
3 7i

/v8 I

A COMPARISON OF SIXTEENTH-CENTURY POLYPHONIC

:EVICES USED BY PIERLUIGI PALESTRINA

LND WITLIQ. z.D

THESIS

Presented to the Gradate Council of the

North Texas Stat Universi ty in Partial

Fulfillment of the Reairencuts

For the Degree of

1,ST R OF MUSIC

by

Joanne Dain r 1 hesh-i:rB. m.

Denton, Touao

December, 1972



il l r.of usi (Theor pDecember, 1972

1,J p , 3 ,.oe , 3 e -xi... s. li . 3 ,o aph.y , 11 ti ti, s,*

-ay lp i vi :s e 1ployedLb the ngishb Om-

t.? n It B r K I Tte Loa rsyepw 1 e

-Ientur n r>4d ntd Lce fsdil4 5p thir ue pective s 0hoa

and - e td, Byrd dt 1.a tCc :5 b.& R ssnc Tud r a pe ro ', ,nd

-u M1 4 1. a t e " , " !P .na sae z, Us Oa. i ts o n s s ton e9

=.r , +. Ld.l cr'ldIFs 5ar:g... e :4 eodes , a a .1. ) ~sd.?c m oi ciona o yl1,{ .. As..4J e

oram a oIsrsadrdfrLtnltriclmsc Ctoi
v' po rs r a4 r a ' Sa ir' r _ gai Ga-use it - - a a g Lta t..~, i. #en1lAnd.o ee udh <un- ctK-

f e ae WlimBr cae a toemltew ^ al srina. UpR to .t-_; o.im ,,>, w i En li sh composer2 h -A t- s an tae c

eh ,rgesmd ytemscaso h ehrad col

Then 1a ser i d a u h sUpos ti , and eir

.3+«l works r, tuite cc o+pL - e, Ot-ye r e wa 2 er a yo c

know t t' etueen them. There '5e to b <s-m- - otb

dA s -4h 1e4

F C U% v " +w'rd 4c < I> smcc ;. e U T k- t r

r(, +'t ee tn ,.iT0:J 0-' .:. s . r t ea.,i+.- dv me ,,o « .KL o
'r'+ner e< ra" r' dtr : 4v e r ues r

,: heZ.s Ens of A5 <e Nte-LLi< UUO& schOo

h . . r y R s r ab ' L " - "R .d , . + oka x-- F-k zd) C t L d.m . +:'0} , fe .



.^ .Ar pr'ifi> .rier 01 rotets, 7<QWh

dti..q. r w 1:all ... h.e Roman ~J'.. ,hu h ac iv ie i a

ecc s.. c '6 yrear . PTwe" mt O: veivttiby e p r six

.r1~ rlk w utodk, wooAcc:poand;s1it 'romthe 1r ,oa h,

oeecoe fo czrs and coprsn It >ris bok

direct ro! okis teSuntr oinit in 1t-C KtUr, !tyl

Appleton-V ntury-Crofts, 1947),, G. F. Sound st forth

'.+ . c ,a.' '1AC +,e sot 4 rules h c h ne r pan-

r N t e« .,: 'j 1)a2"- > , 1> t 21s1 sro mo

So'deFa d sbo1 to we used a a asis for c ojprso and

.h.pt d I c1lta _s bri,. outlin. o th . lives0ga

P e Triac ._and om. B r d. tChape ".r IIcoq.tin s the mi n t3, ,,. ody ~. .of

thse t sis; it o C w c nten n 11c lud e 0oke hundr C1?ed 4 i.11d 11hr7e e

AL4C t"a rm +th tW ety-foor ote 0sY h .ic ser4 0as

die 'csthe-estrind ue E rd . hee senr
' sataCon ln on e ai a Lthe tQer

f j.o 61, at, moe en aF;t 71a .n'1d, Byd and 1? Bal erna ul ize

o - 1 fe d mA 1. o 7; 1- . dd i 7 R" ' o 1 -. Esoloe C P

3a C(31(3 W; 404

ther2 a Vs4ver exetin t dVun ' rls n

h s 1: LI , 17 t e' . all A 1, , 1 c3- 17 4E ad P1.so13 .1

r 01 a r ,ae 1 d .. C te G L ve do < 1 '.41ke wk 1 I i;... j .'t 1 I Ec.sp-7

,o me 0 m C) i'e1 'yr ndC1le',rd0 d1itrp in lhir

.usae ofsxteenthm- i tury~ 21n0ra;10n11 deves



- LS& 9 S * 9 9 9#909Q9 *®91449 I!? *4 9 9d9! 9 ! i,

rym,,,r^ r > ,66«

". ' ,, -" T r r1-1 7 -i .'TVT A .T } -f-

A "arrn r r

i.. ,ot '<a . } : = a i B i ., " ea 49 , M g

'" u nhau.d . . . .o
44aC 4.1 * * * * ' *

e 1 Lv -- 9 9 9 9

AP P . . * * * . . * . . . * . * . . . . * . . .10e .:

E2 , . , * * . * . * * * * * a a * * * 9 .10



LIST OF TAB L,,E

I. Use o Melodi Intervals . . . . . 14
II. Root ovment * . . . . . . . . . . . . . . 39

III. Disscmwn . . . . . 6 . 0 . * . . . 0 . 6 . 40

iv



LIST 0F EXAMWLK

Exal-

1 , Ecclesiastioal nod.. ..... . ..

2. A n iE Eren ta (1600), measure 3

SHe_ Dies (1607), measure 34 . . . .

4. Tu aunt oel (1607), measure 28 .

5. ETen deus ii (elias (1575), aeasute 1)

6. e ,&. Agedt Deus (1607),
measures 27-28 . . , .

7. 0oroi AAuea (1573), ueasurs 28-30

. A we ria (1575), measures 27-30 . .

9. Lae tce-aur Coeli (1539), measures 1-2 .

. . 0 0 0

. . 0 0 .

. . 0 0 .

. 0 0 0 .

. 0 0 0 .

a . . 0 0

. 0 . 0 a

. . 0 0 a

. . 0 0 0

$ Res'rroo tioe Ta (1589), measures 17-18

0 TLrto 2i. et "ater (1573), measures 1-16

Aspioe Domino e Bede (1589), easurcs 13-14

Lb a e D oinoe a tone . -(1575),measures 12- 3. . . . . . 0 . . . . o . ."

0 v i J . Sim 1t r (1573 ), m asures 58-59 7

0_ Virfo idu et <ier (1573), measaureo 56-57

i S Sunt Co (1607), measures 16-17 * *

0 Vr-o Sinal datcr (1573), measures 28-30

x Su Cl (1607), measures 7-8 . . .

O zc t imuel tr (1573), measures 51-53

1s Sanic __cfatus_ (1607), measure 1) , . .

hec Dies (1607), easures 32-33 . . . . . .

Pe mdems ii 4.elias (1.5), measures 14-15

.

V

Page

12

14

14

15

15

15

16

16

16

16

17

17

10.

11.

12,

14,

15.

16,

17.

18.

19.

20.,

* 17

. 18

* 18

. 18

. 19

. 19

* 20

. 20

. 20

. 20



Examj

vi

Page

. 2123 OUg.Vim e_; at evtr (17(3) , ineas'uIes 66-67

24. eraMe Domie et Pone Me (1575),
measures 4-5 . . .s. . . . . ".. . .

25. Stella Qa ljeanTea . (1600),
reasures747y5 . . . . . . . . . . ..

26. Ini esurretioi e _ua (1589), measures 11-13

27. TPuti tnut Coewi (1607), measures 93-11 . . ..

28. D eu ueneruut e ntes (158;), measures 18-19

29. $e1ua1'. Sonudit Deus (1607),IT]eas ui' rs 1-1 . . . . . . . . . . . R

30. yter foster (i175), measures 59-60 . .

31. . s a Nostrum (1607), measures 13-14 .

32. St'la _uar Wdorant agi (1600),
me s re,3~~~ . . . . . . . . . . . .

33. Stella am VIderant Na' (1600),
measures 44- 6 . , . . . . . . ... .

34. 0 ,dm1irabile aCoimercium (1600), measures 20-2

35, Kao ia Nostrum (1607), measures 29-30 

36. Inestwreauiae Tua (1589), measures 14-17

37. Illeluia. Ascendit Deus (1607),
~ ea~ s u re~ ~2 7 * o. . . . . . . .

38. 0 Ant oi_ erm ta (1600), measures 54-55 . .

39. Ser Pe rum hortabct (1600) ,m measures 43-44

4 c0t. 3f La Coe (1389), measure 23-24 . . .
41. C o m Saimta Sbi1t (1600), masuars 62-63

421. 7mu dem's in n,11s (1575), measures 8-9 . .

~7 i . c

43. Coroi m.rea (1573), measure 12 . . ...

44. ; emten r oa.i (1589), measure 26 . . . . . .

21

22

22

22

23

23

23

23

24

. * 24

2 . 24

. . 25

. . 25

25

26

26

26

2

2

29

30

. ."

. 0

. .A

* .

* ,

. *

. .0

. .0

. .0



Example

45.. Adinirabiie Commercium (1600), measures 70-71

46. Eendfus. i i Mel:us (1575), measures 50-1 .

47. AmiiraWi#., o0_mlercoium (1600), measure 67 .!.

48. LiberaM e omirne et Poe Me (1375), measua 8e

49. A Adhi_<bile Commercium (1600), measure 47

50. Peus Venerunt etes (1589), measure 48 . . .

51. t Sella qua nVi d erant ha 4 (1600),
measures 73V4 - , - - - - - - , . , *

52. Domin' si, Sina (1607), measures 24-25 . . - "

53. 0soen axictam Subiit (1600), measure 50 . .

54. ,"e aria (1575), measure 8 * . . . . . . .

55. Haca Dies (1607), measure 13 . , . . * .!...

56 'sPice Domine de Sede (1589), measure 10 * .*.

57-. water foster (1575), measure 5 . . . . ....

58. bera Me Domine et oae 4e(1575),
!easu!s 34-35 * . . . . . . . . . . .

59. Viro Sm u el t Mater (1573), measure 7 .

60. oWaschia Nostrum (1607), measure 5 . . . . .

61. Domie Praevinisti Eu ! (1573), measure 49 - -

62. 1ac 0 ies (1607), measure 24 . . . . . . . . .

63. 2Vera Summa soepiter a Trinitas (1600),
ieas ure 7 2 . !,. . .~~~~~ . . . - .

64. 6eier Pueru mPortabat (1600), measure .38---

65. Liberg Domine et Pone Me (1575), measure 4

66. 0 Vera Summa Sempiteri T r&iitas (1600),
measure T7F~ .~.~ -. .. -.-.-.-. - -a. - - - -

67. Stella Quam Vider A ,i g1 (1600), measure 22

vii

Page

31

32

33

34

"

35

36

37

38

42

43

44

. 45

* 46

. 47

* 48

* 49

- 50

0 51

* 53

* 54

* 55

56

* 5



Ex: mple

r:uem Sianc;"_m Su bit (1600), measure 29

Liberal Me eomi e Pone Me (1575), inpsure

70. Ha aDies (1607), e sure 17 . * * * , .

71. Pater Noster (1575), measure 55 * * * * .

t2. 7 Rsurrectine .a (1589), measures 6-7

73. AvYear (1575), measure 20 . . * . . .

74, ,'. S ut CoKeI (1607), measure 21 * * * *

75.* 2_ V Fi aS imuietManter (153), measure 85 .

76, LaeaurC oeli (1s9), nesu 18 " . .*..

77. Omile Pyravii EA u (1573), measure 32

78, tiLebr Ye LaDmie et1 Paeo Me (1575), measure

79. rv, .u a ei(1607), measures 23-24 . .

80. Corona ure (1573), measure ......

81. anti remita (1600), measure 70 . * ..

82. m denmus i el us (1575), measu 33

83, mte r foster (1575), measures 20-21 ..

84. Ps . xa storu (1607), measure . . ...

* , * 6o
* 61

* , . 62

* * . 63

* * * 64

* * * 65

. * 0 66

* * * 67

8 * , 68

. . a 69

. . . 70

* . * 71

* * * 72

* . . 73

* * , 74

8 5. 0 Kdmiabbl eorium (1600), measures 43-44

86. C' Dies (1607), measure 24 * . * . . . .

27, Kr tb u CammC r c r (1600), measures 43-44

(0. 0 s n r ti fi ct u s (1 6 0 7 ) , m e a su r e 2 . . . .

89, tr Nostem (1575), measure 80 * . * . . * . .

90. _ daS at-reg (1573), measures 62-6 . . ..

91 . sm : sm(oy),si'um(1607), asue 27 . . . . ...

92. 0 1dmira e AlrCa'erci um (1600), asiur 's 43 . *

viii

68.

69.

Pg e

* 58

* 59

0 .

22

75

76

77

78

80

81

82

83



Enaml> Pag)

93. e - Pr&., t U (1573), measures 41-42 , . 84

94. 4a a Nos trum (1607), measures 10-12 . . * * * * 85

95. > et e _o i. (1589), measure 19 * * * . . , . * 86

96. Alleluia. Asoedit Deus (1607), measure 14 . . . 87

97,. Ve'Dies(1607), measure53 . .s.e..a,. . ., . 88

98. Domi_ 0P0r;evin s Eum (1573), measures 73-74 . 90

99. E dued s Un 'Unne ius (1575), measures 50-51 . . . 91

100. owmne IraevinIst Eun (1573), measures 51-52 * 92

101, bera Me Dornie et Poe Me (1575),
~~~~measur~es~4~7-779 0~~ .~~ .~.~ . ,. . a a.r. . . . 0. 94

1020 Domius in Sina (1607), measures 15-16 . * . . 0 95

103. IResurreotioie Tua. (1589), measures 13-16 . . 97



OAPT ER 1

THE LIVES OF PALESTRIN AND BYRD

Aithourh no one knows r certain, it is thoujt that

Giovanni Pierligi da Palestrina, hose name may be tns-

ated "John Petr- Lewis of Plstrisna," was born either in

1524 ) 1525, possibly on December 17th, since that ls the

feast-dayo t. John the Apostle, after whom he was named.

Giovanni rugi was born about twenty-five miesfrom

Rome in the small city of P ales"rin, which was a part of

the Pa Stt>s V His parents ;eie fairly well-to-do land

ow rsfnd CwerP regarded as hoest and pious itize.,

Little is known of Paletrina's early chldhood, but

he ray have0 mye inuluened ry t ie cho>rs at the watbedra
baiicsinRme Perhaps h e wasf::,~ able ohrtePparaO ripVcs b 0oh r thePapal

ho'r el

It is probable that the young Giovanni began his

mtiusical as a horis er at St. A yp t's. T ,n, > 1554,

he trvee toRm with the neuy-appo>nte Ar: h-priest of

te ato - ,Santa ria crior ThSre, ea

m kmber ofthe choirschoqI. For the AOlis ix years

alstrinlcB ey Ven agene rllltion tht h nde- -cu Latin,

vo-al arinin, musY theowy, 2nd 0ut rpOInt.

o 'en ry Coa t es , a st ri na (L on don , 193 8 ), p . 29 .

1
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In 14 , ras-r let the basiia and journeyed to

i!a ca R< <2r 1bri im.- :a-. rtuned to Rom in order

tP 1iih i 4usca taiin udr ir>i Le >e. >i frst

f t a i . 101 ha been th e Fren ch5"y mu ic"Robin Ma l lape rt.

Durirg the autun ori 1744, ,a>2str24, was AppoInt to

az pot nte ahedral of St. Agapi t.Duringh hs seven

ye,,,.srs i this c da, l e played'th .organ,Ca0.3s3ss dwith

"h jo, 'gh,0t e un o'sr boys maus>ic fand3icn nd

k, A, maa n aJ ~.,r . a; ovrd d
nst ted h e ao3uns sof ' th Achapters in nsgns During

, :he y >e s , xta!esrin, he waari"d ; youn' tomin tho brau>ht

h in w, 'nerous.dowry and bore two sonsRodolfo and .An elo.

iY le l s. i known concerning th k i (J ,. s periodof Paesr t r ,6,+ a'sc:

., r. fvr, m y e Presume t haa n we s Ra e v. er,..ae

co op l1on which werenot to be published until the latter

-art 0." hiJs life.

i lGiovanni del onte wos the bishop of Palestrina

at: the .1* "ime tec o mp+o s er was jin eesi d enceat St. Aa phit. In

1_: , h tsop was eect>d )p JuUvs III. tr d ac e
m n s s p p ,he 1 sen.Al3 wfew dr P: Aml'tr i n's+ ;. A'"a and appoiL .. " n6 t G1 ed himX,. 1~

L41el- erofS+. er' Julian Choir. Through thet 
oaf 7h..7,

s 7spdcesrs Arcadelt, Domenico Far a o o,

1n Crncso ossl thechoir had ' 4"" {d k exel

i -rad i,.r.{. otdditin tu maintii2n the r ~.tatin

4' fhe 2h7i,,ae tin Iworked at his composition, and,

0 t ,.j years, he r d0ced 0 oum: oPw masses, one of which

w a2 d ed td toPope Jls III, Te op as so pleased
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with
r +

tha work that, 4n 1515 5, he appointedPale s triana the

Co O R e+1 0i L a, " v.cat tid rC ' A well,
t s mu1Ch v 01" 1hor ctr delon' o the e'lsv1E

-7.410r10. s appointed6 cusiual directors at , John

.a (h nathedra hr1o of Rome) In the Matter part of

p 
ag 

u a t "pBy rsns the n~ tne no ' limi .e~A.

r re s xydz c t i po st unt1111 Augs- '' at 0of 1'5 6 0. A 'terf: "1-F>" cyt"

;.tLJCh11 AEter1n ; i t !nt17ds pass e be are 0e. -

T " 1561 , he s elected «..;astke r of t he Ch a Ns."'at Santa

111 jn st'.. pV JAha , i 15
. ,, t. & cc s._ w an of grat yrl 2 w o ordn "'< cad

: .., e.o ~ bS" r a ,« -trO asa> tR i a t Qaggi a ua

I 1 a .yt , .y a 2 , .. i'et i 1 E 3 1 .7 , r',l r ^ .. d

j o ..... a- d 4g110_.i E

t:<: 'thll! usical iac tivities atTi vol. . I..15651h e

1;h tah l 2 usi t., 0 k t. r <. a wne..ly-, ,:und;ed1Roman semVi rY.,37I

per, h.e r e it. .a ,d tha.e 't a .t u a 1,1r i e Cc r sh1a ip a 1 1110nTa M rA 7 "

ai Choi atSt.~yet er's. Be Tre-,1572 and 158,8tragd y

.k his a .m l ;y. Tiscasekil.ed'.. sto 2dsiJ somns,'two

a, hs..aso, 'P on w tiga.

1 2
at7f

02.

numbe

jlQa vi

irc

i1 A

Thli

S ruA
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In 1580, Palestrina decided to enter the priesthood.

In February of 1581, however, he renounced his religious

calling and married a wealthy widow. This second wife

owned a fur business in which Palestrina invested. He made

enough money from this venture to have many volumes of his

work published.

In the years following his first appointment as a church

musician, he had produced several volumes of motets, madri-

gals, and masses. Printing, however, was expensive and time-

consuming because of the tiny metal type used. Also, the

salary nhch he had received during most of his lifetime was

not sufficient to support a family and still have all of his

works published. However, in his later years, he had more

time for writing. Fortunately, because of his propitious

marriage, he also had more money for publication.

Early in 1594, Palestrina resigned his post at St. Peter's

and prepared to return to his native Palestrina. There, he

had planned to assume the post of musical director at

St. Agapit's. Before he could leave Rome, however, he was

taken ill and died on February 2nd. Soon after the composer'6

death, his son Iginio published most of his father's

remaining manuscripts.2

Unlike Palestrina, the English composer William Byrd

held only one main music position all of his life--that of

2Theodore Baker, Baker's Biographical Dictionary of
Musicians (New York, 1958), p. 1201.
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pyranis o c h: VItChfpeRoyal, Litt1e is kown of Tyrr¬s

earl lie, ncldin <th date af his birth. ioweer, it is

Vd 1 ha t he s r Yi 154, probaby at Lin r .

Nohig sknwnabu hi 4lif uniaOUt 1554, whn his

name appear on a reister litingpit a a >yejnirborister

L7

Tho as Talis vas Byrd's first teacher ad lifetime

f-ried.Accordig to Anthony food, Byrd was "bred up to

.sick n>er T is." I 157, Byrd and Ta li s pubishd a

set Of '"Cant iones sacrac, 1

+' 4-p .*cy (

By I:r appoied orani-st atLinc on a*hedral on

Feb 7, 1563 at the g of twenty ,In 1568, he married

JI In ebuary of 1 l7, h Ca aP2)in t ed a

gentl raniov the Chapel Royal, but rhtpied ha s po ition aw

Linon or three more ers. At the end of 1572, he went

to Landon to share with Taills t he appointment of organist

In January, 1575, Queer Elizabeth granted Byrd and Talus

a twenty-one-year monopoly for printing musicand selling

s e. owever, after about two years, it proved

Edund H. Fellow s, "Byrd, Wiiam, "rove' s Dicti ory

o f Muiandusi ,Vo. I, edited by Eric Blo (London,

4
Bakgr , . cit., p. 237.

telo e sa, . ct. , _. 10 156.

d C 
,tep, 1056
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unroit ce TLe tw;o rer Jhen ptitinrd the Quoe for an

: i & theafor of a leise, Whxch she promptly granted

In1F77, a f t removing ; us't 4 ot oonon to H rrington,

Byrd a 1d12 nWiy were r named as r ecusalts: 4heywere

charged 0 with rcFusing to attend their parish church services.

n 1 Byrd' wife, Jular, died, and Byrd remarried His

second wife, Eens, ws aa 1sW s reocsact, In 1593,

Byrd moVed to St ndon Massey and lived there until is death

8
on July 4th, 1623.

Legal claims on t he various leases held by Byrd caused

sra troublesome Uititio s during the middle rio

hi Niyr , ev p i hi point of holding up ti

:1,s musi~mc.9

ThPoh ut hi life, Byrd adhered to the old traditn

ith ath Church, and sometimes he was Involved In the

troubles the Catholics encountered in England,

nw or of the most celebrated Englsa musicians,

Byrd had many famos patrons In the English nobility. Eve

th oug his sympathies toward the Catholic Church were known,

he retained his position in the Chapel Royal throughout his

Ietw', n additi to the gre aaount of music he

Baker of 2J*.'*, p. 237.

0Fellowes, a.. c t., p. 1056.

vtker, . *cit., p. 237.
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ICL tA C? f0.

sA.t iug, yr 1 rote imnure works

9 4k 0 ,C a c 2W.

.a h ang- teRnsne !and the ac nmpan Y n formation .

* " h k1Ucw s>prtea.d the two composers,

s, , it * . 1, 57,
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Melo dic Line

e mpo"1 u .. ariID as'rina .ar utecoparale to those

se1 W ;te Entlish composer 4 i am Byrd ' his vocal music.

Each In rersne a ( >umnto ousxent-etr02r s7<~

<4 )pn>0 2 oiio i isrepctv sc0o4 and LO period,r". n -- e2sO . n tc "as ' t. ? 'i

tyr ,t a1 0 3 dQ rnapisvcue Tuerrid anid &etrina:of

th'ae Roan F. s .. .rcho.o Al and t t e Re4:wnais..,?"Fsfance peri.5..'.odA4 md Y'ven . rin

a sn +s al estri wa s o7 e a e an d i n4 " th' -Flemish . P-ol

t .., 064.8 .. 97 V-t11..FtC C-

phnyad tarnrwielodio:+scess it hI 7wn persona h
T

yleC

~r ,+Ais urk a, uentlyserved a s a o de1 f.or o thlaerAPRe n ais~-

L

ale+} s rina" 's ork h a brea pt r ors rdRo n

mu i u i g t e late nna s(" e b"1ecau .. . ~! s oe^ ime consistency,

0-ni).,I 0 L r

T -..g..-C- ,2I s.
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ot ol.a composers of all iationawities iegan to use It as

a gid for t"aeir wri tiny. At'hs tim ini EnghL, one

sChI _ yfoiung oposorer %17unamed ia1 Byrd beg I:to emulate

Palsria. Up to tais me fe'w of th 'gtiish 00miosers

dad 2 advantage of the progress made y< the uicia's

Of thleTr t eras school,

Hst ory books aPd research.1ec t s usually bring the

cho0ls _he: omais, the Netherlands, arnd te lemiKsh to

he to oreud, leitG t tha Eish so _ol i] the _i0kgr ound.

As 11111iam yrd taeshi a ear the ape> of tng)lish

issme musie, Elisoh hi 07grph 1.ir E und H. 'lalomes

not:s; :tais Latin liturgical music is is finest

L muic, VC 1 ue, IPaest rina's motets, whih are almost

Live ;.un~r~dred in number, o ccup.)y a place next in nimortance

to i m ,0ses. tccodicng t H. K. ndrews, apart from the

mass, he mtotet as the mos& impotrn Lvocal om of the

}i'1.n t at the pu poseo motets, 1i0h Dranod fr'on

wo to u1ee VOilh, was to rprs iot 0r !ilor aii tthe

110

varied ct1.v~l iies o f the (1,c01le.siastiLcal yea r.0

bid.f 30.

Felowe, 07p. 0i., u. Dc2.

Henry ~ c;es iPalyst-ini (London, 1938), . 4.

bid., p. 1 35.

1. K. d r es, S vIroduction to the T1Zhiu1 . of
(London, 1wI952)~ 4~ ~

C ;I; t a96s , . . c IA/., . 13 5 .
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Churh s called regorian chant, named after Pope reGregory ,

who filled the papal office from 590 to 604.12 During the

ninth and tenth centuries a theoretical scheme of eight

modes, to wich most of the chants were adapted, came into

rei'; . _ Since an implied or direct melodic si from the

.note Pup to caused a tritone or augmented fourth, the B

Ait ft ened ad te. woylinaen dthe Ion: tn modes came into

use. * The forms oi the twelve modes are seen in Ex. 1 .

The modes were not used in their pure form,

be cause chromaticsm or music ficta led invaded

thie field. The consequence was not that of modu-

a ion in the PIOdern sense, but rather that of

hon'01C color without a definite feeling of key.

(p. 117)

Soderl-nd' s notation rules are as follows:

Equalite note values are tied to each

oth:r hit note values are ted to notes half

their value; a;)cet note values are tied; a

to note 9ay be tied to a qu rter, but a quarterr

s cely tie" .to anser uartem; sometimes at

12WiI Apel, Harvard Dictiona :of Music((Cambridge,
1966),C p.504.

I.bi., p.07.

. .Sodrlu:n&, Direct ip proach to hunter oint in
16th-CeL}"ur Stile (ti rYor 197T77T). 3P.
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dotted h f ots or dotted quarters occur on odd

beats only, withI the dotted h.l. fot - usually o

beat one. (p ,)

In quoting Soderiund' rules, a change in reading has

-« n made bo accommodat dfrencs in reduction o note

ia4h~L

't -'

_ - NMji2nn

IJ~

,,,_-.A1
, IL -4

to -I

_ n01_

E .- cEcesistcal modes

1 I hi

T

/i

- 1jdiL
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values An example ofXoderlundI rule as found on P. 38

dsdskit P from a i .stepwise quart r te tv a whit note

is _ 1 made ia trwry mtdn." 7it ahapes in the

4oYdin xIt au wldread thus, " 7 skip from a stepwise note to

011 of la'ger wI'Value .s a>wyT>in contrary motin. The

ei1mendtions it.n>hiin b(rkets in subsequent rules are used

to account fo these dif ferences.

Frequently used melodiciteMrvils are: a0jor

and minor secdas, up and down; mrjor and minor

tiLrs, u and0down; perfect fourths and fifths

up an.d down Less frequent intervals are: minor

s up; perfect octaves, up and down. Major

sixths, up, ar rare. Major or minor sixths,

don, major 0r minor sevenths, or diminished and

ugmnrted intervals are never found, except between

tzh end ofl one phrse and the beginning of another.

The perct7g in Table I were derived from a melodic

analysis of the teicy-four selected motets of Byrd and

aalesra; each set of works is divided according to early

and late works.

The only melodic intervallic deviation found in Pale-

strin's motels is a descending sixth, illus-rated in

Er. I he Byrd mttets, there were two instances of

desc ending sixths nd two ascending sevenths, shown i
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Ex. 4 . Sunt 'oCi (1607), measure 28.

Ed. 5.--dhE;ndemus I oius (1575), asr 110,13l

1K. 6,-- lleluia, Lc.A't Deuv (1607), measures 27-28.

Scae passes o an eleventh and less rKi ryent, (P. 11)

The average number of notes used by both composers ia &

scrae .l
t  raged rm five9, to cigt ot s a usually. Ex0

].nd , v 1<trae an ieXtcude d scale 'pass' us2 used by alc-

sr 1s., 913, and 10 illustc th sae usage by d.
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Ex.0or onaurea (157-3), measures 28-30

. 3.- s ri (1575) , measures 27-30

Ex. ,-L act e Co" (1589), measures 1-2.

Ex. 10.-In Resurrection ua (1589), measures 17-18.

A single skip is approached and left in the

opposite direction by step or skip most of the

ttnime; it m setims be approached or left by

aoti 0in he1 s ame directi O. (p. 12)

- . I I ||||| | | | 11 || .I i . ..
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E. 11 shos a typical use of this rh y alstr:na.

Ehx 12 crd 13 areI istraions ft, from Byrd.

EV. 11.*-O ffi J imu 1 Mater (1773), moasures 15-16,

o 
S nu1 

e .er 
( 1 7 ) e su e 51 

A spL 
ee Do 

e 
lp , 

ede 

(1589 
), measures 

13-14 
.

,

Le., 13.--%er e Die iuet e one e (1575), e:sur.es

12-15,

(p. 3)

Aips ? fi h, preceded and rolowed by

stIp i> the soE dir tio, ore ,, extremely rare,
Ski s of a flfth are inr euentl approooedan

left by skip i tp in the same direction.

. ..... r.. . . ... _..
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Et, 14 shows Palestrina approaching an"'d leaving a fifth

by st:p in the same direction. Ix. 15, from Palestrina,

illustrates the usual approach and departure to and ro

the skip of a fifth. In Ex. 16 Byrd 1e1vCs the fifth by

step in tce same direotio1, wih is a less common practice.

Ex. 14.-0 ir > Snul et Mater (1573), measures 58-59.

15.- Vir 'o Sul et Matr (1573), measures 56-57,

Ex. 16.-mu Suit 'oci (1607), measures 16-17,

Sips , a & third, appiochod and left by step

in the same dire, ion, are more common. (p. 13)

E'.., 17, tby I le srin a, Ex. 18, by Lyrd, are

eXaJpL0 0 01-,thi ms1o0r comnta pr ac tic.C
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EL:. 17.--O &go Simul et Mater (jay3) NUCsurQs 25-50,

.18.-ii- $u CooCi (1607), measures 7

T appr aci to the mp 0 sCfndiing sixtK i

the directian at the skip 9 is quite infroauetw;it

is 1 .+1eet 2y a> ep in the same diretion.

, 1, fr; 0 P9;a.stri.a, is an iinis ta 'nce of the sixth

1ACh2ed in ti 9 Csalme directiO 1 Oth e skip.

20, 2, a 22, Ka Byrd, shw the sixth being approached

i th Csm d COn a tahe skip.

p
. .-- Virgo SUimn e Ma.Ler (1573), mcsure 5153.

be

4' si4 4-40

Ex.
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E 1,,--H aec D s k (1307),m sui s32- 3a

2x 22 - m nemusin Mei us . (1575), meass 14-1' " .

The skip o rww f a otave isinfruuent

*iIlilm , -11-1 i - 1 1

T9. ealestr .m .i[ us r ,of taLLLL i/less cmm 1n pr .1 ~ai sen it-

a; le~ ~ P ees common practiceis e en c~i~n

E x.03 a.long.wth . 2 :4 from Byrd.
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.. : 23.-0i) S 'Imul et Matert(15(3),measures 66-67.

24,.--LibeAie omine et Pone Me (1575), measures 4-5.

Ips outikng tie three notes or the or~jo.

and the minor triads, the first and the second

inversio<s, and the octave with the intervening

ourt or fifth all occur in the sty'e. All of

te e .re sual:/ly approached and left by contrary

motion or by reptttion of the first or last note

QW th' skips. (pp. 13-14)

or .often iByrd tha.n iPalestrn ua, these skips are

I ed or leit by motion a. the came direction oLflthe

. 35 ilustraue 2alestri ::' infre que nt use of

achc or departure in the same directi'o'n, and Exs. 26

7 ILlustrat Byrd t s more frecutiet use of approach or

tj i' j.;.th samedirectio.,

ap) ,

ip 

tactr

;d op
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' ;? .-- 2tela uam Viderant MagI (1600), measures 74-75,

4rTir 'iF'i -Fi?# I
eEx 26 .. r eis rrctrne a (1589) , LA ses c 11-13,

'Iv

Ex. 27,- 'u Sunt Coeli (1607), measures 9-11,

Two crt ourhsor two ne2ect fifths in

I e me dircccti iare r)mitIa in lens ote

TILue only; such occurrences, ho ,'a, are quite

rare (p. 14)

n K..le fron the Polestr'in motets under study is

So nise<,n., Two examples ere found in the yrd motets.
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Ex. 28.--eus n tes (1589),measures 18-19,

Ex. 29.-- leU. *rC/L Ustidi1eus (1607), measures 18-19.

repeated notes are frequent cnd Iay n

anywhere. (-P. 14)

* 30 shois Palestri-na s use of rceted notes, and

31 isL, a like iusr:atat i on frcm Byrd

Ex. 30.--a er No erf; (1575), measures 59-60.

LJ0

4

S 31.--"Pasch ios trum(1607), measures 13-14.
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elod ia siequees are extremely rare in the

st yl.(p. 35)

hemodic sequences may not be -s intrequet as to be

Ialod rare; Ex . 32,33, and 34 show three Palestrina

se ue< otesan Ex . 35, 36, and 37 show severx'al Byrd melodic

Seq enc es.

Ex. 32.-- telL (uam Videtat Naj. (1600),

measures 36-38,

.x 3 74S- 'Vu.aa r ia (1600)

Ex:, 34.--0t nair biledComterMci (1600), measures 20-22,
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Ex. 3&.--Pasha s. eosrm (1607), (e15surs291.

E. 36.-I s rc +one Tua (1539), measures 14-17.

(ji4 rt jii

4

(1607), measures 26-27,

Skp ro tpis a cua r t er eight h] 'not'Ue

p sa toS 'hc ioe n ate vahues are ways mde i

(cntrary miotin (p. 38)

Ioderlund uses the word "always" in frmulatn; this

rule, s ilustrtaed by Ex. 38, but Ex. 59 shows a Pale-

stria exceptions, .ad Ex. 40 shs an.xcpt i o from Byrd.

Ex «7.- lia. Aso . gteus
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Ex )8.--O Antou iremita (1600), measures 54-55.

Exo 39.--nexu erum Portabat (1600), measures 43-44.

Ex0 4.---Letenur oe. (1589), measures 23-24.

quarter eighthj note skWs,, when oliowed

by white note values, are always descending; a

ski. is always followed by moti on in the opposite

direction except when the skip is a third, which

can be followed by motion in the same direction

of the kip. (p 39)

T hisr u 1 e is without exception in the Palestrina

motets, as shown in Ex. 41, while Ex. 42 shows Byrd's use

of the descending third followed by motion in the same

direction.
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314 4
35J 3

Ex. 43.--Coroua.ure. (1573), measure 12.

The upper parts move in parallel thirds,

sithsor fourths, or they may move in dissimilar

consonmnces. Whn the upper parts move in dis-

simir note values, dissonant clashes may occur

between upper parts as well as between lower and

no vng parts. (pp.L6- 8 7)

These Points may be illustrated by Ex . 43 and 44.
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Ex. .44.--Laetenur Coei (1589), measure 26.

Parallel octaves and fifths are forbidden.

Exposed or hidden octaves occur most frequently

at cadences, uhn the upper note of the octave is

approared y step and t lower note by skip in

the same diretion. (p. 119)

No parallel octaves or fifths were found in tease par-

ticular jotrts, Ex. 45, from 'I..strina, illustrates hidden
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t aves, as dos E. 46, from Byrd.

-_r-01-

SSS. _

c4

Ex. 45.--0 mii Conmerciun (1600), measures 70-71.

-

i :Th:Liamas 

Ira, esr-|w aa: Irf. t -e r~
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x.46.--_-Enem n]elus(1575) , measures 50-51.

Hidden or exposed fifths are permitted between

any parts if one of the parts moves stepwise and

the other by skip. (p. 77)

Palestrina' sand Byrd's illustrations, Ex. 47 and 48,

respectively, sho the approach to hidden fifths.
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em-'l,1-.- m _ e -- H

-9r -, -- I -
__fP

rtptitpu

x. 4y.-o Adr rbIe Co merriu (1600), measure 67.
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LLL

Ex, 48---L1bera Ie Dom ie e Pone Me (1575), measure 8,

Only the lowest voice may, occasionally, ex-

ceed the distance of an octave to th.e next voice

alove. The upper voices should not be more than

an, octave a-part. (p. r6)

Ex. 49 comes from the Palestrin a motets, and Ex. 50

comes from the Byrd motets; both illustrate the above usage,
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Sx. 49,-0 Admirabile Ooinnercium (1600), mea sure 47,

35
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E. 50.-De V eerunt Gntes (1589), measure 48.

The Ing tone usually goes into the cadence

pri"t, but may occasionally skip down a third.

(p. 77)

E f, 51s s Pal:estrirxa's use and Ex. 52 Byrd's se

L ;;h ec0adi g _ on .

36

I

(t
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L.t

E 51. -- teIa :uam Vier i (1600), measures 83
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lJ. _- - -

E.52._--oxninus in Sin a (160'T), measures 24-25.

Tie melodic element, to a .rear degree step-

-progretission; adjacent chords were frequent.

The order ofL frequency of root movements followws:

fourth up (fifth down) ; fifth up (fourth down);

se-ond up; second down; third down; third up.

(P-L77-78)
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-o'- .lj 11 1 .. I E I> A 15 0 S ~ 11c
Only black note values occur as auxiliaries

or.a breve time. AULi2 notes, also

c< l e d Tu n t n ;; u eis oa0 1 n e cgh o i nw n1 o 0 ., ou r

(2> thleS ott b"s. Ti;ey' 4 s, t

r ns to te o-e v a ue, u it ma y Kso

freety a onsont; 1the sLyle sho tendency

0t 00bs<ain 1>0 .I th10 se0 >4 dissonant upe,+r 1axi-

. a)

I ,$... II I MI y a e

Lgt si 0eethj 110e ""uriyropso

,s 5t J th1eL secoidd haP.L o the b4 CtU And conse-

i o -y.may.1e rded 1by di b pt~r dottd h.a

E's t Ud 29ua225r te 'or. a suarter; [i;ht] >ote,

Thy 2r appr>oaDEhed an etb stwis mtion,

>4 (> > 4 4 i

The d>atoni; pssin ton>, which appar in

Chi sas, 1 s appr":5 5 1eand1'> let by>7 step ith

nOnhJr>4 \n4 , in r(> ter, n s DOiu r

a Ri a1 (o
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r..sr -s53 ad 4 , rol h r C+, - lustra eu ig t

!d as ua at passiote, and

Lo 211
2e tLLO;.

r-Ast w JIX

I

uPf

I
. 53.--%ru e Qar"nOt 0uLI<t (k16U ) me>aur 50.

i n3 ts
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Ex. 54.-Ave Maria (1575), measure .

55 and 56, from Byrd, illustrate the eighth

fixteetl notes used as consonance and a dssount niper

eighbor. There are few instances of dissonant upper

neighbors found in Plestrina, but they are more numerous

in Byrd; most upper neighbors found in these motets are

dissonant.
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OT

T7 J ___}

.r . r --

-, wsmrwr- a e:ee- -.-- -,wr~y - - 4- ae =. a e.:.,.s - w w3 9 1 2 - me r :se. s.wls-..sss a swsa mrwi se sa.m,.se a ym rmrim rp elsmmrs4.m :- aes-

A]--

(1607), measure 13.

C. .

Ka
r-3.- 2 syres.in. Jo- 4as-ne-re.e--,tesen--a s- --ar. sjkwo, ,.muszt.rs,.rtes-a-re:n'rtr--.- v's!.win s!-_.. :-arm:aiia awsi

Ex. 55,--HaecDL s
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----- tn-.,. iwe,.. f 'K ,- - , ---- ,- - - ____ _ _ ..
46- A1,_

. E.--1s ice Domine de Se e(15(39) measure 10,

The ua r tr i1gtl note russ iig tone is

1n1owmsstiaI; when the dissonance occurs on the

bat the pgsin. tone is said to be accented and

when oft the best, unaccented. The accented

pass ing tone occurs on the second or he fourth

hoots iaadomn{rd direction only. The two

rter Ciiyhtj, notes, the first of which is

dissonant on the second or the fourth beats, are

precedd / Either a dotted whole v al 7 note,
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a whol [naI ] ote, o a half Luartj ote.

(pp. 4-47)

x P, aom Plstri n, ill show a typical exarpie

of accented passing toile. Ex. 58 shows how Byrd deviated

ard used the accented passing tone on the first beat.

4

- ------- _ _-

E 7.--IPater a-ter (1575'), measure
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APT
f

,.-. " "H"" '.«w nwra w.>m __am. mcvrwr. . .....a.A _ %a a.ey.+..w .mm.m

4

..... ... ,.. .,_........ ... «s .. m..e. .~ w..a_..a.a..-. .... ,.m._.v. ,_..-..,. .e.- wz ._... _....o.,e......_. v.e..., v. .. m

..... m,.. ... e... - - as

... _

I _fI
- 3j

Ex 8 - b Me 1 o4 _:ee P . M. 1575)

measures 34-35

Unceited quarter eighth] nOAte passing
occur on the second haif 0) any beat either

ascending or descendin. (p. 42)

E 59 shows a typical iLnstration from Palestri na,

and Ex. 60 shows one of Byrs c12.sages

47

- J-

i
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?n i _ _

__ p

- UPT

>. 59.--O o S.u et Mate: (1573), measure 7.
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icin w 2 tj
} lv it1
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E>. 60.~--:Asoka f ostr (1607), measure 5.

Te haf carter note passing tone is re-

stricted to ;Le second or :ourti bets, and is

considered unsocented. It may asOaI or desoend,

ai ayr as;jin-st double or more of its value.

(p. 25)

E . 61 iliustruts aluestrins i use of"70 dobie half

Vart a o t. pa 0sin to aes. E . 62 is a typical Illus-

raion from Byrd.

4 s _-

___ -
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ART
- 1 - Te" 'Cn"4.Or" T-a

(Iy 'i~jj
k ~u,.ma~:st. b~as~meaft 1 r-'-e..----=>ae.~iirma --sa

Te--aiv- i iAaun-ae--w:s&z.s,.pl$2.-2 jtI,, g.i-ltiT+-:- otM"-~w-1-9ea~-a-mmi.-.-nao- aNs.-

7 r t

Ex, 61 .0-Domne P-linst Eum (1573), measure 49.
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.62,--_Hae4-_es (1607), measure 24.

The prihci7pal dissonance 7 sixteenth-century

composiion is the suspension. It is produced by

arresting the st epwi se downward movement of one or

more of the parts in a progression while the other

part or parts ;tove to their place in the chord.

The 'T-6 and the 4-3 are suspensions above, the

resolution occur.-ring above the low voice, and the

2-3 suspension 1.E'.10W, the resolution occurring in
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thelowest voice. The suspension formula eog-

nizes thre phas ev: the first is th preparati on,

a :O>s'nac, trih obcomes on 9eats to or tor;

secod Ly, is th.o suspesion, dissonance, which

cosonv eats oe or three; finally comes the

resolu1)on, a consonance, on beats 91 or u

The formula usually up> ccthree tim1 nits.

The :resoution always occurs or the beat immedi-

ately following tin sspesIofl beat. rOth tie

propaxation and tte resolution beats may bc two
uits o1 time It necessary, but the suspension is

always limited to one beat. The resolution is

ays stenis downward, (prp. 27-28)

h most pcular suspension used by both Paestria

and Byrd is tIe 4 -3. Ex. 63 shows Palestri's use of

thais paticI3 suspenJsion.
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4-3 LVJ

S63.--0 Vera Summa Semiterna Aritas (1600),

measure 72.

Occasionally the bass moves down a third to

the resolution, chord. (p0 83)

Ex. 64 iIlustrates the bass moving down a third as used

by Palstrines. An instance of this was not found in the

Byrd motets. Ex. 65 shows how Byrd deviated so ewhat and

had the suspenion and the resolution both on beat our.
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T.e preparation is dssonnt portameno which ascends;

(the latter dissona1e .iLi be studied later in this chapter).

I4+

_ vi-d

- tid. rr -

i i _ -
E 64.--Se urum Portabat (1600), measure 38.

__

U -3
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4-3

E.65 -- ibera M Domine t Pone Me (1575), measure 42.

The next miost popular suspension with Pal estrina and

Byrd Is the 7-6.

Thle resolution chord is always first

inversxit n t Ioft atriadt(p.r80)

Irregular treatment of the 7-6 suspension is concerned

with a chne of bass which changes the position of the reso-

lution vhord
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T he bss mrgoves up a second t o the resolution

nat ; the bass TovS1es up a fourth or down a fifth

O the resolution beat; or the bass moves down a

Third to the resolution beat, (pp. 80-81)

Ex. 66,67, and 68, from Palestria, show irspootivly

nonrmaI 7-6 suspenin wl no ohmge of Pass, the as

moving do a third to the resolution chord, and, in Ex. 68,

the b ass noig up a second to the resolution chord.

E:. 66.--0_'era Snma npitea Trinitas (1600),

Measure 18,
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-1i

"F"T __ - -

86i5ML LX -

71

x. u67.-- L Quam Vi erat M (1600), measure 22.
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7-10

-__u.---

- ts~
__ -.

1

. o6.-001 San c tam SibL (1600), measure 2).

Ex.I9, ro1 Byrd, illustrats the bass moving up a

fourth to t resolution bedt, and Ex. (0 shows a dvi action

by Byrd when he utrs a suspension andth solution on

beat three.

pl
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j3t

T
- -

x -- 0 L e ie DoW r f t o he (1575), measure 22.
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-N _,
L6K1 '-~--~~

-_- iii'-

7 ii -_t
________ I

-t -. -- 1

- .' + - -'
74

4- __ V

ft

Ex,70.-liec- le (1607), measure 17.

The 9-8 suspeasicn is relatively infrequent.

(p. 84)

In Table II i.t may be seen that this suspension figure

aur very seldom. Ex. 71, tr iPalest:rina, shows the bass
movin cow1 a hird to the resLut'ion ohord. E. 72, Lakn

from the Byrd motets, typically illustrates the 9-8

ir1

I

i

_. ._ _

. u .____ '______.
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dl Lis

C4a2+ 171J4}

AMA-

- 4~sl- -m-imrte- T iassi

_-ae .w , ,.rre.----i-- e6 .--~@ 'M- - -

E<. 71.--Pajer os tr (1575), easure 55.
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7{5~'I

fi i 5~

ci -

yI - 8

2#vz7 7~-4

JA- -~ij

. 7.-IRes iretio Tua (1589), rmeas urs 6-7.

The 2-1 suspension (the 9-8 telescoped, as

S occurs it suficiet merit

attom. (p. 84)

, 7( sho s a typical ,lus tra ti;n fron P e tri a,

hiI Ex.' 4 eests hue ioly ir2-1 suspesioi found in

theseo ywele Byrd motets

62
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S -Li-
Gail

. _ _memeln=m-~sa~~o -*' -r - =s -

]- - - -

1-j a ,\(1575) measure 20
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K7f

hi s

V

if
E{. 74.--Tui Sunt Goeli (1607), measure 21.

Toh 2-3 suspensi L1May be considered as an

inVrCsIln 0f thep7-6 suspensio. T suspeion

melody is now in the lower voice. (p. 81)

ii i r -K- , ,-) ,.- i . L . . -

I ,nhas used a 2-3 sus eon, with

the l..t oic carri d by the second alto, Ex. 76 shows

rd's use o a 2-3 suspension which occurs ard is resolved

all tin tb cond bea:t

1 R4/
.r r

r
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?Jsr~gliirt19mf twws.1 .es-

3 - -4 vxe~a-wflY- r--- -ei.j

x. 7.-O o Siru et Mater (1573), measure 85,



D?
C&al3

AI# fr
_s

Ex7.d d--_Laetenur Coeli (1589), measure 18,

Tie OllOILng double suspensions occur with

7-6 9-8 ~78.relative frequency: oand ; is extremely

rIe. (p. 85)

Ii s l I*hndbook oounuerpoiit icrules, Leslie Bassett

stats that the double suspensions and are moreTZ') -3
f>eqemt aso states that ths double auspenson

7-6
Is theor<eti cally acourtaibie, rven thoug) Iu Wcs no used by

66
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Pa!s %r:in.1. SoderlunI sys otig i001 rnitn the double

9-8

t 77 kShows Salestrin's use of the dole sus-

pens icn x . 78 an 079 illustrate Byrd's use of the double

susensins -- 9n8T-7, respectively.

x 0 77.--Domine Pr:evinisti ?um (1573) measure 32.

tslie Bassett tManual of Sixteenth 0entur Counter-
2oi~nt (im York, 196r7,T.4
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4-3

- FT

44mi1~ -

R i s 's4ss-..-,-!as gae,:a.

x.; 78.-- &be MeDomino et PoMe e (1575), neasre S.
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. 79.-T Suri Coe.. (1607), measures 23-24

Under cert.:ain conditions the ;perfect fourth

mybe used as <a consonance in the chord of :pnepa-

r.a ti on of a suspension. It is then approached

ss e- ise from ,above or from below over a sustained

lower part. The _ourth, occurring on the ourth

or on the second beat s (a consonance, is given

dissonen sts by the addi teof Lfth on the
suseunso beat; the fourth is then resolved as a

4t.o3 suspeoa 4 The device always occupies four

hl e uoarvt e 4ou ote oeaos, an is used i u interior

Ssd out i tas byhe as final aietces ocah

siowally tte fourth is doubled; the doubled
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fourthra be r Iowu a UXiliry (ina nc oth<r case

Slowed, exc.tt iin ast ilie time), (p. 93)

S I .0, Palestra hs doubled th cOnso.t fourth;

in Ex, 81 , he has sed this: Vigure ith c 2-13 suspensi

Ex.82 how a ypialus e of heonsonTant fourth by Byrd.

LL

*

E *<Q.--C0 Aurea (1573), measure 58.
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x, 81.-0 Anitoni Eremita (1600), measure 70.

71

4 4

-1=

91i V5



72

__ 4 114il

Soderlund uses rortamento as an anticipation device that

precedes a suspoensi on. Willi Apel gives the following defi-

on of portamento.

A special manner of singing, with the voice
gliding gradully from tn tone to the next through
al the intermediate pitches. A similar effect,
frequently but erroneously called glissando, is
possible on the violin end on the trombone. In
rocil compositions the portamento is indicated

a slur connecting two notes of different pitch.

16Apel, o ct., p. 595.
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The resolution of the suspension is fre-

(uently ornamented by a dice called portamento.

The resolution is anticipate on the off beat and

then repeated on the rope beat, two or four.

Ex.8 3 shows how Palestrina used the portamernto device

with .. uspesions. Ex. 84 shows how Byrd elaborated on the

cp rmetoJc and mado it more ornamental by addig lower
nei 7hbor.

iL

(bL

;tAl;~i#-
im4 

s

x. 83,-at r Nos terr (1575), .easuee 2O-21.

>~L27ff7~t7

_.

s __._ __

.

i'-( f4 1--- -F
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Ex, 84.--Pasch Nostrum (1607), measure 25,

The portamento s frequently used as a purely

melodic idiom (without suspension). The figure may

be preceded by white as well as black note values

@crd is always located on beat one or three, The

anticpatin may be in a upward direction.

(p. 53)

In Table III, the term "Antc iption" is used instead of
"Oousoant Portumento tEx.5 5 illustrates the consonant

74
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potrtameto as usod by Priestriia, and Ei. 8( sinws how Byrd

used try sameQ ftgure

- - -" o~r7 21:.17-r>x - It -a _e

Ex, 35.--0 Admicail Commercium (1(00), measures 43-44.
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U3 iV

1 i - * D_-_-

Ex. 86.-iaec es(1607), measure 24.

Tie dissonant anticiptioin te portamnto

d-vice is used descendig form only. It s

the reverse of the portamento used as a suspension

ornament: the ini7tInote is consonant, the

i ao is disvonant, aid the third note of

tw fgnre must be consonant. antiipation in an.

up-ard dirotion i rare. (p. 53)

E. (7 s the only illustratin o dissonaw portamento

76

t
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Lout in the twel , Pardstrina motaes Ei. 88 ts ara of

tany wound in, The Byrd iotetst

- -

I:

It

_ -7

9855 5j+ I ..- .e _ ...,.... e--

Ex, 87.-0 Ad rbIa Co arium (1600), measures 4344.

- Y --

-= }

-.

Ai i S

_ _ _

An
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Ex. 88.--DieSanctif catus (1607), measure 32.

The Nota Cambiata, which consists of four

notes, may be explained as an intended passing

note figure with a change of direction; the

second note skips downward a third, followed by

an ascending step to the final note, the intended

goal of the quarter note passing tone. It may be

placed on any beat; it is found in all voice

pvrts. (P. 36)

The first and the third notes of the figure

must have consonant harmony. The second note may

be treated as a dissonant escape note or as a
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x. 9.-- ater ,oster (1575), measure 80.

80
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Ex. 90.-- R4:bo Patre (1573), measure s 62-63.

81
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Q~iA~ihj~j~j9

x. 91. - -P 3 ostrum (1607), measure 27.
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x. 92.--0 Admirabile _onmercium (1600), measure 43.

Soderlund says nothing concerning the appoggiatura.

it is a dissonance found in the early Palestrina and late

Byrd otets; as may be seen in Table III, it occurs more

Sreqntly in the later Torks of Byrd. Ex. 93 is one of

the iew illustatios of this dissonance found in these

Palestrina motets; Ex. 94, from Byrd, shows three appog-

'yatura.
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z z -- n'rr.w4..si. ~-a.a--iney -. - n zun

ixtit44 _11

6P5FEX/"f FJ I 1 I -

i4x Dom* 1ae Praeviiiis 1. measures 41 -21-2.tl Eum (1573),



85

- - + -ai7Ftas- 717ml17-Kale a',~es -- - _ _ __ke..a s

A 

1'

.~. i . : 1 1 a -. ' r

I

E: 94,--P sa c Nostru m(1607), measures 10-12,

An ersubje t upon which dirund is silent is th

of s cape tone. Obviously this and the appoggiatu

mention s n ot. disson anccs. E x. 9 a"d 96 i.usrt

airaessim esswage. er-en.ssaMsir.ord-,sb-Mieraum:r,'amia|aes. niaqalamslura:h-

scape tones as found *in th Byrd mrotets.

-- 

-Grg .s = m .tsa~pwi2'sSm0 ea~nawsiei mossamsp-sates rs .. <|ams rm.mam's-mszneeamr 
nmu.m~-'-&n amea~ilasenl:.-ac ssIe.iiumar-

- O -4*,-- 53.:ire4lsm--r= ais~ 5 mm - ! t-.P~M 'sgrm es:

-B.-- ,rSr~~-Psrt-sa-m-+Pes: -er..iua S rses*. ska ga-ee.na~a.r, eg i..,:,gsnn
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Ex. Laeteiur Coeli (1589), measure 19.
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.7 6. -iI u. sacen Deus (1607), measure 14,

0adences

The clausula vera (true cadence) is the basic

forua for most'y cadences. It is appKroached by

step from above and from below. This is the

for mu.a for the Phrygian cadence, approached by

ha. s1ep fron above a by whole step from below.

(p. 24)
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Tie Pyhri;n cadencoe is aclausula vera type.

The initial chord is coeJote in the first in-

1ersion and moves to a double final and a major

rhird: minor to B major, or G minor to mjor

rs of this crqaoevnce. (p. 75)

T th of te initial cadence tinrd steps d ) ard

to th 3 ad'c third in th Ei.al nadeycYe oh:r d. .8 Ex 9 shows
a Byry gia Odd< e s us ed by Byrd,

Ut, 97.--Heo D ies (1607), measure 33,
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T the olausula vera type of cadence a third

part .s addtd -tich, whon in the ioiest paru, re~-

sults in what was laser called the authentic

-dence. The initial cadence chord, a complete

tiad, pwotressies a a trrIpe firtil or a double

final ana thiara; the bass, or the lowest part,

moves up a fourth a: down a fifth. (p. 74)

The raised third in the final cadence chord

is reached by: aWskip from the octave to the

raised third; the sae skip abridged by a passing

seveh; the fifth to the raised third by an

upward step. (p. 118)

E. 98 illustrates the authentic cadence as Palestrina

makes the fifth of the first chord progress to the raised

third of the second chord.
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ffiki __z

_ _-R-- 

if-

Bfs qtJ f II
Ex. 9 Dor Q 'P i um (1573), measures 73-74.

jEX. Q9O Iustrlts lih octave proceeding to thIe raised

thir as used by Byrd.

4
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ECx 99.--Eendem us in Melus (1575), measures 50-51

The complete diminished triad in the first

inversion as an nitial cadence chord, also the

clausula vera type, prog resses to c double final

ard _ fith or a fourth. This is sometimes called

the "edina : te n cadene (p. 74)

The raised ote (the moder leading tone) in

the i i<al cadence chord may be approached: step

asb rom Cove; stewis from below; by a
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swndin skip of a third; r 1y cU scsQendQing

ski 0 f atlird, (p. 118)

4 100, t or aistrjina, -pr"s('ts ot Le 1din t oe

Oa'..E &as usd by [Byrc too.

.,..7 4Kl. -. V...,,. -. .V. . e .,br l.,saiseres.A,:sesp amase uswes - ., .. i.m m s sma ..e s.. _ -w, _- ..-.

Q U

___1 _ .

;4

S - r ia a - -mus-mem

. O,100.--Dom e P :eviitnsti um (1573), measures 51 -52.

Another cdenc type of great frequency,

lator called the piLZ-al cadece, is based on a

root mOvOn of a f.:th up o :afow coxn.

des
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Complete initial cadence chordpro'gres es to

Sou 1 1] a]nd a. fifth, or the in1ti chord,

9hih doubled root nd third, to a complete triad

These re he approaches the raised hird

oh einaI _h rd in the plaga ccadeue: the

o0tave by } tep d.wnr o a the raised third; or

hesthby step parsto the raised third.t

(p 118)

E>. 11, rmByrd, w ea y arepres s the typical treaFtmen t of

h pleal. cAdeice by both COmpo_ 2sers.
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S-- I- -. -_ _ I

Es. 101. bra Z7 on et'oela(1575),

measures 248-49,

Near the end of phrase the initi a cadence

chlord of an intended authentic cadence sometimes

ch.an 'es its directions. The effect is tha ,t of

interruption or deception. In -lhe most Colmmonly

used progressions the bass poed tpie p

the second (deceptive) chord occurring in root

position or is the first inversion; or thae bass
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goe on sepwise, the secori chard v u tid in

root position. (p. 75)

ExI. 1C2from Lvrd s a seres of deeptit adences,

or Kher the roptition ofa decotive cadec.

NO.

~41k ~ - L ~% T
-1I . *7 7 ~ v Ay;j

QMit#*t, j~JiA%4;+j1 rY$J4'

Bn5 5< 'r r7F I
. 102,-Dcrms iSna (1607), measures 15-16,

Y
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In linking phrases device called hocketing

:is used. It sixteenth-century polyphonic texture

the principle of truncatin 0r interrupting the

melody, especially at interior cadence, ve

the purpose f continuity. The not approaching

the :'den 0 point becomes the last note of the

as, a >est takgthe pleac of the cadence

poinu, while the note ppoeLYg &;the cadence

point frm the other direction is allowed to pro-

ceed to it. while r cadence point is being held,

tae opposite voice introduces the theme of the

next section or phrase, after the rest, thus pro-

ducing dovetailjng or overlapping. The inter-

rupted phrase usually ended with a whole note or

a breve on the strong beat. (p. 56)

EX. 103 is an excellent illustration of the use of the

cc kt and iterior cadence from Byrd.
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