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Abstrad

William Byrd's motets with Latin text are a little-known contribution to the

sacred vocal repertoire. Most important among these works are three books ofCantiones

Saerae, published 1575, 1589 and 1591, reSPectively. The 1589 Cantiones Saerae was

Byrd's frrst harvest from a backlog of motets that had been accumulating since 1575.

This collection lies al a midpoint between Byrd's earliest published works and bis full

maturity, as seen in the Masses of 1592-95.

This study will describe the contrapuntal strategies that characterize Byrd's 1589

Canliones. 1 will examine Byrd's deeper-Ievel tonal organization and its derivation from

cantus finnus technique. 1will show how Byrd uses musical materia! in cantus finnus

values (the breve and semibreve) to shape bis subject material and bis cadence points, and

how this shaping plays out over the course ofan imitative point.

1 will then examine Byrd's introductory gestures in the 1589 Cantiones,

identifying 24 presentation types that characterize different degrees of beginning. These

types contain one or more melodic subjects in a recurring temporal relationship, and form

a vertical interval pattern or harmonie motive. Next, 1 will discuss Byrd's variation

techniques by which he develops these presentation types: texturai change, transposition,

melodic inversion and invertible counterpoint. Byrd's presentation and variation of

subject material divides an imitative point into distinct phases of tonal and contrapuntal

activity, providing insight into ils overall fonn and tonal design.

Finally, 1 will apply these analytical tools to a complete analysis of Tristitia et

anxietas, from the 1589 Cantiones, thereby showing how Byrd establishes central pitches

in the middleground. Through this analysis, 1 will summarize Byrd's contrapuntal

strategies, both long-range and local, that typify bis middle-period sacred vocal style, as

viewed through the lens of the 1589 Cantiones Saerae.
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Résumé

Les motets sur les textes latins de William Byrd apportent une contribution

méconnue au répertoire de la musique vocale sacrée. Parmi ces oeuvres, on distingue plus

particulièrement les trois livres de Cantiones Sacrae, publiés successivement en 1575,

1589 et 1591. La seconde collection de Cantiones Sacrae constitue un florilège des

meilleurs motets écrits par le compositeur entre 1575 et 1589 environ, et se situe donc à

mi-chemin entre les premières oeuvres publiées par Byrd et celles de la maturité (comme

les Messes de 1592-95).

Cette recherche décrit les stratégies contrapuntiques qui caractérisent les Cantiones

de 1589. J'examine l'organisation tonal sous-jacente à ces oeuvres et discute l'influence

des techniques de cantus firmus qui s'y manifestent. Je montre comment le matériau du

sujet et ses articulations cadentielles adoptent le rhythme du cantus finnus (brèves et semi­

brèves), et comment ce profil influence le déroulement des points d'imitation.

Ensuite, j'examine les gestes introductifs dans les Cantiones de 1589 et identifie 24

types de présentation qui caractérisent différents degrés de commencement. Ces types

contiennent un ou plusieurs sujets mélodiques, qui forme avec les autres voix un patron

intervallique vertical spécifique appelé motifharTnonique. Je discute les différentes

techniques qui permettent de développer ces types de présentation: par changement de

texture, transposition, renversement mélodique, et par contrepoint renversable. La

présentation et la variation du matériau du sujet divise un point d'imitation en phases

d'activité tonale et contrapuntique, révélatrices quant a l'organisation de la forme générale

et du plan tonal.

Finalement, une analyse complète de Tristitia et anxietas (des Cantiones de 1589)

applique les outils analytiques développés dans ce travail, et montre comment Byrd établit

des sons polaires dans l'organisation tonale sous-jacente. Cette analyse passe en revue les

stratégies contrapuntiques de Byrd qui caractérisent les oeuvres vocales sacrées de la

période médiane, à petite et grande échelle, tels qu'observés à travers les lentilles des

Cantiones Sacrae de 1589.
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List ofMotets from the 1589 Cantiones Sacrae1

# Tide # Title

1 Defecit in dolore 9 Vigilate

2 Domine Praestolamur 10 In resurrectione tua

3 o Domine adjuva me Il Aspice Domine

4 Tristitia et anxietas 12 Ne irascaris

5 Memento Domine 13 o quam gloriosum

6 Vide Domine 14 Tribulationes civitatum

7 Deus venerunt gentes 15 Domine secundum multitudinem

8 Domine tujurasti 16 Laetentur coeli

1As numbered in The Byrd Edition, vol. 2: Cantiones Sacrae 1589, ed. Alan Brown
(London, Staïner & Bell 1988), page vii.



•

•

•

Introduction

William Byrd's motets with Latin text are a little-known contribution to the

sacred vocal repertoire. Roughly 70 works in this genre have come down to us, most of

them gathered into three books ofCantiones Sacrae, published in 1575,' 1589 and 1591.

The second book, published by Byrd as Liber primus Sacrarum Cantionum Quinque

vocum on October 25, 158~ (henceforth referred to as the 1589 Cantiones) consists of 16

motets written between 1575 and 1589.3 These motets serve as a midpoint between

Byrd's earHest published works and his full maturity, as seen in the Masses of 1592-95.

The years 1575-89 are a watershed in Byrd's development as a composer, one that

warrants close analytical inspection.

Byrd's 1589 Cantiones were his first harvest from a backlog of motets that had

been accumulating since the Byrd-Tallis 1575 Canliones. These motets are rather

homogeneous, sharing a five-voice texture and a penitential character. Given their

prominent place in Byrd~sdevelopment as a composer, this collection is a sampling of

Byrd's most noteworthy works from the late 1570s and the 1580s. Thus, 1 have chosen to

explore the musical content of these works as representing a unique midpoint between

'This collection, to which Byrd and Tallis both contributed 17 motets, was published in
celebration of the 17th year of Queen Elizabeth's reign; see John Harley, William Byrd:
Gentleman ofthe Chapel Royal, Aldershot: Scolar Press, 1997, 216-17.

2Byrd's original title page appears in The Byrd Edition, vol. 2: Cantiones Sacrae 1589,
ed. Alan Brown (London, Staïner & Bell 1988), xviii.

3'This is the chronology suggested in Joseph Kennan, The Masses and Motets ofWilliam
Byrd, Berkeley: University of California Press, 1981. Compare bis chronology in the
earHer "Byrd's Motets: Chronology and Canon," Journal ofthe American MusicologicaI
Society 14 (1961): 359-82.
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Byrd's early period (to about 1575) and bis full maturity as a composer in the early

1590s.

This study will describe the contrapuntal strategies that characterlze this middle

period ofByrd's output. Following an examination ofprevious literature relevant to

Byrd's music, 1 will examine global strategies ofByrd's tonal organization, and their

derivation from cantus finnus technique. 1 will show how Byrd uses material in cantus

finnus rhythms (the breve and semibreve) to shape bis subject material and bis cadence

points, and how these subjects, their transposition levels and their cadential articulation

provide a distinct musical shape for an imitative point as a whole. 1will then show how

this interaction ofcantus-firmus-like fust subjects and cadences shape the overall tonal

planning ofMemento Domine (1589/5).4

Next, 1 will examine the content ofByrd's introductory gestures, identifying

presentation types (based on Peter N. Schubert's models: the imitative duo, non-imitative

module, invertible canon and transposed canons) that characterize different degrees of

beginning in Byrd's 1589 Cantiones. Byrd's frequent use ofcomplex beginnings in three

or more voices necessitates an expansion ofSchubert's presentation types to include

cases that use a combination of imitative and non-imitative procedures to present subject

material. 1 have therefore identified 20 new presentation types in addition to Schubert's

original four.

41 identify motets by their year ofpublication a.'1d their numbering in The Byrd Edition.
sSchubert's presentation types are derived from Pietro Cerone's "commonplaces." See

Peter N. Schubert, Modal Counterpoint, Renaissance Style, London: Oxford University
Press, 1999, especially 264-69.



•

•

•

Tbese types are models for beginning gestures that combine one or more melodic

subjects. l will show how Byrd creates different degrees ofbeginning through the

presentation types he employs as an inÏtiating gesture. Byrd uses a limited number of

different presentation types at the very beginning ofa mote~ but he uses a wider

assortment to hegin subsequent partes ofa mote~ and an even greater variety to begin

imitative openings in the Middle ofa formal unit. Thus, l will propose a mapping of

presentation and form in Byrd's Cantiones, based on his introductory procedures.

The combination ofsubjects that creates a presentation tyPe contains a vertical

interval pattern that 1 will term a harmonie motive. This harmonic motive can he

rePeated, either exactly or varied; its recurrence helps to generate fonn within an

imitative point. Thus, the next stage in my study will he to discuss Byrd's methods of

variation by which he expands an opening idea ioto a complete imitative point. Byrd's

tendency toward varied repetition creates a constantly shifting musical surface, built

around ever-evolving subject variants. 1will categorize and discuss each ofByrd's

variation procedures separately. These procedures group ioto four basic categories:

texturai change, transposition, melodic variation and invertible counterpoint. My

examination of these procedures will explore the means ofdevelopment by which Byrd

defines "middles," formally speaking.

Finally, 1will pull together ail of the analytical tools outlined in this study, and

apply them to a complete analysis of Tristitia etanxietas (1589/4). 1 will provide

reductive diagrams for each imitative point of this motet. These diagrams graph subject

transposition levels and their interaction with cadences. The way in which Byrd presents

3
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and groups subject entries within a point often suggests subdivision into distinct phases

ofcontrapuntal activity. Thus, through these diagrams, 1 will demonstrate how Byrd

generates fonn within each point by the contrapuntal procedures he uses. This analysis

will thus serve as a summary and model ofByrd's contrapuntal strategies, both long-

range and local, that characterize bis 1589 Cantiones.

This focus on the combination of subjects rather than the single Hne responds to

Imogene Horsley's concerns about the limitations of Renaissance musical analysis.

Writing in 1959, Horsley stated:

[W]e have no way ofsummarizing in a few words the total polyphonic
construction. It is in the small details, in the subtle and intricate combinations of
the parts, that one fmds the essence ofthe style and perceives the skill of the
composer. The flux. in the rhythm of the total complex ofparts...the timing and
spacing of successive entrances throughout the piece...an emphasis resulting from
the related rhythmic movements and Melodie imitations among the parts...must he
taken into consideration.6

This study proposes a model for identifying the "subtle and intricate combinations of the

parts" that characterizes Byrd's style. By examining melodic subjects in combination,

and their subsequent variation within an imitative point, 1 will provide the means with

which to describe precisely the nature of Byrd's "total polyphonic construction."

6Wolfgang Boetticher, Orlando di Lasso und seine Zeit, 1532-1594, Repertoire­
Untersuchung zur Musik der Spiitrenaissance, Band 1: Monographie (Kassel and Basel:
Barenreiter-Verlag, 1958), reviewed by Imogene Horsley, Journal of the American
Musicological Society 12 (1959): 77.
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Review of Literature

Part One: Issues in Renaissance Musical Analysis

I. Introduction

This chapter will summarize previous analytical work on, or relevant to, William

Byrd's music, and thereby establisb a context for my analytical approach. 1 will focus on

those articles and books (both primary and secondary sources) that deal with issues of

tonal organization, cadence, and especially imitation and other contrapuntal techniques.

For each ofthese topies listed above, 1 will summarize the views ofprevious scholars, as

weIl as my own particular place with reference to this previous work. 1 will give

particular attention to two authors who have published extensively on Byrd's vocal

music: Harold K. Andrews and Joseph Kennan.

II. Mode, Key and Pitch-Class Centricity

1. Traditional Accounts of Mode

The issue of mode and how it plays out in Renaissance music is a thomy one,

especially as it applies to the music of Byrd. The concept ofmode dates back to the

ancient Greeks, and then reappears in Europe with the advent ofGregorian Chant around

A.D.600. This was a system that by Byrd's rime had been extant as an organizing force

in Western music for a millennium, but one that was in the process ofbreaking down.
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This is reflected in the complexity and variety ofmethods by which the modal system

was explained~ both in the Renaissance and recently. 1 will summarize these models for

modal pitch organization~and consider to what extent they are reflected in Byrd~s style.

Mode as it was used in the Renaissance is defined in two main ways: bistorically,

according to the eight Medieval psalm.-tones, or abstractly, according to species or

octave, fifth and fourth. Bernhard Meier refers to these concepts ofmode as "Western

ecclesiastical" and "Pseudo-Classical," respectively, in bis summary of Renaissance

modal practice~ The Modes ofClassical Vocal Polyphony.l In both ofthese models, the

main features that differentiated the modes were their ambitus (range), final and the

reciting tone. The odd-numbered authentic modes had the final at the extremes of the

range, whereas the even-numbered plagal modes had the final in the middle of the range.

In the pseudo-ClassicaI model~ the rmaI and its upper fifth were aIso central to the mode,

as they were the pitches that demarcated the modal boundaries. Finally, though both of

these modal constructs recognized only eight modes (an authentic-plagal pair on each of

four possible fmals: D, E, F and G), Glarean and later, Zarlino proPOsed a I2-mode

system, adding a pair ofmodes on A and C.2 In recent years, Harold Powers has

proposed a means ofdefining mode based on a combination ofmodal system (mollis or

IBernhard Meier, The Modes ofClassical Vocal Polyphony, Translated by Ellen S. Beehe,
New York: Broude Brothers, Ltd, 1988, 34-46.

2See Henricus Glareanus, Dodecachordon, translation, transcription and commentary by
Clement A. Miller, American Institute of Musicology, 1965; and Gioseffo Zarlino, Le
Istitutioni Harmoniche, Vol. 4, Venice: n.p., 1558, translated by Vered Cohen as On the
Modes, New York and London: Yale University Press, 1983.



•

•

•

7

durus), cleffing and final. This combination offeatures he terms a ~'tonal type.,,3 This

system, based in part on Siegfried Hermelink's research into clef combinations in

Palestrina's music,4 acknowledges the importance ofvocal range as a distinguishing

feature ofmodal character and design.

However, it is unclear to what extent the tenets ofContinental European modal

theory discussed above can he applied to Byrd. His 1589 Cantiones is not modally-

ordered: there is a progression from works with A as final to works with F as final, but no

clear and consistent pattern, and thus no external evidence as to mode. Powers's tonal

types are oflittle importance to Byrd's practice as weil, since Byrd's clef combinations

vary with virtually every motet in the collection. Though a 16-motet sample is perhaps

not large enough for a pattern to emerge, Joseph Kerman bas noted a similar diversity in

the 1575 Cantiones. Byrd's clefcombinations in this earlier collection are less

systematic than Palestrina's,5 and thus little help in determining the mode ofa work

according to Powers's system. Finally, there is a uniformity of range in these works that

makes the authentic-plagal distinction in traditional accounts of mode irrelevant. Thus,

following the lead of Owens (see footnote 6, below), Kennan and others, 1 abandon the

standard modal models when discussing pitch organization in Byrd's 1589 Cantiones.

3 See Harold Powers, ~~Tonal Types and Modal Categories in Renaissance Polyphony,"
Journal o/the American Musicological Society 34 (1981): 55-107.

4 Summarized in Siegfried Hermelink, Dispositiones Modorum. Die Tonarten in der
Musik Palestrinas und seiner Zeitgenossen, Munich: Tutzing, 1960.

S Kerman, The Masses, 71.
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The difficulty ofapplying Continental European modal theory to Byrd's music is

more easily understood when one examines the English treatise evidence ofhis time. If

Thomas Morley is any indication, it is apparent that mode was of little importance in

English music theory. Morley discusses the eight modes aImost as an afterthought,

midway through the third and final part ofbis treatise.6 He later added a lengthy

annotation as an apPendix in which he discussed the species ofoctave and fifth and their

role in modal definition. Morley conciuded by guiding the reader to Glarean's

Dodecachordon or Zarlino's [stilulioni for further infonnation.7

Morley's consideration ofmode gives the impression ofhis not having understood

a system ofcategorization that was largely irrelevant and uncongenial to him. Jessie Ann

Owens has recently noted both Morley's confusion regarding the concept ofmode, and

the smaIl role it plays in bis treatise.8 Given Morley's confusion or lack ofinterest in

mode, one can scarcely imagine that Byrd, whose influence on the concepts contained in

Morley's treatise was acknowledged by the author himself, was any different, since their

views on music arose from the same English tradition. Thus, the question needs to be

asked: iftraditional definitions ofmode are generally not applicable to Byrd's music,

then what can we say about its pitch organization?

~omas Morley, A Plaine and Easie Introduction to Practicall Musicke, London, 1597.
Facsimile, Amsterdam and New York: Da Capo Press, 1969, 147-48. Jessie AnD Owens
bas noted that what Morley is referring to are the psalm tones; see "Concepts of Pitch in
English Music Theory, c. 1560-1640," in Tonal Structures in Early Music, ed. Cristle
Collins Judd, 183-246, New York and London: Garland Publishing, 1998, 219-20.

7Morley, Plaine and Easie, The Annotations Upon the Third Part, Penultimate sentence.
80wens, "Concepts ofPitch," 218-19 and footnote 98.
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First ofall, Byrd's music is unquestionably centric. There is always a central

pitch, or final, around which the other notes of the diatonic system organize themselves.

Previous authors have used what Owens describes as a '·neo-modal" system to describe

this eentrieity: it is a five-mode system (Dorian, Phrygian, Mixolydian, Aeolian and

Ionian) in which eaeh mode can appear in three possible transpositions (no flats, one flat

or two flats).9 This is a useful working model which, as Owens notes, has been employed

by "nearly all of the most respected crities of Byrd's music,"lo though it is one to which

she herself does not adhere. Owens instead proposes a system of tonal organization

based on a piece's final and pitch collection, minus any ascription of modal

terminology.11 This system Crees the analyst from using possibly misleading modal

labels, or invoking eommon-practice tonal terminology. Instead, we have a midpoint

between modal and tonal practices, in my opinion a suitable solution for Byrd's music,

"which seems weil on the way towards tonal organization" as Kerman suggests,12 without

being fully there yet.

The simplification of the eight-mode or twelve-mode systems into a more limited

array ofpossibilities, however one wishes to define them, is borne out in Byrd's use of

them throughout his career, for which Andrews provides a table in The Technique of

Byrd's Vocal Polyphony.13 Andrews classifies Byrd's modes according to key signature

90wens, "Concepts ofPitch," 186.
100wens, "Concepts ofPitch," 187.
11Owens, "Concepts ofPitch," 229-30.
12Kennan, The Masses, 70.
13Harold K. Andrews, The Technique of Byrd's Vocal Polyphony, London: Oxford

University Press, 1966, 19.
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aod final. In Byrd's outpu~Dorian and Phrygian modes are quite rare (Iess than 10% of

his output apiece). Lydian is virtually non-existent (2 examples in 411 works examined),

and cao he effectively dropped from the neo-modal system due to its rarity. Most of

Byrd's vocal works Andrews lists as Mixolydian, Ionian or Aeolian. His modal

designations for the 29 partes ofthe 1589 Cantiones Sacrae are 1 Dorian, 3 Phrygiao,14

17 Aeolian and 8 lonian. Other than the absence of Mixolydian in the collection, this

proportion is quite similar to that ofbis overall output. One can see in Andrews's

statistics that Byrd was moving toward a two-mode system in multiple transpositions

(analogous to later tonal practice), especially in the 1589 Cantiones.

Morley explains this concem for centricity in bis discussion ofkey. In a famous

passage, Morley describes "Go[ing] out of your key" as heing "one of the grosest faults

wbich May he conunitted."ls Morley declines to provide detailed rules as to how this

fault cao he avoided, leaving it to "thejudgement of the composer.,,16 However, a later

comment sheds sorne light on Morley' s thought processes: he advises ms student to

imitate at the fourth, fifth and octave ooly, as "the best manner ofmaintaining POintes.,,17

This arrangement of entries suggests emphasis ofa central pitch by combining it with a

complementary pitch either a fifth above or below il. Thus, for Morley, the pairing of

14The three worles that Andrews calls Phrygian (Memento Domine, In resurrectione tua
and the Prima Pars ofDeus venerunt gentes) seem to me to he works with A fmal that end
on their upper fifth. 1will explore this in depth concerning Memento Domine in Chapter 4.

ISMorley, Plaine and Easie, 146 (1 have retained Morley's original spelling in this and ail
subsequent quotes).

16Morley, Plaine and Easie, 147.
17Morley, Plaine and Easie, 155.
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important pitches a fifth apart is a major factor in the establishment ofa key: a brief

examination ofByrd~sopening imitations confirms this musical priority. It would he

dangerous to calI this fifth relationship a dominant-tonic polarity~ but the musical effect is

similar. One focus ofmy dissertation will be to demonstrate how Byrd uses this fifth

relationship within opening gestures to generate areas ofstability within an imitative

poines as a central region from which to depart.

III. Cadences in Renaissance Style

1. Introduction

A defmition ofcadence is important to the current study for three reasons. First of

all, cadences~ being musical points ofrest in the contrapuntal t1ow~ are important

determinants ofa passage's pitch architecture. Secondly~ cadences generally include at

least one voice in longer rhythmic values (i.e. breves or semibreves), and therefore have

sorne link with cantus firmus technique. Because of the presence ofthese longer values~

cadences cao help to outline the deeper-Ievel structure ofa passage. Finally, the subject

material that Byrd introduces in a beginning gesture often includes latent or explicit

cadential motions. This Iink between beginning and closing materia! is a means by which

Byrd manipulates form.

IS[ use the tenn "imitative point" to mean an opening presentation of subject material and
its subsequent musical working out, normally set to the same text.
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2. Zarlino's Description ofCadence

A cadence is a certain simultaneous progression ofail the voices in a composition
accompanying a repose in the hannony or the completion of a meaningful
segment of the text upon which the composition is based.19

Thus Zarlino defines the cadence as it was understood in the mid-Renaissance. Zarlino

goes on to describe how harmonic and textual closure should he linked through the use of

a cadential gesture. He also mises the possibility ofcadencing on different goal tones

(usually the final, its upper fifth or its upper third), as determined by a composition's

mode; this variety is ~~in the interest ofgmteful, pleasing harmony.,,2o

Zarlino describes two basic categories ofcadence in two voices: the simple

cadence, in which both voices proceed in semibreves to an octave or unison, and the

diminished cadence, in which florid rhythm oceurs, a1ways including a suspension.21

Though the diminished cadence is far more frequent in practice, Zarlino seems to view

tbese two possibilities as equivalent in effect. This apparent equality could be a matter of

pedagogy: Zarlino presents the unomamented eadential framework tirst, and then shows

how it may he varied, and its cadential function clarified, by melodie diminution.22

19Gioseffo Zarlino, Le Istitutioni Harmoniche, Vol. 3, Venice: n.p., 1558, translated by
Guy A. Marco and Claude V. Palisca as The Art ofCounterpoint (New Haven and London:
Yale University Press, 1968), 141.

2°Zarlino, The Art ofCounterpoint, 142.
2lZarlino, The Art ofCounterpoint, 142-43.
22Zarlino later demonstrates appropriate goal tones for cadences in each of the twelve

modes; see Gioseffo Zarlino, Le [stitut;on; Harmoniche, Vol. 4, Veniee, n.p., 1558,
translated by Vered Cohen as On the Modes, New York and London: Yale University Press,
1983, chapters 18-29.
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The two-voice cadences demonstrated by Zarlino include the most common type:

stepwise contrary motion to the Melodie goal tone with one voice moving by semitone~

using musicaficta ifnecessary (see Example 1.1). He also discusses ·"cadences used

occasionally~" in which the ascending semitone motion to the goal tone in the upper voice

is accompanied in the lower voice by a descending fifth leading to the same tone~ as

shown in Example 1.2. The cadence with a leap in the bass~ Zarlino cautions, is better in

more than two voices: presumably a third voice would provide the descending stepwise

motion to the goal tone which is absent from the two-voice model.23 Zarlino's discussion

ofcadences in two voices therefore provides the melodie framework for a later

examination ofcadences in tbree and four parts.24

Finally, Zarlino gives examples ofcadences to the third~ fifth and sixth, or

··improper cadences." These include a cadence in which the voices expand by step from a

third to a fifth. His other improper cadences deflect one of the cadential voices from its

expected goal~ either by step or by skip (see Example 1.3). '·Extravagant cadences"

behave similarly;2S what Zarlino is describing is an evaded cadence~26 in which ··the

voices give the impression of leading to a perfect cadence~ and tum instead in a different

direction." (Example 1.4)27

23Zarlino, The Art ofCounterpoint~ 147-48.
24Zarlino, The Art ofCounterpoint, 200-04.
2SZarlino, The Art ofCounterpoint~149.
26William Caplin~ Classical Form: A Theory of Formai Functions jôr the Instrumental

Music ofHaydn. Mozart and Beethoven, New York and Oxford: Oxford University Press~

1998~ 101-03; see also 28-29 for a discussion of the related concept of the ··deceptive
cadence." Caplin bas also provided a glossary ofhis tenninology~253-58.
27Zarlino~ The Art ofCounterpoint~ 151.
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3. Thomas Morley and the Cadence

Morley also discusses the cadence at len~ heginning, as did Zarlino, with

cadences in two voices. He considers the suspension to he an integral part of the gesture:

"A Cadence wee cali that when, comming to a close, two notes are bound together and

the following note descendeth [by step].,,28 Thus, Morley isolates the cadential

suspension as the main feature ofclosure. This definition, however, does not specify how

the melodic lines must move following the suspension, leaving open the possibility of

evading the expected cadential goal melodically.

Morley's cadences that follow this definition are varied. His first three examples

(see Example 1.5) include a standard cadence to the octave C'2-1" in one part and "8-7-8"

in the other),29 and the cadence to the fifth.30 His third example uses a 4-3 suspension

above the "2-step," and then descends in parallel motion with the cantus firmus to the

third of the mode.31 Morley's "best way ofclosing" ensues, in which the "8-7-8" line is

paired with a scale degree "5-1" bass motion (see Example 1.6).32

Morley eventually concedes the possibility ofcadencing without a syncopation

(i.e. Zarlino' s "simple cadence"). His four examples proceed intervallically 5-6-8, 5-3-5,

28Morley, Plaine and Easie, 73. 1 have added the phrase "by step" to correspond with the
accompanying musical example.

29This scale-degree conception of cadential motions, in which scale degree "1" is always
the expected goal of the cadential motion, follows Peter N. Schubert's labelling system in
Modal Counterpoint, Renaissance Style, London: Oxford University Press, 1999, 131-37.

30Morley does see this latter cadence as inferior: he calls it ''unpleasant yet...true" (Plaine
and Easie, 74).

3lMorley, A Plain & Easy Introduction to Practical Music, 00. Alec Harman, New York:
Norton, 1952, 146.

32Morley, Plain & Easy Introduction, 146.
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10-8-10 and 6-5-8, respectively, over the standard scale degree "2-2-1" tenor voice (see

Example 1.7).33 These cadential gestures range from standard to arcbaic, from final

sounding to open-ended in effect. The final cadence of the group, which interpolates the

so-ealled "Landini sixth" between the subsemitonium and its resolution, is a technique

whose moment had passed many generations before. Byrd uses it to avoid a motion from

diminished fifth to perfect fifth in Tristitia et anxietas, measure 72 (see Example 1.8), but

this cadence type is nonetheless rare by 1589.

Morley then divides bis cadence types into final and passing closes, creating a

formai hierarchy among closing gestures.34 Final closes approach their goal tone from

either the upper or lower fifth. Passing closes evade their goal tone in a number ofways.

For example, Morley adjusts the bass from its usual "5-1" to "5-3" or "5-6," creating a

substitute harmony at the cadence point. Morley also classes the "V-l" simple cadence

(without suspension) and "vii6-I" cadences as passing closes. The tirst case implies that,

for Morley, the absence of a suspension weakens, but does not eliminate the sense of

closure. The second case shows that the traditional sixth-to-octave pairing of the pre-

Renaissance cadence is no longer sufficient to effect full closure, but requires in addition

the "5-1 " bass skip added to this framework. This ranking ofcadential finality according

to its melodic-cadential members is important to Bernhard Meier, as will be seen below.

33Reproduced from Morley, Plain & Easy Introduction, 147.
34These appear in Morley, Plaine and Easie, 132-42; the origin of these cadences is

explored by Alec Harman in Morley, Plain & Easy Introduction, 244, footnote 2.
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4. Bernhard Meier and Melodic-Cadential Roles

Probably the most comprehensive discussion of Renaissance cadences in recent

Iiterature comes from Bernhard Meier; in The Modes ofClassical Vocal Polyphony, he

devotes an entire chapter to the classification ofRenaissance cadences and their

comPOnent voices that play specific roles within the cadential gesture. Sïnce melodic

motions typical ofa cadence occur in all fonnallocations ofBYrd's motets, a summary of

Meier's melodic-cadential roles is necessary as a window into BYrd's style.

Meier begins bis discussion by identifying the two primary structural voices

within the cadential gesture. These are the ascending and descending steps that lead to

the cadential goal tone, which he caUs canfizans and tenorizans, respectively.3s These

voices cao either he unomamented, in note-against-note counterpoint (this category Meier

calls the clausula simplex, i.e. Zarlino's simple cadence), or the cantizans May he

embellished (clausulaeformales):36 typically, the ascending step is omamented by a

suspension, as Morley has noted.37

3SMeier, The Modes of Classical Vocal Polyphony, 91. These roles ~'bear names that
correspond to the voices in which they usually occur.·' The same applies to altizans and
basizans, when these tenns appear on pages 92-93.

36Meier, The Modes, 92.
37Meier later discusses the problem ofmusicajicta (The Modes, 94-96), though this feature

ofthe cadential gesture is not a primary focus ofhis study. For a more detailed emphasis on
ficta and its influence on cadences, see Karol Berger, Musica Fieta: Theories ofAccidentai
Injlection in Voeal Polyphony from Marche/to da Padua to Gioseffo Zarlino (Cambridge:
Cambridge University Press, 1987), Chapter 6. The differences between Berger and
Meier's approaches to cadence are detailed in Michele Fromson, '~Cadential structure in the
Mid-Sïxteenth Century: The AnalYtÎc Approaches of Bernhard Meier and Karol Berger
compared." Theoryand Practice 16 (1991): 179-214.
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In cadences of three or more voices, two new cadential roles arise: the altizans

and basizans. The former is a supporting voice in the Middle register.38 As seen from

Meier's first example ofthe altizans (reproduced here as Example 1.9), the altizans

duplicates melodically the motion of the cantizans. Hence, this motion can only he

identified by its registrallocation within the cadence, and not by its melodic motion.

Meier then presents a new altizans motion in its "second basic form," as he describes it

(see Example 1.10).39 Due to the melodic variability of the altizans role and its clearly

supporting role within the cadence, 1 will not use it as a structural voice in my own

analyses ofBYrci's cadences.

The basizans motion has a far more prominent role than the altizans in the

Renaissance cadence: it is the skip downward ofa fifth in the lowest voice, which Meier

derives from the cadence c. 1400, with octave Skip.40 Meier saves bis discussion ofthe

problematic (and melodically variable) Phrygian basizans for later, as will he seen below.

These categories having been se~ Meier scans the treatises for evidence as to

which disposition ofcadential voices was considered the Most conclusive. Meier asserts

that by 1500, the cadence with basizans was considered more final, or perfect, than the

cadence with tenorizans in the lowest position, which was "only semiperfect, usable only

within works or al the end ofa Mere prima pars."41 This observation seems to he borne

38Meier, The Modes, 92.
39Meier, The Modes, 93.
4°Meier, The Modes, 93 .
4lMeier, The Modes, 93. Here, he cites Gallus Dressler.
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out in practice; it is rare that Byrd eods a motet with anything other than a cadence with

basizans included.

Meier then examines sorne irregular cadential cases, the most important heing the

"clausula in mi," or Phrygian cadence.42 Meier gives three solutions for the basizans

motion (see Example 1.11), all ofwhich come to rest on a note other than the cadential

goal. This peculiarity of the Phrygian basizaDs creates a new set ofeadential choices:

namely, the potential ofevading melodically the expected cadential goal in any of its

melodie-structural roles.

Meier discusses three ways to evade the cadence. First ofall, a Melodie goal May

he delayed by a rest, which 1 will teon an abandoned eadential motion; the note

following the rest often hegins a new imitation, as Meier points out.43 Secondly, even if

there is no rest, the beginning ofa new imitative point cao he superimposed on a

cadential goal."" This dovetailing is a tyPe ofelisioD. By transformiog an ending ioto a

beginning, Byrd creates a need for continuation rather than a sense ofclosure. Finally,

the melodic motion of the cadential voice May he adjusted to lead somewhere other than

its expected goal;-&S 1 will term this an evaded eadential motioD. Meier gives many

examples of this last type, which he labels according to the voices that evade their goal

(see Example 1.12). 1 will identify each ofthese evaded motions using Schubert's scale-

degree labels (for example, a tenorizans motion evaded upward by step is "2-3"), and

42Meier, The Modes, 96-98.
43Meier, The Modes, 99.
44Meier, The Modes, 100.
4sMeier, The Modes, 101.
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rank them according to their effect on cadential finality. The three techniques ofmelodic

evasion at cadence points that Meier describes are common in Byrd's 1589 Cantiones: a

detailed discussion of typical cases, accompanied by musical examples, will appear in

Chapter 3.

IV. Imitative Procedures in Renaissance Style

1. Imitative Techniques as per Zarlino and Morley

Imitative polyphony, which displays a concem for motivic integration and control

throughout the polyphonic fabric, is basic to Renaissance music. Consequently, a

discussion of imitation is fundamental to Many ofthe treatises ofthe sixteenth century.

Imitation is often found in Byrd's opening gestures, or later on in an imitative point as a

means of variation. Thus, a close examination of the technique, as seen by Renaissance

and recent authors, is in order.

Midway through The Art ofCounterpoint, Zarlino first broaches the subject of

imitation in a section called "Fugues or Consequences." For Zarlino, imitation is oftwo

basic types, free or strict (scialta or legata):~6 By strict imitation, Zarlino means canon, in

which all of the melodic motions of the following voice are a direct consequence of

mimicking the leading voice that guides the way (hence Zarlino's terms, "consequenza"

and "guida").47 It may seem strange that Zariino discusses canon and free imitation in the

same breath. However, this is done to point out the underlying similarities of the two

46Zarlino, The Art ofCounterpoint, 127.
47Zarlino, The Art ofCounterpoint, 129-30, and example 88.
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techniques: me imitation is simply a localized example ofeanonic technique. His

different ·'manners ofstrict fugue''''& illustrate the two main types ofcanonic writing, and

imitative writing generally: exact imitation at a particular Melodie and time-interval, and

canon by melodie inversion.

Later in the treatise, Zarlino describes double eounterpoint (i.e. invertible

counterpoint), in which ··a composition is so ingeniously designed that it May he sung

with the parts interchanged [reversed in registrai position).''''9 This ,·artful kind of

counterpoint,"so as Zarlino terms it, is a hallmark of imitative style. When a melodic

subject appears in stretto (overlapping itself in imitation), subsequent restatements of this

material often vary it by reversing the registrai position ofthe individual voices. This

reversai permits variety, since it changes the interval structure of the original combination

while retaining its melodie content. Zarlino describes and gives musical examples of

inversion at the twelfth and tenth (but curiously, not the octave), as weil as invertible

counterpoint combined with melodic inversion of both parts. In the latter case, the

interval structure of the original combination is retained, but the melodie content changes.

Double counterpoint cao also generate a framework to which an additional voice May he

added in parallel tenths.SI This texturai thickening is a further useful means ofvariation

available to a Renaissance composer. Zarlino later illustrates the use ofall these double

4&Zarlino, The Art ofCounterpoint, 129, 132-33.
49Zarlino, The ArtofCounterpoint, 159. Material in square brackets has been added by the

cunent author.
sOZarlino, The Art ofCounterpoint, 159.
slZarlino, The Art of Counterpo;nt, 169-70. This is a common rationale for invertible

counterpoint at the tenth.
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counterpoint typeS in three voices, adding a free voice to an invertible pair.52 He

concludes by discussing strict canon, which, given the absence of this procedure in the

1589 Cantiones, need not he considered here (Byrd's essays ofthis type in the Latin

motet genre are ail found in the 1575 Canfiones).

Morley's discussion of imitation is likewise scattered among various portions of

bis treatise. It appears in bis discussion ofnote-against note counterpoint in two parts, in

which he distinguishes betweenjùga, where one cao adjust melodically the subject, and

canon, where one cannot.53 Later, in a section on three-voice counterpoint, Morley

discusses the POssibility ofcomposing two canonic voices against a pre-existing

plainsong. Here, the canonic lines relate both to the cantus firmus line and each other "'in

fuge" (i.e. imitation).54 Morley illustrates this difficult procedure with an example

(transcribed in score format) from Osbert Parsley.s5

One of Morley's innovations is immediately apparent when he illustrates canon

himself; he suggests writing a semibreve framework tirst ("thus plaine"). Once

consonant sonorities have been planned out on downbeats, Morley then adds figuration,

creating a canon in florid rhythm C~thus divided,,).56 Thus, Morley, like Zarlino,

recognized the semibreve level as a type ofmusical scaffolding on which the composer

can build various types of melodic figuration. This concept will he a focus of the ensuing

52Zarlino, The Art ofCounterpoint, 205-20.
s3Morley, Plaine and Easie, 77.
s4Morley, Plaine and Easie, 94-96.
sSMorley, Plaine and Easie, 97.
s6Morley, Plaine and Easie, 98ff. This passage is reproduced in Schubert, Modal

Coun/erpoint, 194-96.
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chapters, in which 1 will posit that the semibreve level ofa composition is a tyPe of

shallow middleground structure that guides and directs faster-moving subject material.

Morley next discusses invertible counterpoint ofvarious tyPes: "a manner of

composition used among the ltalians, which they calI contrapunto doppio, or double

descant."S7 As in Zarlino, Morley is discussing a contrapuntal device that is a common

method ofvarying an imitative pair of voices. Morley's discussion ofdouble

counterpoint closely mirrors Zarlino. He considers inversion at the twelfth and tenth,

followed by '~e second kinde ofdouble descant" wherein the parts "go by contrarie

motion" in the inversion.S8 One could weil suspect that Morley modelled this discussion

closely on the corresponding passages from Zarlino's lstitulioni, though he substitutes his

own musical examples.

2. Imitation as Seen in Recent Literature

The importance of imitation in primary sources is mirrored in the secondary

literature; most essays that discuss technical aspects ofRenaissance music examine this

technique. Andrews provides an encyclopaedic approach to the topic: in The Technique

ofByrd's Vocal Polyphony, he lists ail of Byrd's various imitative procedures (free

imitation, invertible counterpoint, imitation by melodic inversion, canon, etc.) and their

frequency of use in ms vocal music.59 Others have sought to place imitative procedures

57Morley, Plaine and Easie, 105. Italics are in the original.
58Morley, Plaine and Easie, 105.
59Andrews, Byrd's Vocal Polyphony, 239-55.
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in a larger conteX!. Both Imogene Horsley and Putnam Aldrich discuss the role of

imitation in clarifying the mode.60 Kennan brings up issues of style in "Byr~ Tallis and

the Art ofImitation," which contrasts Byrd's approach to imitation with Tallis and the

older generation of English Renaissance composers.61 Kennan's articles on "ceIl

technique" show how imitation is linked with issues ofcompositional planning and

rhetorical emphasis.62 He describes this technique as a procedure in which brief imitative

segments are identified, and their role in building musical climaxes asserted.

One further example of how composers proceed from the level ofdetail to issues

offonnal design is Peter N. Schubert's article "'A Lesson from Lassus: FOnD in the Duos

of 1577." In this article, Schubert asserts a link between fonn and imitative procedures.63

His claim that there is a systematic difference in time-interval and melodic interval of

imitation depending on a passage's location in a composition suggests that Renaissance

composers had a clear concept of what were modally appropriate beginning gestures, and

60See Imogene Horsley, "Fugue and Mode in 16th-Century Vocal Music," in Aspects of
Medieval and Renaissance Music: A Birthday OjJëring to Gustave Reese, ed. Jan Larue
(New York: Norton, 1966), 406-22; and Putnam Aldrich, "An Approach to the Analysis of
Renaissance Music," Music Review 30 (1969): 1-21.

61Joseph Kerman, "'Byrd, TaUis and the Art of Imitation," in Aspects of Medieval and
Renaissance Music: A Birthday OjJëring to Gustave Reese, ed. Jan Larue (New York:
Norton, 1966),519-37.

62The tenn first appears in Joseph Kennan, "Old and New in Byrd's Cantiones Sacrae," in
Essays on Opera and English Music in Honour of Jack Westrup, ed. F. W. Sternfeld,
(Oxford, Blackwell, 1975), 25-43. See also Kennan: "'Write al/ these Down: Notes on a
BYrd Song," in Byrd Studies, ed. Alan Brown and Richard Turbet (Cambridge: Cambridge
University Press, 1992), 112-28.

63Schube14 "A Lesson from Lassus: Fonn in the Duos of 1577," Music Theory Spectrum
17 (1995), especially 3-5 and 10-12; see also Table 1 on page 8, in which the time interval
ofimitation is listed for all imitative points in these duos.
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set aside particular devices to that purpose. As a corollary, composers deliberately

reserved certain other imitative procedures for middle sections as a way ofcreating

formai distinctions among beginnings, middles and endings in their music. The notion

that one can create a one-on-one mapping between a particular type ofmusical materia!

and its location in a composition has been asserted in Classical style by William Caplin;64

Schubert's article suggests a Renaissance analogue for this procedure.

Schubert's subsequent expansion of ideas from this article is as yet unpublished~

though certain elements ofhis theory appear in bis textbook, Modal Counterpoint,

Renaissance Style. The concept that introductory contrapuntal gestures are form-building

elements is a vital part ofhis subsequent work. Schubert' s identification of beginning

gestures is based on Pietro Cerone's ~~commonplaces."6SThese oPening cells (usually

two to four measures long) belong to three basic tyPes: the imitative duo, the non-

imitative module66 and the canon, which is oftwo varieties: transposed and invertible.

The duo and canon are two different ways ofhandling imitative subject entries.

With the imitative duo, there is always intervening material between its frrst appearance

and its subsequent restatement; thus the imitation is "semi-periodic." Ifthree or more

entries of the same subject occur at equal time-intervals, then the imitation is fully

periodic and we have a canon. Seeing as Schubert defines canon according to its

64Implicit in Caplin, Classical Form.
6sSchubeI4 Modal Counlerpoint, Renaissance Style, 216-19 and 276-77.
66The term "module" is from Jessie ADn Owens, "The Milan Partbooks: Evidence of

Cipriano da Rore's ComPOsitional Process," Journal o/the American Musicological Society
37 (1984): 270-98.
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differently from Zarlino, for whom canon is strict imitation throughout a composition.

Schubert's canon is oftwa basic types. If the melodic interval between the first

two entries is retained between aIl subsequent pairs of entries in the canon, we have a

transposed canon. If the melodic interval between the first two entries is altered by

invertible counterpoint with the addition ofsubsequent entries (i.e. the registrai

relationship between adjacent entries is reversed), we have an invertible canon. Thus,

Schubert recognizes four presentation types, which 1 present as Figures 1.1 through 1.4

(the arrow in Figures 1.2, 1.3 and 1.4 indicates a variable melodic continuation):

Figure 1.1 : Non-imitative Module (in two voices):

A

B

Figure 1.2: Imitative Duo

A

___________~A~-------------~

Figure 1.3: Transposed Canon

________~A~-----------~
A

A

25
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Figure 1.4: Invertible canon

A

___..:.A..:.....--->

A

1 have Iabelled each of these models according to their melodie content. In the imitative

duo (and~ by extension~ the two canonic types, which are essentially imitative duos with

an extra entry or entries), Schubert focuses on the harmonie combination fonned by

overlapping subject entries as being distinct from the opening presentation of subject

materia!. Thus, he defines the imitative duo as shown below (see Figure 1.5), where the

subjeet ending serves as accompaniment to the new entry (one could proceed likewise

with the two canonic models of Figures 1.3 and 1.4, labelling each successive overlap as

a new subject).

Figure 1.5: Imitative Duo, Another Way ofAnalysis

A B CA + B = A of Figure 1.2)

A ------------>

Each of these openings creates a harmonie obligation if the material repeats. That

is, the interval pattern formed by the combination of subjects must be retained in sorne

form~ exact or varied by a global operation. 1 will term this interval pattern a harmoDi~

motive. In Figure 1.5, the harmonie motive would be the interval pattern ereated by
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combining subjects A and B. This retention (and possible variation) ofmelodic-harmonic

content and its later "clustering" during later development can he used to generate larger

formal groupings purely through contrapuntal manipulation.

This intersection of form and contrapuntal procedure is vital to my analytic

approach. By inspecting the techniques Byrd uses in bis 1589 Cantiones, and where in a

section he uses them, 1will show how an imitative point passes tbrough three stages:

presentation, continuation (development) and cadence.67 1 will retain Schubert's

terminology for openings (non-imitative module, imitative duo, transposed canon and

invertible canon) in my own analytical approach. These terms are a good starting-point

for Byrd's musical strategies in Stage 1 (the presentation of subject material). The last

stage, cadence, has been discussed at length in both the primary and secondary literature

(pages 7-15, above). The intermediate stage (continuation) is the most complex and

dynamic of the three. The exact nature ofByrd's development procedures, and the order

in which he uses them, cao permit the analyst to describe with greater precision the

musical content and succession ofmaterial within this intermediate stage.

67These are the formal functions of the Classical sentence, as defined by Caplin in
Classical Form, 9-10 and bis Example 1.1. 1 use these terms as metaphors for beginning,
middle and ending procedures.
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V. Reductive Analysis

As seen on pages 12 and 21, Zarlino and Morley hint that semibreves act as a

structural underpinning in Renaissance style. This is a rudimentary fonn of reductive

analysis~ in which surface features (embellishing tones in florid rhythm) are removed

from the music so that its underlying structure is made evident. This analytic method

derives from Heinrich Schenker~sconcepts (prolongation~ background structure, etc.) to

varying degrees. The application ofSchenker's method to Renaissance music began with

Felix Salzer~s Structural Hearing (Schenker himselfdidn~tapply the method to pre-tonal

music), and has played out in more recent years in the writings of Saul Novack, David

Stem and Cristle Collins Judd~ among others.68

Stem's "William Byrd: Mass for Five Voices,,69 is the most relevant article for my

own study~ as he is the only author to apply Schenkerian techniques specifically to the

music ofByrd. His reductive analyses ofselected passages from this Mass seek to define

the nature ofwhat he calis its "magical, hovering quality,'~70 tonally speaking. However,

both he and others in this area have moved toward reductive analyses that invoke

Schenkerian concepts such as prolongation and structurallevels without applying bis

68The problems inherent in applying Schenkerian techniques to pre-tonal music are
somewhat outside the focus of this study. Articles and books that explore these issues
include Felix Salzer, Structural Hearing, New York: Boni, 1952; Saul Novac~ "Fusion of
Design and Tonal Order in Mass and Motet,~' Music Forum 2 (1970): 187-263; David Stem~

"Tonal Organization in Modal Polyphony," Theory and Practice 6 (1981): 5-39; and Cristle
Collins Judd, "Sorne Problems of Pre-Baroque Analysis: An Examination of Josquin's Ave
Maria... Virgo Serena," Music Analysis 4 (1985): 201-39.

69David Stem, "William Byrd: Mass for Five Voices," in Music Before 1600: Models of
Musical Ana/ysis, ed. Mark Everist (London: Blackwell, 1992): 208-24.

70Stem, "Mass for Five Voices," 218.
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theory in full. Sïnce Schenker designed bis theory with the Bach-to-Brahms canon in

mind, it fits Renaissance music with difficulty. Schenker's Ursatz model (a stepwise

structural melodic descent supported by I-V-I background hannony) is often not present

in pre-1600 music.71

My own preference is to restrict reductive analysis in BYrd's music to the

semibreve and breve level ooly.72 This level of reduction is historically provable: as

noted above, Zarlino has commented on how the semibreve unit, defined by the cantus

finnus against which beginning comPOsers learned to write, '''give[s] practice in

recognizing the location and distances of the consonances.,,73 This line ofthought is

apparent as weIl in Morley's advice in writing a canon: create a semibreve framework for

each voice, and then embeIlish.74 The influence of this level ofstructure both on subject

design and on the formation of cadences is the focus of Chapters 2-4.

Moreover, 4'reduction" need not he Schenkerian. Any analysis that removes

surface details from a composition to reveal the structure undemeath is in some way

reductive, as for example, Kennan's charts of subject entries and their starting pitches.75

In a similar vein, Benito Rivera has proPOsed a reductive model based on the

71A detailed examination of Schenker's thought is beyond the scope of this study; David
Stem provides a valuable summary in "Mass for Five Voices," 216-18.

72Sarah Fuller has demonstrated exactly such a reductive procedure in "Line,
Conlrapunctus and Structure in a Machaut Song," Music Analysis 6 (1987): 37-58.

73Zarlino, The Art ofCounterpoint, 92.
74Morley, Plaine and Easie, 98.
75Kerman, "BYrd, Tallis and the Art of Imitation," 521ft:
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identification and tracing ofa "migrating soggetto" that controls and shapes the musical

discourse ofa section.76 As Rivera explains:

[These subjects] are generally not recognizable as familiar melodies; they do not
stand out in distinctively long notes, and they are not presented in conspicuous
canonic imitation. They are newly composed, divided into separate phrases,
dispersed, and, we might say, buried to blend into the dense polyphonie complex.
They can, however, he brought to the surface though careful analysis.17

This "migrating soggetto" is not a Schenkerian Urlinie, but is analogous to it in some

ways. It is the musical thread that detennines the melodic and tonal coherence ofa

composition, and to which the other voices relate.

76Benito v. Rivera, ~~Finding the Soggetto in Willaerfs Free Imitative Counterpoint: A
Step in Modal Analysis,'" in Music Theory and the Exploration ofthe Past, ed. Christopher
Hatch and David W. Bernstein (Chicago: University ofChicago Press, 1993), 73-102.

77Rivera, "Finding the Soggetto," p. 74.
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Part Two. Issues and Problems iD Byrd Research

I. Byrd Biographies and Scores

William Byrd bas received considerable critical attention~ beginning with Charles

Burney's "Memoir of William Birde" in bis History ofMusic of 1776.78 Articles that

followed in the 1800s were general or biographical in nature (for example't the question of

Byrd's Catholicism and its influence on his music appear early on).79 The articles on

Byrd from the 1800s were directed toward the music-Ioving amateur as opposed to the

professional musician. This critical attention was accompanied by the publication of

some ofByrd's music in the mid-1800s; the 1589 Cantiones were among the first works

to appear in a modem edition (published by the Musical Antiquarian Society in 1842).80

Byrd research in the twentieth century expanded greatly around 1923, the

tercentenary ofhis death. At this time, Edmund Fellowes emerges as Byrd's main

biographer, and tater the editor of the first complete Byrd edition, which would begin to

appear in 1937 (In 1977, The Byrd Edition began to appear in a revised't newly-edited

version't which, when complete, will supplant the Fellowes edition81
). In 1923, Fellowes

78Richard Turbet, William Byrd: A Guide to Research (New York: Garland Publishing,
1987), 146.

79This topic has been explored recently by Craig Monson, Joseph Kennan and Richard
Turbet. See Craig Monson, "Byr~ the Catholics and the Motet: The Hearing Reopened't" in
Hearing the i\1otet: Essays on the Motet ofthe Middle Ages and Renaissance't ed. Dolores
Pesee, 348-74 (Oxford and New York: Oxford University Press, 1987); Joseph Kerman,
"William Byrd and the Catholics," New York Review of Books 26 (1979): 32-36; and
Richard Turbet, ··Byrd's Recusancy Reconsidered,''t Music and Letters 66 (1985): 51-52.

sorurbet, William Byrd: A Guide to Research, 136.
SIThis is asserted by Philip Brett in The Byrd Edition, General Preface't iv.
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published a Byrd biography: William Byrd: A Short Accountofhis Life and Work, which

later became William Byrd (1936, revised 1948), the standard reference for the composer

until John Harley's William Byrd: Gentleman ofthe Chapel Royal (1997).82

Secondary literature since 1950 has begun to focus on the technical aspects of

Byrd's art. Accompanying this focus was an effort to reconstruct Byrd's compositional

process through the lens ofRenaissance terms and thought, as expressed in the treatises

ofhis time. This new scholarly rigour in Byrd research arises in the work of Harold K.

Andrews and Joseph Kerman. Their contributions to the field are weil known; 1will

summarize their writings that are MOst relevant to my own work.

II. Harold K. Andrews

Andrews's main contribution to Byrd research was bis comprehensive study of

Byrd's vocal style in relation to that ofbis Renaissance contemporaries and predecessors.

This study, The Technique ofByrd's Vocal Polyphony was written in friendly emulation

of Knud Jeppesen's The Style ofPalestrina and the Dissonance. Andrews sought to do

for BYrd's music what Jeppesen had done with Palestrina's: namely, to provide a detailed

overview of its harmonie, melodic, contrapuntal, rhythmic and formai content.

Given the vast nature ofAndrews's project, each individual aspect of Byrd's

music is treated with concision. Andrews covers a wide range of topics, beginning with

Byrd's social environment and its influence on bis style, followed by bis use of mode, bis

82Harley revises Byrd's birth date from the previously accepted c. 1542-43 to somewhere
between October 1539 and September 1540; see William Byrd: Gentleman, 4.
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rhythmic technique and bis melodic style. Andrews's consideration of Byrd's melodic

style leads into a discussion ofhow Byrd combines melodic lines, and the nature of the

resulting counterpoint. He first examines the interval structure ofpairs of lines within a

thicker texture, and then discusses and categorizes Byrd's use ofdissonance at length

(here Andrews's emulation of Jeppesen is most apparent). The final chapters discuss

aspects of Byrd's art that Andrews sees as secondary: contrapuntal techniques, texture

and form, and word setting. Byrd's use ofcontrapuntal devices is vital to this study, so 1

shaH dissect bis observations in some detail.

Andrews's discussion ofcontrapuntal techniques summarizes Byrd's use of fugue,

canon, and imitation in general. Andrews has three categories of imitation: single subject

imitation, double subject imitation and rhythmic imitation. The frrst category involves

building an imitative passage around a single melodic idea. With double subject

imitation, an imitative passage is built around two distinct, separable subjects, a

procedure that Andrews was the tirst to note in Byrd's music.83

Rhythmic imitation is a somewhat looser type of repetition. Andrews uses the

term to describe the nebulous combinations of motives that develop in the middle of

Byrd's imitative points. As Andrews notes, Byrd seldom retains the shape ofhis subject

materia! exactly as an imitative passage ensues. Instead, he alters its melodic shape,

while retaining its original rhythmic profile: in short, l;-.J1e extent ofmelodic alteration

83Andrews, Byrd's Vocal Po/yphony, 245-48.
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becomes 50 great that the attention becomes fixed on the rhytbmic rather than the Melodie

element ofthe subject.,,84

This is one area where 1differ from Andrews. Many of the passages that he

claims ooly contain rhytbmic imitation have a clearer connection to the initial subject

material than he acknowledges. This eonnection cao he detennined by refining the focus

somewhat: what features of Byrd's subjeet materia! are preserved throughout their

subsequent development in an imitative passage? For Andrews, the answer seems to be

"the Melodie shape of the subject itself:" otherwise we merely have rhytbmie imitation.

Following Schubert, 1 focus instead on the vertical interval combinations that the subject

forms when it is placed against itselfor against other subject material recurrently.

Isolating the interval combination as the point ofdeparture rather than the melodic

motive gives the tracking of rePetition a different rationale. The analyst can recognize an

underlying similarity in those cases in Byrd's music where there are changes to bis

subjeet's melodic contour, since the subject May change shaPe while still being able to

combine in the same way as before with a second voice. The combination may ~~fray at

the edges," but a central interval structure will be retained. The exact length of the

retained portion will vary dePending on how Many changes Byrd has made to the melodic

lines when one compares the later variants to the initial presentation. However, one cao

detect plenty of recurring material derived from the original subject if one uses a small

enough ehisel. The material retained many be no more than halfofa measure, containing

84Andrews, Byrd's Vocal Polyphony, 248.
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two recurring vertical intervals. When this melodie-harmonie package retums, its

relation to the original combination cao he made explicite

These brief repeating elements are not necessarily subjects at ail, but rather the

fundamental building blocks ofthe style. However, these small, malleable interval

combinations often cOalesce ioto longer melodie-harmonie gestures. Thus, examining

these small units and how they combine to fonn longer subjects is a precise way of

defining repetition. Furthermore, identifying repeating elements in Byrd's music can

gjve insights ioto bis comPOsitional process, and thus can shed some light on the

structural underpinnings ofhis style.

Andrews also mentions Byrd's employment ofcontrapuntal variation techniques

such as invertible counterpoint, Melodie inversion, augmentation, diminution, and other

technical devices. Andrews's perspective on these devices is that they should not he used

merely for display, but rather, "find their artistic fulfilment in the enrichment of

imitation.,,8S Since these techniques arise from a larger musical concern (varied

repetition), rather than being techniques unto themselves, Andrews's discussion ofeach is

brier. He discusses invertible counterpoint in three paragraphs, summarizing the views of

Vicentino, Zarlino and Morley.86 Augmentation and diminution, both rare in Byrd,

except in "the more problematic kinds ofcanon for its own sake...more appropriate to

technical problems than to expressive music,"87 get an equally brief mention. Andrews

8SAndrews, Byrd's Vocal Polyphony, 239.
86Andrews, Byrd's Vocal Polyphony, 24041.
8'Andrews, Byrd's Vocal Polyphony, 254.
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gives melodic inversion more attention, perhaps because Byrd sometimes uses this

procedure in opening sections to vary subject material. Each ofthese techniques bas an

important role to play in Byrd's music as a means ofvariation, as will be explored in

Chapter 7. Ofthese techniques, 1 will examine invenible counterpoint in the greatest

detail; it is a technique through which Byrd shows bis ingenuity in the largest measure.

III. Walter Gray's Rebuttal ofAndrews

Shortly after the publication of The Technique ofByrd's Vocal Polyphony, Walter

Gray gently took exception to Andrews's focus on the single melodic line in categorizing

Byrd's motives. His article "Motivic Structure in the Polyphony of William Byrd" seems

to have been written in direct response to Andrews. Gray's stated approach seems to

downplay the single-line motive, and instead highlight the use ofmotives in combination;

he describes Byrd's music as "a blend ofindependent melodic Iines, which are combined

in a complex web offree imitation.,,88 Gray's general point is telling: it is not merely the

melodic line itself, but its combination with other similar lines, which creates the

structural unit. Later, Gray spells out this new emphasis explicitly:

88Walter Gray, "Motivic Structure in the Polyphony of William Byrd," Music Review 29,
223.
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A more searching analysis, however, reveals that often embedded in the Melodies
are motives-rhYlhmic and melodic-from which Byrd draws the entire polyphonic
fabric... [therefore], a motive is a melodic, rhythmic, or melodic-rhYlhmic
grouping which bas enough constructive or thematic importance to he recognised
through analysiS.89

Judging from Gray's musical examples, he does not follow through on bis stated

analytical aima He does indeed provide detailed motivic analyses of selected passages

(primarily drawn from The Great Service and the Masses), but does not clearly show how

these motives (often extremely briet) coalesce into larger multi-voiced structural units.

This final step would he taken later by Joseph Kerman: Gray's stated aim has it fulfilment

echoes in Kerman's "cell technique," an important procedure to be discussed below.90

IV. Joseph Kerman

1. The Early Articles

Probably the primary source in the study ofBYrd's music over the past half-

century is Joseph Kerman. His interest in Byrd's music began in the late 1940s with The

Elizabethan Madrigal, completed in 1950,91 and has continued to the current day. As

Kerman himselfpointed out in a later article,92 the chapter on Byrd in The Elizabethan

Madrigal, in which he sought to define and categorize genres in his vocal music,

presented him with many deviant pieces that defied such neat categorization. This

89Gray, "Motivic Structure," 223.
90As far as 1 can tell, Kennan never cites Gray on this matter; he apparently arrived at this

concept indePendently.
91Joseph Kennan: The Elizabethan Madrigal, London: Oxford University Press, 1962.
92Kerman: "Notes on a Byrd Song."
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stimuJated bis interest in Byrd's music to the point that he bas since been the most

prolific publisher of printed matter on a wide variety ofByrd-related topics, from source

studies to analytical and technical aspects, to issues ofbiography. This section will seek

to summarize Kerman's vast contributions to Byrd literature that are most relevant to the

current study. Kerman often drops tantalizing suggestions for extension ofbis research

which aImost demand further exploration; 1 will highIight sorne ofthese areas that 1 have

sought to pursue further in my own work.

Kerman's first task was to examine the available manuscript sources, and deal

with questions ofauthenticity and chronology in Byrd's Latin motets. This concern led

to the publication of "Byrd's Motets: Chronology and Canon" in 1961. Chronological

placement is a problem with Byrd's middle-period motets; Byrd published no sacred

vocal works between 1575 (the Cantiones Sacrae jointiy written by Byrd and Thomas

Tallis) and the two books ofCanliones Sacrae published in 1589 and 1591. Kennan

believed that Byrd composed in this genre intermittently from 1575-91 and that the two

volumes ofCanliones Sacrae are compilations ofpreviously-composed materiaJ, sorne of

it quite oId.93 Kennan noted that a number ofmotets that Byrd published in 1589 and

1591 had circulated in manuscript earlier in the 1580s; thus, he was able to push back the

tentative dates ofcomposition for sorne of Byrd's 1589 Cantiones, often by Many years

(see Table 1, below):

93Kennan, "Byrd's Motets: Chronology and Canon," 359.
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Table 1: Kerman's Chronology for the 1589 Canliones:94

Earliest Group (1575 to c.1580) Middle Period (c.1580-87) Latest (c.1589)

Aspice Domine Tristitia Defecit

Ne irascaris Memento Domine Vigilate

Tribulationes Vide Domine

Domine praestolamur Deus veneront gentes

o Domine adjuva me o quam gloriosum

In resurrectione tua Domine secundum

Laetentur coeli

Kennan's dating is based primarily on external evidence. However, these dates

are generally supported by similarity of style in works that Kennan believes were

composed al roughly the same time. For example, the homophonie double statement of

subjeet material that opens Tr;stÏfia et anxietas is neatly duplieated in Vide Domine. Two

other attempts at a ehronology for the 1589 Cantiones (Brown and Harley9s) arrive at

similar dates; thus, it ean be inferred that Kerman's chronology is largely accepted as

accurate.

94Summarized from Kennan, "Chronology and Canon," 359-82; he fundamentally retains
this chronology in The Masses.

9SCant;ones Sacrae 1589 (Ed. Brown), preface, page x; and Harley, William Byrd,
Gentleman, 222.
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Kerman then wrote a pair ofarticles on technical aspects of Byrd's art: "On

William Byrd's Emendemus in melius.,'.,tJ6 and "Byrd., Tallis and the Art ofImitation."

The former article provides a varied, multi-faceted approach to the analysis ofthe motet

cited in the tille. He discusses the work's texture, melody, harmony, tonality., rhythm.,

dissonance and bistory in tum. The latter article takes up Andrews's concept ofthe

double point of imitation. Kerman daims that this technique arose from an Italianate

influence on Byrd's style (Alfonso Ferrabosco the Elder).97 Byrd's use ofdouble points,

Kerman asserts., combined with bis use of irregular time-intervals ofentry in bis imitative

points, makes bis music distinct from that ofbis predecessors., Thomas Tallis and

William Mundy.98

Kerman's neX! important contribution to the field of Byrd research was bis

coinage of the tenn "cell technique," fust appearing in bis article, "'Gld and New in

Byrd's Cantiones Sacrae." "Old and New" compares a motet trilogy from the 1575

Cantiones (Tribue Domine and the two motets following it) to a later work from the 1591

Cantiones, lnfelix ego. Kerman introduces the concept of "'cell construction" to describe

Byrd's use ofmotives in short multi-voiced combinations, as follows:

96Joseph Kerman., "On William Byrd's Emendemus in melius," Musical Quarterly 49
(1963): 17-37.

97Joseph Kerman., "Byrd, Tallis and the Art of Imitation," in Aspects of Medieval and
Renaissance Music: A Birlhday Offèring 10 Gustave Reese, ed. Jan Larue (New York:
Norton, 1966),528.

98Kerman, "'Byrd, Tallis and the Art of Imitation," 536-37.
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The composer starts with a clearly-defined, rather light phrase or cell for
semichoir...the cell is usually short and usually ends with a crisp little cadence; a
typical texture involves three voices in stretto imitation. Overlapping this
cadence, another semichoir sings a free repetition ofthe tirst cell...99

Kerman emphasizes the brevity ofa cell compared to the relatively greater length ofa

complete subject, though the overlap necessary for stretto imitation means that a cell will

span a slightly longer period than its comPOnent single-line motivic fragments. As such,

the cell stands conveniently at an intermediate point in structural weight between motive

and subject.

Kennan is less specifie as to what happens next in a passage that is structured

around one or more such ceUs. Clearly, sorne repetition or varied reworking of material

is involved, though this repetition can be somewhat flexible. Kerman suggests

contrapuntal inversion, transposition or other modifications as possible means of

variation, 100 to which 1 would add, given its prevalenee in BYrd, changes in melodic

contour. The passage structured around such eeUs usually culminates in a dense stretto,

in which the melodic components coalesce into "~a natural climax in tenns oftexture,

phrase length and contrapuntal intensity.,'lol

Kennan' s conception is loosely defined so as to capture the potential flexibility of

BYrd's compositional procedure. This very flexibility evokes with great effect the

dynamic conception of how BYrd controls forward momentum in an imitative passage.

99Joseph Kennan, "Old and New in BYrd's Canliones Sacrae," in Essays on Opera and
Early Music in Honour ofJack Westrup, ed. F. W. Stemfeld (Oxford: Blackwell, 1975), 36.

looKennan, "Old and New," 36.
IOIKerman, '~Old and New," 36.
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Kerman's discussion ofhow ceUs coalesce in such a passage shows how Byrd combines

and recombines bis motivic materia! to shape bis materia! toward a cadential goal.

Kerman states that overtwo dozen phrases in the 1589 and 1591 Cantiones use this

device, including the doxology from 0 Quam Gloriosum (1589/13).102 As two dozen

phrases out of the 37 motets in the 1589 and 1591 collections amount to more than 10%

ofthe total imitative points contained within them, this technique is vital to any

discussion of Byrd's middIe period style. Thus, 1have taken Kennan's process of'·cell

construction" and formalized it into 24 distinct presentation types. These types show the

ways in which Byrd combines subject material in two, three or four voices. They are the

focus ofChapters 5 and 6.

2. The Masses and Motets o'William BYrd

Many of the concepts that Kerman developed in bis early articles found their way

into The Masses and Motets ofWilliam Byrd. Kennan's text is a chronological overview

and discussion of Byrd's entice output of Latin-texted vocal music. This vast undertaking

includes capsule analyses of Byrd's motets (including the 54 works published in the three

sets ofCant;ones Sacrae of 1575, 1589 and 1591, plus Many others in manuscript

sources), plus bis Masses and the two books ofGradualia (1605 and 1607). Kerman's

analytjcal approach brings together many different threads; the book examines issues of

biography, source studies, text-music relations, and incorporates detailed analyses of

specific works.

102Kennan, "OId and New," 38-39.



•

•

•

43

Since the musical content ofByrd's 1589 Cantiones is the focus ofthis study, [

shall concentrate here mainly on what Kerman bas to say about these motets. Kerman

flI'St deals with chronology, revisiting to a great extent bis observations in "Byrd's

Motets, Chronology and Canon." He confirms bis earlier findings: Byrd's 1589

Cantiones likely date from 1575-1589, the exact middle of the period in which the Latin

motet genre was Byrd's primary fOCUS. I03

Kerman combines bis chronology with categorizations of individual motets

according to sub-genre types. First, he divides the motets into an early group (up to the

late 1570s) and a later period (late 1570s to 1591). Kerman splits the early group into

motets that make use ofcantus firmus technique or canon, and motets ofpraise and

penitence. 104 The canons display a certain rigidity ofstyle: as Andrews would say, Byrd

uses canon as more ofa technicaltour de force than as an expressive device. los The

canlus firmus motet is a sub-genre that was vital to Byrd's development as a composer.

As [ will demonstrate below (Chapters 2-4), placing florid material against a line in

semibreves is an important starting-point for subject and cadence design in Byrd's freely-

comPOsed motets, even after he had abandoned the sub-genre in the late 1570s. 106 The

motets ofpraise and penitence combine homophony with a freely imitative style.

I03Byrd's Latin motets May date exclusively from the period 1572-91. See Kennan's
Table 5 from The Masses, 126-27.

I04These are Kennan's chapter headings on pages 57 and 82 of The Masses.
IOSAndrews, Byrd's Vocal Polyphony, 250ff. Kennan is more sympathetic, judging from

bis discussion ofcanonic procedures in Similes Ulis fiant, Petrus beatus and Miserere mihi
Domine (Kerman, The Masses, 59, 77-78).

lOOUle importance of cantus-firmus-like gestures in Byrd's middle period is hinted at by
Kennan regarding the opening gesture of Vigi/ate (The Masses, 152-53).
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Kerman shows how these worles contain the first essays in cell techniquel07 and in

designing double points of imitation. loa

The later motets (late 1570s to 1591) are similarly divided into two genres, but

here, the categories are more generaL Cantus finnus motets cease entirely after 1580 (the

three that appear in the 1589 and 1591 Canliones date from the mid-to-Iate 1570s,

according to KermanI~, and canon is no longer used as an overall organizjng feature; its

use is relegated to briefstretto passages within longer freely-imitative works.

Kennan divides these later motets into works "in the central imitative tradition,"

and "motets in other styles."110 The first category illustrates to what extent Byrd was

influenced by new developments regarding imitation, wbich crossed the English Channel

courtesy ofhis friend, Alfonso Ferrabosco the Elderll' (this category ofmotets comprises

the majority ofByrd's total output after the late 1570s). The second group is a default

category including ail of Byrd's motets that are not pervasively imitative. Kerman

includes four worles from the 1589 Cantiones in this group: Tribulationes Civitatum, Ne

Irascaris, Vide Domine, and 0 Domine, adjuva me (1589/14, 12,6 and 3). Each of these

motets moves toward one or two culminating imitations at the end. This is perhaps a

107Kerman, "Old and New," 38.
10sKerman, The Masses, 104ff.
I09See Kennan, The Masses, 80. Sorne technical features outlined by Kerman (73-77)

support this dating. Aspice Domine (1589/11) bas an archaic partial key signature, whereas
Descendit de Coe/is and Afflicti pro peccatis nostris (from the 1591 Cantiones) are in the
six-voice texture that Byrd abandoned during bis middle period.

IIOThese are Kerman's cbapter headings on pages 133 and 161 of The Masses.
1IlKerman, "Byrd, Tallis and the Art ofImitation," 528-29, and The Masses, 102-07.
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refinement ofByrd's procedure in the earlier Emendemus in melius of 1575, one ofbis

earHest essays in declamatory homophony.

These two categories are not mutually exclusive, nor does Kerman claim that they

are. For example, Ne Irascaris, following its homophonic beginning, is primarily

imitative: the "Jerusalemn imitative point in the secunda pars (measure 115ff.) is one of

the densest canonic passages in the eotire collection. However, Tristitia et Anxietas

(1589/4), which Kerman classes as a "motet in the central imitative tradition," begins

with homorhythmic declamation and becomes imitative only after this initial presentation

ofthe opening text. Therefore, Kerman's categories for Byrd's middle period motets are

indieators of the MOst prevalent (but not necessarily exclusive) textural and contrapuntal

procedures within the work.

Kerman's detailed analyses ofseleeted Latin motets are quite varied, both in their

intent, and the analytic points that they seek to make. Kerman gives a briefsketch of the

16 motets from the 1589 Cantiones, showing stylistie links between these works and

others written around the same time and published in the 1591 Cantiones. This is an

outgrowth ofhis efforts to establish a chronology for these motets. According to

Kerman, three works from the 1589 Cantiones come from Byrd's early period: the eantus

frrmus motet Aspice Domine (1589/11), and the stylistically-similar In resurrectione tua

(1589/10) and Laetenlur Coeli (1589/16). The other 13 motets date from the late 1570s

to 1589. Four ofthese motets (1589/3, 6, 12 and 14, as noted above) are primarily

homophonie; the remaining nine are imitative. Kerman's discussion of individual motets

touches on a variety ofpoints, including text setting, cadential structure, cell construction
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and the double point of imitation. The overarcbing theme is Byrd's overall development

as a composer, defined by the refinement of bis technical and rhetorical skills.

The Masses and Motets ofWilliam Byrd contains the MOst detailed discussion of

the motets from Byrd's 1589 Cantiones to date. Kerman brings to bear ail ofthe

analytical procedures and terminology ofbis previous work on Byrd. What is left is to

formalize and expand upon some of these concepts. Kennan speaks of single, double and

triple points, for example, but howexactly does Byrd present bis subject material in such

points? One part of the solution is the formalization ofByrd's procedures into

presentation types, as mentioned above on page 25-26. These types, a more precise

formulation ofKerman's "cell technique" and an extension ofSchubert's models (the

non-imitative module, imitative duo and canon) summarize the ways that single or

multiple subjects can be combined in an opening gesture. Furthermore, how do

Kerman's "ceIls" relate to the subject material at the beginning of an imitative point from

wbich they derive? By categorizing Byrd's variation procedures, 1 will he able to

demonstrate this musical relation, as weil as sorne of the îmely worked variations and

recombinations of motives within a cell itself:

V. Recent Contributions to Byrd Research

Following the publication of Kerman's The Masses and Motets ofWilliam Byrd in

1981 there has been a reduction in scholarly activity about Byrd's music. However, there

have been sorne recent contributions ofnote. John Harley's William Byrd: Gentleman of

the Chapel Royal (mentioned on page 32), updates the bibliographic information on Byrd
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and bis family~ and includes briefanalyses ofspecific compositions (including Tristilia et

anxielas~ from the 1589 Cantiones). David Stem~sexploration ofSchenkerian techniques

and their applicability to Byrd~s Mass for Five Voices~ bas likewise been discussed above

(page 28). Also of interest is a collection of essays~ entitled Byrd Studies (published in

1992). This book includes contributions by Peter le Huray~ Owen Rees and John

Morehen on Byrd~s motets~ and a newarticle by Joseph Kennan, in which he revisits the

concept of"cell technique."112 Le Huray~s article on cantus finnus composition and its

influence on Byrdl13 are relevant for this study, so 1 will discuss it briefly.

Le Huray traces the pedagogical development ofa Renaissance composer from

improvising on plainchant to composing on one~ using Morley's treatise as guide. Le

Huray~sdiscussion of the cantus fmnus motet Libera me. Domine de morte aeterna

invokes Kerman's double point as a way ofdescribing Byrd~s pairing of distinct subjects

against the cantus fmnus line: le Huray caUs this pairing the "head and taï}" procedure. 1
14

He then makes a link between this procedure's origin in cantus firmus motets with its

later use in freely-composed motets such as Libera me. Domine. et pone me from the

1575 Cantiones Sacrae. The use of cantus-firmus-like units is more prevalent in Byrd

than is usually noted. 1 will document this link in the 1589 Cantiones, especially

Memento Domine, in Chapters 2-4, below.

112Joseph Kennan: "Write ail these down: Notes on a Byrd Song," in Byrd Studies, ed.
Alan Brown and Richard Turbet, (Cambridge: Cambridge University Press, 1992), 112-28.

113Peter le Huray, "Sorne Thoughts about Cantus Firmus Composition; and a Plea for
Byrd's Christus Resurgens," in Byrd Studies, ed. Alan Brown and Richard Turbet,
(Cambridge: Cambridge University Press, 1992), 1-23.

114le Huray, "Sorne Thoughts," 11-12.



•

•

•

48

VI. Summary and Conclusion

The ways in which 1 will use and build upon the considerable and greatly varied

work cited above fall into three main stages. Fir~ 1 will explore deeper-Ievel structure in

Byrd~s 1589 Cantiones., using the cantus firmus as a metaphor for middleground tonal

organization. Subject material in cantus firmus rhythmic values (breves and semibreves)~

1 will posi~ is a controlling and limiting influence on the musical shape ofan imitative

point. By tracing the transposition levels and cadential articulation of such subjects, 1

will provide a detailed picture of an imitative poinfs overall musical shape~ and

distinguish between techniques and organizational procedures typical ofbeginnings~

middles and endings. This method brings together le Huray ~s views on cantus firmus

technique., Kerman~s commentary on the double poin~ Meier~s cadential roles., and

Rivera~s concept ofa "migrating soggetto~~ as a structural underpinning.

1 will then explore the exact nature ofByrd~s opening gestures~ as to their formal

weight within a motet~ their texture~ their use of imitation and their manipulation ofsingle

or multiple melodic subjects. 1will identify 24 presentation types for openings~ thus

formalizing Kerman~s "cell technique" and extending Schubert~smodels (the non­

imitative module, imitative duo and canon) to musical situations in which Byrd uses

complex combinations of imitative and non-imitative procedures. Some of these

presentational models occur at the beginning ofa fonnal division within a work (Le. at

the beginning ofa motet., or ofa secundo pars). üthers only occur at an opening gesture

in the middle ofa formal unit (for which 1 will use the term "internai opening~'t). Still

others arise later in an imitative point to vary or expand simpler opening gestures.
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Finally, a few presentation tyPes are hypothetical extensions of types that 1 have found in

Byrd's 1589 Cantiones. 1 submit that the presence ofcertain types can he used to

determine degrees ofbeginning, since Byrd's presentational procedures at the opening of

a motet differ from his procedures at subsequent opening gestures within a formal unit.

Moreover, complex beginning gestures (ones that include three or more voices,

and possibly a mix of imitative and non-imitative procedures) May incIude a smaller two­

voice cell that is immediately subjected to variation within the presentation type itself.

For example, a canon, as defined by Schubert, cao he seen as an imitative pair extended

to three or more voices by transposition or invertible counterpoint. Thus, these complex

beginnings give insight ioto Byrd's developmental procedures in middIes of imitative

points. 1 will categorize and summarize these variation procedures as an avenue ioto

Byrd's highly creative and complex means ofdeveloping bis opening material. This

combination and recombination ofpreviously stated subject matenal will often coalesce

into larger patterns that display a logical internai form within an imitative point. This

detailed consideration of variation techniques confirms Schubert's view that fonn

intersects with technique in quantifiable ways.IIS

IISSchubert, "A Lesson from Lassus," 4.
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As a summary and conclusion to this dissertation, 1 will then apply aIl ofthe

anaIytic tools outlined in the ensuing chapters to Tristitia et anxietas (1589/4). This

analysis will discuss the tonal design ofthe motet, as suggested by Byrd's manipulation

ofsubjects and his cadential shaping ofthem. 1 will aIso describe Byrd's presentation

and development procedures within each section of the motet. FinaIly, 1 will show how

Byrd uses ail ofthese techniques with a larger plan in mind: the introduction and

emphasis ofcentral pitches in the middleground.

50
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Cantos Firmus Technique

in Byrd's 1589 Cantiones

1. Introduction

ln this chapter~ 1 will explore the role of the cantus finnus in Byrd~s 1589

Canliones. 1 will examine the two ways that the cantus firmus influenced Byrd~s Iater

motets: tirst through bis musical training, in which it was a vital pedagogical tool~ and

then through bis early eXPeriments (c. 1572-1580) with the cantus firmus motet sub-

genre. 1 1will then assert that these influences play out in Byrd's later, freely composed

motets from the 1589 Canliones in bis preference for subject material in breves and

semibreves. Such subject material, due to its melodic and rhythmic stateliness~ suggests a

briefcantus firmus segment. These segments are not pre·existing lines as the term

"cantus firmus" implies, but rather, due to the lengili oftheir rhythmic units, a shallow

middleground structure with which faster-moving Iines can be combined.

The pedagogical imPact of the cantus firmus in Renaissance compositional

practice is implicit in Byrd's case, as it would he for any aspiring Renaissance composer.

It cao he established that adding lines in free rhythm ta a cantus firmus (fust through

IThese are the dates proposed by Harley (William Byrd. Gentleman, 214). Compare
Kerm~ "Chronology and Canon," 317.
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vocal or keyboard improvisatio~and finally through composition) was the way in which

Renaissance cornposers learned their craft.2 This aspect ofcomposer training is discussed

at length in Peter le Huray ~s "Sorne thoughts on cantus firmus composition" (cited above

on page 47)~3 but is also implicit in most Renaissance treatises. (For the sake ofthe

curreot discussion~ 1 shall take Zarlino's The Art ofCounterpoint, and Morley'sA Plaine

and Easie Introduction to Practicall Musicke as representative treatise examples.) 1shall

now hriefly summarize how Zarlino and Morley teach Renaissance composition, and the

role that the cantus finnus plays in this endeavour.

Following a discussion ofrudiments, Zarlino and Morley both introduce two-

voice simple counterpoin~where one voice is added to a cantus firmus in note-against-

note rhythm. The aspiring improviser or composer then learns how to use dissonances by

placing melodies in florid rhythm against a pre·existing line (diminished counterpoint).

Once this skill is obtained, the basic principles of two-part writing are extended to

counterpoint in three or more parts (two or more florid lines added to a cantus finnus).

Zarlino and Morley then move on to free rhythm in ail parts, and explore a variety of

imitative procedures, ending with double canon. This progression of matenal involves a

graduai increase in complexity and rigour. The autbors carefully move from counterpoint

that could he improvised to that which would have to be planned out in advance and

written down.

2Peter N. Schubert explores the important role of improvisation in the Renaissance in
Modal Counterpoint, Renaissance Style, 309-11.

31e Huray, "Sorne Thoughts," especially pages 2-3.
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What is described above is a model for controlling interval patterns rather than a

deliberate effort by the treatise authors to resurrect cantus firmus composition per se.

The use ofa Hne in long values (generally semibreves or breves) was a pedagogical

abstraction whose purpose was!t in Zarlino's words!t "to give [beginners] practice in

recognizing the location and distances of the consonances.'''' Once this skill was obtained

and perfected, the composer could then move on to creating the whole polyphonie

complex rather than fitting material around a pre-existing part.

Sïnce improvising on a cantus firmus was conjecturally a part of Byrd's training,

it is not surprising that Many ofbis early essays in vocal music were cantus firmus

motets. This sub-genre would have permitted Byrd to use many ofthe contrapuntal

procedures with which he would have been the most comfortable at this early stage in bis

training. Byrd's flirtation with the cantus fIrmus motet Peaked in the period from about

1572-75, in which Byrd produced roughly halfa dozen such works. Many ofthese works

appeared almost immediately (for example, Libera me, Domine and Peccantem me

quotidie were published in the Byrd-Tallis Cantiones Sacrae of (575). However, one

cantus firmus motet apPeared in the 1589 Cantiones (Aspice Domine, 1589/11) and

another pair (Descendit de coelis and Afflicti pro peccatis nostris) in Byrd's 1591

Cantiones. S

4Zarlino, The Art ofCounterpoint, 92.
sKennan asserts that these three motets were comPOsed rather early (Le. in the mid­

15705), in spite of their late publication date, see Kerman, "Chronologyand Canon," 371.
Rarley, however, places tbemaIl slightly later (after 1575 but before 1581, sec bis
chronology in William Byrd, Gentleman, 214).
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1 believe that Byrd~s early interest in the cantus firmus sub-genre created a bridge

for him between pedagogy and free composition~ a musicallaboratory in which he could

develop contrapuntal techniques that would serve mm in good stead when he moved on

to freely-composed motets beginning around 1575. Vestiges ofcantus firmus technique

(the use ofsubject material in breves and semibreves as a structural underpinning) appear

in these later motets~ and influenced the design ofhis imitative points regularly into the

1580s.

That the cantus finnus influenced the rhythmic design ofByrd~s subjects is a fact

that been noted by various authors. Kerman describes the slow-moving subject in the

Superius that begins Vigilate as "a solemn call...like a cantus finnus.~!6 It provides a

foundation for the florid~ fast-moving voice below it. AIso~ le Huray has commented on a

similar pairing ofrapid and slow-moving subjects in Byrd~scantus finnus motet~ Libera

me, Domine, de morte aeterna, from the 1575 Cantiones. Furthennore~ he notes the

similarity with Byrd's procedure in the freely composed motets Libera me, Domine, et

pone and Peccantem me quotidie, likewise from the 1575 se!'). Harley picks up

Kerman's idea as weil, noting that "passages written in something like cantus finnus style

crop up from time to time in motets employing an otherwise freely imitative technique,"S

though he gives no examples. 1 suspect that Kennan, le Huray and Harley were ail

6Kerman The Masses, 152-53.
7le Huray, "Sorne thoughts," 12.
8Harley, William Byrd Gentleman, 229-30.
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pointing to subject material in long rhythmic units as an evocation ofcantus firmus

technique, though the slow-moving line was newly composed rather than pre-existing.

Given the experience that cantus finnus composition provides with placing florid

lines against a slow-moving supporting voice, it is not surprising that Byrd uses this

procedure when he cornes to design subject material in bis freely-composed motets. The

interval patterns created by the pairing ofslow and faster-moving subject material still

evoke the cantus firmus motet sub-genre, at least locally. A cantus-firmus-like melodic

segment (i.e. a subject in longer rhythmic units), like a true cantus firmus, exerts control

and shapes hannonically the faster-moving voices around it. Thus, l assert that a cantus­

finnus-like subject in Byrd's freely composed motets has the same basic function as the

pre-existing cantus firmus does in Renaissance pedagogy. It is a shallow middleground

structure that controls the melodic flow and dissonance content ofa phrase.

Thus abstracted, cantus-firmus-like melodic lines (subjects in longer rhythmic

units) retain an influence as an organizing factor even in Byrd's compositions that are not

arranged around pre-existing material. Byrd abandons the cantus fmnus per se, but its

typical rhythmic values remain. The procedure of pairing a slow subject with a faster

one, wbich bas its origins in Renaissance pedagogy and cantus fmnus composition,

provided Byrd with an abstract framework for dissonance treatment and shaping of tonal

goals in bis freely composed motets. The possible origin and wide-ranging implications

ofthis framework for long-range planning are worth examining in sorne detail. The

musical effect ofcantus finnus-like fines also contributes to the overall style and

rhythmic shape ofthese works.
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1will explore the precise nature of this framework in two musical examples: the

opening 26 measures ofMemento Domine (1589/5), and the oPening 17 measures of

Defecil in d%re (1589/1). These two examples can he taken as models for how Byrd

proceeds in other imitative points that begin with a cantus-firmus-like line in at least one

part. Ail of Byrd's other uses ofthis procedure in the 1589 Cantiones will appear in an

appendix at the end ofVolume 1; this will he an exhaustive list of instances ofcantus

firmus values in beginning gestures.

IL Cantus Firmus Motions and Fonn

Motions in semibreves and breves in Byrd's motets concentrate particularly in

two fonnallocations: beginning gestures and cadences. The former is of particuJar

importance in imitative writing, since opening material typically is a single recurring

subject or subject pair that will then dominate the ensuing measures. The latter, to he

explored at length in the following chapter, is important primarily as a fonn ofgeneric

musical punctuation, though a cadence, if emhellished the same way with each

appearance, could have motivic significance as weil. Both beginning and ending gestures

carry great musical weight in Byrd's style, due to their frequent repetition. Due to the

recycling ofmaterial from both of these fonnallocations, Many of Byrd's 1589

Cantiones display a saturation of the contrapuntal fabric with cantus frrmus values. 1 will

tirst discuss the relation ofcantus firmus technique to opening gestures in Byrd's 1589

Cant;ones, and show how this type ofmaterial plays out in a complete imitative point.
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The relation ofheginning gestures ta cadences, bath ofwhich share the presence ofone

or more voices in cantus firmus values, will he the topie ofChapters 3 and 4.

Typically in ByrcL as in bis contemporaries, opening material tends to recur and

develop in works that are organized around the technique of imitative polyphony. This

reworking of initial material results in a preponderance ofmotions in slower values

throughout an imitative passage when these motions oceur in the opening subjeet. By

tracing the presence ofthese slower rhythmic motions from their first appearance in a

section through the cadence, one can get a sense of what the important goal pitches ofthe

section May he. Sïnce this slo'w-moving subject need not he confined to a single voice as

in a cantus firmus motet, it can act as a migrating soggetto, as suggested by Benito

Rivera: "Zarlino tells us that every composition must have a soggetto, which functions

like a cantus fumus in sorne significant ways.,,9 Thus, like a cantus firmus, this line

provides a structure and control for the pitch content and succession ofan imitative point.

Though Rivera points out that the soggetto need not he in longer values,1O in BYrd's

double points, the slower-moving subject is invariably the one that, due to a limited array

of transposition levels, emphasizes significant pitches (typically the final and its upper or

lower fifth). The parallels hetween Rivera's approach and reductive analysis are

significant; in both instances the analyst must sift through a wealth of foreground detail to

find this generative line upon which long·range musical direction depends.

9Rivera, "Finding the Soggetto," 74.
IORivera, "Finding the Soggetto," 74.
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It is instructive to examine exactly how far one might effectively proceed in this

reductive endeavour. It should he noted that except in isolated cases, 1do not believe that

there is any single overarching tonal fonn al the level ofthe composition in Byrd's 1589

Cantiones. Most imitative points in this collection are self-eontained as to their central

pitch, often emphasizing the rmal al the beginning and end. Unless a point dovetails with

subsequent material, or does not end on the final, there is little tonal necessity for further

continuation. These sections, if tonally complete in and of themselves (Le. if they return

to their starting central pitch at the cadence), can be strung together by an additive

process. Thus, an imitative point's tonal design seldom betrays its exact position within

the motet, since most points cadence to the final. There is no large-scale departure and

return built ioto the form ofa work, as would soon he the case in the common practice

period. We will have to examine details of texture and presentation to make distinctions

between beginning, middle and end at the level of the composition. This issue will be

pursued in Chapters 5-7.

III. Cantus Firmus Values and the Double Point

Cantus firmus rhythmic values are especially prevalent in Byrd's beginning

gestures. Due to the Renaissance ideal of beginning a musical idea slowly and

introducing faster rhythmic values gradually, initiating gestures in Byrd's motets often

use breves and semibreves in at least one voice. Such "cantus firmi" are common in

Byrd's freely comPOsed motets unti11580. By 1589, he preferred to use shorter rhYlbmic

values in most ofhis subject materia!, the better to veil the semibreve framework.
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Nonetheless, cantus-firmus-like subjects occur as late as Deficit in d%re (1589/1), a

motet that was written c. 1589, according to Kennan,ll but they tend to he more briefin

BYrd's motets from later in the 1580s than in the motets from about 1580.

One of Byrd's favourite initiating techniques in the 1589 Can/iones is organizing

an imitative passage around a pair ofsubjects; one faster-moving, and the other in cantus

finnus values. This pairing ofdifferentiated subject material creates the so-called

--double point of imitation" discussed by Andrews and Kerman. 12 The slower-moving

voice behaves as a cantus firmus extract (at least regarding its melodic-rhythmic motion),

whose clarity provides a foundation against which Byrd places a recurring florid voice.

Thus, a link with true cantus firmus composition can easily he inferred, though the

relative brevity of the cantus frrmus segment in this procedure permits a more flexible

continuation within an imitative passage.

The ensuing development of this initial pair ofsubjects will typically relain the

longer rhythmic values of the double point's initial statement. This prevalence of longer

values throughout such an imitative passage stems from the Renaissance tendency of

recycling opening material at length: one can attribute this recycling to compositional

efficiency. These slower beginnings and their later reuse therefore provide a skeletal

framework for the passages that develop from them.

llKennan, --Chronology and Canon," 375, see a1so Cantiones Sacrae 1589 (ed. Brown),
preface, page x.

12Kerman, --Byrd, Tallis and the Art of Imitation," and Andrews, Byrd's Vocal
Po/yphony, 245-48; Andrews refers to this device as --double subject imitation."
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IV. Cantus Firmus Values and Pitch Centricity:

1. The Opening Point ofMemento Domine

Memento Domine (1589/5) illustrates how a subject in longer rhythms can create a

rniddleground structure within a section. Though cantus firmus values are very much in

evidence in the tirst three of the motet's four imitative points (the final imitative point of

the motet breaks into longer values only al cadence points), they are particularly

prominent in its first 21 measures. The opening subjeet ofthis section, set to the teX!,

"Memento Domine," is entirely in breves and semibreves. Given the length of this

subject (il spans seven semibreves), and its seven appearances within the opening

imitative point, it is omnipresent for the first 21 measures of the motet. Therefore, the

opening section of this motet is a good place in which to search for evidence ofdeePer­

level pitch organization in BYrd's choice and ordering ofhis opening subject's

transpositions.

Though the preponderance of long rhythmic values in this section already

provides a clear framework with which to begin, further melodie reduction of the

"Memento Domine" subject demonstrates the artful simplicity ofBYrd's musical

procedure. Since this opening subject is a double neighbour figure around its starting

pitch, each of its statements cao he reduced to this structural note that begins it. The

ordering of the structural pitches that begin each of the seven statements of the subject

provide Byrd with a framework for the overaii direction ofthis passage. (Byrd~ however,

cao choose to shape this framework more subtly by the particular scale degrees on which

he cadences, as will he seen later.)



•

•

•

61

The neighbour motion present in the cantus-finnus-like subject generates much of

the melodic content in the faster-moving voices as weil. Most importantly, it looms large

in the supporting second subject, "congregationis tuÏs." The central portion ofthis

subject is a rhY1hmically florid version ofthe "Memento Domine" subject; in other

words, the second subject is a loose rhY1hmic diminution ofthe tirst (see Example 2.1).

This similarity melodic shape between the two recurring subjects will be vital to the

motivic unity of the whole when BYrd prepares for the final cadence using only the

second subject.

BYrd uses and orders the transpositions ofhis "Memento Domine" subject first to

project a stable central region in the opening measures, and then later on to deviate from

this region, thereby giving the imitative point a subtle sense ofdirection. This shaping

created by this subject and its transpositions occurs in two phases. The first phase,

consisting of the first four entries, is rather static, providing a sturdy platform (the

opening A and its upper fifth E) from wruch to deviate. The second phase (the remaining

three entries), is more dynamic, creating a sense ofdeparture. These two phases are

shown below in Table 2.1 :
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Table 2.1: Memento Dom;ne~ measures 1...21: Entries ofSubject 1

Phase Measure # and Voice Transposition

1 1, tenor A

1 4, contratenor E

1 6, superius A

1 9, Medius E

2 12, bassus A

2 15, superius E

2 18, Medius B

Once Byrd abandons the opening subject material in measure 21, a third phase in

the musical curve ensues. This rather brief segment consists of the cadential retum.

Byrd's primary rationale here is to balance the departure ofphase two with a retum to the

initial A, and ultimately beyond it to D. This ernphasis ofD creates sorne doubt as to

whether or not the final A is truly the central pitch: 1 will explore this notion in greater

detail in Chapter 4. Notably, measures 22-26 are the only part ofthis imitative point in

which the "Memento Domine" subject does not appear. Thus, in this closing gesture,

Byrd combines re-emphasis of the initial A with liquidation. That is, the most prominent

melodic features of the opening measures disappear, to he replaced by conventional

cadential material.
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The initial four statements ofthe "Memento Domine" subject articulate a stable

region: the altemation ofentries on A and E emphasize at the deeper level the harmonic

division (Zarlino's term for division ofthe octave at the upper fifth'3) of the octave A.

Byrd highlights the opening A as the central pitch of these measures; the E is of

secondary status due to its role as an octave divider. This emphasis on the perfect fifth

above A contains within it the seeds ofa more aggressive push to the dominant, or sharp

side, of the key. This subtle musical foreshadowing does not override the impression of

this passage as a stable beginning, but does provide Byrd with the musical means for the

passage's subsequent departure and retum.

The final three entries of the "Memento Domine" subject demonstrate a type of

continuation function (the formai function that begins the Classical sentence's second

phrase, which 1 use as a metaphor for "middleness"14). That is, they develop and rework,

motivically and pitch-wise, previously stated subject material. These entries realize the

move to the dominant previously hinted al, and carry it one step further. A bass entry on

A is followed by entries on E and B-natural, pushing the harmony outside of the one-flat

system established initially. These entries therefore create a remote tonal area within the

context of the work's original emphasis on D, A and E.

The retum to the primary pitch of the section (the A that was emphasized in the

opening measures) is effected following the statement of"Memento Domine" on B; this

is the third, cadential phase of the imitative point. This phase is not shown on Table 1

13Zarlino, On the Modes, 35-36.
l''Caplin, C/assical Form, 9-10.
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since it involves the second subject ooly; the cadential gesture is presented instead as

Example 2.2. As before, Byrd moves by successive fifths. The second subject

~"congregationis tuae" also reaches its extreme sharp point at this juncture. It appears in

the medius voice beginning on E (this occurs in measure 21, coinciding with the final

note ofthe ~"MementoDomine" subject transposed to B). Byrd stretches out the second

subject to include primarily semibreves, thus making explicit the underlying melodic

similarity of the double poÏDt's two subjects.

Subsequent entries of the second subject move rapidly by descending fifth

through A and D. The move to the flat side of the initial A is made even more extreme

by the presence ofa prominent G in the bass.) This D now moves to the bass, leading

upward by fifth to A, and then cadentially to the D in measure 26. BYrd makes the 0

goal ofthis passage plausible, however, by the transpositions he chooses for the

supporting second subject. While the first subject emphasizes the upper fifth ofthe initial

structural A, the second subject, ""congregationis tuis," at the same rime moves to the

subdominant side (1ower fifth) of this central pitch. Entries on 0 and G predominate in

the first 12 measures, followed by entries primarily on A and 0 until the cadence in

measure 26. The single statement on E in measures 21-23 is significant. It is the extreme

sharp transposition of the second subject, corresponding to the ~"Memento Domine"

subject's statement on B that immediately precedes it. Thus, both subjects achieve their

most remote transposition nearly simultaneously.

The dichotomy between dominant and subdominant emphasis at the

middleground level of the passage implies a conflict between harmonie and arithmetic
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division of the tonal space. This conflict dominates the remainder ofthe motet, and is

only resolved (in favour of the opening A) with the work's final cadence.

2. Defeci! in d%re

The opening point ofMemento Domine is an extreme example ofByrd's use of

longer rhythmic values in subject material, but it is not wholly unrepresentative of Byrd's

procedure in the 1589 Cantiones. One sees a similar procedure at work in the opening

measures ofDefecit in d%re (1589/1). The cantus-firmus-like first subject set to the

opening word of the motet resembles that ofMemento Domine, but it is more concise.

The subject is a single neighbouring motion, either upper or lower, around ils starting

pitch (bath versions of the subject appear as Example 2.3). This more concise subject

results in an imitative point ofgreater brevity. The opening point ofDeficit in d%re

spans 17 measures, and is thus more condensed than the 26-measure opening section of

Memento Domine, discussed above.

In this imitative point from Deficit in d%re., it seems not to matter to Byrd which

form ofthe subject he uses (Le. whether the middle note is an upper or lower neighbour),

as he explores both possibilities within the structure of the opening measures. The

starting pitches ofeach subject entry are presented in Table 2.2., below. 1 have noted any

overlap between successive entries, because such an overlap could create a larger

periodicity and hierarchy between structural pitches. In other words, overlapping entries

can make one starting pitch fonction as subordinate to the other.
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Table 2.2: Starting Pitches of~·Defecit" motive

Measures Structural Pitch Neighbour Type Overlap (VIN)

1-2 E upper yes (wlbelow)

2-3 A lower yes (w/above)

3-4 E upper yes (wlbelow)

4-5 A lower yes (w/above)

7-8 B upper no

9-10 E upper no

11-12 B upper no

Notably, as in Memento Domine, the opening cantus finnus segment appears

seven times, the first four in pairs. These entry pairs create a stable region (Phase 1) in

which the final A and its upper fifth E combine. These entry pairs articulate the harmonic

division of the octave A, much like in Memento Domine (though here, by contrast, the

upper fifth E appears first and is then retroactively stabilized by the overlapping

statement on A). Though the key signature differs between these motets (De/ecU in

Dolore has a natural signature whereas Memento Domine bas one flat), the similarity of

central pitches (bath motets emphasize the final A and its upper and lower fifths E and 0)

belps to outweigh this difference.
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This similarity with Memento Domine continues as the opening point of Dejëcit in

d%re moves away from its central pitch, into Phase 2. The three extra statements of the

subject materia! are more widely spaced in tinte, and suggest a distinct move to the sharp

side of the central A. The B-E-B sequence ofentries resembles the E-A-E sequence of

the second through fourth entries, though the greater space between entries produces a

new, freer musical dYQamic. Unlike the opening measures, where the entries on E were

anchored by ensuing entries on the final A, the entries on B are tonally remote,

considering the motet's final and signature.

BYrd's procedure in Phase 3, the return to the central A, is less systematic than in

Memento Domine. The earlier piece moves by descending fifth from B to E, and then

past A to D. Defecit in d%re, though less methodical, is more elegant. Below the final

entry on B in measures 11-12, Byrd places an extended E in the bassus. Above it in the

tenor, a new subject ('~vita mea") appears, ending with an E-F-E neighbour motion (this

new subject had already appeared on the same pitch-classes in the Medius, measures 10­

Il). This subject then recurs in augmentation, forming a new ~~cantus firmus" in the bass

in measure 13, once again ending on E (see Example 2.4a). This E could easily have

moved down by fifth to the opening A, but Byrd suppresses this goal in ail but the Medius

and contratenor voices. Moreover, he superimposes a new imitative point against this

melodic goal (A) when it finally arrives in measure 17, as shown in Example 2.4b.

This "vita mea" subject is not as newas il first appears to be. The apparently-new

~'vita mea" subject, when slowed down to a mixture of breves and semibreves in

measures 13-16, reveals c1early its Melodie Iink with the opening subject: the final three
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notes are the upper neighbour figure that begins the motet. Therefore, the openîng

gesture ofthe motet ("defecit'l not ooly controls the pitch succession of the imitative

point, but also generates some ofthe more important supporting subjects that later

accompany it.

v. Conclusion

These are two ofMany examples 1could cite to illustrate the influence ofcantus

firmus technique on localized passages within BYrd's 1589 Cantiones Sacrae. This

technique is extremely prevalent in this group ofmotets: ooly In resurrectione tua

(1589/10) avoids the procedure entirely. Cantus finnus motions (motions in breves and

semibreves) occur in over halfofBYrd's imitative points in the 1589 Cantiones. As

shown in the appendïx, a total of64 imitative points in the 1589 Cantiones have subjects

that are exclusively or predominantly constructed around material in semibreves and

breves. Since most ofthese subjects then receive an imitative development, the cantus­

firmus-like foundation will then play itselfout for the remainder ofthe point that follows

the initial presentation ofsubject matenal.

By tracing the presence ofbreves and semibreves in BYrd's melodic subjects, and

the successive transpositions oftheir appearances, 1 have created a reductive plan for the

succession ofmusical events within an imitative point. The prominence of longer

rhythmic values in Byrd's strategies ofsubject design therefore has a major impact on bis

long-range tonal planning. Moreover, 1have sougbt to show how the rhythmic link

between subjects in long values and cantus firmus technique demonstrates how BYrd's
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freely composed motets arose out ofhis earlier experiences as a musician. His training as

a vocalist and keyboard player, and later, bis extensive cultivation ofthe cantus firmus

motet genre in the late 1570s (six such works have survived) had an effect on the subject

material he chose to construet in a freely composed work. Though the presence ofa

melodic subjeet in longer rhythmic values is not the sole determinant ofa passage's tonal

shape (accompanying voiees in florid rhythm and eadential articulation are important as

weil), it is certainly eontributes signifieantly to the deeper-level processes by whieh BYrd

shapes an imitative point. BYrd's use ofcadences to emphasize particular motions within

bis "'cantus firmus" subjects helps to complete the tonal pieture; this topie will he taken

up in the following chapter.
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Cantos Firmus and Cadence

I. Introduction

As noted in the last chapter, the structuralline in cantus firmus values is one of

many factors that influences the overall pitch content and direction ofan imitative point.

The ensuing discussion will consider one of these other factors; namely, cadential

articulation, and how its intersection with a melodic line in cantus finnus values helps to

focus the musical direction ofa point. Cadential punctuation is vital for moulding the

generic motions ofa cantus-finnus-like line into a cogent tonal shape. In sum, a line in

longer values contains within it cadential potential that the remaining voices cao unlock.

The ensuing discussion will summarize Bernhard Meier's views on the

Renaissance cadence, with particular attention given to bis concept ofmelodic-cadential

roles (cantizans, tenorizans, basizans and altizans). 1 will extend Meier's concept by

categorizing all melodic-cadential motions that deviate from their expected goal (evaded

motions) or are left incomplete (abaodoned motions). Then, in the following chapter, 1

will show how these melodic motions (primarily motions by step or descending fifth) cao

appear in Byrd's subject materia!, thus creating cadential potential that the remaining

voices in the texture cao unlock. 1 will conclude by returning to Memento Domine, and

will show how the cadential potential ofsubject material in long values, and Byrd's

cadential articulation of it, gives this motet its particular shape and direction.
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II. Links Between Beginnings and Cadences

1 suggested above (Chapter 2, pages 56-57) that there is a probable link between

beginnings and endings in Byrd's music that is evident in bis 1589 Cantiones. 1will now

clarify precisely the nature ofthis link, which arises in part from an underlying similarity

ofmelodic and rhythmic shape. This similarity permits beginnings to become cadential

when they occur in the appropriate temporal location, or cadences ta contain beginning-

like recurring subject material. Thus, beginnings and endings can become inextricably

linked as Byrd introduces and develops bis subject material during an imitative point.

The COlnmon denominator between beginning and ending gestures is the presence

of motion in semibreves. According to sorne music theorists ofthe sixteenth century,

cadences generally contain at least one voice in semibreves. Nicola Vicentino calls this

cadence the cadenza minore.1 (The cadence at the breve level, or cadenza maggiore, was

by then archaic, and the minim cadence, or cadenza minima was restricted to madrigal

style, where it is associated with note nere notation. Such a cadence differs from the

cadenza minore in appearance ooly, since the semiminim, or quarter note, is taken as the

tactus in note nere notation~ whereas it would nonnally be the minim).2 Since the

semibreve is the usual rhythmic value of the pre-existing line in Byrd's cantus finnus

motets, it would have been both easy and naturaI for him (given bis training) to compose

cadences around particular melodic motions in such a line. These cadences could support

possible melodic cadential goals with appropriate harmonic configurations, or create new

ISee Meier, The Modes, 92, where he summarizes Vicentino's cadential terminology.
2Meier, The Modes, 92.
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intermediate cadential goals in eireumstances where no apparent Melodie goal existed in

the eantus firmus line (i.e. the segment in long rhythmic values) itself.

This technique ofmanufaeturing cadential goals from melodic gestures within

lines in longer rhythms is equally important in Byrd~s freely composed motets. However~

unlike the cantus firmus motet, where the line in long values is pre-existing7 and the

possible cadence locations thus to some extent pre-determined~ in a freely-eomposed

motet, Byrd chooses bis own Melodie motions~ and therefore bis own potential eadential

goals when he uses long values in bis subject material.

The above-mentioned Melodie link is a dassie ehieken-egg situation. One eould

daim that Byrd ineorporated melodie motions with cadential potential into ms imitative

points for the express purpose of unveiling this eadential potential later on. It would he

equally valid, however, to daim that Byrd began with the cadence, broke it into its

component melodie parts, and distributed these parts into bis oPenïng gestures. Which of

these procedures Byrd followed in designing an imitative passage is immaterial. What is

important is the musical result; namely, the underlying melodie similarity. These

melodieally similar motions occur at two diametrically opposed locations within an

imitative point: the beginning and the end.

In spite of(or perhaps because of) its use ofgenerie melodie motions in formulaic

eombinations, the cadence is a particularly distinctive example ofmusical rhetoric, a

piteh-based analogue to punctuation in language. The familiarity of this musical gesture

very quickly placed it in the realm ofeonventional material. As a result, the cadence has

undergone little change since the early days of polyphony. Its standard configuration in
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the Renaissance period was stepwise parts in contrary motion forming a major sixth-to­

octave interval structure. This pair ofvoices was often combined with a descending

perfect fifth in the bass (as noted above in Chapter 1, page 17). This confluence of

motions became the MOst overt signal by which a composer could indicate musical

completion. As motions by step and perfect fifth are common in Renaissance style,

melodic motions in semibreves that can articulate closure appear frequently throughout

Byrd's 1589 Cantiones. Due to this regularity of use, it is vital to examine at lengili the

nature ofthe cadence and the melodic gestures that can form a part ofit. Byrd's

emphasis on these cadential motions in different formal locations gives the analyst an

important key with which to unIock the features ofbis tonal planning at the level of the

poin4 and possibly beyond.

III. Categories ofMelodic-Cadential Motions

1. Bernhard Meier's Cadential Roles

Since cadences in the Renaissance include common and frequently occurring

melodic motions, just about any melodic motion contained within a subject in semibreves

or breves could become part ofa cadence if the composer wanted sorne articulation of

closure. The ensuing discussion will begin by enumerating the types of motions which

are characteristic ofcadential gestures. This will he an extension of Meier's melodic­

cadential roles outlined in The Modes ofC/assieal Vocal Polyphony.

Meier focuses primarily on the melodic-rhythmic roles that combine to create the

cadence. These roles are defined primarily by their melodic motion and secondarily by
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their registrallocation in a cadence. These are the cantizans, tenorizans., basizans and

altizans.3 The first two ofthese melodic-cadential roles are the foundation ofthe

cadential gesture, forming together a sixth-to-octave motion to a melodic goal. The

optional basizans role adds structural support in the basse Meier's fourth role, the

a1tizans, 1 include for the sake ofcompleteness; it is variable in melodic shape, hidden in

the middle register and thus, in my opinion, purely a supporting melodic gesture rather

than a structural one. Therefore., due to this motion's secondary status, 1will not use it as

a cadential determinant in my own analysis. These melodic roles can he defined

according to the scale degrees that they contain, as will he seen helow. Since the use of

scale degree labels is analytically anachronistic, 1 will place them in quotations.4

Cantizans motions ascend by semitone, except in the Phrygian cadence (Le. the

cadence to E and its transpositions), where the motion is by whole step. 1 label these

motions ~"7-8" when they occur in a cadential contexteS C"8" and its octave transposition

~·I" are the local melodic goals of a cadence.) ln florid counterpoint, a suspension usually

leads to "'7." Following Morley and Zarlino, however, 1pennit an unembellished

cantizans as part ofa simple cadence (see Examples 1.1 and 1.7). Such cadences, though,

are of lesser finality than they would he if the suspension were present.6

JMeier, The Modes., 90-101.
4This models on Schubert, see Modal Counterpoint, 131-37.
SOy convention, one voice must move by semitone at the cadence, so that the sixth

preceding the octave will he major. If both cantizans and tenorizans move by whole step,
musicaficta would need to he applied to one ofthe voices for closure to occur.

6Morley's term for the simple cadence (with unemhellished cantizans) is "fonnal c10sing
without a discord or Cadence" (Plaine and Easie, 75).
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Tenorizans motions are those which descend by step. This step is a whole tone,

except in the Phrygian cadence, where it is a semitone. The deseending stepwise gesture

can he described as a seale degree "2-1" motion in a cadential progression. It typically

pairs with the cantizans "7-8"" ta form the sixth-to-octave clausula vera, as noted above

(page 74). The tenorizans., unlike the cantizans, is generally left unembellished.

8asizans motions have a role that is slightly subordinate to that of the previous

two. 8asizans motions proceed by descending fifth or ascending fourth., providing "5-1"

bass support in a cadence. (The Phrygian basizans is an exception; it moves either "7-4.,'"

"7-3" or "7-6.'''7) 8asizans motions accompany the cantizans and/or tenorizans lines in a

cadence. Zarlino and Morley permit a cantizans-basizans cadential pair in two parts,

though they imply that this pairing is more typical ofa three-voice texture, presumably

with tenorizans added to c1arify the cadential mtent.8

Altizans motions form Meier's final category; they are a supporting voice in the

middle register that cornes to rest on a scale degree other than the local cadential goal

tone. Unlike the other three roles that have a single Melodie form (the Phrygian basizans

exeepted), the altizans role cornes in a variety of shapes, sueh as '''4-5,'''' '''5-3,'' "5-5" and

"4-3."9 As noted above, 1 consider the altizans role to he secondary for cadential

definition; its absence barely affects the finality of the gesture. Therefore, 1 will not use

the altizans as a structural cadential role in the current study.

7Meier, The Modes, 97. See Example 3.1.
8Zarlino., The Art ofCounterpoint, 147-48, and Morley, Plaine and Easie, 75.
~orley, Plaine and Easie, 74, "Examples ofwell taking a discord with a Cadence."
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2. HierarchicaI Rank ofCadentiaI Roles

Meier ranks bis cadentiaI roles as follows. The cantÎ2anS-tenorizans framework is

Structural,IO whereas his other two roles (basizans and aItizans) are adjuncts to this

framework. Each of these melodic roles is merely a contributing factor in creating a

sense ofclosure; this closure is aIl the more convincing ifail of them are present. One

might be tempted to rank the tenorizans role above the cantizans for historical reasons.

The descending step ·'2-1" is the MOst typical melodic closure at the end ofa Gregorian

chant phrase, and therefore would seem to have historical priority over the other cadential

roles that developed with the advent ofcounterpoint in the Middle Ages. Ifso, the other

roles (caotizans, basizans and altizans) would at sorne level he ancillary since they were

added after the fact to the ''2-1'' melodic-cadential gesture. By Byrd's time, however, the

tenorizans seems to have lost some of its structural status. Zarlino permits a cantizans-

basizans cadence in two parts, but not tenorizans-basizans. Morley introduces a

tenorizans-basizans combination only after having presented the reader with Many

examples ofcantizans-tenorizans and cantizans-basizans pairings. Il From the order in

which the above authors introduce various cadence types, we cao infer that the tenorizans

in Renaissance practice is second in importance to the cantizans. Moreover, in Zarlino' s

cadence examples, the tenorizans can he omitted from the cadence, whereas the cantizans

generally cannot, confirming the greater importance ofthe latter melodic role.

I~eier, The Modes, 90.
IIMorley's tirst tenorizans-basizans cadence in Plaine and Easie appears on page 87; his

cadences with cantizans begin on page 74.
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The cantizans motion is the most important voice within the Renaissance cadence.

Its melodic motion by ascending step is the mirror image ofthe tenorizans role~ forming

quite naturally a complementary pair with it. Zarlino's tirst example ofa cadence in The

Art ofCounterpoint is exactly such a cantizans-tenorizans pair~12 implying the primacy of

this cadential pairing over the other possibilities discussed later. Moreover, the cantizans

role is the one that typically contains the cadential suspension, a vital foreground signal

ofclosure. This important aspect ofthe cadence~ the presence ofembellishing figures,

will he discussed below.

The basizans role is a bit difficult to categorize in BYrd's em, though Meier's

survey of Renaissance treatises suggests that its importance grew during the Renaissance.

According to Meier, though the cantizans-tenorizans structural pair was still primary, the

presence of the basizans was necessary to make a cadence perfect. 13 This is borne out in

Byrd's practice in the 1589 Cantiones: cadences that mark main formaljunctures aImost

invariably include the basizans role, along with both tenorizans and cantizans roles. The

increased importance of the basizans is apparent when it combines cadentially with eitber

cantizans or tenorizans in a two-voice texture (this is a typical cadential pairing in the

common practice period). In such a case, the basizans would be reckoned as one of the

primary structural voices of the cadentiai gesture ratber than a supporting one. Though

Zarlino permits a basizans-cantizans pair in two voices, he immediately states that tbis

pairing is better avoided, "since such ascending and descending (eaps are more suitable to

12Zarlino, The Art ofCounterpoint, 143.
13Meier, The Modes, 93-94.
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the lowest voice ofa composition for more voices, where such cadences are common."14

Morley likewise permits a basizans-cantizans cadence in two voices, describing it as "the

best way ofclosing" if the plainsong ascends a fourth at the end ofa phraselS (or descends

a fifth, as he later illustrates).'6 In conclusion, the basizans motion is best considered

secondary to the cantizans and tenorizans in Renaissance cadential practice. The basizans

is preferably added to a pre~existing cantizans-tenorizans pair, rather than to the cantizans

or tenorizans by itself: 1 rank the basizans as a secondary structural role within the

cadence. 115 absence from a cadentiai gesture does not prevent closure from being

perceived, but it does lessen the cadence's degree offinality, as Meier, citing Dressler and

Burmeister, asserts. 17

The aItizans, which normally ends on a note other than the local melodic goal of

the cadence, can he freely omitted with little effeet on the finality of the cadence: one

notices the resulting thinner texture, but little else differs. Therefore it is the Ieast

important voice within the Renaissance cadence, merely supporting rather than structuraI.

Ils cadential status is context-specific and cannot he inferred without the presence ofat

least two of the structural voices (cantizans, tenorizans or basizans). Lassus does on

occasion use a cantizans-altizans pair in bis duos as a pseudo~cadential gesture; 18

however, the absence ofthe tenorizans makes this pairing unconvincing as a cadence.

14Zarlino, The Art ofCounterpoint, 147-48.
'SMorley, Plaine and Easie, 74.
16Morley, Plaine and Easie, 75.
'7Meier, The Modes, 93.
18Schubert, "A Lesson from Lassus," 3, footnote 5.
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The laek ofa consistent melodic shape for the altizans also suggests a subordinate role:

the altizans motion is varied so that it May combine smoothly with the ather roles

(cantizans, tenorizans and basizans) in the cadential gesture.

When any ofthe three structural melodie motions (cantizans, tenorizans, basizans)

oceur in cannas fmnus values (i.e. in breves or semibreves), regardless ofthe voice in

which they are placed in the case ofcantizans and tenorizans,19 the potential for cadential

articulation exists.20 Moreover, ifthis potential exists, then suggesting a cadential goal

and subsequently subverting it is also possible. This is an evaded cadence, in which at

least one ofthe melodic-structural roles in the gesture avoids its expected goal, thus

playing on the expectations ofthe listener. Zarlino notes that in the evaded cadence, ''the

voices give the impression of leading to a perfeet cadence, and tum instead in a different

direction."21 1shaH discuss the various methods ofevading the cadence that are typical of

Renaissance style and their effect on cadential finality.

3. Evaded and Abandoned Cadential Motions

1 will now extend the scope ofMeier's categories ofcadential motions by

ineluding evaded cadential motions (in which the line is diverted from its expected goal)

and abandoned cadential motions (in which a rest substitutes for the melodic goal).

Detlecting a melodie cadential gesture from its eXPected melodic goal (or even

19lbis is not true ofthe basizans, as will he seen below.
201 exclude the possibility of the "cadenza minima" (the cadence at the half-note level),

which Meier equates with madrigal style and note nere notation (The Modes, 92).
2lZarlino, The Art ofCounterpoint, 151-53.
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abandoning the line altogether) is both frequent in Renaissance style and musically

effective, as is evident trom contemporary writings (as noted on the preceding page, the

technique is discussed and recommended in Zarlino). The observations helow therefore

have a wider significance heyond the collection ofByrd motets onder consideration.

Table 3.1 summarizes the melodic-cadential motions for the three structural roles

in the pr0Per cadence (cantizans, tenorizans, and basizans), and then lists typical evaded

or abandoned forms ofthese roles. It should be pointed out that not aIl of these melodic-

cadential motions could he evaded or abandoned at the same lime. Unless one ofthese

roles occurs in its complete fol'lll, there can he no realistic expectation ofa cadence.

Table 3.1: Proper, Evaded22 and Abandoned Cadential Motions

Cadence Role Proper Evaded Abandoned

Tenorizans "2-1" "2-3," "2-5," "2-6," "2-4" "2-rest"

Cantizans "7-8" "7-6 " "7-5 " "7-4 " "7-2"23 "7-rest", , ,

Basizans "5-1" "5-6/' "5-4," "5-3" "5-rest"

22Listed in Schubert, Modal Counterpoint, 132-33; 1have placed the MOst conunon evaded
motion in the Byrd 1589 Cantiones first on the list in each case.

23The "7-4" and "7-6" motions could also be Phrygian basizans; compare Meier's
Phrygian cadences in The Modes, 97 (Example 1.11).
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The most eommon evaded cadential gesture is the "evaded tenorizans" motion.

This primary motion in the cadential gesture, rather than moving ''2-1'' to establish a goal

piteh, instead moves ''2-3n (less often ''2-5, ''2-6'' and ''2-4''). For the attentive listener,

the Melodie arrivai of"2n in long values permits the expeetation ofa cadence, which is

subsequently denied. By concluding on a note other than the expected cadential goal, this

type ofMelodie gesture feels ineomplete: the melodie line seems to require continuation

rather than ereating a sense ofclosure. The ''2-3'' evaded tenorizans motion is an

occasional exception to this mie; it occurs at a cadence that ends an imitative point in

Tristitia et anxietas, measure 42 (cited below as Example 8.1). BYrd's use ofa "2-3"

evaded tenorizans gesture at such a major formal division suggest that this motion May

represent a midpoint between evasion and full closure.

The sense of incornpleteness created by an evaded tenorizans motion is greatly

lessened provided the cadence contains both cantizans and basizans roles. Since both of

these roles, when complete, come to rest on the cadential goal, the tenorizans is free to

move elsewhere, most often to the third above this pitch, thereby creating a full-sounding

closing sonority. The absence of this third was less crucial for Renaissance composers

working from a dyadic structural framework that it would he once the triad was

acknowledged as the fundamental building block of tonality. Nonetheless, there was

already a sense that the third above the bass in sorne way complemented an otherwise

bare perfeet fifth. Thus, the evaded tenorizans motion slightly weakens the sense of

melodic arrivai within the cadence, but improves the sonority of the goal chord.
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The '~-restnmotion is a special category. 1 will use the term "abandoned" rather

than "evaded" to describe this category, since the goal tone ofthe cadence is eliminated

rather than merely substituted. However, the resolution tone is seldom absent entirely.

Often, the cadential motion will resolve indirectly in another voice. The cadence that

closes the tirst imitative point ofMemento Domine is a good illustration ofthis

procedure; see Example 2.2 and the accompanying discussion on page 64.

Cantizans motions, unlike tenorizans motions, tend not to evade their melodic

goaL The presence of the leading tone in this melodic gesture usually demands upward

resolution. This is especially true where the seventh degree is a1tered by musicaficta,

since chromatic alteration draws attention to the upward tendency of this melodic tone.

However, the evaded cantizans motion is not entirely absent in Byrd's 1589 Cantiones: a

downward evasion ofthe cantizans fine does occur in the opening measures ofDefècit in

d%re (1589/1). At measure 10 ofthis motet (see Example 3.1), Byrd couples a

tenorizans motion (F-E, or "2-1" in a Phrygian cadence) in the bassus with a "7-6"

evaded cantizans motion above it in the Medius. The status of this passage as a cadence

gesture is further enhanced by the suspension in the cantizans role. The emphasis of E as

an intermittent pedal tone from measure la until the cadence to A in measure 17, marking

this pitch as an important local goal, helps as \vell. The effect in measure lOis one of

closure plausibly suggested, but not finnly emphasized.24

24The "cadence with simultaneous cross-relation," discussed by Andrews in Byrd's Vocal
Po/yphony, 108-10, is a related case. One voice moves "7-8" (usually with ficta), and
another "7-6" (or "7-5''). This cadence is pervasive in Aspice Domine, measures 51-52
serving as one example among many.
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Abandonment or delaying of the eadential goal in the cantizans line happens

equaUy rarely: Byrd seems to have heen sensitive to the active Melodie tendeney ofthe

seventh degree, since he generally avoided delaying its resolution (a rare exception to

Byrd's usual procedure in this regard will he discussed below). The principle is the same

as in the abandoned tenorizans discussed above: the cantizans line moves 'ry-rest," thus

suppressing its intended goal. A passage in Aspice Domine, measures 95-96, will serve

as illustration (see Example 3.3). At this cadential point, the two lowest voices both have

basizans motions (forming octaves by contrary motion) from A to D. A new point of

imitation begins in the contratenor, adding an evaded tenorizans motion to the cadence

("2-3"). Against this group ofcadential voices, the uppermost part arrives on a semibreve

C#, and then is sHent for more than a full measure: this motion is "7-rest" in the context

of the remaining voices. (Though the suspension in the cantizans is absent, the presence

ofcomplete basizans and evaded tenorizans permits a cadential reading here.)

The basizans voice, like the other two roles mentioned above, can also evade or

abandon its intended melodie goal. Here, the musical result is more striking than with an

evaded tenorizans or cantizans, as a change of lowest pitch affects the harmonic context

in which the listener perceives the voices moving above it. The "5-6" evasion is the MOst

common adjustment to the eonventional "5-1" basizans (the "occupaverunt-interiora

mea" imitative point provides many examples of this motion, one ofwhich 1 present as

Example 3.4), though "5-4" and "5-3" evasions are also possible.
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A related phenomenon occurs in the case of the cadence to the fifth. This

cadential possibility, though still current in the mid-1500s, at least in theory,25 is rare in

Byrd. If the cantizans voice is designated as "7-8," the tenorizans motion accompanying

it could he reinterpreted as "54," a type ofevaded basizans gesture. 1 prefer this reading

to the alternative, which would he to designate the lower voice as '~-1" and the upper

voice as a "#4-5" altizans motion. This latter interpretation produces one structural voice

and one supporting voice, whereas the "7-8" plus "54" interpretation produces two

structural voices, one complete and one evaded. In either reading, one voice cornes to

rest on a non-goal tone, thus creating a cadence of lesser finality than the cadence to the

octave. Finally, as a subcategory ofevaded basizans motions, we have one more

possibility: the abandoned cadence in the bass. As with the tenorizans and cantizans

cadential roles, there are two possible strategies. The basizans voice cao omit its

cadential goal altogether, or it cao transfer this tone to another voice. (In keeping with

the system of labelling already outlined for tenorizans and cantizans motions that

suppress their goal tones, abandoned basizans motions will he designated as "5-rest.")

One ofBYrd's rationales for this type ofevaded gesture is to tum a cadential goal tone

ioto a new beginning Ce.g., Defecit in dolore, measure 17, see page 67 and Example 2.4b).

The suppressed goal of the cadence becomes the starting pitch ofa new melodic subject,

thereby initiating an entirely new imitative point. This fusing ofending and beginning

function will be considered in greater detail in Chapter 4.

25Morley illustrates such a cadence in Plain & Easy, 147. See Example 1.7.
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IV. Melodic-Cadential Roles and Cadential Finality

To conclude this discussion, 1 shall consider briefly how the presence or absence

ofparticular melodic-cadential roles in a cadential gesture affects the degree of finality. 1

do not propose a cadential ranking or formula for creating a cadence on the basis of these

melodic motions, however. Musical factors other than Meier's cadential raies have a role

to play in suggesting closure, as we will see below on pages 88-89. However, certain

general principles can he asserted. First ofail, the more complete melodic-cadential roles

a cadential gesture contains, the more final sounding it will he. Secondly, a complete

structural role always contributes a greater degree of finality to a cadential gesture than

any evaded or abandoned one. Ifa cadence contains both a complete structural role and

an evaded or abandoned form of the same role (a cadence with both "2-1" and "2-3" is

common), the complete role takes precedence.

Evaded and abandoned motions, due to their melodic variability, cannot define a

cadence on their own: their effect requires a realistic expectation on the part of the

listener that a melodic line is coming to a close (Le. the listener must he able mentally to

supply the expeeted Melodie goal). Therefore, a cadence must contain at least one

complete structural role ('"'2-1," "7-8" or "5-1") for il to he possible to interpret other

surrounding voices in the gesture as being evaded or abandoned melodic-cadential

motions. The presence of at least one complete structural role creates the expectation ofa

cadence, which cao then further he confirmed by the complete or incomplete melodic­

cadential motions around it. These cadential possibilities can be presented as a chart, in
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which the cadential motions with the most conclusive effect appear at the top. Various

less final possibilities for closure appear at a lower level (see Table 3.2, below).

Table 3.2: Chart ofCadential Possibilities

~
roper

Cantizans evaded

bandoned ~
roper

Tenorizan evaded

bandoned

_/roper
Basi~:Vaded

abandoned

•

•

As one moves down or to the right on this chart, the cadential potential diminishes. Thus,

a cadence in which one or more of its roles has been evaded or abandoned will be less

final in effect than one whose roles are complete. Similarly, a cadence with cantizans

missing will be less final than a cadence with tenorizans or basizans missing: cantizans is

the most essential of Meier's three melodic·cadential roles, so its absence is more keenly

felt. It is difficult to quantify this information ioto a cadential ranking, however.

Certainly, substituting ·'7-6" for the proper cantizans, or "2·3" for the proper tenorizans.

lessens the sense of finality, but it is difficult to detennine which of these evasions has the

greater musical effect in the absence of the overal1musical context. For example, a

cadence with evaded tenorizans '''2-3'' can occur at the end ofa section (Tristitia et

anxietas, measure 42), whereas the other evaded motions do note Thus, '''2-3'' is a special

category ofevasion from the others, perhaps denoting a "semi-final" cadence, analogous
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to Morley's "passing C(ose.,,26 Beyond this distinctio~ ranking the other evaded and

abandoned motions in a particular order cannot profitably he done. To distinguish

between different degrees ofcadential weighting, it will he necessary to look beyond the

presence ofcantus firmus values in the cadential gesture. One must also examine other

signais ofclosure: teX! completion, texturai change and melodic embellishing tones.

V. Oilier Signais ofCadence Points

A cadence contains more than simply an assortment ofmelodic motions in long

values leading ta a common goal pitch. 1 will ftrSt discuss issues of text and texture and

how they assist in cadential articulation. Then, 1 will consider two of the common

foreground embellishing motions (the suspension and the cambiata figure) that assist the

Iistener in recognizing a cadence. As for text setting, a convincing final cadence must he

marked by a coincidence of musical and textual completion, as Zarlino asserts (quoted

above, page 8). Ifone or more voices "cadence" in the middle ofa teX! segment, the

feeling ofcompletion will he greatly weakened. Thus, motions by step or descending

fifth in cantus firmus values is not, in and of itself, sufficient to create closure. Also, one

should consider the number ofvoices that actually participate in the cadence. For

example, the cadence in measure 42 of Tristitia et anxietas (1589/4) is made subtly less

complete due to the absence of the superius voice. This absence ofone or more parts

never occurs at a motet's final cadence in the 1589 Cantiones. Finally, the registrai

26 See Morley, Plaine and Easie, 132-42, discussed above (Chapter 1, 15).
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location ofa cadence~smelodic-structural roles is important. The cantizans typically

occupies the uppermost register; if it is hidden in the middle register, the cadence will he

of lesser finality.27

However, the most compelling features that help to define the cadence in BYrd~s

practice are particular dissonance types by which melodic tension is created and then

resolved in the cadential gesture. Byrd reserves two specifie types ofemhellishment, the

suspension in the cantizans voice and the cambiata figure for his most final cadences. 1

shall discuss each of these embellishing devices in turn. The suspension added to the

cantizans is aImost an obligatory feature of any cadential gesture. Though both Morley

and Zarlino discuss the simple cadence (i.e. without suspension) as a viable possibility~ it

is clear that they consider this cadence type to he less final in effect. Simîlarly, Cristle

Collins Judd makes a hierarchical distinction between "fonnal'~cadences (the most final

type, typically with suspension in the cantizans voice) and "simple" cadences, i.e. without

suspension.28 The suspension is therefore seen as an embellishing device that contributes

greatly to the sense ofclosure in a Renaissance cadence. The introduction ofa melodic

goal as a suspension dissonance (the initial "8" of the "8-7-8'~ embellished cantizans role

that forms a dissonant interval ofa second or seventh with the "2" of the tenorizans role)

creates tension that subsequently requires resolution.

Equally important in Brrd's most final cadences is the four-note cambiata figure.

Typically, Byrd uses this melodic gesture as a way ofenlivening the "5-3" motion al a

27 Judd asserts this point in "Sorne Problems," 214.
28 Judd, "Sorne Problems," 214.



•

•

•

89

cadence point. This motion appears at the end of the Prima Pars ofDefecit in d%re

(1589/1, see Example 3.5a), and at the end ofbothpartes ofDomine praeslo/amur

(1589/2, see Examples 3.5b-c). That the cambiata signais fmal closure is particularly

evident in the prima pars of Tristitia et anxietas (1589/4). Byrd composes three final­

sounding cadences to conclude sections (measures 42,82 and 113). The tirst two

cadences seem conclusive: they mark the end ofa significant segment oftext in all

voices, and contain a complete assortment ofcantizans, tenorizans and basizans roles

(plus supporting altizans as weIl). However, neither ofthese seemingly final cadences

contains the cambiata embellishment. BYrd saves this melodic device for the cadence

that ends the Prima Pars in measure 113 (see Example 3.5d). Thus, Byrd creates a

cadential hierarchy in this motet's Prima Pars solely through the presence or absence of

the cambiata embellishment in the cadential gesture.

VI. Conclusion

ln this chapter, 1 have sought to define the Renaissance cadence, both in its

strongest fonn (with complete tenorizans, cantizans and basizans roles present) and its

more elusive forms (when one or more ofits melodic roles is evaded or omitted). This

study illustrates the way in which BYrd creates fonn through cadential articulation of

various weights. 1have shown how, due to their use ofat least one voice in longer

rhythmic values, cadences have their origin in cantus firmus technique. Consequently, as

1 have asserted in Chapter 2 conceming beginning gestures, cadential gestures originate

in Byrd's training as a musician, SPecifically, in bis experience ofimprovising and
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composing against a line in long rhythmic values. Finally, 1 have explored briefly how

issues of text, texture and foreground melodic embellishment contribute to musical

closure in Byrd's 1589 Cantiones. Complete cadential gestures provide the musical

punctuation by which we can demarcate large fonnal units in Byrd's music and that ofhis

contemporaries. The less conclusive evaded and abandoned forms of the cadence may

suggest smaller divisions within a formal unit, or elision from one formal unit to the next.

BYrd's use of the cadential gesture to close a section, or bis deDiai ofthis gesture to create

a need for continuation, imparts a distinct musical shape to each imitative point. The

cadence is an important fonn-building element in Byrd's 1589 Cantiones, a means by

which the composer segments bis musical materia!.
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Cadence and Subject Material

Given the basic diatonic nature of the cadence's melodic components, latent

cadences abound in Byrd's 1589 Cant;ones. In this chapter, 1will examine two aspects

of this cadential potential. First, 1 will explore the cadence as a motivic element, either

added onto the end ofa melodic subject as a "cadential tail"l or existing as a subject in its

own right. Theo, 1will explore cadential potential as latent musical punctuation within

subject material in cantus firmus values, (i.e. breves and semibreves),2 and its role in

shaping the pitch succession al the level of the point. Finally, to conclude this discussion,

1 will provide a complete analysis of the caotus-firmus-like subjects in Memento Domine,

and their cadential shaping, as illustration ofByrd's procedures.

I. Cadence and Motive

Once the cadential motion becomes elevated to the status ofa motive, it cao

appear anywhere in a composition, even as an opening gesture, and still retain vestiges of

its concluding function. This assertion has interesting consequences in the case of Byrd's

1589 Canl;ones, where instances ofcadentially significant motions embedded in the

1This term is from le Huray (he refers to "head and tail" technique in "Sorne thoughts,"
12). 1 will limit le Huray's tenn in this chapter to a subcategory of "tails" that include one
of Meier's melodic-cadential roles (tenorizans, etc.).

2 The cadence at the minim level is more typical ofmadrigals (Meier, The Modes, 92).
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initiating melodic subjects of imitative passages accur frequently. In these cases, the

cadential potential of the subject is oCten hidden from view until the passage occurs al a

point where Byrd needs cadential articulation, at wbich rime he brings the latent fonction

ofbis subject material to the surface.

Whether or not Byrd realizes the latent cadential function ofbis melodic motions

May depend on a variety offactors. Among the Most important of these factors would he

the desire for large-scale fonnal articulation and the needs of the text. (Needless to say,

these two demands, musical and extramusical, are oCten intenwined.) Ifpotential

cadential motions in canlos firmus values occur in an oPening imitative point, there is a

dichotomy hetween gesture and function: thus, the same melodic gesture could then

equally he heard as introductory or closing. The effect ofsuch a blending of formal

opposites will he explored helow.

II. Examples ofCadences in Qpening Material

1. Explicitly Cadential Qpenings

The link. hetween introductory motivic material and cadential function is an

important aspect of Byrd's musical style,judging from the number of instances

illustrating the procedure in bis 1589 Cantiones. When an opening gesture involves

multiple parts (for example, the homophonic beginnings of0 Domine adjuva me,

Tristitia et anxielas and Ne irascaris), this link cao he explicit: in short, a piece can begin
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with a two or three-voice cadential gesture, at least melodically ifnot syntacticaUy.3 The

presence ofmelodic-cadential roles at the beginning ofa phrase is not enough to evoke a

cadence, however; the most obvious problem is that the location in the unit is wrong. In

addition, such a "cadence" would he more convincing if it included a suspension in its

cantizans role (or the four-note cambiata figure characteristic ofByrd's strongest closes),

and coincided with text completion.

The above situation (beginning with a "cadence") is a solution that Byrd employs

in a small minority of cases. More often, the cadential potential ofByrd's opening

gestures is less evident, especially if a motet starts with imitation. When a motet hegins

imitatively, single-voice presentation of subject material at the outset precludes any

cadential articulation immediately, since a cadence requires a minimum of two voices for

its articulation. However, the motions contained within a single line cao suggest a

number of potential cadential goals. Roughly two-thirds ofall common diatonic melodic

motions cao participate in a cadence (Le. any motion by major or minor second, perfect

fourth or perfect firth).4 Therefore, cadential potential is almost unavoidable in any

melodic subject so long it occurs in the appropriate rhythm (i.e. in semibreves or longer

values). These potentially cadential motions cao he made evident when combined with

additional voices that bring their cadential potential into clearer focus.

3This technique occurs in later periods as weil, cf. the beginning of Haydn's String
Quarte~op. 50, no. 6 ("The Frog").

41 exclude leaps of a seventh and ail diminished and augmented intervals, as they are rare
in the prima prattica.
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There may be a discrepancy between cadences that are possible in theory versus

those that Byrd actuaUy makes explicit (by adding other cadential voices, adding a

cadential suspension or cambiata figure, or completing a text segment in one or more

voices). This discrepancy can give insights into bis decision-making processes and their

impact on bis compositional planning. By cadentially focusing bis subject matenal in

one direction or another, Byrd can control and shaPe the deePer-level tonal design of bis

musical discourse. The above discussion boils down to one underlying truth: both

cadences and imitative passages can have as their basis the presence ofat least one voice

in cantus firmus rhythmic values. Ifone agrees that the "cantus finnus" is the common

link, its local manifestations in Byrd's motets, whether cadential or introductory, are

simply details of presentation.

Since cadential articulation is only possible given a multi-voiced presentation, the

best place to look for cadence-Iike oPenïng gestures is in motets that do not begin with

imitation, such as 0 Domine, adjuva me (1589/3), Vide Domine (1589/6), Ne irascaris

(1589/12), and Tribu/aliones c;v;talum (1589/14). These motets, plus the largely

imitative Tr;stitia el anxietas and Deus venerunt gentes (1589/7), begin with

predominantly homophonic, almost declamatory passages. Within this group ofmotets,

one cao make a distinction between whether the cadential gesture is a component part of

the oPenïng subject, or whether it is simply grafted onto the end of the subject as a type of

musical punctuation. The opening measures ofNe irascaris (1589/12) and Tribu/aliones

civitatum (1589/14, presented as Examples 4.1 a and 4.1 b), fall into this latter category,

and need not he considered further. In both examples, Byrd combines initiating and
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closing functions, but separates these functions clearly. Likewise, one can throw out the

homophonic openings of Tristitia et anxietas and Vide Domine: these openings are

prolongational (expanding their initial chords via a neighbouring sonority) rather than

potentially cadential.

The opening of0 Domine adjuva me (1589/3, see Example 4.2) is more

ambiguous and intriguing: in this opening gesture, the initial subject material motions

have cadential potential. This two-subject combination forros a simple cadence in two

voices, consisting ofa sixth-to-octave motion in unembellished, note-against-note rhythm

(Le. a cantizans-tenorizans pair). This gesture doesn't function as a cadence at its first

appearance (nor its second, in measures 4-5), since ils position in the textual phrase is

wrong. Rather, it is a motivic unit made up of stock cadential material, serving an

initiating function in this 12-measure formal unit. The absence of the cadential

suspension creates sorne doubt as weil, as a cantizans motion is seldom left

unembellished at a true point ofcadential articulation.

Byrd clarifies the cadential potential of this two-subject opening gesture in

measures 7-8; see Example 4.3. He brings back bis opening subject material in the

contratenor and bassus to conclude the opening phase ofthis imitative point (new

material brings us to the ultimate conclusion in measure 12). The bassus voice this time

around has the cantizans role ofthe cadence, whereas the contratenor has the tenorizans

role. Though the text in the bassus differs (and thus the rhythm as weil), Byrd retains the

structural voice leading of the opening measures (parallel thirds followed by an octave or

unison). The one notable feature added to the structural voice leading that imparts a
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sense ofclosure to this two-subject pair is the cadential suspension. Thus~ at this point in

the compositio~Byrd finally reconciles the gestural and temporal meaning ofthe initial

cadential figure!, and clinches this cadential meaning by adding the expected cadential

suspension as a foreground embellishment.

2. Implied Cadences in Openings

A cadential gesture need not he as explieit in the course of the motet as it was in

the preeeding example; Byrd is seldom so obvious. Often~ he burles cadential motions in

a longer melodie subject and uneovers their potential for closure later on in the seetion

(Le. whenever text completion and the combination of two or more melodic-cadential

voices coïncide). [n the 1589 Cantiones, Byrd~s use ofcadential motions in bis

introduetory gestures is inextricably linked with bis preference for using semibreves in

his subject material. This examination ofa few representative imitative points will

demonstrate the variety and ingenuity ofByrd ~s compositional procedure in the way he

manipulates subject material to ereate or deny musical closure. To get sueh a sampling, 1

will examine one particular work that relies heavily on subject materia! in cantus firmus

values: Memento Domine (1589/5).

III. Cantus Finnus and Cadence in Memento Domine

Memento Domine (1589/5) effeetively demonstrates the intersection ofcantus

firmus values and cadential articulation. The opening double point ofthis motet contains

the longest cantus-firmus-like subject in the 1589 Cantiones, but cantus finnus values
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also play a major role in shaping two of the remaining three imitative points of the work

as weil. 1 shaH therefore examine this influence in each ofthe work's four imitative

points. From these two factors, cantus-firmus-like subjects and Byrd's shaping ofthem, 1

will draw conclusions about this motet's overall tonal design.

1. The Opening Imitative Point

The Memento Domine subject moves exclusively by ascending and descending

steps. Thus, its monophonie initial statement bas cadential potential (namely, cantizans

and tenorizans roles) that can he realized upon combination with additional voices. 1

have already discussed how the transpositions ofthe cantus-firmus-like "Memento

Domine" subject control the overall melodic shaPe of the tirst 26 measures (Chapter 2,

pages 60-64). In the ensuing discussion, 1 will demonstrate how Byrd uses the various

cadential possibilities implicit in the subject to give this passage its distinct pitch

architecture.

First of all, 1 will list the cadential possibilities for each of the melodic motions

contained within the oPening subject of the motet. 1 lintit the cadential possibilities to the

proper (i.e. complete), evaded and abandoned forms of what 1consider to he the three

structural roles in the cadence only (tenorizans, cantizans and basizans), as discussed

above in Chapter 3, pages 73-76. This eliminates Meier's altizans as a cadential role.

Secondly, 1 will examine which ofthese possible cadence opportunities Byrd actually

uses within the imitative point. In the case of this particular passage, the possibilities are

quite numerous. The way in which Byrd limits himselfto a smaller subset of these
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possibilities is instructive, demonstrating the dichotomy between what is possible and

what is expedient for the proper expression ofa coherent tonal language. For the sake of

easy comparison, 1 will summarize both the cadential potentiaI ofthe subject and the

actual cadences in which the subject participates in Tables 4.1 and 4.2.

The initial subject ofMemento Domine, which comprises the primary motivic

material of the passage, is a neighbour motion around the initial A in breves and

semibreves. This circular motive both hegins and ends with a descending step, which is a

latent tenorizans role (a "2-1" motion) within a potential cadence. Therefore, the initial

motion of the subject, a descent from A to G, allows for a cadence to G. The latter

semitone descent from B-flat to A, could he the tenorizans role in a Phrygian cadence to

A. The initial descending step could aIso he an evaded basizans motion ("5-4" in a

cadence to D). The step at the end of the subject could in theory have the same role in a

cadence to E-flat, but this would he a remote pitch for a cadential goal in Byrd's style,

even given the flat in the key signature.

The rmal note A, standing alone, could also he the basizans ofan abandoned

cadence to D. Given the rest hetween this note and the beginning ofthe second subject

("congregationis"), the ensuing second subject could potentially complete this cadential

motion to D with a (delayed) resolution by descending fifth. The A standing by itself

could he a "2-rest" or "7-rest" gesture as weil, thus an abandoned tenorizans motion in a

cadence to G, or an abandoned cantizans gesture in a simple cadence to B-flat.

The intervening motions of the subject include two ascending steps (G to A, A to

B-flat), each ofwhich have cadential potential as weil. The G-A step could he an evaded
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tenorizans motion ("2-3'') in a cadence to F, or a cantizans motion ('7-8'j ofa Phrygian

simple cadence to A. If this motion occurs in the lowest voice, it could also he an evaded

basizans motion ("5-6'j in a cadence ta C (the same motion occurring in an upper voice

would he an evaded a1tizans and thus (ose its structural status within the cadence). The

motion from A ta B-flat that concludes the subject has the same cadential potential as the

former, though with different melodic goals. The three possible interpretations in this

case are a cantizans motion ("7-8'') in a simple cadence ta B-flat, an evaded tenorizans

motion (''2-3'') in a cadence ta G, or an evaded basizans motion ("5-6") in a cadence ta D.

Alilater statements of the subject retain the same cadential POtentiai discussed

above, though their goal pitches vary. This information is presented as Table 4.1. For

each ofByrd's three different transpositions of the opening subject, listed in their arder of

appearance in the motet, 1 have catalogued ail cadential POssibilities for each motion

contained within it. The table includes, for the sake ofcompleteness, cadential goals that

are possible in theory but unusual in Renaissance practice (in this case, the remote and

dubious cadence on E-flat discussed above on page 98). Potential cadences that Byrd

actually uses in the passage are in bold type; these are presented as Table 4.2.
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Table 4.1 : Cadential Potential ofopening subject ofMemento Domine (cadences realized

by Byrd are in bold type).

Transposition on A (Tenor, mm. 1-4; Superius, mm. 6-9; Bassus, mm. 12-15)

Notes Tenorizans Cantizans 8asizans

A-G "2-1" (G) "7-6" (Bb) "5-4" evaded (D)

G-A ''2-3'' (F) "7-8" (A) "5-6" evaded (C)

A-8b "2-3" (G) "7-8" (Bb) "5-6" evaded (0)

8 b-A "2-1" (A) none "5-4" evaded (Eb)

A "2-rest" (G) "7-rest" (B~ "S-rest" (D)

Transposition on E (Contratenor, mm. 4-7; Medius, mm. 9-12; Superius, mm. 15-18)

Notes Tenorizans Cantizans Basizans

E-D "2-1" (D) "7-6" (F) "5-4" evaded (A)

D-E "2-3" (C) "7-8" (E) "5-6" evaded (G)

E-f "2-3" (D) "7-8" (F) "5-6" evaded (A)

f-E "2-1" (E) none none

E "2-rest" (D) "7-rest" (F) "5-rest" (A)
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TraIlSJ'Osition on B (Contratenor, mm. 18-21)

Notes Tenorizans Cantizans Basizans

B-A "2-1" (A) "7-6" (C) "5-4" evaded (E)

A-B "2-3" (G) none none

B-C "2-3" (A) "7-8" (C) '''5-6'' evaded (E)

C-B "2-1" (B) none none

B "2-rest" (A) '''7-rest" (C) "5-rest" (E)

The cadential possibilities that Byrd aetually does use in measures 1-21 represent

only a fraction of the theoretieal possibilities. Since some ofthese cadential choices

oecor more than once, it is expedient to isolate them on a separate table, in order of

appearance. It is also instructive to compare the cadential potential of the subject (Table

4.1, above) with those cadences that Byrd actually uses (Table 4.2, below). These

musical choices are an important way in which BYrd gives this point its unique pitch­

class architecture.
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Table 4.2: Cadential goals in Memento Domine, measures 1-21 (ct: Table 4.1).

Mm. Trans Notes Goal Role Description

7-8 A A-ab G "2-3" evaded tenorizans

9-10 E E-D 0 '~-l" tenorizans

10-11 E E-F D '~-3" evaded tenorizans

12 E E 0 '~-rest" evadedtenorlzans

12 A A-G D "5-4" evaded basizans

15 A A D "5-rest" evaded basizans

15 E E-D D "2-1" tenorizans

16-17 E E-F DS "2-3" evaded tenorizans

18-19 a a-A A "2-1" tenorizans

19-20 B O-C A "2-3" evaded tenorizans

21 B a A "2-rest" evaded tenorizans

SI assume a ficta C# added in the bass as per the parallel passage in measures 7-8.

102
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1 will DOW summarize briefly the content ofTable 4.2. The ascending semitone

motion hetween the third and fourth notes ofthe subject is always treated as an evaded

tenorizans motion (the first instance ofthis treatment in measures 7-8 is presented as

Example 4.4). Though this step is a semitone, Byrd never sets it as the cantizans ofa

simple cadence. He a1so avoids the using this ascending semitone as an evaded basizans

"5-6" motion. The one place where this ascending step is in the bass (measures 13-14),

Byrd cannot cadence. The presence ofan F in the tenor prevents mm from raising the C

to C# to create the leading tone in the medius part. Thus, any possibility ofdosure is

eliminated, or al least greatly weakened.

The ascending whole step hetween the second and third notes of the subject never

gets a cadential articulation, though this is possible in theory. Basically, Byrd had a

choice to make: he couId treat either the third or fourth note of his subject as a cadential

goal, since the melodic approach to each was identical. He chose the latter course of

action. To set up and reinforce this cadential goal once that decision had heen made,

Byrd accompanies the motion between the second and third notes with a consonant

preparation and suspension. This enhances the sense ofarrivai on the fourth note.

The descending steps in the subject are of two types: the whole step at the

beginning, and the semitone at the end. Given that the latter step would he part ofa

Phrygian cadence if it were treated as a tenorizans motion, one might suspect that Byrd

would treat this step differently from the fonner. This is indeed the case. Whereas Byrd

incorporates the opening whole step of the subject iota a cadence four times (three times

as a tenorizans motion, once as an evaded basizans "5-4" motion; see Examples 4.5a-d),
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he never once gives the descending semitone at the end of the subject cadential weight.

Therefore, Byrd avoids the Phrygian cadence that might have resulted. This is an

intriguing musical choice. One would think that Byrd would exploit the Phrygian

cadence as a natural consequence ofthe prominent descending semitone in the subject.

The fmal note ofthe subject, standing alone, cao also participate in abandoned

cadential motions, as, for example, in measure 12 (this procedure haPPens again in the

bassus at measure 15, and the contratenor in measure 21, the final entry of the subject).

At measure 12, the closing E of the motive in the Medius coincides with an embellished

cadential SUSPension in the contratenor (D-C#), supported by A in the bass (see Example

4.6). Though all three ofthese voices imply resolution to D, this cadential motion is

abandoned in the two upPer voices and deflected down by step (evaded) in the bass.

Therefore, the E is an abandoned tenorizans motion within an eXPected cadence on D.

The pattern ofcadences within these measures also helps to generate a larger

grouping of material. The first four cadences that include the "Memento Domine"

subject (a cadence to G, followed by three more to D) are exactly duplicated a fifth higher

from measure 15 onward, with the subject playing the exact same roles in the first four

cadences as it does in the last four. By this parallel formal structure, Byrd creates a

pattern ofentries that, upon rePetition and transposition, leads natmally to the subject's

unusual transposition on B in measure 19. Moreover, BYrd's re-use ofmeasures 5-14

transposed up a fifth in measures 15-24 results in E-centricity as the imitative point

develops. This briefshift ofcentral pitch within the point imparts a Phrygian character to

this A-centric passage. This rePeated pattern of cadences also helps to clarify a
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performance practice issue in measure 16: whether or not to add aficta C# in the bass.

The repeat ofmeasures 5-14 in measures 15-24 is just cause for sharping the C, thus

strengthening the cadence to D in measure 17. With the accidentai, the sUPerius-bassus

pair ofmeasures 16-17 exactly matches the superius-tenor combination in measures 7-8

(see Example 4.7).

2. Ouam Possedisti

The following imitative passage (measures 26-47) is also built around a subject in

long values, which, like the previous ~~MementoDomine" subject, is circular in structure

(it retums to its oPenïng note at the end). In this case, the efJect of this subject is far less

cantus-firmus-like, for two reasons. First ofail, Byrd splits one of the subject's

semibreves into two minims, for reasons oftext setting (namely, to provide space for an

extra syllable of text), thus creating a rhytbmicized cantus firmus segment. Secondly,

Byrd presents this ~~cantus firmus" as an imitative pair.

The subject combines at two time-intervals: the semibreve and the breve, which

occur with equal frequency in the passage (see Example 4.8). BYrd carefully controls

transposition levels and time-interval ofentry so that the basic interval content is

identical: thirds followed by sixths when the upper voice leads, sixths followed by thirds

when the lower voice leads. 1 present the transposition levels ofeach entry pair in Table

4.3, below:
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Table 4.3: Transposition Levels of"Quam Possedisti"

Mm. Leading Voice Tinte Interval Trans. Level Trans. Level

(guide) (consequent)

26 upper semibreve A D

28 upper breve D A

33 lower semibreve6 A D'

34 upper semibreve A D

38 upper breve G D8

39 lower breve D9 A

As in the preceding imitative point, the transposition levels are not widely varied;

the cantus-ftrnlus-like subject is there primarily for stability ofpitch content: to

emphasize the two primary tones of the motet (D and A). The one transpositionally

anomalous duo pair (measure 38) is loosely structured rhythmically, and effects a brief

departure, though the subsequent immediate retum to the opening transposition level in

measure 39 makes this departure fleeting at best.

6Byrd delays the first note by a minim, but the combination is as in measure 26.
'Foons an imitative pair at the breve with the guide ofthe following pair (measure 34ff)
8Breaks offearly, rhythmically adjusted.
9preceded by "fake" entry on C that adjusts midway through to end on A.
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The progression of two interlocking voices in cantus firmus values moving mainly

in parallel sixths makes the formation ofconvincing cadences difficult in this passage.

The descending third motion at the beginning of the subject has only one possible

structural role: an evaded basizans motion. The ascending steps at the end of the subject

could be evaded tenorizans~ evaded basizans~or cantizans (without suspension). As a

result, the most frequent type ofcadence in which the cantus-firmus-like subject

participates in this passage is the weaker "simple cadence,n'o as opposed to the proper

cadence, with suspension, as will he seen in Table 4.4, below:

IOcf. Zarlino, The Art ofCounterpoint, 143, and Morley, Plaine and Easie, 74.
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Table 4.4: Cadential Articulation of"Quam Possedisti" (cantizans roles that include a

suspension are in bold type)

Measure Goal Cadential Roles in Cadential Roles in Other

(beat) Tone Subjectll Voices

27 (3) A "7-8" (superius), ~~-3" "2-1" (tenor)

(bassus)

28 (1) D ~~7-8" (bassus) ~~-3" (contratenor)

30 (1) D ~~7-8" (medius) "2-rest" (superius), '~5-1"

(bassus)

31 (1) A "7-8" (tenor) '~-I " (bassus)

31 (3) D "5-rest" (tenor) "2-1" (contratenor),

"7-3" (medius)12

33 (3) D "5-3" (bassus) "2-rest" (tenor),

"7-8" (contratenor)

34 (3) A "7-8" (bassus), none

~~2-3" (tenor)

Ili.e. tenorizans, cantizans and basizans, either proper, evaded or abandoned.
12[ assume aficta alteration ofC to C#; compare measures 38 and 39, contratenor.

108
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(Table 4.4 continued)

Measure Goal Cadential Roles in Subject Cadential Roles in Other

(beat) Tone Voices

35 (1) D "7-8" (tenor), none

"5-resf' (bassus)

36 (1) A "7-8" (superius), none

"2-3" (contratenor)

36 (3) D "7-8" (contratenor) "5-1" (bassus)

39 (3) D "2-3" (medius) "5-1 (tenor),

"7-8" (eontratenor)

40 (1) G "7-8" (medius) "5-3" (bassus)

41 (3) A "2-3" (lenor) "5-1" (bassus),

"7-8" (contratenor)

42 (1) D "7-8" (lenor) "5-1" (bassus)

43 (1) A "7-8" (superius) "2-1" (bassus)

Thus, the cadential articulation exactly coincides with the transposition levels;

cadences to D and A alternate, often pairing in close succession. However, in most cases,

these cadences are missing the cadential suspension (only the cadences to D in measures

31,33 and 39 have one), and therefore pass without undue notice. The cadence to Gin

measure 40 moves us an additional fifth to the flat side, while the final cadence retums us

to one of the primary pitches of the motet, the A.
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The ensuing passage contains a subject in long values ("'ab initio") that descends a

fourth (see Example 4.9). This passage shifts the emphasis from the D-A fifth ofmeasure

43 to the A-E fifth ofmeasure 47; transposition levels on D~ A and A in tenor, bassus and

superius, respectively, effect this shift. After the initial D-A melodic span of the subject

is stated, two statements ensue, transposed down a fourth, emphasizing the A-E melodic

span. An E-A descending fifth version of the subjeet (medius, measures 45-47) aIso

confirms this shift ofemphasis. Thus, Byrd returns to the pairing of the final A with its

upper fifth E, whereas the preceding passage paired the final with its lower fifth, D.

3. Libera Eos

The role ofthe cantus-finnus-like subject differs greatly in the following imitative

point. Rather than penneating the contrapuntal fabric as it had in the tirst two sections,

the subject in long vaIues initiates the passage as part ofa three-voice homophonie bloek,

and then fades into the background, giving way to free material in florid rhythm. The

rhythmicized cantus firmus gesture that begins the passage (measures 48-49, then

transposed down a fifth and repeated in measures 53-55; see Example 4.10) is a

"Phrygian sigh" (an upper neighbouring semitone) in parallel thirds, supported by a

plagal motion in the lowest voice. This declamatory presentation lends a pleading quality

to the text, "Libera eos" (free them).

This cantus-firmus-like motive plays a less prominent role after its second

dec1amatory presentation in measures 53-55. However, Byrd does combine it with a

florid "tribulationibus" subject in measures 59-61, forming a two-subject pairing. He
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then repeats this pair in measures 61-63, reversing the subjects' respective registraI

positions (see Example 4.11). This final statement ofthe "cantus firmus" ends with a

Phrygian cadence to A. However, the firm cadentiaI arrivaI on A is later contradicted by

two even more forceful cadences to D (measures 67 and 72, the latter with cambiata).

Thus, as in the tirst imitative point, A is established a central pitch, but later tums out to

he the upper fifth of the section's ultimate goal.

Byrd then abandons cantus finnus-like subjects entirely for the remainder of the

motet, concentrating instead on subjects in florid rhythm. Virtually the sole remaining

instances of longer rhythmic units are the two-note "tail" of"et mitte eis," which is a

descending step in semibreves, and "auxilium," a rhythmic variant of"eis." Neither

"cantus firmus" is a complete subject. Byrd uses these two-note segments in long values

exclusively for their cadential potentiaI. They appear as ''2-1'' tenorizans motions, both

proper (to D) and Phrygian (to A), as summarized in Table 4.5, below (P denotes

Phrygian cadence):
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Table 4.5: ~loEis" and "Auxilium" as cadence members

Mm. Goal Eis Role Auxilium Role

(YIN) (YIN)

75 A 00
13 yes tenorizans (P)

76 D yes tenorizansl4 no

78 A yes tenorizans (P) no

84 A yes tenorizans (P) no

88 D no yes tenorizans

Thus, contrary to the preceding sections, where material in longer units served a dual

function as initiating subject material and latent closing materia!, here the longer units are

reserved exclusively for endings.

4. Summary and Conclusion

There are two observations that 1will make from the above analytic information.

First ofail, 1will consider the overal1musical shape ofMemento Domine, based on the

presence and prominence ofcantus-fmnus-like subject materia! in each of its four

imitative points. Secondly, 1 will summarize the cadential articulation of the motet's four

sections, and suggest a large-scale strategy ofpitch organization for the work.

13Preseot as supporting role only ("4-3"); dîtto --auxilium" subject in measure 78.
14free continuation supplies _lot"
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The dynamic curve ofByrd~sprocedure moves broadly from melodic and

rhythmic rigidity at the beginning to relative freedom by the final cadence ofthe motet.

The opening imitative point contains an omnipresent, extended "cantus firmus" subject

("Memento Domine"). This subject is melodically straightforward in the extreme, never

moving more than atone from its starting pitch. The second imitative point shows a

graduai progression away from this simplicity. Though a new cantus-firmus-like subject

(quam possedisti) controls the overall shape ofthe passage, it is shorter and less pervasive

than the "Memento Domine" subject of the preceding section, and melodically more

dynamic (it skips a third from its starting pitch). Moreover, its imitative presentation

adds a subtle complexity to the melodic and rhythmic shape of the imitative point.

The third section continues this move toward rhythmic freedom: as with Sections

1 and 2, the opening gesture is in cantus firmus rhythmic values~ here presented in a

three-voice texture. Thus, we have a graduai increase in density ofpresentation as the

motet ensues (monophonie presentation in the opening imitative point, an imitative pair

in the subsequent point, and finally, three-voice homophony in the third point). The

subject in longer values is less pervasive than it was in Sections 1 and 2. In fact, this

subject disappears eight measures before the section's final cadence. Finally, the

concluding imitative point virtually abandons cantus firmus values altogether, other than

briefsubject "tails" that articulate closure. Thus, overall, there is an increase ofrhythmic

and melodic complexity as the motet moves toward its conclusion.

Accompanying this global shift from simplicity to complexity is an interesting

tonal plan. Byrd creates a conflict between A and D as competing tonal centres from the
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beginning ofthe motet. Though A is bath the initial note and the final, its status as the

central pitch of the motet is far from incontrovertible, as 1 will explain below.

In the opening measures, the transPositions ofthe ~4MementoDomine" subject

gravitate ta the sharp side ofthe initial A (other entries are on the upper fifth E and its

own upper fifth, B, quite remote in a one-flat piece). The accompanying second subject

balances the tonal motion by emphasizing the lower fifth D, and its own lower firth, G.

Since A remains the central point ofthis arrangement by fifths, one might expect it to he

the ultimate goal of the imitative point, but Byrd moves beyond the A ta cadence on D.

This move to D at a point of closure hints at a possible D-centricity for the motet,

notwithstanding the prominent A and E transpositions ofthe "memento" subject. The

second imitative point, much like the fll"St, sets up two plausible pitch centres with its

pattern ofentries: A and D. These two notes are paired together in the tirst four imitative

"cantus firmus" statements. This time, Byrd seems ta he suggesting D as the central

pitch, especially when he moves a perfect fifth to the flat side (the G-D imitative pair in

measure 38). However, the initial A gradually takes over at the end. As if the simple

cadence to A in measure 43 was insufficient, Byrd adds a brief~4ab initio" passage to

confirm more forcefully the primacy ofA.

The second halfof Memento Domine e~lihera eos" onward) is similar in design to

the tirst. It begins by emphasizing A as central pitch at the outset: the bass D in the

opening gesture (see Example 4.10) is prolongational, supporting the upper neighbours F

and D in the upper parts. However, this prominent A gives way to D; the cadence ta D in

measure 72 is the most final of the motet, containing cantizans (with suspension),
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tenorizans, and a cambiata embellishment in the Medius. The only weakening factor is

the abandoned or delayed resolution of the basizans; this once again mirrors Byrd's

procedure at the end of the opening imitative point. Finally, the tonal design of the fourth

imitative point mirrors that of the second. Byrd moves to D but sets up an opposition

with the opening A (as seen above, proper cadences on D altemate with Phrygian

cadences on A). Unlike the second imitative point, however, the D wins out in the end,

with a cantizans-tenorizans pair in measure 88, seemingly effecting final closure.

However, Byrd adds a statement ofthe --et mitte eis" subject in the bass to this upper-

voice pairing, placing a B-flat below the cadential goal. The cadential D could still

return, but Byrd instead places a pedal A in the superius from measure 89-93, and slowly

winds the bass downward to the concluding A as weil. A 4-3 suspension over this A

evokes the cantizans role ofa proper cadence ('-7" embellished by a cadential

suspension), creating the expectation ofa resolution to D, which Byrd suppresses.

One senses the primacy ofA in the closing measures, but given the prominence of

D in the final section, one cannat quite reckon this A as the central pitch. Thus, we have

a situation akin to what Sarah Fuller has described in Guillaume de Machaut's ballade,

Pas de lor: --The effect of the final ...sonority remains more that ofan acceptable end point

than an inevitable tonal center."IS Byrd has built this ambivalent role for the A final into

ail aspects of the motet, from choice of transposition levels for ms subject material to

ISSarah Fuller, --Exploring Tonal Structure in French Polyphonie Song of the Fourteenth
Century," in Tonal Structures in Early Music, ed. Cristle Collins Judd (New York and
London: Garland Publishing, 1998), 75. See also Fuller's Footnote 34.
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cadence points, especially those that occur at or near the end ofsections. The overall

shape of the motet, regarding its primary transposition Ievels ofcantus-firmus-like

subject material and its primary cadential goals appears belowas Table 4.6. 1have

arranged the transpositions and cadential goals in either ascending or descending fifths

from the central A. A pattern ofascending fiftbs shows arithmetic division (a move

sharpward through the tonal space). A pattern ofdescending fifths shows plagal division

(a move flatward through the tonal space). Thus, the conflict between the arithmetic and

plagal divisions ofthe tonal space in Sections 1 and 3 is made evident to the eye.

Table 4.6: Summary ofMain Cadences! Subject Transpositions in Memento Domine

Section! Transpositions ofCF Primary Cadence Goals (Final

Measures Subject cadence in bold)

1 (1-26) A,E,B A,D,G

2 (26-47) A,D,G A,D

3 (48-71) A,E A,D,G

4 (72-93) (no CF subject) A,D

This information regarding the overall shape ofthe motet can he simplified even

further. To conclude, 1 present as Example 4.12 a voice-Ieading plan for Memento

Domine. This is a non-Schenkerian background graph that illustrates the motet's overall

tonal design. The reduction shows how Byrd's large-scale pitch architecture differs from
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that ofa common-practice tonal pieee. Rather than a dominant-tonie polarity, we have an

a1temation between the opening A and its lower fifth. Rather than a stepwise descent to

A (or D) in the upper register, we have a sustained A as a deeper-level pedal tone,

creating a fundamentaIly static efIect.

This static eiTect, 1 believe, is one ofthe main features of the work. It is projected

not only at the deepest levels of the piece (as suggested by Example 4.12), but also at the

level ofdetail. Each subject in longer rhythmic values, "Memento Domine," "Quam

possedisti" and "Libera eos," retums to its starting pitch, thus creating an area ofstatic

stability within the section. Even the florid "et mitte eis" subject ofthe fourth point tends

to "chase i15 tai!." 115 first statement in measure 73 and i15 last five following the cadence

to D in measure 88 all return to their starting pitch. However, despite the melodic

circularity of subjec15 in Memento Domine, this motet is far from motionless at the level

ofthe imitative point. The unusual transposition of the initial "Memento Domine"

subject to B in the opening point, plus occasional cadences to G (for example, in

measures 8 and 43) create a slight deviation from the competing A and 0 central pitches.

Nonetheless, this motet, as David Stem has said about BYrd's Massfor Five Voices,

"tends to create a gentle sense of motion rather than a strong dynamic thrust.,,16 Byrd's

eareful manipulation ofa limited number ofeadential goals and subject transposition

levels within a largely static background in Memento Domine plays a major role in

creating this "gentle sense ofmotion."

16Stem, "Mass for Five Voices," 211.
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Presentation Types in Byrd's 1589 Cantiones

We have already seen how Byrd uses cantus firmus rhythmic values in at least one

voice to structure both opening subject material and cadences. 1have shown how these

longer values provide a middleground connection between these two formai areas. The

second phase involves taking this musical material and deciding on its density and its

method of presentation. Subject material May he thin-textured or fuli-textured. 115

presentation May he imitative, non-imitative (homophonic) or somewhere in hetween

these two extremes. These decisions provide the musical fleshing out of the structural

skeleton; the ensuing discussion will illustrate the exact nature of this fleshing out.

In this chapter, 1 will provide models for the methods by which Byrd presents rus

material at beginnings. 1shall calI these modeis presentation types, after Schubert, as an

extension ofhis three types discussed in Chapter 1 (non-imitative module, imitative duo

and canon). 1 These models will he presented in order of texturai complexity, beginning

with two voices, and proceeding through three and four voices. The models in three and

four voices represent a fusion between presentation and development, since they may

contain a two-voice cell that recurs in varied form within the presentation type.

ISchubert derives these presentation tyPes from Cerone's "commonplaces" (two-voice
imitative and non-imitative cells), and describes their role in designffig a multi-voiced
texture in Modal Counterpoint, 264-77.
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I. Presentation Types in Two Voices

1. Imitative Presentation Types

The two-voice presentation type is the simplest one, as there are only two possible

textures in two parts: imitative and non-imitative. Since imitationÏs fundamental to

Renaissance style, 1shaH discuss this type first. It cornes in two fonns: imitation with

one subject (single point), or imitation with two subjects (double point). These related

models appear below as Figures 5.1 and 5.2:

Figure 5.1 : Imitative Presentation, One Subject

text 1 A

• text 1 A

•

Stage 1---> Stage 2---> Stage 3--->

Figure 5.2: Imitative Presentation, Two Subjects

Text 1 A Text 2 B

Text 1 A (then Bor free)

Stage 1-----------> Stage 2-----------> Stage 3------->

1 have divided this process into three stages in the figures presented above. Stage

1 constitutes the monophonie presentation of the leading voice, or guide. Stage 2 is the

region where the continuation of the leading voice overlaps the beginning of the

following voice, or consequent. Stage 3 is the leftover portion of the second subject
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entry~ against which the composer can place either additional entries or free material.

When this subject material appears regularly as a distinc~ non-separable unit, then we

have the presentation type ofFigure S.I. Kerman sees this method as typical ofThomas

Tallis~ in which the initial subject material~ following its initial imitative presentation,

retums in full (or nearly so) with each restatement.2 Kerman sees this technique as more

typical ofTallis than Byrd, though Byrd also constructs an imitative point in this manner

on occasion; e.g. 0 quam gloriosum (1589/13), Example 5.1.

The situation changes considerably ifByrd separates the continuation ofa subject

(Le. the part that overlaps with the second entry in Stage 2, as shown in Figure 5.2) from

its opening notes. Then, in Kerman's words, we have a situation where the melodic

figures contained within a point "were conceived from the start as separate or separable

elements."3 ln such an instance, it is better to view the imitation as consisting oftwo

distinct subjects rather than one, as shown above in Figure 5.2. This division ofsubject

material into two discrete units creates what Andrews calls ""double subject imitation,'~

Kerman the "double point of imitation,"S and le Huray "head and taïl technique.'~ These

tenns are analogous; they ail refer to a procedure in which two recurring, combinable

subjects circulate in an imitative point. 1 will use Kennan's tenn to describe this

procedure, since it is the MOst widely known.

2Kennan, "Byrd, Tallis and the Art of Imitation," 520-21.
3Kennan, "Byrd, Tallis and the Art ofImitation," 529.
4S0 designated by Andrews in Byrd's Vocal Polyphony, 245.
sKennan, The Masses, 143.
6le Huray, "Sorne thoughts," 12; bis footnote 14 ascribes the procedure to text setting.
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The main distinctions between Figures S.l and S.2 require some discussion. Sînce

these models are similar~one might ask how a composer might mark an imitative duo as

having two separate elements rather than just one. Perhaps the simplest way is to

separate the two melodic units with a res~ thus creating two discrete shorter subjects (this

is the exact procedure illustrated in Example 5.2~ the opening double point from Memento

Domine~ discussed below). A second way to make this division relates to the relation of

subject materia! to the texte Byrd~s imitative points often set texts with two distinct

phrases (e.g. the text segment from Tristitia: "vae mihi~ quia peccavi~" or "woe is me, for

1 have sinned").7 Byrd preserves this textual division in bis setting by giving each

segment a musically distinct subject.

This procedure apparently became a habit ofByrd's, since he uses this opposition

ofdistinctive material in his double points even when the text seems not to require it.

The "occupaverunt interiora mea~' C~have taken hold of my inmost being") imitative point

(from Tristitia et Anxietas, measure 20fE) does not seem to require separation into

discrete musical units judging solely from the texte However, BYrd sets this text to a pair

ofdistinctive subjects anyway (a cantus-firmus-like ~~occupaverunt"subject and a florid

"interiora mea" subject). Thus, BYrd's motivation for presenting two distinc~ brief

subjects in an imitative setting is not purely textual but arises from musical concems.

Kerman points to BYrd's preference for ~~two distinct~ shorter subjects in flexible

conjunction" in an imitative point (my Figure 5.2) rather than a single, long subject (my

7This and ail subsequent English translations of Byrd~s text are from Cantiones Sacrae
1589 (00. Brown), xxii-xxix.
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Figure 5.1) as in Tallis.8 The greater degree ofsegmentation permits Byrd greater ease of

combination as he develops bis material. This ease ofconstruction May weil have

influenced Byrd's presentational choices as he planned out a point.

The opening section ofMemento Domine (1589/5, see Example 5.2) illustrates

these two methods by which Byrd partitions bis subject materia! ioto discrete units. Byrd

designs two distinct segments: the initial "memento Domine" subject and the eosuing

"congregationis tuae," wbich are rhythmically and melodically very different from each

other. One could infer a deliberate musical distinction being made by Byrd between God

(Subject A, a stately, cantus-firmus-like melodic segment) and bis people (Subject B, a

more rhythmically diverse melodic line). Byrd separates these two recurring melodic

units from each other by a rest. This musical break further emphasizes the subjects'

distinct existence as two shorter separate units rather than a single longer one.

A third way of highlighting the separate existence of the two subjects ofa double

point relates to the succession ofmusical ideas. Stage 3 ofFigure 5.2 is instructive: in

this model, Subject B need oot return in the consequent voice. If Byrd intends a single

long subject to be perceived as a whole in an imitative duo, the material of the guide

ought to come back in its entirety in the consequent, both in its initial presentation and

likely its subsequent statements as weil. If Subject B does not retum in the initial

presentation ofthe double point, and the continuation following Subject A is instead free,

then the subject material was likely conceived from the beginning as two separate units.

Byrd can further enhance this separability if Subjects A and B have distinct texts. In an

8Kennan, "Byrd, Tallis and the Art ofImitation," 527.



•

•

•

123

imitative duo with a single subject, the second voice typically enters in the middle ofa

textual unit, making the separate existence of Subjects A and B all the more apparent.

The non-imitative character of the Subject A-Subject B pair rises to greater prominence~

thereby lessening the imitative effect created by the staggered entries of Subject A.

2. Non-Imitative Presentation

This sense of"two-ness~~ suggested by Figure 5.2 is made even more evident if

Byrd chooses to present both subjects ofa double point at the outset as a non-imitative

pair. This procedure cao he illustrated as follows (see Figure 5.3, below):

Figure 5.3: Non-imitative Presentation, Two Subjects9

Text 1 A

Text 1 B

Melodically speaking, the presentation type illustrated above is Figure 5.2 with

the initial statement of subject A removed. Hence~ though the two-subject pair is arrived

at differently in Figure 5.3 than it is in Figure 5.2~ the musical result is the same; we have

a combination of two distinct Melodie subjects. The main difference between Figures 5.2

and 5.3 is the text. In Figure 5.2, subject A precedes subject B in its initial statement;

9This is Schubert's non-imitative module. Jessie Ann Owens asserts that such modules
can act as "building blocks" as a composer sketches out a composition (Jessie Ann
Owens, Composers al Work: The Craft of Musical Composition, /450-/600, Oxford:
Oxford University Press~ 1997, 188).
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thus the text of the two subjects will differ. In Figure 5.3, due to the simultaneous

presentation of materia!, the text for both subjects is the same.

A classic example of the presentation type illustrated in Figure 5.3 is the opening

measures of Vigilate (1589/9, see Example 5.3a). This openïng gesture, much like the

opening measures ofMemento Domine, contains two distinct melodic subjects. Here, the

two subjects occur in the superius and the Medius, setting the single word '~igilate."

Byrd's non-imitative subject pair can be homogeneous and declamatory as weli; compare

the opening gesture of V;gilate with the homorhythmic gesture that begins 0 Domine

adjuva me (1589/3; see Example 5.3b). The latter introductory passage is a note-against­

note cadential gesture; therefore, the two subjects fuse together into a larger unity rather

than existing as distinct, separable elements.

II. Presentation Types in Three Voices

Byrd often adds a third voice to a two-voice combination as further development

ofa two-voice model that had appeared earlier. However, these complex presentation

types (complex due to the increased density oftexture) can aIso be used as opening

gestures. Adding a third voice creates three possible categories: along with imitative and

non-imitative presentation types, we now have the possibility ofhybrid presentation types

that blend imitative and non-imitative procedures. 1shaH discuss these three types below

(imitative, non-imitative and semi-imitative, or hybrid presentation), and give examples

ofeach from the 1589 Canfiones.



•

•

•

125

1. Imitative Presentation Types

First, 1 will consider the possibility ofadding a third entry to an imitative duo.

This addition ofan extra voice at the same tinte interval as was found between the initial

pair ofvoices creates a canon, as defined by Schubert (see Chapter 1, pages 24-25): a

one-subject combination in which three or more entries occur at the same time-interval.

This is an extension of the single-subject imitative presentation type discussed above as

Figure 5.1. Since the imitative duo fonned by the tirst two entries ofa canon recurs in

varied form between the canon's second and third entries, it could he said that canon not

only presents material, but also develops it. This combination of presentation and

development is an integral feature ofMany presentation types that contain three or more

voices.

1 will provide two closely related models for this three-voice combination which

differ as to the registrai position of the third voice compared to that of the f11'st t\vo. The

f11'st brings in the extra voice at the same pitch interval as was found between the tirst two

entries. This presentation type Schubert tenns ·'transposed canon" (as defined above,

page 25); it can be schematized as follows (see Figure 5.4a below):

Figure 5.4a: Transposed canon, "Top down"

A

A

____....;A ------------->

Stage 1----> Stage 2------> Stage 3-----> Stage 4------>
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As with the preceding imitative presentation types (Figures 5.1 and 5.2),1 have

divided this model into various stages ofactivity, which can he rather brief, as shown in

Example 5.4a, from In resurrectione tua, measures 26-28. This passage is a canon by

descending fifth that begins an imitative point in the middle of this motet. Stage 1 is the

monophonic initial presentation (here partially veiled by parallel doubling at the lower

third in the Medius; this doubling suggests a new four-voice hybrid model that will be

discussed below). The overlap in Stage 2 forms an imitative duo that recUlS between the

upper two voices in Stage 3. Similarly, the combination formed by the end of the first

entry and the middle of the second entry in Stage 3 recurs in Stage 4 between the middle

of the third entry and the end of the second. The dotted line at the end ofEntry 3

indicates that this entry need not continue beyond where the overlap with the second

entry stops. It may either continue to the subjecfs end (as it does in this example), or

break into free material.

This model a1so occurs in Byrd's 1589 Cantiones with the lowest voice taking the

lead. This variant of the preceding model is illustrated by Figure 5.4b, below:

Figure 5.4b: Transposed Canon, "Bottom up"

~ ------------:>
----~---

~

~

Stage 1----:> Stage 2-----:> Stage 3---> Stage 4-----:>
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The above model corresponds to Byrd~s procedure in Vigilate., measures 13-15 (see

Example 5.4b). This passage begins with a transposed canon by ascending fourth. The

first entry in the bassus is partially veiled by overlapping with preceding material, and

thus Byrd adjusts it melodicaIly to fit with its surroundings. However, this difference in

melodic shape does not affect the hannonic motive it forms with the following entry.

Both the bassus-contratenor and contratenor-medius pairs in the canon fonn a 6-5-3

intervallic pattern, as shown in Example 5.4b. The melodic adjustment permits BYrd to

begin and end the canon with entries on F, thus creating a stable tonal region around this

pitch, while retaining the harmonic motive throughout.

A second canonic model is more intricate in registrai structure. This presentation

type is SchuberCs "invertible canon" (defmed above, Chapter 1~ page 25). Invertible

canon combines entries at the same time-interval \vith invertible counterpoint (Le. the

interval structure formed by the tirst and second entries inverts when this combination

recurs between entries 2 and 3). There are many registrai variants of this model~ of which

Figure 5.5 is one example:

Figure 5.5: Invertible Canon (one possibility)

A

A ------->
---~--~-

A

Stage 1-----> Stage 2------> Stage 3---->
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This is Byrd's exact procedure in Vide Domine (1589/6), measures 46-48 (see

Example 5.5). Note the brevity of the various stages, shown on the example: since Byrd

separates the canonic entries by only a semibreve, Stage 1 consists merely of the fust two

syncopated notes ofthe subject. The second entry is above the fUS4 creating the initial

two-voice combination, which 1 have designated as Stage 2. Theo, the third voice enters

below the second, altering the original combination's interval structure by invertible

counterpoint in what 1caU Stage 3. Sïnce the opening duo ofthe canon is varied both by

interval content and register in this presentation type, one could claim that the invertible

canon is ofgreater complexity than the transposed canon (Figures 5.4a and 5.4b), in

which the initial duo is merely shifted in register. This model furthermore gives the

analyst a window into Byrd's development procedures later on in a point. Invertible

counterpoint is one of bis favourite means of variation, as we will see in Chapter 7.

Figure 5.5, above, is one ofMany possible registrai arrangements that can produce

this model. Schubert has Iisted the four possible registrai arrangements in three voices

(upper-lower-middle, lower-upper-middle, middle-upper-lower and middle-Iower-upper)

in Modal Counterpoint, Renaissance Style. 10 These four arrangements in register share

one general principle: the harmonic interval structure formed by the tirst two canonic

entries is immediately varied by invertible counterpoint when it recurs between the

second and third entries of the canon.

'OSchubert, Modal Counterpoint, 220-23.
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2. Non-Imitative Presentation

Non-imitative presentation with three voices allows for two new possibilities that

are unavailable in two parts. One ofthese possibilities is a three-voice presentation type

with two subjects, with one subject doubled in parailei motion. The other new type is a

homophonic combination of three independent subjects. The tirst possibility is the

simpler one, given the lesser number of independent subjects, so 1 will consider it first.

A three-voice combination in which two of the voices are in parallel motion occurs on

occasion as an initiating gesture in the 1589 Cantiones. This is a two-subject oon­

imitative module (similar to Figure 5.3) ~'thickened"by the parallel doubling ofone ofits

subjects. The most common registrai arrangement of this presentation type is two

parallel upper parts plus an independent, supporting bass line; see Figure 5.6, below:

Figure 5.6: Non-Imitative Module plus Parallel Doubling:

teX! 1 A (paraile1)

text 1 A (paralle1)

text 1 B

Byrd uses this model to brilliant effect in the opening measures of Tristitia et anxietas

(1589/4; see Example 5.6), in which the three-voice combination that begins the motet

combines affective semitone motions in the upper two voices with plagal support in the

bass. Byrd duplicates this procedure to begin the third imitative point ofMemento

Domine (1589/5, cited in Chapter 4). The "libera eos" homorhythmic block in measures
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48-49 ofthis motet (see Example 4.10) is identical to that which opens Tristitia, but for

slight rhythmic details of text setting.

If the three voices are sufficiently distinct from each other (if the module contains

three independent subjects), one could refer to this presentation type as a '-niple point.'~

This model is an extension of Kerman's ·"double point."l1 See Figure 5.7, below:

Figure 5.7: Non-imitative Presentation with Three Subjects

Text 1 A

Text 1 B

Text 1 C

This model differs from Figure 5.6 only in the motivic distinctiveness of its parts; the two

figures are identical in texture, if not in subject material. This presentation type is

particularly easy to accomplish in a cantus fumus motet: it arises every lime a subject

pair combines with a repeating melodic motion in the cantus firmus part. Thus, it is not

surprising that a three-subject combination occurs Many times in Aspice Domine

(1589/11), the only cantus firmus motet of the 1589 Cantiones. A striking three-voice

cadential package that Byrd uses in measures 51-52 and elsewhere in the motet (see

Example 5.7a) exemplifies this type. Byrd uses this combination as a motivic signal that

IlKerman discusses the possibility of a triple point in The Masses (foomote, page 143)
when he considers the beginning of the quarta pars from Deus Venerunt Gentes (158917).
However, this passage involves successive rather than simultaneous presentation of subject
material.
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initiates the concluding imitative point of the prima pars. (1 will diseuss this example

later on in greater detail; it aptly illustrates Byrd's unique use ofvariation through

invertible counterpoint).

An incontrovertible triple point of this type is rare in a freely composed motet;

ofteo, one or more ofthe "subjeets" will simply he aecompaniment, (or double another

voiee in parallel motion, as with Figure 5.6). Ta show the difference between true subjeet

material and mere homophonie and texturai suppo~ 1 present the opening measures of

Vide Domine (1589/6, see Example 5.Th). 1 hesitate to eaU each voice ofthis opening

gesture a subject, even if the tive-voiee combination had been emphasized by returning in

its entirety (which in fact it does oot; only the structural outer voices retum), since the

~~subjects" in the middle three parts are melodically trivial. 1view this passage as a two­

subject non-imitative duo (Figure 5.3) with texturai padding added.

However, if an initial presentation ofmaterial has melodic lines that are

sufficiently distinct in shape, it is possible to speak ofa homophonie triple point. The

opening gesture of Tribu/ationes civitatum (1589/14, see Example 5.7c) demonstrates the

differenee between independent subjeets and textural padding. Though the lower two

voices of the three-subject combination run in parallel thirds for the tirst two semibreves

(similar to Figure 5.6), they become independent lines afterward. Thus, the effect of

three distinct subjects is attained. Similarly, during the secundo pars of Deus venerunt

gentes (1589/7), Byrd uses another three-subject type (see Example 5.7d). This

homophonic combination begins an imitative point on ~~carnes sanctorum." As with the

three-subject homophonic type from Tribu/ationes civitatum, the lower two subjects run



•

•

•

132

parallel to each other for most oftheir length (though the uppermost subject is quite

distinct from the other two). However, the different melodic goals of these two lower

voices (and their distinct free continuations) make them convincing as independent parts.

The progression of subject material in long rhythmic values betrays its origin in cantus

finnus technique, with only the most subtle offoreground embellishments added.

Finally, as a more dubious example ofthis type, there is the long homophonic

three-voice unit that opens Ne irascaris (1589/12, see Example S.7e). This homophonie

block is similar to the opening of Tribu/ationes civitatum" in that ail three voices are quite

distinct from each other. Kennan speculates that these two works date from about the

same time,12 bis dating perhaps influenced by this outward resemblance ofbeginning

procedure. The two opening gestures differ primarily in their expansiveness. In Ne

irascaris, Byrd presents the listener with a recurring block ofsuch extreme length (ending

with a proper cadence) that it aImost gives the impression ofa complete musical idea

rather than merely an introductory gesture consisting ofa combination of subjects.

Presentation, in the sense in which Caplin means it, requires continuation and

development to complete the fonnal unit. This opening gesture does not give the

impression of being a small initiating unit or basic idea requiring further development.

Instead, it seems complete in and of itself: Thus, the only thing Byrd cao do to extend the

section is to repeat the gesture (this is actually Byrd's procedure; the opening measures

immediately retum an octave lower).

12Kerman, The Masses, 162.
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3. Hybrid Presentation Types

Interesting musical possibilities abound when an opening three-voice combination

contains a mixture of imitative and non-imitative features. These combinations can be

viewed as hybrids, since they represent a texturai midpoint between imitation and

homophony. The simplest such type is the combination of imitative duo and parallel

doubling in a three-voice texture; that is, one voice of the imitative pair is doubled in

parallel motion (typically thirds or sixths, for obvious technical reasons). This

presentation type can appear in two forms, presented belowas Figures 5.8a and 5.8b:

Figure 5.8a: Imitative Duo plus Parallel Doubling (Type 1)

A

A parallel

A parallel

Figure 5.8b: Imitative Duo plus Parallel Doubling (Type 2)

A parallel

A parallel

A

These two types differ only as to whether the guide or the consequent is the voice that

appears in parallel motion. (Additional registrai variants would include an upper-Iower

doubling, possibly at the tenth, followed by a single voice in the middle register; also a



•

•

•

134

single voice in the middle register followed by an upper-Iower pair.) The first model

corresponds to Byrd's procedure at the beginning ofthe "et misereren imitative point

from Tristitia (secundapars, measures 156ff, Example 5.Sa). The second model is

exemplified by the concluding three-voiee eombination of the "oculi mei" imitative point

from earlier in the same work (see Example 5.Sb). This passage (measures 79-S0)

consists of the tenor entry followed by a contratenor-bassus pair. A registrally-varied

restatement of this presentation type follows immediately in measures SO-81. This time,

the leading tenor voice is in the middle register, and the consequent follows in parallel

tenths in the outer voices (contratenor and bassus).

If two subjects combine in a hybrid presentation type, the situation is more

complex. This type can be deseribed either as "semi-imitative" or "semi-homophonie"

sinee it combines elements of both two-voice presentation types. 1will refer to this type

as semi-imitative, since the imitative portion of the eombination is its more striking

aspect. This type arises when Byrd presents one subjeet ofa double point as an imitative

pair, while a third part provides homophonie support. One registrai possibility is

illustrated below as Figure 5.9.

Figure 5.9: Semi-lmitative Presentation

A

A

B
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The clearest example ofsemi-imitative presentation as an opening gesture in the

1589 Cantiones is the "consolaren passage from the secunda pars of Tr;slitia et amie/as

(1589/4, measures 135-36, see Example 5.9). This semi-imitative presentation type

follows a forceful cadence; thus its status as a new beginning is assured. The upper two

parts (medius and contratenor) form an imitative pair at the semibreve, while the lowest

voice (tenor) adds an independent supporting bass part.

III. Presentation Types in Four Voices

Presentation types in four voices are musically feasible extensions of the

presentation tyPes in two and three voices described above. Sorne ofthese models never

appear (or appear only rarely) in Byrd's 1589 Canliones as presentation tyPes, but instead

arise through later development ofa texturally thin opening celi. However, since one

cannot rule out the possibility that these types May figure more prominently in other

Renaissance repertoire, they warrant sorne discussion. 1 will provide musical examples

for those tyPes that do appear in the collection under examination.

1. Homophonic Presentation Types

Homophonic presentation types in two or three voices (Figures 5.3, 5.6 and 5.7)

change very little when a fourth voice is added. There are three ways in which these

models can he extended to four voices: a homophonic double point with bath subjects

doubled in parallel motion, a homophonie triple point with one subjeet doubled in parailei

motion, and a homophonie quadruple point. 1will illustrate each of these models in tum.
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Adding voices in parallel imperfect consonances to a pre-existing combination has

but little effect other than an increase in density, as Figures 5.10 and 5.11 demonstrate.

The former is derived from the homophonie double point (Figure 5.3), whereas the latter

combines features ofthe homophonie double point with one part duplicated in parallel

(Figure 5.6) and the homophonie triple point (Figure 5.7).

Figure 5.10: Two-Subject Homophony with Parallel Doubling

Text 1 A paraIlel

Text 1 A parallel

TeX! 1 B parallel

TeX! 1 B parallel

Figure 5.11: Three-Subject Homophony with Parallel Doubling

Text 1 A paraIlel

TeX! 1 A parallel

Text 1 B

Text 1 C

Figure 5.10 is too technically restrictive to be ofmuch use for Byrd or his

Renaissance contemporaries, given the careful use ofdissonance in the Prima Prattica.

(This presentation type does appear in J.S. Bach: bis use ofthis model in bis Fugue in G

Minor, from Book 2 of the Well-Tempered Clavier, is a technical tour de/oree made
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possible by greater freedom in dissonance placement in Baroque style. l3
) Figure 5.11,

however, appears twice in the 1589 Cantiones. BYrd uses this presentation type as a

beginning in Vide Domine (1589/6), measures 81-85 (see Example 5.1 la), and in the

secundapars ofNe Irascaris, measures 106-108 (see Example S.llb).

Adding a fourth independent part (or any number of parts, for that matter) to a

non-imitative module likewise changes little but texture and density of material. This

model is illustrated as Figure 5.12, below:

Figure 5.12: Homophonie Quadruple Point

Text 1 C

Text 1 A

• Text 1 B

•

Text 1 D

This presentation type never occurs in the 1589 Cantiones. When Byrd combines four

voices in homophony, the voices either include parallel doubling (as in Figure 5.11) or

nearly-stationary supporting voices which provide texturai thickening, but no new distinct

subject material (as in the opening measures of Vide Domine, discussed above).

UDiscussed in Murray Dineen, "The Contrapuntal Combination: Schoenberg's Old Hat,"
in Music Theory and the Exploration of the Past, 00. Christopher Hatch and David W.
Bernstein (Chicago: University ofChïcago Press, 1993),435-48.
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2. Transposed Canon in Four Voices

As with the homophonic presentation types discussed above, the transposed canon

changes in density, but not intrinsically in procedure with the addition ofa fourth voice.

If Figure 5.4 (transposed canon in three voices) is compared to Figure 5.13 below, the

only difference in the latter model is the presence ofan additional transposed statement of

the imitative duo which began the canon (Le. the sub-unit created by the combination of

the first two entries). Thus, transposed canon is intrinsically no more complex in four or

more parts than it is in three parts.

Figure 5.13: Transposed Canon in Four Voices

A

A

A

A

This procedure is problernatic for registraI reasons. With transposition by octave,

the canon would quickly move outside the range ofa standard vocal ensemble.

Transposed canon at the fifth (or another smaller interval) is more registrally expedient..

but Byrd never uses it in the 1589 Cantiones. When Byrd writes a canon in four or more

parts, he altemates between transposed and invertible canon (i.e. one of the voices will

reverse in register with respect to the remaining canonic entries). This possibility will be

discussed below as a complex canonic presentation type.
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3. Complex Models in Four Voices

Unlike the above examples (Figures 5.10-5.13), certain other presentation types

do vary noticeably with the addition ofa fourth voice. These complex presentation types

belong to two main categories: semi-imitative types and hybrid canons. As with

invertible canon and transposed canon, these new types combine features ofpresentation

and development. They ail contain an initiai cell that is subsequently varied, or to which

additional subject materiaI is added. Various types ofcanon loom large in BYrd's style,

so 1 will present ail four-voice possibilities of this presentation type tirst. 1 will then

conclude this discussion ofcomplex presentation types with additionaI models for semi­

imitative presentation in four voices. These models give a very clear sense ofthe

presentationaI diversity possible within a dense texture.

a. Hvbrid Canons in Four Voices

There are three possible models for canon in four voices that combine features of

transposed and invertible canon. Though these models are ail fully periodic, their unique

grouping ofmaterial in register can create a clustering ioto various sub-units. This aspect

of four-voice combinations will he discussed in greater depth below. The blending of

features from the invertible canon and transposed canon creates what 1will term a

variably constructed canon. As with Many ofthe three-voice presentation types models

discussed above, there are a wealth ofmusicaIly feasihle registral arrangements for such a

four-voice unit, ofwhich 1 present one possibility as Figure 5.14:
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Figure 5.14: Variably Constructed Cano~ Type 1 (pair of imitative duos)

A

A

A

A

This model is one of24 possible arrangements in register that altemate transposition and

invertible counterpoint in a canonic texture. However, these 24 pennutations reduce to

three distinct related models (labelled henceforth as Types 1,2 and 3). Each of the 24

permutations bas one entry whose registrai position in its immediate surroundings is

different from the others; Le. where the canon goes from being transposed to invertible,

or vice versa. The position ofthis change (either after the first, second or third entry)

determines to which of the three types the canon belongs. With 24 possible pennutations

falling equally into these three basic categories, each type will have eight possible

arrangements in register; l will confine myself to one registrai model for each.

Figure 5.14 (Type 1) reproduces the registrai order ofentry of the invertible canon

that begins the secunda pars of Deficit in d%re (1589/1, see Example 5.14). If one

observes the registrai order ofentry, the contrapuntal combination formed by the tirst two

entries is varied by invertible counterpoint when it recurs benveen entries 2 and 3.

However, this interval pattern formed by the first two entries repeats almost exactly with

the combination ofentries 3 and 4: the primary difference is the transposition level.

Consequently, this arrangement in register strongly suggests a pair of imitative duos that
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overlap. In spite of the fuIly periodic presentation, this canon partitions registrally into a

sub-grouping of two imitative combinations that contain a pair of voices eaeh.

The following two examples demonstrate a different blending of invertible and

transposed canon. If the registral arrangement of the voices reverses immediately

following the first entry, or just before the last entry, the effeet is like a three-voice

transposed canon with a stray voiee added at the beginning or end. There are two

possible registrai arrangements of this model. If the fourth entry lies in the same registrai

relation to the third entry as the third entry does to the second, the result is an invertible

canon that becomes a transposed canon. (This canon is formed by the final three entries.)

One possible arrangement in register that can create this situation is illustrated by Figure

5.15, below:

Figure 5.15: Variably Constructed Canon, Type 2 (Invertible->Transposed Canon)l~

A

A

A

A

It should be noted that the transposed canon between the fmal three entries is only

recognized in retrospect. The initial three entries fonn a standard registrai arrangement

14The arrow stands for "becomes," a shorthand 1 borrow from Caplin (Classical Form,
45-46).
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for the invertible canon in three voices. Thus it is ooly with the final entry that we are

made aware of the change to transposed canon. The effect is like a homogeneous group

ofthree voices (the transposed canon at the end) with an incidental single voice added at

the beginning. However~ since this added voice has to fit harmonically with its canonic

surroundings~ it is more than just incidentaI.

If this pattern is reversed~ a transposed canon can become an invertible canon.

That is~ the non-varied recurring pair is the intervallic combination between the first two

entries, which is then immediately transposed and restated between the second and third

entries. The fourth entry is therefore the one that reverses the registraI relation of the

oPenïng combination. This model is illustrated as Figure 5.16:

Figure 5.16: Variably Constructed Canon, Type 3 (Transposed-->Invertible Canon)

A

A

A

A

Much like Figure 5.15~ this variably constructed canon subdivides into a group of

three voices (the transposed canon at the beginning) with an extra voice added~ this time

at the end. In conclusion~though Figures 5.14 through 5.16 share canonic traits~ they all

are distinct in one respect. Their periodicity is a conunon feature~ but registrai grouping

distinguishes them.
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b. ather Hybrids in Four Voices

It is also possible for imitative hybrids with one subject to be arranged other than

canonically. Figure 5.17 ~ below, is an imitative duo in which both entries are doubled in

parallel motio~ in one of its many possible arrangements in register.

Figure 5.17: Imitative Duo with Parallel Doubling

A parailei

A paraIlel

A parallel

A parallel

1 mention this possibility even though it does not appear in Byrd's 1589 Cantiones

because of its similarity to another presentational mode!. 1S If Figure 5.1 7 contained two

subjects instead of one~ the result would he as follows (Figure 5.18, below):

Figure 5.18: Overlapping Duos

A

A

B

B

ISAs above, there is no example in the 1589 Cantiones as a beginning. Example 6.13,
below, demonstrates its use later on in a point.
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This presentation type would then contain two overlapping occurrences ofa pair of

subjects. This type poses the question: which are the voices that are to he paired

together? Is this four-voice group an imitative subject A-A pair supported by a parallel

subject B-B pair below it? Could it instead he a subject A-B double point that fOnDS a

stretto with the subsequent subject A-B pair? This is never an anaIYtical problem in

Byrd's 1589 Cantiones, as can he seen from the beginning of Vigilate (cited above on

page 124). Here, the first A-B pair is sufficiently separated from the second (by temporal

distance and free material as weIl) that the better reading is a pair ofhomophonic double

points (as in Figure 5.3). The partition ofthis four-voice presentation type into duo pairs

is easier if Byrd presents a two-voice subset of this combination tirst. Then, one could

detennine which pairing of voices takes priority from the larger context. However, if this

overlapped group of subject entries occurs in its entirety at the beginning ofan imitative

point, the effect is equally imitative and non-imitative; thus no convincing criteria for

partitioning this presentation type one way or another could exist.

Another category of semi-imitative variants involves adding a non-periodic

supporting voice (either in parallel motion with one ofthe entries, or free) to a transposed

or invertible canon. The fust type, adding parallel doubling to one of the canonic entries,

is the more straightforward of the two. This type bas two variants, one eacb for the

transposed and invertible types ofcanon. 1 illustrate the tirst variant, an extension of

transposed canon, as Figure 5.19, below:
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Figure 5.19: Transposed Canon plus Parallel Doubling

A parallel

A parallel

A

A

This is one of many possible arrangements. Any ofthe three canonic entries could in

theory be doubled in parallel motion, or the transposed canon could move from low to

high. 1depict this particular distribution ofvoices because Byrd provides a rare example

of its use as an opening device: this presentation type occurs in measures 26-28 of In

resurrectione tua (1589/10, Example 5.18). Byrd here writes a transposed canon by

descending fifth, and doubles the tirst canonic entry at the lower third for most of its

length. (This voice breaks offat a point where further continuation would have resulted in

parallel unisons with the second entry.) Byrd's use ofparallel doubling in this hybrid

presentation type helps to offset the somewhat mechanical nature of the transposed

canon. Given the regularity oftime-interval and pitch-interval ofentry, combined \vith

the regular rhythm and constant scalar motion of Byrd's subject, this canon would have

been far less varied musically if the voice in parallel motion had been absent.

The invertible canon, due to its more intricate registrai shifting ofentries,

generally does not have voices in parallel motion joined to it as a means ofcreating

variety. However, this type does exist in Byrd. 1 illustrate this possibility as Figure 5.20:
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Figure 5.20: Invertible Canon plus Parallel Doubling

A parallel

A parallel

A

A

This is the registrai arrangement that Byrd uses in Vigilate (1 589/9):t measures 101-03

(see Example 5.19). The lower of the two parts in parallel motion breaks offearly in this

partieular ease:t marking it as the subordinate voiee. As in the preeeding example from In

resu"ectione tua, the addition ofa voiee in parallel motion gives homophonie weight and

emphasis to the tirst canonie entry.

One final semi-imitative presentation type in a four-voiee texture combines canon

in three voiees with an independent subject in the remaining voice. This type greatly

resembles the preeeding one:t but for the Melodie nature of the supporting voiee. l derive

this presentation type from three-voiee semi-imitative presentation (in whieh an imitative

duo is given homophonie support). The presence of three fully periodie entries expands

the imitative duo portion of Figure 5.9 ioto a canon. l will term this presentation type

"accompanied canon." This type has two subcategories, depending on whether the canon

is ttansposed or invertible. One registrai arrangement ofeach subcategory will suffiee;

see Figures 5.21 and 5.22:t below:
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Figure 5.21: Accompanied Transposed Canon

A

A

A

B

Figure 5.22: Accompanied Invertible Canon

A

A

A

B

Both ofthese types appear in the 1589 Cantiones. The fU'St type, accompanied

transposed canon, makes one slightly dubious appearance in Aspice Domine (1589/11),

measures 43-48. Byrd sets three canonic voices (bassus, medius and superius) against a

repeating two-note ostinato figure in the cantus finnus tenor line. l caU this type

'~dubious" for tbree reasons. First ofall, the transposition levels differ (successive entries

are up a sixth, and up a third). Secondly, an fourth (though incomplete) entry in the

contratenor below the superius (measure 47) tums this transposed canon into a variably

constructed canon (TyPe 3, or transposed-> invertible, Figure 5.16). Finally, this group

ofvoices never recurs, making it unclear as to whether Byrd conceived it as a larger unit.
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This passage is the closest Byrd ever comes to this madel in the 1589 Cantiones (one

would likely fmd similar examples in bis other cantus firmus motets, however).

A three-voice invertible canon with an added independent part (Figure 5.22)

occurs in Tribulationes civitalUm (1589/14), measures 20-21 (see Example 5.22a). Byrd

writes a close canon at the minïm, in which the order ofentries is. medius-bassus-tenor,

while the contratenor voice supplies a second subject. This passage is later stretched to

five parts; Byrd retains the three-voice invertible canon, and doubles the indePendent

supporting subject in parallel sixths (see Example 5.22b). This five-voice model could he

tenned "accompanied invertible canon plus parallel doubling."

This discussion is now on the verge ofpassing trom the practical to the

hypothetical. We have reached a degree ofcomplexity where intricate presentation types

merge ioto larger units. 1 will conclude by suggesting a pair offour-voice extensions of

the semi-imitative presentation type: accompanied semi-imitative presentation (cf:

Figures 5.21 and 5.22) and semi-imitative presentation plus parallel doubling (cf: Figure

5.20). These two models appear below as Figures 5.23 and 5.24:

Figure 5.23: Accompanied Semi-Imitative Presentation

A

A

B

c
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Figure 5.24: Semi-Imitative plus Parallel Doubling

A

A parallel

A parallel

B

The presentation type diagrammed above as Figure 5.24 appears in Tristitia et Anxietas

(1589/4), measures 6-8 (see Example 5.24). It results from expansion afa previously

stated homophonic double point plus parallel doubling; this passage will he discussed in

Chapter 8. Accompanied semi-imitative presentation (Figure 5.23) could similarly arise

as an expansion ofan earlier, more simply constructed tyPe. Given the rarity of the three­

voice semi-imitative module (Figure 5.9) from which it derives and which it expands,

there is no example ofaccompanied semi-imitative presentation in the 1589 Cantiones.

One could extend this discussion further to include five-voice presentation types.

However, unless such a five-voice type is particularly clear in texturai and registrai

design (e.g. a five-voice non-imitative module or a five-voice transposed canon), registrai

clustering of subject material would likely suggest a combination ofsmaller units rather

than a single large one. The presentation types listed above will he sufficient for the vast

majority ofcases in the 1589 Cantiones.
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IV. Conclusion

One conclusion that we can draw from Byrd's 24 presentation types is that there is

not always a clear division between presentation and development in the 1589 Cantiones.

The more complex, texturally dense presentation types (especially Figures 5.14-5.24)

merge aspects ofbeginning (since they initiate an imitative point) with aspects of

development (continuation function). For example, variation procedures such as

transposition and invertible counterpoint occur in an invertible canon. Due to the

presence of these variation procedures in an initiating gesture of this type, the boundary

between presentation and development is blurred. This blurring offonnal boundaries is

analogous to the combining of initiating and cadential function mentioned in Chapter 4

conceming the cantus-firmus-like melodic subject.

There is a larger fonnal issue al work as weil. Given that sorne presentation types

have developrnental features (typical ofmiddles) and others do not, it should be possible

to create a mapping ofpresentation types and formai functions at the level of the motet.

As noted above (Chapter 2, page 58), there is seldom any difference in the tonal goal ofa

section that permits us to detennine where we are in the overall fonn ofa Byrd motet;

virtuallyall imitative points cadence to the final in the 1589 Can/;ones. However, Byrd

cao and does create these subtle fonnal distinctions by the type ofpresentation he uses to

begin a point. That is, the particular method of presentation that Byrd employs as an

initiating gesture (thin-textured versus thick-textured and complex) cao vary depending

on whether it occurs at the beginning, middle, or end of the composition. This topie \\ill

he the focus of the ensuing chapter.
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Presentation Types and Beginnings

Having illustrated Byrd's models for presenting subject material, according to one

of the 24 presentation types discussed in the preceding chapter, 1 will DOW explore how

these types intersect with form in the 1589 Cantiones Sacrae. Byrd's use of these types

within a motet can he divided into two main categories. Sorne are iDtroductory

procedures at beginnings ofvarious types (beginnings of motets, versus beginnings of

subsequent partes, versus "beginniogs ofmiddIes," or internal openings). ûthers are

subsequent procedures in middles by which presentation types introduced at beginnings

are then fragmented, rearranged and otherwise developed. This chapter will concem

itself with beginnings.

The musical content and texturai density of Byrd's beginning materiaI varies

depending on two factors: its formallocation within a composition, and whether or not it

is to be repeated. One cao isolate certain presentation types that occur ooly at the very

beginning ofa motet, and other types whose location in a composition is variable. Since

the way Byrd begins an imitative point has a marked effect on how this material is then

developed, it is worth examining Byrd's beginning procedures in sorne depth. Sorne of

the presentation types (Figures 1-24 from Chapter 5) are almost exclusively opening

gestures. This is generally true of the imitative duo, and particularly true of the 000­

imitative module, whose homophonie presentation requires a contrast of texture through
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imitation upon further development. Other presentation tyPes already contain within

them the seeds ofdevelopment, and are thus less common at beginnings ofany type. An

invertible canon, for example, contains within Îtselfat least two statements ofan imitative

duo, related to each other by invertible counterpoint. Such a presentation type already

includes development of its constituent sub-units. Thus, it may occor not ooly as an

initiating gesture, but aIso within a developmental procedure. It May present new

subjects, or develop pre-existing ones. As for hybrid presentation types, the combination

ofdifferent textures (imitative and non-imitative) creates an intricacy that virtually

precludes their use as beginnings. The two simplest such types, the imitative duo plus

paraUel (Figure 5.6) and the semi-imitative module (Figure 5.7) are the ooly types that

occur frequently at beginnings, though usually at internai openings rather than to begin a

prima pars or subsequent partes. A single example ofa four-voice canonic hybrid as a

beginning gesture occurs in the secundo pars ofDefecit in d%re (1589/1); this example

will be discussed below. These hybrid types more often arise through developmental

procedures, due to the texturai thickening ofan imitative or non-imitative duo. Within

them, BYrd can distinguish between content and function: their variation of a small cell

suggests development, though their formallocation can mark them as presentational.

The ensuing discussion will outline BYrd's particular use of presentation types in

beginning gestures ofmotets (or prima pars, when the motet is in multiple sections)

versus openings ofsecundo, tertio and quarta pars. There are subtle distinctions between

these two categories ofbeginnings; these will he summarized below. 1 shall then

compare these two categories of beginnings to opening gestures in the middle ofa formal
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unit (internai openings), emphasizing Byrd ~s unique procedures in the latter category of

beginnings. The greater diversity of Byrd's opening gestures in the Middle ofa motet is

evidence ofbis desire for development and increased complexity as a work progresses.

Hence, this diversity gives insights into Byrd's variation procedures within an imitative

point as weIl, an issue that 1 will take up in Chapter 7.

I. Formai Beginnings: Data and Commentary

Regarding Byrd"s particular use of the presentation types outlined in the previous

section, il is informative to see in what proportion he mixes them in the opening gestures

of the 1589 Cantiones. First, 1 will examine the categories of imitative and non-imitative

presentation., and their proportion at openings ofmain formal units in Byrd"s 1589

Cantiones. 1 will not, for the lime being, take note of the specific presentation types that

subdivide these categories according to number ofvoices and numher of subjects; this

will he a later retinement. Hybrid presentation types do not come into play in this

discussion since they are not found in this collection as opening gestures at the beginning

of large formai units. This absence is noteworthy: it shows that Byrd does not randomly

place different presentation types wherever he pleases. He reserves hybrid types for

locations in a motet that suggest sorne degree of '·middleness," that is, opening gestures

that do not begin a composition. This creates a formai distinction between degrees of

beginning that will be vital later on in the discussion ofother looser formaI regions.

One must ofcourse define '~ight" before one cao define "loose.," since the context

for the second term is set by the definition ofthe first one. 1 will define tightness in the
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current chapter by the musical characteristics ofBYrd's presentation types that occur at

the beginning ofa motet. As we will see, the diversity ofpresentational procedures is

less at the very heginning ofa motet than it is with those that occur in the middle ofa

larger section. BYrd's motet beginnings, when they contain recurring material, tend

toward thin texture, generally three voices or less. (If the opening material does not

retum, it May he full-textured, as in the openings of Vide Domine and Deus venerunt

gentes.) Moreover, BYrd uses only imitative and non-imitative presentation types (no

hybrids). This limits the POssibilities to Figures 5.1 through 5.7 (two-voice imitative

duos with one or two subjects, homophonie types with two or three subjects and canon).

ln BYrd's 1589 Cantiones, there are 29 opening gestures that are marked extemally as

beginnings (i.e. that begin prima pars or subsequent partes). 1shaH distinguish these

beginnings from those that occur in the middle ofa motet (termed "internai openings" for

contrast). 1will fust examine the presentation types by which BYrd marks these 29

openings. [shaH consider openings ofprima partes and openings ofother partes

separately to show BYrd's unique handling ofthese two different degrees ofbeginning.

[ have noted above that BYrd makes different choices as to the texture of bis

beginnings depending on whether he repeats the opening material or note In the 1589

Cantiones, the former type, in which an opening module retums in sorne form throughout

the imitative point, occurs far more frequently than the latter, in which the opening

material is free (non-recurring). 1present both types to show that BYrd's textmal

preferences operate independently of bis desire for repetition ofmaterial. This

information appears below as Table 6.1 :
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Table 6.1: Texture ofOpenings from Byrd's 1589 Cantiones

Texture Prima Pars Other Partes Total

non-imitative, material retums 9 1 10

imitative, material retums 5 1 12

free non-imitative 2 2 4

free imitative 1 2 3

The above information elicits sorne interesting conclusions about Byrd's texturai

procedures in openings. Byrd uses non-imitative and imitative presentation in nearly

equal proportion at openings in the 1589 Cantiones. Ofthe 22 openings in which the

initial material recurs, 10 are non-imitative in texture and the remaining 12 are imitative.

Thus, the division is close to 50/50, with a slight preference for imitation. This

proportion changes little if the seven free openings are added, which divide 4 to 3 in

favour of non-imitative presentation. This 50/50 split in the data is misleading, however.

It doesn't take into account the great predominance of non-imitative openings when one

isolates the statistics for prima pars ooly. In prima pars, non-imitative presentation

outnumbers imitative presentation nearly two to one. The main reason for this imbalanee

is that, at (east in the collection ofmotets under examination, Byrd prefers to use

homophonie declamation al the very beginning ofa motet for clarity of text presentation.

This clarity is less ofan issue for Byrd onee a motet is underway. Admittedly, the sample

is relatively small (16 openings ofprima partes and 13 openings of other partes), but the



•

•

•

156

two-to-one split in the data is significant enough to suggest intentionality on the part of

the composer.

If the openings ofprima pars and their texturaI procedures are indicative of Byrd

at bis MOst thematically firm, any change from these procedures in other types of

beginnings can he seen as a move toward greater fluidity of texture (i.e. loosening).

Byrd's freer approach to texture can be seen in oPenïngs ofsecunda, tertia and quarta

partes. In Byrd's 1589 Cantiones, these beginnings are quite different in texture from

openings ofprima partes; beginnings of subsequent partes tend toward imitative

openings. Seven ofeight openings that have recurrent material are imitative. We can

conclude from this difference in procedure that Byrd viewed the subsequent partes ofhis

motets as having distinct musical requirements from those ofhis prima pars. Byrd's

different presentation procedures in later partes of the motets from the 1589 Cantiones

confirms that they are not conceived as separate works.

Given the difference in the 1589 Cantiones between openings ofprima pars and

other partes as to texture, 1 have further retmed the information ofTable 6.1 to focus on

the specifie presentation types described in the preceding chapter; this infonnation

appears belowas Table 6.2. Here, for greater precision, 1 have expanded the categories of

Table 6.1 to make distinctions between number ofvoiees and subjects. Whereas single

points are by definition imitative (either an imitative duo or a canon, depending on the

number ofentrles), double points can either he imitative or homophonie. 1 have a1so

distinguished between openings that do not eontain recurring material: these are

categorized either as free imitative or free non-imitative.
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Table 6.2: Opening Presentation Types in the 1589 Canliones C'imitative" denotes

imitative duo unless otherwise marked)

Motet Title/opening text Subjects Sub-Category

1,lma Defecit in dolore 2 imitative

1,2da Sed tu Domine 1 imitative (canon)

2,lma Domine praestolamur 1 imitative

2,2da Veni Domine 0 free non-imitative

3 o Domine adjuva me 2 non-imitative

4,lma Tristitia et anxietas 2 non-imitative

4,2da Sed tu Domine 0 free imitative

5 Memento Domine 2 imitative

6,lma Vide Domine 2 non-imitative

6,2da Sed veni Domine 0 Cree non-imitative

7,lma Deus veneront gentes 0 Cree non-imitative

7,2da Posuerunt morticinia 0 free imitative

7,3ta Effuderunt sanguinem 1 imitative

7,4ta Facti sumus 4 non-imitative
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(Table 6.2 continued)

Motet Title/opening text Subjects Sub-Category

8 Domine tu jurasti 2 imitative

9 Vigilate 2 non-imitative

10 In resurrectione tua 1 imitative

Il,lma Aspice Domine 1 imitative

11,2da Respice Domine 1 imitative (canon)

12,lma Ne irascaris 0 free non-imitative

12,2da Civitas sancti tui 1 imitative

13, Ima o quam gloriosum 0 free imitative

13,2da Benedictio et claritas 1 imitative

14,lma Tribulationes civitatum 3 non-imitative

14,2da Timor et hebetudo 1 imitative

14,3ta Nos enim pro peccatis 1 imitative

15 Domine secundum multitudinem 2 imitative

16,lma Laetentur coeli 1 imitative (canon)

16,2da Orietur in diebus 1 imitative (canon)

The pair ofopenings that contain more than two subjects warrants further

comment: the three-subject homophonie opening of Tribu/ationes civitatum (1589/14),

and the quadruple point from the quarta pars of Deus venerunt gentes (1589/7). The

158
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former example illustrates an opening with declamatory homophony~ ofwhich Byrd was

quite fond c. 1580. The motets in the 1589 Cant;ones that begin in this manner, 1589/3,

4~ 6~ 7~ 12 and 14, date from c. 1580, according to Kerman's chronology.l The imitative

point from Deus venerunt gentes is more complex. Byrd presents a double point in which

he sets the text "facti sumus-opprobriumn to a pair of subjects, resulting in a quadruple

point. Others have called this passage a triple point;! 1 imagine they do not consider the

4·opprobrium" motive in the bass (measure 195) to be a subject. However, as Example

6.1 demonstrates, this subjec4 though briet: combines consistently with the passage's

other subject material, fonning a harmonic motive. The subject's use as part ofa larger

unit bestows on it a certain rhetorical weight.

Finally,I summarize the preceding information in Table 6.3, below, a COllOt of

single, double, triple and quadruple points, and freely designed formai oPenïngs from the

1589 Cantiones. 1have divided each ofthese points into two texturai presentation tyPes:

imitative and non-imitative, and combined these as a total at the bottom of the table.

Triple and quadruple points, ofwhich there is a single example for each in this sample of

opening gestures~ require no such total. The statistical breakdown again shows that Byrd

treats openings ofa motet' s subsequent partes differently from oPenings ofprima pars.

Double points dominate prima partes while free openings and imitative passages with

IKerman, 44Chronology and Cano~" 375.
2Kerman, The Masses, 143, and Craig Monson, 44Byrd, the Catholics and the Motet: The

Hearing Reopened," in Hearing the Motet: Essays on the Motet of the Middle Ages and
Renaissance, ed. Dolores Pesee (Oxford and New York: Oxford University Press, 1997)..
especially 358-60.
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one subject predominate in laterpartes. This preponderance ofdouble points in prima

partes stems from Byrd's preference for homophony as an initiating gesture.

Table 6.3: Single, Double, Triple and Quadruple Points in Openings of Byrd's 1589

Canliones Sacrae

Sub-Category Prima Pars Other Partes Total

Single Imitative 4 5 9

Single Canonic 1 3 4

Double Imitative 4 1 5

Double Non-Imitative 2 0 2

Triple Imitative 0 0 0

Triple Non-Imitative 1 0 1

Quadruple Imitative 0 0 0

Quadruple Non-Imitative 0 1 1

Free Imitative 1 2 3

Free Non-Imitative 2 2 4

Single Total 5 8 13

Double Total 6 1 7

Free Total 3 4 7
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One intriguing aspect ofByrd~s openings is the infrequent use ofcanon as a

presentation type to begin a motet. This procedure occurs on three occasions in Byrd~s

1589 Canliones to begin a secunda pars: Laelen/ur coeli (1589/16)~ Aspice Domine

(1589/11) and Defecit in d%re (1589/1; see Examples 6.2~ 6.3 and 6.4)~ but only once to

begin a prima pars (ag~ Laetenlur coeli; see Example 6.5). Byrd~s reservation of

canon for the begjnning ofsubsequent partes is yet another sign that a secundo pars has

distinct musical requirements from a prima pars. Even with this small sample, however,

Byrd makes a distinction as to degree ofcomplexity. The canon that begins Laetentur

coeli is a three-voice transposed canon by descending fourth, while the canon from the

motet's secundo pars is a three-voice invertible canon. The latter canon adds the

complicating feature of invertible counterpoint, therefore varying the interval content of

the harmonic motive formed by the initial two entries. In the former canon, the harmonic

motive is simply transPOsed down a fourth, thus retaining its harmonic interval structure

upon restatement.

The invertible canon that begins the secunda pars ofAspice Domine resembles

that of Laetentur coeli, secundapars~ but with cantus firmus added. As this cantus

firmus is stationary for virtually the entire canon~ it would he misleading ta cali it an

independent subject (thus forming an accompanied invertible canon, or Figure 5.21).

Instead.. 1 see it as texturai support within a simpler Figure 5.5. (For the distinction

between independent subjects and texturai filler~ see Chapter 5, pages 130-32, concerning

the three-voice homophonie presentation type.)
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The canon that begins the secunda pars ofDeficit in d%re is more intricate than

any of the examples discussed above. It is a four-voice variably constructed canon that

stratifies into a pair ofduos (as indicated on Example 6.4), to which Byrd adds a free,

supporting voice. The initial effect is semi-imitative presentation (the initial imitative

pair in the contratenor and tenor, plus an independent second subject in the Medius), but

the ensuing pair ofentries in superius and bassus at the same time interval expands this

module into a canon. The continued presence of the free voice (it lasts until the end of

the canon, marked by a cadence to E in measure 75), plus the registrai subdivision into a

pair of imitative duos, helps to conceal its periodicity.

II. Beginnings of Internai Openings

1. Complex Presentation Types and Loosening

The relative scarcity ofcanon as a presentation type to begin a motet in Byrd's

1589 Cantiones mises sorne interesting issues concerning the musical complexity of

presentational devices. As noted above, Byrd restricts himself to a limited anay of

presentational possibilities when beginning prima partes or subsequent partes ofa motet.

Thus, one cao say that Byrd's beginnings in the 1589 Cantiones, especially of a prima

pars, are characterized musically by relative simplicity, both texturally and procedurally.

This relative sirnplicity arises from Byrd's desire for further development. There is a

limit to the degree of ÏDtricacy in an opening gesture that would still permit further

development and even greater musical density to he achieved through the working out of

the material. For example, ifa motet were to hegin with a four-voice invertible canon,
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the presence from the outset ofvariation features such as invertible counterPOint would

leave little room for further development. Therefore, in this collection, three-voice

transposed canon (In resurrectione tua, 1589/16) is as complicated as Byrd permits

himself to get at the very beginning ofa motet. Greater presentational intricacy than this

model would lead to excessive complexity upon further development, disturbing and

distorting the overall musicaI shape ofthe composition.

However, what ofopenings that are of lesser formai weigh~ that is, beginnings

that are not marked extemaIly as such? In striking contrast to bis somewhat cautious use

ofa limited variety of presentation tyPes at the very beginning ofa motet, Byrd often uses

canon and other texturally dense presentation types to begin an imitative point that occurs

in the middle ofa large formai unit. This difference in presentational procedure suggests

a new, looser category ofbeginnings: the "internai opening.''t 1 will use this term to

describe beginnings of middles. Internai openings display a greater variety of

presentation types than openings that begin the prima pars or subsequent partes ofa

motet. The implications of this variety will be the focus ofthe ensuing discussion.

It is already apparent from the distinction between presentation types with which

Byrd begins a prima pars and the ones that can open other partes ofa motet that there are

varying degrees of "beginning" in bis 1589 Cantiones. The opening gestures of

subsequent partes display greater presentationaI variety than the openings ofprima pars.

Similarly, internai openings display still more freedom: that is, greater density and variety

of texture. In fact, this increased density (the presence ofa greater number ofvoices with

material that recurs) permits a greater variety and complexity of presentation types when
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beginning an internaI opening. The relatively more intricate presentation types with

which Byrd begins internai openings fall into two main categories: canons and semi­

imitative hybrids. These elaborate types are virtually or entirely absent at openings. The

general tendency is clear: the lesser formai significance ofthe internai opening gesture

aIlows for greater variety and complexity ofpresentation types as ao initiating gesture.

To he certain, the presentation types described in the preceding section that typify

the very beginning ofa motet cao and do occur to initiate internai openings as weIl (the

thin-textured imitative and non-imitative presentation types schematized above as Figures

5.1-5.7). However, this occasional identity of presentational procedure is not the most

interesting feature of internai openings. More intriguing is Byrd's more frequent use of

canons, and the use of hybrids that are unique to internal openings. By beginning with

canons and hybrids, Byrd sets different musical expectations for internai openings. 1

shall therefore focus on these complex types and their use in internai openings, giving

examples ofeach from Byrd's 1589 Cantiones.

2. Internai Openings and Texture

One musical feature that affects the number ofdiscrete presentation types in

internai openings is texture and density of material. Byrd often worles toward full texture

gradually as his compositions get underway, especially when he begins with imitation.

This progression from thin to thick texture allows for clear presentation ofsubject

material with a small number of voices initially, and a dynamic curve toward a denser

climax later 00. As a result, openings that involve three or more voices that recur as part
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ofa harmonie motive oecur far more commonly as internal openings than al beginnings.

These thicker-textured presentation types include homophonie presentation in three or

more voices (Figures 6-7 and 11-12), canon in three and four voices (Figures 4-5 and 13-

16), imitation plus parallel doubling (Figures 8 and 17), and various semi-imitative

complexes (Figures 9 and 18-24).3 The thicker texture ofthese models is an important

detennining factor in Byrd's tendency to reserve them for internal openings. (Openings

ofprima pars or subsequent partes, when they include recurring material, tend toward

thin texture; the three-voice homophonie presentation type, Figures 5.6 and 5.7, is the

most texturally dense type that Byrd uses regularly to open a motet or subsequent partes.

Byrd's opening gesture of Trislilia et anxietas, 1589/4, is Figure 5.6, or two subjects plus

parallel doubling. The fust few measures of Tribu/aliones civilalum (1589/14) is Figure

5.7, the homophonie triple point. These have been illustrated as Examples 5.6 and 5.7c.

3. Canon as Presentation Type

Byrd frequently uses canons ofvarious types to initiate an imitative point in the

middle ofa piece. This importance ofcanon as an internal opening device is not

surprising, given the flexible ways in which it can be constructed. Six of the 24

presentation types from the preceding chapter are canonic. Four additional models

combine canon and non-imitative features in a hybrid presentation type. Thus, nearly

3Figures 8-9 and 17-18 are imitative duos with homophonie support; Figures 19-22 are
canons with homophonie support; Figures 23-24 are imitative duos plus Iwo supporting
voiees (semi-imitative presentation plus an extra accompanying voice).
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halfofthe possible models enumerated above have canonic features. [shaH first focus on

those models that are strictly canonic (no parallel doubling or accompanying voice).

Examples ofeach canonic presentation type from Byrd's 1589 Cantiones appear below as

Table 6.4. This is not an exhaustive li~ but rather a representative sampling. 1have

listed the one canon by altemating fourths and fifths in the 1589 Cantiones separately, but

since it is a variant of the transposed canon (Figure 5.4), it requires no new modeL

Table 6.4: Selected Canonic TyPes from Internai Openings in Byrd's 1589 Cantiones

1. Canonic Presentation Types in Three Voices4

Canonic Type Figure Example(s)

Transposed 5.4 Vigilate, measure 31, Ne irascaris, measure 71

(Exx. 6.6a-b)

Altemating 4ths/5ths 5.4 o quam gloriosum, measure 22 (Ex. 6.7)

Invertible 5.5 Vigilate, measure 44 (Ex. 6.8a)

4Measure numbers indicate the starting point ofthe canon.
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2. Canonic Presentation Types in Four Voices

Canonic Type Figure Example(s)

Invertible, Type 1 5.14 Laetentur coeli, measure 15, Ne irascaris,

(pair ofduos) measure 124 (Exx. 6.9a-b; also Ex. 6.5)

Invertible--> 5.15 none

Transposed (Type 2)

Transposed-> 5.16 Aspice Domine, measure 35 (Ex. 6.10)

invertible (Type 3)

The above sampling ofcanonic passages in three and four voices gives sorne

sense of the variety with which Byrd proceeds when he constructs complex imitative

0Penings. One notable absence is Figure 5.15, invertible--> transposed canon (hybrid

canon, Type 2). One possible reason why Byrd avoided this type is related to control of

musical complexity. Byrd's beginnings display a preference for starting simply (Le. thin­

textured, with one ofa Iimited number ofpresentation types), allowing space to increase

gradually in intensity before retuming to their initial state. Transposed canon, which only

requires restatement of the intervallic obligation at a higher pitch level, is a relatively

simple procedure. Inverting the registral position ofentries creates a greater level of

complexity, since it varies the original combination by invertible counterpoint. Thus, in a

transposed--> invertible canon, an increase in complexity from an initial simpler state is

achieved. On the contrary, moving from invertible canon to transposed canon is a
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simplification procedure whose proper location in an imitative point would he to lessen

the musical activity following its climaetic moment.

Another asPect ofthese canonie types is the difficulty ofdeeiding exaetly what

the harmonie motive ofthe passage might he. The canonic passage from Ne irascaris,

measure 124ft: (listed in Table 6.4 as an example ofa variably constructed canon, Type 1,

or Figure 5.14) aptly illustrates the problem (see Example 6.8b). At fust, it seems that

Byrd is heginning with an imitative duo (Figure 5.1) at the semibreve; nothing could be

simpler. However, a third entry at the same time-interval tums this duo into an invertible

canon (Figure 5.5). Then, a fourth entry in the contratenor suggests a variably construeted

canon arranged as a pair ofduos, or Figure 5.14 (which Byrd further complicates by

doubling this entry in parallel thirds). However, Byrd doesn't stop there: he continues to

add entries (two per measure) until the pattern finally breaks in measure 120. Thus we

have eight fully periodie entries, some further amplified by parallel doubling. Moreover,

after the pattern breaks, Byrd begins a second canon with six additional entries.

Given the complexity of this passage, the question must be asked: what is the

harmonie motive here? At what point in the canonic process does presentation become

variation? Anempting to drawa Hne in the sand at any point in this canon seems

meaningless: one could argue with equal vigour for Figures 5.1, 5.5 or 5.14 as the

initiating cell of the canon. What seems evident from Byrd's procedure is that complex

presentation types can blend aImost imperceptibly into the development by which he

extends the imitative point. Thus, as will he explored in Chapter 7, canonic presentation

types contain within them the seeds of further development, and in fact often shape the
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nature of this development by the registrai patterns ofentry they create. As we will see,

the same holds true for hybrid presentation types, to be examined below.

4. Hybrid as Presentation Type

Byrd a1so uses presentation types that combine imitative and non-imitative

features to begin an internai opening. These hybrid types, due to their combination of

different texturai procedures, permit a more varied development, since they can change

greatly in character and effect with the addition or removal ofvoices from the initial

harmonic motive. 1 shall provide a representative list of these types and their use as

initiating gestures in the 1589 Cantiones Sacrae (see Table 6.5, below) and then draw

some conclusions as to the significance ofthis use.
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HybridType Figure Example(s)

Imitation plus Parallel 5.8 Tristitia, measure 157, ln resurrectione tua,

Doubling measure 25 (Exx. 6.11a-b)

Semi-Imitative 5.9 Tristitia, measure 135, 0 quam gloriosum,

measure 50, (Exx. 6.12a-b)

Imitation, both entries with 5.17 none

Parallel Doubling

Overlapping Duos 5.18 o quam g/oriosum, measure 91 (Ex. 6.13)

Aeeompanied semi-imitative 5.23 none

Semi-imitative plus parallel 5.24 Trislitia, measures 6-8 (Ex. 6.14)

Canonie Hybrids (canon with homophonie support)

Canonic Hybrid Figure Example(s)

Transposed plus Parallel 5.19 Domine tu jurasti, measure 57, Vigi/ale,

measure 101, ln resurrectione tua, measure 26

(Exx. 6. 15a-e)

Invertible plus Parallel 5.20 Deus venerunt gentes, measure 91, (Ex. 6.16)

Accompanied Transposed 5.21 Aspice Domine, measure 43 (Ex. 6.17)

Aceompanied Invertible 5.22 Tribulationes civitalum, measure 20 (Ex. 6.18)
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1 present these semi-imitative types roughly in order ofcomplexity. This

complexity is defined according to the number of voices~ nomber of subjects~and the

variation techniques used in the presentation type. The first two types (imitation plus

parallel and semi-imitative presentation) occur with greater frequency than the others as

beginning gestures; their relative simplicity eompared to the other types from Table 6.5

marks them as appropriate introductory deviees. Byrd uses other hybrid types rarely in

the 1589 Cantiones. The overlapping duo (Figure 5.18) oceurs ooly once as an opening

gesture. The imitative duo with both entries doubled in parallel motion (Figure 5.17)

doesn't occur at ail, nor does accompanied semi-imitative presentation (Figure 5.23).

Semi-imitative presentation plus parallel doubling (Figure 5.24) ooly occurs as a

developmental procedure (expanding the double point plus parallel from the opening

measures of Trislitia et anxie/as). Four-voice canonic presentation types are equally rare

at beginnings. The most common type is the transposed canon with parallel doubling

added (Figure 5.19), followed by invertible canon plus paraIlel (Figure 5.20).

Though Byrd occasionally adds parallel doubling to a canon~ he seldom adds a

free recurring voice (i.e. a distinct subject). The two accompanied canon types (Figures

5.21 and 5.22) oecur once apiece in the 1589 Cantiones. An example ofaccompanied

transposed canon fromAspice Domine was discussed above on page 147 (see Examples

5.21 and 6.17). The "quas passae sunt" passage from Tribu/ationes civitatum (1589/14),

appearing twice at measures 16 and 20, as shown in Example 6.18, is the ooly example in

this collection ofaccompanied invertible canon as an opening gesture. This passage does

not seem canonic: the subjeet materia! is in long rhythmic values and the entries are
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separated by a minim, 50 the overall effect is nearly homophonie. However, the three

entries ofSubject A are evenly spaced in time. Thus, according to Schubert's definition

ofcanon (pages 24-25), the designation of this passage as such is valid.

III. Conclusion

In Chapter 5, 1concluded that the line between presentation and development in

Byrd's use ofsubject material is not a1ways clear. This blurring of formai boundaries is

one of the means by wbich Byrd creates subtle distinctions between begjnnings and

middles (openings ofprima partes versus openings of subsequent partes versus internai

oPenïngs) within a motet. The beginning ofa motet displays the least diversity and

texturai complexity ofpresentational devices. The beginning ofa Secunda Pars,

however, often uses denser presentation types not typical of the beginning of a Prima

Pars. Finally, the beginning ofan internai oPenïng may use complex presentation types

that blend imitative and non-imitative presentation (hybrid presentation types) or present

and immediately vary a two-voice contrapuntai combination (canonic presentation types).

1cali these models "complex" because they suggest both presentation and development.

This blending of initiation and continuation typifies Byrd's presentational tendencies in

middle sections ofa larger formai unit. These complex presentation tyPes, due to the

variation procedures they contain, are a microcosm ofthe development procedures by

which Byrd varies bis subject material in the middle ofan imitative point. Development

procedures within an imitative point will he discussed in depth in the following chapter.
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Variation Techniques and

Motivic Development

Byrd's procedures in imitative points occur in three stages: tirst he presents

material (according to the 24 types described in Chapters 5 and 6), then he varies il, and

fmally he cadences. This chapter will deal with the Middle procedure in the musical

succession: Byrd's variation procedures by which he develops bis opening material, once

it has been presented. These variation procedures fall into four categories: texturai

change, transposition, melodic variation and invertible counterpoint. 1 will examine each

ofthese procedures in turn, giving examples from Byrd's 1589 Cantiones to demonstrate

their use. At first, for the sake of clarity, 1 will focus on these developmental procedures

in isolation from each other. Then, 1 will show how these techniques interact with each

other in an imitative point.

I. Texturai Change

The first way in which a presentation type can be varied is through textural

change. This technique takes one of two fonns: thickening ofa type that was initially

thin-textured, and thinning out ofa type whose initial statement was hidden in a full

texture, accompanied by additional voices. 1 shaH discuss each possibility in order.
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Texturai thickening is very common in Renaissance style, especially when a

motet begins with imitation (thus presupposing an initially monophonic presentation).

This technique is most signÏficant if it involves the addition ofmaterial that repea15 in

combination (forms a harmonic motive). Subjec15 that recur in combination show that

Byrd was thinking ofthis group ofmelodic subjec15 as a unit. Texturai thickening

through the addition ofnon-reeurring material is of lesser significance. Such free voices

simply add texturai density, and will therefore not he considered in the current discussion.

Texturai thickening through adding Melodie subjects is oftwo varieties: parallel doubling

and canon. 80th devices have already appeared in certain presentation types (Figures 6,

8, 17, 19-20 and 24 for the former, Figures 4, 5, 13-16 and 19-22 for the latter).

Doubling a melodie line in parallel motion is the simpler case; this technique is

eommon in the 1589 Cantiones. Once subject material has heen presented, the initial

melodie-harmonie unit can he "thickened" by doubling one (or more than one) of its

constituent parts. As a result, for example, three or four voices can he generated from a

contrapuntal combination that originally ooly contained two. This doubling is virtually

always in parallel thirds or sixths, the only freely usable parallel consonances in

Renaissance style. 1

Both of these doublings oecur in the "exultet" imitative point from Laetentur coeli

(1589/16, see Example 7.1). Byrd introduces a three-note descending semiminim figure

in measure 9 as the non-variable ending ofa variably shaped "et exultet" subjeet. 115 first

IOne could argue for doubling in parallel fourths when this doubling involves upper
parts; this technique never occurs in the 1589 Cantiones, however.
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statement occurs against free material, but its next appearance is as an imitative duo at the

minim, with the lower voice doubled in parallel thirds. This imitative duo plus parallel

doubling immediately spawns an extended, dense canonic passage (measures 10-13).

During this canon, three entries are doubled in parallel motion. Superius and bassus

double in compound thirds (measure Il), tenor and bassus double in thirds (measure 12),

and finally, superius and Medius double in sixths (measures 12-13). Byrd's use of the

technique provides homophonie support and emphasis to one ofthe voices ofthe original

contrapuntal combination.

Another type of texturai thickening occurs when Byrd adds a third entry to an

imitative duo at the same rime interval, creating a canon. This equality of time intervaI

permits the vertical interval combination of the original pair ofentries to recur in the next

pair.2 Often, the extra voices enter at a consistent melodic intervaI as weIl so that the

melodic interval between the first two entries is preserved. The musical result is that the

original imitative duo becomes a transposed canon.3 That is, the hannonic interval

structure formed by the first two entries recurs at a different pitch level between all other

successive pairs ofvoices within the canon. This canonic procedure has aIready been

observed as a presentation type in an internai opening; as a middle gesture, the same

canonic type derives from a thinner-textured initial module (i.e. arises from "thickening"

an imitative duo), but the musical result is identical.

2This fuUy periodic pattern ofentries (and the recurrence of the imitative duo that results)
is the detennining factor in Schubert's definition ofcanon (Modal Counterpoint, 216).

3Schubert's term, see discussion above, Chapter 1, 24-25.
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Byrd uses the opposite development procedure on occasion: texturai ''tbinning

outn ofa harmonic motive. 0 Domine adjuva me (l589/3), measures 18-20, illustrates

this procedure (see Example 7.2). Here, a melodic subject appears first as two voices in

parallel thirds, followed immediately by a presentation of the subject by itself: Since the

thicker fonn ofthe hannonic motive precedes the single-voice presentation, Byrd adds

free materiaI the second time to maintain a consistent texture and density ofmaterial.

II. Transposition

1. Transposition and Pitch Centricity

The second developmental procedure to he discussed, namely, transposition, can

he used in different ways to vary an initial presentation type. In Byrd's opening sections,

he chooses bis transpositions carefully to establish one or two central pitches.

Transposition by octave ofa two-voice harmonic motive (for example, a soprano-alto

pair answered at the lower octave by tenor and bass), pennits retention of the same pitch­

classes in both its original and transposed forms. This technique can he seen in the

opening measures of Vigilate (1589/9, see Example 7.3a). In this passage, Byrd presents

two subjects at once in superius and medius, bath ofwbich hegin on the final. This

materiaIlater reappears in tenor and bassus, transposed down an octave, to begin a varied

restatement ofthe opening measures. Byrd aIso uses this procedure to begin the secunda

pars ofNe Irascaris (1589/12); see Example 7.3b.

It is also common for an opening pair of voices to he transposed a fifth (soprano­

tenor answered by alto-bass, or vice versa). This reworking ofopening material
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introduces and emphasizes new pitches upon repetition: therefore, we have a contrapuntal

manipulation that introduces new pitches, thereby producing variety. The link. with the

important pitch or pitches stated at the beginning seldom disappears upon transposition;

one of the voices often retains one of the pitch-classes of the original pair. When this

does not occur, we May instead have a polarity between the final and an important pitch a

fifth away from it.

Transposition by fifth occurs at the beginning of the Secunda Pars ofDeficit in

d%re (1589/1, see Example 7.4). This section begins with an imitative duo (part ofa

four-voice variably constructed canon). The contratenor leads and the tenor follows a

breve later. In this pair ofentries, both voices begin on A. The next pair ofentries

(superius and bassus) answers the tirst pair by each beginning on E. Because of the

registrai position ofeach voice pair (two middle voices answered by an upper-Iower pair),

the upper part ascends a fifth, while the lower voice descends a fourth. This emphasizes

the same pitch-classes as would have happened had both parts ascended a fifth.

2. Transposition and Canonic Procedures

The technique of transposition has broader implications in varying a presentation

type that bas more than two voices. For example, adding a third voiee at the same

melodie interval and temporal distance as the fust two produees a transposed canon. Byrd

seldom uses canon at the very beginning ofa motet, though as we have seen in the

previous chapter (pages 165-69), it more often begins an internai opening. However,
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Byrd prefers to use canon as a developmental procedure witbin an imitative poin~

creating a sense ofculmination rather than presentation.

Byrd's transposed canons can either confirm an important pitch locally (if the

transposition level is the octave), or move away from one (if the transposition level is an

interval other than the octave). As for the former case, the canon on the word "jubilate"

in Laetentur coeli (1589/16), measures 18-20 (see Example 7.5), has successive entries an

octave apart on C. This motet has F as its final; Byrd. is emphasizing the final's upper

fifth as a local goal.

Transposition by successive fifths creates a graduai departure from a central pitch,

. and is therefore an effective technique to articulate middles through tonal loosening.

This is illustrdted by Byrd's transposed canon at the fifth from ln resurrectione tua

(1589/10), beginning in measure 26 (Example 7.6). In this passage, Byrd combines

transposed canon with parallel doubling to create a sense of tonal departure.

Transposed canon at other intervals than the octave and fifth aIso occurs in the

1589 Cantiones. For example, Laetentur coeli begins with a transposed canon by

descending fourth, as shown in Example 7.7. This canon begins on the final F and then

departs from it rather forcefully for a beginning gesture. The move to C is not surprising

(il creates a polarity between the final and its upper fifth), but the subsequent move to G

is unusual. Byrd balances this move by retuming to the initial Fa beat too early in

measure 5. Thus, he disrupts the periodicity of the oPenïng canon to re-establish the

passage's primary pitch.
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3. Canons with Varied Transposition Levels

Transposing the voices ofa canon different distances, a variation process that

changes the vertical intervals in the combination, is never found in the opening gesture of

a motet, but May occurs in middles. This technique occurs in a canon by altemating

fourths and fifths, a subcategory ofthe transPOsed canon presentation type. This canon,

which cao potentially emphasize a central pitch and its dividing fifth, is technically

problematic. If the canonic entries are successively a fifth and a fourth higher, the

composer cao design a contrapuntal combination in two ways. The composer could use

consonant intervals that remain consonant when reduced in size by a tone (i.e. sixths

become fifths, and fifths become fourths, the latter only possible between upper parts).

Altematively, the composer could use consonances that transfonn into legally treated

dissonances. These limitations often force Byrd to combine canon at unequal intervals

with melodic variation so that the vertical interval content works out smoothly.

The "amicti stolis" canon from 0 quam g/oriosum (1589/13) offers a good

example ofthis technique, and the necessity for melodic variation (see Example 7.8).

The subject in the bass begins with three repeated C's in minims. Byrd's choice of

transposition levels permits him to emphasize the fmal F and its upper fifth C in this

passage. Once the subject begins to descend by step, the limitations ofthis type ofcanon

become apparent. The interval ofa fifth between successive entries on the downbeat of

measure 23 will work out fine; it becomes a sixth in the corresponding place between

entries 2 and 3 (measure 23, beat 3). However, the following sixth will become a lower

neighbour seventh upon restatement, illegal in these rhythmic values. Thus, Byrd has to



•

•

•

180

adjust the second entry to avoid this dissonance (a descending third, melodically,

substitutes for the expected descending step). This use ofmelodic adjustment to make

the combination technically acceptable cao create a transposed canon ofgreat complexity:

at times, the subject is so free in melodic shape that one gets the impression ofrhythmic

imitation only. Andrews has noted that "particularly in Middle sections ofmovements,

the extent ofmelodic alteration becomes so great that the attention becomes fixed rather

on the rhythmic than on the melodic element ofthe subject.'''' However, Byrd normally

provides a recurring core intervallic progression (albeit often brie!), in spite of the

variable melodic design.

This flexibility often complicates the identification of transposition levels within a

canonic passage. The '~quamaquam" canon from the Tertia Pars ofDeus venerunt

gentes (1589/7) is an especially good illustration ofthis complexity (see Example 7.9a).

A group ofentries in measures 144-45 create an apparent canon at alternating fourths and

fifths, as bassus, tenor and contratenor present subject entries on F, C and F respectively.

Though the "tanquam" portion of the subject preserves its shape, the melodie motion into

"aquam" varies. The continuation of this passage is a transposed canon; the first two

entries form an interval structure of5-3-4 where they overlap. This combination then

retums a fifth higher. A fourth entry on B-flat in the superius combines with the third

entry's ending to form the intervals 3-1-2 (the original 5-3-4 pattern, varied by double

counterpoint at the third). Byrd makes this canon work by varying melodically bis

subject material; this is the most important means by which Byrd inereases the flexibility

4Andrews, Byrd's Vocal Polyphony, 248-49.
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and musical utility ofbis long canonic complexes (Examples 7.9b-c present two further

restatements ofthis canon).

III. Melodic Inversion

The third type ofdevelopment procedure by which BYrd can vary a presentation

type is Melodie inversion. This is a type ofmelodie variation that is more systematie titan

Melodie changes for purely technieal reasons discussed above. Morley describes melodic

inversion as "the reverting ofa point...when a point is made rising or falling~ and then

turned to go the contrarie waie, as manie notes as it did ye frrst.,,5 Melodie inversion may

he exaet~ preserving both the intervals of the subject and their quality upon manipulation,

or inexact, in whieh the intervals are preserved but their quality is note Both types of

melodie inversion are valid in Renaissance style.6

Variation by melodie inversion occurs at the beginning ofDeficit in d%re

(1589/1, see Example 7.1 Oa). The pairing of inversionally related subjects is the opening

gesture of the piece: an upper neighbour motion on the word "defecit" is immediately

answered by a second entry, inverted to become a lower neighbour figure. This passage

is BYrd's only use ofmelodic inversion al the beginning ofa motet in the 1589

Cantiones. However, he uses this variation technique in middles on tbree other

occasions. The Secunda Pars of Domine praeslolamur (1589/2) begins with this

SMorley, Plaine and Easie, 85.
6Schubert, "A Lesson from Lassus~" Il, footnote 17. Zarlino illustrates this technique in

The Art ofCounterpoint, 165-70, but does not insist on semitone position being preserved.
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procedure (see Example 7. lOb). This section resembles the opening ofDefecit in d%re.

The recurring subject "veni Dominen begiDS with a lower neighbour figure that inverts to

an upper neighbour figure upon restatement. Another example is from Tribulationes

civitatum (1589/14}, starting with measure 24 (see Example 7.10c). Byrd presents an

upper neighbour motion ("Dominen)~ and answers it with a melodically inverted pair of

voices in parallel thirds.

Finally~ we have the '4Amen~~ that concludes 0 quam gloriosum (1589/13). In

measure 112 (see Example 7.10d), Byrd introduces a descending scale in the bass,

followed four measures later by its melodic inversion in the superius (this variant could

also be considered a retrograde form ofthe original, but when a subject is scalar~ its

inversion and its retrograde are identical). Sïnce these two forms of the subject are

subordinate voices within an imitative point on the word "saeculorum,~' Byrd downplays

their fust appearance; the melodically striking "saeculorum" subject is in the forefront.

Once Byrd achieves the ultimate cadential goal of the motet (the final F) in measure 119,

the imitative and combinatorial potential ofthis "Amen" motive is revealed, as shown in

Example 7.1 Oe. The descending version of the motive forms a four-voice canon at the

semibreve. Byrd uses an inverted entry (the ascending scalar form ofthe motive) in the

middle of this canon. This inverted entry is metrically skewed, beginning on the accented

minim (all other entries begin on weak minims in the measure). As a consequence ofthis

rhythmic shift, an even tighter stretto occurs: the entry in the bassus creates a three-voice

canon at the minim with the previous superius and the following Medius entries.
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IV. Invertible Countemoint

1. Definition and Types

Invertible counterpoint is the final procedure by which Byrd can vary a

presentation type; it occurs when one or both voices ofa type are transposed so that the

registrai position of its melodic components is reversed. Variation by invertible

counterpoint is one of the fundamental features of imitative polyphony, as it permits

subject material to retum while the interval structure between the voices changes. This

technique is so prevalent in Byrd's compositional style that musical examples from the

1589 Cantiones are easy to find, and infinitely varied in procedure and musical content.

This tyPe of variation tends to combine with the others discussed above, 50 its musical

effect seldom occurs in isolation.

Invertible counterpoÎnt (henceforth ic) often occurs at the interval ofan octave (or

its compound, the fifteenth), the twelfth and the tenth. The latter two possibilities are

demonstrated by Zarlino in The Art ofCounterpoint. In bis example of ic 12, Zarlino

moves one voice the distance ofan octave, and the other a fifth in the opposite direction.7

In bis ic 10 example, Zarlino moves one voice an octave and the other a third (or

compound third) in the opposite direction.8 These types of invertible counterpoint a110w

important pitches to return upon variation: with ic 8, the pitches of the original

combination can return in both voices; ic 10 and 12 Permit pitch retention in one part

only. Inversion at the tenth often combines with parallel doubling, thus producing a

7Illustrated by Zarlino, The Art ofCounterpoint, 160-61.
8I11ustrated by Zarlino, The Art ofCounterpoint, 163-64.
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variant that inverts at two intervals at once. Inversion at these three intervals, either alone

or in combination, figures prominently in both Zarlino and Morley, and in Byrd's 1589

Cantiones. Inversion at less common intervals (the sixth, seventh, ninth and eleventh) ail

occur in Byrd's Cantiones as weil. For technical reasons, these types of invertible

counterpoint are much less common than inversion at the octave, tenth and twelfth.

However, Byrd's use of inversion at all possible intervals is significant: it is a sign ofhis

diligent efforts to bring back subject materia! in innovative ways. The follo\\ring section

will explore Byrd's use ofinvertible counterpoint in bis 1589 Cantiones, with special

emphasis on the use of intervals of inversion not discussed in Renaissance treatises.

2. Invertible Countemoint and '4Ingenuity"

Byrd's use of invertible counterpoint at unusual intervals stems from a larger

musical concem: an interest in varied repetition. Zarlino explains the necessity for

musical variety as follows:

As variety brings pleasure and delight, so excessive repetition generates boredom
and annoyance. Let us...he certain that our counterpoint is so varied that the same
passage or harmonie progression is not repeated exactly...To an intelligent person,
[such variations] are signs ofa lively spirit and an abundance of invention.9

Giovanni Maria Artusi later codified Zarlino's opinions ioto a handy "flow chart"

describing how the different elements ofa contrapuntal combination may he varied. One

9Zarlino, The Art ofCounterpoint, 153-154.
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should vary the notes, the rhythms or the vertical intervals. IO Invertible counterpoint

aIlows for variation of the vertical intervals, Il and often the notes as weil.

Zarlino's description of invertible counterpoint puts the Renaissance view of the

technique into clearer perspective:

Here, a composition is so ingeniously designed that it May he sung with the parts
interchanged. Thus a repetition will produce a hannony different from that tirst
heard in the same two pans.Il

Thus, Zarlino acknowledges the importance of invertible counterpoint as an element ofa

skilful composer's technique, since he explicitly refers to it as '~ingenious." Nor is this

technique merely an example ofskill for skill's sake, but rather, an important tool with

which a composer could make a musical composition more varied and effective.

Zarlino's comments about the musical desirability ofvaried repetition could he read as a

challenge to the composers ofbis time to investigate the musical limits of this technique.

One avenue of investigation is for composers to probe inversion at less common

intervals, the better to display their "lively spirit and abundance of invention."

Il is within this context of technical skill and musical creativity that William

Byrd's use of invertible counterpoint must be understood, and the uniqueness of his

procedures acknowledged. An experimental spirit permeates Byrd's musical style,

especially in the collection ofCantiones currently under examination. These motets in

IOThis chart is reproduced in Schubert, Modal Counterpoint., 104-105; see also the
accompanying discussion, 103.

IIThe sole exception is the case of Zarlino's "second mode of double counterpoint.," in
which a combination of registrai reversai and melodic inversion cao result in the vertical
intervals being retained upon variation. See The Art ofCounterpoint, 165-66.

'2Zarlino., The Art ofCounterpoint., 159.
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general are particularly notable for their contrapuntal ingenuity; BYrd himselfdescribed

these works as displaying '''greater skill and deptb" than the collection ofpsalms, sonnets

and songs that he had published in 1588.13 One could infer that this "'skill and depth"

manifests itself: at least in part, through BYrd's distinctive methods ofvarying musical

content by using rare intervals of inversion.

3. Common Intervals ofInversion (octave, tenth' twelfth)

Before examining BYrd's use ofinvertible counterpoint, it is useful to examine the

advantages and pitfalls ofeach possible interval of inversion from a purely technical

standpoint. To this end, 1will provide a chart of intervals for each type of invertible

counterpoint from the third to the twelfth, beginning with the most common types and

proceeding to the more rare ones.

The three common types of invertible counterpoint (inversion at the octave, tenth

and twelfth; henceforth abbreviated as ie 8, ic 10 and ic 12) are a1so the most musically

viable: they ail contain many consonances that remain consonant upon inversion. These

three intervals of inversion appear below as Tables 1,2 and 3. In these and all

subsequent tables, the upper line of integers shows the vertical interval in the original

combination; the lower line shows the interval it will become upon inversion. Usable

consonances in two voices are in bold tyPe. Consonances that invert to fourths are only

usable in three or more voices, where they cao occur between upper voices as part ofa 63

or 8s sonority; these 1have put in italics.

13Cited by Brown, Cantiones Sacrae 1589 (Ed. Brown), page v.
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Table 1: ic 8

original

inversion

Table 2: ic 10

original

inversion

Table 3: ic 12

original

inversion

123 456 7 8

87654321

1 2 3 4 S 6 7 8 9 10

10 9 8 7 6 5 4 3 2 1

12 Il 10 9 8 7 6 S 4 3 2 1

1 2 3 4 5 6 7 8 9 10 Il 12

187

•

As shown above, ic 8, 10 and 12 all produce a number ofusable consonances.

With ic 8 (and its compound, ic 15), only the fifth is problematic, since it inverts to a

potentially-dissonant fourth; the octave, third and sixth are usable. With ic 12, the

interval ofa sixth is unusable (it becomes a seventh upon inversion); the octave, fifth and

third are ail usable. With ic 10, all consonances (unîson, third, fifth, sixth, and their

octave duplicates) remain consonant in the inversion. However, since imperfect

consonances invert to perfect consonances, paraileI motion cannot he used in the original

combination, as it will create illegal parallels in the inversion (parallel thirds become

parallel octaves, while parallel sixths become parallel fifths). These three varieties of
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invertible counterpoint can readily occur in a two-voice texture, as the great number of

available consonances will permit construction ofa melodically-interesting and

intervallically-varied contrapuntal combination. Thus, it is far from surprising, given this

relative freedom ofchoice, that these three intervals of inversion are the types that occur

with the greatest frequency in the Renaissance musicalliterature.

4. Other Intervals of Inversion

Inversion al unusual intervals within the confines ofRenaissance style and Prima

Prall;ca dissonance treatment is difficult, but not completely impossible in the bands of

an imaginative and skilled composer. 1 will discuss the musical possibilities and pitfalls

for each ofthese rare intervaIs of inversion below. Invertible counterpoint at the seventh

is the most flexible of the rare types. It is reasonably viable in two voices, though less so

than ic 8, 10 and 12, discussed above. The intervals in the original map ooto the intervals

in the inversion as follows (see Table 4, below):

Table 4: ic 7

original

inversion

1234567

7 6 5 432 1

•
Thus, with ic 7, thirds and fifths are freely usable, since they interchange upon inversion.

The fourth inverts to itself: making it a possible consonance in a comhination of upper

parts; ail ofthe above applies to ic 14 (compound seventh) as weil. This type of
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inversion is less manageable than ic 8, 10 or 12, given the smaller number ofconsonances

which invert legally.

Inversion at the sixth is equally limiting. In this type of invertible counterpoint,

sixths and unisons invert to each other, as do fourths and thirds. This type of inversion is

shown in Table 5:

Table 5: ic 6

original

inversion

1 234 5 6

6 543 2 1

• Inversion at the fifth resembles ic 12 in its viable interval possibilities, though the

tighter registrai space limits the choices somewhat. Unisons and fifths invert to eaeh

other, and thirds to themselves, as seen in Table 6:

Table 6: ie 5

original

inversion

1 2 345

54321

•

Inversion al the third is more problematie than the preceding types in a two-voice

texture. Due to the cramped registrai spaee in whieh to work, composers have shunned

this interval of inversion. Unlike ie 6 and ic 7, there are no additional consonances that
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invert correctly when a third voice is added, since the interval ofa fourth is outside the

range of this type of inversion. 1present this interval of inversion as Table 7, below:

Table 7: ic 3

original

inversion

123

321

•

The viability ofthe two remaining intervals of inversion is even more limited than

the preceding ODes in a two-part texture. Both ic 9 and ic Il have ooly a single

consonance that inverts to another consonance (though each has additional possibilities in

three parts), as shown in Tables 8 and 9, below:

Table 8: ic 9

original

inversion

Table 9: ic Il

original

inversion

123 4 S 678 9

987 6 S 432 1

1 2 3 4 5 6 7 8 9 10 Il

Il 10 9 8 7 6 5 4 3 2 1

•
Given the restrictions, these intervals of inversion are only marginally useful in two

voices. The composer cao expand bis or her musical resources by designing consonant
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passages that invert to properly treated dissonances, but this only slightly attenuates the

technical difficulties. One way to make these rare intervals of inversion musically

plausible is to add a third voice, thus making the interval ofa fourth available as a

consonance between upper parts. This extra consonance makes plausible intervals of

inversion that are of little musical use in a two-part texture. In three or more voices, due

to the consonant status of the fourth, any interval of inversion larger than a second creates

a situation in which two or more consonances invert to other consonances. Thus, in a

thicker texture, all intervals of inversion are somewhat viable between upper parts.

Returning to Tables 8 and 9, above: when inverting at the ninth, the usable

consonances are the fifth in two voices, to which we add the fourth and sixth (which

invert to each other) between upper parts ofa three-voice texture. When inverting at the

eleventh, the sixth inverts to itself: and is therefore usable in a two-voice texture. In three

or more voices, one can add the octave and fourth between upper parts, which invert to

each other. The musical potential ofthese intervals of inversion is somewhat limited, but

not to the point where BYrd avoids them entirely. A brief example of ic 9 is found in

Deus venerunt gentes (1589/7), measures 47-50 (see Example 7.11) as the incidental

result ofcomplex contrapuntal manipulations and melodic variation within a concluding

canonic passage. A more extended use ofic II appears in Aspice Domine (1589/11); this

passage will be discussed at length below.
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5. Invertible Counterooint and Beginnings

Now that the tecbnical aspects ofaIl intervals of inversion have been examined, 1

will proceed to a discussion ofhow Byrd's use ofinvertible counterpoint intersects with

fonn. 1will show how Byrd's use ofinvertible counterpoint helps to emphasize the

contrast in musical content and procedure between beginning, middle and end. As with

the 24 presentation types described earlier, types of invertible counterpoint that typify

beginnings differ from those that occur mainly in middles.

Byrd's beginnings avoid the more unusual types ofinvertible counterpoint in

favour of the common ones (esPecially ic 8 and (2). One seldom finds examples of

unusuaI intervals of inversion at or near the beginning ofa motet, or the beginning of its

subsequent partes. Likewise, internai oPenings tend to he conventional in their use of

invertible counterpoint. One can infer that Byrd prefers an initial clarity of presentation

when he introduces bis subject materiaI, as weil as in the initial stages of their variation.

After Byrd presents subject material, he prefers to vary it initially by using intervals of

inversion that allow retention of important pitches (e.g. the final and its upper or lower

fifth) when the registrai position of the voices is reversed. This process pennits tonal

c1arity as the initiating subject material begins to he developed. Due to this desire for

clarity ofpresentation, invertible counterpoint in beginnings is typically either at the

octave (preserving the original pitch-c1asses in ail voices upon inversion)14 or at the fifth

14Though it is possible to invert at the octave without preserving the pitch-classes of the
original combination (one voice could ascend a fifth while the other descends a fourth, for
example), this occurs rarely in Byrd: retention ofpitch-classes is paramount in this type of
invertible counterpoint.
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or twelfth. Strictly speaking, interval of inversion and establishment ofcentral pitches

are separate musical considerations which operate indePendently ofeach other;

nonetheless, Byrd carefully selects transpositions when he uses invertible counterpoint to

highlight important pitches, at least when he uses this technique early on in an imitative

point. For example, inversion at the twelfth (or at the fifth) pennits Byrd to retain the

original pitch-classes in one voice. Since Byrd often hegins bis motets by emphasizing

the final and/or its upper fifth, inversion at the fifth or twelfth permits these pitches to he

established as a stable region, as one of these important pitches cao he retained in the

varied form of the combination.

The beginning of0 Domine adjuva me (1589/3, see Example 7.12) is a good

illustration ofhow Byrd uses ic 8 to maintain an important pitch upon variation. The

initial non-imitative module (measures 1-2) is a simple cadence to the final A. When this

combination retums in measures 4-5 with its voices interchanged, this goal pitch is

retained in both voices. Inversion at the twelfth is more interesting than ic 8 in that it

permits introduction ofnew pitches while others are retained. The "occupaverunt­

interiora Mean point from Tristitia et anxietas illustrates: as shown in Example 7.13, the

Medius and contratenor are a cantizans-tenorizans cadence pair Ieading to E in measures

23-24, above which Byrd adds a statement of "occupaverunt," aIso ending on E. When

this three-voice package retums in measures 25-26, the medius and tenor stilllead to E,

but Byrd places the "occupaverunt" subject a twelfth lower than in its preceding

statement (ending on A). This newtransposition varies the original combination by ic 12.

The cadential arrivai on E is retained, but the "occupaverunt" voice plays a different role
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in the cadence the second time around. The second and third notes of the subject are an

evaded hasizans "5-6" in measures 25-26, whereas this subject segment was an evaded

tenorizans "2-3" in measures 23-24. Thus, alteration by ic 12 creates an evolution of

pitch content and tonal focus in this passage.

6. Parallel Doubling and ic 10

Byrd's procedures in the Tristitia passage discussed above illustrate the types of

considerations a Renaissance composer might have in moving from a texturally

consistent opening gesture toward a climactic moment in the midclle ofan imitative point.

At sorne stage, however, the composer May wish to create a sense of forward motion:

invertible counterpoint of less conventional types often plays a vital role in this process.

One technique that Byrd uses in middles for the purpose of tonal departure is

inversion at the tenth. le 10 introduces a new pitch a third ahove or below its original

level, a remote tonal region. This remoteness is not present when one varies by ie 8, in

which the original pitches can he retained in all voices. Ic 12, in which the new pitch

introduced is a fifth above or helow its original level (and often an important note in the

tonal system), is equally stable tonally. Inversion at the tenth also often combines with

texturai thickening: it could arise as the ineidental result ofcombining ic 8 or 12 with

doubling in parallel motion ofone voice from the original contrapuntal combination.

Byrd uses ic 10 as a variation procedure in the Quarta Pars ofDeus veneront

gentes (1589/7), measures 220-38. In this section, he designs three different imitative

passages, eaeh more elaborate than the preceding one, to set the text "'et illusio bis," (see
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Examples 7.14a-e). An important means ofvariation in these three passages is the

doubling ofone voice from a previous combination in parallel motion, thus producing ic

10 as a side effeet. The three passages display a variety of transpositions by third and

doublings in thirds (or sixths), a veritable breeding ground for inversion at the tenth. The

three imitative passages are illustrated below as Figures 7.1a-e. These diagrarns chart

tirst notes of subject entries and cadence points in each ofthe three "et illusio bis"

passages as a way ofproviding a reductive map oftheir salient musical features. 1have

placed each portion of the reductive diagram directly above the score to which it

corresponds. It should he noted that each "et illusio" passage is preceded bya

"subsannatio" subject. This subject 1 have omitted from the diagrams, seeing as it is not

the primary focus of them.

As can he seen from Figure 7.1a and Example 7.143, the opening imitative duo

sets up an A-D polarity. This is the harmonic motive ofthe passage: the 3-6-5-3 interval

pattern created by the imitative pair at the fifth, separated by a minim (1 have circled this

duo pair and its subsequent restatements on Figure 7.1a). Byrd's first varies the motive

by transposing it up a tbird, setting up a competing C-F dyad. Finally, Byrd retains the C,

and transposes the consequent voice up a compound third to A, thus varying the original

harmonic motive by ie 10. As is evident from the diagram, the harmonie motive is

retained, though the reversai of register (lower voiee tirst, rather than upper, as in the

original) changes the interval pattern. Byrd leaves the last subjeet entry incomplete,

though the four-interval pattern created by the overlapping duo pair is retained. The

truncation of the melodie line affects only the melodie motive and not the harmonie
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motive created by its overlap with a second voice. Thus, it would appear that Byrd

considered the interval pattern 3-6-5-3 to he the central feature ofthe passage that he

wished to retain, and not the individual melodic strands that combined to ereate it.

Measures 225-29 (Figure 7.1b and Example 7.14b) display a somewhat more

intrieate recasting ofthis duo. Byrd retains the three imitative duos ofthe earlier passage

(1 have again eircled these duo pairs that form the harmonic motive on the figure).

However, he adds a parallel voiee to the tirst and third Pairs. The tenor-medius pair

(measure 225) varies the initial harmonic motive by ie 10, while the A-O tenor-bassus

pair simply restates it an octave lower. This new three-voice combination is not a new

harmonie motive. In measure 226, Byrd doubles the consequent voice in thirds, whereas

in measure 227, he doubles the guide. Thus, he provides the listener with two difIerent

variants expanding the original two-voice celi. In measure 227, the lower two voices

state the original combination at piteh (the A-D duo pair eireled on the diagram), while

the medius-bassus pair varies the harmonic motive by double eounterpoint at the third.

(Double counterpoint at the third, or de 3 for short, is ie 10 without the registrai reversai.

Finally, measures 233-38 (Figure 7.le and Example 7.14c) display an even greater

departure from the original harmonic motive ofmeasure 220. (This passage follows a

briefsegment offree material, including a pair of"et illusio" entries at a new time­

interval that lead to the cadence in measure 233.) The cluster ofentries in measure 233

resembles measure 227, as Byrd doubles the guide in shahs. The contratenor-medius

eombination is the original harmonie motive varied by ic 10, whereas the tenor-Medius

eombination varies it by ic 8. The latter voice pair is the one that has the closer relation to
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the original due to the interval ofa fifth between the entries" starting notes. The canon in

measures 236-237 recalls ail ofthe procedures seen earlier. This canon contains four

successive statements ofthe original harmonic motive., circled on the diagram. The

variations of the harmonic motive are, in order, ic 8, dc 3., ic 8 and ic 10. A concluding

bassus-contratenor pair in measure 237-38 provides a final statement of the harmonic

motive., varied by ic 10. The increased density ofmotivic material compared to the

previous two "et illusio"" passages gives a feeling of culmination.

This motion by thirds is paralleled at the middleground level by the overall

cadential structure. Following a proper cadence to D in measure 218., the first "et illusio

bis"" cluster immediately moves by ascending third to prepare a cadence to F. This

emphasis on F remains throughout the second group ofentries, and most of the way

through the third group. Finally., another transposition up a third prepares the cadence to

A in measure 239., which immediately overlaps with a cadence to D that retums the

passage to its starting point.

7. Aspice Domine and ic Il

Due to the desire for development and the introduction of new pitch classes, the

middle ofa motet or imitative point is the place where BYrd is most likely to use less

common types of invertible counterpoint. Unusual intervals of inversion cao introduce

more remote pitches within the diatonic system, creating a contrast between middles and

beginnings (or endings) wbich tend toward tonal stabiJity.
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The reverse occurs in Byrd as weil: unusual intervals of inversion cao generate

stability in situations where the original combination being manipulated is contrapuntally

peculiar. One might wonder ifByrd composed the less unusual versionf~ and

withheld it until later in the passage. In any even~ Byrd must have worked out the

developmental and combinatorial possibilities of bis motives beforehand. Without this

planning, he would not have had a framework within which to decide exactly how and

where to distribute bis motivic material in the imitative point.

The "et vide" point from the cantus firmus motet, Aspice Domine (1589111),

demonstrates the possibility ofpresenting a peculiar combination and normalizing it

through the use of invertible counterpoint at an unusual interval. This passage begins

with the initial statement of its primary motivic material in measures 51-52, as shown in

Example 7.15a. This three-subject harmonic motive is made oftwo florid parts over a

descending step E-D in the cantus firmus tenor line. The contratenor is a cantizans

motion to D, creating a sixth-to-octave motion against the cantus fmnus. The medius, in

presenting the main melodic motive of the passage against the contratenor-tenor cadential

pair, subverts the cadence with its dissonant C-natural. BYrd states this intriguing

contrapuntal combination two more times at the original pitch level (in Medius,

contratenor and tenor at measures 61-62 and in contratenor, tenor and bassus at measures

67-68, as seen in Example 7.15b). The non-varied recurrence ofthis combination and its

striking use ofdissonance help the listener to recognize it as an integral structural

element. Between the second and third statements of the combination at pitch, BYrd

writes a remarkable variant. In this passage (measure 64), Byrd retains the cantus fmnus
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descent E-D, and moves it to the bassus. Above this motion, Byrd shifts the middle voice

of the original combination up an octave, and transposes the upPer voice down a fourth.

The end result ofthis pair oftranspositions is ic Il with respect to the original

eombination; this variant is shown in Example 7.15e. Oddly enough, this unusual

interval of inversion bas a stabilizing effeet. The cross-relation disapPears, as the voiee

that caused it now provides a G-F supporting a1tizans motion in the cadence. This tonal

equilibrium is short-Iived~ however. The original combination wins out in the end with

its final appearance in measures 67-68. The retum ofthis peculiar initial combination at

the end of the section effectively subverts the stability briefly created by the less

dissonant variant of measure 64.

8. Unusual Inversions and ConcludiDg Canon

ODe aiso finds unusual types of invertible counterpoint near the end ofa

composition (or approaching a large fonnal boundary within a composition), through

which Byrd creates a feeling ofculmination. Such passages are often typified by a

thinning out ofmelodic material to a single subject, which then appears in imitation at

various intervals of transposition and inversion. Among the interesting examples ofthis

category is the canonie passage that concludes the Quarta Pars ofDeus Venerunt Gentes

(1589/7), which 1 will now discuss in detail.

The closing measures ofDeus Venerunt Gentes contain a pair of four-voice

canons on a cadential figure, "Dostro sunt.'~ The tirst canon (Example 7. 16a) varies the

contrapuntal combination formed by the initial pair ofcanonic voices through variation
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by unusual intervals of inversion. The second canon (Example 7.16b) confirms the final

by moving from unusual inversions al the passage~s beginning to more common ones al

the end. Byrd's contrapuntal procedure in this passage aniculates a sense ofdeparture

and retum as a deeper motivation for the particular sequence ofmotivic details on the

musical surface.

The harmonic motive is formed by the contratenor and bass entries that begin the

tirst canon (measures 259-60). This sequence ofvertical intervals includes a pair of

striking dissonances: an accented passing ninth in the upper voice (formed by the tirst of

the pair ofeighth notes) and a 9-10 suspension in the lower part. This relatively long

combination bas clarity of rhythmic shape and a striking use ofdissonance that makes it

readily recognizable upon manipulation tater on. The tirst variation by invertible

counterpoint is routine: a third canonie entry in the tenor combines with the contratenor

voice, varying the initial combination by ic 8. However, the next variation is more

greatly divergent. The superius-tenor pair (the third and fourth canonie entries) varies the

original combination by ic 7. One consequence of this variation is the complete

reworking ofdissonance content: the only dissonance within the combination is the lower

neighbour formed by the second ofthe pair ofeighth notes in the lower part. This

passage illustrates one of the intriguing aspects of inversion at unusual intervals; wben a

combination is inverted at the octave or twelfth, consonances generally remain consonant

and dissonances remain dissonant. Byrd's approach is novel here, since he creates a

harmonic motive that will admit to a variety ofpossible contexts for dissonance. The end
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result in this passage is a more substantial reinterpretation ofthe original combination

uPOn variation.

As noted above, the second canon (measures 262-63; see Example 7.16b) reverses

the procedure of the first one, moving from unusual to common types of invertible

counterpoint as it progresses. Byrd re-establishes the final D as the cadence approaches

by retuming to a more typical sort of invertible counterpoint to conclude the motet. The

0Penïng pair ofvoices in the second canon (medius and tenor) lies a fourth further apart

than the original combination; this variation is dc 4. The next variant (the tenor­

contratenor pair) is ic 10. Finally, the last pair ofentries (contratenor-medius) achieves

stability: Byrd restates the initial combination on its original pitch classes. With this last

statement of the harmonic motive, Byrd retums to the final D, clarifying it as the ultimate

goal ofthe motet.

V. Conclusion

The foregoing discussion outlines the procedures by which Byrd develops

opening material. 1 have examined how an increase in texturai density (parallel doubling)

cao create emphasis on a melodic subject within an imitative point. 1 have also explored

how Byrd uses transposition to create a sense of tonal departure and retum9 and how

transposition relates to various types ofcanon in Byrd9 s 1589 Cantiones. Forexample,

transposed canon by fifth can effect a rapid departure from a central pitch, whereas canon

by alternating fourths and fifths permits retention and emphasis ofa central pitch and its

upPer or lower fifth in a passage. 1have examined melodic inversion as a (somewhat

infrequent) means ofsubject variation in this collection. Finally, 1 have demonstrated
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how invertible counterpoint at a variety ofintervals is not only common in Byrd's 1589

Cantiones, but furthermore can he used as an indicator ofwhere we are in an imitative

point: heginning, middle or end. As with simple transposition, invertible counterpoint

can he used to retain central pitches or to depart from them. Thus, the exact interval of

inversion tbat Byrd uses as a means ofvarying a contrapuntal combination cao he a major

determinant ofa passage's tonal shaPe and direction.

Furthermore, 1 have demonstrated how Byrd combines these variation techniques

in an imitative point, creating an effect ofgreat musical intricacy. The "nostro sunt," "et

illusio bis" and "et vide" imitative points examined above are a veritable summary of the

variation procedures described in this chapter: texturai change, transposition, melodic

variation and invertible counterpoint. Byrd's use ofthese procedures in combination with

each other provides a fascinating solution to the universal concem of balancing unity and

variety in a musical work.
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Contrapuntal Strategies

in Tristitia etAnxietas

To conclude this detailed consideration ofByrd's contrapuntal strategies in ms

1589 Cantiones, 1 will apply the analytical tools of the preceding chapters to a complete

motet: Tristitia et anxietas (1589/4).1 First, 1 will discuss general features of Tristitia,

including its pitch centricity, cadential goals, text and formaI structure. 1 will

demonstrate that Byrd subdivides his imitative points into a number ofdistinct phases.

These phases are characterized by the interaction of subject material and cadences and

recurring harmonic motives. The presence of these features within a phase allows us to

talk about form within an imitative point, in particular, distinctions between Byrd's

beginning, middle and ending strategies. Thus, following Schubert's study of the Lassus

duos, 1 will posit an intersection ofform and contrapuntaI procedure in Byrd's

compositionaI planning.2

IThe 1937 edition, Cantiones Sacrae 1589 (ed. Fellowes), gjves separate numbers for
motets in multiple partes, following Byrd's edition of 1589. Hence, Tristitia et anxietas
appears as motets 6 and 7 in any citations before 1988 (the publication year of Brown's
revised edition).

lCt: Schubert, "A Lesson from Lassus," 4.
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I. General Infonnation

Tristitia et anxietas dates from the early to mid-1580s, according to Kennan,3 and

belongs to a series ofworks that display the tirst maturity of BYrd's middle period style.

Kennan bas singled out this motet for special commendation, describing it as the

masterpiece among the works from this period, and relating it to an earlier unpublished

motet, Peccavi.4 Other motets ofsubstance, Vide Domine (1589/6), Deus venerunt gentes

(1589/7) and Ne irascaris (1589/12) date from this period as weil; one could see 1580 as

a watersbed in the composer's development.

Tristitia et anxietas bas a oaturaI signature and A as its final. The motet's main

affective element is the semitone between E and F that is prominent in the opening

imitative point and elsewbere (e.g. the "vae mihi" subject). Though Kennan has

commented 00 the absence of the sharp sixth degree (F#) "aImost entirely, except in

incidental contexts" in A pieces,S Tristitia juxtaposes passages where F-natura! dominates

(measures 1-21 and 82-113) "ith other passages that use F# in more than incidental

fashion (measures 23-26, 114-19 and 145-47). However, the prominence ofthe E-F

semitone from the outset gives the motet a distinct Phrygian flavouring, further confirmed

by BYrd's frequent addition ofB-flat.

3According to Kerman's chronology, see Kerman, "Chronology and Canon.,'" 363. In The
Masses, Kennan dates Tristitia a little later than Peccavi, which appeared in a manuscript
dated 1581. (The Masses, 138-39).

4Kennan, The Masses, 137.
sKerman, The Masses, 69.
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Tr;st;t;a et Anxietas divides into two partes, a "sackcloth and ashes'~prima pars

followed by a more hopeful secundo pars.6 This is a typical textual procedure in the 1589

Cant;ones also found in Defecit in d%re, Domine praestolamur, Vide Domine, 0 quam

gloriosum and Laetentur coeli (1589/l, 2,6, 13 and 16). The complete text is as follows~

both in the original Latin and in Alan Brown's English translation.7 Each line of text

corresponds to an imitative point in Byrd's setting; the caesuras in the Latin text mark a

break between subjects ofa double or triple point. Cadences in bold type contain the

cambiata figure typical ofByrd's most final cadences.

Table 8.la: Text and Cadences in Tristitia et anxietas

• Prima Pars

Measures Text Carl. Goal

1-21 Tristitia et anxietas A

18-428 occupaverunt 1/ interiora mea. A

43-55 Moestum factum est cor meum // in dolore, A

55-82 et contenebrati sunt // oculi mei. A

83-113 vae mihi, /1 quia peccavi. A

Secunda Pars

114-135 Sed tu Domine, /1 qui non derelinquis Il sperantes in te, A

135-156 consolare et adjuva me 1/ propter nomen Il sanctum tuUID, G

156-176 et miserere mei. A

•
6Kennan, The Masses, 140.
7Cant;ones Sacrae 1589 (ed. Brown), xxi-xxii.
8Measures 18-21 are a blending of the tirst two imitative points.
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Table 8.1 b: English Translation ofText9 (sectional divisions are as in the Latin text)

Prima Pars

Sorrow and anxiety Il have taken hold ofmy inmost being.

My heart is made sorrowful Il in grief:

and mine eyes Il are darkened. 10

Woe is me, Il for 1have sinned.

Secundo Pars

But thou, 0 Lord, Il who forsakest not those Il who hope in thee,

comfort and help me Il for thy holy name's sake,

and have mercy on me.

The main formai divisions between large sections occur at measures 43, 82, 113

(the end of the prima pars), 135 and 156.11 The tirst two sections contain two imitative

points each that dovetail with each other; this will be taken up below. The section lengths

gradually diminish as the motet progresses. Following an opening segment of421
/ 2

measures,12 subsequent sections are 39, 31, 221
/ 2, 21 and 20 measures in length. This

progressive shortening of sections recalls Schubert's "acceleration model,'''13 in which

musical activity becomes more condensed both within a point and overall as the work

continues. This graduai concentration of musical activity has an impact on the individual

~rom Cantiones Sacrae 1589 (ed. Brown), xxiii.
IOBrown has inverted this phrase with respect to the original Latin; i.e. "mine eyes'" =

"oculi mei.""
11Measure numbers are from Canliones Sacrae 1589 (ed. Brown).
12Brown adds an extra semibreve to measure 41 so that the cadentiai goal occurs on a

downbeat. A similar notational procedure is necessary in the opening section of the
secundo pars. See Cantiones Sacrae 1589 (ed. Brown), 46,57.

13Schubert, "A Lesson from Lassus," 6.
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points y character: rather expansive, leisurely points dominate the prima parsy whereas

more compressed, almost pithy points characterize the contrasting secundo pars. Thus,

even though both partes are made up ofthree large sections, the secundo pars is barely

half the length of the prima pars. These formal divisions correspond to the motet' s

textual punCtuatioDy which Byrd supports musically through cadential articulation. Five

of the cadences include all five voices and resolve on the final A. These cadences are

particularly final in effect: they contain Meier's three melodic-cadential roles (cantizans,

tenorizans and basizans), plus one or two supporting altizans motions to fill out the

texture. Byrd highlights the cantizans, the cadence's structural upper voice, by placing it

in the highest part in each of these cadences.

The other three cadences are unique: in measures 41-42y Byrd cadences to A in

four voices only; the superius voice is silent. This absence of the uppermost voice

insures that the motet doeso't come to a complete hait too sooo. The arrival 00 A in

measure 55 is even less fmal in effect; Byrd treats it as the "5" of an abandoned cadence

to D (as noted on Table 8. la). The fonnal unit ending in measure 156 is even more

distinctive: it cadences to G. This is the only tonally open-ended cadence of the motet; it

creates a need for continuation and a sense ofacceleration Înto the work's closing point.

As weIl, all of these cadences are less final in effect. The cadences in measures 42 and

156 contain cantizans, basizans, and evaded tenorizans ('''2-3''). Moreover, unlike the

other five cadences, the cantizans appears in an inner voice in these less-final cadences.

Byrd instead highlights the evaded tenorizans gesture C'2-3'') in the uppermost part.

Likewise, in the cadence in measure 55, Byrd bides the cantizans in an inner part, and
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leaves it incomplete. The open-ended effect ofthis cadence prepares the emphasis ofD

in the opening measures ofthe following point (measures 56-62). Ali three ofthese

cadences conclude internai openings; their relative lack of finality reflects their

"middleness," formally speaking.

1will now consider the way in which Byrd omaments each of the structural

cadence points in Tristitia. The cantizans line is embellished by the requisite cadentiaI

suspension in ail of the cadences discussed above. Byrd's practice supports Morley's

requirement of a suspension to create the most final cadential effect.14 The cambiata

omament in one ofthe altizans roles that Byrd generally reserves for rus most final

cadences occurs three times. This melodic gesture is in the contratenor voice all three

times that it appears (the cadences that close the prima and secunda pars, and at the

cadence to A in measure 135, midway through the secunda pars). This last-mentioned

cadence ends an internal opening, and is therefore an unusual formaI location for the

cadential cambiata figure. One could argue that Byrd's motivation is based on the text:

the firm cadence imparts to the phrase, ""sperantes in te" ("'[who] hope in thee") a certain

conclusiveness and forcefulness. However, one could argue for a purely musical

motivation: the decisive return to A at thisjuncture sets in relief the emphasis ofC and G

that dominates the following formal unit.

The variety ofpresentation tyPes at openings is considerable in this motet: Byrd

uses hybrid presentation types at a number ofopenings, and begins the others with free

14Morley, Plaine and Easie, 73.
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materia! (Le., no hannonie motives). This mix ofhybrids and free beginnings is shown in

Table 8.2, below:

Table 8.2: Opening Presentation Types in Tristitia et anxietas

Measure Text Figure Presentation Type

1-3 Tristitia 5.6 homophonie double point plus

parallel doubling

23-25 oeeupaverunt 5.9 semi-imitative

43-47 Moestum... nia free homophonie

55-57 et contenebrati nia free imitative

82-84 Vae mihi nia free imitative

114-28 Sed tu Domine nia free imitative

135-36 Consolare 5.9 semi-imitative

156-58 et miserere 5.8 imitative duo plus parallel doubling

The absence in this motet of the simpler two-voice types (Figures 5.1, 5.2 and 5.3)

that most often dominate oPenïngs is striking. Byrd often introduces an imitative pair to

begin a point, but does not develop it further ("et eontenehrati" and "Vae mihi" both fit

this description). These points begin with free imitation; Byrd reserves their harmonic

motives for later on in the point. Also ofnote are the first and last points, which begin

with a three-voice harmonie motive including paraUel doubling. The second and
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penultimate points are even more comple~ beginning with semi-imitative presentation.

AIl of the intervening points (measures 43,55,82 and 114) begin with free material.

Thus, Byrd orders bis presentation types to create an arch form.

Il. Detailed Analysis of Each Imitative Point

1will now move on to a detailed account ofeach imitative point's salient features.

For each point, 1 will present a reductive tonal plan; these appear as Figures 8.1 through

8.8 (see Volume 2, page 116 for a general commentary on symbols used in these charts).

These reductive analyses include starting pitches ofsubject entries and cadence points.

Subjects, cadences, and their interaction help the analyst to divide an imitative point into

distinct phases ofmusical activity. These phases feature repetition and variation of

harmonic motives. The presence or absence ofcertain subjects in a double or triple point

helps to define phases as weil (final phases are characterized by the absence ofa double

point's first subject, and the saturation of the contrapuntal fahric with the second subject,

for example). Subject transposition levels also are a factor in segmenting an imitative

point into phases: they tend to group around specific pitches, either confinning the final

or tonally remote from it. Finally, cadential goals (whether the final or a different pitch)

and their interaction with subject material play a role in this subdivision ioto phases.

8yrd's musical choices in all ofthese areas help to define central pitches at the beginning

and end. Departure from these pitches, moreover, can he seen as a characteristic feature

ofmiddles in bis style.
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For eaeh section, 1 have designated the most frequently occurring Melodie shape

ofByrd's subject material as its ··prime form." This form is not necessarily the first one

to appear in the music: BYrd often does not begin with the prime fonn ofa subjeet, but

instead, evolves toward it as an imitative point develops. Evolution ofsubject material

signifies middles in Byrd's imitative points, and, as with the other musical features

diseussed above, helps the analyst to divide the point into phases. Thus, as 1 will

demonstrate below, melodie and eontrapuntal variation both play important raies in

defining fonn at the level of the point in this motet.

1. The Prima Pars

The opening point C-Tristitia et anxietas") divides neatly ioto three phases, as

shown in Figure 8.1. The first phase (measures 1-11) presents the main subject materia!

in two related homophonie three-voice blocks (measures 1-3 and 4-6), each emphasizing

the primaey of the triad on E. The main recurring fonn of the subject does not oecur at

the beginning. BYrd begins with a variant fonn of the subject (labelled as BI and G#1 in

Figure 8.1) and reserves the "prime fonn" for measures 4-6. AlI versions of the opening

harmonic motives are circled on Figure 8.1. Subsequently, two "thickened" and varied

restatements of this opening three-voiee combination occur. The first variant presents the

three-voiee block of measures 1-3, with the fllSt note ofeaeh subject altered by a perfect

fourth. In addition, Byrd adds a fourth voice: the superius entry on E in measure 5 adds

an imitative element to the original homophonie bloek (this new combination is now

semi-imitative presentation plus parallel doubling, as schematized in Figure 5.24). The
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final variant of the passage~s harmonic motive more closely resembles the opening

measures. Byrd presents the upper two voices ofmeasures 1-3 with the supporting bass

of measures 4-6, and adds a fourth voice doubling the subject. 1 have circled this variant

on Figure 8.1, and placed the entry on A in the Medius voice in parentheses. This fmal

gesture leads to a simple Phrygian cadence to A. The Medius supplies the descending

semitone "2-1" over an unomamented "7-S~~ in the bassus.

Measure Il marks the beginning of this point's second phase. This phase, in

contrast with the opening 10 measures, is imitative in texture, and uses the ~~tristitia"

subject from the upper two parts ofmeasures 4-6 as its sole repeating element. Byrd

gradually increases the number ofsubject entries as the passage continues. He moves

from single entries on E and B (measures Il and 14) to an imitative pair on Band E

(measures 14-15, circled on Figure S.I, page lIS). This imitative pair forms a brief

hannonic motive, which Byrd immediately varies in measures 16-18. Byrd adds a third

entry on E to the original E-B imitative pair. This extra voice creates an invertible canon.

1 have placed a bracket under the canon on Figure 8.1 b, and circled the two statements of

the harmonic motive contained within it.

The frrst six subject entries use the melodic form of the subject that was frrst

presented in measures 4-6, a1tered by rhythmic diminution (this is why 1designated this

subject as the prime fonn, though its primacy can ooly he determined in retrospect).

Along with the faster surface rhythm, Byrd increases the number ofcadences to

distinguish this phase from the preceding one. Frequent cadences to A and its upper tifth

E dominate the passage. At the end ofthis phase, Byrd introduces subject material from
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the foUowing point ("occupaverunt'J, creating an effect ofdovetailing. In measures 18­

21, three entries ofthis new subject combine with a new variant of"tristitiau (beginning

with a leap ofa third instead ofa step; this is labelled as variant 2 on Figure 8.1 b). This

new combination ofsubject materialleads to a cadence on A (measure 21) that marks the

end of the point.

The first 21 measures therefore feature a graduai increase in rhythmic complexity.

Byrd moves from homorhythmic declamation in the opening measures to free imitation

wben the section concludes. This initiai emphasis ofhomophony makes the opening

point unique from most ofthe following points in the prima pars (other than ~~Moestum

factum est," which aIso begjng with homophonic texture). Its stark, declamatory focus on

a single word (~~stitia") in the initiai 10 measures produces an opening gesture ofgreat

affective force. The subsequent blending of imitative polyphony and free materiaI in

measures 11-21 bas continuation function. This passage retains the primary subject

materiaI ofthe opening measures, but displays an increase in texturai complexity.

The next passage is the first of three large imitative double points that dominate

the remainder of the motet's prima pars. This point, presented as Figure 8.2a, divides

into two phases (measures 18-28 and 29-42), bath ofwhich segment into three "sub­

phases." These sub-phases begin with an emphasis of the cantus-firmus-Iike Subject A

e~occupaverunt"), followed by a blending of this subject with the rhythmicaIly florid

Subject B ("interiora mea'j, finally ending with a third sub-phase in which Subject A

disappears and Subject B predominates. The role ofthe cantus-firmus-like subject as

"occupaverunt" is to provide a middleground structure for the pitch succession of the
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point. Its limited number of transpositions (the final A and its upper and lower fifths, E

and D) creates emphasis on important pitches, thus directing the long-range tonal motion

ofthe passage.

As discussed in Chapter 7, the blending of Subject A and subject B produces

triple counterpoint. The ~~interioramea" imitative duo in measures 23-24 combines with

the bass entry of"occupaverunt" in measure 25, forming the harmonic motive of the

passage (circled on Figure 8.2). This is not the tirst appearance ofthis particular three­

voice harmonic motive. It had been foreshadowed by the cadence to E in measures 23­

24, in which the same interval pattern as in measure 25 arose through the combination of

an ~~oecupaverunf'entry with two Cree, cadential voiees. Thus, the harmonic motive ofan

imitative point need not arise through combining subject material.

This three-voice harmonie motive subsequently dominates this point. BYrd's

ensuing variation ofit by ic 12 helps to shift emphasis among the three primary pitches of

the point; BYrd first develops an A-E stable region, and later a comPeting A-D region.

The standard Melodie transpositions that produce ie 12 (one voice moving an octave and

the other moving a fifth in the opposite direction)ls readily [end themselves to this

altemation between central pitches a fifth apart. The first phase of the imitative point

(measures 18-28) emphasizes the division of the A octave at the upper fifth: cadences are

always to A or E. "Oeeupaverunt" entries (Subject A) on A and E (with F# added)

support this emphasis (the entry on D in measure 20 is a "4-5" supporting altizans motion

ISIIlustrated in Zarlino, The Art ofCounterpoint, 160-61.
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in the first cadence to A). ~~Interiora mea" (Subject B) entries beginning on G and C

contribute to this tonal shape as weil. Though these transpositions seem tonally remote

when judged by their starting pitches~ they conclude on important central pitches:

complete entries on G end on E~ and complete entries on C lead to the central A (these

entries are marked in bold type on Figure 8.2a).

The following phase (measures 29-42) shifts emphasis to the final A and its lower

fifth D. This is evident both from the phase~s cadential structure and Byrd's choice of

transpositions for Subject A ("occupaverunt"). Statements ofthe three-subject block

from measures 24-25 form each of the phase's fust four cadences in measures 29, 32, 34

and 37, respectively.16 (1 have cireled the groups ofentries that form each of these

harmonic motives on Figure 8.2. Notably, the subjeet entries that create the harmonie

motive in measure 29 begin in measure 27, thus creating a smooth musical joint between

the point's two phases.) The culminating imitation on Subjeet B ("interiora mea'~) in

measures 38-41 is a simplification of the canon from measures 26-28. This canon

consisted ofa c1uster of five "interiora mea" entries, two ofwhich fonned the original

harmonie motive with the subsequent "oecupaverunt" entry on A.) As the third of five

entries from the original combination is missing, we have instead a pair of imitative duos

(the fust pair beginning on C, the second pair beginning on the final A, as circled on

Figure 8.2). In these final measures of the point, Byrd carefully chooses subject

16As an editorial aside, 1 would shift the extra semibreve in the passage to measure 27
(rather than measure 41, as Brown bas done) 50 that each of these cadential goals will occur
on the downbeat.
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transpositions that confirm the final: the complete entries on C lead to the final A~ and the

incomplete entries on A that follow retain this pitch in the listener's ear (see Example

8.1). Thus~ the fmaI four subject entries ail point tonaIly toward the proper cadence on A,

concluding the point in measure 42.

This entire imitative point displays two departures from the central A to a

companion pitch a perfect fifth away from it (measures 23-26 emphasize E, whereas

measures 31-38 emphasize D); thus~ a parallel structure is achieved. Byrd confirrns this

structure by the particular pattern ofentries that begins each phase. As shown in Figure

8.2b, the pattern ofsubject entries and the interaction ofthese entries with a cadence in

measures 23-26 is nearly duplicated in measures 31-34. Similarly, subject transposition

levels in measures 35-38 ('interiora mea" on G and C~ '40ccupavemnt" on A and D) recaII

the parallel passage ofmeasures 26-29. Ali of these factors help to create the bipartite

structure of this point.

The motet's third point resembles the first two in move from homophony through

free imitation to canon. A free homophonie beginning ('4moestum factum") ends with a

Phrygian cadence to E (this passage is marked Phase 1 on Figure 8.3). This brief gesture

leads to Phase 2, a loosely canonic set ofentries on '4in dolore." This phase likewise ends

with a Phrygian cadence, this lime on A. Both phases are further subdivided by a simple

cadence (without suspension), each to a remote tonal goal. These goals are marked Fs

and Gs, respectively, on Figure 8.3, the '4S" denoting simple cadence. These intermediale

goals again demonstrate Byrd's use of tonal departure as a sign of"middleness."
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The "in dolore" passage begins with what Andrews would describe as ~~rhythmic

imitation."·7 Byrd retains the rhythmie shape of"in dolore'~ throughou~but alters its

Melodie profile eontinually. Though this passage contains many subject entries, there are

no clear harmonie motives at first. Byrd fmally adds a recurring Melodie tail to the

subjec~ and states this newextended foon of~~in dolore" in canon. (See Example 8.2. 1

have also traced the path ofthis canon with arrows on Figure 8.3.) This eanon creates the

first harmonic motive ofthe passage, the 3-4-5-6-5 interval pattern between the tenor

entry of measure 51 and the Medius entry ofmeasure 52. The interval pattern

subsequently returns between the Medius and superius entries, transposed up a fifth.

Following a melodically altered false entry in the contratenor (marked on Example 8.2)~

Byrd moves rapidly to the coneluding cadence, re-establishing the central A. Thus, Byrd

balances the tonal departure of the point's middle with a retum ofthe final at the end.

Because of the inconclusive way in which "in dolore" arrives at the final A (it

gives the impression ofan abandoned cadence to D, as shown in Example 8.3), it

dovetails with the '~et contenebrati sunt-oeuli mei" double point that follows. This larger

grouping of two successive imitative points recaiis the way in which Byrd amalgamated

the ending of"tristitia et anxietas" with the beginning of"occupaverunt-interiora mea."

Figure 8.4 diagrams the subject entries and cadence points ofthis new "et eontenebrati

sunt-oculi mei" double point. These measures illustrate Byrd's tendeney gradually to

saturate the contrapuntal fabrie with Subject B as a point proceeds to its final phase.

17Andrews, Byrd's Vocal Polyphony<j 248.
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Kerman discusses Byrd's use ofthis procedure in the opening point ofDomine

praeslolamur (1589/2), but his description is equally apt in this case as weil:

The second subject...is not merely a separable element with contrapuntal potential
of i15 own, but an element that takes powerful control of the phrase, bath at its
center and at its conclusion.18

Kerman goes on to describe how this emphasis shifts the dramatic weight toward the

second segment oftext. 19 In this imitative point, the dramatic shift de-emphasizes "et

contenebrati sunt" (are darkened) in favour of"oculi mei" (my eyes). In the opening

phase (measures 55-67), this "oculi mei" second subject is a three-note incipit with

variable continuation, whose flexible Melodie shape permi15 i15 use in combination with

the extended, stately tirst subject ("et contenebrati sunt'). Even with this brief incipit,

Byrd takes a few measures to settle on a consistent melodic shape. 115 prime fonn (first

appearîng in the tenor, measure 57) consis15 oftwo descending steps. Its tirst variant

spans only a descending second (the initial note repeats). The "oeuli mei" incipit

eventually confines itselfto its prime fonn following measure 64; the variant form with

the repeated starting note bas its last appearanee in the Medius, measure 63 (marked on

Figure 8.4 as Gl). The subject's variable continuation, however, coalesces into a single

recurring form only in Phase 2.

The appearance ofcomplete Subject B entries is a distinguishing feature of the

point's second phase (measures 68-82). The first appearance ofthis complete fonn

(measure 71, bassus, marked in bold type on Figure 8.4b) coincides with the fll'St long

18Kennan, "Byrd, Tallis and the Art of Imitation," 533.
19Kennan, "Byrd, Tallis and the Art of Imitation," 533.
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stretch in which Subject A is absent. Following the final statement ofSubject A in

measure 73, Byrd constructs an extended canon on Subject 8, beginning in measure 74.

Since complete entries coyer a span ofa sixth as they descend from their starting pitch,

the cluster ofentries on C (measures 76-79) ail lead to a virtually omnipresent E. This E,

the upper fifth ofthe cadential goal A., acts as an intermittent pedal tone from measure 77

onward, as shown by the dotted arrowon Example 8.4. Thus, the concluding canonic

passage features a mix of foreground motivic activity and harmonie stasis. Byrd creates a

sense of closure by gradually eliminating Subject A in favour of Subject B. His move

toward motivic regularity is accompanied by a simplification ofthe point's tonal shape:

all cadences are to the final A after measure 64. The culmination ofthis simplification, as

we have seen in the previous three points, is the increasing prominence ofcanon. Brief

canons in measures 68-69 and 71-73 (marked on Figure 8.4b) emphasize C and F,

respectively, as starting notes. The second canon contains the first appearance of the

complete "oculi mei" subject (beginning on F, descending to the final A) alluded to

above. Finally, Byrd builds to the point's conclusion with a 13-voice canon in measures

74-81. This passage balances dense canonic action with a simple tonal plan. As virtually

ail of the complete "oculi mei" entries in these measures begin on C (thus descending to

E), they emphasize the fmal' s upper fifth E as a penultimate goal to lead to the

concluding cadence on A (see Example 8.4).

The following double point, "vae mihi-quia peccavi," is the most complex

passage in the entire motet (see Figure 8.5). As in the earlier "occupaverunt-interiora

mea" point., Byrd pairs a cantus-fmnus-like Subject A ("vae mihi") with a florid and
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melodieally-varied Subject B ('lOquia peeeavf"). Tbough 'lOyae mihi" generally retains its

Melodie shape (the final syncopated entry in measure 102 is the sole anomaly), 'lOquia

peeeavi" exists in a bewildering anay ofmelodie forms. The motivic head alone ('lOquia

pee-") has nine unique melodie forms, seven ofwhieh Byrd repeats. These head motives

joïn in a variety ofways to one oftwo melodic '~ls,"20 either a eantizans eadential

motion or a tenorizans cadential motion, as seen in Example 8.5. In measures 86-88, the

eontratenor voice presents Subjeet B for the fust time in its complete and most frequently

reeurring form: an aseending third-deseending fourth interval sequence as head motive,

then an upper neighbour motion around the third note of the subject as a melodic setting

for "peccavi." The eoncluding notes are a tenorizans '~-1" motion in a proper cadence,

the "quia peceavi" subjeet's most frequently oceurring ending. A complete list of'lOquia

peecavi" variants in their different Melodie forms, transposition levels, along with each

variant's frequency ofappearanee, is presented as Table 8.3 on the following page:

2<>nlls separate existence of a motivic "head" and "tail" invokes le Huray; see "Some
Thoughts," 12.
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Table 8.3: "Quia Peccavi" Entries

Interval Pattern of Label Occurrences on: Complete

Head Motive ABCDEFG Subjects

up 3rd
, down 4th prime 304 102 6 G 5, C 2, D 1

up 4th
, down 3rd 1 100 100 0

up 3rd
, down 3rd 2 100 100 0

up 3rd
, down 2nd 3 3 1 0 2 0 0 1

up 2nd
, down 4th 4 1 0 0 020 0 A l, E 1

up 4th
, down 4th 5 1 0 0 000 0 Al

up 2nd
, down 3rd 6 o 1 0 0 0 0 0

up 3rd, down 5th 7 o 0 005 0 1 El

up 4th
, down 5th 8 1 0 0 000 0

There are 39 statements of"quia peccavi" in all, a daunting number through

which to sort. However, ifwe isolate the Il complete subject entries (i.e. the entries to

which Byrd adds the tenorizans cadence), the picture becomes more clear. The main

recurring form of the motive ends a step above its starting pitch; thus G transpositions

cadence to A, and C transpositions cadence to D, the two central cadence pitches of this

imitative point. The D transposition (measure 100) leads to a third important pitch (it

cadences to E), but this E is a temporary goal: a cadential retum to the final A follows

one semibreve later. As for the complete subjects with different motivic heads, variant 5
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cadences to A..21 variant 7 cadences to E, and the two complete statements ofvariant 4

(starting with A and E) end on G and D, respectively (the latter transposition is part ofa

cadence, the former is not). Thus we see that even Byrd's varied forms ofSubject B by

and large contribute positively to the A, D and E-eentricity ofthe point, since their ends

settle on A.. D and E as concluding pitches regardless oftheir starting pitches.

How might Byrd have designed this complex passage? 1 wouId specuIate that he

conceived ofa cadential framework in semibreves tirS!, then designed complete entries of

Subjects A and B ("vae mihi" and "quia peccavi") around these cadence points. The

initial ascending step ofSubject A contributes a ~'2-3" evaded tenorizans motion to the

cadence on six occasions. He then completed the cadential package by adding an

independent cantizans voice. This cadential block, tirst seen in measures 87-88, is the

harmonie motive of the passage (circled on Figure 8.5a, see also the accompanying score,

presented as Example 8.6). FinalIy, to provide motivically coherent material in the

voices that were not part ofthe cadential gesture, Byrd composed additional '~quia

peccavi" head motives, identieal in rhYthm and Melodie contour to the "real" entries, but

different in interval pattern. Byrd then placed these "fake" entries around the complete

statements of Subject B, ereating "rhYthmie imitation," as Andrews might say.22 Entries

group in three (as in measures 84, 87 and 89) or four (measure 93,99, 103) or even seven

(measure 106),23 but continuaI melodic variation within these clusters prevents any

21The variant forms' interval patterns appear on Table 8.2.
llAndrews, Byrd's Vocal Polyphony, 248.
23This combination subdivides ioto a variant of measure 87 (transPOsed canon) followed

byan invertible canon with parallel doubling as in measure 99.
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harmonic motives from arising out ofthe texture. Byrd placed these extra entries

primarily to increase the density ofactivity. Notably, even the "fake" entries group in

progressively larger units as the point continues (from groups ofthree entries at the

beginning to a group of seven entries at the end). This largest group ofentries in

measures 106-11 is a canon that leads to the final cadences (on E and A) of the prima

pars (see Example 8.7).

This imitative point is the central passage of the motet, and Byrd's crowning

achievement in creating a balance between musical variety and unity. A comparison with

"occupaverunt-interiora mea" (measures 21-42) demonstrates the difference in procedure.

In the eartier double point, Byrd ereates intrieate combinations of subject material, but

retains the shape ofbotb subjects fairly regularly (though Byrd, here as elsewhere in the

mote~ treats the second subject more freely than the tirst). In the "vae mihi-quia peccavi"

double point, the counterpoint is equally dense (perhaps even more so, given the greater

brevity of"quia peccavi" compared to "interiora mea"), to which Byrd adds the further

complication ofcontinuai Melodie variation. This Melodie flexibility (reminiscent of

Byrd's constant melodic alterations to the previous "oculi mei" subjeet) cornes to be a

main feature of the "vae mihi-quia peecavi" imitative point. The cantus-firmus-like first

subject becomes nearly irrelevant to the musical shape of this point once the second

subject begins to dominate. Using primarily this second subjeet, Byrd creates a luxuriant

web of counterpoint in which standard cadential gestures are artfully hidden in a dense

forest ofmelodically varied subject entries.
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2. The Secunda Pars

The secunda pars ofthe motet contrasts greatly with the prima pars. Byrd

achieves this contrast in part by thinning out the texture on occasion. Long passages in

three and four voices dominate the secunda pars (especially measures 114-24, 135-39

and 141-45). With this thinner texture cornes less in the way ofrecurring material. Other

than the closing imitative point (measures 156-16) and the three "consolare" semi­

imitative combinations (measures 135-36., 140-41 and 146-48)., the musical material is

relatively free in design. Byrd"s cadential goals differ as weil: frequent cadences to C and

G supplement cadences to the central A and its upper fifth., E. This cadential mix differs

from the pervasive emphasis of A., E and D in the prima pars. ThUS., Byrd uses texture

and cadential goals to set apart the secunda pars from the prima pars, though the ultimate

cadential goal remains the final A., as before. The Secunda Pars begins with three

subjects ("sed tu Domine.," "qui non derelinquis" and "sperantes in te"), which circulate

in the opening 25 measures. These three subjects never coalesce into harmonic motives.

Instead., the point splits into three phases that essentially isolate and develop each of the

three subjects in turn. (These phases are presented as Figure 8.6a and b.)

Phase 1 of this fonnal unit., measures 114-23, begins with an imitative pair on

Subject A, "sed tu Domine." Three single entries then appear, the final one introducing

the imitative point's second phase in measure 124. This subject is in cantus frrmus values

and moves by ascending step, but Byrd only once takes advantage of the cadence

opportunities presented by this subject. He uses its ascending step B-C as an evaded

tenorizans "2-3" in the simple cadence to A that concludes the phase (measure 123).
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Scattered entries ofSubject C appear in this phase, but do not combine to fonn harmonic

motives. The sparseness ofthese measures is evident from Figure 8.6: only a handful of

subject entries and a single cadence occur in a IO-measure span. The change in motivic

density from the preceding imitative point (measures 82-113) is immediately evident.

The second phase marks the disappearance ofSubject A. Instead, Byrd develops

a group of related melodic motives around the teX!, "qui non derelinquis." 1consider

these motives to be varied manifestations of Subject B. The subject never settles on a

consistent fonn, calling its status as a subject ioto question. The MOst common head

motive for this Melodie gesture is an asceoding sixth span. Byrd divides this span into

two leaps and/or steps ofvarying sizes and orders ofappearanee. An ascending third

followed by a fourth, and the same intervals in reverse order appear twice each; the

remaining subject statement has an aseending fifth followed by a step. Two units in three

parts suggest in order a transposed canon and an invertible canon, each at the minim

(these are circled on Figure 8.6b). However, melodic variation prevents a harmonic

motive from fonning. As in Phase l, there is a single cadence, this time to the remote

goal, C. This goal again makes manifest Byrd's interest in tonal departure from the

central A as a signal of"middleness."

ln Phase 3, Byrd has two main aims: to develop the third subjeet, ";sperantes in

te," and to retum tonally to the final, A. The "sperantes" subject exists in two versions,

beginning either with an ascending third (its tirst and most common fonn) or an

ascending fourth. Subject entries fonn three imitative clusters. The tirst group confinns

the cadence to C in measure 129 with a series ofentries on C and F; this group forms a
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transposed canon by altemating fourths and fifths, as marked on Figure 8.6b. The second

group remains in the C region, but hints at departure with entries on G and D. This group

is more loosely structured than the preceding one, forming a rhythmic canon. If the

melodic shape ofthis canon's component voices were consistent, we would have an

invertible canon with parallel doubling. However, as in Phase B, melodic variation

precludes any harmonic motives from fonning. The final group ofentries on D and A,

fonns an invertible canon in three voices. This use ofcanon as culmination is typical of

Byrd's procedure in this piece; here, the canon creates momentum toward the cadence to

A that closes the section. The move from C (and its lower fifth, F) to A is by ascending

fifth, moving through an imitative pair on G (measure 131) to a new imitative pair on D

(measures 132-33) and finally to A, confirming the cadential goal in measure 133. This

retum balances the departure to C of the point's second phase.

The following imitative point (see Figure 8.7) altemates à. semi-homophonic

"consolare" with a freely imitative continuation. Byrd states this material three limes

(compare measures 135, 140 and 146, presented as Examples 8.8a, b and c), each

statement more intricate than the preceding one. 1have circled the harmonic motive and

its two variant forms (Iabelled Variant A and Variant 8) on Figure 8.7. For the two

variants, 1have put in parentheses the entries that were added to the original combination.

ln the first variant (measures 140-41), Byrd doubles the guide ofthe original imitative

pair al the lower third (this is semi-imitative presentation plus parallel, or Figure 5.24).

The second variant (measures 146-48) is still more dense, texturally: Byrd expands the

duo ioto a transposed canon (periodic entries on D in superius, Medius and tenor,



•

•

•

227

respectively). Moreover, Byrd adds a pair ofmelodically varied entries ofSubject B.

Thus, we have what appears to he an invertible canon on Subject 2 as accompaniment to

the transposed canon plus parallel doubling on Subject A.

Byrd divides the point into three phases that are roughly parallel in motivic

content. This parallel structure, combined with the increased density ofmotivic material

upon repetition, creates an effect ofgraduai intensification. A fourth phase introduces a

loosely canonic passage on new subject material, "propter nomen sanctum tuum" (circled

on Figure 8.7, measures 152-55). This passage leads to the section's final cadence on G.

This four-phase structure is grouped into two larger, tonally pamllel units, both ofwhich

explore rather remote regions for a piece with A as its final. In measures 135-46, Byrd

altemates proper cadences on C and G. The same pair ofcadences then recurs in

measures 147-5624 as the point reaches its conclusion.

The ending ofthis formai unit is distinctive, as it is the ooly one in the motet that

does not cadence on the final. Byrd instead transfers the task of tonal retum to the

closing imitative point. Thus, the cadence on G has a dynamic effect on the overaIl shape

of the secunda pars, as it forces the elaborate final point to effect the tonal retum. We

have seen a pairing ofadjacent imitative points into a larger fonnal unit before in this

motet: the opening two points ("tristitia" and 440ccupaverunt," measures 1-21 and 21-42)

blend together as weil. However, in this former case, we do not have a lengthy excursion

from the central A that requires resolution. Byrd has simply elided the expected cadence

24The Phrygian cadence to B (''2-1'' plus "7-4") in measure 142 is oflesser weight than the
proper cadences around il, and thus does not greatly disturb this overall C-G motion.
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to A with which the first point should have eoded, and dovetailed the melodic matenal of

this point with the second one. However, the passage under current discussion

('~consolare-sanctumtuum'') has an urgent oeed for resolution. Byrd spends nearly 20

measures away from the final in this point, cadencing 00 the remote goals C and G.

Therefore, the retum and re-emphasis of A in the closing section to balance the preceding

passage's tonal excursion is a matter of musical obligation rather than artistic choice.

The final imitative point (see Figure 8.8) retums to the imitative texture that

dominated MOst of the prima pars. An opening imitative pair (two entries on G) with

paraIlel doubling of the guide at the upper third (on B) leads into an exteoded single

point. Subjects B and C act as accompaniment: they are a cantizans-tenorizans cadential

pair that twice forms a harmonic motive with Subject A (measures 158-60 and 162-63,

circled on Figure 8.8). This combination ofsubjects that fonns the hannonic motive of

the passage first occurs in measures 158-60 and immediately recurs in measures 161-63,

as shown in Examples 8.9a and 8.9b. Kerman, in a detailed analysis, has traced the

recurrence ofthis ~~cell" in this point's subsequent measures.25 However, he did not

discuss how Byrd uses various transpositions of the subjects that form the harmonic

motive to effect a retum to the central A. 1will discuss this aspect of the closing point,

the relationship ofsubject transpositions to the passage's overall tonal retum.

Cadences in this point are generally to A and its upper fifth E (but for the weaker

simple cadence to G in measure 165), as might he expected in the closing measures ofa

2SKennan, The Masses, 140-42.
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motet with A as its final. However, Byrd's choice oftransposition levels for bis subject

entries undermines this A-E centricity. Entries on G (measures 152 and 164) and C

(measures 161 and 162) create a competing C-G fifth, a way ofpreserving the C-G

emphasis of the preceding section. Complete entries on C and G end on their starting

notes; these entries are in bold type on Figure 8.8. Unlike the preceding formal units of

the motet, wbich were tonally circular (beginning and ending on the final A), this

imitative point gives the impression ofstarting in the middIe, since it begins on the

remote G where the preceding point had left off.

Byrd's resolution ofthis tonal conflict is in two stages. At first, he continues with

subject entries on G, but leaves them incomplete. Since these incomplete entries do not

retum to their starting G as complete subject entries would, Byrd is able to depart from

the emphatic Gand C that had dominated since measure 133. Then, he moves back to A

and beyond by descending fifths. A pair ofentries on G and D (measures 165-66,

bracketed on Figure 8.8) foreshadows the closing variably constructed canon, Type 1

(Figure 5.14). This canon has successive entries on D, A, E and B (see Example 8.10).

The registrai shift from superius to bassus stratifies the canon into a pair of imitative duos

(the D-A and E-B pairs, both bracketed on Figure 8.8, measures 172-73). The motion of

this canon by successive ascending fifths (or its inversion, the descending fourth) leads to

E, the uppermost note of the contratenor entry in measure 174. Byrd immediately repeats

this important pitch in the subsequent Medius false entry, and then transfers it to the

bassus, where it becomes the "5" of the basizans role in the concluding proper cadence to

the final A.
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Conclusion

My concluding remarks are specific to Tristitia et anxietas, but have wider

application to the other motets in the 1589 Cantiones as weil. What 1have described in

the foregoing examination ofthe imitative points of Tristitia are Byrd's strategies for

establishing central pitches in the middleground. These central pitches are determined by

first notes of melodic subjects and by cadence points. Byrd chooses transposition levels

so that either the opening notes or the concluding notes of the subject can participate in a

cadence. When subjects are in cantus firmus values (breves and semibreves), as with

"occupaverunt" and "vae mihi," their motions can have a structural role in a cadence.

Thus, Byrd links opening subject material with cadential articulation as a means of

emphasizing important pitches within a composition.

Frequently, subject transpositions that seem tonally remote judgjng from their

starting pitches often confinn important pitch centres when one looks at their concluding

pitches. This is particularly evident in the concluding measures of the "oculi mei" point:

entries beginning on F and C seem tonally distant from A, but they end on the final A and

its upper fifth, E, respectively. The reverse is often true as weil: apparently"nonnal"

transposition levels can generate cadences to unusual degrees. For instance, the

transposition of"consolare" that begins on the A final in measure 142 participates in a

rather odd Phrygian cadence to B (as noted on Figure 8.7). This unusual cadence, like the

simple cadences to F and G in measures 45 and 52, is used by Byrd to create tonal

remoteness; they signify procedures typical of middles, fonnally speaking.
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Byrd never chooses his subject transpositions wilfully or randomly. Patterns of

subjeet entries often participate in cadences and also frequently fonn multi-voice

combinations or harmonic motives. These harmonie motives can reeur as a structural

element ofan imitative point. The group ofentries whose confluence creates the

harmonie motive ofan imitative point often can he categorized as one ofthe 24

presentation types listed in Chapter 5. Their recurrence is one ofthe means by which

Byrd generates formal sub-units (what 1have referred to as phases in this analysis) within

a point. These presentation types often have partieular formai roles to play in a mote~

since fonn and presentation are closely linked in Byrd's 1589 Cantiones (as discussed in

Chapter 6). From the information shown in Table 8.2, it hecomes clear that Byrd uses a

limited assortment of the 24 possible presentation types to hegin sections of Tristitia.

However, later on in an imitative point, Byrd's subject entries eluster in an elaborate

array ofcombinations and re-combinations. The constant reworking ofsubject materia!

guarantees a measure ofunity in a point, though Byrd's variation procedures (texturai and

melodic variation, transposition and invertible counterpoint) shed new light on these

subjects, and the harmonic motives they create, each time they recur.

These complex combinations of subject entries can he pulled apart ioto smaller

sub-units to show their derivation from simpler presentation types that had appeared

earlier in an imitative point. For instance, the seven-voice canon from the "vae mihi-quia

peccavi" point (measures 106-09) arose from the combination ofa previously stated

three-voice transposed canon and a four-voice invertible canon plus parallel doubling.

Less often, the more dense presentation may occur tirst, followed by a thinner-textured,
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simplified presentation ofthe same subjeet material. The opening 'bistitia" subject, for

example, begins with a three-voiee, two-subjeet homophonie bloek with the upper part

doubled in parallel thirds (cf: Figure 5.6). After an initial inerease in density ofreeurring

material, Byrd reduces this subject to a single line in measure Il, against whieh he places

free counterpoint to continue the increase in texturai complexity begun in measures 1-10.

These clusters ofentries may a1so recur within an imitative point, usually varie~ to

generate a formal shape (for example, Byrd's arrangement of"consolare'~ in three parallel

units, discussed above). This varied repetition ofsmall units creates distinct phases of

activity within an imitative point. These phases consist ofan initial presentation ofa

harmonic motive followed by standard variation procedures (increase in texturai density,

transposition and invertible counterpoint). Thus, through the phases created by the

presentation and subsequent variation of the harmonie motive, Byrd gives each point a

unique musical shape.

These structural features discussed above are not the entire story ofthe motet.

There is little mention in the preceding analysis of free melodic material~ for example.

Neither does my analytic method account for this motet's melodie or rhythmie style, nor

its overall forro, nor its teX!, nor extramusieal considerations. What this analysis does

seek to do is to examine how subjects combine to form larger structural units, and how

these units interaet with cadences to create a distinct tonal shape at the level of the point.

Imogene Horsley, writing in 1959, regretted that Renaissance analysis was not yet

able to deseribe the total polyphonie construction, the intricate combination of lines,

through which the essence of Renaissance style and the skill of the composer might he
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perceived.26 This analysis answers some ofHorsley's objections. Building on the work

ofAndrews, Kerman, Schubert and others, 1have sought to provide a framework first to

identify and categorize various methods ofeombining melodie subjeets into reeurring

melodie-harmonie units, or harmonic motives. Then, 1have described an assortment of

variation techniques through which Byrd develops a longer span ofmusic out of these

subject combinations. Finally, 1 have shown how these two musical processes,

presentation and variatio~play out in eaeh point of Tristitia et anxietas. The emphasis

on the combination ofsubjects, or harmonie motive, and the means by which Byrd

ereates form through its repetition, is my solution to deal with the various lacunae in

Renaissance analysis that Horsley noted forty years ago.

26Horsley, review ofBoettieher, Orlando di Lasso, 77.
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Complete List ofSubjects from Byrd~s 1589 Canliones Sacrae that include Cantus­

Firmus-Like Motions

# Measure Text Comments

1 1-11 defecit melodic inversion

1 35-49 (infir)ma~ (pauper)tate double point

1 107-112 (conso)latus sum rhythmicized CF

2 1-16 Domine praestolamur dottedrhythm

2 10-12 tuum variantofabove

2 22-36 venias rhythmicized CF

2 36-64 et...jugum, nostrae fonn a double point

2 77-81 veni Domine syncopated (Do)mine

2 90-113 relaxa part ofdouble point

3 1-7 o Domine rhythmicized CF

3 41-43 Damnare note 1 after half rest

234
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4 1-10 Tristitia dotted rhythm

4 18-39 occupaverunt part ofdouble point

4 47-55 in doIare "in do" syncopated

4 82-102 vae mihi part ofdouble point

4 114-126 sed tu Domine never in combination

5 1-21 memento Domine begins with breve

5 26-43 quam POssedisti rhythmicized CF

5 48-55 libera eos homorhythmic block

6 1-8 vide Domine non-imitative; free inner parts

6 14-17 maligno 2-voice non-imitative block

6 31-35 electa end of"civitas"

6 51-61 in amaratudinem CF "head," free ''tait''

6 93-97 pax sanctissima rhythmicized CF
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# Measure Text Comments

7 3-4 Deus veneront canon with free CF bass

7 33-48 inpomorum rhythmicized CF

7 52-66 posuerunt first note dotted

7 70-81 escas part ofdouble point

7 168-192 et non erat; qui words vary; escape tone embellishes

sepeliret

7 194-221 facti sumus 2 fonns; both dotted

8 1-11 Domine similar to "defecit'~

8 15-22 daturum~eorum fust note: minim

8 48-57 quod posuisti "posu" adds passing tone

8 63-68 et erue nos "eru~~ dotted

9 1-8 vigilate upper voice ofdouble point

9 69-73 dormientes leads to cadence

9 92-94 omnibus homorhythmic block
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# Measure Text Comments

Il 1-7 aspice Domine pre-imitates CF part

Il 7-19 de sede sancta rhythmicized CF

Il 20-27 et cogita rhythmicized CF

Il 50-69 et vide part of triple point

12 1-16 ne irascaris... generally homorhythmic

12 32-42 ecce variable intervals

12 75-88 civitas sancti "civi" is dotted

12 106-113 Sion deserta "de" after minim rest

13 22-34 amicti stolis... "stolis": 2 minims

13 71-76 benedictio rhythmicized CF

14 1-10 tribuJationes homorhythmic block

14 3-15 civitatum "civi" syncopated

14 16-22 quas passae sunt close canon

14 34-38 ad te sunt ocuJi rhythmicized canon
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# Measure Text Comments

14 49-62 timor 1 note; double point

14 68-81 occidit super rhythmicized CF

14 88-102 nolunt recipere homorhythmic block

14 93-100 ipsi montes homorhythmic block

14 105-114 Domine miserere homorhythmic block

14 117-127 nos enim double poin~ enim dotted

14 134-139 aperi oculos rhythrnicized CF

14 142-160 et vide frrst note minim rest

15 1-11 Domine dotted .4Domi~~

15 11-22 dolorum flfst note minim rest

16 25-31 noster veniet 4~noster'~ syncopated

16 32-44 suorum~ tuorum text varies, cadence taïl

16 70-82 suorum, tuorum formai repeat ofabove
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• ..... Volume Two: Figures and Musical Examples

Examples for Cbapter 1

1.1 Zarlino's 4~simple cadences" to the unison and octave 1

1.2 Zarlino's cadences with a fifth leap in the bass 2

1.3 Zarlino's "improper cadences" 3

1.4 Zarlino's "extravagant cadences" 4

1.5 Morley's first examples ofcadences in two parts 5

1.6 Morley's hest way ofclosing against an ascending fourth 6

1.7 Morley's cadences without a suspension 7

1.8 Cadence with "Landini sixth" (Tristitia, measure 172) 8

1.9 Meier's cadence with a1tizans 9

1.10 Meier's "second basic fonn" ofaltizans 10

1.11 Meier's solutions for the Phrygian basizans Il

• 1.12 Meier's evaded cadences 12

Examples for Chapter 2

2.1 Memento Domine, mm. 5-9: comparison ofsubjects 1 and 2 13

2.2 Memento Domine, mm. 18-26: cadential emphasis ofA and D 14

2.3 Defecit in d%re, mm. 1-4: two forros ofneighbour motion 15

2.4 Defecit in d%re, mm. 11-17

(a) comparison of"defecit" with '~tamea" 16

(b) new point begins at cadential goal, mm. 15-17 17

•

Examples for Chapter 3

3.1 Evaded cantizans (Defecit in d%re, mm. 10-11)

3.2 Evaded cantizans (Aspice Domine, mm. 16-19)

3.3 Abandoned cantizans (Aspice Domine, mm. 92-96)

3.4 Evaded tenorizans-> evaded basizans (TristitiQ, mm. 23-26)

18

19

20

21



•
3.5 Four-note embellishing cambiata figure at a cadence

(a) Defecit in d%re, end ofPrima Pars

(b) Domine praesto/amur, end ofPrima Pars

(c) Domine praesto/amur, end ofSecunda Pars

(d) Tristitia et amietas, end ofPrima Pars

22

23

24

25

•

•

Examples for Chapter 4

4.1 Cadence as musical ponctuation

(a) Ne irascar;s, mm. 1-7 26

(b) Tribu/ationes civitatum, mm. 1-4 27

4.2 Cadence as opening gesture (O Domine adjuva me, mm. 1-3) 28

4.3 Cadential potential ofopening fulfilled, (0 Domine adjuva me, mm. 7-8) 29

4.4 Evaded tenorizans motion (Memento Domine, mm. 5-8) 30

4.5 Opening notes of"Mementon subject in a cadence

(a) Memento Domine, mm. 8-10: tenorizans cadence ta D 31

(h) Memento Domine, mm. 14-16: tenorizans cadence to D 32

(c) Memento Domine, mm. 18-21: simple cadence ta A 33

(d) Memento Domine, mm. 10-13: evaded basizans 445-4" 34

4.6 Memento Domine, mm. 10-13: abandoned tenorizans ta D 35

4.7 Comparison, Memento Domine, mm. 7-8 and 16-17 36

4.8 '4Quam possedisti" duos (Memento Domine, mm. 26-30) 37

4.9 '4Ab initio" (Memento Domine, mm. 43-47) 38

4.10 '4Libera eos" (Memento Domine, mm. 48-49, 53-55) 39

4.11 '4Libera eos-tribulationibus" pair (Memento Domine, mm. 59-63) 40

4.12 Memento Domine: reductive graph ofbackground tonal plan 41



•
Examples for Cbapter S

5.1 Imitative presentatio~one subject: 0 quam gloriosum., mm. 1-3 42

5.2 Imitative presentatio~two subjects: Memento Domine't mm. 1-7 43

5.3 Non-imitative presentation., two subjects

(a) Vigilate, mm. 1-3 44

(h) o Domine adjuva me., mm. 1-3 45

5.4 Transposed canon., three voices

(a) ln resurrectione tua., mm. 26-28 46

(h) VigUate.,mm.57-60 47

5.5 Invertible canon: Vide Domine, mm. 46-48 48

5.6 Non-imitative module plus parallel doubling: Tristitia, mm. 1-3 49

5.7 Homophonic presentation types

• (a) Three...subject cadential block (Aspice Domine, mm. 60-62) 50

(h) Two subjects plus "'texturai padding" (Vide Domine, mm. 1-4) 51

(c) Homophonic triple point (Tribu/ationes civitatum., mm. 1-4) 52

(d) "·Cames sanctorum" triple point (Deus venerunt gentes, mm.84-86) 53

(e) Triple point as complete thematic unit (Ne irascaris, mm. 1...7) 54

5.8 Imitative duo plus parallel doubling

(a) Tristitia et anxietas, mm. 156-58; leading voice doubled in thirds 55

(h) Tristitia et anxie/as, mm. 79-81; following voice doubled in thirds 56

5.9 Semi-imitative presentation (Tristitia et anxie/as, mm. 135-36) 57

5.11 Triple point plus parallel doubling.
(a) Vide Domine, mm. 80-84 58

(h) Ne irascaris, mm. 106-10 59

5.14 Variably constructed canon, Type 1 (Defecit in d%re, mm. 70-74) 60

5.19 Transposed canon plus parallel doubling (ln resurreclione, mm. 26-28) 61

5.20 Invertible canon plus parallel doubling: (Vigi/ate, mm. 101-103) 62

• 5.21 Accompanied ttansposed canon (Aspice Domine, mm. 43-48) 63



•
5.22 Accompanied invertible canon

(a) Tribu/aliones civitatum, mm. 20-21 64

(b) Tribu/ationes civitatum, mm. 15-18 65

5.24 Semi-imitative presentation plus parallel doubling (Tristitia, mm. 5-9) 66

Examples for Chapter 6

6.1 Quadruple point from Deus venerunt gentes (beginning ofQuarta Pars) 67

6.2 Transposed canon (Laetentur coe/i, mm. 48-53) 68

6.3 Invertible canon (Aspice Domine, mm. 72-75) 69

6.4 Invertible canon (Defecit in dolore, mm. 70-75) 70

6.5 Variably-eonstructed canon, Type 1 (Laetentur eoeli, mm. 1-7) 71

6.6 Transposed canon in three voices (Vigilate, mm. 31-33) 72

• 6.7 Altemating fourths and fifths (0 quam gloriosum, mm. 22-24) 73

6.8 Invertible canon in three voices (Vigilate, mm. 44-48) 74

6.9 Variably-constructed canon, Type 1

(a) Laetentur coeli, mm. 15-17 75

(b) As part ofa longer canon (Ne irascaris, mm. 114-19) 76

6.10 Variably-constructed canon, Type 3 (Ne irasearis, mm. 124-26) 77

6.11 Imitation plus parallel doubling (ln resurreetione tua, mm. 23-25) 78

6.12 Semi-imitative presentation

(a) Tristitia et anxietas, mm. 135-36 79

(b) o quam gloriosum, mm. 50-51 80

6.13 Overlapping duos (0 quam gloriosum, mm. 91-93) 81

6.14 Semi-imitative presentation plus parallel (Tristitia et anxietas, mm. 5-8) 82

6.15 Transposed canon plus parallel

(a) Domine tujurast;, mm. 57-58 83

(h) ln resurrectione tua, mm. 26-28 84

• (c) Vigüale,nun.l01-102 85



•
6.16

6.17

6.18

Invertible canon plus parallel doubling (Deus venerunl, mm. 91-94)

Accompanied transposed canon (Aspice Domine, mm. 43-48)

Accompanied invertible canon (Tribu/ationes c;vitatum, mm. 20-22)

86

87

88

Examples for Chapter 7

7.1 ~~Exultet" parallel doubling (Laelentur coeli, mm. 8-13) 89

7.2 ~~Thinning out" ofhannonic motive (0 Domine adjuva me, mm. 18-20) 90

7.3 Transposition by octave

(a) Vigi/ate, mm. 1-7 91

(h) Laetentur coeli, mm. 1-7 92

(c) Ne irascaris, mm. 75-81 93

7.4 Transposition by fifth (Defecit in d%re, mm. 70-73) 94

• 7.5 Transposed canon at the octave (Laetentur coeli, mm. 18-20) 95

7.6 Transposed canon at the fifth (In resurrectione tua, mm. 26-28) 96

7.7 Transposed canon at the fourth (Laetentur coeli, mm. 1-7) 97

7.8 Canon byaltemating fourths and fifths (0 quam gloriosum, mm. 22-25) 98

7.9 "Tanquam aquam" complex canons

(a) Deus venerunt gentes, mm. 144-46 99

(h) Deus venerunt gentes, mm. 146-48 100

(c) Deus venerunt gentes, mm. 148-50 lOI

7.10 Variation by melodic inversion

(a) Defecit in d%re, opening point 102

(h) Domine praesto/amur, mm. 70-72 103

(c) Tribu/ationes civitatum, mm. 24-26 104

(d) o quam g/oriosum, mm. 111-14, 119-22 105

7.11 Incidental use ofic 9 (Deus veneront gentes, mm. 47-50) 106

7.12 Opening module varied by ic 8 (0 Domine adjuva me, mm. 1-5) 107

• 7.13 Opening module varied by ie 12 (Tristitia et anxielas, mm. 23-26) lOS



•

•

•

7.14 (and Figure 7.1) Entries and cadences from Deus veneron! gentes

(a) measures 218-24 109

(b) measures 225-31 110

(c) measures 234-40 111

7.15 Cadence with simultaneous cross-relation (Aspice Domine)

(a) original statemen~ mm. 51-52 112

(b) restatement, mm. 61-62 and 67-68 113

(c) varied restatement (ic Il), mm. 64-65 114

7.16 Concluding canons from Deus venerunl gentes

(a) Canon 1, mm. 259-61 115

(b) Canon 2 and cadence, mm. 261-66 116
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8.5 'IOVae mihi-quia peccavi" (mm. 82-113) 124
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8.1 "Interiora mea" preparing A cadence, mm. 38-42 133

8.2 "In dolore" canon (mm. 51-55) 134

8.3 A as "5," abandoned cadence to D (mm. 53-58) 135
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•
8.5 "Quia peccavin plus cantizansltenorizans cadence (mm. 86-90)

8.6 Two examples ofharmonic motive (mm. 8().90)

8.7 Rhythmic canon (mm. 106-13)

8.8 Three "consolare'~combinations
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(h) mm. 140-41
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Examples for Chapter 1

Example 1.1: Zarlino's "simple cadences" to the unison and octave (GiosefIo Zarlino, Le

[slilul;oni Harmoniche, Vol. 3, Venice: n.p., 1558, translated by Guy A. Marco and

Claude V. Palisca as The Art ofCounterpoinl, New Haven and London: Yale University

press, 1968, pages 143 and 145)

A

.., - - -e- - - - -
~

~ - ~ - - ~ ~ -1i;'lJ - -

~

el - -- u "" -
J._ -..

1
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Example 1.2: zarlino's "simple cadences" with a descending î1fth (or ascending founh)

leap in the bass (The An ofCounrerpoint, 147)

--
tI ~.

Upper

'"
~ -Lawu

~

~ - 1!ta -a- -Et- ~ ou- -er

" - ,

~
1 - . ..

4

•

•
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Example 1.3: zarlino's Ifimproper cadences, " or "cadences musicians use

occasionally" 1 (The An of Counterpoint, 148)

"
t. -.. ~ - - ~

Upper

- ..- - on -& - - - ~.. .

•
•

li fijlI' - - fijlI' .. - '"'
- - - -e- I~· -·

1

"
-e, - .~-

..
~ TT - CilI' --

- - -tS- - -··
i 1

6

"
eJ4 - • .. - fiiI' ~

-. • ~ (:z.. - -··
1

8

• lzarlino's beading on bis Example 106, page 148.
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Example 1.4: 2arlino's "extravagant cadences" (The An of Counterpoint, 149)

"

.,
Z ----

,,' .

--

f'

--5*

Ils

".,

A . - '-J -- _0 .+ ~

.

" Upper
.

- "';-i ,. "7 -
~.

""7 ---u::;-

• . 1 1 ~Î

11'- _. ~ :t
.

~
. 1 JI

1-," ,1 ,.
-0

-,- - -s: --0

0

1

911' -~ - 1"-1..

I~
. . 1 •

-., -...
.111 &-- 7'. ..

. 1 1 .

•
-

•
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Example 1.5: Morley's first examples ofcadences in two parts (Thomas Morley, A Plain

& Easy Introduction to Practical Music, ed. Alec Harman, New York, Norton, 1952,

page 146)

\

· .
LJ T · ~~ -& i ~ - -+- ~

i 'U··• i · i ! i·. · . . . .
'1

8

,
T 1 ~ : ~ .. '"1 Y.. i :

..
Il•
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Example 1.6: Morley's "best way of closing" against an ascending fourth in the plainsong

(Plain and Easy Introduction, 146)



• Example 1.7: Morley's cadences without a suspension (cf. Zarlino's "simple cadence"),

Plain and Easy Introduction, 147

7

•

•

)

Il .. -

l

Il

B

.
:

-
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Example 1.8: Cadence with "Landini sixth" (Tristitia et amietas., measure 172)., The Byrd

Edition., vol. 2: Cantiones Sacrae 1589., ed. Alan Brown., London: Staïner & Bell, 1998.

Reproduced by permission ofStaîner & Bell., Ltd., London., England.

"
175

1':\. 1 , 1

~
eJ . 1 . ,

. - 1. et mi- se - re - re me - i.

A ... "". .. ......--..... 11:\

M ,.. J ~
1

JIU- se - re - re me - i. ~I ml-se-Te n m" L..s(,'~
"

, , - 11:\

• C,
~ ~ 1 . .

i. et ali- se - re - re me - .. i.

-, 'S- l'
A" 11:\

T

" - ~

- re re me i. ~l mi-s"-',, re m" L

1
11:\

S
1- i,] et mi-se- re·re me i.

•



• Example 1.9: Meier's cadence with altizans (Bernhard Meier, The Modes ofClassicaf

9

•

•

Vocal Po/yphony, ttanslated by Ellen S. Beebe, New York: Braude Brothers, Ltd., 1988,

page 92)

r 7'"-r ~"""'-lauStJla aUizans

l leh: aider J
type

righr: more recent
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•

Example 1.10: Meier9 s "second basic form" of altizans (The Modes t 93)

10

•
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Example 1.11: Meier's solutions for the Phrygian basizans (The Modes t 97)

(a) descending foudh, or "7-4"

(b) ascending fourth, or "7-3"

(c) descending step, or "7-6"

:1•

•



• Example 1.12: Meier's evaded cadences, labelled according to the voices that evade

12

their goals (The Modes, 101)

•
cl. tenorizans - basiunscl. basizans

~: : : ; 3r: '~C: F~: ....c:: J~ ~
cl. tenom.ns ­

evaded type: basizans - altizans

•
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Examples for Cbapter Two

Example 2.1: Memento Domine (1589/5), measures 5-9: comparison of Subjects 1-2

13
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Example 2.2: Memento Domine, measures 18-26: cadential emphasis of A and D at

end of opening point

con - p--- 11«'- .el œil - ,~ - fa - li - a - tris IU-

III . .
.,

'-"'" .. - - - -.
-De con - ln- p- li - o - ni:I tu - le, COli - ,~ -", - li -

III 1, 1 -
- o-nis tu - le, me- men-to Do - mi -ne con - ln - P - li -

.
~:I

.
me - men - ra Do - mi - ne

" 1 1

~lJ
1 1 1 1 w

- - - ac. con - IR-P - li - 0 -Dis tu -
1 1 1r j

\ ..

s

•
Iii 1

&1
-a-Ilis lu II~. qum pas - se -

/It " 1 1 1

"
1

- o-nis eu ·Co COli "~-IG-li- a-tris lU - II~.

" -
1 .... '

con - ln • p Ii-o - Ris tu .c.
1

&C.

• 1 1

-p-li-o-_ ru - quam
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Example 2.3: Defecil in d%re (1589/1), measures 1-4: two forms of opening

neighbour motion

IS



• Example 2.4: Defecu in d%re, measures 10~17:

16

(a) comparison of "defecit" with "vita mea lt subject

- ta-- re.fe - at in- do - 10 -

JO A .,.

e) • -
de - re - - cit in do - 10 - re Yi -

" .1 • . 1 .
.

tJ ~. 1 ... 1

-re YI - ta me, vi - la me - a. vi - ra me -

" - , t ,.. 1 . 1 .....

41J

-'~-
1

4 - do-Io - re vi-lame - a. vi - ta me - ..
, , .. ~ ~

. ~ \. me,< l

me - a. YI - ta vi - ra ·m~ -
1 J~

l 1 T

8

T

H

•

-4.

- 4.

et an
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(Example 2.4 continued)

(b) Superimposition ofnew imitative point on cadential goal (Dejëcit in d%re, measures

15-17)

" 1S

S
lei ..,: ..

------ ---'" l' ..
ta me - - a. et -

A . - ,
lIf

tJ . -.

-1, ri - '" '"~ -41"

..
1 • -

• C
U

lit ,~ m. - -II. et an

111-
,

1 ,1

T
." 1 1

«. et an - ni me -

1 !
8

1

fme a. et an

c.A-1EMrE
"'0 A

•
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Examples for Cbapter Three

Example 3.1: "7-6" evaded cantizans from Defecit in dolore, measures 10-11

fe - Clt ln- do - 10 -

10
'"

eJ
de fe -- -

'" 1

eJ
-le Yi - ta me - 1.

" el

,,- 7-' 1 • 1 1 JIll

~).s-a~ 1
.

_ do-la - le vi· ra me - -
" .

.~

me - .. vi

Il "J- I 1 1.
l

, . .

s

T

c

8

•

•
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Example 3.2: "7-6" evaded cantinns in a "cadence with simultaneous cross-relation"l

from Aspice Domine (1589/11), measures 16-19

2The term is from Andrews, Byrd's Vocal Polyphony, 108.



• Example 3.3: Cadence with abandoned cantizans ("7-rest") from Aspice Domine•

measures 92-96

9$ "7 ~fZétT ••

cac - 10 - ftIIIl ba - bi - ta - cu - lis.

20

la - cu -

.

. 1 .
c:oe- Jo-rumba - bi-

t ..~ - ,"

-
cac - 10 - n&IIl ha- bi - ra - cu· lis. ba - bi-.... "~-,

..(.t••I!.... ..-'

•

nua• coe - 10 - ftIIIl ba-bi- ta -



• Example 3.4: Evaded tenorïzans becomes evaded basizans, from Tristitia et anxietas

21

(1589/4), measures 23-26

ruat

Il"III Z. ,~ .
.., •

oc - cu - pa-va - tt-,-, 1" .. - 1 Il \'-2- - ,
1 . 1"

~ .' ~ • .11
~ 0 - ra me

l1~;")" -,. - rt - 0 - ni me - .. ill-le - ri -

'1 - \-ra ·mc - - - ..
III 1 1 . ". ("7 -1".\1

, me
.-- -, ..~

-ft runt in - le - Ii- 0 - ra - - .. iIl --
~ "~~l.. I-

l - -

s

c

T

8

•

•



•

•

Example 3.5: Four-note embellishing cambiata figure as foreground cadential signal

(a) Defecit in dolore, end of Prima Pars

22



• (Example 3.S continued)

(b) Domine praesrolœnur (IS89/2), end of Prima Pars

23

A 1 . 1 1 ~

S
~ 1

-ca - -lis no - une.

'" ~ -~ 1':'\

M
-1' t

- pd - ri - la - tis no - - - ~
t:AH.~A'rA

" • 1 . 1 1':'\ l

• ~
-~J 1 . 1

• strie, no ~

1':'\

1
~J ~ .. -

atne. c:a - pd • ft - ta tis no stne.

. 1 . ~

•
-ta - - iii. c:a - pd. ri . ta . lia DO strae.

•



• (Example 3.5 continued)

24

{cl Domine Praestolamur, end of Secunda Pars

pu---UIIl.PG

A 1 . 1 t 1 , 1':\

S
.

el
-ra po - pu.1Jura lU - - - - - - - wu.

1 -. - 1':\...
~ - - """ et li - be-ra po - p\&.~ .._bJ_

--
._wu.
,-

.. . I~ 1:\1

,J 1 • ,
tu - """ po - - pu - lum ru - - - - um.

" 1 1:\

4i1 • .. • ...... -'--um. el li - be-ra po - pu-IUIII CU - - - - - UDI.

1:\

T

8

•

•
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(Example 3.S CODtinUed)

(d) Tristitia et anxietas, end of Prima Pars

25



• Examples for Chapter Four

Example 4.1: Cadence as musical punctuation to conclude an opening subject

(a) Ne ITascaris (1589/12), measures 1-7

26

Î T
Ne i - ra... sa - ris Do - mi - ne

• mi -•

A

11«)" - ~

supnnrs
A

.. cJ
MEDIUS

...... - "
CONTaATEN~ 1 Ne

IJ!) , la-

TENOR

-
..,. . lIA.SSUS

....
Ne

i ... roi-ICI· ris Do

-

, ,

i - ra - ICa· ris Do-mi - ne sa
1

•

$
A

-t]

A

~

A

1~
- ne

.

SI

sa -

1 1

1 1 1

Ne

~"'"""----~...Ne: _

"., - • Il

tis.
1• ..,_ t-

.



•
(Example 4.1 continued)

(b) Tribulationes civitatum (1589/14), measures 1-8-

27

v
umrus

L_

-

" .

Il •

'" 1
1

CON'11lATENOR ~ ,

I~, 1..-

~

Tri bu-la- ci - 0 - Iles

1

ci - Yi-.

""
Tri • bu - la - ci· 0 - IICS ci • Yi. u - tum• " 1

" 1

..
TENOR

BASSUS

s

-ta - lum

1 1.

•

-

au- di

1

Tri • bu - la - li.. 0 • nes
1

-.gr..­

Ti'"7 _ .'1,

"1 ..
- -Yi.mus.

fI_ ,.

1 L~'

1

ci - \i· ta - tum

1

lU • di - Yi-mus. au· di

•

.

lU - di
~

vi - mus. au - di

- -Yi-mus.
".: - ,"
-ri
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Example 4.2: "Cadence" as opening gesture, from 0 Domine adjuva me, measures 1-3

DUDooIASSUS

~

Il;) eJ
SUPEIUUS

"7
Il (S;-_Ie e.Je~)jI\ --II

• 1J
MEDIUS 0 Do - mi - ne...

·t -....
~

. -1 1

CO~7ItATENOJl 0 Do -mi-ne ad - ju.q me.

..- 1 , -
.

- , 1 .
TENOR 0 Do - mi - ne ad -
. ... 1 -

•

•



• Example 4.3: Cadential potential of opening fulfll1ed, from 0 Domine adjuva me,

measures 7-8

29

Do - mI-n~ MI-o-III. ad - JU-ft

A . 1 1

.
eJ . .-

0 Do - mi-ne ad - ju-va me. et

lIlo 1 1 ,.
~>j 1 , ,
j 0 Do - mi - ne ad - ju-va me, et sai - vus .....

. 1 ,

~J 1 -,
0 Do - ",i - n~ ad - ju - .'a me, 0

" 1 , . , r

~J •
, 1 1

- ju - va me. 0 Do - mi-~ ad - ju-rt1 me.

1
,

~
1 1 1 .-.

s

c

T

•
•

•

"
tJ

sai - vus e - 1'0,

lt! 1 .
,

e - lo.

"'2.. - .'-
1J 1

Do - mi- ne ad - ju-

" ,

,
et SII-

rus'. "7 -V"
, T

,
lu -IG m~
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Example 4.4: Ascending semitone (A to B-tlat) treated as an evaded tenorizans motion

(Memento Domine, measures 5-8)

#Il
j "2. - 3 81

S
eJ

Me - men - to Do

",..
l
.. -

• C

" - men to Do- mi - ne l con -~,Il ,.. 7-
T

.f
-.. - -.- Ire-P- li - 0 - Dis tu - ae. COli - 6'~ - If'

B

•
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Examole 4.5: Opening notes of "Mememo" subject in a cadence

(a) Memento Domine, measures 8-10: tenorizans cadence to D; cantizans and

abandoned basizans added in cODtratenor and tenor voices

1

Me men - to Do mi - ne con-ti ~ __•

Do mi - ne

-
con - Ife - sa -

1 1

Me ~

"'" -.....
ti - 0 - nis tu -

Ils .....

•

..
ae. COli - gre - III - li - 0 - l'lis tu ae.



•
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(Example 4.5 continued)

(b) Memento Domine, measures 14-16: opening gesture of subject becomes tenorizans

cadence to D

con - IR

1$

DU-DeDo

" ...;.. --
'" , -,

DIe - - - DIen - Co

.,. .- (".,--.sr" , 1

t' . 1

-p - ti-o - nis_ lU - le. con

"
/"2. ---3")

Ji fil

-li - 0 - Dis lU - - - - le.

" . 1 t

~LI - .. .riI v

- - - mi - ne con - IR-P - li .
l '·s -~ .. )

1

1

B

s

·M•

•



• (Example 4.5 continued)

(c) Memento Domine, measures 18-21: opening gesture of subject used as pan of a

simple cadence to A; cantizans and basizans added in medius and bassus voices

•
M

c

T

B

A

tI "-' .. w

-ne con - pe- p- Ci - o - DiI III - ae,

" •,. . -7- •
V .
4

- o-nis tu - ae, me-meu-to Do - mi-ne ÇQn -
,,~ -- "1 .

rJ
'"" Do

~

me . men - tg - mi - ne

1 . .
4 1

- - - ae, con - Ift-P

"S' "1 . • i

".-

•

tu - - ac, CDII - l'~ - III - li - 0 - lIIs tu -
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(Example 4.5 concluded)

(d) Memento Domine, measures 10-13: opening gesture of subject used as evaded

basizans "5-4"

34



• Example 4.6: Memento Domine, measures 10-13: final note of "Memento Domine"

subjeet as abandoned tenorizans in a cadence to D

3S

- men - ta.Me -

10
A . . J . -.

eJ -- sre-p-ti - 0 - Dis na - - - lCo

.". " •
III 2- - "sr

j

1

- men - to Do - - mi- ne con - IR-, ..
,,")

" 1 1 , 1 .-
.,

iiT -. 1 . 1 1,
- ae. me-men - - - to Do - mi - ne con - are -p -

", - -;.. ---...-. r" -- ...........
con - Ife - P - ti-o-Dis tu - le, me· men ta Do--

l''~ ~ .."l
l

s

•

•
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Example 4.7: Comparison of Memento Domine" measures 7-8 with its transposition in

measures 16 -17

j

are-p- ti - 0 - ais tu

con - p'e - p - ti 0 - nistu -

con-

-
Me

mi - ne

tl-Q·1Jls

Doen - to

...
le. con - ~~ - p

mi - neDo

Me

- men - to

•

ti-o - ni!con - Ife - P

Jj

mi - neDo

Il 'V

... .
1-

me - - - ~en - to .Do - - mi -
" - 1 1 . "

4 1

~-p - ti-o - Dis__
tu - a~ con - are - p -

.. ,
i

rJ ~

-ti - 0 - IÙS DI - - - - le.

1 1

~ - • . ~ IJI - 1

- - - mi - Ile con - are-p - li . o -ais tu - -
f.?

, -

•
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Example 4.8: "Quam possedisti" imitative duos, from Memento Domine, measures 26-

30; combination #1 at the semibreve, combination #2 at the breve

ab_ ni - li - o.ab

JO

ê!- .. ;. a ..
iii lb - ni - Ci - CI.

POI- • - di

quam pas- • - cli - iii ab_

~8.z

di lb iii

•• ~ J iij§ ~ i1.

m ab_ i .. ni - Ci- o. quam pol - se - cli•

•



• Example 4.9: "Ab initio" subject and shift of emphasis from A-D to A-E (Memento

Domine, measures 43-41)

38

. 1
G A-~. ..

S
il

.Iti ab i .. iii li • o. . ~ ..",_.6
iii , ..--.. ,-.

M ,
lb i ai. ci- - o. ab_ 1 ai

A-~
..

iii w ,

C.
l' 1

-0- Ib,,_~
.. ni - li· 0- 1 - ni li· o. lb i -

iii • 1 1 -. 1

T
. .

"
1

1 • al .. li • a• lb i . ni li· a. i

A -E
.

& • -. . 1

• - o. lb i - ai li· o. lb j ai --

li - 0.-

-ni-li .. 0.

•
- Il .. o.



• Example 4.10: "Libera eos" homophonie blacks (Memento Domine, measures 48-49,

above; measures 53-55, below)

39

- tf - o•

-..
leJ

... ...
-fil - 11- o. U - be-ra c - 01 ft 0 - mDi-bus rri - bu-II - li -

1\ . .
IV "

,

<TJ- li - 0_ i-

Il -

"
. 1 1

-ni - tf - o. U - be-n c - 01 • ex 0 - mni - bus lri -.
A

1 . 1

" - ...
-ni-tf - 0. U - tic-ra c - 01 ex 0 - ..ni - bus rri - bu -

1 1
:

"
B

T

c

s

•

osIJ - be-ra •

A
$J

..,
~ -"""--"",,,'"

- 0 - - - Di - bus.

A . . -, .

" u - be-n c - 01 ft

Il - ,- ..
f 1 ® \0 bc 184'.-bu-la - If-a - ni -bus - -
1\ . .
r ... ... ""--"" III

-la - li - 0 - - - iii-bus 1 - be-ra • - os CJI

1 j 1
1 1

B

H

•
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Example 4.11: Two statements of "libera eos-tribulationibus" pair (Memento Dominet

measures 59-63)

,. ~ 1

S
lei

li . be-

.. 1 . .- . 1 1
. 1 _____

--. -f . . 1
0 - lDILi·bus lri - . bu·Ia·Ii- 0 - ni - bu&. ex 0 - mai~';;1" ,)

A -C e
f -os. U b.-tfI . -
.. 1 1 . .

T
y

lDILi-bui
...

0 - tri - bu-la-Ii - 0 . ai - bus, ex

8
1 . 1 ,

la a - ami· bus iii - bu-la- li - 0 - ai -bus.

•
ID A .

..
-ra 8 c 01

l

..~
1 •

- Ii-a-ni-

- ....tri - bu - la - If - 0 - ni-bus.

A

- bu -la - li-a-ni -bus. Cil

(COM8.2.)

•
"

o - mai-bus

0-"1 - bus.

1 ._

ex 0 - IIIIU-bus lri-

•

li - be-ra

lri If

c

bu - la

os

1 .
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Example 4.12: Mememo Domine: reductive graph of background tonal plan

(j) @ c ® @)
t _ , • il-( . - • --. •

r2 /te:. r"2
... LI... • -~

-. -

)
.., ... ~-,

t
.... .. -
r_ , • -~ •,

1 , -, r

41
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Figures and Examples for Chapter Five3

Figure 5.1, top: Imitative presentation, one subject

Example 5.1, bottom: 0 quam gloriosum, measures 1-3

text 1 A

text 1 A

Stage l->Stage 2-->Stage 3->

• A
Il. Il. • . •• .

tJ ~ &J
Q~

f

SUPEJUt1S quam &10 - ri .. 0 .. lUDl est

" Il.

tJ ~ el ""'- --MEDIUS A 0

L - A 1 ,
Il • ~ "u; • u ~ ~J - ~

CON'T1lATENOR 0 quam 110.. n.. 0" sum est re ..
..

il • fTENOR

1 -. ,
-3 )lASSOS ST'WC: , ..... 2.

• 31 bave only reproduced figures for which there is a musical example in the 1589
Cantiones; for the remaining figures, please consult Volume 1, Cbapter S. Note as weil
that 1 bave labelled the musical examples with the same number as the corresponding
figure for easy reference.



• Figure 5.2, top: Imitative presentation, two subjects

Example 5.2, bottom: Memento Domine, measures 1-7

.:.~=ex=t;...::l~......:.A.:.-__ Text 2 B

43

Text 1 A (then B or free)

Stage 1----> Stage 2.---·-->Stage 3-->

L - 1 ..

- li1
SUrEalUI

A

- II'"aMUI A -.. y

• •-IV -ACONfRATENOa w. - .
..... .. • .... , .;,

-li- t" -
TENO. w. - Dlal - 10 Da - mi -. con -

- ST'MC1 ",2-,,,ssus --

•

s (Al -...

al
wc - - Dlal - 10

...

r ~

" .. l

l' -mena 10 Do - mi - ne)----....
A .

Ir
_. ..

(2,\. .,. -.. - li - 0 - ail ru - .C. CUII -••
1
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Figure 5.3. top: Non-imitative presentation. two subjects

Example 5.3. bottom: (a) Vigilate (1589/9), measures 1-3

Text 1 A

Text 1 B

....

11 •
- te•

A

Vi - 1i·1a

...
... 11..• _-_Ja_&.R-_-;....._.. te.

1 1. ,

III
,

lia ..- eI ...,-.

SVPEIUUS Vi

- III •
~ 11MEDIUS

..- .. II

.. fCONT1lATENOR

II!) 1 -..
TENOR

~ -
.. \

IASSUS

•

•



• (Example 5.3 continued)

(b) 0 Domine adjuva me, measures 1-3

45

#JI

•
..., eJ

SUPEJUUS A
#JI • •

• fMEDIUS 0 RDo - mi • ne,

" • l 1 1
, -

• 1) .
CONTllATENOR. 0 Do • mi - ne ad ju-va me,

...... . -

- •TENOR 0 Do mi· ne ad -

•

•IASSUS o Do
.
mi-
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Figure 5.4. top: Transposed canon, tbree voices

Example 5.4. bottom: (a) In resu"eetione tua (1589/10), measures 26-28

A

A

A· ..>

Stage 1---> Stage 2-> Stage 3--> Stage 4 . >

46

..
'" • • 1 . •

S
tJ .. .

-ra. A\ - le - lu - - - y:a.

1t - 1 .. f

H
tJ .. ,~ -, ...- - ~ Al 1 le - lu - ra. A Al - le - lu -..~

jI\
.

~I\. - 1 •

(,
1

-r:L

~",
le - lu - - - ya. .il· l~ -A

~ 1 ., - 1 1
--, , Oi# - 1 - -

-r:a. ter - n- A! - le-lu - - - ya. Al -
5'rAH , .. 2.. ....., ,

. ~••.&. ~ -
8

• ter Al le - lu -
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(Example 5.4 continued)

(h) Vigi/are, measures 12-15

do -quan - do do - DU - nus- IIUD•e

~ , -
el

nim. nim.De - 1Ci- lis e - e - qua -
~ . - ,~

,
- sei - lis - nim.

_Ir
nû-e - - quan ,t.i do -,

l- I "'.r 1

l' -nim. c - nim. ~ -1IP' do - mi·JWS do -.
'.4,. •.A. ~

l 1 1

- te: ne - sei-iii e - nim.

"!r 3- - - nim.

1 . 1- .. .
1 .8

s

•

•



• Figure 5.5, top: Invertible canon

Example S.S. bonom: Vide Domine, measures 46-48

A

A >

A

Stage l-->Srage 2->Stage 3->

48



• Figure 5.6. top: Non-imitative module plus parallel doubling

Example 5.6. bottom: Tristitia et anxietas, measures 1-3

49

text 1

text 1

text 1

A (parallell

A (parallell

B

• .
II;) • -.:T

SUPEIUt1S A
A 1 1

• "
1

IIECruS Tri ni Ci - ..
A.. Y ACONTUTDlOR

a .... 1 -,
... e;

TaIOIl Tri sri It Ci . ..
'-- • -.

L\SSUS • Tri .- iii Ci .. ..

•
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Figure 5.7: top: Homophonie triple point

Example 5.7, bottom: Homophonie presentation types

(a) Tbree-subject cadential black from Aspice Domine, measures 60-62

Text 1 A

Text 1 B

Text 1 C

50

60
A

S
'" -O-dem no

A

M .,

• 1 •

, .

ct

1-

ncm no

1 , r

YÏ

R
- de tri

-1--.

- scram.-c

•

-rk4,~~~~~..~~~~_I
li -
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(Example 5.7 eontinued)

(b) Two-subjeet homophonie presentation plus "texturaI padding" in medius,

eontratenor and tenor, from Vide Domine, measures 1-4

,

-mi -ne.

A

Dode

i

BASSUS

L • A

-.ru- e,)
SUl'EIUUS Vi - - de Do - - mi - ne.

A

MEDIUS
e,) liiiii "'" ""',---,~

~ Iiiiii

, S"".Vi - - de Do - - mi . ne.

1i
.. .. 1 '\le

CONTRATENOR f Vi de Do mi- - - - - ne.
Il''\ ~ ...-..

TEYOR
.. R Do - mi- ne.Vi - - de vi -

" - f
,

•
.

•

•



• (Example 5.7 continued)

(e) Homophonie triple point from Tribulationes civitatum (1589/14), nieasures 1-4

(note partial parallel doubling in measure 1, lower two voices)

52

Tri - bu. la - li - 0 - na ci - Yi - ta - tum

•

•

1.- A

11;)'" el
svrElU11S

Ir. A •

li' .,
MEDIUS

..... L - " .
p,.

~CONTUTENoa

Il!) f".

..
TENOR

.-

BASSUS
po.-

A
•

Tri--::g bu-la- li. 0 - na.- .llL. .;;...., ,

Tri • bu - ~ti. 0 - nes

1 1 ~

,
ci - Yi-.

ci - \'Î- ta - tum



•
(Example 5.7 continued)

53

(d) "Cames sanctonun" triple point from Deus venerunt gentes, measures 84-86

A
A .- 1 •

S
~

car - - na san - eto - lWD tu -

Il -- .. -oH
~ - - li.

e R
1 i"C

1 - - li. car na un - ceo - rom- tu - 0 -
~

" • •
T , 1 1 "

- II. car - DeS 11ft -eta - rum

B

•
u•

•
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(Example 5.7 eoneluded)

(e) Homophonie triple point as thematie unit, !rom Ne irascaris, measures 1-7

li

lJC)iI ...
SUPEJUt1S

II.

.. v
MEDIUS

A -
fi - II. • -

. ~ f
ra - Ka R risCOIIo'TRATENOR Ne i - Do - mi -...

Il!} !J..- I - --
1 1

TENOR Ne i - ra - ICa Cris Do - mi - ne ..
,. 1 . 1

-,

....... , lU'

BA$SUS Ne i - ra - ICa· ris Do-mi - ne sa

li

54

•

- ne

.
sa

Ne

~ ~

A N;----'. •

uR- Us.

.......--... ..
1 1

-Cr - Us.

-Cil"
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Figure 5.8, top: Imitative duo plus parallel doubling

Example 5.8, bottom: (a) Trisritia et anxietas, measures 156-58; leading voice doubled

in thirds

A

A

A



• (Example 5.8 continued)

(b): Tristitia et anxietas~ measures 79-81; following voice doubled in thirds (note

registrally varied restatement, lower three voices, measures 80-81)

Fieure 5.8b: Imitative Duo plus Parallel Doubling (type 2)

A

A

A

56

o - çU-~ me - i.

o - cu-U me

L

" , 1

i" 0 - - CIl-il me

o - CIl-il

L

- L

•
,b3§~~ë..§~:~.~~~13~

_ cu-U me 1.- 0 - al-Il me L



• Figure 5.9. top: Semi-imitative presentation

57

Example 5.9. bottom: Tristitia et anxietas, measures 135-36

A

A

B

11$

te.Utspe - raft - tes
te. _

A , 1 , , ..
... . ~

spe- nn - tes in te. ..- . .

~~ 1 1

ÎII_ r~. sp~-",rr - ru· In r~, con - sa· la - re.-
A ,

• 3).,-.....

~:,t 1 1 1 , ,
te, spe- rrIft - tn__ in- r~. can - sa-la-te.

il
con - sa-

, 1 1 •, Cil - 4t- ~
spe-flIft - lU_ Ilr-- l~. in te, con - sa - la - re.

l '--'" ~

s

c

8

T

•

•



• Figure 5.11: top: Triple point plus parallel doubling

Example 5.11. bottom: (a) Vide Domine, measures 80-84: aiple point plus parallel

doubling (note "texturai padding" in the contratenor in measures 81-83, and in the

tenor, measure 84ft.)

58

Text 1

Text 1

Text 1

Text 1

"A parallel

A parallel

B

c
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(Example 5.11 continued)

(b) Ne irascarist measures 106-110

S9



•

•

60

Figure 5.14. top: Variably-constnlcted canon, type 1

Example 5.14. bottom: Four-voiœ canon from Defecit in dolore, measures 70-74 (note

free voice in medius providing texturai support)

A

A'

A

A

Stage 1 Stage 2 Stage 3 Stage 4, (ete)



• Figure 5.19. top: Transposed canon plus parallel doubling

Example 5.19. bottom: Partial parallel doubling added to ttanspOsed canon, ln

resurrectione tua. measures 26-28 (cf. Example 5.4)

A

A parallel

A

A

61

A

• '" • t 1
, .

tJ .. i

-ra. AI - Je-lu -
A

Yi.

"
...

• - , ---- 1

tJ - """--"'"
TIL AI le - lu

.....
- ya. AI le - lu

'"
A ~

1 - 1 ~

" -r:l. AI le - lu

A - ya. ..il - l~ -,
'" , - 1

,
V -f'iI . ... ...

-ra. ter - ra. Al le-lu - ya. Al

~_ • .& .. -
1er AI le - lu -

•
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Figure 5.20. top: Invenible canon plus parallel doubling

Example 5.20. bottom: Vigilate, measures 101-103 (note false entry at the minim,

contratenor)4

A

A par:aI1e1

A

A

"If one takes the imitation at the time-interval of a rninjm as the troe canon, we have
a transposed canon at the octave (superius-eontratenor-bassus) with parallel doubling at
the lower third in the medius.



• Figure 5.21. top: Accompanied transposed canon

Example 5.21. bottom: Aspice Domine, measures 43-47

A

A

A

B

63

A ..• 4S r 1 1 • ,7.-
S

~" A pe.ri 0 - cu .. los me -A ...
Il 1 •

M
--,;il • '" 'a" •..., - '"f(;,---,,_ ,_

os.A pe·ri 0 .. cu· las me

M&eot;.e. • -" AtL~lI!.......-~...

C
f -di. 13 A pe. ri 0

A r 1~VC .- 1

T
f ri 0 cu losA -Ape ,
~8: ? j Ê W flr Ê r l- u

A .. - pe·rf 0 - cu-loi me - ..

•



• Figure 5.22. top: Accompanied invertible canon

Example 5.22, bottom: (a) Tribulationes civirarum, measures 20-21

64

A

A

A

B

puqUIS

20

-mus.

A 1
I!!:A~ .... .t._"•

.., \.
-mus. quas pas -

A ,
A

-.

..,
'" "'-'

.- mUSoquu pu - lae sunt.
;p.

Il -.
.J

-mus. quas pu A
SIe JUDE,

1-. .... .... • -..1

-mus. ruu
-

pas - sae sunE.

~~ J . A -.

, \:1

s

6

T

•

•



• (Example 5.22 continued)

(h) Tribulationes civitatum, measures 15-18 (more complex initial presentation of

above)

65

•
s

c

8

lS
A

A 1 1 1
,

el .., ... ~w

~

-mus. au-di - Yi - - mus.r-A - De sunt.

A 1 .~ • --.

el :"TF 4t V'" fi 'go "ri" T:I -r -

- vi - mus. pas - Ksae !Wlt, et de-

A 1 1 ...--... 1

1LJ .. 1 1 1

ft - dl - - iii - mus. qUIS PUA - !ae sunt,

Il ..---..... 1
:

-aun au - di - - vi-mus. Icluas pesA - SIC sunt,

~~

-
..,

- . .

•

quai pas



• Figure 5.24. top: Semi-imitative presentation plus parallel doubling

Example 5.24. bonom: Tristitia et anxietas, measures 5-9 (note texturaI suppon in

66

contratenor)

A

A parallel

A paralleI

B

li,fisil

$ A
1'1 .- -.

" Tri sti - - li .. .. A-
11\ .- •.

,~

- sil - " . li, tri - Iti - ri - ..
T'lntTfAML Su~T ..

, •
Tri - sti - ~ li - .. A

t -.

t
tri - l1f A li - ..- stl - tl - li,

r 1

'"'
1 ..,

- - . tri - l1f - li - .,8

,.

•

•
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Examples for Cbapter Six

Example 6.1: Quadruple point from Deus venerunt gentes (beginning of Quana Pars)

bri - II1II,CIl III - mus op - pro -F.

A
lPS •- ..

&)

Op-

'"

" Cr
'"

1 _____

~
Op - - pro - brI -A c..

'" • , 1 1 1
,

Ir ------- -
F. - - cd III - mus op - - PlO - - bri - 1Im.

A -D ..
.1 • -

1 . ri

s

•

•

(. A
A 1 lDD. • .

., --pro - bri - S' r. cIi III,) - "mus op --
" 1 , 1 ,.

" F. - Cli lU m~ op pro - bric,- -
I- I ,~

-,
'"

~ -Wft. r. eti lU IDUS op pro bri

"
..

" --op - pro - bri - Wft, r. - ltti III IIIUI op -pra - bri-

j i>
•

op - pro - JIri-um YI - ci - ail
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Example 6.2: Invenible canon (Laetentur coeli, measures 48-53)

Secuada Pars
-A ...

• 1 ;;IU

•

$ ej

...~7 ;-"'": e

1

- hIr in di - e - bus hl - -
A

..~ . ~ , ,

.
&1

~-
.. 1

~-,.;_.ri-e - bU ÎD di - e - bus tu - a. A in
-

1
A ,

C-
l' ~-

1

ri - e - lUI'

~
-

T
f

1
1

fA)
~. -

68

- is ju-sti-ti - a.

..
tJ ..... .. ."

-A. di - e - bus tu - is ju - sti-

1

•

in di - e • bus tu

,
ÎS
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Example 6.3: Invenible canon (plus cantus firmus as texturaI padding) from Aspice

DOnUne,meunres72-75

Secunda P:an

"

c:e _

~
l RC""i -~ 1

-.
Do mi - ne. De

T -,4 "wl Re spi -

l-. ,
1

8
T

Re spi - ce Do mi - ne, Do

69
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Example 6.4: Canon from Defecit in d%re, beginning of Secunda Pars, measures 70-

7S (cf. Example 5.14)

aU - ..

•
..
.,-

A

YI

..

1 1

eu Do
A

7S

- ne•

.
IN_

- ml - ....

lu Do

ha Do-IlÙ-

lit.

-PI'

III Do-

A

•
,

Do· mi - -ne.
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Example 6.5: Transposed canon at the beginning of Laetentur coeli (1589/16),

measures 1-5

A

IASS11S

...
#II .. .. 1 1 1

,. .
~UPEJUUS

.. ..,
~-~

a -1

- au COC - A - -
l .. lit A

...., ..,
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-..... - "..
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r .. )•
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j . 1

-1,) 1 f 1 1 1 1

A li. coe.... -
r;;; ..

tur cee - A li,

-ue
1 Il -

len - - - tur"

(11'-" DIC. 81:C.~'

. -
ue :. len-

•



• Example 6.6: Transposed canon in three voices (Vigilate, measures 31-33)

72

1

pl - li -

an 'pl-"li-caa

J U

•

cte, _



• Example 6.6: Canon al altemating fourths and fûths, from 0 quam gloriosum

(1589/13), measures 22-24

73

•
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c
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• Example 6.8: Invenible canon in tbree voices: Vigi/are, measures 44-48 (see also

Example 6.3)

74

an ma -
Il

,
eJ -.- - -ma Il'e
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• Example 6.9: Variably-constructed canon, type 1

(pair of duos)

(a) Laetentur coeli, measures 15-17

75

•

s

c

T

8

,c-
A 1 • , , ••

-el 1 1 . ...
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~:) ----- \/
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•

-ra. lu - bl - la - te mon-tes Jau -
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(Example 6.9, continued)

(h) Type 1 canon as pan of longer fully-periodic canonic unit (Ne irascaris, measures

114-119)

•

•

l, ..:

.. ••

ru - sa·lem,

1=

1 12~

.
1. - ru - ..-lem,

.,
Je - ru - _·Jem.Je - ru

J.~
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Example 6.10: Variably-constructed canon. Type 3, (Ne irascaris, measures 124-126)

de - - ID -.. ru - .-1Mt.

J2$
ft, r_ t T

...

l~."
-- ~

- la-ca est. -

Il
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jIl .. r" "- 1 , ,

" -lem. / de IO-la-ta d~- est. - sc - 14 - '11

J~ l .., ..
-lem. de - ID - la - ra lit le - ru - _-lem. Je - ru - sa -lem
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s

M

T

•
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Example 6.11: Imitation plus parallel doubling (ln resurrectione tua, measures 23-25)

•

•

et ex-uJ-tet. u-w-tet ter - - ra.



• Example 6.12: Semi-imitative presentation
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(a) Tristitia et anxietas, measures 135-36 (cf. Example 5.9)

IJS
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• (Example 6.12 continued)

80

(b) 0 quam gloriosum, measures 50-51
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• Example 6.13: Overlapping duos, from 0 quam gloriosum, measures 91-93

81
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• Example 6.14: Semi-imitative presentation plus parallel. from Trisritia et anxietas.

82

measures 5-8 (cf. Example 5.24)
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• Example 6.15: Transposed canon plus parallel

(a) Domine tujurasti, measures 57-58

83

•

•
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(Example 6.15, continued)

(h) In resurreetione tua, measures 26-28 (cf. Example 5.19)

84



• (Example 6.15, concluded)
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(c) Vigilate, measures 101-102
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• Example 6.16: Invenible canon plus parallel doubling

Deus venerunt gentes, measures 91-94 (note false entry in tenor)

86
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~- - rv,"- be - di -is ter -

~.
- ne. car

ft &J ~0

•

be di - is ter - r2e•
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Example 6.17: Accompanied traDSpOsed canon, from Aspice Domine. measures 43-47

(cf. Example S.21)

los, _pe ri 0

A
Jj' r IÊ I-r

0 - cu-los me - 01,

A

45 ( A .i" 1 1 L

5
~ '---'

A pc-ri 0 - cu - los me -
A ..

'" .- ~

M ... - w"---'__
Gi/I .. ... 'V ... ..---..--

A pe-ri 0 . cu-los me - os. • .
A ..1 ___ r

8 r-§t
~ r ëF

A- - pe-ri

•

•
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Example 6. 18: Accompanied invenible canon, from Tribulationes civitatutn, measures

20-22 (cf. Example 5.22)

- mus. uas pu - sae 1Wlt.

et de-

suat•

• -mus. t'- pas - sac sunt, ct cie·

S
-mus" qua pas - SWlt. et_

•



• Examples for Chapter Seven
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Example 7.1: "Exultet" parallel doubling. trom Laetentur coeli, measures 8-13

et_

JO

coe -- tur

III - .
.- el 1 1 1 1 1 1

et ex- w- ret. a- uJ - ret ter - - ra.

A t. , 1.- " - ..
- - -ra. et ex - uI - tet. a - w -tet ter - ra.

'" 3
III ..

Co -

t' 1 1 . 1 1 1

- - -Ii, et ex - w - tet. ex - uJ - tet ter - n. et • ex -

1 . 1 . • 1 1 1

l
• """"'- r _ ~

- - -Ii, et ex - uJ - tet_ cer - - n.

, .. ~ ..---...
S .

•

•

A , .- -, 1 1 1 -
'"

, 1 i 1

et !eX- ul- tet ter - n- ex- ul - tet. a- ,,1- I.t ex- 1&1- ret ter -,-
III .

eJ - .- - "-"
el ex-w- tel ter - ra. et ex - w - tel ter - - -

-
" 1 , 1, .

-w-tec ter - n. ex - 111- tet ter - n. a-Ill - ,., ,~ - -
10---

Il
. . , ,.

"
fil .. - .

ter - - n- et_ ex- III - tet. ex- 111 - tet. ex- uJ - tet rer - -
i i

3-...- ..
1

ex- uJ - ter, ex- &&l- ter. ex-uI -tet rer' - - n- Ier - --
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Example 7.2: "Thiooing out" of harmonie motive, from 0 Domine adjuva me,

measures 18-20

20

-Us le - fer - .....__

.. . .
e.I- v

- Us .. - tu - nae. ne me 1Itt- ri . pi- al 110- stis a -ltu-

-.. ~

f . 1 •

- ru - - - ..... .. .... lUI' - ri - pi al bo.1tis • .
.. 3

".

~ - l 1

~bo-tii le -lu - - .... ne me 1Itt- ri . iii al - Ids • -
.. r

T fil -~

• - fer - - .... ne me sur. ri - pi-

l

T

c•

•
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ExampIe 7.3: Transposition by octave

(a) Vigilate, measures 1-7

Il

14

u;) ~- ~
..... -

SUPEIUtJS Vi - li-la - - te,

... 14 , ~
, , ,

.
~ II' 1 . 1

IlEDIUS Vi - IÎ-Ia - 1 - te. ri - ,i-iJl - --

Il
... III

- f ..._-
COrtnATENOIL Vi - p.1a - -

O!) ...

~

TENOIL

a. -
- ,

IASSUS

--t
A

J

el ... - ..... "'-'
vi - - ,t - iJl - - - t~. vi - p.1a -

11\ -. - 1

1) . . 1 .
- • l~. vi - li-la - - - te• lit - 6i 14 - - t~.

"A , 1 , • 1 1

f -1" -.....
- te. vi - li - la - - - te. n " - - -

1

Vi - si - la - - -.
-,

Vi - . -la - - hl.

•

•
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(example 7.3 continued)

(b) Laetentur coeli, measures 1-7

ue Icn -

II. - A . 1 1 1 1

el .. e) 1 T 1
SUPEJUUS Lae - ten - - - tur cee - - -

L .. A

Il .- ~
MEDIUS

Laa - ten - -- "
CONTRATESOR t'

...... - A

..
"TE....OR -r

1 -
..

BASSl:S

. S

·eJ 1 -r 1 1 "T ,
- - li. ,oe - - - - - -Ii.

lit 1
,

e) liT .. U 1 , 1

- - tur çoe - li. et ex - ul- rel 1 - - - - -
" , - ,

11 1 1 1 T 1 - 1 1 1

ue - ren - - - tur~ '0': "If - li. roc - - -
lit t .- 1

11 1 t. ·ue - ren - - - - tur coc - - -

1 1 ..,

•

•



• (example 7.3 concluded)

(c) Ne irascaris, measures 75-81

93

J ..
7$

SIi1

•
.., ....

Ci - ri - las

•
C

"

• T

8

..
ri • Ca

A

Ci

1

-

...- ~
lift-cU

•

A

--.J ... -. ~

- - - - - - - i.

- . (-t)
-tiJ

~ • .......... ~- - 1. Ad - -
• i_ l

)

"
1

Ci - - vi - ras ...
...,

1

an - ca tu - - - -



• Example 7.4: Transposition by fifth, from Defecit in dolore, measures 70-73

94

•

•

"
70 - •

S ..,
+~Scd

.... "-'
tu Do - mi - -

A

~ ..,
Y Do

-.
Sed - - - mi - - ne.

, • 1 . 1

C -, 1 . 1

Sed tu Do - - mi - ne. 1«1 III Do -
"- 1 . 1

l r
Sed

~~~. ..-8
l le 1A,,,_'c.-r -rD +SJ 1

$cd lU
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Example 7.S: Transposed canon al the octave, fram Laetentur coeli, measures 18-20

)

mon - lnju - !Ji - 41 - l~- dem,

..
i

A t - -'
li

le

~'\. bi • " - le mon - 16 "u - . -
A . , -i

1'1
el

~u ".

~ ~ ..
- - dem. - . de;;;:------' ...

A ,- - ,..\ _#

C. r -dem. ~\_t-b . te mon- tes Jau - - -

A 1 - -

Tl\- r \_. ... ..
Jau - - - - - ju !Ji- Ül. - l~ mon -,, . "

.. - 1

•

•
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Example 7.6: Transposed canon at the fûth, from In resu"ectione tua, measures 26-28

(cf. Example 5.18)

,.,-------;)
J A 1

S -t) \ . :: ..-ra. - - - ya.

A -5
- 1

t) .. Al'1 --- - rIZ. le - lu - ~ Al - le - lu -
'"

lA ............ - 1

,

C
t'

-r:L ~"\ le - lu .·u- (ft- - - - Y3. -
A . 1

~-1

"
fiT .....,. , ... ...

-ra. ter - r:L Al - le - lu - - - Y3. A( -

S
. ~_.~~ -

H

•

Al le - lu -

•



• Example 7.7: Transposed canon at the founh, from Laetentur coeli, measures 1-7

97

..
Il - 1 A .- ,

~UPERfUS
.. e.J 1 1

~~ tur c:oe

L .. Il _1. ..
~ ... \:L... •MEDIUS

ue~-
- "

CONTRA.TENOa "
.....

..... - Il

.. l'• TL"iOa

-
.. )

BASSUS

... j

e.J 1 r r 1 1

li. c:oe -Ii....
" 1

.. 1 1

e.J ... .. ..... - tur c:oe li. et ex - III - tet ter -
'--..~ -
f - 1 1 1 1 . -ue len - tur__ cc..: - li. co.: -

"

r- I

ue ten - • rur co.: -

ue t.:n -

•



•
Example 7.8: Canon by altemating fourths and fiftbs, from 0 quam gloriosum,

measures 22-25 (cf. Example 6.6)

~

• .
1& cl

1

A - mî-c:ti

98

• 1

("'J
110 -Us al•

1 aspi

110 - lis al -

1 ~1J ;.
_. bis. al

bis.

•

A - mi - eti 110 - lis al - - bis. al
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Example 7.9: "Tanquam aquam" complex canons, from Deus venerunt gentes

(a) measures 144-46

- quam.&aD - quama -

/4S .
A "

.,

el

~/i"-;;'1~. --rum. -
Il , -

• .
/~

1 1

-rum. i - PlO - - rum. , f.aJl -quam a

~

!il ~ ...~ ,
d 1 r

-.y~--~
.

- - - quam.

..-.. 5' 3 4;'
~ . , "

./' ~ - quam.-",1ft, ...S 1IJl- quam ri - - -
S ,~,_@).-'" - ' , . 1

1 . .

s

B

c

•

•
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(Example 7.9 continued)

(b) measures 146-48; first three entries of preceding canon retum

Ill" ---quam.tan - quam a-

~'I ....

el

~f-
... - -. - quam• quam Il - --

~ - 1 • : r, 1 1

-a - - t s ;;,
- quam.

,-
" -~J J~

1 la fq;"" li - - - quam. • -
1 1 , . -.

" . ,
, ·-tr/,.. -- ·- - - - -

S 31,1'_J l , 1 t

.
1 1

s

8

•

•
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(Example 7.9 concluded)

(c) measures 148-50; retum of opening canon9 transpOsed (note melodic adjustment of

third eutry)

uo.. ..

"
. ,

el (;li' .. ~ -trV ~ - ya'A a -- qrMUPr " - - - qJIIIm. .. -
Il - Jo' ~

1

, .
1 - - quam. __ /; ï"'Z (;.;..,....:,.) - - -

Il 1 1 ,; '-

-, 1

~Iï.!-- - quam. - quam.

1 . 1 .
.~ - j- .. 1

- - - - - -qUllm. ran - quam a - -
, 1 . ,

: .
fil

s

T

B

c•
-quam. tllll - qIMIIJI " - qWllm. ta - qUilm

•



• Example 7.10: Variation by melodic inversion

(a) Defecit in d%re, opening point

102

" i..v.
A

lkJ ... -.J
De fe-SUPEIUUS

A

11:) ... " AMEDIUS , ,
" 1

. 1 1 .... 1J
De - fe - cit in do - 10 - œ vi. A ta__ meCONTRATENOR

• • ~• "

• ... ~ )

r:-4 in". De fe at in_TENOR • -,-

- cit in do - 10 re.IASSUS De - fe

., r;;

'"- dt in do - 10 re_

A

e;

~ i

"
. 1

-~ in do-Io

, . 1

do - la re Yi

• in do-Io - œ



• (Example 7.10 continued)

(b) Domine praesrolamur, measures 70-72

103

•

•

5

T

8

Secuada Pan A
Il

70

-.r 1

Ve - ni Do - mi - ne

-

~

A i~" ., ...-.... 11 1

~ 1 .
A Ve - ni Do .- - mi· ne, Do .

III 1 1 , 1

.
~

1

Ve - ni Do - mi • ne, Do - - mi • ne,



fil ..... fil fil . .,.
Do .. mi .. ne ad te sunt 0 - cu - li no

A ~." .
1 ~ 1 1 ,

1 1 1

Do - mi - ne ad te sunt a .. al - li no

ad te IUIIt 0 - cu - li no

•

•

•

(Example 7.10 continued)

(C)Tribulationes civitarum, measures 24-26

-
Do - mi-ne

A ~ ..".

1 1 l , , 1

104



• lOS

(Example 7.10 concluded)

(d) 0 quam gloriosum, measure 112ff; ÎlISt system: descending scale ~otive

introduced against "saeculonun." subject.(bracketed); second system: descending scale

combined in canon with its inversion

- rum .... - mm.

.
-. 1- - - - men, ge - c:u-

M~\I~
1 . , • - -

1 1 \sae-=-al - 10 - rum .... - . ma. - Cil - 10 -

A

1

'''ft

~'" ~~ '. l , . 1 ~

eJ r- men, - - - - - - - men.

A - .f ~ 1 --.. - ~

1 eJ

-1 4'
1

- - - - - - - - men.

J ~

'" •
...

l
., l:r ~ • ~.

':men, - - .. men, A - - - men.

A

,
1 1 ~

" -mm. 1
,

A - - - - men., • ~N".
LL t U 1 1

l':!\

l
! 1•

•



• Example 7.11: Incidental use of ie 9 (Deus venenmt gentes, measures 41-50)

106

•

s

T

8

li 1 J ••
:0. .

CI .
mo -rurJ cu- ·sto - - - di - &In. cu .. sto

" ~- .

~"
. 1

lm. cu - seo - - di .. IID. cu - sta .. - -
"' - ., . 1

- po-mel - -' rum cu - Ito - - - -di

S', 34t J
.

/1~1
'"

l
.

.. ri - di - IID.cu -sto - .. - cu .. seo -
~S~"D 4f 'oJ~C!~ ra.)

1

...

•

- di - lm• cu - Ito - -di-am.



• 107

Example 7.12: Opening module varied by ic 8 (0 Domine adjuva me, measures 1-5)

Do - mt-II~ «1-oId - Jal-va-De

,.

~
..,

SUPElUUS

A

• l'MEDItJS 0 Do -mi-nf.
:J ~ r-'" .

• ,
·f

. , ..
CONTItATENOIl 0 Do - mi-ne ad - ju-va me.

S " 1 • 1 -
..

~J

/
.,

TENOIt 1 0 Do - mi - ne: ad -
.

•
I;~

. .
IASSUS ~ 0 Do - mi-

A 1 1

" 0 , - mi-ne ad - ju-va me. et, -r
"

, .
1) , , .

0 Do - mi - ne ad - ju-va me. et sai - YUS

Il .
: ,J

1 .
1 0 Do - ml - n~ /Id - ju - ."11 m~. 0
1

:f ? J j :: 1
• Iâ. r r J 1 J J Fi 1es 'M

- ju .. va me. 0 Do - mi-n~ lId - ju-rtl m~•
1
i .

j JCI: ; l. r 1
Hi • I- l f2· • 1>-, 1 1

•

•
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Example 7.13: Opening module varied by ie 12 (Tristitia et anxietas, measures 23-26)

•

s

M

c

T

B

A 2S~ie iilIII 1 - 1

...
oc - cu - pa - ye

-\,an~

1 1

- B g
i"

, ., 1 1

~~

- 0 \':'I~-0

- ra me - - .. lit - - ra in-teme - .. - ri -
G

" • •

~iJ ----ra me - - - ..
~~ C-

I 1 • 1 1

,
\ïne

ft- ..
-ve - runt in - te - ri·o-ra - A l, in -

J 1

•

oc cu - pa - ve - NDt
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Figure 7.1 and Example 7.14: Chan of subject entries and cadences from Deus

venerunt gentes (cf. Volume 1, Cbapter 7, pages 204-206), plus accompanying

annotated scores

Figure 7 .la1Example 7.14a: measures 218-24

m.
S
M
C

218 219 220

D

224

•
CAO D F

22U

s '"
- stris.

- IIÜ no - . - SlrU.

t:if

sub - san - na - li - a

bis,si-ail - luet

il - lu-Ii - o. et il - lu-si - a bis.

3 ,~~, s ltl,t,~ 1o)

•
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Figure 7 .1blExample 7.14b: measures 225-31

m. 225 226 227 228 229 230 . 23~

S
M F C
C

0 0T aB
(H~Q~C

CAO ......orx.~) F

lUs. il - lu-à· 0il • lu-si-o

..,
~~ . sub - 8ft -

" ~ , . . 1
~

r 1

er Ù - lu- si- 0 bis. er II-~·n·o Itis.

" o ~L 2:.i"o S Q 7 =Jer3
Cr -

f
-

sub·

!lI1 " 1 , , \ ~
1 1

~J
r- .
~ il - lu- si - o. ~r Il - /u-st- o. et 3- (;r- - 0 !lis.] ,S 3 3 'S,

8 ' , i' 1 • 1 rr
1 ..

T
(:

•
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Figure 7 .1c/Example 7.14c: measures 234-40

m_ 234 235 237 238 239 240
S Bb
M

4 a (/c
T G
B C

1

F
(04~()~ c......J/ON A-DCAO ""'l().,....~

•

-
II.

,-,- -,
~ 1

S ~
.

(~ ....."C••\
et il - W - si - o. ( ct

il _ 111- si - 0 ms,
'I~~)' 11-.'

"
, - 1- -.

1'1
~

~ 1 .
il ~ lu-si - a bis. et il lu-si - 0 bis. il - Ill-a-

l • .,...,,~•.) r S,, lie.
A "J

C
f .

JUs. tIt Il - Iu-sl-O lUs. S- r· 'S'
(~ +-.w,..) id Jl

A' 1 ". . 3 '''3 •
....

1" - - .. "'--Ill-si-a, et il -Ill - si - 0 bis. tIt
; .,u,si(.°C6},

1 .... .. • 1 1

8
<il 1

10)

ct il - lu - SI - 0

1

bis. et il - Ill-SI - 0, tIt

140

il - lu-si-o. "r

A 1...

Il - lu -si- 0' _

,

lIir

qui in

ct il - lu - si - 0' _

'"'il .. lu- si - 0 _•
et

1

--..,-.....-·I~--....

il-Ill .. si - 0 bis

Iùs
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Example 7.15: Cadence with simultaneous cross-relation, from Aspice Domine:

(a) original statement (measures 51-52); varied recurrence (ic Il), m~asures64-65

B

no

ti-o-nem
•

- Item

- nel2l ~--__

-de tri -

- 0
- - de,

et

et Yi

et vi-

~e tri - bu." _ - ti - 0 - nan,•

•
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(Example 7.15 continued)

(b) restatement of original harmonie motive in measures 67-68

j

- li -

bu-la

•

et Yi -

de tri -

tri-bu-Ia

• de tri

de

-----n.
1 ]

o

'l.

e ~~~.~.~I-·--d El

--,

Il.

S IJ

- 1I~m.

~5===1....-.......-=.G-i=t=:
T " •

l ,__8_=_,
s ~~~~~§~.a.~~'ê~~A~~.ê!~J~~~

et vi

•

•
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Example 7.16: Concluding canons from Deus venerunt gentes

(a) Canon 1, measures 258-61

•

s

c

s

la
.

-tI

-- - - - - sua SWlt.

1

-~ - - .
-in dr-cu- i - tu no - - IUO

" -
1._

, .- SIrO_ sunt. qui il: cil-cu -_ cil-cu- i . tu 110 1-'"MMetJ2. .~or:E.v~-:a '0
l -- ~ no - - - - stro sunt.

. 1 1

, 1

-
260

, la .- .... 1 1 1

el

- ,,~ui in cir-cu - i - tu
no - - - - suo sunt,>

" le- L.., t.lf\s;c, 1 .:--

-
,

sunt, qui-
(no -

III 1 1, -. i - tu no - IUO IWlt_- stra sunt,)

"
., 10 ,

1

~
110 - .- - $110 SUlU., .,17' =le•

1 1

,•
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(Example 7.16 continued)

(b) Canon 2 and concluding cadence, measures 261-266

) " 1 11,U)

cJ
i - tu no - -stro sunt,)

"I~-, qui__ in dr-cu - i -
(no - ~ - - stro

" --..... ~ -,.---......
-

f. • "'1 ru
'S.S"

qIIt_

~c-~
(DO -

"
,.

fT qui in cir-cu -
(DO - - -

~~. 1
ai

•

s

c

T

B
DI CU'

SWlt.- stro

261

DO --tu-cu

A . 1:\

~ 1
-stro sunt. qui iD dr-cu - i - tu no - ltrO SUDt.

" --. 1 - 1 1 J 1:\

~
. l!'iT

-tu DO - - - SIrO sune. 110 - - - stto sunt.
1W1t,) 3 ,12.3 (o~.-.")

A -- ~ 1:\, 1

- ln dr-cu - - 1 - tu no - - - - sua SUDt.

4 r l~~G.)
1Ir0 IiWIt.)

--. 1':\

1 ... - ... -- i - tu DO - - - - stro sunt.- stro sunt.)

1 1 1 1':\

~•
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Figures and Examples for Chapter Eight

Figures 8.1-8.8: Reductive chans for each imitative point of Tristitia et anxietas

Comments on Subject Labellinl:

-labelled according to the, starting pitebes of the entry.

-placed according to voice; Superius, Medius, Contratenor, Tenor and Bassus

(SMCTB) from top to bonom.

-Most frequently-occurring forro of each subject (prime fonn) is identified by its

starting pitch only; ail variant forms bave a numeral in addition to tbeir transposition

levels (BI, C2) based on their order of appearanœ.

-In points where Most entries are incomplete, complete entries are in bold type.

-When a point bas multiple subjects, they appear on the reduction from top to bottom,

in order of appearance; ü subjects appear simultaneously (i.e. a homophonic double

point), the higher-pitehed one gets priority.

-Subjects with variable head: starting note in lower case; transposition level of the

subject's remainder in upper case arter a hyphen; i.e. c-G indicates a transposition on

G whose first note bas been shifted to begin on C (cf. Tristitia, measure 6)

CadenceS: proper unIess otherwise marlœd; s =simple, p =Phrygian



• Figure 8.1: "Tristitia et anxietas" imitative point

117

Subject A "Tristitia" above, Subject B (bass suppon) below

(a) Phase 1 (measures 1-11)

m. 1 2 3 4 5 6 7 8 l.1

Al ~
(E)

c-G1*

a-El.*• CAO A

s
M

B c
T
B E A

I-IfIr~M~ wre fi 1 tt, li. 1
~OT~\fG , l Pfl.~M~ vHr,;-c v,,~:;t.-~

("~:Ceb) .-ro.,... )

•



• (Figure 8.1 continued)
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(b) Phase 2 (mm. 11-21); Subject A (in rhythmic diminution) above, Subject C

"occupaverunt" below

m. 11 12 ~3 14 1.5 1.6 1.7 18 19 20 2~

S

,~M

Pt C B
T E 0 E2
B ctfrN.'" A2

• CAD A AT E A A

HA....O~

S
M~I:.\IE

M A D

C- C A

T
B

•



•

•

Figure 8.2: "Occupaverunt-interiora mea" double point;

-Subject A "occupaverunt" above, Subject B "interiora Mean below.

(a) Phase 1 (measures 18-28)

119



• (Figure 8.2 continued)

(b) Phase 2 (mm. 28-42; subjects as in Phase 1)

120

m.28 29 30 3~ 32 33 34 35 36 37 38 39 40 4~ 42
S A
M D
C
T D A
B

CAD A A A

• s

(J~
M
C
T
B F

f1~tM" ,.J~, <:.ANo,.) (N..,., ~6 -2,7)
Mc)-rrvf R..0kCC'P or" z ~woS

•



• Figure 8.3: "MoestUm..in dolore" imitative pointy measures 43-55

-Complete "in dolore Il subject entries are in bold type.

121

m. 43 44 45 46 47 48 49 50 51 52 53 54 55
S E E2

E1 D~ c-F*M G2
C B1 C#1/G3 A4
T E E2 A D3 c-D4*
B A2 ~/Ii9>.I0"" J

• CAD Fs Ep Gs Ap

Phase 1----------> Phase 2------------------------->

•



• Figure 8.4: "Et contenebrati sunt-oculi mei" imitative point

-Subject A "et contenebrati" above, Subject B "ocuIi mei" below. Complete"oculi

mei" subjects are in bold type

(a) Phase 1 (mm. 55-67)

122

m. 5S S6 57 58 59 60 6l. 62 63 64 65 66 67

Af~
El. A

A D

• A
Al. El. A

D

CAD A A D A D A

Kr~
Gl.

F Gl.
Fl. A

C Fl. A A
A

•



• (Figure 8.4 continued)

(b) Phase 2 (measures 68-82)

123

m.68 69 70 7l. 72 73 74 75 76 77 78 79 80 8l. 82
S
M
C
T EJ. A
B A

• CAD A A A

S C F A C C
M C C F E C E
C C Dl F C G
T A C E
B 1 P ,

J
P C C E ,

e""..JtlN e,.-"-IoAJ cA-Jo,J ""J S'"&.4~JEC' 2-

•



• Fiaure 8.S: "Vae mihi-quia peccavi" imitative point

124

-Subject A "vae mihi" above; Subject B "quia peccavi" below. Complete "quia

peccavi" entries are in bold type.

(a) Phase 1 (measures 82-92)

/'
1·",,~~
C~D,J

(r~lt· B)

c

92
A

A

D3

91

F
D2

D

1 G)

1 p "oreE
C IctIJtJA/

(rlltftt". C)

89 908887

HItfl.~. U.

Mar~~

( c.~c:Le!)

(3. \lor:.ce
c.,...,..,~AI fi,J

SM: r~&tc:" ~

Bl!AciCe~)

868584

""Prtl-~Of'-l1=c:
Mo"";~

( c~~eUi1»

A

82 83
E

CAO•

•



• (Figure 8.S continued)

(b) Phase 2 (mm. 92-102)
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m. 92 93 94 9S 96 97 98 99 100 101 102

Afi
A B

E El
E

E

CAD A D D A A E-A

• Iii
A4 B6

D3 C
E7 A G

G A3 A2
« AS 1 D ..J
~,,~ lf- "or:.~
Cf'"-'tflU c~.~

(~... ,~. r)

•



•
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(Figure 8.5 concluded)

(c) Phase 3 (mm. 102-13)

m. 102 103 104 lOS 106 107 IDS 109 110 111 112 113

Ali

•

•

CAO A

A
E7

A
G

L, G AS

4 .. IJoret[ t' /tf>.A()1.J

A

A3G7
G

B4 E7
E7

,E4 A3 1

7, "tJre~ c.It#Io,J

B3

E

E7

A



• Figure 8.6: "Sed tu Domine-qui non derelinquis-sperantes in te" imitative point

(a) Phase 1 (measures 114-23; Subjects At B and C)

127

m. ~1.4 115 1.16 ~17 1.18 119 120 1.21. 122 ~23

AU
E

A A

E

CAD As

• ![~

c~
G D

A1. G1
Dl

•
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(Figure 8.6 continued)

(h) Phases 2 and 3 (mm. 123-28; 129-35; Subjects A, B and C)

m.

A{i
CAD

• g~

~a

~23 ~24 ~25 126 127 128 129 ~30 ~31 132 133 134 135

A

As C A A

\:)~
(;.fU1U. P 1 ~U.?Z (;.4Z.O<A.r 3

A
('f7(fJrNJ 1DS~O

C~(),.J )
11t'""JPose-!) ~,.rv~fl"r~It.C

(!J&kt.Jo,.;? CIft,J."'; ?,

•

Phase 2------------------> Phase 3-------------------->
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Figure 8.7: "Consolare-sanctum tuum" imitative point

Above Cadence Field: upper line "consolare" (subject A); lower line: "consolare"

(subject B; bass support)

Below Cadence Field: upper line: syncopated "consolare" (subject C); lower Hne:

"sanctum tuum" (subject D)

(a) Phases 1 and 2 (measures 135-39; 140-146)

G

D
(Bl)

(B? )

(F1)
A

135 136 137 138 139 140 141 142 143 144 145 146 ~

D
m.
S
M
C
T
B

A

K[~ A

H~'b~ tl'J~ ~o-r~-.E

CAD A

•

El
E

A

A

D

El
Al

• Phase 1--------------> Phase 2-----------------> (Phase 3)



•

•

(Figure 8.7 continued)

Above Cadence Field:

-upper line: "CODSOlare" (subject A)

-lower line: "consolare" (subject B; bass support)

Below Cadence Field:

-upper Une: syncopated "coDSolare" (subject C)

-lower line: "sanctum tuum" (subject D)

(b) Phases 3 and 4 (measures 146-51, 151-56)

146 147 148 149 150 151 152 153 154 155 156
D -\ ~l"'"D t::#rr-I)N

81)\
CD)

130

~.. \TH. %.
CAO G c G

• Phase 3-----------------> Phase 4-------------->
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Figure 8.8: "Et miserere mei ft imitative point

-upper line: Subject A (complete subject in bold type)

-Iower line: Subject B (cantizans form without Arabie numeral; tenorizans form with

Arabie numeral)

(a) Phase 1 (mm. 156-65)

m. 156 157 158 159 160 161 162 163 164 165

~[~
G G

G C
B C 0• G Gl.

C G

CAD A

Bf~ G
Al. C

IfIrfZ.1VI 0 fJ~C t1'~MOItJ.rC
Mo-r:x:vr=; ~o-r~VE'

•
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(Figure 8.8 continued)

(b) Phase 2, measures 165-76; Subjects A and B: as above.

173 174 175 176

A

v Aff$Aflt,y ~S-nzCleo

CIJttJON t TY,E ,)

(p~:4t 01= Owo.c
8~)
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170 171

""'0 ,,~~ D
(~(. MM. 11'1.-7"')

CAD•

•



• Example 8.1: Subject B ("interiora mea") entries preparing cadence to A (Tristilia,

133

measures 38-42)

III • I~ - ri - 0 - III 1ft. - ..me- ..in - te - n· 0 - ra

III.

S .,

M
1 • r 1 1

, '01

-ft - NIlt in - te ri-a - ra me - ..
- ~IA. _1. ..

III
"

.

c
.....-.....

"
1

- ./'-in - te fri-aan me - - - a

"
dut) ., , , l

-r
~ t ~ '- te

.
- Nat - ri - a - ra me - - - a.

1 • 1 . ,
-

1 .~

B

•

•



• Example 8.2: Complete "in dolore" subject used in canon (measures 51-55)

134

iii.
JO

S eJ

/in do - la - re, in do-Io - re.

" ..-
1'1 , - "-"'" -

-Îiin- do-Io re.
in__

da-ID do -
if s,~

C .~ 1 1 . '0do-Io re, ",- do-/o - ,~. do - 10

iii. J / . 1 . •

• T
l' ........

- la re, ln do - 10 _. re. in do - la

B
"""'-'"1 ,

do -la re, ln do-lo N.

•

iii. 1 f 1 •

~-
1

'--"'. ~ ,.S" , ~- ID - - - ,~. et_

" . ,
~:I - 1

j -la - - - re, III do . /0 - ~.

FAL~~ ~"""J,-,-.,.
, t

t . 1 -, 1, in__
do la• re, - - - - œ.

•, - ..
- re, cio - la . re, ÎIl do - 10 - re,

-.......... -"- --- - ---do 10 re. _
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Example 8.3: Goal tone A as "5" of abandoned cadence to D; fol1owed by 000-

cadential comumation of D (measures 53-58)

re. _10doUl

/II 1 L 3. .
.., 1 '--" -

Ut do - 10 - - - ,~.
et__

con- te - ne -
_.

, . -
-Jo - - - re. III do - 10 - n.

"7 ae-S"'-"1 1 t .

~
.

-le, ÏIl_ do - Jo - - - re.

1 1, 5ol' ..
-le, do - 10 - re- in do - Jo - rel et COIl-

"~ _sr"._;
.

- ........... .--"'- --- ---

s

Cr

8

,..
•

•

"
tJ ... ""-""'"

- bra - li sunt 0 - cu-

/\

t'

A

"
..

. ·s •--1

1 ".
-te-ne - bra - li IWlC



• Example 8.4: Excerpt trom "oculi mei" canon over E pedal (measures 77-82)
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•

•

s

c

, 10.. 1 .... . .
-&1 • 1 . . 1

- i. 0 - cu-Il m~ - 1, 0 - cu· li me - -
.. ,

1 ~ ,

-~tf 1
A~- cu - U ml! - • 0 - cu -Ii me - -

l""~'
•--- 1 .. , -,--.."

-~
-,

1, 0 - cu -Ii me - 1, 0 -
.. • , . ~ -

-,~ . -. 1

me - 1, 0 - cu-li nw - 1, 0 - cu-II

r. , t . i

• • 1
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Example 8.5: "Quia peccavi" plus cantizans or tenorizans cadence (measures 86-90)

•

~1"ItNS -~ ...... "., -R" 90
A - •

S
~- ..-., ..- -,-,'" - -~J" -

9f. - qui- • pee ca Yi.

,. 1 . ,
~

" ca YÎ. qui - • peç- ca Yi.- fut - li P«-

•

sl~~~~~~......ê_~~~~
Vac___ mi hi qui-



• Example 8.6: Two statements of three-voice harmonie motive (measures 86-90)
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•

•

s

T

s

A Yl"c-ruflMr s...r"'-.'" I,,~·.,~. ~F."~)

~':: .-" ..
~-----

.....~,.. -
- ft, qui- • pee: - ca - - - Yi.

IfA~ ~ .-#-lu. ....U·.~I ..
1 . 1 -

~ ~
,

- ca - - vi, qui - • pcc~ ca - ft. Cl ~-II p«-
~.w •._~ y)

A f -1- .... ·I~III 1

"
f

~
.. - ;1

a peç. ca - Yi. qrd - Il ~e-QI -
"

1" ... .. - -~
Vu mi - hi qui a pcc - ca - Yi.

Vu mi - . hi qui -



• 139

Example 8.7: Rbytbmic canon (cf. Andrews's "rhytbmic imitation") leading to ïmal

cadence of Prima Pars (measures 106-113)

qul-~ qUl-. pee-ca-Yl.qul- Il II« - CIl

lOS

-ca - YI"

.. . 1 . . • ~ -·4

-eT 1 1 1

,/\~
"'-"

-1 pee-ca - Yi. pee. ca - - - -Yi. pcc-ca -
• - - • .

~tJ 1

7-·~ .\ .
j

qui -. pee-ca ft. qui - Il .i.- -
1 . . Ir

II J r·· \, ·• - -Yi. 'lM mi - hi pee - ca - ·- ....
Il . .. •

'"
... ..... .#

. l, ~- -Yi. qui - • pee-ca

~~".. I---~1 •

• . .
B

s

c

•

YI.qw -. pee-ca

llfJ

-il

.. . , 1 . 1:'\

4iT- '"""----"" 1

- - yi qui - • pee- ca - - - - 'Ï.

'-·-'~I.. 1 . . . 1 1:'\

~~
1 -.-

7Y·~ - - -~ qui - - • pcc-ca - Yi.

-----~, - ~ ~

'7
1 1

Yi. qui - 1 pee - ca - - Yi. pee - ca - - Yi.

A - ~ 1:'\

Il -fil

-w

- ~ qld - Il 11«. fil - JI. pcc-ca - Yi.

--> . 1:'\
~

. ..•
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Example 8.8: Three "consolare" combinations

(a) measures 135-36 (cf. Example 5.9)

te•inspe- r:an - tes
te. _

" 1

~
JJS.

""""iT --- -
spe- tan - tes in ~.

It _ ., 1\
1

"
1 1

_ iII_
t~ SP~-'G" . les Ur t~. A con - so-~ - re,

#1 . .--... i , . -,

l' 1 1 " r

te, Ip~-"'" - IU__ br- t~. con - sa-~-. can - sa-..
.. f. ...,

"
g - ~- ...

Ipt!-ran- ta_ itr- I~. in te. con - sa - ~ - re.

") '-' ...

s

8

T

c•

•



• (Example 8.8 continued)

(b) measures 140-41

141

•

61(S) I~n A
• 1 r

1 J
eJ

con - 5O-~ - re. con -
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-- ........--... - - 1 ,

~ T 1
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" . 1 . 1 1

d 1 fi' --,.,
~

con - 5O-~ - re et ad-ju -va me. et ad-ju-va me, COll - SOli" la - re,

(g) ,

1 r 1 1 1

............

•

con - so-b - re•
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•

(Example 8.8 concluded)

(c) measures 146-47

142



• Example 8.9: Harmonie motive of "et miserere mei" imitative point

(a) measures 158-60

143

•

•
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• (Example 8.9 continued)

(b) measures 161-63
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Example 8.10: Variably-eonstnlcted canon, Type 1 (pair of duos) leading to fmal

cadence (measures 172-76)

17S

" Ir ., , 1 11:\
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