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Dear Saul,

I have been immersed in editing the Josquin Proceedings and
have come to your paper. I have worked long and hard omn it, as
you will presently see. But let me first of all say, I consider
it a vast improvement over your first essay on Josquin and I am
delighted to have it in the volume.

I have been guided by two principles in editing your paper
that I think you might agree with:

(1) Your essential ideas are so valuable that it is of the
essence to omit anything that could damage them. This means not
only obscure language but more importantly any doubtful or not
quite accurate evidence. Your (and my) view on the harmonic and
tonal aspects of Josquin are still sufficiently unpopular so that
we must guard against exposing ourselves to easy criticism. I
therefore counsel omission of anything that will not stand up to
critical examination.

(2) Your ideas are so valuable that they do not need the
support of an overblown rhetorical style--of which, fortunately,
there is not very much. Whenever I can find a simple for a
highblown word, I substitute it; whenvever I ecan find a concrete term
I prefer it to a general and vague concept. Thus I propose to do
away with "independent linearity" not only because independence
is part of the linear concept, but also because "linearity" is not
an English word, but "(independent) voice-leading" is. I would
change "beautiful technique,”" because a technique i1s not beautiful;
any technique can be handled in an awkward, poor, or imaginative
and appealing way; or I propose to substitute for the vague
"beautiful inner form" the precise concepts at issue at this
particular point: "direction and symmetry." Needless to say,
all of this is offered to you for your consideration and for
your approval.

But today I am confining myself to the more essential
points of critique, to which I ask you to give, 1if you will,
your immediate attention and, please, action:

1) We cannot expect the reader to be familiar with Schenker's
analytical signs. Please provide a brief and concise explanation
of the whole sign language, such as the "N" (Ex. 1), "P" (Ex. 2),




R S e

o D

g (Ex. 6), dashes (ibid., mm. 145 and 147), - and + (Ex. 8, end);
the repeated "6" (4ibid.).

2) p. 3: why does the Dorian mode come closer to minor than
Aeolian; does not Aeolian modify its 7th degree?

3) p. 4, 1line 9: "Unusual": 1is the superius line really
unusual? I suggest: omit.

4) p. 4, fn. 6: "applied dominants." The examples really
show modulation to a secondary tonal area rather than applied
dominants, which do not disturb, but intensify the basic key. I
suggest omitting the whole concept as not really pertinent to
Josquin's musiec.

5) p. 6, top: I find the question an artificial and
unnecessary alternative conveying the false impression that
Absalon fili mi was considered "purely as a daring experiment in
expression" (false factually, and false conceptually, for anything
that is "daring experiment in expression"” can be so only by
virtue of some daring technical innovation). Factually, it was
viewed from the beginning as a daring harmonic, modulatory
design invented to express an extraordinary text.

6) p. 6, line 8: The bass does not move in perfect fifths,
but in triads, as does, in strict imitation, every other voice.

7) p. 6, line 15: omit last sentence before § 2. It is
vague and, with its use of the concept "temality," confusing.

8) I find most of your demonstrations if accompanied
by example, graph and analysis very convincing, but most of your re-
ferences lacking example and graph unconvincing and better done
without. 1I'll give the examples as they come, page by page.
E.G., p. 9, top: the analysis of the De profundis is confusing.
I'd favor omitting it. If you don't go along with this, then
please put it so that the reader can follow and verify what you
say: in particular: always give measure numbers. Mm. 34-51
do not jibe with your analysis; I'd do away also here with the
concept of the applied dominant. Again, best solution:
omission. (Don't spend a lot of time on these examples. You are
making a fine case with your chief examples.)

9) p. 10: for the concept of variation-chain in the
sequence, add footnote of Oliver Strumnk, "Some Motet-Types
of the 16th Century,"” Papers Read at the International Congress
of Musicology, 1939 (New York, 1944), pp. 155-60, where, I

believe, the term was originally coined.
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10) p. 11, line 4: how about saying simply "feeling for
tonal form" instead of "far-reaching vision of tonality"?
After all, Dufay did the same thing already in his Ave regina
coelorum (see Tonality and Atonality in 1l6th-Century Music,
Pp. 16-17).

11) p. 11: Planxit autem David does not contain a cantus
firmus; it introduces, freely and only at particular points,
the lamentation tone, slightly embellished. Also here: give
measure numbers, or omit.

12) p. 12, top: The modal-tonal aspects of the Missa
L'homme armé super voces musicales are too complex and subtle to
be dealt with in one sentence. I suggest reducing your
statement to the following unchallengeable form: "But Josquin
feels free to acknowledge or ignore the modal identity of a
melody; occasionally his polyphonic settings will contradict
the nature of the mode and instead elicit from it a harmochy
of distinectly tonal color. Other times he will transpose a
melody from one mode to another. The Missa L'homme armé
super voces musicales is a prime example"” (and let it go at that).

13) p. 12: I suggest omission of the whole discussion of
Ave nobilissima creatura for many reasons, one of them being that
your analysis of the mode of the cantus firmus Benedicta tu
as transposed Hypophrygian is based on the erroneous assumption
that it is note for note the chant melody (which you probably
did not find). But the crucial B-flat at the end is added by
Josquin himself. The melody is the same (otherwise) as the
Plangent eum (L.U. 775). The Benedicta tu (with a few variants
in the melody) can be found in Antiphonale Monasticum, p. 193.

Incidentally, I don't agree with your statement (p. 12,
line 3) that the Phrygian mode "does not admit basic harmonic
motion to its own central tone." It does, but with the leading

tone down, instead of upward (either F-e in d-E chords or A-G-sharp
in a-E chords).

14) On the wheole I am pleased that so much of your evidence
is based on incontestably authentiec works of Josquin. But a
few doubtful works have slipped in and I urge you to eliminate
them all, because (a) some of them will be shown to be inauthentic
in other papers of the same volume; (b) some, I trust, will be
shown to be inauthentic by me in future studies; (c) all of thau
oceur only in one or at the m@ﬁ“ two posthumous, peripheral

(mostly German) sources (if two, then the second copied from the
first); (d) your critics will try to throw out your thesis
because it has been demonstrated-- among others—--on inauthentic
compositions. These are:

I. p. 13 and 13A: Mirabilia testimonia tua (sole source:
Petreijs 1539)

II. fn. 5: Absolve quaesumus (sole source: a Spanish
manuscript of ca. 1550)
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ITI. p. 16 Stetit autem Salomon (sole source: Petreius 1538)

IV. fn. 20 Nesciens mater (sole source: Kriesstein 1545)
15) fn. 8: "These chords are essentially contrapuntal in
function.” Are not rather these counterpoints essentially

harmonic in funetion?

15a) fn. 27: by "dissonant 2" do you mean 2 on the first beat?

16) p. 18, top: "This is a fantastic example of what may
be considered a freely invented quasi-chaconne.” Can we omit
this sentence, please?

17) p. 18, line 4: You say here "tonality" for mode,
otherwise for modern major and minor. I suggest saying "mode"
and confining the use of "tonality" to strictly its proper usage.

18) p. 20, 1line 8: Do you mean "unfolding" where it says
"enfolding"?

Now to the examples:

19) Ex. 1l: Is the figure at the end of the first line of
the graph a II? You do not seem to distinguish between major
and minor by capitals and lower case, so should it not be written
"II," as is the antepenultimate chord?

20) Ex. 2: Why is the noteZF (m. 814) omitted on the
graph when the parallel G (m. 797) is included?

We will rewrite the whole example in full score to avoid
the unclear key signature in your reduced score. This is the only
example with whose analysis I disagree. By analyzing it in
terme of BP minor you do violence to the score; the section
begins in unambiguous Bb major; it consists of a progression of
successive dominants: BP major, Eb major, AP major, DP major,
gb major. Only then does it turn to a cadence in BD minor.

21) Ex. 4: to your note on the bottom: there is no justi-
fication for your suggestion of changing the Bb in the key
signature to B-natural and the following EP to E-natural.
Incidentally, may I suggest omitting the question mark in the
graph (m. 109) and the flat before E in m. 114 (ascending motion,
leading tone).

22) Bx. 7% Ehe penulqtimate measure should be construed with
Bb and EP, except for the Tast chord.

23) Ex. 8: Why do you omit IV in m. 2237
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24) Ex. 9: here I have a whole number of questions:

a) the second and third notes of the second brace are
in the tenor part and should be omitted;

b) why omit the F (in tenor; = lowest note) in m. 26,
the ¢ D G in m. 135, and F(-sharp) = V in m. 1777
They all seem to be structurally important notes;

c) fifth and sixth notes from the end of the passage
beginning at m. 155: why are they not combined as V (;

d) the passage labelled 55 is actually the passage
beginning at m. 83, and the whole bass line from
mm. 55-80 1is missing from the example;

e) mm. 139-43 of the 2.p. are missing from the example;

f) mm. 174-79 = mm. 5-10: why are the F-sharp G left
out here, but not at beginning?

25) Ex. 10: 1is the graph here not almost an insult to the
intelligence of the reader? The numbers alone suffice.

In conclusion, I come to a point that to an editor is a
bit embarrassing, but that nevertheless cannot be ignored. I
always point out to my contributors where I think they missed
some pertinent literature, but in the present case it happens to
concern my own writings. I have of course highlighted Josquin's
use of tonal harmony and total tonal planning of a great work im
my monograph on tonality; indeed, I analyzed in some detail the
Benedicite omnia opera Domini to which you devote your attention,
and a great many points raised so ably in your paper have been
made in that monograph. In fact, most of the "additional points”
that you list on pp. 20-21 as in need of consideration have been
explored there, partly in connection with Josquin, partly with
pre-Josquin, post-Josquin, or contemporary composers. Your point
no. 2 has been explored in detail in my article on "Early
Scores in Manuscript."

I renew my initial request: please give your immediate
attention to my queries and let me have your response as quickly
as feasible. By referring to the numbers that I used you can

indicate your agreement or give your answer or revision, whatever
the case may be.

Finally, let me say again how very pleased I am with your
contribution to the Josquin Proceedings. You read your paper, I
know, under unfavorable circumstances, but I am sparing no effort
to have 1t published in the best possible form.

Cordially yours,

/,’?

~ 2 /
- ‘K&.u’(@%'

Edward Lowinsky
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view of tonality and mode. I do not consideri tonality as

the sole property of the major and minor modes only. Do we not
regard Bartok and other 20th century composers as '"tonal",

even though they do not employ the major-minor system? Tonality
involves the concept of a central tone as the governing force

17)My remark is not accidental, It reflects a different '
i

of musical continuity wherein all other tones are subservient ¥
i to it, and from which and towards which all other tones flow, t
This condition takes place in all the modes, but with different !

c degrees of success, and depending on other faccors. Even: major
1 and minor are intertwined, (E.g., the ab in the diminished 7¢h" . -

§ Eia chord of C Major is the flatted sixth degree characteristic of ..« .
: « Cwinor,) Thus, the key of Bb in the major mode and thé key of u
Bb in the minor mode are the same in key but different in mode,
This was a great discovery of Josquin, as shown in thé Abgalon ¢
} & excerpt, Returning to the point you make in this chserva-
N ., tion, and for the sake of making my comment as effective as ,

: poasible, 1 suggest the following modification: , i, NS

b (p. 18, line 4): "G (Aeolian-Dorian), as the central tome & +

e of organization, is fully realized through thése motions . A

N % in the bass in this remarkably forward-looking technique,..‘ .
; sosetc,”

L 18) Your observation is correct; "unfolding", please, :

:.’ 19) I agree, The 11 as upper case should be writtem,
" both at the end of the first line and at the beginning of the
* second line of the graph. 8" ° &4

-

L 4 : ;

P . 20) You are right, I have incorporated this point in the F
‘?n rewritten, slightly revised graph. The new graph is, I hope, ,

® clearer, if not more convincing to you, \
-

¢

21) I accept your various suggestions; they are convineing.

A 22) O0.K.; please eliminate my "ficta" indications accordingly.
- should

v 23) I have not omitted the tone, and/have indicated through
s its stemmed form its secondary importance, The IV in this casé

A, functions as a contrapuntal chord, Since the identity of a chord
. % .. ‘offers the reader no insight into its function, I reserve the '

& label for such cases when it functions harmonically, I-IV-1. le At vy,
L &% radically different from I1-IV-V-I, In this case, as a compromise,
v I ask you to insert the label immediately under the stem, in'." Wi F

i parenthesis, thus: (iv) | n the ect N
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of this motet, sce Edward E. | owinsky, Toulicy and Aronality in Sixteenli-Century Music
(lSuku'lu) and Los Angcles, 1962), pp. 20-25).

b) to the 1l chord : ‘Doming, non secundum peccatanostra’ (Motetwen, Bundel ii, no. 13),
measures 2834, in G Dorian.

) to the VI chard: ibid., measures 19o-02. This applicd dominant is possible without
wmusica fiica i the Dagian and Misolydian modes,

9 An cxample of movement from V to VI instead af to 1is in the concluding section of
‘Descendi s ortum meum'’ (Supplement, no. 6), m which the final V-Tisachicved tellingly
with fermata. =

10 Iy ‘Pacatum cor meuts, Deus’ (Morerten, Bundel svii, no. 67), at measures 322-5,
V moves to VI, then to 1V (preceded by 19) as a turther delay before resolving to 1. These
C]Il)f\l\ arc C‘*C”‘l.l”\ \“”U.(l‘l”“.ll m fun LION, SCrving as consonant \Iil‘)“"(\ l\"lh\.’ SUS—

{ ained note above, The VI or the 1V, as lanmonic funcrions, would operate as such only
within the harmonic progressians, such as -VEV=Lor IIV-V-L

1 Supplement, no. 5.

12 See *Ave nobilissima creatura’ (Motetten, Bundel vii, no. 34), measures 76-80: also
mcasures 21 1-15. dn both cases the bass moves us tollows: D-G-C-F-Ba. The motet is in
1) Acolian.

1370 admivabile commercimm’ (Motecees, Bundel i, mo. §) measuees 47-53 (Bb lonian).
Anotheresample s the repetition i the Bas of " Virge prudentissnm’ (Motetten, Bundel v,
o 25 ) tcastines 2§30, i el themanve imoves ap a tooeth, the equivalent of donwvi i
fith, i thie tollwing orders -G, « ach pattern melinding the leading note.

1 Moteteen, Bundel tv, no 2y, Pare IV, =

15 Motetten, Bundel x, no. 43,

16 See y sty ot the "Massa Pangs lmena’ i ‘Fusion of Design and Tonal Order in
Mass and Motet: Josqun Despree and Hewrch I " he Music Pornig i {1970), beginning

on p. 200, Of party wlarinterest i the Osama (deseribed on pp. 226 and 228), which involves
paired repetition wid suceesston ol fifths,

17 Motetten, Bundel 11, no. 16,

15 Motetten, Bundel sxiv, no. no.

1 Mortetten, Bundel x1, no. 47. "Virgo salutiferi’ (Mutetten, Bundel vii, no. 3%) is an
example in which the shape of the melody at the opening outlines an ascending fiteh,
thereby resulting i the succession, Goto 1D 1o Al

20 Motetten, Bundel 1, no. 1.

1 Missen, iv. The text to which the dese ending fifths are applied, quite .xpylnpl'i_ncl\.
is “descendit de coelis”. In the motet  Absalon, fili ni’ (see Ex. 2), the descending fifths were

applicd to the text, ‘descendanm w mfernum plorans’,

2 For example, the settmg of the cantus fromus i 'O Virgo \'u_u‘nuun' (Motetten, Bundel
xxiif, no. 83), in G Dorian. The small range of the melody, as in the first phrase, G-B#-A
Bo-G-A-G, leads to strong prolongations of the G tonality and consistent use of the V

% against the passing and neighbouring notes.

23 Motetten, Bundel i, no. 3. p———

21 On the variation-chain concept, see Oliver Strunk, ‘Same Motet=Types of the t6th
Century’, Papers Read at the International Congress of Musicology, 1939 (New York, 1944),
pp- 1 §5-00.

25 Motetten, Bundel vii, no. 33.

26 Motetten, Bundel 1ii, no. zo.

27 §ec Novack, ‘Fusion of Design and Tonal Order’; the analysis of Et incarnarus ost
is given on pp. 213 and 218-10. A much later example of the contradiction of hncar maode
and polyphonic tonality 1s J. S, Bach's treatment of Hassler’s Phrygian melody, "O Haupt
voll Bluc und Wunden'. In the ‘Passion according to St. Matthew” the fiest four chorale
settings of this melody are in the major, corresponding in therr various transpositions to
the relationship of C lonian to E Phrygian. The fifth aud final sctting, appropriately, v in
E Phrygian, terminating on E.

48 Remarked on by Gafurius in lis Practica musicae of 1496, Book 111, Ch. 125 sce lrwm

- Young, transl,, The Practica musicac of Franchinus Gafurins (Madson, Milwaukee and
London, 1969), p. 154.—Ed.
20 Missen, 1v.
40 Motetten, Bundel xii, no. §1, measures 210-26.

\ M 31 Motetten, Bundel xviii, no. 7o.
- ) o . » . . »
\, X P 32 For other aspects, particularly with regard to cadences, the functions of dissonance,
5 4 3 . v s . 3 . . - B
VAR, N harmonie and motivic repetition, sce Edward E. Lowinsky's admirable study of the
n ity 1444 ety Dhaspani” i s Tanaliny and Atonality PP an 2%

_




3711—270—12[13—Josquin—78—

Tonal Tendencies in Josquin’s
Use of Harmony

SAUL NOVACK

The leading-note as a means of intensifying directed tonal motion had fully
emerged by the beginning of the Remaissance. The fifteenth century
witnessed its enhancement and reinforcement through the fifth relationship,
i.c., the dominant-tonic phenomenon. Josquin's use and expansion of this
harmonic relationship constitutes an artistic achievement of the hig,hut
ordu Thc bru:f wpmmon tlmt iollmm, based on Josquin's sacred music,

l:oth C and } Las wcﬂ as thc rdatcd Mixolydian made, modificd d:mug,h
musica ficta, There are a number of compositions in Acolian and many in
Dorian on both D and G, modified through both stipulated and unstipulared
accidentals to resemble the Acolian mode. In all of these modes the leading-
ote punctuates tonal continuity. 1t is part of the mode in Tonian and is
often present through musica ficta in the other modes. Only the Phrygian
mode remains unaffecred. In this mode, which cannot have a dominant on
its fifth degree because of the diminished fifih, Josquin relies upon other
means to provide tonal continuity. Settings in E Phrygian frequently have
extended sections in Cand A sections in C take on the features of C lonian,
and the scctions in A, A Acolian, with frequent use of the appropriate
leading-tomes.

While the dominant-tonic relationship was already well established
during the fiftcenth century, its abundant use by Josquin is neither confined
to its position in strategically located cadences nor to the simple V-1 pro-
gression, which frcqucmly appears in non-cadential situations without the
leading note; it still excrcises the foree of the relationship of the fifth, but
lacks the intensity that the leading-note provides. The V-1 progression can
dominate the entire setting of a composition.

Various cxpansions of the V-I progression occur in Josquin’s music:

I-I-V-I3

I-IV-V-I?

--V-I
The last progression assumes great unportancc in Baroque and Classic
forms, rcpr(.sctmug the motion from the minor tonic to the so-called
‘relative major’, with eventual return, through the dominant, to the tonic.
In Josquin’s music there are frequent examples in Dorian and Acolian
settings. The Dorian mode, withits modification of both the sixth and seventh
degrees, comes closest to the later typical character of the minor mode.3
A good example of an extended harmonic structure of I-III-V-T s found in
‘Vultum twam deprecabuntur’® At the outset of Part VI, the tonic, G
minor, is clearly established. Atmeasure 431 a long extension it B* major

bcgm.;(ﬁx 1).7 This is thie 11l ehord 6f G Dorian, and, as shown irf the graph,
rY |

b el




cliectas the relanve mgjor, Lhe tonie, G, s regained at measure 449 immlgh
a lI8-V-feadence, The shape of the superius, with the same melodic pattern
heard oncé in the dominant and twice in the tonic of B* (mm. 442-7), is

significant. The first statement of the motive (mm. 442-3) in the dominant
of I is balanced by the succeeding statement in the tonic of 11, and the
reiteration of this last statement builds 2 climax mon ing towards the final
cadence in the central key, G Dorian-Acolian. The structural importance
of B* in the upper voice 1s revealed in the movement away from it and
toward it. This pote is not abandoned until the definitive downward
motion to the final cadence of the passage.

A further harmonic extension is'the termination of a section or compo-
sition by the use of successive fifth relationships in the progression I-VI-1I-
V-1, with its bass moving down a perfect fifth between VIand II, possibly
only in lonian and Mixolydian, in the latter with a leading-note in the
\Z!«!k'nx'(‘. al

Harmonic progressions are also intensified by the sophisticated use of
applied dominants, not only to V bur also to other cords.®

['he motion V=-VI as a dec ptive cadence is used as a means of extending
the V and delaying the resolution to the tonic, particularly at the end of
compositions.” It may also serve to set off a circuitous path taken in the
resolution of the V to the final 1. particularly against the final sustained note
in the upper voice.? The achievement of the tonic releases the tension and
enhances the finality of the tonal goal

There are numerous « xamples ot I moving to IV and returning to [
underneath the final sustained tonic, the 1V chord ac ting as a consonant
contrapuntal chord against the sustained note. The so-called ‘plagal’ IV

extends the I, serving a coda-like function. 1 the V-I ivrngrg:\fux, with

leading-note intensities the motion toward the tonic, the [V-I progression
it the end serves ro sustain and confirm it.

I'he logical extension of the V-1 relationship into motion through the
circle of fifths is also found m Josquin s music. Although Josquin is by no
means the inventor of this e hnique, he goes farther than any of his pre-
decessors and with orear inagination sets the stage for the opening up of
(‘:(‘lu.mmmi\‘\,l.urin the sistecnth contury. The first ox i pleis perchaps the
boldest of all, the now famous endive of* Absalon, fili mi’ 10

|25 e

T lu-gr.q\h in Ex. 2 indicares some unportant aspects. The appermost line
delineates a motion from the fith degree of the BY ronic to 4, 3, 2. and
tinally 1, thereby outlining the B7 minor teiad. Meanwhile, the bass moves
m perfect fifths alternately via the third fo the triad to which it is descending
(sce graph), in diatonic fashion to B* minor, going as far as the VI chord
One cannot go further in the circle of tifths without losing the immediacy
of the uppermost line’s motion within the tonic triad. At this point Josquin
pauses and moves directly to V, the goal of the descending motion. It took

more than a century for this progression to become a regularly vsed har-

monic device. The tonal centre of the composition as 2 whole is B, The

forcgoing excerpt begins in the major and moves into the minor mode, in

1

which it terminates.

Successive fifths are freely used in variou parts of ( OMPOSItons ihv}.‘
are frequent in fonian, Acolian, and Dorian st ttings, most often as descend-
ing fifths, which may also appear in the form of ascending fourths. They also
are used against a cantus firmus.'* Particularly important and fascinating is

: ; ‘ X 8 X
the fusion of thematic repetitions witht root moverent lv"» fifels, resultng
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in perhaps the first genuine examples of so-called “harmonic Suqucuccs 133
There are effective settings of as many as four-fold and five-fold repetitions.
An unusually extended example is found in the transposed Dorian motet,
‘Vultum tuum deprecabuneur’, ' measures 261-83. The first succession has |
the following repetitions, alternating between bass and tenor:

DtwG  melodic figure

GtoC  figure repeated, with new counterpoint

CtoF  same passage, repeated

FroB*  same passage, repeated
At the moment the B? is attained, the bass cuters beneath it with G. A new
melodic pattern appears in the following transpositions:

Gro D melodic iigure

DtwoA figure rcpcnml. with new counterpoint

At DD orginal figure, moditied, with new counterpoint

Do G same passage, repeated

GroC  same passage, repeated

CtoF same passage, repeated
‘Misercordias Domini’,'3 in A Acolian, has several instances of successive
fifths, particalarly around C, mcluding a five-fold repetition of a cadential
motive. This repetition begins at measure §1 with the first statement of the
cadental motive as tollows:
EX. 3

The statements of this motive are:
m. 51 beginning on E, ending on A
m: 53 beginning on A, ending on D
m. s bggummg on b uuimg on G

This is an arttul chain crf apphcd dominants and kadmg—-notc-c[mnh. subly
involving deceptive VI chords to delay vesolutions. Thitechnique is used
to give relief o the concept “misericordia Domini’. Almost immediately
afterwards the text is repeated and, beginning in measure 70, a new succes-
sion of descending fitths with pattern repetition in two phases follows:
A-D-G-C-F; D-G-C. Successive fifths are found frequently in composi-
tions set in Phrygian, as though to compensate for the absence of the
dominant function in that mode: they frequently move away from E in
descending fifths and return in ascending fifths.'® In ‘Factum est autem’,17
in which Part I ends on E, the motion in fifths towards the final E is as
follows: from G (m. 88), prolonged at first via C (m. 92), finally to D, then
to A, and then to the final E. In the five-part ‘De profundis clamayi’,18
the setting of the concluding Kyrie cleison begins at measure 104 on C,
moves to G (mm. 105-9), then to D (mm. 110-12), to A (mm. 113-15),
and then to the concluding E. Tn the four-part Phrygian setting of ‘De
profundis clamavi’,'* the shape of the melody at the beginning of the motet,
moving down a fifth, results through imitation in the succession E-A-D.
The succession of fifths may continue into almost a complete diatonic
( circle of fifths. Thus, in ‘Qui velatus facic fuisti’™®® (sccunda pars, mm. 82-9),
ascending fifths, in a prolongation of C lonian, move as follows: C-G-D-
A-E-F-C. Significantly, B is omitted between E and F since B to F would
form a diminished fifth. Finally an example from the *Missa Fortuna
desperata™ reveals seven successive descending fifths (Ex. 4). T1-V-1 of the

..
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L EX. 4
|

tonic (F Tonian) in measures 109-10 is succeeded by T1-V (without leading-
4*.r note) -1 ob G minor, which is the II chord of F lonian, and is attained at

h measure 111, The circle of fifths begins with the B, the 1T chord in the G
) prolongation, includes the augmented fourth between E* and A—the
., roae ' dircet leap avoided by passing notes—and is extended to the B chord in

' measure 113, The modernity of this ¢ sample is obvious; it is a ocnvincing
v and dynamic part of the total harmonic structure in the conclusion of this
o 1 a YEENCPY ok N P
N =

[ i Ty : 8 —
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The juxtaposition of old and new in the application of harmonic relation-
ships to the cantus firmus is a fascinating subject for study. Josquin reveals in
his works a whole new view of the cantis finmus in its relationship to tonality.
The shape and form of the chant inclody is exceedingly important. In some
motets the Gregorian melody appears in fragments, cach of which is
treated with harmonic elarity.?2 Josquun's ability to preserve the character
of the chant melody while adapting the harmonic treatment to tonality
may be shown in a number of cases, among them the two-part opening of
"Mittit ad Virginem’,”8 a setting of a so-called ‘variation-chain” sequence®
(Ex. 5). The stanza consists of five lines whose corresponding musical units

EX. s

suggest harmonization in tonic and dominant. Josquin's sctting of the
lonian miclody reveals his feeling for tonal torm; he organizes the five
musical units as follows:

1:tonic

2: tonic

3: tonic

4: dominant

5 dommant-tonic (C Tonfan)
The penultimate position of the Voand its ultimate resolution is 1ost
signiticant. The six=part "Practer recum seriem’ * one of the most famous
motets of Josquin, is markad by consid rable diviston of the chant melody
(in G Daorian) into harmonically supported units. "Plansit autem David', 28
m | iuiliJn, olters al A-'!u':' L u:lllvln' nl>».{l\'i\i|~ll ol teNt, 'n‘l'\,‘ .\Li‘.‘.l.l(\'x" l‘_\
rests. The lansentarion tone is freely reiterated, sometimes in cantis firnins
stvle. Fach complete unit of teat s prolonged within the tonic. [hese
prolongations appear o various harmonic progressions. [ntermediate
points are frequentls marked by sirong cadenual higures.

Ve catmrts s maeliodies Bave each @ specitic modal ¢haracter. But
Fosgpam teels troe to achaos ledee ordgnore the modal identiey of amelody
swasionall Tas puls phienic setr s vl b eontradicon the natues of the mode,
the pulypheny absorbing the gaclods waghin o ditfercn tonal eentre: Other
errnies be wall tapspose o pelodss roin one mode tooanother. The *Missa

I hammae arnd super soces nistealis 1s a0 punme example. B the case of

the Phesvetan mode: whicde Tas oo Jdommase choed, and dherctore no

"1’”‘!”"& THOLIOE T IDN QAW CUItry ‘ Tt an "Hx]w, I"\-,’Hill sOncCtHnes

emtradicrs the mode of the cais s e the pols phonie setting. In the
|

‘Missa Pange lingua’, the by 1f111|»v=.;' ot the l'!\'\;im hymn melody is

realized polyphonic Jlv in clear=cur C Towgan, wich VI movements i the

setting ot the text, "Lt incarnatis est. 7

Parallel moton between the outer voives, a favourite device of Josquin,8

is often used 10 moton dirccted towards a VoI cadence as a means of
meensifving the drive toward the cadence. Such parallel motions are
occasionally strengthened throuel the use of sequence. In the following
cdample from the Glorg of the “Missa Fortuna desperata’*® measures
s0-58, the melodic motion is in descending parallel tenths, while the drive
to the cadence is achicved structurally in ascending wenths, as indicated in
the graph (Ex. 6). Independent voree leading is sacrificed o mtensify the
EX. 0

direction of tonal motion. In such passages the consonant parallel direction
terminates on the leading-note, most frequently with a 4-3 suspension,
thereby heightening the atainment of the penultimare V.

Clarity of formal design, enhanced by motivic reiterations and contrasts
in vocal scoring, is further given depth through renewal of the tonal rela-
tionships. An example from ‘In exitu Israel de Egypto™ is given in Ex. 7.

EX. 72,




-

'{\ BT G Y AY e

(N - By Mg LY a'w‘.
) . t'—

[ -

371 1—270—12[13—Josquin—->0—

The V, prolonged through measures 210-18, now projects the text, ‘et
omnes qui confidin in eis’ (m., 218 to end), by a descending line via the
dominant triad, supported by its own I-V-T. Immediately afterwards the
same text is repeated o the same motive, now prolonged through the tonic
triad, the top voice beginning the motion on the third of the tonic, moving
down to the leading-notg and supported by 1-V-1 of the tonic. Additional
intensity is achieved through s of four voices instead of two, and through
the motion of parallel tenths alternating with octaves in the outer voices,
15 shown in the graph. The parallelism is a striking ¢ miple of the combina-
tion of tonal structure and thematic design to create irection and symmetry.
Some aspects of the dircction and function of the upper voice have been
considered. The significance of the lowest part in the preceding examples is
manifest. No longer is the bass exclusively a line like the other voices. Its
leaps are often reflections of harmonic motions; its direction, both in step
and in leaps, is then conditioned by the tonal goal. Asan illustration of the
extent of the harmonic orientation of the bass line, the skeletal framework
of the lowest voice of an entire motet, ‘Levavi oculos meos in montes’ 3!
is given in Ex. 8. The bass reiterates, in different ways, motions from [ co Y
EX. 8

and from V to T, frequently with parallel repetitions of design. G Dorian
(often turning into Acolian). as the central note of arganization, is realized
through the bass line in a remarkably forward-looking technique. Note-
worthy is the parallelism in some repeated units, e.g. at measurce 99 and at
measure 103. Exact repetition oceurs in the bass only, thereby highlighting
the importance of the lower voice in the unfolding of the tonic-dominant
Such parallelisms are strikio The boginning of the bass in

imitative style’. Flowever, the outer voiees assume respo 5 that go
far beyond those of the middle voices, especially in Josqui s late works.
The highest and the lowest lines assert their funcdons in tonal serucurc,
both individually and together, wirh astrength and purpose that uncquivo-
cally point in the direction of “polarity of the outer voices . In this sense
Josquin is a great iNNOVALor.

The foregoing exposition has been directed to only a few aspects of
Josquin's concepts of tonality 3 Only chordal forms operating within the
framework of the dominant-tonic phenomenon and in the fifch relationship
have been considered in this brief study. Chords with contrapuntal, voice-
leading function also play vital roles in the projection of tonality and must
be examined together with the harmonically functioning phenomena.

Needless to say. Josquin's use of harmony cannot be considered solely
by examining chords and cadences or by sending the various simultancitics
through the computer, The harmonic factors are related to a number of
compositional and acsthetic aspects. It is through a study of these inter-
relationships that we may realize more exactly the remarkable character of
Josquin's concepts of tonality, from which springs a new view not only of
‘musical structure but also of expression of the text,
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motets and ather sy fop Iiturgical as wel( 4 sceulat penees, i 1 witha key Sgnature of one
flacin gll v, es. Theorises called e Lydian, Lo e was, as Glarcanug (Do ('.vn’/lum'uu. p-1rs)
righely msisted, trmsposed Loniafi. iy use o lonian fransposed o F s enconraged by
such examples of Legonan cliane ag plye Kyrie from the Missa vt (e Angelis)’ (LU,
P 37), in which eveey B is Haeted, And jf thins example lo distiyisy, d, becanse

1S ongin
les i the fitie inthesineeent)y Ceuturies, as the editors ot the £/ gy ge

s then iy Sunceus,
asenibed o the (X1 X1 ¢ Ay AL L, p. 38), or the Sty and Aenins Dy fron "Missa 1X
(Cum jubila)" ascribed oy the tourteenth centuey and (XY X i respectively, My
serve instead ; eaely af these melodies has many Bs, cach ane ill\'.lH.‘.b‘)‘ flatted. Ed.

- Nee, for example, 'O \‘ug:) Varginy' (Mulruwn, Bund] AN, N, 83),inG Dogiay.
Many otler examples may be found-in Josquin's works,

4 See Meseand; ORI megy, (Supplemene, g, 0), where tle 1) chord iy
harmeoni, dly befor Hoving to V (min, 65 7)-

I For exanple, ncasires I87-8 and 1yo 91 m "Pager noseer' (n‘\‘lnu'm'n, Bunde] Xii,
N0. 50}, i G Dorga,, An Ep iy el dtorin thely chord, ]wrodm'ing:lmumrl\f,1 h.lr.u‘rcrl\ric
mnthe iminor mode, Thisis a good ¢ vample of rhc;x\smnl.mnnuf the Dorian e v tunor,

YEg, Ex.inG Parian, illustrares the presence of gy (-upu!.l[n‘, aid thruuy,h Mitisica

‘rl\’( 1“.“"0(,

Sicra), Ez, F, and g Whrough msicg ficta). In- Acolian COMPOsItions tly seventh degree iSa &% #
ol conrse, “upfvm,\ raised; bue ¢y sixth degree, which in gl Hunor e appears i
batls torgs, i rarely altered,

" Motetten, Bundel v, no. ay.

* A brief Platsation of the syibols used iy the linear malyses in elyic Paper follows-
N-= n xghl\umin_w Hote; 1 passing note; U m'!ghi‘ul!r!ng chord (conplete or
munn|v]. ), SPPaortne 4 ’\‘m,‘u‘u HOte 1y lr!-n‘u,\;-\ hosg Vaice; Hior; nuner. 4
Arabic ninibers Bave thie s Sgimthcanee as in hgured D, 1 he shir (- 77 ) denates [

COMit s nd ey I stbivas ons: s i red -.[‘“ ( pL il !ha' d(»l{ctl l‘('.lm ( )

dicare cho ey ¢, o RIGE A pitel Whiose Srucural ioniticance remains the same -

the cirvial drow (- JAenotes a leading-nop chord whieh ¢ wlves to the chord o .* )
whicl the arpow sdivecred; the strajuly Arrow ( -V shows directedd moton from and =

1o Chords of rictral st mee, e bean \———} milicates the SEVLIC g 1lwnm-uiuu
betweeer o tes of ifiisont Prehes; the y ket (. e used v ndicac the dominanee

OF @il o, cxrendy rhroueh hivrnyogegg Prosresiimy andor tontrapuntal morions
shoswn by, veand witlin e Iy, ket. Notes do not lave din vonal valye: UNSLe e
black nores aye S mediaee in th, IMCORLESE, Setinmed UArtCr=nores are ‘jyrer mediare
n context and syl Imate o ¢y, halt=uore, 1l IS “reminte” and Primary symybol,

[ A'|(‘\.’ A% Y u:f' n' .‘I]J BRI, oty i ['ll.. l[); L ‘ ‘I,l 8 e 'liif(l!lk'\ of i fu‘l'llltll S Ju‘llk;'t'. dre
expluned i Jersil mLhe Music 1 v, 1, o, W i J Mitchell ang g lix Salzer (New
York, 100~ Y 200-8.

* Examples of applicd donsis TS e

ELUR G TS VAR et eshe g SRR Opera Dominj I ustine” (Mosréerey, Bundel «jii,
SO T i, T tivongy OIS & gy ey W sucly examples, o e eastires 2y -,
a5 well 4 profangariang of'g V=Tt thedtb e [INTEY - (For 3 haesson) analysis
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24) My copy shows the following: in b.45 the bqnlul haa e lis - b

the note, d; in b,46, the bassus has a rest; now the tenoxr = ;M
becomes, in "effect the lowest voice, and in b.47 the bassué . " 1 St
resumes, sharing the lowest tone at "that moment with the tenor, o &
The lowest line is, therefore, as I have indicated it, the" leap 4 ol "
from a to d being ortan &

b) from b,25% to 27*, G is prolonged, and then moves to . f
the IV chord shown in the bass graph, i.e.,, I-IV-VaI, Therefou, ‘i”"

in the prolongation of the G, the motion is: G - F (the tone tof :
which you refer) - G = D - G and therefore subservienti to Gg% | ',‘.'}g.\‘%..
For the most part, I have tried to be consistent, - i %
e) my error; you are correct, b By 3.‘* ‘
d) you are correct; the new omitted section and mlabeuing *"
are incorporated in the new version of the graph, ' o
e) incorporated and labelled in new version, 5 " | ;
£) incorporated in new version, ' ‘ T

25) O.K.; roman numerals only. The text revision accordingly

should be as follows: T
P.18, lines 11-12, omit "with the reduction of the bask . v A
motion shown directly below it,". Please gdd on the next Ny
line, after the words '"bass line", the followings ", asshown . ./
in the preceding graph," .

In regard to your concluding critical coument you are fully
justofied in making it, and rather than feeling embarrassed, you.
should have felt annoyed' 1 apologize, and please know that no
slight was intended. Your work is too well known to anyone with
the slightest interest in the music of this period, I think that

economy glpuld probably prevail, and I therefore suggest og:\ission
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harmonic structure of I-ITI-V-I is found in 'Vultum tuum depre-

6
cabuntur.,' At the outset of Part VI, the tonic, G minor, is

clearly established. At measure 431 a long extension in Bb major
begins (Ex. 1).7 This 48 the III chord of G Dorian, and, as
(BEx. 1)

shown in the graph, it is prolonged with its own harmonic pro-
gression of IV (m. 439) moving through II with a passing seventh
(m. 441) to V (mm. 442-3), to I (mm. 444-6). Eb is8 consistently
used within this prolongation of Bb, which acts in effect as the
relative major. The tonic, G, is regained at ﬁeaaure 449
through a IIG—V—I cadence. The shape of the superius, with the
same melodic pattern heard once in the dominant and twice in the
tonic of Bb (mm. 442-7), is significant. The first statement of
the motive (mm. 442-3) in the dominant of III is balanced by the
succeeding statement in the tonic of III, and the reiteration of
this last statement builds a climax moving towards the final
cadence in the central key, G Dorian-Aeolian. The structural
1mportance;of Bb in the upper voice 1s revealed in the movement
away from it and toward 1t. This tone is not abandoned until the
definitive downward motion to the final cadence of the passage.

A further harmonic extension is the termination of a
section or composition by the use of successive fifth relationships
in the progression I-VI-IT-V-I, with its bass moving down a perfect

fifth between VI and II, possible only in Ionian and Mixolydian,

in the latter with a leading-tone in the cadence.




I

Harmonic progressions are also intensified by the sophis-
ticated use of applied dominants, not only to V but also to
other chords.8

The motion V-VI as a deceptive cadence 18 used as a means
of extending the V and delaying the resolution to the tonic,
particularly at the end of compoaicions.9 It may also serve to
set off a circuitous path taken in the regolution of the V to
the final I, particularly against the final sustained tone in
the upper voice.lo The achievement of the tonic releases the
tension and enhances the finality of the tonal goal.

There are numerous examples of I moving to IV and returning
to I unde;neath the final sustained tonic, the IV chord acting
as a consonant contrapuntal chord against the sustained tone.

The so-called 'plagalf IV extends the I, serving a coda-like
function., If the V-1 progression with leading-tone intensifies

the motion toward the tonic, the IV-I progression at the end servea
to sustain and confirm 1it,

The iogical extension of the V-I relationship into modulation
in the circle of fifths 18 also found in Josquin's music. Although
Josquin is by no means the inventor of this technique, he goes
farther than any of his predeceéeérs and with great imagination
sets the stage for the opening up of the harmonic space in the
sixteenth century. The Eifat example is perhaps the boldest of

11

all, the by now famous ending of 'Absalon, fi11li mi (Ex, 2).

{Rx. 2)
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The graph in Example 2 indicates some important aspects.
The uppermost line delineates a motion from the fifth degree
of the Bb tonic to 4, 3, 2, and finally 1, thereby outlining
the Bh minor triad. Meanwhile, the bass moves in perfect
fifths alternately via the third of the triad to which it 1is
descending (sBee graph), in diatonic fashion to Bb minor, going
as far as the VI chord. One cannot go further in the circie of
fifths without losing the immediacy of the uppermost line'ﬁ
motion within the tonic triad. At this point Josquin pauses and
moves directly to V, the goal of the descending motion. It took
more than a century for thils progression to become a regularly
used hnrm;nic device. The tonal center of the composition as a
whole 1is Bb. The foregoing excerpt begins in the major and

moves into the minor mode, in which it terminates.

Successive fifths are freely used in various parts of
: are
compositfons. They frequent in Ionian, Aeolian, and Dorian
N
settings, most often as descending fifths, which may also appear

in the form of ascending fourths. They also are used against

} a cantus Flrmus.l2 Particularlylimportant and fascinating 1is the
fusion of thematic repetitions with root movement by fifth,

resulting in perhapa the first genuine examples of so-called

y L3

'harmonic sequences. There are effective settings of as many

1 - as four-fold and five-fold repetitions. An unusually extended

example is found 1in the transposed Dorian motet, 'Vultum tuum




deprecabuntur.'la measures 261-83. The first succession has

the following repetitions, alternating between bass and tenor:

] D to G melodic figure

| G to C figure repeated, with new counterpoint
G to T Rame paMsage, repeataed
F to BP same passage, repeated

} At the moment the Bb is attained, the bass enters beneath 1t

with G. A new melodic pattern appears im the following transpo-

i sitions:
5 i G to D melodic figure
D to A figure repeated, with new counterpoint
A to D original figure, modified, with new counterpoint
D to G same passage, repeated
‘P G to C same passage, repeated
{ C to F same passage, repeated

X S ] & |15

Misericordias Domini, in A Aeolian, has several instances of

} i successive fifths, particularly around C, including a five-fold
f| repetition of a cadential motive. This repetition begins at
':,’ measure 51 with the first statement of the cadential motive as

follows (Ex. 3):

b ! The statements of this motive are:
i -
}-; m. 51 beginning on E, ending on A
- m, 53 " " A, 1" n D
m. 55 " " D, n " G
e 3 m. 59 LS - R " G (leap of an octave instead of fourth
!q m. 61 " " C, 11 " C

This i4s an artful chain of applied dominants and leading-tone
chords, subtly involving deceptive VI chords to delay resolutions.
This technique 138 used to give relief to the concept "misericordia
Domin{i. Almost immediately afterwards the text is repeated and,

‘i&!;) beginning in measure 68, a new succession of descending fifths

=t e e . e T e
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with pattern repetitions, in-two phases follows: E - A - D -

G -C-=TF; D~-G - C. Successive fifths are found frequently

in compositions set in Phrygian, as though to compensate for the
absence of the dominant function in that mode; they frequently
move away from E in descending fifths and returm in ascending
fifths.16 In 'Factum est nutem.'17 in which Part I ends on E,
the motion in fifths towards the final E is as follows: from

G (m. 88), prolonged at first via C (m., 92), finally to D;.then
to A, and then to the final E. In the five-part 'De profundis

18

clamavi,' the setting of the concluding Kytie eleison begins

at measure 104 on C, moves via a descending fourth to G (mm.
105-9), then to D (mm. 110-12), to A (mm. 113-15), and then to
the concluding E. In the four-part Phrygian setting of 'De

profundis clamavi,'lg'

the shape of the melody at the beginning

of the motet, moving down a fifth, results through imitation in
the succession E = A - D. The succession of fifths may continue
into almost a complete diatonic circle of fifths. Thus, in

'Qui velnéus facie fuist1'20 (secunda pars, mm., 82-9), ascending
fifths, in a prolongation of C Ionian, move as follows: C - G =~
D -A-E-F -C, Significantly, B is omitted between E and F
since B to F would form a diminished fifth. Finally, an example
from the 'Missa Fortuna desperata'21 reveals s:zfgasuccessive Lo

descending fifths (Ex. 4).

(Ex. 4)
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sie condle (¢ foulan) (n measures 1L09-10 is succeeaded
1

by IT-V (without leading-tone) -I of G minor, which is'the

IT chord of F Ionian, and is attained at measure 111. The circle
of fifths begins with the Bh, the ITI chord in the G prolongation,
includes the augmented fourth between Eb and A--the direct leap
avolded by passing tones--and 18 extended to the Bb chord in
measure 113. The modernity of this example is obvious; it is a
convincing and dynamic part of the total harmonic structure in’
the conclusion of this section of the Credo.

The juxtaposition of old and new in the application of

harmonic relationships to the cantus firmus 1is a fascinating

subject for study. Josquin reveals in his works a whole néw

view of the cantus firmus in its relationship to tonality. The

v shaée and form of the chant melody i1s exceedingly important.

In éome motets the Gregorian melody appears in fragments, each
} of which is treated with harmonic clarity.22 Josquin's ability
to preserv} the character of the chant melody while adapting

the harmonic treatment to tonality may be shown in a number of

i cases, among them the two-part opening of 'Mittit ad Virginem,'23
<1 a setting of a so-called 'variation-chain' séquencez4 (Ex. 5).
£
(Ex. 5)

i ' The stanza consists of five lines whose corresponding musical
units suggest harmonization in tonic and dominant. Josquin's
setting of the Ionian melody reveals his feeling for tonal form;
he organizes the five musical units as followsa:

tonic

tonic

tonic
dominant

dominant-tonic (C Ionian)

meswWwN R
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The penultimate position of the V and its ultimate resolution

' 25

{s most significant. The six-part 'Praeter rerum seriém,
one of the most famous motets of Josquin, is marked by considerable
division of the chant melody (in G Dorian) into harmonically

supported units, 'Planxit autem David,'26

in F Ionian, offers
another example of division of text, here separated by rests.
The lamentation tone is freely reiterated, sometimes in cantus-
firmus style. Each complete unit of text is prolonged within
the tonic. These prolongations appear in various harmonic
progressions. Intermediary points are frequently marked by

strong cadential figures,

The cantus-firmus melodies each have a specific modal

character,  But Josquin feels free to acknowledge or ignoré the

modal ldentity of a melody; occasionally his polyphonic settings
will contradict the nature of the mode, the polyphony absorbing
the melody within a different tonal center., Other times he will
transpose a melody from one mode to another. The 'Missa L'homme
armé super’ voces musicales' 1s a prime example. In the case of

the Phrygian mode, which haa no dominant chord, and therefore

no harmonic motion to its own central tone or finalis, Joaquin

sometimes contradicts the mode of the cantus firmus in the poly-

phonic setting. In the 'Missa Pange lingua,' the beginning of
the Phyrgian hymn melody is realized polyphonically in clear-cut
C Ionian, with V-I movements in the setting of the text, 'Et

W

incarnatus est.
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g'd‘ Parallel motion between the outer voices, a favorite
device of Josquin's,28 is often used in moétion directed towards
a V-I cadence as a means of intensifying the drive toward the
cadence. Such parallel motions are occasionally strengthened
through the use of sequence, In the following example from the
= Gloria of the 'Missa Fortﬂna deuperata,'29 measures 50-58,

the melodic motion is8 in descending parallel tenths, while the
drive to the cadence is achieved structurally in aacending.

. tenths, as indicated in the graph (Ex. 6).
| (Ex. 6)

Independent voice leading is sacrificed to intensify the direction
i | of tonal motion. In such passages the consonant parallel direction
‘ terminates on the leading~tone, most frequéntly with a 4—3.
suspension, thereby heightening the attainment of the penultimate V.
Clarity of formal design, enhanced by motivic reiterations

and contrasts in vocal scoring, 18 further givenm depth through

renewal of. the tonal relationships. An example from 'In exitu

o , 30

Israel de Egypto is given in Ex, 7.

e

(Exs 7)

* .
o —————— -
n s

The V, profbnged through measures 210-18, now projects the text,

C-[ 'et omnes qui confidunt in eis' (m. 218 to end), by a descending

‘ line via the dominant triad, supported by its own I-V-I, Immediately
afterwards the same text is repeated to the same motive, now
prolonged through the tonic triad, the top voice beginning the

motion on the third of the tonic, moving down to the leading-tone

and supported by I-V-I of the tonic. Additional intensity is
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sachieved through use of four voices instead of two, and through
the motion of parallel tenths alternating with octaves in the
outer voices, as shown in the graph. The parallelism is a
striking example of the combination of tonal structure and
thematiec design to create direction and symmetry.

Some aspects of the direction and function of the upper
voice have Seen considered. The significance of the lowest part
in the preceding examples is manifest, No longer is the bass
exclusively a line like the other voices. Its leaps are often
reflections of harmonic motions; 1its direction, both in atep
and in leaps, is then conditioned by the tonal goal, As an
111ustrat;on of the extent of the harmonic orientation of‘the bios
line, the skeletal framework of the lowest voice of an entire

4,@ motet, 'Levavi oculos meos in montea,'31 is given in Ex. A.
» (Ex. 8) :
The bass reiterates, in different ways, motions from I to V
and from V to T, frequently with parallel repetitions of design.
G Dorian;(often turning into Aeolian), as the central tone of

organization, 1s realized through the bass line in a remarkably

T e

-

forward-looking technique. Noteworthy is the parallelism in
some repeated units, €.g5., at .méasure 99 and at measure 103.
Exact repetition occurs in the bass only, thereby highlighting

the importance of the lower voice in the unfolding of the tonic-

oy "

dominant relationship. Such parallelisms are gtriking. The
3l beginning of the bass in Part II is quoted exactly to illustrate
how thematic material and harmonic function are combined (Ex. 9).

|
i (Ex. 9)
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The preceding examples i1lluminate another important aspect
of Josquin's style: all voices share in the thematic material.

This i1s what is known as 'imitative style.' However, the outer
voices assume responsibilities that go far beyond those of the
middle voices, especially in Josquin's late works. The highest
and the lowest lines assert their functions in tonal structure,
both individually and together, with a strength and purpose that
unequivocally point in the direction of 'polarity of the outer
voices.' 1In this sense Josquin 1is a great innovator.

The foregoing exposition has been directed to only a few
aspects of Josquin's concepts of tonality.32 Only chordal
forms operating within the framework of the dominant-tonic:
phenomenon and in the fifth relationship have been considered
in this brief study. Chords with contrapuntal, voice-leading
function also play vital roles in the projection of tonality
and must be examined together with the harmonically functioning
phenomena.:

Needigas to say, Josquin's use of harmony cannot be con-
sldered solely by examining chords and cadences or by sending
the varioua'simultaneitiea through, the computer, The ﬁltmonic
factors are related to a number of compositional and aesthetic
appects, It 1s through a study of these inter~relationships
that we may realize more exactly the remarkable character of 2

Josquin'e concepts of tonality, from which springs a new view

not only of musical structure but also of expression of the text.

&1
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1Throughout the fifteenth and sixteenth centuries composers
set whole Masses, but also motets and other smaller liturgical
as well as secular genres in F with a key signature of one flat
in all voices, Theorists called it Lydian, but it was, as
Glareanus (Dodekachordon, p. 115) rightly insisted, transposed
Ionian. This use of Ionian transposed to F was encouraged by
such examples of Gregorian chant as the Kyrie from the
'"Missa VIII (De Angelis) (L.U., p. 37), in which every B is
flatted, And if this example be dismissed, because its origin
lies in the fifteenth-sixteenth centuries, as the editors of

the Liber indicate, then its Sanctus, ascribed to the '(XI) XII e.'

(L.U., p. 38), or the Sanctus and Agnus Dei from the 'Missa IX
(Cum jubilo)' ascribed to the fourteenth century and '(X) XIII Con

respectively, may serve instead; each of these melodies has many

B's, each one invariably flatted. --ED.

2See, for example, '0 Virgo virginum' (Motetten, Bundel

xxiii, no._ 83), in G Dorian., Many other examples may be found

in Josquin's works.

3gee 'Descendi ia ortum meum' (Supplement, no. 6), where

the II chord is prolonged harmonically before moving to V

(mm. 61-7).
4For example, measures 187-8 and 190-91 in 'Pater noster'
| (Motetten, Bundel xii, no. 50), in G Dorian., An Eb is
called for in the IV chord, producing a minor IV, chracterisatic

in the minor mode. This is a good example of the assimilation

of the Dorian mode to minor. .
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5
E.g., Example 1, in G Dorian illustrates the

—

presence of Eb (stipulated, and through musica ficta), Eh, F,

and F% (through musica ficta). In Aeolian compositions the

seventh degree is, of course, frequently raised; but the sixth

& degree, which appears in both forms, i1s rarely altered.

6Mote£ten, Bundel iv, no. 24.

7A brief explanation of the symbols used in the linear

analyses in this paper follows: N = neighbor tone; P = passing
tone; E = neighbor chord (complete or incomplete), supporting

a passing tone in the uépermoat voice; + = major; - = minor.
Arabic numbers have the same significance as in figured bass.
The slur (//’__“) denotes contexts and their subdivisions;

the dotted slur (-~ = = «) and the dotted beam (— — = — =)
indicate the return to or retention of a pitch whose structural
significance remains the same; thelcurved arrow (sn_—-7*) denotes
a leadingftone chord which resolves to the chord to which the
arrow is Jirected; the straight arrow (——= ) shows directed
motion from and to chords of structural significance. The beam
( e ) ~{ndicates the gtructural connection between tones of
different pitches; the bracket (s;_,__J) is used to indicate the
dominance of a single chord, extended through harmonic progressions
and/or contrapuntal motions shown above and within the bracket.
Notes do not have durational value; unstemmed black notes are

most 'immediate' in their context, stemmed quarter notes are
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"{intermediate' in context and subordinate to the half note,
the most 'remote' and primary symbol. These symbols and terms,
derived from the graphing techniques of Heinrich Schenker, are

explained in detall in The Music Forum, i, ed. William J.

Mitehell and Felilx Salzer (New York, 1967), pp. 260-68.

SExamples of applied dominants are:

a) to the V chord: 'Benedicite omnia opera Domini Domino'
(Motetten, Bundel xiii{, no. 53), in F Ionian. This motet éon-
tains a number of such examples, e.g., measures 34-5, as well
as prolongations of I-V-I in the dominant (mm. 181-7). (For

a harmonic analysis of this motet, see Edward E. Lowinsky,

Tonality and Atonality in Sixteenth-Century Musiec [Berkeley and
Los Angeles, 1962], pp. 20-25.)

b) to the III chord: 'Domine, non secundum peccata nostra'
(Motetten, Bundel ii, no. 13), measures 213-14, in G Dorian.

c) to the VII chord: i1ibid., measures 190-92, This applied
dominant {s possible without musica ficta in the Dorian and

Mixolydian modes.

9An example of movement from V to VI instead of to I is
in the concluding section of 'Descendi in ortum meum' (Supple-
ment, no. 6), in which the final V-I 1is achieved tellingly with

fermata.

10
""In 'Paratum cor meum, Deus' (Motetten, Bundel xvii,

no. 67), at measures 322-5, V movea to VI, then to IV (preceded by

16) as a further delay before resolving to I, These chords are




= z ™ R Nk 2 b1

l

| ¥

[ | essentially contrapuntal in fgétion, serving as consonant

' supports of.the sustained tone above. The VI or the IV, as
|

| harmonic functions, would operate as such only within the

harmonie progressions, much as I=VI=V=T or I-IV=V=T,
1
Supplement, no. 5.

l i; S 12See 'Ave nobilissima creatura' (Motetten, Bundel vii,
i

‘ no. 34), measures 76-80; also measures 211-15, In both cases
the bass moves as follows: D - G - C - F =~ Bb. The motet

|
W . 18 in D Aeolian.

{ “ 13'0 admirabile commercium' (Motetten, Bundel i, no. 5),
. ” meagsures ‘47-53 (Bb Ionian). Another example is the repetition
I in the bass of 'Virgo prudentissima' (Motetten, Bundel v, mno.
fl 25), measures 28-39, in which the motive moves up a foufth or
<< down a fifth in the following order: D - G - C - F, each

L pattern including the leading-tomne.

laﬂotetten, Bundel iv, no. 24, Part IV.

! [ 15ftot:etten, Bundel x, no. 43.

6See my study of the 'Missa Pange lingua' in 'Fusion of
i Design and Tonal Order in Mass and Motet: Josquin Desﬁrez and

' Heinrich Isaac,' The Music Forum, i1i (1970), beginning on p. 206.

0f particular interest is the Osanna (described on pp. 226 and 228),
which involves paired repetition and succession of fifths.

i 17Motetten, Bundel 111, no. 16.

e e e T
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Motetten, Bundel xxiv, no. 90.

9Hotetten, Bundel xi, no. 47. 'Virgo salutiferi’
(Motetten, Bundel vii, no. 35) is an example in which the shape
of the melody at the opening outlines an ascending fifth,
thereby resulting in the succesaion, G to D to A.

2OMotettan, Bundel i1, no. 11.

21Mieaen, iv, measures 108-18 of the Credo. The text to

which the descending fifths are applied, quite appropriately,
is 'descendit de coelis.' In the motet 'Absalon, fili mi'
(see Ex. 2), the descending fifths were applied to the text,
v

'descendam in infernum plorans.

P 22For example, the setting of the cantus firmus in '6

Virgo virginum' (Motetten, Bundel xxiii, no. 83), in G Dorian.

The small range of the melody, as in the first phrase, G—Bb-A-

Bb-G—A—G, leads to strong prolongations of the G tonality and

| 23

‘ consistent use of the V against the passing and neighbor tones.
|
I‘ Motetten, Bundel i, no. 3.

24On the variation-chain concept, see Oliver Strunk, 'Some

Motet-Types of the 16th Century,’ Papers Read at the International

Congress of Musicology, 1939 (New York, 1944), pp. 155-60.

5Motetten, Bundel vii, no. 33.

26Motetten. Bundel 111, no., 20.
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T Novack, 'Fusion of Design and Tonal Order'; the

analysis of Et incarnatus est is given on pp. 213 and 218-19. A

much later example of the contradiction of linear mode and poly-
phonie tonality is J. B. Bach's treatment of Hamaler'a Phrygian
melody, 'O Haupt voll Blut und Wunden.' 1In the 'Passion
according to St. Matthew' the first four chorale settings of
this melody are imn major, corresponding in their various
transpositions to the relationship of'C Ionian to E Phrygién.

; The fifth and final setting, appropriately, is in E Phrygian,

o

terminating on E.

8Remarked on by Gafurius in his Practica musicae of

1496, Book III, Ch. 12; see Irwin Young, transl., The Practica

musicae of Franchinus Gafurius (Madison, Milwaukee and London,

1969)’ pu 15[0- --Bd.

29Miaeen, iv.

30Motetten. Bundel x1ii, no. 51, measures 210-26.

31Motetten, Bundel xviii, no. 70.

2For other aspects, particularly with regard to cadences,
the functions of dissonance, harmonic and motivic repetition, see
Edward E. Lowinsky's admirable study of the psalm motet, 'Bene-

diciteomnia opera Domini,' in his Ponality and Atonality, pp. 20-25.
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