were most widely treated by Franchinus Gaf-
urius in [his] Practica Musicae from the year 1496, where, in the
third chapter of the third volume, he stated Octo Mandata Sive Regufae
Cantnapunctiz. The point of departure for Gafurius is the theory of
Tinctoris, which he expands and deepens in many places.3 As in Tinc-
toris, a polyphonic work ought to begin with a perfect consonance.
For Gafurius, however, this is not a strict rule, for he also allows
the use, at this point, of imperfect consonances, that is, of the third,
sixth, and tenth. On the other hand, he confirms at full length the
old rule of avoidance of parallel motion of identical perfect conso-
nances. True enough, he mentions that some theorists permit succession
of a diminished and perfect fifth, but he considers such a position
as unjust. In this connection, he points out the necessity to differ-
entiate between a diminished fifth and slight flattening of the fifth,
which is tied to aspirations of some organists to introduce equal tem-
perament. In order to avoid faulty parallelisms, Gafurius recommends
introduction of at least one imperfect consonance between two perfect
[73] consonances of the same size. At the same time, he warns against
introduction, between such consonances, of a dissonance, that is, a
second, fourth, or seventh. This prohibition is tied to the fact that
these dissonances do not soothe faulty parallelism, for example:

bag cbg gba cde
e—c¢ c—g c—d c—e

Successions of perfect consonances of different size are technically

2H. Riemann, op. cit., pp. 337 & ff.

3The compositional creativity of Gafurius exhibits newer traits
than does the creativity of Tinctoris. Cf. Franchinus Gafurius, Cof-
Lected Musical Wonrks, Conpus Mensurabilis Musicae 10, 1955.
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correct, especially when they are introduced in contrary motion, which
is indicated by examples given by Gafurius. This theorist also permits
fifths and octaves which arise as a result of voice crossings (ex. 362).

362. F. Gafurius, Practica Musdicae
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The above example is certainly of a purely theoretical character,
for it seldom happens that a composer uses, over a longer stretch,
several octave leaps in succession. This refers, above all, to a cap-
pella music, in which such successions would not be correct.

It is an understandable thing, that during the period of luxuriant
blossoming of polyphony, Gafurius places at the foreground the use of
contrary motion between the tenor and cantus, although he points out,
that this rule should be treated freely, for in imitational arrangement
of voices the tenor may also proceed in parallel imperfect consonances.

Gafurius draws attention to the proper treatment, in cadences, of
imperfect consonances, that is, the sixth and third. The major sixth
moves here by second in contrary motion to the octave, and the minor
third to the unison. On the other hand, the minor sixth movés to the
fifth, although it is also possible [for it] to move to the octave.
Similarly, the third may move to the fifth. A polyphonic work ought
to end on a unison, although Gafurius points out that in his time end-
ing on an octave or double octave is found more and more frequently.

The manner of treatment of dissonances coincides with the posi-
tion of Tinctoris, which means that on longer rhythmic values, such

as breves and semibreves, dissonances should not be used; on the other
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hand, he permits introduction of dissonances through the use of syn-
copation or quick motion. The fourth is, of course, a dissonance,
and thus this vertical interval may not be introduced between lower
[73] voices. 1In upper voices, the fourth may be used together with
the fifth or the third, as is the case in fauxbourdon. As [do] other
theorists, Gafurius mentions the use, over longer segments, of par-
allel tenths with a complementary inner voice.

This theorist, in aiming to present a complete picture of phen-
omena belonging to polyphonic practice, does not overlook the Milanese
falsus contrapunctus, [which], in Ambrosian Rite, [is] associated with
ceremonies in honor of martyrs, [and which] occurs in songs and Funeral
Masses. This counterpoint points to prevalence of remnants'of prim-
itive polyphony, which utilized motions of parallel fourths and seconds.
To complete these theoretical observations, it is necessary to point
out that Gafurius gets away from older principles of solmization, and
assumes the position that it is above all necessary to be aware of the
actual inte{vals between tones and not stiff rules of solmization.
Hence, for example, [he] designates the octave C—c¢ as Ut—ut, and
not as Ut—{fa or Ut—40L. This refers also to alteration of a given
scale degree by the use of leading tones, in view of which he does not
recognize mutation through m{, but introduces solmization syllables of
unaltered scale degrees; for example, a-g¥-a he solmizes as fLa-s0{-La.
This proves that the Medieval solmization system is found in Gafurius
in full disposition.

Within the orbit of the influence of Tinctoris and Gafurius remain
theorists who are active already in the sixteenth century, namely

Pietro Aron (Toscanellfo in Musica, 1523), and Sebald Heyden (Axs Canendd,
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1537). Both these theorists bring up, among other [things], problems
already thoroughly discussed in treatises of Tinctoris and Gafurius.
Consequently, we will not return again to these matters. 1In Aron's
To¢qane££o, however, we encounter certain details which are worthy of
attention even if only because they are a reflection of phenomena oc-
curring in [musical] creativity itself. This refers, above all, to
the expansion of tonal material up to the triple octave, which repres-
ents remote transcendence beyond the system of Guido d'Arezzo (extra
manu). We noted tendencies of this type already in vocal music of
Ockeghem; we will encounter them again in later composers, mainly in
instrumental music. This last area of creativity is linked with the
problem of diminution, discussed by Aron and considered in connection
with treatment of dissonance. He maintains, that in works invoiving
diminution only the first and_last notes of the melodic phrase always
ought to form a c;nsonance, but the middle ones may be dissonances.1
At the same time, he points out the necessity of such treatment of in-
tervals that would spare singers of inconvenient melodic idioms through
[75] connection of consonances by the nearest route, that is, by motion
in secondsl.

Aron's solid harﬁonic feeling is evidenced by the fact that he
considers successiwve composition of voices outdated and recommends si-

multaneous conception of all voices, although for didactic reasons he

U781 1gt quentisci a gli canti diminuiti, che sempre fa prima nota
et uwltima in uno discorso diminuito uole essern concordanze e geL mezzd
diversd aliquanto con dissonanze. H. Riemann, Geschichte der Musdik-
theornie, p. 351.

L75] Let nota che sempre tu debbd accomodare Le panti senza dis-
consd Ancommodi al cantore et unire Le consonanze pAd prossime £'una
a £'altha, che s4ia possible et questo e dato parn primo precetto.

H. Riemann, op. cit., p. 356.
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is not opposed to the use of the older method also. In addition, he
confirms the correctness of ending a composition with a major third.
It is a curious thing that he does not pay particular attention to the
problem of prepared dissonances. Only in the discussion of cadences
does he point out, among other things, the use of the succession 7-6-8,
which Qust be tied to the common contemporary cadential idiom, pased
on the syncopation of the seventh which resolves itself to the sixth.

The contribution of Heyden to music theory rests mainly on con-
sideration of the problem of transposition of Church Modes and, in
this connection, so-called musica g§icta. He considers these matters
together with key signatures, that is, with introduction of two flats
and sharps. He does not, however, contribute-anything new to theory
of contrapuntal technique.

A general survey of theory in the first phase of development of
Renaissance music has convinced us that theorists of the time displayed
unusually strong reactions to the transformations which were taking
place at the time in artistic creativity. They attempted not only to
apprehend phenomena from the point of view of the composer's craft it-
self, but also attempted to provide their scholarly justification. 1In
this light, the figure of Ramis de Pareja is clearly visible along
with the entire polemic surrounding his theory. To be su?e, complete
success in overcoming all difficulties was not yet achieved, and often
formulations were limited to those of practical value; in spite of
this, there was considerable expansion of the horizon of the theory of
music, which made full use of contemporary scholarly apparatus, in
taking on even such a problem as the entity of consonance of the third

and sixth, without which further development of theory would be
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unthinkable. Theorists are not always aware of essential tonal
transformations, and in this connection, there still appear certain
remnants from the Middle Ages; none the less, precise comprehension of
the very principles of new contrapuntal technique, being the basis for
the development of polyphony for entire centuries, should be regarded
as one of the greatest scholastic achievements of the Renaissance per-
iod. Although mere compositional technique does not possess in its
substance [any] ideological character, none the less, it is difficult
not to detect, in the critical period of the Renaissance, the connec-
tions which are formed between the contemporary worid outlook and the

aspiration to re-evaluate all coefficients of a musical work.
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[76] POLYPHONY IN THE FIRST HALF OF THE SIXTEENTH CENTURY

CHARACTER OF DEVELOPMENT

The heyday of polyphonic Renaissance music occurs in the sixteenth
century. It was thoroughly prepared by distinguished composers and
theorists of the second half of the fifteenth century, whose creativity
contributed to the crystallization of new principles of polfphony.
Entrance of sixteenth-century music into the phase of blossoming of
polyphony does not, however, designate perpetﬁation of tonal and har-
monic principles. On the contrary, a characteristic trait of Renais-
sance polyphony is its continuous developmental activity in various
directions, which resulted from the wealth of contemporary musical cre-
ativity. On the one hand, we may observe further germination of the
new system founded on principles of modal tonality; on the other hand,
technical possibilities are enlarged unusually on account of the per-
fection of a cappella style and the intensification of development of
instrumental music. Of considerable significance to the intensity of
evolution [of all music] was the rich secular output, in its various
forms and genres, on the basis of which new tonal and harmonic values
developed quicker than in reiigious music. In spite of this, religious
music is also of primary significance in the development of Renaissance
polyphony, which is evidenced, above all, by the magnificent develop-
ment of the Mass and Motet. Consequently, in order to.embrace the
whole complex of the phenomena of development of Renaissance polyphony,
we must bear in mind the entire contemporary output, namely religious,

secular, and instrumental music. Nevertheless, the foreground is
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occupied by a cappella style, on the basis of which achievements in
the area of compositional mastery were manifested. For this reason,
a cappella music must here be the object of consideration in all its
aspects, although instrumental and vocal-instrumental polyphony will
also be allotted appropriate space in the course of this unit.

A rather complicated problem is presented, at this timé, by the
relationship of the ideological basis of music to compositional tech-
nique. While in the second half of the fifteenth century we could
[77] show that the germination of new tonal [and] technical princiéles
--and by the same of new means of expression--was connected with cre-
ativity which arose from a bourgeoise basis, [i.e. by creativity of
secular music], presently, these gains were taken over also by com-
posers cultivating'religious music. Moreover, the religious output of
Obrecht was a significant foreboding of this state of affairs. 1In
this way, new technical principles became universal as a basis for
creativity with a different ideological attitude. Nevertheless, when
it comes to certain musical genres with clear ideological features,
they demonstrate much stronger evolutionary tendencies than do others.
This refers mainly to secular music, which rather quickly increéses its
repertoire of harmonic resources, initiates chromaticism, and cont¥ib-
utes to the ultimate spread of the modal system. This obvious juxta-
position of secular and church music, however, is not, from the point
of view of [social] classes, a particularly straightforward matter. 1In
this phase of development, the Madrigal, around the middle of the six-
teenth century, increased [its] repertoire of harmonic resources and
became a significant form in.the development of tonality and harmony.

Hence, in the area of secular music, one may observe differentiation
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between genres which serve wide masses of the bourgeoisie, and [genres
which serve the] courts and the urban patriciate. Thus, this developed
Madrigal no longer actually had anything in common with its ancestral-
form, the popular middle-class song. A similar situation arises with
instrumental music, specifically lute music, and the vocal-instrumental
song. These works, on account of the popularity of the lute and the
domestic character of the cultivation of lute music, were designated
chiefly fér the urban population, but with the passage of time, the
situation changed considerably, for the lute became also a virtuosic
court instrument, on which distinguished instrumentalists showed off.
Also, the influence of secular music on church music is, from the point
of view of [social] classes, an interesting phenomenon; Church workers
affiliated with the Reformation and Counter-reformation discovered in
secular music, and lute music in particular, desirable elements, which
they successfully ekploited for purposes of popularization of religious
slogans. It is not by accident that there appear, at this time, trans-
formations of secular songs into sacred [ones], so that secular music
begins to play a completely different role from the ideological stand-
point. An analogous phenomenon may be observed in the afea of dance
music. For we kﬁow of transformations of folk dances into court dances.
This refers espécially to folk songs transferred from foreign countries.
Among others, Polish melodies or dances also penetrated the borders of
western European countries and there fulfilled functions of court music.
Previously, it still would have been difficult to present these compli-
cated matters in a completely exhaustive and convincing manner. -

Another problem is presented by secular cantus firmi. Previously,

their significance was most certainly overrated. The cause of this
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state of affairs was inherent in the fact that technical aspects of
an issue were not investigated; there was simply no concern as to
[78] whether the realization of a secular cantus firmus sufficiently
assures its expression, and by the same [token] makes possible its in-
fluence upon the character of a work. We already pointed out, in con-
nection with music of the first stage of the Renaissance, that secular
cantus firmi were consistently modified rhythmically, that magnifica-
tion of their rhythmic values disfigured these melodies from the ex-
pressional point of view. This process is deepened even more in the
sixteenth century. While originally complete melodies or their larger
segments were used, in the second half of the sixteenth century, only
a fewloriginal pitches of a melody were used;- furthermore, these were
altered rhythmically. This method of treatment of the fixed melody
virtually breaks with cantus firmus technique and annihilates the
operation of the cantus prius factus, regardless of whether it comes
from chant or from secular music. We mention this because this ques-
tion arose--and arises--again and agaih in historical and theoretical
works. It is necessary to realize that in such instances frequently
only the title of a work, but not its concrete melodic material, in-
dicates affiliation with secular music. And these details bear witness
to the unusually complicated configuration of music of the sixteenth
century, which must be taken into consideration in discussion of such
an especial problem as development of polyphony at that time.

Such is the state of affairs with music of the Catholic Church.
In Protestant music, on the other hand, cantus firmus technique blos-
soms in full in all kinds of forms: As a cappella singing, instrument-

al, or vocal-instrumental arrangements.
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At this time also there is an increasing change of attitude to-
wards compositional technique, which is manifested not only in prac-
tice but also in theory. A pupil of Josquin des Prés, Adrian Petit
Coclicus, introduces the term mud.{ca na#enuata; which indicates a
fundamental change in style and in.the general attitude towards music
in the Renaissance period. 1Its present goal is not only the inquiry
into technical problems, but also such disposition of gusical tech-
niques, so that they are at the same time exponents of expression con-
nected with [their] text’. Universal development of music [and a]
wealth of new techniques, forms, and genres caused mus{ica reservata

to quickly become an ambiguous term (cf. pp. 172-3).

[79] TONAL PROBLEMS

Although already in the‘first half of the fifteenth century we
noticed symptoms of the germination of new tonal principles, which, in
the future, were to become the basis of a new tonal system, neverthe-
less, the process of crystallization of £he functional system did not
follow a straight path. On the contrary, it took place, in the Renais-
~ sance éeriod, rather slowly and with difficulty. The modal system was
too strong to be overcome immediately. For it remained fresh in the
consciousness of composers and theorists, determining the manner of
perception of phenomena entering into the compass of tonal problems.

Connected first of all with church music, it found there for itself

Yvene musicus est at habetun, non qui de numeris, prolationibus,
s4gnis ac valoribus multa novit garvuirne et scribere, sed qui docte 4
duleiten canit, cullibet notae debitam syllabam applicans ac {ta com-
ponit, ut Laetis venbis Laetos addat numeros et e contrario. Adrian
Petit Coclicus, Ccmpendium Musices, Norymberga, 1552, pt. II, ch. 1,
cited from Joseph Schmidt-G&rg, Nicolas Gombernt, 1938, pp. 121-122.
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a means of support which was all the more strong, in that in the Ren-
aissance period church music developed luxuriantly, because it was
cultivated by the most distinguished [of] contemporary composers.
Nevertheless, the search for new means of expression caused consider-
able hesitations in the area of tonal principles of a musical work,
because at certain moments the strength of the modal system succumbed
to new tonal elements, whereas at other times, when old traditions re-
vived, [it] mounted. As a result of this process, changes in the modal
system were continually taking place, which were manifested not only in
infiltration through it of new harmonic elements, but also in the fact
that certain modes sacrificed their significance in favour of others,
especially those, which were more adaptable to the realization of new
harmonic techniques.

This evolutionary process of éhe modal system is evident also in
theory, and is marked there by the enlargement of the number of modes
from eight to twelve. The creator of this new theoretical approach
to tonal problems is Henricus Loritus, called Glareanus (from the lo-
cality of Glarus), professor from Basel, author of the treatise entitled
Dodekachondon from the year 1547. It was he who increased the number
of modes, by adding to the ensemble of eight modes four new [ones],
namely the Aeolian and Ionian, along with their plagal forms. Although
Glareanus points out that these modes found particularly frequent ap-
plication in secular music, nevertheless, he motivates their introduc-
tion on a purely theoretical path, based on the twofold division of
each octave type: Harmonic, through the use of-the fifth; and arith-
metic, through the fourth. Since among the seven types of the funda-

mental scale, the type B-b exhibits only arithmetic division, and the
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type F-{ only harmonic division, Glareanus obtained, within the com-
pass of the ensemble of octave types, six harmonic and [six] arith-
metic divisions, of which only eight correspond to the old Church Modes,
and [the] four remaining [ones], together with their plagal forms, form
new modes. Glareanus gave them the names jonius ({astius) and aeolius,
referring to scales of Martianus Capella, Apuleus, and Porphyrius.

With this new approach, the modal system presents itself as follows:

[80] PLagii Authentae

A Hypodorius D Dorius
Hypermixolydius Ptolemaei

B Hypophrygius E Phrygius

(H)Hyperaeolius Martiani Capellae

C Hypolydius F Lydius
Hyperphrygius Martiani Capellae
D Hypomixolydius G Mixolydius
- Hyperiastius vel Hyperionicus Hyperlydius Martiani Capellae

Martiani Capellae

E Hypoaeolius _ A Aeolius
Hyperdorius Martiani Capellae

G Hypoionicus C Ionicus — Porphyrio
Hypoiastius Martiani Capellae Iastius-Apuleius et Martianus
Capella

Glareanus, in spite of his classical education, did not detect
that Medieval theorists already committed a fundamental mistake, in
that [they] confused octave types with transposed scales; for this
reason he followed in their footsteps. At this point, however, this
is not the most important detail. On the other hand, the essential
matter is that Glareanus, similar to Medieval theorists, reverted to
theory of antiquity, and, on the basis of old theoretical principles,

attempted to explain certain new phenomena. Moreover, it did not even
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occur to him that it would be possible to alter, from foundations, the
manner of apprehension of tonal phenomena. On the contrary, he at-
tempted to demonstrate the degree to which learning in his time coin-
cided with that of former timesl.

Glareanus points out that modes possess a mysterious property of
mutual infiltration, which does not originate so much from polyphonic
music, but is inherent in their very naturez. This formulation is nét
important from the point of view of its merit, but rather as an ascer-
tainment of the fact of infiltration of certain modes during the time
of Glareanus. This theorist points out that in instances in which
the tenor is maintained in the Hypodorian mode, the bass moves within
the Dorian mode, and often even within the Aeolian. Similar infiltra-
tion of modes occurs between the modes Phrygian and Aeolian, Mixolydian
and Hypomixolydian (which denotes Dorian mode) , Hypoionian and Ionian,
Lydian an@ Ionian. It is necessary to remark that it was precisely
polyphonic music which contributed to the mutual infiltration of modes
and to their combination within one polyphonic conception. Glareanus
[81] confirms this, saying that bass voices generally incline towards
authentic forms, while thg cantus maintains itself in plagal formsl.

Another important observation by Glareanus is the ascertainment
that not all modes of his time were used with equal frequency, that

some of them emerged to the foreground, while others already dropped

tsol

p. 22.

1Glareani, Dodekachordon, Basilae; trans. Peter Bohn, 1888,

2Modonum occultam quandam esse cognationem et alius ex alio
generationem, non sane symphonetarum ingenio quaesditum, sed rerum
natura {d ita disponante. Glareani, Dodekachondon, p. 251.

L8l Y1 universum basseos vox Libenter ad authentos Lnelinat,
cantus 4n plagios.
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out of use. He attaches great importance to the Dorian mode. On the
other hand, the Phrygian mode was used mainly in church music, as was
the Mixolydian mode, although [it] already lost its significance.
Similarly, the Lydian mode was very rarely used, unless it yielded
to transformation into the Ionian mode. These remarks pertain also
to the plagd forms of the above modes. Mutual infiltration of modes
explains why Glareanus, in his table of the dodekachordon, places names
of certain plagal modes not in strict correspondence with their au-
thentic forms. Glareanus attributes particular significance to the
Ionian and Aeolian modes, mentioning that the Ionian mode is applied
above all in dances, although composers employ it also in sacred works.

This summarized presentation of problems discussed in the Dodeka-
éhoadon indicates that although Glareanus bases himself on principles
of the older theory, he perceives in full the tonal transformations
which take place before his eyes. He is a man of wide mental horizons
and unusual erudition, and he bases his inquiries on contemporary com-
positional practice, illustrating each phenoménon with concrete exam-
pies from musical creativity. As befits a man of the Renaissance, he
does not engage in theoretical speculation, but bases himself on ex-
perience. Hence, the Dodekachordon may be considered as a certain type
of anthology of contemporary musical creativity. The abundance of mat-
erial contained there does not permit its detailed discussion, conse-
quently, I will limit myself to pointing out only some of the details.

In connection with the discussion of the Ionian mode, Glareanus
cites the Motet Chniste Resurgens by Johannes Richafort, which is im-
portant not only because it is indeed based consistently on the Ionian

mode, but also because, along with imitation at the fourth, there
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occurs a tonal answer (ex. 363).
In another example, the tonic-dominant relationship occurs even

in the course of - the melodic line, and this in the least expected mode,

namely the Lydian mode (ex. 364).

[82] 363. J. Richafort, Chaistus Resurgens, mm. 1-5
Cbri - stus re - sur - gens ex mor - w -
P Il } | il A\ !
N
Ig ; r | I T L
l Chri - | stus re-|sar - gess ex mor - - m -
Chri - sws re - sur -
M e 0
——— —— = $ ¥
Ghri - s e-

1 7 —r—tt
. nl-n-l.e-xul-lel:
z ;] T M

One must not delude oneself, however, that these works, seemingly
mature in their tonal aspect, also demonstrate appropriate choice of
harmonic techniques. To begin with, at this time, there appeared, in.
cadences, clear harmonic relationships--from the functional standpoint--
whereas in the interior of a composition one could notice progressions
which were still remote from later harmonic correctness, although voice
leading itself no longer arouses any reservations.

Operation of a new harmonic factor points in the direction of
tonal homogeneity, which, within the framework of the strict modal

system, was almost impossible because this system evolved from monodic

music. In polyphonic structures, with the combination of wvarious
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voices, modal diversities arose automatically, at least within the
scope of authentic and plagal forms of the same mode, as is, after all,
ascertained by Glareanus. This was fostered by conception of poly-
phonic structures in a linear manner, which was administered to by
the contemporary evolution of polyphony. For this reason, even in
Josquin des Prés we may encounter manifestations of modal heterogeneit&,
as is evidenced by the Psalm Dominus Regnavit, in which this state of
affairs is witnessed by key signatures (ex. 365).

As a part of the result of infiltration of modes, there arise,
from time to time, cadential structures which may be interpreted, from
the functional point

of view, as juxtaposition of the dominant with

the subdominant. In this instance, the use of symbols of functional

harmony is certainly not justified, because older tonal principles are

still at work there.

[83]

In spite of this, examination of the phenomenon

365. Josquin des Prés, Dominus Regnavit,l mm. 1-15
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from two points of view is permissible, because it enables us to delve
more deeply into the problem of evolution of tonal principles, and to
recognize the path along which there appear such harmonic structures

as a connection of the dominant with the subdominant. For it turns

1 .. R .
In the original notation, the upper voice has one flat, and the

lower voice two flats.
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out, that explanations of this phenomenon by nineteenth- and twentieth-
century theorists without historical support generally made no sense
and did not clarify anything:2

366. Josquin des Prés, Dominus Regnavit, mm. 40-42.
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Not only more characteristic phenomena, such as connections of
the dominant with the subdominant, are to be explained by the prin-
ciple of infiltration of modes, but also simpler [ones], which regard
the method of treatment of certain technical details in simple juxta-
position of dominant with tonic (ex. 367).

367. Josquin des Pr&s, Dominus Regnavit, secunda pars, mm. 4-5.
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In this instance, we are concerned with the non-resolution of the
presumable leading tone (c-8hanp) as a result of its being quitted by
downward skip of a third. From the point of view of normal operation
of the dominant, this progression is not entirely correct, but when
we realize that the highest voice moves not only within a different

[84] tonality, but also within a different mode, the objection to

Zn exception here is Moritz Hauptmann (D{e Natur der Harumonik
und Metrik, 1853), who sought various tonal plans in the combination
D D+ [v-1V].
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technical incorrectness is withdrawn.

While in the above examples infiltration of modes was not mani-
fested too clearly, in certain works of Josquin des Prés we encounter
fragments which point, beyond any doubt, to the cumulation of differ-
ent tonal layers, which is attested to by the operation of diverse
timbral materials, so that basic and altered forms of tones are juxta-
posed, for example b-gfat and b-natural (ex. 368).

368. Josquin des Prés, Missa Pange Lingua, Credo, mm. 61-63.
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It is not correct to conclude, however, that such structures were
a frequent phenomenon in the first quarter of the sixteenth century.
On the contrary, they are already exceptional phenomena. This is all
the more justified, because, after all, already in the first half of
the fifteenth century the process began of refinement of works from
bimodal structures, characteristic of the Middle Ages, especially of
music of the fourteenth century. Within the context of those Medieval
combinations, infiltration of authentic and plagal forms of modes
seems to us [to be] homogenous, and undoubtedly it constituted the
road to tonal homogeneity. The set of problems brought up by Glareanus
does not, however, embrace all matters connected with tonal foundations
of polyphonic works. Another domain is formed here by treatment of
the harmonic factor on the basis of the modal system. Only considera-

tion of this question will permit us to delve more deeply into the
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essential tonal properties of music of the first half of the six-
teenth century.

In examination of the operation of harmony on tonal structure, we
cannot bypass texture, in particular contrapuntal technique. Operation
[85] of harmony is weaker with rhythmic differentiation of voices and
their independence than in structures based on the note-against-note
principle. This is an obvious matter, because this type of behavior
of voices forms, to a certain degree, a bridge to later, already proper,
homophony, in which harmony manifests itself in a most direct way.
Moreover, a significant role is played by the voice setting, in par-
ticular, the number of voices. The frequency of harmonic changes is
proportionally larger with a small number of voices. On the other
hand, with an increase in the number of voices beyond four, it is sub-
jected to limitation. This refers, above all, to imitational works,
for example canons, and even structures based on the technique of
through-imitation, although in the latter instance harmonic successions
change according to the structure of segments serving for imitation.
Nevertheless, considerable reduction in the number of voices, for ex-
ample, limitation to only two, again weakens the operation of harmony,
although the frequency of successions of vertical intervals may be
even greater than in three- and four-voice structures. In this ins-
tance, the fact of the matter is that on account of the immaturity of
new tonal principles, it is not possible to characterize uniquely in-
dividual vertical intervals from the harmonic aspect, that is, to com-
Plete them into triads. 1In spite of all these difficulties, the'pro-
cess of the outgrowth of the major-minor functional system from the

modal system is, nevertheless, visible.
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The opinion was generally accepted, that the new major-minor
tonal system arose by way of selection of certain modes, more strictly
speaking, the Ionian and Aeolian. . This attitude was, and is, convinc-
ing, because, after all, Glareanus himself pointed out the advancement
of certain modes to the foreground, among these also the Ionian mode.
And, sure enough, when we analyze contemporary creativity, both secu- -
lar and sacred, the Ionian mode turns out to be a frequent phenomenon
in polyphonic compositions. It would be improper, however, to limit
oneself to this ascertainment, and to consider the problem of the
maturation of the major-minor tonal system as definitively settled in
this simple way. The crux of the matter lies in the fact that the rep-
ertoire of harmonic.resources and the method of their treatment within
the framework of the Ionian and Aeolian mode; do not always demonstrate
the type of maturity which would deno£e formulation of new tonal prin-
ciples on their foundation alone. And, after all, from the foundation
of other modes there germinate also certain harmonic progressions which
exhibit traits of the functional system. For this reason, maturation
of the major-minor functional system is to be followed in virtually
all the modes.

In the first half of the sixteenth century, and even also later,
there is a tendency towards the process of infiltration of new tonal
[86] principles with old. To be sure, the maturation of new tonal
principles takes place sooner in secular music, nevertheless, the
phenomenon of infiltration itself appears to an equal degree in rel-
igious and secular music. From time to time, within the framework of
the same work, we may encounter fragments [which are] more and less

mature in [their] tonal aspect. Tonal maturity is attested to, above
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all, by increasing frequency of clearly functional harmonic relation-
ships. These are predominantly dominant-tonic relations and progres-
sions from the minor subdominant to the dominant. The operation of
the functional factor is intensified, in these instances, by leading
tones. If harmonic progressions do not exhibit these properties, es-
pecially when'[they are] based on juxtapositions of triads whose roots
are a major second apart, or when the presumed dominant is of a minor
quality, then the mddal system is revealed in a specific way, for such
progressions underline its strict diatonicism. Glareanus pointed out
that one of the most universal and important modes is the Dorian mode
(ex. 369a). Precisely in works maintained within this mode, we may en-
counter the phenomenon of infiltration of old and new tonal principles,
that is, on the one hand, we see the aspiration towards preservation
of modal properties, whereas on the other [hand, we see] tendencies
towards transformation into minor mode (ex. 369Db).
369. Josquin des Prés, 0 Domine Jesu Chrniste, a) primé pars, mm. 1-17,

modal fragment, b) quarta pars, mm. 180-189, fragment with elements of
the minor mode.
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[87] It is not correct to presume, however, that the Dorian mode
led always and only to minor. From time to time, there appear also
harmonic progressions which suggest major, although this does not occur
in a manner as regular as in the previous instance, in which the final
was subjected to tonicization. since, in the Dorian mode, transforma-
tion of the final into major would be unnatural, there occurs then a
digression or tonicization of some other scale degree, even the

seventh (ex. 370).

370. Claudin (de Sermisy), Au Iofy Boys, mm. 1-6.
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Germination of the Dorian mode is witnessed, in this instance, by
the cadence formed to the ¢+ chord, in which we may detect determinants
of the subdominant (4+) and the dominant (g+) . However, when we re-
flect upon the technical treatment of the dominaﬂt, that is, when we
consider the motion from the leading tone downward by seconds, it
turns out, that.formation of new tonal principles occurs there with
considerable difficulty, [and] that within the framework of the major-
key cadence, Dorian elements are still active.

The rise of coefficients of the major-minor system within the
framework of modality is a rather intricate problem, and indicates how
very complex the process of formation of the new system was in the six-
teenth century. The intricacy of the situation was made more difficult

by the fact that certainly older modes also infiltrated each other,
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which is, after all, mentioned by Glareanus. An immensely interesting
phenomenon occurs when, along with infiltration of two modes, for ex-
ample Aeolian and Dorian, which should flow naturally into minor, ele-
ments of the major emancipate themselves. The cause of such a phen-
omenon is the exposition of the plagal form of the Dorian mode, on the
basis of which there arise successions which point towards the forma-

tion of progressions in the parallel major tonality (ex. 371).

371. Claudin (de Sermisy), Entrant en ung Tardin, mm. 1-6.
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[88] parallel dependencies are formed here on the basis of the trans-
posed Hypodorian scale, as a consequence of which there arise clear
dominant-tonic relationships in F-major. 1In spite of this, one may
notice clear modal turns, especially in endings of phrases (with the
exception of the final cadence).

The two last examples convince us that the process of infiltration
of new elements with the modal system takes place also in the area of
secular music, and there [it] assumes interesting forms as a result
of rather strong operation of the modal system. It is wrong to be
deceived [into thinking] that all traces of modality were immediately
eliminated from secular music; on the contrary, it admitted rather
abundantly means of expression developed on the foundation of the modal

system, although already in the last quarter of the fifteenth century,

and at the turn of the new century, new elements were very clearly
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marked there. Abundant and universal use of the modal system in
secular music is witnessed by the use of the Phrygian mode which,
according to Glareanus, was employed mainly in sacred works. Com-
posers discovered in the Phrygian mode considerable expressional pos-
sibilities, especiélly when it came to portfayal of sorrow and gloom-
iness of mood. For this reason, Josquin des Prés utilizes the Phrygian
mode in one of his Chansons:

372. Josquin des Prés, M{ffe Regretz, mm. 1-24.
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[89] But in this instance the Phrygian mode is not, from the tonal
standpoint, a homogeneous creation. After all, Glareanus already takes
note of this, pointing out its infiltration with the Aeolian mode. 1In-
deed, such an instance occurs in the.cited Chanson; at the same time,
we may detect there also certain elements of the minor, especially in
those places in which the inclination towards the Aeolian mode appears

‘more clearly.
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It is necessary to note here that in works maintained entirely
in the Aeolian mode, only in final cadences do clear dominant-tonic
relationships appear. In the course of compositions, we may notice
either rather strong operation of aeolianisms, or else formation of
such harmonic progressions which denote digression to the appropriate
major tonality. So again in this instance progressions chafacteristic
of the parallel major tonality are more easily formed, although the
Aeolian mode could more naturally lead to minor.

Lydian, Mixolydian, and Ionian modes almost exclusively turn into
major, which is understandable on account of their character. The op-
inion of Glareanus on the rare appearance of the Lydian mode and on
its tendencies towards transformation into the Ionian mode finds con-
firmation in contemporary artistic creativity. On the other hand, the
matter of the Mixolydian mode presents itself differently. True
endugh, from the point of view of frequency of use, it éives way to
the Ionian or Dorian mode, nevegtheless, on its foundation, one may
discover certain characteriséic progressions, important in interpreta-
tion of even those phenomena which appear in connection with the dis-
solution of the modal system as a result of introduction of tones
transcending beyond diatonic timbral material. The properties of the
Mixolydian mode are witnessed primarily by chords which do not foster
tonicization of the final. I mention this because creation of a norm-
al dominant-tonic cadence in the Mixolydian scale transforms it into
G-major. Since this clausula is already in general use, only the use
of different progressions justifies acceptance of the Mixolydian mode.
The idea here is, above all, to form a triad on the seventh scale

degree and to introduce progressicns which do not permit formation of
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any clear functional relationships (ex. 373).

373. J. Walter, Vom Hochwilrdigen Sakrament, mm. 1-9.
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[90] The chord formed on the seventh degree of the Mixolydian scale

is, from time to time, preceded by its paral}el, namely the minor triad
on the fifth scale degree. This type of treatment of the Mixolydian
mode underlines its modal character, although it does not exclude
emancipation of certain elements of thé major through direction of the
passage t&wards the subdominant (ex. 374).

374. Claudin (de Sermisy), E&fe S'en Va, mm. 1-6.
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In certain instances, transition in the direction of the sub-
dominant takes place rather quickly through the use of the [added]
sixth chord on the fifth [scale] degree. Such harmonic treatment of
the Mixolydian mode contributes to the preservation of its original
character. The cause of this state of affairs is inherent in the

manner of conception of polyphonic structure, for even in note-against-
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note technique the point of departure was independence of all voices,
and their interaction was based on triadic structures in root position
or at most in first inversions. Thus, again and again, the artificial
leading tone on the seventh scale degree was sacrificed, and strict
diatonicism of the tonal system [was] preserved (ex. 375).

375. Consilium, A Bien Paler, mm. 1-9.

3 L Y d | Il Il

S S T S S ——
A bien per - | ler que |c'est g.: 1 mours | ™™ que

4d 4 4 3 3 d 4 4

E =2 '! = rT— : e 1
d's-mours. que cest d's

cest de
cew . da
a Dy oy |d 4 oy
— -
|mours Aul . cuns gy ont plei - gir. et
[91] It is an understandable thing that properties of the new har-

monic system manifested themselves most clearly on the basis of the
Ionian mode.. In this connection, in clearly dissected works, in which
one could detecf an outline of periodic structure, the first segment,
appearing as an anteceding surrogate, had a cadence on the dominant,
whereas the second (cadenced] on the tonic. Such a phenomenon may be
encountered in certain simple hymns of the Protestant Church (ex. 376).
In rare instances, the antecedent ends on the tonic parallel,

which would indicate digression to the parallel minor tonality within

the framework of the major model. The tonic parallel may appear

lCompare, for example, J. Walter, Psalm X (Sdmtliche Werke, p. 99).
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376. J. Walter, Von Zweien Maertyrern zu Brissel, mm. 1-8.
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together with its dominant or immediately after the fundamental tonic
determinant. When it enters into associations with its subdominant,
then the Ionian mode is penetrated by elements which give it modal
coloring.

Thus far, we have attempted to grasp the tonal problem in its
most typical manifestations. [Tonality] was reduced to the question
[92] of the modal system and to the use, on its basis, of certain ele-
ments of the new system. Nevertheless, such treatment of material did
not permit us to grasp all phenomena. Already in the first half of
the sixteenth century, the modal system was burst by tones transcend-
ing far beyond heptatonicism of modality, with which their introduc-
tion occurred at first on a diatonic path. When we approach the mid-
dle of the century, the first symptoms of chromaticism slowly begin to
appear. It is necessary to note, however, that the tonal traits of
contemporary a cappella works discussed thus far are [the] most typ-
ical [of] phenomena, while development of tonal material beyond hepta-

tonicism, as well as chromaticism, are exceptional phenomena. Their
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—earliest appearance is in instrumental music, especially lute music.

Collections of lute music of the first half of the sixteenth cen-
tury are comprised of rather diverse material. They embrace both very
simple, almost monophonic, works, in which vertical intervals occur
only in certain places, and works more developed from the harmonic
aspect. These simple works have, for our purposes, lesser significance,
although we encounter in them typical major-key melodies, among others,
to be sure, [melodies] which exhibit modal traits. On the other hand,
works with considerable tonal mobility are important in that they dem-
onstrate that the process of overcoming the modal system is already
very far advanced. In order to get down immediately to the crux of the
matter, we will cite one composition from the fourth book of works for
lute published by Petrucci in the year 1508 (éx. 377).

The above work exhibits rather considerable tonal fluctuations.
On the whole, it possesses mostly elements of the tonality of A-major,
although it closes with an open fifth and fourth on d, with a clear
dominhant-tonic relationship in the cadence. The Lydian scale, stated
clearly at the beginning of the work, attracts attention to itself.
This infiltration of major-key with the Lydian scale may be considered
a typical phenomenon in the first stages of development of Renaissance
music, when new tonal principles already slowly began to define them-
selves, while old ones still continued to inhere in the consciousness
of composers. Not without significance is the rather obvious under-
lining of the double-dominant within the work, and the use, here and
there, of chromatic motion. The above example shows us that new tonal
phenomena appeared much earlier in lute music than in vocal music. It

is not correct to conclude, however, that works of this type were



125
frequent phenomena. Even later, during the course of the entire six-
teenth century, open chromaticism will be a comparatively rare means
of expression. On the other hand, there will be frequent appearances
of tones bursting, in a diatonic way, the system of modal scales. The
significance of contemporary instrumental music is basically not depend-
ent on some complete transformation of tonal foundations, but on a
somewh;t different method of treatment of polyphonic technique as a

[93] 377. Tastan de Corde, Petrucci, Libro IV
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result of specific instrumental texture. This will appear particularly
clear in lute music. In organ music, due to continuity of sound,
principles of Qoicg leading characteristic of vocal music will be
maintained for quite some time. None the less, manifestations of
enrichment and development of tonal material beyond the heptatonicism
of the modal system will appear there already fairly soon. 1In this
connecfion, we encounter structures which, even in the space of a few
measures, unite f§{nafes of rather remote tonalities.
[94] Awareness of thé tonal transformations which were taking
place causes nomenclatures of certain forms to be governed by the
actual tonic of the work, and not on the basis of the given mode,
for example, Preambulum in d, in e, in §, 4in gl.

We éncounter.similar expansion of timbrai material beyond strict
heptatonicism in Madrigals of the first half of the sixteenth century,
mainly in A. Willaert, C. Festa, J. Arcadelt, [and] Ph. Verdelot.
Originally, open chromaticism was sought in these worksz. Later it was
proven that open chromaticism does not appear in the output of these
composers; there occurs only expansion of tonal material3 (ex. 378).

378. C. Festa, Divelt'el Mio Bel Viso, mm. 1-7

¢ Dop.pio oo-ue-guonl-'o ' v ' —

chi mi vas.con | . de Hei 'ic.'u stel -lh
—r—— ——wr~ =
S e —— T

lPreambula of this type are contained in the tablatures of Bilichner,
Kotter, John of Lublin, and others.

2rheodor Kroyer, Die Anfdnge den Chaomatik im ltalienischen
Madrnigal des XVI Jahthunderts, 1902.

3Rudolf v. Ficker, Beitrndge zun Chromatik des XIV bis XVI Jahn-
nundents. Studien zur Musikwissenschagt, 1T, 1914.
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The fragment presented in ex. 378 contains two segments, of which
the second transfers itself into a new tonal orbit; consequently the
two are not housed within the framework of one mode. The process of
tonal fluctuation goes even farther in Cypriano de Rore. The output
of this composer has particular significance for tonal transformation
of secular music in the first half of the sixteenth century. 1In his
Madrigals, we encounter fragments which break with the modal system
entirely, as is evidenced by ex. 379.

379. C. de Rore, Non e Lasso Marntine
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[95] When we examine, in context, the fragment presented in ex.
379, we may easily ascertain that it moves within the framework of the
tonic and the dominant. Within [its] course, we find progressions
which, from the standpoint of functionalism, may be interpreted in
the following way:
(D)2D D D+

+ + o

2 2 2
+T (D+) > D+“ (D+) = D+ D+ oT (D+) D¢+

. .17 .
[F+: I IV/IV IV/IV/IV IV/IV IVV i IV/IV ivm 1IV/IV IV iv V ]

It does not seem, however, that more complicated determinants, especial-
ly subdominant [ones], clarify the harmonic structure from the tonal
aspect, that is, that subdominants of the second classific;tion have

a real functional character. Rather it is necessary to seek here

genetic links with the modal system, especially when it comes to juxta-

positions of triads whose roots are a major second apart. We encount-
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ered a similar phenomenon in the Mixolydian mode, where on the seventh
scale degree we saw precisely this type of triadic relationship. The
cited fragment of the Madrigal of Cypriano de Rore represents a fur-
ther stage in development of techniques of this type, in which only
the very principle of juxtaposition of triads--without regard for
heptatonicism of the modal system--was already accepted. This element
determined the development’of tonal material beyond heptatonicism,
which was synonymous with destruction of the modal system. Manifesta-
tions of destruction appear in Cypriano de Rore even mofe clearly in

1

an instance of the use of open chromaticism™ (ex. 380).

380. C. de Rore, Calami Sonum Ferentes, mm. 1-12

Ca - loa - mi -
P -~ o+ 1 1 - ol
. -
Bassus PIEgE———— I o
1,0 : } : — =

Bassus
m,v

[96] Introduction of chromaticism not only stabbed at the founda-
tions of the modal system, but also contributed to the activation of
leading tones--an indispensable factor for normal operation of the

functional system. Nevertheless, the process of crystallization of

1It seems that open chromaticism is an exceptional phenomenon in

Cypriano de Rore. This is evidenced by a recently published cycle of
his five-voice Motets, which do not contain even a trace of chrom-
aticism in their linear structure. Cf. Cypriani de Rore, Opera Omnia
1, Conpus Mensurabilis Musicae 14, 1959. '
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this system took place slowly, which is evidenced by the fact that
the examples shown above are rather exceptional phenomena. 1In spite
of this, they shed light on the process of development of contemporary
music from the standpoin; of tonal transformations. It turns out, that
in the first half of the sixteenth century the situation regarding
tonality is complicated, that indeed the modal system endures and
undergoes all sorts of transformations as a result of infiltration of
modes and germination of elements of the new system, but simultaneously
there appear symptoms of its full dissolution. Before this system is
completely overcome, however, development of Renaissance polyphony will
enter the stage of culmination of its perfection, the manifestation of
which will be the creativity of Palestrina, Lasso, Marenzio, and the

Gabrielis.

MELODIC [STYLE]

Melodic [style] belongs to those elements of a musical work which,
during the Renaissance period, reflect, in a distinct manner, differ-
entiation of forms, genres, styles, and, by the same [token], point
out the unusual wealth of means of expression in music of this period.
Theorists, especially authors of treatises in the area of counterpoint,
had in mind, above all, a cappella music, and mainly church forms.
There is no doubt that purely vocal choral texture is, at this time,
the representative phenomenon, that precisely in the area of a cappella
music compositional mastery was manifested most clearly. In spite of
this, confinement only to sacred vocal music would be synonymous with

impoverishment of the picture of musical culture in the Renaissance
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period. Already in the area of a cappella secular music there are
clearly marked differences in treatment of the melodic element; they
are even more clearly marked in instrumental music. Embracement of
various genres and forms permits fuller representation of phenomena
from the scope of harmony and counterpoint than was managed by prev-
ious authors of works devoted to problems of Renaissance polyphony.l

In connection with melodic [style], there arise several matters
connected strictly with style of Renaissance polyphony, namely the
matters of intervallic structure, capacity of the melodic line, its
[97] dissection, treatment of coefficients of melody from the stand-
point of rhythm, agogic properties, and integrity of the course of
melody.

Theorists of the Renaissance paid attention mainly to intervallic
structure. This is an important detail, for it is connected with
timbral material and the method of its treatment, thus it permits
frequent consideration of the set of problems concerning contemporary
melodic style. Nevertheless, theorists examined intervallic structure
of melody mainly from the point of view of a cappella style. When some
of them (for example Adam of Fulda), even considered questions of in-
strumental music, they evaluated negatively the phenomena occurring
there. Already Tinctoris and Gafurius formulated rather strict rules
regarding intervallic structure, maintaining that the melodic 1line

ought to move primarily by seconds, and that after a larger intervallic

lror example H. Bellermann, Der Contrapunkt, 1862, M. Haller, Kom-
positionslehne §in Polyphonen Kirchengesang, 1891; W. Hohn, Den Kontra-
punkt Palestrinas und Seiner leitgenossen, 1918; R. O. Morris, Contra-
puntal Technique 4in the Sixteenth Centuny, 1922; K. Jeppesen, Der Pale-
stuinastil und Dissonanz, 1925, Der Kontrapunkt, 1935; A. T. Meritt,
Sixteenth-Centuny Polyphony, 1946; H. Feicht, PoLifonia Renesansu, 1957
(contains also few examples from instrumental music).
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skip, the use of smaller intervals is advisable.l Glareanus restricts
the choice of intervals even more, permitting, of the larger intervals,
only the rising minor sixth, while [he] eliminates the major sixth from
the repertoire of melodic resources.2 Later theorists, especially au-
thors of school textbooks on old-classical, so-called "strict" or
"pure" counterpoint, already introduced single-handedly a series of
restrictions. These concern the use of broken triads and chords in gen-
eral, for example sixth- or six-four chords.3

It cannot be said that all these--or even later--limitations made
no sense. Compositional practice confirms that the foreground was oc-
cupied by intervallic structures based on motion of voices by seconds,
and that after a wider skip composers used sméller intervals. More-
over, in a cappella style, intervals [which were] difficult to execute
were avoided. A rather rare, although not exceptional, phenomenon were
broken triads and other chords. Their less frequent appearance is ex-
plained by the fact that harmonic awareness, in its new sense, was, in
the Renaissance period, still weak, and that the harmonic factor did
not manage to penetrate melody, as it did later, in the seventeenth and
eighteenth century, when complete crystallization of the new system

4
occurred .

l4. Riemann, Geschichte der Musiktheorie, p. 319.

2Glareani, Dodekachonrdon, p. 16.

3Reference is made here primarily to theorists of the nineteenth
century, such as H. Bellermann (Der Contrapunkt, 1862), L. Bussler
(Den Strenge Satz, 1877).

4For this reason also, the opinion of Felix Salzer seems absurd
(Sinn und Wesen dern Alpentdndischen Mehrstimmigkeit, 1935), that the
essential trait of Western-european polyphony is its impregnation,
from the very beginning of its development, by the harmonic factor.
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The matter of intervallic structure in music of the first half of
the sixteenth century cannot be treated uniformly for all styles. Even
[98] in the course of development of vocal a cappella music, individual
types are marked by considerable differences. We were convinced of
this after our previous deliberations, in which we pointed out that,
around the middle of the century, chromaticism appears in the Madrigal
and changes intervallic structufe as a result of the use of augmented
unisons, inadmissible in the modal system. It follows from the above,
then, that intervallic structure changes moderately with tonal trans-
formations. It should be added here yet that these changes were caused
also by development of instrumental, mainly lute, texture.

Consistent use, over a longer stretch, of motion by seconds in a
defined direction leads to the formation of scalar passages moving
within the compass of an octave or overstepping its boundaries, [or]
perhaps being a portion of it. It is not correct to conclude, however,
that such §calar passages were a common phenomenon over a longer
stretch. Generally, they move within the compass of smaller intervals,
for example a fifth, fourth, or sixth. 1In certain instances, consist-
ently rising and falling scalar passages have an illustrative charac-
ter, serving to underline, for example, such words as "ascéndere" or
"descendere" (ex. 381).

381. Clemens non Papa, Ascendit Deus, secunda pars, mm. 1-5

cen-dens Chri-stus In B - etum, In g} -
- E—" ! ] — | 1 | :
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It would be difficult to discuss consecutively the use of all
intervals. Moreover, such detailed examination of them would not be
meaningful in view of thé unusual diversity of phenomena. I will limit
myself, therefore, to discussion, in an exemplary manner, of only cer-
tain intervals, more strictly speaking, the fourth and the fifth.
These intervals occur both at the beginning and within a melodic line.
When used at the beginning of a melody, they immediately activate its
course. According to theoretical principles, the fourth and fifth be-
long to those intervals which ought to be followed by smallef intervals
in the opposite direction. Indeed, this finds confirmation in many
instances in compositional practice, although it cannot be considered
as an absolutely obligatory norm, since alongside such structures (ex.
382) , we encounter, for example, a fourth followed by a second and
[99] fourth in the same direction or a fifth followed by stepwise mo-
tion in the same direction, so that the interval of a seventh is
formed with the original pitch (ex. 383). Now and ag#in we may en-
counter the use of the fifth and fourth immediateiy after each other
in the same direction (ex. 384).

382. pPh. Verdelot, Sancta Maria, Succuwrre Misernis, contratenor, mm. 1-4
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et Lheritier, Vingo Chuisti Egregia, tenor, mm. 1-8 (Tredlze

Livres des Motets, paris, chez Pierre Attaignant en 1534 et 1535,
second livre réédité par S. Smijers, 1938, p. 42).
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383. Consilium Pro Peccatis: Pater peccavi, contratenor, mm. 1-4

Superius

It is a characteristic thing that the tonal answer in ex. 384
caused the succession of two fourths after each other in the same direc-
tion, as a result of which both intervals move within the boundaries of
a seventh. Noﬁ always, however, does there arise, as a result of a
gonal answer, such an emphasis of the seventh in the melody. Now and
again, a segment serving to imitate exhibits, in its original form, the
use of a seventh with one inner tone, when, after a rising fifth, a
third is employed in the same direction. Then, in the tonal answer,
the interval of the minor seventh changes to that of a minor sixth (ex.
385).

385. F. du Lot, Mania Magdalene et Maria lacobd et Salome, mm. 1-4

Mo - ri-/] a Mag-{de . le’[ne et

Me - ri- a Meg- do- le-

[100] These few examples permit us to realize that matters of in-
tervallic structure, formulated rather strictly by Renaissance theo-
rists, and subsequently treated even more rigorously by authors of
textbooks of sixteenth-century counterpoint, do not permit themselves,
in artistic creativity, to be bound by some sort of strict rules, that

composers treat intervallic structure with considerable freedom, if
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techniques of this type seem to them to be necessary for the realiza-
tion of intended expression. ﬁesides, more accurate analysis of texts
and melodies.could indicate certain regularity, manifesting itself in
these comparatively rare structures. In example 385, the skip of a
third after the fifth is almost a dead interval, for it detaches from
each other [two] motives based on two different words.

Broken triads in a melody also belong to similar, more rarely en-
countered phenomena. When a melodic segment in which such a triad is
used is exploited by a composer for imitation; then the triadic char-
acter dominates over an even larger fragment of the workl. From time
to time, the triad is spread throughout the melody in such a way that
the composer reaches its individual tones by return after each to its
root (ex. 386). .

386. Josquin des Prés, Coeur Langoreulx, tenor, mm. 54-55
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This method of treatment of triads is to be considered exceptional.
In secular works, frequently one may encounter the interval of the fifth
repeated after itself, appearing chiefly in lower voices. We encountered
this phenomenon already in connection with [our] discussion of Italian
secular music of the second half of the fifteenth century. At that
time, we pointed out that repetition of this interval is linked with a
harmonic factor, namely with the appearance of simple dominant-tonic

relationships. It is not correct to conclude, however, that in the

first half of the sixteenth century such treatment of this interval

Leg. Josquin des Prés, Incessament, mm. 1-9 (Wetken van Josquin
des Prés, ed. A. Smijers, Wereldlijke Werken, p. 13.)
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was always connected with [a] defined functional operation of harmony.
On the contrary, often it does not have purely functional significance,
although in later times it is almost always linked with succession of
the dominant (upper or lower) and tonic (ex. 387).

387. Josquin dés Prés, Vous ne L'awrez pas, mm. 1-3
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The use of the octave in both directions, up and down, ought to be
counted among relatively frequent phenomena. On the other hand, rarely
do we encounter larger skips, for example the tenth. Appearance of the
[101] tenth in melodies of Josquin des Pr€s was already noted by Knud
Jeppesen” . As a supplement, we may add still further examples (388a, b).

388. Josquin des Prés, a) Liber Generationis Jesu Christi, tertia pars,
altus, mm. 301-303, b) Magnus es Tu Domine, prima pars, superius, mm.

30-32.
), - T —
e — ==="=—
v L J
"' . Zo-tu be bel

h

= T —
Q 5 —X ) — »e X
Superius *iF e

Is . cry-wen - At

The wide span of the melodic arch as a result of introduction of the
tenth gives evidence of certain remnants from the preceding period, es-
pecially of reminiscences of the melodic style of Ockeghem. Besides
this, it is a manifestation of operation in the melodic line with dif-

ferent registers, which we will see yet on another occasion. The

].‘Pale/smylaastd. und die Dissonanz, p. 42.
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linearism of Josquin des Prés causes him not to be overly hampered by
principles of contemporary melodic style, and in exceptional instances
he introduces even the difficult to execute interval of the minor sev-

enth upward, while using small rhythmic values (ex. 389).

389. Josquin des Prés, Magnus es Tu Domine, prima pars, tenor, mm. 29-32

Tenor
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It should be pointed out once more that all these are exceptional phen-
omena, and that they will remain such in vocal a cappella music during
the sixteenth century.

The situation is different with intervallic structure in Madrigals
which are more advanced in their development and in instrumental music.
[]02] Expansion of tonal material beyond heptatonicism basically did
not lead to any radical changes in intervallic structure, for tones
foreign to a given scale were introduced mainly in a diatonic manner.
Not until ([the advent of] chromaticism do radical changes arise. It
was preéeded by melodic phrases within the compass of which there oc-
curred a succession of two minor seconds, for example bb——-a——-g“ (ex.
390).

390. Marco Antonio (Cavazzoni) da Bologna, Recercare Secondo, mm. 82-84

Leading tones formed in this way were not always resolved properly,
as is evidenced even by the above example. 1In instrumental, especially

lute, music, such freedom in treatment of chromatic leading tones was
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permissible on grounds of texture. Somewhat later it also becomes a
feature of vocal a cappella music, as we shall see in [our] discussion
of melody and harmony of Nicola Vicentino and Luca Marenzio.

Another matter is figurative melodic [style] of instrumental works
as a means of expression peculiar to them. 1Indeed, figuration appears
often also in a cappella compositions, and even in chant, especially
in "Alfefuja jubilations," nevertheless, only instrumental music pre-
sented new possibilities for its development. Already in [our] dis-
cussion of instrumental style around the middle of the fifteenth cen-
tury we pointed out certain typically instrumental melodic idioms.
These idioms, in the form of turns, developed mainly in the cadence
through ornamentation of closing formulae. Consequently, turns main-
tain themselves for a very long time as stereotyped instrumental
tricks. To see this, it is sufficient to point out instrumental ar-
rangements of vocal works, in which turns occasionally become exponents

of instrumental texture (ex. 391).

391. Andrea Antico da Montana, Per Mio Ben TL Vederel, mm. 1-2
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Trills also began to be used in abundance rather early, so that in
certain works they became an organic coefficient of form, determining
the character of melodic [style]. A trill usually ended with a turn

or a falling melodic idiom. In addition, a minor second was often
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introduced, this especially when the trill appeared as a neighboring
tone of the leading tone in a progression from dominant to tonic. Be-
cause of this, the repertoire of tonal material was expanded consider-
ably, for dominant-tonic progressions appeared not only on the final
of a given scale, but also on its other degrees (ex. 392).

392. Marco Antonio (Cavazzoni) da Bologna, Perdone, Mol Sie Folie,
[103] mm. 1-22
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[104] A special type of instrumental melodic technique is scalar
figuration, which congistently transcends the compass of an octave, and
even embraces a scale which considerably exceeds the range of the human
voice (ex. 393).

393. Marco Antonio (Cavazzoni) da Bologna, Recercare Secondo, mm. 61-65

Hp——

In lute music, figuration assumes a more interesting and complicat-
ed form, although composers often use scalar figuration also. This new
trait of lute melody depends on leaps in ninths and sevenths of certain
tones, as a result of which there arises a completely different treat-
ment of the melodic element than in vocal, or even organ, music (ex. 394).

394. H. Neusiedler, Ein Sehr Kunstreiche Prnaeambef (1555/6), mm. 72-74

re SR v ] -
P — .
== ""‘—‘?§E§§§¥§§§§§§§§§§§3 .
1?53 v+
r ]

e—i

- T

Some music historians and scholars of musical paleographyl attempt-
ed to reduce melodic problems of lute music to principles of formation
of melodic [style] in vocal and organ music. In this connection, these
intervallic leaping tones in melodies were interpreted as [belonging to]

a second, complementary, voice, while the upper tones were lengthened

5. Wolf, Handbuch der Notationskunde, v. 11, 1919, p. 35 & ff.
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[105] in an appropfiate manner, so that there resulted a structure
which did not differ in principle from vocal [musicj. This manner of
interpretation is unconvincing to the extent that the short-lived tone
of the lute does not permit such independence of concurring melodic
lines as in vocal or organ music. It should rather be accepted that
lute music, because of the properties of the instrument itself, con-
tributed to the creation of a peculiar, ﬁypically instrumental, melodic
style, which was, after all, confirmed by examination of instrumental
musicl. Also, lute music rather quickly broke with stereotyped melodic
figures which maintained themselves for a fairly long time in organ
worksz. Thus, already in the first half of the sixteenth century, iute
figuration is widely v;ried, although it frequently employs, among
others, progressions based on turns. It also develops motion by thirds
within the framework of a melody, so that in exceptional instances even
éeveral successive thirds appear in the course of a melodic line (ex.

395).

1w. Merian, Der Tanz in den Deutschen Tabulaturnbuchern, 1927, p.
12 & ff.

2'I‘he problem of transcription of lute compositions is not solved
definitively to this day. Alongside the method of realization of voi-
ces according to the pattern of organ music (J. Wolf), there appeared
also the completely opposite method, negating such a possibility (Leo
Schrade). Nevertheless, mechanical treatment of the second method may
also be harmful, for in more complicated instances it does not permit
revelation of essential traits of the course of a melody, and in ins-
tances of arrangements of polyphonic works it disfiqures the essential
significance of the form. For this reason, the choice of method of
transcription ought to be governed by the structure of the lute compo-
sition. See the collected edition entitled Le Luth et sa Musique,
edited by J. Jacquot, 1958, in particular: D. Poulton, La Technique
du Jeu du Luth en France et en Angleterre, p. 107; J. Ward, Le Probléme
des Hautewrns Dans La Musique Poun Luth et Vihuela au XVI™ Sidcle, p.
171, K. Wilkowska-Chomifiska, A £a Recherche de £a Musique Pourn Luth,
p. 193; L. H. Moe, Le Probfdme des Barres de Mesure (Etude sur La
Transerniption de £a Musique de Danse des Tablatures de Luth du xv1t
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395. H. Neusiedler, Ein Sehr Kunstreiche Praeambel, a) mm. 85-93,
b) mm. 138-145
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[106] Alongside intervallic structure, an important matter is that

of range of the melodic line and of voices in general. 1In instrumental
music, this problem appears depending on the type of instrument. 1In
lute music, the question of concrete voices is essentially non-exist-
ent, or [it] is a composite matter; on the other hand, in organ works
it presents itself in a most concrete way. It is necessgry, however,
to differentiate between the range of strictly defined voices and the
compass of the [entire] scale of the instrument itself. Ranges of voi-
ces in.organ works generally correspond to those of vocal parts. This
stems from the fact that most organ works consisted of transcriptions

or arrangements of vocal works. In vocal music, voices generally moved

S{3cle], p. 259; M. Podolski, Recherche d'une M&thode de Transeription
Formelle, p. 277; A. Souris, Tablature et Syntaxe (Remarque sun fe
Probldme de La Transcription des Tablatwres de Luth), p. 285.
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within the compass of an octave or tenth. Tbis refers to the range of
voices over the entire work. . Individual, self-contained melodic lines
covering only a short stretch rarely exceeded the range of an octave.
In the first half of the sixteenth century, even the process of lim-
itation of voice ranges is noticeable, and development in this direc-
tion proceeds according to generations of composers. The earlier gen-
eration, headed by Josquin des Prés, still reverts to its predecessors,
especially to Ockeghem. In this connection, even in Josquin des Prés
himself we may encounter structures which, from time to time, span the
compass of a thirteenth (ex. 396).

396. Josquin des Prés, Missus est Gabriel Angellfus, superius, mm. 44-50

One may also encounter, over a short stretch, the range of a
twelfth. The example'from Coeun Langoreulx (mm. 42-43) by Josquin des
Présl indicates that the twelfth does not appear within the framework
of one continuous melodic line, but embraces two phrases. This i& the
[]07] most frequent and [most] typical instance, for generally individu-
al phrases of a melodic line do not exceed the octave, and frequently
[they] exhibit a smaller range, for example ([that.of] a sixth, £fifth,
or even smaller. There are, however, instances of use of the range of

a tenth, and this even in phrases based on quick figurationl.

L106] Ywenken van Josquin des Prnés, ed. A. smijers, Werneldlijfke
Werken I, p. 2.
L107] 1

Cf. Josquin des Prés, Se Congie Prens, mm. 19-22 (Werken
van Josquin des Pnés, as above, p. 27).
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In certain instances, the text binds phrases belonging to differ-
ent registers into one totality, so that a melodic line unfolding over
the range of a tenth exhibits unimpeachable coherence; This refers to

both upper and lower voices, for example the bass (ex. 397).

397. Josquin des Prés, Faulte d'Argent, mm. 1-5
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Although in instrumental, especially organ, music, voice ranges
generally correspond to vocal norms, in spite of this, we may encounter,
already in very early Renaissance manuscripts, considerable expansion
of ranges and compasses of registers. In one of the Ricercares of
Marco Antonio Cavazzoni we encounter registers which were not employed
in vocal music and were not introduced there for some time to come, for
they appeared only in connection with operatic coloratura of the eight-
eenth centuryz.

The next generatiqn of composers aspires to eliminate melodic
structures which go beyond the range of a tenth. This refers above all
to the output of Nicolas Gombert, the creator of the classical Nether-
lands' style. Larger intefvals are also rarely found in his works, and
when he does employ them, he generally follows them with motion in
seconds in the opposite direction. An exception is constituted here by

the interval of the octave, which appears quite frequently not only in

2Cf. Marco Antonio (Cavazzoni), Recercare Secondo, mm. 61-64 (Knud
Jeppesen, Die Italienische Orngelmusik am Anfang des Quinquecento, 1943,
transcriptions, p. 50).
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(the music of] Gombert, but also in later composers. Gombert's mel-
odic [style] is characterized by melodiousness of [his] cantilena and
"such treatment of intervallic structure that does not present dif-
ficulties in execution. While in Josquin des Prés we may encounter
widely developed melodic lines embracing a longer stretch, such struc-
tures are a rarity in Gombert. On the other hand, Gombert frequently
[108] gives heed to dispose the course of [a] melody in such a way that
individual phrases may be performed in one breath. This is a manifesta-
tion of complete vocalization of polyphonic structure (ex. 398).

398. N. Gombert, Inter Natos, superius, mm. 2-6

In - teroe . 108 @wu-li-c-rum

In the Renaissance, we also encounter ré&itative treatment of voi-
ces. Here it is necessary to single out certain stylistic distinc-
tions, which are clearly marked between sacred and secular music. Al-
ready in Obrecht's Passion we noticed limitation of intervallic struc-
ture, which led to recitative treﬁtment of voices. In this instance,
we may seek a relationship with a certain style of plainsong melody,
namely with accentus song, which aimed to ensure clarity of textl.
Neitﬁer does this stylé of melody disappear from later polyphonic com-
positions. We see it in simple Motets of Constanzo Festa, and sub-
sequently, among others, in Improperias and Litanies of Palestrina.

As is the case in chant, wider melodic development generally occurs

there only in cadential idioms (ex. 399).

lWe encounter recitative treatment of voices also in L. Compére
(ca. 1450-1518), for example in the Credo from the Mass Alfes Regrets

(Loyset Compére, Opeta Omnia 1, p. 38, Corpus Menswwabilis Musicae 15,
1958).
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399. C. Festa, Te Deum Laudamus, mm. 23-29
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While in sacred works recitative treatment of text was linked with

the aspiration to underline the clarity of the text, in secular music

it has illustrative character.
an enormous role, but these are generally syllables which imitate cer-
tain noises, such as bird calls or the tumult of battle, and the like.
A particularly characteristic example here is Le Chant des Oiseaux by

Clement Jannequin, in which the composer endeavors to portray all sorts

of bird calls (ex. 400).

(109]

voice treatment and head motives based on repetition of the same pitch.

In this instance also the text plays

400. C. Jannequih, Le Chant des Oiseaux, mm. 121-125
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It is necessary to differentiate between proper recitative
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We already encountered such structures in the developed Frottola. This
transferred later to the French Chanson, and became its characteristic
trait, especially in those instances where such a motive formed the
basis for imitation. It is not correct to conclude, however, that such
head motives were exclusively a characteristic of secular works. We en-
counter them also in sacred works; this is linked, above all, with imi-
tation-technique, for distinct head motives are a convenient means for
accentuation of imitation (ex. 401).

401. a) Josquin des Prés, PLaine de Dueif, mm. 1-6, b) N. Gombert,
Angellus Domini, mm. 1-5
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[110] To be sure, such matters as intervallic structure, ranges of

voices, recitative and melismatic treatment of the melodic line are im-
portant problems; in spite of this, melodic [style] may not be limited
to these questions only. To achieve an understanding of melodic style
it is necessary also to examine principles of the formation of a melodic
line, which permit awareness of the whole of its course. 1In this ins-
tance, however, we encounter rather serious problems. For it is not
possible, during the Renaissance, or often even in other periods, to

pinpoint any permanent and, from the musical point of view, invariable,
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generally obligatory, principles. This stems from the fact that dev-
elopment of a melodic line, its dissection, and choice of techniques
are determined, above all, by the text. Composers take note of the
syntactic, grammaticall, and expressional properties of the text, as
a consequence of which it influences the dissection of the melodic
line. Nevertheless, this subjection forms such a general framework,
that the composer may interpret the text with great freedom for his
creative possibilities.

In connection with head motives, which frequently appear rather
clearly, we may see a certain regqularity, dependent on the fact that
after a head motive based on longer rhythmic values, [the] composer
employs quicker motion, and simultaneously enriches, varies, and dev-
elops the melodic line in [its] intervallic aspect (ex. 402).

402. Josquin des Prés, Petite Camusette, mm. 1-5
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[111] In certain instances, when the need arises to expose individual
words, identical or similar motives are repeated several times after

each otherl. Finally, the use of a head motive based on longer rhythmic

L110] lThe author of the treatise Ad Faciendum Cantum Coralem from
the Tablature of John of Lublin gives voice to this, writing: Ad om-
nem verno cantum sententiosa clausulatio verborum est attendenda sed
sequentia venborum secundum negulas grammaticales in omnd cantu posdita
(fol. 14).

] 1

Cf. Josquin des Prés, Petite Camusette, mm. 15-20 (Werken
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values not always causes introduction of shorter rhythmic values in
the further course of a work. On the contrary, from time to time we
encounter repetition of the same phrases or head motives even over a
longer stretch. This is linked with a special type of polyphonic
technique, being [the] characteristic trait of the polyphonic style of
Josquin des Pr€s, which will be referred to in the detailed discussion
of polﬁphony in the first half of the sixteenth century. Repetition
of the same motives after each other not only appears plasticaliy
thrbugh concurrence of various voices, but one also encounters them in

the same voice (ex. 403).

403. Josquin des Pr6s, Missa Hercules, Dux Ferariae, Kynie, superius,
mm. 9-13

This type of repetition becomes the point of departure for the use
of sequences. Although authors of later textbooks for study of so-
called old-classical counterpoint set forward the principle of avoid-
ance of sequences, it cannot be said that this means of construction
was'eliminated from polyphonic technique and melodic ([style]. The se-
quence is encountered in both older composers and later outstanding
mastérs, for example, in Palestrina. In spite of this, it is necessary
to ascertain that it appears more frequently in older composers, es-
pecially in Josquin des Prés, but less frequently in younger [ones].

In Josquin des Prés it dominates, from time to time, even over larger

segments of works and becomes the basis for creation of unusually

van Josquin des Prés, ed. A. smijers, Weneldfijke Werken, p. 43).
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interesting structures, dependent on exposition of separate motives
in one voice and a widely developing contrapuntal line in another

voice (ex. 404).

404.]Josquin des Prés, Missa Hercules, Dux Ferrarniae, Kyrie, mm. 38-55
[

Alongside this type of sequence, based on consistent repetition

on various [scale] degrees of more widely developed melodic idioms, we
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encounter also sequences which are based on only one interval, for

example the third (ex. 405).

405. Josquin des Pré&s, Missa L'Ami Baudichon, Sanctus, superius,
mm. 13-17

TOo be sure, sequences are not isolated things, and frequently
(they] constitute an important means of construction, in spite of this,
[113] in comparison with other melodic structures which unfold more
freely, they are a much less frequent phenomenon. One must remember
that Renaissance polyphony, marked by considerable linearism, did not
foster frequent use of the sequence. Neither did it foster symmetry
in dissection of the melodic line. Example 466 presents a typiéal
melodic line, characteristic of the creativity of Josquin des Prés.

406. Josquin des Prés, Missa L'Am{ Baudichon, Kyrie, superius, mm. 48-65

The same situation presents itself in Nicolas Gombert, although
his melodic [style], in comparison to [that of] Josquin des Prés, is
marked by a certain [type of] moderation, an abstinance from the use
of various registers. The melodic [style] of Josquin des Pré€s, regard-
less of whether it is in secular or sacred works, is marked by a wealth
of coloring and breadth of melodic line, which we do not encounter in

Gombert to such a [large] degree (ex. 407).
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407. N. Gombert, Gaudeamus Omnes, cantus, mm. 1-22
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Polyphonic works by their nature do not exhibit manifestations of
symmetry, for polyphony does not foster employment of this technique.
This does not mean, however, that there were no symmetrical melodic
structures in the Renaissance period. They may be encountered most
frequently in secular music, and primarily in dance music at that, al-
though dance music is not always marked by symmetrical dissection.
Besides, symmetrical arrangements appear in vocal and vocal-instrumental
music, mainly in songs of a popular character (ex. 408).

[Mma4] 408. Anonymous, Tant Que Vivray

Tent que vi- vray  en ser-ge flo-ris - sa )
Par plu-sieurs, ours  ma e -nu lan- quis- sent, mais  aprés  dueil  ma

~mour le die puis - sant en faiz en diez  en chan-sons et & cords
faict re-iou-is - sant car isy l's - mour  de la bel-le sut gent corps.
3 2

The above work, which belongs to the category of popular song,
is characteristic to the extent that we do indeed encounter in it

manifestations of steadfast symmetry. It is not correct to conclude,
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however, that all songs demonstrate such symmetry in [their] dissec-
tion. Worthy of note here is the instrumental accompaniment, in
which we may recognize the agpiration to join melodic segments, as a
result of which symmetry is weakened to a certain degree, as is also,
in certain places, clarity of dissection. This treatment of the in-
strumental part explains the manner of instrumental arrangements of
vocal works. Coloring, applied on a wide scale, frequently obliter-
ates clarity of dissection of the melodic line, so that longer stretches
are dominated by steadfast figurative motion (ex. 409). To be sure, in
this instance one may not generalize this phenomenon>either. For we
encounter a large number of organ works in which melodic lines
exhibit clear dissection.

409. P. Hofhaimer, T'Andernaken, mm. 49-61
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A special problem of melody during the Renaissance period, es-

pecially in the first half of the sixteenth century, is presented by
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cantus firmus melody. We encbunter then two types of phenomena.
One type of cantus firmus still demonstrates traditional melodic
shape, forming a linear organic whole. Alongside this type of struc-
ture, there appear cantus firmi [which are] subjected to extensive
rhythmic transformations, dependent on lengthening of [rhythmic] val-
ues, as a result of which the melodic .line loses its original charac-
ter, frequently becoming a succession of longer or shorter bourdons.
These two methods of treatment of cantus prius factus from time to
time even appear within the framework of one and the same work. It
[115] is sufficient to cite the popular song, L'Homme Anmé,l employed
in a Mass by Josquin des Prés. The rhythm of this song in the Kyméez
still permits ([us to] apprehend [its] connection with [its] archetype;
on the other hand, in the Gloaia, [the] tones are excessively length-
ened. Similar lengthenings are seen also in one of the arrangements
of the Agndé Dec. |

In the present chapter, we attempted to point out the fundamental
problems in the area of melodic [style]. It is clear that we did not
cover all the issues, [this] for the simple reason that some of them
may be examined solely in conjunction with harmonic and polyphonic
[style]. Nevertheless, only a general grasp of the probleﬁ permitted
us to point out the great weaith of melodic techniques, whose source
is the fact that at this time, alongside vocal a cappella music, in-
strumental music was developing, [and] that parallel to sacred music,
a rich repertoire of secular music was being formed. We attempted to

apprehend, in musical creativity, means of expression peculiar to in-

IWanen van Josquin des Pres, ed. A. Smijers, Missen V, p. 109.
2as above, p. 1ll1l.
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dividual genres, but the result of our investigations should not
screen the fact that even within the area of melodic [style], many
techniques are common. When it comes to basic differences between
[116] vocal and instrumental music, the matter of rhythmic [stylel
arises at first glance. A change in this aspect is manifested already
in the distinctness of notation, more strictly speaking, in notation
of organ and lute tablature. Figuration, employed in instrumental
music on a wider and wider scale, caused rhythmic trituration, and
by the same [token] led to the use of smaller rhythmic values. But
these differences are also fairly clear in secular vocal a cappella
music. Composers of the Renaissance, in their attempt to vest sacred
works with appropriate expression, rather avoided livlier rhythms,
although this does not mean that secular music employed exclusively
small rhythmic values. Many secular texts did not foster the use of
a livlier rhythmic [style] on account of their serious or lyric char-
acter. Nevertheless, in certain instances, rhythm became an important
means of expression in secular works. In addition to dance music, it
is necessary to mention here works of an illustrative character, es-
pecially [the] Program Chansons of Jannequin, in which [the] rapid
pulsation of [a] homogeneous rhythmic [style] had a strictly defined

task in relationship to the subject matter of a work.

[THE] POLYPHONY OF JOSQUIN DES PRES

Polyphonic technique is not a homogeneous creation even in the
first half of the sixteenth century. It is marked by considerable
differences between two generations of composers, in particular between

the contrapuntal style of Josquin des Prés and [that of] Nicolas Gombert.
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This circumstance forces us to devote spearate chapters to each of these
composersl. Contemporary theorists were already aware of the gains of
the music of Josquin des Pré€s. Glareanus, in an attempt to choose the’
most appropriate examples to support his theories, cites numerous com-
positions of this composer. Coclicus, in differentiating between four
types of musicians, that is theorists, mathematical musicians, kings of
music, and singers, includes Josquin des Prés in the third category.
In this caée, the strange classification is unimportant; we are inter-
ested instead in Coclicus's opinion of the most distinéuished composers
of his time. In his opinion, they did not limit themselves to purely
[117] theoretical examination of the problems of art, but linked theory
in.a perfect and wise manner with practice; they were aware of the es-
sential properties of contemporary music, they were able to compose
cantilenas in such a way that with their aid they expressed every emo-
- tion, which in music‘is the highest gain, and such melodies are worthy

of everyone's admirationl. This placement of Josquin des Prés in the

Li7e] 1On the other hand, I do not discuss separately the composi-
tional technique of those composers who were active under direct in-
fluences of Josquin des Pré€s, such as Alexander Agricola, Heinrich Is-
aac, Gaspar van Weerbecke, Johannes Martini, Loyset Compere, Antoine
Brumel, Pierre de la Rue, Antoine de Févin, Jean Mouton, [and] Carpent-
ras. The chapter devoted to Josquin des Prés, then, covers the funda-
mental problems of polyphony from the late fifteenth century and from
the first quarter of the sixteenth century.

Li7] lIn tertio genere sunt musici praestantissimi et caeterorum
quasi reges, qui non in arte docenda haerrent, sed teoriam optime et
docte cum practica coniugunt, qui cantuum virtutes et omnes composi-
tionum nervos intelligunt, et vere sciunt cantilenas ornare, in ipsis
omnium affectus exprimere, et quod in musica summum est et elegantis-
simum et in omnium admiratione sunt, quorum cantilenae vel solae sunt
admiratione dignae. 1Inter hos facile princeps fuit Josquinus des Prés,
cui ego tantum tribuo, ut eum omnibus caeteris praeferam. In hoc etiam
genere sunt peritissimi musici et artificiosissimi symphonistae: Pet-
rus de la Rue, Brumel, Henricus Isaak, Ludovicus Senffl, Adrian
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foreground is justified because his output essentially initiates the
age of blossoming of Renaissance polyphony and becomes the point of de-
parture for subsequent generations. 1In this instance, one cannoﬁ un-
derrate the fact that Coclicus clearly contrasts composers, headed by
Josquin des Prés, with mathematical musicians, among whom he includes
Ockeghem and Obrecht. Compositional technique of Netherlands' composers
was perfected to such an extent that it became a convenient means of
realization of all purposes of creativity, this above all from their
expressional aspect. With Josquin des Prés, the attitude towards tech-
nical problems already changes. While with his predecessors technical
problems alone awake considerable interest, which is evidenced even by

the enigmatic canonic annotation52

, Josquin dgs Prés employs technical
gains only to the extent to which he needs them to render expressional
contents of a work. This does not mean, however, that he renounces
former achievements; on the contrary, he makes full use of them, and
even multiplies [them] to a large degree. Hence, his polyphony em-
braces all the then possible means of expressioﬁ, ranging from defined
voice concepts through such means as imitation, canon, free counterpoint,
double .counterpoint, cantus firmué technique, and note-against-note
[technique]. Josquin des Prés atteﬁpts terxploit universally the men-

tioned means, not shunning even the simplest [ones]. Consequently, the

two-voice setting plays an important role in his music.

Villaerth, Le Brun, Concilium, Morales, Lafache, Lerithier, Nicolaus
Gombert, Crequillon, Meyster Jan, Lupi, Lupus, Clemens non Papa, Pet-
rus Massenus, Jacobus de Buis, et innumeri alii. (K. Ph. Bernet Kempers,
Jacobus Clemens non Papa und Seine Motetten, 1928, p. 48.)

2 pobert Haas, Au{fihrungspraxis, 1931, pp. 129-30.
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[118] [THE] TWO-VOICE [SETTING]

The .significance of [the] two-voice [setting) in Josquin des Prés
is manifested in the fact that the composer employs it both to plasti-
cize the architectonic foundations of a work and to realize details.

In the architectonic sense, [the] two-voice [setting] appears as a
working-out of particular parts of a work, as a result of which struc-
ture bécomes more transparent. This, of course, is not a gain of Jos-
quin des Prés, for, as we know, already in the fifteenth century, two-
voice sections appeared at beginnings of Mass movements, and occasion-
ally even [of] Motets. Josquin des Prés also uses this technique quite
frequently in his Masses, at which time voices either remain in im-
itative relationship to each other or else ([they] are independent from
the melodic standpoint. These opening, introductory, two-voice sec-
tions were based, in the fifteenth century, on the use of [the] highest
voices.

Josquin des Prés discovered, in two-voice [writing], coloristic
possibilities, dependent on juxtaposition of two-voice structures rep-
resented by various voices, upper and lowerl. Such juxtapositions are,
in certain instances, very simple, and are based on note-against-note
technique. Nevertheless, rapid changes in registers, that is to say,

higher and lower voices, cause liberation of the coloristic element2

lA significant role is played here also by the output of another
Flemish composer contemporary to Josquin, L. Compé&re. Similarly to
Josquin des Prés, he introduces two-voice [writing] in Mass movements,
for example in the Mdssa in Nativitate D. N. J. C. Post ELevationem
(Opera Omnia 11, pp. 51 & ££f.) and in Motets, for example in Gaude
Prole Regia--Sancta Catherina (Opera Omnia 111, p. 1 & ££., Corpus
Mensurabilis Musicae 15, 1959).

2 - . .
Coloring 1is then a secondary phenomenon, possibly even an un-
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through dialogue (ex. 410).
410. Josquin des Prés, Chnistum Ducem, mm. 1-24
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Alongside structures (which are] simple in [their] rhythmic and
contrapuntal aspect, there appear, from time to time, more varied two-

voice [structures] which attest to unusual freedom and confidence in

(the] writing of counterpoint. In such instances, linear independence

of voices is pushed very far, on account of which the voice in counter-

point consistently demonstrates figural structure (ex. 41l1l).

411. Josquin des Prés, Domine, non Secundum Peccata Nostra, mm. 1-10
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Just how important a constructional and expressional role two-voice

[writing] plays in dosquin des Prés is shown by the fact that from time

In reality, juxtapositions of voices have their source

conscious one.
Polyphonic structure made possible a new

in old antiphonal chant.
realization of this technique.
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to time an entire Mass movement consists of variously arranged--from
the coloristic standpoint--duets. For example, the Benedictus from the
Mass Hercules dux Ferrariae consists of three two-voice segments:
altus-tenor, tenor-bassus, superius-tenor. This movement is character-
istic also because Josquin des Pr€s does not abandon in it even [the]
usg of [a] long-note cantus firmus. And we know, after all, that al-
[119] ready in the fifteenth century a long-note cantus firmus was not
employed in two-voice segments, and that four-voice [writing] was intro-
duced at the points where it did appear; In this instance, however,
‘the force of melodic invention, manifested in the wvoice in counterpoint,
defeats the shortcomings which would result from a seemingly modest
two-voice setting (ex. 412).

412. Josquin des Prés, Missa Hercules, Dux Feruiae, Benedictus, mm. 1-9

[]20] Frequent phenomena in Josquin des Prés are structures based
on identical melodic material, appearing as paired imitations. Then
Josquin employs, in [the] two-voice [setting], a canon of small dimen-
sions, at which time, as in simple structures, he exéloits it towards
the goal of juxtaposition of two pairs of voices: upper and lower.

A stylistically important means relating to imitation is the [time]
interval at which the imitating voice enters, and the type of imitation,
contingent on the intervallic relationship. Characteristic phenomena

of the output of Josquin des Prés are close imitations, occasionally
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even at the interval of a half-measure, or even closer. ObViously,
other entrances, [such as] full-measure and two-measure [ones], also
occur. When it comes to the intervallic relationship, the imitating
voice most frequently enters at the fifth or fourth (ex. 413).

413. Josquin des Prés, Ave Maria, mm. 54-65
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Particularly noteworthy is the fact that, along with exposition of
independent two-voice settings, there appear melodic structures consist-
ing of head motives in longer rhythmic values and of a melodic segment
marked by increased motion resulting from the use of small rhythmic
values. This is an important detail, for it indicates conscious forma-
tion of the theme used for imitation. Later, distinguished composers
of imitative works, especially fugues, will recur to this principle of
construction. After all, even today the use of a head motive in im-
itative works is one of the principles of constructional regularity,
especially when it comes to assurance of due dissection of the theme
within the course of a composition. The use of an answer at the fifth
or fourth and of head motives becomes the point of departure for devel-
opment of techniques of imitation other than canon. Indeed, already in
[the music of] Josquin des Prés, we notice considerable interest in

[121] this new type of imitation or [the] method of its treatment in
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the course of a work. With the opportunity to examine four-, fiQe-,
and six-voice settings, we will see that Josquin des Prés, in spite of
variableness of text, will aspire to achieve homogeneity of form
through the use of purely musical factors based precisely on imitation-
technique. This does not mean that Josquin renounced, or even limiéed,
[his] use of canon. We encounter, in his works, the use of this form
of imitation both for architectonic purposes and for working out of
details of a work. He employs canon particularly frequently in con-
trasting two-voice segments, which determines the clarity of dissection
of a work. Two-voice canons possess, in certain works, a rather art-
istically refined appearance due to consistent development of rhythmic

motionl.

Canon signifies, above all, maximum expi;itation, in imitation,

of melodic material, so that in the course of a work--or a part thereof--
imitation continues uninterruptedly, although at ;he ends of certain
phfases there may--and there do--arise deviations from strict inter-
vallic structure, whose purpose is to form a cadence. Josquin des Prés
utilizes also other types of imitation, which evidences the wealth of
[his] means'of expression. In this connection, he introduces, from time
to time, very brief imitation, limited only to the first interval of

a melodic line. . But imitations of this type are not an entirely ordin-
ary technical trick; on the other hand, we may recognize in them a pro-
found skill in the use of polyphonic techniques remaining at the service

of expression. Limitation of imitation to only one interval frequently

arises from the necessity to use rhythmic contrasts within the framework

1Cf. Josquin des Prés, Missa Hercules, Dux Ferrwarniae, Plend sunt
coeld (Werken van Josquin des Prés, ed. A. Smijers, Missen, pp. 30-31).
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of [a] two-voice [setting]. Then Josquin contrasts a melodic line in
longer rhythmic values with a melody of varied rhythm, using smaller
values, having the character of fine figural jubilation (ex. 414).

[122] 414. Josquin des Prés, Mittit ad Virginem, mm. 1-26
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Another type of melo&ic bihding of voices is contingent upon~the
use of double counterpoint. It is not correct to conclude, however,
that double counterpoint was already completely dgveloped in ([the music
of] Josquin des Prés, although he is fully conscious of its use. It is
necessary to differentiate between two methods of introduction of
double counterpoint. The first depends on the use of only short, self-
confined segments; the second is based on the introduction of longer

segments, in which the said technique appears, as a rule, at the
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beginning of [their] course (ex. 415, 416).

415. Josquin des Prés, Liber Generationis, mm. 299-303
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[123] 416. Josquin des Prés, Alma Redemptonis Mater, mm. 1-16
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In connection with [the] two-voice [setting], it is necessary to
mention yet structures ;hich constitute a transition to richer settings,
above all to ([the] four-voice [setting]. These siructures draw our at-
tention because of their artistically refined construction, which shows
that formal problems awake, in Josquin des Prés, vivid interest in
spite of his placement at the foreground of the expressional aspect of
a work. Gradual transition from two to four voices depends, in one
Motet, on specific cantus firmus treatment, that is, on the use of the

ut-£a hexachord as the cantus firmus, the individual tones of which are
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introduced gradually through enlargement of their values from one to
six, so that they form, within the two-voice structure, two-, three-,

four-, five-, and six-tone interpolations (ex. 417).

[124-125] 417. Josquin des pPrés, Ut Phoebi Radidis, mm. 1-73
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The rather numerous examples cited from the works of Josquin des
pPrés permit consideration of harmonic problems of two-voice [writing],

more specifically speaking, [consideration] of choice of vertical in-
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tervals and the method of their treatment. The complex of phenomena
in this instance shows that imperfect consonances have absolute pre-
dominance, although perfect consonances still play a fairly large role,
especially at beginnings and ends of segments. The use of perfect con-
sonances in these places is simply a principle, and even in instances
where an imperfect consonance appears at the end of a segment, it is
neutralized by a perfect consonance through an appropriate meiodic
idiom. Then, for example, a sixth moves by skip of a third down into
an octave, as shown in the Motet Chnistum Ducem (ex. 410). Frequency
of use of perfect and imperfect consonances depends, above all, on tex-
ture. In note-against-note structures, imperfect consonances are ab-
solutely the moré frequent phenomenon. On the other hand, in works
which demonstrate melodic and rhythmic independence of voices, Josquin
also uses perfect consonances, which occasionally maintain a certain
balance in frequency [of use] with imperfect consonances. This in-
[126] creased use of perfect consonances in linear structures is soothed
by rhythm and by rapid.melodic motion which does not permit their more
conspicuous operation. Moreover, attention is then focused not so much
on vertical intervals as on the melodic course of voices itself. To
see this, it is sufficient even to point out the fragment Fonros edcdat
from the Motet M{ttit ad Viﬂgineml (mm. 110-125). In [his]) approach to
a perfect consonance, Josquin generally employs contrary motion; this
is not, however, a rule. From time to time we may encounter rather

close successions of "fifths," forming the sequence 5-6, 5-6, 5-6,

realized through the use of syncopation (ex. 418).

Ywerken van Josquin des Prés, ed. A. smijers, Motettenm, p. 17.
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418. Josquin des Prés, Gaude Vingo, Mater Chaisii, mm. 53-57
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In addition, we encounter instances of the use of the octave in
similar motion (for example 6-5-8), as we may see in a fragment of the
Ave Maniaz (mm. 1-12). We also see free treatment of prepared disson-
ances through delineation of the tone to which the dissonance resolves ‘
(for example 7-5-6). Small rhythmic values [such as] minims or semi-
minims, permit introduction of cambiatas and general quitting of dis-
sonances by skip (ex. 442, 458). 1In such insgances, that is, with the
use of smaller rhythmic values, there is general prevelance of greater
freedom in treatment of dissonances. Introduction of ornamental tones
in the form of changing tones causes frequent occurrence of dissonances
(for example Quando Natus Esf). Freer treatment of dissonances is,
however, a rarer phenomenon in [the] two-voice [setting] thaﬁ in struc-
tures in a greater number of voices. Nevertheless, we sometimes en-
counter even a skip into a second, caused, of course, by ornamentation
of some tone through the use of changing tones (ex. 419).

419. Josquin des Prés, Liber Generationis, mm. 289-290
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[127] It should be noted that treatment of dissonances in Josquin

des Prés basically does not deviate from the rules used by later

2as above, p. 1.
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composers such as Gombert or even Palestrina. The differences ar;se
only between two-voice [settings] and settings in a greater number of
voices. In four-, five-, and six-voice settings, one often encounters
somewhat freer use of dissonances. This refers mainly to dissonances
arising as a result of the introduction of smaller rhythmic values.
Then Josquin des Prés employs cambiata creations or skips away from dis-
sonances altogether--usualiy by a third downwards or upwards. This is
an influence of Ockeghem, or even an earlier period, reaching all the
way to Dunstable, which remains linked with a certain tYpe of melody,
in which the cell of a fourth still maintained itself as a certain
motivic element.

While in structures of three, four, and more voices there frequent-
ly appear, in Josquin des Prés, old caderitial melpdic idioms based on
the succession 6-6-5-8, in two-voice structures these phrases were al-
most entirely eliminated. Thus, cadential formulas are formed in an
unusually simple way. Since a cadence is based on the relationship of
dominant to tonic, the rule becomes [a] motion from a major sixth to an
octave, or [from] a minor third to a unison, with which, in the first
instance, there appears, as a rule, the prepared dissonance of a seventh
before the sixth, [and that of] a second in the second [instance, before
the third]. It is necessary to remark that a cadence in pure two-voice
[structure] is formed more frequently through the use of [the] succes-
sion of a sixth to an octave. |

[Our] considerations of two-voice [settings] of Josquin des Prés
convince us of the extraordinary Qealth of techniques employed by this
composer. The important role of two-voice [writing] arises from the

fact that on the one hand he attempted to exploit its possibilities
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anew, while on the other [he attempted] to obtain a certain means of
contrast through opposition of two-voice segments with other parts of
the work in a larger number of voices. The two-voice [settings] of
Josquin des Prés contain within [themselves] almost all contemporary
polyphonic techniques. We saw in them the use of note-against-note
technique, widely developed linearism due to rhythmic differentiation
of voices, structures in which voices are melodically independent from
each other--which permitted even the use of older long-note cantus
firmi--and finally, imitation;technique, both in the form of short im-
itations and strict canons. Josquin des Prés also employed double
counterpoint. This, however, is still a weakly developed technique.
Particularly noteworthy is the use, in imitations, of head motives,
which became the point of deparpure for develépment of precision themes,
important for later imitation-technique. All of this means that the
two-voice [writing] of Josquin des Prés is, in a way, the point of de-
parture for all of his polyphony. In four-, five-, and six-voice set-~
tings, he does not introduce other techniques, although a greater number
[]28] of voices undoubtedly would contribute to enrichment of polyphony.
Moreover, the mere enlargement of the number of voices, as we know on
the basis of [our] considerations thus far, was not a gain of Josquin
des Prés; in spite of this, there is no doubt that he introduced much

novelty into this area also.

[THE] THREE-VOICE [SETTING]
The three-voice setting is of particular significance in the first
quarter of the sixteenth century, especially in the output of Josquin
des Prés. There is no doubt that in the consciousness of this composer

there still inhered the concept of the old.three—voice [setting],
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connected with Medieval music. For in the output of Ockeghem and Ob-
recht we found reference to the old three-voice setting, although it
was undoubtedly a relic already then. In Obrecht, three-voice [writing]
underwent transformations on the road to vocalization of all voices.
This was an important process because original Medieval  three-voice
structure was tied to vocal-instrumental music, where the tenor and
contratenor generally constituted instrumental accompaniment to the
vocal triplum. This type of setting was characteristic not only of
fourteenth-century music, but became accepted also by the Burgundian
school, and from there made its way to Netherlands' music, mainly to
the secular output of Ockegheml. One cannot, however, ignore the fact
that at the beginning of thevfifteenth century the process of wvocaliza-
tion of three-voice [settings] slowly begins, taking place first of
all in Italy, a manifestation of which are certain works of ciconiaz.
in the last resort, this detail could be omitted, if it were not tied
up with considerable transformation of three-voice texture. Vocaliza-
tion contributed to change from a solo to a choral setEing, which is‘

- evidenced by certain liturgical works of Dufay3. This next became the

point of departure for a new type of three-voice [setting]4, in which

lA similar character is possessed by the secular output of A. Bus-

nois; see G. Reese, Music 4in the Renaissance, p. 101, N. Bridgman, The
Age 04 Ockeghem and Josquin, The New Oxford History of Music, vol. III,
Arns Nova and the Renaissance 1300-1540, ed. Anselm Hughes and Gerald
Abraham, London, 1960, p. 247 & ff.

27. M. Chomidski, Historia Hawmonii 4 Kontrapunktu, v. I, p. 298.

3Denkmidlen der Tonkunst Osterreichs, XXXI.

4_. . . . . . . .
Rich source material reflecting this process is given in Haumondice

Musices Odhecaton, ed. Helen Hewitt, Cambridge, Mass., 1942.
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all voices were of equal importance, to be sure with the exception of
structures based on long-note cantus firmi.

[The] three-voice [setting] was an important phenomenon for yet
another reason, namely [that] within its framework, with the applica-
tion of fauxbourdon, a new harmonic feeling began to solidify. This
contributed to chordal apprehension of harmonic resources, although
initial canonic5 treatment of fauxbourdon had, over a certain period of
[129] time, the character of older voice technique. Indeed, originally,
in relation to the Middle Ages, fauxbourdon structures were marked by
greater harmonic maturity, nevertheless, the actual process of solid-
ification of new tonal principles took place already within the frame-
work of four-voice [structure].

Three-voice structure, apart from a few residual elements, has, in
Josquin des Prés, almost nothing in common with Medieval polyphony.

Its role is similar to the role of two-voice [writing]. It becomes
simply one of [his] means of expression, exploited with the aim of con-
trasting it with other settings, differing in number of voices, volume
of sound, register, and coloring. 1In spite of this relationship, there
also arise certain differences with respect to two-voice [writing].
While Josquin frequently employs the two-voice setting at the begin-
nings of works as introductory sections or to achieve coloristic con-
trast through juxtaposition with each other of two higher and [two]
lower voices, three-voice structures form, in his works, mainly closed
entities, that is, movements. This is most clearly seen in [the]

Masses in which Josquin des Prés uses three-voice [writing] to form

>H. Besseler, Bowrdon und Fauxbourdon, 1950, p. 22.
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certain segments of the Credo (for example EX incarnatus), Sanctus
(for example PLeni sunt coeldl), or Agnus Del. None the less, we en-
counter three-voice structures in more widely developed, multi-movement
Motets, in which one of the movements is in three voices (for example
Liben Generationis). Also, in four-, five-, and six-voice compositions,
episodic three-voice segments are encountered. These, however, appear
less frequently. Particularly n&teworthy are three-voice fragments
within six-voice works, in which we encounter similar phenomena of
contrast to those in four-voice works, where a similar role is played
by two-voice segments.

In view of the luxuriant development of polyphony, Josquin des Prés,
and other composers also, rarely employ note-§gainst-note technique
within the framework of a three-voice [setting]. Such segments do not
comprise larger entities, and even if [they] do appear, then they do so
at the beéinning or at the end of longer three-voice movements, for
example in.the second part of Librl Genenationiél (mm. 253-262). We
may also find here noteworthy remnants of fauxbourdon, which is evi-
denced by appearances, here and there, of sixth chords and parallel
fourths between upper voices. Besides, elements of fauxbourdon, being
an important coefficient in the development of new polyphoﬁic technique,
appear, even in the course of the sixteenth century, in the output of
even the most distinguished of composers. Three-voice writing with
elements of fauxbourdon in Josquin des Prés is subjected to development
[130] and enrichment. Imitation, used then as the main means of expres-

sion, enters the territory of three-voice structures, even in those

Ywerken van Josquin des Pnés, ed. A. sSmijers, Motetten, p. 65.
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instances in which it points towards tendencies of note-against-note
technique. This leads to the formation of interesting structures, in
which the two lower voices move in parallel thridsl;

The use of parallel thirds in Josquin des Prés is not always linked
with operation of fauxbourdon. It also lost [its] association with
primitive English discapt, but on the contrary, it is most closely con-
nected with imitation-technique. It is necessary to differentiate here
between two types of structures: One of