
1 

THE SI DEDERO MASS OF JACOB OBRECHT AND THAT OF ALEXANDER 
- COPP:rNUB,,=·A COMPARATIVE STUDY (in 2 Volumes) 

John Howie Nelson 

Department of Music 
McGill University 

The present thesis concerns itself with a detailed 
examination of two of the earliest masses of the Renaissance 
to be based on a sacred, and not secular, model. ~e course 
of investigation followed 1s that of an analysis first of the 
model--the Song-motet Si dedero by Alexander Agricola--and 
then of each of the two-Mâsses--the Mïssa Si dedero of Jacob 
Obrecht and that of Alexander Coppinus~ Thise works are 
analyzed on three levels; namely, thematic-linear, thematic­
textura! and harmonie. Comparative relationships existing 
between each derived work and the model have been stressed 
and observations regarding relationships between the two Masses 
have been made. Œhere has been no attempt to compare the 
Obrecht and Coppinus works with respect to their individual 
or their national·style characteristics, the prime concern 
being with those relationships bearing most directly upon the 
problem of parodistic borrowing. 
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Chapter l 

INTRODUCTION 

P URPO SE 

The parody mass has been defined as a type of sacred 

polyphonie composition based on the principle of variation, 

wherein "not only one voice of the model, but a full complex 

of its parts plus its patterns of entrances and intervallic 

l 
relationships serves as point of departure." The purpose of 

the present thesis is to examine ~n early phase in the develop-

ment of parody technique, notably in two works based on sacred 

models that are among the earliest instances of this type. 

In the fifteenth century, parody technique occurs 

sporadically and in incipient forro in the mass literature. 

Its historical importance resides in the fact that in the 

sixteenth century it gains supremacy over the cantus firmus 

and paraphrase techniques of the earlier tenor masse A survey 

of the output of the masters of the period confirms this 

statement. Thus, of Palestrina's 105 Masses, fifty-two employ 

the parody technique: of the remainder, thirty-four are 

paraphrase, eight tenor, five canonic and six free-composed 

2 Masses. Similarly, approximately three-quarters of the Masses 

1 
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- 3 
of Lassus employ. parody technique. .Even more striking is 

, ~ r • 

"-
thfi!! prevalence of this technique in.!=he Masses of Clemens non 

4 
Papa, fourteen out of fifteen of which are parody masses • 

. A signif~cant/pevelopment in the history of the Renaissance 

parody mass ia .. the' shift from secular to sacred modela at about 

the turn, of the six~èenth ce~tury. Thus, at the very time when 
. -

~he parody mass as such was entering a period of growth and 
-;:. 

-
asce~dancy bver other types of mass composition, composers of 

.., . parody masses we'J;e beginning- to exhibit 'a preference' for sacred 

over secular moél.els. Walter Rubsamen deals with the early phase 
É 

of this developmen t, and provides ample evidence of such a 

shift. 5 During the latter,half of the sixteenth century, 
J 

<composers continue to display a.marked preference for this type. 

-
Thus, 'of the parody Masses of Palèstrina, aIl are based on 

sacred models. 6 Victoria's preference for the genre is almost 

11 1 · 7 equa y exc US1ve. 

Despite ,the prevalence of parody technique in sixteenth 

cent ury mass composition, there exists no comprehensive account 

of this subject. 8 Even exploratory studies in the field 'are 

as yet limited in nurnber. Investigation of the parody mass 

based on sacred models bas been even more restricted. Apart 

f b b 
. 9 

rom Ru samen's a stract and a recent art1cle by Lockwood, 

.J 



references to parody masses on sacred models app~ar in studies 

not centrally related te this topic. 

The present thesis--a detailed study of two specimens 

of the type--draws its justification, in part, from the 

foregoing considerations. A further source of interest resides 

in the fact that the two works in question are among the 

earliest in this repertory. The problem becomes, therefore, 

one of studying the parody mass in a stage of its development 

wherein novel practices are obscured by traditional elements 

of structure and design in which they are still rooted and with 

which they are closely intermingled. This thesis addresses 

itself to thetask of dissecting the web of novel and vestigial 

elements in the two works under consideration. 

The two Masses to be examined are the Missa Si dedero 

3 

by the Flemish master, Jacob Obrecht (1450-1505), and a si~ilarly 

named Mass by an obsc~re Florentine musician, Alexander Coppinus 

(1460-1527). The fact that both Masses are based on the same 

model--a not uncommon occurrence in the repertory of the parody 

mass--both invites and facilitates comparison of the two works. 

The model in question is the Song-motet .. & dederQ of 

Alexander Agricola (1446-1506), a work of sufficient prominence 

to have been published in Petrucci's Odhecaton of 1501. 10 



According to Rubsamen, who identifies the Agricola work as 

probably the first sacred composition to have served as model 

for parodistic elaboration in a polyphonic mass, the Missa Si 

dedero of Obrecht and that of another Flemish musiçian, 

Antonius Divitis (~. l475-?), are the earliest works based on 

11 that model. Although its date of composition is not known, 

the terminus post ~ of the Obrecht Mass is 1505, the year 

of the composeras death. As for the Divitis Mass, Rubsamen 

4 

believes that it may have been written in 1505-06, when Agricola 

and Divitis were both associated with the Burgundian chapel.
12 

There is a possibility, however, that the Coppinus §i dedero, 

wbich is not mentioned by Rubsamen, might be an earlier work 

tban tbat of Divitis since, according to D'Accone, it "may 

represent one of the direct results of Coppini's (sicJ studies 

with tbat master (Agricola] during the early l490's.,,13 For 

this reason, no less than for practical considerations,14 the 

Coppinus Mass has been coupled with that of Obrecht in the 

present thesis, which--because it deals with parodistic, or 

variational, forms, and because it is a comparative study--

necessarily includes an analysis of the model. 

The paucity and incidental nature of the literature 

relating to the parody mass on sacred models has been noted. 



-, 
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The body of the analytical commentary on the two Masses under 
) 

5 

consideration reflects this circumstance. Obrechtls compositional 

style as such has, of course, been the object of intensive 

investigation by su ch historians as Gombosi, Meier, Salop, 

and Sparks, among others. Of these, only Salop and Sparks, 

however, devote more than passing attention to the composerls 

, , d d 15 M1ssa ~~ e ero. Discussion of the Coppinus Mass is confined 

16 
to a single brief, if pertinent, analysis by D1Accone. The 

Agricola Song-motet has been more liberally dealt with in the 

analytical literature. It is discussed in studies by GOmbosi,17 

H 'tt 18 L 19 d P' k 20 eW1, erner, an 1C er. In no instance, however, do 

the ~ dedero compositions of Agricola, Obrecht and Coppinus, 

either individually or col1ectively, assume a central position 

as a topic of investigation. 

For the various reasons enumerated above--namely, the 

historical importance of the parody mass on sacred models, the 

chronological primacy of the present group of works within that 

genre, and the incidenta1 nature of existing commentary--an 

ana1ytical study devoted exc1usively to this group of compositions 

seems warranted. The present thesis devotes itself to this task.
21 

.J 
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THE PROBLEM OF CLASSIFICATION 

A1though the 1ine of demarcation between the c1assic 

fifteenth cent ury cantus firmus mass, on the one hand, 

and the mature sixteenth century parody mass, on the other, 

is unequivoca1, transitiona1 masses of the periodunder 

consideration present a serious prob1em of classification. 

A sur vey of authoritative opinion regarding the classification 

of the Obrecht ~~~ dedero, for example, will illustrate 

this point. 

As previous1y noted, Rubsamen considers this work to 

be a parody mass--or, to use his preferred term for works of 

this type, an "e1aboration" maSSe Lockwood, on the contrary, 

disclaims the presence of any parodistic e1ements, holding it 

to be of essentia11y "linear construction," in the tradition 

of the older cantus firmus works. 22 Sparks adopts an intermediate" 

position in regard both to this Mass and to other simi1ar works 

of the periode He speaks of a hybrid type of "e.f.-parody 

structure," to which such works are, in his view, to be 

. d 23 ass1gne • 

Sparks offers the fo11owing working definition of cantus 

firmus techniques: "[The use of] any pre-existent me1ody ••• as 
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• •• n 24 
the bas1s of a new eompos1t10n. Parody, for the same author, 

involves the borrowing of "more than one voiee of a pre-existent 

25 
polyphonie work." These definitions, based on the criterion 

of the number of voiees borrowed, serve admirably to differen-

tiate typical works in eadh category. Judged on this basis, 

and without consideration of other factors, Obrecht's Mass 

would have to be classified as a parody mass, since even the 

most cursory examination of it in eomparison with the Agricola 

Song-motet reveals the presence of multiple--that is, simultan-

eous--quotations. 

A more selective basis of judgment is that which evaluates 

the function of the borrowed material in relation to the 

structural plan of the work into which it is incorporated. In 

this perspective, a borrowed line which is used to provide the 

scaffolding of a mass movement, or movements, signifies the 

presence of cantus firmus technique. On the other hand, a 

formal design arising out of the disposition of successive 

extracts--whether exact, varied, or developed--from the full 

texture of the model, constitutes parody technique. According 

to these criteria, Obrecht's work would be designated as a 

cantus firmus mass, since certainly the prime constructional 

factor is its scaffolding cantus firmus. 
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It will be apparent from the foregoing that each of 

Sparks's definitions cited above--although seemingly contradic-

tory--can, in fact, apply to the same work. In other words, 

a mass--such as Obrecht's Si dedero--may be based on a single 

pre-existent melody, in which that melody serves a primarily 

form-building function. The same mass, however, can also 

incorporate other voices of the model, sorne of which may serve 

as seconda~y cantus firmus elements. Still other voices, however, 

may constitute incipient parody elements by serving introductory, 

episodic, cadence-defining, linking, developmental, and other 

auxiliary form-building functions. Such is, in fact, the case 

in Obrecht's Mass. It is this circumstance that justifies 

Sparks's conjunctive classification. 

Other writers have brought into play still other points 

of emphasis in their respective definitions of parody. 

Van den Borren speaks of it as a type of variation,26 and Lenaerts 

. 27 . 
stresses the harmonie dimens10n. Lockwood summar1zes what 

he believes to be the generally accepted understanding of the 

term "parody," its unit of procedure being the motive, and its 

skill and art residing "in the manifold transformations that 

composers could wrest from previously formed motivic cons truc-

t . ..28 10ns. 



The present study accepts Sparks's premise positing 

the existence of a hybrid transitional type. It attempts to 

9 

probe beyond his summary treatment of Obrechtls Missa ~ dedero, 

seeking, however, to determine more precisely the extent to 

which each of the component techniques is present, and to 

examine certain aspects of their respective functions and 

interrelationships. 

Such probing seems warranted in view of the discrepant 

observations found in the literature regarding the question of 

multiple borrowings in this Mass. Thus, Reese claims that 

."pre-existent voices are practically neverborrowed aIl at once" 

in Obrechtls Si dedero. 29 On the other hand, Lockwood, who 

disqualifies the work as a parody mass, adroits that it makes 

.. sorne use of more than one voice'l from i ts model.
30 

At the 

sarne time, divergence of opinion as to the precise location of 

episodes of multiple borrowing exists among those who are 

prepared to classify the work as a parody masse For example, 

Rubsamen finds that "in the Kyrie, but one motet voice is retained, 

whereas there is much literaI borrowing in episodes of the 

Gloria. 1I31 Sparks, on the other hand, writes as follows: 

IIHarèly a measure of this movement (Kyrie IJ is free of these 

quotations, and in sorne cases they occupy two voices besides the 
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32 
tenor. n 

. Although mutually contradictory, these respective 

statements unite in refuting Reese's exception to his previously 

quoted statement, in which he cites Agnus ~ ~ as the sole 

movernent containing a ~assage involving simultaneous quotation 

of three voices of the model. 33 At the same time, Reese's 

exception is equally at odds with Salopes designation of Agnus 

B!i!!! as an important example--in fact, the sole example in 

Obrecht's output--"of a truly structural use of the parody 

technique. n34 

These, and other, inconsistent statements underline the 

need for an objective and comprehensive examination of borrowing 

processes--cantus firrnus and particularly parody--in the Obrecht 

Mass. The Missa Si dedero of Coppinus, a work of rather similar 
3 -

construction, will be examined in like fashion. 
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METHOD AND ORGANIZATIONAL PROCEDURE 

Because of the derivational relationship between Mass 

and parent work or model, the comparative method was deemed 

essential for the present study. Comparison must entail an 

examination not only of the extent of transfer of borrowed 

material, but also a study of the ways in which that material 

may--or may not--have been modified in transfer, and especially 

of the new functions it is called upon to serve in its new 

contextual situation. In fact, in his article on the parody 

mass, Lenaerts observes that a prime requisite in the study of 

that genre is the need to discover the means whereby the composer 

succeeds in enlarging "the model to the dimensions of the Mass.,,35 

Requisite to these several goals are: a) a detailed study of 

the constituent elements of the mode11 b) a detailed study of 

each of the derived works in terms of the borrowed material as 

compositional source. Such i.s the broad an,alytical plan that 

has been adopted in the present thesis. 

Analytical exploration will take place at three levels: 

a) the thematic level in its linear or structu~al aspects--

that is, in terms of cantus firmus organization1 b) the thematic 

level in its texturaI aspects--that is, in terms of the motivic 



organization of the ·model and of parodistic borrowings in the 

Masses: c) the harmonie level. 

Exploration at the thematic levels requires little 

justification since it is at these levels that transference 

takes place ~ost directly and perceptibly fr~m model to Mass. 

It is this.material above aIl, therefore, that calls for study 

in both its original and transplanted environments. 

Harmonie connections between model and derivative work 

are more problematical, however, if in fact harmonie values 

other than mere interval combinations can be affirmed to exist 

at aIl in works of the period unde~ consideration. Following 

the lead of authorities such as Lowinsky36 and salop37, who 

12 

do so affirm, the present writer has examined the Obrecht and 

Coppinus, as weIl as the Agricola, works for evidence of 

incipient tonality, notably in terms of cadence construction 

and of harmonie direction. Lenaerts's reminder thatthe 

logical terminus of parody lies in the field of harmony 38 has 

spurred this search. Obrecht's frequent borrowing of complete 

cadence passages~ his restructuring of Agricola's cadence 

network in certain of the ~ movements, his large-scale planning 

of sequences in ~~~~--these and similar points of 

harmonie orientation noted in the ensuing analysis--appear to 
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justify this approach. The Coppinus Missa Si dedero provides 

similar evidence. It is in keeping with this line of reasoning 

that harmonie considerations are dealt with, in the case of each 

of the two Masses, first as a general stylistic element of the 

work in question, and subsequently in relation to parody 

technique as such. 

It is this approach that explains why thematic-textural 

borrowings as such are dealt with most extensively in conjunc­

tion with harmonie and structural factors under the heading, 

"Function of Parodistic Borrowings. n They are nevertheless 

discussed independent1y--if more cursorily--and their occurrenoes 

exhaustive1y tabulated under "Frequency of Parodistic Borrowings." 

With appropriate ad just ment s, the three-fold analytical 

approach outlined above--name1y, thematic-1inear, thematic­

textura1, and harmonic--serves as a common basis for chapter 

organization both for the model and for each of the two derived 

works. Such re1ative1y uniform chapter divisions faci1itate 

the comparative overview. 

In conclusion it may be stated that, of the various 

possible comparative relationships that exist within this 

closely interconnected group of compositions, those between the 

individual derived work and its model have been stressed. 



C1ear1y, these are the re1ationships that bear most direct1y 

upon the prob1em of parodistic borrowing, which is the prime 

concern of this thesis. However, wherever relevant, other 

re1ationships within the group of compositions--for examp1e, 

those between the two derived works viewed as offshoots of a 

common source--have a1so been exp10red as a means of shedding 

further 1ight on current parody practice. In the latter type 

of inquiry, however, no attempt has been made to compare the 

14 

two Masses systematica11y with respect to their individua1 or 

their national style characteristics. Such comparison lies 

beyond the scope of the present study. As a final point, it 

shou1d be noted that, in the interest of efficiency of organiza­

tion, comparative observations regarding the two Masses have 

been restricted to the chapter re1ating to the Coppinus Mass, 

that is to the 1ast of the three ana1ytica1 chapters of the 

thesis. 



15 

FOOTNOTES 

1 
Walter H. Rubsarnen, "Sorne First Elaborations of Masses 

frorn Motets," Bulletin ~ ~ American Musico1ogica1 Society, 
IV (1940), 6. 

2Gustave Reese, Music in the Renaissance, Revised Ed. 
(New York: Norton, 1959), p.~7~ 

3Wi11i Ape1, "Parody Mass," Harvard Dictionary of Music 
(2nd ed., 1969), p. 644. 

4Reese, ~. cit., p. 351. 

5 . 
Rubsarnen, ~. ~., 6-9. 

6 
~. Reese, ~. cit., pp. 470-472. 

7 
Ibid, p. 605. 

8He11rnuth Christian Wolff, "Die Variationstechnik in den 
frühen Messen Pa1estrinas," ~ Musico1ogica, XXVII (1955), 
70. 9 

Lewis Lockwood, "A View of the Ear1y Sixteenth-Century 
Parody Mass," 'l'wenty-Fifth Anniversary Festschrift (1937-1962), 
edited by A1bert'Me11, (Queens Co11ege, 1964), pp. 53-77. 

10. .. 
Ottav1ano de'Petrucc1, Harrnon1ce Musices Odhecaton A, 

edited by Helen Hewitt (Cambridge, Mass.: The Medieval Academy 
of America, 1946), pp. 339-340. 
In 1932, the Bo11etino Bib1iografico Musicale of Milan issued 
a facsimi1e edition of Petrucci's 1501 print. 

11 
Rubsamen, ~. cit., 7. 

12 . 
Loc. Cl.t. --

13 n 1 . . 1 Frank A. D'Accone, A essandro Copp1n1 and Barto omeo 
deg1i Organi: Two Florentine Composers of the Renaissance," 
Analecta Musico1ogica, IV (1967), 69. 



14The Divitis Hissa Si dedero, transcribed in William 
Nugent's "The Co11ected Warks of Antonius Divitis" (Ph.D. 
Dissertation, North Texas University, 1970) was not avai1ab1e 
at the time of writing and was therefore not considered for 
inclusion in the present study. 

15 Arnold Salop, "The Masses of Jacob Obrecht (1450-1505), 

16 

Structure and Style" (Ph.D. Dissertation, University of Indiana, 
1959), pp. 126-128: Edgar H. Sparks, Cantus Firmus in Mass and 
Motet: ~-~ (University of ca1ifornia Press, 1963r;----­
pp. 262-263, 298-300. 

16 _ 
D'Accone, ~. ~., pp. 69-71. 

170tto Gombosi, Jacob Obrecht: Eine sti1kritische Studie 
(Leipzig: Breitkopf und Harte1, 1925>7:Pp. 120-122. 

18Hewitt, ~. ~., p. 74f. 

19Edward R. Lerner, "The Sacred Music of Alexander Agrico1a" 
(Ph.D. Dissertation, Yale University, 1958), PP. 145-150. 

2°Martin Picker, editor, ~ Chanson Albums ~ Marguerite 
of Austria (Berkeley and Los Angeles: University of California 
Press, 1965), pp. 93-941 "The Chanson Albums of Marguerite 
of Austria," Annales Musicologiques, VI (1958-63), 183. 

21The modern sources of the three works to be examined in 
the thesis which have been consulted by this writer are as 
fo11ows: 

Hewitt, op. cit., pp. 339-3401 
Wolf, J., Werken van Jacob Obrecht Vol. III (England: 

Gregg Internationa1-PÜb1ishers, 1968), pp. 1-54. 
~'Accone, F., Music of the Florentine Renaissance Vol. II 

(American Institute of:MuSIëo1ogy, 1967), pp. 81-117. 

22 . 
Lockwood, 2e. ~., p. 63. 

23 Sparks, ~. E!!., p. 154. 

24 . 
~., p. 1. 

2SIbid., p. 153. 



17 

26 
Charles van den Borren, "De quelques aspects de la parodie 

musicale," Bulletin ~ la Classe des Beaux-Arts (Brussels, 1938), 
148. 

27 
R.B. Lenaerts, "The l6th-Century Parody Mass in the 

Netherlands," Musical Quarterly, XXXVI (1950), 420. 

28 Lockwood, liOn 'Parody' as Term and Concept in l6th-Century 
Music," Aspects 2f Medieval ~ Renaissance Music (New York: 
Norton, 1966), p. 574. 

29 
Gustave~ Reese,~. =!!., p. 201. 

30 Lockwood, liA View ••• ", p. 63. 

31 
Rubsamen, ~. ~., 7. 

32 Sparks, ~. ~., p. 300. 

33 
Reese, 2E. ~., p. 201. 

34 
Salop, 2E. ~., p. 126. 

35 Lenaerts, ~. cit., 421. 
36 

Lowinsky believes that "the idea that polyphonic 
composition was ever conceived within terms of" 'p~re modality' 
is sheer fiction." See Edward E. Lowinsky, Tonality ~ Atonality 
la Sixteenth-Century Composition (Berkeley and Los Angeles: 
University of California Press, 1962), p. 1. 

37In a study of Obrecht's harmonic practice, Salop draws 
attention to evidence for harmonic awareness in the music of 
this periode He finds such evidence not necessarily in the 
tonic-dominant relationships stressed by Lewinsky, but rather 
in the characteristic of directed motion--the so-called "drive 
to the cadenceu--discoverable in such elements as the bassus line 
and in certain strategically placed tritone relationships. A 
carefully balanced di~tribution of centers, such as is found in 
certain works of Obrecht, represents a still more sophisticated" 
expression of such harmonic consciousness, according to Salop. 
See Arnold Salop, "Jacob Obrecht and the Early Development of 
Harmonic Polyphony," Journal ~ ~ American Musicological 
Society, XVII (Fall, 1964), 288-309, passim. 

38Lenaerts, ~. ~., 420. 



Chapter II 

BIOGRAPHlCAL INFORMATION 

ALEXANDER AGRICOLA 

As a result of poor documentation and lack of archivaI 

material, modern scholars have as yet been unable to give a 

complete account of the life of Agricola. No record of his 

birth has been uncovered, however, fram the information given 

in an anonymous Motet, it is believed that he was Belgian and 

died at the age of sixty.l As there are no records of his 

name after 1506, it is assumed that he was born in 1446. 
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Nothîng is known concerning his early life, and informa-

tion first becomes available in documents dating from between 

1471 and li74, at a t~e when he was evidently holding a post 

in the court of Galeazzo Maria Sforza, ruler of Milan. It is 

revealed that he married in Florence in 1470 and took a voyage 

with his family in 1474, apparently while on leave of absence. 

He left the service of the Sforza between July, 1474, 

and March, 1475, becoming a singer of the canonic hours at 
"-

Cambrai Cathedral in 1476. Little is known concerning his 

whereabouts between 1476 and 1491 except that for part of that 



period he was in the service of the French Royal Chapel and 

in 1492 had gone to Florence without leave. 2 

In 1500 he entered the Burgundian Grande Chapelle, the 

court chapel of Philippe le Beau at Brussels, and-during his 

stay there also went on travels with the Duke of Burgundy 

through Luxembourg, France and Spain. He died in late August 

of 1506 at Valladolid, probably during the state visit to 

Spain, the cause of death likely being cholera. 

Agricola wrote both sacred and secular compositions. 

According to Lerner3 the works of undisputed origin are eight 

complete Masses, nineteen Motets, three Magnificats, two 

Lamentations, two Hymns, three independent Credo, and seventy-

eight secular songs (excluding contraf'acta). The Motets 
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consist of both secular and sacred works, the former being 

Motet-chansons and secu~ar Latin Motets, and the latter litur­

gically incomplete Motets, Motets for specifie religious 

occasions and for the Blessed Virgin Mary. Of the eight Mass~s, 

four are based on a secular melody, one on a chant and three on 

no cantus firmus at all. Two of the_ independent Credo are based 

on a secular cantus firmus, and one on a chant. 4 
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JACOB OBRECHT 

Jacob Obrecht was born in Bergen op Zoom on November 22, 

1450. About 1475 he was involved in choir work in Utrecht 

and from 1484-85 he was actively engaged in the training of 

singers at Cambrai. Accepting the position of singer at St. 

Donatian Cathedral in Bruges in 1489, he was promoted to 

succentor the following year. In 1492 he was appointed, through 

competition, as the musical director of the Cathedral of the 

Virgin at Antwerp. The events of his life from this time on 

are unclear until the year 1498, when he was appointed musical 

director of the Cathedral of St. Donatian at Bruges. Two years 

later he resumed his directorship at Antwerp. In 1504 he was 

appointed official singer to the Duke at the court of Ferrara. 

It was during this stay in Italy that he died in 1505 in Florence, 

5 
presumably from the plague. 

The compositions by Obrecht include twenty-five Masses, 

·6 
twenty-two Motets and thirty-one secular songs. 



ALEXANDER OOPPINUS 

As was the case with Agricola, very little is known 

concerning the life of Coppinus. Although his actual place of 

birth is unknown, Frank D'Accone, who has so far been the only 

7 writer to deal with his life to any great extent, identifies 

him as a Florentine. 
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The first record of this composer appears in 1475, _giving 

evidence that he was a student for the priesthood in the Order 

of the Servi di Maria. After initial training he was sent to 

Bologna, likely to study at the University there, and frequently 

travelled back and forth. In 1489 he ended these trips and 

remained in Florence where he became assistant organist at the 

parent house of the Servite Order--the Convent of Santissima 

Annunziata--and also taught singing to the novices, later being 

appointed to the Convent's chapel. It is quite likely that he 

was in contact with Isaac and Agricola, who were employed at 

the Annunziata the same time as he was, and possibly came into 

contact with the latteras Si dedero then. It could be that 

Coppinus studied composition with one of them. 

As a result of Savonarola's attacks on polyphonie music, 

the singers were disbanded in 14931 the cause of professiona1 
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musi.cians was dealt another hard blow less than a year later 

with the expulsion of their patrons, the Medici. Coppinus's 

whereabouts are unknown from that time up to 1497 when he was 

given the position of organist and chaplain at the hospital 

of Santa Maria Nuova of Florence, shortly after which he resumed 

his post of organist at the Annunziata, while continuing with 

the hospital. In 1500 he assumed a third position, that of 

organist at San Lorenzo, the family church of the Medici. In 

addition to this he was also continuing his theological studies~ 

being admitted as a master to the Florentine College of 

Theologians in 1502. As a result of the obvious difficulties 

of fulfilling all his duties satisfactorily a "great scandal" 

arose in 1503, during which San Lorenzo dismissed him "in order 

that our church be better seryed and also to remove this big 

f b d . H 8 expense or a serV1ce ••• His whereabouts between 1505 and 

1509 are unknown. 

In 1509 he was once more back at the Annunziata as 

singing teacher, and a few months later resumed organ playing 

there as well as at Santa Maria Nuova. During the next few 

years he made several trips on behalf of the Annunziata. By 

1514 he had become provincial vicar of the Servite Order. 

Probably because of the commitments of this position, he 



presumably gave up his organist's post at the Annunziata, but 

continued at the other church until 1516. He was made a 
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deacon of the Florentine College of Theologians in 1517 and 

received his doctorate a few years later. After ~pparently 

travelling throughout Tuscany as a provincial vicar, he settled 

in Rome and in 1522 became a Papal singer. He died of the 

plague in the summer of 1527. 

AlI the known works of Alexander Coppinus have been 

transcribed by D'Accone9--except for a canto carnascialesco of 

which only the cantus and tenor survive--and include seven canti 

carnascialesci ~, two canzonettas !& and a3, three ballatas-­

two a3 and one a4~.two sacred Motets!&, one~, one textless 

Motet a6 and one' Mass--Si dedero--a5. 

The secular works are found in the Florentine Archives 

while the sacred compositions are found in two non-Florentine 

sources--a set of manuscript part .books in the Landesbibliothek 

at Kassel (the Motet a6) and a choir book in the archives of 

the Milanese Cathedral, compiled under the supervision of 

Franchinus Gaffurius. 
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lTh . l' f . e Motet and ~ts trans at10n are ound ~n Lerner, 
"The Sacred Music of Alexander Agricola," p. 12. For a 
discrepancy regarding Agricola's origins, see Lerner, "The 
IGerma~1 Works of Alexander Agricola, Il Musical Quarterly, XLVI 
(1960), 56ff. Further information concerning Agricola may be 
found in J. Delaporte, IIL1Ecole polyphonique franco-flamande: 
Alexandre Agricola," Revue Liturgique ~ Musicale, XV (1932), 
102-107. 

2concerning this recent information, see Martin Picker, 
"A Letter of Charles VIII of France concerning Alexander 
Agricola," Aspects of Medieval and Renaissance Music (1966), 
pp. 665-672. 
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three Magnificats, eighteen Motets, eight Masses, three 
independent Credo and seventy-one chansons: he lists two 
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disputed authorship. 

4The complete works of Alexander Agricola are transcribed 
in Lerner, "The Sacred Music ••• " 
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A Biographical Study," Musical Quarterly, XLIII (1957), 500-516 
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A second edit ion, edited by A. Smijers and entitled Jacob Obrecht: 
Opera Omnia, was left incomplete because of the death of the 
author. Only three of the Masses, at the time of writing, have 
as yet to appear in print in the two editions. 
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Chapter III 

THE SONG-MOTET SI DEDERO OF ALEXANDER AGRICOLA 

SOURCE OF CANTUS FIRMUS 

Although song-motets are generally said to lack a 

cantus firmus,l Agricola's ~ dedero is definitely based on 

a plain chant melody. Helen Hewitt, in her discussion of the 
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work, traces the source of this cantus firmus to the Completorii 

Libellus ••• of the Dominican order. 2 This version, whose phrase 

divisions are those indicated by Hewitt in her citation of 

3 
this melody, appears in Example 1. 

Edward Lerner
4 

and Martin PickerS , however, suggest that 

a second version of the chant, located in the Antiphonale 

6 
Sarisburiense of the thirteenth century, serves as the basis 

for this composition. Picker has shown that the phrase 

structure of the Antiphonale melody (Example 2)--a simplified 

version of that found in the Completorii Libellus--appears to 

match the cantus firmus of the composition much more readily 

7 
than the latter melody. In keeping with his conclusion, it 

will therefore be considered as the version employed by 

Agricola. A comparison of the Antiphonale version with Agricola's 
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cantus firmus may be found in Example 3. 

An examination of the discussion concerning the structure 

of the chant as given by Lerner and Picker reveals the presence 

of two criteria regarding its analysis. 

Unlike Lerner's analysis which appears to be based on 

textual criteria, Picker's seems to follow cadence articulations 

in the Agricola Song-motet. Based on a consideration of 

melodic caesurae and textual grouping, Lerner incorporates the 

BI and returning ! within a single section. This results in 

a four-sectional ground plan. Picker, on the other hand, 

divides the melody into five phrases according to its cadential 

treatment within the Motet, but does so implicitly rather than 

explicitlY7 he simply mentions in passing that the four th 

phrase is that which embodies double counterpoint, from which 

we rnay infer that it is the musical phrase associated with 

the second "meis." 

Lerner's and Picker's respective analyses are summarized 

and compared in Table 1. Since Picker's analysis is based on 

purely musical considerations and takes into account the evident 

phrase articulation at measures 52-54, his five-sectional 

ground plan has been adopted in the present study. 



The text of Si dedero is from the l3lst Psalm and in 

the liturgy is the Verse of the Respond "In pace in idipsum" 

from Psalm 4. Both are to be sung during Compline from the 

Saturday after Ash Wednesday to the Saturday before Passion 

Sunday: 

Respond: 

Verse: 

Doxology: 

Respond: 

"In pace in idipsum dormiam et 
requiescam 

Si dedero somnum oculis meis et 
palpebris meis dormitationem. 

Gloria Patri et Filio et Spiritui 
Sancto 

In pace in idipsum dormiam et 
requiescam ••• 8 

28 



OTHER COMPOSITIONS BASED 
ON THE SI DEDERO MELODY 

In addition to the Agricola composition, Lerner cites 

two other polyphonie works which employ the Si dedero melody 

t f ' 9 as can us 1rmus. One is a Motet-chanson by Josquin entitled 

Que ~ madame - B!.!!2!. ~ ~ madame, which begins the 

piece, is followed by the Respond in the contratenor of the 

prima pars and by the Verse in the contratenor of the secunda 
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pars Q The other work, also by Josquin, is in Latin and includes 

the Respond, Verse and Doxology but lacks the final Respond. 

Like the Agricola composition, it is also liturgically 

incomplete. 

THE PLACEMENT AND TREATMENT OF THE SI DEDERO MELODY -IN AGRICOLA'S COMPOSITION 

Because of the prevalence of both imitation and paraphrase 

of the borrowed melody, there exists some difference of opinion 

with respect to the location of the cantus firmus in the Agricola 

work, the entire Song-motet being reproduced in Example 4. This 

is evident in the conflicting analyses of Lerner and of Picker. 

Lerner writes that "the cantus firmus is not exclusively 
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10 
in the tenor voice but shifts from the tenor to the superius," 

preceding this with the statement that the shift to the 

superius occurs in the third section. This would seem to imply 

that in Lerner's opinion the cantus firmus is restricted to 

the tenor until the third section. 

On the other hand, Picker states that "the separa te 

phrases of ,the melody are presented like a cantus firmus in 

long note values, initially in the superius and later in the 

tenor." He also observes that the fourth phrase of the melody 

is "twice presented in double counterpoint ••• in the superius 

and then in the tenor."ll 

From the foregoing remarks one may reconstruct both 

Lerner's and Picker's plan of cantus firmus migration as shown 

in Table 2. 

It is perhaps noteworthy that divergence of opinion 

occurs only in relation to sections l and IV. Closer study 

of the work suggests that, whereas in sections II, III and V 

the cantus firmus is confined to a single voice (either tenor 

o~ superius), in sections l and IV it is in fact present in two 

voices successively. This differentiation of cantus firmus 

technique serves to set off sections l and IV--namely those 

deriving from the A phrases of the plainsong melody--from 



sections II, III and V, which constitute the B group. It 

also permits further differential treatment within the ~ group 

as such, in that successive treatment of the cantus firmus 

assumes the form of imitation in section l but forms part--of 

an exchange in double counterpoint in section IV. In the 

light of the foregoing analysis, the plan of cantus firmus 

migration is given in Table 3. 

It will be evident that this interpretation reconciles, 

as it were, the conflicting views of Picker and of Lerner with 

respect to cantus firmus placement in sections l and IV. 

In a manner not uncommon during the latter half of the 

fifteenth century;12 Agricola alternates between unornamented 

passages involving figural ornamentation on the other, in his 
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presentation of the cantus firmus. For the most part, passages 

of the former type tend to occur in the opening portion of each 

section, whereas those of the latter type occur cadentially 

or post-cadentially. Examination of Example 3 reveals that 

this shifting pattern of cantus firmus design is followed impli-

citly in sections II and V (tenor) and in section III (superius), 

and is thus a feature common to each of the B segments of the 

cantus firmus. Sections l and IV, which follow a closely 

similar pattern, share as well in common a distinctive 



pre-cadential elaboration of the descending fourth al-el--an 

interval that characterizes the ~ segments of the plainsong 

melody. Furthermore, this intervallic elaboration proves to 

be cumulative, growing as it does from not more tpan a double 

passing-note at measure 5 (superius), to a slightly more 

embellished version at measures 8-9 (tenor), to a considerably 

extended variationa1 elaboration at measures 55-58 (superius) 
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and again at measures 60-63 (tenor). This element of progressive 

pre-cadential ornamentation, in contrast to the unencumbered 

pre-cadential cantus firmus process of the remaining sections, 

constitutes a further compositiona1 link between sections 

l and IV, enhancing their previously mentioned common feature 

of successive cantus firmus statement. 

At this point, we May examine more close1y--and in the 

context of their cadentia1 elaborations--the interaction 

between the successive cantus firmus statements of both sections 

l and IV. In section l, as superius and tenor proceed succes­

sively in imitation, their respective cadential elaborations 

converge to a point of common cadential articulation at measures 

13-15, as may be seen in Example 4. More comp1ex is the process 

encountered in section IV, where the tenor counterpoint that 

accompanies the cantus firmus statement of the superius at 
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55-60 is transferred to the superius to form its post-cadential 

elaboration at measures 62-64. In this latter position, it 

forms an invertible counterpoint to the cantus firmus statement 

heard in the tenor during the last-mentioned group of measures. 

As has been noted, alternat ion of unornamented and 

ornamented passages constitutes Agricola's basic method of 

cantus firmus treatment in this work. The fact that, despite 

such alternation, he avoids any sense of schematic--or, to use 

Sparks's term, "rational"--plan of cantus firmus design, is 

due to such modifications thereof as those discussed above. 

Other elements that serve to ensure flexibility of design are: 

a) flexibility of the plainsong melody itself--a quality 

evident in the variational inflections of its recurrent phrases: 

b) avoidance of rigidly uniform note lengths in most of the 

unornamented cantus firmus passages: c) rhythmic and melodic 

plasticity of the varied figures embodied in the passages of 

cantus firmus elaboration. 

An analysis of the distribution and interrelationsh~p 

of the motives located in the passages of cantus firmus 

elaboration sheds light on Agricola's compositional techniques. 

These motivic constructions are shawn in Example 5. 

Firstly, there is an economy of motivic material being 

-, 
1 
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used. The passages of cantus firmus elaboration (Example Sa) 

are based almost exclusively on two motives, ~ and~, one or 

the other or both of which appear in each such passage. Motive 

Z is incidental, appearing only once in the cantus firmus 

material. Motive i, a contrapuntal adjunet to motive~, is 

closely related to that motive both rhythmically and melodi-

cally. Furthermore, motives ~ and ~ have a close rhythmic-

melodic interrelationship, the latter motive being an 

intensification of the former. This is clearly evident in 

superius IV, where motives x and z stand in overlapping juxta-

position, with enhanced reiterative effect. The relationship 

of motives ~ and ~ is also brought into sharper focus when the 

first note of motive x is heard as syncopated in relation to 

the tactus, as occurs in tenor IV and repeatedly in the non-eantus 

firmus voices. 

Also worthy of note is the composite nature of motive ~. 

Motive ~ comprises two overlapping constituents, l and~, which 

are rhythmically identical and which in at least one instance 

(tenor II) are melodie counterparts by inversion. This 

relationship of the inner constituents of motive z is further 

evidence of the economieal use of motivic material that 

h t · th' kA' t.e ft' l l lI, c arac er1zes 1S wor. var1an ~orm 0 mo 1ve _, name y 
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occurs as we11, and is a shortened version, both me1odical1y 

and rhythmica11y, of l. It occurs in ascending, descending 

and horizontal forms, as may be seen in tenor V, superius l 

and tenor II respective1y. As a rhythmic unit, it occasiona11y 

serves as an adjunct to one or other of the prime motives x 

and~, as in tenor l, superius land tenor II. 

Third1y, the princip1e of motivic variation plays an 

important part in this composition. The foregoing comments 

have provided various instances of this princip1e, as for 

examp1e, the re1ationship between motives ~ and~, or the 

use of motive 11 
in place of motive l. The e1egant and 

unstudied comp1exity of Agrico1a l s variationa1 treatment of 

motives is, however, best demonstrated in comparing the various 

forms of motive z as found in Examp1e Sb. It will be reca11ed 

that segments l and IV of the Agricola work are e1aborations of 

the re1ated chant phrases ~ and Al respective1y, and that 

segments II and V are, equa11y, e1aborations of the re1ated 

2 
chant phrases Band B. These re1ationships account for the 

simi1ar pitch position of the mernbers within each pair. Thus, 

both the z motive of superius land that of superius (and tenor) 

IV lie within the fifth, al-dl, whereas the motive of tenor II 

and that of tenor V lie within the fifth, g-d l • However, 



modifications of rhythrnic detail create affinities between 

members of disparate pairs, as when the z motive of superius 

land that of tenor II share the cornrnon rhythrnic pattern 

!-~, while the ~ motive of superius IV and that of tenor V 

1 
share the cornrnon rhythrnic pattern 1 -m. Concurrently, a - - -
constant shift in melodic detail ensures that no two forms 

of motive ~ are quite alike in contour. Thus motive z of 

superius l, with its gently curving motion through an 

ascending and descending third, differs from the direct rise 

and fall through a fifth that characterize< the z motive 

of tenor II. Again, the ~ motive of superius IV, which 

shares the direct descent of the fifth with that of tenor II, 

differs from that of superius l and of tenor II, both in its 

substitution of the abbreviated ~l form in place of the 

longer ~ motive, and in its association with motive x. other 

melodic nuances link motive z of tenor V with segments of 

superius land superius IV respectively. The ~pward turn 

at the last note nevertheless endows it as weIl with a dis-

tinctive configuration. Sparks refers to a quality of "lively 

movement and brilliant and various detail" which, for him, 

13 
typifies much of the music of this periode This quality is 

-, 

36 
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well exemplified in Agricolals art of motivic variation. 



CANTUS FIRMUS MATERIAL IN OTHER VOICES 

Diffusion by Initial Imitation 

It should be noted that Agricola uses the ·technique of 

initial imitation almost exclusively in this work. The 

unelaborated passages of the cantus firmus are, therefore, 

38 

those primarily involved in the imitative process, since these 

passages generally occupy, as we have seen, the initial position 

within each of the cantus firmus sections. By the same token, 

the passages of cantus firmus elaboration--or at any rate those 

occurring in either medial or cadential positions in the 

various sections--are minimally involved in the process of 

imitation. As previously noted, these serve rather as a source 

for motivic reference and variation within the voices that 

surround the cantus firmus. They yield but the occasional 

moment of incident al imitation. 

The following is an account of the passages of initial 

imitation in Agricola's Si dedero. The motivic aspects deriving 

from the passages of cantus firmus elaboration will be dealt 

with in the following section of this chapter. 

Imitation is employed throughout aIl three voices in the 



first section of the work as May be se en in Example 4. Here 

the contratenor presents anticipatory imitation of the cantus 

firmus in superius and tenor respectively. 

In section II, anticipatory imitation again occurs in 

the contratenor, involving the first fogr notes of the second 

segment of the plainsong melodYe These notes are heard with 

partial ornamentation at measures 16-18 and are followed at 

measures 18-21 by the four-note incipit--unornamented and in 

long note values--in the superius. The tenor, bearing the 

largely unornamented cantus firmus, closes the point of imita­

tion with its entry at measure 20. Pervading imitation does 

not occur beyond this section. 

In section III only tenor and superius are involved in 

imitation, the contratenor now assuming an independent role. 
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As in section II, the incipit of the plainsong phrase concerned 

provides the material for anticipatory imitation, which now 

appears in the tenor from measures 37-40. Because this entry 

is followed at measure 40 by a largely unornamented cantus 

firmus whose notes are generally twice the rhythnlic value 

established by the tenor incipit, the effect of augmentation 

is produced. 

The contratenor is aga in independent in section IV, as 
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the two upper voices proceed in double counterpoint, each 

strand of which is a rhythmically activated elaboration of a 

different portion of the current chant segment. Upper voice 

imitation occurs, therefore, between the initial statement 

of the paired voices and their subsequent contrapuntal inversion. 

It does not occur within either of these presentations. 

In section V, the concluding segment of the cantus firmus 

is present in the tenor, largely in semibreves. Imitation 

does occur between the remaining voices at measures 64-66, 

but does not involve cantus firmus material. Proceeding in 

parallel tenths, these voices present essentially new figural 

material, motive !2, in the sequential elaboration of which 

outlines of the cantus firmus are nevertheless traceable, as 

has been indicated in this Example. 

In employing imitation in Si dedero, Agricola follows 

the conventional practice of the latter fifteenth century 

which, for the most part, reserved this device for compositions 

of modest proportions, such as the secular chanson and the 

14 sacred song-motet. The tendency to restrict imitation to 

the two upper voices, with but the occasional participation 

of the contratenor, again conforms with current usage. Less 

conventional is the borrowing, from the tenor motet, of the 

l 



device of cantus firmus--an element not commonly found in 

15 the song-motet. In his coupling of cantqs:firmus and of 

imitative procedures--and especially in his use of imitation 

as a means of spreading cantus firmus material beyond the 

confines of the tenor part--Agricola demonstrates the contem-

poraneity of his technical and musical conceptions. 

Diffusion by Motivic Variation 

An examination of the non-cantus firmus voices as 

presented in Example 6 reveals a structure based primarily on 

motives x and~, in either complete or fragmented forme 

Although occasionally presented in melodic and rhythmic forms 

comparable to their occurrence within the cantus firmus, these 

motives are generally varied through the creation of new 

41 

relationships between constituent parts as the result of internal 

motivic re-combinat ion. 

Thus, among the five appearances of motive z as illus-

trated in this Example, only two are present in a form offered 

by the cantus firmus--i.e. consisting internally of motives 

l and~. In measures 10-11 of the contratenor, this version 

-, 

_J" 
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is present as a counterpoint in parallel tenths to the 

superius of the latter voice at that point. This motive is 

also present in measures 40-41 of tenor III, although it here 

assumes a more independent role, serving as an active counter-

point to the stagnant superius and contratenor. 

Although the melodic shape of motive z is maintained 

in the other three occurences, it is varied rhythmically 

through: a) repetition of one of its constituent motives; 

b) shifting of the initial motive to a slightly later point: 

c) substitution of one of the component motives by sorne other 

previously heard in the cantus firmus. 

In measures 26-29 of superius II, where two successive 

presentations of motive ~ are heard, motive ~ plays an 

important part in the substitution for internaI motive ~. 

Although already clearly established at the out set of this 

composition, this motive has its forthcoming importance for 

motive z heralded in measures 25-26. Alteration to the first 

instance of motive ~ is achieved thzough the inverted repetition 

at measures 26-27 of motive !l overlapping with motive ~, which 

in turn serves as a link to the second appearance of motive z 

at measures 28-29. Bere motive m is again replaced, this time 

not by two motives but one--motive x alone. 

-\ 



Although the melodic shape of the foregoing passage 

reveals a double presentation of motive~, it is also possible 

to analyze it in a manner which allows for the occurrence of 

three phrases, each of which consists of motives ~ and 1 <11). 

This would result in a quasi-sequential presentation of a 

pattern which melodically proves to be the inversion of motive 

z. This interpretation is indicated in the Example by means 

of dotted brackets. 

The third instance of rhythmic 3:tl.t~rat:ion to motive ~ 
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is found in superius V, measures 69-70. This version comprises, 

not motives l or 11, but the final step of a fo~r-step rising 

2 
sequence of 1. This culminating step is fused with motive ~ 

in the sense that m is heard as an ornamentation of the third 

2 
and fourth notes of motive 1 . 

Apart from the rhythmic permutations of motive z noted 

above, entirely new patterns occur as welle These result from 

yet other combinations of one or other, or both, components 

of~. Motive ~ and, in a few instances, the m-derived motive, 

i, are also used. 

An example of a new pattern based on motive z can be 

seen at measures 73-74 of superius V. Both motives 11 (in 

varied form) and mare employed, but departure from the original 

1 
form of motive ~ is achieved through the inversion of 1 • 

~\ 



The resulting motive appears in a melodically similar form 

1 
in measures 42-44 of tenor III where, in place of l ' the 

likewise descending motive x is found, followed, as in the 

first case, by motive ~. 

The sequential pattern found in measures 47-51 of 

contratenor III bears an interesting construction which may, 

in a general sense, be related to one of the internal motives 

1 
of ~, namely 1. The passage in question commences with what 
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appears to be an augmentation of 11 , followed by an overlapping 

motive ~ which leads immediately into the sequence. This new 

construction bears sorne melodic resemblance to motive z--

particularly that of measures 69-70. 

Motives established in the cantus firmus or their 

derivatives also occur uncombined. These appear in varied 

repetition in sequence and in isolated statement. 

Varied repetition of a single motive can be found in 

measures 5-9 of contratenor I. Separated from the initial 

presentation of motive 11 by an overlapping passage in measures 

6-7 which resembles rhythmically motive ~, 11 appears for a 

second time in a form which maintains the rhythmic character-

istics of the first statement but is altered melodically, 

being of horizontal rather than diagonal contour. This second 

Il is thereupon followed by the entire motive !. 



A second instance of motivic repetition, this time 

minimally varied, is located in measures 12-15 of contratenor 

l, where motive x is being treated in an almost sequential 

manner. The second presentation of that motive is separated 

from the first by a single note which is an octave above the 

final note of the initial motive x of this pattern. 

An example of sequence is the treatment of motive 1
2 

in 

measures 66-69 of superius V. Another sequence involving 

motive x occurs in measures 47-50 of tenor III. Although 

there is an imitative relationship between this voice and the 

contratenor, there is a difference in that the tenor lacks 

the dotted rhythmic pattern between the two presentations of 

motive x which would be identified as ~l augmented. 

Finally, a motive may appear in isolation--that is, 

unattached to any other motive. Such incidental presentations 

are to be found in measures 30-33 of superius II, where two 

occurrences of motive ~l are separated by a measure through 

the interpolation of a rising scalic passage identified as 

motive i1 in measures 71-72 of superius V, where motive ~ is 

heard shortly after its presentation in the preceeding measure1 

1 
measures 37-40 and 45-46 of contratenor III, where motives 1 , 

x and mare heard in isolated positions. 

45 
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In summarizing the above examples, it can be said that, 

for the most part, motive z and its constituent parts, as 

well as motive ~, provide the material for much of the non-

cantus firmus voices. It is in the flexibility of distribution 

accorded these motives, and in their multiform variation by 

means of sequence, transposition, rhythmic and melodic 

permutation, as well as in the recombination of their constit-

uent elements, that Agricola displays his keen sensibility for 

unified diversity within the voices serving as counterpoints 

to the cantus firmus. 



HARMONIC ASPECTS 

Vertical Sonorities--Consonant and Dissonant 

In an article devoted to a study of harmonicformations 

in late fifteenth century secular music, Charles Fox shows 

that the essential, or non-ornamental, fourth is infrequently 

16 
used in this repertory. Coining the term "non-quartal" to 

designate works that wholly avoid the essential fourth, Fox 
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estimates that "about 25% of the three-part songs of the 

17 
period were non-quartal." He finds a somewhat less restrictive 

use of the non-quartal technique of writing in a large number 

of the remaining works which he examined. Although not 

completely free of essential fourths, such works make only 

very occasional use of that interval. 

In strictly non-quartal works, the influence of this 

principle is made evident in: a) the terminal cadence, where 

the fifth is not permitted to sound against the octave because 

, , , k' 15 8 of the result1ng forb1dden 1nterval, therefore ma 1ng 8 or 8 

cadences mandatorY7 b) the preference of open-position first 

" (10) h' 1 ,,(6) 1nverS10n chords 6 over t ose 1n c ose pos1t1on 3, 

encouraging extensive passages in parallel tenths7 c) except 

for these parallelisms and because of the impossibility of 



having two consecutive ~ chords (parallel fifths), a rather 

infrequent use of complete triads. 

The intervallic structure of the Agricola work was 

examined in the light of these observations. It was found 
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that, of the 133 three-part consonant sonorities, only four (3%) 

contain an essential fourth, while as many as eighty-one (60%) 

contain a tenth above the tenor. 18 Furthermore of aIl consonant 

sonorities, about fifty-three per cent are incomplete triads. 

The conclusion drawn therefrom is that, although not in 

pure non-quartaI style, Agricola's Si dedero approximates that 

style closely. Since Fox notes explicitly that his observations 

do not apply to non-secular works of the period, it may be said 

that, with respect to at least this particular element of 

harmonie style, Agricola's work is closer to the secular songs 

of the period than to the repertory of religious music. 

Example 7 illustrates sorne characteristic passages of 

dissonance in Agricola's Si dedero. The first item therein 

presents a rather interesting form of dissonance. The A in 

the contratenor, appearing on the last beat of measure 5 as a 

note two octaves below that in the superius at the beginning 

of the measure, is held over the bar line to crea te a consonant 

twelfth with the superius but a dissonant seventh with the 



tenor. The A proceeds upward by step to form a 2 chord (a1so 

a dissonant e1ement), and is thereupon followed by c, which 

10 
creates a consonant 5 with the other two voices. 
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The second and third items of Example 7 may be interpreted 

as free "escape notes," contratenor f being the dissonant note 

in the former instance, contratenor d in the latter. 

In the final item, correlation of each of the outer 

voices with the tenor voice yields a configuration that is 

consonant in intervallic terms (e-g and g-d ' ), even if dissonant 

when regarded as a three-part sonority (e-g-d ' ). 

Dissonance p1ays an important role at pre-cadentia1 

points, serving as a culminative element in the drive to cadence. 

Two such instances are quoted in Example 8. 

Harmonie Progression 

Again because of the high proportion of incomplete triads, 

analysis of root movement is not possible for the complete 

composition. The occasional passage of unequivocal triadic 

formation is, however, subject to such analysis, as in the 

following instances. 

In addition to the considerable use of the then 



conventional root progressions in seconds and thirds, 

progressions involving root motion by fourth or fifth are 

prominent as welle Two instances, one at measures 25-30 and 

the other at measures 66-69, are cited in Example 9. still 

other instances of this progression are scattered throughout 

the work, notably at sectional cadences, with the exception 

of that of section III. 
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Finally, mention should be made of motivically 

embellished sustained harmonies such as appear in the instances 

cited in Example 10. Although harmonically static, these 

passages warrant attention in that they have an important 

bearing on harmonie colour and rhythm. Also, in at least 

certain instances, as at measures 44-45 and 53-54, they serve 

to accentuate the directional force of the harmony in question 

towards the ensuing chord. Each of the instances cited involves 

motivic embellishment of an extended dominant harmony that 

eventually resolves to tonie. 

The Drive to the Cadence and Csdential Overlap 

The drive to cadence--a term applied to passages which 

serve to emphasize the force of the cadence--is a characteristic 



feature of style at this time and is achieved by rhythmic, 

19 
melodic or harmonie means. 

The diverse procedures employed with regard to this 

technique in Agricola's ~ dedero (Example 4) may be outlined 

as follows: a) displacement of accent as all the voices uhold 

20 
over from one tactus into the next," to create a quality of 

rhythmic vitality and animation, as at measures 12-13, 32-33, 

and 73-74: b) rhythmic and textural fluency created by writing 

in parallel motion (parallel tenths or thirds) at some point 
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2 
in advance of the actual cadence measures, as at measures 10-11 

in anticipation of the cadence at measures 14-15, at measures 

25-29 and 32-33 (upper voices) in anticipation of the cadence 

at measures 34-35, and at measures 50-51 (outer then upper 

voices) in anticipation of the cadence at measure 52: c) use 

in the foregoing (as well as in other pre-cadential) passages 

of cumulative figures, such as sequence as at measures 25-29 

and 66-70, and of generally varied motivic repetition as at 

measures 60-61 and 61-62: d) use of textural contrast, as at 

measure 12, where a short passage of more emphatic homophonie 

texture, while actually slowing down the general rhythmic motion, 

intensifies the accentual pulsations and accelerates the rate 

of harmonie rhythm as the phrase moves towards its cadence: 

J 



e) increase of dissonance at the pre-cadentia1 measures, as 

21 
at measures 13, 33-34, 74-75: f) frequent increase in 

rhythmic comp1exity in the pre-cadentia1 measure, often in 

the form of cross-accentuation (i.e. increased microrhythmic 

diversity), as at measures 13, 31-34, and 50-52. In contrast 

to points a), b) and d) above, points c), e) and f) represent 

increased complexity of texture in the pre-cadentia1 measures. 

Such are the me1odic, rhythmic and textural elements 

that create the drive to cadence in the present work. The 

me10dic and harmonie e1ements of the cadences as su ch are, 

in general, those conventional1y in use at that time. The se 

e1ements will be subjected to detailed ana1ysis at a later 

point, as will be their network of interrelationships. 

One further aspect of cadence construction to be noted 

here is the fact that Agricola treats cadences in a way 

ca1culated to lessen, or obscure, the incisiveness of the 

cadential pause. This is achieved in two ways: a) through 

the extension of some one of the contrapuntal lines past the 

point of harmonie cadence: b) through the commencement of a 

new phrase in one voice as the others sustain their cadence 

tones. The former case is exemplified at measures 15 and 53, 
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the latter at measures 35 and 64. In a1l cases, the contratenor 



is responsib1e for this process of cadentia1 over1ap. At 

measure 14 of section l, the contratenor, instead of pausing 

1ike the other two voices, continues on, ornamenting its 

cadentia1 note with motive ~ and then proceeding immediate1y 

into section II. In measures 53-55 of section III, the 

contratenor presents a scalic passage consisting of motives 

! and~, beginning with c and ending with f. Instead of 

being the first voice to introduce the following section it 

overlaps it, since the superius presents the cantus firmus at 

the midd1e of measure 54. 

But if the foregoing devices serve to counteract the 

effect of cadential pause, their influence is in turn modified 

by other factors. Among these are the fact that: a) the 

cadence tone in each of the upper voices is, in most instances, 

stationary, thereby enhancing the punctuationa1 effect of the 

cadence1 b) a melodic rhythmic accent in the contratenor. 1ine 

in each of the cadence measures (for examp1e, the neighbour­

note a of measures 14-15, or the attack on 9 at measure 64) 

serves to iso1ate and to underscore the moment of cadentia1 

pause. 

53 
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Classification and Analysis of Cadences 

Because of the strong repetitional element in the 

chant melody, cadential recurrence is intrinsic to this work. 

Example Il indicates the formulae present in the superius at 

th f ' 1 d' d f' l' 22 e 1ve me 0 1C ca ences 0 Agr1co ais ~ dedero. 

Despite a marked element of uniformity with regard to 

the cadential nO.tes (marked with an "X"), a considerable degree 

of differentiation between formulae is present: this is 

achieved by such means as: a) pitch position of the cadence 

formula: b) pre-cadential interval: c) pitch of the pre-cadential 

note(s): d) pre-cadential durational values. Table 4 illustrates 

the diverse groupings of the various melodic cadences with 

respect to each of these criteria. The distribution of 

repetitional, variational and cumulative elements--indicated 

by "X"IS in the proper column--amongst the various cadences 

makes evident a fine balance of both similar and disparate 

elements. 

The harmonic aspects of cadence are characterized by 

similar elements of formulaic repetition modified by variant 

detail in such a 'way as to create again a balanced scale of 

cadential values. Example 12 reveals common elements present 

in each harmonic cadence: a) conventional clausula vera 
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progression (sixth to octave) between superius and tenor1 

b} both the conventional suspension over the penultimate 

interval of the clausula vera and the contratenor fifth below 

the tenor at that point, each of which contributes toward the 

latent sense of dominant harmony: c) leading note progression 

in the clausula ~ which is present without intervention of 

musica ficta in the group of cadences on c', and elicited 

through the use of musica ficta in two of the three cadences 

on g' (second and third)--an element which is again contributory 

toward the latent sense of dominant harmony. 

Thus, of the three cadences (first, third and fifth) 

in which disjunct melodic motion in the pre-cadential interval 

animates the line, only the last is reinforced by the comparably 

animated rhythmic impulse (Jlil). In the first and second .., 
cadences, on the other hand, the more tranquil rhythmic values 

(JIJ) offset the melodic impulse of the leap. Similar 
~ 

rhythmic-melodic reinforcements and counterbalances are 

observable in the remaining cadences of the set. 

Also to be considered are cadential elements which are 

particular to those cadences resolving either on c' or on gl. 

In the former cadential group three elements will be considered: 

a) octave leaping contratenor: b) dissonance appearing in the 
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approach to the cadence: c) int~rvallic structure of the final 

chord of the cadence. 

In the first cadence, the leap of the octave in, the 

contratenor appears on the tactus without the intervention of 

a rest, while in the fourth cadence the octave leap occurs 

between tactus and after an intervening rest. The second 

element makes its presence known in the first cadence as 

accented passing notes in parallel thirds between tenor and 

contratenor and in the fou~th cadence as a light and unaccented 

dissonance in the superius--both instances indicated in the 

E 1 b "" Th 8 d' . t . h f th • xamp e y an X. e 5 1SpOS1 10n common to eac 0 e c 

cadences is the last of the three elements to be noted. 

Three elements to be considered in the cadential group 

resolving on g' are: a) pre-cadential descent in the contra-

tenor lineJ b) cadential strength, and c) intervallic structure 

of the final cadence chord. 

The pre-cadential descent from e to d, which is common 

to the three cadences of this group, is deflected upward by 

step to e--following a short rest--in the second cadence, COD-

tinues downward by step to C, with melodic variation, in the 

third cadence, and leaps downward by fifth to the finalis of 

the mode in the fifth cadence. The cadential progressions are 



weak (deceptive cadences) in the second and third cadences: 

in the former it proceeds by rising step and in the latter by 

falling step (e-d-C). In the fifth cadence there is a strong 

cadential close involving the descent of a fifth in the 

contratenor, underlying the clau sula ~ progression in the 

two upper voices. The intervallic structure of the final 

10 
cadence chord in the second cadence is 3 

10-12 15 
cadence 3 5 ' and in the fifth cadence 8 

in the third 

A hierarchy of cadential values is created by these 

harmonic elements of cadence structure. Thus, the strongest 

of the five cadences is clearly the terminal one, both in 

terms of the dropping fifth of the contratenor and of the 
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intervallic structure (double octave and octave) of its closing 

sonority. Of the four internaI cadences, the first and fourth 

are the strongest because of the implied V-I progression, 

although of the two, the latter is less affirmative owing to 

its weaker dissonance treatment and the delay in sounding the 

upper note of the octave-leaping contratenor part. Still 

weaker in cadential value are the second and third, both 

deceptive cadences. In these, the punctuational force is still 

further reduced by the cadential rest in the contratenor in the 

former instance, and by both the ornamental treatment of the 



contratenor line and the absence of the leading note in the 

latter. Melodic-rhythmic values, as previously discussed, 

provide a further modifying element. 
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Brief mention may be made of cadences within the various 

sections of the work. Aside from a rather strong cadential 

formula in measures 45-46, the other internaI cadences are 

weIl ,masked by Agricola. Of these, three of the more prominent 

instances will he examined here. These are the cadences at 

measures 9-10, 31-32 and 58-59. The second of the se cadences 

appears to be strongest as it is a clausula ~, with the 

sixth to octave progression appearing between contratenor and 

tenor. The relative mildness of punctuational effect is 

achieved in various ways in each of these three cadences. In 

the first instance, the cadence occurs in the lower voices at 

the moment of entry of the superius liner furthermore, the 

contratenor continues in sumultaneous rhythmic movement with 

the superiusr also, the harmonie progression from measures 

9-10 is by step (deceptive cadence) and no leading-note is 

present. In the second case, a strong cadence is avoided 

through the resumption of fast-moving notes in the superius 

following the sounding of the cadential note1 also contributing 

to cadential weaknes'; is the harmonie progression of a second 
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from measures 31-32. In the third cadence, this mildness is 

maintained through the continued movement in the contratenor 

following the cadence as weIl as the implication of a deceptive 

cadence in the sounding, in that same voice, of a in measure 59. 

Thus, of the four internaI cadences mentioned above, 

the strongest is that at measures 45-46, where a strong V-I 

progression is implied: further contributing to this strength 

is the pause on the cadential note in aIl voices, as weIl as 

a brief reference to the clau sula ~, the interval of the 

sixth appearing between the last note in the contratenor of 

measure 45 (d') and the superius (b ' ). The second strongest 

is that in measure 31-32, also with clausula vera in outer 

voices. 

An interesting final point is the importance granted 

the descending motive within the pentachord g-c as a cadential 

element. An examination of Example 4 reveals that the motive 

occurs in its most direct form at the internaI cadence of 

section III at measures 45-46. However, it is already present 

at the closing cadence of section l at measures 14-15, where 

it has the expressive upper neighbour-note, a. It also occurs 

at the close of section IV in measures 64-65 and by inversion 

at the close of section III at measures 53-54. Still other 
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motivic references to the pentachordal outline, or rather to its 

triadic sublimate, occur at measures 22-23, 32, 35-37 and 

58-59, in either contratenor or superius voices. Rhythmically, 

the motive generally assumes the form encountered elsewhere as 

motive m. Its importance as a linking--yet quasi-punctuational-­

element between sections or phrases is obvious. Furthermore, 

its firm delineation of the c pentachord--or, stated differently, 

of a C major center--is unmistakable. As such, it is one of 

the contributing elements to the sense of incipient tonality 

that characterizes this work. 

Ground Plan as Defined by Cadences and Other Structural Procedures 

The cadences of the plainsong fragment (Example 2) that 

serves Agricola as cantus firmus are Cl, g', g', c' and g'. 

Inspection of Table 5 reveals strict adherence to this sequence 

of cadence notes at the corresponding points in Agricola's 

composition, with the single exception that the terminal 

cadence of section III insists on a c rather than g. This is 

brought about through conversion of the upper voice clau sula 

vera on g' into a deceptive cadence with contratenor at the 

fifth below. 



Despite this alteration, Agricola's harmonie plan, as 

defined by the closing cadences of the five sections of his 

work, remains unmistakably Hypomixolydian, involving as it 
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does that hovering fluctuation of centers that is so delightful 

a characteristic of the modal style. This quality is further 

enhanced by such elements as: a) insistence on c-centered 

interior cadences in all but the two outer sections1 b) use 

of transient interior cadences on subtonic, supertonic and 

upper fifth: c) placement of the initial thematic entry of the 

work on d, a fourth below the finalis of the mode. The finalis 

asserts itself but tentatively at the close of section II, is 

evaded at the close of section III, and emerges as the governing 

center only in the closing cadence of the last section. 

From the foregoing we conclude that periodic digressions 

from an initially established and subsequently recurrent center, 

such as characterize the system of functional, or tonal, harmony, 

are not present in this work. Traces of incipient tonality are 

nevertheless present--if not at the macroformal level, then in 

such interior details as the lengthy c-centered passage at 

measures 12_3223 and again in section IV, as well as those noted 

in the preceding discussion of the harmonie aspects of this 

work. 
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Incipient Tonality 

Summarizing the diverse traces of incipient tonality 

noted in this work, we observe that these were found in 

various details of harmonie progression, in the rnany elements 

that contribute to the drive towards cadence, in certain 

aspects of cadence interrelationship, as weIl as elsewhere 

in the design. At the same time, the basic harmonie plan 

as defined by the network of cadences rernains characteristically 

modal. 

In studying the harmonic aspects of the parody works 

based on this model, attention will be drawn to borrowings and 

elaborations of these restrictive stylistic components. 



63 

FOOTNOTES 

lsylvia Kenney, "In praise of the Lauda," Aspects ~ 
Medieval ~ Rennaisance Music, p. 491: Hewitt, 2e. ~., p. 72. 

2Completorii Libellus juxta ritum S. Ordinis Praedicatorum. 
(Rome, 1931). 

3Hewitt, 2E. cit., p. 210. 

4 Lerner, 

5 . k Pl.C er, 

"The Sacred Music of Alexander Agricola," p. 147. 

"The Chanson Albums ••• ," 183. 

6Antiphonale Sarisburiense, Vol. l (London: Plainsong and 
Medieval Music Society, 1901), p. 150. 

7Picker, ~ Chanson Albums ••• , pp. 93-94. 

8 
The Respond and Verse may be translated as "I will lay 

me down in peace and sleepll and IIIf I will give sleep to mine 
eyes or slumber to mine eyelids" respectively. 

9Lerner, IIThe Sacred Music ••• ," p. 146. 

10Ibid, p. 150. 

IIp' k l.C er, The Chanson Albums ••• , p. 94. 

12 Sparks, ~. cit., p. 307 and Chapter X, ~~. 
13 

Ibid, p. 311. 

14 
~, p. 177. 

~I 
J 

l5Ibid , p. 202. 

16 
Charles Warren Fox, "Non-QuartaI Harmony in the Renaissance," 

Musical Quarterly, XXXI (1945), 33-53. 

l7 Ibid, 38. 



18 
Nine combinat ions of the tenth with other harmonie 
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22on1y the group of terminal cadences from the five 
sections of the Agricola work are under consideration in the 
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Chapter IV 

THE MISSA SI DEDERO OF JACOB OBRECHT 

TREATMEN'l' OF THE CANTUS FIRMUS 

The cantus firmus of Obrecht's Missa ~ dedero appears 

in three different formats: a} segmented eantus firmus: 

b} tenor substitute in complete movements: c} auxiliary 

borrowing. 

Segmented Csntus Firmus 

In his article on parody technique, Lewis Loekwood 

identifies Obrecht's Missa Si dedero as being of undoubtedly 

linear construction, even though use is made of more than one 

. 1 
V01ee from the model. Aecording to Arnold Salop, a principal 

compositional technique employed in presenting the single line 

of the ~~ firmus is that of segmentation, in whieh "the 

borrowed melody is broken into individual segments, eaeh of 

which is repeated a specifie number of times, according to 

notated mensural or canonic directions, to underlay specifie 

2 
portions of the Mass." 
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In keeping with the practice of writing Christe, Pleni, 

Benedictus and Agnus Dei !! in reduced texture without cantus 

tirmus,3 and again in keeping with the practice of subdividing 

the extended ~ in terra and Pat rem omnipotentem portions of 
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the Mass, Obrechtls work is set up in four three-part movements 

and ten four-part movements. The latter comprise the two 

Kyrie, two subdivisions each of the.~ in terra and Patrem 

omnipotentem, the Sanctus and Osanna, and the first and last 

of the Agnus Dei movements. 

Borrowing the tenor of Agricolals Si dedero, Obrecht 

divides it in the manner noted above, always placing the 

4 
segments in the tenor voice, and distributing them among the 

four-part movements so as to form a large-scale scaffolding 

for the total work. Each successive unit is assigned to a 

separate such movement with the exception of the last segment 

which is heard in both the first and third Agnus Dei. 

Extraneous to the scaffolding plan is the ostinato-like treat-

ment of the combined first and second segments in the tenorless 

Chris~1 because of its reduced texture, this movement serves 

an episodic rather than a structural function within the 

over-all design of the Mass. The segments employed in these 

movements are notated in integer valor in Example 131 departures 
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from the Agricola tenor are indicated therein, and each of 

the nine segments labelled with the corresponding movement. 

Except in Agnus Dei !!! and in the episodic Christe, 

these segments are treated proportionally. Thus in RYrie ~ 

and lf, ~ in terra, Patrem omnipotentem and Osanna they are 

presented three times each in the proportions of 6:2:1, 2:1:1, 

3:2:1, 6:2:1 and 4:2:1, in Qui to1lis and Crucifixus four times 

in 6:2:2:1 re1ationship, in Sanctus six times in 4:2:2:1:1:2 

proportion and in Agnus B!! ~ twice in a proportion of 2:1. 

(The numeral 1 as included in these proportional re1ationships 

does not necessarily refer to a segment in integer valor but 

rather to that which bears the short est rhythmic value in the 

movement concerned.) ALI of these presentations are non-

transposing except for Sanctus (oscillation between c and d) 

and yet again the non-structural Christe (g, d; d, f, g). It 

5 
should be noted that the Petrucci print of Obrecht's Si dedero 

presents each of the tenor segments in notation only once. 

Appropriate repetitional signs indicate the number of statements 

required for each segment, while proportional signs specify the 

mensurational values proper to each statement. This notation, 

in the manner of a proportional canon, makes it possible to 

compress aIL of the components of the cantus firmus scaffo1ding 
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upon a single page of the print. 

Tenor Substitute in Complete Movements 

If the three-part movements serve primarily the function 

of providing contrast and local episodic relief by virtue of 

their reduced texture, they are, nevertheless, also entrusted 

with certain secondary structural functions within the large-

scale design of the work. This is notably the case with the 

closing group of three-part movements, namely Pleni, Benedictus 

and Agnus ~~. Unlike Christe, these near-terminal movements 

conta in no reference to cantus firmus segments, although parody 

6 
is especially prominent. Instead, each in turn presents the 

complete tenor, superius and contratenor of the Agricola model. 

In thus presenting complete lines in integer valor, rather than 

repeated segments in proportional augmentations, this group 

of movements embodies a secondary cantus firmus plan that stands 

in both a complementary and cumulative relationship to the basic 

scaffolding plan of the four-part movements.
7 

The voices of the Mass involved in this secondary group 

of cantus firmus statements are altus, discantus and bassus. 
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These follow the model very closely, the principal departures 

being found in the bassus of Agnus Dei II at measures 5-7 and 

at measure 51, as indicated in Example 14. Minor rhythrnic 

alterations are found in the bassus at measure 7 and in the 

altus at measure 9 of Pleni, in both cases the dotted quarter 

note follow'ed by an eighth note being changed to two quarter 

notes. So close, in fact, is the correspondence between these 

non-segmented cantus firmi and their source that, in each case, 

the dimensions of the movement are precisely those of the 

Agricola model. 

An examination of the chart included in Table 6 will 

reveal both the basic scaffolding cantus firmus plan of the 

work, involving the distribution of the nine segments among 

the ten four-part movements, and the secondary cantus firmus 

plan of the near-terminal group of three-part movements. 

Christe, which shares with the other three-part movements their -
episodic but not their integrative function, is bracketed 

separately. 

Auxiliary Borrowing 

Even though in each movement there is only one voice 
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which serves as the supporting structure, either as a scaffold-

ing cantus firmus or as a tenor substitute, material from the 

model is nevertheless present in the other voices at various 

points, either for only a few measures or for an extensive 

part of the movement. The more extended quotations ~ppear 

only in those movements based on segmented cantus firmus and 

occur most notably in Qui tollis, Crucifixus and Osanna. More 

tentative use of this technique is detectable in Kyrie! and 

~ ~ terra. Since mu ch of the time this supplementary quota-

tion takes place during the tenorless passages of these four-

part movements, these quotations may be regarded, in sorne sense, 

as "tenor substitute.,,8 At times, however, the tenor substitute 

and the cantus firmus proper overlap. In either instance, 

these aU:ldliary borrowings may be regarded as a further 

supplement to the primary and secondary cantus firmus plans 

outlined earlier. 

In view of their decorative function, it need not be 

surprising that these auxiliary borrowings adhere less strictly 

to the model than do the cantus firmus borrowings discussed 

earlier. Departures from the model may be rhythmic or melodic 

and will be illustrated by a comparison between the different 

versions. The first instance to be discussed will be the 

--, 
1 
1 
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presentation of the complete superius of the Agricola work in 

the discantus of Crucifixus (Example 15). 

In Crucifixus, the entire discantus up to measure 92 is 

concerned with a presentation, with certain modifications, 

indicated by "X"s, of the entire superius of Agricolals work. 

Sections l to III of the model are presented exactly, except 

for slight rhythmic variations--indicated by brackets--in 

measures 12-13, 40-42 and 45-46, as weIl as a rhythmic-melodic 

change in measure 47. Similarly in section V only a small 

change is made--the rhythm of measure 74 of the model. Section 

IV, however, shows an obvious departure from the Agricola 

superius in measures 55-57 (where the note dl is being elaborated) 

and measures 58-59 (where the note Cl is ornamented). In 

addition to a slight rhythmic-melodic alteration in measures 

54-55, a further modification occurs with the separation of 

the first and second parts of that section by a ten measure 

rest, from measures 60-69. In this movement the segmented 

cantus firmus is not present during the statements of sections 

2 l 
l, II, IV and V, but is during sections III and IV. Because 

the segmented cantus firmus is the governing voice in the 

movement, its presence necessitates alterations in the 

secondary voice should dissonant writing result otherwise--
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witness the great number of changes in sections III and IV
1

, 

especia11y the latter, as i11ustrated above. 

The a1tus of Qui to11is and that of Osanna each present 

a considerable portion of the tenor as found in the mode1 with 

modifications at certain points. In ~ to11is (Examp1e 16), 

1 
sections II, III, IV and V are treated, the first four appear-

ing consecutive1y without break unti1 measure 35, where a 

free1y composed passage interrupts and 1asts unti1 measure 82, 

at which point section V appears. At four points in the a1tus 

there is a departure from the mode1, two by rhythmic a1terations 

and two by me1odic. The former instances occur in measures 6-7 

and 82-85, both cases showing a diminution of rhythmic values, 

in the 1ast one there being a reduction of one-third fo11owed 

by one-ha1f of the original. The two me10dic a1terations are 

found in measures 25-26 and 29-30, the former instance invo1ving 

the omission of a measure from the Agricola and the latter the 

substitution of a shorter, variant me10dic out1ine. The 

1 
segmented cantus firmus is not sounding when sections II, III 

and V are presented but is found at measures 25ff during sections 

2 
III and IV, where there occurs the pro1onged introductory 

peda1 note g. As the cantus firmus 1ine becomes active in the 

latter case, however, the a1tus proceeds free1y, that is with 



no--or with at best incidental and momentary--citation of the 

model. 

The altus of Osanna (Example 17) presents sections l, 

II, III and V of the Agricola tenor, the first two appearing 

consecutively up to measure 16. As the cantus firmus segment 

enters in the tenor at measure 17, the altus proceeds freely 

to measure 37. During the remainder of the movement, the 

tenor is aga in silent at measures 37-49 and 57-61. During 
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each of these interludes, the altus again quotes directly from 

the tenor part of the Agricola model, citing section III during 

the first interlude and section V during the latter. Rhythmic 

alterations are governed by the proportion 2:1 in measures 

37-38 and 44-45, while me10dic changes serve as elaborations 

in measures 11-12 (where there is also some diminution) and 

measure 65, as a rhythmic alteration of the model in measures 

47-48--substituting the characteristic rhythm of Agricolals 

measure 33 for that of measure 5l--and in measure 62, where 

there is a substitution of the motive from Agrico1a l s measure 

32 (transposed). 

The preceding discussion has dealt primari1y with 

a1terations of the mode1, and only incidenta1ly with the inter­

relationship of the scaffolding and auxi1iary cantus firmus 
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plans as found in the aforementioned movements. Table 7 traces 

the interconnections of these two cantus firmus systems in 

explicit detail. It may be noted that overlap occurs only in 

Kyrie ~ and Crucifixus. Also noteworthy is the evident symmetry 

in the interlocking of the two systems in the Osanna, ~i tollis 

and ~ ~ terra movements. Apropos of the passages of free 

writing and of parodistic material, it should be pointed out 

that much of the free writing in this work does, in fact, 

incorporate parody quotation at the motive or phrase level. 

The analysis of such passageshas, however, been reserved for 

the section entitled "Parodistic Aspects." 
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HARMONIC CONSIDERATIONS 

Vertical Sonorities--Consonant and Dissonant 

The types of vertical sonorities occurring in the 

Agricola work are also characteristic of the three-part move­

ments and sections of movements in Obrecht's Missa Si dedero. 

These elements will be examined as they are found in the 

complete Benedictus, in the three-part section of Agnus Dei l±! 

(up to the tenor entry at measure 64), and in Pleni. 

Of the 169 consonant three-part sonorities in Benedictus, 

sixty-eight (40%) are complete chords in root position without 

fourth, and five (3%) are complete chords in first inversion 

without fourth. Non-quartaI incomplete chords total eighty-six 

(51%), of which fifty-four present the 3rd but lack the 5th, 

fourteen have the 5th but not the 3rd, seven have either the 

octave or unison, and eleven present a 6th (or l3th) above the 

bassus. Only ten chords (6%) are quartaI. Of the seventy-three 

complete chords, thirty-seven contain the 10th above the 

bassus (51%). 

In Agnus Dei!!I, forty-five of the 127 three-part 

consonant chords are complete (36%), with thirty-four in root 



position, and eleven in first inversion: incomplete chords 

number seventy-four (58%). with fifty-seven having the 3rd 

but no 5th, nine the 5th but no 3rd, two with octave only, 

and six with a 6th above the bassus. Eight chords,(6%) are 

quartaI. Twenty-seven of the forty-five complete chords 

contain the interval of a lOth above the bassus (53%). 

An even lower incidence of the essential four th occurs 

in Pleni (Example 18), where, in a work containing 138 three-

part consonances, only two instances were found--an incidence 

of only one per cent. This movement also serves as an 

excellent example of the use of parallel tenths--a further 

9 
characteristic of the non-quartaI style. Such parallelism 

is foundin a total of twenty-five measures, representing 

thirty-two per cent of the seventy-six measures of that 

movement. 

In summary, it may be stated that, as is true of 
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Agricola's composition non-quartaI style is closely approximated 

in representative three-part sections of the Obrecht Mass. 

since about half the consonant sonorities contain a tenth 

above the bassus, and between fifty and sixt Y per cent of the 

chords are incomplete, with quartaI formations being rare. 

Since non-quartaI writing is not normally associated 
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with sacred music of the period,lO one would have to consider 

the possibility that Obrecht deliberately emulates the harmonic 

style of his model in these ~ movements. The foregoing 

observation is presented as an hypothesis. Its verification 

is beyond the scope of the present thesis, since this would 

require investigation of a representative sampling of other 

sacred works ~ by both Obrecht and his contemporaries. 

Withthe exception of those deviations from triadic 

sonority mentioned in the foregoing discussion of the three­

part movements and sections of movements, Obrecht follows 

contemporary norms in using the triad as basic sonority. 

Further departures from the latter do occur, however, in the 

form of dissonances, such as suspensions, passing tones, 

neighbouring tones and appoggiaturas, all of which are in 

general use in the periode There also appear dissonances 

which cannot he categorized: their occurrence within this 

composition, although infrequent, merits brief discussion. 

An examination of Example 19 reveals six different types 

of interesting dissonance treatment: four of these are drawn 

from the Benedi.ctus movement while the other two are found 

in Kyrie II and Christe respectively. 

Although rare, instances of parallel fifths and sevenths 
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are found. Example 19a illustrates the latter, with the 

sevenths occurring in measure 70 between the altus and 

bassus (the intervals concerned are marked with an "X"). 

Another consecutive dissonance, this time involving a ninth 

rnoving to a seventh in contrary motion, is located in measure 

65 of Benedictus (Example 19b), the intervals concerned being 

between discantus and bassus. Exarnples 19c and 19d show 

durational emphasis on upper neighbouring notes, in the latter 

case in what is later identified as the "consonant fourth" 

Il 
formula , and in the former case in a variant form thereof 

with active rather than static bassus. A leap of a fourth 

from a non-harmclnic tone is found at the end of measure 74 of 

Benedictus (Example 1ge)1 this sarne formula appears in the 

final measures of Agnus ~!!!. A leap to and from a dissonant 

note is located in measure 22 of Christe (Example 19f)1 the 

note to which the dissonant b leaps is the same as that preceding 

it. 

It can be seen, therefore, that even though dissonance 

treatment at the time of Obrecht is becorning stereotyped, there 

still occur brief passages in which may be found a rather free 

treatrnent of disson"nce judged according to later norms. 

Understood, however, in terms of the prevailing modes of 



intervallic, rather than of chordal, harmonie organization, 

these instances are both idiomatic and amenable to theoretical 

explanation. 

Harmonie Progression 

In order to avoid the pitfalls of ambiguous root 

extraction--a problem encountered in the Agricola chapter-­

the analysis of the harmonie progressions in Obrecht's Missa 

Si dedero will be confined to chords which are complete as 

vertical sonorities or in which the linear progression of one 

or more lines clearly defines a specifie triade The following 

detailed discussion of root movement is limited to two Mass 

movements--Kyrie !! and Patrem omnipotentem. The results 

obtained, however, are closely similar in each, and may be 

taken as representative for the work as a whole. 

Of the twenty-six chordal progressions in Kyrie lf, 

root relationship of the 4th or 5th is found in fourteen 

instances (54%), that of the 3rd in seven cases (27%) and that 

of the 2nd five times (19%). Frequently there is oscillation 

between two notes as in nine cases of the category first 

mentioned, three of the second and two of the third. 

-: 
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In Patrem omnipotentem, of the 145 unambiguous 

progressions, root rnovement by 4th or 5th is located seventy-

seven times (53%), by 3rd thirty-six times (25%) and by 2nd 

thirty-two times (22%). Oscillation between two notes occurs 

in thirty-eight instances in the first case, nineteen in the 

second and nine in the third. 

The unusually high incidence, for this period, of root 

progression (and oscillation) by 4th and 5th are style elements 

wholly in accord with Obrecht's generally recognized "feeling 

12 
for tonality, and his clear harmony." 

The Drive to the cadence13 

Salop notes two cadence-directed style elements which 

. 14 
Obrecht inherits from his predecessors and contemporar1es: 

a) cadence-directed bass line ("designed bass"), b) "tritone 

drive to the cadence" (direct or indirect). Both are illustra-

ted in Example 20. 

The first element--with "X" indicating the structurally 

important bassus notes--rnay be found in Ryrie ~ (Exarnple 20a), 

Qui tollis (Example 20b) and Benedictus (Example 20c). In 

Kyrie~, the bassus line emphasizes the fourth and fifth of the 



mode as it first rises sequentially from e in measure 62 to 

9 in measure 67, whence it drops precipitously to d in measure 

69, upon which note it hovers before leaping down a fifth to 
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the final cadence note at measure 72. In Qui tollis, the ~na~ 

of the mode is reached by a step-wise progression from e 

through to G in measures 106-109. 

Like that of Kyrie~, the bassus of Benedictus is a 

variant of the corresponding Agricola contratenor line. Thus, 

in place of Agricola's four-note motive, retained in Kyrie ~, 

a more intensive three-note motive with upward-leaping fourth 

rises in sequence from c to 9 at measures 66-69. At measures 

70-76, despite almost literaI quotation of the model's eontra­

tenor part, the moderately strong forward impulse of that 

part is notably inereased as a result of two slight, but telling, 

alterations. The first of these is the reiterative anticipation 

in dotted rhythm, at measure 71, of the neighbour-note embellish­

ment of upper tonic at measure 72 (g-f-g). The other is the 

replacement of the e at measure 75 by a dropping fifth, g-c, 

thereby effecting a swift deseent from upper to lower tonic by 

twice-deseending leap (g-c: d-G). By means of these rhythmic­

melodic changes, Agricola's elaborative insistenee on upper 

tonie in contratenor, at measures 71-74, is both extended and 



significantly enhanced, and his already cadence-directed line 

rendered more tensile and finely balanced. 

The foregoing examples are concerned witb single-line 

borrowings--in each instance a transplantation of some segment 

of the original contratenor line. It can be asserted that, 

in a sense, these are nevertheless instances of parody, sinee 

it is not the bare linear dimension of the borrowed element 

that is involved, but rather its harmonie function. As has 

been observed, it is the "drive to the cadence" that has been 

seized upon and is in various ways elaborated and enhanced by 

the borrowing composer. It is in this sense, and in keeping 

with Lenaerts's insistence upon the importance of the harmonie 

dimension in parodistic borrowings,15 that it seems justified 

to regard the present instances as examples of parody, rather 

than cantu~ firmus, technique. The fact, too, that in each 

case upper voices as weIl as bassus are involved in the 

borrowing process only serves to confirm this interpretation. 

Discussion of the complete texture of these passages has been 

reserved for a later section of the present chapter$ 

The tritone drive to cadence is expressed in Kyrie l 

(Example 20a), Qui tollis (Example 20b), Patrem omnipotentem 

(Example 21c), Osanna (Example 21d), Benedictus (Example 20c) 

82 
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and Agnus ~~ (Example 20d). In Kyrie!, the tritone is 

heard between the Cl in measure 70 and the fi sharp in measure 

71, both in the discantus voicei also this relationship may be 

found between the bassus c of measure 70 and the fi sharp. The 

most extensive use of the tritone occurs in Qui tollis (measures 

106-111) where there are four su ch instances. The first one 

appears between the two discantus notes Cl and fi sharp in 

measures 106 and 108, the second between the bassus and tenor 

of measures 107-108, the third between tenor (and altus) and 

tenor of measures llO-Ill, and the last one between altus and 

discantus of measure Ill. AlI ficta are inserted to avoid more 

direct tritones between the fi and the neighbouring b or e 

in a second voice. For instance, if the B in measures 108-110 

of Qui tollis were altered instead of the fi, the proximity of 

e would create a clearly audible tritone. Although tritones 

do exist when fi sharp is employed, they are fairly weIl hidden 

because of intervening chords. In Patrem omnipotentem, a 

tritone may be found between the bassus of measure 116 and the 

discantus of measure 117, and in Osanna between the discantus 

of measure 64 and that same voice in mea"sure 66. Benedictus 

provides a close tritone between altus and discantus in measure 

75 as weIl a.s a more distant one in the discantus of meaSllres 

-, 



74 and 75. In Agnus Dei ~, the tritone is heard between the 

bassus of measure 57 and the discantus of measure 58. 
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Sanctus (Example 20e) provides, in addition to a tritone 

c"_f' sharp in measure 32, a diminished fourth within the 

cadence area in the discantus. The latter interval may also 

be found in measures 65-66 of Christe (Example 20f) in the 

discantus. 

Aside from the cadence-directed bass line and the tritone 

drive to the cadence, other contemporary devices employed in 

achieving the "drive to the cadence" in this work are: 

a) sequence 1 b) pedal, c) anticipatory cadence1 d) increased 

rhythmic, texturaI and dissonantal activity. Examples of 

sequence have already been noted in discussing the cadence­

directed bass line. In close emulation of the Agricola model, 

the y may, in fact, be found in aIl three voices of measures 

62'-65 of Kyrie.! and measures 65-69 of Benedictus, and in two 

voices in measures 66-69 of Pleni (Example 2lf). A dominant 

pedal is sounded in the bassus of Christe in measures 61-66, 

effectively supporting the rhythmic activity and motivic 

accumulation in the upper voices. Anticipatory cadences-­

deceptive or other--occur in measures 110-111 of Qui tollis, 

measure 108 of ~ ~ terra (Example 2lb) and measures 134-135 
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of Crucifixus (Example 21e). Increased activity is found in 

measures 57-58 of Agnus D!i~: the preceding measures consist 

of slow half-notes and quarter-notes which evolve at measure 

57 into eighth-notes. In measure 30 of Sanctus, an increase 

in activity begins gradually and intermittently, suddenly 

bursting forth at measure 32. In both cases, those sections 

preceding the increased activity move slowly harmonically, 

while the following rhythmic increase results in more rapid 

harmonic changes and a tendency toward more elaborate writing. 

Increased rhythmic and motivic activity also involving striking 

texturaI contra st occurs within the last dozen or so measures 

of ~~ terra, while increase of dissonance is observable 

at the half-close at measures 65-66 in Benedictus, and before 

the final cadence at measures 74-75 in the same movement. 

Classification and Analysis of cadences 

Of the fourteen final cadences in Obrecht's Si dedero, 

nine are in three parts (Kyrie~, Christe, Kyrie lf, ~ in terra, 

Sanctus, Pleni, Osanna, Benedictus and Agnus ~lf) and five in 

four parts (Qui tollis, Patrem omnipotentem, Crucifixus, Agnus 

~ ~ and !!!). The a3 cadences are non-quartal in style while 



those a4 contain the fourth in the final chord, this interval 

appearing four times between altus and discantus and once 

between tenor and discantus. In addition, a V-I bassus 

progression emphasizing the finalis of the mode (i.e. g) as 

weIl as a 4-3 suspension within the V harmony are present in 

aIl the terminal cadences. 

In contrast to the uniformity of the final cadence~, 

treatment of the pre-cadential progressions is diverse, 

encompassing such procedures as: a) strong I-V emphasis: 

b) emphasis upon IV and/or VI as pre-cadential harmony(ies): 

c) use of VII (subtonium) within the Mixolydian four-chord 

cadence. An examination of Example 21 will make it evident 

that in those pre-cadential progressions employing the same 

treatment there is even further variation present. 

Instances of the first type May be found in Kyrie !! 

(Example 21a) and ~ in terra (Example 2lb). The I-Vemphasis, 

indicated by brackets, appears, in the former Example, in a 

simple, unelaborated and homophonic form, with the use of the 

tonic minor, whereas in the latter the tonic-dominant oscilla­

tion is found in a partially-imitative contexte 
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Patrem omnipotentem (Example 2lc) and Osanna (Example 21d) 

illustrate the second treatment. The IV and VI chords are 



indicated by an "X". In Patrem omnipotentem the VI chord 

appears on a weak beat in relation to the tactus, and is 
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created as a result of an. imitative process. It is, however, 

the IV harmony--separated from the VI harmony by a passing 

note--which is of more importance here with regard to durational 

value, as it is held for one and one-half beats across the 

tactus. After the passing chord on III a third harmony appears 

which, however, lacks a triadic structure, thus making its 

harmonic analysis--which cou Id be either IV or VI--ambiguous. 

In Osanna the first IV harmony is followed by a dominant minor 

concentration of two beats which leads into an ambiguous 

harmony (IV or VI)f no imitation is present in this case. 

Sorne clarification is needed concerning the third type 

of progression given above--that involving the subtonium. 

According to Lowinsky,16 there appears a new four-chord 

Mixolydian cadence in the fifteenth cent ury in which a cross­

relation occurs between the lowest and highest voices, resulting 

from the presence--within the one cadence formula--of the 

chord on lowered seventh of the mode as weIl as that containing 

the raised seventh. Lowinsky observes that the chord on the 

subtonium may, in modern terms, be classified as the subdominant 

of the subdominant, and pro,ceeds by suggesting that in modal 



polyphony this Mixolydian cadential formula fulfills the same 

function as the IV-I~-V-I progression of the major-minor 

17 
system. Examples of this progression may be seen in 

88 

Crucifixus (Example 2le) and Pleni (Example 2lf). In the first 

case the bassus note f of the subtonium chord--indicated by an 

"XII --forms a cross-relation with the tenor f sharp in the 

following chord and later in the discantus, whereas in the 

second instance, this cross-relation is found between bassus 

and discantus in measures 74-75. 

It seems clear from the foregoing observations that 

Obrecht's final cadences are anticipatory of later tonal 

practice. This is true both in the restricted sense that 

confines the term to the cadence chords as such and in the 

broader sense that includes the pre-cadential process as weIl. 

In conclusion, the relationship of initial and final 

18 
notes of movements may be briefly surveyed. In eight of the 

fourteen movements, initial and final notes are the same, 

providing further evidence of the composer1s penchant for 

tonal integration. Of the remaining six movements, three have 

d as initial note and 9 as final, as in the model. Here, as in 

the other three movements, which use either c or f as initial 

note, rootedness in modal practice asserts itself. 



89 

Ground Plan as Defined by Cadences and Other Structural Procedures 

Salop has demonstrated that, apart from the "designed 

bass" and "tritone drive to the cadence," many of Obrechtls 

Masses are progressive with respect to their harmonie organiza-

tion in that modula tory excursions of various lengths are 

complemented by "periodic returns to the basic tonality in the 

course of a movement." 19 An analysis of this type of harmonie 

organization, as it occurs in certain movements of the Missa Si, 

dedero, will be presented at a later point in this chapter. 

In the two examples to be cited and analyzed here--namely the 

Christe and Et in terra movements--still other forms of 

cadential organization present in this work are examined. In 

the latter of these examples, large-scale sequence patterns 

serve as participatory elements in the design. 

In the Christe movement (Example 22a), there appear 

eight structurally important cadences. These are associated 

with the ostinati of that movement, and are as follows: 

d (measures 9-10), c (measures 13-14), A (measures 25-26), 

G (measures 29-30), A (measures 39-40), c (measures 53-54), 

d (measures 60-61), and G (measures 66-67). AlI but the last 

of the se cadences involve a clausula~, the lower note of 

which is assigned to the bassus. Only the last and strongest 



assigns a V-I progression to the bassus, p1acing the c1ausu1a 

vera in the two upper voices. 

An interesting symmetry is observable in the system of 

eight cadences 1isted above if the initial note of ostinato 

entry is taken into account as we11. Thus, the first four 

cadences form a distinctive pattern of descent within the 

octave formed by the initial note of entry at measure 6 and 

the lower cadentia1 G at measure 30, the pattern being g, d, 

c, A, and G. A converse pattern of ascending cadences, G, A, 

c, d ~ , completes the cycle, extending from measures 30-67. 

Inter10cking with this cadential symmetry is an 

interesting balance in the disposition of the six statements 
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of the ostinato theme. The first two of these--each a complete 

statement of section l of the Agricola tenor, each therefore 

1 2 
comprising two phrases (I and l ) and together forming a 

total of four a1ternating phrases--are spread across the first 

thirty measures of the movement. In the latter ha1f of the 

movement, on1y the first phrase (Il) of the previous ostinato 

is used in four statements. This again invo1ves, therefore, 

four phrases which are, however, repetitive rather than 

a1ternating. 

A second type of organization is seen in ~ in terra 
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(Example 22b), where there is a fluctuation of emphasis between 

c and g, with most of the measures devoting themselves to the 

former tonality. This harmonic centering on c begins right 

from the opening measures and is followed throughout the 

first segment and afterwards with a cadence on 9 only appearing 

as late as measures 51-52. Momentary cadencing on d at 

measure 13 and again at measure 18 serves only to confirm the 

dominance of c as prevailing center. The following tenorless 

section at measures 52-64 again stresses c, with a cadence on 

9 at measures 64-65. A similar pattern is followed throughout 

the remainder of the movement, thus creating a large-scale 

five-fold oscillation between c and 9 across the total span of 

this ample movement. 

In addition to this oscillation between centers a 

fourth apart, various broad tetrachordal and hexachordal sequences 

play an important role, serving to place in bold relief the 

tetrachordal design of this movement. The opening set of 

sequences, employing motives i, ii and iii, as illustrated in 

20 
Example 22c, confine their harmonic progression to the 

tetrachord c-f while in the second set, which consists of 

motives iv, v and vi, the discantus is confined to the hexa-

chord a'-c' and the bassus to the tetrachord f-c, the latter 



being harmonically complemented by the former. This emphasis 

is also made evident in the sequences employed during the 

second segment (motives vii-x)--the descending tetrachord b-f 

(extended) in the altus (motive ix) and the relationship of 

the fourth within each of the sequences in the bassus (for 

example, the G-c-f relationship of the first sequence step). 

The underlying harmonie plan of these sequential passages is 

given in Example 22d, and the relevant passages are quoted in 

Example 22e. 

Salop has observed that "Obrecht appears to have taken 

a step toward the creation of a type of logic that operates 

21 
throughout the length of a movement." Salop's observation 

has particular reference to the type of tonal design described 
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in his article, an example of which--as found in the Benedictus 

22 
movement of the Mass--is analyzed below. The foregoing 

analyses suggest, however, that the composer at times employed, 

in the large-scale planning of movements, procedures other 

than those examined by Salop. 

Incipient Tonality 

Procedures mentioned in the above sections which contribute 



to a sense of tonality may be summarized thus: 

a) frequent oscillation between two roots a 4th or 5th apart: 

b) symmetrical cadential organization within a particular 

movement: c) use of a "designed bass," tritone or V pedal in 

the "drive to the cadence:" d) occasional emphasis on either 

I-V or IV and/or VI in the pre-cadential progressions: 

ë) terminal cadences, all of which present a strong V-I bassus 

movement with accompanying clausula ~ and 4-3 suspension: 

f) the use of large-scale planning of cadence relationships. 

93 
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PARODISTIC ASPECTS 

Frequency of Parodistic Borrowings 

In the introductory chapter of this thesis, attention 

was drawn to the conflicting statements of various authorities 

regarding mu1tip1e--or simultaneous--borrowing in the Obrecht 

Missa Si dedero. Attention was a1so drawn to the corresponding 

need for verification of the relevant data through objective 

analysis. 

A1l but one movement of this Mass were analyzed with 

respect to the presence of borrowed material other than that 

presented by the segmented cantus firmus. Random motivic 

citation was not included in the present ana1ysis, the results 

of which are set forth in Tables 8 through 11.
23 

Fol1owing compilation of the various tables, the number 

of measures invo1ved in simu1taneous borrowings was extracted 

for each of the movements. Borrowings involving but a single 

voice were not included. These figures were then re1ated as 

a ratio to the total number of measures in each of the movements 

in question. The resu1ts, expressed in percentages, are given 

24 
in Table 12. 
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It will be noted that, of the thirteen movements analyzed, 

simultaneous borrowings are absent or below five per cent in 

only three. Incidence of such borrowings stands at between 

approximately forty-five and ninety per cent in six of the 

remaining rnovements, and is not less than twenty-five per cent 

in four other movements. Illustrations of the process of 

literal borrowing will be found in Exarnples 20a, 2l~, and 

of more elaborate variation of ~orrowed material in Exarnples 25c 

and 18. 

It should be stressed that the foregoing figures do not 

include random rnotivic reference, which, although a prominent 

feature of this Mass, is less amenable to tabulation and 

quantification. Examples 23a, band c illustrate the incidence 

and nature of this phenomenon. 

In the light of the foregoing data, it may be asserted 

that simultaneous borrowing, which we have accepted as a 

criterion of parody construction, is a distinctive and 

pervading feature of Obrecht's Missa Si dedero. 



Function of Parodistic Borrowings 

The function of parodistic borrowing is to serve as an 

auxiliary form-building element. Its presence is made known 

in the introductory sections, the cadence-defining and 

terminal (coda-like) sections, the linking passages and 

episodes between cantus firmus segments and the developmental 

passages, with the result that a general unification is 

achieved. 

Introductory sections. The important force at work 

within the se sections is the motto theme (the opening theme 
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of the Agricola work). However, instead of duplicating the 

opening measures of the model with regards to the pitch placement 

and the independent motivic characteristics of each voice, 

Obrecht alters the pitch interrelationships and assigns the 

motivic characteristics of the first voice entering to those 

which follow. In this composition, those movements. employing 

motto reference are Kyrie ~, ~ in terra, Patrem omnipotentem, 

and Benedictus (Examples 24 a-d respectively). 

In Kyrie land Patrem omnipotentem imitation is involved 
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in three voices, while in ~ in terra only the altus and bassus 

present the same melodic material (that of the contratenor) 

since, as mentioned above, the discantus contains the entire 

superius of the model. The motto involved in Kyrie ~ and 

Patrem omnipotentem is based on the opening tenor of the 

Agricola. 

The voice relationship of contratenor-superius-tenor as 

found at the opening of the model is maintained in Patrem 

omnipotentem where it is, however, adapted to the four-part 

texture, becoming bassus-discantus-altus1 the intervallic 

relationship of the upper eleventh followed by the lower octave 

is altered to become eleventh to fifth. In Kyrie ~ and ~ in 

terra the voice order becomes bassus-altus-discantus with the 

intervallic relationships being fourth to four th and sixth to 

fourth re!spectively.. Self-repeating entries appear in both 

lower voices in Patrem omnipotentem: the second entry in the 

bassus repeats the first while that of the altus appears a 

fourth lower, its first note being the last note of the prior 

entry. The voice succession of this opening therefore becomes 

bassus-discantus-altus-bassus-altus. It is interesting to 

note that the redundant entry of the altus is an octave below 

that of the discantus, resulting in a feeling of return to the 
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intervallic relationship as found at the opening of the 

Agricola work. In Kyrie l there is a resemblance to a self-

repeating entry in the bassus, again with overlap1 however, 

its ending is altered in measures 8-9. 

In Benedictus aIl three voices take part in motto 

reference. At measures 1-5 the altus--accompanied for three 

measures by a free counterpoint in the bassus--presents the 

opening five measures of the model's contratenor at the octave 

and with a motivic pattern in measure 4 drawn from the tenor 

of measure 9 of the model. The discantus, from measure 3 

onwards, presents the superius of the Song-motet. The bassus 

completes the motivic reference by presenting the tenor of 

measures 6-10 of the model in the corresponding measures of the 

Mass movement, with only a slight rhythmic alteration in 

measure 9: the pitch placement is at the unison. 

This imitative pattern is also followed in Qui tollis 

and Agnus ~.!: however, ins't:ead of the opening motives of 

Agricola section l, those of section II are presented (tenor 

and contratenor of the model, respectively). 

In Qui tollis (Example 24e) the motto departs rhythmic-

ally from the tenor of the model bacause of a reduction of time 

values within that theme. The time interval between each entry 



is two measures, the same as in the previous motto references 

and as in section II of the Agricola work. The order of 

voices is changed to bassus-altus-discantus, the initial note 

to c and the intervallic relationship to a fifth" as compared 

to the Agricola voice order of contratenor-superius-tenor, 

the initial note g and the intervallic relationship of an 

octave. 

In Agnus Dei ~ (Example 24f), the plan employed in the 

non-cantus firmus voices is not that of throughimication at 

the opening, but rather of paired voices (as in ~ in terra). 

The altus-discantus pair uses the complete theme (measures 

16-20 of Agricola's contratenor) while the following bassus­

discantus grouping (with free counterpoint to the bassus) 

uses the abridged form of the theme (i.e. with the first two 

measures lacking). The initial note and the time distance 

between altus and discantus correspond to that of the model, 

while the intervallic relationship becomes that of the unison 

rather than that of the original octave. 

Cadence-defining and terminal (coda-like) sections. A 

distinctive feature of the closing section of Agricola's 

~l 
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Si dedero is the use of a four-step rising sequence on motive 

1
2

. Beginning at measure 65 of that composition, the sequence 

. . 25 
proceeds 1n tenths between d1scantus and contratenor. Its 

final step, melodically embellished with motives m and ~, 

extends from measures 69-73. A measure of more intensive 

rhythmic activity and of passing dissonance follows, still 

based on motive m. This leads into two cadential measures 

with characteristic suspension formula. 

In the following analyses of the various movements of 

Obrecht's Mass, it will be demonstrated that sorne materia1 

from the closing section (section V) of Agricola's work is 

present in all but a very few of these movements. In conjunction 

with these analyses, consult Examples 25a-k. 

The most extensive quotations occur in: a)!! in terra7 

b) the three a3 movements that appear toward the close of the 

Mass--namely, Pleni, Benedictus and Agnus B!!!f7 c) Agnus Dei 

III. 

Of these, ~ in terra employs the distinctive feature 

of double variation, thus expanding the twelve measures of 

Agricola' s section V to twenty-five me,asures. The first 

variational statement, presented during a tenorless section, 

follows the design of section V, but with motivic variations 

~I 



and with textural contrast involving a shift from duo to trio 

writing. The second variational statement achieves drastic 

textural simplification of the model through elimination of 

all but the harmonie skeleton of the sequence process, with 

a resulting homophonie texture. Variational treatment of the 

model is quite free after measure 100. The closing tenorless 

passage of four measures intensifies the imitative activity 

of the corresponding measures of the model. 

Each of the a3 movements noted above quotes the 

complete texture and shape of the original. Each embodies, 

however, numerous variant details that provide interest but 

in no sense obscure the reference to the model. 

Agnus ~ !!! follows a similar pattern, although, 

unlike the aforementioned movements, Agricola's tenor is 

quoted here not as tenor substitute but as cantus firmus 

segment. Furthermore, because of the presence of a fourth 

voice, its texture is fuller and more differentiated. 

Movements that involve considerably freer treatment, 

but are nevertheless clearly based on the model passage, are 

Kyrie~, Qui tollis and Agnus ~ ~. 

In Kyrie ~, Agricola's measures 62-66 are quoted ~, 

but with motivic variation in the upper voices, the original 

-, 
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contratenor being retained in the bassus unvaried. The tenor 

presents its final statement of Agrico1a's section l at 

measures 66-70. The accompanying free counterpoints estab1ish 

contact with section V, however, through considerable use of 

motives ~ and~. Agrico1a's final cadence is quoted 1itera11y 

at measures 75-76. 

In Qui to11is, the appearance of the final statement 

2 
of the current cantus firmus segment is hera1ded by motive! 

at measure 104. The motive continues in two further measures 

of sequence which proceeds, however, at the interva1 of the 

third rather than at the second as in the mode1. The sequence 

is disso1ved as the cantus firmus statement unfo1ds. Fragment­

ary references to e1ements of section V (as we11 as to other 

sections of the Agricola work) are integrated into the 

surrounding counterpoints as the cantus firmus moves to its 

close. 

In Agnus Dei!, the 1ast statement of the cantus firmus 

segment begins at measure 47. At measure 50, the bassus and 

discantus join the sequentia1 process in tenths, but with 

variant detai1s that destroy the sequence whi1e creating a 

more fluent 1ine. The 1ast three measures of the two lowest 

voices are a1most a direct quotation from the mode1. 
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Three further movements--Kyrie~, Patrem omnipotentem 

and Osanna--also reveal borrowings, although of a more tenuons 

nature. Sorne fifteen measures before the close of Kyrie ~, 

there is a reminiscence of Agricola's sequential motive 12: 

it is heard only transiently and not as a sequence, but in 

conjunction with motive m and in close canonic imitation 

between superius and bassus. There is no reference to Agricola's 

sequential process in the cadence area of Patrem omnipotentem, 

although sequential development is important earlier in the 

movement. Motives 11 and m are present, however, during the 

last four measures in pitch positions suggesting the pre-cadential 

harmonies of the model in its last four measures. In Osanna, 

the reference to section V occurs in the altus, where its 

opening measures are heard antecedent to the appearance of the 

cantus !irmus segment at measure 61. There is reference to 

neither a sequential process nor to the characteristic motive 

2 
1. An almost literaI quotation of the original cadence appears, 

however, at the close of the movement. 

The foregoing analyses demonstrate that, in five of the 

fourteen movements of this Mass, parodistic quotation of the 

closing section of the model is complete, although often varied. 

Progressively freer quotation occurs among six other movements, 
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in a1l of which the referential process is nevertheless 

clear, however fragmentary. 

These facts support the inference that the composer 

has used parody technique to signalize the termination of 

movements--a procedure that parallels his frequent use of 

parodistic treatment of the motto theme at the opening of a 

number of movements. 

Linking passages and episodes between cantus firmus 

segments. Because of the rather extensive presence of parodistic 

treatments in the linking passages and episodes between cantus 

firmus segments within various movements, it has been decided 

that an analysis of such elements be restricted to their 

occurrences within one particular movement, that of ~ in terra. 

Of the four tenorless sections present, the first two contain 

the majority of parodistic elementsr it is with these two 

26 
sections that this discussion will be concerned. 

In the tenorless introductory section (measures 1-15), 

the imitative process in the bassus, a1tus and discantus of 

measures 1-11 is based on the motto theme. The discantus of 

3 1 
measures 11 -16 presents measures 9~14 of Agricola's superius, 
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whi1e at the sarne time the a1tus (measures 124_16) contains 

incidenta1 motivic reference, as shown in Examp1e 26. The 

1 1 
bassus (measures 12 -16 ) fo11ows measures 10-13 of the mode1, 

a1though Obrecht, in measures 13_14
1

, simplifies the me10dic 
. 1 

form and a1ters the harmonie basis of measures 11-12 of the 

Song-motet. 

The second tenor1ess section--i.e. the first inter1ude-­

is found in measures 46-64. The discantus of measures 48
4

_53 

presents measures 32-35 of Agrico1a's superius whi1e the 

accompanying a1tu~ (measures 48
2
_52) and bassus (measures 482_51) 

incorporate incidenta1 motivic references, and are at times 

in para11e1 motion. Measures 35-40 of Agrico1a's contratenor 

3 
are presented in measures 52 -57 of Obrecht's bassus. In the 

presentation at measures 54-65 of measures 37-53 of the mode1's 

tenor in the a1tus, measures 40-45 of the Agricola are omitted 

and slight compressions and a1terations occur. The discantus 

of measures 57-65 presents measures 40-50 of the Song-motet, 

which resu1ts in a compression from e1even to six measures. 

In measures 58-65 of the bassus, the first five measures move 

in paral1e1 tenths with the corresponding measures of the 

discantus: the remainder of the bassus 1ine is free. The 

mosaic-1ike arrangement and redisposition of borrowed materia1s, 
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as described above, are characteristic procedures in Obrecht's 

27 
repertory of parody techniques. 

Variational treatment. An earlier section of this 

chapter was devoted to an examination of intrinsic harmonie 

characteristics present in Obrecht's Missa Si dedero in an 

effort to isolate elements identifiable with his generally 

harmonie style. No attempt was made in that section to 

examine harmonic--and more especially cadential--interconnections 

28 
between the Mass and its model as an aspect of parody technique. 

The present section is concerned with this problem. 

As has been noted earlier, each of the three-part 

movements other than Christe incorporates a single complete 

voice part of the Agricola work and is therefore identical in 

length with the model. Such correspondence is not present in 

the case of the four-part move~ents, which involve repetition 

of cantus firmus fragments. The three-part movements therefore 

of fer the most efficient basis for comparing interconnections 

between the Mass and its model. Of these, Pleni and Benedictus 



have been selected for detailed examination. 

A comparison of the Agricola cadences and those of 

Obrecht's Pleni, which may be located in Examples 4 and 18 

respectively, demonstrates that, with few exceptions, those 
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of the latter mirror closely those of the former. Thus, the 

terminal cadences for each of the five sections of the Agricola 

work are reproduced in the Pleni movement, with the exception 

of that of section III (measures 52-53), where a new bassus 

line is provided against the upper voices of the model. 

Cadential correspondence is also clearly evident in the case 

of the cadences at measures 7-8, 45-46 and 58-59. Somewhat 

less explicit texturally is that at measures 9-10, where 

Obrecht realigns Agricola's lower voices in contrapuntal 

inversion, providing them with a strong supporting bassus. 

Motivic activation of the treble part and inversion of the 

pre-cadential interval from tenth to sixth result in a more 

full, and more mellifluous, texture at measures 19-20. Thus, 

of the twelve cadences of the model, no less than ten are 

either direct quotations or close variants of their respective 

prototypes. This represents, of course, a high incidence of 

cadential correspondence. The inescapable conclusion is that 

Obrecht's use of Agricola's tenor line as the basis of this 
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movement involves more than mere linear transplantation. 

Both harmonie quotation and harmonie variation--in at least 

the limited sense noted above--are present as weIl. Recalling 

the importance of the harmonie dimension in Lenaerts's defini-

tion of parody, it seems justifiable to regard Obrecht's 

preoccupation with cadential transference variation as an 

identifiable aspect of his parody technique.
29 

Obrecht·s treatment of cadential material, however, 

transcends mere quotation. It may involve, as it does here, 

planned organization and re-grouping of such material, thus 

constituting a more complex parodistic treatment of borrowed 

harmonie elements. The Christe movernent examined earlier has 

already provided evidence of ground plan definition through 

cadential grouping. The restrictive nature of the ostinato 

principle in that movement, however, a110wed for the borrowing 

of only two cadence forms, that at measures 9-10 of Christe 

(an inversion of Agricola measures 9-10) and that at measures 

12-13 (based on Agricola measures 12-13). The Pleni can now 

be exarnined with respect to the grouping of its very much wider 

range of borrowed cadential material. 

The opening passage (measures 1-14) revea1s an inter­

polated cadence at measures 4-5, thus creating a rhyrning 

'':.''='< 

1 
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relationship with the cadence at measures 9-10. Two further 

cadences are present in this passage, namely that at measures 

7-8, heightened by the Phrygian B flat, and the closing cadence 

on c (measure 14), in almost literal quotation from the model. 

Alternation of cadential centers--an element latent in Agricola's 

opening section--becomes the governing principle of this passage, 

as demonstrated in Example 18. Furthermore, the quite tenuous 

thematic connections of this group of cadences within the model 

are here fully developed. For example, the transference to the 

discant of the original contratenor motive at meas~res 9-10, 

and the motivic activation of the descending step at measures 

7-8 of the Agricola, crea te complementary motivic relationships 

which are further enhanced by bassus parallelisms in tenths 

in each instance. Other motivic interconnections are indicated 

in this same Example. 

In the succeeding passage (measures 15-37), the organi­

zational principle is that of uniformity, rather than alternation, 

of cadential center. Each but the last linking cadence is 

formed about the clausula vera on g, each being, however, finely 

differentiated in weight and function. In adherence to this 

principle, two such cadences are interpolated, one at measures 

28-29 (one of the strongest internal cadences of the movernent) 



and the deceptive cadence at measures 33-34. Also, a cadence 

on G at measures 31-32 displaces the original c cadence at 
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that point, as does the cadence averted towards c at measures 

34-35, the original deceptive cadence on g. Motive~, in 

either a pre- or post-cadential position serves as a connective 

among aIl but the last member of the group. 

Quite apart from the continuous linear quotation in 

the altus, and the brief texturaI quotations at measures 19-20 

and 24-25, the passage also involves parodistic development of 

two borrowed elements--a sequential and an imitative process. 

The former, presented in two stages that culminate in the strong 

authentic cadence at measures 28-29, represents a development 

of the sequential process of Agricola's section V. This 

latter passage, as reproduced in its full texture, but with 

incidental variational detail in the closing measures (measures 

65-76) of the present movement, attains greater urgency and 

climactic emp.r:.,asis as a result of the anticipatory sequences 

heard at measures 14-29. The imitative process, although 

touched upon earlier, daminates the writing after measure 29, 

both within the passage terminating at measure 37 and briefly 

at the beginning of the ensuing section. 

Sequence provides the organizing principle of cadential 
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relationships within the next passage of the movement (measures 

37-64), as may be seen in comparing the melodic sequential 

formula at measures 45-46 (c), 52-53 (g), 55-56 (a), 58-59 (Cl, 

in altus) and 63-65 (Cl, in discantus). From measure 46 on, 

the writing tends to be somewhat less active rhythmically, 

thus providing an episode of relief in relation to the preceding 

and ensuing sections. It concludes with a parody quotation 

a3 at measures 62-64, from which ensues the climactic parody 

quotation of the closing section at measures 65-76. 

In contrast to the rather complex cadential re-organization 

in Pleni, Benedictus offers an instance of the transformation 

of Agricola's cadence network into a tonally unified plan by 

means of a few strategically placed cadential alterations. A 

comparison of Table 13 with Table 5 will clarify this point. 

Unlike the Agricola work, which begins on d and ends 

on G, the Benedictus commences and termina tes on G. Retaining 

Agricolals triple reference to 9 at the close of sections II, 

III and V, Obrecht reinforces these with three further 

references to the 9 center: a) at the beginning, where he 

harmonizes Agricola's entry on dl with the fifth below~ b) at 

the opening of section II (measures 20-22)7 c) internally in 

-, 



section III at measure 49. 

References to the c center fo11ow Agrico1a's genera1 

plan, but with a few significant changes that serve to create 
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a different balance between the two centers and that a1so permit 

greater f1uidity of transition. Agrico1a's momentary reference 

to G at measure 20 does not offset the virtua11y twenty measure 

stretch of c-centered writing from about measures 12-32. Obrecht 

reinforces Agricola's momentary def1ection toward 9 at that 

point by creating two successive cadentia1 processes on g, one 

at measure 20, the other at measure 22, and a1so by e1iminating 

Agrico1a's interna1 c cadence at measure 23. These procedures 

serve to offset more secure1y the 1engthy digression towards 

c imposed by the Gregorian theme itse1f and by Agrico1a ' s 

setting between measures 12 and 32. 

At the close of section II, Obrecht replaces Agrico1a ' s 

G cadence--virtual1y his first decisive reference to that center-­

by a deceptive cadence on 9 (g/e), which is a tona11y ba1anced 

procedure in view of the .fact that this is his third, rather 

than first, reference to the 9 center, his two previous 

references having occurred at the very opening of the movement and 

at measures 20 and 22 respective1y. 

Obrecht's section III fo110ws Agrico1a ' s plan for that 
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section, but reinforces rather than averts the g center as does 

Agricola by means of a sequential progression in dropping 

fifths in the bassus at measures 40-49: a-d, d-G1 g-c, d-G. 

Section IV centers on c as does the model, but with a 

bassus progression G-A rather than the imperfect cadential 

progression g-e at measure 59. Thus the return to the g center 

in the final section is prepared for. 

The Pleni and Benedictus movements represent, then, 

parodistic adaptations of Agricola's scheme of cadences, and 

exemplify Obrecht's periodic returns to the basic tonality 

d ' h '1 30 ur~ng t e course of a movement as d~scussed by Sa op. 
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Spetrucci, Missarum diversorum autorum liber l (Venice, 
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Notation ~ POlyphonie Music (Cambridge, Mass.: The Medieval 
Acedemy of America, 1953.), fasc. 40, p. 183. 
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recurrent cantus firmus repetitions, whereas the three-part 
movements are, of cog,rse, free of tfsmor domination. 

9It should be noted, however, that this characteristic 
is not exclusive to that style. Salop observes that Obrecht's 
use of parallel 3rds and 10ths is "probably not equalled by 
any composers before or since. 1I (Salop,~ • .ill., p.2l9.) 
This generalization has reference to the master's total output 
and not simply to works or passages !le 
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to either the lowest note of the initial interval or sonority 
of the movement, or to the first note--in whichever voice--of 
its opening imitative entry. The term "final note" refers to 
the lowest note of the closing sonority of the movement. 

19 Salop, "Jacob Obrecht ••• ," 308. 

20This Example also demonstrates the sequential process 
to which the motives are subjected. 

21 Salop, IIJacob Obrecht ••• ," 304. 

22 
See below, pp. lllff. 

23 
Tables 8 and 10 are concerned with either literal or 

slightly modified quotations7 Tables 9 and Il with more elabor­
ately varied forms. Data relating to a4 movements (with the 
exception of Sanctus) are presented in Tables 8 and 9, whereas 
those relating to a3 movements are given in Tables 10 and Il. 

24The percentages given in the Table are totals. The 
figures in brackets represent the individual frequency ratios 
for literal borrowings (at left) and for elaborate borrowings 
(at right). 
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25See above, p!, ,40. 

26The third tenor1ess section (measures 85-95) commences 
with an interval1ic imitation of the bassus in the a1tus at 
the 4th for four measures, fo110wed by sporadic appearances 
of motives m and 11 in discantus and a1tus. The final tenor1ess 
section (measures 106-109) treats motive m imitative1y in 
discantus, a1tus and bassus respective1y, fo110wed by the final 
cadentia1 measures. 

27 
Sparks, 22. ~., pp. 300ff. 

28 .. 
See, however, the observat10ns concern1ng parody in the 

discussion re1ating to "the drive to the cadence" above, pp. 80ff. 

29These observations complement simi1ar tendencies noted 
on pages 80ff, 89ff, 99ff and e1sewhere in this chapter. 

30 See above, p. 89. 
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Chapter V 

THE MISSA SI DEDERO OF ALEXANDER COPPINUS 

TREATMENT OF THE CANTUS FIRMUS 

In contrast to Obrechtrs practice of drawing the cantus 

firmus for his Missa Si dedero from a single voice of the 

Agricola mode1 and treating it in a structura11y consistent 

manner, Coppinus makes use of both superius and tenor of the 

1 
mode1 as cantus firmus source in his Mass, presenting them 

in a form which is either consistent with the original, or 

in e1aborated or segmented form. Since. the e1aborated forro 

of the cantus firmus ho1ds a more prominent position in this 

Mass than the original or segmented forms, in that it serves 

as the exterior boundaries for the Gloria, Credo and Sanctus 

divisions, it will be identified as Primary Framework. 

Secondary Framework will refer to the presentation of se1ected 

segmen1:s of either tenor or superius of the model, treated as 

ostinati. Fin3lly, the Tertiary Framework will have as its 

characteristic the quotation of a complete voice from the 

mode1. The cantus firmus framework is given in Table 14. 

Comparison of the two Masses revea1s that the primary 



117 

Chapter V 

THE MISSA SI DEDERO OF ALEXANDER OOPPINUS 

TREATMENT OF THE CANTUS FIRMUS 

In contrast to Obrecht's practice of drawing the cantus 

firmus for his Missa Si dedero from a single voice of the 

Agricola mode1 and treating it in a structura11y consistent 

manner, Coppinus makes use of both superius and tenor of the 

1 
mode1 as cantus firmus source in his Mass, presenting them 

in a form which is either consistent with the original, or 

in e1aborated or segmented form. Since the e1aborated forro 

of the cantus firmus ho1ds a more prominent posiËion in this 

Mass than the original or segmented forms, in that it serves 

as the exterior boundaries for the Gloria, Credo and Sanctus 

divisions, it will be identified as primary Framework. 

Secondary Framework will refer to the presentation of se1ected 

segments of either tenor or superius of the model, treated as 

ostinati. Fina11y, the Tertiary Framework will have as its 

characteristic the quotation of a complete voice from the 

mode1. The cantus firmus framework is given in Table 14. 

Comparison of the two Masses revea1s that the Primary 

... -~ 

1 

i 
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Frarnework of Coppinus's cantus firmus structure corresponds 

to Obrechtis segrnented cantus firmus in the sense that both 

supply the scaffoldings for the form-at-large. Three signi-

ficant differences between the two Masses may be noted, however. 

The first pertains to the dimensions of the cantus firmus, 

the second to its relation to texture, and the third to its 

melodic fidelity to source. 

with regard to the first point, it will be recalled 

that, in the Obrecht work, a single broadly-conceived and 

elaborately articulated statement of the scaffolding cantus 

firmus encompasses the total dimensions of the Mass. The 

Coppinus work, on the other hand, contains three statements 

of the scaffolding cantus firmus, each enframing a major 

liturgical division of the Ordinary as noted above. A glance 

at Table 14 reveals that the interval distribution of cantus 

firmus sections within the Gloria, Credo and Sanctus divisions 

is much more flexible and non-systematic in treatment than is 

the rigid distribution of the scaffolding segments in the 

Obrecht Mass. This is an interesting point since, according 

to Sparks, the scaffolding principle IIrepresents an important 

and characteristic aspect of the rational trend in the late 
2 

fifteenth century," and is normally characterized by highly 
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formalized and syrnrnetrical patterns as in the Obrecht work. 

Coppinus's non-formalistic treatment of this principle is 

in keeping with his otherwise freer and more fanciful manipu-

lat ion of the cantus firmus, as noted in relation to paraphrase 

below. 

A second point of difference is more fundamental, 

relating as it does to texturaI integration. Obrecht's various 

augmentations of the cantus firmus segments ensure a sharp 

cleavage in texturaI values between cantus firmus and its 

surrounding counterpoints. Coppinus, in keeping with a more 

forward-looking contemporary practice, transfers his cantus 

firmus, for the most part, in integer valor, thereby attaining 

greater uniformity of texture. 

Closely linked with the question of texturaI integration 

is the use in Coppinus, and the avoidance in Obrecht, of the 

technique of paraphrase. This represents the third point of 

difference between the two Masses with respect to the structural 

cantus firmus, and again points out the Italian composerls 

inclination toward "the irrational or fanciful tendency" within 

3 
the current Northern style, as against Obrecht's strongly 

rational and formalistic bent. 

Comparison of cantus firmus treatment in the two Masses 
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may be pursued by noting that ostinato technique domina tes 

five of the thirteen movements of the Coppinus work, in which 

movements i't provides the so-called Secondary Framework of 

cantus firmus structure. In sharp contrast, ostinato repetition 

of the theme--in integer valor, that is--occurs but once in 

the Obrecht Mass, in the Christe movement, where it obviously 

represents a quite transient and. episodic feature of construc­

tion. If, however, the term ostinato is broadened to include 

repetitions involving proportional relationships of note values, 

it will be evident that this technique dominates the Obrecht 

Mass to an even gre~ter extent than it does the Coppinus work. 

In this extended sense. in fact, ostinato represents the basic 

principle of cantus firmus construction in the Obrecht work, 

and regulates the formaI plan of its fourteen movements. 

Finally, the Tertiary Framework will be sean to resemble 

somewhat the structural plan found in Pleni, Benedictus and 

Agnus ~l! of Obrecht's Mass. Common to the two plans is 

the use of a complete voice pa,rt from the model. An essential 

difference, hm-lever, is that in the Obrecht work tenor is 

invariably omitted in the movements in question, whereby the 

borrowed part assumes the character of "tenor substitute." 

This condition is not always present in the Coppinus movements 
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based on the Tertiary Framework. 

The following paragraphs present a detailed account of 

cantus firmus construction in the Coppinus Mass, within each 

of the three categories noted above. 

primary Framework 

Contrasting with the strict adherence of the cantus 

firmus to the melodic and rhythmic characteristics of the 

Agricola tenor in Obrecht's Missa Sidedero, the cantus firmus 

in its role as Primary Framework within the Coppinus Mass 

is often characterized by free alterations to the original 

material through melodic elaborations (especially at the 

cadence), augmentation or diminution of certain notes, omission 

of rests which separate certain sections of the cantus firmus, 

truncation of these sections, and so on. The course of, and 

the alteration to, the cantus firmus acting as primary Frame­

work will be examined below. 

The first movement to be discussed is ~ in terra (Example 

27). The cantus firmus makes its first appearance at measure 

17 in tenor l, with a slight rhythmic elaboration of the 

J 



cadentia1 material (motive~) as found in measures 12 and 

following the model. With the statement of section II, 

beginning in measure 26, another type of e1aboration is seen 
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in the use of note augmentation, division of the phrase by 

rests and melodic-rhythmic e1aboration, as se en in measures 

28-31, 40-42 and 43-44 respectively. At measures 62-65 of 

section III, the interval from b-c' of the model is elaborated, 

preceded by a rhythmic augmentation of the opening notes of the 

phrase. opon its resumption, this time in bassus at measure 78, 

the cantus firmus is joined by a parodistic presentation in 

tenor 2 of the corresponding Agricola superius. In measures 

83-84 the cantus firmus migrates back to tenor 1 where it 

remains, while superius of the Agricola work is transfered 

from tenor2 to cantus. The cantus firmus and the Agricola 

superius as presented in meas~res 78-91 of the Coppinus move­

ment do not deviate rhythmically or melodically from their 

original form in the mode1. 

In measures 1-9 of Qui sedes (Example 28), tenor 1 

presents section IV of the tenor cantus firrnus1 against this, 

from measures 7-9, is sounded in cantus the parodistic quota­

tion of the latter half of section IV of the model's superius. 

Sections IV and V of the cantus firmus are separated by 



123 

non-cantus firmus materiaJ, the latter section commencing at 

measure 49, in conjunction with the corresponding Agricola 

superius: at this point, in contrapuntal inversion of the 
., 

original, the c~ntus firmus is -n-ansferred to cantus while 

tenor 1 sounds the model's superius. 

In Patrem omnipotentem (Example 29), the tenor cantus 

firmus is stated in tenor 2, a canon at the fo~rth appearing 

with that voice in tenor 1 from measures 8-16. Following 

this statement of section l there occur nine measures of rest, 

from measures 16-25, after which the cantus firmus resumes 

with section II, this time in tenor 1, employing both augmen-

tation and diminution from measures 26-40. Following the 

first half of section III, which extends from measures 53-62, 

there ensue thirty-six measures of rest, after which the 

remainder of that section is heard until its dissolution three 

m~asures later at measure 102. 

In ~ in spiritum (Example 30), the tenor cantus firmus 

appears in tenor 1 at measure 65: the cantus firmus is varied 

in measures 76-88 by augmentation of the opening long notes 

and elaboration of the succeeding material which is patterned 

according to the shape of measures 70-73 of Agricola's tenor. 

In Sanctus (Example 31), cantus presents section l of 
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superius of the model as a three-fold ostinato, while tenor 1 

presents sections I, II and III of Agricola's tenor as cantus 

firmus. A noteworthy point concerning the cantus firmus is 

the presence of a double statement of the first phrase of 

the Agricola tenor, the first one occurring from measures 1-8 

and the second statement following immediately at measure 10 

and leading into section II of the cantus firmus at measure 19, 

with the presence of some diminution and truncationr the 

second half of this latter section is postponed to the end 

of the movement. Following a brief interpolation during the 

course of the second ostinato statement, section III of the 

cantus firmus enters at measure 36. A free deve10pment extending 

from measure 45 to measure 54--at which point the last part of 

section II is heard--proceeds in conjunction with the third 

ostinato phrase of cantus. 

In Hosanna (Example 32), the opening eleven measures of 

tenor 1 present an elaborated forro of the opening of tenor 

section III. From measure 12 to the end, however, the cantus 

firmus is unvaried. 

-) 
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Secondary Framework 

A second type of cantus firmus treatment in the Coppinus 

Mass is that involving the presentation of a single ~ection 

from either superius or tenor of the model as an ostinato. 

The five movements in which this technique is found are Et 

incarnat us , ~ ascendit, Sanctus, Pleni and Benedictus. The 

first section of the Agricola tenor is the source for the 

segments present in Et incarnatus and ~ ascendit and its 

second section for the segment in Benedictus. The first and 

second sections of the superius voice of the model provide 

the ostinati for Sanctus and Pleni respectively. These segments 

are not restricted to a single voice throughout the Mass but 

appear in bassus, cantus, cantus, tenor 1 and bassus of Et 

incarnatus, ~ ascendit, Sanctus, Pleni and Benedictus respec­

tively. In those instances when the tenor ostinati are present, 

each segment is sounded four times, with a transposition scheme 

for ~ incarnatus, ~ ascendit and Benedictus as follows: d, g, 

d, g: gl, fi, dl, gl: G, A, c, d respectively. The ostinati 

based on superius occur only three times each and are not 

transposed. 

Pairing of movements is a noteworthy relationship within 

the set of five ostinato movements. Thus, the adjacent movements, 
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Et incarnat us and ~ ascendit, constitute a pair not only in 

their sharing of a common three-part texture, but also in 

their sharing of the same ostinato theme, which effectively 

migrates from bassus in the first of these movements to cantus 

in the second. Pleni and Benedictus form a similar pair, not 

only with respect to their adjacency, but also with respect 

to their common four-part texture, to the common source of 

their similar ostinato themes and to the migratory pattern-­

from tenor in the earlier movement to bassus in the latter--of 

the ostinato. Sanctus stands apart from these paired movements 

both with respect to its full, rather than reduced, texture, 

and to its combinat ion of Primary and Secondary Frameworks. 

When compared to the model, the segments based on 

superius remain faithful to their source while those derived 

from tenor are altered to varying degrees. The segment is 

least changed in Et incarnat us, where only the final note is 

rhythmically varied, being reduced by half its value. In the 

following ~ ascendit, the note in the fifth measure of the 

segment is diminished in value for the first two appearances, 

while in the third statement the final note is shortened as 

weIl: in the last presentation the first three notes are halved 

rhythmically. In Benedictus the fourth and fifth notes of the 
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se~Jent are in diminution. The a1terations discussed above 

are i11ustrated in Examp1es 33a-c. These ostinati act as 

cantus firmus in a11 movernents mentioned above except Sanctus, 

where as previous1y noted, the primary Framework holds this 

position. 

Tertiary Framework 

This framework involves the presentation of a complete 

voice from the mode1 against most1y non-cantus firmus material. 

In the three movements emp10ying this technique--Qui tollis 

and both Agnus B!!--superius is the voice being reproduced. 

In Qui tol1is, this voice is found in bassus at the octave, 

whi1e in the first Agnus Dei it is presented in cantus at the 

unison and in the second Agnus ~ in a1tus at the fourth. 

Aside from these differences in pitch placement, the melodic 

and rhythmic structure is identica1 to the superius voice of 

the Agricola work. 
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HARMONIC CONSIDERATIONS 

Vertical Sonorities--Consonant and Dissonant 

An examination of the consonant vertical sonorities in 

three part movements reveals a pattern of vertical formations 

rather different from that of the Obrecht work. The movement 

chosen to illustrate this point is Qui tollis. Of the 155 

consonant chords in that movement, as many as seventy-four (48%) 

are incomplete. This represents a. difference of only four per 

cent between the two types. By way of contrast, the difference 

between complete and incomplete formations in the a3 section 

4 
of Obrecht's Agnus Dei l!! is as high as twenty-two per cent. 

Thus, in the Coppinus movement, complete and incomplete forma­

tions virtually counter-balance each other, whereas in that by 

Obrecht the latter dominate. 

Furthermore, of the 155 three-part sonorities, as many 

as thirty-three (21%) are quartaI. This represents an incidence 

of more than three times that found in Obrecht's Benedictus, 

for example, and as much as seven times more than that found 

in Agricola's Si dedero. 

A further point is the marked difference in the use of 

~I 
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six-three para11e1ism--that is, of fauxbourdon-1ike treatment. 

In the Obrecht Mass, such passages are virtua11y non-existent, 

the on1y one found being a ha1f measure of six-three para11e1ism 

in the three lowest voices four measures before the final 

cadence of Osanna (Examp1e 21d). By way of contrast, the Qui 

to11is movement a1one, in the Coppinus Mass, has three such 

passages, whether direct or sequentially embe11ished, as demon-

strated in Examp1es 34a-c. This point is of particu1ar interest 

in view of Fox's speculation that a contributing factor in the 

appearance of non-quarta1 style cou Id weIl have been the disfavour 

into which the older fauxbourdon style had fa11en toward the 
5 

close of the fifteenth century. 

The conclusion drawn from the foregoing observations is 

that, un1ike Obrecht and Agricola, Ooppinus does not cu1tivate 

the non-quarta1 style in the present work. 

Inspection of the complete work not unexpected1y revea1s 

that the basic sonority is, as with Obrecht, the triad, even 

if--again as with Obrecht and other contemporaries--not a11 

harmonie events are explicable in terms of triadic harmony. 

Dissonance treatment c1ose1y resemb1es that of Obrecht and 

Agricola in that, in addition to the more conventiona1 passing 

dissonances of the period, occasional unprepared or free1y 



resolved dissonances occur. Thus, the leap to and away from 

a dissonant d in tenor 2 at measure 93 of Patrem omnipotentem 

(Example 35d), and the leap away from the unresolved 9 and to 
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the dissonant Cl at measure 30 of ~ ascendit (Example 35f), 

recall procedures similar to those found in Agricolals Si dedero 

(Examples 7b, c and d) and in Obrechtls Mass (Examples 19c, e 

and f). It is passages such as these, for example, that are 

frequently subject to more rational explanation if interpreted 

in terms of intervallic, rather than of triadic or chordal, 

harmony. By way of illustration, Example 35f, which submits 

most uneasily to analysis in chordal terms, allows for'more 

cogent explanation in terms of intervallic combinat ions of 

voices. Thus, the tenor notes a and gare respectively consonant 

and dissonant in relation to bassus, but bear the reverse rela­

tionship with respect to cantus. Similarly, the bassus note c 

is related to the surrounding dl notes as lower neighbour note, 

in the context of bassus-cantus interval formations. Neverthe­

less, the same bassus notes stand in reverse relationship to 

tenor, bassus d being, in this perspective, a suspended seventh 

that quickly resolves into the octave. 

Formations that cou Id be accounted for in either chordal 

or intervallic terms are the occasional dissonant passages 
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involving conjunct progressions in either parallel or contrary 

motion. The striking series of three parallel seconds in the 

inner voices at measure 16 of ~ in terra (Example 35a) may be 

cited as an instance not unlike Example 19a in the Obreçht Mass. 

Similarly, the successive dissonances by contrary motion at 

measure 109 in Patrem omnipotentem (Example 35e) closely resemble: 

those in Example 19b. Technically similar, but of denser 

sonority because of range, and further complicated by the use 

of an escape note in bassus, is the passage at measure 21 in 

Patrem omnipotentem (Example 35c). 

Another noteworthy dissonance is the rhythmic stress in 

cantus at measure 19, on the harmonically dissonant note el in 

Qui tollis (Example 35b). The procedure, which involves the use 

of an unprepared seventh between cantus and bassus, is analogous 

to the consonant fourth that occurs as an idiomatic formation 

in this and in other works of the period.
6 

An interesting 

instance of expressive ornamental resolution of a suspended 

seventh occurs in the final cadence of Sanctus (Example 35g). 

In order to place the foregoing discussion of dissonance 

in perspective, it should be noted that--as is again true of 

the Agricola and Obrecht works--Coppinus writes in a prevailingly 

consonant idiom in this work. Dissonance, when it does occur, 
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is preponderantly in the form of light and unobtrusive passing 

note formations--often single or in parallel thirds, sixths 

or tenths. More intensive dissonance of the type discussed 

above oocurs relatively infrequently. Generally, as in almost 

aIl of the Coppinus Examples cited, such dissonance serves 

the purpose of pre-cadential intensification. 

Harmonie Progression 

This discussion, as in the chapter on the Obrecht work, 

will consider relationships between chords whose harmonie content 

can be recognized. In this light, Agnus Dei ~ and II and Agnus 

Dei III are to be examined. --
In Agnus Dei ~ and !!, of the ninety-seven progressions 

examined, fort y-four (45%) contain root relationship of the 

fourth or fifth, twenty-seven (28%) of the second and twenty-six 

(27%) of the third. Oscillation by step between two notes is 

found occasionally. 

In Agnus Dei !!l, of the seventy-three chords, fort y-one 

(56%) are related by a fourth or fifth, eighteen (24%) by a 

second and fourteen (20%) by a third. Oscillation--often of 

motivic origin--occurs here as weIl. 
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It can thus be seen that in both cases the root relation-

ship of the fourth or fifth predomina tes, occurring in about 

half the progressions examined. These ratios closely approximate 

7 
those of the Obrecht Mass. 

, 

D'Accone has commented on Coppinus's "feeling for chordal 

sonority and clear tonal progressions"--qualities which he 

identifies with "the tonal-harmonic precepts of Italian music" 

8 
of the periode The foregoing statistics support this evaluation, 

if only in an abstract sense. More tangibly, the qualities to 

which O'Accone refers may be demonstrated by comparing briefly 

a fragment such as section l of Agricola's superius in the 

respective harmonizations of Agricola, Obrecht and Coppinus 

(Example 36). 

Incidence of root progression by fourth or fifth in this 

Example is least in Agricola (22%), next in Obrecht (38%) and 

greatest in Coppinus (50%). Conversely, progression by third 

is greatest in Agricola (33%), next in Obrecht (23%) and least 

in Coppinus (10%). Root progression by step is roughly equal, 

being fort y-four per cent in Agricola, fort y per cent in Coppinus 

and thirty-eight per cent in Obrecht. More significant, however, 

is the controlled and directed movement of the individual bassus 

progressions.--whether those of fifth, second or third--and of 
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the larger sweep of the bassus line, whereby c is unmistakably 

established as tonal center. It is this element of design that 

clearly differentiates his harmony from the pronounced modality 

of Agricola's setting, and even from Obrecht's harmonization 

which achieves tonal integration by quite other means, and 

with less fluency of line. 

There is an element both of assurance and of subtlety in 

the circumscription by Coppinus of tonic center from the initial 

c in measure 1 to the cadential c in measure 6. Both the 

alternat ion of gentler and sharper melodic thrusts toward the 

repeated dominants in the intervening measures and the tapering 

recession from the last of these dominants serve to create a 

graceful bassus contour that clearly, yet unobtrusively, affirms 

the tonality. There is a further blending of purposefulness 

and elegance of tonal design in the continuance of the tapering 

process beyond the cadence at measure 6 to the A two measures 

beyond, as there is in the function of that A as preparatory 

harmony toward the modula tory cadence on d that follows at measure 

10, and aga in in the function of that d as supertonic pivot 

toward the tonic cadence in the closing measures of the passage. 

Also, the natural ease with which various borrowed motives are 

interwoven into the unfolding pattern of the bassus line constitutes 
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further evidence of the composer's f1uency of technique. 

In contrast, Obrecht's more massively conceived--that is, 

less continuous and nuanced--bassus line comprises four separate 

phrases, each terminating with a characteristic agogic pause. 

The four respective terminal notes--c, g, d, c--form the large 

pillars·of the tonal structure of this passage. The rhythmic 

emphasis of the agogic accents and the tonal strength of the 

terminal notes are sufficient to create a sense of tonal unit y 

despite the rather high concentration of tonally ambiguous 

harmonies in the first two phrases. 

The Drive to the Cadence 

The foregoing discussion of the capacity of Coppinus to 

secure tonal cohesion within the phrase has rested on a 

demonstration of the directional elements of his bassus line. 

Sorne of the further techniques employed in achieving the drive 

to the cadence in the Coppinus work will now be examined. The 
9 

first of these is the use of the tritone. Illustrations are 

drawn from measures 74-75 of Qui tollis, measure 64 of Qui sedes, 

measure 87 of ~~ spiritum, measures 59-60 of Benedictus, 

measures 31-32 of Hosanna and measure 75 of Agnus~! and II 

-\ 

1 
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(Examples 37a-f). 

A noteworthy feature of these cadences is the close 

proximity of the constituent notes of the tritone. In no 

instance are these separated by more than two intervening chords. 

In fact, in the majority of cases, they are either separated by 

a single intervening chord or are immediately adjacent. As in 
10 

the Obrecht cadences, which are similarly constructed, such 

proximity enhances the tensional effect of the tritone. 

An additional means of achieving the drive to the cadence 

is the sequence. Such is the case in measures 65-70 of Agnus 

E!i ~ and II (Example 38a), where cantus presents the original 

sequential mater~al from section V of the model, while tenor 1 

and tenor 2 sound two different sequences and bassus a fourth 

sequence. Another instance where extensive sequencing is 

employed near the cadence is in Qui sedes, measures 50-54 (Example 

38b), where the inner parts are actively engaged in this 

technique, tenor 1 presenting the original sequence of section V. 

The same can be said concerning measures 66-70 of A2nus Dei !!! 

(Example 38c), where tenor 1 and bassus are presenting sequences 

against altus and cantus which are sounding superius and tenor 

Il 
respectively of section V of the model. 

Each of the foregoing Examples involves its own distinctive 
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patterns of cross-relation (as demonstrated in the Examples), 

resulting from the enrichment of the original sequence process 

hy means of additional sequence motives, whether new or derived. 

Since both integration and manipulation of a multipartite 

quotation from the model is involved, these Examples may he 

't d 't f d' th C ' M 12 C1 e as 1ns ances 0 paro y 1n e opp1nus asse 

Drive to cadence is also at times enhanced through the 

presence of rapidly moving homophonie chords, which results in 

rapid harmonic changes. Two su ch instances, drawn from Qui sedes 

and ~ ~ spiritum, are given in Examples 39a and 39b respectively. 

A further technique used is that of close imitation, as 

can he found in measures 99-103 of ~ in terra (Examp1e 40), 

where two imitative patterns are present, the first one consisting 
.... 

of an opening third followed hy stepwise motion and the second 

rising stepwise motion. 

In short, it is evident that the Coppinus Mass--like that 

of Ohrecht--employs the diversified resources of the period that 

were used to achieve the "drive to the cadence." Moreover, the 

element of parodistic horrowing, referred to ahove, enters into 

his shaping of the drive to the cadence as a notable component 

of compositional design, as will he demonstrated in a pair of 

selected passages, each hased on measures 6-14 of the model. 

-'1 
1 
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Reviewing briefly the elements contributory toward drive 

13 
to cadence in the model passage, we note the following: a) the 

rhythmic flow and textural fluency of motive ~, which proceeds 

in parallel tenths at measures 10-11: b) the sudden shift to 

the oscillating motion of motive~, supported by both homophonie 

texture and more rapid harmonic rhythm at measure 12: c) the 

accentual displacement caused by momentarily sustaining all 

voices across the tactus at measures 12-13: d) the pre-cadential 

intensification resulting from rhythmic açtivation of motive m 

as well as increased dissonance in measure 13. 

Of the two variational adaptations by Coppinus of this 

passage {Examples 4la and 4lb}, each alters the interval shape 

of the phrase by creating a pronounced inner cadence on d at the 

fifth·measure of the Examp1es quoted and by stressing the tritone 

re1ationship prior to that cadence. Otherwise, parodistic 

adaptation in Sanctus is the more literal of the two, containing 

as it does only one significant change apart from the genera1 

.. 14 
th1cken1ng of texture. That change is the slight intensifica-

tion resulting from the rendering of motive z in canonic imitation 

rather than in para11el tenths. The variationa1 treatment in 

~ in ~! is, on the contrary, more radical and more subtle 

in nature. Bere, motive z is introduced in an inner voice and 
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in transposition prior to the cadence on d. Motive x in cantus 

imitates the cantus firmus statement of that motive, producing 

consecutive1y the dissonance of fourth and of second with motive 

z in measure 20. Motive ~ now follows as it had done in the 

model, but now occupying the fifth and sixth measures of the 

passage, and thus usurping the position of motive ~ in the mode1. 

The homophonie texture of the model is rendered more chordal in 

character by means of the parallelism in sixths of motive ~, 

as weIl as by the oscillating fifths in bassus. The prolonged 

d at measures 10 to Il of the model is here doubled at the octave 

in altus, and now serves as sustaining tone within this chordal 
.' 

process rather than against the fluent rhythmic motion of motive 

z as in the model. A resumption of both rhythmic and imitative 

activity in the forro of the latter fragment of motive ~--namelYI 

motive rn--occurs at the close of measure 22; that is, in the 

sixth measure of Et in terra. This process dominates the seventh 

measure, which was originally devoted to the homophonie stability 

of motive~. Since motive ~ is still present in the cantus 

firmus of this measure, it is now drawn by rhythmic ornamentation 

into the prevailing texture. In more literaI recollection of 

the model, motive ~ appears in sixths rather than thirds, however, 

in the eighth measure of this passage, leading intû the cadence. 
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In the overal1 view, it may be said that, in ~ in terra, 

Coppinus uti1izes the resources of a short section, intensifying, 

rearranging and amp1ifying these in novel combinat ions with the 

cantus firmus. This passage has been ana1yzed in cons~derable 

detail, since it demonstrates admirab1y the extent to which 

parodistic processes may affect the shaping'of both cadence-

directed motion and of texture in the cantus firmus-parody mass 

of this periode Simi1ar instances may be cited in Qui sedes 

(measures 1-16)_ !! in spiritum (measures 61-76) and Hosanna 

(measures 11-22), a1though restrictions of space prevent analysis 

of these passages. 

Classification and Ana1ysis of Cadences 

In contrast to the Obrecht Mass in which cadences are 

restricted to three- or four-part harmony, the Missa Si dedero 

of Coppinus employs cadences in three-, four-, five- and six-

15 
parts. Therefore, of the thirteen final cadences in the 

Coppinus work, two are in three parts (Et incarnatus and ~ 

ascendit), four in four parts (Qui tollis, P1eni, Benedictus and 

Agnus Dei III), four in five parts (~in terra, Patrem omnipo-

tentem, Sanctus and Hosanna) and three in six parts (Qui sedes, 
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Et in spiritum and l~gnus Dei.!. and II). All are quartal except 

two (Benedictus and ~ ascendit); of the eleven quartal cadences, 

seven conta in the interval of the fourth between cantus and altus 

(as well as between tenor 1 and tenor 2 in six of those cases), 

two between tenor 1 and tenor 2, one between cantus and tenor 1 

(as well as between altus and tenor 2) and one between altus 

and tenor 2. Eight final cadences contain the 4-3 suspension, 

one the 7-6 suspension and four contain no suspension. Eight of 

the cadences consist of a V-I progression, three have the 

progression VII-I and two IV-I. The obsolescent under-third 

("Landini ll
) cadence occurs in a number of instances, as in 

Patrem omnipotentem (measures 98, 103 and 104) and in Agnus Dei .!. 

and II (measures 19-20). 

As in the Obrecht work, the Missa ~ dedero by Coppinus 

includes varying harmonie approaches to the final cadences. Four 

such approaches are to be examined: a) I-V oscillation; 

b) emphasis on II as a pre-cadential harmonYi c) emphasis on IV 

as a pre-cadential harmonj'1 d) pre-cadential use of the subtonium. 

Cadential modulations to II or IV are not uncommon. 

Of the four approaches, the tonic-dominant oscillation 

occurs most frequently. The examples chosen to illustrate this 

technique are measures 92-106 of ~ in terra and measures 108 to 

---1 
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the end of Patrem omnipotentem (Examples 42a and 42b respective-

ly). In ~ in terra, this oscillation is heavily pronounced, 

bassus concentrating on an emphasis upon tonic and dominant 

roots in a lengthy modulatory passage to the subdominant center, 

c. Whereas the oscillation has the obvious harmonic function of 

emphasizing the current tonic center c, it is also of indirect 

motivic origin in that it provides the bass support to motive ~ 

presented as a harmonic entity in the upper voices at this point. 

The resultant angularity of the bassus line is evidence of the 

fact that Coppinus does not rely exclusively on fluency of the 

bassus line in creating tonal emphasis. Despite the present 

angularity, sorne linear interest is nevertheless present in the 

use of both motives x and 1
2 

in elaborating the tonic-dominant . 

oscillation. The whole of this passage, built around an extended 

16 
post-cadential pedal point of seventeen measures on g, forms 

the approach to the final plagal cadence (c to G) heard during 

the last four measures of the extract. The extensive motivic 

quotations in the various voices are indicated in the Example. 

The same type of bassus oscillation is again present in 

the closing measures of Patrem omnipotentem, and is again activated 

by a quasi-ostinato process--in this instance based on motive ~, 

against which a sequence of motive ~ is heard in the upper voices. 

l 
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A quasi-canonic imitation of motive 1 in the upper voices 

anticipates the ostinato. 

The emphasis on II as a pre-cadential harmony may be 

illustrated by measures 53-58 of ~ incarnatus and measures 83-

88 of ~ in spiritum (Examples 42c and 42d respectively). 

In the first example, oscillatory insistence on II is created 

by the ostinato segment in bassus which, at this point in the 

score, alternates between the notes d and e as part of motive z. 
6 

The resulting harmonie progression is II-I. The substitution 

by Coppinus of a clausula ~ cadence a3, in place of the 

original Burgundian cadence of the model, may be noted as an 

instance of parody by cadential variation. ~ in spiritum 

presents not an oscillation but rather a tonicization of II in 

measure 84, with that harmonie emphasis extending into the 

entire next measure. 

Emphasis on IV as a pre-cadential harmony may be observed 

in measures 38-43 of ~ ascendit (Example 42e). This stress is 

achieved by means of durational value. Thus, the pre-cadential 

IV extends across three measures, with incidental embellishment 

by its lower neighbour, c (III). The substitution by Coppinus 

of a cadence on A, in place of the original cadence on c, may 

also be noted as shcluld his use of clausula vera in place of the 



144 

Burgundian cadence type. These substitutions are further 

instances of his relatively free approach to the technique of 

parodistic transfer. 

Pre-cadential use of the subtonium occurs in Et in terra 

(Example 42f) at measure 89. 

All but three movements of the Coppinus Mass cadence on G, 

with the initial note being 9 in four of those ten cases. Of 

the other six, four begin on c, one on d and one on f. Of those 

not cadencing on g, two do so on A and one on c, with the 

initial note being 9 in all three cases. 

These data suggest that Coppinus is less concerned than 

Obrecht with the question of tonal integration within the 

17 
framework of a given movement. That he appears to be concerned, 

however, with large-scale grouping of movements in terms of 

cadential relationships is discussed elsewhere in this chapter. 

It is evident from the foregoing analysis that, in 

several particulars such as texture, harmonic progression within 

the cadence proper and suspension usage, Coppinus employs a 

diversified range of terminal cadence forms in contrast with 

18 
Obrecht's virtual uniformity of terminal cadence procedure. 

This difference appears to stem, in part, from a freer concept 

of parody treatment on the part of the Italian composer--as 



suggested above--as against the more formaI approach of the 

Flemish master. 

With respect to the harmonies employed in approaching 

MS 

the cadence, both composers exhibit a similar range of technique 

that encompasses current resources as weIl as anticipates later 

tonal practice. The inclination of Coppinus to stress pre­

cadential modula tory centers appears to stem from his tendency 

towards free adaptation of borrowed material and his inclination 

to provide that material with tonally-centered harmonie settings. 

Ground Plan as Defined by Cadences and Other Structural Procedures 

An examination of two movements based on transposing 

ostinato segments (~incarnatus and Benedictus) reveals in each 

a different organizational plan, as seen in Examples 43a and b. 

In the first movement, the ground plan as regards initial, medial 

and final cadences for each of the four segments reads d-A-c, 

c-d-c, d-A-G, c-d-c, which would harmonically create a form 

A B A
I

B7 the concentration on c as the tonal center is departed 

from only in the third segment, where its dominant is stressed. 

In Benedictus, the transpositional scheme as such has 

rather marked tonal definition, with the fourfold modulation 
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ostinato creating the ground plan G-G, A-A, c-c, d-d-G, the 

last two harmonies in the four th ostinato occurring in the final 

two measures. The emphasized harmony is therefore G, with 

excursions to its second', four th and fifth before returning 

once more to its center, the latter being reached through the 

addition of an extra note and hence an additional harmony, in 

bassus at measure 61. 

Excursions away from and back to an established tonality 

arealso evident in two rather extensive imitative and sequential 

passages found in measures 20-29 ôf Qui sedes and measures 44-53 

of Patrem omnipotentem. An examination of Examples 43c and d 

will reveal that both passages are constructed of the same 

motivic material, only arranged differently. In Qui sedes a 

melodically descending pattern is employed, while in Pat rem 

omnipotentem an ascending one. In both cases the resulting 

internaI harmonic relationships differ: in the first movement 

the harmonic progression is c-f-g-c-d-c while in the second c-d-e­

f-g-A-(G)-(c), with the roots in brackets 'referring to progres­

sions occurring after the sequence. Thus, in both progressions 

the same tonal center c is departed from, in the first instance 

through IV, V, back to I, II, then returning finally to c again, 

and in the second instance passing by ascending step to VI, to V 
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after the sequence and finally to l (c). It is interesting 

to note, in the second passage, the use of the deceptive cadence, 

a technique which adds to the driving force of the sequences. 

In general, it appears that the utilization by Coppinus 

of tonal resources is enframed within a smaller compass, and 

assumes less of the architectural proportions noted in Obrecht's 

Mass. 

Incipient Tonality 

Those procedures discussed ab ove which contribute to the 

sense of tonality may be summarized as follows: a) predominance 

of root relationship of the four th or fifthr b) controlled and 

directed movement of the individual bassus progressionsr c) large 

sweep of the bassus liner d) use of the tritoner e) occasional 

use of II and IV as pre-cadential harmonyr f) occasional use 

of I-V oscillation in approach to cadencer g) use of strong V-I 

cadential formula "in eight of thirteen cadences: and IV-I 

formula in two cadences: h) excursions away from and back to 

the established tonality. 
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PARODISTIC ASPECTS 

Frequency of Parodistic Borrowings 

As in the corresponding part of the chapter on the Obrecht 

work, the frequency of parodistic borrowings in the non-cantus 

firmus voices in the Missa S~ dedero of Coppinus has been 

tabulated in a manner which indicates the location of such 

borrowings in each of the movements èoncerned as well as their 

source. All movements except the two Agnus Dei have been 

19 
analyzed in this way, the results being set forth in Table 15. 

The percent age ratios of simultaneous borrowings in each of 

20 
these movements may be found in Table 16. 

In contrast to Obrecht's preference for literal or 

slightly varied parodistic borrowings, a comparison of Table 16 

with Table 12 reveals in the eleven Coppinus movements analyzed 

a much higher degree of and almost consistent preference for 

developmental and elaborative treatment, the rate of incidence 

of which reflects the latter composer's previously noted inclina-

tion towards free treatment of borrowed material and a preference 

for use of such material in episodic--that is, non-cantus firmus--

passages. 
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Furthermore, the overall ratio of simultaneous borrowings 

is much higher in the Coppinus Mass, with eight of the eleven 

movements analyzed containing a ratio of seventy-four per cent 

or more, in contra st to only one of thirteen movements analyzed 

in the Obrecht Mass. 

It may therefore be said that the rate of simultaneous 

borrowings is much higher in the Coppinus work than in that of 

Obrecht: elabora.tely varied and developmental borrowings far 

exceed literal or slightly varied borrowings in the Coppinus 

Mass, whereas in the Obrecht work the reverse is true. 

Function of Parodistic Borrowings 

Introductory sections. In contrast to the rather extensive 

use made of the motto reference in Obrecht's Missa Si dedero, 

the introductory sections within the individual movements of 

the Coppinus work employ diverse techniques. 

Only one movement--Patrem omnipotentem--uses what could 

be described as literal motto reference (Example 44a). In this 

movement there is an almost exact duplication of the opening 

eight measures of the model; bassus, cantus and tenor 2 present 

contratenor, superius and tenor respectively of the Agricola work. 
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A slight melodic alteration does occur in measure 6 of bassus 

for harmonic reasons. 

Instead of an exact duplication of the model in its open-

ing measures as in Patrem omnipotentem, Coppinus prefers to 

institute the following changes in the introductory section of 

Agnus Dei ~ (Example 44b): the first entry in bassus is 

accompanied by tenor 1 in parallel rhythm and at times in 

parallel motionr the order of voice entries is changed from 

ct-s-t to b-a-cr the time interval between the second and third 

entries is shortened by one measure1 the actual pitches and 

pitch relationships are altered from d-g I_g to f-d I_g .. '. Compari-

son of the altus and cantus entries of the Mass with the contra-

tenor and superius entries of the model reveals that these are 

identical with regard to pitch placement and time interval. 

The influence of imitative-type writing as found in the 

motto references is also made evident on a smaller scale in 

Qui tollis (Example 44c), where altus presents the opening of 
-....;;...;;.=~ 

section l in a slightly rhythmically altered version beginning 

on Cl, followed in measure 2 by the cantus presentation of the 

complete first phrase of section Ir at measure 3 the cantus 

firmus enters in bassus. The pitch relationship between these 

three entries is cl-f'-g, contrasting with the modells d-gl-g. 
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In the introductory section of ~~ terra (Example 44d) 

this imitative relationship is treated rather loosely. Cantus 

presents, with elaboration, the opening tenor of section l 

against a freely composed altus7 tenor 2 enters in measure 3 

with the same theme but with new elaborations, and resembles 

not tenor but rather superius when the terminal note at measure 9 

is taken into consideration. All three voices continue freely 

until once again imitation of the cantus firmus appears, this 

time in bassus at measure 16. The transitional function of this 

entry is evident in the fact that one measure later the cantus 

firmus appears in tenor 1. The pitch relationships between 

the cantus firmus imitations and the actual cantus firmus read 

g'-g-d-g. It is interesting to note the similarity between the 

bassus and tenor 1 entries of measures 16-17 and the opening 

two entries of the model. 

In measures 1-6 of ~ incarnatus (Example 44e), tenor 2 

forecasts the appearance of the cantus firmus segment which is 

to appear in bassus at measure 7. This pre-imitation in 

diminution, which is sounding against a freely-composed altus, 

uses a paraphrased version of the superius cantus firmus. 

Tenor 1 of Sanctus (Example 44f) presents, between measures 

1 and 8, a statement of the complete tenor voice of section l of 

l 
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the model, against which 'is" heard a freely-composed bassus 

counterpoint in addition to tenor 2 and altus. Two measures 

before the end of this statement the superius ostinato appears, 

in relation to which the opening statement serves as intro­

duction. A repetitional statement follows in tenor, at measure 

10. Together, these th:r:'ee entries on 9 create a still further 

variant of the original expositional plan employed by Agricola 

in the presentation of his motto theme. 

In ~ ascendit, Pleni, Benedictus and Hosanna the cantus 

firmus begins immediately, resulting in the absence of 

introductory sections. Nevertheless, subordinate entries of the 

motto theme in Et ascendit again suggest a variational treatment 

of the expositional scheme of the model. 

A rather short pre-imitation of the motto theme may be 

found in altus of Agnus ~ ~ and II, against which is heard a 

freely composed bassus (Example 44g). The statement is presented 

in free diminution, and assumes the character of a pre-imitational 

motive. A partial statement of the motto theme proper enters in 

tenor 1 at measure 6, forming the same imitative relationship 

with the cantus entry at measure 3 as obtained in the upper 

voices of the model. 

In Qui sedes and ~ in spiritum there is no forecasting 



of the cantus firmus which is to follow. Each movement begins 

in non-imitative counterpoint. 
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Cadence-defining and terminal (coda-like) sections. It 

has been observed that Obrecht, in his Missa Si dedero, employs 

sorne distinctive material from Agricola's final section in 

virtually all of his movements. Quoted in varying degrees of 

faithfulness to the model, this material serves in each case 

as a thematic reminder of approaching cadential function, and 

as a pre-established structural means of realizing that function. 

Since Agricola's section V appears as part of the cantus firmus 

structure in only four of the Obrecht movements, the incorpora­

tion of material from that final section in non-cantus firmus 

parts poses a challenging problem of contrapuntal integration. 

This problem is resolved either by introducing the material in 

question during the course of the terminal non-cantus firmus 

passage or episode, or by presenting it in conjunction with 

whichever cantus firmus segment happens to form the basis of the 

movement in question. The latter procedure involves, of course, 

the exerciseof considerable skill in the art of contrapuntal 

manipulation. In any case, these passages provide notable 

instances of the use of parodistic quotation as a cadence-defining--

~I 



21 
and to that extent as a form-determining--resource. 

Unlike Obrecht, Coppinus restricts the introduction of 

parodistic material from Agricola's closing section to only 
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those movements in which either tenor or superius of that section 

forms part of the cantus firmus structure of the movement. Even 

so, of the six movements in which this condition is present, 

only four--name1y, Qui tollis, Qui sedes, Agnus B!i~ and ~ 

2 
and Agnus ~!!!--introduce motive! in a sequential context 

towards the close of the movement in question, as may be seen 

in Examples 45a-d. In the remaining two movements of this gro~p--

~ in spiritum and Hosanna ( )
. 2 

Examples 45e and f --mot1ve ! is 

but one of several motives quoted in the closing section. Not 

only is it not treated sequentia1ly, but it is quickly engulfed 

by the chain of surrounding motives quoted from the earlier 

sections of the Agricola work. Also, it may be noted that su ch 

2 
incidental reference to motive 1 occurs in other movements as 

welle From the foregoing it seems clear that Coppinus's scheme 

of cadentia1 reference not only 1acks the rigorous uniformity 

of Obrecht's treatment, but appears to be subject to quite 

random application. 

The latter observation may be questioned, however, if 

the Mass by Coppinus is examined in the perspective of grouped 

~l 



movements. Thus, if instead of merely being enumerated 

consecutively these movements were to be grouped as liturgical 

units, the following series would be obtained, the presence of 

2 
the asterisk indicating those movements in which motive 1 

appears pre-cadentially in sequential context: 
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a) ~ in terra / Qui tollis
B 

/ Qui sedes
x

; b) Patrem omnipotentem / 

Et incarnat us / Et ascendit / ~ in spiritum; c) Sanctus / Pleni / 

Benedictus / Hosanna: d) Agnus Dei! and II* / Agnus Dei III*. 

It will be observed that these pre-cadential appearances of 

2 
motive 1 are in the terminal and pre-terminal movements of the 

first and last groups respectively. In this perspective, it 

. . 2. 
would seem that parodistic quotat10n of mot1ve 1 1n sequence 

is not, in fact, random, but is rather an element contributory 

towards large-scale definition of symmetry and design within 

this Mass. 

Two further aspects of cadential reference at the level 

of macroformal organization may be mentioned here. Table 17 

lists the movements as grouped above, noting both the section 

of the Agricola work which appears as terminal cantus firmus 

segment of the movement in question, and the tonal center upon 

which the movement closes. Also indicated in the Table is the 

presence or absence of total parodistic quotation of the cadence 



proper in those movements using section V as terminal cantus 

firmus segment. Viewed in this perspective, the positioning 
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of cantus firmus segments reveals the unsuspected function of 

assisting in the large-scale grouping of movements in such a 

manner as to yield either fixity or diversification of tonal 

centers within each gro~p as needed. The nicety of creating 

further variety by harmonizing section l in c in Et in terra and 

the same section in A in Et incarnatus should be noted. A 

similar comment applies to the common use of section II in the 

Pleni and Benedictus movements, although other factors supporting 

diversification of center are present here. By way of contrast, 

it will be recalled that the final cadence in each of the 

fourteen movements of the Obrecht Mass is unrelentingly fixed 

on G. 

As for literaI quotation of the original cadence progres­

sion in movements using section V as terminal cantus firmus 

segment, the distributional pattern here appears to counter­

balance the opposing claims of the grouping of movements, on 

the one hand, and of cadential contrast in juxtaposed movements, 

on the other. 

l 
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Linking passages and episodes. It will be recalled 

that, in the Obrecht work, those passages serving as connectives 

between the proportionally treated cantus firmus ostinati contain­

ed both a high incidence of simultaneous--that is, parodistic-­

borrowings as weIl as sequential and imitative development of 

specifie motives, whereas in those voices accompanying the 

segments only the latter were found at various points. 

Such differentiation of material between non-cantus firmus 

and cantus firmus passages i~ not found in the Coppinus work, 

however. The Italian composer, who allows for a mu ch freer 

treatment of borrowed material, as has been previously mentioned, 

presents both parodistic material and motivic development during 

cantus firmus and between cantus firmus passages alike, occurrences 

in the former passages being facilitated because of the structural 

plan of consecutive presentation rather .. than proportional 

segmentation of the cantus firmus. 

In respect to the Coppinus Mass, therefore, the meaning 

of the term "episode" , which in the Obrecht chapter referred 

only to passages connecting cantus firmus segments and not to 

cantus firmus passages (because of the latter's lack of parodistic 

material), has been extended to include aIl passages which include 

parodistic procedures. In the analysis of the episodic passages 

~l 
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below, however, distinction will be made between episodes in 

non-cantus firmus sections and those in cantus firmus sections. 

The episode in non-cantus firmus sections will be 

examined in threè stages, governed by degree of complexity: 

a) as a connecting force between one cantus firmus statement and 

another: b) as one in a series of episodes which together connect 

one cantus firmus statement with another: c) as one in a series 

of episodes which do not connect cantus firmus statements. 

Certain portions of the episodes to be discussed will be selected 

for detailed study. 

The first stage may be illustrated by the episode occurring 

from measures 44-52 of Patrem omnipotentem (Example 46a) which 

joins the cantus firmus in tenor l based on Agricola tenor 

section II to that in the same voice based on Agricola tenor 

section III. This passage consists of a three-note sequence 

in bassus against which is heard, in tenor 2 and altus, an 

imitative and sequential development of two motives, the first 

of which, identified as motive~, can be traced back to the 

Agricola tenor at measures 58-59 and the second of which is a 

"Landini" formula-elaborated treatment of the same motive. A 

more complete analysis of this episode will be entered upon 

below in relation to a portion of the episodic passage in the 
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next illustration. 

The episodic passage from measures 16-49 of Qui sedes 

shows the second stage of comp1exity, with change of texture 

and motivic concentration signifying change of episode. The 

passage begins rather free1y, with a four-part section containing 
2 

references to motives l, ~ and 1. At measure 20 a new trio 

section is heard, consisting of a sequence in tenor derived from 

2 
motive 1 against which is heard, in a1tus and cantus, a 

sequentia1 and imitative deve10pment of motive ~ (heard in 

cantus at measures 19-20) and motive ~ e1aborated (Examp1e 46b), 

the latter two motives being identica1 to those discussed in 

the Patrem omnipotentem illustration above. 

The technique of creating new motives by free1y e1abora-

ting fragments previous1y heard a110ws for a much wider range 

of motivic materia1 for deve1opmenta1 treatment than is used 

by Obrecht. Furthermore, Coppinus's sequentia1 interchange 

of motives in Qui sedes, as we11 as his technique of cyc1ica1 

reference, whereby simi1ar materia1s are subjected to different 

forms of deve10pment from movement to movement, are procedures 

found on1y in his Mass and not in that by Obrecht. The formula 

for deve10pment of these two motives in the movements concerned 

is varied witll regard to overa1l melodic shape and re1ationship 

1 
1 
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between imitations. In Qui sedes, the overall melodic shape 

is one of descent of an octave, whereas in Patrem omnipotentem 

it is one of ascent of a sixth. In Qui sedes, the melodic 

descent from Cil through al, gl, el, dl and Cl in cantus from 

measures 20-29 is achieved in a sequence consisting of motive ~ 

followed by its elaboration: in altus, the same descending 

interval relationship is present (fi, dl, Cl, a, g) but the 

order of moti'ves is reversed, as shown in the Example. In Patrem 

omnipotentem, however, there is strict imitation at the four th 

between tenor 2 and altus. 

At measure 29, another episode which consists of a 

2 
sequential and canonic treatment of motive 1 in tenor land 

tenor 2 commences. This episode terminates with the presentation 

in measures 37-39 of cantus of the opening of section IV of 

Agricolals superius, compressed, followed by a sequence of the 

same and an increase in texture to five voices for the next 

episode. At measure 46 the texture is reduced to three voices 

for a passage which links this previous episode to the return 

of the cantus firmus at measure 50. 

The third stage of complexity will be illustrated by 

measures 18-65 of ~ in spiritum. Although the ~~ firmus 

in tenor l terminates at measure 8, there does not follow a 
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reduction of texture until measure 18, at which point the episodic 

passage begins: this means that the episodic passage is not 

linked to the cantus firmus preceding it. The opening episode a2 

is rather freely written, with sporadic motivic reference. This is 

followed at measure 26 by a passage ~ which develops motive ~ 

sequentially in cantus and in an elaborated and ex~ended version in 

altus, with bassus in parallel thirds with the latter (Example 46c). 

Further episodes, which shall not be examined motivically, may 

be found in measures 33-38, 38-47, 47-52 and 57-65, with the 

cantus firmus resuming in tenor 1 at measure 65. 

From the above analyses it has been shown how, in these 

episodic passages, Coppinus has been able to adapt material from. 

the model in such a manner as to en large the model to the 

dimensions of the movement in question through the use of 

various devebpmental processes. A detailed account of how 

such processes are at work during the presentation of the cantus 

firmus will be made with reference to the Qui tollis movement ~, 

in which the complete superius of the model is presented in 

bassus at the octave transposition. 

In Qui tollis (Example 47), the cantus firmus, commencing ___ .w ____ __ 

in measure 3, is introduced by motto reference in altus and 

cantus respectively. At measure 3, motive l is heard in altus 
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and is fo11owed at measure 5 by motive ~, which is in para11e1 

thirds with bassus: against motive x appears in cantus a 

pattern combining motives 1 and x--a free combinat ion and 

adaptation of the Agricola superius and contraten~r of measures 

28-29. From measures 7-10 of cantus there occurs a transposed 

version of the Agricola superius of measures 71-73 which is 

imitated in a1tus at the octave. A1tus continues in para11e1 

thirds with bassus in measures 10-11 and section l of the 

cantus firmus terminat,es with a reference to motive x in aIt us 

at measures 12-13. 
2 

There fo11ows a brief a2 episode presenting motive l 

in cantus in a form as found in the Agricola superius of measure 

26, fo11owed by a sequence of the same motive, a1tus being in 

canon. At measures 16-18, cantus sounds the superius cadence 

as found in measures 33-35 of the mode1, against motive ~ in 

a1tus. 

During section II of the cantus firmus, motive x is 

sounded in cantus at measures 18-19, motive ~ fo11ows in altus 

at measures 20-21 and motive 12 __ in a form found in the Agricola 

superius of measure 26--in cantus, fo11owed by its sequence: 

'a1tus proceeds in para11e1 tenths with cantus in measures 21-22. 

Motive ~ appears in cantus and a1tus of measures 22-24, 1eading 



into a cadence. From measures 25-27 altus appears in parallel 

thirds with bassus, ending this parallelism with a change to 

motive m. At measure 27 cantus begins with motive x and 

proceeds in parallel tenths with bassus until measure 30, this 

par'allel writing being influenced by the superius and contra-

tenor construction of measures 27-30 of the model. Motive m 

follows at measure 30. Altus reappears at measure 32 with an 

anticipation of the third section of the cantus firmus in 

2 
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diminution, and is followed by motive! in cantus and motive m 

in altus, leading into a cadence in fauxbourdon style. 

There follows a brief linking passage in which cantus 

2 
presents a pattern consisting of motives 1 and~, which is 

imitated, with sorne elaboration, in altus of measures 37-40. 

The third section of the cantus firmus enters at measure 

40, with single presentation of motive x in altus and cantus. 

Measures 46-48 of altus consist of a free development of the 

. l ' 5 5 . . 1 2 d Agr1co a super1us of measures 5- 6, uS1ng mot1ves _ an ~: 

cantus accompanies this in thirds. In measures 49-51 there 

appears in altus a pattern consisting of motives ~ and~. This 

is followed in measures 52-59 of cantus by an interesting 

motivic variational technique in which there is a graduaI 

melodically descending process--counteracted by a return to Cil 

after each step downwards--from Cil in measure 52 to el in 
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2 
measure 59, through the use of motives~, 1 and m. In 

measures 55-59 altus presents, with an opening variant, measures 

56-59 of the Agricola tenor. In measures 60-61 there follows 

oscillation-type writing in both voices, motivic reference 

being restricted to an appearance of motive ~ in cantus at 

measures 62-64. 

In section V of t;he cantus firmus, altus proceeds in 

parallel thirds with bassus in measures 67-70 as occurred in 

the corresponding measures in ,the model, against which there 

sounds a fairly literaI quote of the Agricola tenor transposed. 

A fauxbourdon passage follows at measures 71-73. The cantus 

firmus then proceeds to its conclusion, with motive l being 

sounded in augmentation in cantus at measures 74-75. 

Summarizing the above detailed analysis, it may be seen 

that there occurs, during cantus firmus statements, both the 

development of individual motives and combinat ions thereof as 

weIl as parodistic appearances of material, either in elaborated 

forro or in fairly faithful reproduction. 

Variational treatment. It will be remembered that in 

the discussion of variational treatment with regard to the Obrecht 



165 

Pleni a3, a high incidence of cadential correspondence with the 

model was noted, with no less than ten of the twelve cadences 

from the model being either direct quotations or close variants 

of their respective prototypes.
22 

In addition, however, there 

also existed a much wider range of borrowed cadential material 

which was added for the sake of specifie organizational 

procedures. 

Agnus Dei! and l! a5 (Example 48), which presents the 

superius voice of the Agricola work in cantus, has been chosen 

to illustrate the kind of variational treatment employed by 

Coppinus. A comparison of the Agricola and Coppinus terminal 

cadences for each of the five sections reveals a remarkably 

close harmonie relationship, with Coppinus retaining the root 

movement in Agricola if present, making more definite the 

sometimes rather ambig~ous cadences of the Agricola work, or 

presenting a cadence closely related to that of the model. 

Thus, the cadence at measures 13-14 has as its root movement 

G-c in the Agricola and the closely-related movement of b-c 

in the Coppinus. Because of the lack of triadic writing there 

appears, at measures 34-35, an ambiguous cadence in the model~ 

this cadence is clarified in the Coppinus through the presence 

of a completely triadic movement from d-G. The cadence at 



measures 52-53 of the Agricola work contains the root movement 

d-c, which is also true of the Coppinus cadence at the corres­

ponding measures. Another triadically incomplete cadence 
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appears at measures 63-64 of the model, in that the final harmony 

of the cadence consists of an octave sounding C1 Coppinus 

readily harmonizes the c with a complete triade In the final 

terminal cadence at measures 75-76 the triad on d is followed 

by gis in aIl three voices. Coppinus once more creates a final 

complete chord having G as root. 

Similar correspondences may be seen in the internaI 

cadences. At measures 7-8 the triad g is followed by an 

incomplete triad A-a-c', which is departed from immediately 

with a leap down to F in contratenor. At these measures in 

the Coppinus work this passage i6 harmonized with the triadic 

progression G-A, thus excluding the F in the cadence. At 

measures 19-20 the root progression f to g, the latter triadically 

incomplete, is followed by Coppinus, who makes the last triad 

complete. The cadence at measures 31-32, whose progression reads 

b-c in Agricola is followed closely by Coppinus, who creates 

a G""c cadence. In measures 45-46 the ambig~ous cadence in the 

Agricola is made more definite by a triadically complete G-A 

formula. The root progression g-a at measures 58-59 of the 



mode1 is retained by Coppinus. 

In contrast to the rather strict motivic correspondence 

to the mode1 as shown in the princip1e cadences of the Obrecht 

P1eni, Coppinus prefers, in Agnus Dei ~ and!f, a much freer 

adaptation of the accompanying motives at those po;nts. Thus, 

in measures 12-14 there is found, in tenor 2, an adaptation of 

the motive ~ figure found in the Agricola tenor at that point, 

against which is heard in bassus of measures 12-13 a variation 

of the corresponding contratenor voice. At the end of section 

II, measures 32-35 of tenor 1 present a varied version of the 

Agricola tenor1 further instances of variation of motivic 

materia1 at the cadences may be seen in the remaining terminal 

cadences as we11, as indicated in the Examp1e. 

167 

Additiona1 cadentia1 materia1 does appear at various 

points in Agnus Dei ~ and lI. For instance, a cadence is found 

in measures 5-6 of the movement where there was none in the 

mode1, and is motivica11y re1ated to the one found in measures 

9-10. A1so there is a portion of the movement, from measures 

39-49 where the c1ausula vera cadentia1 formula, so prominent 

a feature of the five terminal cadences of the Agricola work, 

is exp10ited, as i11ustrated in the Examp1e. However, it may 

be said that in genera1 Coppinus does not by any rneans approach 



the vastness of range of borrowed cadential material as was 

found in the Obrecht composition. 

168 
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FOOTNOTES 

1 
D'Accone, "Alessandro Coppini ••• ,11 69. 

2 
Sparks, Cantus Firmus ••• , p. 237. 

3~., p. 239. 

4 See pp. 75f above. The percentage difference given here 
incorporates the six per cent of quartaI formations in Agnus 
Dei ~, of which half are complete and half incomplete. 

5 . 
Fox, 2,E.. ~., 48. 

6Example 35a provides an instance of the consonant fourth, 
that is, of a fourth above bassus used to prepare a 4-3 suspen­
sion. Example 19d is a variant form of the same idiom as 
found in the Obrecht Mass. 

7 
See pp. 79f above. 

8 
Frank D'Accone, IIAlessandro Coppini ••• ,11 Analecta 

Musicologica, IV (1967), 71. 

9The ensuing analysis is, of course, based on the assump­
tion that editorial ficta alterations at the cited cadence 
points represent the actual performance practice of the periode 

10 See pp. 82ff above. 

llIt may be noted pare:nthetically that the passage at 
measures 65-70 in Example 38a is a free contrapuntal re-struc­
turing of that at measures 50-54 in Example 38b. This is true 
not simply in the sense that both are based on the same 
sequential passage of the model, but also in the sense that 
secondary motives introduced in the earlier passage reappear 
in the later. This process of cyclic transference of material 
from movement to movement of the Mass--a process often involving 
enhanced re-setting of the earlier passage--is an interesting 
extension of the parody technique that occurs occasionally in 
the Coppinus work. 
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12 
See footnote 11 above. 

13 
See pp. 5lff above, as well as Example 4. 

14 
The change from three- to five-part texture is, of course, 

implicit in all aS movements. 

l5The occasional division of one voice into two at the 
final cadence results in a harmony whose members exceed by one 
the number of voices present during the remainder of the 
composition. 

l6post_cadential pedal points are not infrequent in this 
work. Sorne are quite short: none as long as the extended pedal 
of ~~ terra. The device is to be found in the fOllowing 
movements other than ~ in terra: Qui tollis, Patrem omnipotentem, 
Sanctus, Pleni, Hosanna and Agnus ~!!!. In his analysis of 
Josquin's Miserere, Reese observes that "terminalorgan-points ••• 
are a trait of Josquin's style," and notes that these are 
"probably suggested by Italian influence." (Reese, 22. ~., 
p. 248.) 

Although internal pedal points resulting from proportional 
augmentation are, of course, intrinsic to Obrecht's cantus firmus 
structure in his Missa Si dedero, the post-cadential pedal point 
occurs but once in that work. It is also to be found at the 
close of the Qui tollis movement. 

l7See p. 88 above. 

18 
See pp. 85f above. 

19 . . l' In contrast to the organ1zat10nal procedure fol owed 1n 
the corresponding Tables of the Obrecht work (Tables 8-11), the 
movements in Table 15 have been organized according to their 
sequence in the Mass in order to correlate more easily with the 
organization of Table 16. Furthermore, a separate Table for 
elaborately varied borrowings has not been included because of 
considerations of space--the extremely high rate of much activity 
would make such a Table impractical--and their occurrence has 
merely been indicated by an asterisk in Table 15. 



20 
The percent ages given in the Table are totals, with the 

figures in brackets representing individual frequency ratios 
for literaI borrowings (at left) and for elaborate borrowings 
(at right). It is interesting to note that the second of the 
three groupings has an overall percentage ratio which is less 
than the first or third groupings. Also the third grouping 
has a slightly less overall ratio than the first. 

21 
See pp. 99ff above. 

22 
See p. 107 above. 
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Chapter VI 

SUMMARY 
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With respect to style of writing, the preceding analyses 

have brought to light sorne similarities and differences between 

the two Masses by Obrecht and Coppinus based on Agricola's 

Si dedero. Comparison of the Obrecht Missa Si dedero with that 

of Coppinus was approached on three levels: a) treatment of 

the cantus firmus7 b) harmonie considerations7 c) parodistic 

aspects. 

with regard to the first level, it was found that both 

composers employed as cantus firmus in each movement one voice 

which, in its role as a scaffolding, was constructed solely of 

material drawn from the Agricola model. However, varying 

methods of cantus firmus organization were found to exist 

between the two Masses. Obrecht preferred as his major organi­

zational pattern a scaffolding consisting of an ostinato 

presentation--transposing or non-transposing, in proportional 

values or in integer valor--of segments of the Agricola tenor, 

one segment per movement. A second means of organization was 

that of the presentation, in integer valor, of one of the three 

Agricola voices complete, a pro,cedure identified as "tenor 

-1 
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substitute." Coppinus, on the other hand, made use of a more 

diversified type of cantus firmus organization in that there 

existed three Frameworks, the first one consisting of an 

elaborate presentation of the Agricola tenor which, aside from 

the occasional migration, was restricted to tenor l, the second 

being an ostinato--transposing or non-transposing and in integer 

valor--of selected segments of either superius or tenor of the 

model, and the third one quoting a complete voice from the 

Agricola work in integer valor and, in one case, transposed. 

Regarding the secon~ level, it was found that both works 

were written in a prevailingly consonant idiom, with the 

occasional dissonances being preponderantly light and unobtrusive. 
, 

It was noted that root relationship of the fourth or fifth 

was predominant. Similarity was also noticed in the diversified 

resources and harmonie approaches used to achieve the "drive to 

the cadence. 1I There existed, however, certain differences. 

Analysis showed that non-quartaI style was cultivated in Obrecht 

but not in Coppinus. Secondly, more diversification in the 

terminal cadence forms was found in the latter work. Thirdly, 

Coppinus's bassus line was more fluent and sweeping than the 

less continuous and nuanced bassus line of the Obrecht Mass. 

Lastly, tonal resources in a specifie movement were enframed 



within a smaller compass in Coppinus, contrasting with the 

large architectural proportions employed by Obrecht. 
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Within the third level, Obrecht's preference for literaI 

or slightly varied parodistic borrowings was noted, standing 

opposite Coppinus's almost consistent preference for develop­

mental and elaborate treatment of such borrowings. Fur thermore, 

there was, in the Coppinus work, a higher overall ratio of 

simultaneous borrowings. The strict adherence by Obrecht to 

procedures presented in the model was seen in the wide use of 

motto reference, literaI motto reference being found only once 

in the Coppinus Mass, the latter composer preferr±~g a much 

looser imitative relationship. A second instance of adherence 

to the Agricola occurred in the terminal sections of each 

movement of Obrecbt's Missa Si dedero, in that distinctive 

material from Agricola's final section was found in virtually 

aIl cases, whereas Coppinus restricted this material to only 

those movements in which either tenor or superius (of that section 

formed part of the cantus firmus structure of the movement. 

It was noted that parodistic borrowings in the Obrecht work 

were restricted to those passages serving as connectives between 

ostinati in those movements based on segmented cantus firmus: 

Coppinus, on the other hand, introduced freely-developed 
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parodistic material both between and during cantus firmus 

statements. Differences in motivic development within those 

episodes between statements were noted, two of the out standing 

ones being the presence of sequential interchange of motives 

and the techniq~e of cyclical reference in the Coppinus Mass, 

techniques not found in the Obrecht work. Finally, with regard 

to variational treatment, it was found that Coppinus did not 

approach the vastness of range of borrowed cadential material 

as was found in the Obrecht composition. In spite of the above 

instances, a thoroughly parodistic treatment was found not to 

exist in either work, since it was not until the sixteenth 

century that this type of writing came into fruition. These 

two works were found still to exhibit an interestcentered 

around the cantus firmus principlé, with the occasional quote 

or development of certain motivic formulae from the model serving 

as auxiliary form-building elements in their parodistic 

constitution. 

No attempt was made in this thesis to treat the discussion 

of the Obrecht and Coppinus compositions as a comparison between 

the Netherlands and Italian sacred styles of writing, mainly 

because an investigation into the latter school has been restric­

ted, until recently, to the secular forms of composition, a field 

l 
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in which the concern of the Ita1ians, evident1y, was with the 

deve10ping of such unique forms as the frotto1a. However, new 

1ight is being shed on this neg1ected area by such writers as 

Frank D'Accone, and it is hopefu11y on1y a matter of time until. 

a true assessment of Ita1ian sacred style will be made. 

l 
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Lerner 

Phrase 
No. 

l 

2 

3 

4 

Text 

Si dedero 

somnum oculis 
meis 

et palpebris 
meis 

dormitationem 

TABLE 1 

Antiphonale Sarisburiense. 
Structural Analyses of Si dedero Chant 

According to Larner and Picker 

Letter Location 
analysis in Agricola 

A m.l-lS 

B m.l6-36 

BlAl m.37-64 

B2 m.6S-76 

Picker 

Phrase 
No. 

1 

2 

3 

4 

5 

Text 

Si dedero 

sOmnum oculis 
meis 

et palpebris 

meis 

dormitationem 

Letter Location 
analysis in Agricola 

A m.l-lS 

B m.l6-36 

Bl m.37-S4 

Al m.S4-64· 

2 
B m.65-76 

1-' 

~ 



Lerner 

Section 
a No. 

l 

II 

III 

IV 

V 

TABLE 2 

Agricola g Si dedero. 
Cantus FirmüS Migration 

According to Lerner and Picker 

Voice 

tenor 

tenor 

superius 

superius 

tenor 

Picker 

Section 
No. 

l 

II 

III 

IV 

V 

2 

Voice 

superius 

tenor 

superius 

superius/tenor 

tenor 



Section 
No. 

1 

II 

III 

IV 

V 

TABLE 3 

Agricola, Si dedero. 
cantus FirmuS-Migration 

According to Reconciliation of 
Lerner and Picker Plans 

Voice 

superius/tenor 

tenor 

superius 

superius/tenor 

tenor 

3 

Location 

m.I-15 

m.16-36 

m.37-54 

m.54-64 

m .. 65-75 



4 

TABLE 4 

Agricola, Si dedero. 
Comparison of Melodic Cadences 

Cadence number 

Common element 1 2 3 4 5 

Pitch position of cadential formula--c x x 
9 x x x 

Pre-cadential interval--
rising leap of 4th (g-c 1 ) X .. .. .. 8ve (9-9 1 ) x 
descending step (a '-9 1 ) x 

ft .. .. (e'-d'-c') x .. .. .. and rising leap 
of 4th (e'-à'-g') x 

Pre-cadential durational values--
J or JIJ x x x 
JJn - x x -



5 

TABLE 5 

Agricola, Si dedero. 
Harmonic~dences 

Section Meas.No. Initial note Interior Terminal 
of Agricola cadence cadence 

1 d 
8 AX 

10 dX 

15 H c 

II 20 9 
23 Cx 
32 c x 
35 9 

III 40 A 
46 C

X 

53 
x 

9 /c 

IV 55 f 
59 x 

c' /e 
64 x c 

V 73 aX/f a' 
76 

x 
9 



Movement 

KYRIE 
Kyrie l 

Voices 
present 

discantus 
altus 
tenor 
bassus 

(Christe) discantus 
altus 
bassus 

Kyrie II discantus 
altus 
tenor 
bassus 

GLORIA 
Et in --terra 

Qui 
Wlis 

discantus 
altus 
tenor 
bassus 

discantus 
altus 
tenor 
bassus 

TABLE 6 
Obrecht, Hissa ~ dedero. 

Segmented and Tenor Substitute 
Cantus Firmi Plans 

Cantus firmus 
voice 

x 

x 

x 

x 

x 

Cantus firmus 
being used 

Agr. tenor 
(sect. Il) 

Agr. tenor 
(sect.I,Il ) 

Agr. tenor 
(sect.I2) 

Agr. tenor 
(sect. Ill) 

Agr. ten~r 
. (sect. II ) 

Cantus firmus 
treatment 

three non-transposing segments 
in 6:2:lx proportion 

two transposing segments of 
sect.I (g_d), followed by 
three transposing segments 
of sect.I l (d_f,g) 

three non-transposing segments 
in 2:1:1 proportion, with 
canon at 5th in altus for first 
two segments 

three non-transposing segments 
in 3:2:1 proportion 

four non-transposing segments 
in 6:2:2:1 proportion 

0'\ 



Movement 

CREDO 
Patrem 

omnipotentem 

Crucif:ixus 

SANCTUS 
Sanctus 

P1eni 

Osanna 

Benedictus 

Voices 
present 

discantus 
a1tus 
tenor 
bassus 

discantus 
a1tus 
tenor 
bassus 

discantus 
a1tus 
tenor 
bassus 

discantus 
a1tus 
bassus 

discantus 
a1tus 
tenor 
bassus 

discantus 
a1tus 
bassus 

,~ , 

Table 6 (continued) 

Cantus firmus 
voice 

x 

x 

x 

x 

x 

x 

Cantus firmus 
bei.ng used 

Agr. tenoi 
(sect. III ) 

Agr. tenor 
(sect.III2) 

Agr. tenor 
(sect. IV1) 

Agr. tenor 
(complete) 

Agr. tenor 
(sect. IV2) 

Agr. superius 
(complete) 

cantus firmus 
treatment 

tbree non-transposing segments 
in 6:2:1 proportion 

four non-transposing segments 
in 6:2:2:1 proportion 

six transposing segments 
(osci11ating between Cl and 
dl in 4:2:2:1:1:2 
proportion 

integer va10r presentation 
at unison 

tbree non-transposing segments 
in· 4:2:1 proportion 

integer va10r presentation 
at unison 

-..J 



Table 6 (continued) 

Movement Voices Cantus firmus Cantus firmus Cantus firmus 
present voice being used treatment 

AGNUS DEI --Agnus E.!i! discantus Agr. tenor two non-transposing segments 
altus (sect. V) in 2:1 proportion 
tenor x 
bassus 

Agnus E.!i .!!. discantus Agr.contra- integer valor presentation 
altus tenor at unison 
bassus x (complete) 

Agnus E.!i ill discantus Agr. tenor single integer valor presenta-
altus (sect.V) tion at unison 
tenor x 
bassus 

00 

----_ ........ _ .. _. --- _J 



TABLE 7 

Obrecht, Missa Si dedero. 
Scaffolding (Segmented) and Auxiliary 

cantus Firmus Plans in Relevant Four-Part Movements 

Scaffolding cantus firmus plan Auxiliary cantus firmus plan 

Movement Source Proportion Measure Measure Source Movement 
and voice number number and voice -

Kyrie l iE 1-18 1- 4 iK Kyrie ! --tenor 5- 9 Agr.motto theme (sect. I) discantus 
transposed 

10-16 iEiE 

Agr.tenîr 6:1 19-41 17-40 Agr.superius (sect. II) 
(sect.I ) (interpolations at 

m.32-35) 

iE 42-53 41-54 Agr.superius (sect. III) 
Agr.tenor 211 54-61 55-72 KK 

(sect. Il) 
K 62-66 
Agr.tenor integer 67-70 
(sect. Il) valor 

K 71-72 

\0 

_J 



Scaffo1ding cantus firmus plan 

Movement Source Proportion 
and voice 

Et in terra ~ --tenor 

Agr.tenor 3:1 
(sect.ll1) 
x 

Agr.tenor integer 
(sect. Ill) va10r 
x 

Qui to11is x 
tenor 

Agr.tenor 6:1 
(sect.II2) 

x 

'. 
\ 

Table 7 (continued) 

Auxi1iary cantus firmus plan 

Measure Measure Source 
number number 

1-15 1- 4 x 

5-16 Agr.superius 
(sect. I) 

16-45 16-48 xx 

46-64 49-53 Agr.superius 
(sect. II, 
c10sing meas.) 

54-56 x 
57-65 Agr.superius 

(sect. III) 
95-105 90-109 xx 

106-109 

1-25 1- 2 x 
3-15 Agr.tenor 

(sect.II) 
16-25 Agr.tenor. 

(sect. III1) 

25-57 25-30 Agr.tenor 
(sect.III2, 
modified) 

31-35 Agr.tenor 
(sect.IV1) 

58-69 36-81 xx 

Movement 
and voice 

Et in terra ---discantus 

Qui to11is 
a1tus 

1-' 
0 

J 



Table 7 (continued) 

Sêaffo1ding cantus firmus plan Auxi1iary cantus firmus plan 

Movement Source Proportion Measure Measure Source Movement 
and voice number number and iloice 
Qui to11is Agr.tenor 2:1 70-81 Qui to11is 

tenor (sect.II2) discantus 
(cont Id) iK 82-89 82-89 Agr.tenor (cont Id) 

(sect. V) 
Agr.tenor 
(sect.II2) 2:1 90-101 90-114 KK 

K 102-105 
Agr.tenor integer 106-114 
(sect.II2) va10r 

Crucifixus iK 1-30 1-32 Agr.superius Crucifixus 
tenor (sect.J: and II) discantus 

Agr.tenor 
(sect.III2) 31-69 33-59 Agr.superius 

(sect. III and IV1 ) 
60-69 K 

iK 70-84 70-85 Agr.superius 
(sect.Iv2 and V) 

Agr.tenor2 85-99 85-136 (sect. III ) iKiK 

iK 100-109 
Agr.tenor 
(sect.III2) 

110-123 

K 124-128 
Agr.tenor

2 (sect. III ) 129-136 

1-' .... 

~. 



Scaffo1ding cantus firmus plan 

Movernent Source Proportion 
and voice 

Osanna x 
tenor 

Agr.teno2 4:1 
(sect .IV ) 
~, 

Agr.teno~ 
(sect.IV ) 2:1 
x 

Agr.ten~ integer 
(sect.I ) va10r 
x 

Table 7 (continued) 

Auxi1iary cantus firmus plan 

Measure' Measure Source 
nurnber number 

1-16 1-16 Agr. tenor 
(sect.I and II) 

17-36 17-36 xx 

31-47 37-48 Agr.tenor 
(sect.III) 

48-56 49-57 xx 
57-61 57-68 Agr.tenor 

. (sect. V) 
62-65 

66-67 

Movernent 
and voice 

Osanna 
a1tus 

1-' 
1\) J 



Movement and 
structural plan 
Kyrie l 

'l"SDI ( 1-18) 

C~1 (19-41) 

TS 2 (42-53) 

CF 2 (54-61) 

TS 3 (62-66) 
Kyrie !! 

TS-1 ( 1- 4) 
CF 1 ( 5- 6 
'l'S 2 (17-22) 

CF 2 (23-28) 

TS 3 (29-31) 

'l'ABLE 8 

Obrecht, Missa Si dedero. 
Incidence of Non-Cantus:Firmus Borrowings 

(LiteraI or Moderate1y Varied) in a4 Movements 

Location of borrowed materia1a Source of borrowed materia1 (Agrico1a)a 

discantus a1tus bassus superius tenor contratenor 

12-15 12-14+ 

17-25 15-19 18-26 16-20 
27-31 27-29 28-32 28-30 
32_35c 32-35 37-401 

36-39 32-35 

41-54: 40-53: 
41-44 41-44 40-43 40-43 
45-47 45_47x 44-46 6- 8

x 

46-51 
514_53 

2 
51-53 51-53 

47-52 
524_54 2 

52-54 52-54 

57-60 562_58 45-49+ 532_55 

62-65 62-65 62-66 66-69 66-69 66-71 

3-14 12-15+ 
(canon with 

tenor) 

22-26 12-15+ 
(canon with 

tenor) 

27-31 12-15+ ..... 
w 

~ 



Table 8 (continued) 

Location of borrowed materia1 Source of borrowed material (Agricola) 

Movement and discantus a1tus bassus superius tenor contratenor 
structural 21an 
Et in terra 
-- ~S 1 ( 1-15) 113_161 12-15 9-14 10-14 

CF 1 (16-45) 
TS 2 (46-64) 484_53 32-36 

571_65 
54_572 523_57 2 37_401 353_402 

58-65 58_61d 40-53 453_53 
CF 2 (65-84) 
TS 3 (85-95) 86-912 * 85-90 66_703 * 66-70 

903_96 922-96 913-96 703_76 72-76 713_76 
CF 3 (96-105) 
TS 4 (104-109.> 

Qui to11is 
TS 1 ( 1-24) 16-25 37-46 
CF 1 (25-57) 243_29 45-51 

31-35 55-59 
TS 2 (58-69) 59-64 624_65 58-64 54-59 57-59 53-59 

65-69 65-69 65-69 62_64e 61-64 60-64 
CF 2 (70-81) 76_821 793_81 32-35 333_35 
TB 3 (82-89) 82-89 66-75 
CF 3 (90-101) 
TS 4 (92-105) 
CF 4 (106-114) 108_1124 66-677703-717 

33-35 

1-' 
~ 

_1 
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Table 8 (continued) 

Location of borrowed materia1 Source of borrowed material (Agricola) 

Movement and discantus altus bassus superius tenor contratenor 
structural Elan 
Patrem 

omniEotentem 
15_l9f TS 1 ( 1-30) 12-14 
23-24 19-25 14-20 

26-31 21-26 
CF 1 ,(31-75) 52_53x 42-43x 

63-64 63-64 62-63 62-63 
68_70it 67_69x 66_68xg 57_59x 

TS' 2 (76-85) 773_86 54 ... 64 
CF 2 (86-103) 
TS 3 (104-108) 
CF 3 (109-118) 

Crucifixus 
193_31 TS 1 ( 1-30) 

193_221 
23-35: 

193_221 23-26 23-26 
221_24 232_241 26-28 27 
24-25 24_25x 

264_282 28-29 28_29H 

25-31 26-31 29-35 30-35 30-32 
CF 1 (31-70) 36-59 40-64 
TS 2 (70-84) 70-84 60-64 

74-85 75-82 64-76 66-73 
CF 2 (85-99) 86_92x 86-91 66_72x 46-51 

94_96x 42_43x 

654_71x TS 3 (lOO-lOg) 101-106 gg4_106X 67-72 
107-108x 107-108K 73-74x 72_73xh 

CF 3 (110-123) 
~ TS 4 (124-128) U1 

CF 4 (129-136) 

_1. 



Movement and 
structural plan 

Osanna 
TS 1 ( 1-16) 
CF 1 (17-36) 
TS 2 (37_482) 
CF 2 (482_56) 
TS 3 (57_613) 

CF 3 (614_65) 

TS 4 (65-67) 

Agnu!. .E.:!. .! 
TS 1 ( 1-12) 

CF 1 (13-40) 
TS 2 (41-46) 
CF 2 (47-59) 

Table 8 (continued) 

Location of borrowed material Source of borrowed material (Agricola) 

discantus a1tus bassus superius tenor contratenor 

1_162 6-35 

37-48 37-53 

57-61 66-71 

65-66 65-66 654_67 75-76 75-76 74-76 

1- 5
xi 

3- 7x 

7- 91 . 
16_20H 

1 7- 91 61-62 61-62 
9-11 x 9_11xJ 61_62x 61_62x 

51-53 502_53 68-70 67-70 
57-59 74-76 

.... 
0\ 

--'-



Movement and 
structural plan 

Agnu,! ~!!! 
TS 1 ( 1-63) 

CF 1 (65-76) 

Table 8 (continued) 

Location of borrowed materia1 Source of borrowed materia1 (Agricola) 

discantus a1tus bassus superius tenor contratenor 

10-17 14-17;,( 12-13 10-17 12-13/14-17;,( 
18-201 

18-20;,( 
23_261 18-201 18-20;,( 

23-26 24426 233261 
304_35 

34_371 
29-35 30 -35 29 -32 

374382;,( 37_382 55-59 
61_622 61_622;,( 

38 -40;,( 384_40;,( 633_64 614_62xk 

614_64 
48_513 48-514 

61-63 62-64 61-63 

65-71 65_71m 65-71 65-71 
72-76 72-76 72-76 72-76 

1-' 
...:J 

_J 



Movement 

Kyrie ! 

Et in terra --

.Q!!i tollis 

Patrem 
omnipotentem 

o 

TABLE 9 

Obrecht, Missa Si dedero. 
Incidence of Non-Cantus-Pirmus Borrowings 

(Elaborately Varied) in a4 Movements 

Location of variation 
according to section 

TS 1 (m. l_18)a 

TS 1 (m. 1-15) 

CF 1 (m.16-48) 

CF 2 (m.65-84) 

CF 3 (m.96-l05) 

TS 1 (m. 1-24) 

CF 1 (m.25-57) 

TS 1 (m. 1-30) 

CF 1 (m.3l-75) 

Mode of variation 

imitative entries of motto theme 
in m.l-ll 

imitative entries of motto theme 
in m.l-ll 

sequentially developed motive ~ 
in altus 

sequentially developed motive ~ 
in altus 

homophonie texture (texturaI simplification 
of Agricola) 

imitative entries of Agr. m.20-29 in 
m.l-ll 

developmental process of motive z in 
m.43-58 

imitative entries of motto theme in 
m.1-13 

developmental process of motive mx in 
m.3l-44: homophonie texture-rn m.44-49: 
developmental process of various motives 
at m.5l-69 ..... 

0') 



Movement 

Agnus Dei! 

Agnus .Q2i .lli 

,.-' 

Table 9 (continued) 

Location of variation 
according to section 

TS 1 (m.l-l2) 

TS 1 (m.l=63) 

Mode of variation 

imitative entries of Agr. m.l6-20, developed 
in paired voices 

imitative entries of motto theme in m.l-12: 
sequential process in which outer parts 
fill in 4th as found in Agr. m.233_243: 
ostinato-sequential process based on Agr. 
m.ss-s9 in Obrecht bassus of m.s3~s7 

1-' 
\0 J 



TABLE 10 

Obrecht, Missa ~ dedero. 
Incidence of Non-Cantus Firmus Borrowings 

(LiteraI or Moderate1y Varied) in a3 Movements 

Location of borrowed materia1a Source of borrowed materia1 (Agrico1a)a 

Movement and discantus a1tus bassus superius tenor contratenor 
structural plan 

Christe 
ISb ( 1- 5) 1- 6a 6-10x 
Osb 1 ( 6-15) 6-15x 6-15x 
Intb (16-20) 
OS 2 (21-30) + 21-31x 6-15x 
lnt (32-35) 32-35x 1- 5x 

OS 3 (36-41) 36-41x+ 6-11x 
Int (42-49) 40_50c 40-50 
OS 4 (50-55) 50-55x+ 6-11x 

Int (55-56) 

OS 5 (57-61) 57-61a 6-11x 

Coda (61-67) 

P1eni 
IS ( 1- 5) 1- 5x 6-10x 

TSb ( 6-15) 6-10iX d 
6]10iX/1-SiX 5- 8K 

124_14 124_14 12-14 123_14 12-14 12 -14 
fi.) 

0 

_.1. 
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Table 10 (continued) 

Location of borrowed materia1 Source of borrowed materia1 (Agricola) 

Movement and discantus a1tus bassus superius tenor contratenor 
structural plan 

P1eni (cont'd) 
Int (16-19 ) 

TS (20-36) 
234_251 20-23 

234_251 692_703 20-23 
692_733 23-25 23-25 

25-26 25-26 25-26 25-26 25-26 25-26 
26-36 26-36 

TS (37-54 ) 37-54 37-54 
TS (54-64) 

614_641 
55461 1 

614_641 614_641 55-61 
614_641 61 -64 614_641 

TS (65-76) 
692_733 65269 3 

692_733 692_73 3 65269 3 
692_73 3 69 -73 69 -73 

73-74 73-74 
75-76 75-76 75-76 75-76 75-76 75-76 

Benedictus 
TS ( 1-15) 1- 8 1- 8 

82_113~ 8-11 82_113~ 6-11~ 8-11 6-11~ 

11-12 11-12 
13-15 13-15 13-15 13-15 13-15 13-15 

TS (16-36) 16-25 16-25 
25-281 28_301 25-28 25-281 1 25-28 
28-30 28-30 28-30 
30-36 30-36 

œnt (3S",,39) 
TS (40-50) 40-50 40-50 IV 

50-53 50-53 51-53 1-' 

J. 



Table 10 (continued) 

Location of borrowed materia1 

Movement and discantus a1tus bassus 

Benedictus (cont'd) 
TS (54-64) 54-56 

56-59 564_59 
59-64 59-64 

TS (65-76) 65-69 
694_70 694-70 694_70 
70-71 
72-76 72-76 72-76 

Agnu,! Dei !! 
1- 8

1 TS ( 1-13) 
82_93e 82_93 82_93 

102_114xf 94_113x 
114_13 

TS (14-20) 14-20 
TS (21-35) 

261_274 
21_261 
261_274 
28-30 

31-35 31-35 31-35 

TS 35-55) 35-42 
42-45x

g 
42-45 h 

45-46x 45-46x 45-46x 
46-53 . 

53-55x 53_55xJ. 

Source of borrowed materia1 (Agricola) 

superius 

54-56 
56-59 
59-64 
65-69 
694-70 
70-71 
72-76 

261_274 

31-35 

50-53x 

tenor 

564-59 
59-64· 

694_70 

72-76 

82_93x 

261_274 

31-35 

contratenor 

694_70 

72-76 

1- 8 
82_93 
94_

11
3
x 

114_13 

14-20 
21_261 
261_274 
28-30 
31-35 

35-42 
42-45 
45-46x 
46-53 
53-55x 

li.) 
li.) 

_1. 



Table 10 (continued) 

Location of borrowed material 

Movement and discantus altus bassus 
structural plan 

Agnus Dei .!! 
(cont Id) 

TS (55-64) 55-59 
62-64 60-64 60-64 

TS (65-76) 7l-76K
j 

7l-76K 71-76 

Source of borrowed material (Agricola) 

superius tenor contratenor 

55-59 
62-64 60-64 60-64 

7l-76K 7l-76K 71-76 

N 
W 



Movement 

Christe 

Pleni 

Benedictus 

Agnus Dei !! 

TABLE 11 

Obrecht, Missa Si dedero. 
Incidence of Non-cantus:Firmus Borrowings 

(E1aborate1y Varied) in a3 Movements 

Location of variation 
according to section 

Int. 3 

Int. 1 

TS 

TS 

TS 

TS 

TS 

TS 

TS 

2 

3 

5 

1 

3 

5 

5 

(m.42-49) 

(m. 16-19) 

(m.20-35) 

(m. 37-54) 

(m. 65-76) 

(m. 1-15) 

(m.40-53) 

(m.65-76) 

(m.65-76) 

Mode of variation 

sequentia1 process in discantus m.40-50 of 
Agr. superius m.40-49 

sequentia1 process based on motive 12 in 
discantus and bassus 

sequentia1 process in discantus and bassus 
m.20-24 of opening of motive ~ 

homophonie texture with para11e1ism and 
quasi-canon in m.47-53 

variationa1-sequentia1 treatment of motive 1
2 

in m.65-69 

imitative entries of motto theme in m. 1-10 

sequentia1-ostinato process in bassus 

variationa1-sequentia1 treatment of motive 12 

in bassus and a1tus in m.65-69 

motivic e1aboration in discantus and a1tus 
in m.65-70: interchange between same 
voices in m.70-76 

rv 
~ 

J 
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TABLE 12 

Obrecht, Missa Si dedero. 
Percentage Ratios of Simultaneous Borrowings 

Movement Percent age , 

Kyrie .! 53% (38/15) 

Christe 0% (0/0) 

Kyrie .!! 0% (0/0) 

Et in terra 91% (25/66) --
Qui to11is 36% (13/23) 

Patrem omnipotentem 33% ( 6/27) 

Crucifixus 27% (27/ 0) 

Pleni 47% (29/18) 

Bos:anna 3% ( 3/ 0) 

Benedictus 66% (46/20) 

Agnus Dei .! 28% (28/ 8) 

Agnus ~.!! 55% (41/14 ) 

Agnus Dei .!!! 72% (51/21) 



~I 
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TABLE 13 

Obrecht, Missa Si dedero. 
Harmonic Cadences in Benedictus 

Section Meas.No. Initial note Interior· Terminal 
cadence cadence 

l 1 d'/g 
8 c'/a 

10 d 
15 c 

II 20 9 
32 c 
35 g/e 

III 40 A 
46 c 
49 G 
53 g/e 

IV 59 C'/A 
64 c 

V 73 a'/f 
76 G 



Movement 

GLORIA 
Et in terra 

Qui to11is 

Qui sedes 

CREDO. 
Patrem omnipotentem 

Et incarnatus 

Voices in 
movement 

cantus 
a1tus 
tenor 1 
tenor 2 
bassus 

cantus 
a1tus 
bassus 

cantus 
a1tus 
tenor 1 
tenor 2 
bassus 

cantus 
a1tus 
tenor 1 
tenor 2 

a1tus 
tenor 2 
bassus 

TABLE 14 

Coppinus, Missa Si dedero. 
Cantus Firmus Frameworks 

Fr amework 

Agr.ten.I,II,III 

Agr.ten.III(cont'd) 

Agr.sup.(comp1ete) 

Agr.ten.V 

Agr.ten.IV 

Agr.ten.I Agr.ten.II,III 
Agr • ten. l (.s!) 

Agr.ten.I (4 transposing segments) 

Agr.ten.III (cont Id) 

N 

""" 

_J 



Movement 

Et ascendit 

~ in spiritum 

SANCTUS 
Sanctus 

Pleni 

(TI BeÎletld.ct us 

Hosanna 

Voices in 
movement 

cantus 
tenor 1 
bassus 

cantus 
a1tus 
tenor 1 
tenor 2 
bassus 

cantus 
a1tus 
tenor 1 
tenor 2 
bassus 

altus 
tenor 1 
tenor 2 
bassus 

cantus 
a1tus 
tenor 1 
bassus 

cantus 
a1tus 
tenor 1 
tenor 2 
bassus 

Table 14 (continued) 

Framework 

Agr.ten.I (4 transposing segments) 

Agr.ten.IV,V 

Agr.sup.I (3 non-transposing segments) 

Agr.ten.I, l, lIa, III, lIb 

Agr.sup.II (3 non-transposing segments) 

Agr.ten.II (4 transposing segments) 

Agr.ten.llla,IV,V 
~ 
00 

J 



Movement 

AGNUS DEI 

Agnus .E.:!. ! and .!! 

Agnus B!:.! !!! 

Voices in 
movement 

cantus 
altus 
tenor 1 
tenor 2 
bassus 

cantus 
altus 
tenor 1 
bassus 

Table 14 (continued) 

Framework 

Agr.sup.(complete) 

Agr.sup.(complete at 4th) 

t.> 
\D 

j 



TABLE 15 

Coppinus, Missa Si dedero. 
Incidence of Non-cantus Firmus Borrowings 

Location of borrowed materia1 Sour-ceorDorrowed materia1 
(literaI or moderate1y varied) (Agricola) 

Movement and cantus a1tus tenor 1 tenor 2 bassus E1aborate superius tenor contratenor 
structural plan Variation 

Et in terra 
NCFa( 1-16) x 

CFa (17-25) 17-25 x - 6-15 
CF (26-38) 26-38 x 16-28 
NCF (39-42) 

43-48 (s)b 
x 

CF (43-48) 43-48(t) 43-48 (ct) 31-35 30-35 30-34 
NCF (48-56) 

56_65
c

(t) 
IX 

CF (56-65) 56-60(s) IX 54-57 37-40 
62-64+(t) 

NCF (65-77) x 
CF (78-84) 78-84(s) 78-82(t) IX 40-46 40-44 
CF (83-91) 84-91(s) 83-91(t) 83-91(ct) 46-53 45-53 45-53 
NCF (91-106) x 

Qui to11is·. 
NcF ( 1- 3) IX 

CF ( 3-15) 3-15 IX 3-15 
CF (16-36) 16-35 x 16-36 
CF (37-53) 37-53 x 37-53 
CF (54-64 ) 57-59(t) 54-64 (6) x 54-64 57-59 
CF (65-77) 67-70(t) 67_71X (ct) 65-77(6) x 65-76 66-69 67-70 

w 
o 

-.J. 



Table 15 (continued) 

Location of borrowed materia1 
(literaI or moderately varied) 

Source of borrowed materia1 
(Agricola) 

Movement and cantus altus tenor 1 tenor 2 bassus Elabbr.at:e:,\, superius tenor contratenor 
structural plan Variation 

Qui sedes 
CF ( 1-15) 5- 9(t) 5- 9(ct) 60-64 60-64 

'1-9 55-59 
10-14(ct)10-l5{t) 60-65 60-63 

NeF (16-49) + ~ 
CF (49-57) 50-57 (t) 49-57(s) 50-56 (ct) ~ 65-73 66-73 66-6B:69-73 
CF (57-65) 5B-65+{s) 60-65+(t) + 73-76 74-76 

59-65 (t,ct) 73-74 75-76 

Patrem omni~ 
potentem 
NCF ( 1-5) 

6_15d ~ 

CF (6-15) B_16x 
6-15 

NCF (16-25) 
CF (26-43) 26-43 ~ 20-35 
NCF (44-52) ~ 

CF (53-62) 60_62e (s) 53-62(t) 62-54 37-46 
NCF (63-99) ~ 

w ..... 

~, 



Table 15 (continued) 

Location of borrowed materia1 
(litera1 or moderate1y varied) 

Source of borrowed materia1 
(Agricola) 

Movement and cantus a1tus 
structural plan 

tenor 1 tenor 2 bassus E1aborate superius tenor 
Variation 

contratenor 

Et incarnatus 

NeF ( 1- 6) 
a 

Ost ( 7-16) 
x 

7-16 
NeF (17-22) 
Ost (22-30) 24-26 (ct) 28-30(s) 22-30(t) 
NeF (30-36) 

Ost (37-45) 37_45x 

NeF (46-49) 

Ost (50-58) 50-58 

Et ascendit 

Ost ( 1- 9) 1- 9 
NeF ( 9-15) 
Ost (16-24) 16_24x 

NeF (25-28) 
Ost (29_36) 29_36X 

NeF (37-43) 37-43 

K 

K 

K 

K 

K 

K 

K 

K 

12-14 

6-15 

6-15 

6-15 

6-15 

6-15 

6-15 

6-15 

6-15 

8-10 

w 
1\) 
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Table 15 (continued) 

Location of borrowed materia1 
(literaI or moderate1y varied) 

Movement and cantus a1tus tenor 1 tenor 2 bassus E1aborate 
structural plan Variation 

~ in seiritum 
CF ( 1- 8) 1- 8 
NCF ( 9-18) 
NCF (18-56) iK 

CF (57-62) 57-62(s) 57-62(t) 
61-62 

NCF (63-66) f 63-66 
CF (65-75 ) 65-68 x 

71-73 (s) 68-75 
CF (76-88) 76-88+ x 

Sanctus 
NCF ( 1-10) x 
Ost ( 7-18) 7-18(s) 10-18(t) 
CF (19-25) 19_25e x 

Ost (25';;;36) 25-33(s) 30-33(ct)g x 

CF (36-45) 36-45 x 

Ost (43-54) 43-54 (s) 45_49x (t) 
49-54(t) 50-53 (ct) 

CF (54-57 ) 54-57 x 

Source of borrowed materia1 
(Agricola) 

superius tenor contratenor 

50-54 

49-53 48-54 
45-46 
47-54 
57-59 

62-64 60-64 
66-76 

3-15 6-15 
20-30 

3-15 10-15 
37-46 

3-15 6-10 
10-14 10-13 
32-35 

w 
w 

J 



Table 15 (continued) 

Location of borrowed materia1 Source of borrowed materia1 
(literaI or moderate1y varied) (Agricola) 

Movement and cantus a1tus tenor 1 tenor 2 bassus E1aborate superius tenor contratenor 
structural plan Variation 

P1eni 
Ost ( 1-11) 1-11(s) 4-5(ct) 18-28 25-26 

5-9 60-64 
NCF (12-18) il 

Ost (19-29) 19-29 il 18-28 
NCF (29-37) il 

Ost (38-48) 19-29 il 18-28 

Benedictus 
Ost ( 1-12) 1-12 i!i 20-35 
NCF (13-16) 12_27e 

x 20-28 
Ost (17-28) 17_28x 

il( 20-35 
NeF (29-34) 29-33+ il 18-21 
Ost (35-46) 
NCF (47-78) 
Ost (49-61) 50-53(s) 49-61(t) il( 18-20 20-35 

Hosanna h 
CF . ( 1-11) 1-11 il( 40-53 
CF (12-16) 19_21e(S)1~;=~2(t) 

il( 55-59 
CF (17-22) 17-21(ct) x 62-64 60-65 60-64 
CF (23-34) 23-34(t) 22-23(ct) il( 66-76 64-65 

w 
~ 

_1. 
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TABLE 16 

Coppinus , Missa Si dedero. 
Percentage Ratios of Simu1taneous Borrowings 

Movement Percent age 

Et in terra -- 93% (11/82) 

Qui to11is 89% ~ 6/83) 

Qui sedes 82% (27/55) 

Patrem omnipotentem 57% ( 3/54) 

Et incarnatus 53% (10/43) -Et ascendit 75% ( 0/75) 

Et in spiritum 52% (10/42 ) 

Sanctus 89% (40/49) 

P1eni 85% {12/73} 

Benedictus 74% ( 6/68) 

Hosanna 75% (20/55) 



Group Movement 
number 

1 Et in terra --
Qui tollis ----Qui sedes 

2 Patrem omni2otentem 
Et incarnat us 
Et ascendit 
Et in spiritum 

3 Sanctus 
Pleni 
Benedictus 
Hosanna 

4 Agnus E!:i ! and .!!. 
Agnus E!:i .!.!! 

TABLE 17 

Coppinus, Missa Si dedero. 
Grouping of Movements 

Terminal cantus Tonal center 
firmus segment at close of 
of movement movement 

III G 
V g 
V G 

III G 
l c 
l A 
V G 

III G 
II A 
II G 

V G 

V G 
V G 

Presence of total 
parody quotation a3 
of cadence progression 
in movements terminating 
wi th sect ion V 

no 
yes 

yes 

no 

yes 
no 

w 
0\ 

~. 
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FOOTNOTES 

Table 1 

a 
Table 2 In order to facilitate comparison of their respective 
analysës, Lerner's four sections have been adapted to Picker's 
five-sectional ground plan. 

Table 3 

Table 4 

i5 
Table 5 ~ausula vera is present. If the lower note of the 
clausula vera is no~e lowest note of the harmony, it is 
designated by a diagonal line followed by a letter(s) which 
represent(s) the lowest note(s). 

i' Table 6 The numeral 1 does not necessarily infer that the 
segment which is referred to is in integer valor1 it simply 
indicates that segment which assumes the smallest proportion 
in the movement under analysis at the time. 

Table 7 i'Oesignated voice part is silent during measures 
specified. 

i'i'Abandonment of auxiliary cantus firmus in designated 
voice in favour of free and/or parodistic' material. 

a 
Table ~ In all but a few instances, the discantus, altus and 
bassus voices of the Obrecht are to be correlated with the 
superius, tenor and contratenor voices respectively of the 
Agricola. 

i'Correlations departing from the above generalization 
bThe abbreviations "TS" and "CF" signify "tenorless 

section" and "cantus firmus section" respectively. 
+The borrowed material has been transposed. 
cOiscantus proceeds in parallel tenths with bassus 
dBass,us proceeds in parallel tenths with discantus 
eThe borrowed passage in Obrecht's discantus at 

measures 68-69 comprises measures 62-64 of Agricola's superius 
and measures 60-61 of his tenor part~ The latter quotation 
precedes the former. 

f The first two notes of the Obrecht are augmentations 
of the corresponding notes of the Agricola. 

l 



gMeasures 57-59 of the Agricola tenor are treated in 
imitation in bassus, altus and discantus. 

hVoice correspondence at this point is as follows: 
discantus~tenor, altus-contratenor. 

1 The borrowed contratenor passage is treated in 
imitation,by altus and discantus. 

JVoice correspondence at this point is as follows: 
discantus-tenor: bassus-contratenor. The borrowed material at 
measures 9-11 is in invertible counterpoint with the saroe 
material as heard at measures 7-9. 

38 

kVoice correspondence at this'point is as follows: 
discantus-contratenor (as given) followed by tenor (as given): 
bassus is in tenths with contratenor-derived portion of discantus. 

mObrecht subjects the motives of Agricola's superius 
and contratenor lines to considerable variation and occasional 
transposition. 

Table 9 
a 
Measure numbers indicate entire extent of each section. 

Table 10 a 1n all but a few instances, the discantus, altus and 
bassus-Voices of the Obrecht are to be correlated with the 
superius, tenor and contratenor voices respectively of the 
Agricola· x 

bcorrelations departing from the ab ove generalization 
The abbreviations "IS", 10 OS" , "Int", and "TS" signify 

"introductory section," "ostinato statement," "interlude" and 
"tenorless section" respectively. 

cDiscantus at m.40-43 represents a rhythmic compression 
of Agricola's superius at m.40-50. The compressed phrase is 
heard in three descending sequential steps at m.40-50. 

dVoice correlation is as follows: altus (6-l0)-contra­
tenor (6-10), bassus (5-8)-contratenor (5-8). 

eAltus moves in parallel sixths with discantus. 
fDiscantus is in close canonic imitation with contra­

tenor-derived bassus. 
gThe quoted phrase in discantus is heard during the 

three measures of silence in contratenor-derived bassus. 
hAltus, bassus and discantus proceed in close canonic 

imitation. 
iAltus moves in close canonic imitation with contra­

tenor-derived bassus. 

1 



jThe full six measures of this cu~inative cadence 
of the model are reproduced here, but with intricate inter­
changes in the upper voices, which may be represented as 
follows: 

Obr.discantus-Agr.t. Agr.s. Agr.t. Agr.t. Agr.s. Agr.s. 
"altus Agr.s. Agr.t. Agr.s. Agr.s. Agr.t. Agr.t. 
" bassus Agr. c. t ...••..••.••••.•.••.•...•• .•••••••• 

Table Il 

Table 12 

Table 13 

Table 14 
a 

Table 15 The abbreviations "NCF", "CF" and "Ost" refer to 

39 

"non-cantus firmus," "cantus firmus" and "ostinato" respectively. 
~Indicates additional presence of more radical 

variation of borrowed material within structural section 
concerned. 

bLet ter in brackets indicates the voice of the Agricola 
work serving as so~rce of material for the voice concerned in 
the Coppinus work. 

c 1n augmentation 

Table 16 

Table 17 

+Indicates presence of free paraphrase 
x1ndicates transposition 
~enor 2 and tenor 1 are in canon 
eCompressed 
fVaried 
gSome alterations 
hVaried at cadence measures 

~I 
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Examp1e 1. 

The "Si dedero" Chant from the Comp1etorii Libe11us 

som ·num 

o . cu.-lis me is 

1 
et pal (Je. - brios . 

~ · :cz .; 21 tg: ;: "' 1 . . .... me· ~s 

. ~ .':; G ·z · . . II 



• 
S~ cleclero 

111 CI • 
·rs 1 ..... 

Examp1e 2. 

The "Si dedero" Chant from 
.tne Antiphona1e Sarisburiense 

sompnum o-cu..-lis meis et pa{- pe-bris 

41 
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Exarnple 3. 

Cornparison of the Antiphonale Sarisburiense Chant 
. --- -w±,th thec-antus-firrnu-s---of--Agricola ~~-:-Si- dedero,; 

SarisburC:el\Se chant. 

• • • 

J 1 
X 

• • 1 

B ( 

42 
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Example 3 (continued) 

r-- -_._ ..... __ ........... . . ...... _ ... _ ...•.... - ........ --

. . 

rcha~ . 
. '. t 

: . 

... ~ chant· 

... 
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Example 3 (continued) 

Ag"', SUp~ius (c.ont'dJ ... 

~ :J Jj 1 n j j ! -e-.' 

'~. . 

.. ~ ~alll; 1 • • • •• • 

... 
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Example 4. 

~~~5~u.p~e~r~iiu.~s~s,~~· ~"'~.:t~·~~a~IS"~. ~~~,~ "'~~~~~-U~~~~~~~r: 
) f 
• tenor 
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Example 4 (continuedt 
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Example 4 (con t; inued.) 
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Example 4 (continued) 
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Exarnple 4 (continued) 
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Example 5. 

Agricola, Si dedero: Motivic Construction 
---->. of. Cantus F1rmus VOl.ces _._u __ 
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Examp1e 5 (continued) 
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Example 5 (continued) 
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Example 6. 

Agricola, Si dedero:'Motivic Construction 
- , '--- --of'-Non-.;;Cantus-ffrmus-Voices 

,_. - - -. - - -- .. , 
, , t· 

J l' • " s~eri«LS JI dl ~ 1 j r-

; (tl o 1~lo)I-JJJJJ1J J IJ}81*J-.1 tp 

53 

:--- - ---. - ..... 4 .... -: ,.- ........ -. ._.--- ~i-,,-.. '---:x;C-L(=-___ -
---'<t;,' '1; " f Il t Z 

~t~·))~j~fJ~I6~J'lJ~2 ~~1 J33.rl~6 ~F I~~k ~& l~n;~~~l ~~: " :r 1 ~. '-' +~. + ~ ~ ~ T 
" ' 'x l " .J ., :z: . . ~ an i1 Q8J J œ J 11:$ 1- ~ .. 

,..... ·1.. :,' ~. 

J*, . 1 '. ' , . 
, ,',' ~. ' =======================================================-:::t::,1 ,"', 

. --.: ,l~' 1i 12. 12. r!!L 

~ 
superus; Y.. J " " J . l' n 1 ( 2> 1 - - -

fi J Il j-I ;. t J. 1 J J. !JI J d. tJ 1) J. rÎJ..I~ 

, , 
,_ - '" ,-- :-- .-~ . ....... ~..-J-. t: .. - ~:-., .. -,.,._ ~-.' ,._.: .. " .......... ' -, ,,-_~ . .... '.r .... ·~".~,-~· ................... " ... -'~ ... 7· ...... -----.... =·\..-, .... ~_· ...... : .. ..,·:-~, ........ ·"'...;....,·~·-:- ........ --··~,...~"- .·"- ... ~ .......... ·_._·"." __ ... ~~.~·f"z·".#O._ '1' 

~. 



~ __ ~ _______ ---:::--~ ____ . __ ... ____________ -_1 

54 

Example 6 (continued) 
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Example 6 (continued) 
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Example 7. 

Agricola, Si dedero: 
DiSsonance s "ih Aggrega-ee--choraa~-Form.ati:ons"'--------
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Example 8. 

Agricola, Si dedero: 
Dissonances---at Pre-Cadential Points. 
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Example 9. 

Agricola, Si dedero; 
_00--°- . Rbot MOvëii'ienrJ:)y~uî .. tn atfd-Fifth 
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Example 10,. 
Agricola, Si dedero: 

Motivic Embellishment Of Sustai~ed, Harmon~es 
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Example 11. 

Agricola, Si deder~: . 
------- ---·Ca-o'entl.aI Formulae in SuperïlIs'- --------, 
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Examp1e 12. 

Agricola, ~ dedero:, 
. Terminal Cadences . 
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Examp1e 13 • 

. Ob~echt, Missa & dedero: 

Comparison of Tenor Segments with Agricola Tenor 
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E~amp1e 13 (continued) 
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"Example 13 (continued) 
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Examp1e 14. 

Obrecht, Missa.§i dedero_: 
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. Example 15. 

Obrecht, Missa Si ded~ro.: 
D1scaritus of ctucifixus 

.. 
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Example 16. 

Obrecht, Missa Si dedero.: 
. -------.-------.--- - '.. .. iUtus of QU:LtoIlTS ... .. 
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Examp1e 17. 

Obrecht, 'Missa Si dederQ: 
. 'Al t-Us . or' 'o'Sirina' .. ~ 
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Examp1e 18. 

Obrecht, Missa Si dedero.: 
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Example 18 (continued) 
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Examp1e 18 (continued) 
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Examp1e 18 (continued) 
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Examp1e 18 (continued) 
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Examp1e 19. 

Obrecht, Missa Si dedero: 
DisS"0nai'iceT:r:'eatment 
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Example 20. 

Obrecht, Missa Si dedero: 
The Dd:ve-t-o-·t-he-cadence 
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Example 20 (continued) 
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Example 20 (continued) 
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Exarnp1e 21. 

Obrecht, Missa Si dedero: 
-----_. __ .. ---.-------- . -_. pre";;-Cadentl.al Progressions 
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d) Osant\n. 
1\ rlrstank -. 

Examp1e 21 (continued) 
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Examp1e 21 (continued) 
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Example 22. 

Obrecht, Missa Si dedero: 
--Ground -Plan-a-g---·Defj:ne-d-by-Cadences· 

and Other Structural Procedures 
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Example 22 (continued) 
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Example 22 (continued) 
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Example 22 (continued) 
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Example 22 (continued) 
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Example 22 (continued) 
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Example 22 (continued) 
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Example 23. 

Obrecht, Missa Si dedero: 
Randonr-Motiv±e-"-ae-t-e-rence---
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Example 24. 

Obrecht, Missa ~ dedero: 
---------Motto Reference ---------- -- ------ ----
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Example 24 (continued) 
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Examp1e 25. 

Obrecht, Missa Si "dedero: 
Cadence ... Defi-nin9~ and---Term-inal--Sect ions 
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Example 25 (continued) 
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Example 25 (continued) 
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Example 25 (continued) . 
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Example ·25 (continued) 
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Example 25 (continued) 
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Example 25 (continued) 
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Example 25 (continued) 
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Examp1e 26. 

Obrecht, Missa Si dedero: 
Liriking Pas·sac:lè-s··-ana- Epî-sMes·in--Et in terra 
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Example 26 (continued) 
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Examp1é 27 .• 

. Coppinus, Missa Si dedero: 
Cantus Firmus of Et <in terr'a 
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Exarnp1e 27 (continued) 
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Examp1e 28. 

Coppinus, Missa Si dedero: 
"~, Cantu,s',-F.irntus of Qui sedes 
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Ex~mple 28 (co~tinued) 
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. Examplé 29 • 

. Coppinus, Missa ~ dedero: 
Can~us Firmus of Patrem omnipotentem 
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Examp1e 29 (continued) 
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Exarnp1e 30. 

Coppinus, Missa Sidedero: 
__ -r--------- :--: ---'-Cantus-Fi"l:mus-of-Et-- in sEirftum· 
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Example.3l • 

. Coppinus,: Missa Si dedero': 
Cantus Firmus of Sanctus 
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Examp1e 31 . (continued) 
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Example 31 (continued) 
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. Examp1e 32. 

. Coppinus, Missa Si dedero: 
---.-.~ .-'-.--.--- - -- --Cantus- -F:i;rmus~o:f--Ho sanna>': -'._- .--." _.. . ... . 
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.Examp1e 33 • 

. Coppinus, Missa Si dedero: 
idt-e:ç-at ions";;n --Cantus ~irmus Se'gment s ' - " . 
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Example 34. 

- Coppinus, ~issa Si dedero: 
Fauxbourdon_like. T.reatment .in.Qui . oollis . . 
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Example 35. 

Coppinus, Nissa Si dedero: 
- !>issonance Treatment ,..--_. __ .. " _ ... -- ....... _.- .. 
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Examp1e 36. 

Coppinus, Missa Si dedero: 
, fOmpa.riSOn ,of Agr.ico1a~:- Obrecht and70ppinus Harmonizations ' 
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Exarnple· 36 (continued) 
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Examp1e' 36 (continued) 
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Examp1e37. 

Coppinus, Missa Si dedero: 
.~heDt-:-ive tQ_ the Cadence 
by means of the Tritone 
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Examp1e 38. 

Coppinus, Missa Si dedero: 
The Drive to the Cadence, 

by' mèâns of"- thë Sequence 
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Examp1e 38 (continued) 
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Examp1~ 39. 

r-·--- ----------_. ~e· D~~~i~~~ ~h:i~:~e~!e d~~e~~'~ns o~' 
l' -·Rapidly Moving Homophonie Chords 
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Examp1e 39 (continued) 
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Examp1e ,40 • 

Coppinus, Missa Si dedero: 
'The -Drive" to",theCadence 
by means of Close Imitation 
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Examp1e 41. 

Coppinus,. Missa Si dedero:. 
Variational Adaptatîonsin the Drive to the Cadence 
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Examp1e 41 (continued) 
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Examp1e 42. 

Coppinus, ~issa Si dedero: 
Pre_Cààential Progressions 
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Examp1e 42 (continued) 
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Examp1e 42 (continued) 

b) Patrem omo ÎpatentelYl ° . 
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Exarnp1e 42 (continued) 
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Example 43. 

Coppinus, Missa Si dedero: 
Ground 'Plân as ,Defined by Cadences. 
and Other structural Procedures 
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Examp1e 43 (continued) 
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.Exarop1e 43 (continued) 
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Examp1e 43 (continued) 
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Example 43 (continued) 
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Examp1e 44. 

Coppinus', Missa Si dedero_= 
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Examp1e 44 (continued) 
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Examp1e 44 (continued) 
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Examp1e 44 (continued) 
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Example 45'(continued) 

[ b) ~Lti seJes 

i 
1 " r;!,J~'l(JS"~ . Ar- ft,.. l .. 

. • 

1 

l 
.. 

l- l . . -Q' . II> .tI • '"' 4 1 ... fJ/ 
-. 

Q , \ 

bas) I)~ 1 l' 1 

- 1 'V 1'" /" 

:J 1 - 1 .. 

n 
" 

d D ( . ~. ;., tJ .. .. , . Q' , 
! ..J 

! -. 
1 -r3:E --- -.. 

l 1 u 1) o .........,0 0' 

1 -:J-1JU~J .s) 1·. r n J j 1 J -~ d r. e ,,~{}l 

w~ .... fi 
• iT . '1\ 

~ 
..,. .. ... r:~-:.~~ 

1 . J ! 1 
. -1" 

.. 

1 

,i> P 
: 1 

, , 1 



146 

Example 45 (continued) 
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Examp1e 45 (continued) 
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Example 45 (continued) 
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Examp1e 45 (continued) 
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Examp1e 45 (continued) 
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Examp1e 45 '(continueQ) 
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Examp1e'46 (continued) 
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Example 47 (continued) 
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Examp1e 47 (continued) 
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Examp1e 48 ("continued) 
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~xamp1e 48 (continued) 
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Example 48 (conti~ued) 
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Examp1e 48 (continued) 
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Examp1e 48 (continued) 
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Exarnp1e 48 (continued) 
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Examp1e 48 (continued) 
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SOURCES OF MUSICAL EXAMPLES 

1. Hewitt, Harmonice Musices Odhecaton, p. 210 

2. Antiphona1e Sarisburiense, fol. 150 

3. Antiphona1e ••• , loc. cit.; Hewitt, ~. cit., pp. 339-340, 
superius of m.3-8, 40-53, 54-64 and tenor of m.6-15, 
20-35, 66-76 

4. Hewitt,~. cit., pp. 339-340 

5. ~., superius of m.3-15, 40-53, 54-64 and tenor of 
m.6-15, 20-35, 55-65, 66-76; superius of m.10-12, 55-57 
and tenor of m.32-34, 73-75 

6. Ibid., superius of m.18-37, 65-76, contratenor of m.1-15 
and tenor and contratenor of m.35-56 

7. Ibid. , m.5-6, 30-32, 32-34, 74-76 

8. Ibid. , m.32-35, 73-76 

9. Ibid. , m.25-30, 66-69 

10. Ibid. , m.10-11, 23-24, 40-42, 44-45, 53-54 

11. ~., superius of m'.12-14, 33-35, 51-54, 62-64, 
74-76 

12. Ibid., m.12-14, 33-35, 51-53, 62-64, 74-76 

13. Wolf, Werken ~ Jacob Obrecht, Vol. III; tenor of p. 4, 
m.67-70 of Kyrie ~; p. 8, m.23-28 of Kyrie lI; 
pp. 13-14, m.96-105 of Et in terra; p. 19, m.106-114 
of Qui te11is: p. 25, m:ï09:118 of Pat rem omnipotentem; 
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p. 32, m.129-136 of Crucifixus; p. 34, m.21-23 of Sanctus: 
p. 41, m.61-65 of Osanna; p. 47, m.47-59 of Agnus Dei !: 
p. 54, m.64-76 of Agnus Dei l.!!.: Hewitt, 2E.... ~., tenor 
of m. 9, 13, 16-20, 42-43, 47-49, 55-56 



14. Wo1f,~. cit., bassus of p. 48, m.s-7 of Agnus B!il!r 
bassus of p. 49, rn.51 of Agnus Dei II: altus of p. 35, 
m.9 of Pleni: Hewitt, ~. =!!.,-cQntratenor of p. 339, 
m.5-7, p. 340, m.5l and tenor of p. 339, m.9 

15. Wolf,~. cit., discantus of pp. 26-30, m.1-8s of 
Crucifixus 

16. Ibid., altus of pp. 14-15, m.3-35 and p. 14, m.82-90 
--of Qui to11is 

17. Ibid., a1tus of pp. 38-39, m.1-16, pp. 40-41, m.37-48, 
p. 41 4 m.57-67 of Osanna 

18. Ibid., pp. 35-38, rn.1-76 of P1eni 
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19. ~., p. 44, m.65, 74-75, 69-70, p. 43, rn.48 of Benedictus: 
p. 8, m.12 of Kyrie lI: p. 5, m.22-23 of Christe 

20. Ibid., p. 4, m.62-72 of Kyrie !r p. 19, m.106-l14 of Qui 
tollis: p. 44, m.65-76 of Benedictus: p. 47, rn.54-59 
of Agnus Dei !: p. 35, m.29-33 of Sanctus: p. 7, m.57-67 
of Christe 

21. ~., p. 8, rn.27-3l of Kyrie lI: pp. 13-14, rn.l04-109 of 
~ in terra: p. 25, m.114-1l8 of Patrem omnipotentem: 
p. 41, m.64-67 of Osanna: p. 32, m.132-136 of Crucifixus: 
p. 38, rn.65-76 of Pleni 

22. Ibid., bassus of pp. 5-7, m.6-67: discantus of pp. 4-5, 
rn.1-61 discantus and altus of p. 5, m.5-6, rn.9-l0, 
m.13-14, rn.23-24: pp.5-6, rn.29-301 p. 6, rn.3s-36, 39-40, 
53-54: p. 7, m.60-6l, 66-67 of Christe; 
p. 9, m.9-l0, 15-16, tenor of pp.9-ll, m.16-55: bassus 
of p. Il, rn.sl-55: discantus of m.5l-52: a1tus of rn.s2: 
discantus, altus and bassus of p. 12, rn.64-6s: tenor of 
p. 12, m.65-83: discantus, altus and bassus of m.82-83: 
altus and bassus of p. 13, rn.86-88: discantus, altus and 
bassus of m.95-96: tenor of pp. 13-14, m.96-l09: discantus 
and bassus of rn.l08-l09, a1tus of rn.109 of ~ in terra: 
bassus of p. 9, m.16-l8, p. 10, m.3l-34, 34-47, p. 12, 
m.65-67, 71-73, 75-78: altus of p. 9 ç rn.16-19, p. 12, 
m.65-67: discantus of p. 9, rn.19-2l of !! in terra: 



harmonie progressions of pp. 9-11, m.16-46, p. 12, 
m.65-83 of ~~ terra; 
discantus, a1tus and bassus of pp.9-10, m.16-22: bassus 
of p. 10, m.22-27: discantus and bassus of m.31-39: 
discantus of pp. 10-11, m.40-48: a1tus and bassus of 
p. 12, m.65-73: bassus of m.73-82 of ~ in terra 

23. Ibid., p. 48, m.1-6 of Agnus ~ l!: pp. 38-39, m.1-5 of 
Osanna: p. 21, m.31-35 of Patrem omnipotentem 
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24. Ibid., p. l, m.1-9 of Kyrie ~: p. 9, m.1-10 of ~ ~ terra: 
p. 20, m.1-13 of Patrem omnipotentem: p. 42, m.1-10 of 
Benedictus: p. 14, m.1-8 of Qui to11:ls: p. 45, m.1-10 
of Agnus Dei .! 

25. ~., p. 4, m.61-72 of Kyrie ~: p. 8, m.15-20 of Kyrie .!!: 
pp. 13-14, m.85-109 of ~ in terra: p. 19, m.102-114 of 
Qui to11is: p. 25, m.114-118 of Patrem omnipotentem: 
p. 38, m.65-76 of P1eni: p. 41, m.57-67 of Osanna: 
p. 44, m.65-76 of Benedictus: p. 47, m.47-59 of Agnus 
~~: p. 50, m.65-76 of Agnus Dei l!: p. 54, m.65-76 
of Agnus ~ .!.!! 

26. Ibid., p. 9, m.1-15, pp. 11-12, m.46-68 of ~ in terra 

27. D'Accone, Co11ected Works of Alessandro Coppini ••• , 
tenor 1 of pp. 81-84, m.1-74: tenor 2 and bassus of 
p. 84, m.78-83: cantus and tenor 1 of pp. 84-85, m.83-91 
of Et in terra 

28. Ibid., tenor 1 of p.88, m.1-14x: cantus of m.5-9: a1tus 
of m.10-12: tenor 1 of p. 90, m.49-57: cantus of m.50-57 
of Qui sedes 

29. Ibid., tenor 1 and tenor 2 of p. 91, m.1-16: tenor 1 of 
pp. 92-95, m.26-102 of Patrem omnipotentem 

30. Ibid., tenor 1 of pp. 101-102, m.65-88 of ~ in spiritum 

31. Ibid., tenor 1 of pp. 103-104, m.1-28; pp. 104-105, m.36-57: 
cantus of pp. 103-105, m.1-57 of Sanctus 



32. ~., tenor 1 of pp. 110-111, m.1-34 of Hosanna 

33. Ibid., bassus of p. 96, m.7-16 of ~ incarnatus7 
cantus of p. 97, m.1-l0, p. 98, m.29-36, 37-43 of 
Et ascendit; bassus of p. 107, m.1-13 of Benedictus 

34. Ibid., p. 86, m.33-34, p. 87, m.67-70, m.71-72 of 
Qui to11is 

35. Ibid., p. 81, m.16 of ~ in terra; p. 86, m.19-20 of 
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Qui to11isi p. 92, m.21-22, p. 95, m.93, 109 of Patrem 
omnipotentem7 p. 98, m.30-31 of Et ascendit; 
p. 105, m.56-57 of Sanctus 

36. Ibid., bassus of pp. 111-112, m.1-15 of Agnus Dei ~ and II; 
Wolf, ~. ~., bassus of p. 42, m.1-15 of Benedictus; 
Hewitt, 2e. cit., contratenor and superius of p. 339, 
m.1-15 

37. D'Accone,~. cit., p. 87, m.74-77 of Qui to11is; p. 90, 
m.64-65 of Qui sedes; p. 102, m.87-88 of !! in spiritumi 
p. 109, m.59-61 of Benedictusi p. Ill, m.31-34 of 
Hosanna; p. 114, m.75-76 of Agnus Dei ~ and l! 

38. ~., p. 114, m.65-70 of Agnus ~~ and IIi 
p. 90, m.50-53 of Qui sedesi p. 117, m.65-69 of Agnus 
Dei III ----

39. Ibid., p. 90, m.58-65 of Qui sedesi p. 102, m.83-88 of 
~ in spiritum 

40. Ibid., pp. 84-85, m.98-106 of ~ in terra 

41. ~., p. 82, m.17-25 of ~ in terrai pp. 103-104, m.10-19 
of Sanctus 

42. Ibid., p. 85, m.a9-106 of Et in terrai p. 95, m.107-112 
--of Patrem omnipotentemi P: 97, m.53-58 of ~ incarnatusi 

p. 102, m.83-88 of !! in spiritum; p. 98, m.38-43 of 
Et ascendit, pp .. 84-85, m.87-91 of ~ in terra 
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43. Ibid., bassus of p. 96, m.7-l6, 22-30, p. 97, m.37-45, 
50-58: altus and tenor 2 of p. 96, m.10-ll, 15-16, 25-26, 
29-30, p. 97, m.37, 40-41, 44-45, 50, 57-58 of Et incarna­
~: bassus of p. 107, m.1-12, p. 108, m.17-28,lPP. 108-
109, m.35-46, p. 109, m.49-6l: cantus, altus and tenor 
of p. 106, m.11-12, p. 108, m.17, m.27-28, m.35, p. 109, 
m.46, m.49, m.59-6l of Benedictus: pp. 88-89, m.18-29 of 
Qui sedes: pp. 92-93, m.42-56 of Patrem omnipotentem 

44. Ibid., p. 91, m.l-ll of Patrem omnipotentem: p. 115, m.1-8 
of Agnus Dei l!!; p. 85, m.l-? of Qui tollis; p. 81, m.1-9, 
pp. 81-82, m.15-2l of Et in terra: p. 96, m.1-7 of Et 
incarnatus; p. 103, m.ï:l~of Sanctus: pp.111-112, m.l-10 
of Agnus ~ .! and .!! 

45. ~., p. 87, m.65-77 of Qui tollis: p. 90, m.50-65 of Qui 
sedes: p. 114, m.64-76 of Agnus Dei.! and l±; p. 117, 
m.65-78 of Agnus Dei .!!!: p. 102, m.73-88 of Et in 
spiritum; pp. 110-111, m.23-34 of Hosanna 

46. Ibid., pp. 92-93, m.42-53 of Patrem omnipotentem: pp. 88-89, 
m.18-29 of Qui sedes; p. 100, m.25-32 of ~ ~ spiritum 

47. Ibid., pp. 85-87, m.1-77 

48. ~., ppQ 111-114, m.1-76 

xln order to correspond with the numbering of measures in the 
Obrecht Missa Si dedero, each movement in the Coppinus Missa 
Si dedero has been nœnbere.d separately; this stands in contrast to 
JDTAccone's through numbering of the major Mass sections Gloria, Credo 
and Sanctus. 


