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Abstract

This dissertation explores the lamentation genre as it developed in the hands of
five composers based in Rome between c.1500 and c. 1550: Juan Escribano, Costanzo
Festa, Elezear Genet (Carpentras), Cristobal de Morales, and Yvo Nau. It recounts
and assesses the known biographical information regarding each composer and
explores each composer's lamentation style as it relates to earlier and later settings of
the Threni. In doing so, it analyses specifically the use of dissonance, plainsong
usage, and structure as reflected by cadential movement and other factors. Also
included are critical editions of the previously untranscribed lamentations by
Escribano, Morales, and Nau.

The dissertation begins with an analysis of plainsong usage. It assesses each
composer's use of the available lamentation tones, creation of imitative material, and
their influence on the style of composition. The extent of the presence of cantus
firmus material within a composer's lamentations has a direct effect on the lesson's
style and character.

Initial work on the cataloguing of dissonance usage was begun in Knud
Jeppesen's The Style of Palestrina and the Dissonance, a work which has formed the
basis of much of what we believe about the style of Palestrina and sixteenth-century
practice in general. That work, however, concentrates on assessing the numbers of
various dissonances employed by the composer. While this does reveal useful
information, it may often leave room for misinterpretation. Each dissonance should
first be considered in the overall context of the work in which it is employed, then
compared to its use in the works of other composers in the same genre, and compared
to its use in other genres. Information recorded from an analysis of dissonance can
lead to conclusions not only about a composer's preferences, but about his intended
structure for a work, his conception of the relationship between the voices of the
composition, and perhaps, even his impressions of the text which he was setting.
Furthermore, when compared with the works of other composers within the same
genre, one can begin to see traits which arise as a result of the demands of the genre
and distinguish even further personal compositional characteristics of each composer.

Until recently, little work has been done to discover the structural arrangements
which a sixteenth-century composer might have provided as the framework of his
composition. Instead, polyphonic compositions of this period have been noted for
their 'seamless' texture and consistent flow. This approach, however, has obscured
the fact that, through the use of cadences and other factors, composers have provided
internal structures for their compositions which may support or conflict with the
structure of the text chosen. In this dissertation, factors effecting each cadence are
collated and compared, producing insight into the variety of structural schema which
these composers employed.

Declaration

This thesis submitted for the degree of Doctor of Philosophy constitutes my
own work and has been composed by me.

ii



Introduction

During the three last days before Easter, the Triduum sacrum, the canonical

offices of Matins and Lauds are altered to form the three services known as Tenebrae.

In this altered state these three services constitute one of the most ancient parts of the

Roman Breviary. The form of the services of Tenebrae for each of the three days

requires three nocturns, each containing three psalms and their antiphons, and three
successive lessons, each with a responsory. The text for the three lessons of the first
nocturn on each day is taken from the Book of Lamentations, also known as the

Lamentations of Jeremiah or the Threnid According to Pierre Salmon, the appearance

of these lessons in the Tenebrae services can be dated back to the seventh century, and

possibly as far back as the time of Gregory the Great (d. 604).2

The Threni was originally thought to be written by the prophet Jeremiah,

although Biblical scholars now consider the work to have been written by several
authors. Each of the five chapters is a poetic lament regarding the conditions of the

city of Jerusalem and its inhabitants after the conquest of the city by the Babylonians
around 586 B.C. Unlike today, Hebrew poets did not make use of rhyme or metrical

repetition as a structural device within their poetry. One of the many techniques that
were employed was the use of an alphabetical acrostic to give shape and form to their

works. It is this method that is employed in the poetry of the Threni. Each chapter,

with the exception of the fifth, also known as the Oratio Jeremiae, consists of a
series of verses beginning with the consecutive letters of the Hebrew alphabet. In this

manner, then, the first verse begins with Aleph, the second verse with Beth,

continuing on through Tau, the twenty-second and final letter of the Hebrew alphabet.

Eollowing this pattern the first, second, and fourth chapter have twenty-two verses.

The third chapter, however, uses the acrostic in a more elaborate manner, being
constructed of triple repetitions of the letters creating a poem of sixty-six lines and

twenty-two stanzas. Thus, one Biblical verse now corresponds to a poetic line rather
1 For the sake of clarity, hereafter the text from Lamentations will be referred to as coming from the
Threni, while the actual musical compositions will be referred to as lamentations.
2 Salmon, Pierre, L'Office Divin: Histoire de la Formation du Brevaire. Lex Orandi, Paris, Cerf,
xxvii (1959) p. 137.
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than the entire stanza, as in the other four chapters. The fifth chapter, which as

mentioned above, contains no acrostic, still however maintains the twenty-two stanza

format.

When the Old Testament was translated into Greek, the Hebrew acrostic letters

were left at the beginning of each verse, untranslated. Since the Greek alphabet had

twenty-three letters, the completeness and meaning of the acrostic would have been
lost if an attempt had been made to set the verses in an acrostic fashion. This tradition,
established in the Greek translation, was continued with the translation of the Old

Testament into Latin. Over the years, these letters, having no apparent meaning or

connection with the text once it was translated, enabled composers of Lamentation

settings to provide elaborate polyphonic settings of these letters in a manner quite
distinct from their settings of the texts.

In the Roman rite, each lesson is comprised of several verses followed by the

refrain, Jerusalem, Jerusalem convertere ad Dominum Deum tuum taken, not from

the Threni, but paraphrased from the first verse of the fourteenth chapter of Hosea.3

This refrain appears to be a later addition to the lessons from the Threni, coming into

use by the thirteenth century.4 On Maundy Thursday (Feria V) the first lesson begins

with the phrase Incipit lamentatio Jeremiae prophetae. The first lesson on both

Good Friday (Feria VI) and Holy Saturday (Sabbato Sancto) begins with De

lamentatione Jeremiae prophetae, and the final lesson from the Lamentations, the

third of Sabbato Sancto, begins with the same opening as the first lesson of Feria V,

inserting the word Oratio in place of lamentatio. These texts from the Threni - nine

lessons in all - along with the total of twenty-seven responsories, are musically

speaking the most important in the services of Tenebrae, and have thus been set by a

myriad of significant composers.
The earliest extant polyphonic lamentation was composed by Johannes de

Quadris and can be dated between the years 1430 and 1440. Throughout the fifteenth

century the number of polyphonic lamentations set by composers seems to have grown

rapidly, and by the early sixteenth century polyphonic lamentations were making an
3 "Convertere Israel ad Dominum Deum tuum...," Hosea 14 : 2
4 Thomas, Elmer R., Two Petrucci Prints of Polyphonic Lamentations 1506. DMA dissertation,
University of Illinois (1970) p.l.
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appearance in the earliest books of music to come off the printing press. In 1506, only
five years after his pioneering publication of music, Ottaviano Petrucci published two

different collections of polyphonic lamentations. Throughout the sixteenth-century the
lamentation genre continued to grow, and during the last half of the century numerous

printed editions of lamentations began to appear. While the majority of fifteenth and

early sixteenth-century lamentations are those of French composers, the second half of
the sixteenth century saw a blossoming of printed lamentations by composers with
affiliations to Rome and the Papal Chapel including Victoria, Palestrina, and Raval.

i

This thesis is a comparative study of five lamentation composers;- Juan

Escribano, Costanzo Festa, Elezear Genet (Carpentras),5 Cristobal de Morales, and

Yvo Nau whose lamentations can all be connected with Rome in the early- to mid-

sixteenth-century.6 In fact sets of lamentations by these composers can all be found

within a single manuscript in Rome, Capella Giulia XII-3, hereafter referred to as

VatG XII-3. This manuscript was copied for the use of the Capella Giulia in 1543 by

the then papal scribe Federico Maria Perusino.7

The composition of polyphonic lamentations was governed by the large

quantity of text to be conveyed, the verse structure of the text, divided at regular
intervals by the Hebrew letters, and at times, the inclusion of a plainsong source.

These factors often produced settings in which composers maintained a modified-

homophonic texture, while simultaneously employing a variety of techniques to ensure

compositional interest. Lamentations are further distinguished from other

compositional genres by their use of longer durational values and, according to

contemporary theorists, more striking dissonances in order to better express the

powerful nature of the text from the Threni. In Chapter III, the usage of both

plainsong and texture within the lamentations of this study is assessed outlining both

general and individual traits of the five composers. It also includes an analysis of
cadences and tonal types to determine what role the modes play within the setting of
these lamentations. Chapter IV systematically analyses the use of dissonance within
^ Throughout this thesis, Carpentras is referred to by his surname, Genet.
6 In fact, all of the composers are known to have been papal singers in Rome during this time, except
for Nau. Unfortunately, there is little information with regard to his life, see Chapter I.
7 For a complete discussion of the manuscript, please refer to Chapter I.
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the lamentations, drawing conclusions with regard to individual dissonance usage as

well as the dissonant nature of the lamentations themselves. Chapter V presents a

system for the analysis of the cadential hierarchy within the lamentations and employs
it to determine the structure of these lamentations as it relates to both textual and non¬

textual influences. Finally, Chapter VI uses the conclusions drawn in the preceding

chapters to assess two lamentation lessons, one each assigned to Festa and Genet,
whose attributions are questionable. By comparing compositional style with regard to

the use of dissonance, structure, plainsong usage, cadences, mode, and texture, it
draws conclusions regarding the likelihood of these attributions. Chapter VI also
draws on the preceding chapters to provide a final summation regarding the

composition of lamentations in early-to-mid-sixteenth-century Rome. The information
derived from an assessment of both the common traits and comparative differences of
these lamentations provides an excellent opportunity to assess the role of Rome as a

melting pot of compositional styles; for it was in Rome most of all that musicians from
across Europe worked and lived together, assimilating a host of diverging regional

styles that influenced one another.
The existing body of research with regard to lamentations is small, but should

be highlighted. The majority of this research has been in the form of discussions and

some analyses of printed collections ranging from the early prints by Petrucci8 to those

of the mid-to-late sixteenth-century.9 These works, however often concentrate on a

general overview of the prints and/or the provision of editions and rarely provide any

detailed analysis of compositional technique. Much of our current knowledge with

regard to the lamentation genre is derived from the work of Giinther Massenkeil

whose survey of lamentations still remains one of the most extensive.10 Recently, a

more thorough approach to assessing the lamentation genre has been taken in the work

8 Thomas, Two Petrucci Prints ...

9 Watkins, G. E., Three Books of Polyphonic Lamentations of Jeremiah. 1549-1564. PhD
dissertation, Eastman School of Music, University of Rochester (1953); and Flanagan, D. T.,
Polyphonic Settings of the 'Lamentations of Jeremiah' bv Sixteenth-Century English Composers.
PhD dissertation, Cornell University, (1990).
'0 Massenkeil, Giinther, "Zur Lamentationskomposition des 15 Jahrhunderts," Archiv fur
Musikwissenschaft. xviii (1961); and his article "Lamentations," The New Grove Dictionary ofMusic
and Musicians, x, London, Macmillan (1980).
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of John Bettley who has provided extensive information with regard to sixteenth-

century lamentations in Northern Italy.11
All of the lamentations by Escribano and Nau and one by Morales have hitherto

not been published and are included in Appendix I of this thesis. Consequently, all of
the examples from these settings are referred to the Appendix. It is assumed that the

reader will have access to the transcriptions of the other lamentations.12 References to

the lessons are given an abbreviated form containing the first letter of each composer's
surname and the number of the lesson. For example, E/i refers to the first lesson by
Escribano as it appears in VatG XII/3.

'' Bettley, John, "La compositione lacrimosa: Musical Style and Text Selection in North-Italian
Lamentation Settings in the Second Half of the Sixteenth Century," Journal of the Roval Musical
Association, cxviii (1993).
'2 These may be found as follows:

Genet- Seay, Albert, Corpus Mensurabilis Musicae. American Institute of Musicology,
58/ii (1973)
Festa- Seay, Albert, Corpus Mensurabilis Musicae. American Institute of Musicology,
25/vi (1968)
Morales- Watkins, G.E., Three Books of Polyphonic Lamentations of Jeremiah. 1549-1564.
PhD dissertation, Eastman School of Music, University of Rochester (1953)
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Chapter I. Background Information

1.1: A History of Polyphonic Lamentations

While little has been done in the way of researching the surviving Lamentation

plainchants, of which Bruno Stablein estimated there were between 150 and 200',

Giinther Massenkeil states that they may be divided into two categories: those that are

simple recitation tones and those that in some way express the content of the text.2

The most prevalent example of the first category is the Roman tonus lamentationum.3

While the Roman tonus lamentationum did appear in wide-spread use, it is important

to remember that there were other lamentation tones of the recitation type in existenceA

The second category of lamentation tones may be best exemplified by one of
the set of Spanish lamentation tones. This tone is, in fact, given as an alter tonus, ad

libitum for the Oratio Jeremiae in the Vatican's own edition of the chants.5 Besides

the obvious complexities of this tone over the simpler recitation tones (the tone, for
instance, sets pairs of verses as opposed to the single verse setting of the Roman tone),
the tones of this second category often raise questions as to their modality by including

multiple reciting notes.6 This increased complexity in the tones becomes more

characteristic as one progresses further along the development of the lamentation tones.

Indeed, a tendency towards elaboration moves these later tones further away from the
character of the recitation tones and closer to originally-composed melodies.

The greatest area in which these new compositional qualities may be observed
is that of the acrostic letters that precede each verse of the lamentations. In the verse,

' Stablein, Bruno, "Lamentatio." Die Musik in Geschichte und Gegenwart. viii, col. 136, Basel,
Barenreiter (1960).
2 Massenkeil, Gtinther, "Lamentations," The New Grove Dictionary of Music and Musicians, x,

London, Macmillan (1980) p.410.
3 See the discussion of this tone in Chapter III.
4 Several examples of lamentation tones from both this category and the next may be found in
Stablein, "Lamentatio," col.137-139 and in Flanagan, David Timothy, Polyphonic Settings of the
'Lamentations of Jeremiah' by Sixteenth-Century English Composers. PhD dissertation, Cornell
University (1990) pp.234-256.
5 For example see Officium et Missa Ultimi Tridui Maioris Hebdomadae nec non et Dominicae
Resurrectionis. Paris, Desclee & Co., (1923) pp.201-3.
6 For a complete analysis of the Spanish lamentation tone, see Chapter III.
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the need for text clarity must always maintain its superiority; however, in the acrostic

letters this is no longer a factor. While the Roman recitation tone uses a simple six-
note melisma, many freely composed medieval settings use as many as twenty-one

notes.7 As one might expect, this tendency towards lengthy, expressive melismas was

eventually carried over into the main body of the text as well.
A common practice of the time was that of providing a special tone or melody

for the Oratio Jeremiae on Holy Saturday. It is certainly this practice that led to the

inclusion of the Spanish tone in the more modern Vatican editions. In some places, it

was not uncommon to find a different tone provided for each day of the triduum, or

even for each lesson. 8 One such set of strophically composed verses from the Threni

may be found in a fourteenth century manuscript, Prague, Univ.-Bibliothek, Cod,

HI 1, transcribed by Peter Wagner.9 Also, a set of nine lamentations of Aquileian

usage was transcribed by G. Vale.10 In this set a different melody is provide for each

lesson. Even more interesting is the fact that these melodies may be distantly related to

the Roman recitation tone previously discussed.! 1 If this is true, than these melodies

may form an important step in the genesis of lamentation settings as a genre from the
earliest recitation tones to complex polyphonic works.

The earliest extant polyphonic settings comprise a group of nine lamentations

by Johannes de Quadris. These appear in Petrucci's first book of lamentations

published in 1506, and were once thought to be datable to around the time of that

publication, despite the existence of a composer by that name who flourished in the

mid-fifteenth-century. In fact, it was not until Giulio Cattin's discovery of a

manuscript copy (Vincenza, Archivio Capitolare U.VIII.l 1), datable between the years

1430 and 1440, that the mystery surrounding these pieces was solved.12
7 For transcriptions see Vale, G., "Le Lamentazioni di Geremia ad Aquileia," Rassesna Gresoriana.
viii/3-4 (1909) p. 110.
8 Stablein, "Lamentatio," col.136.
9 Wagner, Peter, Einfuhrung in die Gregorianischen Melodien. III. Gregorianische Formenlehre.
Leipzig, Breitkopf & Hartel (1921) pp.235-243.
!0 G. Vale, "Le Lamentazioni..."
11 Flanagan, p.256.
12 Cattin, Giulio, "Uno Sconosciuto Codice Quattrocentesco dell'Archivio Capitolare di Vincenza e le
Lamentazioni de Johannes de Quadris," L'Ars Nova Italiana de Trecento II: Certaldo 1969. Certaldo,
Centro di Studi Sull'Ars Nova Italiana del Trecento (1969) pp.281-304.
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The two-voice lamentations of de Quadris are, in effect, a variation on the

Roman tonus lamentationum, which appears in a lightly ornamented version in the

upper voice, in a fifteenth-century discant style. In very much the same way as the
recitation tones, these near-strophic lamentations use the same musical material for
their successive verses. The acrostic letters are all set to the same music, and the

refrain, "Jerusalem, Jerusalem, convertere ad Dominum Deum tuum," functions in

exactly that manner retaining its own music each time it appears. In the final lesson,
the Oratio Jeremiae, de Quadris develops a pattern which was to be followed by later

composers in composing a more complex setting, that at first glance appears through-

composed. It does, however, reuse most of the same material for each of its
consecutive verses.

Another fifteenth-century manuscript containing lamentations may be found in

the Biblioteca Riccardiana in Florence.13 This manuscript, dated around 1480, and

probably before 1485, by Louise Litterick,14 contains three lamentations by Alexander

Agricola for three voices.15 Although the lamentations make use of a chant tone, it is

by no means used in the same way that de Quadris employed the Roman tonus. The
tone appears infrequently, and is, in at least one instance, cut off by the more

prominent use of free material. The first of the three is incomplete, as it is devoid of a

superius part that may have been lost during the binding of the book.15 There are a

few distinctive stylistic differences between the two complete lamentation settings: the
first of the two is written in a more compact style employing short sections of faux-
bourdon technique and parallel thirds and tenths, while the second employs the

alternation of two- and three-voice passages.17

In Monte Cassino Codex 871, which according to watermark evidence

15 Florence, Biblioteca Riccardiana Codex 2794
14 Litterick, Louise, The Manuscript Roval 20.A.XVI of the British Library. PhD dissertation, New
York University (1976).
15 Flanagan incorrectly lists this as three separate anonymous pieces. The ascription may be found in
RISM IV2, p.276.

Schroder, Aukje Engelina, "Les Origines des Lamentations Polyphoniques au XVe Siecle dans les
Pays-bas," Reports of the International Society for Musical Research. 5th Congress. Utrecht (1952)
pp.355-6.
17 ibid., p.356
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survives from the last two decades of the fifteenth century (Biblioteca de Abbazia, N

871), may be found another three compositions that utilise text from the Threni,18 A

table of the manuscript's original contents, in the same hand as the rest of the

manuscript, indicates that approximately two-fifths of the original manuscript is lost,

including eleven other settings of parts of the Threni. It is significant to note that these

pieces would have formed part of the oldest layer of the manuscript.
The first of the remaining three (given second in the manuscript) is a piece for

four voices by the Spanish composer Johannes Cornago (fl. 1466). Stevenson puts

forth the claim that this composition is the earliest known polyphonic lamentation.19

Although it may be one of the earliest Spanish settings of the Threni text, it is unlikely

that it was intended for use in the services of Tenebrae. A more probable destination

according to Pope and Kanazawa would have been the paraliturgical celebrations held
at the Benedictine monastery by which it was owned, as its single verse from the

Threni (Lam 5:7) is set in a style that more closely resembles the hymns in the

source.20

The remaining two compositions leave little doubt as to their inclusion in the
services of Tenebrae. The first of these (No. 92 in the manuscript) provides a

complete set of three lessons for the service of Tenebrae on Maundy Thursday,

including incipits and refrains. The second (No. 93) is a setting of the Oratio

Jeremiae. The Roman tonus lamentationum is utilised as a cantus firmus in both

compositions. Indeed, in the lesson for Holy Saturday, the superius sings little else
other than the tone with mild ornamentation. As the copyist of the manuscript appears
to have had a predeliction for Franco-Flemish music, it also seems likely that these
lamentations originated from that area.

Another manuscript of probable Spanish provenance is Paris Conservatory, Rs

18 Pope, Isabel and Kanazawa, Masakata, eds., The Musical Manuscript Montecassino 871. Oxford,
Clarendon Press (1978).
19 Stevenson, Robert, Spanish Music in the Age of Columbus. The Hague, Martinus Nijhoff (1960)
p. 122.
20 Pope & Kanazawa, pp.32, 555.
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F. 967, datable to around the end of the fifteenth century.21 From a stylistic

viewpoint, it is probable that this manuscript may be somewhat earlier than the
Montecassino manuscript. The first half of this manuscript contains anonymous

monophonic settings of lessons from the triduum, many of which are settings of the

Threni. The second half includes two anonymous polyphonic settings: a two-voice

setting of part of the Threni, and a three-voice setting of the seventh lesson for Matins

of Holy Saturday, Hebrews 9:11-13, 15. The lamentation is set in simple discant

style, nearly all of it being note against note. While the lower voice seems to be based

on a recitation tone, it cannot be identified precisely.22 The most interesting feature of

this manuscript is the three-voice setting of the seventh lesson of Holy Saturday, as no
other of its kind is known. It would appear that for some reason the setting of

Tenebrae lessons other than those from the Threni did not have the same growth in

popularity as the settings of the Threni; perhaps this occurred as a result of the time

constraints of the service. Certainly, if one was to provide a polyphonic setting for

each lesson of the triduum, the three services would be inordinately long. It is

obvious then, that composers had to choose fewer lessons to set, and the lamentations
formed a convenient set, with a textual medium that was very powerful.

Another late fifteenth-century manuscript containing a lamentation (Ms. 16857)

may be found in the Bibliotheque du Conservatoire Royal de Musique in Bruxelles

where it was catalogued by Charles van den Borren.23 The manuscript was copied in

a monastery in Northern Italy sometime between 1490 and 1491. It contains an

anonymous lamentation for two voices in square chant notation along with several

monophonic liturgical pieces, a Guidonian hand and hexachord, and a liturgical
calendar with a commentary in Italian.

The manuscripts discussed above, as well as those listed in Table 1.1, begin to

show the rapid growth of polyphonic lamentations as a genre in the fifteenth-century.
21 Massenkeil, Giinther, "Zur Lamentationskomposition des 15. Jahrhunderts," Archiv fur
Musikwissenschaft. xviii (1961) p. 106. It was first described by Amedee Gastoue in "Manuscrits et
fragments de musique liturgique, a la Bibliotheque du Conservatoire de Paris," Revue de Musicologie.
xiii (1932) pp. 1-9.
22 Flanagan, p. 176.
23 van den Borren, Charles, "Inventire des manuscrits de musique polyphonique qui se trouvent en
Belgique," Acta Musicologica. v (1933) p.177
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Table 1.1. Manuscripts Containing Fifteenth-Century
Polyphonic Lamentations

Vicenza, Archivio Capitolare, Ms U.VIII. 11
contains two-voice lamentations of de Quadris

Paris, Paris Conservatory, Ms Rs. F. 967
contains two-voice lamentations, anon.

Florence, Biblioteca Riccardiana, Cod. 2794
contains a three-voice (incomplete) lamentation by Agricola,
and two three-voice compositions, anon.

Monte Cassino, Biblioteca de Abbazia, Ms N 871
contains two three-voice lamentations, anon,
eleven further lamentations listed in tabula

Brussels, Bibliotheque du Conservatoire Royal de Musique, Ms 16857
contains two-voice lamentation, anon.

Verona, Biblioteca Capitolare, Ms DCXC
contains three two-voice lamentations, anon.

Jiigst, Schloss Haltenbergstatter, Sch F
contains one lamentation, anon.

Urbana, University of Illinois, Ms. M783.2
contains one lamentation, anon.

Krakow, Biblioteka Polskiej Akademii Nauk, Ms 1706
contains one three-voice lamentation, anon.

While little comprehensive work has been done in this area, and the survey here is a

brief overview at best, there can be little doubt that the characteristics of the

lamentations had been well laid out by the beginning of the sixteenth century. And, if
there is any doubt of their growing popularity, it will be immediately placated by the

appearance of printed anthologies of lamentations in the sixteenth century, a period
which saw more lamentations composed than any other time in the history of music.

As one enters the sixteenth century, the popularity of lamentations is easily
noticed by their appearance in the earliest books of music to come off the printing

press. The first printed book of lamentations was published in 1506 by Ottaviano

Petrucci, only five years after his first pioneering publication of music. Indeed, in that

year Petrucci printed two different collections of polyphonic lamentations, one in April
and the other in May. Together, the two books contain works by nine Northern

European or Venetian composers, primarily of the Josquin era, and two anonymous

works. Although mainly dedicated to lamentations, the two books do contain a

number of other compositions for Holy Week, as can be seen in Table 1.2.24

24 For a more detailed description of the contents of these two books, see Thomas, Elmer R., Two
Petrucci Prints of Polyphonic Lamentations. 1506. DMA dissertation, University of Illinois (1970);
for a summary description see Flanagan, pp. 179-182.
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Table 1.2. Contents of Petrucci's Books of Lamentations25

Liber Primus

Composer Co m Dosi tion ComDoser ComDosition

Anonymous Adoramus te Christe [de Quadris] Laml : 9-12
Tinctoris LamI : 1-3 [de Quadris] Lamll : 8-11
Ycart Laml : 1-3 [de Quadris] Lamll : 12-15

Ycart Lamll : 1,2,9 [de Quadris] Lamll : 16-18, 20
[Ycart] LamV: 1-8 [de Quadris] Lamll I: 33 -

45; LamlV :17
[Ycart] Laml : 1-3 [de Quadris] LamlV : 18-22

Agricola Laml : 1-7 [de Quadris] LamV: 1-4,7-11,14-
Agricola Lamll : 1,2 [de Quadris] Venite et ploremus
[Agricola] Lamll : 3-5 [de Quadris] Popule meus

[Agricola] Lamll : 6 [de Quadris] Cum autem

de Orto Laml : 1-3 [de Quadris] Sepulto Domino
de Quadris Laml : 1-4 text only O dulcissime

[de Quadris] Laml : 5-8 text only Mortuum iam

deposuerunt
d'Ana Passio sacra

Liber Secundus
Coraooser Composition ComDoser ComDosition

Tromboncino Laml : 1-4 Weerbecke Laml : 1,2
[Tromboncino] Laml : 5-7 [Weerbecke] Laml : 4,5
[Tromboncino] Laml : 8-12 [Weerbecke] Laml : 6,7
[Tromboncino] Laml : 13-16 [Weerbecke] Lamlll : 22,23,25
[Tromboncino] Laml : 18-21 [Weerbecke] LamlV : 1,3
[Tromboncino] Lamll : 1-4 [Weerbecke] LamV : 1-3

[Tromboncino] Lamll : 5-8 Lapicida Laml : 1-3

[Tromboncino] Lamll : 9-12 [Lapicida] Laml : 4,5
[Tromboncino] LamV : 1-16 [Lapicida] Laml : 6,7
[Tromboncino] Benedictus Dominus Anonymous Benedictus Dominus

In an analysis of the two books as a whole, one striking feature is the lack of

uniformity in verse selection for the various settings of the Threni. This practice,

however, is typical of the pre-Tridentine era, and continued even into the last third of

the century, when practice and tradition still varied greatly from one area to another. 26

The diversity stems from the impracticality of singing polyphonically the entire

25 The editorial attributions marked in brackets are taken from Thomas, "Petrucci Prints"
26 John Bettley warns of the dangers of relying too firmly on the effects of Tridentine reforms: as with
all things, change was slow in many areas. His article, "La compositione lacrimosa: Musical Style
and Text Selection in North-Italian Lamentations Settings in the Second Half of the Sixteenth
Century," details several examples of lamentations that conform to other practices, but were composed
or distributed after the reforms were instituted. Bettley also gives an extensive table of various
breviaries and their allocations for Tenebrae.
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lamentation texts as given in the pre-Tridentine Officium Hebdomadae SanctaeP and

resulted in the codification of individual selections throughout dioceses, monastic

orders, and lay congregations. The diversity of text selections is thus representative of
the diversity of texts found in breviaries.

Stylistically, the settings are generally simple and homophonic, or employ
imitation points that are rarely complex or lengthy. The Roman lamentation tone forms
the basis ofmost compositions by the use of one of three techniques: (a) incorporation
of the chant virtually intact, (b) treatment of the chant with considerable freedom and
melodic ornamentation, and (c) use of melodic material that follows only the general

outline of the chant melody.28 Massenkeil points to the lamentations of Tromboncino

in the second book as having some anomalous characteristics; most particularly, the
use of thematic material not based on a lamentation tone, "the original motifs of which

are repeated in the same or a different order as the text progresses."29 In reference to

those settings which do not employ the Roman tonus Thomas says the following:

It is tempting to assume that any composition not containing a
melodic reference to the [Roman tone] must have a melodic relationship
to some other chant, one that may have been used prior to 1506 but has
fallen into oblivion. This is a standard and a safe assumption, but may
not be valid in the case of these compositions.30

Following the publication of Petrucci's books, a period of over a quarter of a

century passed before the next appearance of lamentations in a printed edition, those

of Genet published in 1532.31 This, however, is not likely to denote a drop in the

popularity of composing lamentations during the early sixteenth century. It must be
remembered that the printing of music following the editions of Petrucci virtually

stopped until 1528 and the editions of Pierre Attaingnant, and, while the printing of
lamentations had stopped, manuscript copies from the first half of the sixteenth century

are in great abundance (see Table 1.3).

27 Officium Hebdomadae Sanctae secundum Romanam Curiam. Venice, Sabbio (1522) ff.32, 65, and
90.

28 Thomas, p. 105.
29 Massenkeil, "Lamentations," The New Grove Dictionary of Music and Musicians, x (1980) p.411.
30 Thomas, p. 102.
31 Liber lamentationum Hieremie prophetae Carpentras per eundem nuper auctarum et accuratius
rccognitarum. Avignon, Jean de Channey (1532).
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One such northern Italian manuscript, Florence Panciatichi 27, is derived

directly from the early prints of Petrucci according to Bianca Becherini, who dates this

manuscript at some time during the early sixteenth century.32 The manuscript itself

contains the lamentations of Erasmus Lapicida for four voices from Petrucci's second
book of lamentations, as well as five anonymous lamentation settings not found in
Petrucci's books. David Crawford refers to a book of lamentations containing nine

anonymous settings (four incomplete) in the Archivio Capitolare in Casale Monferrato

(Ms. C), which he dates between 1538 and c. 1545.33 The Census Catalogue of

Manuscript Sources of Polyphonic Music gives information regarding a manuscript

once owned by Filippo Neri,34 which Lowinsky dates between 1530 and 1531.35

This manuscript contains a lamentation for five voices by Verdelot identifiabl by the
inclusion of the tell-tale Jerusalem refrain, although it is erroneously listed as a motet in
both the Census catalogue and Lowinsky's article, as well as in the transcription

provided in CMM 28, II.

Although the lamentations of Genet published in 1532 will be discussed further
within this thesis, it is necessary to mention that this publication constitutes the first

printed edition of lamentations devoted exclusively to the works of a solitary

composer, and is a strong indication of his potential influence on the lamentation

genre.

Over the next three decades following Genet's pioneering volume, four more
collections of lamentations appeared (see Table 1.4). From these four collections, as
well as the three prints previously mentioned, can be derived an interesting observation

regarding the history of lamentations. The two most often anthologized composers

were Antoine de Fevin and Claudin de Sermisy, both French. Of these first seven

prints, three were printed in France; indeed, a large majority of the anthologized

composers in these first prints were French. These facts shed a new light on the often-
32 Becherini, Bianca, Catalogue dei manuscritti musicali della Biblioteca Nazionale di Firenze.
Firenze, Kassel (1959) pp.118-22.
33 Crawford, David, Sixteenth Century Choirbooks in the Archivio Capitolare at Casale Monferrato.
RMS 2, American Institute of Musicology (1975).
34 Rome, Biblioteca Vallicelliana, Ms S1 35-40.
35 Lowinsky, Edward E., "A Newly Discovered Sixteenth-Century Motet Manuscript at the Biblioteca
Vallicelliana in Rome," Journal of the American Musicological Society, iii (1950) pp.173-232.
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Table 1.3. Sixteenth-Century Manuscripts containing Lamentations36

Barcelona, Biblioteca Central, Ms. 681
first half of the 16'" century

Bergamo, Archivio di Santa Maria Maggiore, Cod. 1208D
second quarter of the 16th century

Bologna, Archivio musicale di S. Petronio, Ms. A XXXXVI
c. 1527

Bologna, Biblioteca del Conservatorio, Ms. Q23
1540-50

Coimbra, Biblioteca General da Universidade, Ms. Mus. 3
second half of the 16th century

Coimbra, Biblioteca General da Universidade, Ms. Mus. 9
second half of the 16'^ century

Coimbra, Biblioteca Geral da Universidade, Ms. Mus. 32
late 16th century

Florence, Biblioteca Nazionale Centrale, Ms. II. I. 285
1559

Florence, Biblioteca Nazionale Centrale, Fl. 107bis.
early 16th century

Florence, Biblioteca Nazionale Centrale, Ms. II. I. 350
1521

Florence, Biblioteca Nazionale Centrale, Panciatichi 27
early 16th century

Florence, Archivio Parrocchiale di San Lorenzo, Ms N
1559

Leipzig, Bibliothek der Thomas-Kirche, Ms. 49 (III, Aa, 19)
c.1558

Milan, Archivio del Duomo, Mus. Ms. 2267
c.1500

Modena, Archivio del Duomo, Mus. Ms. IX
c. 1520 & 1530

Modena, Archivio del Duomo, Mus. Ms. XI
two layers: one c. 1520-30 and
other late 16'^ century

Munich, Bayerische Staatbibliothek, Mus. Ms. 2745
mid-16th century

Munich, Bayerische Staatbibliothek, Mus. Ms. 2747
c.1530 and later

Paris, Bibliotheque Nationale fonds Francais, Ms. 15103
?

Puebla, Archivio de Musica Sacra de la Catedral, Ms I
second half of the 17th century

Puebla, Archivio de Miisica Sacra de la Catedral, Ms. II
first half of the 17th century

Rome, Biblioteca Casanatense, Ms. 1671
c. 1540

36 All of the information regarding the dating of these manuscripts, where possible, is taken from the
Census Catalogue of Manuscript Sources of Polyphonic Music. American Institute of Musicology,
Hansler-Verlag (1988).
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Rome, Biblioteca Nazionale, MSS. Mus. 77-88
1580's

Rome, Biblioteca Vallicelliana, Ms. II, 55-60
last third of the 16th century

Rome, San Lorenzo in Damaso. Regsistri Administrativi e Corali
della Cappella Musicale. Armadio IV, Vol. 12.
last third of the 16th century

Rome, Archivio di San Giovanni in Laterano, Cod. 58
last third of the 16th century

Rome, Archivio di San Giovanni in Laterano, Cod. 59
last third of the 16th century

Tarazona, Catedral, Archivio Musical, Ms. n.3
early 16th century

Toledo, Catedral, Biblioteca Capitular, Libros de facistal, Ms. 18
1544-6

Treviso, Biblioteca Capitolare, Cod. 20
1557-75 (Ms. destroyed in 1944)

Valladolid, Archivio Musical de la Catedral, Ms. 17
last third of the 16^ century

Vatican City, Biblioteca Apostolica, Cappella Giulia, Cod. XII, 3
1543

Vatican City, Biblioteca Apostolica, Cappella Sistina, Cod. 198
c. 1578-9

Vatican City, Biblioteca Apostolica, Cappella Sistina, Cod. 186
last third of the 16th century

Vatican City, Biblioteca Apostolica, Cappella Sistina, Cod. 163
c. 1524-1536

Vienna, Osterreichische Nationalbibliothek, Cod. 1567
1576-86
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used quote of Paris de Grassis describing Tenebrae during the Holy Week of 1518:
Three lamentations were sung, the first by the Spanish singers being filled with
pathos, the second by the French being learnedly sung, and the third by the Italian
singers being sweetly sung.37

There is little doubt that during the first half of the sixteenth century, many of the most

prominent lamentations were those of French composers; and with such a widespread

publication, their influence must certainly be considered a factor in the growth of the
lamentation genre.

After the appearance of the collection of lamentations published by A. Le Roy
& R. Ballard in 1557, printed lamentations appeared only in the form of collections of
a single composer. While some might see this as a trend that grew out of the

publication of Genet's lamentations, it is perhaps more descriptive of the growth and

change of the printing industry. The early publications by printers were often
collections of works that those individual printers assembled, frequently by genre. It
was not until well into the sixteenth century that printers began to seek out the works
of individual composers of repute for publication in volumes; or until shortly after that,
that composers began to arrange for their own publications. Of undeniable

importance, however, is that from the onset of music printing, lamentations were

considered important and popular enough to merit their own volumes, despite the fact
that there was only one apparent opportunity for their use in each liturgical year.

The remainder of the sixteenth century saw a blossoming of printed lamentation

settings (see Table 1.4). The first, in 1561, was published by Antonio Gardano, and
contained the four-voice lamentations of Giovanni Nasco, along with other music for

Holy Week by this composer.38 A few years later, Gardano brought out two reprints

of Nasco's work, one in 1564 and the other in 1574. In the same year as the first

reprint, Gardano and Rampazetto both produced separate editions of the lamentations

of Cristobal de Morales. 39 It should, however, be remarked that five of the nine

lessons are actually those of Costanzo Festa, and were mistakenly published as
37 Delicati, Pio and Armellini, M., eds., II Diario di Leone X. Rome, Tip. della Pace di F. Cuggiani
(1884) p.66.
38 Nasco, Giovanni, Lamentationi a voce pari...a quatro voci con doi passii. il Benedictus. et le sue

antiphone. Venice, A. Gardano (1561).
39 Morales, Cristobal de, Lamentationi di Morales, a quatro. a cinque et a sei voci. Venice, F.
Rampazetto (1564); Venice, A. Gardano (1564).
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Morales' own compositions.40

After Pope Pius V had issued the Pian Breviary in 1568, the publication of
lamentations reached what may be considered the zenith of the lamentation genre in the

stile antico. Composers such as Palestrina, Lassus and Victoria all published settings

conforming to the textual requirements, and to varying degrees the compositional

requirements, of the Council of Trent. Jacob Handl (Gallus) published his
lamentations in 1587, and though they occur nearly two decades after the publication

of the Pian Breviary, their texts do not conform to its stipulations.4! It is, in fact,

more likely that Handl chose to base his settings on the Prague Breviary as it may have
still been in use due to a ruling that the Pian Breviary would not supersede any

breviary over two hundred years old.42 Also of interest is the fact that Handl sets the

prologue to the Threni, "Et factum est....dixit," which had been added in the

Septuagint and later translated into the Vulgate. The setting of this prologue also

appears in Stephen Mahu's setting of the lamentations published by G. Rhaw along
with the lamentations of Isaac. It is a possibility that this addition may have been an

established custom in Central European use, although these are the only two known

examples of the practice.43

As the seventeenth century approached, the stylistic innovations of what would
become the Baroque era influenced the lamentations very slowly. Many composers,

such as Croce, Luython, Viadana and Allegri, remained true to the stile antico in their

lamentations, despite their use of stile nuovo elsewhere. Perhaps, they viewed it as
more apropos in some solemn way. Nonetheless, as early as the end of the sixteenth

century monodic lamentations with a basso continuo began to appear. It was,

however, not until the mid-seventeenth century that these truly became common, and
even then almost entirely in Italy. By the eighteenth century interest in the lamentation

genre tapered off, although it remained quite popular in Naples as shown in the works

40 This point is discussed further in the section on Festa later in this chapter.
41 Handl, Jacob, Secundus tomus musici operis. harmoniarum quator. quinque. sex, octo. et
plurimum vocum. Prague, G. Nigrin (1587).
42 Bezecny, Emil and Mantuani, Josef, (eds.), Handl, Jacob (Gallus), Opus Musicum. Ill, Teil.
Denkmaler der Tonkunst in Osterreich, Vienna, Artaria & Co., xxx (1908) pp. 179-182.
43 Flanagan, p.203.
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Table 1.4. Sixteenth-century Printed Editions
of Lamentations

1506 Lamentationum Jeremie prophetae liber primus.
Venice, O. Petrucci, 8 Apr 1506.
(Agricola, de Quadris, Tinctoris, Ycart, Anon.)

Lamentationum liber secundus. Auctores Tromboncinus. Gaspar. Erasmus.
Venice, O. Petrucci, 29 May, 1506
(Lapicida, Tromboncino, van Weerbecke.)

1532 Liber lamentationum Hieremiae prophetae Carpentras per eundent nuper auctarum:
et accuratius recognitarum.
Avignon, Jean de Channay, 1532
(Carpentras)

1534 Liber Decimus: Passiones Dominice in Ramis Palmarum Veneris Sanctae: Necnon
Lectiones Feriarum Ouintae/ Sextae/ ac Sabbati Hebdomadae Sancte... Paris,
Attaingnant, 1534
(A. Fevin and C. de Sermisy)

1538 Selectae harmoniae quatuor vocum. De Passiones Domini.
Wittenberg, G. Rhaw, 1538.
(Isaac and Mahu)

1549 Lamentationes Hieremiae Prophetae. maxime lugubribus et querulis concentibus
musicis... Nurnberg, J. von Berg & U. Neuber, 1549.
(Crequillon, A. Fevin, J. Gardano, P. de la Rue, de Sermisy, Anon.)

1557 Piisimae ac sacratissimae lamentationes Ieremiae Prophetae. nuper a variis
auctoribus compositae pluribus vocibus distinctae: & nunc primum in lucem editae.
Paris, A. Le Roy & R. Ballard, 1557.
(Arcadelt, Carpentras, C. Festa, A. Fevin, de Sermisy)

1561 Lamentationi a voce pari...a quatro voci con doi passii. il Benedictus. et le sue

antiphone. Venice, A. Gardano, 1561 (repr. 1564,1574)
(Giovanni Nasco)

1564 Lamentationi di Morales, a quatro, a cinque et a sei voci.
Venice, F. Rampazetto, 1564
Venice, A. Gardano, 1564
(Morales, Festa)

1567 Orationes complures ad officium hebdomadae Sanctae pertinentes videlicet.
Passiones cum quinque vocibus. lamentationes primo. secundo. & tertio die, cum 4.
vocibus. Qratio Hieremiae prophetae. cum cinque vocibus Venice, G. Scotto,
1567.

(Jacquet ofMantua)

1570 Lamentationes Ieremiae. cum responsoriis. antiphonis et cantico Zachariae
psalomoque Miserere. Milan, Paolo Gottardo Pontio, 1570
(Givanni Francesco Alcarotto)
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1585 Hieremiae prophetae lamentationes. et aliae piae cantiones: numquam antehac
visae...quinque vocum. Munich, A. Berg, 1585.
(Lassus)

Officium hebdomadae sanctae...

Rome, A. Gardano, 1585
(Tomas Luis de Victoria)

1586 Ieremiae prophetae devotissimae Lamentationes una cum Passiones Domini
Dominicae Palmarum. quinque vocum. Paris, Le Roy & Ballard, 1586
(Lassus)

1587 Secundus tomus musici operis. harmoniarum quatuor. quinque. sex, octo. et
plurimum vocum.... Prague, G. Nigrin, 1587.
(Jacob Handl (Gallus))

1589 Lamentationum Hieremiae prophetae. liber primus.
Rome, A. Gardano, 1588; (repr. Venice, G. Scotto, 1589)
(Giovanni Pierluigi da Palestrina)

1594 Lamentationes Hieremiae prophetae. quinque vocum.
Rome, Nicolo Mutii, 1594
(Sebastian Raval)
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of Scarlatti, Durante, and others. At the end of the eighteenth century the genre was no

longer an active one, and few composers since them have taken it up.
The history of the lamentations is in many ways synonymous with the stylistic

developments in the history of church music. While the early stages of the lamentation

genre remain unresearched and vague, it is easily observed that the lamentations may

be considered one of the oldest genres of polyphonic musical composition. Certainly,

by the beginning of the sixteenth century, French composers can be said to have been
the most influential composers of the genre; although, by the later half of the century

their role would be taken over by composers residing in Italy. Over the next two

centuries interest in the lamentation genre seems to have died off; perhaps the advent of
monumental oratorios and passions signaled the loss of interest in polyphonic music at

the services of Tenebrae.

1.2: The Composers

This study of lamentations compares stylistically the settings of five composers

who are believed to have lived and worked in Rome during the early-to-mid sixteenth

century. After a survey of manuscripts and known biographical information, five

composers of lamentations were identified in Roman sources: Juan Escribano,
Costanzo Festa, Elezear Genet, Cristobal de Morales and Yvo Nau da Tours. In the

following section all known biographical information on each of these composers is

given, followed by information regarding the known sources of their lamentations.
All of the composers are represented in a collection of lamentations in the

Capella Giulia. This manuscript, VatG XII/3, is the last in a series of five surviving
choirbooks copied for the Capella Giulia by two papal chapel scribes, Johannes Parvus
and Federico Maria Perusino (see Table 1.5). All were copied during the reign of Pope
Paul III Farnese (1534-1549) and were designed to provide the Capella Giulia with a

comprehensive collection of liturgical music necessary for its duties in the basilica:

Magnificats, Masses, Hymns, Lamentations, motets, and Marian antiphons. They

may have been intended to replace books of similar music destroyed during the Sack of
Rome in 1527. The composers involved with specifically liturgical music (i.e. not the

motets) formed a fairly closed group: Festa (hymns, lamentations, Masses, and Marian
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antiphons); Genet (Magnificats and lamentations); Morales, Escribano, Nau

(lamentations); d'Argentilly, Fevin, and Mouton (Masses). Five of these

(d'Argentilly, Escribano, Festa, Genet, and Morales) are known to have been papal

singers, while Mouton and Fevin had been members of the French royal chapel and
their music had been much admired by Pope Leo X. The motets in Capella Giulia
XII/4 come from a wider selection of composers (Festa, Morales, Josquin, de Silva,
Maistre Jean, Gombert, Verdelot, Pieton, Lupi, and Lheritier). It is worthy of note

that, according to Jeffrey Dean, much of this music continued in use in the Capella

Giulia until the mid-1560s.44

Table 1.5: Capella Giulia Manuscripts^

Manuscript Date Contents (composers) Scribe
XII/4 1536 Motets (various) and Marian Antiphons (Festa) Parvus
XII/5 1539 Magnificats (Festa, Genet) Parvus
XII/6 1540 Hymns (Festa) Parvus
XII/2 c.1540 Masses (Fevin, Mouton, Josquin, Festa) Parvus
XII/3 1543 Lamentations, Passions, Requiem Perusino

(Escribano, Festa, Genet, Morales,
Nau, d'Argentilly)

VatG XII/3 is likely to have been copied from various sources or even a single
source within the Capella Sistina, as proposed by Seay; however his assumption that

the previous sources were then destroyed seems somewhat presumptuous.46 It begins

with settings by Charles d'Argentilly of the turba sections of the two passions

(Matthew and John) needed for liturgical use on Palm Sunday and Good Friday. It
then continues with five sets of lamentations by, in order, Festa (8), Genet (7),

Escribano (6), Nau (8), Morales (3), and finishes with a setting of the Missa in

Agenda pro mortuis by d'Argentilly. Apart from the last, the rest of the music in the

manuscript is clearly for use during Holy Week.
44 Dean, Jeffrey J., "The Repertory of the Capella Giulia in the 1560's," Journal of the American
Musicological Society, xli (1989) p.476.
45 The information in this table is drawn from Llorens, Jose M., Le Opere Musicali della Cappella
Giulia. Vatican City, Biblioteca Apostolica Vaticana (1971).
46 Genet, Elzear, ed. Seay, Albert, Corpus Mensurabilis Musicae. American Institute of Musicology,
lviii/2 (1973) pp.xxviii-xxix.
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1.2.1: Juan Escribano (Scribanus)

Like many papal singers and composers of the early sixteenth century, little is
known about the life of Juan Escribano outside of his time in Rome. The earliest

reference to him occurs in the writings of Giuseppe Pitoni (1657-1743).47 Pitoni

refers to a manuscript of diverse music in the Cappella Giulia dated 1 December, 1593,

and headed by the name of Juan Escribano.48 Pitoni also noted that music by

Escribano was contained in the papal chapel, and that he died on 7 October, 1558. His

body was entombed in the church of Santiago de los Espanoles in Rome. In 1749,
Mateo Fornari, giving a near duplicate of Pitoni's work, provided the additional, yet
still sparse, information that Escribano was a canon of Salamanca, and began to appear

on the list of papal singers from the year 1507 (Escribano appears fifteenth of twenty-

one singers).49

The first scholar to document his life in any detail, Jose M. Llorens, believes
that it is likely Escribano was from Salamanca, and that he, along with Juan del Encina
and Lucas Fernandez (both natives of Salamanca), shared the position of cantor in the

town's cathedral, made vacant by the death of Fernando de Torrijos in 1498.50 In

1502, however, it appears that Lucas Fernandez received sole custody of that position,

and it is at this point that Llorens believes Escribano made his way to Rome.51 At

some point prior to his arrival in Rome, Escribano also seems to have attained a Master

of Art degree, as he is listed in the archives at Rome as clerigo de Salamanca y

maestro en artes. Llorens entertains the theory that if Escribano was from
47 Pitoni, Giuseppe, Notizia di contrapuntisti e compositori di musica degli anni dell'era cristiana
1000 fino al 1700. p. 114.
48 Llorens believes that this reference is to the lamentations of Escribano located in VatG/XII-3;
however, as will be shown later the date of the manuscript precedes Pitoni's date by fifty years
(December 1543). And while this might be a mistake by Pitoni, the manuscript is certainly not
headed by either the name or the lamentations of Escribano. See Llorens Cistero, Jose M., "Juan
Escribano, cantor pontificio y compositor," Anuario Musical, xii (1957).
49 Fornari, Mateo, Narracione vstorica delforigine. progressi e privilegi della Pontificia Cappella. con
la serie degli antichi Maestri e Cardinali Protettori col cataloeo de'cantori dell'istessa Cappclla.
Capella Sistina, 606 (1749) p.98.
50 Llorens, "Juan Escribano..."
51 This conclusion and its basis is apparently made from what Llorens noted at the time as 'on-going'
work in the archives at Salamanca. He notes, however, a contradictory interpretation of the handling
of the replacement decision for the cantor of the cathedral in Martinez, Eduardo Julia, "La literatura
dramatica peninsular en el siglo XV."Historia de las Literaturas Hispanicas. ii. p.248.

23



Salamanca, it is likely he may have obtained his degree at that city's well-known

university.
The fact that Escribano's name does not appear on a list of papal singers until

1507 has left some doubt in many minds as to the exact date of Escribano's entrance

into the papal choir.52 While this is certainly made difficult by the sparseness of

records regarding the papal choir during the first quarter of the sixteenth century ,53 it

seems little credence has been given to what appears to be a sound presentation by

Llorens for his entry in either late 1502 or early 1503 on leaving Salamanca.54 In the

April 1502 list of papal singers in the Mandati Camerali, Escribano's name does not

appear.55 Thus it is logical to assume that Escribano entered the choir after that date.

The first Roman appearance of Escribano's name, however, is not the 1507 listing
mentioned above, but as a participant in the distribution of the black cloth at the funeral
of Pius III (d. 18 October, 1503), along with Juan de Palomares, a fellow Spaniard

who appears sixteenth in the 1507 listing of papal singers;56

Sequuntur supradicti officiales capelle sortis videlicet prime Dominus Remigius de
Mastagne, decanus, can. 3

Joannes in eruen (?), Bertrandus Vacqueras, Cristoforus Rousseau, Philippus de
Prioris, Johannes de Lyanas, Crispinus de Stappen, Jacobus Valpot,
Antonius Valterii, Paulus de Trottis, Gaspar Werbeeck, Bonus Radulphi,
Joannes Gruttoer, Alfonsus Frias, Garsias Salinas, Maturianus Prats,
Thomas Jacobi, Joannes Pocquetoy, Joannes Scribanus, Joannes
Palomares, cantores inter omnes, can. 57.

Alfonsus Troya, capellanus missarum
Erasmus Nicolai, clericus campanarum
Ferricus Jacomini, clericus campanarum
Joannes Orfani, scriptor
Somma lo rotolo sopra scritto de la fameglia di Papa Pio III coe (sic ) del panno s'a

a dare a lo fameliari, videlicet: Panni fiorentini emissi prime sortis, can.
590, fra quali sono state.

Canne 137 li. fiorentini Can. 590

52 For example, Robert Stevenson in Spanish Music in the Age of Columbus. The Hague,
Netherlands, Martinus Nijhoff (1960) p. 174, feels the safe answer is to say he entered between 1502
and 1507, while also mentioning that it is "extremely likely" that he entered before the end of the
papacy of Alexander VI.
53 The Ruoli do not document anything earlier than 1550; there are numerous gaps in the records of
the pontifical exchequer in the first quarter of the sixteenth century; and the Diarii Sistini do not exist
prior to 1535.
54 Llorens, pp.2-3.
55 Archive of the R.C.A. First part, Mandati Camerali. in Archivio de Stato, Rome, Vol. 858; f. 19,
28, 103v, 112.
56 Vat. Lat. 9027, ff. 163-169.
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Panni secunde sortis
Panni tertie sortis
Canne mille cinquecento septanta due

Can. 286
Can. 696
Can. 1572

This fact would seem to confirm the idea that Escribano was a singer in the papal

chapel as early as 1503. As Llorens points out, however, the pontificate of Pius III
was less than one month in length, and it does not seem unreasonable to hypothesise
that both he and Palomares entered under Pius Ill's predecessor, Alexander VI, the last
of the Spanish popes.

There is little that can be said about the personal life of Juan Escribano while in

Rome, for as one might expect the Diarii and other records include information only

regarding the ceremonies and transactions of the papal chapel. It is known from the
records of the Church of Santa Maria di Montserrato in Rome, however, that in

November 1525 Escribano secured new accommodation in Rome to begin in January

of 1526.57 This property of the Church of Santa Giacomo degli Spagnoli, situated in

the Piazza di Santa Barbara, became Escribano's permanent residence for the rest of
his stay in Rome. Even during his absences from Rome, Escribano ensured that his
accounts for this dwelling were continually paid by one Diego de Vega, presumably

his servant.58

The above is just one example of Escribano's close ties with his fellow

Spaniards at the Church of Santa Giacomo degli Spagnoli during his stay in Rome.
On many occasions Escribano acted as the intermediary between the Spanish church
and the papal singers in the contracting and organising of musical services, most

significantly on the days of Corpus Christi and Santiago. 59 It should be mentioned,

however, that despite his close ties with the Spanish church, there is no mention

anywhere of him holding any form of chaplaincy there.60

57 Libro dc Camarlengo. Chiesa Santa Maria di Monserrato, Roma, vol. 503, f. 15:
Die XX novembris 1525:

Iuxta domum ante dictam [Plateae Sanctae Barbarae] est alia domus Sancti Iacobi
quae ad presens est locata ad vitam supradicti Johannis Scrivano pro qua debet
solvere in quolibet anno due. XX. Et incipit primum semestre sie mensis Januarii

1526.

58 ibid., vol.510, f.8.
59 ibid., vol.498, f.33 and vol.499, f.65.
60 Llorens, p.5.
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During his service at Rome which, regardless of its starting date, totaled over

thirty years, Escribano was awarded a number of honours and favours. His first was

apparently a Salamanca canonry which he was capable of enjoying in absentia. On

July 5, 1513, Leo X named him an apostolic notary, and in 1514 he was elected abbas

(treasurer) of the papal choir by his colleagues. In the following year, the pope

requested the Salamanca chapter to apply the additional income of the Archdeaconate of
Monleon to Escribano's canonry. The chapter, however, denied the request resulting
in the issue from Leo X of an order, with the threat of penalties, on June 3, 1516. On
1 November, 1517, the pope gifted Escribano another canonry in Oviedo cathedral.

Later, on 30 November, 1520, Escribano resigned his canonry at Salamanca, with the

approval of the Leo X, in favour of his brother, Alfonso, to be held until the day that
Escribano should choose to return from Rome. A final benefice in the Sigiienza

diocese may have been received from Leo X in October, 1521. In addition to these
and other rewards gifted by Leo X, Escribano also received four further favours before
the end of his tenure from Pope Adrian IV in 1522, and from Pope Clement VII in

1527, 1530, and 1532.61

In 1527, Escribano, as the longest serving member of the papal chapel, became

dean of the papal choir. He served in this post for twelve years, although he was on

leave for eight of these twelve, and retired to Spain in August, 1539. It seems

plausible that Escribano spent the latter years of his life fulfilling his roles as

Archdeacon of Monleon and canon at Salamanca, his two most lucrative benefices,

until his death in October, 1557.62 A year later, on 12 October, 1558, the pontifical

choir attended an anniversary Mass in honour of Escribano in the Spanish national

church of S. Giacomo in Rome.63 It was perhaps the reference to this service in the

archives in Rome that led Giuseppe Pitoni to conclude erroneously that Escribano had
died in Rome on 7 October 1558, and was subsequently buried at the Church of Santa

61 ibid.

62 Tapia, Martin de, in Vergel de musica. Burgo de Osma, Diego Fernandez de Cordova (1570) f.76v,
cites him as "el venercindo loan escribano, Arcediano de Monleon".
63 Haberl, Ferdinand X., Bausteine fur Musikgeschichte. iii, Leipzig, Breitkopf & Hartel, (1888)
p.121.
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Giacomo degli Spagnoli in Rome.64

It is unfortunate that only five works by Escribano are currently known to us

for certainly, in the words of Robert Stevenson, he was "as learned as any Spanish

composer between Penalosa and Morales."65 Aside from his lamentations, we have

knowledge of a six-voice motet, Paradisi porta, in Sistine Codex 46 (c. 1513);66 a

four-voice Magnificat VI toni, in Sistine Codex 44 (c. 1521); and two Italian secular

songs, Voila il tempo and L'huom terren, printed in Andrea Antico's Canzone Nove

in 1510. Higino Angles, in an article on Escribano, lists an unclear number of works

as missing. Their attribution to this day, however, remains unproveable.67

In his article on Juan Escribano, Llorens points to two references regarding
lamentations and Juan Escribano. It is, however, somewhat unclear as to whether

these citations are actually referring to lamentations composed by Escribano. The first
reference occurs in the records of San Lorenzo in Damaso:

Marzo. [1534] Gio. Scribano per commisione de maestro Bino per le Lamentazioni
julii sei. Dato al sopradicto per le parole di Xpo. in cantu figurato
julii...per commisione di mastro Bino b. 30. E piu per una coperta al dicto
libretto bolognini cinque. E piu al sopradicto per le ditte lamentatzioni
scritte da lui vintoto julii d.2 b.8.

Llorens seems to imply that this refers to the contracting of Escribano for the

performing of the lamentations and the part of Jesus in the Passion, but it is more

likely to be a reference to a payment made to Escribano for copying lamentations and
the part of Jesus.

The second reference states that on 23 April, 1556 the singers (presumably of
San Lorenzo in Damaso), presided over by their maestro, decreed in session to

command Bias Nunez to copy the lamentations of Juan Escribano:68

En efecto, el 23 abril de 1556 los cantores, presididos por su maestro,

64 Pitoni, Notizia.... p. 114.
65 Stevenson, Spanish Music in the Age of Columbus, p. 175.
66 A detailed discussion and analysis of this motet may be found in Stevenson, Spanish Music in the
Age of Columbus, pp.175-6.
67 "Escribano, Juan," Die Musik in Geschichte und Gegenwart. iii, col. 1524, Basel, Barenreiter
(1960), reads "Verschollene Werke: In Petruccis heute nicht mehr nachweisbaren 10. Buch der
Frottole, Fossombrone 1512; vielleicht auch in Villancicos de diversos autores, Venedig 1556 (Bibl.
Uppsala), dessen Inhalt mit einer Ausnahme anon, iiberliefert ist."
68Llorens, p. 11.
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decretaron en sesion mandar escribir las lamentationes de Juan Escribano con cargo a

la cuenta de Bias Nunez.

Unfortunately, a copy of Escribano's lamentations no longer appears in the archives of
San Lorenzo. The sole source for the lamentations of Escribano is VatG XII-3. The

lamentations of Escribano are contained on folios 79v to lOlv and are preceded by the

heading Joannes Scribanus/ Super Lamentationes/ una cum Oratio/ne

Hieremie/Prophe/te.

1.2.2: Costanzo Festa

Festa has been described by Alexander Main as "probably the most important
Italian composer between the periods of Josquin and Palestrina," and a composer who

"marked a stage in Italy's rise to musical dominance."69 While Festa can certainly be

seen as the early emergence of Italian musical influence, his compositional style

provides strong ties to that of the earlier Northern Europeans exemplified in the works
of Josquin by Pres.

Unfortunately there is little that can be definitively stated regarding the life of

Festa. Born some time in the fifteen-year period from 1480 to 1495,70 it is believed

that Festa was a native of either Turin or Florence. The case for the former revolves

around a papal breve from 1517 which refers to him as a cleric of the diocese of Turin.

From this Alberto Cametti draws the conclusion that Festa was born in Piedmont.7'

Additional support for this conclusion can be found in the research of Hans Musch
who provides archival information linking a family by the name of Festa to Villafranca

Sabauda, near Turin;72 and in the fact that the largest non-Roman source of Festa's

69 Main, Alexander, "Festa, Costanzo," The New Grove Dictionary of Music and Musicians, vi
(1980) p.501.
70 This conclusion is reached by Richard J. Agee after assessing the previous conclusions of Knud
Jeppesen (after 1480) and Alexander Main (1490-1495), as well as more recent evidence. His complete
presentation may be found in his edition of Festa's "Counterpoints on a Cantus Firmus," published in
Recent Researches in the Music of the Renaissance, cvii, Madison, A-R Editions (1997) p.vii.
7' Cametti, Alberto, "Per un precursore del Palestrina: il compositore piemontese Costanzo Festa,"
Bolletino bibliografico musicale. vi/7 (1931).
72 Munsch, Hans, "Costanzo Festa als Madrigalkomponist," Sammlung Musikwissenschaftlicher
Abhandlungen. lxi, Baden-Baden, Koerner (1977) p. 16. Further archival information suggests that the
frottolist Sebastiano Festa may have entrusted his affairs to his father Giacobino Festa who lived in
Villafranca. There is, however, no proven relationship between Costanzo Festa and his
contemporary, Sebastiano. see Agee, p. vii.
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sacred music may be found near Turin, in the choirbooks in the cathedral archives at

Casale Monferrato.73

Support for Florence as Festa's birthplace stems from an early attribution by
the Swiss humanist, Aejidius Tschudi, where Festa is described as 'Florentinus

Italus."74 Further Florentine connections have been pointed out by Alexander Main

who observed connections between Festa and Heinrich Isaac who spent much of his

life in Florence;75 and may be observed as a result of numerous Florentine subjects

found in Festa's compositions.76 Festa also appears to have established links with a

Florentine musical patron, Filippo Strozzi.77 As with the Turin connections, all of this

information is circumstantial and does not given definitive proof of Festa's birthplace,
which must thus remain inconclusive.

His earliest known position was in the employ of Costanza d'Avalos, Duchess
of Francavilla on the island of Ischia, off Naples. Here, some time between 1510 and
1517 according to Jeppesen and Main, he served as a musical tutor for the two

nephews of the duchess. By the time of the death of Anne of Brittany (9 January,

1514), wife of Louis XII of France, Festa is believed by Alexander Main to have

entered the employ of the French court.78 For different reasons, based on Festa's

motet Super flumina Babilonis and its supposed connections to the death of Louis

XII in 1515, Edward Lowinsky also claims Festa spent time in France.79 Richard

Agee, however, refutes this notion of Festa's time in France as not having "a shred of

73 Agee, p.vii.
74 Tschudi, Aejidius - CH - sg's463-4. For further discussion of Tschudi and his manuscript see
Eitner, Robert, "Eine Handschrift von Egidius Tschudi," Monatshefte fur Musikgeschichte. vi (1874)
pp. 131-134.
75 Main, Alexander, "Costanzo Festa: The Masses and Motets," PhD dissertation, New York
University (1960) pp. 16-17.
76 Agee, pp.vii-viii.
77 see Agee, Richard J., "Filippo Strozzi and the Early Madrigal," Journal of the American
Musicological Society, xxxviii (1985).
78 In his article for The NewGrove Dictionary of Music and Musicians, vi, p.502, Main states that it
is 'reasonable to assume' that this is true.

79 Lowinsky, Edward, The Medici Codex of 1518: A Choirbook ofMotets Dedicated to Lorenzo de'
Medici. Duke of Urbino. Monuments of Renaissance Music, i, Chicago, University of Chicago Press
(1968) pp.42-51.
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firm evidence."80

Festa most likely joined the Papal choir in or before October of 1517. His

name appears for the first time in a motu proprio of 1 November 1517, where he is

listed as in capella nostra cantor capellanus ac continuus commensalis. During

Festa's time as a papal singer, there were, as with most other singers, occasions where

his conduct merited fines as noted in the Diarii Sistini.

From 1528 to 1532, concurrent with his duties as a papal singer,81 Festa

served as the maestro di capella of the Duomo in Savona.82 This is likely to be the

reason for Festa being described as maestro di capella in his Magnificat: tutti gli

otto toni, printed in 1554 in Venice. In this publication of Festa's Magnificat settings

he is described as "gia maestro della capella, et musico di Roma." On the basis of

this print, Main appears to have concluded that Festa served as maestro of the papal

chapel.83 There is, however, no evidence to support or even suggest this conclusion

in the records of the Sistine chapel.
Festa spent the rest of his career, until his death, in the service of the pope. On

10 April, 1545, all of the singers of the papal choir assembled for the burial of Festa at

Santa Maria in Transpontina. The Diarii Sistini describe the occasion:

Eadem die Constantius Festa Musicus eccelentissimus et cantor

egregius vita defunctus est et sepultus in Ecclesia Transpontina: cujus
funeri R.D. Episcopus Assisii Magister Capellae eum Cantoribus
omnibus interfuit et Sacrista. 17. d. iterum fuit ad Transpontinam et ibi
solemniter celebratae sunt exequiae Domini Constantii Festa.

The music of Costanzo Festa is diverse and varied. His compositions include

madrigals and chansons; masses and motets; Magnificats and, of course, lamentations.
The Magnificat settings form one of the earliest polyphonic cycles in all eight tones.

Many scholars have highlighted the similarities between the music of Festa and the

compositions of Josquin des Pres. Even Festa's contemporaries found difficulties in
80 Agee, "Costanzo Festa: Counterpoint on a Cantus Firmus," p.viii.
81 Festa appears in both the December 1529 and the December 1532 lists of papal singers (as fourth
and third respectively).
82 Scogna, Flavio Emilio, "La musica nel duomo di Savona dal XVI al XVIII secolo," Nuova rivista
musicale Italiana. xv/2 (1981) pp.260-1.
83 See Main's article on Festa in The New Grove Dictionary of Music and Musicians, p.501.
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distinguishing the works of the two masters, a fact remarked upon by Folengo in his

Opus Merlini Cocai macaroni-corum printed in Venice in 1521. However, the works

of Festa may be distinguished by his forward-looking usage of melody, dissonance,

and tonality.84

The primary source for Festa's lamentations is the manuscript VatG XII-3
discussed earlier. The section of the manuscript devoted to Festa, folios 18v to 56r,

contains a total of eight lessons with only the first lesson given a heading, Feria

quinta in coena Domini, to indicate its specific liturgical attribution.

Secondary sources for Festa's lamentations include the manuscript

Magliabecchiano XIX, 56 located in the Biblioteca Nazionale Centrale in Florence.
The manuscript, originally catalogued by Bianca Becherini, contains only anonymous

settings of the Threni with the exception of one lesson bearing the name of Crequillon,

and is dated 1559.85 Three of the settings are identified by Albert Seay in his preface

to the volume of lamentations in Festa's collected edition, as belonging to Festa.

These three provide secondary sources for the first, third and fifth lessons found in
VatG XII-3, with the last transposed by a perfect fourth.

A setting of the sixth lesson found in VatG XII-3 appears in the print Piisimae

ac sacratissimae Lamentationes Jeremiae Prophetae..., published by Leroy &

Ballard in Paris in 1557. Additionally, as mentioned earlier in this chapter, the first
five of the nine settings in the Morales prints (Rampazetto, 1564; Gardano, 1564) are
works by Festa. In the order of their appearance in the prints, these provide secondary
sources for Festa's first lesson, fourth lesson (with the exception of the opening
Hebrew letter which is set differently in the Morales print), second lesson (transposed
down a perfect fourth), third lesson, and fifth lesson (with a slightly altered final

cadence).

The only other extant source of the Festa lamentations is a manuscript found in
the Biblioteca Apostolica Vaticana and catalogued as Cappella Sistina 198 (abbreviated
here as VatS 198). The manuscript is the combined result of a binding of six smaller

84 ibid, p.502.
85 Becherini, Bianca, Catalogo dei Manoscritti Musicali della Biblioteca Nationale di Firenze.
Barenreiter, Kassel (1959) pp. 18-19.
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codices in 1724 and includes works dating from the early sixteenth century until the

early eighteenth century.86 The pieces included in this manuscript have been altered to

set differing text than the other sources, often extending or deleting some sections. As

Seay proposes, it is unlikely that Festa had anything to do with these revisions, and the

adjustments most likely show the changes in liturgical needs in a later period.87 The

music of the two lessons coincides with that of the third and seventh lesson of VatG

XII-3.

In his catalogue Llorens ascribes an additional two lamentations to Festa.
These lessons in VatS 198 are similar to none of the other lessons previously

discussed, and Llorens provides no justification for his ascription. On the basis of
Llorens' attribution, Seay has included a transcription of the settings in Festa's
collected edition. A complete analysis and discussion of the setting (both settings are

essentially the same) may be found in Chapter VI.

1.2.3: Elezear Genet (Carpentras)
In comparison with Josquin, Mouton, and Fevin, Genet has been described as

somewhat of a "lesser talent remembered mostly for his Lamentationes Jeremiae,"88

The composer, however, was certainly well-respected in his time and research into his

compositions in the past decade has revealed a composer of the post-Josquin era

whose talent extended well beyond his lamentations.
Genet was born in Carpentras, France around 1470. The earliest known

reference to him occurs in 1505 when he was appointed one of three capellaniae

chorales in Avignon. This same reference refers to him as clerico carpentrasso\ thus,

as Howard Mayer Brown points out, we may assume he was ordained prior to that

time.89

Sometime between September 1507 and June 1508, Genet had left Avignon for
Rome and joined the papal choir, where he appears fifteenth in the 1508 list of papal

86 The manuscript is catalogued by Llorens, Joseph M., in Capellae Sixtinae Codices. Citta del
Vaticano, Biblioteca Apostolica Vaticana (1960) pp.214-5.
87 For a full discussion see Seay's preface to the Festa collected edition, p.xii.
88 Abraham, Gerald, The Concise Oxford Flistorv of Music. Oxford University Press (1979) p. 179.
89 Brown, Howard Mayer, The New Grove Dictionary of Music and Musicians, iii, pp.819-821.
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singers. In May 1512 he announced his departure from Rome and joined the chapel of

Louis XII of France.90 in his dedication of a volume of hymns published in 1513, he

wrote that the newly elected pope, Leo X, had written to Louis XII requesting his
services. Thus on 5 November 1513, he was appointed papal protonotary and

maestro of the papal chapel. 91 Like many musicians and artists, Genet was absent

from Rome during the reign of Pope Adrian VI, but returned in 1523 to serve under
the next Medici pope, Clement VII.

By 1526, illness required Genet to return home to France, where he remained
in Avignon until his death. It was here that Genet prepared the four volumes of prints

containing his sacred works.92 Genet died in Avignon on the fourteenth of June,

1548.

Genet is known primarily as a composer of sacred works, although there are

several extant settings of chansons and frottole, some of the latter taking on

madrigalian qualities.93 Nearly all of his compositions may be defined by clear

structures resulting from well-defined cadences. All of his sacred music employs

either a cantus firmus or a borrowed melody which, in the case of the masses, are

taken from chansons.

The lamentations of Genet were most likely composed during his second stay

in Rome, between 1513 and 1521, at the request of Pope Leo X. However they were
to be revised and edited twice more before Genet's death. On a return visit to Rome in

1524, Genet heard his lamentations performed, but found them altered nearly beyond

recognition. Consequently, he prepared a revised version of the lamentations which he

90 Sherr, Richard, "The Membership of the Chapels of Louis XII and Anne de Bretagne in the Years
Preceding Their Deaths," Journal of Musicologv. vi (1988) p.67.
91 For an interesting account of Leo X's decision to appoint Genet see Sherr, Richard, "Ceremonies
for Holy Week, Papal Commissions, and Madness (?) in Early Sixteenth-Century Rome," Music in
Renaissance Cities and Courts: Studies in Honor of Lewis Lockwood. Detroit Monographs in
Musicology/Studies in Music, xviii, Michigan, Harmonie Park Press (1997) pp.391-403.
92 Sherr provides some intriguing information linking Genet's illness to his need to immerse himself
in his work, and thus extrapolates that his efforts to produce these prints were part of an attempt to
cope with his illness. For his complete analysis of the situation see "Ceremonies...," pp.399-402.
93 See in particular those settings found in Andrea Antico's Canzoni Sonetti Strambotti et Frottole.
Libro Tertio. published in Rome in 1517. According to Sherr, "Ceremonies...," pp.393-4, there is a

possibility that Genet's experience as a composer of sacred music was a direct result of his
appointment by Leo X, as most of his output prior to then was of a secular nature.

33



presented to Clement VII and which is now catalogued as the Capella Sistina

manuscript 163 (abbreviated here as VatS163). These events are related in Genet's
own preface to the Channey print of the lamentations, the final revision to be made by
the composer in 1532:

Threnos Hieremiae prophetae quos olim Sanctissimi Domini nostri
Leonis decimi iussu, concentu donarum musico, cum vidissem post
aliquot annos multis in locis depravatos, eaque facie vagari, ut foeturam
ipse meam vix agnoscerem, operae pretium me facturum putavi
(beatissime pater) si in tuae sanctitatis gratiam ea cantica, quae tibi non
minus quam ipsi Leoni decimo placuissent, instaurarem denuo, ac etiam
(si fieri a me posset) redderem meliora. Itaque anno superiore operi
manum admovi, instaurataque, et (ni fallor) meliora ad sanctitatem tuam
dedi, cuius potissimum gratiae meus labor desudarat.94

By order of our most Holy Lord Leo X, I had at one time set to music
the Lamentations of Jeremiah, the Prophet, but having seen that after a
number of years they had been corrupted in several places and were
being circulated in such a form that I myself scarcely recognized my
own product, I thought that I would achieve something notable (most
Blessed Father) if, to please your Holiness, I should restore anew those
songs which had pleased you no less than Leo X himself and also (if it
could be done by me) render them better. And so last year I set my
hand to the task and presented them, restored and (if I am not mistaken)
better, to your Holiness, for whose favor especially my labor had been
expended.95

Lamentations by Genet appear in seven extant sources, with the largest number
of lessons (the complete nine and two alternative settings) appearing in only the

Channey print and VatS163. The Channey print forms the second volume of works

published by Genet in Avignon and bears the date 14 August, 1532, only three months

later than the first volume of masses.96 It contains a setting for each of the nine

lessons with an alternative version of the ninth lesson entitled Alio oratio Jheremie

prophete secundum cantum Romanum and an alternate version of the sixth lesson

entitled Feria VI in Parasceve. Alia Lectio si magis placet.

94 Liber Lamentationum Hieremiae Prophetae. Avignon, Channey (1532) f.2r.
95 translated by Rigsby, Lee, The Sacred Music of Elzear Genet. Unpublished PhD dissertation,
University of Michigan (1955) pp.72-4.
96 For a complete description of the print see Seay, Albert, Eliziarii Geneti ...Opera Omnia. Corpus
Mensurabilis Musicae. lviii/2, pp.xi - xv.
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The manuscript VatS 16397, identified already as the product of the first

revision by Genet, has no date, but based on Genet's preface to the Channey print can

be dated some time during 1531.98 VatS163 contains the same eleven settings as

Channey, though the ninth lesson of Channey appears as the alternative setting with

the alternate oratio from Channey appearing, with some additional music, as the ninth

lesson of VatS 163.99

The only other source to hold strong ties to the revised manuscript and print

would appear to be the Piisimae ac sacratissimae lamentationes Ieremiae

Prophetae..., published by Le Roy & Ballard in Paris in 1557 (abbreviated here as

RISM 15577). This print contains two lamentations by Genet, one of the sixth lesson

(found on ff,16v to 18r) with minor variants, and the other a version of the first lesson

(found on ff.lv to 3r) transposed down a perfect fourth and excluding seven sections

(1-5, 9 &13) of the completed versions.100

Unfortunately, there exists no definitive copy of the corrupted version of the

settings that prompted Genet to begin his revision resulting in VatS 163. As discussed

extensively by Seay in his introduction to the volume of lamentations for Genet's

Opera Omnia, the other four extant sources would appear to represent some form of

intermediary group more likely to have been derived from the corrupted version than

from Genet's revisions.101 For the purposes of this study, analysis has been confined

to the final revision by Genet found in Channey; however, for the sake of

completeness a brief description is given below of the four 'corrupted' sources.
The lamentations by Genet found in VatG XII-3, are perhaps the most distant

from those found in Channey. The manuscript contains seven lessons, six of which
bear resemblances to the lessons in Channey (in particular the first, and the fourth-
97 For a complete description see Llorens, Josephus M.; Capellae Sixtinae Codices. Citta del
Vaticano, Biblioteca Apostolica Vaticana (1960) pp. 190-192.
98 Thus Genet's statement Itaque anno superiore operi manum admovi...
99 For a complete list of variants over the seven sources, see Seay, Corpus Mensurabilis Musicae.
lviii/2, pp.vi-xvi. Most are minor differences involving the use of accidentals.
100 For a description of the print, see Lesure, F. and Thibault, G., Bibliographie des Editions d'Adrian
Le Rov et Robert Ballard. Paris (1955) p.71, no.31. For complete listing of variants with Channey,
see Seay, Corpus Mensurabilis Musicae. lviii/2, pp.xxvii - xxviii.
101 see Seay, Corpus Mensurabilis Musicae. lviii/2, pp.xxvii - xxix.
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through-eighth lessons). These lessons contain alterations from the Channey set

which include both the removal of music and the inclusion of small amounts of new

music. The seventh, a setting of the Oratio, is completely different from those of the

revised manuscripts and prints. '02

A manuscript catalogued by Walter Rubsamen as Ms.9 in the Biblioteca del

Duomo in Modena (abbreviated here as ModD9) contains five lessons by Genet. 1Q3

The manuscript has no date; however, its contents represent the second and third
decades of the sixteenth century. Its contents could be said to only vaguely resemble
the first and fifth-through-eighth lessons of Channey.

Four lessons appear in the Biblioteca Nazionale Centrale manuscript II.1.350 in
Florence. This manuscript bears the date 1523, and, in addition to Genet, contains

works by Brumel and Pisano.104 The first of the lessons, and the only one not

ascribed to Genet, bears a strong resemblance to the first lesson in Channey, though its
Jerusalem refrain is taken from the fourth lesson of Channey. The second lesson in
the manuscript is the equivalent of the sixth lesson found in Channey, while the final
two lessons, respectively, bear a resemblance to the third and seventh lessons in

Channey.
Another manuscript in the Biblioteca Nationale Centrale, manuscript II.1.285

(abbreviated here as FlorBN II.I.285), contains a single lesson by Genet, unascribed

in the source. This manuscript bears the date 22 February 1559.105 The lesson

resembles the first lesson of Channey, however the Jerusalem refrain is inserted after

each verse.106 The refrain after the second verse resembles that of the fourth verse of

Channey, transposed up a perfect fourth.

1.2.4: Cristobal de Morales

Cristobal de Morales was born in Seville, Spain, sometime around 1500, in an
102 por transcriptions of the settings in VatG/XII-3, see ibid., pp. 131-173.
103 Rubsamen, Walter H., Music Research in Italian Libraries. Los Angeles (1951) pp.49-51.
104 for more information see, Becherini, Bianca, Catalogo dei manoscritti musicali della Biblioteca
Nazionale di Firenze. Firenze, Kassel (1959) pp.91-2.
105 ibid., pp. 18-9.
106 The possibility exists that local practices might have required shorter lessons to be sung, thus the
inclusion of additional Jerusalem refrain which are employed at the conclusion of a lesson.
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active musical environment that would have brought the young composer in contact

with composers such as Penalosa, Pedro de Escobar, Alonso de Alva, and Francisco
de Torre. Morales' first known appointment outside of Seville began on 8 August

1526, as maestro de capilla of Avila Cathedral. Approximately two years later, in

1528, Morales took up the position ofmaestro de capilla of the cathedral in Plasencia,

a position he held until c.1531.
On 1 September 1535, Morales was admitted into the Papal choir in Rome,

serving beside both Escribano and Festa. On 1 April 1540, he was given license to

return to Spain, next appearing on the list of Papal singers on 25 May 1541. Shortly
after the death of Festa in April of 1545, Morales departed Rome for the last time on 1

May.

On 31 August of that same year, Morales became maestro de capilla of Toledo

Cathedral, only to renounce the position less than two years later on 9 August 1547.
He then moved to Andalusia where he entered the service of the Duke of Arcos at

Marchena as maestro in 1548. Morales' final position before his death in October

1553 was as maestro ofMalaga Cathedral, a post he accepted on 27 November 1551.

According to Robert Stevenson, the style of Morales' compositions is "best

compared to Josquin, Gombert, and Clemens rather than his Spanish contemporaries,

though his works do contain some peninsular characteristics."107 These stylistic

differences from his compatriots can most likely be attributed to Morales' time in

Rome, where the influence of Josquin and others could have easily been assimilated.
One of two primary sources for the lamentations of Morales are two sets of

prints both released in Venice in 1564 under the same title, Lamentationi di Morales,

a quatro, a cinque, et a sei voci, but by separate printers, Antonio Gardano and
Francesco Rampazetto. Both sets contain the same nine lessons; however, as

discussed earlier the first five of the nine lessons are actually works by Costanzo

Festa. It is interesting that both printers should have mistakenly attributed these works
to Morales as they are clearly marked as compositions of Festa in several sources,
most particularly VatG XII/3.

107 see Stevenson's article on Morales in The New Grove Dictionary of Music and Musicians, xii,
pp.553-8.

37



The second primary source for Morales' lamentations is the previously
discussed Capella Giulia manuscript, VatG XII-3. Of the three lessons by Morales
contained in the manuscript, only two correspond to settings in the prints. The first

(ff. 127-130) corresponds to the sixth lesson of the print (or the first by Morales), but

is reproduced a major second lower than in the printed version.108 The second of the

three (ff. 131-134), corresponds to the eighth lesson of the print (or third by Morales),
the only major variant being the reversal of the Altus and Tenor Primus parts in the

manuscript. The other setting has no match in the prints, and is transcribed in

Appendix I.

In FlorBN II.1.285, there are four unattributed lamentations that correspond to

the compositions by Morales in the two prints. Additionally there are two manuscripts
in the Archivio de Musica Sacra de la Catedral in Puebla, Mexico, that contain

lamentations attributed to Morales. The first, catalogued as manuscript I and here

referred to as PueblaCl, was copied by one main scribe, Gaspar Fernandes, during
the first quarter of the seventeenth century in Puebla. According to Robert Snow, the
set of lamentations attributed to Morales can be found elsewhere as the work of

Palestrina.109 While it is possible that the style of the two composers might have been

confused, a case might also be made for the attribution to Palestrina in which case the

ascription to Morales might be a result of the obscurity Palestrina's works would have

had in the new world at the time.110

The second, catalogued as manuscript II and here referred to as PueblaC2,
contains nine lessons ascribed to Morales, though one is known to be ascribed to

Bermudes elsewhere.111 The manuscript itself is a composite of two separate

manuscripts later bound together. Both were copied by the same scribe in Puebla
sometime during the first half of the seventeenth century, with some additions in the

108 I am able to give no reasonable explanation for the unusual nature of the chosen interval of
transposition. While it was reasonably common for works to be transposed by a fourth to
accommodate the types of singers available, a transposition of a major second is most unusual.
'09 Snow, Robert J., "Music by Francisco Guerrero in Guatemala," Nassarre. iii (1987), as noted in
the Census Catalogue of Manuscripts under PueblaCl.
110 Unfortunately, I have been unable to obtain facsimiles of either the manuscript or Snow's article,
so it is not possible to address this issue with any surety.
111 See the manuscript's listing in the Census Catalogue of Manuscripts.
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second half of the century. These settings also exist in a setting for vihuela intabulated

by Miguel de Fuenllana and published in Seville in 1554.112 Watkins believes the

possibility exists that the settings in PueblaC2 are transcribed from a "second and
different" set of Morales' lamentations than those found in the two prints, based on his
assessment of the text chosen and the use of polyphony which he remarks is "in no

way similar" to that used in the prints.112

As the lamentations in both of the Puebla manuscripts have no direct
connection to Rome, not to mention the confusion with regard to their composition,

they have not been included in this study. Thus the selection ofMorales' lamentations
has been limited to five lessons: the four lessons from the prints and the single
lamentation found only in VatG XII/3.

1.2.5: Yvo Nau da Tours

Unfortunately, very little is known at all regarding Yvo Nau. There is no

known record, despite an extensive search of the records of the papal chapel and the

Capella Giulia, of his having served at any Roman institution, and his inclusion in this

study is based only on the appearance of his lamentation settings in VatG XII-3. This
is the only extant source of any composition by the composer and it can be deduced
from the heading preceding the settings that he was originally from Tours and thus
French in nationality. The sparsity of records for many years, however, should

prevent us from excluding the possibility that Nau served in either the papal chapel or
the Capella Giulia at some time.

112 Fuenllana, Miguel de, Libro de musica para vihuela. intitulado orphenica lvra. En el qual se
contienen muchas v diversas obras. Seville, Martin de Montesdoca (1554).
112 Watkins, G. E., Three books of polyphonic lamentations of Jeremiah. 1549-1564. PhD
dissertation, Eastman School of Music, University of Rochester (1953).
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Chapter II. The Use of Lamentations in Tenebrae

Throughout this work the compositional tools of the early-to-mid sixteenth-

century lamentation composer will be discussed and analysed with a view to

determining the stylistic aspects of both the genre and the five composers of this study.
The lamentations, however, are influenced not only by the musical decisions of the

composer, but by his decisions regarding text choices and by the requirements of the
services of Tenebrae. This chapter analyses the textual choices of the composers in
this study and assesses the role which these lamentations may have played in the
service of Tenebrae.

II.1: Text Selection

As has been already mentioned, the lack of uniformity surrounding the

selection of text for settings of the Threni is a prominent feature of the genre. As John

Bettley points out, one cannot even rely on a composer's designation, as was common
with many psalms and hymns, in order to determine which breviary the composer was

using as his source or to elaborate on the many idiosyncratic choices which exist. 1

Consequently, the problem faced within this study is twofold: (i) how to establish

what, if any, was the Roman usage in the period 1513-1550 and (ii) what liturgical

sources, if any, these composers used in deciding which verses to set. The listing of
textual choices in Table 11.10 quickly shows the variety of choices that exists within
the lamentations of these composers. While there is some common ground in the

textual choices made for the first lesson of Feria V and the settings of the Oratio, the

great diversity of selections, especially those for the first two lessons of Sabbato

Sancto, would appear to preclude any apparent relationship between the five

composers or any single Roman usage to which they might have conformed.
The difficulty in establishing a Roman practice prior to Trent is a direct result of

the sparsity of surviving sources. According to the 1522 Ojficium Hebdomadae
1 Bettley, John, "La compositione lacrimosa: Musical Style and Text Selection in North-Italian
Lamentation Settings in the Second Half of the Sixteenth Century," Journal of the Roval Musical
Association. 188, p. 189. His excellent survey of Northern Italian lamentations provides an example
of this diversity.
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Sancte the text of the Threni was apportioned as follows for the nine lessons:2

Feria quinta (i)Lam 1:1-9 (ii)Lam 1:10-19 (iii)Lam 1:20-2; 2:1-7
Feria sexta (i)Lam 2:8-14 (ii)Lam 2:15-22 (iii)Lam 3:1-21
Sabbato sancto (i)Lam 3:22-66 (ii)Lam 4:1-22 (iii)Lam 5:1-22

The book, however, presents a idealised version in which the whole Threni was used.

Time requirements within the services of Tenebrae would seem to preclude a liturgical

chanting of the entire Threni, but there is little conclusive evidence available to support

either stance. Stated simply, not enough sources survive to claim with any certainty
what was chanted in either the Capella Pontifica or the Cappella Giulia prior to the
standardization made by the revised breviary of Pius V. There are no surviving chant
books in either the Fondo Capella Sistina or the Fondo Capella Giulia in the Vatican

Library which contain the texts of the lessons of Tenebrae. Those surviving chant
books which give the chants for Tenebrae (Capella Sistina 2 and Capella Giulia XIV/2
and XIV/4) do not give the lessons, only the responsories and a few other more

complex chants.3

The closest one may come to an actual pre-Tridentine Roman practice is a

1543 Roman Breviary published in Venice (see Table II. 1). The breviary contains the
text "donato dal Sr. Paolo Alaleono" on the flyleaf. Paolo Alaleona was master of
ceremonies at the papal chapel at the end of the sixteenth and early seventeenth

century. This connection may provide the basis for making the breviary's selection of
verses the closest one can get to Vatican pre-Tridentine practice, at least in the Capella

Sistina, barring the discovery of a more closely related manuscript. The allocation of
verses provided in this breviary also corresponds to those provided in a 1538

Brevarium Romanum published in Lyons and a 1548 Brevarium Romanum

published in Venice. 4 The strong agreement between these three sources and the

connection through Paolo Alaleona, presents at least the possibility that they might

2 Officium Hebdomade Sancte secundum Romanam Curiam. Venice, Sabbio (1522) ff.32, 65, 90.
3 Capella Sistina 2 does provide the opening of the first lesson, Aleph. Quomodo...Beth, but nothing
further. The two Capella Giulia books do not have the lessons or give any other indication of the
verses, despite claims to the contrary in Lloren's catalogue. Llorens, Joseph, Le Opere Musicali della
Capella Giulia. Vatican City (1971).
4 Brevarium Romanum. Lugdunum(Lyons), Joannem Crespius (1538); Brevarium Romanum.
Venice, Joannes Gryphium (1548). These brevaries have the exact same verses as the 1543 breviary
except for Feria VI, Lectio III which has Lam2:15-17 in both cases.
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represent a common practice within the Roman curia.

The issue is both affirmed and clouded by a Manuale found in the Vatican

library (Santa Maria Maggiore 100) and printed in Turin in 1527.5 The Manuale

gives only the opening verse for the first lesson of each day and this corresponds with

both the idealised setting of the entire Threni found in the 1522 breviary and with the

common practice outlined above (i.e. Feria V: Laml:l; Feria VI:Lam2:8; Sabbato:

Lam3:22). This is in line with the idea of a Roman practice outlined above: instead of

chanting the whole of the long lessons given in the 1522 breviary, one could maintain
the same starting place for each day and then choose a few verses for each lesson

accordingly.

Table II.l : Roman Breviary (1543)
Feria V

Lectio I Lams 1:1-4
Lectio II Lams 1:5-6,10-11
Lectio III Lams 1:12-15

Feria VI
Lectio I Lams 2:8-10
Lectio 13 Lams 2:11-13
Lectio III Lams 2:14-15,17

Sabbato
Lectio I Lams 3:22-29
Lectio II Lams 3:30-35
Lectio III Lams 5: 1-8

None of the composers in this study set texts that can be easily assimilated into
the pre-Tridentine requirements. The choices of Genet, whose lamentations were

written for Pope Leo X in Rome, do correspond with the practice of beginning each

day with its allotted verse and can be said to be in general agreement with the verses

outlined in the 1543 breviary. The most striking exceptions can be found in his

choices for the third lesson of Feria VI and the second lesson of Sabbato Sancto (see

Table II.2).

A number of Genet's lessons are derived from more than one chapter of the

Threni, as are those of Festa and Nau, and the verses themselves may appear in any

order. Genet, however, is the only one of the five composers whose settings were

allocated in his prints to a specific lesson.
5 Manuale secundum ritum Sanctae Romani Ecclesiae. Turin (1527).
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Table II.2: Allocation of Lessons by Genet (Channey Print)6

Lesson Text
Feria V, I Lam 1:1-4

II Lam 1:5, 9e-10; 4:1-2
III Lam 1:11-13

Feria VI, I
alternate I

II
III

Lam 2:8-10
Lam 2: 8-10
Lam 2:11; 1:14, 15a-d& Aleph
Lam 4: 10-12

Sabbato Sancto, I
II
III

alternate III

Lam 3: 22-29
Lam 1: 8-9d;2:17
Lam 5: 1-8
Lam 5: 1-6, 15-16

Table II.3: Text Selection-Yvo Nau

N/i Lam 1:1-4
N/ii Lam 1: 9e-f,10
N/iii Lam 1:11-13

N/iv Lam 2: 7
N/v Lam 2: 11; 1: 14, 15a,b,d & Aleph

N/vi Lam 3: 22-29
N/vii Lam 4: 10-12
N/viii Lam5:l-7

Closest to the choices of Genet are those of his compatriot Yvo Nau (see Table

II.3). Unlike Genet, only eight of the required nine lessons are extant. A comparison
with the 1543 breviary would seem to imply that this missing lesson is the third for

Feria VI.

The remarkable similarities between the two, especially Genet's setting for the

second lesson for Feria sexta and N/v, might point to the possibility of a shared

influence, perhaps French. Their choice of verses are largely in line with those found
in the 1538 Lyons breviary (see above). On the other hand, the Vatican library
contains two other French breviaries from the first half of the sixteenth century which

give quite a different selection of verses. The earliest of the two is a 1532 brevarium
6 In many instances within the lamentations only a portion of the text from a verse is set by a

composer. To enable this to be notated, each phrase of a verse has been assigned a letter to
distinguish it. Thus the notation Lam 1:9e-f refers to the fifth and sixth phrases of the ninth verse
from chapter one.
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for the diocese of Apt, located close to Carpentras, and shares no obvious connection
to the textual choices of either Genet or Nau (see Table II.4). The second, also shown

in Table II.4, is taken from a 1543 Brevarium from Troyes and again merely

highlights the great diversity of possibilities for textual choices and sheds little light on
the reasoning behind those choices made by Genet and Nau.

Table II.4: French Breviaries

Apt Troyes
Feria V

Lectio I Lams 1:1-2 Lams 1:1-3
Lectio II Lams 1:3-4 Lams 1:4-5
Lectio III Lams 1:5-6 Lams 1:6-8

Feria VI
Lectio I Lams 1:7 Lams 2:1-2
Lectio II Lams 1:8-9 Lams 2:3-4
Lectio III Lams 1:10-12 Lams 2:5-7

Sabbato
Lectio I Lams 2:7-8 Lams 4:1-4
Lectio II Lams 2:9-10 Lams 4:5-8
Lectio III Lams 2:11-12 Lams 4: 9-12

Table II.5: Text Selection-Festa

F/i Lam 1:1-2
F/ii Lam 1:8, 9e-f, a-d
F/iii Lam 1: 18c-f; 4:21; 3:61,61,56,58
F/iv Lam 2: 13,12; 4: 3; 1: 16a-c, lle-f
F/v Lam 4: 1-2; 3: 19-21
F/vi Lam 3: 1-2, 5, 8, 25, 28, 37, 6, 11
F/vii Lam 2: 18, lla-d; 1: 12a-c;4:4, 18
F/viii Lam 5: 1-7, 21

The lamentations of Festa, like those of the two French composers, are also

settings of a variety of text choices. The selections of Festa, however, are even more

varied (see Table II.5). F/iv draws its text from three different chapters and in many

lessons the sequential order of the verses has been altered. Like Genet and Nau, Festa
does choose to rearrange the ninth verse of chapter one in F/ii, placing the final two

phrases first. The only two lessons by Festa which correspond liturgically are the first

for Feria V and the Oratio.

The unique selection and arrangement of verses makes Festa's setting virtually
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impossible to connect with any standard practice and must raise the question of the
intention behind their composition. It seems highly unlikely that Festa's compositions
would have been performed in a liturgical setting and are perhaps composed for a more

private devotional usage.
The selections of the two Spaniards, however, are much simpler, drawing

from only one chapter per lesson and never presenting verses out of sequence (see
Table II.6). They are, nonetheless, equally difficult to ascribe to a Tenebrae practice.
The early sixteenth-century, Spanish breviaries of both Toledo (1516) and Seville

(1520) give similar lessons, their only difference being the final lesson of Sabbato
c

Sancto (see Table II.7). Neither of these breviaries show any connection to the

lessons chosen by Escribano and Morales.

Table II.6: Text Selection- Escribano and Morales

E/i Lam 1: 1-2
E/ii Lam 1: 5-6 M/i Lam 1: 17-18
EM Lam 1:4-6 M/ii Lam 1: 19-21
E/iv Lam 2: 11-13 M/iii Lam 4: 7-9
E/v Lam 3: 49-57 M/iv Lam 1: 14-16
E/vi Lam 5: 1-7 M/v Lam 5: 1-7

Table II.7 : Breviaries of Toledo (1516) and Seville (1520)

Toledo Seville
Leria V

Lectio I Lams 1:1-3 Lams 1:1-3
Lectio II Lams 1:4-6 Lams 1:4-6
Lectio III Lams 1:7-10 Lams 1:7-10

Leria VI
Lectio I Lams 2:1-3 Lams 2:1-3
Lectio II Lams 2:4-6 Lams 2:4-6
Lectio III Lams 2:7-10 Lams 2:7-10

Sabbato
Lectio I Lams 4:1-4 Lams 4:1-4
Lectio II Lams 4:5-10 Lams 4:5-10
Lectio III Lams 5:1-22 Lams 4: 11-17

Some connections between the settings ofMorales and the lessons outlined in a

1527 Saragossa Breviary (see Table II.8) should be mentioned. As the Saragossan

usage is the only one to employ verses 17-20 of the the first chapter of the Threni and

only selects verses from the first, fourth and fifth chapters, it seems plausible that
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Morales setting is derived from this usage.7 One might thus speculate that Morales

may have been composing his lamentations for the Aragonese church in Rome, S.
Maria di Monserrato. Unfortunately, there is no actual evidence to support this theory.

Table II.8 : Saragossa Breviary (1527)

Feria V
I Lam 1:1-3
II Lam 1: 4-6
III Lam 1:7-9

Feria VI
I Lam 1:12-14
II Lam 1:15-17
III Lam 1: 18-20

Sabbato
I Lam 4: 1-4
II Lam 4: 5-7
III Lam 5:1-6

Table II.9 : Granada Breviary (pre-Tridentine)

Feria V
Lectio I
Lectio II
Lectio III

Feria VI
Lectio I
Lectio II
Lectio III

Sabbato
Lectio I
Lectio II
Lectio III

Lams 1:1-3
Lams 1:4-6
Lams 1:7-9

Lams 2:8-10
Lams 2:11-13
Lams 2:14-16

Lams 3:22-30
Lams 4:1-4
Lams 5:1-12

The settings of Escribano present yet another set of mysteries. His unusual
choice of verses 49-57 from chapter three does not appear as a part of any breviary
consulted by this author. Beyond this the most distinctive feature of Escribano's text
selection is the selection of verses from the second chapter. Amongst the nine Spanish
breviaries surveyed by Robert Snow, only the pre-Tridentine breviary from Granada

7 I am very grateful to Bruno Turner for pointing this out, along with many other useful bits of
information, in his personal correspondence.
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allocates Lamll: 11-13 to a lesson, the second for Feria VI (see Table II.9).8 This

author, however, can neither discover nor derive any connection between Escribano
and Granada. This selection of verses, however, also appears in the 1543 Roman

Breviary.

Table 11.10: Textual Selection by Roman Composers as Related to the
Roman Pre-Tridentine Usage

Feria V
I

Escribano

Lam 1:1-2

Lam 1:5-6
Lam 1:4-6

m

Festa

Laml:l-2

Laml:8,9e-f,a-d

Lam 1:18c-f;4:21;
3:61-2,56,58

Feria VI

I

m

Lam2:11-13 Lam2:13,12;4:3;
1:16a-c, 11 e-f

Lam2:18,1 la-d;
1:12a-c;4:4,18

Sabbato Sancto
I Lam3:49-57

n

m Lam5:l-7

Lam3:l-2,5,8,
25,28,37,6,11

Lam4:l-2;3:19-21

Lam5:1-7,21

Genet

Laml:l-4

Laml :5,9e-10;4:l-2
Laml:8-9d;2:17 [viii]

Lam 1:11-13

Morales

Lam2:8-10
Lam2:8-10

Lam2:l 1;1:14,
15a-d, Aleph

Lam3:22-29

Lam4:10-12 [vi]

Lam5:l-8

Lam5:1-6,15-16

Laml: 14-16

Nau

Lam 1:1-4

Laml :9e-10

Lam 1:11-13

Lam2:7

Laml:17-18 Lam2:l 1; 1:14,
15a-d,Aleph

Lam 1:19-21

Lam3:22-29

Lam4:7-9 Lam4:10-12

Lam5:1-5,7 Lam5:l-7

In Table 11.10 an attempt has been made to allocate the lessons of the five

composers found in Capella Giulia XII/3 to their most plausible places within the pre-

Tridentine liturgical framework. In the case of Morales, they are given the only logical

arrangement based on the assumption that they formed part of a complete set.9 The

lack of settings from the earlier part of the first chapter, however, makes this task
8 Snow, Robert, A New-World Collection of Polyphony. Monuments of Renaissance Music, ix,
Chicago, University of Chicago Press (1996) pp.49-68.
9 Toledo cathedral, manuscript BC 21 contains a single lamentation by Morales which sets Laml: 1-5
and thus conforms to the common Roman usage. I am grateful to Bruno Turner for this information.
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difficult. In the settings by Genet, two lessons might be considered to be misplaced:

the setting given by Genet for the second lesson on Sabbato sancto and the one given

for the third lesson of Feria sexta. For these lessons to conform to the pre-Tridentine

Roman practice they must be rearranged as in Table II. 10. Circumstantial support for
this conclusion can be found in the settings of Genet's compatriot, Yvo Nau. If the
lessons of Nau are compared with the Roman pre-Tridentine allocation of Table II. 1,
one finds that the order of the lessons in the manuscript (assuming a missing sixth

lesson) is similar to the order of usage.

In the final analysis, however, the only settings which can be definitively
correlated with a Tenebrae lessons are those which bear incipits: the first lesson for

Feria V and the final lesson for Sabbato sancto. And while there are similarities in

other lessons, one can easily find numerous glaring anomalies amongst those that

remain. These results seem to reveal that, as Bettley found in Northern Italy,1 o a

"free, para-liturgical text selection was not incompatible" with the services of many
ecclesiastical environments, and that freedom of text selection may have played as

important a role in the composition of lamentations as choice of tone and style of

composition. Throughout this study of numerous Italian, French, and Spanish

breviaries, no pattern emerges. In fact, local practices would seem to vary

considerably (see for instance the variations between Apt and Troyes in Table II.4).
Without a comprehensive study of all surviving breviaries, which is outside the scope

of this dissertation, it is difficult to come to any general conclusions except that, apart
from the first and last lessons, there seems to have been considerable flexibility in
choice.

In Table 11.11, the texts employed by nine composers are given. Again the
norm would appear to be a freer approach to text selection. Some consistency can be
seen in choices taken from the first chapter, as most of the composers set consecutive
verses for their first three lessons. This practice, however, merely confirms the wide

variety in practice when choosing particular verses. Throughout the table there are

many small similarities to the text selections of Escribano, Festa, Genet, Morales and
5

Nau; none of these signal any significant connection in liturgical practice. The

10 Bettley, p. 190.
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selections do not include any evidence that would support the characteristics found in
the settings of Genet and Nau as potentially French, and the lessons of Penalosa are

too few to provide any insight into any potential Spanish attributes.

Table 11.11: Textual Selection in Lamentation Settings

De Quadris (taken from Petrucci)
LamI:l-4 LamI:5-8 Laml:9-12
LamII:8-ll LamII:12-15 Lamll: 16-20
LamIII:33-45 ;IV: 17 LamV: 1 -11,14-18

De Quadris (taken from FlorBNII.1.350)
LamI: 1-2 LamI:3-4 LamI:5-6
LamII:8-9 Lamll: 10-11 Lamll: 12-13
LamIII:33-36,43-45 LamV:l-4,7-8 LamV: 11,14-16,21-22

Tromboncino (taken from Petrucci)
LamI: 1-4 LamI:5-7 Laml:8-12
LamI: 13-16 LamI: 18-21 Lamll: 1-4
LamII:5-8 LamII:9-12 LamIII:27

LamV: 1-16

Crecquillon (taken from FlorBNII.1.285)
Lam:I:4-5 LamI:6-7 LamI: 12-13
Lamll: 11-12 Lamll: 13-14 LamIV:4,2

de La Rue
(taken from Matanus and Neuber print, 1549)

LamI: 17,15-6,11-14 LamlV: 14,15,12 LamIII:40-42,21-27

Weerbecke (from Petmcci)
LamI: 1-2 LamI:4-5 LamI:6-7
LamIII:22-23,25 LamIV:l,3 LamV: 1-3

Lapicida (from Petrucci)
LamI: 1-3 LamI:4-5 LamI:6-7

Fevin (from Attaingnant, 1534)
LamI:l-2 Laml:3,5 Laml:7,12

Ycart (from Petrucci)
LamI: 1-3 Lamll: 1-2,9 LamV: 1-8

Penalosa
LamI: 1-3 Lamll: 1-3 LamIV:l-4

The discussion up to this point has worked with the assumption that these
lamentations were meant for liturgical use. The possibility does exist, however, that

some of the settings were not intended for use in this manner, but composed for an

extra-liturgical devotional use. This possibility has already been suggested in the case
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of Festa lamentations, and may hold true for the works of other composers as well.
This chapter will now examine archival evidence for the performance of polyphonic

settings of the lamentations in the liturgy.

II.2: The Use of Lamentations in Tenebrae

By the seventeenth century, it was the practice of the Papal chapel to perform only the
first of the three lamentations on a given day in polyphony, while the other two lessons

were chanted. Confirmation of this practice is found in the Osservazioni per ben

regolare il Coro della Capella Pontificia of Andrea Adami published in Rome in
1711:

[The papal singers must] sing the first lamentation in the figured
chant [polyphony] of Gregorio Allegri for four voices....the second
and third lamentations, in accordance with our custom so in
plainchant by the sopranos.11

This is further corroborated by the listings of repertoire and singers for the Tenebrae

services found throughout the Diarii sistini during the seventeenth century. There is,

however, no evidence to link this practice to the early sixteenth century, a fact which

many scholars seem to have overlooked. This applies in particular to the work of
Sister Mary Jane Klimisch, who not only states plainly that the practice of the papal

chapel in the early sixteenth century was to sing the first lesson on each day

polyphonically, but goes on to state that this practice only began with the introduction
of Genet's lamentations: "the plainsong version of the lamentations was supplanted by

a polyphonic setting written by Carpentras [Genet]."12 These lamentations were

composed at the request of Pope Leo X sometime between 1513 and 1521.13

While this may be a correct assessment of the practices of the papal chapel,

several factors cast doubt on these conclusions. First, we can determine through

11 Adami, Osservazioni. pp.34-35.
12 See Klimisch, Mary Jane, The Music of the Lamentations: Historical and Analytical Aspects. PhD
diss., Washington University (1971) pp.183. These errors of assumption are further compounded
when she states " all in all, apparently the works of only three composers, viz. Carpentras, Palestrina
and Allegri [replaced Palestrina's setting for Holy Saturday in 1641] entered the domain of the papal
chapel for the Lamentation music in the Tenebrae service." A perusal of the music performed during
the Tenebrae services of 1616 as given in the Diarii sistini will show that the lamentations of Victoria
were performed during Tenebrae on Good Friday. (Diario, vol.35)
!3 See Chpt I and its discussion of the lamentations of Genet.
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Genet's preface to the printed edition of his lamentations that his original presentation

copy of the lamentations contained polyphonic settings for all nine lessons plus two

alternate lessons as in the printed edition. If these lamentations were composed at the

request of the Pope, then it is at least a possibility that the choir would have performed

all of the settings.

Even if the practice in the papal chapel was confined to the use of polyphonic

settings for the first lesson, this may well not have applied to other Roman churches,

including the Capella Giulia in St. Peter's basilica. The existence of sets of

lamentations from Genet onwards would imply that all three lessons from the first

nocturn of the three days were sung in polyphony in some institutions. Without any

supporting evidence, however, these extrapolations are merely unfounded guesses and

the possibility of an alternative practice in the sixteenth century must be considered.

Additionally, one must consider the prospect that the lamentations were composed for

extra-liturgical devotional performance or that the composition of a set of lamentations

posed a challenge, both compositionally and spiritually to the composer, in the same

way that composing sets of Magnificats in all of the modes did, despite the fact that

those in some modes would hardly ever have been needed for actual performance in

Vespers.

One final note should be made regarding the use of the lamentations in the
services of Tenebrae. As can be seen from the analysis of the text settings above, none
of the lamentations provide a setting for the complete text appointed to be read in a

given lesson. In each of these instances, it is likely that the complete text of the lesson
would have been spoken softly during the music.

II.2.1: Performing Forces

Perhaps one of the most discussed areas of Renaissance performance practice
is the number of voices employed in performing the choral works of the time. What
evidence exists is often vague and unclear, often providing further questions rather

^v.
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than answers. In his article 'Performance practice in the Papal Chapel during the 16th

century,' Richard Sherr only reaches a somewhat indecisive conclusion after thorough

analysis of the archival records of the chapel and its singers.
It does not seem to me that knowing either the size of the

papal choir or the number of singers on each part can be used as
evidence of the numbers who sang at any given time.

Nor can the word 'coro' be taken to mean more than one

singer on a part; in the 16th century it merely designated more
than one person singing at the same time (for example, four
soloists singing four-part polyphony formed a 'coro').

It is almost certain that duet, trio and quartet sections of
Masses were'sung by soloists.

The evidence for use of soloists in other parts of Masses
and motets is ambiguous; nevertheless, it suggests that only rarely
if ever did all the singers perform together, and that the use of
soloists was always an acceptable possibility.14

Fortunately in the specific case of the lamentations and their use in the Tenebrae
services of the papal chapel, there is further information from which we might

extrapolate. In preparation for the three Tenebrae services each year, according to

records in the early seventeenth century, the singers of the papal chapel met for their
one rehearsal of the year in order to choose music and improve the balance and the

blend of its performance by choosing singers outside of the order of seniority.15 Thus

it can be stated with a degree of certainty that the lamentations performed in the
seventeenth century were sung with a single voice on each part. The difficulty lies in

determining the relevance of this practice to the early part of the preceding century or to
what extent practices regarding the performance of lamentations changed in the papal

chapel.
It has already been noted that while the performance of music with one voice

per part was a possibility in the sixteenth century, it was not necessarily the rule. On
the other hand, if we are to believe the conclusions of Jean Lionnet that "singers

regularly performed polyphonic music with one voice to a part" in the seventeenth

century, then we must accept that a change in practice had occurred over the passage of

'4 Sherr, Richard, "Performance practice," Early Music. Nov. (1987) pp. 460-1.
15 The purpose of this rehearsal is noted by the then puntatore, Carlo Vianni in the Diarii sistini on
30 March 1637. Lists of the singers chosen are given in the diarii of 1616, 1641, 1645, 1661,
1666, 1683, and 1684. A discussion of these entries may be found in Lionnet, "Performance
practice," Early Music. Feb. (1987) pp. 9-11.
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Example II.1: G/ix, b. 111-117
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Further support comes as a result of Sherr's statement that in the sixteenth

century "it is almost certain that duet, trio and quartet sections of Masses were sung by

soloists."17 It is equally probable that these soloistic sections in other polyphonic

works were also sung by soloists, including the settings of the Threni. In the settings

of all five of the composers of this study can be found reduced voice sections often

with a more soloistic style of composition. These sections, such as the one shown in

Example II. 1, often contain a higher proportion of smaller note values and longer
textual melismas in contrast to the larger voice sections which are often set in modified-

homophony (see Example II.2). The most prominent examples occur in the Oratio

settings and many of the settings by Genet, including his first lesson for Feria V. The

existence of these reduced-voice sections would seem to imply that the other sections

16 Lionnet, p. 8.
17 Sherr, p. 460.
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were sung by more than one singer per part as in masses and Magnificats. The
expansion in the number of voices from four to five or six in many of the Oratio

settings also strongly implies that there would be more than one singer at least on those
parts which divide.

Example II.2: G/ix, b. 139-146
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Â -

U «

J J

& O

A O A
r*o -

—&

—&

S tvajM.

r .. auAM r\o S tVOJXA

JL t> , { —«9( id

"^7

c^aju AO SfcVOLM

b
n.

b id
A - -

.

C\ LA_£X>X AO

r
5trrajvA.

— h
jdr

p<= -

-& "

OA - AC -

it

G O

a.

i V i i i

4^ —
"

f— d A—A—A-—&

4 pt ca - aC - a b* - bi-
O

MU.i ,

H Lu 4— G

4 •4 o ° p J j ,P4-A i-
( p£ . ca

r — ■ i

— A C ~ ex. b *-

d o J.
to C -

O

MUS; t)L

f~4-4—) j-/ V o \

p t _ cu

a n a
v\i -ex to*. - bi.

-<?
- NALXi

f b c

A conclusion regarding the practice of the papal chapel remains difficult and the
issue must remain ambiguous. If the papal choir did indeed perform the lamentations
with more than one voice per part in the sixteenth century, than it is to be expected that
the reduced voice sections may have been performed by solo voices. Perhaps it was
this practice that grew into the seventeenth-century tradition.

As a representation of all of these composer's lamentations appear in the
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Capella Giulia manuscript XII/3 and by all appearances seems to have been used

there,18 it is necessary also to examine the practices of this capella. The Capella Giulia

in Saint Peter's basilica was founded in 1513 by Pope Julius II as his funeral chapel.
In the process he endowed the chapel with a choir of "twelve singers, as many

students, and two masters, one of music and the other of grammar."19 This amounted

to a re-founding of the choir at Saint Peter's, since these singers were also to serve as

the basilica's resident choir. The inclusion of boys was also new and was set up

specifically in order to train native Italian singers so that they might eventually take
their places in the papal choir. Although the Cappella Giulia shared many similarities
with the Cappella Sistina, they differed in many fundamental aspects and it should not

be assumed their performances of the music for Tenebrae would have been the same.

Foremost amongst these differences is the inclusion of boys within the Capella
Giulia. There is no direct evidence to suggest whether the boys would have been
included in the singing of the lamentations; however, an examination of the cleffing in
the lamentations shows that both reduced (lower voicing) and full voicings appear in

near equal amounts.20 Furthermore the ranges in eleven of the lamentations in VatG

XII/3 extend to at least c". In the event that boys were used, it seems unlikely that the
lamentations would have been performed with solo voices on the top parts at least. All
of this must remain speculative since no liturgical diaries or other materials survive in
the archives of the Capella Giulia from the sixteenth century.

18 Vat G XII/3 contains numerous accidentals marked by a later hand throughout the manuscript.
19 Reynolds, Christopher, Papal Patronage and the Music of St. Peter's. 1380-1513. Berkeley and Los
Angeles (1995) p. 1.
20 For a detailed examination of the cleffing of the lamentations, see Chapter III.
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Chapter III. Texture and Plainsong Usage

From a textural viewpoint the primary factors governing the composition of

polyphonic lamentations are (i) the amount of text to be conveyed and (ii) the verse

structure of the text, divided at regular intervals by the Hebrew letters. While the

single-word letters might be set in complex polyphony, the body of the text could not

use the sort of extended polyphonic textures that might be observed in motets or other
works which employed relatively small amounts of text. The basic texture used by all
five composers was thus quasi-homophonic, with individual composers employing a

variety of techniques to ensure compositional interest.

While the standard number of voices for all five composers was clearly four, 1

most composers did feel free to vary this at times both by reduction to as few as two

voices and by increasing to as many as six. Of the five composers, Genet used the

greatest variety of voice combinations, while Nau maintained a four-voice texture

throughout his lessons.

Lamentations tended, more often than not, to stick closely to one of the

plainchant lamentation tones. Most fifteenth-century settings of the Threni were no

more than discant-style harmonisations of the tone which they employed.2 In most

cases the tone was placed in the uppermost voice, though it can on occasion be found
in the tenor. Before looking at how the composers in this study used the plainchant

tones, it is necessary to look in some detail at the tones employed.

III.l Lamentation Tones

III. 1.1 Roman Lamentation Tone

The majority of polyphonic settings of the Threni, including most of those in

this study, use as their basis the Roman tonus lamentationum (see Example III. 1).

Structurally speaking, this tone is merely an adapted version of the chant of the sixth

1 For the purposes of discussion these voices are referred to as soprano, alto, tenor and bass;
regardless of their actual role with regard to range, etc.
2 Many of those found in the two books of lamentations printed by Petrucci in 1506 may be placed in
this category.
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Example III.l: Roman Lamentation Tone
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psalm-tone.3 As these psalm-tones are employed throughout the liturgical year for
various texts, it is easy to see how this tonus lamentationum falls into the category of
simple recitation tones. This tone, a form of which is found today in the Liber
Usualis. p.631, was used in virtually all areas under the influence of the Roman rite by
the close of the sixteenth century, but had gained a significant foothold in the
observances of Tenebrae long before the spread of the Roman rite. This can easily be
seen in its frequent usage by composers in the polyphonic lamentations found in both
of Petrucci's books of lamentations printed in 1506, or the appearance of the tone in
the tenor of the mid-fifteenth century motet of Dufay, Lamentatio sanctae matris

ecclesie Constantinopolitane. which laments the fall of Constantinople in 1453.4 In

fact, this tone may be found in the Codex Amiatinus, which was copied in England in
700 A.D.5 The neumes drawn in over some verses of the text are of a later hand, and

it is difficult to identify exactly where and when they appeared. Paul Ludwig,
however, suggests that the hand resembles those of Rome and Monte Cassino, dating
them at sometime in the tenth century.6

III. 1.2 Spanish Lamentation Tone
The 'Spanish Lamentation tone' appears, with some amount of variation, in

3 For a comparison of the tonus lamentationum with the chants of the sixth psalm tone refer to
Flanagan, David Timothy, Polyphonic Settings of the 'Lamentations of Jeremiah' by Sixteenth-
Century English Composers. PhD diss., Cornell University (1990) pp.236-39.
4 See Chapter I for a further discussion of the Petrucci prints.
5 Florence, Bibl. Laurenziana, MS 1; A facsimile and transcription is provided in Fleischer, Oskar
Neumann-Studien.. Leipzig, Breitkopf & Hartel (1897) pp.4, 15.
6 Ludwig, Paul, "Lamentations notees dans quelques manuscrits bibliques," Etudes gregoriennes. xii
(1971) p. 127.
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Spanish plainsong manuscripts from the eleventh to the fifteenth century and differs
greatly from the more common Roman tonus lamentationumJ One of the simplest
forms of the Spanish lamentation tone appears in a late fifteenth-century manuscript
preserved in Paris:8 (see Example III.2) This tone is, in fact, given as an alter tonus,
ad libitum for the Oratio Jeremiae in the Vatican's own edition of the chants.9

Example III.2: Spanish Lamentation Tone
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Example III.3: Analysis of the Spanish Lamentation Tone
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The Spanish lamentation tone is considerably more complex than the Roman
tonus. It sets not one verse, but a pair of verses. Its basic pattern is far more

elaborate, and most importantly, it contains two reciting tones. The tenor for the first

7 Rojo, P. C., "The Gregorian Antiphonary of Silos and the Spanish Melody of the Lamentations, "
Speculum v (1930).
8 Paris, Bibliotheque du Conservatoire, Res F. 967, fol. lr.
9 For example in Officium et Missa Ultimi Tridui Maioris Hebdomadae Nec Non et Dominicae
Resurrectionis. Paris, Desclee & Co. (1923) pp.201-3.
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half of the tone formula is D; however, the second half, that part used for the even-

numbered verses, takes as its tenor, A. (see Example III.3) Needless to say, this
addition of a second tenor or reciting tone obscures to some degree the mode of the
chant tone. If only the first half of the Spanish tone is considered, one might assume
that the tone is in Mode VII, Mixolydian, as this is the only mode which employs D as

its tenor. The final, however, for this first half is C, which does not correspond to any

mode.'O Indeed, this particular choice of final, as shown later, would prove to be an

obstacle that composers using the Spanish lamentation tone would have to overcome.

In some versions of the Spanish lamentation tone the problem has been eliminated,

such as the alter tonus provided in the Liber Usualis for the Oratio. Here the

cadence is avoided by returning to D.

The modality of the second half of the Spanish tone is much simpler to
determine. With a tenor of A and a final of D, it will easily fit into Mode I, Dorian. It
must be said, however, that the use of the lower fourth, D down to AA, in the ending,
is a characteristic more closely associated to Mode II, Hypodorian.

III. 1.3 Other Lamentation Tones

Of the 38 lamentation lessons encompassed by this study, only 21 contain

strong references to either the Roman or Spanish tones discussed above, (see Table
III. 1) While possible traces of plainsong sources appear in the remaining lessons,

they can in no definitive way be traced back to either of the two tones. Unfortunately,
little research has been undertaken with regard to the 150 to 200 estimated

Lamentation plainchants which survive today, U and consequently it is difficult to

identify if any other plainsong source has been employed in these compositions.
In eight of the remaining lessons, however, there can be found a similar

melodic pattern which becomes noticeable as a result of its distinctive opening leap of a

perfect fourth. In one variation or another, this pattern appears in the lessons of three

composers: Genet, Morales, and Nau. As can be seen in Examples III.4a to p, the
most common elements of the pattern include not only an opening leap of a perfect
'0 This note is considered a discordant final in the Dorian modes by the sixteenth-century theorists,
Aaron and Zarlino. See the Table V.5.

11 Stablein, "Lamentatio," Die Musik in Geschichte und Gegenwart. viii, col. 136, Basel, Barenreiter.
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Table III.l: Plainsong Usage in the Lamentations

Lesson Tone Lesson Tone Lesson Tone

E/i Spanish F/i Roman N/iv Roman

E/ii Spanish F/ii Roman N/v Roman

E/iii Spanish F/iii 7 N/vi Roman
E/iv Roman F/iv 7 N/vii ? (Spanish?)
E/v Spanish F/v Roman N/viii [Leaping] ?/Spanish?
E/vi ? F/vi

F/vii
Roman
Roman

G/i Roman F/viii Spanish
G/ii Roman

G/iii Leaping M/i [Leaping]
G/iv Roman M/ii 7

G/v 7 M/iii 7

G/vi 7 M/iv 7

G/vii [Leaping] M/v [Leaping]
G/viii [Leaping]
G/ix [Leaping] N/i Roman

G/x [Leaping] N/ii Roman?
G/xi Roman N/iii Roman

fourth, but the lower semitone ornament of the higher note and, in eight of the

examples (III.4a-c,g,l-o), a subsequent drop of a perfect fifth. While the majority of
the pattern's occurrences appear in the works of Genet, its appearance in the lessons of
the two other composers supports the case for its consideration as a derivation from a

lamentation tone.

The pattern does bear some resemblance to the Magnificat Tone VII, in as

much as it includes the first two elements of the pattern, but the distinctive descending

leap prominent in so many of the excerpts is not present. And while some of the

excerpts do forgo the leap and continue ascending, none of them contains the

distinguishing skip of a minor third which appears prior to the highest note of the

Magnificat tone. It is possible that the plainsong source was one of the elaborate

plainsong melodies, such as the Spanish lamentation tone, that evolved in an attempt to

better express the text.
In Example III.5, a reconstruction of the tone has been attempted based on the

excerpts from the lamentations. The difficulty in determining the ending of the tone,

however, makes the result purely hypothetical. It does seem likely that the final for
tone would be E and that the tone would subsequently represent Mode IV as a result of
the reciting tone on A.

60



Example III.4: Excerpts Showing a Potential Tone

a) GUI, verse 1, soprano
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b) GUI, verse 2, soprano
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c) GVII, verse 1, tenor

d) GVIII, verse 1, soprano
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g) GIX, verse 1, tenor
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h) GIX, verse 2, tenor

i) GX, verse 1, soprano
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j) GX, verse 2, soprano

k) GX, verse 4, soprano
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I) MIX, verse 1, tenor
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n) MI, verse 1, second tenor

o) NVIII, verse 1, tenor

* ftiM °
^ M ~ o » +. J. + °

p) NVIII, verse 5, tenor

Example III.5 : Reconstructed Leaping Tone
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III.2: Modal Assignations

One of the most challenging areas of analysis in early music involves the
evaluation of the tonal organisation of a composition. The sense of modality and/or

tonality in sixteenth-century composition was one which can often be unclear. While

nearly all late fifteenth- and early sixteenth-century theorists discussed procedures for

assessing the mode of a monophonic line, few carried this discussion further to
include the assessment of polyphonic works. According to the theorist, Pietro Aaron
this is a direct result of the difficulty in coming to an understanding of the subject:

And knowing it to be exacting and strange, I judge that it was abandoned
by the celebrated musicians already referred to, not through ignorance, but
merely because it proved otherwise troublesome and exacting at the time.
For it is clear that no writers of our age have explained how the many
different modes are to be recognized, although to their great credit they
have treated other matters which can be readily understood.12

The identification of the mode of a monophonic line revolves around four main

concepts: the species of fourths and fifths; the range of the line; the usage of mixture

and commixture; and the beginnings, endings and finals. These factors, once

assessed, combine to determine the mode of a line as it relates to one of the eight

ecclesiastical modes.

This concept was then extended by theorists to apply to polyphonic composition.
One of the earliest discussions to relate modes to polyphony comes in the work of

Johannes Tinctoris.13 The relationship found in his discussion, however,

is brief and limited in scope though he does state that the 'fundamental' voice for

determining the mode of a polyphonic work is the tenor, but the modality of the other

parts may differ and should be determined in the same way as a monophonic line.
Aaron provides the most useful and thorough explanation for determining mode in

polyphonic music. It relies on the tenor as the mode-determining voice measured by
the final and the range of the composition. It was this explanation that became the
standard theoretical position with regard to mode in a polyphonic piece.

Even more pertinent to the analysis included here are the lists of regular and

12 Aaron, Pietro, Trattato della Natura et Coanizione di tutti gli toni di canto figurato non da altrui
piu scritti. Venice (1525). The above translation is taken from Strunk, Source Readings, p.205.
13 Tinctoris, Johannes, Liber de natura et proprietate tonorum (1476); see the edition given in Seay,
Albert, Corpus Scriptorum de Musica. xxii/1, American Institute of Musicology (1975).
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Table III.2 : Polyphonic Cadence Tones in Aaron and Zarlino14

Aaron Zarlino
Mode Orderly Discordant Regular Irregular
I dfga c' e' df ad' any other
II A c d f g a ebc' a f d A any other
III efabc' Cd egbe' any other
IV c d e f g a be'd' b g e B any other
V f a c' c d e g b d' fac' f any other
VI cdfac' e g b d' c' a f c any other
vn g a b c'd' d e f g b d' g' any other
vm dfgc' ceabd' d' bgd

Ac' e' a'
any other

IX any other
X e'c'ae any other
XI c' e' g' c" any other
XII g' e' c' g any other

irregular cadences for each mode given by Aaron and later Zarlino (see Table III.2).

By combining this information with the results produced in the cadential analysis (see

Chapter V) and with the knowledge of plainsong sources, cleffing, and signatures/ a
mode classification can be attempted for each lesson and a picture of modal usage in
the lamentations can be defined.

In Table III.3 all of the information with regard to cleffing, and cadences is

given for each lesson. Cleffing information found in parenthesis is representative of

changes within the lesson; signatures are denoted by the number of flats employed,
and major cadences are given in order of prominence in the lesson. An examination of
the table produces several interesting occurrences that should be addressed.

The cleffing choices of the five composers provide a variety of results. Most
common amongst these is the 'normal cleffing' (CI, C3, C4, F4) in either its full or

reduced forms. '5 The reduced form of the cleffing, also known as voci pari, allows

for the exclusive use of lower voices by removing the upper clef (CI) and doubling
either the alto or more commonly the tenor voice. This results in a typical clef
combination of C3, C4 or C3, C4, F4. The lessons of Yvo Nau, for instance, appear

only in this reduced normal cleffing. While these two versions of normal cleffing
account for over half of the lessons the others require more careful consideration.

14 Aaron, Trattato (15251: Zarlino, Giuseppe, Le Institutioni Harmoniche (1558).
'5 The term 'normal cleffing' becomes somewhat of a misnomer in the sixteenth century as the
chiavette or higher cleffing was employed by some composers at least as often. For the sake of
consistency with other scholarly writings, however, this term has been used throughout.
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Table III.3: Cadences and Cleffing in the Lamentations16

Lesson Cleffing Signature Final Major Cadences
E/i C2, C4, C4, F4 - d d, a
E/ii C2, C3, C4, F4(3) - e e, a, c
E/iii C2, C3, C4, F4 - e e, a, d
E/iv CI, C3, C4, F4 b f f, c, bb
E/v CI, C3, C4, F4 - a a, e
E/vi (CI), C2, C2, C4, F3, F4 - g g, c, d

F/i C4, C4, C4, F4 b f f, a, c, d
F/ii CI, CI, C2, F4 b f f, c, a
F/iii C3, C4, C4, F4 b g g, d, bb
F/iv C3, C4, C4, F4 - e e, a, g, c
F/v C4, C4, F4, F4 b f f, a, c
F/vi C4, C4, C4, C5(4), F4 b f f, c
F/vii C3, C3, C4(3), C4, C4, F4 - c c, g
F/viii (CI), C3, C3, C4, C4, (C4), F4 - g g, c, d

G/i C3, C3, C4, F4 bb bb bb, f, d
G/ii CI, C3, C4, (C4), F4 b f f, c, a
G/iii C2(l), C4(3), C4, F4 - e e, a, c

G/iv C3, C3, C4(3), F3 bb d bb, d, f
G/v CI, C3, C3, F3 b g g, d, c
G/vi C3, C3, C4, F4 b g g> d
G/vii C3, C4, C4, F4 - e e, a, c
G/viii C2, C4(3), C4, F4 - d d, a
G/ix (CI), (CI), C3(2), C4, C4, F4 - g g. d
G/x CI, C3 (4, 2), C4, F4 b g g, d, c
G/xi CI, C3, C4, F4 b f f, c, a

M/i CI, C2, C3, C3, C4, F4 _ e e, c, a
M/ii CI, C3, C3, F4 - e e, a, c
M/iii CI, C2, C3, C3, F3 b a a, d, f
M/iv CI, C2, C3, C3, (C4), F3 b f f, c
M/v CI, C2, C3, C3, C4, F3 - e e, a

N/i C3, C4, C4, F4 b f f, bb, d, a
N/ii C3, C4, C4, F4 - e e, a

N/iii C3, C4, C4, F4 b f f, bb, d
N/iv C3, C4, C4, F4 b f f, a, c
N/v C3, C4, C4, F4 b g g, d, bb
N/vi C3, C4, C4, F4 - e e, a, c
N/vii C3, C4, C4, F4 b g g. d
N/viii C3, C4, C4, F4 - g g. c, d

'6 Those cleffing notations given in brackets represent additional voices which appear later in a
lamentation, while alternate numbers given in brackets and following a cleffing notation denote a

change in the clef during the lamentation.
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The majority of the remaining lessons employ what could be considered a

'mixed' clef.17 These clefs combine the normal cleffing with chiavette (G2, C2, C3

and C4 or F3; or alternatively CI, C2, C3 and C4 or F3).18 As the majority of

lamentations employ normal cleffing, it is no surprise that the majority of mixed

cleffings employed are those which function similarly to the normal cleffing. This
combination involves the lower clefs of the normal cleffing (C4 and F4) in

combination with the higher clefs of the chiavette (either G2 and C2 or CI and C2).

Like the normal cleffing this too may be reduced, usually doubling the tenor voice to

create a cleffing of C2, C4, C4, F4, and should be regarded as a form of normal

cleffing.

Only three lessons, M/iii, M/iv and M/v employ the chiavette, and Genet (in

G/iv and G/v) is the only composer to employ a reduced chiavette cleffing. As might

be expected.all of these lessons, with the unexplainable exception of M/iii, involve a

larger vocal range.19 Two other cleffings found within the lamentations are more

unusual. The first, used three times by Festa, is C4, C4, C4 and F4. Kurtzmann

draws attention to this cleffing usage as representative of Festa's Magnificats in the

sixth tone.20 Significantly, all three of these instances involve lessons with a final of

F. The second unusual cleffing (CI, CI, C2, F4) also occurs in Festa (F/ii). Its

emphasis on the higher voicing is unusual, but is best considered as a mixed cleffing
with the lower voices drawn from the normal cleffing and the alto voicing doubled. It
functions essentially as a form of normal cleffing.

In addition to the complicated variety of cleffings, these lamentations also
contain a surprising variety of finals. Based on the influence of the Roman tone in the

lamentations, one might expect the large majority of finals to conclude on F.21 There

are, however, a near equal number of lessons whose finals are E or G. An
17 The concept of mixed cleffing is discussed in Kurtzmann, Jeffrey G., "Tones, modes, clefs and
pitch in Roman Magnificats of the 16th century," Early Music. November (1994) pp.641-664.
18 Kurtzmann shows that this second cleffing arrangement also functions as chiavette "since the G2
clef in the cantus would not be required if the voice did not exceed the note/"." ibid., p.641
!9 The ranges for the four lessons are the following: G/v - Bb to d"; M/iii - F to a'; M/iv - Bb to
d"; and M/v - G to c".
20 ibid., p.646.
21 For a discussion of the Roman tone and its relationship to Mode VI, please refer to III. 1.
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explanation for those on E can be found by referring back to Pietro Pontio's
discussion on composing the lamentations. He states that "the composer should also
have to consider to find a tone which should naturally be sad, such as the second,

fourth or sixth."22 The reference by Pontio to second and sixth tone are

understandable considering that they may be associated with both the Spanish and the
Roman tones respectively. His inclusion, however, of the fourth tone comes as a

surprise. The analysis of the lessons, nonetheless, supports Pontio's suggestion.
The majority of lessons with a final of G, are explained in conjunction with the flat in

/
their key signature. Thus these lessons are effectively a transposed form of the first or
second mode. There are, however, four lessons (E/vi, F/viii, G/ix, N/viii) in which a

final of G occurs without any flats in the key signature. Interestingly, all four are

settings of the Oratio and, based on the numerous cadences to C, should perhaps be

assessed as belonging to mode VII.

Amongst these are several lessons with more unusual finals. Both E/v and M/iii
conclude on an A. The setting ofM/iii also contains a flat in its key signature, making
it effectively a transposed version of modes III or IV; but E/v contains no flat. Its

major cadences imply that it is possibly an appearance of Zarlino's mode IX or X, but
an analysis of the music reveals that it is essentially a transposition of the Spanish tone

to A. The B inflection of the tone, like the E in the original, does not require a flat. It

should subsequently be interpreted as a transposed version of modes I or II.
The two occurrences in Genet's lamentations of unusual final and key signature

combinations, G/i and G/iv, are directly related to the Roman lamentation tone. The

Bb final of G/i is a transposition, by means of a single flat, of the more common

appearance of Tone VI associated with the Roman tone. A more distinctive case is the
D final with a key signature of two flats found in G/iv. On first assumption one might
conclude this is a double transposition from modes III and IV. In other words by the
means of two flats the final was transposed from E to D. A closer examination of the

music, however, reveals that the D is in fact the reciting tone of the Roman tone

employed as the basis of the setting and the work should be assessed as belonging to

mode VI (a single transposition by a fourth but with D as a final). The inclusion of the

22 Pontio, Pietro, Ragionamento. p. 159.
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Table III.4: Tonal-types and Lamentation Tones

Lesson Tonal Tvpe Lamentation Tone
E/i H-low-D Spanish
E/ii H-low-E Spanish
E/iii H-low-E Spanish
E/iv b-low-F Roman
E/v H-low-A Spanish
E/vi H-low-G

F/i b-low-F Roman
F/ii b-low-F Roman
F/iii b-low-G
F/iv H-low-E
F/v b-low-F Roman
F/vi b-low-F Roman
F/vii H-low-C Roman
F/viii H-low-G Spanish

G/i b-low-Bb Roman
G/ii b-low-F Roman
G/iii H-low-E [Leaping]
G/iv bb-low-D Roman
G/v b-high-G
G/vi b-low-G
G/vii H-low-E [Leaping]
G/viii H-low-D [Leaping]
G/ix H-low-G [Leaping]
G/x b-low-G [Leaping]
G/xi b-low-F Roman

M/i H-low-E [Leaping]
M/ii H-low-E
M/iii b-high-A
M/iv b-high-F
M/v H-high-E [Leaping]

N/i b-low-F Roman
N/ii H-low-E Roman?
N/iii b-low-F Roman
N/iv b-low-F Roman
N/v b-low-G Roman
N/vi H-low-E Roman
N/vii b-low-G Spanish?
N/viii H-low-G Spanish?/[leaping]
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second flat (Eh) accounts for the inflection of the reciting tone within the plainchant.

One final exception appears in Festa's seventh lesson (F/vii). Here the lesson is

given a final of C with no flats in the key signature. Like the two examples from

Genet, F/vii is also based on the Roman tone and may be considered a transposition of
mode VI.

Any assignation of modes must be somewhat tentative, particularly in view of
the many restricted cleffings employed by the lamentation composers. As Harold
Powers points out it was not necessary for sixteenth-century composers to be actually

composing in a mode at all. 23 Tonal-types could be used to represent a mode, though

there is no simple one-to-one relationship between particular tonal-types and particular
modes. As a result of the varied voicings (especially the reduced voicings) of
lamentations in this study, assessments of cleffing are best determined by reference to

the lowest clef. In order to clarify the function of the cleffing, the method introduced

by David Crook is employed rather than the system presented by Powers.24 While

Powers' system is clear when one can easily delineate between normal clefs and

chiavette, the system employed by Crook provides a clearer picture of the

lamentations. In this method the tonal type is designated by either a flat or a natural (in
this study those lessons with no flats in the key signature are represented by the use of
an H) representing the key signature; a notation of 'high' or Tow' representing the
function of the cleffing; and a single capital letter signifying the final (see Table V.7).

From the information in Table V.7, it can be observed that all b-low-F tonal-

types are associated with the Roman tone, as are all H-low-C tonal types. Those
lessons with a final on E are always associated with either the Roman or the proposed

Leaping tone, but there is no consistency in tonal-types with regard to the Spanish tone

other than the fact that they all employ a low cleffing. When compared with the listing
of cadences given in Table III.2, this information may also be used to provide tentative
modal assignations (see Table III.5).

23 Powers, Harold S., " Is Mode real? Pietro Aaron, the octenary system, and polyphony," Basler
Jahrbuch fur historische Musikpraxis. xvi (1992) pp.9-52.
24 Crook, David, Orlando di Lasso's Imitation Magnificats for Counter-Reformation Munich.
Princeton, Princeton University Press (1994) pp.109-111; Powers, Harold S., "Tonal Types and
Modal Categories," Journal of the American Musicological Society, xxxiv (1981) pp.428-470.
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Table III.5: Modal Assignations

Tonal Tvpe Lessons Mode
H-low-D E/i, G/viii II
bb-low-D G/iv VI transposed
b-low-G F/iii, G/vi, G/x, N/v, N/vii II transposed
b-high-G G/v I transposed
H-low-E E/ii, E/iii, F/iv, G/iii, G/vii, M/i,

M/ii, N/ii, N/vi III/IV

H-high-E M/v 11 I/IV
b-low-F E/iv, F/i, F/ii, F/v, F/vi, G/ii,

G/xi, N/i, N/iii, N/iv VI

b-high-F M/iv V?
H-low-G E/vi, F/viii. G/ix, N/viii vn
H-low-A E/v mil

b-high-A M/iii III/IV
b-low-Bb G/i VI transposed
H-low-C F/vii VI transposed

III.2.2: Summary

The surprisingly large variety of both cleffings and finals reveals how little we

know about the lamentations as a sixteenth-century compositional genre. The variation
in cleffings, including both full and reduced clefs, also outlines the variety in

performing forces demanded by composers. While a large number of settings call for
a reduced voicing and subsequently an ensemble of lower voices, there are equally

high numbers of full voicings.
The variety of finals and their relationship to the lamentation tones also draws

attention to the flexibility of the relationship between modal usage and polyphonic

composition. The frequent occurrences of the 'sad' modes specified by Pontio,
reiterates the strong influence of textual meaning on this genre. In particular the
numerous conclusions to E, provide even further insight into the 'leaping' tone
discussed earlier. The tone as constructed in that chapter contains many characteristics
which could be identified with Mode IV, and its appearance in conjunction with
several lessons concluding on E increases the likelihood of its existence as a third

lamentation tone.25

25 See the earlier discussion and analysis of this potential lamentation tone.
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III.3 Use of Plainchant Reciting Tones

In the twenty-one lamentations which make use of either the Roman or Spanish

tones the main techniques used are cantus firmus, paraphrase, and a form of modified

homophony . These techniques may be found either separately or in combination.
The most common form of cantus firmus technique involves the use a migrant cantus

firmus where the tone-bearing voice changes from section to section within a lesson.

This use of the tone, however, seldom appears verbatim for long spans: more often, a
section will begin with a clear reference to the tone, using it as a basis for imitation.
This is rarely elaborated with any canonic precision, or for any extended time, as the
demands for clarity of text declamation take precedence. These demands result in the
most common compositional technique, a modified form of homophony in which

greater rhythmic independence is given to each voice. Often this technique involves
the use of small motives within a phrase as a form of internal imitation between voices.

The means and extent to which the plainchant tone is employed varies

according to which of the four parts of the lamentation is being set: the Incipit, the

Hebrew letter, the verses, or the Jerusalem refrain. Each will be considered in turn.

III.2.1 The Incipits

Of the four possible incipits26 only two are employed by the composers of this

study: the Incipit Lamentatio and the Incipit Oratio. All five of the composers

provide settings of the latter (including two by Genet, as a result of his alternative

setting of the final lesson) and all but Morales have extant settings of the former. In

general these incipits were not given the same textual importance as other elements in
the lamentations. They are merely titles or introductions to what is going to follow and
have no important connection to the overall meaning of the lessons. Consequently,
most composers, set them in a very pragmatic and homophonic or quasi-homophonic

manner, with little compositional or expressive emphasis. The textural charts in Table
III.6 provide a clearer picture of the textural choices made by the composers in their

settings of the Incipit Lamentatio. The settings of both Escribano and Genet
contain no imitative material, and interestingly Festa's setting contains no truly

homophonic passages at all.
26 For a complete description of the various incipit types, please see Chapter I.
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Table III.6 : Textural Usage in the Settings of Incipit Lamentatio 27

Escribano, Incipit Lamentatio

Nau, Incipit Lamentatio

Geriet (G/i), Incipit Lamentatio

Festa, Incipit Lamentatio

In addition to their subdued textural characteristics, the incipits have two

common structural characteristics: a relatively strong cadence at the word end of the

word Incipit, to establish the reciting tone, and a strong cadential division at the

27 The diagrams use three devices to represent either homophonic (an empty box), quasi-homophonic
(a single line ), and imitative or polyphonic material (a box containing diagonal lines in which each
variant represents a new point of imitation) for each voice part. Gaps in any individual line denote
rests. The drawings are to scale (0.5 cm = one bar of the transcription).
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conclusion of the word lamentation Of the four extant settings, all except that of

Nau make this structural division after the word lamentatio. All of the settings

employ a stronger cadence to establish the reciting tone, although unlike the others
Genet does not choose to cadence to the reciting tone itself. The settings by Festa and
Nau both take a less restrained route and offer a degree of imitation, though in both

cases they clearly establish the tone before beginning.
As a matter of common practice, an extra emphasis was given to the final

lesson from the Threni, thus a greater amount of freedom was taken by the composers

in the setting of the lesson's opening invocation, the Incipit Oratio. This emphasis

would often take the form of a greater degree of imitation. As in the Incipit

Lamentatio settings, all of the composers use the Incipit Oratio as an opportunity to

establish the reciting tone they are using for the lesson; and, with the exception of
Morales who provides a triple imitative point for the opening of his incipit, they all

reserve any imitative ideas for the text Hieremiae prophetae. In the settings of Festa

and Nau the importance of a clear statement of the tone is increased as a result of their
selection of a new lamentation tone for the final lesson. It is unclear when this practice

of employing a more florid variety of lamentation tone to add emphasis to the final
lesson was begun. The cosmopolitan aspects of Rome's musical environment,

however, make it tempting to conclude that this practice developed as a specifically
Roman one. In the case of both Festa and Nau, for instance, the change of tone is
from the Roman tone to the Spanish one.

The final two words of the incipit, Hieremiae prophetae, are generally used

as opportunities to provide the small amounts of imitative or extended melismatic
material employed in these opening statements. In nearly all of the incipits, the setting
of these two words can account for the largest portion (up to two-thirds) of the musical
material.

III.2.2 The Hebrew Letters

Each verse of the Threni, with the exception of the Oratio, begins with a letter

from the Hebrew alphabet. Since these letters contain no semantic content, they are
28 See for example the opening of Escribano's first lesson in Appendix I.
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set as melismas in nearly all lamentation tones, and, in sixteenth-century polyphonic

compositions, they almost always receive some form of extended imitative

counterpoint. Indeed, as David Wulstan states "such passages are the musical

equivalent of an illuminated initial letter."29

Example III.6: F/vi, Daleth

OccLefc^v
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=p= ~7X~
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r i r J
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29 Wulstan, David, Tudor Music. London, J.M. Dent & Sons Ltd. (1985) p.305.
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Example III.7: G/ii, b.155-173
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The extent of the imitative and melismatic material within the Hebrew letters

used in the works of this study varies from simple accompanied statements of the tone

(see N/iv, b. 1-5)3° to more complex settings of imitative points (see Example III.6) or
extended material (see Example III.7). Of the five composers Escribano provides the
most restrained settings of the Hebrew letters. All of the Hebrew letter settings
included in his lamentations are essentially in a modified-homophonic style. When
Escribano does employ imitative material (see E/iii, b. 146-155), it is never in the form
of imitative entries; but always as small ideas that can be heard echoed in one or two of
the other parts. The example from E/iii (Vau), while easily overlooked on paper, can
be heard as distinct imitative ideas between the alto and tenor in the fifth bar (b. 150) of

the letter. This setting of the Hebrew letter, however, carries none of the intricate
imitation that can be found in the lessons of the other composers.

Example III.8: Spanish Lamentation Tone
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For Escribano, it would appear that the emphasis in the composition of the
Hebrew letter settings is not on polyphonic elaboration, but rather an opportunity to

present unifying material through which the lessons may, to some extent, be linked.
In the first Hebrew letter of E/i, Aleph, Escribano introduces the Spanish tone in the

alto, it having previously been in the soprano for the Incipit lamentatio. This step

affords the opportunity to begin to introduce in the soprano an idea he will later use as
30 Examples referring to the lamentations of Escribano, Nau, or to M/i, may be located in the
transcriptions found in Appendix I.
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unifying material. This idea, a descending fourth from a1 to e1, has a direct

connection to the Spanish tone (see Example III.8) where on three occasions, marked
with brackets in the example, a descending fourth plays a distinctive role in the
structure of the tone. After making a clear intonation of the beginning of the Spanish

tone in the alto part, Escribano introduces the descending line beginning on a1 in bar

24, but before the fourth is completed, the soprano begins to quote the final half of the

Spanish tone appropriate for a Hebrew letter, bringing it to a cadence on d1 .

Throughout the introduction of this motive, however, Escribano maintains a clear

relationship to the Spanish tone.

In the next Hebrew letter, Beth, Escribano develops his motive one step

further. The letter opens with the tone once again placed in the alto part (see E/i,

bb.81-89); however, the initial leap of a minor third (a-c), so characteristic of the

Spanish tone, is missing as a result of the replacement of the second note, c, with a b.
While the tone is still detectable in shape, it has lost a significant amount of its

prominence. In addition to this, Escribano has moved the descending-fourth motive in
the soprano to a more prominent position at the beginning of the setting of the Hebrew
letter. Thus it becomes an accompanimental figure for the slightly altered tone, before

the soprano picks up the second half of the tone as in the setting of Aleph.

Having developed his motive into one that by now a listener might easily

associate with the Hebrew letter settings, Escribano, in the first letter of E/ii, gives it
full rein of the soprano part, albeit slightly ornamented. Meanwhile, he has removed
from the lower parts any substantial reference to the Spanish tone, though we do hear
the opening minor third leap in the tenor at the beginning of the letter. It seems

obvious that Escribano intentionally develops this descending-fourth motive for use as

connecting material between the Hebrew letters of his lamentations. Although at times
Escribano may temporarily interrupt the descent or make concessions in regards to the
final cadence, such as in the setting of Caph from E/iv, the idea maintains a prominent

role in all the Hebrew letters found in the lamentations of Escribano.

This use of connecting melodic material is not exclusive to the works of

Escribano, though he uses it more extensively than any of the other composers. Often
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melodic material based on the tone employed can be found as the basis for the Hebrew
letters of several lessons. There are, however, no instances of the use of the same

musical setting for more than one Hebrew letter.
Like his compatriot Escribano, Morales also approaches the Hebrew letters

with a degree of restraint. Unlike Escribano, he does allow for some staggered entries
and imitation, but never to the degree of the imitative points that can be found in the

settings of Festa, Nau, and Genet. Of the five composers Genet provides the most

imitative and some of the longest settings of the Hebrew letters, ranging in length from
seven to fifty-five breves and averaging over twenty breves per letter. Genet also

frequently allows for a reduced voicing (2 vv), or in one instance in G/ii an increase to

five voices, for one or more of the letters within a lesson. This practice of altering the

voicing occurs once in the works of Festa (a reduction from six voices to four for the
final letter of F/vii) and nowhere else. Outside of these exceptions, the settings of the

Hebrew letters always return to the original voicing of the lesson regardless of any
alterations that have previously been made in the course of a verse.

It is interesting to compare the two excerpts provided here from the
lamentations of Festa (Example III.6) and Genet (Example III.7). The letters, both
taken from settings based on the Roman tone, employ very similar motivic ideas for
their opening imitative points. While the motive itself is not extracted from the Roman

tone, the use of the intervals of a third and fourth can both be associated with it. The

example from G/ii is typical of the complexities of Genet's two-voice style for setting
the Hebrew letters. It opens with a brief imitation point, then continues with a

wonderful sequence in the fifth bar. Typically, the voices (as in bar twelve of the

example) close to a cadence after several bars and then begin with a new imitation

point. The example from F/vi is perhaps more typical of the Hebrew letter settings by

Festa, Genet, and Nau. Here the letter begins with a short imitation point in all of
voices and then continues in the modified-homphonic style typical of these
lamentations.

III.2.3 The Verses

The setting of the verses from the Threni is by far the most challenging of all

aspects of the composition of the polyphonic lamentation. As the longest and most
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Example III.9: G/ii, b.210-215
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important text units they produce the problem of how to declaim the text efficiently,
while at the same time providing compositional material that is interesting and reflective
of the wide range of emotional content found in the verses. In order to accomplish this
aim, composers employed a wider variety of compositional techniques in setting these
verses than in any other of the sections of their lamentations, while still maintaining an

overall character of modified-homophony. As in many Magnificat cycles, the

presentation of the lamentations relied on a more declamatory presentation without

resorting to the use of extended imitation. Throughout the lessons composers

employed not only the techniques of fuga, but to a greater degree those of

imitatione.31 These procedures allowed composers to maintain a continuing level of
31 In his Le istitutioni harmoniche... Zarlino defines two types of imitative counterpoint. The first,
known as fuga, is defined as of intervallically exact repetition. The second, known as imitatione, is
defined as similar, but not hexachordally identical repetition. These similarities may include rhythm,
shape or pitch contours, or even a motif version found in contrary motion. Even more important,
however, is the recognition that these types of imitation need not only occur at 'entrances,' but may
just as easily be found within a phrase. See Haar, James, 'Zarlino's Definition of Fugue and
Imitation,' Journal of the American Musicological Society, xxiv (1971) pp. 391-418.
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Example IILlOa: M/ii,b.68-71
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Example IILlOb: F/iii, b.62-7
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interest throughout lengthy sections of modified-homphony while still retaining a

statement of the plainsong and allowing it to continue freely without any unnecessary

prolongation, (see E/iv, b.l 11-117) The verse settings, however, were certainly not

limited to these homophonic statements. Points of imitation can be found based on the

plainsong (see Example III.9), on small rhythmic or melodic motifs, (see Examples
III. 10 a&b respectively), and in rarer instances employing more extended material,

(see N/ii, b.57-65)

The extent of the presence of the chosen plainsong varies from composer to

composer, though in general it appears more clearly in the first few lessons of a set

then in the others. Of the five composers Escribano, as in the Hebrew letters, provides
the most restrained settings of the verses. His use of the plainsong varies from a rather
meticulous observance in the first lessons to a more liberal usage in the later lessons,
and the prevailing texture of the verses is modified-homophony. Despite this,
Escribano manages to provide a great amount of variety and interest in his settings.

While imitative entries are less common, the use of internal imitation is found

frequently within a phrase. In addition to this, the use of imitative motivic ideas (often
derived directly from the Spanish lamentation tone) and their variants provides yet

another amalgamating factor throughout each setting.
Escribano's treatment of the Spanish lamentation tone within the verses, or in

the case of E/iv the Roman tone, is very consistent. The tone is always placed in one

voice which, after entering, maintains or hovers around the reciting tone until closing
to a cadence. Escribano does allow the tone to migrate from one voice to another

throughout a verse setting, though this most typically occurs after a cadence, and less

frequently in the middle of a phrase. The soprano is typically the most frequent carrier
of the tone, followed closely by the tenor as might be expected. The alto is also given
the tone on a number of occasions. The bass, however, only receives it once in all of
the lessons (a brief reference in the incipit of E/vi), and even then it does not retain the

tone for any length of time.
Of all the lessons, the one in which Escribano adheres most stringently to the

lamentation tone is the first. As was pointed out in the discussion of the Hebrew

letters, it seems that Escribano in some ways feels obliged to make a precise statement



of the tone at the beginning before varying it in any way. The first verse begins with
the tone in the soprano voice. This strict adherence eventually leads to difficulties as

the tone cadences to C at the conclusion of its second statement (see E/i, b.50-57), a

final that, according to sixteenth-century theorists, is discordant with both modes I and

11.32 in order to remain faithful to the Spanish lamentation tone, Escribano must

disrupt the tonal coherence of his lesson. Rather then allow this to occur, Escribano
transfers the lamentation tone to the alto voice, by repeating the opening motive (A-C-

D) and allows it to cadence to C. Meanwhile the soprano and bass voices obscure the
alto's cadence by making a formal cadence to A. Thus the tone is strictly adhered to

without disturbing the overall tonal coherence of the lesson.
In subsequent lessons, Escribano does not maintain such a rigid adherence to

the Spanish lamentation tone. In the setting of Laml:4 found in E/iii, the verse opens

with the lamentation tone transposed to A. (see E/iii, b. 14-20) The tone is placed in
the soprano voice, and contains the dotted-rhythm ornament which Escribano
connected with the tone in the first lesson as part of its characteristic opening (see

E/i, b.32-4). The conclusion of the tone in the soprano does not, however, cadence to

A as would be expected. Instead, it descends a fourth from the reciting tone, A, to E,
an idea that is used in the Hebrew letters and derived from the second-half of the tone.

Despite this, the other voices do cadence to A. It is tempting, then, to conclude that
Escribano altered the tone at this point not to avoid moving the soprano to A, but to

supply the lesson with a unifying idea that had already been employed in the preceding
Hebrew letters.

Another unifying device employing the lamentation tone and used by Escribano
is derived from the characteristic opening of the Spanish tone. In the Hebrew letters
Escribano used the second half of the lamentation tone (F-G-A) as an accompanimental

figure for the opening of the tone (A-C-D). Within the verses, Escribano carries this a

step further. In the example cited above, he uses the opening of the lamentation tone

(A-C-D) on its original pitches as an accompanimental figure in the tenor for the

transposed tone (see E/iii, b. 17-20), thus providing another link with the previous
lessons. Later in E/iii, he uses the figure (C-D-E), usually combined with a dotted

32 See the earlier discussion on modes.
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Example III.11: F/i, b.123-5
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Example 111.12: F/v, b.18-23

rl
JI b i ] "1" 1 1

n. A
Quo - - fsAO

1

—a *2—

- do ob

j i j
— Sca-»-Q-tuM

^
Quo - ^*6 -

n ■, ■

"9 1-
<Ao Ob -

■

^ A \
- SCUL - ra- buU

■

J g. J 4
est aa

~m 1

^ X *

rLAU;

\ 1
— f-

-+-+

-^y—-v} b» e A— h-. 0

D,P<b 0 1i
-a—a—"—

- nvP - do ob - " 5cul

■

- - NAO - dp ©b - - Sc<-A - ra - tUM G-St O.LJ - <"UNA

83



rhythm, to accompany the transposed tone (see E/iii, b. 156-8). This idea, combined
with the original opening of the lamentation tone, is then used in E/iv to accompany the
Roman lamentation tone which forms the basis for that lesson, (see E/iv, b.10-13) In

this manner, an additional cohesive bond is formed between the lessons. It should

also be noted that the Roman tone used for the setting of E/iv shares a strong

resemblance to the second half of the Spanish lamentation tone, thus it is not as

incongruent a choice as one might expect, (see Example III.8)
While Escribano took great steps to unify the lessons of E/i to E/v, his efforts

in E/vi, the Oratio, seem to be aimed at setting the lesson apart from the others. In

order to accomplish this, Escribano virtually abandons any direct reference to either the

Spanish or Roman lamentation tones, and relies solely on motivic ideas, many of
which are derived in some way from the lamentation tone. Of all the lessons, the

Oratio contains the most imitative material, and for the first time in the lessons makes

use of reduced voicing for entire verses.

The verse settings of the other Spanish composer, Morales, are more difficult
to assess than those of Escribano as only two of the five settings can be satisfactorily
linked with a lamentation tone. In both cases, the Oratio setting (M/v) and the setting
from VatG XII/3 (M/i), the only potential plainsong source is the conjectural 'leaping
fourth' tone discussed above. The other three lessons do contain melodic

characteristics that could be associated with one of the tones, but the degree of

similarity between both the Spanish and Roman tone and the conjectural 'leaping' tone
makes an exact identification impossible.

All of the lessons include both imitative and modified-homophonic sections

with most of the imitation based on short, distinctive motifs. Another common

procedure used by Morales throughout the lessons involves the delayed entry,

sometimes imitative, of one or two voices shortly after a joint entry of the other voices,

(see M/i, b. 123-5)

Morales' lamentations also contain the only example of ternary form within this

study. In the setting of the Oratio (M/v), he creates an A-B-A musical structure

within the verses by employing the same musical material, with some altered rhythms

to suit the text, from the opening verses (Recordata to extraneos ) for the final verses
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(Cervicibus to the beginning of the refrain).33
The verse setting in the first lesson by Festa, like that of Escribano, begins

with a clear statement of the tone, in this case the Roman lamentation tone (see

Example III. 11). The tone, placed in the alto, is accompanied by the other voices
without any of the imitation that appears later in the setting. As with Escribano, Festa
allows the tone to migrate to other voices following cadences, but never allows its
presence to be overshadowed. In his later lessons the presence of the tone loses its
clarity and the use of imitation points increases, but still the tone appears in several

modified-homophonic sections and as the basis for some of the imitation points, (see

Example III. 12) The exception, however, comes in F/iii and F/iv, neither of which
contains any significant trace of a lamentation tone despite numerous modified-

Example 111.13: F/vii, b.55-7
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homophonic sections. The verse settings in F/v to F/vii see an increase in the number

of imitation points, with the tone transposed up a perfect fifth in F/vii. (see Example
III. 13). In these lessons, with the exception of the more prolonged statement of the
tone shown in the example from F/vii, the Roman tone only forms the basis for many
of the imitation points. At the beginning of the first verse of F/v, for example, the

opening of the tone is used in each voice, though in many other instances the soprano

33 for a more detailed discussion, please refer Chapter V.
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or tenor voice would continue with the reciting tone, (see Example III. 12) In F/vi an
imitative point is formed by proceeding directly from the opening intonation (F-G) to
the inflection (Bt>), thus avoiding the reciting note and creating a minor third leap, (see
Example III. 14)

Example III.14: F/vi, b. 13-21
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As has been previously discussed, Festa's setting of the Oratio employs the

Spanish lamentation tone. While there is never a full statement of the tone within the

verses, its distinctive opening does form the basis for several imitation points and is

present at the beginning of some of the verses set in modified-homophony.
Like the other composers, Nau also begins the verses of his first lesson with a

clear statement of the tone he is employing, (see N/i, b.25-28) His verse settings,

however, are characterised by a greater degree of imitation, some based on the tone,

then the composers already discussed. Such extended imitation as at N/ii, b.57-65,
while still not commonplace, is indicative of the greater freedom in Nau's use of
imitation.

Nau's settings also contain a number of more inventive compositional

techniques. In his first lesson, (see N/i, b.46-50) Nau uses the bass voice to imply
two separate lines both of which present the opening of the tone on which the imitation

point is based. This technique is one we would typically associate more with Baroque

composers than those of the early-to-mid sixteenth century, and is certainly an

innovative one for its time. In this same lesson Nau also uses the tone for an excellent

example of word painting: for the third verse, Migravit Juda propter..., Nau

transposes the tone, which appears in the upper voice, up a perfect fourth. He returns

the tone to its original pitch only at the conclusion of the phrase.

The melodic material of the first six lessons by Nau is based on the Roman

tone, but in the seventh lesson the source becomes unclear. The only distinctive
instance of a possible reference occurs in the imitation point used at the beginning of
the second verse, (see N/vii, b. 57-60) It would appear, based on the distinctive skip
of a third and the following ascending step, that this point is derived from the Spanish

tone which Nau uses for his setting of the Oratio. This single instance, however,

cannot be considered enough to determine the tone for the entire lesson, especially
since a strong reference to the Roman tone, or perhaps the second half of the Spanish

tone, may be found in the Jerusalem refrain. Nau's setting of the Oratio differs little

from his other lessons. In fact, it might even be considered to be less imitative.
The verse settings of Genet, while similar in style to Nau and Festa, provide

several interesting aspects. Genet's choice of tone appears to bear a direct influence
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on his compositional style. In those lessons where he uses the Roman tone, the verses

contain a larger use of fuga, often based on the opening of the tone, (see Example

III.9) In those lessons where the 'leaping fourth' tone is employed, the verses are

most often presented in a more modified-homophonic style with the tone accompanied

by the other voices. While the latter does not avoid imitation entirely, it is often
reserved for the ends of the verses.

In two of the lessons, G/v and G/vi, it is difficult to gauge which, if any, of the
i*

tones are involved. Both of the lessons are predominantly modified-homophony, and
the melodic material at the opening of G/vi may perhaps be derived from the 'leaping
fourth' tone without its distinctive opening leap. This is not, however, enough
information on which to determine a definitive source tone.

Also of interest in the settings by Genet is the provision of two alternate

settings: one for the Oratio and one for the first lesson of Good Friday. The existence

of these alternate settings provides an opportunity to look more closely at the

compositional techniques of Genet as one compares his settings of the same text.

While there are some similarities between the two Oratio settings (they both employ

the 'leaping fourth' tone) most notable are the differences between the two. The

setting in G/x amounts to a more restrained rendition of the text. It is less imitative

than G/ix and most of Genet's other lessons, and never expands beyond a four-part

voicing, (see Table III.5) The quotes of the tone in G/x are made more distinct by
their appearance in the upper voice, as opposed to the use of the tenor voice as the

predominant carrier of the tone in G/ix. G/ix, however, is the most imitative of all of

Genet's lessons and involves more elaborate imitative tools such as voice pairing, not

previously seen in his settings. This degree of imitation makes it difficult for a tone to

be clarified, though the statements in homophonic sections like the second verse (see

Example III.4h) provide a connection to the 'leaping fourth' tone.
It is worthy of note that in the Channey print the alternative lesson (G/x) is

referred to as secundum cantum Romanum, while in VatS163 the same lesson is

given the title super canto piano. The setting of G/ix is given the title cum multis

differentiis in VatS163. The Channey title of G/x would seem to imply that the

'leaping fourth' tone has some origins or connections to Rome, perhaps explaining its
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frequent appearance in the works of these composers. While that given to G/ix in

VatS163, seems to reinforce its role as an alternative style of setting the Oratio with the

'leaping fourth' tone.
In G/iv and G/xi, Genet provides two settings of the first lesson for Good

Friday. Both settings are based on the Roman tone and employ identical choices for
the size of vocal forces for each verse, although G/xi uses a different cleffing than G/iv

(G/iv - C3, C3, C4, F3; G/xi - CI, C3, C4, F4).34 G/iv also transposes the tone up a

perfect fourth. Of the two, G/xi contains a higher proportion of imitative material and
a slightly more distinctive presence of the tone, (see Table III.2)

Table III.6: Compositional Methods in G/iv & G/xi

First Verse

Second Verse

Third Verse

G/iv
tone in alto,
modified-homophonic texture

tone in alto

modified-homophonic texture

tone in upper voice (alto)
some imitation in middle
without tone

G/xi
tone in soprano
modified-homophonic
texture

opens with imitation
based on tone, then
continues with
tone in soprano,
modified-homophonic
texture

opens with imitation
based on tone, tone
continues in middle voice
(tenor), becomes less
distinct as verse
continues

In general, Genet's verse settings are the most imitative of the five composers

in terms of the actual number of imitation points employed; however, these points are

often simple and brief and do not involve the more extended or varied imitative

techniques that may be found in the work ofMorales, Nau, and Festa.

III.2.4 The 'Jerusalem Refrains'

One of the most characteristic features of the lamentations is the powerful

34 For a complete discussion of cleffing within the lamentations, see the earlier section of this chapter
on modal assignation.
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refrain that concludes each of the nine lessons. Its poignant text, "Jerusalem,

Jerusalem, return to the Lord your God," provides an opportunity for composers to

conclude each lengthy lesson in one powerfully charged line of text, not to mention the

"unifying textual link" it provides within the lamentation structure.35 Unlike the more

practical settings of the incipits and, to some extent, the verses, composers felt free to

use imitative counterpoint, text repetition, and antiphonal and responsorial homophony
to express the final plea of the refrain. In his article on lamentations, John Bettley
notes that in the lamentations of Northern Italian composers the refrain was often used
as a "ready-made opportunity for musical ritornello," with the same musical material

being used for "each of the three refrains of an individual day's lectiones, or where

the mode is identical in each lectio, in a pattern throughout the entire setting."36

Unlike some of the Northern Italian composers in Bettley's study, the

composers in Rome did not employ identical musical material in their refrains though
some, like Escribano, employed some related melodic ideas between the various
refrains. Like most of his lamentations, the refrains of Escribano continue to rely

heavily on the Spanish lamentation tone and ideas derived from it. The interval of the
fourth, as used in the Hebrew letters, continues to retain a prominent place in all of the
refrains. In addition to this Escribano employs a permutation of the opening of the

Spanish lamentation tone and its inversion (see the tenor voice of E/i, b. 176-8). This

pattern is given the greatest emphasis in the refrains of E/iii and E/iv despite the strong

presence of the Roman tone in E/iv, but it may be found throughout all six refrains.
In general, the Jerusalem refrains are characterised by a strong opening

statement on the text Hierusalem, Hierusalem. This section is most typically

imitative, often involves numerous repetitions of the text, and is balanced by a setting
of the concluding text, again frequently imitative and repeated, though in many cases

this is reserved for the final two words, Deum tuum.

Amongst the five composers of this study, the refrains of Escribano provide
the most restrained settings of the concluding text. Like all of the composers,

35 Bettley, John, "La compositione lacrimosa.: Musical Style and Text Selection in North-Italian
Lamentation Settings in the Second Half of the Sixteenth Century," Journal of the American
Musicological Society, cxviii (1993) p. 183.
36 ibid., p.183.
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Escribano divides the refrain into two more or less distinct sections. Escribano

chooses, in four of his lessons (E/i-iii & E/v) to set the Hierusalem section in what

could be considered a more restrained manner, with strong cadences at the end of the

homphonically set Hierusalem. (see E/v, b.220-224) In fact, in all but the final

lesson, Escribano does not choose to repeat the word, Hierusalem, beyond the

prescribed number of two statements. In the second section of the refrain, convertere

ad Dominum Deum tuum, it is typical of Escribano (again with the exception of the

final lesson) to set the initial three words in a rather pragmatic homophony, while the

final two, Deum tuum, form a lengthy melismatic passage, with some imitation, often

consuming approximately one-half of the total length of the refrain.
The exception to this restrained approach to the refrains comes at the

conclusion of Escribano's setting of the Oratio. The extreme and skillful use of

imitative technique and motivic manipulation employed in this refrain are a testament to

the skill of Escribano as a composer. Within the refrain a number of motivic ideas are

developed, mutated, and combined to form the setting. As this stands as the most

complex polyphonic episode in the lamentations of Escribano, it bears a closer
examination.

Throughout the refrain of this final lesson, Escribano employs two

fundamental motivic ideas. The first involves the use of a falling third. This interval is

incorporated within the refrain as a brief, but significant imitative idea and introduced

initially by means of a short sequence in the alto (b.227-8). The idea itself is derived
from an inversion of the opening of the Spanish lamentation tone, and appears a total

of twelve times throughout the refrain.37 Another intervallic idea that is prevalent

throughout the refrain is the ascending leap of a fourth, which Escribano also

introduces by means of a short sequence in the second bass (b.236-9).38 Like the

falling-third motive, the ascending fourth is also derived from the Spanish tone's
characteristic opening.

The more prominent motive of the refrain, however, is a repeated note idea that
37 It may be found at A-227, A-228, A-231, SI-231, B1-237, SI-238-9, SI-240, B1-241, SI-246,
B2-249, B2-250, T-254, and SI-261.
38 Ascending fourths, in addition to the sequence in the bass voice, may be found in BI-236, SII-
m238, B1-240, BII- 240, BI-241, A-249, SI-256, SII-257, T-258, BI-261, & BII-261.
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appears in various rhythmic forms. As can be seen in Table III.6, these motivic ideas

are employed not only as imitative entries but as a part of group imitation (see b. 244 to

249). Escribano also mutates the initial motivic idea. In the occurrences in bar 228

(soprano I) and bar 233 (bass I) the final note of the sequence is altered melodically to

ascend or descend, respectively, by the interval of a major second.
A final melodic variation on the repeated note motif is introduced by Escribano

in the tenor at bar 234. In this instance the first note of the idea is now placed an

interval of a second lower than the following two notes. Subsequent occurrences of
this variant may be found in the first soprano (b.235-6), the tenor (b.237-8, b.241-2,
& b.252-4), and the alto (b. 254-6). The only recognisable paraphrases of the chant
tone occur in the last twenty bars of the refrain. The first possible reference to

Table III.7: Repeated Note Variants in the Jerusalem Refrain of E/vi

Voice Bar39 Rhvthmic Variant

alto 224c O o> o

soprano II 225a W o o ,

soprano I 225c o <3- d
tenor 226b d d d
soprano I 228b d d d
tenor 229b d d d
bass I 233b d d- J
soprano II 233c o o d
soprano II 243b d d d
soprano I 244b d d d
tenor 244b d d d

i

alto 247c o O' d
bass I 247c o o- d
bass II 247c o O. d

the Spanish lamentation tone occurs in the soprano voice (b. 254-7) and is most likely
derived from the second half of the tone. A stronger reference, including the

characteristic A-C-D movement, can be found in the alto voice in the final seven bars

39 in order to denote the specific location of each entry within the bar, it has been divided into four
minims, each represented by a letter from a to d. Thus a variant given the location of 247c, would
begin its rhythmic sequence on the third minim of bar 247.
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Example III.15: F/v, b. 165-174

I? f ■

■ ■ ■ —*91

Je - - - - r-Lt - Sa -

=M±
Lew, 3fe -

w

—n

Je - -

—© <9

ru - - S&. ~

F F * P —

*91

L euu.,

—^ —e
-J—b —m

Jt - -

n / J

ru - SO, -

_5—p 1 rrrfr
Lew., Je -

FV— u -» —/=> &

- UW, Je - - -

Example 111.16: G/iv, b. 239-246
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of the refrain. While it does appear somewhat ornamented, the distinctive shape of the
tone is still recognisable.

The degree of imitation employed in this final refrain stands as a testament to

Escribano's skill with various polyphonic techniques which, while not prominent in
his lamentations, do appear in his other extant works.40 More importantly it

highlights Escribano's conscious choice to express the other refrains in a restrained, or

perhaps more appropriately declamatory manner.

Example 111.17: M/iii, b. 168-172
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40 in particular one should see his motet Paradisi Porta which is a stunning example of both
structural and polyphonic complexity.
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The opening Hierusalem of the refrains of the other composers vary in their
degree of imitation. Many include imitative points based on the tone (see N/v, b. 199-
206 & Example III. 15), while others are more simple statements of the tone
accompanied by the other voices in a modified-homophonic style (see N/vi, b. 153-6 &
Example III. 16). In the refrains of Morales, the opening almost always involves some
form of voice groupings (see M/i, b. 155-9), though they are not always imitative (see
Example III. 17). The only exception is the falsobordone-like start given to M/ii. This
group or paired imitation also plays a significant role in the refrains of Festa who
provides a fine example in F/vii.

Example 111.18: F/vii, b. 205-8

95



As the Hierusalem statements might be interpreted as the desperate plea by the

Hebrews, it is not unusual that on three occasions the composers should choose to

have a single voice relate the final statement, in each case over the concluding chords
of the section. The most stunning of these examples occurs in G/iv (see Example
III. 16). Here Genet emphasises the final plea with the uppermost part and begins it on

a Bb1, the highest note employed in all eleven of his settings. Like Genet, Festa's use

of this expressive approach also employs the uppermost voice (see Example III. 18);
while the example found in the refrain of N/ii (b.96-98), allows for an even more

forlorn placement in the bass and on a single repeated note.

The concluding section of the refrain text, convertere ad Dominum Deum

tuum, is nearly always begun with a modified-homophonic statement of the word

convertere in the works of all of the composers. As already mentioned, Escribano

extends this practice through most of the refrain, only allowing the music more

rhythmic and melodic freedom, though never reaching a presentation that could be

considered imitative, for the concluding text, Deum tuum.41 Of the other composers,

Festa and Genet provide the most imitative conclusions to the refrains; only half of
Nau's settings are provided with imitative conclusions and those of Morales, while
often full of staggered entries, only contain minor instances of imitation.

The refrains concluding the settings of the Oratio always include a degree of

imitation even on the word convertere. Those of Morales and Nau, however, are

closer to their usual style for setting the refrains and show little increase in imitative

activity. The refrain provided by Genet for his alternate setting of the Oratio (G/x) is

the most extensive of all the settings consisting of 75 breves, nearly double any other

setting, and three complete statements of the concluding portion of the text. Despite its
increase in size, however, the refrain retains the more restrained style shown in the rest

of the lesson, with most of the setting remaining homophonic in nature.

III.2.5 Reduced Voicings

Throughout the settings of all five composers, reduced voicings are employed
to provide variety within the lessons. In particular these reductions are employed
41 The obvious exception is, of course, his setting of the Oratio.
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within the settings of the Oratio to provide a climactic movement towards the final

refrain. In E/vi, Escribano's use of this reduced voicing creates this effect over the
whole lesson as can be seen in Table III.3 below. The additional advantage of the
reduced voicing is the opportunity it afforded Escribano and the other composers for a

greater use offuga imitation and rhythmic complexity, (see E/vi, b.21-9)

Table III.8: Voicing in Escribano's setting of the Oratio

Incipit 5vv
Verse 1 2vv
Verse 2 3vv/5vv
Verse 3 2vv/3vv
Verse 4 5vv
Verse 5 3vv
Verse 6 4vv
Verse 7 5vv
Refrain 6vv

Like the Escribano setting, Festa also changes the vocal forces required for

each verse (see Table III.4), though it does not, however create the same building
effect as it reaches the final refrain.

Table III.9: Voicing in Festa's setting of the Oratio

Incipit lv/2vv
Verse 1 3vv
Verse 2 4vv/5vv
Verse 3 3vv
Verse 4 5vv
Verse 5 5vv
Verse 6 2vv
Verse 7 4vv
Verse 8 3vv
Refrain 7vv

It can be seen that in both the settings by Escribano and Festa the number of

voices has been increased for the setting of the final refrain of the Oratio. As has

already been mentioned, this was a common practice among composers in the sixteenth

century. It is interesting to note, however, that neither of the French composers,

Genet or Nau, makes this addition. Nau's only change from his standard four voices
is to allow for a three voice section for verse two. He adds no additional voices for
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any part of the setting.

It would be tempting at this juncture to claim this was a regional trait, but it
must noted that in Genet's first setting of the refrain (G/ix) the final verse prior to the

Table III.10: Voicing in Genet's settings of the Oratio

G/ix G/x

Incipit
Verse 1
Verse 2
Verse 3
Verse 4
Verse 5
Verse 6
Verse 7
Verse 8
Refrain

3vv/6vv
6vv

lv/2vv
3vv
4vv
2vv
5vv
3vv
5vv
2vv

Incipit
Verse 1
Verse 2
Verse 3
Verse 4
Verse 5
Verse 6
Verse 15
Verse 16
Refrain

lv/2vv
3vv
4vv
2vv
4vv
3vv
3vv
4vv
4vv
4vv

refrains employs six voices, an increase from the largest number previously heard (five

voices), and it is this voicing that continues on into the refrain, (see Table III.5) The
alternate setting (G/x) begins with only two voices and alternates sections of two,

three, or four voices before concluding with the four-voiced refrain. Both settings
then must be said to give the impression of an increase in voices, despite the fact that
G/x never exceeds the typical four-part setting. Despite these insights, the fact does
remain that none of the three refrain settings increase the number of voices to beyond
that of any other section in the lesson, as is the case in the settings of Escribano,

Morales, and Festa.

Reduced voicing also plays a role in the settings of other lessons. All of the
lessons set by Festa, Genet, and Morales contain reduced voice sections. The two

other composers, Escribano and Nau have, respectively, only one and three lessons

(other than the Oratio) which contain reduced voice sections. These sections vary in

length from textual phrases to entire verses, and as in the Oratio settings they allow
each composer an opportunity to vary the texture of a work and include a greater

amount of imitative material and melismatic passages.

In two of the lessons, one each by Morales (M/iv) and Genet (G/ii), the

composers increase the number of voices. In Morales' setting this increase is reserved
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only for the Jerusalem refrain, while Genet's setting employs the increase at both the
refrain and one of the Hebrew letters.

III.3 Conclusions

The paraphrase technique within the lamentations of these five composers is

primarily characterised by its great variety. Throughout the lessons studied can be
found examples ranging from simple homophonic passages to discant-style
harmonisations of the tone and extended points of imitation. All of these techniques
are employed to produce settings that are both interesting in a musical sense and
reflective of the powerful textual message found in the Threni. The most prominent

application of these compositional techniques comes in internal usage of fuga and

imitatione to create musical interest while conveying large quantities of text. These

techniques are essential to the success of the modified-homophonic styled employed in
the composition of the lamentations. The use of rhythm, shape or pitch contours, and
short motifs creates a cohesive element and expands the depth of compositional

expression.
All of the composers show a reliance on some form of chant tone within their

lessons, the most common being the Roman tonus. The most common use of the tone

takes the form of extended quotes which are allowed to migrate amongst the voices,

usually after a cadence. Interestingly enough, the bass voice is rarely given an

opportunity to carry the tone; consequently it could be considered to function in a less

independent role than the other voices. The influence of the tone is also detectable as

the basis of imitative material, motivic ideas, and throughout the general contour of

many of the musical lines.
Few conclusions can be made with regard to the composers themselves,

though the possibility of some regional traits have been discovered. The Spaniards,
Escribano and Morales, both produced settings of a less imitative nature. In the case

of Escribano, whose settings are less imitative, this can be seen as a conscious
decision to reflect the solemn nature of the subject matter. The two Spaniards are also

the only composers to have increased their vocal forces for the setting of the Incipit

Oratio. Festa, along with Escribano and Morales, does increase the number of voices
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for his final Jerusalem refrain, but both of the French composers opted to reduce their
vocal forces at this point.

The use of paraphrase and polyphonic techniques shows that these early-to-mid

sixteenth-century composers produced lamentations of great variety and technical skill.
The style of composition, although determined greatly by the choice of chant tone and
the extended amounts of text required, was one in which they found numerous

opportunities for creative expression.
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Chapter IV. Dissonance and Style

Dissonance usage in the composition of lamentations has long been
characterised in modern thought by the well-known statement of Pietro Cerone

regarding the style for composing lamentations:
The style for composing the lamentations is such that all the parts proceed with

gravity and modesty, nearly always singing together with such notes as the long,
breve, semibreve, and minim, one part alone sometimes singing a few semiminims
taken by step. In this kind of composition, more than in any other, the composer

makes use of dissonances, suspensions, and harsh passages to make his work more

doleful and mournful, as the sense of the words and the significance of the season

demands.1

Thus a lamentation style might be assumed to include minim passing notes,

semibreve syncopes, and perhaps even a freer concept of dissonance treatment in some

instances. Although it is unclear what Cerone may have meant by "harsher passages,"
the possibility of using dissonances that were less common in other genres and even a

freer handling of the dissonance seems a possibility. Earlier support for Cerone's
statements regarding the composition of the lamentations can be found in the writings
of Pietro Pontio:

Lo stile, che si tiene nel comporre le lettioni della Settimana Santa, e tale, che
communemente vano insieme...il compositore deve servirsi delle dissonantie accio

facciano lacrimosa la compositione che cosi ricercano le parole.^

The style which is used for the composition of the lessons of Holy Week is
one in which [the voices] normally move together...the composer should make use

of the dissonances in order to make the composition sorrowful as the words demand.

There are no analogous descriptions of lamentation style from the first half of the
sixteenth century. The purpose of this chapter is to examine the extent to which the
lamentation genre in the early-to-mid sixteenth century might have been more dissonant
than other genres and to compare the dissonance usage of the five composers whose
works are being studied.
1 Pietro Cerone, El Melopeo v Maestra. Naples, Gargano (1613) p.685-91; translated in Oliver
Strunk, Source Readings in Music History: The Renaissance. London, Faber (1981) p. 273.
^ Pietro Pontio, Raggionamento di Musica. Parma, Erasimo Viotto (1588). The facsimile is
available in an edition by Suzanne Clercx in Documenta Musicologica. xvi, Barenreiter Kassel (1954)
pp.158-9.
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The enumeration of dissonance is, of course, not a new concept, but one
whose true potential has not been fulfilled. The work of Knud Jeppesen still stands as

the most comprehensive overview of dissonance carried out to date.3 It suffers,

however, from several flaws which prevent it from fulfilling its potential as a truly
accurate assessment of style, ranging from an over reliance on wider generalisations to
a rather significant failure to recognise distinctions between genre types and to take

account of the relationship of dissonance usage to text.4 Other studies, often taking

their lead from Jeppesen, have employed the enumeration of dissonances as an

analytical technique, though their main objective has been to enhance the instruction of

sixteenth-century contrapuntal technique.5

In order to facilitate the study, a comprehensive analysis of all of the non-

harmonic occurrences within each of the 38 lamentations was conducted. For each

dissonant occurrence a record was made of its location, duration, dissonant type, the
interval of the dissonance to all voices with which it is dissonant, and the voicing at the

time of the dissonant attack. For the purposes of this study occurrences were

classified into one of the following dissonant types: accented or unaccented passing-

notes, upper and lower neighbour-notes, suspensions, syncopes, escape notes,

appoggiatura-like figures, anticipations and, where applicable, pedal dissonances.
Additional records were made to account for ornamented suspensions, consecutive and
simultaneous dissonances, and any other unusual circumstances surrounding the

employment of a dissonant occurrence. From this data it is possible not only to draw
conclusions regarding the degree to which each individual dissonance type is

employed, but also to assess the methods and situations in which each type is used.

By comparing these results with both the available information regarding dissonance

usage in other genres and between the various composers contained within this study,
it becomes possible to draw conclusions regarding the typical usage of dissonance
3 Knud Jeppesen, The Style of Palestrina and the Dissonance. Copenhagen (1946) and also
Counterpoint: The Polyphonic Vocal Style of the Sixteenth Century. New York (1939).
4 Throughout this chapter, details of Jeppesen's work pertaining to dissonance will be discussed with
special regard to his numerous references, mostly conjectural, to the usage of dissonance in the period
immediately preceding the work of Palestrina.
5 see for example H. K. Andrews, An Introduction to the Technique of Palestrina. London, Novello
6 Co. Ltd. (1958); or more recently John R. Hanson, "Enumeration of Dissonance in the Masses of
Palestrina," College Music Symposium, xxiii (1983) p. 50-64.
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within the lamentation genre by the pre-Palestrinian composers of this study.

However, the size of the sampling available and a lack of similar studies in other

compositional genres of the same time period will result in a final picture which while

broadly correct, may be lacking in comparative indicators.

IV.1 Dissonance in lamentations

In Figure IV. 1 can be seen a pie chart detailing the usage of the various
dissonant types within the lamentations by their percentage of the total number of
dissonant occurrences. Of all of the dissonant devices compiled within this study, the
most common is the passing-note dissonance which accounts for 54.2% of all

dissonant occurrences.6 The passing-note itself is marked by a distinctive increase in

its use of the minim relative to its use in other compositional forms. On average, the
minim passing-note dissonance makes up 38.6% of the total number of passing-note

dissonances, with some lessons containing as much as 65% minim passing-note

dissonances (see Figure IV.2). The majority of passing-note dissonances, however,
occur as crotchets (58.8%) and, as would be expected, the quaver passing-note
dissonance is relatively uncommon in the lamentations. In fact, the quaver passing-
note dissonance accounts for only 2.6% of all passing-note dissonances in this study,
and does not appear at all in 18 of the 38 lessons.

Of the 3,737 passing dissonances catalogued in the course of this study 2,208

(59.1%) are found descending, while 1,529 (40.9%) are ascending. As shown in

Figure IV.3, the descending passing-note is the more common regardless of the

durational value of the dissonance, appearing approximately one and one-half times
more frequently than the ascending form of the passing-note dissonance.

In addition to these facts, some attention must be given to the occurrence of

passing-notes upon accented beats. In the works of both Escribano and Morales an

accented passing-note dissonance may be found when the dissonant note is the value

of a crotchet and it is preceded by a minim, or some note-value of longer duration (see
for example, E/i, b.42). While this progression is found primarily descending, the

slightly earlier works of Escribano include a few examples of it ascending, (for

example, E/vi, b. 14)
6 All of the percentages within this chapter have been rounded to the nearest one-tenth.
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Figure IV. 1: Dissonance Usage in Lamentations
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Figure IV.2: Passing-note Distribution by Duration and Lesson
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Figure IV.3: Distribution of Ascending and Descending Passing-notes by Duration
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Example IV.1: Accented passing-note Prior to a Cadence

(Palestrina, Lamentation)
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Example IV.2: Accented passing-note Dissonance of a Crotchet's
Duration (des Pres, Missa: Una musque de Biscaya, Credo, b.37-9)
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Jeppesen categorised two forms of accented passing-note dissonance in the

works of Palestrina.7 The first, and rarer occasion, occurs when a passing-note on an

accented beat is placed prior to a cadence and over a longer, sustained tone, (see

Example IV. 1).
The second occurrence also appears in the works of Josquin and his

contemporaries. It is formed when the accented dissonance is of a crotchet in value
and is preceded by a crotchet (see Example IV.2) The occurrence of these incidents in
the works of later composers, of which Jeppesen quotes examples from Richafort and

Senfl, are considered by him to be quite rare. According to the sampling made in this

study, however, there would seem to be a case for an accented passing-note
dissonance as a stylistic feature of early sixteenth-century Spanish composers. Despite
the small sampling of works included in this study, it is also tempting to conclude that
as the sixteenth century progressed the dissonant form became less attractive to

Rome's resident Spanish composers. Certainly, it appears more frequently in the
lamentations of Escribano (21 descending occurrences and five ascending) than in the
lamentations of Morales (7 descending occurrences).

Of all the dissonance types classified as deriving more from an ornamentation
of the melodic line than an integral part of that line itself, the neighbour-, or returning,
note dissonance is by far the most common, providing for 14.0% of the total number
of dissonances. It is more common in its descending (lower neighbour) form than its

ascending form (upper neighbour), though the latter is in no way unusual.8 Of the

total number of neighbour-notes appearing in the lamentations of this study only

slightly less than 3.0% of them are upper neighbour-notes. In fact, in looking at the

composers' works individually, only those of French origin, Genet and Nau, employ
the upper neighbour-note as 3 or more percent of their total neighbour-note usage

(5.6% and 3.0% respectively).
As can be seen in Figure IV.4, the most commonly used form of the

neighbour-note is the lower neighbour of a crotchet's duration, which accounts for
7 Jeppesen addresses these two types in The Style, p.233
8 In Jeppesen's study he claims that the upper neighbour-note is "less frequent,though by no means
rare," The reason for this being that the upper neighbour-note is 'more striking than the lower,' thus
accounting for the higher frequency of the lower neighbour-notes in the works of Palestrina. The
Style, p. 180.
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Figure IV.4: Distribution of Neighbour-notes by Duration
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86.8% of all the neighbour-notes. Only 2.1% of the neighbour-notes are given a

quaver's duration. Only 8.9% of the neighbour-notes are a minim in duration. While
this figure is by no means high, it would seem that neighbour-note dissonances of a
minim are not as rare in the lamentations of early-to-mid sixteenth-century composers

as they are in Palestrina's works.9 It is also interesting to note that of the 86 minim

neighbour-notes recorded in this study 78 are lower neighbour-notes, thus lending

support to the belief that upper neighbour-notes would have been considered more

striking and thus less desirable by sixteenth-century composers.10 One such example

occurs several times in the lamentations of Genet where it is employed as a device

designed to draw greater attention to a cadence, (see Example IV.?? - G/iv, bb.61-2)
There is one further aspect of neighbour-note dissonances that must be

addressed. In Palestrina's first volume of masses there are two instances in which a

version of a lower neighbour-note occurs where it is prepared by another

dissonance.11 In both instances these dissonant groupings, which Jeppesen considers

antiquations and attributes to the mistakes of an as yet undeveloped Palestrinian style,

occur immediately prior to a cadence and resolve into the third of the cadential chord.12

Its appearance in the lamentations of the composers analysed here is also extremely
rare with only one example each found in the works of Escribano, Morales and Nau.
There is no evidence from these lamentations that this dissonance was common in pre-

Palestrinian composers.

Another common ornamental dissonance found in the works of these

lamentation composers is the anticipation, a dissonant note approached typically by

step but resolved by a reiteration of the same pitch in a consonant context. In the
lamentations of the early-to-mid sixteenth-century lamentation composers, the majority
of anticipations, which account for 1.2% of all dissonances, are of a crotchet in length

9 As Jeppesen states, the neighbour-note in Palestrina's works is used 'almost exclusively with
crotchets or quavers' and instances with minims are 'very rare.' ibid., p. 181.
10 See Jeppesen as noted in footnote 8; his results, however would seem to show that the upper
neighbour-note was somewhat rarer than implied in his study.
11 These may be found in Palestrina's Missa: O regem coeli and Missa: Ecce sacerdos magnus and are
given as examples in Jeppesen, The Style, pp. 182-3.
12 Jeppesen, The Style, pp. 182-3.
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(79.5%) and most are found preceding a suspension (64.3%). 13 There are, as might
be expected, no examples of anticipations of a quaver's length anywhere in the

Example IV.3: Anticipations Approached by Leap

a) G/iv, b.239-243
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13 In the works of Palestrina, this ornamental dissonance is most commonly found prior to a
suspension, approached from above, and given the duration of a crotchet.
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lamentations studied. However, the anticipation of a minim's duration accounts for
20.5% of the tallied occurrences, appearing in the works of three of the five composers

studied: Escribano, Genet, and Morales (see for instance E/iii, b. 2).14

Of all the composers in this study, Genet allows for the most unrestrained use

of anticipations. He is the only one of the five composers to employ anticipations

prepared by an ascending movement. 15 Genet's lamentations also provide the only
two occasions in this study when an anticipation is approached by a leap, a

characteristic usage, according to Jeppesen, of composers like Josquin des Pres and
Pierre de la Rue (see Examples IV.3a & b). It is interesting to observe that these

anticipations are both found with descending preparations. In their ascending form
they would certainly have been more striking, and this author knows of no examples
within lamentations of an ascending anticipation approached by a leap.

Example IV.4: Upper Escape Note (G/ii, b.132-6)
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While small in comparison to other dissonance types, the escape note

dissonance (a dissonance approached by step but resolved by a leap) also had a role to

play in the lamentations of the early-to-mid sixteenth century. In fact, it appears more

14 In his work Jeppesen claims anticipations of this length are characteristic of composers of the so
called Second Netherlander School, Pierre de la Rue for instance, and may often be found in the work
of the Italian frottolists. See The Stvle. p. 186.
•5 In Counterpoint. Jeppesen attributes the ascending anticipation to "early Italian composers from the
beginning of the sixteenth century and also... contemporary Netherlanders." (p.94) It would seem,
however, that this was mere conjecture on the part of Jeppesen, at least as far as can be judged by these
lamentations.
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frequently than the less striking anticipation, accounting for 2.0% of all dissonance
occurrences, (see Figure IV.5) Its most common form is as a lower escape note with a

resolution leap of a third, (see for example N/vi, b. 103) However, the lamentations
of Genet contain several examples of upper escape notes (see Example IV.4), in
contrast to the practice of the four other composers in which the upper escape note

appears only as a rare exception.

By the time of Palestrina, the dissonant escape note or echappe was, according
to Jeppesen, considered somewhat of a relic whose occurrences were extremely rare.'6

Jeppesen also claims that the use of this device had declined in popularity during the

first half of the sixteenth century. 17 The lamentations of this study, however, include
several occurrences of the escape note dissonance. These appearances would seem to

refute Jeppesen's views that the use of this dissonance was in decline.

Example IV.5: Escape Note with a Resolution Leap of a Fifth

(F/i,b.121-2)
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16 Jeppesen, The Stvle. p. 189.
17 In fact Jeppesen presents very little information to support this conclusion. It is perhaps important
to recall that Jeppesen appears to have had great difficulty in accepting that Palestrina would employ
such disjunct dissonant movements as the escape note and the appoggiatura to any great degree. It
would seem that his overall approach to these dissonant forms centres on their representation of an
archaic and uninformed dissonance usage that was to be corrected by Palestrina and other later
composers, ibid., p. 189.
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In the works surveyed in this study, 16.5% of the escape notes involve a

resolution leap greater than a third. Of these the majority (20 of 23) are resolved by a

leap of a fourth, with only a small number employing the larger leap of the fifth as in
the following example (Example IV.5). There are no occurrences of escape notes with
resolutions greater than a fifth in any of the lamentation settings. Unusually, however,
there is a singular occurrence of an upper escape note (see Example IV.6) with a
resolution leap of a fourth. While the dissonant note is given in an internal voice, an
upper escape note, not unlike the upper neighbour-note, of this type would have been
best avoided according to contemporary practice. This leaves one with the strong

temptation to label the occurrence as an obvious misprint, not unlike Jeppesen's
approach to many unusual occurrences in the works of Palestrina. The dissonance,

however, is presented identically in both of the sources containing this lesson, the
Channey print of 1532 and the VatS 163. This fact combined with Genet's tendency
towards a freer dissonance usage, especially in regards to the neighbour-note, requires
that the dissonance stand as the proverbial exception which proves the rule.

Example IV.6: Upper Escape Note with a Resolution Leap of a Fourth
(GXI, b.106-8)
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The least common of all the dissonance forms, accounting for less than one

percent (0.3%), is the appoggiatura-like figure. The appoggiatura, greatly favoured in
later compositional eras, is characterised by its leaping approach followed by a step-
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wise resolution and always occurs on a strong beat. In these lamentations a
dissonance occurs which while similar in approach and resolution to the appoggiatura,
does not always occur on a strong beat. A large proportion of the appoggiatura-like
figures appearing in these early-to-mid sixteenth-century lamentations occur as the final
note of two popular ornamental melodic figures, (see Example IV.7) These figures
were, according to Jeppesen, considered to be a 'highly esteemed' part of the
compositional style between 1520 and 1530, as well as common occurrences in the

works of Palestrina.18

Example IV.7: Ornamental Figures Containing Appoggiaturas

a): yJ l!

b): 3 ij

In the lamentations of this study, they appear in near equal quantities in their
inversions. It is interesting to note, that in the inversion of the second pattern the

appoggiatura-like dissonance is always of a minim's duration, while the original
version of the pattern appears almost exclusively with a dissonance of a crotchet's
duration.

The appearance of the appoggiatura-like dissonance outside of these patterns is
confined exclusively to the works of Genet. In all cases, these dissonances are of a
crotchet's duration, the most common form of the appoggiatura-like dissonance

(37.5%).

Throughout the lamentations instances may be found in which a dissonance

employs qualities of both a suspension and another dissonance type. These
occurrences involve a syncopated note of at least a dotted-minim in length, which is
introduced dissonantly on a weak beat and retains its dissonance through the following

18 ibid, p. 219.
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strong beat; and, according to Jeppesen were commonly used during the early part of

the sixteenth century.19 in most instances, these syncope dissonances function as

suspensions with regard to one voice while simultaneously acting as a passing-note,

neighbour-note, appoggiatura-like, or escape note dissonance to another voice. Unlike
a suspension, the syncope is dissonant for its entire duration and is not emphasised by
a harsher dissonance on the strong beat, as in the consonant-fourth suspension. In
most instances the syncope appears over sustained voices.

The syncope is most common in its neighbour-note form (see Table IV. 1),
almost always appearing as an upper neighbour-note (95.9%). In its passing-note
form it always appears descending. The syncope dissonance may also be found as an

appoggiatura-like dissonance and on two occasions (one each in Festa and Genet) as

an escape note.

Table IV.1: Syncope Types

Passing- Neighbour- Escape
Composer note note note Appogeiatura-like Totals
Escribano 6 5 0 2 13
Festa 2 6 1 0 9
Genet 1 46 1 8 56
Morales 5 3 0 0 8
Nau 15 13 0 5 33
Totals 29 73 2 15 119

The suspension is the second most common of all dissonant forms, accounting
for 26.0% of the total dissonant occurrences. By the time of Palestrina, suspensions

resolving to the unison, fifth, or octave were falling out of use, with the exception, of

course, of the 9-8 suspension which continued to find a small but continuing use in

compositions throughout the century. This fact is supported by the works in this

study, which, while containing a few scattered examples of 4-5, 2-1, or even 7-8

suspensions, do not show them to be a significant part of the composers' palette. It
comes as no surprise that the largest number of suspensions are accounted for by the
4-3 suspension (50.9%) and the 7-6 suspension (38.1%).

In the lamentations of this study the composers employed three methods of

19 ibid., p. 229
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ornamentation in conjunction with the suspension resolution resulting in 38.1% of all
suspensions being given some type of dissonant or consonant ornament immediately

prior to their resolution. The most common of the three methods, shown in Example

IV.8, accounts for the vast majority (81.6%) of these cases and involves the use of a
lower neighbour figure in conjunction with the note of resolution. This ornamental

figure, in over half of its occurrences (55.5%), employs a dissonant lower neighbour-
note (see Example IV.8), though it may also appear with the first note of the
ornamental pair as a dissonance, a passing-note dissonance (11.9%), or with both
ornamental notes consonant (32.1%). In two rather unusual incidents, one each from
M/ii and G/iv, it appears with both ornamental notes dissonant, and there is even a

Example IV.8: Ornamented Suspension (lower neighbour-note)
(N/i, b.19-21)
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singular example in G/v of the ornament appearing with a dissonant upper neighbour-

note, though this exception should be considered extremely rare.

Nearly all (550 of 557) of the occurrences of this ornamental form, both

consonant and dissonant, occur with a crotchet durational value given to each note of
the ornamental pair. This figure is, of course, a direct result of the high occurrence of
the two-note ornamental dissonance with suspensions of a semibreve (52.4%) and
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dotted-semibreve (65.4%) durational value.20 Interestingly, only the two Spanish

composers. Morales and Escribano, employ the device with a minim durational value.
A further correlation can be made between the various forms of the device and

the type of suspension employed. The two-note ornament employing a dissonant lower
neighbour-note is strongly associated with the 4-3 suspension, appearing there 81.2%
of the time, while the variation of the device employing a dissonant passing-note
appears 63.6% of the time with the 7-6 suspension. In its consonant form , the two-
note ornament appears almost entirely (96.1% of its occurrences) with the 7-6
suspension, a fact which is not surprising due to the harmonic relationships involved
in these occurrences.

Example IV.9: Ornamented Suspension (anticipation)
(EI, b.139-140)
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The second ornamental device within suspensions involves the use of an

anticipation of the resolution note (see Example IV.9) and accounts for 16.7% of

ornamented suspensions. As in the previous ornamental form, the anticipation may

appear in either a dissonant or consonant form, though it is most common in the latter

20 The durational values of a suspension as used here refer to the entire value of the note which creates
the suspension.
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form accounting for 93.9% of its total number. Like the two-note figure it is most

commonly given a crotchet durational value (85.1% of the time), a result of its
common appearance with the dotted-minim suspension (82.5% of all occurrences).
Unlike the two-note figure, the anticipation is never assigned the durational value of a

quaver; and, in its less common (6.1% of all occurrences) dissonant form, the

anticipation only appears with a crotchet durational value.
As opposed to the two-note ornament, the anticipation may appear with any

suspension type, though there are no occurrences of its dissonant form with the 9-8

suspension. It, however, may be found most commonly with the 7-6 (40.4%) and 4-3

(33.3%) suspensions.
The third form of ornament occurs when composers delay the resolution of the

suspension. By far the rarest of the three types, the delayed resolution is employed

only twelve times (0.7% of the total number of suspensions) in the lamentations of this

study. It has been purported by Jeppesen and others, that pre-Palestrinian composers,

in particular those in the early part of the sixteenth century, allowed for a much freer

approach to the resolution of the suspension than did Palestrina and his

contemporaries, often supporting their case with examples of lengthy delays in a

suspension's resolution. In all of the examples of this study, however, the delay never

extends beyond the duration of a breve.21
As in any statistical analysis, it is easy for numbers and results to become

misleading. All of the above results would at first glance seem to imply that the 4-3
and 7-6 suspension types are the most commonly ornamented. This assumption,

21 In passing it should be noted that Jeppesen states that the use of a delayed resolution involving a
single decending leap of a third between the dissonant suspended note and the resolution was
antiquated by the end of the sixteenth century, implying a greater use in the early part of the century.
This form of ornament, however, is only sparsely represented in the works of this study. The finding
here perhaps allows a reevaluation of this statement altogether to include the whole of the century.
Even rarer than the ornament of a third is that of the descending leap of a fifth between the suspended
note and its resolution. Jeppesen quotes only one example of this figure in the whole of Palestrina's
compositions. Allowing it no position in the style of Palestrina, Jeppesen claims it was a common
fixture, comparatively speaking, of the Netherland composers of the fifteenth and early sixteenth
centuries. There are, however, no examples of this ornament in any of the lamentations included in
this study.
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Table IV.2 - Percentage of Ornamented Suspensions
Suspension Type Percentage Ornamented

9-8 64.6%
7-6 43.8%
4-3 34.4%
2-3 17.0%
Others 36.0%
All Types 38.1%

though, would be grossly incorrect. If one compares the number of ornamented
suspensions of each type to the total number of occurrences of that suspension, then a

percentage may be determined that displays the frequency of ornamentation. For
instance, of the 1,794 suspensions catalogued in this study, 683 are ornamented in
some form. From this we may determine that approximately 38.1% of the
suspensions will receive some form of ornament. If the same calculations are made for
each type of suspension, we find that the most highly ornamented suspension type,
excluding the rarer varieties, is the 9-8 which receives an ornament in 64.6% of its
occurrences, (see Table IV.2)

Example IV.10: Suspension with a Separate Preparation
(G/viii, b.120-1)
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Figure IV.6: Distribution of Suspensions by Durational Value
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A very small percentage of suspensions (2.0%) is prepared contrary to the

expected syncope, or single note, type and instead employs a separate preparation note

(see Example IV. 10). While relatively uncommon in the overall sense, this variation
on the suspension may be found in the lamentations of all five of the composers

surveyed in this study. It is most commonly used in conjunction with the 4-3

suspension (65.7% of all its occurrences), and most typically the preparation note is
followed by a dissonant minim (77.1% of all occurrences), as in the above example.

In particular some reference should be made to the 4-3 suspension prepared by
the consonant fourth. Of the 860 4-3 suspensions tallied in this study, only 46 (5.4%)
are prepared by means of a consonant fourth. Nearly all (91.3%) of these occur in

suspensions of a semibreve duration, with other examples distributed throughout the
various suspension durations. It is interesting to note that the only composer to

employ the consonant fourth with suspensions of a dotted-semibreve or breve duration
is Escribano.

As in all aspects of the lamentations, the suspensions are dominated by larger
durational values, (see Figure IV.6) The most common is the semibreve suspension

accounting for 54.1% of all suspensions, followed by the dotted semibreve (23.9%)
and the breve suspension (12.7%). It is reasonably significant that nearly 40% of

suspensions have a durational value larger than that of a semibreve.

IV.2 The Dissonance Factor in Lamentations

It has long been believed that lamentations are in fact a more dissonant genre

than any of the other genres employed in the fifteenth and sixteenth century. Scholars
have repeatedly emphasised this while supporting it only with references to the nature

of the text from the Threni and statements such as those of Pietro Cerone: "In this

kind of composition, more than in any other, the composer makes use of dissonances,

suspensions, and harsh passages to make his work more doleful and mournful, as the

sense of the words and the significance of the season demand."22

In order to test this theory, a comparison was made with Magnificat settings by

four of the five composers in this study.23 As the Magnificats share many of the same
22 Strunk, Source Readings, p. 273.
23 As the lamentations are the only extant works of Yvo Nau, he could not be included in the survey.
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compositional challenges as the lamentations (such as a large textual body and the
inclusion of a chant tone), they provide a more than appropriate comparison to

determine if the 'mournful' text of the lamentations inspired an increased use of
dissonance in composers. The comparison has been limited to one Magnificat setting

by each composer, with the sixth tone being chosen for its close relationship to the

Roman tonus.24

Two methods of comparison were employed between the genre types. The
first is a calculation of the average number of dissonant attacks per breve within the

compositions (ie. the total number of dissonances divided by the total number of

breves).25 As shown in Table IV.3, the Magnificat settings contain, on average,

nearly twice as many dissonances per breve as the lamentations.

Table IV.3: Dissonance to Breve Ratio

Composer Genre Diss/Breve Ratio
Escribano lamentation (E/i) 0.61
Festa lamentation (F/i) 0.76
Genet lamentation (G/i) 0.96
Morales lamentation (M/i) 0.78
Nau lamentation (N/i) 0.71
Average lamentation 0,81

Escribano magnificat 1.31
Festa magnificat 1.14
Genet magnificat 1.58
Morales magnificat 1.67
Average magnificat 1.39

This comparison, however, cannot present an accurate picture as it does not

consider the dissonance in a durational context. In order that this might be

accomplished, a total numerical value for the durations (assigning a value of 1 to the

crotchet) of all the dissonances was determined. This figure was then divided by the

total possible durational value of the composition to produce the percentage of the

24 For further discussion on the use of the various lamentation tones, please see the preceding chapter
on paraphrase technique.
25 These ratios and frequencies have been rounded to the nearest hundredth.

124



composition which is dissonant.26 As shown in Table IV.4, this calculation proves

that the lamentations are not more dissonant than the Magnificats, and in fact are on

average less dissonant. The only individual exception to this is Festa's setting of the

first lesson of the Threni which, as shown in the table below, is more dissonant than

his Magnificat setting. The slight increase in the lamentation is, however, a negligible
one showing no significant difference, and further assessment of Festa's other lessons
reveals a much lower dissonance percentage. (His second and third lesson have,

respectively, a 3.49 and 5.12 dissonance percentage.)

Table IV.4: Dissonance Percentage (Durational)

Composer Composition Dissonance Percentage

Escribano Magnificat (VI) 6.3%
Festa Magnificat (VI) 5.7%
Genet Magnificat (VI) 7.4%
Morales Magnificat (VI) 6.6%
Total Magnificats (VI) 6.4%

Escribano Lamentation (EI) 5.0%
Festa Lamentation (FI) 6.0%
Genet Lamentation (GI) 5.6%
Morales Lamentation (MI) 3.4%
Nau Lamentation (NI) 5.1%
Total Lamentations (Lsn I) 5.4%

While both of the above methods show that in an objective sense the

lamentations are no more dissonant than the less somber Magnificats, there must be
some basis for the as yet unassailed conclusion that numerous scholars have upheld.
The dissonances within the lamentations do not occur in greater quantities, nor do they

make up larger proportions of the composition; however, when they do appear they are

often more prominent and distinguishable than in other compositions. Passing-notes

may be longer in durational value, and appoggiaturas and upper neighbour-notes may

appear more frequently. It is in this sense that the composer employs "in this kind of
26 The final durational figure was determined by multiplying the total number of crotchets within a

composition by the number of voices employed in the composition and then reducing that figure by
the value of the total number of rests. For example a three-voice composition of 20 breves in length,
would produce a total crotchet value of 480 (20x8x3). If the composition contained 80 crotchets worth
of rests, it would then give a total possible durational value of 400 (480-80). A composition of this
length containing 40 crotchets' worth of dissonances would therefore be made up of 10% dissonances
(40/400).
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composition, more than in any other...dissonances, suspensions, and harsh passages

to make his work more doleful and mournful, as the sense of the words and the

significance of the season demand." Thus the lamentations are not in fact more
dissonant than other forms of composition, but allow for a greater degree of freedom
in the use of dissonances, often applying them in a more striking manner so that the

general nature of the text may be better expressed, (see section IV.4 below)

IV.3 A Comparison of Composer Dissonance Usage within the
Lamentations

Earlier in the analysis of dissonant forms, several references were made to

individual and regional traits of the composers included in this study. The following
section compares many of these traits and begins to identify individual stylistic traits
within the composition of the lamentations.

The two French composers included in this study, Genet and Nau, share
several distinctions from the other composers that may be identified as potential

regional style traits. Both show an increased tendency to employ ascending passing-
note dissonances as compared to the other composers. As can be seen in column two

of Table IV.5, ascending passing-notes account for 45.6% and 42.9% of the dissonant

passing-notes employed by Nau and Genet respectively, as opposed to the much lower

percentages of the other composers. This figure is further supported by the frequency
ratios of ascending passing-notes shown in column three of the same table.

Table IV.5: Ascending Passing-Note Usage

Composer
Escribano
Festa
Genet
Morales
Nau

% of asc PN
36.6%
35.1%
42.9%
37.2%
45.6 %

asc PN frequency
0.12
0.13
0.25
0.10
n 1 s

Genet and Nau are also the most frequent users of the syncope dissonance,

employ the appoggiatura-like dissonance more frequently than other composers, have
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the highest frequency of escape note dissonances resolved with leaps greater than a

third, and use the 2-3 and other less common suspension types more frequently.

Furthermore, they are the only composers to employ a separate preparation note with
the 2-3 suspension, and to ornament 2-3 suspensions of a dotted-semibreve durational
value.

Morales and Escribano, both Spaniards, have a low frequency of upper

neighbour-note dissonances; and, as mentioned earlier, are the only composers to

employ accented passing-note dissonances. They have the lowest frequency (nearly
half as often as the other composers) and percentage of 2-3 suspension types and an

increase in the percentage of 9-8 suspensions over the lamentations of other

composers.27 Along with Genet, they are the most likely to ornament any given

suspension. In particular, they are the only composers to ornament the breve

suspension, and they provide ornaments for a larger percentage of semibreve and
dotted-minim suspensions than any other composer.

These results highlight many interesting areas of common usage between

regional groups that warrant further investigation. However, only through similar

investigation of both other composers and genres can these potential stylistic traits be
confirmed or denied. It must also be remembered that while claiming diverse regional

backgrounds, all of these composers spent significant amounts of time in Rome's

somewhat cosmopolitan environment where they would certainly have heard and

performed compositions by composers of varying regional identities. Thus any claim
for regional style traits must find affirmation in the future research of composers more

likely to have remained within their own regional borders.
After an assessment of individual traits in the use of the dissonance, Genet can

be said to be the most 'liberal' of all five composers in his employment of the various
dissonant types. Nearly all of the dissonant forms occur more frequently in the works
of Genet, including most significantly the escape note, the appoggiatura-like

dissonance, and the anticipation. All of these might be considered less common forms
in the overall picture.

Amongst the more common dissonant types, the passing-note dissonance
27 In this instance the term percentage is used to refer to the percentage of the total number of
suspensions used in a composition.
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appears most frequently in the settings of Genet with an average appearance of 0.59

passing-note dissonances per breve, a marked increase over the settings of the other
four composers, (see Table IV.6)

Table IV.6: Passing-Notes/Breve

Escribano 0.32
Festa 0.38
Genet 0.59
Morales 0.26
Nau 0.39

While Genet employs the passing-note at all durational values, he employs the highest

frequency of crotchet passing dissonances, and consequently the lowest percentage of
minim passing dissonances. This results in an increased emphasis on smaller
durational values employed as a passing-note dissonance in the lamentations of Genet.
This is further supported by the fact that Genet's lamentations have the highest

frequency of quaver passing-note dissonances.

Amongst the ornamental dissonances, Genet has the second highest usage (by

frequency) of the neighbour-note (see Table IV.7) and employs the highest frequency
of upper neighbour-notes. Along with Morales, he is one of the only composers to

use the minim upper neighbour-note, and has the highest frequency of the neighbour-
note syncope (all of which act as upper neighbour-notes). Not unlike the passing-note

dissonance, Genet continues to emphasise the smaller durational values, quaver and

crotchet, in his use of the lower neighbour-note dissonance, and subsequently has the

highest frequency of quaver neighbour-note dissonances.28

As already mentioned, Genet has the highest usage by frequency of the escape

note (more than double the frequency of all other composers), the appoggiatura-like

dissonance, and the anticipation (both of which appear nearly twice as often as the next

highest usage). Along with Festa, Genet is one of only two composers to employ the

escape note form of the syncope, though these examples are extremely rare. 29 Genet

is also the only composer in the study to employ the upper escape note, that is an
28 The quaver neighbour-note appears only in the form of a lower neighbour in the works of this
study.
29 There are only two examples, one in Genet's fifth lesson and one in Festa's sixth lesson.
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Table IV.7: Percentage & Frequency Distribution of Dissonances

Percentage Distribution
Escribano Festa Genet Morales Nau

Asc passing-notes 19.3 17.5 26.4 12.4 25.0

Desc passing-notes 33.4 32.2 35.0 21.0 29.8

Lower Neighbouring 15.1 12.1 10.9 28.7 10.2

Upper Neighbouring 0 0.6 0.6 0.5 0.3

Escape Note 1.5 1.2 2.9 1.4 1.1

Appoggiatura-like 0 0 0.5 0.1 0.1

Anticipation 1.6 0.6 1.8 0.6 0.3

Suspensions 26.6 34.7 19.6 33.9 29.0

Others (Unidentified) 1.0 0.9 0.5 0.3 0.7

Syncopes 1.6 0.8 1.8 1.0 3.4

Frequency Distribution
Escribano Festa Genet Morales Nau

Asc passing-notes 0.12 0.13 0.25 0.10 0.18

Desc passing-notes 0.20 0.24 0.34 0.16 0.21

Lower Neighbour 0.09 0.09 0.11 0.22 0.07

Upper Neighbour 0 0.001 0.006 0.004 0.002

Escape Note 0.009 0.01 0.03 0.01 0.008

Appoggiatura-like 0 0 0.005 0.001 0.001

Anticipation 0.01 0.004 0.02 0.005 0.002

Suspensions 0.16 0.26 0.19 0.27 0.20

Others (Unidentified) 0.006 0.01 0.005 0.002 0.006

Syncopes 0.01 0.006 0.02 0.008 0.02
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escape note which resolves by downward leap. Genet also has the highest frequency
of escape notes with resolution leaps greater than a third. He is the only composer to

use the appoggiatura-like dissonance with durational values of a crotchet, a minim, and
as a syncope. And while he and the two Spaniards are the only composers to employ

anticipations of both a crotchet and minim value, he relies almost entirely on the

crotchet as the duration for the anticipation.30 Genet is also the only composer to

approach an anticipation with an interval larger than a second, though there are only
two examples of this in his lamentations.

Whereas in some composers' settings the suspension accounts for over one-
third of their dissonance usage, in Genet's lamentations it accounts for a mere 19.6%,
the lowest percentage of all the composers studied. As in the passing- and neighbour-
note dissonances, Genet also emphasises the smaller durational values within his

suspension usage. He is one of only two composers (the other is Festa) to employ

suspensions of a minim's duration; and, as can be seen in the table, employs a larger

percentage of dotted minim suspensions and a significantly smaller percentage of breve

suspensions. Finally, Genet has the highest frequency of suspension types outside of
the most common four (4-3, 9-8, 7-6, and 2-3), and is more likely to ornament these

suspension types than any of the other composers.

Table IV.8: Neighbour-note Frequency

Composer Frequency (No./Breve)
Morales 0.23
Genet 0.11
Festa 0.09
Escribano 0.09
Nau 0.07

The lamentations of Morales, despite having the second highest dissonance

frequency, have the lowest overall frequency for the passing-note dissonance. He has
the lowest frequency of both minim passing-note dissonance and ascending passing-
notes. The most significant feature of Morales' use of the dissonance is the high

frequency with which he employs the neighbour-note dissonance. As shown in Table

IV.8, Morales has the highest frequency rating for neighbour-note usage of all of the

30 The crotchet anticipation accounts for 78.6% of Genet's anticipation usage.
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composers studied. Nearly all of the occurrences (97.0%) occur as lower neighbour-

notes; however, along with Genet, Morales is also the only composer to use an upper

neighbour-note of a minim's duration.

Morales, along with Festa, has the second highest frequency rating of escape

notes, and significantly only uses escape notes of a crotchet's duration. With the

exception of Festa and Escribano, who employ no appoggiatura-like dissonances at all,
Morales has the lowest frequency of appoggiatura-like usage with only one example in
all of his lamentations. While the frequency of Morales' anticipation usage seems to

reflect the average of all of the composers, it should be noted that only he, Escribano,
and Genet have employed anticipations of both a crotchet's and a minim's duration; the
other two composers, Festa and Nau, only employ anticipations of a crotchet's
duration.

Morales' suspension usage is the highest of all of the composers and has a

frequency rating of 0.27, (see Table IV.7) slightly more than one suspension every

four breves. Among these Morales appears to prefer the 9-8 more than any other

composer, as it appears nearly twice as frequent as in the works of the others.

However, as would be expected the majority of his suspensions appear as 4-3 or 7-6

suspensions. Table IV.9 on suspension distribution also reveals that Morales also
leads the composers with the highest frequency of 4-3 suspensions.

Table IV,9: Suspension Frequency

Escribano Festa Genet Morales Nau
4-3 0.08 0.14 0.07 0.16 0.10
7-6 0.06 0.09 0.07 0.07 0.0
9-8 0.007 0.007 0.007 0.03 0.007
2-3 0.006 0.01 0.2 0.001 0.02
Other 0.003 0.01 0.02 0.006 0.01

Morales also leads the composers in the percentage of suspensions for which
he provides some form of ornament, with 69.1% of his suspensions ornamented. As
the dotted semibreve suspension is the most highly ornamented of all suspension

durations, it comes as no surprise that Morales also has the highest frequency of

suspensions of that duration and that he ornaments 96.1% of them. Morales also
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ornaments more 4-3 and 9-8 suspensions than any other composer, (see Table IV. 10)

Along with Escribano, he is the only composer to ornament a breve suspension.
Morales appears to prefer the two-note ornamental group with most suspension
durations greater than a dotted minim, but suspensions of a dotted minim's duration
almost always employ an anticipation ornament. Finally, Morales has the highest

frequency of consonant fourth suspensions.

Table IV.10: Percentage of Suspensions Given Ornaments

4-3 9-8 7-6 2-3 Other
Escribano 43.6 30.0 44.2 37.5 0
Festa 38.1 50.0 34.0 20.8 15.8
Genet 39.9 37.5 44.9 41.1 26.2
Morales 68.3 100.0 67.6 0 0
Nau 37.8 80.0 36.1 30.4 10.0

As the only Italian composer present in this study, it is tempting to speculate

that Festa borrowed from the stylistic characteristics of the other two regional groups
and began the development of a Roman style of composition for the lamentations.
There is certainly very little of distinction in Festa's dissonance usage in comparison
with the other composers, and it could be remarked that he often finds the 'middle of
the road' in his approach to dissonance usage. Perhaps the only distinguishable
factors are the complete absence of the appoggiatura-like dissonance in Festa's

compositions; a high frequency of suspensions, which he employs more often than

any other composer except Morales; and the use of consonant two-note ornamental

figures with the 9-8 suspension. He is also the only composer to employ an

anticipation of a quaver's duration as a suspension ornament.

In many areas of usage Festa can be said to share traits with other composers,

especially the two French composers. Along with Genet, he is the only composer to

employ the escape note form of the syncope and the only one to employ suspensions
of a minim's duration. And like Nau, he only uses anticipations of a crotchet's
duration. Also like the two French composers, Festa has a higher frequency of 2-3

suspensions than 9-8 suspensions, a distinction from a higher usage of the 9-8 in the

Spanish composers' lamentations. Festa does, however, share with Morales the high

frequency of suspension usage and a high frequency of consonant fourth suspensions.
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Table IV. 11: Summary of Regional and Individual Characteristics

Region/Composer

French

Spanish

Escribano

Festa

Genet

Morales

Nau

Characteristics of Dissonance Usage

Increased usage of ascending passing-note dissonances
Increased usage of appoggiatura-like dissonances, upper neighbour-

notes, and escape notes resolved by leaps greater than a third
High frequency of syncope dissonances
Increased usage of the 2-3 suspension, which may be used with a

separate preparation and ornamented up to the duration of a dotted-
semibreve

Usage of accented passing-note dissonances
Increased usage of lower neighbour-notes
Decreased usage of 2-3 suspensions, increased usage of 9-8

suspensions, suspension ornaments - especially on 4-3
suspensions, and suspensions of larger durational values,
including the breve.

Favours large durational values for dissonances
High frequency of minim lower neighbour-notes, escape notes,

anticipations, suspensions of a breve's duration
Low frequency of semibreve suspensions, passing-note

dissonances,consonant fourth suspensions, and anticipation
ornaments for suspensions

Never employs a delayed resolution with a suspension
Never uses appoggiatura-like dissonances

High frequency of suspension usage, especially 2-3 and consonant
fourth; and consonant 'two-note' ornament with the 9-8
suspension

Never uses appoggiatura-like dissonances
Employs suspensions of only a minim's duration
Liberal treatment of the dissonance, most dissonant

composer
Most frequent usage ofmore striking dissonances, ie. the escape note,
anticipation,upper neighbour-note, and appoggiatura-like
dissonance.

High frequency of passing-note dissonance, emphasising smaller
durational values

High frequency of syncope dissonances in all forms
Low frequency of suspension usage, but highest usage of less

common suspension types.

Lowest frequency of passing tones, especially ascending
High frequency of neighbour-note dissonance and escape notes
Little usage of appoggiatura-like dissonance
Highest frequency of suspension usage, especially 9-8 and 4-3

suspensions
Highest percentage of ornamented suspensions and consonant fourth

suspensions
Never uses passing-note dissonances or neighbour-notes of a

quaver's duration
High frequency of ascending passing-notes and syncope dissonance
Low frequency of neighbour-notes, anticipations and 9-8

suspensions
Least likely to ornament suspensions
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It would seem that while Festa's general approach to dissonance usage in the
lamentations has no strong ties to either school, it is primarily influenced by the French

composers. Yet at the same time, Festa does not appear to share the French fondness
for some of the more striking dissonant forms such as the appoggiatura-like
dissonance and the upper neighbour tone; and, like the Spanish, has chosen to

emphasise the suspension at the expense of the passing-note dissonance.

Nau, as discussed above, shares many of the traits found in his dissonance

usage with the compositions of Genet. Unlike Genet and all of the other composers in
this study, Nau does not use passing-notes of a quaver's duration at any time in his
lamentations; and, like Escribano, he does not employ neighbour-notes of a quaver's
duration. Nau does have the highest ratio of ascending to descending passing-notes
and the lowest frequency of neighbour-note dissonances, anticipations, and 9-8

suspensions. Additionally Nau is the least likely of all five composers to ornament his

suspensions, especially those of a semibreve's duration, and he never uses a dissonant

anticipation as a suspension ornament. He is, however, the most frequent user of the

syncope dissonance employing it as a passing-note, neighbour-note, and appoggiatura-
like dissonance.

Of all of the composers in this study, Escribano can be said to favour the

largest durational values with his dissonances. Within his lamentations can be found
the highest frequency of minim lower neighbour-notes, escape notes, anticipations,
and suspensions of a breve's duration. Additionally, Escribano's lamentations have
the second lowest frequency of semibreve suspensions and quaver passing-notes (with
the exception of Nau who does not employ the latter device). Escribano also holds the
lowest frequency of passing-note dissonances. In his suspensions, Escribano never

delays a resolution and rarely employs an anticipation ornament, never using it with the
7-6 suspension. He also has the lowest frequency of consonant fourth suspensions
and only employs this device with a suspension of a breve's duration.

All of the above conclusions begin to shed some light not only on the regional
and individual compositional usages of dissonance within the lamentations, but also on

the various influences of other schools as they began to impact on the Italian

composers gaining prominence in Rome. The outline of characteristics in Table IV. 11,
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summarizes this information and provides the beginnings of an assessment into the use

of dissonance as a stylistic tool amongst these five composers. The informative nature

of these results should encourage further intensive study of dissonances in other

genres and time periods. In continuing this assessment we will begin to gain a greater

understanding of individual compositional styles beyond a simple overview of an era.

IV.4 Dissonance and Text

Although mentioned in passing, one final word should be addressed to the

relationship between text and dissonance usage. One of the primary criticisms leveled
at the work of Jeppesen has been his disregard of the text, especially with regard to

those dissonances he highlights as exceptional. In particular, it is worthy of note that
in many instances these exceptional dissonances appear in Palestrina's lamentations.

As shown earlier, the lamentations of this study are not more dissonant than
other compositions, but contain a larger proportion of more striking dissonances than
other genres. As noted by both Cerone and Pontio, composers employ these

dissonances to highlight the more somber nature of the text from the Threni. A

review of the examples given within this chapter, especially those of the more striking
dissonance types, however, shows little connection between the use of dissonance and

particular words or phrases from the Threni. While there are occasions (see for

instance Example IV.3a) when a particularly striking dissonance is employed with a

more somber or impassioned phrase, as a general rule the dissonance usage within
these lamentations reflects a more general representation of the nature of the text.

Despite this, there are a few passages where the increased presence of
dissonant notes appears to lend a stronger emphasis to a word or phrase within the
lamentations. The most striking passage in all of the settings in this study occurs in
bars 38 to 42 of N/i. The unusual occurence of so many fourths immediately draws

attention to the setting of the text quasi vidua ( 'like a widow') and may to a certain

extent be an attempt to reflect the meaning of the complete textual phrase ('the head of
the nations caused to be like a widow').

The lamentations contain a few occassions where an increase in dissonance

usage highlights a particularly strong section of the text. In the first lessons (Incipit
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Lamentatio) of Escribano and Nau the text sub tributo ('under tribute') is set with an

increased use of dissonances as compared to surrounding passages (see E/i, bb.72-80
and N/i, bb.57-61). And Nau, Festa, and Genet highlight the word inimici

('enemies') with an increase in dissonant attacks (see N/i, bb. 117-123; N/v, bb.102-

104; and Example IV.11 - G/i, bb.179-190). The passage from F/i (given below in
Example IV. 12 - F/i bb. 100-106) shows a marked increase in passing-note
dissonances from its preceding passages as Festa sets the text inimici. A similiar
occurence may also be found in F/viii where Festa sets the text iniquitates eorum

portcivimus ('borne their injustices'), (see Example IV.13 - F/viii, bb.148-155).
Withn all of six settings of the Oratio, the text ad extraneos ('to strangers') is also
given emphasis through an increased use of dissonant attacks (see for example N/viii,
bb.55-59 or E/vi, bb.65-76).

Example IV.ll - G/i, bb.179-190
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Example IV.12 - F/i bb.100-106
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Example IV.13 - F/viii, bb.148-155
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In addition to these specific occurences, it becomes tempting to draw
conclusions regarding dissonance usage and the four primary divisions of the
lamentation settings (Incipits, Hebrew letters, verses, and refrains). The logical
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conclusion would lend itself to an increased usage of dissonance in both the Hebrew
letters and the refrains as these areas also allow for a greater degree of imitative
material and other compositional devices. An analysis of the number of dissonant
attacks within these sections and the average length of the dissonances in each section
can produce a composite score that reflects the average amount of dissonance per breve
in each section. The results shown in Table IV. 12 give an estimate for each of the
lessons and their subdivisions.

The vast majority of lessons can be seen to have an increased dissonance usage

in the settings of both the Hebrew letters and, to a lesser degree, the Incipits.

Interestingly, the Oratio settings of Genet and Nau (G/ix and N/viii) show a

progressive increase in the use of dissonance over the course of the lesson. This

approach is also employed by Nau in N/iv. An analysis of individual verses and letters
within the lessons shows no conclusive patterns with regard to the level of dissonant

usage and the choice of text. The dichotomy of dissonance usage is thus best

explained as a result of compositional technique. As previously discussed in Chapter

III, the Hebrew letters, refrains, and to a lesser extent the Incipits are often less

homophonic in nature than the verses. The decreased independence of the individual
voices in these homophonic and quasi-homophonic sections does not lend itself to a

high level of dissonance use.
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Table IV.12: Composite Dissonance in the Lamentations by Section

G/i G/ii G/iii G/iv G/v

Incipit 0.4015 - - - -

Letters 1.1647 0.6704 0.6506 0.8189 0.6829
Verses 0.6197 0.6650 0.5875 0.5276 0.5346
Refrain 0.7704 0.7560 0.6391 0.6298 0.8010

G/vi G/vii G/viii G/ix G/x

Incipit - - - 0.5096 0.4422
Letters 1.0049 0.6225 0.4032 - -

Verses 0.4368 0.7800 0.6013 0.7035 0.9660
Refrain 0.7426 0.6474 0.8991 1.3920 0.7772

G/xi M/i M/ii M/iii M/iv

Incipit - - - - -

Letters 0.7945 0.8080 0.6502 0.5523 0.7617
Verses 0.6176 0.4651 0.4217 0.5327 0.6075
Refrain 0.6800 0.7986 0.8330 0.7134 0.7800

M/v N/i N/ii N/iii N/iv

Incipit 0.9177 0.7040 - - -

Letters - 0.7161 0.9440 0.6599 0.3000
Verses 0.5478 0.6648 0.2791 0.5167 0.6150
Refrain 0.7670 0.8633 0.5293 0.4700 1.5916

N/v N/vi N/vii N/viii F/i

Incipit - - - 0.1700 0.6889
Letters 1.0688 0.5504 0.9599 - 1.2240
Verses 0.4256 0.5562 0.6811 0.4800 0.7093
Refrain 1.5045 0.5408 0.5952 0.6136 0.9120

F/ii F/iii F/iv F/v F/vi
Letters 0.5548 1.3350 0.5239 1.1173 1.0646
Verses 0.4229 0.5642 0.3543 0.5493 0.6267
Refrain 0.3600 0.5624 0.6890 0.9815 0.6984

F/vii F/viii E/i E/ii E/iii

Incipit - 0.2490 0.6669 - -

Letters 1.3342 - 0.8675 0.4263 1.0443
Verses 0.6030 0.6384 0.7415 0.3570 0.5949
Refrain 0.6771 0.4851 0.8346 0.9890 0.4800

E/iv E/v E/vi

Incipit - - 1.0200
Letters 0.8827 0.5556 -

Verses 0.4768 0.5631 0.6478
Refrain 0.5700 0.6195 0.8568
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Chapter V. Structural Representation

For many generations scholars and performers have observed in the music of
the sixteenth century a seamless texture of sound that flows continuously without the
routine divisions that became the penchant of later periods. This prolonged view has,

however, obscured the subtle structural divisions that do in fact occur in these

compositions. The work of recent scholars has shown that within sixteenth-century

polyphonic compositions may be found a hierarchy of cadences which delineates the
relative independence or subordination of portions of a work, and subsequently

determines the overall structure of the composition.1 These structural divisions are

further reflected by a variety of other factors from changes in texture and motif, to

changes in rhythmic activity and dissonance usage. Employing the full range of tools
available to him, a composer could articulate not only textual structure, but forms
outwith the boundaries laid down by the text. This chapter presents a system for the

analysis of these cadential hierarchies and applies it to the lamentations of this study.
The information derived from this analysis is then used to outline features with regard
to structure within the settings.

V.l: Cadential Factors

Theoretical descriptions of the period describe a basic two-part cadence created

when two voices move from a major sixth or minor third to an octave or unison.2 Of

these two voices, one, the cantorizans, will ascend by step and the other, the

tenorizans, will descend by step to the cadence tone.3 These two factors create the
1 see Aldrich, Putnam, "An Approach to the Analysis of Renaissance Music," Music Review, xl
(1969); Judd, Cristle Collins, "Josquin Des Prez: Salve Regina (a5)," Models of Musical Analysis :
Music before 1600. Mark Everist,ed. (1992) pp.114-143; Ollikkala, Debra Cairns, "The Use of
Cadences to Define Structure in Selected Masses of Palestrina," Choral Journal. August (1994) pp.27-
32; Vaccaro, Jean-Michel, "Las! pour vous trop aymer," Models of Musical Analysis: Music before
1600. Mark Everist, ed. (1992) pp. 144-202; Dill, Charles W., "Non-Cadential Articulation of
Structure in Some Motets by Josquin and Mouton," Current Musicologv. xxxiii (1982) pp.37-55.

2 see for instance Aaron, Pietro, Libri tres de institutione harmonica (1516).
3 In his Die Tonarten.... of 1974, Bernhard Meier applied the seventeenth century terms, cantorizans,
altizans, tenorizans, and bassizans, to the four stereotypical cadential motions attributed to these voice
parts. For the sake of clarity these names will be used throughout when referring to these
characteristic motions. Meier, Bernard, Die Tonarten der klassischen Volkalpolvphonie. nach den
Ouellen dargestellt. Utrecht, Oosthoek, Scheltema, & Holkema (1974) translated by Ellen S. Beebe,
New York, Broude Brothers (1988).
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basic 'Renaissance' cadence, referred to in this dissertation as a simple cadence. As is

apparent in the application of Bernhard Meier's terms for these two movements, these

two voices would have occured most frequently in the soprano (cantor) and the tenor

as dictated by the early use of the cantus firmus within a composition. Despite the fact
that this placement of the plainsong strictly in the tenor had begun to lose its pre¬

eminence in the sixteenth century, the appearance of the cadential movements
(especially the cantorizans) in their respective voices was considered their primary
placement by theorists right up to the end of the century.

When additional voices participate in the cadence they add or detract from the
cadence's strength of repose. As one might expect, if all voices were to join in the
cadential movement this would significantly heighten the strength of the cadence.
Voices may join in a cadence by taking on a variety of roles. One of the strongest
additions to the cadential movement is that of the bassizans - a movement of a fifth

(from the 'dominant') to the cadence tone. In addition to the three potential roles

already mentioned, Meier also defines a fourth stereotypical role most commonly
found in the alto, and thus named the altizans. The altizans is defined by the presence

of a tone a fifth above the cadential tone where it is preceded by the same note, (see

Example V.l which shows each voice in its respective position). There is no inclusion
in Meier's system for the presence of a voice leading to the third, major or minor,
above the cadence tone. The presence of a third at a cadence point, while quite
common in compositions of the time, was still considered a negative factor, detracting
from the more 'perfect' open sounds of the fifth and the octave and reducing the

strength of the cadence. This is supported by the fact that at nearly all main structural

points, composers of the time avoided the use of the third above the cadence tone,

relying solely on the open sounds of the octave and the fifth.

Example V.l: Simple Cadence with Bassizans and Altizans

^ ft" a
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Ornamentation during the cadential movement also plays a vital role in the

strength of a cadence. Most students of music would identify the formal cadence given
in Example V.2 as a typical Renaissance cadence. The suspension in the cantorizans
functions in two ways to increase the strength of the final repose by increasing the
feeeling of arrival on the cadential tone. The first occurs when it highlights the
cadential tone as a dissonance, and thus draws attention to the semitone movement.

The second involves a more subtle effect on the overall rhythm of the cadence, created

by the displacement or delay of the cantorizans movement. The suspension itself may
be further ornamented, usually by a lower neighbour-note, but at times by an

anticipation. This further ornamentation draws increased attention to the final cadence,
and will further strengthen its sense of closure.

Example V.2: Formal Cadence

(J .. —tSt— &7-S—4 8 —-Q —rt—^—Fi

■9-
77 ■Pr 75

f

The duration of the final cadence tone (or chord) plays an obvious role in the

strength of repose. The longer a tone is held the greater the sense of repose will
become. For reasons of simplicity, the cadential analysis system in this paper (see
Table V.l) has divided these durations into three levels: those cadences in which the

duration of the cadence tone is less than the value of a breve, those in which the

duration is equal to that of a breve, and those greater than a breve (including those
cadence tones given fermatas). The majority of internal cadences, those occuring
between structural points, are held for values less than that of the tactus. While these

values themselves may vary, it was considered unnecessary to distinguish amongst

them. The lower the durational value of the cadential tone, the greater the number of

negative cadential factors will become; thus it becomes clear in the final analysis that
the cadence is weaker than those of a greater value.

In addition to the positive contributions to a cadence's strength of repose
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delineated above, there are numerous factors that may detract from the strength of a
cadence. The appearance or loss of a voice at the cadential point will effect the sense

of repose, as will the failure of the tenorizans or cantorizans to be fully present within a

single voice. In other words the tenorizans or cantorizans is implied by another voice.

Any note obscuring the cadential harmony will also detract from its strength. This may

occur in one of two ways. In the first the cadential harmony may be obscured by the

presence of a non-dissonant tone which alters the harmony, nearly always in the
lowest voice. The second method includes the presence of any dissonant tone at the
cadential point. Additionally, a cadence in which the primary movement of the
cantorizans and the tenorizans is that of a minor sixth to an octave will be weaker. In

other words, if the leading tone in the cantorizans is not likely to be raised according to

musica ficta, and is not replaced by a semitone movement in the tenorizans (i.e. a

Phrygian cadential movement), the final cadential movement will not exert the same

pull to the final point of the cadence.

Example V.3: Half Cadence
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The discussion of the cadence up to this point has excluded any mention of that

type often identified as the half-cadence. A half-cadence is one in which the motion to

the perfect consonance lacks the defining characteristics of the cantorizans and the
tenorizans in their completed form (see Example V.3). Because of its incomplete

nature, the half-cadence presents a weaker form of repose than a full cadence. This

weakness is a direct result of the pull of the cadence to another cadential tone. If we

were to put it into more modern terms, it could be considered a cadence to the

dominant, thus retaining some need to move to the tonic. The half-cadence, like the

full cadence, may be effected by numerous factors. It also may include a strong 'bass'
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movement of a fourth or fifth as a strengthening factor and the cadential point may be

preceded by an ornament, usually an anticipation of the entire final chord. Similarly,
the half-cadence may be effected in a negative way, not only by many of the factors
that affect the full cadence, but also by the presence of ornaments at the cadential point
(see Example V.4). As the half-cadence is derived from the full cadence, it may on

rare occasions, usually at the ends of phrases and under a fermata, include the

suspension and ornament of the cantorizans at the point of the cadence.

Example V.4: Half Cadence with Suspension
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V.2: Cadential Analysis

Having outlined and determined the factors influencing the cadence, it then
becomes necessary to outline a concise and simple system for determining where each
cadence within a work will fall in that composition's hierarchy. It is at this point that

previous attempts become unclear. Methods such as the one employed by Jean-Michel
Vaccaro in which he tabulates up to eight factors regarding the cadence, provide no

clear means of comparing relative cadential strengths.4 While this method works on

the short composition he analyses with its straightforward structure and lack of intra-

phrasal cadences, the long list of factors only creates confusion when one attempts to

apply it to a more complicated polyphonic work. The approach presented by Debra
Cairns Ollikkala begins to give a somewhat more comprehensible means of

comparison, as she provides for four styles or categories of cadences.5 By assessing

4 see Vaccaro, Jean-Michel, "Las! pour vous trop aymer," pp. 182-5.
5 see Ollikkala, Debra Cairns, "The Use of Cadences," pp.27-32
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Table V.l: Cadential Analysis Factors

Positive Factors:
Formal Cadence 2

Simple Cadence I
Canorizans in Soprano, Tenorizans in Tenor 1
Presence of bassizans. I
All possible voices participate in cadence. 1
Cadential note(s) is (are) given a rhythmic duration

of a breve. 1

Cadential note(s) is (are) given a rhythmic duration longer
than a breve or is (are) marked by a fermata. 2

The suspension in the cantorizans is ornamented.
(Formal Cadence only) 1

The cadential chord consists of octaves and fifths only. 1

Negative Factors:
A voice(s) drops out immediately prior to the cadence. -1
A new voice(s) enters at the cadence. -1
Voice(s) continue their melodic movement

through the cadence. -1
Cantorizans and/or tenorizans is implied by another voice -1
Cadence includes notes not involved in the cadential

harmony.
(i.e. cadence is obscured by another note(s) or a
non-harmonic tone(s) is (are) present.) -1

Cadence moves from a minor sixth to an octave.

(i.e. a semitone movement is not present or likely to be
present in the cantorizans or tenorizans.) -1

various factors a cadence must then be classified within one of these groups. These

classifications, however, remain vague and require a large degree of subjective

judgement on the part of the analyst.
No system can be used to accurately delineate the inner workings of the

cadential hierarchy within a polyphonic composition, and it is certain that the one

employed within this thesis is not without its own flaws. The difficulty lies on two

points: where does one draw the line between a cadence and normal part-writing, and
how does one avoid any subjective decisions in the analysis process? The first, by its

very nature, has a tendency to take care of itself. Any cadence which could also be

considered a mere result of part-writing will, after assessment, receive a low value.

While the hierarchy itself is what gives credence to the stronger cadences, it is the

relatively stronger cadences which aid in delineating the structure of the composition.

Thus, an accurate asessment of all of the very weak cadential movements need not be
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essential to the final conclusions regarding the structure of a work.

Avoiding subjective decisions was found to be the most difficult task of all
within the analysis of the works involved in this study, and one which was never

achieved in its entirety. The only balance which can be given to subjectivity is

consistency within the analysis of a composer's work. For this reason, however, the
exact numeric values of the cadential analysis may not be accurately compared with
those of another composer beyond the context of a very general overview. The

importance of the comparison lies in the structural choices of one composer versus

another, and not in the resulting numerical values of any cadence. The cadential

analysis employed in this paper is only a means to an end and should not be viewed as

the end in itself.

If the factors effecting a cadence can be so clearly delineated, then so can their
combined influence without resorting to a final subjective judgement regarding the

relative degree of repose. With this intent in mind, the factors listed in Table V.l have
been divided into positive and negative effects and most given a relative numerical
value of one.

By combining the relative values of all the factors present in an individual

cadence, a numerical score representing the cadence's relative degree of repose is
obtained. This score, when combined with the pitch of the final cadential tone, may
then be used to compare cadences within a composition to determine the cadential

hierarchy of the work in question. It must be remembered, however, that all cadences,
even those with negative scores, retain some degree of repose and structural function.
The realisation of overall structure comes not from the individual strong cadences, but
from the hierarchy that has produced them. In other words each strong cadence is

preceded by a progression of cadences of generally increasing strength. Following a

strong point of repose, this process will begin again with a weaker cadence until the
conclusion of the piece. For instance the excerpt in Example V.5, reflected also in
Table V.2, begins with its first cadence to c in the seventh bar (a third above the final).
The cadence, as one might expect at this early stage, is weak. Its cantorizans

movement is located in the alto voice, while the other essential cadential movement, the

tenorizans, is located in the bass. Of the other two voices, the tenor moves to a note a
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Table V.2: Cadential Analysis of Excerpt from E/v
Bar Cadence Composite Cantorizans Tenorizans Bassizans Tone

No. Type Score

57 Simple 3 alto bass c

62 Formal 4 soprano bass e

71 Formal 4 tenor soprano(impL) B a

75176 J
Simple 0 bass alto e

Formal 9 soprano tenor B a

Example V.5: Cadences from E/v, bb. 51-76
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fifth above the cadential note, while the soprano moves to a third above the cadential
tone. Therefore, this simple cadence receives a positive-factors score of three as a

result of its length and the particpiation of all of the voices. There are no negative
modifiers effecting this cadence.

The second cadence of the section occurs five breves later. The cadence is a

formal cadence with the suspended cantorizans movement in the soprano and the
tenorizans in the bass. The formal nature of the cadence along with the rhythmic
duration of the cadential tone, that of a breve, and the participation of all four possible
voices results in a positive-factors score of four. Like its predecessor the cadence has
no negative modifiers.

The homophonic nature of the excerpt delays the occurence of the next cadence
until nine breves later where a formal cadence is made to the final of the lamentation

setting, a. The cadence's positive-factor score is enhanced by the ornamented
cantorizans located in the tenor and the bassizans movement found in the bass. Along

with the particpation of all four voices and the duration of the cadence this produces a

score of six. The cadence , however, is effected negatively by the continued motion in
the tenor voice and the incomplete tenorizans in the soprano. While the resolution is

implied aurally by the tenor, the soprano moves to a thrid above the cadential tone.
This combination produces a composite score of four. Though this cadence shares the
same composite score as the previous cadence, it may be considered a stronger cadence
as it cadences to the final, a, as opposed to the fifth above, e.

The fourth and fifth cadences form what may be titled a cadential pair. The
fourth cadence does not function as a true independent entity. Already at the cadential

point the cantorizans and tenorizans movements of the fifth cadence are occurring. In

essence, this cadential pair makes up an early form of what we will come to know as a

V-I cadential movement. Thus as the bass and alto voices complete the fourth cadence
the soprano and tenor have already begun the cadential movement to the fifth cadence.
It is worthy of note that the fifth cadence, with its prolonged duration, placement of
cadential voices, and inclusion of a bassizans movement, forms the strongest possible

formal cadence. The addition of the cadential pairing provides for an added sense of

repose.
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The hierarchy created in the above example may then combine with other
similar sections to delineate even larger structural schema. No cadence functions

entirely independently of another, and each must play its part in the compositional
structure of a work. After the review of a work, the information provided by cadential

analysis may then be combined with other factors, such as voicing and the degree of
imitative material, to provide insights into the textual, musical, and even mathematical
structures that may combine to give a composition its individual structural outline.

V.3: Structure in the Lamentations

The internal and overall structures of a composition provide insights into a

composer's own style of composition. For the sake of clarity the following discussion
of structural schema in the lamentations of Genet, Escribano, Festa, Morales, and Nau

has been limited to their settings of the first lesson, Incipit lamentatio, and the final

lesson, the Oratio Hieremiae. Of these, the latter is set by all five of the composers;

however settings of the Incipit lamentatio are only extant by four of the five

composers, the exception being Morales. Despite this fact it has been included to

contrast the function of structure in lessons with a clear plainsong usage (Incipit

lamentatio) against those with a less prevalent usage.6 The analysis will be presented

in a two-part format by first exploring the general structure of the text employed by the

composers and then, the musical structure as defined by the cadential hierarchy and
other influencing factors.

V.3.1: Incipit Lamentatio - Textual Structure

Although the overall structure of a chapter from the Threni is defined by the

Hebrew acrostic, each verse has its own internal structure laid out by the phrases or

sentences in which it is grouped. Often there are many routes of interpretation
available to the composer, including some which may ignore the topical unity between

phrases within a verse. Composers' decisions whether or not to follow the structure

of the Biblical text may provide significant insights into their style. These insights gain

6 For a more detailed discussion of the use of plainsong within the lamentations, please refer to
Chapter III. In many of the settings of the Oratio, it is impossible to determine an accurate plainsong
source (especially those of Genet and Morales) and, as a general rule, the use of plainsong material
within these lessons was significantly less prominent.
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increased importance in the early sixteenth century as it was considered a time of

change in compositional perspective when many composers chose to increase the

relationship between text and music on various levels.7

Table V.3: Text Choices for the First Lesson

Genet Escribano Festa Nau
Lam 1:1-4 Lam 1:1-2 Lam 1:1-2 Lam 1:1-4

The first verse (see Table V.3 for a list of those verses chosen by each

composer) could be considered to have a tripartite division created by the first sentence
and the two succeeding phrases. The last two phrases, however, share a common

bond as they are attempts to emphasise the first statement through comparison. In the

light of this information, the initial tripartite division should perhaps be reconsidered in
order to reflect these relationships. Thus, the verse takes on perhaps a two-part

division in which the first part is made up of a strong statement regarding the
devastation of Jerusalem, and the second part is further divided by two descriptive

phrases related to the initial statement of part one and not directly to each other. The

related technique found throughout the Psalms is known as parallelismus

membrorum.

The second verse takes on a tripartite division with a further division in the first

part caused by the initial two phrases of the verse as they provide the description of the
lamenter. The second section, phrase three, describes the plight of the lamenter; and
the final section, phrase four, gives a reason for her lamentation. Alternatively, this
final section could be considered less distinct and given a closer relationship to section
two if one chooses to interpret it as a reason for why none of the lamenter's beloved

may console her.
The third verse shares a similar scheme as that found in the second. Like the

second, it may be interpreted as having either three distinct sections, or one may allow
for a closer relationship between the two final phrases. Unlike the second verse,

^ Cristle Collins Judd ("Josquin des Prez: Salve regina (a 5)," Models for theAnalvsis of Renaissance
Music, p.l 17.) delineates three main avenues in which text and music may interact: 1) the relationship
of text structure and musical form; 2) symbolic and functional associations of the text which may be
realized in an overtly musical way; 3) the literal musical representation of expressive and rhetorical
elements of the text.

150



Lamentations 1:1-4

Incipit
Incipit Lamentatio Heremiae Prophetae
Here begins the Lamentation of the Prophet Jeremiah

Verse 1

Aleph
Quomodo sedet sola civitas plena populo
How devastated sits the city once full of inhabitants
Facta est quasi vidua domina gentium;
The head of the nations caused to be like a widow

princeps provinciarum facta est sub tributo.
a ruler of provinces brought under tribute.

Verse 2

Beth

Plorans ploravit in nocte,
A lamenter weeps at night,
et lacrimae eius in maxillis eius;
and her tears are upon her jaw (cheek);
non est qui consoletur earn ex omnibus caris eius:
there is none to console her out of all of her beloved:

omnes amici (persecutores®) eius spreverunt earn et facti sunt ei inimici.
All her friends (persecutors) have rejected her and have become her enemies.

Verse 3

Ghimel

Migravit Juda propter afflictionem et multitudinem servitutis;
Judea has migrated (gone into exile) because of affliction and a multitude of slaveries

(labours);
habitavit inter gentes nec invenit requiem:
she resides among the nations and does not find rest:
omnes persecutores eius apprehenderunt earn inter angustias.
all her persecutors have seized her in the midst of her anguish.

Verse 4

Daleth

Vie Syon lugent,
The roads to Sion mourn,

eo quod non sunt qui veniant ad solemnitatem;
because no one comes to her solemn feast;
omnes portae eius destructae,
All her gates are destroyed,
sacerdotes eius gementes,
her priests are weeping,
virgines eius squalide,
her virgins are in mourning,
et ipso oppressa amaritudine.
and she herself is bitterly oppressed.

Refrain (paraphrased from Hosea 14:1)
Hierusalem, Hierusalem convertere ad Dominum Deum tuum.
Jerusalem, Jerusalem return to your Lord God.

8 Festa substitutes this word for amici in his setting.
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however, the third does not have an internal division within any of its sections.
The fourth verse provides for the largest number of possible divisions of any

of those considered. The verse is essentially divided into two sections. The first is
made up of the two primary phrases with their strong ties of topical unity. The second

section, as is the entire verse, becomes a listing of the problems within Sion. There
are options, nonetheless, available to a composer that might alter the divisions already
introduced. The most obvious one, and one that would seem perfectly acceptable to

the meaning of the verse, would be to emphasise the verse as a list of items. In order
to do this, a composer might choose to divide the verse into five sections, one for each

item, with a division in the first item to include the first and second phrase.
All of these determinations of textual structure are to some extent subjective,

and an individual composer's choice of how he may or may not represent the text can

supply insight into his compositional style, most particularly the importance of the text
as a determinant in his music.

V.3.2: Incipit Lamentatio - Musical Structure

Employing the methods already discussed, the music of each lesson can now

be analysed to produce a cadential hierarchy, and consequently a set of structural
schema present within the composition. Emphasis will be placed on the music and its

relationship with the text, and where applicable the influence of the various lamentation

tones; however, non-textual structures where present will also be discussed, most

significantly those known to be prevalent during the period, such as dynamic

symmetry and Pythagorean relationships. Before continuing, it is therefore necessary

to briefly highlight these structural systems.
Much attention has been devoted in recent years to design theory and its

influence on both composers and their compositions. With respect to this, there seems

little need to reproduce the history of Pythagorean ratios and dynamic symmetry (the

Golden Section) from Pythagoras to the sixteenth century.9 By this time a revival of

Neo-Platonism had begun in the Academies of Florence and Rome, a school of

thought that believed perfection was achieved through exact geometric determination.
9 For more information regarding the history of these ideas see, among others Lawlor, Robert, Sacred
Geometry. London, Thames and Hudson Ltd. (1982).
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This influence was felt not only in music, but in art and architecture as well, supported

by Plato's emphasis on the relationship between visual proportion and musical

harmony. Thus design theorist, Pozzi Escot, tells us that architecture and music in the

Renaissance came to mean all of the following: 10

1. progressive divisibility controlling all parts
2. design and experience as representatives of transcendental truth
3. inspiration through vision
4. expression of the great Christian virtues of balance
5. mapping of a hierarchy of logical strata
6. dependence on Pythagorean-Augustinian esthetics
7. application of the Golden Mean for the concordance of a whole and

parts, and parts and parts
8. development of a plan or sonic motion in accordance with geometric

laws

The ratios themselves result from the attempts of Pythagoras to explain musical

pitches in terms of spatial relationships. These ratios were viewed in terms of their
divine relation to a universal harmony, and their application was soon expanded

beyond the definitions of consonances. They are as follows:
1/1 - unison
1/2 - diapason (octave)
2/3 - diapente (perfect fifth)
3/4 - diatessaron (perfect fourth)
4/5 - diatonus (major third)

In addition to these ratios of musical consonance, Pythagorean thinkers placed a strong

emphasis on the Golden-Section proportion. The Golden-Section was defined as that

point between "two measurable quantities of any kind when the ratio between the

larger and the smaller is equal to the ratio of the sum of the two and the larger."11 This

point, symbolised by the Greek letter phi (<J>), can be defined mathematically as (V5 +

1)^- 2 = 1.61803398875...., and approximated as 1.618. These ratios make-up a

set of choices for possible structural schema, in addition to those presented by the
textual structure and cantus firmus, that will be shown to appear in some of the
lamentations analysed in this paper. Their presence can be shown by a cadential

hierarchy and other influencing factors, and can exist independently of the textual
structures already presented.
10 Escot, Pozzi, "The Gothic Cathedral and the Hidden Geometry of St. Hildegard," Sonus (1984)
pp. 14-31.
11 Lawlor, Robert, Sacred Geometry, p.7.
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V.3.2a: Escribano

The overall structure in Escribano's setting of the first lesson is one influenced

simultaneously by the text, the Spanish lamentation tone, and Platonic/Pythagorean
ideals. The cadential hierarchy chart for the lesson, from which the following
discussion will be drawn, is given in Appendix II.

Throughout the entire lesson Escribano employs strong cadences to mark the

primary internal divisions of the work. In both verses, Escribano makes use of this

powerful tool to establish an immediate distinction between the Hebrew letters and
their suceeding verses. This is a distinction that is not as clear in the lessons of other

composers, as will be shown in later discussions.

Throughout Escribano's first lesson, the Spanish lamentation tone (see

Chapter III) plays a strong role in the development of the textual structure. The

repetitive nature of the tone, however, often results in cadential placements in areas that
conflict with the structure required by the text itself. As Escribano chooses to give a

very prominent role to the tone in his first lesson, he must then concede certain
cadential movements. As will be shown, though, he takes steps each time to ensure

the text is presented in comprehensible groupings.
In his first verse, Escribano chooses to represent the text with the two-part

division discussed earlier (see the cadential analysis chart in Appendix II). This

division between the two sections is marked by the strong cadence at populo. The

second section contains an additional two-part division between the two descriptive
statements regarding the condition of Jerusalem. The cadential movements in this
second section can be seen to provide a steadily increasing intensity or hierarchy,
within the context of the internal divisions, in their movement towards the end of the

verse. It is in this section, however, that the first conflict between the tone and the text

arises. As can be seen in the cadential analysis chart, the tone cadences at the

conclusion of the word provinciarum, interrupting this statement of the verse.

Although Escribano does not avoid or weaken this cadence, he ensures the coherence
of the line by making the cadence the first half of a cadential pairing as it moves to a

second cadence on the first syllable offacta.

Perhaps another reason for Escribano's use of a cadential pairing as opposed
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to a weakened cadence is the superb example of extended text painting that this verse

provides (see E/i, b.58-80). The text princeps provinciarum, ruler of provinces, is

set with imitative voice-pairings (the first of only two occurences in the lesson). All
four voices then join in a cadence and the textual line continues in a near perfect

homophonic movement of breves until it is brought down in 'tribute' by a succession
of imitative stepwise descents of an octave characteristic of the final section of the
lamentation tone. In this scenario, perhaps Escribano is making the best of the

requirements of the lamentation tone in order to convey the meaning of the text.
In the second verse, the text is again given a two-part division by a strong

cadential movement at the end of the first line of text {...maxillis eius), establishing a

connection between the last two lines of the verse. The cadential hierarchy and the

logical flow of the second line of the verse, however, are interrupted by the appearance

of an unexpected cadence on the word earn. This cadence, unlike the one in the first

verse, cannot be explained by a direct reference to the Spanish lamentation tone. In

fact, a cadential movement at this point does not even appear in the tone. Despite this,
there are two reasons that may support the appearance of such a strong cadential
movement within a textual phrase.

Firstly, the cadence, as will be shown in detail later, plays a role in a structural

arrangement derived from Platonic ratios in the second half of the composition. It is

part of a sequence of 1:2 ratios that are developed to give emphasis to a division that
marks a 4:5 ratio within the second half of the lesson. Secondly, the cadential
movement might be the beginning of an arrangement to avoid an undesirable cadence
to C that appears in the tone. In the first verse, Escribano avoided this note, which is
discordant with modes I and II, by cadencing simultaneously to A with two other

voices.12 In this second verse (see E/i, b.l 11-127), Escribano avoids the discordant

note by taking an early cadence to the reciting tone, D, on earn and then employs a

descending scalar fourth, most likely derived from his setting of the Hebrew letters, to
cadence on A, the reciting tone of the second half of the Spanish lamentation tone.

Although musical factors have taken precedence over text in this instance, the

importance of textual coherence is not forgotten by Escribano. In order to maintain the
12 For further discussion of Escribano's use of the tone with regard to this cadence please see Chapter
III on Plainsong Usage.
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textual structure, Escribano has set the second line of this verse with a three-part

voicing. This is the only significant voicing reduction in the entire lesson, and

provides a link that joins the phrase despite the strong cadential movement that occurs
within it.

As the Incipit and the Jerusalem Refrain have no immediate connection to the

meaning of the verses, their discussion has been withheld until last. As introductory
and conclusive material, respectively, that appears in every lesson, they are often

subjected to certain structural and compositional conventions. The lamentations of
Escribano are no exception.

The incipit is presented with little consideration for the relationships embodied
within this brief four-word phrase. Common practice appears to provide for a division

following the word Lamentatio, which Escribano provides in his setting. The incipit
is used by Escribano as an opportunity to introduce the Spanish lamentation tone

which appears, almost in its entirety, in the soprano. In addition, the strong cadential
movement at the conclusion of the word Incipit gives a significant early indication of

the tone which will embody the lesson's tonal coherence. This cadence is also a near-

exact replica (its tenorizans is incomplete) of the one which concludes the incipit on the

word prophetae.

The setting of the Jerusalem refrain, unlike the incipit, relies more upon the

powerful message conveyed in its text. Like most composers Escribano divides the

refrain more or less into two parts with a division following the cries Hierusalem,

Hierusalem, although both statements of the word are given a relatively strong

cadence. Also of note is what appears to be a relatively weak cadence at the close of
the composition. This suprisingly weak conclusion is one that appears frequently in
lamentations and is actually a cadential grouping made up of the three final cadences.
This cadential grouping (see E/i, b.178-182) normally involves one or two voices

sustaining the final while the other voices move back and forth in a plagal motion until
all voices at last converge on the final sonority. A 'plagal grouping' of this sort would

certainly have a relative value of repose greater than that which appears in the cadential

analysis employed.13 It is, however, difficult to determine at what level that value
13 The occurence of a plagal grouping within a composition's cadential hierarchy is denoted by a brace
within the charts of Appendix II.
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should be assessed. In contemporary theoretical writings a final close is discussed

only in terms of a strong formal cadence to the final. It will be seen, however, that all
of the composers in this study employ the plagal grouping within their compositions,
most typically in situations where a strong cadential movement would be expected.
There is not, however, a conflict between practice and the theoretical writings of the

period if one views the plagal movement as an ornament that follows the final cadence.
In other words, by sustaining the final and ornamenting it with the plagal movement,

composers are ending their compositions or internal divisions with a full cadential
close in the form of a plagal grouping.

Having assessed the textual structure as reflected in Escribano's setting of the
first lesson, we must now turn our attention to the non-textual structural elements

within the composition. In this setting, all of the five Platonic/Pythagorean ratios are

present in some context, as well as, on a smaller scale, the Golden Section. In all of
these calculations a deviation of no more than one breve has been allowed between the

exact structural division and its location in the composition. As the mathematical
results are rarely in the form of a whole number, this would seem a reasonable

allowance. Those structural divisions which differ by more than one breve with any

significant occurence in these compositions have not been considered.14

The primary structural division is at the unusual grouping of six successive
fermatas in the centre of the piece, or more specifically between the eighty-ninth and

ninety-fourth breve of the composition.^ This area of strong, simultaneous rhythmic

attacks divides the composition into two equal parts, a ratio of 1:2. In addition to this

primary division, the overall structure can be seen to have divisions for each of the
other three ratios as well, although they are not marked as strongly as this first
division. The ratio 3:4 is represented not by cadential movement, but through one of

only two points of imitation (by voice pairing) in the piece on the text spreverunt earn.

The other imitative point occurs, as previously mentioned, on the text princeps

provinciarum, and marks a negative (inverse) representation of the ratio 2:3. The
14 It seems a reasonable assumption that composers of the early sixteenth century were just as capable
of the mathematical computations as we are today. Therefore, there is no reason to expect that their
efforts could have been any less accurate.
'5 The breve is considered to be the unit of the composition which is used as the basis for all
calculations within this analysis. The breve is also the equivalent of one bar in transcription.
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ratio 4:5, similar to the initial 1:2 division, is also marked by a section of strong
simultaneous rhythmic attacks or low rhythmic activity, present from the one hundred
and forty-third bar (breve) to the one hundred and forty-seventh bar.

The main structural activity of the composition appears to occur in the two

halves created by the initial division at the centre of the piece, (see Figure V.l) This
structural activity is governed by an emphasis within the halves on a particular ratio.
In the first half, the structure is built around a 3:4 division of the section that occurs at

the cadential pair linking the last line of text from the first verse. This 3:4 division is
further emphasized by two smaller 3:4 ratios, derived from the second half of the

section, that symmetrically frame the initial division. In addition to the emphasis
received by the ratio of three to four, the first half also provides a similar symmetrical

framing to the 1:2 division which divides it. This framing is the result of the two 2:3

ratios, one positive and one negative, which surround the centre of the half.
The first half also contains the composition's only instance of dynamic

symmetry. As expected the Golden Section is self-replicating, although in this
instance it only occurs three times in sequence. It does, however, appear in both its

positive and negative (inverse) representation providing several more symmetrical (1:2)

framings of the section's central division.
In the second half of the composition, the structural emphasis is given to a

point in the half which produces a ratio of 4:5. Unlike the first half, however, the

emphasis is derived from a succession of 1:2 ratios that occur every tenth of the section
until the 4:5 division is reached. As might be expected these smaller divisions also

produce 4:5 ratios of their own. In addition, the 1:2 division of the section given by

the imitation at spreverunt earn, is framed by an inversion of the initial 4:5 and several

of the smaller 1:2 ratios; and a division at a point marking the ratio of 3:4, similar to the
first half, can be found symmetrically framed by the two settings of the word

Hierusalem.

It should be noted that although the discussion of the structural schema has

placed an emphasis on the two halves of the composition as separate entities, these

parts, even those at the smallest level, have ties that relate them to one another and to

the whole. It is interesting to note that even in this structural scheme the initial Incipit
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Figure V.l: Graphic Representation of E/i

159



and the first Hebrew letter, Aleph, appear to function as some form of introductory

area, with the majority of structural occurences located within the verses.

V.3.2b: Festa

Costanzo Festa's setting of the first lesson of the Threni also employs a

variety of structural schemes, though perhaps not to the extent of the setting by
Escribano. As a result of increased activity and less homorhythmic movement, the
cadential hierarchy differs slightly from that of Escribano's setting (see the cadential

analysis chart for F/i in Appendix II). This fact is most apparent in the reduction in
cadential strengths. Nonetheless, it paints as clear a picture of the various structural
schemes.

Example V.6: F/i, bb. 64-68
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Unlike Escribano, the cadences found at the conclusion of the Hebrew letters

in Festa's setting appear to be much weaker than cadences concluding other sections of
the work. This results from the use in both cases of a plagal grouping. In the case of
the second Hebrew letter, Beth, a strong connection, via the final half cadence, is

made between the Hebrew letter and the verse. Thus having cadenced to C at the
conclusion of the letter, the brief plagal movement draws added emphasis to the
cadential pairing with the beginning of the verse (see Example V.6). The first letter,
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however, contains a stronger representation of the Roman tonus than the second, thus
concluding its cadential movement on the primary tone of the mode, F, and does not
make a connection by means of cadential pairing with the first verse. Here the plagal

grouping is slightly more extended than in the second letter providing for a stronger
sense of closure. Unlike Escribano, however, Festa does not employ the strongest

cadences of his setting to conclude the Hebrew letters, and despite the conclusion at

Aleph, it would appear he does not intend them to be entirely separate entities.

Example V.7: F/i, bb. 39-43
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In the first verse, Festa takes up neither the two-part nor the three-part division
of the text that has been discussed previously. In accordance with the tone, Festa
cadences to A at the conclusion of the first line of text. This cadence, however, is

significantly weak and is connected to the next phrase as a result of what could be
considered a simultaneous half-cadential movement in the cantus and tenor voices (see

Example V.7). From a textual standpoint this connection is a divergence from what
might be considered the norm. The initial statement is one whose strength almost
demands a separation from the two succeeding textual phrases. Despite this fact Festa
seems to imply a stronger link between the statement and the following phrase, while

providing a separation between the two final phrases. In passing it perhaps should be
mentioned that at the beginning of the second line (facta est), the Roman tonus begins
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its opening formula once again as required by the tone. The constant repititions of this

opening formula (see Chapter III), might be considered to provide some feeling of
separation between the various sections of the text.

The final phrase also contains a slight break in the textual flow following the
words, princeps provinciarum. This offsetting of the beginning of the phrase is
enhanced mostly by the reduced voicing and the separation by rests in all voices but the
tenor. Festa does, however, retain the textual coherence through the tenor voice as it
continues to carry the Roman tonus through the division created by the other voices
(see Example V.8).

Example V.8: F/i, bb. 50-55
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The second verse of Festa's first lesson is strongly divided into two parts.

The first part, which consists of the first two related phrases, takes a division

representative of the comma following the word nocte. As the cadential hierarchy

depicts, the phrases are firmly divided by a cadence to A, the reciting tone. This

cadence, despite its strength, is subordinate to the stronger movement to F at the end of
the second phrase and plays a further structural role discussed below. The link

between the two phrases is also maintained by the use of the exact same voicing for the
beginning of the second phrase as for the cadential chord at the conclusion of the first
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(see Example V.9). This continuance of the same voicing is not a regular occurence in
any of the settings and might therefore be considered a linking factor.

Example V.9: F/i, bb. 71-74
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The second part of Festa's setting of the verse is again one that appears from
the cadential hierarchy to provide little division between its component parts, the final
two phrases of the verse. As in the first verse, Festa relies on other factors to delineate

the textual ideas.

An instance of possible text painting occurs at the beginning of the section
when the tenor, and consequently the Roman tonus, drops out during the words non

est consoletur earn ex omnibus caris eius - 'there is none to console her out of all her

beloved.' The lack of the Roman tonus, on which all of the preceding music was

strongly based, emphasizes the feeling of solitude embodied within the text.

The weak division between the final two phrases is perhaps symbolic of an

interpretation of the final phrase as the 'why' which explains the preceding phrase.
The reduction in voices for the beginning of the final phrase aids in providing some

distinction between the overlapping phrases. At the conclusion of the final phrase,

omnes persecutores, however, overall textual coherence becomes secondary to a

musical idea Festa uses to emphasize the word inimici (variance, hostility). As can be

seen in Example V.10, Festa inserts a general pause before the text et facti sunt ei
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inimici. This general pause gives additional emphasis to the homophonic movement
which is then disrupted on the word inimici by the stepwise descending fifth motit
used as an imitative idea between the voices, and perhaps representative of the
'variance' the word symbolizes.

Exam
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pie V.10: F/i, bb. 95-106
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The Incipit and Jerusalem refrain of Festa's setting adhere to the typical

structural schemes as seen above for Escribano. The Incipit takes a strong cadential

division following the word lamentatio, which is followed by a gradual increase in

cadential strength until the strong conclusion of the section provided by an instance of
cadential pairing. The Jerusalem refrain is divided into three equal sections. The first

is the expected division following the the word Jerusalem. The second is offset by a

general pause, similar to that in verse two, which precedes a homophonic plea leading
to the the conclusion of the piece. As in Escribano's setting, Festa's ends with a plagal

grouping (see Example V.ll). Taken in this respect, the final four breves of the

composition should be considered a strengthening factor for the cadence that occurs in
bar 130.

Having assesed the textual structure, it is now possible to view the non-textual
elements that are present within Festa's composition. Unlike Escribano's setting, the
mathematical ratios do not possess as much prominence here. The composition is

given a division at the half way point (1:2) which occurs immediately following the

Hebrew letter Beth. As previously discussed, however, these cadences concluding

the Hebrew letters are not as prominent as many of the cadences in the setting. In
order to maintain a link between the letter and the text while at the same time giving the

piece a considerable structural divsion at its midway point, Festa provides a stronger

cadence on either side of the point of division at a distance of six breves. These
cadences at the conclusion of the first verse and the conclusion of the first line of text

in the second verse provide an unique symmetrical support for the setting. It is

perhaps the need for this stronger cadence within the second verse that results in the

exceptional use of the yet stronger cadence employed at maxillis eius. If Festa wished

to emphasize a link between the Hebrew letter and the verse, while at the same time

allowing for a 1:2 division for the entire work, this would follow as a logical course of
action for the verse. While the cadences within the second verse may seem unusually

strong, their relative strengths within the verse are representative of the textual
structure.

If the increased presence of these mathematical and structural ratios could be
labelled as an increase in 'structural activity,' in much the same way that we would
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Example V.ll: F/i, bb. 124-end

1 fr <3 zaz

tu Do ^AJ. - AOAM.

aA "DO (N-O. -

CLd. Do nax - ro^-Ak

tu
"35
OM .

25^
a_dl

—Q—

Do - (vol -

5
Dt - una tlA OkiA Do

P - ■'■ p
"D C - UjsA tu ad Dc

f g ^ J' J -&~

D £ - tu

£
~o
"Dt - uju

—D —2T"

U*Atu. Dt

» J J J =j=
kaJl - /\L»a Dt tu CAM.

/r\

e£
- KdU - Kj^Kt^k •Dt tu

=P5=

g ft ■> i
"O-
u.u

.

tu

166



label an increased use of dissonance or imitation, then one would experience no

difficulty in defining Festa's structural patterning in terms of an emphasis towards the
second half of the composition. This definition, however, is difficult to maintain with

a compositional tool which is in many ways a covert one that many feel acts as

boundaries to areas of compositional activity, not symbols of such activity.

Nonetheless, an increase in structural divisions is capable of implying increased

activity, and this is precisely the function of the structural points in Festa's first lesson.
Aside from the 1:2 divisions employed as the primary division of the piece,

there are only two other ratios used to determine structural points within the

composition: 3:4 and 4:5. The second half of the composition is marked by a

symmetrical division which appears at the 3:4 division within the composition. This

point, like some in Escribano's lesson, is not given a strong cadence, but is marked

primarily by the imitative descending lines on the word inimici which follow it. It is

however, more than a simple division of the second half of the composition, as nearly
all other structural points within this composition are derived from this point and its
ratio.

The length from the beginning of the composition to the 3:4 division is again
divided by a 3:4 ratio which occurs at the relatively weak cadence at the conclusion of

the text et lachrymae eius. This arrangement of one 3:4 division within another is

then emulated on a smaller scale beginning with a 3:4 division within the first half of

the composition (represented by the cadence at domina gentium) and completed by its

3:4 division represented by the weaker cadence on civitas.

The appearance of an overall division marking the ratio 4:5 at the conclusion of
the second verse, could also be said to derive (or perhaps, more accurately, relate) to
the main 3:4 division of the composition. When considered with the only other 4:5

ratio within the composition (the cadence at maxillis eius), it is found that the length

between the two 4:5 divisions is dissected at a ratio of 3:4 by the main 3:4 division

point.
In addition to these larger structural arrangements, there are two other smaller

areas worthy of mention. Both the Incipit and the Jerusalem refrain encompass

internal structures of their own. The Incipit is given a structural division at its
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midpoint (1:2). As discussed earlier, it would appear to be a common practice to

divide the Incipit at the conclusion of the word lamentatio despite the needs of the

textual phrase. Festa makes no exception to this practice. It is, however, interesting to

note that he chooses to make this division exactly halfway through the Incipit.

The Jerusalem refrain employs for its structure the first use of the 2:3 ratio
within the composition. The two structural divisions, a result of the separation of the

refrain into three sections, occur at the conclusion of Jerusalem and the first statement

of ad Dominum Deum tuum. It is difficult to resist the urge to connect this sole

appearance of a tripartite structural division to the refrain's plea for Jerusalem to

'return' to its God. At the very least, the occurence of these divisions is a marked

contrast to the symmetrical division of the Incipit.

V.3.2c. Genet

In many aspects, Genet is perhaps unique among the five composers observed
in this study in regards to the implementation of the cadence. His style, as can be
observed to some extent by the long successions of lower value cadences in the
cadential analysis chart (see the cadential analysis chart for GI in Appendix II), is a

masterful use of what Zarlino would entitle fuggir la cadenza or 'evading the

cadence.'^ The settings of both the first and third verses, because of their imitative

nature, form the clearest examples of this point. For Genet, the individuality of each

part is a priority, with each cadence ocurring as the line concludes an idea, musical or
textual. In example V.12, this technique can be observed through the musical and
textual ideas generated in a portion of the first line of verse one. As one voice

concludes, others will continue on or subordinate themselves to the cadencing voice.
While this technique is not completely absent from the works of the four other

composers, it becomes a prominent tool in Genet's setting as a result of his increased

usage of imitative material.
Like Yvo Nau, Genet chooses to set the first four verses from the first chapter

of the Threni. As a result of this and his use of imitation, his lesson is the longest of
16 Zarlino, Gioseffo, Le Istitutioni Harmoniche. Part three, Chapters 53-4 (1558). These chapters
may also be found in the well-known translation of this treatise by Guy A. Marco and Claude V.
Palisca published by Yale University Press in 1968 on pages 141-153.
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Example V.12: G/i, bb. 33-42
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those considered. The first verse is given a tripartite division with an unique use of
general pauses in the music to offset the text princeps provincial um. This possible
opportunity of text painting, one which is utilized in the first lesson ot most of the
composers, is accompanied by a repetition of the text facta est sub ti ibuto. The
cadence at the conclusion of princeps provinciarum is the only strong cadence that
does not conclude a line of verse and the only significant cadence to the reciting tone,

D, to occur so far in the lesson. It is possible that in emphasizing the reciting tone in
this way, that is to say by the use of a strong cadence in a short phrase offset by
general pauses, Genet is attempting to represent the 'fall of the ruler ot provinces by
emphasizing the descent of the reciting tone to its cadence on the final, Bb. This
descent may be found prominently in the repetitions of the final phrase, in the soprano
and then alto and bass voices respectively (see Example V.13).

Example Y.13: G/i, bb. 87-93
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If the methods of text representation employed by Genet in the first verse are

subtle in nature, then the second verse proves to be the first's antithesis. The verse

opens with a simple chordal statement of the word Plorans, or 'lamenting', offset by a

general pause from the rest of the verse, or in a more poetic sense set 'alone' from the

rest of the verse. Genet then goes on to set four statements of the text et lacrimae

eius before concluding with a strong cadence at the end of the first line.

The structure of the verse as represented by the cadences is two-part in nature.

The first two phrases, which could be said to describe the lamenter, make up the first

section and are concluded by the previously mentioned strong cadence to Bb .

Carpentras then chooses to set the final two phrases as related items (see the earlier
discussion of textual structure). These two final phrases are linked in two ways. The
first results from the lack of a strong cadence separating the two phrases. The small

plagal grouping concluding the third phrase on caris eius certainly cannot compare to

the strength of the cadence to Bb at the end of the second phrase or to the cadence

which concludes the verse, though its relative strength does serve to separate the third
verse to some slight degree from the fourth verse. This connection between the final

phrases is emphasized in a second way by the voicing of the two phrases. With the

exception of the final repetition of text at the end of the verse, both of the final phrases
are given a three-part voicing as opposed to the full four-part voicing the beginning of
the verse received, a technique of linking phrases that we have already seen employed

by Festa.

An interesting factor found in this second verse is the inclusion of the already
mentioned repetition at the close of the verse. On both occasions in this lesson when
Genet employs a reduced voicing within a verse he concludes the verse with a

repetition of text sung by a complete four-part voicing. This repetition serves as a

vehicle in which a cadential close of sufficient relative strength can be attained for the
conclusion of the verse. In other words, if Genet was to close the second verse while

remaining in the three-part voicing of the two final phrases, his cadential close could
not possibly be as strong as the cadence he chose to take at the close of the second

phrase.
These repetitions, however, also serve textual ends. As has already been

171



shown, the textual repetition in the first verse serves its own emphatic purpose. In the
second verse this repetition is set apart by a general pause from the rest of the verse,

not unlike the word Plorans at the beginning of the verse. Here the repetition could be
said to serve two text-related purposes. This separation is reflective of the seperation
of the lamenter (plorans ploravit) at the beginning of the verse. Certainly Genet could
have added the final repetition without the separation provided by the breve rests. One
might even consider this separation to be symbolic of the lonely lamenter, portrayed at
the beginning, now rejected by his friends.

The third verse in Genet's setting of the lesson takes on a grouping which
differs entirely from those proposed earlier on in this chapter. Genet allows for a two-
part division of the verse by grouping the first two phrases together as a single entity,
although a very slight separation can be seen between the phrases provided mostly by a

new statement of the Roman lamentation tone in the soprano. The division between
the second and final phrases is not only accentuated by a strong cadential movement,
but also by a registral shift as the three-part voicing is altered from the three upper

voices employed in the first two phrases to the three lower voices for the final phrase.

Example V.14: G/i, bb.306-312
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The fourth and final verse in Genet's setting is also given a two-part division
with a large number of internal subdivisions. These divisions are often emphasized or

even created by a number of non-cadential factors, most significantly the use of the
chant tone and the various imitative points between the two voices. The deployment of
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the Roman tone plays a role in emphasizing the major division of the verse following
the first two phrases (which share a strong tie of topical unity). This emphasis results
from the renewed statement of the tone following the cadence to the reciting tone after

solemnitatem. The succeeding phrases are each given a weaker closing cadence of
their own, without the inclusion of any internal cadential movement. An exception to

the above, however, can be found in the penultimate phrase of the verse, virgines

squalide eius. By looking at the cadential hierarchy chart, one can see that no cadence

at all is taken at the completion of this phrase giving the appearance that it is grouped
with the final phrase. By looking at Example V.14, however, one can see that some

vague attempt at closure has been made, although not one which could be construed as

a cadence in any sense. More importantly, there is a distinctive point of imitation at the

beginning of the final phrase which maintains a sense of division between the two

phrases, even if it is not as strong as the preceding divisions.
The first three settings of the Hebrew letters within the lesson, like those seen

in the lesson composed by Escribano, are all given relatively strong cadences to the
final and retain a significant degree of separation from the succeeding verses. The final
Hebrew letter, Daleth, is the exception to this practice within the lesson. As can be
seen in Example V.15, the final cadence of the letter, instead of settling on the final,
moves to F. This closure of the Hebrew letter can then be felt to move on to the

beginning of the verse via the tenorizans movement in the tenor, creating a triple
movement cadential pair. There seems no apparent reason why a stronger connection
was desired by Genet at this point; however, it should be pointed out that the alteration
in voicing from four voices in the Hebrew letter to two voices in the fourth verse goes

a long way towards weakening the connection between letter and verse.

The Incipit begins with a somewhat inexplicably strong cadential movement

on the word Incipit. This strong cadence, like similar cases found in both Escribano

and Festa, occurs simultaneously with the lamentation tone's movement to the reciting

tone; and seems to imply for all three composers an emphasis on the appearance of the

reciting tone without any implications for the overall structural format of the

compositions. The remainder of the Incipit retains the popular division following the

word Lamentatio, highlighted by the use of a general pause, and concludes with a
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cadential pair (necessary to offset the strong cadential movement at the beginning).
The Jerusalem refrain is characterized by its emphasis on the final portion of

the text, ad Dominum Deum tuum. The refrain opens with two cries of Jerusalem,

each marked by relatively strong cadences. The continuing pleas for conversion,
though it must be noted that the word convertere is stated only once, may be
considered as one group concluded by the large cadential pairing at the conclusion of

Example V.15: G/i, bb.277-283
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the lesson. Although considered as a whole group based on cadential information, this
final section may be said to have three internal groupings corresponding to the three

statements of ad Dominum Deum tuum, distinguished by the use of rests and

homophonic groupings, but obscured in a cadential sense by continuing voices.
Structural schemes beyond those guided by the text are not present in this lesson by
Genet in any integral form. It is interesting in passing to mention that the cadence
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which concludes the third verse also marks the three-quarter division (3:4) of the

lesson, and the cadence which concludes the setting of the Hebrew letter Daleth

marks a division at the fourth-fifths mark (4:5). Neither of these divisions, however,

are incorporated into an overall structural scheme, and therefore are best interpreted as

coincidences.

V.3.2d. YvoNau

In the first lesson by Nau, text expression can be seen to appear in many subtle

forms, often having an effect on the cadential hierarchy of the composition in the

process. It can also be observed through the cadential hierarchy chart (see Appendix

II), that weaker cadential strengths are the norm for Nau's composition. This

reduction, in comparison to other composers, is the direct result of Nau's usage of
imitative and staggered entries which tend to overlap the previous cadential movement.

In the first of the four verses set by Nau, it appears that each of the lines

receives a more or less equal division, allowing no distinctive separation between the

first sentence of the verse and the suceeding phrases. Like all of the preceding

composers, a special emphasis is reserved for the the final phrase. The text, princeps

provinciarum, is separated from the conclusion by a general pause, before it proceeds

in a contrasting homphonic texture to the final cadence.17 It is this final cadence of the

first verse that deserves particular attention, for it is the strongest self-contained
cadence in the entire lesson. Its appearance, however, is not the result of a non-textual

structure, as some of the unusually placed strong cadential movements in Escribano

turn out to be, but rather the first step in an elaborate arrangement to represent the text
in the second and third verses.

Gradually over the course of the second verse the tonal centre of the

composition shifts from the final of the Roman tone, F, to Bb. Thus, by the time the

final phrase of the verse, omnes amici eius spreverunt earn et facti sunt ei inimici,

is reached the tonal centre of the work has shifted from the F which was so firmly
established at the close of the first verse. Like the city of Jerusalem, the end of the

verse has been set at 'variance' with the composition as a whole. Nau continues this
17 For a more complete discussion of the compositional methods employed at this point, please refer
to Chapter III.
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idea through the third verse, perhaps symbolic of the exile of Judea referred to at this

point; and does not firmly reestablish the final, F, until the middle of the last verse of

the setting.
The textual structure in the second verse is divided into the tripartite

arrangement found in most settings, though Nau makes no separation to the two

phrases found in the description of the lamenter. For uncertain reasons, Nau does

divide the third phrase of the verse (non est...) with a general pause. This division is

contrary to the textual structure and appears to serve no other purpose except to

separate the preceding imitative section from the following homophonic section. The
cadence at the conclusion of this phrase, incidentally, is the one which firmly
establishes Bb as the composition's new tonal centre.

Based on the cadential hierarchy chart, the textual structure in the third verse

appears to be even less important to Nau than it was at the conclusion of the second.

Nau, however, is predisposed more to descriptive effects in his composition than a

clear cut rendition of the textual structure, but he is rarely totally ambivalent about the
need to represent this structure in some form. In the third verse, Nau employs

different voicings in the first two phrases to aid in distinguishing them from one

another and, at the same time, to allow himself some freedom for imitative flow in the

music (see N/i, b. 132-150). Although one of the most distinctive cadences of the

verse occurs at the conclusion of the second phrase, there is a weakened cadential pair

linking the two final phrases, a textual treatment which more accurately represents the
text than that found in Genet's setting. The final phrase, also, is given an internal
stucture which suits Nau's expressive needs. Emphasis is given to the words

apprehenderunt earn by means of a reduced voicing (only two voices), and the final

portion of the phrase, inter angustias, is separated from the rest by a general pause

and given a syncopated homorhythmic setting, perhaps symbolic of the anguish

expressed in the text (See N/i,b.l67-177).
The final verse of Nau's setting appears to be divided into two main sections.

The first consists of the first two phrases of the verse describing the loneliness of

Sion, and cadences to the reciting tone of the transposed chant. The second is a

succession of short phrases listing the problems found in Sion. To distinguish each of
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these items Nau employs a variety of devices and does not rely entirely on cadential

movement. The most commonly used device is the beginning of a new point of
imitation used in the third, fifth and sixth phrases. Special emphasis is given to the

fourth phrase, sacerdotes eius gementes. Not only is it the only item to be preceded

by a distinctive cadence, but it is also given a homophonic setting and further

emphasised by the preceding general pause. Perhaps Nau is adding his own social

commentary on some unknown state of affairs. The conclusion of this highly
imitative verse, made by a five-breve plagal grouping, firmly establishes the lesson
with F once again as its tonal centre.

The Hebrew letters in Nau's setting share no direct links to their verses, but
their relative strength of closure is always lower than that of the verses which
surround them, giving some sense of relationship between a letter and its succeeding
verse. There is, however, one exception to this: the closure of the Hebrew letter

Gimel could be ranked as one of the stronger cadential movements of the composition.

The cadence at this point would appear to be the direct result of Nau's shift from F to

Bb, as it has no connection to any other structural scheme investigated. It could be

conjectured that Nau, having made the shift during the preceding verse, felt that extra

emphasis should be placed on this movement. An examination of the setting (see N/i,
b. 123-30) shows that this shift once again becomes unclear as the tenor begins the

portion of the tone alotted for the Hebrew letters as if the tone had not been

transposed. This quote of the tone, however, eventually gives way to the transposed
version as it appears clearly in the bass voice in bar 127, and the cadence settles the

transposition issue until Nau returns to the original tonal centre in verse four.

In his setting of the Incipit, Nau does not follow the common division found

in the lessons of other composers. In fact, he is one of the few composers who

employs a large amount of imitation within the Incipit, thus requiring that it be set as

an undivided whole. The Hierusalem refrain, like the Incipit, is also set without

cadential division, though some slight division is created following the cries of

Hierusalem as a result of the change in imitation point and the emphatic separation

provided in each voice before its entrance with convertere (see N/i,b.237-244).
Like Genet, Nau incorporates no significant non-textual structural schemes
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within his setting of the first lesson. Of passing interest, however, are the few
cadences which fall on structural points in the lesson. The composition's 1:2 ratio is
marked by the large plagal grouping following the second verse and each of the halves
is further divided at the midpoint, the conclusion of the first verse and the final

cadence of Daleth respectively. There is no dynamic symmetry as represented by

cadential movement.

V.3.3: Summary

Having assessed all of the settings of the first lesson (those of Escribano,

Festa, Genet, and Nau), it is now possible to draw a few general conclusions

regarding the structure of this lesson. As noted at the conclusion of Chapter III, both
of the French composers, Nau and Genet, employ a more imitative style when setting
the lamentations. This is supported here by the general lack of strong cadential
movements in their settings.

There are some general practices found in the settings. Most particularly, the
division after Lamentatio found in three of the four settings, excluding only the

setting by Nau. Three of the four, Escribano, Festa, and Genet, also make a strong

cadential movement to the first appearance of the reciting tone in the Incipit. In some

form or another, all four composers provide for a division following the cries of

Hierusalem in the refrain. This appears strongest in the settings of Escribano, Festa,

and Genet. There is, however, no consistent practice with regards to the relationship
between the Hebrew letters and their succeeding verses.

Within the first verse, there is no agreement regarding a structural plan in the

settings, but all of the composers emphasize the text, princeps provinciarum, in one

form or another. The second verse appears to involve a more consistent practice as

three of the four, all except Nau, provide a basic two-part structural setting with the
occasional variation. In addition, all of the composers create an emphasis, strongest in

the setting by Festa, on the final word of the verse, inimici. The third and fourth

verses are only set by the two French composers with the sole similarity being their
treatment of the fourth verse, a two-part division employing various factors, especially
new imitation points, to delineate the numerous small phrases at the conclusion of the
verse.
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V.3.4: Oratio - Textual Structure

Unlike the earlier chapter the textual structure of the Oratio is much simpler.

Each verse is divided into two simple phrases; and, as the final chapter was not written
as an acrostic, there are no Hebrew letters. The verses as chosen by each composer

can be seen in Table V.4.

V.3.5. Oratio - Musical Structure

V.3.5a: Escribano

The overall structure of Escribano's setting of the Oratio is reflective not only

of cadential movement, but also voicing and a marked increase in imitation as

compared to his other lessons.18 As can be seen in the cadential analysis chart (see

Appendix II), each verse is offset by either a cadence of increased strength or a plagal

grouping. These groupings clearly outline the individuality of each verse, the

exception being the stronger cadential movement in the middle of verse six. Of all of
the verses, this is the only one which Escribano divides in this manner, although the
verse is unified by its continued four-part voicing (It is preceded and followed by a

three-part voicing and a five-part voicing respectively), i9 It is tempting to conclude

that this movement is reflective of the text of verse six as a strong cadence is given to

'Egypt and Assyria' reflecting their seizure of power. There is certainly no other
obvious function for its appearance.

Table V.4: Verse Selection for Oratio

E/vi F/viii G/ix G/x M/v N/viii
5:1-7 5:1-7,21 5:1-8 5:1-6,15-16 5:1-5,7 5:1-7

Escribano's use of plagal groupings within this setting is also of significant
interest. If one looks at the strengths of the first cadence of each grouping, it can be
seen that the groupings themselves gradually increase (as a general rule) in strength.
This increase in plagal groupings is also reflective of the role that plagal motion plays
in the lesson overall. An overview of the cadential tones reveals that the majority of

18 For a complete discussion of Escribano's imitative technique and use of voicings in this lesson,
refer to Chapter III.
19 See Chapter III
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Lamentations 5:1-8. 15. 16. & 21

Verse 1

Recordare, Domine, quid acciderit nobis;
Remember, Lord, what ruins us

intuere et respice opprobrium nostrum.
behold and consider our disgrace.

Verse 2
Hereditas nostra versa est ad alienos,

Our inheritance is given to others
domus nostrae ad extraneos.

our home to strangers

Verse 3

Pupilli facti sumus absque patre,
We are orphans without fathers

matres nostrae quasi viduae.
our mothers are as widows.

Verse 4

Aquam nostram pecunia bibimus,
We drink our water for money

ligna nostra pretio comparavimus.
and our wood we must buy similarly

Verse 5
Cervicibus nostra minabamur,

Our necks are under persecution
lassis non dabatur requies.

and it gives us no rest

Verse 6

Aegyptiis dedimus manum et Assyriis,
We have surrendered power to Egypt and Assyria

ut saturaremur pane.
to be satisfied with bread
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Verse 7

Patres nostri peccaverunt et non sunt,
Our fathers have sinned [and are] no more

et nos iniquitates eorum portavimus.
and we have borne their injustices

Verse 8
Servi dominantur nostri;

Servants are our rulers
non est qui redimat de manu eorum.

none are delivered out of their hands

Verse 15
Defecit gaudium cordis nostri;

Our heart's joy has ceased
versus est in luctum chorus noster.

our dance has turned to sorrow

Verse 16
Cecedit corona capitis nostri
The crown has fallen from our head
vae nobis, quia peccavimus!
woe to us because we have sinned

Verse 21
Converte nos, Domine, ad te, et convertemur;

Turn to us, Lord, and we shall be turned
innova dies nostros sicut a principio.
renew our days as it was in the beginning.
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cadences conclude on G (approx. 62%) and C (approx. 21%).

Unlike Escribano's first lesson, the Oratio does not involve either the same

degree of structural complexity or the large quantities of strong cadential endings. The
reduced appearances of these two items are a direct result of the increased complexity
of polyphonic composition including, as shown in Chapter III, a greater degree of
imitation and, perhaps, the decrease in the presence of the Spanish lamentation tone.

V.3.5b: Festa

Like the setting by Escribano, Festa also relies on a combination of cadences
and voicing to delineate the various verses. In particular his use of voicing plays an

important role in maintaining the unity of verse three. The cadential movement at the
conclusion of this verse is weak in relation to the stronger resolutions given to each of
the other verses, but the contrast of its three-part voicing surrounded by five-part

voicings maintains a sense of unity for the verse.

Festa's conclusion to verse four should also be noted, as it is the only verse to

conclude on D as opposed to the lesson's final, G. While it is difficult to associate a

textual reason with this occurrence, it is catered for within the cadential hierarchy and

seems to establish some form of cause and effect relationship with the following
verse. An examination of the beginning of verse four reveals several cadences to G as

a result of the antiphonal voicing. The final cadence of verse four is actually a plagal

grouping between D and G, and early on in verse five at Cervicibus, Festa again

cadences to G. All of this appears to reduce the sense of repose at the end of verse
four and connects the two verses. This connection is also supported by the fact that
the two verses are the only consecutive verses to employ similar voicings within the
lesson.

If Festa is attempting to provide some textual connection, a clue might be
found in the final cadence of verse five. As can be seen in the cadential hierarchy

chart, this cadence is one of the strongest in the lesson and can be said to conclude a

sub-hierarchy which begins with the second verse. In other words, the cadential

strengths show a general direction of growth up to this point.20 Based on this the

20 See the earlier discussion at the beginning of this chapter for the function of hierarchies within the
context of a lesson's overall cadential hierarchy.
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possibility exists that Festa is attempting to group the descriptive statements of verses
two to four together with the summation of the situation provided by verse five.

V.3.5c: Genet

As has been discussed previously, Genet is the only composer to provide two

settings of the Oratio. The first, G/ix, sets verses one through eight; while the

second, G/x, sets verses one through six and verses fifteen and sixteen. A

comparison of the cadential structures of the first six verses reveals a similar

organisational scheme. Of particular interest is Genet's usage of plagal groupings to

conclude verses two and four in both settings. The appearance of these groupings in
alternation with strong, singular cadential movements in verses one, three and the
combined conclusion of verses five and six, creates a textual structure in which verses

two and four are linked with the subsequent verse. In the case of verse four, this
includes both verses five and six as a result of the weak cadential seperation between

the two. Thus, based on cadential hierarchy, the textual structure (for the first six

verses) as represented within the music of both settings can be interpreted as a

distinctly separated first verse (the statement to God), a grouping containing verses

two and three (the loss of inheritance, home, and family), and an extended grouping

consisting of verses four to six (the loss of freedom and power to secure survival).
To this G/ix adds verse seven (a further comment on the suffering), separated by
cadential movement but within the hierarchy of verses four to six, and verse eight

which, separated from the verses preceding it, provides a final statement regarding the
situation. G/x, however, concludes with verses fifteen and sixteen grouped together

as a form of summation. The individual nature of the verses themselves is reinforced

by their voicing in both lessons. In G/x, however, the connections between verses

five and six and verses fifteen and sixteen are reinforced by the use of similar

voicings.

V.3.5d: Morales

The cadential hierarchy of Morales' setting of the Oratio is reflective of the

compositional style he employs. The lesson contains a large amount of imitative
material and responsorial groupings which often decrease the strength of repose of the
cadences and purposely obscure the divisions between the verses. The divisions
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which are clearly recognisable - those concluding verses two, three, four and seven -

are all distinguished by the use of a plagal grouping. This usage, however, reflects
the setting's final, E, more than it does any conscious choice of the composer. The

plagal grouping, based on this study, is a common addition to the Phrygian cadence,

required for settings with a final of E. The increased role of cadential movements to A
is a function of the mode of the setting, as discussed in the third chapter's section on

modal assignation. This role can be seen clearly in the cadential analysis chart for M/v
where stronger cadences to A mark the divisions concluding verses one and five as

well as the Jerusalem section of the refrain.

In his setting of the Oratio, Morales, unlike the other composers, allows a

non-textual structural arangement to dictate the setting. As discussed in Chapter III,

Morales employs the same musical material for the setting of the final two verses of
the lesson (five and seven) as he does for the first two verses (one and two). This

produces a unique ABA format for the verse settings that does not exist in the settings
of any of the other composers. This framework, however, cannot be linked in any

way with the text itself and consequently stands as a purely musical decision. The

verses employed in the two 'A sections' do not receive the same degree of division
that the two central verses of the 'B section' receive.

V.3.5e: Nau

If Morales' setting of the Oratio is defined by its large degree of imitative and

responsorial material, than Nau's setting must be considered its opposite. The small
number of cadential movements and the relative strength of these same movements

seen in the cadential analysis chart are indicative of the strong homphonic nature of the

setting. The textual structure of the setting is generally reflected within the cadential

hierarchy, though Nau diverges from the verse groupings on two occasions. In the

first instance the strong cadential movement at alienos divides the second verse

linking the second half and its concept of 'loss of home' with verse three, 'the
destruction of the family.' The individuality of verse three is, however, maintained by
the reduction in vocal forces and the imitative point which opens the verse. The strong

cadence at the conclusion of verse four separates the final three verses from the
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preceding four linking the concepts of persecution and surrender in the final verses.
The second divergence from the textual structure occurs within verse six. Here, Nau

concludes the verse's opening phrase (Egypto dedimus manum et Assyriis) with a

strong cadence to C. This interruption of the statement of the verse could be
considered to be a form of text painting. The verse itself deals with the surrender of

power to Egypt and Assyria, and Nau's cadence to C symbolises a shift of the tonal
center of the lesson (though only a temporary one) from G to C. While cadences to C
occur throughout the lesson, the stronger cadential movements would be expected to

conclude on either G or D (the tonic and dominant of the mode).21 Based on

observations in the lamentations, one might then expect Nau to offset verse seven

from the second half of verse six by means of a reduction in voicing. In order to
maintain the four-part voicing for this final verse, however, Nau begins the verse

with the first two words (Patres nostri) sung by two voices and then continues with a

brief imitative point on peccaverunt.

V.4: Conclusions

The analysis of the structure of all of the lamentations included in this study,
reveals several distinctive features regarding the relationship between musical and
textual structure in early to mid-sixteenth-century polyphony. While these concepts

may not necessarily delineate individual style characteristics to a great degree, the

relationship as expressed here should form a part of our concept of Renaissance

compositional practice and the performance of these works today.
It is interesting to note the joint role that voicing and cadential hierarchy play in

expressing the structure of the text. It is no coincidence that nearly all of the lessons
of this study provide structural forms that are conscious of the demands of the text.

This clearly shows the extent of the influence of textual concepts on the composers.

Furthermore, text painting is not limited just to the use of dissonance or imitative
devices. It also appears in more complex structural and in an awareness of vertical
sonorities.

Drawing this information into a cohesive concept regarding individual

21 See the discussion in Chapter III regarding cadences and modes.
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compositional styles is more difficult. As a general rule the degree of cadential

strengths within a composer's lamentations are reflective of the type of compositional

style (imitative versus homophonic) and subsequently define the amount of freedom

given to each voice part. Of importance to the lamentation genre are the composer's

views of the more peripheral elements of the text (i.e. the Incipits, Hebrew letters,

and the refrains). The Incipits are always viewed as separate elements from the rest of

the lessons, and, with the exception of the Incipit lamentatio of Nau and the Incipit

oratio of Morales, are always given a division at the word lamentatio or oratio.

Most of the composers tend to link the Hebrew letter with its subsequent verse in
some way, though this practice is inconsistent. Escribano, however, always separates

his setting of a Hebrew letter from its verse. Similarly, Escribano and Nau are the only
two composers to consistently provide a strong division in the refrain following the

text, Hierusalem, Hierusalem.

All of the composers at various times run successive verses together where
their reading of the semantic content dictates it, in contrast to a strict division of the

verses or phrases within verses in their lamentations. In the settings of the Oratio this

technique is employed frequently as composers draw connections between verses. In

F/viii, Festa connects verses three and four by weakening the cadence at the
conclusion of verse three, and in E/vi Escribano employs the same technique to link

verses two and three.22 Outside of the settings of the Oratio the verses are divided by

the presence of the Hebrew letters; however, phrases within these verses are often
linked or divided by means of the cadential hierarchy. In N/iii, Nau combines the first
three phrases of verse twelve by employing a strong cadence at the conclusion of the
third phrase. The first phrase, however is divided from the following two by a

general pause in the music. These links between text and structure confirm a level of
textual sensitivity not normally associated with composers of this period.

The cadences in the music analysed here can be seen to play a vital role in the
determination of structural forms and the reflection of the text. While each voice part

is given its independence, it is also required by the composer to become subservient to
his concept of overall structure within a lesson. Thus the cadential hierachy as

22 See the cadential hierarchy charts for these lessons in Appendix II.
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expressed in these works is also representative of a growing vertical conception of the
music and a growth towards the more elaborate harmony-based structures that

developed in the following centuries.

187



Chapter VI: Conclusions

Having assessed the lamentations with regard to plainsong usage, voicing,
dissonance usage, structure, and modal types, this section summarises the findings
contained under those headings, as well as making some general concluding remarks.

First, the two settings of questionable authorship discussed un Chapter I will be
discussed to see whether any further light can be shed on their authenticty.

VI.1: Analysis of the Lamentation Attributed to Festa in VatS 198

In his catalogue of Capella Sistina manuscripts, Joseph Llorens attributes two

lamentations to Festa, but provides no justification for his ascription.1 These two

lamentations, included by Albert Seay in his edition of Festa's works, are settings of
the same text, employ the same music (except for the Jerusalem refrain) and appear on

folios 38-42 and 69-73 in VatS 198.2 The manuscript is made up of six fascicles

bound together in 1724. The six fascicles range in date from the pontificate of Leo X

(1513-1521) to the early eighteenth century and form a collection of music for the
Easter season. The manuscript opens with a plainchant mass proper and continues

with fifteen settings of the Threni. Composers mentioned are Morales, Palestrina and

Festa, though the attributions to Festa are in a hand later than that of the music.
The spurious lamentation sets the eighth to tenth verses of the second chapter

from the Threni, and is given the Incipit appropriate for the first lesson of Feria

sexta (De lamentatione Jeremiae prophetae). It contains two brief references to the

Roman tone: one in the tenor voice of the Incipit and one in the first Hebrew letter.

Unlike Festa's other lamentations, the music of the setting employs very little

imitation, confining most of it to the Hebrew letters. Instead the lamentation is set

primarily with modified homophony. The lack of imitative material is a direct contrast
to the style employed in the other settings of Festa.

In F/i to F/viii reduced-voice sections play a distinctive role in the music. The

1 Llorens, Joseph, Le Opere Musicali della Capella Giulia. Vatican City, Biblioteca Apostolica
Vaticana (1971).
2 Seay transcribes the second of these two for Festa's collected edition, along with the additional
refrain. It is this transcription that is employed in this analysis.
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music of VatS 198, however consistently employs four voices throughout the lesson.
The setting does add an additional voice for both settings of the Jerusalem refrain, but
this is not consistent with the practice in the other settings by Festa. With the

exception of his setting of the Oratio, he never employs more voices for the refrain

than the largest number used in the lesson.
The dissonance usage in the lamentation from VatS 198 shares some similarities

with Festa's known lamentations. The frequent usage of suspensions identified with
Festa in Chapter IV is also reflected in this lamentation, though they occur far more

frequently (0.48 per breve) than the other settings (0.26 per breve). The setting does

not, however, reflect Festa's preference for the 2-3 suspension over the 9-8. In all
other aspects the dissonance usage in this lamentation falls within a reasonable range of
Festa's practice.

The cleffing in the VatS 198 lamentation is CI, CI, C3, (C4), (C4), F4; its

opening four voices (those not enclosed in parentheses) are similar to those for F/ii.
The majority of the cadences within the work are to F (with a few to C and A) and
there is one flat in the key signature, giving a tonal-type of b-low-F consistent with
other lessons employing the Roman tone.

An assessment of whether or not the lamentation from VatS 198 is the work of

Festa is difficult based on the results of this analysis. It is tempting to conclude that
this is the missing fourth lesson not found in the set contained in VatG XII/3. Both the

choice of text and the presence of Incipit for Feria sexta are factors in favour of this

decision. Additionally, both the cleffing and dissonance usage seem to imply that the

setting is Festa's. The inconsistencies, however, with regards to plainsong usage and
texture within the lesson and the lack of secondary sources must take precedence and
without this the lesson attribution should remain doubtful.

The other settings attributed to Festa in VatS 198 and confirmed by concordance
with VatG XII/3 have been, according to Albert Seay, altered to accommodate a

"changed liturgical situation."3 These alterations are mostly minor ones to allow for a

different text, but in one lesson (found on folios 60 to 64) a two-voice setting has been

replaced by a four-voiced setting in a similar style. These changes, which are unlikely
3 Festa, Costanzo, Albert Seay, ed., Corpus Mensurabilis Musicae. iii, American Institute of
Musicology (1968) p. xii.
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to have been made by Festa, present the possibility that the lesson analysed here was

also altered in some way. Despite their changes, however, the other lessons in VatS
198 are clearly identifiable with Festa's lamentation style.

It was noted in Chapter I that the 1564 prints of Morales lamentations contained
five lamentations which were actually composed by Festa. There are distinct stylistic
differences between the two groups of lamentations in this publication which bear out
the two different authorships. This confirms that M/ii-M/iv, which appear in several
other manuscripts assigned to Morales (see Chapter I) are actually the work of
that composer. Similarly the 1564 lamentations which are attributed elsewhere to

Festa are stylistically in line with other authenticated lamentations by him.

VI.2: Analysis of the Seventh Lamentation Attributed
to Genet in VatG XII/3

As discussed in Chapter I, the lamentations ascribed to Genet in VatG XII/3 are

the most distant of all of the extant settings from those contained in the Channey print.
Six of the seven lessons bear resemblances to lessons in Channey, but the seventh (a

setting of the Oratio appearing on folios 68 to 71) is completely different. The lesson

sets the first seven verses of the Oratio including the Incipit required for the first

lesson of Sabbato sancto. The music contains no identifiable references to a

lamentation tone and is entirely homophonic with only a slight degree of rhythmic

independence in the voices. There are no occurrences of imitation within the setting,
in contrast with the eleven settings in the Channey print and particularly the two

settings of the Oratio.

Both settings of the Oratio in the Channey print make extensive use of reduced

voices to create a building effect over the course of the lessons.4 These sections

employ a greater use of fuga imitation and rhythmic complexity in contrast to the full-

voiced sections. The setting in VatG XII/3 does employ two sections of reduced

voicing for verse three (2vv.) and verse five (3vv.), but they are not part of a building
effect nor do they contain a change in compositional style.

The dissonance usage in the VatG XII/3 setting bears no similarity to Genet's

4For a discussion of the use of reduced voicings in Genet's Oratio settings please see Chapter III.
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usage in the Channey print. In particular Genet's usage can be identified by a

fondness for more striking dissonances such as the escape note, anticipation, or upper

neighbour-notes. The setting from VatG XII/3, however, does not contain a single

example of one of these dissonance types. Genet's lamentations also have a high

frequency of both suspension usage and suspension ornaments; but while the VatG
XII/3 lamentation has a high percentage of ornamented suspensions (56%), the
number of suspensions employed per breve is much lower (0.12).

The cleffing in the lamentation from VatG XII/3 is chiavette (CI, C2, C3, and

F3), and the major cadences are C and G with a final of G. This produces a tonal-type
of H-high-G, which is not found anywhere in the lamentations of this study. The
likeliest modal assignation for this setting is Tone VIII, which also does not appear

elsewhere in this study. Genet, however, does use this tonal-type with his Tone VIII

Magnificat.
Based on this analysis, it seems unlikely that this setting from VatG is by Genet.

The only evidence in favour of the attribution is its place within the manuscript itself.
All of the lamentations within VatG XII/3 are divided into sections clearly labeled by

composer, though each individual lamentations is not given an attribution. The setting

analysed here appears between this manuscript's versions of G/iv and G/viii. The

possibility exists then, that this setting was mistakenly transcribed by the Capella
Sistina scribe, Frederico Marius Perusinus, as a setting by Genet. It is, however, not

possible to confirm this lamentation as the work of any other composer.

VI.3: Conclusions

Lamentations are distinguished from other genres by their powerful textual

content and the context in which they were performed. The text from the Threni and

the liturgical requirements of the service govern not only the structure of a lesson, but
also influence the polyphonic techniques, texture and dissonance usage employed by
the composer. The assessment in this thesis of Roman lamentations from the early-
to-mid sixteenth-century shows that this genre, while characterised by a general style
of composition, was also an opportunity for composers to express themselves by

providing their individual settings of a powerful text.
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In general, the lamentations themselves may be characterised by the use of a

modified-homophonic style in which brief points of imitation may be employed to

varying degrees dependent upon the choices of the composer and the amount of text to
be conveyed. Often these imitative ideas are drawn from the lamentation tone

employed within the lesson, though the degree of presence of a tone varies from one

lesson to another. As a general rule, clearer statements of a tone, if it is employed,

may be found in the earlier lessons, especially the first lesson for Feria quinta.

The appearance of the unconfirmed leaping-tone in several of the lamentations
makes it tempting to draw conclusions with regard to its importance amongst

composers based in Rome or perhaps elsewhere. While the presence of the Spanish
and Roman tones in the composition of polyphonic lamentations can be supported by
its appearance in various breviaries and manuscripts, the need for further research with

regard to lamentation tones is highlighted by the intriguing possibility of another
lamentation tone, with a leaping-fourth opening, being employed by composers in this

study.

In order to provide further interest within a lesson composers also employed
various forms of internal imitation within the sections of modified-homophony. This
imitation takes the form of small rhythmic or melodic motives echoed between the

parts. Sections of reduced voicings are also employed to maintain interest within a

composition. As opposed to the full-voiced sections, these areas are characterised by a

more complex rhythmic usage in the form of smaller durational values and, on

occasion, by an increase in imitative material.

The most characteristic aspect of lamentations is their dissonance usage. Late

sixteenth-century theorists encouraged composers to use more striking dissonances in
order to better express the text with a more sombre manner. While the early sixteenth-

century lamentations are not more dissonant than other compositional genres, as might
have been expected, they do employ dissonances of larger durational values and have a

higher frequency of more striking dissonances such as the upper neighbour-note, an

appoggiatura-like dissonance, the escape note, and the ascending passing-note. The
more striking dissonances, however, are not often used in conjunction with more

expressive words from the Threni as might have been anticipated. Despite this, there
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is some evidence supporting a minimal usage of dissonance to highlight words or

phrases. In all of these instances the emphasis is a result of an increased number of
dissonant attacks, rather than a more blatant use of striking dissonance types.

The success of this study in highlighting potential traits and distinguishing
characteristics within a composer's usage of dissonance would seem to support the
further investigation of both other composers and genres. The development of a larger

body of information would create an increased understanding of the choices composers
have made and allow for the further assessment of both individual and regional stylistic
traits.

One of the most interesting aspects of the lamentations in this study is the

strong connections between text and musical structure. Within these lamentations
cadences of varying strengths form hierarchies to represent a composer's response to

the built-in structure of the text. The responses include grouping a number of verses

together to form unified concepts or to link similar ideas. This can sometimes involve

breaking up a verse and losing the paellismus membrorum inherent in most verses of

the Threni. This sensitivity of composers of early-to-mid sixteenth-century composers
to text in the matter of structure goes beyond received opinions regarding this part of
the century and is in marked contrast to the relationship between text and dissonance

usage. While this latter relationship does not result in a large number of incidents of
'text painting' within the lamentation settings studied, it would seem that the text and
its meaning was a strong factor in determining the structure of a lamentation. As more

studies of cadential hierarchies within early compositions are made, we may begin to

gain a clearer understanding of the formal structures that underlie many of these
works.

One of the secondary goals of this study was to determine if to any degree the
lamentations of these composers reflected an emerging or existing Roman style in the

years between the pontificates of Popes Leo X and Paul III. While the cosmopolitan

atmosphere of Rome seems to have provided some exchange of stylistic features, there
is little that can be assessed as distinctly Roman. In truth, further analysis is required
of the lamentations of other composers especially those based in Rome both before and
after the five composers whose lamentations were analysed in this study. When
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compared with additional data a clearer picture will begin to unfold and statements

regarding the origins of many characteristics can be made with greater surety.

All of the findings within this study provide insights into an as yet little-

explored genre ofmusic and period of composition. The emphasis on the text and the

style of composition (primarily modified-homophony) set these compositions aside as

precursors of the compositional style of the second half of the sixteenth century, and it
is not surprising that many of them were still being published and performed into the

mid-1560's.5 The results of this study highlight the need for a more objective style

analysis of not only lamentations of both preceding and succeeding generations, but
also of other genres. Furthermore, they show that composers of the early part of the
sixteenth century produced an innovative compositional output worthy of greater
consideration.

5 The lamentations of Morales and Festa were published ascribed to Morales in 1564 and according to
Jeffrey Dean (see Chapter I) the music of Vat G XII/3, which contains the lamentations of all five
composers, continued to be used until the mid-1560's. Dean, Jeffrey J., "The Repertory of the Capella
Giulia in the 1560's," Journal of the American Musicological Society.xli (1989).
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