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1

CHAPTER I  

INTRODUCTION

D e ta i le d  in fo rm a tio n  p e r t a in in g  to  the  l i f e  and works 

of N ico la  V ic e n t in o ,  s ix t e e n th - c e n tu r y  t h e o r i s t  and composer, 

was u n a v a i la b le  in  E n g lish  p r i o r  to  the d i s s e r t a t i o n  w r i t t e n  

by Dr. H. W. Kaufmann in  I9 6 0 .1 As a r e s u l t  of Dr. Kaufmann’ s 

endeavo rs , the  American I n s t i t u t e  o f  Musicology p u b lish ed  

Opera Omnia in  1963 which co n ta in s  a l l  of V icentino*s e x ta n t  

musico

Although V icen tino*s  music i s  seldom cons idered  d u r

ing the s tu d y  o f s ix t e e n th - c e n tu r y  m usic, one must n o t assume 

t h a t  h is  music i s  u n im p o rtan t.  His l a t e  com positions s i g n i f y  

t h a t  he was an a rd e n t  c h r o m a t ic i s t j  fu r th e rm o re , h is  t h e o r e t 

i c a l  id eas  f o r  the most p a r t  were q u i te  unusua l fo r  h is  day. 

T h e re fo re ,  a d e t a i l e d  a n a ly s i s  of V icen tino*s music shou ld  

help  to  e s t a b l i s h  more f u l l y  h is  r e l a t i o n  to  the development 

of music in  the  s ix t e e n th  c e n tu ry 0

This s t y l i s t i c  a n a ly s i s  o f  the  composer’s music w i l l  

n o t only inc lude  d e t a i l e d  d is c u s s io n s  of h is  com positional 

te c h n iq u e s ,  b u t w i l l  a l s o  determ ine to  what e x te n t  he used  

h is  own ex perim en ta l and advanced t h e o r e t i c a l  c o n c ep ts .

B io g ra p h ic a l  In fo rm atio n

N ico la  V icen tino  was bo rn  in  1^11 in  the sm all

^Kaufmann, H. W., The L ife  and Works o f  N icola 
V ic e n t in o ,  396 pp.
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2

I t a l i a n  town o f  V icenza, n e a r  Venice. During h is  e a r ly  

y ea rs  he s tu d ie d  w ith  Adrian W il la e r t  in  Venice; on the 

t i t l e  page of h is  f i r s t  book of m ad rig a ls ,  V icen tin o  c a l l s
p

h im se lf  " s tu d e n t  of the  one-and-only  Adrian W il la e r to "

While in  Venice he was o rda ined  to  the p r ie s th o o d ,  b u t a l 

though h is  a c t i v i t i e s  c e n te re d  around th e  church , he always 

se rved  in  a m usica l r a t h e r  than  a c l e r i c a l  c a p a c i ty .

I t  i s  n o t  known when V icentino  l e f t  V enice, b u t  a 

document from the  a rc h iv e s  of Modena as w ell  as a l e t t e r  

w r i t t e n  by V ice n tin o ,  confirm  h is  employment as a m usic ian  

by C ard ina l I p p o l i to  o f  F e r r a r a .  As a r e s u l t  of h is  a s s o c i 

a t i o n  w ith  I p p o l i t o ,  V icen tin o  t r a v e le d  throughout I t a l y  

and v i s i t e d  many le ad in g  music ce n te rs  where h is  music was 

perform ed in  prom inent c o u r t s .  Although he was n o t d i r e c t l y  

connected w ith  any duca l c o u r t ,  i t  i s  s a id  t h a t  members o f  

the  noble fam ily  of Duke E rco le  I I  were i n t e r e s t e d  in  and 

even performed h is  musico3

In  1551 the most c l im a c t ic  event of V icen tino*s  l i f e  

took p lace  in  a church in  Rome. S evera l p re l im in a ry  d i s 

cuss ions  w ith  the  Portuguese m usician , L u s ita n o , l e d  to  a 

h e a te d  and much p u b l ic iz e d  debate  on the  c o n t ro v e r s i a l  

to p ic  of whether or n o t  the  Greek "genera" were used  by

2 I b i d . ,  p .  5°

3 I b i d 0, p .  7 .
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the  composers o f  th e  s ix t e e n th  century<A L u s itan o  was the  

v i c t o r  accord ing  to  the d e c is io n  of the  judges , b u t  

V ice n tin o  d id  n o t  concede d e fe a t*  He b e l ie v e d  h is  ideas  

to  be o f  more im portance than  h is  con tem poraries  could  

conceive*

V ice n tin o  i s  perhaps most n o ted  f o r  h i s  in v e n t io n  o f  

the  arch icem balo*^ This in s t ru m e n t ,  a double-m anual key

board  in s t ru m e n t ,  was in v en ted  to perform  V icen tino*s  music 

which employed m icro tones*^  The co m p lex i t ie s  o f  the a r c h i -  

cembalo d isco u rag ed  most p e r fo rm e rs ,  b u t  th e  in v e n to r  d id  

have s e v e r a l  im p o r ta n t  s u p p o r te r s ,  among whom was L uzzasch i, 

o r g a n i s t  of Duke A lfonso I I  of F e rra ra *

A f te r  le a v in g  I p p o l i to  in  15&3* V icen tin o  was chapel 

m as te r  f o r  two y e a rs  a t  the  C a th ed ra l  of V icenza , h is  home

town. The rem ain ing  y e a rs  of h is  l i f e  were sp e n t  in  Rome

and M ilan, where he d ied  in  157& ̂

The com plete e x ta n t  works o f  V ice n tin o  in c lu d e  two

volumes o f  m a d r ig a ls ,  Books I  and V, th re e  com positions in

m anuscrip t fo rm , and a t h e o r e t i c a l  t r e a t i s e ,  LtA n tica  Musica*

^■"Genera" r e f e r s  to  th e  th re e  sp e c ie s  o f  te t r a c h o rd s  
used  in  a n c ie n t  Greek th e o ry :  d ia to n ic  ( to n e ,  to n e ,  sem itone),
chrom atic  (minor t h i r d ,  sem itone , se m ito n e ) ,  and enharmonic 
(major t h i r d ,  q u a r t e r - t o n e ,  q u a r t e r - t o n e )• A pel, W i l l i ,  

H arvard D ic t io n a ry  o f  Music, p .  3 O3 .

•^Kaufmann, ojo. c i t . , p .  2 7 1 *

^A ’’m ic ro to n e” i s  any i n t e r v a l  sm a l le r  than  a semi
to n e .  A pel, o£ . c i t . ,  p . 14.14.5 .

?Kaufmann, op . c i t . , p .  55•

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



The two m ad rig a l  books were p u b lish ed  in  151+6 and 1572 r e 

s p e c t iv e ly ,  Book I  c o n ta in s  19 m a d r ig a ls ,  a l l  o f which are 

w r i t t e n  f o r  f i v e  v o ic e s  ex cep t M adrigal 18 which has seven 

v o ic e s ;  Book V, th e  second e x ta n t  book of m a d r ig a ls ,  con

t a in s  11 m adriga ls  and one in s t ru m e n ta l  canzona. The rem ain

ing th re e  complete m an u sc r ip t  s e l e c t io n s  in c lu d e  a th re e -v o ic e  

m a d r ig a l ,  a s ix - v o ic e  m a d r ig a l ,  and a s ix -v o ic e  m o te t .

P rocedure  of the  Study

This t h e s i s  e n t a i l s  an exam ina tion  and d e t a i l e d  a n a ly 

s i s  o f  V icen tin o * s  e x ta n t  co m p o s it io n s .  Each c h a p te r  invo lves  

an i n v e s t i g a t i o n  o f  p e r t i n e n t  com positiona l and s t y l i s t i c  a s 

p e c t s ,  The p ro ced u re  of c o l l e c t in g  d a ta  d i f f e r s  s l i g h t l y  a c 

cord ing  to  th e  s u b je c t  under a n a l y s i s .  When a c c u ra te  o bse rva

t io n s  can be drawn on ly  from an e x te n s iv e  s tu d y ,  a l l  th e  m adri

g a ls  a re  co n s id e re d  in  the  p r e p a ra t io n  o f  the  d a ta ;  however, 

when s i g n i f i c a n t  and v a l i d  d a ta  can be gained  from a more con

c is e  su rv ey , r e p r e s e n t a t i v e  m adriga ls  a re  s e le c te d  to  serve  as 

the b a s i s  o f  s tu d y .  The r e s u l t s  of many o f  the  s tu d i e s  are 

i l l u s t r a t e d  in  t a b le s  and f ig u r e s  and a re  fo llow ed  by d is c u s 

s io n s  of v i t a l  d a t a .  M usical examples a re  a l s o  used  to  i l l u s 

t r a t e  v a r io u s  p o in t s  under c o n s id e r a t io n .  F i n a l l y ,  summariz

ing s ta te m e n ts  ap p ear  a t  th e  c o n c lu s io n  of each c h a p te r .

For a more v a l id  comparison o f  the  com poser’s s t y l e s ,  

the f i v e - p a r t  m a d rig a ls  a r e  se p a ra te d  from the o th e r  composi

t i o n s ,  In  t h i s  manner, V icen tino*s ' co m p o sit io n a l techn iques
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can be in v e s t ig a te d  in  a homogenous grouping and h is  e a r ly  

and l a t e  s ty l e s  can be fo rm u la ted  from a number o f  r e p r e s e n ta 

t iv e  works from each p e r io d .  The rem aining s ix  works, which 

in c lu d e  M adrigals 18 and 19® of Book I ,  a re  a l s o  ana lyzed ; 

however, because of t h e i r  heterogeneous n a tu r e ,  they  w i l l  be 

d isc u sse d  in  a se p a ra te  chapter,.

O rg an iza tio n  o f  the  Remainder of the Study

Chapter I I , T ex tu re . The two b a s ic  t e x tu r e s  found in  

V icen tino*s m usic, c o n t ra p u n ta l  and iso m e tr ic  ( c h o rd a l ) ,  a re  

d isc u sse d  as to  t h e i r  d i s t r i b u t i o n  w i th in  the m a d r ig a ls 0 The 

g e n e ra l  d e s c r ip t io n  of th e se  s e c t io n s  as w e ll  as the  t r a n s i 

to ry  s e c t io n s  i s  in c lu d ed  in  t h i s  c h a p te r .

Chapter I I I ,  Techniques o f  C on trapun ta l S t y l e . Be

cause o f  the i n t r i c a c i e s  o f  c o n t ra p u n ta l  s ty l e  and the p rev 

a lence  o f  t h i s  p rocedure  in  V icen tino*s m a d r ig a ls ,  a se p a ra te  

c h a p te r  f o r  t h i s  s u b je c t  i s  e s s e n t i a l .  C o n trapun ta l motion 

between p a r t s ,  along w ith  im i ta t io n ,  in v e r s io n ,  and s t r e t t o  

i s  co n s id e red  in  Chapter I I I o

Chapt e r  IV, Form. F ac to rs  which enab le  one to  d i s 

t in g u i s h  the s t r u c t u r e  o f  a com position  are  s tu d ie d .  Formal 

schemes are u s u a l ly  e a s i l y  d e te c te d ;  however, com positions 

f r e q u e n t ly  do n o t c o n ta in  d e f i n i t e  d iv is io n s  and the u n i f y 

ing elem ents must be fo u n d . Surveys o f  th e se  e le m e n ts - -

^M adrigal 19 has f iv e  v o ic e s ;  however, the com position  
w i l l  n o t  be inc luded  in  the  s tu d y  of f i v e - p a r t  m adriga ls  s ince  
i t  has a d i f f e r e n t  form and employs a s a c re d  t e x t .
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t o n a l i t y , 9 rhythm, melody, t e x tu r e ,  and c a d e n c e s - -a re  an i n 

t e g r a l  p a r t  o f  Chapter IV0 In  a d d i t io n ,  the  r e l a t i o n s h i p  o f  

m usical o r g a n iz a t io n  to  the  p o e t ic  form i s  d iscussed*

C hapter V, L inear  C o n s tru c t io n , The s tu d y  o f  melodic 

l i n e  embraces many a sp ec ts  of l i n e a r  c o n s t r u c t io n .  P r im a r i ly ,  

the s t r u c t u r e  o f  each d i f f e r e n t  p a r t  i s  s c r u t i n i z e d  f o r  ra n g e , 

co n to u r ,  phrase  le n g th ,  and i n t e r v a l s .  The cohesion  o f  p i t c h  

and rhythm i s  determ ined through the  i n v e s t ig a t io n  o f  no te  du

r a t i o n ,  r e s t s ,  sy n co p a tio n , and c h a r a c t e r i s t i c  rhythm ic p a t 

te rn s  e

Chapter VI, V e r t i c a l  S t r u c t u r e , The o r g a n iz a t io n  o f  

in t e r v a l s  and the r e s u l t i n g  harmonies c o n s t i tu te ,  the  compo

s e r ^  harmonic vo cab u la ry . The a n a ly s is  o f  in v e r s io n s ,  r o o t  

p ro g re s s io n s ,  cadences,^® t o n a l i t i e s ,  and non-chord  tones 

he lps  r e v e a l  V icen tino*s  harmonic s t y l e .

C hapter V II , Music O ther Than F iv e -P a r t  M a d rig a ls ,

Each of the  rem aining com positions i s  ana lyzed  u s in g  the  study  

techn iques enumerated in  the o th e r  c h a p te r s .  Unique f e a tu r e s  

are  emphasized, i l l u s t r a t e d ,  and discussed*.

Chapter V I I I , Chromaticism,  Since V ic e n t in o *3 music

^The melodic l in e s  o f  each v o ic e - p a r t  in  c o n ju n c tio n  
w ith  the im plied  harmonies of th e se  s im ultaneous m elodies g ra v 
i t a t e  toward a p o in t  of f o c u s - - th e  t o n i c .  This phenomenon o f  
m usical o rg a n iz a t io n  i s  r e f e r r e d  to  as t o n a l i t y ,

■^The harmonic a n a ly s is  of i s o m e tr ic  p h ra se -e n d in g s  b e 
comes more m eaningful when d e sc r ib e d  in  terms o f  a l a t e r  p e r io d .  
T h ere fo re , i n  th i s  s tu d y , the ascending  f o u r th  o r  descending  
f i f t h  r o o t - r e l a t i o n s h i p  i s  sometimes la b e le d  a u th e n t i c  cadence, 
whereas th e  ascending  f i f t h  o r  descending f o u r th  r e l a t i o n s h i p  
i s  c a l l e d  p la ^ a l  cadence. (Soderlund, G, F . ,  D ire c t  Approach to  
C oun terpo in t in  16 th  Century S ty le , pp .
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11shows a c o n s id e ra b le  use of ch rom atic ism , an e n t i r e  c h a p te r
1 Pi s  devoted to  t h i s  s u b j e c t .  The types o f  a c c id e n ta l s  found 6 

and how th ey  a f f e c t  the  m elodic and harmonic o rg a n iz a t io n  o f  

the  music a re  g iven  fo rem ost c o n s id e r a t io n .  A lso , V icen tino*s  

t h e o r e t i c a l  concep ts  which a re  h e lp fu l  to  the u n d e rs ta n d in g  

o f  h is  music a re  d e s c r ib e d :  p r im a r i ly ,  the  Greek genera  a re

in v e s t ig a te d  because of t h e i r  d i r e c t  in f lu e n c e  on V icen tin o * s  

ch rom atic ism .

W idespread a c c id e n ta l  usage sometimes le a d s  to  vague 

and s h i f t i n g  t o n a l i t i e s  as w e l l  as d issonance  which i s  q u i te  

advanced f o r  the  s ix t e e n t h  c e n tu ry .  A summation o f  the  r e 

s u l t s  o f  ch rom atic ism  and th e  e f f e c t  of chrom atic ism  on the 

d i s i n t e g r a t i o n  o f  m o d a li ty  concludes the t h e s i s .

To the au th o r* s  knowledge no complete a n a ly s i s  o f  

V icen tino*s  music p recedes t h i s  t h e s i s 0 C onsequen tly , a 

s tudy  o f  th i3  n a tu re  should  be a d e f i n i t e  a id  toward a g r e a t 

e r  u n d e rs tan d in g  o f  a n e g le c te d  e x p e r im e n ta l i s t .

•^R eese , G ustave , Music in  the  R en a issan ce , p .  328.

•^^Kaufmann*s e d i t o r i a l  a c c id e n ta l s  a re  observed  in  
th e  a n a ly s i s  o f  V icen tin o » s  m usic . Kaufmann, op. c i t . ,  v o l .  2 , 
( s u p p .) ,  "The Music o f  N ico la  V ic e n t in o ,"  I4J4.3 pp .
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CHAPTER I I  

TEXTURE

The m ad rig a ls  o f  V icen tin o  can be p ro p e r ly  c l a s s i f i e d  

in  the  second p h ase  o f  th e  development of th e  s i x t e e n t h -  

ce n tu ry  m a d r ig a l .  At t h a t  time the music was no lo n g e r  p r e 

v a i l i n g l y  c h o rd a l ,  as in  the  e a r l i e r  m ad rig a l ,  b u t  was be

coming more c o n t r a p u n ta l  th rough  in c re a se d  i n d i v i d u a l i t y  o f  

v o ic e s .  V icen tin o  employed b o th  types of t e x tu r e  in  t h e i r  

"pure" forms and f r e q u e n t ly  u sed  a m ixture o r  " h y b r id ” form .

In  o rd e r  to  s im p l i fy  th e  mechanics of e x p la n a t io n  in  

t h i s  a n a l y s i s ,  the  term  c o n t ra p u n ta l  i s  used when r e f e r r in g  

to  rhy thm ic—and in  many cases  m elod ic -- independence . The 

term is o m e tr ic  i n d i c a t e s  s im i l a r  rhythm ic movement and t e x t  

in  a l l  p a r t s ,  w h ile  m od ified  is o m e tr ic  is  used to  d e s ig n a te  

the p resence  of s l i g h t  rhy thm ic independence. The l a t t e r  type 

of t e x tu r e  has a t  l e a s t  th r e e  v o ices  in  is o m e tr ic  s t y l e  

a g a in s t  one o r  two independen t v o ic e s .

The D i s t r i b u t i o n  of Iso m etr ic  
and C o n trap u n ta l  Texture

A fundam ental p a r t  o f  the  s tudy  of is o m e tr ic  and con

t r a p u n ta l  t e x tu r e s  i s  a su rvey  of t h e i r  occurrence  w i th in  each 

m a d r ig a l .  F ig u re s  1—and 2 in d ic a te  the d i s t r i b u t i o n  o f  t e x 

tu re  in  a l l  th e  m a d r ig a ls ;  in  th e se  f ig u re s  a t e x t u r a l  type 

i s  i l l u s t r a t e d  i f  i t  endures f o r  a t  l e a s t  fo u r  b e a ts  ( q u a r te r -  

no te  v a lu e s ) .
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F igu re  1 . The D is t r ib u t io n  o f  C o n trapun ta l and I so m e tr ic  Tex
tu r e  in  V icen tin o * s  F i r s t  Book of F ive-V oice M adrigals
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The m ajority  o f V icentino*s m adrigals are w ith in  a 

60 to  90 measure range* However, when comparing F igures 1 

and 2 , an obvious d is t in c t io n  which i s  apparent i s  the 

longer duration o f many m adrigals in  Book I .  The len g th  of 

these ea r ly  com positions v a r ie s  from lj.9 to  131  m easures, 

whereas in  Book V, the range i s  from 3̂4- to  91 measures*

Madrigal
number

11

10
9

8

7

6

5

k

3

I h e z z z z z z z z z ^ ezzzzzzzzzzi

fi w im /A  w H /n m /m m .

ULLL

7 / /  17  I m a m m a .

t w m  v a  / / / / / / / / / >r
r

/ / / / / / / / /  m w  m m m  i

m  t  w m  i End o f  Part I

IZZZ3 Contrapuntal

Isom etric

0 20 ko 60 80 100

Figure 2* The D istr ib u tio n  of Contrapuntal and Iso 
m etric Texture in  V icentino*s F if th  Book o f Five- 
Voice Madrigals
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D istr ib u tio n  o f contrapuntal tex tu r e  in  Book I* In 

Book I ,  dated 15I4.6 , the m adrigals are e s s e n t ia l ly  con tra

puntal (92$ o f the t o t a l  number o f measures) w ith  short i s o 

m etric passages in te rsp er sed . Figure 1 shows th a t U4. madri

g a ls  have contrapuntal openings; eleven  continue w ith  the 

contrapuntal a c t iv i t y  u n t i l  the cadence of Part I  or the  

f in a l  cadence. S ix  m adrigals are com pletely contrapuntal, 

except fo r  f in a l  cadences and three in sta n ces o f a short 

isom etric  opening o f Part I I .  The duration of the con tra

puntal se c t io n s  v a r ie s  from 1 to  60 measures-'; however, i t  

should be noted th a t every m adrigal i s  ch aracterized  by 

long contrapuntal p a ssa g es , over h a lf  of which exceed twen

ty  m easures.

D is tr ib u tio n  of isom etric  tex tu re  in  Book I .  Iso 

m etric tex tu re  i s  ob viously  used very sp arin g ly  in  the ea r ly  

m adrigals; p r in c ip a lly , i t  I s  found at the f in a l  cadences 

and other cadences w ith in  the m adrigals. Only th ree  madri

g a ls  have isom etric  open ings. E leven m adrigals in  Book I  

have a t o t a l  o f 18 in te r n a l iso m etr ic  se c t io n s  as a con

tr a s t in g  te x tu r e . Each of th ese  m adrigals has from 1 to  3 

passages; however, in  no in stance does isom etric  tex tu re  

exceed the duration of four m easures.

D istr ib u tio n  of contrapuntal textu re in  Book V. A l

though the m adrigals in  Book V, dated 1372* a lso  have &, pre

dominance o f contrapuntal te x tu r e , Figure 2 In d ica tes  ai de

crease o f t h is  te x tu r e . The contrapuntal a c t iv i t y  i s  more
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freq u en tly  in terru p ted  by short as w e ll as lengthy isom etric  

p a ssa g es . These contrapuntal s e c t io n s , in co n tra st w ith  

Book I , extend from 1 to  I4.6 m easures, but over h a lf  are only  

10 measures or le s s *  Seven of the 11 madrigals and three of 

the e ig h t  P a r t-I I  section®  begin  w ith  contrapuntal texture*. 

These openings u su a lly  d is so lv e  q u ite  rap id ly  in to  a chordal 

s ty le  «

D is tr ib u tio n  o f  isom etr ic  tex tu r e  In Book V* In 

Book V, isom etric  tex tu re  i s  used in  approximately 31$ o f  

the t o t a l  number of m easures. As in  Book I ,  i t  i s  found at 

the f in a l  cadence of each P art. In opening se c tio n s  i t  i s  

u t i l i z e d  sc a r c e ly  more: only I}, o f the 11 m adrigals in  _

Book V (I4., 9 , 10, and 11) have an isom etric  opening, and 

ij. o f the 8 tw o -sec tio n  madrigals: use an isom etric opening 

fo r  the second s e c t io n . In tern a l isom etric passages appear 

in  10 o f the 11 m adrigals fo r  a t o t a l  o f 37 occurrences*  

Each of th ese  10 m adrigals has from 1 to  7 isom etric  pas

sages which endure from 1 to  y i  m easures. Two m adrigals 

(2  and 9 ) have iso m etr ic  tex tu re  fo r  more than h a lf  the en

t ir e  m adrigal*

Thua„ the e s s e n t ia l  d iffe r e n c e s  in d is tr ib u t io n  o f  

tex tu re  between V icentino*s e a r ly  and la te  s ty le s  are the  

in creased  occurrence and duration o f isom etric  textu re in  

Book V.
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Opening Isom etric Texture

Since most o f V ic e n t in o ^  m adrigals are w ritten  in  

two s e c t io n s , the d iscu ss io n  o f opening isom etric  texture  

w i l l  include the beginnings o f Part I  and Part II*

Book I ,  There are n ine isom etric  openings in  Book Is 

two begin  o n e -sec tio n  m adrigals, one begins a tw o -sectio n  

m adrigal, and s ix  begin Part I I  o f the tw o-section  madrigals*  

A ll the openings are s im ila r  in  s t y l e .  Seven begin  w ith  

isom etric  s ty le  and two begin in  the m odified s ty le ;  most 

of the s t r i c t  openings change to  m odified and then to  con

trap un ta l s ty le *  Kane o f the iso m etr ic  openings b eg in s.w ith  

a l l  f iv e  v o ic e s , but the m issing v o ic e s  are u su a lly  added 

b efore a change o f textu re*

C h a ra cter istic  o f the isom etric  openings in  Book I  i s  

Madrigal 3 , i l lu s t r a t e d  in  Example 1 .
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Example 1 . Book I ,  Madrigal 3 , p . 20, m. 1-lj.

Thia four-measure example con ta in s the e n t ir e  i s o 

m etric opening; the short u t i l i z a t io n  o f the opening te x 

ture i s  ty p ic a l of the nine iso m etr ic  openings in  Book I*

The f i r s t  measure i s  in  isom etric  s ty le ;  the second and 

th ird  measures are in  m odified isom etric  s ty le  (th e soprano 

and tenor parts d ev ia te  from the rhythmic pattern  o f the 

other v o ic es)*  Thus the d e f in i t e ly  contrapuntal nature of 

the fourth  measure i s  very smoothly approached w ith  no ob

v iou s separation  between the s ty le s*

Book V* U nlike Book I ,  the opening isom etric  tex tu re
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i s  n o t used  merely as a method of beg inn ing  a com position* 

With the ex cep tio n  of fo u r  s h o r t  open ings , V icen tin o  used 

lo n g e r  iso m e tr ic  openings in  Book V as an i n t e g r a l  p a r t  o f  

the  m adrigal* A ccord ing ly , in  f iv e  of th e  n ine is o m e tr ic  

openings V icen tino  no longer  l im i t e d  the  te x tu re  to  the 

f i r s t  few m easures, b u t  extended i t  beyond the  f i r s t  phrase* 

The lo n g e s t  i s o m e tr ic  opening i s  found in  M adrigal 9 

(31  m easures); t h i s  m adriga l i s  a l s o  unique in  t h a t  i t  i s  

the  on ly  m adriga l in  e i t h e r  book which has a f iv e -v o ic e  

iso m e tr ic  opening*

The f i r s t  fo u r  measures of the  eleven-m easure  i s o 

m e tr ic  opening o f  M adrigal 11 a re  shown in  Example 2 .
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Example 2 . Book V, Madrigal 11, p . 321, m. l-lj.

The chordal, s ty le  i s  m odified in  measure three and 

con tinu es u n t i l  the cadence in  measure fo u r . Isom etric  

s ty le  retu rn s in  the next phrase and i s  s tre sse d  by the 

eigh th  rests: and the sim ultaneous e igh th -n ote  anacrusis  

ju st  preceding measure f iv e .

In tern a l Isom etric Texture in  Book I

Isom etric textu re i s  not g en era lly  employed fo r  com

p le te  in te r n a l p h r a se -se tt in g s  of the te x t ;  in  f a c t ,
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Madrigal 6 con ta in s the only example of an isom etric  passage 

used in  th is  manner. In stead , th is  tex tu re  i s  found con

j o in t ly  w ith  contrapuntal texture and fu n ction s in  three  

d iffe r e n t  c a p a c it ie s  w ith in  phrases: ( 1 ) as the beginning

of a contrapuntal phrase,, ( 2 ) as the conclusion  o f a con

trap un ta l phrase* and ( 3 } as a b r ie f  passage succeeding a 

contrapuntal phrase-beginning.

The f i r s t  type i s  found most freq u en tly  (10 tim es), 

whereas the second and th ird  types are found f a ir ly  eq u ally  

(7  and 6 tim es r e s p e c t iv e ly ) .

The iso m etr ic  beginning o f a contrapuntal P hrase. 

Isom etric tex tu re  a t the beginning of an in tern a l phrase 

i s  g en era lly  term inated a f te r  one or two m easures. Two 

methods of proceeding from a previous phrase to  a chordal 

phrase-beginning are used:

1 . Complete separation  from the previous phrase 
by means of r e s ts

2 . Connection w ith  the previous phrase by means 
o f  one or two overlapping v o ic e s .

The f i r s t  method i s  i l lu s t r a te d  in  Example 3 , which 

shows p hrase-sep aration  r e su lt in g  from the quarter r e s ts  in  

measure 3 3 *
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Example 3 . Book I ,  M adrigal 2 , p . 17 , m. 33-35

Because o f the independence o f the a lto  part*

Example 3 i s  in  m odified  isom etric  te x tu r e . As in  the ma

jo r ity  of other chordal phrase-beginnings, a sw if t  change to  

contrapuntal tex tu re  takes p lace in  measure 3 5 *

The sim ultaneous entrance in  measure 33-«alm ost a 

r a r ity  in  V icentino*s m usic--provides r e l i e f  from the seem

in g ly  u nrelen tin g  co u n terp o in t. However, i t  should be noted  

that V icentino was not unaware of the continuous b a sic  mo

tio n  in  h is  m usic. In the fou rth  book o f V icen tin o*s tr e a 

t i s e ,  he d isc u sse s  th is  aspect o f com positions
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To come to  a complete s top  by means of r e s t s  
a t  the  beg inn ing  or in  th e  middle of a com position  
would g ive the im press ion  t h a t  the  whole p ie ce  i s  
over, so t h a t  t h i s  p rocedure i s  b e s t  avo ided . I f  
i t  i s  u sed , a s h o r t  r e s t  ( " s o s p i ro " )  i s ,  of c o u rse ,  
b e t t e r  than  a lo n g e r  r e s t  ( " p a u sa " ) ,  b u t  the  most 
d e s i r a b le  p r a c t i c e  i s  to  keep one of the  v o ices  
moving.1

V icen tin o  fav o red  th e  second method of co n n ec tin g  
2phrases  - - t h a t  of o v e r lapp ing  w ith  the p rev io u s  p h ra s e — 

which i s  i l l u s t r a t e d  in  Example 1+.
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i
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I  .  q i o r  « . . .  h o
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r - y r iCG.K- Jl - 0€. V
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- 1-  -H  1
pc - I i - Aet-4ejlh o  J  i

=£c

*,1 - 11 -  dei-ia.e c*k- Ji- <»e vi H P
1 *

Ti"<̂*or h o

Example 1+. Book I ,  M adrigal 3, p .  26, m. 35-38

The f i r s t  te n o r  p a r t  in  measure 35 b eg in s  the  new 

p h rase ,  bu t a t  th e  same tim e i t  c o in c id e s  w ith  the  f i n a l

•'■Kaufmann, H. W,, The L ife  and Works of N ico la  
V ic e n tin o , p .  251+ •

2 See p .  17.
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s o n o r i ty  of the  p rev io u s  p h ra se .  Although the  o th e r  p a r t s  

do n o t b eg in  s im u lta n e o u s ly  w ith  the  f i r s t  t e n o r ,  th ey  

q u ic k ly  converge in to  iso m e tr ic  s ty l e  in  measure 36 •

I so m e tr ic  conc lus ion  of a. c o n t ra p u n ta l  p h ra s e . Con

t r a p u n t a l  p h ra se s  converging in to  uniform  rhythmic p a t t e r n s  

and t e x t  s e t t i n g s  in  th r e e  or more p a r t s  r e s u l t  in  is o m e tr ic  

c lo s in g s .  T his  t e x t u r a l  usage l a s t s  f o r  about fo u r  b e a ts  in  

each  of the  seven in s ta n c e s j  i t  i s  n e v e r th e le s s  s i g n i f i c a n t  

s in c e  th e  c o n c lu s iv e  q u a l i t y  of th e se  cadences e s t a b l i s h e s  

the  coherence needed w i th in  the predom inan tly  c o n t ra p u n ta l  

web of the  m a d r ig a ls .  A f te r  an iso m e tr ic  c lo s in g ,  the  same 

t e x tu r e  i s  r e t a in e d  f o r  th e  next ph rase-be  g inn ing  in  a lm ost 

every  c a s e .

As in  Example 5 ,  the iso m e tr ic  te x tu r e  found a t  

p h ra se -e n d in g s  i s  u s u a l ly  m o d if ied .
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Exan^le Book I ,  Madrigal 1, p . Ij., ra. 16-17

The uniform ity o f the a l t o ,  f i r s t  tenor, and bass  

voices; r e s u lt s  in  the m odified  isom etric  texture on the 

th ir d  beat o f measure 16* Although f iv e  v o ices  are used  

fo r  th is  cadence* four v o ic e s  are a lso  commonly found*.

Isom etric passages succeeding contrapuntal phrase-  

b eg in n in gs* The isom etric  se c tio n s  which appear w ith in  the  

phrase a f te r  a contrapuntal beginning g en era lly  continue fo r  

one to  three measures* Thia s h i f t  o f tex tu re , as shown in  

Example 6 , only provides lim ited  v a r ie ty  since the te x tu r a l
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changes occur momentarily and s in ce  m odified iso m etr ic  t e x 

ture i s  u sed .
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Example 6 . Book I , Madrigal 10, p . 112, m. 78 -8 2

The separate entrances o f the v o ices  before measure 80 

e s ta b lis h  the contrapuntal s e t t in g  which i s  con trasted  by the 

m odified  iso m etr ic  tex tu re  in  measure 80. The u sual sw ift  

return to  contrapuntal tex tu re  begins in  measure 8 2 *
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I n t e r n a l  I so m e tr ic  Texture  in  Book V

Both the  occurrence  and the  d u ra t io n  of is o m e tr ic

t e x tu r e  in c re a s e  in  Book V. In  a d d i t io n  to  the th r e e  ty p e s  

of b r i e f  I n t e r n a l  i s o m e tr ic  t e x tu r e  in  Book I ,  t h i s  t e x tu r e  

now appears  as  an e n t i r e  c o n t r a s t in g  s e c t io n  c o n ta in in g  a t  

l e a s t  one complete ph rase  or s e t t i n g  of the t e x t .

The is o m e tr ic  b eg in n in g  of a c o n t ra p u n ta l  p h ra s e . 

Since th e re  i s  on ly  one example o f complete s e p a r a t io n  from
O

the  p re v io u s  p h ra se J in  Book V (M adrigal 10, measure 6 ) ,  

the method of overlapping^- o b v io u s ly  p r e v a i l s  in  the  l a t e  

s t y l e .

I l l u s t r a t e d  in  Example 7 i s  one v a r i a t i o n  of the 

o verlapp ing  tech n iq u e  n o t found in  Book I .  The connec ting  

l in k  I s  th e  o v e r lap p in g  a l t o  v o ice  in  measures 8 and 9 .

The o u te r  v o ic es  beg inn ing  th e  new ph rase  on the  f o u r th  b e a t  

a re  im m ediately jo in e d  by the  two te n o r  v o ices  on the  second

h a l f  of th e  f o u r th  b e a t .  A f te r  t h i s  s tag g ered  e n t ra n c e ,  th e

fo u r  p a r t s  con tinue  In  s t r i c t  ch o rd a l s ty le *

^See Method 1, p .  17. 

Jj-See Method 2 , p .  17.
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Example 7 . Book V ,  M adriga l 3 , p .  2I4.6 ,  m, 8-9

I s o m e t r ic  c o n c lu s io n  of a c o n t ra p u n ta l  p h ra s e . As 

in  Book I ,  iso m e tr ic  te x tu r e  a t  the  cadences of i n t e r n a l  

c o n t ra p u n ta l  p h rases  i s  g e n e ra l ly  of the m odified  v a r ie ty *  

However, u n l ik e  Book I ,  more than  h a l f  of th e se  cadences are  

fo llow ed  by c o n t ra p u n ta l  p h ra se s  as shown in  Example 8 .
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Example 8 . Book V, M adrigal [}., p . 2$!* r.i, "-.'v

The p la g a l  cadence in  m easures 3 and I}, i s  overlapped  

by the  second te n o r  which b eg in s  the  new phrase in  a c o n t ra 

p u n ta l  s e t t i n g .  This type of c lo s in g  la c k s  a f e e l in g  of r e 

pose because the  one moving v o ice  does no t perm it any sepa

r a t i o n  between the  two p h ra s e s .

I so m e tr ic  passages  succeeding  c o n tra p u n ta l  p h ra se - 

b e g in n in g s . The s h o r t  use of Iso m e tr ic  te x tu re  succeeding 

c o n t ra p u n ta l  p h ra se -b e g in n in g s  i s  much the  same as th a t  

which I s  found in  Book 1 .^  There are 12 such s h o r t  cho rda l

^See p ,  2 1 ,
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passages  in  Book V--none i s  over th r e e  m easures lo n g .

Complete iso m e tr io  p h r a s e s . The com plete i s o m e tr ic  

p h ra se s  in  Book V occur in  seven m a d r ig a ls  f o r  a t o t a l  of 

e ig h t  u s e s .  Unlike the  b r i e f  p a s sa g e s ,  th e se  p h rases  n o r 

m ally  range from 6 to  7 m easures, a l th o u g h  M adriga ls  2 and 8 

c o n ta in  iso m e tr ic  sections app rox im ate ly  18 m easures lo n g .

A ll  of th ese  more ex ten s iv e  iso m e tr ic  passages  con

t a i n  one or more complete p h rases  o f  t e x t  and a l l  conclude 

w ith  a cadence, r a t h e r  th a n  d is s o lv in g  in to  c o n t ra p u n ta l  

t e x t u r e .  M odified and s t r i c t  i s o m e tr ic  s t y l e s  are used  in  

su c cess io n  as  w e l l  as  a lo n e ,

M adriga ls  1, 2 , and 5> have is o m e tr ic  s e c t io n s  which 

b eg in  w i th in  the  m a d r ig a l ,  b u t  a re  n o t  p r e c i s e l y  i n t e r n a l  

s ince  th e y  extend to  a f i n a l  cadence; however, s in c e  th e se  

p assag es  a re  n o t  in tro d u c e d  s p e c i f i c a l l y  f o r  cadences, they  

a re  in c lu d ed  in  t h i s  d i s c u s s io n .

A l l  complete i s o m e tr ic  p h ra se s  b eg in  w ith  a new 

ph rase  o f  t e x t ,  and h a l f  of them a c t u a l l y  b eg in  t h i s  ch o rd a l  

t e x tu re  a t  the  cadence of the  p reced in g  c o n t ra p u n ta l  s e c t io n .  

Example 9 i l l u s t r a t e s  such a p h ra se .
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Example 9 . Book V, M adriga l 6 , p .  272, m. 19-23

The agreement of rhythm and t e x t  s e t t i n g  in  th e  so

p rano , a l t o ,  and b a s s  r e s u l t s  in  a m odified  i s o m e tr ic  t e x tu r e  

a t  th e  cadence in  measure 19 (n o te  the in d ic a te d  p a r a l l e l  

o c ta v e s ) .  This  i s  fo llo w ed  by a s t r i c t  i so m e tr ic  s e c t io n  of 

two complete p h ra se s  which p ro v id e s  a co n sp ic io u s  c o n t r a s t  

in  t e x t u r e .  (Only the  b eg inn ing  of the second phrase  i s  

i l l u s t r a t e d  i n  measure 23 of Example 9 . )  E f f e c t iv e  con

t r a s t s  a re  a l s o  ach ieved  by changing v o ice  com binations and 

by in t ro d u c in g  c o n t ra p u n ta l  e lem ents o f  s ta tem en t and answer 

w i th in  a p redom inan tly  I so m e tr ic  t e x t u r e .
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I so m e tr ic  Texture a t  P in a l  Cadences

In  b o th  of V icen tin o * s  m ad rig a l books, the  le n g th  of 

iso m e tr ic  t e x tu r e  s p e c i f i c a l l y  in ten d ed  f o r  the  f i n a l  ca

dence i s  about two m easures! t h i s  i s o m e tr ic  s ty l e  re su l t®  

from the  converging of a t  l e a s t  th r e e  of th e  f i v e  vo ices  

in to  s im i l a r  rhythm ic and t e x t  s e t t i n g s  in  the p enu ltim a te  

m easure. The f i n a l  chord— in  a l l  excep t two endings in  

Book V— i s  comprised of whole n o te s  in  a l l  p a r t s ,  and is: 

approached c o n c u r re n t ly  by a l l  f iv e  v o ic e s .  A ll  the  madri

g a l s  excep t M adrigal 8 , Book V, use m odified  is o m e tr ic  t e x 

tu r e  b e fo re  th e  f i n a l  cho rd .

The c o n t ra p u n ta l  t e x tu r e  shown in  Example 10 s h i f t s  

to  m od if ied  is o m e tr ic  t e x tu r e  in  measure 130. Although only  

the  th r e e  lower p a r t s  of t h i s  conc lud ing  s e c t io n  e s t a b l i s h  

the  ch o rd a l  t e x tu r e  h e re ,  some cadences have fo u r  v o ic e s .
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Example 10. Book I ,  M adrigal 12, p .  II4.O, m. 130-131

Although the two-measure le n g th  p r e v a i l s  in  t h i s  

c a d e n t i a l  i s o m e tr ic  usage , a range of one to  fo u r  measures 

i s  found . Q uite  common i s  the use of iso m e tr ic  t e x tu r e  f o r  

th e  f i n a l  chord a lo n e , as shown in  Example 11.
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Example 11. Book V, M adriga l 11, p .  310, m. 68-69

When i s o m e t r ic  t e x tu r e  i s  l im i te d  to  the  f i n a l  measure, 

as in  Example 11, no obvious change in  te x tu re  i s  e v id en t 

u n t i l  the  s im u ltaneous e n t ra n c e  of a l l  the  p a r t s  o f  the  f i n a l  

chord . Although th e re  i s  no q u es t io n  t h a t  Example 11 con

t in u e s  in  c o n t ra p u n ta l  t e x tu r e  u n t i l  th e  l a s t  m easure, some 

examples are  a c t u a l l y  b o r d e r l in e  ca ses  s ince  th e y  have many 

ch o rd a l c h a r a c t e r i s t i c s *  Such endings la c k  agreement in  

t e x t - s e t t i n g  and a re  seem ingly  c o n t ra p u n ta l  u n t i l  the  f i n a l  

measure*
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C o n trap u n ta l  Texture

C o n tra p u n ta l  t e x tu re  in  V icen tin o * s  m a d rig a ls  i a  

c h a r a c te r i z e d  by th e  c o n t in u a l  m aintenance o f  in d iv id u a l  

vo ice  e n t r a n c e s .  Viewed h o r i z o n ta l l y ,  each  p a r t  c o n ta in s  

s h o r t  r e c u r r e n t  p h ra se s  of two to  s ix  m easures w i th  i n t e r 

vening r e s t s .  V e r t i c a l l y ,  the in d iv id u a l  v o ic e -e n tr a n c e s  

fo llo w  each o th e r  in  c lo se  s u c c e s s io n - -a s  th e  f i f t h  vo ice  

e n t e r s ,  th e  f i r s t  v o ice  has  c u s to m a r i ly  a l re a d y  begun a 

new c y c le .  C onsequently , each page abounds in  s e p a ra te  

e n t ra n c e s  o f  v o ic e s .  Doubled e n tra n c e s  of v o ic e s  a re  a ls o  

common w hereas t r i p l e d  e n tra n c e s  a re  sca rce  and v e ry  o f t e n  

e s t a b l i s h  m od if ied  iso m e tr ic  te x tu re *

There i s  no i n t e r r u p t i o n  in  th e  c o u n te rp o in t  ex cep t 

in  th e  in s ta n c e s  where iso m e tr ic  te x tu r e  i s  in troduced*

This co n tinuous  flow  of c o n t ra p u n ta l  a c t i v i t y  i s  i l l u s t r a t e d  

in  Example 12*
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Example 12. Book I ,  M adrigal 15, p . 158, m. 9-13

The ph rase  conc lud ing  w ith  the  word ,5f i s o "  has  m elodic 

co n c lu s io n s  in  d i f f e r e n t  v o ic e s  in  measure 9 to  11. A l

though the  r e s o lu t io n  o f  th e  le a d in g  tone "C#" in  th e  f i r s t  

te n o r  p a r t  in  measure 9 would n o t  c r e a te  a conc lus ive  c a 

dence anyway, V ice n tin o  s t i l l  avo ids  the  r e s o lu t io n  of t h i s  

note* In  measure 10 the  a l t o  in t ro d u c e s  the new phrase  

" in  q ue i"  w hile  th e  p re v io u s  phrase  i s  conc lud ing . Once 

aga in  i n  measure 12 a su spension  o ccu rs  in  th e  c h a r a c t e r i s t i c  

m elodic p a t t e r n ,  b u t i t s  c o n c lu s iv e n ess  i s  obscured by th e  

d ec ep tiv e  r e s o lu t i o n  and th e  con tinued  a c t i v i t y  of th e  o th e r
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v o ic e s .

The tech n iq u es  and dev ices  involved  in  producing t h i s  

c o n t ra p u n ta l  s ty l e  are d is c u s se d  in  Chapter I I I ,

Opening C o n trap u n ta l  Texture

Book I ,  C on trapun ta l t e x tu r e  dominates the  opening 

s e c t io n s  of 11}. m adriga ls  in  Book I ,  These openings con

t in u e  in  c o n t ra p u n ta l  t e x tu r e  f o r  19 to  60 m easures. As a 

r e s u l t  of t h i s  len g th y  u sag e , on ly  th re e  m adriga ls  change 

to  i s o m e tr ic  t e x tu re  b e fo re  the  f i n a l  or s e c t io n a l  cadence 

i s  approached .

A l l  of the llj. m ad rig a ls  employ sep a ra te  v o ice  en

t r i e s ?  however, only  f iv e  ( 2 , 10, 1 1 ,  12, and U4.) i n t r o 

duce a l l  f iv e  v o ic e s  in  s in g le  e n t r i e s .  Example 13 i l l u s 

t r a t e s  a f iv e - v o ic e  c o n tra p u n ta l  opening.
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Example 13. Book I ,  M adriga l H4., p .  l£ o ,  m. 1-lj.

The independence o f  each  v o ice  c r e a te s  the  c o n t r a 

p u n ta l  v i t a l i t y  a t  the  o u ts e t*  The f i r s t  f o u r  en trances , 

occur every  two b e a t s ,  w i th  the  f i f t h  and f i n a l  vo ice  e n t e r 

ing  a f t e r  a n o th e r  seven b e a t s .  An i r r e g u l a r  t im e - la p s e  be

tween v o ic e -e n t r a n c e s  i s  found in  a l l  of the m adriga ls  which 

u t i l i z e  s in g le  v o ic e - e n t r a n c e s ,  ~

The remaining, e ig h t  m a d rig a ls  which beg in  w ith  con

t r a p u n ta l  t e x tu r e  u t i l i z e  doubled and t r i p l e d  e n t r a n c e s .

This o f te n  r e s u l t s  in  c o n t r a p u n ta l  te x tu re  which has
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/
is o m e tr ic  c h a r a c t e r i s t i c s  as i n  Example lLp.

e .
Fifcwr^Wr ASK.- 4i I -fitC»\
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Example U+* Book I ,  M adrigal 8 , p .  81, m. 1-2

The s im ultaneous e n tra n c e  of the  upper th r e e  p a r t s  

co n t in u es  in  the  n o te - a g a in s t - n o te  s ty l e  f o r  the  e n t i r e  mea

s u re ,  th u s  in t ro d u c in g  a superim posed i s o m e tr ic  t e x t u r e .  

Although the  se p a ra te  e n t ra n c e s  o f  the  rem aining  v o ic e s  do

An ex c ep tio n  to  the d e f i n i t i o n  of m od if ied  iso m e tr ic  
te x tu re  on page 8 must be made in  th ese  c o n t ra p u n ta l  open-' 
in g s .  In  s p i t e  o f  the  rhy thm ic s i m i l a r i t y  of th r e e  v o ic e s ,  
t h 6 s u c c e s s iv e  e n t ra n c e s  a t  the  v e ry  o u ts e t  of a m a d rig a l  
produce an im i ta t iv e  sound which i s  in v a r ia b ly  more ch a ra c 
t e r i s t i c  o f  c o n t r a p u n ta l  than  of iso m e tr ic  t e x t u r e .
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emphasize the  c o n t ra p u n ta l  n a tu re  of t h i s  opening, i ts .  

e f f e c t iv e n e s s  i s  m odified  s in c e  a l l  f iv e  vo ices  have e n te r e d  

by the  second m easure . A d i v e r s i t y  of these doubled  and 

t r i p l e d  e n t ra n c e s  ap p ear ,  b u t  w hatever the com bination of 

v o ic e s ,  th e  c o n tra p u n ta l  e f f e c t  i s  n o t  as anim ated as th e  

s in g l e - e n t r y  c o n t ra p u n ta l  open ing .

Five m a d rig a ls  have c o n t r a p u n ta l  beg inn ings f o r  

P a r t  11.(6,.. 10, 11, 16, and 1 7 ) .  Three of th e se  co n tin u e  

w ith  t h i s  t e x tu r e  f o r  the  e n t i r e  s e c t io n ,  whereas th e  o th e r  

two te rm in a te  a f t e r  15 and 21}. m easures . Only M adrigal 11 

has  s e p a ra te  e n t ra n c e s  in  a l l  f iv e  v o ic e s .

Book V. Seven of th e  11 m ad rig a ls  in  Book V have 

c o n t ra p u n ta l  b e g in n in g s .  However, u n lik e  the  e a r l y  m adri

g a l s ,  t h i s  opening t e x tu r e  i s  s h o r t - l iv e d ,  n ev e r  e x i s t in g  

f o r  more th a n  11}. m easures .

A l l  m a d rig a ls  ex cep t number 6 begin w ith  s in g le  

vo ice  e n t ra n c e s ;  M adrigal 6 changes to  iso m e tr ic  t e x tu r e  

f o r  the  second and t h i r d  m easures and then resumes th e  con

t r a p u n ta l  t e x t u r e .  The c o n t r a p u n ta l  s ty le  o f  th e s e  m ad rig a l  

openings i s  e s s e n t i a l l y  the  same as  t h a t  in  Book I ;  th e  

on ly  d i s s i m i l a r i t i e s  found in  Book V l i e  in  th e  predominance 

of the  s in g le  e n tra n c e s  o f  th e  f iv e  vo ices , and in  the  

s h o r te r  d u ra t io n  of the  openings*

Only th r e e  tw o -se c t io n  m ad rig a ls  begin  P a r t  I I  in  

c o n t ra p u n ta l  t e x tu re  (1 ,  i}., and 5 ) .  The d u ra t io n  o f  t h i s  

usage i s  l ik e w ise  v e ry  b r i e f — 1 to  12 m easures. An
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unprecedented  c o n t ra p u n ta l  s e c t io n a l  opening i s  shown in  

Example 1$\ i t  b eg in s  w ith  f iv e  sim ultaneous voices*

*___
-0---- 4—4 i = f c = t

i S j U h * ^  p e r “ /h i*  d e -  s*f> h S I l a s  -

(§ u aw d  -  ~ de> jer d

P P
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£  ^lutK -  dc > e b / h i * c /c s -  4 « \

M §
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I
pe»r hV«6

5
d e -  s 4  <h

f - f
m iH

Owa.»v-d«> P e h  to * 0 d e - s 4 «

Example 15. Book Vs M adrigal 5 ,  p .  263* 28-30

Although the  e n tra n c e  i s  s im u ltaneous , c o n t ra p u n ta l  

t e x tu r e  ensues as a r e s u l t  of the th r e e  d i f f e r i n g  rhy thm ic 

p a t t e r n s  and s e t t i n g s  of the  te x t*  S im ila r  to  the doubled 

and t r i p l e d  e n t r i e s  prom inent in  Book I ,  V icen tino  ag a in  

u ses  co rrespond ing  rhy thm ic p a t t e r n s  in  the  soprano-bass 

and a l t o - f i r s t  te n o r  com binations, b u t w ith o u t the im i t a 

t iv e  element*
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Changing from Iso m e tr ic  to  I n t e r n a l  
C o n tra p u n ta l  Texture

C o n tra p u n ta l  s e c t io n s  w ith in  a m ad rig a l succeed  b o th  

s t r i c t  and m o d if ied  i s o m e t r ic  t e x t u r e ,  th e  l a t t e r  be ing  more 

common. I m i ta t iv e  v o ice  e n t ra n c e s  are  n o t c h a r a c t e r i s t i c  o f  

t h i s  c o n t r a p u n ta l  t e x t u r e ;  i n  f a c t ,  th e  same v o ic e  combi

n a t io n  i s  u s u a l ly  r e t a in e d  a f t e r  the  s h i f t  of t e x t u r e .

Book I .  Two means of changing from is o m e t r ic  to  con

t r a p u n ta l  t e x tu r e  are  found in  Book I :

1 .  A g ra d u a l  t r a n s i t i o n  to  c o n t ra p u n ta l  t e x tu r e  
a f t e r  a c h o rd a l  passage

2 .  A s h i f t  to  the new te x tu re  a t  the  b eg in n in g  
of a ph rase  of t e x t .

The f i r s t  method i s  u s u a l ly  e f f e c t e d  by th e  g ra d u a l  

in c re a se  in  independence between the v o ic e s ;  th e  second 

method i s  r a r e l y  u t i l i z e d  in  Book I  because is o m e tr ic  t e x 

tu re  a t  cadences i s  i n v a r i a b ly  fo llow ed  by th e  same ch o rd a l  

t e x tu r e  in  the  new p h ra s e ,

A c h a r a c t e r i s t i c  use o f  Method 1 i s  i l l u s t r a t e d  in  

Example 16.
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Example 16. Book I ,  M adriga l 12, p .  I 3 6 , m. 100-102

The s t r i c t  i s o m e t r ic  s t y l e  of measure 100 becomes 

m od if ied  in  measure 1 0 1  and s h i f t s  to  c o n t ra p u n ta l  t e x tu r e  

on the  t h i r d  b e a t  of the same m easure.

Book V. A lthough the  same two methods are  used in  

s h i f t i n g  from ch o rd a l  to  c o n t r a p u n ta l  t e x tu r e ,  the  f r e 

quency of t h e i r  use d i f f e r s .  In the l a t e  m a d r ig a ls ,  

V icen tin o  uses each method about equally*.

The c o n t ra p u n ta l  p h rase -o p en in g s  which succeed 

ch o rd a l  t e x tu r e  (Method 2) do n o t resemble th e  c o n t ra p u n ta l
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openings of th e  m a d r ig a ls .  There i s  no so lo  e n t ry  p lu s  

subsequent s in g le  e n t r i e s ;  in s t e a d ,  the  overlapp ing  te c h 

n ique  of a t  l e a s t  one moving v o ice  i s  c o n s i s t e n t ly  ap p lied *  

V icen tino  does n o t employ any p a r t i c u l a r  method of beg inn ing  

the new p h ra s e .  A v a r i e t y  of s in g le  en tra n c e s  and p a i r in g s  

of v o ic e s  can be found , Examples 17 and 18 i l l u s t r a t e  

Method 2 and a l s o  h e lp  p o r t r a y  th e  d i v e r s i t y  w i th in  t h i s  

method.

nu,-4>i I «*»io Co - - r e

/  * *
mis^r.re. T O t- r e  eke ^ n u H r i

P

CU»i i i - o lh

h u . -  4 n ' |  M s e r - v o -  t e .

B
It.I cu,i di*- o Th

I f f* J, O *
fuJser-ro -  re

i  j  ~ r ~ rs # 0
c m d.v ~

,P -1 -4-^
spfeK-do- r e  Do I
--------------/ --- 4-------

Example 17. Book V, M adrigal £ ,  p .  262, m. 16-18

The th r e e  o v er la p p in g  elem ents are  (1) the  whole n o te  

in  the  bass*  ( 2 ) a r e p e a te d  fragm ent of th e  p rev io u s  phrase
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in  the a l t o  v o ic e ,  and ( 3 ) th e  s ta tem en t of th e  new p h rase  

in  the  second te n o r .  The con tinuous  use of 3 to  $ v o ic e a  

du ring  t h i s  s h i f t  i n  t e x tu r e  i s  an outcome of o v e r la p p in g  

and c lo se  e n t r i e s  of v o ic e s .  The accompanied e n t ra n c e s  o f  

the  new phrase la c k  the c l a r i t y  which can he ach ieved  by 

the  g rad u a l a d d i t io n  of 1 t o  5  v o ic e s .
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i
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*
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de I tnl"o 0.&K- dbth-Jv-e _ it> stc- p e *“ “ bo

Example 18. Book V, M adrigal 2 , p .  243, m. 30-33

The co n c lu s io n  of th e  phrase  in  measure 31 i s  r a t h e r  

a b ru p t and la ck s  th e  c a d e n t i a l  s t r e s s  which i s  g e n e ra l ly  a c 

com plished by a suspension  and slow er rhythm ic p a t t e r n s  a s  in
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Example 17* Most l i k e l y  V icen tin o  avoided a c a d e n t i a l  s t r e s s ;  

a t  t h i s  p o in t  because of the p ro x im ity  t o  the  f i n a l  cadence 

and to  av o id  i n t e r r u p t i n g  th e  t h i r d  r e p e t i t i o n  of th e  te x t#

C a d e n tia l  C o n tra p u n ta l  Texture

In b o th  m adriga l books, cadences w i th in  c o n t r a p u n ta l  

t e x tu r e  are  l im i te d  to  m elodic  co n c lu s io n s  o f  the se p a ra te  

v o ic e s .  Very o f te n  th e  l e a d in g - to n e - to - to n i c  p a t t e r n  h as  a  

V -I  r o o t  b a s i s j  however, because of the  con tinuous a c t i v i t y  

o f  th e  o th e r  v o ic e s  a f e e l i n g  of repose  i s  no t achieved#

T e x tu ra l  D if fe re n c e s  R e su lt in g  from 
Changes o f  Voice Com binations

The terra t e x tu r e  i s  a l s o  used  in  reg a rd  to  " l i g h t " ’ 

and "heavy" sound#^ T h is  i s  a consequence o f:

1 .  The t o t a l  number of d i f f e r e n t  p a r t s  in  a 
com position

2 .  The s iz e  and ty p e  of ensemble which p e r 
forms the com position

3 . The spacing  of p a r t s #

In  r e fe re n c e  t o  V icen tino*s  m a d r ig a ls ,  t e x t u r a l  c o n t r a s t  i s  

ach iev ed  by th e  numerous com binations o f  th e  o r i g i n a l  f iv e  

v o ic e s .  I t  i s  t h i s  s p e c i f i c - ty p e  of c o n t r a s t  which i s  

recommended by V icen tin o :

^Apel, W i l l i ,  Harvard D ic t io n a ry  of Music, p .  7^-2#
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In  th e  middle of th e  p ie c e ,  i t  i s  o f te n  good 
to  t h i n  ou t th e  t e x t u r e .  For example, a com position 
i n  f i v e ,  s i x ,  o r  seven v o ic e s  may c o n ta in  in t e r *  
m edia te  p a s sa g e s  f o r  two, t h r e e ,  o r  fo u r  p a r t s , 0

C o n tra s ts  which a re  a r e s u l t  of t h i s  tech n iq u e  n o t only have 

a d i f f e re n c e  in  i n t e n s i t y ,  b u t  a l s o  in  t im b re . For example* 

a com bination  of th e  h ig h  p a r t s  has  an e n t i r e l y  d i f f e r e n t  

q u a l i t y  in  c o n t r a s t  w ith  one com prised of th e  lower p a r t s .  

Tw enty-four d i f f e r e n t  ty p e s  o f  vo ice  combinations: 

are  found in  V ice n tin o * s  m a d r ig a ls .  In o rder  of frequency  

the  v o ice  c a te g o r ie s  a r e :  ( 1 ) fo u r -v o ic e ,  ( 2 ) f iv e - v o ic e ,

(3) t h r e e - v o ic e ,  ( Ip) tw o-vo ice , and (5) o n e -v o ic e .  Although 

the  f iv e - v o ic e  com bination (SATTB) i s  second in  f requency  of 

o cc u rren c e , i t  i s  a lm ost always found f o r  over h a l f  the  

le n g th  o f  ev e ry  m a d r ig a l .

Tables 1 and 2 l i s t  the  d i f f e r e n t  com binations and 

enum erate t h e i r  o c c u rre n c es .  The s t a t i s t i c s  are  based  on 

vo ice  changes which have been in  e f f e c t  f o r  a t  l e a s t  f o u r  

b e a t s .

®Kaufmann, op , c i t , ,  p ,  2^ 2;,
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TABLE 1 . VOICE COMBINATIONS AND THEIR OCCURRENCES IN THE 
MADRIGALS OF BOOK I

Voice
ca teg o ry

M adrigals  u s in g  
vo ice  c a te g o ry

Voice com
b in a t io n s

Number of 
occurrences

Five 17 SAT1 T^B 1^7

Four 17 satJb
sat2b
ATTB
SATT
STTB

53
W
29
26
26

Three 12 satJ
SAT
ATrB
ATT
AT-'-B
SAB
AT B

6
6
k
b
3
2
1

Two 7 AT2 
SA 
AT̂ " 
T?B 
T J3

b
2
1
1
1

One 2 rpl
A

1
1

Only the f i v e -  and fo u r -v o ic e  com binations are  found 

in  a l l  the  m ad rig a ls  of Book I .  T hree-vo ice  com binations a re  

used  in  most of the  m a d r ig a ls ;  the  rem ain ing  vo ice  ca te g o r ie s ;  

a re  l e s s  common#.

Table 2 g iv e s  i d e n t i c a l  in fo rm a tio n  about th e  m adri

g a l s  of Book V.
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TABLE 2:. VOICE COMBINATIONS AND THEIR OCCURRENCES IN THE 
MADRIGALS OP BOOK V

Voice
Category

M adrigals  u s ing  
vo ice  ca teg o ry

Voice com
b in a t io n s

Number of 
occu rren ces

Five 11 SAT1T2B 75

Four 11 satJLt2
SAT̂ -B
AT1T^B
sat2b
s t 1 t 2b

26
22
19
Hi.
12

Three 7 sat*
SATT
at2b
AT^B
TTB
ST2B
STT

3
3
3
3
3
1
1

Two 3 at}
ST1

&
T-'-B

1
1
1
1
1

One k SiT1
3
1

The s t a t i s t i c s  in  Table 2 are  f o r  the  most p a r t  a n a l 

ogous w ith  th o se  in  Table 1 . Only two s i g n i f i c a n t  d i f f e r 

ences appear in  the  l a t e  m adriga ls*  F i r s t ,  more m ad rig a ls  

use a s in g le  v o ice  r a th e r  than  a tw o-voice  com bination ; 

secondly , a l th o u g h  twenty types  o f  com binations a re  found in  

each book, the  com binations TTB, AT2B, ST^B, and S a re  found 

only in  Book V*
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Summarizing S tatem ents

1 .  C o n trap u n ta l  t e x t u r e  p r e v a i l s  in  b o th  th e  e a r l y  

and l a t e  m a d r ig a ls ;  however, an in c re a s e  in  th e  use of i s o 

m e tr ic  te x tu r e  i s  e v id e n t  in  Book V.

2 .  I so m e tr ic  s e c t i o n a l  openings are  found b u t do n o t 

p r e v a i l .  The usage o f  t h i s  t e x tu r e  a t  the  o u t s e t  o f  e i t h e r  

P a r t  I  o r  I I  i s  q u i t e  b r i e f  excep t i n  some of th e  l a t e  

m a d r ig a ls .

3* I n t e r n a l  I so m e tr ic  s e c t io n s  in  Book I  a re  r a t h e r  

b r i e f ;  th ey  are  found a t  the beg inn ing  and end of a p r e 

dom inantly  c o n t ra p u n ta l  s e t t i n g  of a p h ra se ,  or fo llo w in g  

a c o n t ra p u n ta l  p h ra s e -b e g in n in g .  >

L}.* I n t e r n a l  I so m e tr ic  s e c t io n s  in  Book V a re  much th e  

same a s  the  e a r l y  m a d r ig a ls  w i th  the  ex cep tio n  t h a t  c h o rd a l  

t e x tu r e  I s  used  f o r  e n t i r e  p h ra se s  of the t e x t .

5 .  C o n trap u n ta l  t e x tu r e  i s  c h a ra c te r i z e d  by r e p e a te d  

s e p a r a te ,  doub led , or t r i p l e d  v o ic e -e n tra n c e s  and by s h o r t  

r e c u r r e n t  p h ra s e s ,

6 . In  Book I ,  c o n t r a p u n ta l  s e c t io n a l  openings are  

fav o red  by V ic e n tin o ,  b u t  on ly  a m in o r i ty  of th e s e  has 

s e p a ra te  e n tra n c e s  of a l l  f iv e  p a r t s *

7 .  Most o f  th e  c o n t ra p u n ta l  openings in  th e  l a t e  

m a d rig a ls  have s in g le  v o ic e - e n t r a n c e s ;  however, th e  d u ra 

t io n  of th e se  openings i s  much s h o r te r  than  in  the  e a r l i e r  

m a d r ig a ls .
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8 ,  C o n trap u n ta l  t e x tu r e  succeeds ch o rd a l t e x tu re  

e i t h e r  by a smooth t r a n s i t i o n  w ith in  a phrase  o r  by a s h i f t  

o f t e x tu r e  a t  th e  beg inn ing  of a new p h ra se ,

9# A lthough the  use o f  a l l  f iv e  v o ic e s  p r e v a i l s  in  

a l l  th e  m a d r ig a ls ,  as  many as  2l\. vo ice  com binations a re  

found .
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CHAPTER I I I  

THE TECHNIQUES OP CONTRAPUNTAL STYLE

Im ita t io n

Im i ta t io n  i s  n o t  a s i g n i f i c a n t  s t y l i s t i c  a s p e c t  o f  

V icen tino*s  m a d r ig a ls ;  n e v e r th e le s s ,  the  m a jo r i ty  of th e  

c o n t ra p u n ta l  openings do have a d e f i n i t e l y  im i ta t iv e - ty p e  

s t y l e .  There i s  l im i te d  use o f  im i ta t io n  w i th in  some m adri

g a l s .  Even when such I m i ta t io n  does occur i t  remains l a r g e 

l y  u n d e tec ted  by the l i s t e n e r  b e c a u se t  ( l )  the techn ique  i s  

l im i te d  to  the  f i r s t  few n o te s ,  ( 2 ) the technique i s  n o t  a l 

ways used by each su c cess iv e  v o ice  e n t ra n c e ,  and ( 3 ) th e re  

i s  a la c k  of c l a r i t y  due to  overlapp ing  p a r t s .  T h e re fo re ,  

the  study  of V icen tin o * s  im i ta t iv e  s ty le  has been c e n te re d  

around the  c o n t ra p u n ta l  openings#

The two p r i n c i p a l  te ch n iq u e s  which are used  to  answer 

the  i n i t i a l  theme a t  the beg inn ings  a re  f r e e  im i ta t io n  and 

rhythm ic p a r a l l e l i s m .  The f i r s t  i s  ex p la in ed  by Soderland as

Free im i t a t io n  r e p e a t s  the beginning  of the  
theme note f o r  no te  up to  a c e r t a in  p o in t .  This 
k in d  of im i ta t io n  i s  th e  most f r e q u e n t ly  found in  
the s ix t e e n th  c e n tu ry . 1

An answer us ing  th e  second te ch n iq u e , rhythmic p a r a l 

l e l i s m ,  simply r e p e a ts  a segment of the  exac t rhythmic p a t 

t e r n  o f  the s ta te m e n t .

■^-Soderlund, G. P#, D ire c t  Approach to  C ounterpoin t in  
16 th -C entury  S ty le . p .  29.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



i+9

Table 3 shows the  r e s u l t s  of a s tudy  based  on 13 be

g in n in g s  of m ad rig a ls  and th r e e  P a r t - I I  b e g in n in g s .  The 

ta b le  in d ic a te s  th e  number and type o f  answers foundj the  

number of answers f o r  each  beg inn ing  i s  n o t  c o n s i s t e n t l y  

fo u r ,  s ince  s in g le  answers are  no t always used .

TABLE 3. NUMBER, TYPE, AND DISTRIBUTION OP THEMATIC ANSWERS
POUND IN SIXTEEN BEGINNINGS

Book I Book V

M adrigal
Type of Answer

M adrigal
Type of Answer

number
P. I . * R. P .*

number
P. I . R. P.

2 1 3 1 k

k 1 1 2 k
10 k 3 k
11 k 5 1 3

12 k 7 kr
llj. 3 1 8 k

15 2

P a r t  I I P a r t  I I

10 2- 1 k
11 k

T o ta ls 23 7 25 3

',fP , I ,  *s f r e e  i m i t a t i v e ,  R, P , = rh y th m ic a l ly  p a r a l l e l

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



50

The f r e e  I m i ta t iv e  answ er* The f r e e  im i t a t i v e  an

swer i s  by f a r  th e  f a v o r i t e  type in  a l l  the  m adriga ls#  

However, th e  use  of t h i s  techn ique  in  the  l a t e r  m ad rig a ls  

becomes more s i g n i f i c a n t  when the  t o t a l  number of m ad rig a ls  

in  each  book i s  c o n s id e re d .  Six o f  e lev en  (55$) l a t e  

m ad rig a ls  have s in g le  e n t ra n c e s  of a l l  v o ices  a t  the  

b eg in n in g . F urtherm ore , a l l  bu t M adrigal 5 have f re e  

im i t a t io n  in  each  p a r t#

Except f o r  th e  unique im i ta t io n  of the  e n t i r e  theme 

in  two m a d r ig a ls  (#2 , Book I ,  and #3, Book V), f r e e  im i

t a t i o n  i s  based  on a fragm ent of th e  theme. The e x te n t  of 

th e  motive i s  u s u a l ly  from fo u r  to  s ix  b e a t s .  These f i n d 

in g s  a re  in  agreement w ith  V ic e n t in o f s c o n c ep ts :

Continuous im i ta t io n  i s  n o t  a t  a l l  n e c e s s a ry ,  
s in ce  th e  im press ion  of t h i s  dev ice  can be conveyed 
w ith  on ly  fo u r  o r  f iv e  n o te s  . . .  S t r i c t  form of 
im i ta t io n  known as canon i s  used most f r e q u e n t ly  
in  s a c re d  works based  on a can tu s  f i rm u s . 2

At t i n e s  V icen tino  l im i te d  the im i t a t io n  to  th e  

f i r s t  i n t e r v a l  on ly , in  which case  the  p a r t i c u l a r  i n t e r v a l  

i s  em phasized by in t ro d u c in g  th e  p a t t e r n  in  long n o te  values:# 

In t h i s  way th e  s t r e s s  of a single i n t e r v a l l i c  motive can 

c o n t r ib u te  alm ost as much in  s ig n i f ic a n c e  as a m elodic 

fragm ent to  the  o v e r a l l  im pression  of im i ta t io n #  Im i ta t io n  

of m elodic fragm ents and i n t e r v a l l i c  m otives a re  used  in  a l l

2Kaufmann, H. W., The L ife  and Works of U ico la  
V ic e n t in o , pp. 263-261).#
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the  m a d r ig a ls ;  however, th e  m elodic fragm ents are  more 

common in  the l a t e  m ad rig a ls  and i n t e r v a l l i c  m otives  a re  

found m ostly  i n  the  e a r ly  m adriga ls*

M adrigal 11, Book I ,  c o n ta in s  f r e e  im i ta t io n  of a 

m elodic fragm ent as  seen in  Example 19#

i & ± i

±d= i

lit! cKe. - ►\©

3 = f c

0  *
fco. In *Kc 6*K * ho tk e  p e-

±
z = a

p
t ±

del

DbL

*ZZjC
-  - ok t cIk pC 1

(* the p® Kir uni -fan-
--------- Q-----

hat mi îu\-ne cite pe-ha* E=*>\|
±

¥-qlvtDr,

Example 19. M adriga l 11, Book I ,  p .  113, m. 1-6

Only f iv e  to  seven b e a ts  of the  a l t o  theme a re  used 

in  the  f r e e  im i ta t iv e  e n tra n c es  o f  th e  o th e r  v o ic e s .  In  

s p i t e  of th e  b r e v i ty  of im i ta t io n ,  the conspicuous ascend

in g  p a t t e r n  makes t h i s  m elodic fragm ent an im portan t motive 

f o r  th e  open ing .
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The I m i ta t io n  of j u s t  the  f i r s t  i n t e r v a l  of a s t a t e 

ment i s  i l l u s t r a t e d  i n  Example 20.

f t y r ~ F F f = t =
4 — 0— * f  n l )  l i  . a  • • ..

W  *  f
A - -

i - t - * -------------------

■C -»------------ • —

tnM-’ i©
t  i j

5*»K St l i t  - -  -

n  r t  v  n

:  H -
-  + 6

1 , i -
tn o  r  16 1

1. - I
U  J i i "

*  tft S*K *•

h  ....-

• }  t  * v ......\.
0

l i« .  ------------+*

I f  * - t \

i  V t ^ =
i t - M t 1 IS

+ »  F ] \ —

- d ------------ , ------------

86k  S i

4 ---------------- = -----------

r
V - r t — - — -

4E--------  ,  V ^ ,
*------ ;__ l

f t

■J .... \  - l _ f _

to  A h  St

.  i ..........-1

A S  '

l ie  -  -  ---------

d
•fo

— f f r f -

r 1-------
_ _ — & --------

----------------- 1-----------

a -

i — = tA  ♦ £

4 ----------------- h -
*!•»* )b

l& A ---------------J -

-a — \ — t t H -
SeK S i -------------- —

Example 20 . Book I ,  I

Gr ----  -up
tne\r  <© ’

l a d r ig a l  10 ,

4 ----------- *=
SoK Si

p . 103 , m.

-4-4—14—*--------
I t e ----- -- —

1-5

V icen tino  im i ta te s  on ly  the  descending t h i r d  in  

Example 20. The emphasis o f  the  t h i r d  i s  achieved p r i 

m a r i ly  by s t r e s s in g  the i n t e r v a l  in  lo n g er  no te  v a lu e s .  

Secondly, t h i s  opening i n t e r v a l  i s  im i ta te d  befo re  th e  

l i s t e n e r  has an o p p o r tu n i ty  to  h e a r  the  rem aining m elodic 

o rg a n iz a t io n  of th e  p h ra s e .  T h ird ly ,  the o th e r  vo ices  con

t in u e  to  be a c t iv a te d  a t  two or f o u r - b e a t  i n t e r v a l s .  Aside 

from t h i s  sh o r t  use of im i t a t io n ,  a g r e a t  d ea l  of rhythmic 

p a r a l l e l i s m  a lso  i s  e v id en t  between the v o ic e s .
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Rhythm ically  p a r a l l e l  answer. Rhythmic p a r a l l e l i s m  

between s ta tem en t and answers in v o lv e s  th e  r e p e t i t i o n  of 

3 to  10 b e a t s .  This type o f  answer has  been found m ostly  

in  beg inn ings  which have a v a r i e t y  of answ er-types or which 

use s im ultaneous e n t ra n c e s  o f  p a r t s .  A c h a r a c t e r i s t i c  usage 

o f  t h i s  rh y th m ic a l ly  p a r a l l e l  answ er-type i s  shown in  

Example 21.

Obi • - C.IOc. -ck* ►*'1*' pu>i ck«miei

3v
cki Mi*i io\ c-i e

Ed
- ti>i w tiei

e. piu. c.keCte.- cki tnie

filial

Example 21. Book V, M adrigal 5 , p .  260, m. 1-5

A ll  e n t ra n c e s  ex cep t the a l t o ,  which u t i l i z e s  f r e e  

i m i t a t io n ,  have a rhythm ic r e l a t i o n s h i p  w ith  the  o r i g i n a l  

s ta te m e n t .  In  the  f i r s t  te n o r  and b a s s ,  i t  i s  based on 

e ig h t  b e a t s  of th e  rhythm ic p a t t e r n  whereas th e  second 

te n o r  i s  based  on on ly  f o u r  b e a t s .
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I t  i s  i n t e r e s t i n g  to  no te  t h a t  in  t h i s  p a r t i c u l a r  

example th e re  are  m elodic r e l a t i o n s h i p s  between th e  p a r t s ;  

however, th e se  r e l a t i o n s h i p s  are  n o t w i th  the  o r i g i n a l  s t a t e 

ment*. The h a l f - s t e p  p a t t e r n  on th e  word '‘d o l c i ” in  th e  a l t o  

v o ice  occurs i n  th e  f i r s t  te n o r  in  measure 5 , fo llo w ed  by 

the  soprano ’’d o l c i ” in  the  same m easure. The m elodic p a t 

t e r n s  of the  second te n o r  and bass  a l s o  show a resem blance 

f o r  th e  l a s t  th re e  n o te s .

I n t e r v a l s  a t  which th e  s u b je c ts  a re  answ ered .

Table I4. shows the  ty p e s  of i n t e r v a l l i c  r e l a t i o n s h i p s  which 

have been found between the  s in g le  su c cess iv e  e n t ra n c e s  of 

v o ic es  in  16 c o n t ra p u n ta l  open ings . Both the  f r e e  im i ta t iv e  

and rh y th m ic a l ly  p a r a l l e l  answers are  in c lu d e d  in  t h i s  study

TABLE 1+. TYPES OP INTERVALS‘USED IN SINGLE SUCCESSIVE 
ANSWERS IN SIXTEEN CONTRAPUNTAL OPENINGS

I n t e r v a l
1

Book I Book V T o ta l a

Octave 34 7 21

F i f t h 8 7 15
F o u rth k 11 15

Unison 1 3 k

The p rim ary  i n t e r v a l s  o f  an o c ta v e ,  f i f t h ,  and f o y r th ,  

a3 w e l l  as u n iso n ,  are  used  most f r e q u e n t ly ,  w i th  the  o c tav e -  

usage p rev a i l in g * . T his  i s  no t e n t i r e l y  i n  accord  w i th  the
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composer’ s co n cep ts :

I m i ta t io n  a t  the un iso n  and octave does- no t 
g ive  enough v a r i e t y  and should  not be used excep t 
when n e c e s s a ry .  A much b e t t e r  procedure i s  to  have 
the  b a s s  and te n o r  im i ta t e  a t  the f o u r th  and th e  
c o n t r a l t o  and soprano a t  th e  f i f t h ,  or v ic e  v e r s a . 
Continuous im i ta t io n  i s  n o t a t  a l l  n e c e s s a ry ,  s ince  
the  im press ion  of t h i s  dev ice  can be conveyed w ith  
on ly  f o u r  o r  f iv e  n o te s .  Any d e g re e - r e la t io n s h ip  
w i l l  serve f o r  t h i s  p r a c t i c e ,  but e s p e c i a l ly  work
ab le  are  the im i ta t io n s  a t  the  second, t h i r d ,  s ix th ,  
and s e v e n th .3

Only in  Book V does the  i n t e r v a l  of a p e r f e c t  f o u r th  

su rp ass  the  use of the o c ta v e .  In  s p i t e  of V icen tino*s 

m ention of im i ta t io n s  a t  the second, t h i r d ,  s i x t h ,  and 

se v en th , th e se  i n t e r v a l s  do n o t appear in  the  s tudy made 

of c o n t ra p u n ta l  openings (Table I4.) ,

D is tance  between subsequent answ ers. The same 16 

c o n t ra p u n ta l  openings u sed  in  the p rev ious s tudy  have been  

ana lyzed  in  re g a rd  to  th e  number of b e a ts  between answers; 

s im ultaneous answers o f  two or more vo ices  a re  in c lu d ed  in  

the  s t a t i s t i c s  in  Table

3 I b i d . .  p .  2 6 3 .
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TABLE 5 .  THE SPATIAL PLACEMENT OP THEMATIC ANSWERS IN 
TEEN CONTRAPUNTAL OPENINGS

Book I  Book V

H
atW U

D istance  i n  b e a ts H
cd D istance in b ea ts

u n
Tt S aS 3s  n

1  2 3 k  5 6 7
•H e
£ • 2  
a B

X
2 1 2 p i<-2 3 k

CO 9

2 1 l  l 1 1 2 1

k 3 2 2 1 1

1 0 3 l 3 3 1

1 1 1 2 1 5 2 1 1

1 2 2 2 7 1 3

lij- 3 1 8 1 2 1

1 5 3

P t .  I I

1 0 1 2 1 2 1 1

1 1 1 3

T o ta ls l  1 5 0 I k  1 1  1 1 5 5 3 3 8 1  1 1

In  th e  e a r l y  m a d rig a ls  a d is tan ce  of two and fo u r  

b e a ts  p r e v a i l s .  The l a t e  m adriga ls  have a more v a r ie d  

s p a t i a l  d i s t r i b u t i o n  between 1, 2, 2-§> 3* and ij. b e a t s .  None 

of the  b eg in n in g s  w hich has se p a ra te  e n tra n c e s  f o r  a l l  f iv e  

parta u ses  c o n s is te n t  sp a c in g s .
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C o n tra p u n ta l  Voica Movement

The fo u r  ty p es  o f  c o n t ra p u n ta l  movement he tween p a r t s  

a r e :  ( 1 ) p a r a l l e l , ( 2 ) c o n t r a ry ,  ( 3 ) o b liq u e , and (l|.) s im i

l a r  m otion . Each of th e se  types  i s  r e a d i ly  found in  the  

m adriga ls  of V ic e n t in o .

P a r a l l e l  m otion . P a r a l l e l  motion in  t h i r d s ,  i l l u s 

t r a t e d  in  Example 22, i s  found p r im a r i ly  in  very  s h o r t  p as

sag es .  A ll  the  s e c t io n s  in v e s t ig a te d  are  from th r e e  to  

f iv e  b e a ts  long, and many proceed  w ith  rep ea ted  n o te s .

Example 22. Book I ,  M adrigal 7» P» 79, m. 91-92

In  Example 22 the  a l t o  and f i r s t  te n o r  move in  t h i r d s  

f o r  approx im ate ly  f iv e  b e a ts  and make use of r e p e a te d  n o te s
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in  groups of two.

P a r a l l e l  s ix th s  are  l ik e w ise  l im i te d  to  sh o r t  d u ra 

t io n  as shown in  Example 23 .

a   ----------- •’V'O -  Vt» -  >

s e

s e

m

Example 23. Book I ,  M adriga l 1̂ ., p .  0 , m. 60-61

The soprano and f i r s t  t e n o r  p a r t s  move in  s ix t h s  f o r  

a d u ra t io n  o f  fo u r  b e a t s .  Repeated note p a t t e r n s  a re  no t 

found in  t h i s  in s t a n c e ,  bu t can be found in  o th e r  u se s  of 

p a r a l l e l  s i x t h s .

M adrigal 2 of Book V, which i s  p redom inan tly  ch o rd a l ,  

has  r a t h e r  unique u ses  of p a r a l l e l  s ix th s  f o r  V icen tino*s 

s t y l e .  Example 2I4. shows th e  lo n g e s t  s t r e t c h  of p a r a l l e l i s m
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found in  the  f i v e - p a r t  m ad rig a ls  of V icentino* Measure 10 

i s  com prised of p a r a l l e l  s ix th s  between the  o u te r  v o ic e s .

This tech n iq u e  r e s u l t s  in  a harmonic p ro g re s s io n  based on
k

p a r a l l e l  f i r s t - i n v e r s i o n  t r i a d s — fauxbourdon.

m
Y fa, —S*‘

6  - -  )  - " r  -i n
_______ i-E____C__A__a__*— # -

-  - » r fA< hV J  - #e r— -*'#1

* - i I n  h iT " '-

, > t  > ffn' \ (
fzm r

m>fcJTu*lr -  . ( . . I*-fk.iJe-t«V mi# - \ /ft#. \ r i & . 4 u . -  -ski• WV

■ 3 ^ . £ L y . . I  l l U . U  f f
; |^jt ... sfi-i de-*5t* me/ - i

Example 2Lj.. Book V, M adrigal 2 , p .  2i{.0, m. 10-12

A change o f  voice com bination in  the  tw e l f th  measure 

of Example 2l\. does n o t i n t e r r u p t  t h i s  p a r a l l e l  m otion s in c e  

th e  o u te r  v o ices  con tinue  th e  p a r a l l e l  s i x t h s .  At th e  same 

time p a r a l l e l  t h i r d s  and f o u r th s  r e s u l t  because t r i a d s  a re  

used  f o r  t h i s  e n t i r e  s e c t io n .

P a r a l l e l  f i f t h s  and oc taves  aro r a r e l y  found in  th e

^•Apel, W i l l i ,  H arvard D ic t io n a ry  of Music, p . 2f>9.
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m a d rig a ls ;  l ik e w is e ,  c o n t ra ry  f i f t h s  are  in f re q u e n t ,  b u t  a re  

found in  some m adrigals*  However, i n d i r e c t  f i f t h  and octaves^ 

which a re  i n t e r r u p te d  by a consonant i n t e r v a l  do occur* 

Examples 25-28 i l l u s t r a t e  i n d i r e c t  f i f t h s .

m m
& ----- *

I o - S i h - — — ak1 *>»0 ek e ■So t  le- ck."

H I m m
m w

&
■ Si'h   Ijk'a-,nvO-

blJ n jft V
_vo- &U So e l e ------------ tlv* di|.

¥ 1
¥  -Jih-ak't tke <Jfc dwo k»~

¥
H  ■!

CL > _ .  h\o-4 -lro - -

- -  $ >-o-------SC. - J  J
i

le

■»

O t -  e-Wi m<ei ()«l.

bel
, _

(>ol- I e-----

Example 25* Book I ,  M adrigal l\.t p ,  Lj.0, m. 59-60 

Example 26, Book I ,  M adrigal 12, p ,  126, m. 15-16 

Example 27* Book V, M adrigal 5» P» 253, m« 21-22

Example 28. Book V, M adrigal 1}., p . 260, m* 2-3

In  each of the  f i r s t  th r e e  examples above, a member 

of the  p e r f e c t  f i f t h  i s  h e ld  over w hile  the o th e r  changes

p i t c h .  In the  f i r s t  two examples t h i s  note changes to  the

consonant i n t e r v a l  of an o c tav e ; in  the t h i r d  example the  

f i f t h s  are  i n t e r r u p te d  by a t h i r d .  When the h e ld -o v e r  n o te
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changes p i t c h  the  i n d i r e c t  f i f t h s  a re  c r e a te d .  Example 27 

shows f i f t h s  sounding on co n secu tiv e  s tro n g  b e a ts  b u t i n t e r 

ru p te d  by the  consonant i n t e r v a l  of a s ix t h .  The te c h n iq u e  

of i n d i r e c t  f i f t h s  shown in  Examples 25-27 i s  n o t on ly  u sed  

f o r  f i f t h s  bu t a l s o  f o r  o c ta v e s .

C on tra ry  m otion . B r ie f  c o n t r a ry  v o ic e  movement (one 

to  th r e e  b e a ts )  abounds on every  page . However, a more ex 

te n s iv e  use o f c o n t r a ry  m otion w ith o u t a change in  d i r e c t i o n  

i s  n o t a s i g n i f i c a n t  a s p e c t  of V icen tino*s  s t y l e .  H is most 

e x te n s iv e  employment o f  c o n t r a ry  motion seldom exceeds th e  

d u ra t io n  of two m easures . Although e x te n s iv e  o ccu rren ces  of 

c o n t ra ry  m otion are  r a t h e r  l im i te d ,  th e  e a r l y  m ad rig a ls  have 

more examples of t h i s  u sa g e .

I l l u s t r a t i o n s  of c o n t r a ry  motion from Books I  and V 

ap p ear  in  Examples 29 and 30, The c o n t ra ry  motion in  

Example 29 e x i s t s  between two v o ic es  and c o n t in u es  f o r  f iv e  

b e a t s .  In  Example 30 t h i s  motion i s  apparen t between more 

th an  two v o ic e s ,  but the  o u te r -v o ic e  r e l a t i o n s h i p  i s  more 

predom inan t.
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Example 29• Book I ,  M adrigal 1, p ,  7» 32-33

Example 30* Book V, M adrigal 8 , p .  298, m. 60-61

Oblique m otion . Oblique m otion i s  very  common in  a l l  

the m a d r ig a ls .  The f re q u e n t  occu rrence  of t h i s  technique 

can be a c c r e d i t e d  t o  th e  w idespread  use of r e p e a te d  n o te s  a 3 

can be seen i n  Example 31* The d u r a t io n  of ob lique  m otion 

i s  from two to  e ig h t  b e a ts  and—u n lik e  Example 31—*it 

f r e q u e n t ly  has a c lo se  rhy thm ic  r e l a t i o n s h i p  between th e  

p a r t s .
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Example 31, Book I ,  M adrigal 6 ,  p ,  6lj., m, 95-96

The f i r s t  te n o r  p a r t  has a syncopated p a t t e r n  of h a l f  

n o te s  in  measure 96 w hile  b o th  the  a l t o  and second te n o r  

p a r t s  descend i n  e ig h th  n o t e s ,  A g r e a t e r  emphasis of th e  

ob lique motion r e s u l t s  from t h i s  rhythm ic and m elodic  con

t r a s t .

S im ila r  m otion . S im ila r  m otion i s  found f r e q u e n t ly  

in  a l l  m a d r ig a ls .  C h a r a c te r i s t i c  of V icen tino*s use of t h i s  

c o n t ra p u n ta l  movement a r e :  ( 1 ) b r e v i ty  of co n tin u an ce , and 

( 2 ) su ccess iv e  occurrences  between d i f f e r e n t  p a r t s .
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Example 32 I l l u s t r a t e s  a ty p i c a l  passage employing 

s im i la r  m otion . The motion occurs a t  f i r s t  between th e  

upper two p a r t s  (m. \\$t b ea t  1 ) j then  i t  i s  found between 

th e  second te n o r  and upper p a r t s ,  and f i n a l l y  between the  

te n o r  and a l t o  again*

I = r r

p
£

^ - — r r

P
~ f ~ a h  * ■Afff

x /  *

<5/^/ —* <?e

t - i r 4 - ±

^  —  CbQ-cerJite
y

1 *I «•* *
- - a - —

i
I

4 * Ce*"•’ b]f9 ftes*

Example 32. Book V, M adrigal 10, p .  3 I 6 , m. 1|5-1|.6

The s im ultaneous occurrence of s im i la r  motion in  a l l  p a r t s  

i s  r a r e .
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S ty le  C h a r a c t e r i s t i c s

Confined m otion0 The most c h a r a c t e r i s t i c  s t y l i s t i c  

a s p e c t  o f  V icen tino*s  music i s  th e  n a t u r a l  outcome o f  the 

b r i e f  and r e s t r i c t i v e  usage o f  the  fo u r  types  o f  c o n t r a 

p u n ta l  voice-movement; an o v e r a l l  e f f e c t  of co n fin ed  mo

t i o n .  This c o n t ra p u n ta l  s t y l e ,  which i s  a lm ost devoid  of 

ex aggera ted  melodic c o n to u rs ,  i s  c h a r a c t e r i s t i c  of a l l  

V icen tino*s e x ta n t  m usic . Confined motion i s  c r e a te d  by 

hovering  w i th in  a l im i t e d  range and u t i l i z i n g  a predom i

nance of r e p e a te d -n o te  p a t t e r n s .  Although some a s p e c t s  o f  

t h i s  composer1s s t y l e  p o in t  to  new tre n d s  in  m a d r ig a l-  

w r i t i n g ,  t h i s  r e t r o s p e c t iv e  elem ent o f  con fined  motion r e 

minds one o f  the  f r o t t o l a  and e a r ly  m adrigalo

Example 33 i l l u s t r a t e s  co n fin ed  motion which i s  t y p i 

c a l  o f  bo th  the  e a r ly  and l a t e  s ty l e s  of co m p o sit io n 0
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Exara.pl® 3 3 . Book I ,  Madrigal 13, p . 1^2, m. 13-17

In sp ite  of the separate and paired  entrances used in  

the contrapuntal s e t t in g  o f Example 33, the repeated-note  

p attern s and la ck  of obvious contrary movement produce a 

con servative contrapuntal m otion.

Voice c r o ss in g .  A secondary s t y l i s t i c  aspect of the 

m adrigals i s  th a t o f v o ice  c r o ss in g . This technique i s  found 

in  a l l  adjacent p arts and u su a lly  occurs w ith in  a phrase as 

i l lu s t r a t e d  in  Example 31+ •
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Example 3̂ 1-* Book V, M adrigal 3 , p .  2i^7» 20-21

The main f a c t o r s  c o n t r ib u t in g  to  th e  c ro s s in g  of th e  

p a r t s  h e r e ,  as  w e l l  as in  o th e r  in s t a n c e s ,  are  the  o v e r la p 

p ing  ranges  of the  v o ic es  and the  m elodic independence of 

the  p a r t s *

C o n trap u n ta l Procedures

S t r e t t o * A form of s t r e t t o  i s  found in  b o th  m adriga l 

books. V icen tin o * s  concept of t h i s  c o n tra p u n ta l  dev ice  I s  

n o t in  complete agreement w ith  A pel’ s d e f i n i t i o n  of " s t r e t t o ”
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as " • • • the  im i ta t io n  of the  su b je c t  in  c lose  su c e s s io n ,
£

w ith  the  answer coming in  be fo re  the .subject i s  completed*" 

V icen tin o  does n o t  im i ta te  the them atic  co n ten t i n  

h i s  " s t r e t t o - l i k e "  s e c t io n s ,  bu t m a in ta in s  only the  im

p o r ta n t  a s p e c t  of th e  c lo se  su ccess io n  of voice e n t r i e s .

In  Example 35 the  a l t o  p a r t  in tro d u ce s  a theme which 

re c e iv e s  m u lt ip le  answers, most o f which are only one b e a t  

a p a r t •
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Example 35. Book V, M adrigal 9 , p . 309, m. 58-60

’Apel, 0£ .  c i t . ,  p .  711.
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The f a c t  t h a t  V icen tin o  c o n t in u e s  the  r e p e t i t i o n  of t h i s  

rhythm ic p a t t e r n  a f t e r  a l l  the  p a r t s  have e n te re d  s i g n i f i e s  

th a t  he i s  i n t e r e s t e d  in  the  in c re a s e d  i n t e n s i t y  caused  by 

th e se  ju x tap o sed  e n t r a n c e s ,  Some u ses  of th e  s t r e t t o - l i k e  

techn ique  have very  l i t t l e  rhythm ic p a r a l l e l i s m ,  b u t  s t i l l  

r e t a i n  th e  a c c e le r a te d  v o ic e  e n t r a n c e s .

I n v e r s io n , Im i ta t io n  can take p lace  by m elod ic  i n 

v e r s io n ,  This means t h a t  th e  i n t e r v a l s  of th e  theme are 

answered in  c o n t ra ry  motion,^* The in v e rs io n  of a complete 

theme i s  r a r e l y  found in  th e  m a d r ig a ls ,  bu t th e  in v e rs io n  

of the f i r s t  i n t e r v a l  or a m elodic  fragm ent does o ccu r.

This method i s  q u i te  s u b t l e ,  c h i e f ly  because of th e  b r e v i ty  

of the  in v e r te d  f ra g m en t,

V icen tin o  u ses  in v e rs io n  more l i b e r a l l y  in  a d i f f e r 

en t manner which i s  i l l u s t r a t e d  in  Example 3 6 ,

^Jeppesen , Knud, C o u n te rp o in t , p ,  165*
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Example 3 6 . Book I ,  M adrigal l £ ,  p .  162, m. L ^-l^

70

Stepwise p a s sa g e s ,  p a r t i c u l a r l y  th o se  comprised of 

e ig h th  n o te s ,  a re  commonly fo llow ed  by an in v e r te d  p a t t e r n .  

The in v e r s io n  in  Example 36 i s  found w i th in  a phrase and i s  

q u i te  t y p i c a l  o f V icen tino*s use of t h i s  c o n t ra p u n ta l  d e v ice .
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Summarizing S tatem ents

1 . I m i ta t io n  i s  p r im a r i ly  l im i te d  to  the  openings- 

of m a d r ig a ls .  E i th e r  a p o r t io n  of the melody or rhythm is  

im i ta te d .

2 .  Im i ta t io n  a t  the o c tav e , f i f t h ,  and f o u r th  i s  

most common.

3 . The d is ta n c e  (number of b e a ts )  between successive  

e n t r i e s  i s  r a r e l y  the  same f o r  a l l  v o ic e s .  The d is ta n c e s  

are  more v a r ie d  in  the  l a t e  madrigals*.

ij.. Pour types of voice  movement are  found; p a r a l l e l ,  

c o n t r a ry ,  o b l iq u e ,  and s i m i l a r .

5>. Confined motion and vo ice  c ro s s in g  a re  charac

t e r i s t i c s  of V icen tino*s  s t y l e ;  t h i s  c o n t ra p u n ta l  s ty l e  

has a predominance of re p e a te d -n o te  p a t t e r n s  and a l im ite d  

ran g e .

6 . A s t r e t t o - l i k e  techn ique  i s  used;, su ccess iv e  an

swers in  a s t r e t t o  p a t t e r n  are  not i m i t a t i v e ,  b u t  r e ly  on 

rh y th m ic a l ly  p a r a l l e l  answers o r  ju s t  c lo se  e n t ra n c e s  to  

give the  s t r e t t o  e f f e c t .

7* V icen tin o  employs in v e rs io n  c h i e f ly  in  melodic 

fragm ents or in  e ig h th -n o te  stepw ise p a s sa g e s .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



72

CHAPTER IV 

FORM

As a m u sica l form, the  s ix te e n th - c e n tu r y  m adriga l 

evolved from the  f i f t e e n t h -  and s ix te e n th -c e n tu ry  f r o t t o 

l a s ,  t h r e e -  o r  f o u r - p a r t  I t a l i a n  s e c u la r  songs. Although 

th e  s ty l e  of th e  e a r l i e s t  m adriga l resem bled t h a t  of th e  

f r o t t o l a r  a g r e a t e r  d i s t i n c t i o n  between th e  two forms b e 

came e v id e n t  as th e  m adriga l developed . The f r o t t o l a  i s  

d iv id e d  in to  s e c t io n s  and has a d e f i n i t e  fo rm al scheme, 

whereas th e  s ix te e n th -c e n tu ry  m ad rig a l  i s  a th rough- 

composed com position . That i s ,  the  same music i s  no t used  

f o r  su ccess iv e  s tro p h e s  o f  p o e t ry .  Composers were i n t e r 

e s te d  in  ex p re s s in g  the  co n ten t o f  the  t e x t ;  th e re fo re  new 

music was c o n t in u a l ly  unfo lded  f o r  the ex p ress io n  of th e  

vary ing  th o u g h ts  of th e  t e x t .  As a r e s u l t  of t h i s  freedom 

in  d e s ig n ,  th e  m usica l s t r u c tu r e  v a r ie s  from p iece  to  

p iece

L i t e r a r y  B asis  of th e  M adrigals

The l i t e r a r y  form of th e  s ix te e n th -c e n tu ry  m adriga l 

was in f lu e n c e d  a g r e a t  d e a l  by C a rd in a l  Bembo, an I t a l i a n  

hum anist who endeavored to  e le v a te  the  q u a l i ty  of p o e try
paround the  tu r n  of t h a t  c e n tu ry .  A lthough the  f o u r te e n th -

•fc
AReese, G ustave, Music in  the  R enaissance„ p . 315*

^Apel, W i l l i ,  Harvard D ic t io n a ry  of Music, p . Ij.18.
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ce n tu ry  m ad rig a l  was used  a s  a l i t e r a r y  b a s i s ,  the 

s ix t e e n th - c e n tu r y  p ro to ty p e  r e s u l t e d  in  a much f r e e r  p o e t ic  

form w ith  no s p e c i f i c  r u l e s  f o r  the  number of v e r s e s  o r  f o r  

the  rhyming scheme. The l i t e r a r y  m a d rig a l  was n o t  always 

used  f o r  the  m adriga l com positions  o f  th e  s ix te e n th  c e n tu ry ;  

composers o f te n  used  o th e r  p o e t i c  g en re , i . e . ,  so n n e t ,  can

zone, and b a l l a t a .  A lthough th e se  poems, In c lu d in g  th e  

m ad rig a l,  a re  a l l  l y r i c a l  in  c o n te n t ,  th e re  are some v a r i 

ances i n  th e  p o e t ic  s t r u c t u r e .

A survey of the  l i t e r a r y  g e n re .  The p o e t ic  ty p e s ,  

u t i l i z e d  by V icen tin o  in  e i g h t  m a d rig a ls  are  l i s t e d  in  

Table 6 .

TABLE 6 .  THE POETIC BASIS FOR EIGHT OF VICENTINO* S MADRIGALS

M adrigal
number L i t e r a r y  type Poet

BOOK I  
2 P e tra rc h a n  M adrigal (ll|.th- C.) Sannazaro

6 Canzone P e tr a r c h

8 Sonnet G uid ic lone

9 M adrigal (1 6 th  C.) C asso la

BOOK V

k Sonnet P e t r a r c h

7 Sonnet P e t r a r c h

8 Sonnet P e t r a r c h

13l Sonnet P e t r a r c h
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The sonnet i s  used  f o r  f iv e  of the e i g h t  m adriga ls ;;  

a l l  f o u r  of th e  m a d rig a ls  from Book V are  s e t  to  t h i s  

p o e t ic  form . The th re e  rem aining l i t e r a r y  form s, the 

canzona, and th e  f o u r t e e n th -  and s ix t e e n th - c e n tu r y  m adriga ls  

a re  on ly  found once.

Sonnets have a d e f i n i t e  p o e t ic  form which appears  

w ithou t any d e v ia t io n  in  a l l  f iv e  m a d r ig a ls .  The f o u r t e e n th -  

cen tu ry  m ad rig a l  a l s o  has a p r e - e s t a b l i s h e d  form, whereas^ 

the  canzona and th e  s ix te e n th -c e n tu r y  m adriga l g e n e ra l ly  

have a f r e e r  s t r u c t u r e  and a re  a p t  to  vary  from one poem to  

a n o th e r .  Since V ice n tin o  fa v o rs  the sonnet f o r  th e  m a jo r i ty  

of th e  m a d r ig a ls  su rveyed , i t  i s  apropos to  determ ine 

w hether any c o r r e l a t i o n  e x i s t s  between t h i s  p o e t ic  form and 

the  m u sica l  s t r u c t u r e .

C o r r e la t io n  between form of sonnet and m usic .  The 

P e tra rc h a n  form of th e  I t a l i a n  sonnet which i s  used f o r  

f iv e  m a d r ig a ls ,  i s  com prised of fo u r te e n  l i n e s .  These l i n e s  

are  d iv id ed  i n to  f o u r  s e c t io n s ;  abba, abba„ cde, cd e . The 

abba s e c t io n  i s  c a l l e d  a q u a t r a in ,  and b o th  q u a t r a in s  com

p r i s e  an o c tav e ;  th e  cde s e c t io n  i s  c a l l e d  a t e r s e ,  and 

b o th  t e r s e s  comprise a s e s t e t .  Thus, the  f i r s t  fo rm al 

breakdown r e s u l t s  in  two s e c t io n s ,  th e  octave and s e s t e t .

A f u r t h e r  d iv i s io n  r e s u l t s  from the  v a r io u s  components of 

each , namely th e  two q u a t r a in s  and two t e r s e s .

In  examining the  s t r u c tu r e  of th e  m usic, hone o f  th e  

f iv e  m ad rig a ls  based  on th e  sonnet i s  d iv id ed  in to  the fo u r
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s e c t i o n s  which appear in  th e  p o e t r y .  Pour of the f i v e  

m ad rig a ls  a re  d iv id ed  in to  two p a r t s  by a double b a r  and a 

fe rm a ta ;  however, th e  lo c a t io n  of the  tw ofo ld  d iv i s io n  

does n o t  always appear a t  th e  end o f  th e  octave in  th e  

p o e t ry .  The rem aining  m ad rig a l h as  no double b ar , f e rm a ta ,  

or any s e c t i o n a l i z a t i o n  which can be c o r r e l a t e d  t o  the  

p o e t ic  form . C onsequently , a sy s te m a tic  c o r r e l a t io n  be

tween m usica l s t r u c tu r e  and p o e t ic  form does not e x i s t .

The Twofold D iv is io n  of th e  M adrigals

The on ly  fo rm al o rg a n iz a t io n  in  the  m adriga ls  i s  th e  

tw ofo ld  d iv i s io n  of many in to  P a r t  I  and P a r t  I I ;  P a r t  I  

ends w i th  a f iv e - v o ic e  cadence s im i la r  to  th e  f i n a l  cadence. 

P a r t  I I  always b ea rs  th e  t i t l e  MSecunda pars , '*  fo llow ed by a  

quoted segment of th e  opening t e x t .  The composite le n g th  

of the  m ad rig a l b e a rs  no s ig n i f ic a n c e  on i t s  d iv is io n  s in c e  

many m a d rig a ls  which a re  lo n g e r  have no d iv is io n .

The le n g th  o f  d iv id ed  m a d r ig a ls .  In  Book I ,  11 of 

the  17 m a d rig a ls  ( 65$ )  have two p a r t s  w hereas in Book V,

8 o f  th e  11 m ad rig a ls  (73$) have two p a r t s .  The v a ry in g  

le n g th s  o f  th e s e  s e c t io n s  appear i n  Table 7 .
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TABLE 7. THE LENGTH OP DIVIDED MADRIGALS 
AND THEIR COMPONENT SECTIONS

M adrigal
number

Number of measures

P a r t  I P a r t  I I T o ta ls

BOOK I

1+ 21 56 77
6 62 59 121
7 62 1+9 111
8 27 66 93
9 23 52 75

10 28 56 8k
11 36 50 86
12 56 75 131
13 35 35 70
16 28 29 57

17 25 1+1 66

BOOK V

1 13 21 31+
2 15 21 36
k 10+ 31 75
5 27 50 77
6 35 31 66

7 29 62 91
9 37 32 69

11 kk 32 76

The le n g th  of the  d iv is io n s  i s  h ig h ly  i r r e g u la r*

Many o f  the  e a r ly  m ad rig a ls  (I4., 8 , 10, 12, 17) show a d e f i 

n i t e  a s s y m e tr ic a l  d i v i s i o n .  The l e n g th ie r  s e c t io n  of th e  

m ad rig a l i s  u s u a l ly  P a r t  II*  I t  i s  i n t e r e s t i n g  to  n o te  

t h a t  M adrigals 1 and 2 i n  Book V are  only 31+ and 36 measures
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long b u t s t i l l  have a tw ofo ld  d iv is io n .

The le n g th  o f u n d iv id ed  m a d r ig a ls . Table 8 shows 

th e  e x te n t of th e  u n d iv id e d  m a d rig a ls .

TABLE 8 . THE LENGTH OF THE UN
DIVIDED MADRIGALS _  .

M adriga l
number Number of m easures

BOOK I

1 57

2

3 61

5 61

11+ 56

15 68

BOOK V

3 ky
8 82

10 8I4-

Table 8 shows t h a t  th e  le n g th  of th e  e a r ly  o ne- 

s e c t io n  m ad rig a ls  v a r ie s  from £6  to  68  m easures; th e s e  

le n g th s  a re  s h o r te r  th a n  most of th e  tw o -p a rt m ad rig a ls  

in  Book I .  Two of th e  o n e -se c tio n  m ad rig a ls  in  Book V 

exceed in  le n g th  most of th e  tw o -p a rt m ad rig a ls  in  th e  

same book.
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F a c to rs  Which C o n trib u te  to  th e  
U n ity  of th e  M adrigals

A lthough we have seen  th a t  the m ad rig a l has no c o d i-

f ia b le  fo rm al o rg a n iz a t io n , each  m ad rig a l, n e v e r th e le s s ,
3

has m usica l o rd er o r form . Some f a c to r s  which c o n tr ib u te  

to  o rg a n iz a tio n  a re  cad en ces, t e x tu r e ,  t o n a l i t y ,  melody, 

rhythm, and t e x t .  A ll th e se  p o s s i b i l i t i e s  have been in v e s 

t ig a te d  and i t  has been found th a t  the  f i r s t  th r e e — ca

d ences, tex tu re , and t o n a l i t y — c o n tr ib u te  le s s  to  th e  u n ity  

of th e  m ad rig a ls  th a n  do th e  l a s t  th ree --m e lo d y , rhythm, 

and t e x t .

Cadences. The te rm in a tin g  c h a ra c te r  of f i n a l  ca

dences i s  r a r e l y  found a t  i n t e r i o r  cadences w ith in  th e  

m a d rig a ls . In f a c t ,  in  h is  t r e a t i s e ,  V icen tin o  makes im

p o r ta n t  d i s t i n c t io n  betw een two cadence ty p e s :  cadences

are  analogous w ith  th e  r h e to r i c a l  f a l l i n g  o f th e  v o ice  in  

sp eak in g , or w ith  the  v ery  co n c lu s io n  of speaking.^" 

V icen tin o  u ses  v a rio u s  form s of s im ultaneous voice endings 

and s ta g g e red  m elodic c o n c lu s io n s  of in d iv id u a l  p a r t s j  

however, because of o v erlap p in g  v o ices  betw een the p h ra se s , 

s e c t io n a l  d e l in e a t io n  r a r e ly  r e s u l t s .  T h ere fo re  th e  most

^ I b id . B " . . .  form  in  m usic" or "'form (s) of m usic." ' 
In  th e  form er com bination  i t  ffomQ has a very g e n e ra l and 
lo o se  s ig n i f ic a n c e ,  sim ply ex p re ss in g  the b a s ic  f a c t  th a t  
m usic, l ik e  a l l  a r t ,  i s  not a c h a o tic  conglom eration  of 
sounds; b u t t h a t  i t  c o n s is t s  of sounds a rran g ed  in  o rd e r ly  
manner . • . " ,  p .  2 7 7 .

^Kaufmann, H. W.., The L ife  and Works of N ico la  
V ice n tin o , p . 77.
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im p o rtan t ro le  o f the cadence i s  to  provide 3ome s e p a ra tio n  

between p h ra se s  o r to  em phasize th e  conclusion  o f a p h ra s e «

T ex tu re . V a r ia t io n s  in  te x tu re  prov ide s e v e ra l  con

t r a s t i n g  elem ents in  tim b re , ra n g e , in te n s i ty ,  and compo

s i t i o n a l  s t y l e .  P r im a r i ly ,  th e se  are  achieved th ro u g h  the  

sundry use o f two opposing  ty p e s  o f  te x tu re ,  iso m e tr ic  and 

c o n tra p u n ta l;  seco n d ly , th rough  changes in  vo ice  combina

t i o n s .  However, s e c t io n a l iz a t io n  w ith in  a m adriga l r a r e l y  

r e s u l t s  from a change in  t e x tu r e .  Although th e re  i s  much 

e r r a t i c  s h i f t in g  betw een th e  c h o rd a l and c o n tra p u n ta l se c 

t io n s  and much f lu c tu a t io n  in  vo ice  com binations, th e  sudden 

and d r a s t i c  v a r ia n c e  o f s e c t io n a l iz a t io n  seldom o c c u rs .

T o n a li ty . A lthough V icen tin o * s m adriga ls show a mo

d a l  b a s i s ,  th e  e x te n s iv e  use o f m usica f i c t a  in  th e  l a t e  

m ad rig a ls  o f te n  c o n t r a d ic t s  t h i s  b a s i s .  C onsequently , a 

broad  d e f in i t io n  o f t o n a l i t y  i s  most e s s e n t i a l  in  o rd e r to  

d isc u ss  th e  modal as w e ll  as th e  chrom atic s e c t io n .  In  

accordance w ith  th e  in tro d u c to ry  d isc u ss io n  of t o n a l i t y ,^  

t h i s  term  can be a p p lie d  to  m usic w r i t te n  in  m ajor and m inor 

keys as  w e ll  as in  th e  church  mode s .^

While V icen tin o * a  m ad rig a ls  have a to n a l  c e n te r ,  

segments of c e r t a in  m a d rig a ls  la c k  a v e r i f i c a t io n  of to n ic ,  

w hile o th e rs  have a c o n s ta n t f lu c tu a t io n  of th e  to n a l  c e n te r ,

^Stee p .  6 ,

^Ya s s e r  , Joseph,, A. Theory of Evolving T o n a li ty .,
PP. 330-331. “
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The i n s t a b i l i t y  of t o n a l i t y  t r a n s p i r e s  because o f  "avoided" 

cadences, la ck  o f converging cadences, and the f re q u e n t 

a d d i t io n  of a c c id e n ta ls*  These to n a l ly  in se cu re  a rea s  r e ly  

on o th e r  u n ify in g  a s p e c ts  fo r  coherence .

C e rta in  p a t te rn s  o f o p en in g -c lo s in g  to n a l i ty  r e l a 

tio n s h ip s  re c u r  in  th e  m a d rig a ls , b u t a common to n a l i ty  scheme 

fo r  an e n t i r e  m ad rig a l does n o t e x is t*

Melody. Thematic u n i ty —a t t r i b u ta b l e  to  m o tiv ic  

r e s ta te m e n ts —is  found most o f te n  a t  th e  beg inn ings o f m adri

g a ls  which employ im i ta t io n .  A lthough p h ra s e - s e t t in g s  o f 

th e  t e x t  w ith in  a m adriga l sometimes in c lu d e  a re c u rr in g  

m otive, th is  techn ique  i s  n o t used c o n s is te n t ly  in  a l l  m adri

g a ls  o r even through an e n t i r e  m ad rig a l. Two unique uses 

of m elodic u n ity  have been found . M adrigal 7 o f Book V has 

a r e tu r n  o f th e  opening m otive toward th e  end o f the m adri

g a l .  M adrigal 11, Book I ,  beg ins w ith  an ascend ing  m elodic 

p a t te r n  which i s  im ita te d  in  the o th e r  e n tra n c e s . P a r t  I I  

o f t h i s  m adrigal beg ins w ith  im ita t iv e  c o u n te rp o in t based  

on a descending m elodic p a t t e r n ,  an in v e rs io n  o f the open

ing them e•

Rhythm. Rhythmic u n i ty ,  r a th e r  th an  m elodic u n i ty ,  

i s  r e a d i ly  found in  V icen tin o * s m usic . The most c o n s is te n t  

and im p o rtan t use of rhythm  as an o rg an iz in g  f a c to r  i s  found 

in  c o n tra p u n ta l p h ra s e - s e t t in g s  of the  te x t  w ith in  a m adri

g a l .  Rhythmic p a r a l le l i s m  between in d iv id u a l en tra n c es  i s  

q u ite  common, as i s  th e  re c u rre n c e  o f m otives w ith in  a
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C o n tra s t betw een p h rases  i s  o f te n  ach ieved  by a d is  

t i n c t  change o f note values and rhythm ic p a t t e r n s .  I n f r e 

q u e n tly , t h i s  te ch n iq u e  encompasses 3argar segm ents, th u s  

u n iq u e ly  p ro d u c in g  s e c t io n a l  d iv is io n  by rhythm ic c o n t r a s t  

For exam ple, M adrigal 2 , Book V, u se s  a predom inance o f 

e ig h th -n o te  p a t t e r n s  u n t i l  measure 26 j a t  t h i s  p o in t ,  a l 

though the  a l i a  breve m eter i s  n o t changed, th e  ensu ing  

p a t t e r n s ,  J  and 0 } J  ,  g ive t h i s  conclud ing  s e c t io n  

(m easures 26-36) a compound duple c h a r a c t e r i s t i c .  A c tu a l 

m eter changes from a l i a  b reve to  3 /2  a re  found , b u t a re  

l im i te d  to  a v e ry  few m adrigals*

T ex t.  From th e  te c h n ic a l  a s p e c t ,  th e  t e x t - s e t t i n g  

i s  p red o m in an tly  s y l l a b ic .  R e p e ti t io n  o f p h rase s  o r seg 

m ents o f p h ra se s  o ccu rs  th ro u g h o u t th e  m a d rig a ls . This 

means of em phasiz ing  the  t e x t  i s  found c o n s is te n t ly  a t  th e  

co n c lu s io n s  o f  a l l  m a d rig a ls .
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Summarizing S tatem ents

1 . V icen tin o * s  m a d rig a ls  are through-com posed compo

s i t io n s  •

2 0 The l i t e r a r y  b ases  f o r  th i s  com poser’ s m ad rig a ls  

a r e :  th e  ll+ th- and 1 6 th -c e n tu ry  m a d rig a ls , th e  so n n e t, and

canzona. Of th e  e ig h t  m ad rig a ls  s tu d ie d , the sonne t i s  the 

fav o red  l i t e r a r y  g e n re 0

3 . No sy s te m a tic  c o r r e la t io n  between m u sica l s t r u c 

tu re  and p o e t ic  form  can be made in  th e se  e ig h t  m adriga lso

I}.. The m a jo r i ty  o f  V ic e n tin o ’ s m ad rig a ls  a re  d iv id e d

in to  two p a r t s .  In  th e  tw o -p a r t m adriga ls th e  le n g th  o f th e  

s e p a ra te  d iv is io n s  i s  q u i te  i r r e g u la r ,  b u t P a r t  I I  i s  u s u a lly  

lo n g e r in  bo th  Books I  and V.

5 . The le n g th  o f the  o n e -se c tio n  m ad rig a ls  i s  u s u a l

ly  s h o r te r  th an  th a t  o f th e  tw o -sec tio n  m ad rig a ls  in  Book I ;

in  Book V, two o f th e  th re e  o n e -se c tio n  m ad rig a ls  a re

lo n g e r .

60 Cadences p ro v id e  some se p a ra tio n  between p h ra s e s , 

b u t do n o t commonly produce s e c t io n a l iz a t io n  in  a m a d rig a l.

7o V arious g ra d a tio n s  o f iso m e tr ic  and c o n tra p u n ta l  

te x tu re  a re  used  f o r  t e x tu r a l  v a r ie ty .

8 . A lthough V ic e n tin o ’ s m adriga ls have a re c u r r in g  

c e n te r  o f  t o n a l i t y ,  many a re a s  show a c o n s ta n t s h i f t in g  o f 

t o n a l i ty ;  t h i s  f lu c tu a t io n  o f to n ic  t r a n s p i r e s  because o f 

"avo ided” cad en ces, th e  la c k  of converging cad en ces , and the 

use o f m usica f i c t a .
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9* Thematic re s ta te m e n t I s  commonly found a t  

im ita t iv e  b eg in n in g s o f m a d rig a ls ; however, t h i s  i s  based  

on v ery  sh o r t m elodic fragm ents#

10, Rhythm has an im portan t ro le  b o th  as a c o n t r a s t 

ing  and u n ify in g  e lem en t.

11. The t e x t - s e t t i n g  i s  p redom inantly  s y l l a b ic  th ro u g h 

out the  m a d rig a ls . Emphasis o f c e r ta in  p h rases  o r  p h ra se -  

segments o f the  te x t  i s  ach iev ed  th rough  r e p e t i t io n *
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CHAPTER V 

LINEAR CONSTRUCTION

The s tu d y  of l i n e a r  c o n s tru c tio n  e n t a i l s  one of 

th e  c h ie f  s t r u c tu r a l  f e a tu r e s  of m usic—m elody. Melody i s  

com prised of a su ccess io n  of p i tc h e s ;  however, th e  v ery  

n a tu re  of many co m p o sitio n s, in c lu d in g  V icen tin o * s m adri

g a l s ,  makes i t  d i f f i c u l t  to  f u l l y  d e sc rib e  th e  e n t i r e  scope 

of th e  p i tc h e s  by r e f e r r in g  on ly  to  m ajo r, m inor, o r modal 

s c a le  system s. Dr. Kaufmann i s  w e ll aware o f t h i s  problem  

in  th e  m a d rig a ls  when he p re s e n ts  E in s te in 's  v iew p o in t;

E in s te in  goes so f a r  as to  c la im  th a t  " i t  
would be mere p ed an try  to  examine th e  m adriga l 
from th e  p o in t o f view o f th e  church  modes, 
since  " th e  s o -c a l le d  p u r i ty  o f th e  modes had b e 
come i l l u s o r y  long b efo re  1 5 3 0 ,"  th e  d a te  he g iv es  
f o r  t h i s  new s e c u la r  form . Even th e  concept of 
key assumes an e l a s t i c  c h a r a c te r ,  because "w ith in  
th e  framework o f th e  chosen key w hether m ajor o r  
m inor, every  harm onic l i b e r t y  i s  p e rm itte d  i f  i t  
se rv es th e  ends o f in d iv id u a l e x p re s s io n ." '1

P itc h  Gamuts

In  o rd er to  be more e x p l i c i t  in  d e sc r ib in g  th e  p i t c h  

re so u rce s  fo r  V ic e n tin o 1s m a d rig a ls , a p i tc h  gamut w i l l  be 

used as a r e f e re n c e . A p i tc h  gamut i s  com prised o f a l l  th e  

d i f f e r e n t  p i tc h e s  w hich a re  found in  a s p e c i f ic  com position ; 

t h i s  in c lu d es  a l l  a l te r e d  to n e s  and enharm onic s p e l l in g s .

■'■Kaufmann, H. W., The L ife  and Works o f N ico la  
V ice n tin o . p .  82,
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Modal as w e ll as m ajor and m inor s c a le  re fe re n c e s  w i l l  be 

made in  t h i s  and o th e r  c h a p te rs  when such sc a le  system s 

h e lp  to  e x p la in  the  p o in t in  q u e s t io n . The a u th o r f e e l s  

th a t  a s t r i c t  adherence to  any one system  w i l l  i n t e r f e r e  

w ith  an e x p l i c i t  u n d ers ta n d in g  o f th e  l i n e a r  c o n s tru c tio n  

o f t h i s  music*

A survey  of p i t c h  gamuts in  Book I* The p i t c h  

gamuts o f n in e  m a d rig a ls  from Book I  a re  shown in  F ig u re  3- 

(M adriga ls  1 , 3* 5* 7* 10, 13* 15* 16, and 17)* The b la c k  

n o te s  in  F ig u re  3  in d ic a te  th e  a l t e r e d  p i tc h e s ;  th e  b la c k  

n o te  in  b ra c k e ts  in d ic a te s  the  to n ic ,  which i s  de term ined  

by th e  f i n a l  cadence and b ass  n o t e . ^

P^There i s  a wide d ivergence  of op in ion  among t h e o r i s t s  
a s  to  w hether th e  b a s s  o r  ten o iv  n o te  should be used  as a 
gu ide f o r  c lo s in g  t o n a l i t y .  V icen tin o * s concept was th a t  th e  
b a s s  o r low est p a r t  be used  to  determ ine th e  mode. Mann, 
A lf re d , The Study of Fugue, p .  17.
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F ig u re  3» The P itc h  Gamuts o f  Nine M adrigals from Book I  
(1 , 3, 5 , 7 , 10, 13, IS , 16, 17)

The number o f p i tc h e s  found in  th e se  gamuts v a r ie a  

from 20 to  2 7 ; how ever, a more c o n s is te n t  use i s  made of
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20 to  23 p i tc h e s  in  th e se  e a r ly  m a d rig a ls . The e x te n t of 

th e  gamuts encompasses a range from  two o c tav es p lu s  a 

f o u r th ,  to  two o c tav es p lu s  a f i f t h .  A lthough M adrigal 3 

i s  c h ie f ly  d ia to n ic  excep t f o r  th e  a d d i t io n  of f # ,  none of 

th e  gamuts have a pure d ia to n ic  d i s t r i b u t i o n .  In  a d d i t io n  

to  th e  key s ig n a tu re s  w hich c o n ta in  e i t h e r  one f l a t  o r 

no a c c id e n ta l s ,  one to  fo u r  d i f f e r e n t  a c c id e n ta ls  a re  used 

in  each m a d rig a l. The ty p e s  o f a c c id e n ta ls  found a r e :  bb , 

b tj, eb, f# , c# , and g # .

A survey  o f p i tc h  gam uts in  Book V*. F ig u re  Ij. i l l u s 

t r a t e s  th e  p i tc h  gamuts f o r  f iv e  l a t e  m ad rig a ls*

m .

 .........

P t »  ^ ' k- ‘ I;

Figure 1).. The Pitch Gamuts of Five Madrigals from Book V 
(2, 5 , 7, 9, 11)
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N o ticeab le  changes a re  ev id en t in  Book V. In c re a s e s1 

in  ran g e , a c c id e n ta ls ,  and in  th e  number o f p i tc h e s  appear 

in  a l l  th e  m adriga ls  s tu d ied *  The t o t a l  number of p i tc h e s  

v a r ie s  from 29 to  3k-* t*10 r e s u l t in g  range of th e s e  p i tc h e s

v a r ie s  from two o c tav es  p lu s  a f i f t h  to  th re e  octaves*  In 

each gamut seven to  e ig h t  d i f f e r e n t  a c c id e n ta ls  a re  found 

in  a d d itio n  to  th e  s ig n a tu re s*  The ty p e s  o f a c c id e n ta ls  

found a re s  b*3; e^ , ab , db ,  f # ,  c#, d#, g#, and bfcf*

V icen tino  r e v e r t s  to  th e  p r e - s ix te e n th  c e n tu ry  use 

of p a r t i a l  s ig n a tu r e s ,  w hich were used  f r e q u e n t ly  up to  

l£00*-^ F ive m ad rig a ls  in  Book V use p a r t i a l  s ig n a tu r e s — 

u s u a lly  in  two o r th re e  v o ic e s .  An exam ination  o f a l l  th e  

m adriga ls in  Book I  shows t h a t  p a r t i a l  s ig n a tu re s  a re  n o t 

u t i l i z e d  a t  a l l .  In  s p i te  o f p a r t i a l  s ig n a tu re s^  and

b^*s a re  f r e q u e n tly  used in  a l l  p a r t s .

The p i tc h  gamuts in  th e  l a t e  m ad rig a ls  show a d e f i 

n i t e  tr e n d  tow ard a more e x ten s iv e  use of a l t e r e d  tones*

How t h i s  in f lu e n c e s  th e  c o n s tru c tio n  of the  in d iv id u a l  p a rts ; 

can only  be determ ined  th ro u g h  a d e ta i l e d  s tu d y  of i n t e r -  

v a l l i c  s t r u c tu r e .

I n te r v a ls  and t h e i r  O ccurrence in  th e  
M elodic O rg an iza tio n  of th e  P a r ts

A survey of i n t e r v a l l i c  s t r u c tu re  i s  e s s e n t i a l  in

^A pel, W i l l i ,  H arvard D ic tio n a ry  of M usic, p .  5$$*
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e s ta b l i s h in g  th e  type and frequency  o f each ty p e  of i n t e r v a l  

in  a l l  p a r t s .  Then com parisons can be made betw een th e  m el

od ic o rg a n iz a tio n  of th e  p a r ts  as w e ll as between Books I  

and V,

W ith the  e x c ep tio n  of ch rom atic  h a l f - s t e p  u s a g e , th e

l i n e a r  s t r u c tu r e  of th e  m ad rig a ls  i s  com prised of in te rv a ls :
i i

w hich a re  c h a r a c t e r i s t i c  of s ix te e n th -c e n tu ry  c o u n te rp o in t .  

S ince u n iso n  o r prime i s  in v a r ia b ly  in c lu d ed  in  th e  s tu d y  of 

i n t e r v a l s ,  a s  in  M a te r ia ls  and S tru c tu re  of M usic.^  th e  

p rim e, o r  " in t e r v a l  z e ro ," ^  i s  in c o rp o ra te d  in  t h i s  a n a ly s is  

o f i n t e r v a l l i c  s t r u c tu r e ,  and h e r e a f t e r  r e f e r r e d  to  as 

"’re p e a te d  n o te ."  To exclude th e  occurrence o f th e  re p e a te d  

n o te  in  t h i s  exam ination  would n o t perm it an a c c u ra te  p o r

t r a y a l  o f th e  composer*s m elodic o rg a n iz a t io n .

The d a ta  w hich appear in  Table 9 a re  based  on a s tu d y  

o f over 3 ,700 in te r v a l s  in  Book I  and 2 ,500 in  Book V. 

M adrigals 1 , 5* 11, 13, and 17 o f Book I  and 1 , 5 , and 11 

o f Book V were used  f o r  t h i s  a n a ly s i s .

. . .  th e  m ajor and m inor second, m ajor and m inor 
t h i r d ,  p e r f e c t  f o u r th  and f i f t h  a re  used  frequently*  w hereas 
th e  m inor s ix th  and octave a re  used  le s s  f r e q u e n t ly .  The 
m ajor s ix th  i s  r a r e ly  u se d ." ’ Soderlund , G. F*, D ire c t  
Approach to  C oun terpo in t in  1 6 th -C en tu ry  S ty le . p . 9 .

^ C h r is t ,  W illiam ; DeLone, R ich ard ; K liew er, Vernon;; 
Rowell, Lewis; and Thomson, W illiam , M a te r ia ls  and S tru c tu re  
o f M u s ic ,I j p p . 16-18 .

^A pel, o£ . c i t . ,  p .  599.
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TABLE 9 . TYPES OP INTERVALS AND THE PERCENTAGE OP THEIR 
OCCURRENCE IN EIGHT MADRIGALS OP BOOKS I  AND V

Type o f
P ercen tag e  of Occurrence

in t e r v a l
Soprano A lto Tenor^ Tenor^ Bass Ave rage

BOOK I

RN* 29 .5 3 0 .8 27.il- 29 ,8 18.3 2 7 .2
m2 20 . 19.2 16.9 17. i4 9 .2 1 6 .5
M2 25 .5 23 .3 26 .7 2 8 .7 2 0 .7 25.
m3 H4 .9 11. 10 .8 10.9 11.6 11.8
M3 1 .5 2 .7 2 .6 3 .2 3.14 2.7

l+th 6 ,6 7 .5 9 . 6 .5 1 9 . 9 .7
5 th 1 .6 3 .6 5 .2 2 .8 U4 .7 5 .6

m6 .5 .9 .5 .3 .14 .5
M6

Octave .8 .8 .6 2 .6
0

l .

BOOK V

RN 35.il- 33.7 33 .2 32.7 19.7 30.9
m2 26 .6 18.I4. 19. H4-.3 9 .5 17.6
M2 16.3 2k .5 2 2 .5 2i4.3 10.9 19.7
m3 13 .3 8 .9 1 0 .5 10.2 11.14 10.9
M3 1 .5 2 .6 2 . 2 .7 2 .3 2 .2

14-th 5 . 7 .5 8 .7 10.8 26 . 11.6
5 th 1 .5 1|- 3 .7 3 .5 18. 6 .1

m6 .2 .2 0 0 .5 .2
M6 0 0 0 0 .3 .1

Octave .2 .2 .14 1.1+- 1. .6

^RN * re p e a te d  n o te ,  m2 = m inor second, M2 = m ajor 
second,, e t c .

In  Book I  th e  -upper fo u r  p a r ts  show id e n t i c a l  i n t e r -  

v a l l i c  p re fe re n c e  f o r  t h e i r  c o n s tru c tio n : re p e a te d  n o te ,

m ajor second, m inor second , and m inor t h i r d .  Repeated notes.' 

and m ajor and m inor seconds account f o r  71  to  76% o f th e
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t o t a l  i n t e r v a l s  of each  p a r t ,  whereas on ly  8 to  11$ of th e  

i n te r v a l s  a re  p e r f e c t  fo u r th s  o r f i f t h .  The d i s t r ib u t io n  o f 

th e  in t e r v a l s  in  th e  b ass  i s  e n t i r e l y  d i f f e r e n t :  m ajor se c 

ond, p e r f e c t  f o u r th ,  re p e a te d  n o te , and p e r f e c t  f i f t h .  In 

f a c t ,  th e  p e r f e c t  f o u r th  and f i f t h  account f o r  38$ o f th e  

m elodic movement in  th e  b a s s j co n seq u en tly , th e re  i s  more 

d is ju n c t  m otion in  th e  bass in  c o n t r a s t  w ith  th e  p re v a i l in g  

con junct m otion o f th e  o th e r  p a r ts *

Table 9 in d ic a te s  th a t  th e  i n t e r v a l l i c  p re fe re n c e  o f 

th e  upper fo u r  p a r t s  in  Book V i s  p redom inan tly  th e  same as 

In Book I ,  b u t w ith  a v a r ia t io n  in  th e  o rd e r  o f th e  soprano 

p a r t .  The re p e a te d  n o te  c o n tin u e s  to  be the  most fre q u e n t 

i n t e r v a l  in  th e  soprano , as in  a l l  th e  upper f o u r  vo ices*

In  f a c t ,  th e re  i s  an in c re a se  of 3 to  6^ in  th e  use o f th e  

re p e a te d  n o te .  U nlike Book I ,  th e  m inor second i s  th e  n ex t 

most f re q u e n t i n t e r v a l  (26$) in  th e  soprano v o ic e . The 

m inor second exceeds th e  use of th e  m ajor second ( th e  t h i r d  

in  o rd e r  o f frequency ) by 10$. In th e  b a ss  p a r t ,  p e r f e c t  

f o u r th s ,  re p e a te d  n o te s , p e r f e c t  f i f t h s ,  and m inor th i r d s  

a re  u sed  in  o rd e r  of p re fe re n c e . The o v e ra l l  p a t t e r n  of th e  

upper fo u r  p a r ts  i s  alm ost id e n t ic a l  to  t h a t  in  Book I :  th e

co n tin u ed  predom inance (71 to  78#) o f re p e a te d  n o te s ,  m ajor 

and m inor seconds* F in a l ly ,  th e  bass has an in c re a s e  in  th e  

use of p e r f e c t  f o u r th s  and f i f t h s  from 38$ in  Book I  to  I41$  

in  Book V.
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Melodic Organization

Repeated n o te s * The repeated quarter note i s  the 

most frequent pattern  found in  the m adrigals o f Book I; they 

are gen era lly  organized in to  groups o f two to  s ix  n o te s . A 

s e r ie s  o f various combinations o f these  groupings are o ften  

used; two p a irs o f repeated n otes in  su ccession  i s  common, 

although as many as three and four p a ir s  in  su ccessio n  are 

found. Examples 37 to  1*0 i l lu s t r a t e  repeated  quarter-note  

patterns from Book I .

| r v .  ?  1 - 1
*— *— t—
----- 1-----2 -----

* *-—X w w~

Example 37• Book I ,  M adrigal 15, p . 161̂ ., m, 59-60

Example 3 8 . Book I ,  M adrigal 1 3 , p . U4I4., ra. 25-26

Example 39. Book I ,  M adrigal 9 , p . 101, ra. 60-61

Example I4.O. Book I ,  M adrigal 5* P* Ml-* nu 5-6
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Aside from th e  dom inating  q u a r te r -n o te  p a t t e r n s ,  r e 

p ea ted  n o te s  a re  o f te n  found in  a v a r ie ty  of rhy thm ic s e t 

t in g s  a s  shown in  Examples l|.l and lj.2.

Example lj.1. Book I , Madrigal 7 , p . 72, m. 35-36

Example l\2. Book I , Madrigal 3, p . 28, m. L}.9-50

Book V h as e s s e n t i a l l y  th e  same re p e a te d -n o te  s t y l e ;

how ever, unequal d u ra tio n s  a re  more common and occur in  a

g r e a t e r  v a r ie ty  o f  rhy thm ic s e t t in g s *  U nlike Book I , r e 

p e a te d  p a t te r n s  com prised of q u a r te r ,  e ig h th , and s ix te e n th  

n o te s  p r e v a i l  in  some l a t e  m a d rig a ls . Examples i\.y to  

i l l u s t r a t e  th e se  d iv e rse  p a t t e r n s .

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



9i|-

l|M  j f/’l i) ) yyri .i 1 n > :-jj5

i n  f n  * i f p H
r ~  » * »*  *  f  f~ i i « i i l J  ;

$

f l h j r V - H W ’ n  n  \ 'll/h r ' > r * * *—1- « 1 * a #
i • * i • u

Example lj.3. Book V, M adriga l 1 , $ •  236, » .  23-21}.

Example I}!}.. Book V, M adriga l 5 , p .  268, m. 70-71

Example !}5. Book V, M adriga l 7 , P* 283, m. 33-31}-

A un ique r e s u l t  o f th e  re p e a te d -n o te  techn ique i s  a 

declam ato ry  s ty le  w hich o ccu rs  in  b o th  books, bu t more o f te n  

in  Book V. T his te ch n iq u e  i s  g e n e ra l ly  found in  d ram atic  

c h o ra l works l a t e r  in  th e  c e n tu ry  such as L,A m fiparnaso. by 

by O razio V ecch i.^  V icen tin o * s  use o f t h i s  c h o ra l r e c i t a -
O

t iv e  s ty le  i s  i l l u s t r a t e d  in  Example l}.6,

?R eese, G ustave, Music in  th e  R enaissance , p , lj-31}.,

® 0ther exam ples o f r e c i t a t i v e  s ty le  a r e :  Book JE,
M adrigal 3 , m, 3 6 ;. Book V, M adrigal 5 , ra. 25; N tadrigal 6 , 
m. 38? M adrigal 10 , “ ^ 3 1 .  ’
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Example I4.6• Book V, M adrigal 3 , p p . 2i}.8-[i.9, m. 30-32

Stepw ise movement. A scending and descending s te p 

w ise p assag es a re  commonly found in  Book I  and are  g e n e ra lly  

w r i t te n  in  e ig h th -n o te  p a t t e r n s .  T h is  m elodic movement 

u s u a lly  encompasses an in te r v a l  o f a f o u r th ,  f i f t h ,  s ix th ,  

sev en th , o r  o c ta v e . The o u t l in in g  of a sev en th  which i s  

shown in  Example I4.9 i s  le s s  common th an  th e  f i f t h ,  s ix th ,  

and octave i l l u s t r a t e d  in  Examples l\.7 , I4.8 , and 50 re sp e c 

t i v e l y .
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Example lj.7, Book I ,  M adriga l 15, p . 162, m. I|l}.-i^6

Example ij.8, Book I ,  M adriga l Hi-, p ,  151, m. 9-12

Example Ij.9. Book I ,  M adriga l 11, p .  117, m. 32-36

Example 50* Book I ,  M adriga l 12, p . 128, ra, 31*32

A lthough e ig h th -n o te  p a t t e r n s  s t i l l  occur in  th e  l a t e  

m ad rig a ls , a s  shown in  Example 52 , an a d d i t io n a l  p a t t e r n  of 

d o tte d -e ig h th  and s ix te e n th  n o te s  i s  found . In s p i t e  of 

th e se  p a t t e r n s ,  a c o n s id e ra b le  d ec rease  in  th e  use o f s te p 

w ise movement i s  ap p a ren t in  Book V,

Examples 5l*5>3 i l l u s t r a t e  th e  d o tte d  rhythm in  s te p 

w ise m otion .
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Example 51* Book V, M adrigal 1* p .  235, m. 13-li^

Example 52* Book V, M adriga l 2 , p* 2I4.O, m, 8-11

Example 53* Book V, M adrigal 10 , p .  311, m, 1-3

M elodic i n t e r v a l s * In  th e  d is c u s s io n  of s in g le  sk ip s  

Soderlund e x p la in s  th a t  " th e  g e n e ra l  tendency  i s  t o  approach 

and leave  a sk ip  in  th e  o p p o site  d i r e c t io n  o f th e  s k ip ,  by 

s te p  o r s k ip .

V icen tin o  does adhere to  t h i s  s ix te e n th -c e n tu ry  

m elodic p ro ced u re , bu t exam ples a re  o f te n  found to  th e  con

t r a r y  and th e re fo re  m e rit s p e c ia l  a t t e n t io n .  These d e v ia 

t io n s  a re  marked in  th e  fo llo w in g  exam ples; how ever, an 

o b se rv a tio n  o f o th e r  s in g le  sk ip s  w ith in  Examples 5^-59 

v e r i f i e s  th a t  th e  s t y l i s t i c  tre a tm e n t o f s in g le  sk ip s  p re 

v ails* .

^S oderlund , c i t . . p .  12.
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Example) 51+. Book I ,  M adrigal 6 , p .  52 , m. 7-11

Example 5 5 . Book I ,  M adrigal 7 , p .  71, m. 31-33

Example 56 . Book I ,  M adrigal 15, p .  161+, ra. 62-6!+

Example 5 7 . Book I ,  M adrigal 15, p .  157, ra. 3-7

Example 5 8 . Book V, M adrigal 7, p .  285, ra. 50-51

Example 5 9 . Book V, M adrigal 8 , p . 293, ra. 20-23

The o u t l in e  o f m ajor and m inor t r i a d s  o f te n  r e s u l t s
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when two sk ip s  a re  made in  th e  same d i r e c t io n .  A lthough 

Example 63  shows two u n in te r ru p te d  s k ip s ,  very  o f te n  r e 

p e a te d  n o te s  a re  em ployed, th u s  p rev en tin g  a d i r e c t  suc

c e ss io n  o f two sk ip s  a s  i l l u s t r a t e d  in  Examples 60, 61, and 

62 , The b ass  p a r t  o u t l in e s  t r i a d s  more f re q u e n tly  th an  any 

o th e r  p a r t .  A ll in v e rs io n s  o f th e  t r i a d s  are o u t l in e d ,  bu t 

th e  ro o t p o s i t io n  i s  fav o red *

1

j r - j i r m i f  f

*—I * ivL-' r
%

Example 6 0 , Book I ,  M adrigal 9 , p , 98, m, I4.2 —lj.3

Example 6 1 , Book I ,  M adrigal 12, p , 126, m. 20-21

Example 6 2 , Book I ,  M adrigal 1 3 ,  p , U4.I ,  m, 2-3

Example 6 3 . Book V, M adrigal 9 , p .  303, m, 13-15

L arg er le a p s  in  th e  same d ir e c t io n  most o f te n  o u tlin e  

an octave w ith  an in te rv e n in g  f o u r th  o r f i f t h .  These sk ip s
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are  commonly found in  th e  b ass  o r  th e  lo w est-so u n d in g  p a r t*  

as  in  Example 6l|. • Example 65 shows th e  o u t l in in g  o f th e  

se v en th , a lso  found in  th e  m adrigals*

Example 64 . Book V, M adrigal p ,  265, 44“46

Example 65 . Book V, M adrigal 7* p .  280, m. 13

F ig u ra t io n s . A s te re o ty p e d  m elodic p a t te r n  i s  found 

in  a l l  m a d rig a ls . T his f ig u r a t io n  i s  v ery  pronounced be

cause of i t s  r a r e  use  of s ix te e n th  n o te s  and i t s  f re q u e n t 

o cc u rren c e . A f a v o r i t e  lo c a t io n  of t h i s  m elodic p a t t e r n  i s  

a t  cadences as shown in  Example 66,
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O ther lo c a t io n s  o f th e  p a t te r n  are  w ith in  th e  ph rase  

as shown in  Example 67*

Example 67. Book I ,  M adriga l 9 , p .  91+, m. 5-6

In  Book V th e  same f ig u r a t io n  i s  employed w ith  a 

s l i g h t  v a r ia t io n  in  th e  rhythm o cc u rr in g  a t  tim e s , as  in  

Example 68*

*

Example 68 , Book V, M adrigal l+, p .  2$1±, m. 32-31+

Sequences and r e p e t i t i o n s . Genuine sequences o r  

r e p e t i t io n s  a re  r a r e ly  found  in  th e  m elodic o rg a n iz a t io n  of 

th e  v o ic e s . R e p e ti t io n  o f th e  t e x t  i s  a custom ary t r a i t ,  

b u t the  m elodic c o n te n t o f t h i s  t e x tu a l  r e p e t i t i o n  i s  

u s u a lly  a l t e r e d .  Example 69 shows th re e  su c cess iv e  e x p re s 

s io n s  o f th e  same p h rase  of t e x t .
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Example 69 . Book V, M adriga l 3 , p .  2l}.6, m, 9 - l£

The two su c cess iv e  m u sica l s e t t in g s  of th e  t e x t -  

r e p e t i t i o n s  vary  from  th e  o r ig in a l  s ta te m e n t, b u t do main

t a i n  some rhythm ic resem b lan ce .

M elodic c o n to u r . A v a r ie ty  of m elodic co n to u rs  i s  

found  in  a l l  p a r t s ,  so none can r e a l l y  be id e n t i f i e d  as  a 

s te re o ty p e d  co n to u r o r c u rv e . A sso rted  ran g es  a re  encoun

te r e d  in  th e s e  c o n to u rs , b u t th e y  g e n e ra lly  encompass a 

second to  a t e n th .  The b a ss  vo ice ten d s to  have a w id er 

range w ith in  a ph rase  (Example 76, p . IOI4.) th an  any o th e r  

p a r t  because o f i t s  d is ju n c t  c h a ra c te r .

Each o f th e  fo llo w in g  example (70-77) d e p ic ts  a  

d i f f e r e n t  m elodic co n to u r.
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Example 70* Book I ,  M adrigal 1 , p , 2 , m. 1-3

p f t f t f  It t rXlUi t fO- -* *

Example 71• Book V, M adrigal 6 , p„ 270, m. 1-5

Example 72* Book V, M adrigal 7» P* 285, m, I4.8 - 5 I
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Example 73* Book I ,  M adrigal 1 , p . 6 , m, 26-30
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Example 75. Book I ,  M adrigal 6 , p .  $k-» m» 21-22

i  < U f

Example 76. Book I ,  M adrigal 7* P* 69, m. 12-13

i m j i i  i u . f i f  f

Example 77* Book V, M adrigal 8 , p .  291, m. 1-1+
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In  s p i te  of t h i s  seeming v a r i e ty ,  V ic e n tin o ‘ s use of 

re p e a te d  n o te s  and h i s  adherence to  a l im ite d  range v ery  

o f te n  r e s u l t  in  a la c k  o f ex ag g era ted  contours*  T h is r e 

s t r i c t e d  m elodic m otion p e r s i s t s  th roughou t the  m ad rig a ls*  

Phrase s t r u c t u r e , V Ic e n tin o 's  m u sica l p h ra s e -  

s t r u c tu r e  i s  d i r e c t l y  dependent on th e  p o e t ic  t e x t .  S y l

la b ic  s e t t in g s  o f th e  t e x t  p r e v a i l ;  co n seq u en tly , p h rase  

le n g th s  o f tw o, th r e e ,  o r  fo u r  m easures a re  custom ary in  

a l l  v o ic e s .  Examples 78-80 show ty p ic a l  p h ra se s*

f c 1 V f  {  t /9 °
y . y u  i
? Do I- ci - ►«>- (e

d/i'in/e c / c l -  c t  fmm-mel  --------Ig

j  J  j  I j  J  i i i a
N o k  p u .r  lu  - h « .  b e  I - h ie ,______

Example 78. Book v, M adriga l I4., p .  2 ^ ,  m. 30-31

Example 79. Book I, M adriga l 13, p .  lij.6 ,  m. k$mk7

Example 8 0 . Book v, M adrigal 8 , p . 291, m. I4.-6

Phrase le n g th s  o f e i t h e r  one o r f iv e  m easures a re  n o t 

num erous; th e  l a t t e r  i s  more o f te n  found a t  th e  end o f a 

co m p o sitio n .
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O ccasional occurrences  of ex te n s iv e  p h ra se s  rang ing  

up to  e ig h t  m easures are  found , bu t are  q u i te  e x c e p t io n a l .

Range and t e s s i t u r a . The range and t e s s i t u r a  in  

th e  e a r l y  and l a t e  m ad rig a ls  a re  very  s im i la r ;  t h e r e f o r e ,  

F igu re  $ i a  i n d ic a t iv e  of bo th  books. The whole n o te s  

in d ic a te  th e  low est and h ig h e s t  p i t c h e s  of a s p e c i f i c  voice 

in  a l l  the m a d r ig a ls .  C onsequently , th e  i l l u s t r a t e d  range 

i s  more e x te n s iv e  than  th a t  of in d iv id u a l  co m p o s it io n s .

The sm all b la c k  n o te s  which appear w ith in  the  e x t r e m i t i e s  

of each  r a n g e - i l l u s t r a t i o n ,  i n d ic a te  the  t e s s i t u r a  norm*

J )-------------C

I p m IZ2l If Vjl X « J ,

F ig u re  5>. The Range and T e s s i tu r a  of th e  In d iv id u a l  P a r ts  
o f  A l l  M ad rig a ls .

G en e ra l ly  th e  lower fo u r  p a r t s  have a span of an 

o c tav e , n i n t h ,  t e n t h ,  or e le v e n th  whereas th e  soprano has a 

s l i g h t l y  l e s s  e x te n s iv e  span, no t u s in g  th e  e le v e n th .  The 

a l t o  p a r t  which has the  w ides t o v e r a l l  range of two oc taves
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i s  ex trem ely  low. A very l im i te d  t e s s i t u r a  of a seventh  to  

a n in th  i s  ev iden t*  I t  should  be no ted  t h a t  V icen tino  

suggested  a l im i te d  range f o r  vocal com positions so t h a t  un

t r a in e d  s in g e rs  could  a lso  p a r t i c i p a t e . 1^

The only  n o t ic e a b le  d i f fe re n c e  in  range between 

3ooks I  and V i s  in  the  f i r s t  te n o r  p a r t .  In Book V 

approx im ate ly  h a l f  o f the m adriga ls  encompass the  range 

of f  to  b ^ l .  The r e s u l t i n g  t e s s i t u r a  e x te n s io n  to  g1 i s  

in d ic a te d  in  F ig u re  5 by th e  note  in  b ra ck e ts  in  the  

f i r s t  te n o r  p a r t*

Rhythmic O rgan iza tion

M eter* A l l  of the  m adriga ls  a re  in  sim ple duple 

m eter  which i s  in d ic a te d  by th e  a l i a  breve s ig n  (<̂ ) • There 

a re  m e tr ic  changes to  simple t r i p l e  m eter (3 /2 )  in  seven 

m adriga ls*  In  Book I ,  M adrigal 8 changes to  3 /2  f o r  s i x  

m easures ( )  J a l l  of the rem aining changes occur in  

Book V. They a re  found a t  th e  c lo se  o f  M adrigal 10 and a t  

the  end o f  P a r t  I  and I I  in  M adrigals 1 , 2 , 6 , and 9*

These m e tr ic  changes in  th e  l a t e  m adriga ls  occur f o r  e i t h e r  

th e  l a s t  two o r  th e  f i n a l  measure*

Tempo. A lthough th e  tempo of th e  m adriga ls  i s  n ev e r  

in d ic a te d ,  the  predominance of e ig h th  n o te s  in  some m adriga ls  

In  c o n t r a s t  to  q u a r t e r  n o tes  in  o th e rs  d i c t a t e s  a c e r t a i n

10Kaufmann, ojo. c i t .* p . 2 5 3 *
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f l e x i b i l i t y  i n  the s e l e c t i o n  o f  tempos. Furtherm ore* 

m ad rig a ls  w i th  rhythm ic p a t t e r n s  comparable to  Example 81 

would be p ro b lem a tic  f o r  voca l performance in  an a l i a  breve 

m e te r  u n le s s  a much slow er tempo was s e le c te d .  The cho ice  

o f  an a l l e g r o  lj,/\\. m e ter  seems even more d e s i r a b le  f o r  p r e 

c i s e  a r t i c u l a t i o n  o f  the  s ix t e e n th  n o te s .

n  F i n  i h/ — t » ii ' * *
V L i  0 7 ^

Don - - net 5 ic m' - - Vo \Jo- s'tr 'al--twq bel-~fc) -< /e ^-°r)

b n n ~ a
s jr a - l ’iTKi be-l - -  -  - c / e

i
imi -  - Vo q vo-s t e l  - - -  -  - cl<

? - -  rra tel W«-c/e M r a. I —  m a /x s | -~fq -  c/e COT

y v u  f  t  f  u  y . f  i
—  fna- bo! - iq  ~clejx'io-£tria.i-ma be!~ ~lc4 -  — CP

Example 81. Book V, M adriga l 1 , p .  233, m. 3 - 4

V icen tin o  m entions in  h i s  t r e a t i s e  t h a t  tempo depends 

e n t i r e l y  on th e  c o n te n t  o f  th e  t e x t .  Comparisons are  made 

w ith  th e  p r i n c i p l e s  of r h e t o r i c .  He even s t a t e s  t h a t  a
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change in  tempo w ith in  a com position  can be b e n e f i c i a l * ^  

Note v a lu es  in  Book I# A count of each n o te  value  

was made f o r  the  soprano v o ic e  in  M adrigals  2 , 6 , 8, 10, 12, 

and 16. Table 10 i l l u s t r a t e s  the  occurrence of each n o te  

value  in  p e r c e n t i l e s .

TABLE 10 . TYPES OP NOTE VALUES AND THE PERCENTAGE OP THEIR
OCCURRENCE IN SIX MADRIGALS OP BOOK I

Note
Percentage of Occurrence

va lues
#2 #6 #8 #1 0 #12 #16 Average

<u>s 0 0 0 0 0 .7 .1

o 1 .8 1.6 1 .9 1 .9 3 .1 1.1*. 2 .

d. 0 .9 .9 .9 .8 1.14- .8

d 22 .5 22 .1 22J..5 27.1*. 25.3 21 .6 23 .9

y 6 .3 6 .2 14-.7 2 .3 5.1l- 5 . 5 .

55.9 ii-8.1 52 .8 52 .1 5 0 .6 57.6 52 .9

> 9 .9 17.14- 12.3 13.6 14. 7 .9 1 2 .5

* 3.6 3 .7 2 .8 1 .9 .8 1+.3 2 .9

A. s im i la r  s e q u e n t ia l  p re fe re n c e  f o r  q u a r t e r  n o t e s ,  h a l f  

n o te s ,  and e ig h th  n o te s  i s  found i n  a l l  the m a d r ig a ls .  The 

q u a r te r  no te  i s  p re s e n t  f o r  an average of 5 2 . 9$ ,  whereas th e  

h a l f  no te  and e ig h th  n o te  show averages  of 2 3 . 9 # and 1 2 .5 # .

U l b i d . ,  p .  69o
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The d i s t r i b u t i o n  of n o te  v a lu e s  i s  q u i te  s im i l a r  in  each  mad

r i g a l  excep t #6 and #16. In the  fo rm e r,  an In c re a se  of 

e ig h th  n o te s  i s  compensated f o r  by a dec rease  i n  q u a r te r  

n o te s .  The exac t o p p o s ite  occurs i n  #16: the e ig h th -n o te

occurrence  drops whereas th e  q u a r te r -n o te  p ercen tage  r i s e s #  

Note V alues i n  Book V# A study  of n o te  v a lu es  in  

Book V was conducted  i n  th e  same way as  f o r  Book I ,  Five 

m ad rig a ls  (1 ,  1}., 6 , 8, and 10) were used  f o r  th e  study#

TABLE 11# TYPES OF NOTE VALDES AND THE PERCENTAGE 0F THEIR 
OCCURRENCE IN FIVE MADRIGALS OF BOOK V

Note
Percentage of Occurrence

va lu es
# i #4 #6 #8 #10 Average

0 0 0 0 .5 .1

o .7 1 .5 2 .6 .5 0 1 .1

J. 0 2 . 0 0 0 •4

d 4 .3 29.1 18 .5 2 5 .8 22 .1 20.

J. 1.1* 8 . 12.7 8 .2 9 .9 8 .

J 28 .3 4 2 .7 34*4 4 1 .5 l|.o.5 37 .5

r. 13.8 0 3 .7 1.8 4 .1 4 .7

J 37.7 11.6 20 .1 20.3 19.8 21.9

JF 13.8 5 .1 7 .9 1.8 3 .1 6 .3

The q u a r t e r ,  h a l f ,  and e ig h th  n o te s  s t i l l  predomi

n a t e ,  b u t th e  occurrence o f th e  q u a r te r  no te  has d im in ished
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to  an. average of 37»5$» th e  o th e r  hand, th e  e ig h th  

n o te  has  a h ig h e r  r a te  of occurrence* in c re a s in g  from 

12,5$  in  Book I  to  21 ,9$  in  Book V, I t  should  be m entioned 

t h a t  th e  predominance of e ig h th  n o te s  in  M adrigal 1, as 

shown in  Table 11, i s  e x c e p t io n a l  and occurs in  only one 

o th e r  m adriga l (#2) which i s  no t inc luded  in  t h i s  s tu d y .  

A lso , i t  shou ld  be n o ted  t h a t  th e  d o t te d -e ig h th  makes an 

appearance in  Table 11, be ing  found in  fo u r  of the  f iv e  

m a d r ig a ls •

The Usage of S p e c i f ic  Note-Values in  Book I

Q u a r te r  n o t e s . Not only  i s  th e re  a predominance o f  

q u a r te r  n o te s  in  the  e a r l y  m a d r ig a ls ,  but t h i s  note  va lue  

becomes an im portan t u n ify in g  f a c t o r  in  rhythm ic o rg a n i

z a t io n ,  Q u a r te r  n o te s  a re  used p e r p e tu a l ly ,  th u s  su p p o r t

ing  the  b a s ic  fo u r  p u l s a t io n s  f o r  p r a c t i c a l l y  every  m easure. 

Example 82 i l l u s t r a t e s  how a t r a n s f e r  of q u a r te r -n o te  

a c t i v i t y  from one p a r t  to  an o th e r  m a in ta in s  an u n in te r ru p te d  

p u lse  from measure to  m easure.
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ve

f  Cru.-del'ioc'l- i - - ve - -

we de - Jo rco -

la. ctu.-4ef.fa c‘ha-d& -  -  - f~&

Example 82, Book I ,  M adrigal 17, p ,  17I4., m, 12-ll|.

Example 83  i l l u s t r a t e s  t h a t  a l th o u g h  q u a r te r - n o te  

p u l s a t io n s  a re  l e s s  obvious in  s e c t io n s  which u t i l i z e  

e ig h th  n o te s ,  th e y  a r e ,  n e v e r t h e l e s s ,  s t i l l  th e  u n d e r ly in g  

d u r a t io n a l  b a s i s  f o r  th e se  areas#
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-4 ^  n  J 11

r  ; :  f
1 a'u/j bcl  r» - - s

P b T T  , ~ i  P

*  I I  *

aju p - jx i.-----------

t  1 |
j p  T 1 I'  J .  J ■»-*■■ 0 —

-  So (1 p -fl3G -  -

y f '  r\\
0 s^ucif x!0 <? c/un i t  

1 - t ^ r ---------— ------------r
f f c f .  f  i v t ~ t  3 -------
M  f  1

eitxn be 1 Iri —  -

Example 8 3 .  Book I ,  M adriga l 1$, p .  162, m. I4.5 -I4.6

Q u a r te r  n o te s  a re  used  s in g l y  and in  su ccess iv e  p a t 

t e r n s  rang ing  from two to  t e n .  Groups of two to  f iv e  

(Example 8Ip) a re  f r e q u e n t ly  en co u n te red , whereas groupings:’ 

o f  s i x  to  te n  become p r o g re s s iv e ly  more d i f f i c u l t  t o  f in d  

as  th e  number of q u a r t e r  n o te s  in c re a s e s *
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Example 8i^, Book I ,  M adrigal li|.f p .  1^3, m. 30-31

H alf  n o t e s - Aside from th e  use o f  h a l f  n o te s  w ith in  

a p h ra se ,  a very  c h a r a c t e r i s t i c  p a t t e r n  in  h a l f  n o te s  f r e 

q u e n t ly  occurs a t  th e  beg inn ing  and ending o f  a p h ra se .  The 

l a t t e r  i s  commonly found i n  groups of two, whereas a s in g le  

h a l f  n o te  i s  g e n e ra l ly  used a t  th e  beg inn ing  of a phrase as 

shown in  Example 8£.
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Example 85. Book I ,  M adrigal 6, p .  54# 17-19

Syncopated h a l f  n o te s  appear p e r io d ic a l l y  w i th in  a 

p h rase  as  shown in  Examples 86 and 8 7 .

Example 86. Book I ,  M adrigal 4# P» 36, m. 31 

Example 8 7 * Book I ,  M adrigal 10, p .  106, m. 24

F in a l l y ,  h a l f  n o te s  a re  p a r t i c u l a r l y  u s e fu l  f o r  su s 

p ens ion  f ig u r e s  w i th in  a ph rase  o r  a t  cadence p o i n t s 0

D o t te d -q u a r te r  n o t e s * The d o t te d -q u a r t e r  no te  o r  i t s  

e q u iv a le n t  ( J J 1) i s  found in  th e  s e t t i n g s  shown in  F igure  6*

X x

X
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2 . J.  S  d
3 . ) .  X  D

k. ). s  j. r
Figure  6 0 D o t te d -q u a r te r  

Note P a t t e r n s

The f i r s t  two p a t t e r n s  show th e  most f re q u e n t  u se  of 

the  d o t t e d - q u a r t e r  n o t e .

E ig h th  n o t e s .  E ig h th  n o te s  a re  g e n e ra l ly  preceded  by 

a q u a r t e r  n o te  and are  grouped in  su c cess iv e  p a i r s  of two

( H n♦ 4 0
or th r e e I n n n
Sing le  p a i r s  of e ig h th  n o te s  a re  r a r e l y  used  excep t w i th  a 

d o t te d - q u a r t e r - a n d -e ig h th - n o te  p a t t e r n  (F igu re  j?, #3) p r e 

ceding i t .

S ix te e n th  n o te s .  S ix te e n th  n o te s  a re  l im i te d  t o  the

rhythm ic p a t t e r n

A su c c e s s io n  o f  more than  two s ix t e e n th  n o te s  n ev e r  occur® 

in  th e  e a r l y  m a d r ig a ls .

Syncopated p a t t e r n s . Syncopation i s  r e a d i ly  u sed  in  

the  e a r l y  m a d r ig a ls ,  e s p e c i a l l y  in  th e  p a t t e r n s

J  o  J j J  and J J / J  •
A l i t t l e  l e s s  custom ary a re  e ig h th -n o te  syncopated  p a t t e r n s
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such as n n
0 0 0 0

Those b r i e f  p a t t e r n s  in  Book I  r a p id ly  r e tu r n  t o  the  

q u a r te r - n o te  p u l s e .  On o ccas io n , syncopated p a t t e r n s  are  

employed as m otives f o r  polyphonic t r e a tm e n t .

The p a t t e r n s  which have been d isc u sse d  and i l l u s 

t r a t e d  f o r  Book I  a re  a l s o  q u i te  e v id e n t  in  Book V. Most 

rhy thm ic p a t t e r n s  are  u t i l i z e d  in  th e  same manner; however, 

many a re  ex ten d ed , v a r ie d ,  o r  used in  a d i f f e r e n t  s e t t i n g  so 

as t o  ach ieve a g r e a t e r  rhythm ic v a r i e t y .  In a d d i t io n ,  a 

few new p a t t e r n s  make an appearance in  Book V,

Q u a r te r  n o t e s , h a l f  n o te s ,  and e ig h th  n o te s .

E ig h th  n o te s  a re  n o t  u t i l i z e d  in  a  d i f f e r e n t  manner in  the  

l a t e  m a d r ig a ls ,  b u t in  much l a r g e r  numbers. T h e re fo re ,  th e  

f requency  of the  q u a r t e r  and h a l f  n o te s  i s  d im in ished  con

s id e r a b ly .

P e rp e tu a l  q u a r te r - n o te  movement, a l th o u g h  found in  

the  l a t e  m a d r ig a ls ,  i s  o f te n  obscured by a s h i f t  to  a 

p redom inan tly  e ig h th -n o te  s e t t i n g .  P a r t i c u l a r l y  c o n t r a 

d ic to r y  to  t h i s  sym m etrical pu lse  are the  syncopated  e i g h th -  

no te  s e c t i o n s .  Hence the  monotonous rhythm ic pace of the  

e a r l y  m a d rig a ls  i s  somewhat a l l e v i a t e d  i n  Book V,

D o t te d -q u a r te r  n o t e s ,  A r a th e r  unique s e t t i n g  o f  th e

The Usage of ‘S p e c i f ic  Note-Values in  Book V
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d o t te d -q u a r te r - a n d -e ig h th - n o te  p a t t e r n  i s  found in  Book V* 

As shown in  Example 88, t h i s  p a t t e r n  i s  used  a t  the  end of 

a ph rase*  R ests on th e  f i r s t  b e a t ,  fo l lo w in g  the  e ig h th  

n o te ,  g ive  a r a t h e r  ab ru p t ending t o  th e  phrase*

r t f l — 1— ------------ n  /, r v  — ------- —
3 * 7 ^ ?  f - i f— T—
Vj f---------------------

-  cl - vc- fcieK -  +e
— v  U ,  1— ;—S spi - Iran -  do

W  j  J1 }
- t j -------- 1---------- \--------—
—f-— /-■■■/..■ # 0•VjI------m~i— t ' — i --------

_ ou “ ^ ^nCK'4e*

V I .K|

— t— ------------------——

So - S p i -  V“0- k. -  J  o

k i, — F~h  — 1— *---------
—A— /  -»■ >— V------- ^ —

— * ' 1— V -
— co -  v le-m en -  + e

K
<tO - sp i - fO-tv— Jo

O  L
-V--------r s —7----- --------- 1— — /  # * Q f -------y —
~ m ------------- b ;— 1--------t r

— fi, - u t  -

-ftV r---------- — -----------------

-------- 1--- S—*-------:--------

SO - Spi ~ - d o

--------------------------------------------------------------- —

Example 88. Book V, M adrigal 7 , p .  280, m, 12-13

S ix tee n th  n o t e s . Two new v a r i e t i e s  of s ix t e e n th -  

n o te  p a t t e r n s  are  found in  the  l a t e  m a d r ig a ls .  The f i r s t  

p a t t e r n n m  ij•  a  i

i s  f r e q u e n t ly  found a t  cadences , whereas
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occurs  w i th in  a p h ra se .  As in  Book I ,  s ix te e n th  n o te s  a re  

e i t h e r  p receded  by an e ig h th  no te  or a d o t te d -e ig h th  n o te  

and are  always in  groups of two.

D o t te d -e ig h th  and s ix t e e n t h .  The d o t te d -e lg h th - a n d -  

s ix te e n th -n o te  p a t t e r n  occurs  only in  Book V in  a v a r i e ty  of 

s e t t i n g s .  Most f r e q u e n t ly  found i s

i s  p receded  by q u a r te r  o r  e ig h th  n o te s ,  b u t no t by h a l f  

n o te s .  O ccasional ex tended passages of t h i s  d o t te d -e ig h th  

p a t t e r n  c o n t r ib u te  to  the  rhythm ic i n t e r e s t  i n  th e  m a d r ig a ls .

Syncopated p a t t e r n s . Syncopation i s  v e ry  abundant in  

these  m a d r ig a ls .  The e ig h th -n o te  p a t t e r n s  which a re  used 

only  o c c a s io n a l ly  in  Book I  become c h a r a c t e r i s t i c  p a t t e r n s  

in  the  l a t e  m a d r ig a ls .  There a re  no new syncopated  p a t t e r n s ,  

bu t t h e i r  ex tended usage and v a r i e ty  of s e t t i n g s  h e lp  i n  

e l im in a t in g  some o f  the  e x i s t i n g  rhythmic u n i fo rm i ty .  F re 

q u en tly  found p a t t e r n s  a re :

which, s im i l a r  to
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k-

5 .

6.

7 .

8.

> ; r j y r . n | j . r  

n n HU l
» t - 1  'Q - * Q  *r j  ^
n rj .rj ,n IJI* •u ' I

n n f̂ JDI
•  O  •  # , °  O '

Syncopation  n o t  only  occurs  In  the  in d iv id u a l  v o ices  

bu t a lso  s im u lta n e o u s ly  as in  Example 89.

i y f  r J 1 7 1  S u p ] ^
-  +i D» co-ra.-!/ e

±I# W

• 4i Di ii' le o-yi -eK

£
- + I) I c . o - w < l - K *

<1< />er- f«J> W

2 B 3 30 m
<Jr >er- Ic t  h ‘ - en.-

£

Example 89. Book V, M adrigal 6 , p .  273, » .  23-2ij.
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Many of the  ch o rd a l  s e c t io n s  in  th e  l a t e  m adrigals: 

make use o f  syncopated  rhy thm s. As a r e s u l t  o f  t h i s  s i 

m ultaneous movement th e  rhythm ic p a t t e r n  becomes more p ro 

nounced, C onsequen tly , th e s e  s e c t io n s  a re  very s t r i k i n g  

because th e y  a f f o rd  such extreme c o n t r a s t  in  rhythmic o rg a n i

z a t io n ,  A lthough e ig h th -n o te  p a t t e r n s  are  used in  

Example 89, syncopated  h a l f  n o te s  or t i e d  q u a r te r  n o te s  

a re  a l s o  found .
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Summarizing S tatem ents

1 . The p i t c h  gamuts f o r  a l l  the  m a d rig a ls  g e n e ra l ly  

have s im i la r  ranges of two octaves p lu s  a f i f t h ;  however, th e  

in c re a s e d  use of a c c id e n ta l s  in  Book V causes an in c re a s e  in  

th e  t o t a l  number of p i t c h e s  w ith in  th e  gamuts.

2 .  The i n t e r v a l l i c  p re fe re n c e  of r e p e a te d  n o te ,  

m ajor second, and minor t h i r d  f o r  the  upper fo u r  v o ic e s

i s  e s s e n t i a l l y  th e  same i n  a l l  the m adrigals:.

3* The on ly  n o t ic e a b le  d i f f e r e n c e s  in  th e  t re a tm e n t 

of i n t e r v a l s  i n  Book V occur in  the soprano and b a ss  v o ic e s .

The form er u t i l i z e s  the  minor second as th e  n ex t most f r e 

quent i n t e r v a l  a f t e r  th e  re p e a te d  n o te , '  and th e  l a t t e r  shows 

an in c re a se  in  th e  numbers of fo u r th s  and f i f t h s .

Ip, The re p e a te d  q u a r te r  n o te  i s  the  most f r e q u e n t  

m elodic p a t t e r n  in  Book I ;  a g r e a t e r  v a r i e ty  of rhy thm ic  

s e t t i n g s  of r e p e a te d  n o te s  i s  ev id en t in  Book V*

5 .  Stepwise movement occurs f r e q u e n t ly  in  e ig h th -  

no te  p a t t e r n s  in  Book I ;  t h i s  type o f  melodic movement 

d ec re ase s  in  l a t e r  m a d r ig a ls ,  bu t where i t  does e x i s t ,  

d o t te d  rhythms f r e q u e n t ly  r e p la c e  e ig h th  n o te s*

6 . The melodic o u t l in in g  o f  t r i a d s  occurs in  a l l  

v o ic e s ,  bu t most f r e q u e n t ly  in  the b a s s .

7* Only one r e c u r r e n t  melodic f i g u r a t i o n  i s  found 

in  th e  m a d r ig a ls ;  sequences and r e p e t i t i o n s  in  the  m elodic 

o rg a n iz a t io n  a re  almost n o n e x is te n t*

8, In s p i t e  o f a v a r i e ty  o f  melodic c o n to u rs ,  s t a t i c  

motion p e r s i s t s  in  the m ad rig a ls  because of r e p e a te d  n o te s
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and lim ited  range*

9# The le n g th  of the  m usica l p h ra s e s —g e n e ra l ly  2,

3, or Ij. m easures—i s  d i r e c t l y  dependent on the  p h ra se s  of 

th e  t e x t ,

10, C h a r a c te r i s t i c  ranges of the  voice p a r t s  are  

the  same f o r  a l l  the m adriga ls*  octave to  10 th  f o r  th e  

soprano and octave to  11 th  f o r  the  low er fo u r  p a r t s ,

11, A ll  the  m ad rig a ls  are  in  a l i a  b reve m eter;

v ery  b r i e f  changes to  3 /2  m eter a re  lo c a te d  a t  th e  end of

alm ost h a l f  of th e  l a t e  m adriga ls , .

12, Ho tempo in d ic a t io n s  are  g iv e n .  The a u th o r  f e e l s

th a t  t h i s  should be f l e x i b l e ,  be ing  determ ined by th e  con

t e n t  of the  music and th e  t e x t ,

13* Quarter n o te s ,  h a l f  n o te s ,  and eighth  notes  

are the predominant types of note values in  the m adrigals.

In  Book V th e re  i s  an in c re a se  in  th e  number of e ig h th  

n o te s  and a decrease in  q u a r te r -n o te  o cc u rren ces .

Hi-, The predominance of th e  q u a r te r  no te  in  th e  

m adriga ls  e s t a b l i s h e s  a p e rp e tu a l  f o u r - u n i t  p u lse  p e r  mea

s u re ,  The in c re a se d  use of e ig h th  n o te s  and syncopated  

e ig h th  n o te s  d i s r u p t s  t h i s  b a s ic  p u lse  in  many of the  l a t e  

m adriga l3 ,

15, In Book I ,  sh o r t  r e c u r r e n t  rhythmic p a t t e r n s  

f r e q u e n t ly  found u t i l i z e  h a l f ,  q u a r te r ,  d o t t e d - q u a r t e r ,  

e ig h th ,  and s ix te e n th  n o te s ;  syncopation  I s  u sed , b u t  in  

very  b r i e f  p a t te rn s , .
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16. R ecurren t rhythm ic p a t t e r n s  in  Book V a re  

c u s to m a r i ly  ex tended , v a r ie d ,  or used  in  a d i f f e r e n t  s e t t i n g  

so as to  achieve g r e a t e r  rhythm ic v a r i e t y .  S ix te e n th  n o te s  

are  adap ted  in  new s e t t i n g s ;  fu r th e rm o re ,  the  d o t t e d - e ig h th -  

a n d - s ix te e n th  p a t t e r n  i s  in tro d u ced *

17. Syncopation i s  abundant in  th e  l a t e  m ad rig a ls  

in  a more extended usage th a n  in  the e a r l i e r  co m p o sitio n s .

I t  occurs  in  the  in d iv id u a l  v o ic es  as w e l l  as s im u lta n eo u s ly  

in  a l l  th e  v o ic e s .
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CHAPTER VI 

VERTICAL STRUCTURE

Although the harmony o f  s ix te e n th -c e n tu ry  polyphony i s  

o f te n  r e f e r r e d  to  as th e  p ro d u c t  o f  the s im ultaneous sounding 

o f the m elod ies  in  each  in d iv id u a l  p a r t ,  t h i s  does n o t  n e c e s 

s a r i l y  mean th a t  harmonjr has a secondary  ro le  in  c o n t ra p u n ta l  

musico S h irlaw  s t a t e s  in  h is  d is c u s s io n  o f  polyphony:

The harmony of polyphony was n o t  a r b i t r a r i l y  de
te rm ined ; on the  c o n t r a ry  the  m elodies were shaped so as 
to produce a p le a s in g  harmony. I f  in  monophonic music 
the in d iv id u a l  melody was a p p a re n t ly  ab le  to  pursue i t s  
own f r e e  u n f e t t e r e d  c o u rs e ,  t h i s  was no lo n g er  p o s s ib le  
in  a un ion  o r community o f  m e lo d ie s , • • Such a union was 
p o s s ib le  only  when each melody • • • subm itted  i t s e l f  to  
a c e r t a i n  gu id ing  and immanent p r in c ip l e  . • o This g u id 
ing p r in c ip l e  was Harmony.1

Harmony then  cannot be co n s id e red  merely an in a d v e r t 

en t  r e s u l t  o f  the  in d iv id u a l  l i n e s ,  b u t an im portan t compo

nen t of the  o v e r a l l  co m p o sitio n .

Composers o f  the s ix t e e n t h  cen tu ry  ach ieved  a m elodic 

and harmonic e q u i l ib r iu m  w i th in  the  con fines  o f  c e r t a i n  r u l e s
p

f o r  the  use of consonant and d is s o n a n t  i n t e r v a l s ,  V icen tino*s  

harmonic syn tax  r e s u l t i n g  from h is  p e rso n a l  choice o f  consonant 

and d is s o n a n t  i n t e r v a l s  w i l l  be co n s id e red  in  t h i s  c h a p te r .

I s h i r l a w ,  Matthew, The Theory o f  Harmony, pp . 1 .̂-5•

^According to  S oderlund , the consonant i n t e r v a l s  a r e :  
un ison , p e r f e c t  f i f t h ,  p e r f e c t  o c tav e , major and minor t h i r d ,  
major and minor s i x t h .  Soderlund , G. F . ,  D ire c t  Approach to  
C ou n te rp o in t in  16th Century S ty l e , p . 23 o
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Sonority ty p e s . In sp ite  of the aforementioned  

ru les  of consonance and d issonance, the t o t a l  number of  

son ority  combinations i s  very f l e x i b l e ,  depending la r g e ly  

on the composer’s choice and in gen u ity .

A study of the so n o r ity  types found on the strong  

beats ( f i r s t  and th ird )  of two madrigals (#11, Book Ij 

#lp, Book V) has been made in order to  i l l u s t r a t e  the v a r ie ty  

which i s  achieved in V icen tin o 's  v e r t i c a l  organ ization  by 

h is  s e le c t io n  of in te r v a ls .  In the course of t h i s  study,

317 v e r t i c a l  s o n o r it ie s  were in v e s t ig a te d  and 88 d if fe r e n t  

combinations were found. This v a r ie ty  can be a ttr ib u ted  

c h ie f ly  to  four fa c to r s :

1. The number of in d iv id u a l p arts , which ranges 

from 2 to  £ , has a d ir e c t  in fluence on the type of son ori

t i e s  p o s s ib le .

2 . The spacing of the parts in flu en ces  the q u a lity  

of the so n o r ity .

3 . The doubling of an in te r v a l e i th e r  an octave 

higher or at the unison can l ik ew ise  change the q u a li ty .

Ij.. The most obvious means of v a r ie ty  i s  the q u a lity  

of the so n o r ity  in  regard to consonant and d issonant in te r v a ls .  

In the madrigals s tu d ied , 29% of the so n o r it ie s  make use of  

dissonant in te r v a ls*

The r e la t io n s h ip  which e x i s t s  between su ccess ive  

s o n o r i t ie s ,  as w e l l  as the treatment of d issonant tones which 

are o ften  members of the s o n o r i t ie s ,  can only be understood
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through the  s tudy  of the  r e s u l t i n g  chords and non-chord  tones.

Harmonic Syntax

Type of t r l a d 3 . Five m adriga ls  from each book have 

been examined in  re g a rd  to  the  occurrence of m a jo r , m inor, 

d im in ished , and augmented t r i a d s .  In t h i s  s tu d y , every  

bea t or change in  the  lowest p i t c h  i s  c o n s id e red  a n o th e r  

occurrence of a t r i a d .  A lso , ano ther  count of th e  same 

chord was made i f  th e  low est p i t c h  was r e a r t i c u l a t e d  a f t e r  

a f u l l  b e a t .  The d a ta  from t h i s  s tudy are  shown in  Table 12,

TABLE 12. TYPES OF TRIADS AND THE PERCENTAGE OF THEIR OCCUR
RENCE IN TEN MADRIGALS OF BOOKS I  AND V

M adrigal
number

Percentage of Occurrence

Major Minor Diminished Augmented

BOOK I
6 62.9 35.9 1 .2

10 6 6 .8 3 2 .6 .5

11 614. #3 33.9 1.7

lit- 55.9 I+0 .I4- 3.7

17 51.6

BOOK V
1 •

rl
CO 19.

k 8 0 .3 19.1 .5

7 78.1 21.14. .5

9 7 6 .6 23.3

10 57.8 14-2 .2
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As i l l u s t r a t e d  in  Table 12, m ajor and minor t r i a d s  

occur r e g u l a r l y  in  b o th  books, whereas th e  d im in ished  

and augmented t r i a d s  are  in f r e q u e n t .  Of the  1900 t r i a d s  

s tu d ie d ,  on ly  1£ d im in ished  t r i a d s  and one augmented t r i a d  

have been found . With the  ex c ep tio n  of M adrigal 17, Book I ,  

th e  m ajor t r i a d  p r e v a i l s  in  a l l  the  m adrigals*  Moreover, 

i t s  r a t e  of occurrence in  p re fe re n c e  to  the m inor, and even 

the  d im in ished  t r i a d ,  in c re a s e s  c o n s id e ra b ly  in  the  l a t e  

s t y l e .  In Book I ,  M adriga l 10 h as  the  h ig h e s t  freqtiency o f  

the  m ajor t r i a d ;  i t s  r e l a t i o n s h i p  to  the minor t r i a d  in  

r a t i o  i s  2 :1 .  In Book V the  r a t i o  i s  a much h ig h e r  3:1 

r a t i o  in  M adrigals  7 &ncL 9 and even a Ip: 1 r a t i o  i s  found i n  

M adrigals  1 and Lj..

In f lu en ce  of sc a le  b a s i s  on t r i a d  t y p e . A f a c t o r  

which has a d e f i n i t e  r o l e  in  the  s e le c t io n  of m ajor and 

minor t r i a d s  in  Book I  i s  th e  sc a le  b a s i s  of a m a d r ig a l .

The f i r s t  th r e e  m ad rig a ls  which were analyzed  (Table 12) 

have a m ajor mode as s c a le  b a s i s  and a lso  have the h ig h e s t ’ 

o ccu rrences  of the m ajor t r i a d .  L ikew ise , the  l a s t  two 

m ad rig a ls  have a minor modal b a s i s  and show in c re a s e s  in  the  

use of the m inor t r i a d .

In Book V no v a l id  c o r r e l a t i o n  can be made between 

the  s e l e c t i o n  of t r i a d s  and th e  modal b a s i s  because of th e  

f l u c t u a t i o n  between major and m inor. More than  h a l f  

o f th e  l a t e  m adriga ls  s tu d ie d  have a minor s c a le  b a s i s ,  bu t 

th e  m ajor t r i a d  i s  s t i l l  the  predominant s o n o r i ty .  This
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i n s t a b i l i t y  of mode r e s u l t s  from the  use of p a r t i a l  s ig n a 

tu r e s  and the  f re q u e n t  a d d i t io n  of a c c id e n ta ls*

T riad s  in  ro o t  p o s i t io n  and in v e r s io n s . Table 13 

shows the  r e s u l t s  of a s tu d y  made of 1219 t r i a d s  in  s ix  

m ad rig a ls  in  r e g a rd  to  ro o t  p o s i t io n  or in v e r s io n .

TABLE 13. ROOT POSITION, FIRST, AND SECOND INVERSION TRIADS 
AND THE PERCENTAGE OF THEIR OCCURRENCE IN SIX MADRIGALS 
OF BOOKS I  AND V

T riads Percen tage  of Occurrence

Type T o ta l Root F i r s t  Second
number p o s i t i o n  in v e rs io n  in v e rs io n

BOOK I

Ma j or H4i 90.9  8.1; .7

Minor 278 93.5  5.1; 1 .1

Diminished 8 62.5 37.5

BOOK V

Major 389 95 .6  1;.!;

Minor 102 9 5 .1  2 2 .9

Diminished 1 100

Although in v e rs io n s  are  found in  the t r i a d s ,  th e  

ro o t  p o s i t i o n  t r i a d  I s  obv ious ly  fa v o re d :  only  6% of th e

t o t a l  number of t r i a d s  occur in  f i r s t  in v e rs io n .  Second 

in v e r s io n  which i s  r a r e l y  u se d , i s  found in  th e  major and
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minor t r i a d s  o n ly . As a r e s u l t  of t h i s  in f re q u e n t  use of 

in v e r s io n s ,  p ro g re s s io n s  of t r i a d s  in  ro o t  p o s i t io n  as in  

Example 90 abound in  ev e ry  m a d r ig a l .
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Example 90, Book I ,  M adrigal 8, p .  89, m. 63-6£

Root p o s i t i o n  t r i a d s  a re  even more f re q u e n t  i n  Book Vj 

b o th  m ajor and minor t r i a d s  show s l i g h t  in c re a s e s  in  the  p e r 

cen tage  of t h e i r  occurrence in  Table 13.

F i r s t  in v e rs io n  t r i a d s  g e n e ra l ly  r e s u l t  from th re e  

d i f f e r e n t  te c h n iq u e s ,  In the  f i r s t  method, th e  low est p i t c h  

i s  m a in ta in ed  as a common chord -tone  w hile  a change in  one or
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more of the  upper p a r t s  c r e a te s  a d i f f e r e n t  chord . In  

Example 91* th e  ro o t  of th e  e m inor chord becomes the  t h i r d  

of th e  C major chord . A r e v e r s a l  o f  t h i s  techn ique  i s  a l s o  

found, t h a t  i s ,  a f i r s t - i n v e r s i o n  chord changing to  a r o o t -  

p o s i t io n  ch o rd .

m
r e - -

I
1 Xlr e

a. pa-*- ro

I

o t i  d o )  — c)'

Example 91. Book V, M adrigal 8 , p .  297# m. 53

The second method, i l l u s t r a t e d  in  Example 92, u t i l i z e s  

the  ascending or descending passages  which are commonly found  

in  th e  e a r ly  m a d r ig a ls ,  A qu ick  change from a f i r s t  in v e r s io n  

chord to  ro o t p o s i t io n  C m ajor chord t r a n s p i r e s  by th e  use  of 

descending e ig h th  n o te s .
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Example 92. Book I ,  M adrigal 3 , p .  21, m. 7

F in a l l y ,  t r i a d s  a re  in v e r te d  by a change in  b o th  th e  

b ass  no te  and the  harmony as in  Example 9 3 . The D minor 

chord on th e  f i r s t  b e a t  i s  fo llo w ed  by a f i r s t  in v e rs io n  

G m ajor chord , changing b o th  th e  bass  note and th e  harmony#

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



133

/70-

Ex ample 9 3 . Book I , Madrigal 1 3 , p .  U4.3 , m. 21

The second in version  chord i s  always found in  con

junction  w ith  a I4.-3 suspension, as in Example 9I4., and is: 

in var iab ly  found w ith  a cadence. The suspension f ig u re  in  

the second tenor part e s ta b l is h e s  a i ^ - v - i  chord succession  

in  support of the melodic cadence on A in the bass.
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Example 94• Book I ,  Madrigal 14, p. 15>3, 30-31

The ra re ly  used diminished tr ia d  occurs often in  

root p o s i t io n ,  as i l lu s t r a t e d  in  Example 95* Instead of  

placin g  the tr i to n e  in an inner v o ic e ,  thereby making i t  

l e s s  prominent, V icentino placed the diminished f i f t h  be

tween the soprano (b^l) and bass ( e ) ,  thus emphasizing the  

t r i t o n e .  On the other hand, the rhythmic placement and the 

smooth melodic approach to  the ueni in  the bass suppress the 

dissonance o f t h i s  in te rv a l*
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Exam ple 95 • Book I ,  M a d r ig a l  11 , p .  llip , m, 5-6

F our-vo ice  s o n o r i t i e s  in  r o o t  p o s i t io n  g e n e ra l ly  have 

the ro o t  doub led , whereas f i r s t  in v e r s io n s  show the  doub ling  

of th e  f i f t h  o r  t h i r d ,  A d e f i n i t e  p re fe re n c e  i s  e v id e n t  f o r  

the  l a t t e r  do u b lin g , shown in  Example 96. On the  second b ea t*  

V icen tino  doubled th e  t h i r d  o f  th e  F m ajor chord in s t e a d  of th e  

r o o t —an outcome which p ro b ab ly  developed in  o rder  to  avoid  

p a r a l l e l  o c tav es  between the  a l t o  and bass  p a r t s .
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. .  de. l

—St a mar 

?  ~fcc>l —■ ----

</e - t o t ----

Example 96. Book V, M adrigal I4., p .  25>0, m. 1-2

The f iv e -v o ic e  s o n o r i t i e s  in  ro o t  p o s i t io n  show a

p re fe re n c e  f o r  the doub ling  of b o th  the  ro o t  and th e  f i f t h ,  or 

the t r i p l i n g  of the r o o t .  The minor t r i a d  appears  more o f te n  

w ith  the  doub ling  of the ro o t  and th e  f i f t h ,  whereas th e  m ajor 

chord appears more o f te n  w ith  the  t r i p l e d  ro o to  V icen tin o  em

p loys a v a r i e ty  o f  doub lings  f o r  the  f i r s t  in v e r s io n  of the  

f iv e - v o ic e  chords , bu t avo ids the  t r i p l e d  r o o t ;  consequen tly*  

doub lings  of the  ro o t  and f i f t h ,  ro o t  and t h i r d ,  f i f t h  and 

t h i r d ,  and t r i p l e d  t h i r d  r e s u l t .

Harmonic d u r a t io n .  The number of b e a ts ,  or th e  d iv i s io n

of a b e a t ,  th a t  each su c cess iv e  harmony endures b e fo re  changing
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i s  in d ic a te d  by no te  v a lu es  in  Table 1 4 . Five m adriga ls  

from Book I  (3 $ 6 , 11, 14, and 17) and f iv e  from Book V 

(1 , 4* 6 , 9 , and 11) were used  as a b a s is  in  de te rm in ing  

how long V icen tin o  s u s t a in s  a g iven  harmony.

TABLE 14. CLASSIFICATION OF HARMONIC DURATION IN NOTE VAL
UES AND PERCENTAGE OF OCCURRENCE IN TEN MADRIGALS

Harmonic
Percen tage  of Occurrence

d u ra t io n  
in  note 
value s

Book I Book V

#6 #3 #11 #14 #17 #1 #4 #6 #9 # 1 1

f .7

J' 1 .6 31.9 4 5 2

J! .7

J 39. 38 4-2 34 31 53.9 38 39 44 40

J. •4 3.6 2 1 2

J 52 . 58 50 60 60 7.1 55 51 42 4 8

O .7

A 3.5 2 4 5 3 .7 3 2 5 4

O 3.5 2 3 1 4 .7 4 2 3 3

oj1
1

1 1 1

The d a ta  in  Table 14 r e v e a l  th a t  91 to  96$ of the har« 

monic changes in  Book I  occur a f t e r  the J  and g! i n t e r v a l s .  

Of th e se  two p r e f e r r e d  d u r a t io n s ,  50 to  60$ of the  harmonies
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are  su s ta in e d  two b e a ts  and 31 to  1+2$ one beat*  Consequently, 

l e s s  th a n  10$ of the harmonic changes are l e f t  to  the  rem ain

ing n o te -v a lu e  d u ra t io n s  i n  Table I k .  Aside from th e  unusual 

e ig h th -n o te  usage in  M adrigal 6, the q u a r te r  note i s  th e  f a s t 

e s t  r a t e  of harmonic change in  the e a r l y  m a d r ig a ls .

Like Book I ,  most o f  the harmonic changes in  Book V

occur a f t e r  d and J i n t e r v a l s .  There i s  on ly  a s l i g h t  decrease

in  t h i s  usage (86 to  9 3 $ ) j a t  the same tim e th e re  is  an in 

c rease  in  J* harmonic d u ra t io n .

Both M adrigals 1 and 2 of Book V deserve s p e c ia l  

a t t e n t i o n  due to  t h e i r  e x p lo i t a t io n  of e ig h th  n o te s .

(M adrigal 2 i s  n o t in c lu d ed  in  Table lip) The predom inating  

n o te  v a lu es  which account f o r  approx im ate ly  86$ of th e  h a r 

monic changes in  M adrigal 1 are  q u a r te r  n o te s  and e ig h th  

n o te s .  The h a l f  n o te  shows a d r a s t i c  r e d u c t io n  to  7$. Since 

th e se  two m adriga ls  have such a la rge  p ro p o r t io n  of e ig h th

n o te s ,  th e  harmonic rhythm a lso  shows an in c re a se  in  the  use

of th e se  n o te  v a lu e s .  I t  should be no ted  t h a t  th e se  m adriga ls- 

( l  and 2) are  un ique ; th e r e f o r e ,  the harmonic rhythm fo r  the 

l a t e  m ad rig a ls  i s  b e s t  ex em p lif ied  by the  rem aining compo

s i t i o n s  in  Table lip*

Root R e la t io n sh ip s

Rameau’s fundam enta l b a s s ^ i s  a h e lp fu l  a d ju n c t  f o r  

the  harmonic a n a ly s i s  of V ic e n t in o ’ s music because i t

^Shirlaw , Matthew, The Theory of Harmony, p .  98.
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re v e a ls  th e  su c c e s s io n  of th e  r o o ts  of cho rds , w h e th e r  they  

be in  ro o t  p o s i t io n  o r  in v e rs io n  in  th e  com position  under 

exam ina tion . The i n t e r v a l  between two su c ce ss iv e  ro o ts  i s  

h e r e a f t e r  c a l l e d  r o o t  r e l a t i o n s h i p *  the  s tudy  o f  w hich i s  

very  h e l p f u l  in  comprehending j u s t  why V icen tin o * s  m ad rig a ls  

sound q u i te  n o v e l f o r  s ix te e n th - c e n tu r y  m usic .

The r o o t  r e l a t i o n s h i p s  compiled from a s tu d y  of over 

l£00 chords in  10 m ad rig a ls  a re  shown in  Table 15 . The 

th re e  main c a te g o r i e s  of ro o t  r e l a t i o n s h i p s  ( f i f t h ,  t h i r d ,  

and second) a re  enum erated; under th e se  h e a d in g s ,  th e  

r e l a t i o n s h i p s  of a f o u r th  and s ix t h  a re  in c lu d e d  s in c e  th e y  

are th e  in v e r s io n s  of th e  f i f t h  and t h i r d  r e s p e c t i v e l y .  The 

ro o t  r e l a t i o n s h i p s  a re  f u r t h e r  ana lyzed  a c co rd in g  to  ascend

ing  o r  descending  motion,.
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TABLE 15. CLASSIFICATION OF ROOT RELATIONSHIPS AND THE PERCENTAGE OF THEIR OCCUR
RENCE IN TEN MADRIGALS

a n
iH ft 
© *H

m
•P BO O
O *H 

M -P

Percentage of Occurrence in  I3ook I P ercen tage of Occurrence In  Book V

#1 #6 #11 #11}. #17 Average #1 #14- #7 #9 #11 Average

£ th 57 52 $k.$ 55 14-3.7 53 68 68 65 78 S3 66

A *5 9 .2 8 .6 1 0 .5 13.14- 2 .9 8 .9 9 9 .2 5 .2 9 .6 9 8.1+
D*5 lit-.3 13 .1 15.5 17 10.2 Ut 2 1 .1 2 2 .I4. 23.lt- 21+. 6 16.1+ 21 .6
Al+ 19.3 13.5 13 1 2 .5 16 il}-.9 2 5 .6 26 .5 25 27.lt- 1 8 .6 21+. 6
Dll. lit-. 3 16.8 15.5 1 2 .5 11}.. 6 114-.7 12.8 10 10.9 16.1+ 9 11.8

i r d 25 31 26.5 28 30.7 28 22 18 22 15 21 20

A3 9 .2 15 .3 12 1 1 .6 13 .1 12.2 8 .3 3 9 .4 8 .2 6 .3 7
D3 13.lt- 10 .8 8 .5 8 .9 12.1+ 10.9 10.5 12.1}. 10 .9 6 .9 12.7 10.7
A6 .8 l+ .l 6 6 .2 3 .7 It-.2 2 .3 1 2 .1 2 .1 i . S
D6 1 .7 1 .1 .9 1 .5 1 .8 1 .1+

2nd 18 17 19 17 2 5 .6 19 10 111. 13 7 26 H+

A2 10 .1 8 .6 7 .5 5.1+ 9 .5 8 .2 1+.5 9 .2 8 .3 6 .9 7 .9 7.1+
D2 7 .6 8 .2 11.5 11.6 1 6 .1 11 5 .3 5 .1 IN 7 17.9 6 .6

#A = Ascending, D = Descending



UjJL

Table 15 shows t h a t  th e  o v e r a l l  o r d e r -o f -p re fe re n c e  

of th e  th re e  main c a te g o r ie s  of r o o t  r e l a t i o n s h i p s  ( f i f t h ,  

t h i r d ,  and second) i s  th e  same i n  Books I  and V, whereas a 

s l i g h t  d i f fe re n c e  i s  ev id e n t  in  th e  frequency  of each c a te 

gory of ro o t  r e l a t i o n s h i p .  An in c re a s e  of ro o t  movements 

by f i f t h s  occurs in  the  l a t e  s t y l e ;  t h i s  i s  coun te rba lanced  

by a decrease  in  bo th  the  t h i r d  and second ro o t  movements.

When co n s id e r in g  Table 15 in  g r e a t e r  d e t a i l ,  the  

average p e rcen tag es  of ascend ing  and descending ro o t  r e l a 

t io n s h ip s  show r e l a t i v e l y  eq u a l d i s t r i b u t i o n  in  Book I  

w ith  the  ex cep tio n  of the  s i x t h s .  The m a jo r i ty  of th e  

average r e l a t i o n s h i p s  are  w i th in  th e  l im i te d  span o f  8,2$ 

t o  li}..9$. Each m ad rig a l shows a d i f f e r e n t  o rd e r  o f  p r e f 

erence w ith  th e  most unusual p re fe re n c e  b e ing  found in  

M adrigal 17 which has a h igh  r a t e  of descending  seconds.

In summary, w ith in  the  main c a te g o ry  of th e  f i f t h  r o o t -  

r e l a t i o n s h i p ,  V icen tino  fa v o rs  th e  ascending fo u r th , ,  

descending  f o u r th ,  and descending f i f t h  i n  Book I ,

There i s  a w ider range  (6 .6 $  to  21}.,6$) in d ic a te d  

in  Table 15 f o r  the  averages of ro o t  r e l a t i o n s h i p s  in  Book V, 

Unlike the  e a r ly  m a d r ig a ls ,  th e  f i r s t  two p re fe re n c e s  in  

each m adriga l excep t #11 always occur in  the same o r d e r -  

ascend ing  f o u r th  and descending  f i f t h .  The most obvious 

comparison between the  averages of th e  two books i s  th e  

60$ in c re a se  in  the  use of th e  descend ing  f i f t h  and ascending  

fo u r th o
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Comparison o f root r e la t io n s h ip s . A comparison of 

V icentino*s root r e la t io n sh ip s  w ith those in  the chorales  

of Bach might seem incongruous, but very o ften  such compari

sons add meaning to a se t  of s t a t i s t i c s *  The v e r t ic a l  or

gan iza tion  of these ch ora les i s  gen era lly  referred  to  as 

tr a d it io n a l harmony. This harmony Is  based on the major and 

minor sca le  system —the system which succeeded the m odality  

of the s ix te e n th  century. I t  i s  t h is  very d ifferen ce  that 

makes the fo llo w in g  comparative a n a ly sis  an in te r e s t in g  

study.

In McHose*s a n a ly sis  of the root movements in  the 

chorales o f Bach and h is  contem poraries, the fo llo w in g  

percentages were estab lish ed :^ -

Prime F if th  Third Second
16$ 52$ 11$ 21$

I f  the prime factor^  Is  e lim inated , the s t a t i s t i c s  

w i l l  read:

F ifth  Third Second
62$ 13$ 25$.

V icen tin o ’s root r e la t io n sh ip s . In c o n tra st , show 

almost a r e v er sa l in  the percentages of the th ir d  and second:

F ifth  Third Second
60$ 2Lj.$ 16$.

^-McHose, A. I . ,  The Contrapuntal Harmonic Technique of 
the 18th Century, p . It-.

^The prime fa c to r  i s  merely the r e p e t it io n  o f the same 
chord w ith  no change of r o o t .
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V ic e n t in o 1 s a f f l u e n t  use  (2l\.%) o f  the  t h i r d  r e l a 

t io n s h ip  as compared w ith  13% in  the Bach s ty le  accoun ts  

f o r  some of h i s  r a t h e r  s u r p r i s in g  harmonic p ro g re s s io n s  

and a ls o  g iv es  us some in t im a t io n  of h i s  harmonic s t y l e .

Cadences

According to  Kaufmann, the  te rm  '’cadence ,"  to  modem 

e a r s ,  has  a d e f i n i t e  harmonic c o n n o ta t io n —a concept which 

does n o t correspond e x a c t ly  to  the  " c a d e n t ia "  of which th e  

s ix te e n th -c e n tu r y  t h e o r i s t s  w ro te .  . . He (V icen tino )  

re s e rv e s  the  word " c a d e n t ie "  f o r  the  m elodic form ulas 

which complement the  r h e t o r i c a l  f a l l i n g  of the  voice in
L

s p e a k in g .0 Both in  h i s  t r e a t i s e  and m usic, V icen tin o  makes 

t h i s  d i s t i n c t i o n  between a "conc lus ive  en d in g ,"  which b r in g s  

a m usica l passage to  a c lo s e ,  and a "cadence ," ' th e  m elodic 

p a t t e r n  of one vo ice  which i s  used to  end a p h ra s e .

Melodic cad en ces . V icen tino  p re s c r ib e d  many s t e r e o 

typed  m elodic form ulas f o r  cadences and was v ery  e x p l i c i t  

in  reg a rd  to  the p a t t e r n s  f o r  each vo ice  p a r t .  In  h i s  

t r e a t i s e  the  m elodic fo rm ulas f o r  fo u r  p a r t s  are  g iven  f o r  

each of the  e ig h t  modes. F igu re  7 i l l u s t r a t e s  the  c a d e n t i a l  

p o s s i b i l i t i e s  f o r  th e  Dorian mode.

L
Kaufmann, H. W., The L ife  and Works of N ico la  

V icen tin o . pp . 77-78.
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Although each of the  melodic p a t t e r n s  in  F igure 7 

i s  d e s ig n a te d  f o r  a s p e c i f i c  v o ic e - p a r t ,  V icen tino  s t a t e s  

th a t  i t  i s  p o s s ib le  f o r  a given p a r t  to  borrow th e  cadence 

(m elodic form ula) of a n o th e r .  The soprano p a t t e r n  f r e 

q u e n t ly  approaches the  f i n a l  p i t c h  by means o f an ascending  

minor second. As a r e s u l t  of t h i s  i n t e r v a l l i c  r e l a t i o n s h i p ,  

musica f i c t a  appears q u i te  o f te n  in  th e  melodic cadence.

In c o n t r a s t  to  the  many re p e a te d  and stepw ise  p a t t e r n s  i n  

the upper  p a r t s ,  a c o n s is te n t  usage of leap s  ( p e r f e c t  fo u r th s  

and f i f t h s )  i s  found in  the  bass..

In V icen tino*s  m a d rig a ls ,  m elodic cadences g e n e ra l ly  

have th e  fo l lo w in g  c h a r a c t e r i s t i c s : '

1 . A p r e s c r ib e d  m elodic p a t t e r n

2 . Longer no te  value f o r  th e  l a s t  p i t c h

3. F re q u e n tly  fo llow ed by a r e s t

Iq. An u n s t r e s s e d  p o in t  of r e p o s e .

Example 97 i l l u s t r a t e s  the  f re q u e n t  occurrence of 

melodic cadences t y p i c a l  of V icen tino*s s t y l e .  Because o f  

the  independence of each v o ic e ,  the cadences which conclude 

i d e n t i c a l  ph rases  of t e x t  occur in  d i f f e r e n t  measures or on 

d i f f e r e n t  b e a ts  of th e  same m easure. In Example 97» the  basa  

cadence occurs in  measure whereas the f i r s t - t e n o r  and 

soprano cadences occur in  measure Sb on the  f i r s t  and t h i r d  

b e a ts  r e s p e c t iv e ly .
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Example 97 • Book V, M adrigal 6, p .  277* m. 53-5k

Melodic cadences are found In  a v a r i e ty  of t e x t u r a l  

s e t t i n g s ,  th e re b y  p ro v id in g  vary ing  degrees of s t r e s s ,  de

pending on the  number of vo ices  cadencing to g e th e r .  In 

Example 98, the  sim ultaneous c a d e n t ia l  p a t t e r n s  in  the o u te r  

v o ic es  produce a g r e a t e r  emphasis on repose than  in Example 97*
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Example 98 . Book I ,  M adrigal 1, p . 3t 8-10

An im portan t and h ig h ly  p e r s o n a l  t r a i t  in  V ic e n t in o 1® 

m ad rig a ls  i s  h i s  d e v ia t io n  from th e  p r e s c r ib e d  c lo s in g  of 

the  m elodic cad en ces . This unusua l t re a tm e n t i s  d isc u sse d  

in  th e  t h e o r i s t ’ s t r e a t i s e  as  a '’'cadence which avoids i t s
n

c o n c lu s io n .”1' According to  Z a r l in o ,  a contem porary of 

V ic e n t in o ’ s ,  t h i s  avoided cadence i s  used to  d e la y  th e  p o in t  

of repose f o r  a more s u i t a b le  p la ce  in  the  t e x t ;  Z a r l in o

7 I b i d . .  p .  3 3 8 .
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m entions th e  avoided cadence in  h i s  p r in c ip a l  work, Le 

I s t i t u z i o n i  Armonlche:

• • . and when he (m usic ian) has  in v en ted  a 
passage such as might be a p p ro p r ia te  f o r  a cadence , 
i f  i t  i s  n o t a t  the  moment to  h i s  pu rpose , he w i l l  
r e se rv e  i t  f o r  some o th e r  more s u i t a b le  p la c e .
This he w i l l  do i f  th e  c la u se  o r  p e r io d  in  th e  words 
o r  speech has n o t come to  an end .

An avoided cadence found in  Book I  i s  shown in  

Example 99 . The e^ o f  th e  m elodic c a d e n t i a l  p a t t e r n  in  

the  a l t o  p a r t  (m. ip9) o r d i n a r i l y  p ro g re s se s  to  and con

c lu d es  on f ^ .  However, V icen tin o  d e l i b e r a t e l y  postpones
1 1the  end ing  of t h i s  phrase  by p ro g re s s in g  from e to  g , 

and th e n  concludes on f ^  i n  measure 50. Although in  

Example 99 , the a n t i c i p a t e d  p h rase -en d in g  on f"** i s  f i n a l l y  

f u l f i l l e d ,  t h i s  i s  no t always c h a r a c t e r i s t i c  of th e  avoided 

cadence ..

^S trunk , O liv e r ,  Source Readings in  Music H is to ry .,
p . 2I4.7•
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Example 99. Book I ,  M adrigal 15, p .  163, m. 14-9-50

The avoided cadence i s  found In  Book V in  e s s e n t i a l l y  

the  same s e t t i n g s ,  b u t i s  f a r  l e s s  common than  in  Book I ,

Converging cadences . In s p i t e  of V icen tino*s  melodic 

concept of cadences, th e re  are p h ra se -e n d in g s  throughout the 

m ad rig a ls  t h a t  have a converging  of the  m elodic cadences, 

th u s  p roducing  sim ultaneous c lo se s  w i th  d e f i n i t e  harmonic 

im p l ic a t io n s .

M e r r i t t ,  in  h i s  d i s c u s s io n  of in te rm e d ia te  ( i n t e r i o r )  

cadences in  s ix te e n th - c e n tu r y  m usic, confirm s the  ex is ten ce
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of cadences from th e  harmonic v iew poin t:

f

• • • in te rm e d ia te  cadences are  not r a r e .  A l
though the  vo ices  may n o t a l l  come to  a dead s to p ,  as 
th e y  in e v i t a b ly  do in  f i n a l  cadences , a sense of c a 
dence i s  n e v e r th e le s s  e v id e n t ;  and of co u rse ,  th e re  
are tim es when a l l  of them a c t u a l l y  do cadence t o 
g e th e r .^

The term  converging cadence w i l l  be used in  the fo llo w in g  

paragraphs to  in d ic a te  the  type of ph rase -end ing  which h a s  

th re e  or more m elodic c a d e n t i a l  p a t t e r n s  coming to g e th e r  in  

a s im ultaneous c lo s e .

The converging cadence n a t u r a l l y  c r e a te s  a g r e a t e r  

sense of repose than  the  independent melodic cadence; how

e v e r ,  th e se  cadences are  g e n e r a l ly  l e s s  f re q u en t and le s s  

p o s i t i v e l y  s t a t e d  than  in  music of l a t e r  harmonic p e r io d s  

Since th e y  do no t d e l in e a te  one phrase from ano ther  in  a 

d i s t i n c t  manner, the f low ing  c h a ra c te r  of the polyphony i s  

n o t i n t e r r u p te d —which was V ic e n t in o ’ s expressed  d e s i r e . ^  

According to  M e r r i t t ’ s f in d in g s ,  t h i s  tendency to  progress: 

s t e a d i ly  th roughout a com position w ithou t s topp ing  i s  t r u e

^ M e rr i t t*  A rthu r  T illm an, S ix teen th -C en tu ry  Polyphony,
P. 91+.

10I b id . ,  p .  91+.

•^Kaufmann,. 0£ ,  c i t . ,  p . 78.
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of s ix t e e n th - c e n tu r y  m usic in  g e n e ra l :

when cadences are  formed in  the  cou rse  
of th e  p iece  th e y  a re  u s u a l ly  u n o b tru s iv e ; o f te n  
the  p h ra se s  o f  th e  in d iv id u a l  l i n e s  overlap  so t h a t  
th e  s e c t io n s  a re  n o t com plete ly  severed  one from 
another®.12

Converging cadences g e n e ra l ly  have the  fo l lo w in g  

c h a r a c t e r i s t i c s  i n  most o r  a l l  p a r ts ."

1 . A p r e s c r ib e d  m elodic p a t t e r n

2 . Predominant rhythm ic agreement

3 . R ests between p h ra s e s .

In a d d i t io n ,  the  s im u ltan eo u s  s e t t i n g  of th e  m elodic p a t 

t e r n s  r e s u l t s  in  a p r e s c r ib e d  chord su c cess io n  which f u r 

t h e r  le a d s  to  v e r i f i c a t i o n  o f  a t o n a l  c e n te r .

The " i d e a l ” converg ing  cadence occurs a t  a l l  tim es 

a t  th e  c lo se  of the  f i r s t  s e c t io n  of tw o -p ar t m a d r ig a ls ,  

as i l l u s t r a t e d  in  Example 100. V icen tino  p la c e s  the  

soprano melodic cadence in  th e  f i r s t  te n o r  p a r t ;  th e  

JLp-3 suspension  i s  very  t y p i c a l  of th e  converging cadences 

u t i l i z i n g  t h i s  m elodic p a t t e r n .  Although r e s t s  do n o t occur

between p h ra s e s ,  the  r e l e a s e  of a l l  p a r t s  a f t e r  the  fe rm a ta

c l e a r l y  d e l in e a te s  th e  conc lud ing  phrase  of the f i r s t  s e c t io n  

from th e  opening ph rase  of the  second s e c t io n .

12M e r r i t t ,  0£ .  c i t .« p .
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Example 100» Book I ,  M adrigal 7* P* 75> 61-63

The d e s c r ip t io n s  of th e  converging  cadence and th e  

m elodic cadence fo rm u la te  two d iv e rse  c a d e n t ia l  types;; how

ever V ic e n t in o ’ s m a d rig a ls  show m u l t i - c a d e n t i a l  types o ccu r

r in g  between th e s e  e x t r e m i t i e s .  Example 101 shows a n o th e r  

converging cadence which e x h i b i t s  g r e a t e r  l i c e n s e  in  th e  

o b se rv a tio n  of the  g e n e ra l  c h a r a c t e r i s t i c s  enumerated p r e 

v io u s ly .  A lthough th re e  v o ic e s  converge in  measure 6 , th e  

a l t o  and f i r s t - t e n o r  p a r t s  do n o t conclude p r e c i s e l y  w i th  

the  o th e r  p a r t s ;  m oreover, th e  en tran ce  of th e  se co n d - ten o r
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p a r t  o v e r la p s  w ith  the  f i n a l  no te  of the  o th e r  p a r t s - - t h u s  

m inim izing the  degree of d e l in e a t io n  between th e  p h ra s e s .
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Example 101. Book I ,  M adrigal 6, p .  52, m. 5-7

Although V icen tin o  does not d is c u s s  th e  harmonic 

underp inn ings  o f  cadences, s p e c i f i c  chord su c c e s s io n s  do 

r e c u r  i n  the  converging c a d e n c e s . ^  Table 16 c l a s s i f i e s  

the  v a r io u s  ty p es  of r o o t  r e l a t i o n s h i p s  which a re  found in  

converging cadences in  b o th  Books I  and V. The s t a t i s t i c s

^3I f  th e  m elodic p a t t e r n s  f o r  each v o ic e - p a r t  a re  ad
he red  to  i n  the  cadences of th e  Dorian mode (F ig u re  7# P. 1).|J[.), 
a converging  s e t t i n g  w i l l  produce i d e n t i c a l  chord su c c e ss io n s  
r e g a rd le s s  of the  exchange of melodic p a t t e r n s  w i th in  the 
vo ice  p a r t s .
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in  Table 16 are  based on a s tudy  of the  ro o t  r e l a t i o n s h i p s  

between the pen u lt im a te  and f i n a l  chords of th e s e  i n t e r i o r  

cadences. The f i n a l  cadences in  P a r t  I  of the  tw o -p a r t  

m adriga ls  are  inc luded  in  t h i s  ta b u la t io n *

TABLE 16. CLASSIFICATION AND NUMBER OF ROOT RELATIONSHIPS 
IN CONVERGING CADENCES OF ALL MADRIGALS IN BOOKS I  AND V

Root r e l a 
Number of Occurrences

t io n s h ip
Book I Book V T o ta l

A-::-lf. or D*£ 17 28

A5 or Dip 5 9 1k
D2 3 3

A2 2 2

D3 2 2

T o ta ls 22 Mi- 66

*A = Ascending, D = Descending

The e a r l y  m adriga ls  u t i l i z e  only the  ascend ing  f i f t h -  

descending f o u r th  (p la g a l)  and ascending  fo u r th -d e sc e n d in g  

f i f t h  ( a u th e n t ic )  ro o t  r e l a t i o n s h i p s ,  whereas the  l a t e  m adri

g a ls  have a g r e a t e r  v a r i e ty .  N e v e r th e le s s ,  the p la g a l  and 

a u th e n t ic  r e l a t i o n s h i p s  s t i l l  p r e v a i l  in  Book V;. f a v o r i t i s m  

f o r  the l a t t e r  I s  e v id en t s ince  77$ of th e  e a r l y  and 63$ of 

the  l a t e  cadences use t h i s  roo t r e l a t i o n s h i p .
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The sp a rse  Recurrence (0 -2  p e r  m adriga l)  of con

verg ing  cadences i n  V icen tin o * s  e a r l y  s ty l e  c r e a t e s  a con

s ta n t  m otion of m u s ica l  a c t i v i t y  which a t  tim es co n tin u es  

f o r  as  long as 61 m easures b e fo re  a s u b s t a n t i a l  p o in t  o f  

repose i s  made. Only 10$ of th e  converging  cadences in  

Book I  fo l lo w  each o th e r  w i th in  a span of Ij. to  10 m easures; 

app rox im ate ly  £0$ are  over 30 m easures a p a r t .

In Book V each m ad rig a l has  from 2 t o  5 converging 

cadences . (M adrigal 9 i s  an e x c e p t io n ;  u n lik e  any o th e r  

e x ta n t  m adriga l by V ice n tin o ,  i t  has 9 converging  cadences.) 

Although a t  tim es th e  span between th e se  cadences ( in c lu d in g  

the  f i n a l  cadences) encompasses 2 to  m easures, ap p ro x i

m ate ly  5 0 $ of th e  cadences occur w i th in  a span of 10 mea

s u re s .  Not only  do a l l  the l a t e  m a d rig a ls  in c lu d e  con

verg ing  cadences , b u t th e  m a jo r i ty  has a t  l e a s t  th re e  

cadences p e r  m ad rig a l  in  com parison w ith  one p e r  m adriga l 

in  the  e a r l y  s t y l e .  A f a c t o r  which has a d i r e c t  in f lu e n c e  

on th e  in c re a s e  of converg ing  cadences in  V icen tino*s  l a t e  

s ty l e  i s  th e  l e n g th i e r  and more f re q u e n t  usage of ch o rd a l  

t e x t u r e .

F in a l  cad en ces . Obviously, th e  only c o n s i s te n t  use 

of c o n c lu s iv e  cadences in  the  m ad rig a ls  i s  found a t  th e  end 

of P a r t  I  o r  I I .  Table 17 i l l u s t r a t e s  the  ty p e s  of f i n a l  

cadences found in  bo th  books; th e y  have been ana lyzed  ac 

co rd in g  to  th e  r o o t  r e l a t i o n s h i p  between th e  f i n a l  two 

chords*
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TABLE 17. CLASSIFICATION AND NUMBER OF FINAL CADENCES IN 
THE MADRIGALS

Type of 
cadence

Number of Cadences

Book I  Book V T o ta ls

P e r fe c t
Authent ic

CO 12

Im perfect
A u th en tic $ 3 8

P la g a l 8

A l l  a u th e n t ic  cadences , fa v o re d  in  bo th  books, use 

th e  i|.-3 su sp e n s io n . With th e  e x c e p tio n  of M adrigal 1|,

Book I ,  which h as  an avo ided-cadence m elodic p a t t e r n  and a 

minor dom inant, a l l  a u th e n t i c  cadences have a major dominant* 

A ll  m ad rig a ls  except tw o ^ - conclude w ith  a major chord*

T o n a l i ty

In  V ic e n t in o ^  e a r l y  m a d rig a ls  th e re  are ph rases  and 

s e c t io n s  which have a r e c u r r in g  c e n te r  of t o n a l i t y ;  on th e  

o th e r  hand, some have a c o n s ta n t  s h i f t i n g  o f  the  to n a l  

c e n te r .  A change in  t o n a l i t y  i s  n o t  always v e r i f i e d  by a 

converg ing  o r  melodic cadence, but i s  im plied  by the melodic

^•M adriga l 2 , Book V, concludes on an o p e n - f i f th  
s o n o r i ty ;  M adrigal 7> Book V ends on a minor chord .
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and harmonic o rg a n iz a t io n  of the  m usic . In many c a s e s ,  the  

s h i f t i n g  of the  to n ic  w ith o u t c a d e n t i a l  support produces an 

i n s t a b i l i t y  of t o n a l i t y .  The th ree  im portan t f a c t o r s  which 

c o n t r ib u te  to  t h i s  i n s t a b i l i t y  and s h i f t i n g  t o n a l i t y  a re :

1. Muslca f i c t a

2 . S c a rc i ty  o f  converging  cadences

3 . Avoided cadences .

In Example 102 musica f i c t a  c r e a te s  momentary i n s t a 

b i l i t y  in  m easures 5 and 6 , The t o n a l i t y  of the opening 

s e c t io n  i s  F; th e  modal b a s i s  f o r  th e  m adriga l i s  Mixo- 

ly d ia n  on F. However, th e  bl( and f#^  in  measure 5 as w e l l  

as th e  blj-1- in  measure 6 , c o n t r a d ic t  th e  modal b a s i s .  

Furtherm ore , t h i s  am biguity  of t o n a l i t y  i s  no t fo llow ed  by 

a d e c is iv e  cadence on F . In s te a d ,  the  m elodic cadence on 

F in  the  soprano p a r t  (m. 8) has th e  harmonic background of 

what i s  now c a l l e d  a d ec ep tiv e  cadence*.
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S h i f t in g  t o n a l i t i e s  are  i l l u s t r a t e d  in  Example 103, 

A lthough m elodic cadences of th e  in d iv id u a l  p a r t s  occur in  

p r a c t i c a l l y  eve r  m easure, they  do n o t p rov ide  a s u b s t a n t i a l  

v e r i f i c a t i o n  of a to n ic  by means of a pause in  m u s ic a l  

a c t i v i t y .  The modal b a s i s  of M adrigal 13 i s  A eo lian  on A. 

The bass p a r t  in  measure 16 has a m elodic cadence on F, 

whereas in  measure 19, a to n a l  c e n te r  of B13 i s  e s ta b l i s h e d *  

This change of t o n a l i t y  w i th in  a r e l a t i v e l y  s h o r t  s e c t io n  

i s  q u i te  c h a r a c t e r i s t i c  of the  madrigals*.
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The avoided cadence, as shown in  Example 10b# e s 

ta b lis h e s  a n tic ip a tio n  of an P to n ic  in  measure 55 • In

stead  of having a m elodic con clusion  from e^ to  f^  in  the 

second-tenor .part, V icentino continues a fte r  the leap to  

'’a'*1 and im plies a momentary to n a li ty  o f D in  measure 57* 

The fa ls e  im pression of a to n ic , so c h a r a c te r is t ic  of the 

avoided cadence, p la ces  undue emphasis on a tone which i s  

n o t—or which i s  no lon ger—the center of t o n a l i ty .
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Example 10b. Book I ,  Madrigal 11, p . 120, m. 55-57
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Opening and c lo s in g  t o n a l i t i e s . The opening and 

c lo s in g  t o n a l i t i e s  of th e  m ad rig a ls  are  shown in  Table 18.

TABLE 18. CLASSIFICATION AND NUMBER OF OPENING AND CLOSING 
TONALITY RELATIONSHIPS IN THE MADRIGALS

Type of
Number of R e la t io n sh ip s

r e l a t io n s h i p
Book I Book V T o ta ls

Tonic to  to n ic 7 12

Subdominant 
to  to n ic

6 3 9

Dominant to  to n ic 2 2 k
Subtonic to  to n ic 2 1 3

Only lj.3# of the  m a d rig a ls  have t o n a l i t y  r e l a t i o n s h i p s  

of to n ic  to  t o n ic .  Furtherm ore , th e re  i s  no in d i c a t io n  of 

a t r e n d  toward t h i s  type of r e l a t i o n s h i p  in  th e  l a t e  m adri

g a ls  s ince  the  l a s t  fo u r  m ad rig a ls  make use of o th e r  r e l a 

t i o n s h ip s .  Another common r e l a t i o n s h i p  i s  the  subdominant to  

to n i c .

The t o n a l i t y  scheme of m a d r ig a ls .  A study  o f the 

t o n a l i t y  scheme w ith in  a com position  i s  based on th e  opening 

and c lo s in g  t o n a l i t i e s  as w e ll  as  th o se  e s t a b l i s h e d  by con

v erg ing  cadences. The d a ta  from t h i s  s tu d y  appear in  Table 19.
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TABLE 19. THE TONALITY SCHEMES OF THE MADRIGALS

Madrigal 
number

Modal B as is
T o n a l i t i e s

Opening I n t e r i o r C losing

Book I

1
2
3

$

6
7
8
9
10

11 
12 
13 
1k
15

16 
17

Book V

1
2
3

ks
6
7
8
9

10 
11

M ixolydian
M ixolydian
M ixolydian
M ixolydian
M ixolydian

Ion ian
Io n ian
Io n ian
Ion ian
Ion ian

M ixolydian
Dorian
A oelien
Phrygian
Phrygian

Phrygian
Phrygian

Dorian
Dorian
Dorian
M ixolydian
M ixolydian

M ixolydian
Dorian
D orian
Phrygian

Phrygian
M ixolydian

C
G
G
G
C

F
PtB
F
C

C
G
E
D
G

D
D

G
D
G
G
G

C
G
A
A

G
F

G
G, C 
G, C 
D

C, G, F 
F, C, C
C, F 
G
C

D
D, C 
A

D
A

A, C, D, G 
D, C, A, G 
D, G
C, C
D, C, G

G, Gf Dt C
C, G, G, D, C 
G, E, 0 h 
A, G, C, E, E°,
D, B, A, A, E 
G, G
D, C, C

G
G
G
G
G

F
F
F
F
F

G
G
A:
E
A

A
A.

G
G
G
G
G

G
G
D

E
A
C
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Mo s-b of th e  r e l a t i o n s h i p s  between th e  t o n a l i t i e s  o f  

th e  i n t e r i o r  converg ing  cadences and the c lo s in g  t o n a l i t i e s  

of th e  m a d rig a ls  in  Book I  a re  t o n i c ,  subdominant, o r  

dom inant. A s u p e r to n ic  r e l a t i o n s h i p  occurs in  M adrigals 6 

and 9 , whereas a m ediant r e l a t i o n s h i p  i s  found in  M adrigal 15. 

In Book V, th e  t o n i c ,  subdominant, and dominant a re  aga in  

f a v o re d .  U n l ik e  Book I ,  a l l  th e  o th e r  d ia to n ic  r e l a t i o n 

sh ip s  can a l s o  be found in  th e  l a t e  m a d rig a ls ,  A most un

u s u a l  r e l a t i o n s h i p  i s  th e  t o n a l i t y  of Eb in  M adrigal 9 

which i s  in  the  P hryg ian  mode on E .
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Dissonance R e su l t in g  from the  Use of Non-Chord Tone®

Five m a d rig a ls  from each hook were s tu d ie d  in  o rd e r  

to  determ ine th e  type  of non-chord  to n es  employed, and th e  

f req u en cy  of each ty p e .  The r e s u l t s  of t h i s  study are 

found in  Table 20.

TABLE 20 . CLASSIFICATION AND NUMBER OF NON-CHORD TONES IN 
TEN MADRIGALS

Type of non
Number of Non-Chord Tones

chord tone
Book I Book V Totals

P ass ing
tones 182 19 201

Suspensions 12k 61 185

N eighboring
tones 59 37 96

A n t ic ip a t io n k k

T o ta ls 369 117 1+86

The f i r s t  th r e e  c a te g o r ie s  in  Table 20 are  the  mo3t  

commonly employed non-chord  to n e s ;  the  a n t i c ip a t io n  i s  very  

r a r e  in  Book I .  The o rd e r  of p re fe re n c e  of th e se  non-chord 

to n es  in  the  e a r l y  m a d r ig a ls—p a s s in g  to n e ,  suspension , 

n e ig h b o rin g  to n e —i s  changed in  the  l a t e  m ad rig a ls  to  su s 

p en s io n , n e ig h b o rin g  to n e ,  p ass in g  to n e .  Although Table 20
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shows t h a t  th e re  i s  a s u b s t a n t i a l  dec rease  of non-chord  

tones in  th e  l a t e  m a d r ig a ls ,  a more p r e c i s e  r e p r e s e n ta t io n  

can be had by computing th e  average number o f non-chord  

tones p e r  m easure. Book I  shows .89 non-chord  tones p e r  

measure whereas Book V has »3bt hence r e s u l t i n g  in  a 62$ 

d ecrease  in  th e  la te - r a a d r ig a l  s t y l e .  This n o ta b le  red u c

t io n  i s  due in  p a r t  to  the  g r e a t e r  use o f  n o te - a g a in s t -n o te  

s ty l e  and r e p e a te d -n o te  p a t t e r n s .

The non-chord tones  have been analyzed  in  re g a rd  to  

t h e i r  melodic s t r u c t u r e  as w e ll  as t h e i r  r e l a t i o n s h i p  to  the 

v e r t i c a l  o r g a n iz a t io n .  G e n e ra l ly ,  non-chord tones c r e a te  a 

d issonance w ith  the  chords in  which th ey  ap p ear ; however, 

i t  i s  q u i te  f e a s ib l e  to  have a non-chord  tone which c re a te s  

a consonant r e l a t i o n s h i p .  In  V icen tino*s m usic, p ass in g  

tones occur o c c a s io n a l ly  as consonant non-chord to n e s .

Passing  to n e s . P ass in g  to n e s ,  the  most f re q u e n t  of 

a l l  non-chord tones in  Book I ,  in v a r ia b ly  occur in  e ig h th -  

note p a t t e r n s  as i n  Example 105. Ascending and descending 

v a r i e t i e s  a re  found in  b o th  books. Note the occurrence  of 

a consonant non-chord  tone in  the a l t o  p a r t  (measure 2 5 ) ;  

a l l  the o th e r  p a ss in g  tones  c r e a te  d is so n a n c e .
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Example 105. Book I ,  M adrigal 7# P* 70, m, 2£-26

The d r a s t i c  c u r ta i lm e n t  of p a ss in g  to n e s  in  Book V 

(from  182 in  Book I  to  19 in  Book V) cannot be accounted  f o r  

by a r e d u c t io n  in  e ig h th -n o te  p a t t e r n s .  I t  i s  pe rhaps  u se 

f u l  to  r e c a l l  t h a t  i n  Chapter V on L inea r  C o n s tru c t io n ,  the 

e ig h th  no te  was found in  alm ost 22$ of th e  m ad rig a ls  in  

Book V as compared w ith  12.£$ in  Book I . 1^ The e ig h th  notes: 

in  the  l a t e  m ad rig a ls  serve in  su sp e n s io n s ,  syncopated-and 

r e p e a te d -n o te  p a t t e r n s ;  th e se  p a t t e r n s  len d  them selves more 

r e a d i ly  to  ch o rd a l te x tu re  th a n  do th e  more independent

^ S e e  pp . 109-110.
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p a s s in g - to n e  p a s s a g e s .

N eighboring  to n e s . A l l  of the  96 ne ighboring  to n es  

in  th e  m a d rig a ls  a re  the  low er-ne ighbor ty p e .  E ig h ty -sev en  

are  connected  w i th  the  suspension  f ig u re

w ith  th e  second s ix t e e n th  n o te  be ing  th e  low er-ne ighbor tone. 

The rem ain ing  n in e  to n es  a re  found in  e ig h th -n o te  p a t t e r n s .  

Example 106 shows a t y p i c a l  usage of t h i s  non-chord  to n e .

§*

i
ntjtf'' le .------

u  \ - . r = E

i
n ; . . . . n

ie-grijQ. elt'm - ^

Example 106, Book V, M adrigal 10., y , 320, m, 72

S u sp en s io n s , Although suspensions are  th e  p r e v a i l in g  

ty p e  of non-chord  to n e s  in  Book V, th e y  are  used a g re a t
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d e a l  in  b o th  books. Four rhythm ic p a t t e r n s  are c o n s i s t 

e n t l y  used f o r  th e  su spens ion  f i g u r e :

1. J J79 
J o' J2.

3 . n n
k . i n
The f i r s t  rhythm ic p a t t e r n  i s  ou ts tan d in g  and is- 

c h a r a c t e r i s t i c  of the  su spension  f ig u r e  a t  cadences.

Table 21 c a te g o r iz e s  the  suspensions l i s t e d  in  

Table 20*

TABLE 21. CLASSIFICATION AND NUMBER OF SUSPENSIONS IN TEN 
MADRIGALS

Suspension
Number of Suspensions

type
Book I Book V T o ta l

V-3- 97 kb li|.3

7-6 10 10 - 20

2-3 7 5 12

6-5 6 0 6

9-8 3 0 3

1 0 1

In sp ite  o f the seem ingly numerous su sp en sion -types, 

the 1̂ .-3 accounts fo r  77# of the t o ta l  number. They are 

q u ite  o ften  found at ca d en tia l points*'
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D issonance . O s te n s ib ly  c o n t ra ry  to  the f i g u r e s  in  

Table 20, in  which we f i n d  the  m a jo r i ty  of non-chord  to n e s  

to  be in  Book I r a sonorous v a r i e t y  does n o t abound i n  the  

e a r l y  m a d r ig a ls ,  bu t i s  more p ro fu se  in  the  l a t e r  s t y l e .  

Much of t h i s  v a r i e t y  in  Book V i s  n o t a t t r i b u t a b l e  to  non

chord to n e s ,  bu t to  chrom atic ism .

The d issonance in  the  e a r l y  m ad rig a ls  i s  c h i e f ly  of 

an "o rd in a ry "  v a r i e t y ,  when compared w ith  th a t  in  Book V. 

E ig h th -n o te  p a ss in g  tone p assag es  produce some d is c o rd a n t  

seven ths and n in th ,  bu t b e in g  on weak b e a t s ,  th e y  are  n o t 

o u ts ta n d in g  d is s o n a n c e s .  L ikew ise , n e ig h b o rin g  to n e s  do 

n o t c r e a te  emphatic inharmonious sounds s ince th e y  a re  on 

weak b e a ts  and a re  of such sh o r t  d u ra t io n .

Since suspensions are  on s tro n g  b e a t s ,  th e y  are the  

most n o t ic e a b le  d is s o n a n c e s .  We are a u r a l ly  accustomed to  

the  d issonance  in  th e  p ro p e r ly - r e s o lv e d  suspension , but 

V ic e n t in o ’ s i n d i v i d u a l i s t i c  t r e a tm e n t  of some su spens ions  

i s  q u i te  e x t r a o rd in a ry  as shown in  Example 107. In the  so

prano p a r t ,  th e  note  of r e s o lu t io n  (P) i s  sounded s im u l

ta n e o u s ly  w i th  the  suspended no te  (G-) in  the  f i r s t  t e n o r ,  

th u s  c r e a t in g  an a d d i t io n a l  d is so n an ce .
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In  Example 108, a change of harmony occurs  s im u l

ta n e o u s ly  w ith  the  r e s o l u t i o n  of the  suspended n o te .  The 

bass  c r e a te s  a 4 - 3  su sp en s io n  w ith  the f i r s t  te n o r  p a r t ;  as 

the b ass  suspension  r e s o lv e s ,  the  a l t o  e n te r s  on c^, e f f e c t i n g  

a change in  the harmony of th e  f o u r th  b e a t .
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Example 108. Book I ,  M adrigal 1}., p .  3£, m. 30

Examples of d issonance  in  Book I  o th e r  th an  th o se  

r e s u l t i n g  from non-chord  to n es  are extrem ely  r a r e .  The 

d im in ished  and augmented chords a re  used s p a r in g ly ,  as a re  

dom inan t-seven th  chords and c r o s s - r e l a t i o n ;  however, the  

spasmodic sp la sh in g  of d issonance th roughout Book I  g ives  

some in k l in g  of the m a n ife s t  d issonance ex em plif ied  in  

V icen tino*s  mature s t y l e .  His ex trem ely  chrom atic  w r i t in g  

in  Book V r e s u l t s  in  much c r o s s - r e l a t i o n ,  i r r e g u l a r  ro o t  

movement, and unusua l m elodic d isso n an ce . These are  in v e s 

t i g a t e d  in  C hapter VII on Chromaticism.
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Summarizing S tatem ents

1 . The harmony o f  s ix te e n th -c e n tu ry  polyphony cannot 

be cons idered  an in a d v e r te n t  r e s u l t  of the in d iv id u a l  l i n e s ,  

b u t an im portan t component of the o v e r a l l  com position .

2 .  V icen tino  uses a la rg e  v a r i e ty  of s o n o r i ty  types 

on s tro n g  b e a t s ,  vary ing  the  number, sp ac in g , doubling of 

v o ic e s ,  and types  of consonant and d is s o n a n t  i n t e r v a l s .

3o Major and minor t r i a d s  occur most f r e q u e n t ly  in  

the  m ad rig a ls ;  d im in ished  t r i a d s  appear in f r e q u e n t ly ;  aug

mented t r i a d s  are r a r e .

I4.. The s c a le  b a s is  of a m adrigal in f lu e n c e s  the  

types o f  t r i a d s  used in  Book I :  a major sca le  b a s is  w i l l  

r e s u l t  in  a m a jo r i ty  o f  major t r i a d s .  In  Book V, no c o r r e 

l a t i o n  e x i s t s .

5 .  Root p o s i t io n  t r i a d s  dominate in  the m a d rig a ls ;  

only 6% o f  the t r i a d s  a re  in  f i r s t  in v e rs io n ,  while second 

in v e rs io n  i s  r a r e 0

6 . V icen tin o  commonly employs doublings o f  the ro o t  

and the f i f t h  i n  r o o t - p o s i t i o n  and f i r s t - i n v e r s i o n  ch o rd s ,  

b u t  he has a p r e d i l e c t i o n  f o r  doubling the t h i r d  o f  the 

l a t t e r .

7 . In  reg ard  to  harmonic rhythm, the favored  dura

t io n  of a g iven  harmony in  the m adriga ls  i s  two b e a ts ;  nex t 

most f re q u e n t  i s  the  o n e -b ea t d u r a t io n .

8 . The o rd e r -o f -p re fe re n c e  in  reg a rd  to  r o o t  r e l a 

t io n s h ip s  i s  f i f t h ,  t h i r d ,  and second.
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9 ,  V icen tin o * s  co m p ara tiv e ly  a f f l u e n t  use of th e  

t h i r d  r e l a t i o n s h i p —21$ as compared w ith  13$ in  the  Bach 

s t y l e —accoun ts  f o r  some of h i s  r a t h e r  s u r p r i s in g  harmonic 

p r o g re s s io n s •

10, V icen tino*s  concept of th e  te rm  “'cadence” i s  no t 

harm onic; he d e sc r ib e d  cadence as the  m elodic p a t t e r n  of 

one v o ic e  which i s  used to  end a p h ra s e .  He employed s p e c i 

f i c  m elodic fo rm ulas  f o r  each v o i c e - p a r t ,

11, The avoided cadence, which d e v ia te s  from th e  p r e 

s c r ib e d  c a d e n t i a l  c lo s in g ,  i s  an im portan t co m p o s it io n a l as

p ec t  o f  the  composer*s s t y l e ,

12, There a re  p h ra se -e n d in g s  th roughou t the  m a d rig a ls  

t h a t  have a converg ing  o f  m elod ic  cadences , th u s  producing 

s im ultaneous c lo s e s  w ith  d e f i n i t e  harmonic im p lica t io n s#

13, These converging  cadences do n o t  g e n e ra l ly  p ro 

vide any p h r a s e - s e p a ra t io n  because th e  r e s o lu t io n  i s  e i t h e r  

avoided o r  obscured  by o v er lap p in g  v o ic e s .  A l i t t l e  more 

p h r a s e - s e p a ra t io n  i s  found i n  Book V,

11+., Both m ad rig a l books favoir th e  a u t h e n t i c ' and ’ 

p l a g a l  ro o t  r e l a t i o n s h i p s  in  th e  i n t e r i o r  converging  ca

dences , b u t th e  l a t e  m a d rig a ls  do have a g r e a t e r  v a r i e ty  of 

c a d e n t i a l  ty p e s ,

15 • Although p la g a l cadence?'are if a ir ly  eommon, 

the m ajority  o f f in a l  cadences are au th en tic  and u t i l i z e  the  

I4.-3 suspension ,

16, Some of th e  e a r l y  m ad rig a ls  have a r e c u r r in g
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c e n te r  of t o n a l i t y ,  b u t  some have a c o n s ta n t  s h i f t i n g  o f  th e  

to n a l  c e n te r .

17. C o n tr ib u t in g  to  the i n s t a b i l i t y  o f  t o n a l i t y  and 

s h i f t i n g  t o n a l i t y  are  th r e e  main f a c t o r s :  musica f i c t a , 

avoided cadences, and a s c a r c i t y  o f  converging cad en ces .

18. In  o rd e r  o f  p r e f e r e n c e ,  opening and c lo s in g  t o 

n a l i t y  r e l a t i o n s h i p s  a re  to n ic  to  t o n ic ,  subdominant to  to n i c ,  

dominant to  t o n i c ,  and su b to n ic  to  t o n i c .

19. Most of th e  r e l a t i o n s h i p s  between the i n t e r i o r -  

cadence t o n a l i t y  and the c lo s in g  t o n a l i t y  are  t o n i c ,  sub

dom inant, or dom inant. However, a l l  the o th e r  d i a to n ic  

r e l a t i o n s h i p s  can be found in  Book V.

20 . P assing  to n e s ,  su sp e n s io n s ,  and n e ig h b o rin g  

to n e s—l i s t e d  in  o rd e r  of f re q u en cy —are  the most f r e q u e n t ly  

found non-chord  to n e s ;  Book V has few er non-chord to n e s .
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CHAPTER V II 

MUSIC OTHER THAN THE FIVE-PART MADRIGALS

The a n a ly s i s  of V icen tin o * s  music o th e r  than  the  f i v e -  

p a r t  m adriga ls  i s  based  on s ix  rem aining e x ta n t  compositions*

1* A seven-vo ice  m adriga l from Book I

2 . A f iv e -v o ic e ,  m ad rig a l based on a sacred
t e x t ,  a l s o  from Book I

3 . An in s t ru m e n ta l  canzona from Book V

1|., A th r e e -v o ic e  m a d rig a l

5 .  A s ix -v o ic e  m adriga l

6 . A s ix -v o ic e  m o te t .

The l a s t  th r e e  com positions l i s t e d  are se p a ra te  un

p u b lish ed  p ie c e s  in  m anuscrip t form and a re  no t inc luded  in  

the  m adriga l books.

A Seven-Voice M adrigal from Book I  
Amor eoco ch io  moro

The o u ts ta n d in g  un iqueness  of V icen tino*s only seven- 

voice com position  l i e s  in  the  m usica l s e t t i n g  of the d ia lo g u e -  

form . In re g a rd  to  V icen tin o * s  trea tm en t of t h i s  te c h n iq u e ,  

Kaufmann s t a t e s :

. . .  i t  i s  w orthy of n o te  th a t  V icentino*s ex
ample of d ia lo g u e -fo rm , from th e  f i r s t  book of 1^14.6 , 
a n te d a te d ,  by about 13 y e a r s ,  W i l la e r t* s  fo u r  d ia 
logues in  the  Musica Nova, which E in s te in  claim s e s t a 
b l i s h e d  the  p a t t e r n  of tltiis form fo r  l a t e r  composers . 1

iKaufmann, H. W., The L ife  and Works of N icola 
V ic e n tin o .  p .  67.
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As a r e s u l t  of t h i s  d ia logue-fo rm  th e re  i s  a d iv is io n  

of th e  seven p a r t s  in to  two c h o ru se s .  One chorus com prised 

of fo u r  p a r t s  ( f i r s t  and th i r d  a l t o ,  second t e n o r ,  and b ass)  

r e p re s e n ts  th e  lo v e r ,  whereas th e  second chorus of th r e e  

p a r t s  (soprano , second a l t o ,  and f i r s t  te n o r )  r e p re s e n ts  love . 

An in te r p la y  of choruses  p e r s i s t s  f o r  the  e n t i r e  m ad rig a l 

u n t i l  measure 6 8 , a t  which p o in t  the  choruses f i n a l l y  com

b in e ,  co n t in u in g  to g e th e r  f o r  the  l a s t  li}. m easures. Conse

q u e n t ly ,  only  17$ of the  m adriga l u t i l i z e s  a l l  seven par ts ;  

s im u lta n e o u s ly .

Like th e  m a d rig a ls  of Book I ,  th e  presence of i s o m e tr ic  

t e x tu r e  i s  very  l i m i t e d .  While bo th  choruses  u t i l i z e  isom etric 

t e x tu r e  s e p a r a te ly ,  when th e  two choruses combine, c o n t ra 

p u n ta l  t e x tu r e  alone p r e v a i l s .  Although some melodic and 

rhythm ic r e l a t i o n s h i p s  can be found between v o ic e -e n tr a n c e s ,  

im i ta t iv e - ty p e  c o n t ra p u n ta l  t e x tu r e  i s  n o t  e x e rc is e d .  Never

t h e l e s s ,  th e  novel d ia logue techn ique between choruses adds 

sustenance  to  th e  c o n t ra p u n ta l  n a tu re  of the  com position .

Although seven v o ic e s  are u sed , the combined range of 

the  p a r t s  (P to  c ) i s  s im i l a r  to  the  f i v e - p a r t  m a d r ig a ls .  

Because of t h i s  l im i te d  ran g e , voice c ro ss in g  of th e  in n e r  

p a r t s  becomes in e v i t a b le  when b o th  choruses are combined. In 

a d d i t io n ,  a g re a t  c o n c e n tra t io n  of r e p e a te d  q u a r t e r  n o te s  

e x i s t s  in  th e  l i n e a r  s t r u c t u r e —p a r t i c u l a r l y  in  the  a l t o  p a r t s .  

Since th e  a l t o  i s  the  h ig h e s t-so u n d in g  voice of one of th e  

ch o ru ses , the s t a t i c  m elodic p a t t e r n s  produced by the  re p e a te d
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n o te s  a re  q u i te  exposed . The same r e p e a te d -n o te  p a t t e r n s  

are  c h i e f l y  r e s p o n s ib le  f o r  th e  predominance of q u a r t e r  and 

h a l f  n o te s  in  the  rhythm ic o r g a n iz a t io n .

Major and minor t r i a d s  predom inate in  the  harm onic 

o rg a n iz a t io n  of the  seven -vo ice  m a d rig a l ,  w i th  a r a t h e r  

h ig h  occurrence  (l|lp$) of th e  minor t r i a d  e v id e n t ;  th e  d im in

ish ed  t r i a d  o ccu rs  on ly  once. In  th e  doubling  of th e  seven -  

vo ice  ch o rd s , th e  r o o t  i s  in v a r ia b ly  p r e v a l e n t .  The chord  

su ccess io n s  th ro u g h o u t most of th e  m adriga l r e f l e c t  a modal 

s t y l e ;  however, when th e  two ch o ru ses  combine tow ard th e  

end, more le a d in g  to n e s  r e s u l t  from the use of F#, C#, and 

B^j. T h e re fo re ,  in  th i s :  f i n a l  s e c t io n ,  the f i f t h  r o o t -  

r e l a t i o n s h i p  usage r i s e s  from th e  o v e r a l l  52% t o  68$.

Cadences do n o t  always occu r a t  th e  p o in t  of chang

in g  from one chorus to  a n o th e r ;  a t  t im e s ,  they  occur immedi

a t e l y  a f t e r  a change. Most of th e  converging  cadences a re  

a u th e n t ic  and u t i l i z e  th e  Ip—3 su sp e n s io n .

No d r a s t i c  s t y l i s t i c  d i f f e r e n c e  i s  e v id e n t  in  t h i s  

m a d rig a l;  in  f a c t ,  a f t e r  c o n s id e r in g  the  v a r io u s  a s p e c ts  of 

com position , th e  f in d in g s  a re  v e ry  s im i la r  to  th o se  f o r  the  

e a r l y  m a d r ig a ls .  The un iqueness  o f th e  com position  i s  en 

t i r e l y  a c c r e d i t e d  to  the  i n t e r p l a y  of th e  two cho ruses  in  

d ia logue-forrti and th e  c l im a c t ic  com bination of th e  two f o r  

th e  f i n a l  lip m easu res .
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A F ive-V oice Sacred M adrigal from Book I  
C ap ito lo  de l a  p ass io n e  d i  C hris to

The c a p i t o l o ,  an e a r l i e r  p o e t ic  form c o n s i s t in g  of an

undeterm ined number of t h r e e - l i n e  v e rse s  ( t e r c e t s )  and «n

o p t io n a l  f o u r - l i n e  q u a t ra in ,^  g e n e r a l ly  served  as  one o f  th e
3

t e x t - b a s e s  f o r  s e c u la r  songs r e l a t e d  to  the  f ro t to la * .

The s i n g u l a r i t y  of th e  t e x t - s e l e c t i o n  s e t s  M adrigal 19 a p a r t  

from the rem ainder of th e  e a r l y  m adriga ls  and a l s o  seems to  

in f lu e n c e  th e  s ty l e  o f  com position*

U nlike any o th e r  of V i c e n t in o ^  m a d r ig a ls ,  t h i s  compo

s i t i o n  i s  d iv id e d  in t o  th r e e  p a r t s ;  moreover, P a r t  I I  i s  

a c tu a l ly  su b d iv id ed  in to  two s e c t i o n s .  This d iv i s i o n  in to  

fo u r  s e c t io n s  ( I ,  I l a ,  l i b ,  I I I )  has p robab ly  been i n f l u 

enced by th e  p o e t ic  s t r u c t u r e  of th e  c a p i to lo .  I t  appears- 

t h a t  t h i s  poem i s  com prised of fo u r  t e r c e t s  and a conc lud ing  

q u a t r a in  w ith  the  f i r s t  th r e e  t e r c e t s  com prising P a r t s  I ,

I l a ,  and l i b .  In  P a r t  I I I ,  w hich c o n ta in s  the  f o u r t h  t e r c e t  

and the  q u a t r a in ,  no a t tem p t i s  made fo r  a d e l in e a t io n  be

tween th e se  f i n a l  v e r s e s .  A lthough t h i s  c o r r e l a t i o n  e x i s t s  

between th e  m usica l p a r t e s  and th e  p o e t ic  t e r c e t s ,  V icen tino  

does no t adhere to  the  m u s ica l  form of th e  c a p i t o l o .

In  s p i t e  o f the f a c t  t h a t  M adrigal 19 i s  h i s  lo n g e s t  

e x ta n t  com position  ( 214-1 m e a su re s ) ,  l e s s  th an  10 measures of 

is o m e tr ic  t e x tu r e  a re  a p p a re n t .  T y p ic a l ly ,  th e  c o u n te rp o in t

p
Reese, Gustave, Music in  th e  R enaissance , p .  162.

3 I b i d . .  p .  15>6 .
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Is  never s t r i c t l y  im ita t iv e , but the v o ice-en tra n ces show 

some rhythmic p a r a lle lis m s . The d istance between the en

trances v a r ie s  from 1 to  6 b eats w ith  the two-beat lapse  

being most common; o c c a s io n a lly  ,,s t r e t t o - l ik e ,,‘ technique  

i s  created  by a tim e-lap se of one beat between con secu tive  

en tran ces. The r e p e t it io n  of te x t  in  a given part occurs.
?

q u i te  o f te n  in  t h i s  m ad rig a l;  consequen tly , a t  t im es  more 

th a n  f iv e  su c cess iv e  e n tra n c e s  a re  based  on the  same t e x t*

The l i n e a r  o rg a n iz a t io n  of t h i s  m adrigal i s  somewhat 

d i s t i n c t i v e ,  b o th  from th e  m elodic and rhythm ic s tan d 

p o i n t s .  The re p e a te d  note^" i s  more frequen t th a n  any o th e r  

i n t e r v a l  i n  th e  m elodic o rg a n iz a t io n  of every v o ic e .  I t s  

h ig h  in c id en ce  in  the  soprano (l|.6#) su rpasses  th e  29# a v e r 

age f o r  Book I  by a wide m argin . Besides the  s t a t i c  m elo

d ic  s e t t i n g s ,  ascending or descending p a t te r n s  have p l a 

te a u s  of r e p e a te d  n o te s  w ith in  t h e i r  c o n to u rs .  The con

t r a s t i n g  r e l i e f  of an ascending  o r  descending s c a le - ty p e  

p a t t e r n  i s  r a r e l y  en co u n te red .

A ccid en ta ls are not too  numerous: other than the B*5

in  the key s ig n a tu re , only E*5, B , and C# are found, w ith  

the G# being lim ited  to  three cadences. Unusual in t e r v a l l ic  

r e la t io n sh ip s  do not e x is t  and the s ty le  remains predominant

ly  d ia to n ic .

R hyth m ic v i t a l i t y  i s  suppressed in th is  m adrigal by 

^See p . 89.
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th e  in f re q u e n t  occurrence of e ig h th  and s ix te e n th  n o te s*  

Unlike e i t h e r  th e  e a r l y  o r  l a t e  m a d r ig a ls ,  the  predom inant 

n o te -v a lu e  i s  th e  h a l f  note* Although h a l f  n o te s  and 

q u a r t e r  n o te s  comprise most of the  rhythmic o r g a n iz a t io n ,  

whole n o te s ,  as  w e l l  as whole n o te s  t i e d  to  whole o r  h a l f  

n o te s ,  a re  f a i r l y  common*

Not on ly  i s  a d e c e le r a t io n  in  m e t r i c a l  rhythm ob

se rved , b u t the  d u ra t io n  of each harmony i s  extended* There 

i s  a predominance o f  harmonic change a t  th e  r a te  o f  two 

b e a ts ;  second to  t h i s  r a te  i s  a fo u r -b e a t  duration*. As 

many a s  f o u r  measures in  su ccess io n  have been found w ith o u t 

a change in  harmony*

Only m ajor and minor t r i a d s  are  employed in  t h i s  f i n a l  

m ad rig a l o f  Book I* Although almost h a l f  of th e  t o 

t a l  number of t r i a d s  are  m inor, t h i s  i s  no t e x c e p t io n a l  f o r  

V icen tino*s e a r l y  s t y l e .  However, th e re  i s  an unusua l d i s 

t r i b u t i o n  of th e  ro o t  r e la t io n s h ip s : :  more th a n  h a l f  of th e
L

ro o t  movements {$!%) are  in  seconds and t h i r d s .

A v a r i e t y  of ty p e s  and s e t t i n g s  of cadences occur* 

some of which are c o n t r a d ic t lv e  of p rev io u s  u sag e . There is ; 

only  l im i te d  use of the p rev io u s ly -p ro m in en t converging 

a u th e n t ic  cadence; in  f a c t ,  a l l  f i n a l  cadences o f  th e  fo u r  

s e c t io n s  a re  p l a g a l .  The s ix te e n th -n o te  c a d e n t ia l  p a t t e r n ,  

t y p i c a l  in  a l l  o th e r  m a d rig a ls ,  i s  no t u t i l i z e d  v e ry  o ften*

5 See pp . 1 3 6 - 1 3 8 .

^See p . 1I4.O.
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Overlapping and av o id ed  cadences a re  found , as w e l l  as s im u l

tan eo u s ly -en d in g  cadences fo llow ed  by r e s t s .  Many i n t e r i o r  

cadences w ith  a s im u ltan eo u s  co n c lu s io n  have ro o t  r e l a t i o n 

sh ip s  of a second, approached from above o r  below, o r  a 

t h i r d ,  approached from  below .

Although p a s s in g  to n e s ,  ne ig h b o rin g  to n e s ,  and suspen

s io n s  have been found , th e re  i s  a g e n e ra l  abandonment o f  non

chord to n e s .  P a ss in g  to n e s  always appear w i th  a d o t t e d -  

q u a r te r - a n d - e ig h th -n o te  f i g u r e ,  whereas n e ig h b o rin g  to n e s  oc

cur on ly  in  th e  very  l im i te d  melodic c a d e n t i a l  p a t t e r n s .

Aside from th e  ij.-3 and 7-6 su sp en s io n s ,  an unpreceden ted  t r i 

p le  suspension  i s  found  i n  M adrigal 19 as  shown in  Example 108*

P §
ro saS

Se  no S e t

fcSi U - i
L- r o  fqf~So

—  r o  Soi-So

f
d j  V<

5  <3

j r
Ju — — —

a :

-T-----

X X
o SaS'<"— -  --

Example 108. Book I ,  M adrigal 19, p .  211]., m. 100-101

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



183

The superim posed 7-6* 9-8  suspensions on th e

f i r s t  b e a t  of measure 100 c r e a te  an e x t r a o r d i n a r i l y  

d is s o n a n t  s o n o r i ty .  B esides  t h i s  u n u su a l suspension  t r e a t 

ment* V ic e n tin o  p roceeds f u r t h e r  w ith  two more 1̂ .-3 suspen

sions*  th u s  c r e a t in g  a ch a in  of suspensions*

Although M adrigal 19 i s  the l a s t  com position  in  Book I, 

i t s  s ty l e  does n o t by any means r e p r e s e n t  a cu lm in a tio n  of 

h i s  e a r ly  m a d r ig a ls .  To th e  c o n t r a ry ,  V icen tino  chose to  

end h i s  f i r s t  book of m a d rig a ls  in  a c o n s e rv a t iv e  s e t t i n g  o f  

a sa c red  t e x t .  Aside from th e  s e l e c t i o n  of an o ld e r  p o e t ic  

form as a t e x t - b a s i s ,  th e  m u s ica l  s e t t i n g  a lso  r e p r e s e n ts  

r e g re s s io n  in  i t s  a rc h a ic  cadences , s t a t i c  melodic p a t t e r n s ,  

lo n g e r  no te  v a lu e s ,  and s lo w er  harmonic rhythm. I t  i s  d i f f i 

c u l t  to  determ ine w hether V icen tin o  r e v e r t e d  to  t h i s  

s ty l e  because of th e  s a c re d  n a tu re  o f  th e  t e x t  o r  sim ply as  

a eulogy to  the  c a p i to lo  p o e t ic  form*

Canzone da sonar 
La B e lla

The only extan t instrum ental com position by V icentino  

i s  the f iv e -p a r t  canzona, La B e lla . In regard to  the t i t l e  

Kaufmann s ta te s :

T i t l e s  f o r  Qanzonl, u n le s s  th e y  in d ic a te d  an 
in s t ru m e n ta l  t r a n s c r i p t i o n  of a p re v io u s ly  composed 
chanson, became commonplace only a t  a l a t e r  da te*

^Kaufmann, 0£ .  c i t .  p .  117.
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T h ere fo re ,  V icen tino*s canzona i s  one o f  the  e a r l i e s t  t o  

b e a r  a s u b t i t l e *

In La B e l l a ,  V icen tin o  makes h i s  only ven tu re  in to  

im i ta t iv e  c o n t ra p u n ta l  s t y l e .  The canzona p ro g re sse s  by 

sm all s e c t io n s ,  each of which c o n ta in s  a theme and i t s  im i

t a t i v e  answers;, co n seq u en tly , im i t a t io n  p r e v a i l s  th ro u g h 

out the  e n t i r e t y  of the  com position  w ith  the  e x c ep tio n  o f  the  

f i n a l 1 cadence. These sm all s e c t io n s ,  o r  " p o in ts  of im i ta 

t io n * "  are  d e f in e d  by A pel:

. . .  p o in t  of im i ta t io n  denotes a s e c t io n  of 
the  po lyphonic  t e x tu r e  in  which a s in g le  su b je c t  . . .  
i s  t r e a t e d  in  im ita tion*®

Each p o in t  of im i t a t io n  u t i l i z e s  a s u b s t a n t i a l  m elodic p o r 

t i o n  f o r  i t s  s u b je c t .

P o in ts  of im i ta t io n  do n o t conclude w ith  converg ing  

cadences; in s t e a d ,  m elodic cadences a re  u se d .  C onsequently , 

a t  th e  beg inn ings  of i n t e r i o r  p o in ts  of im i ta t io n ,  t h e r e  are  

always o v er lapp ing  v o ices  moving in  co u n te rp o in t  to  th e  new 

theme. The on ly  so lo  o r  unaccompanied s ta tem en t o f  a sub

j e c t  i s  a t  th e  beg inn ing  of the canzona. Example 109 i l l u s 

t r a t e s  th e  beg inn ing  o f  a p o in t  of im i t a t io n .

®Apel, W i l l i ,  Harvard D ic t io n a ry  of Music, p .  590.
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Example 109. Book V, Canzona, p .  3 3 2 ,  m. 15-18

The p rev io u s  p o in t  of im i t a t io n  i s  concluded by th e  

f o u r th  p a r t  in  measure 15. On th e  f o u r th  b ea t of th e  same 

measure, the  t h i r d  p a r t  s ta te s  a new theme which i s  im i

t a t e d  a t  th e  octave by the f o u r th  p a r t  in  measure 18. A l l  

of the  rem aining p a r t s  e n te r  s u c c e s s iv e ly  every two mea

su res  u n t i l  the  co n c lu s io n  of t h i s  im i ta t iv e  s e c t io n  

(measure 2 5 )} th u s  beg ins  ag a in  th e  cyc le  of a new theme 

and the commencement of an o th e r  p o in t  of im i ta t io n *
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In  t h e i r  p r e f e r r e d  o rd e r  o f  occurrence, the  I h t e r v a l l i c  

r e l a t i o n s h i p s  between th e  s u c c e s s iv e ,  im i ta t in g  e n t ra n c e s  a re  

o c ta v e ,  f i f t h ,  and f o u r th .  The t im e - la p s e  between e n tra n c e s  

ranges  from 2 to  8 b e a t s ,  b u t i s  g e n e r a l ly  fo u r  o r  more b e a ts .

The in te rv a 1 -u sa g e  i n  the  m elodic  o rg a n iz a t io n  o f  the  

p a r t s  i s  somewhat d i f f e r e n t  in  th e  canzona. The m ajor second 

occurs  more o f te n  than  the r e p e a te d  no te  in  th e  3rd  and l;th  

p a r t s .  U nlike the  d i s ju n c t  b ass  p a r t  in  Book V, th e  5 th  

p a r t  of the  canzona shows an i n t e r v a l l i c  p re fe ren c e  of 

r e p e a te d  n o te ,  m ajor second, and minor second. A c o n t r ib u t in g  

f a c t o r  t o  th e  d i f f e r e n t  m elodic o rg a n iz a t io n  of th e  b ass  I s  

th e  im i ta t iv e  c o n t ra p u n ta l  t e x t u r e .

In  c o n s id e r in g  th e  l i n e a r  s t r u c t u r e  of a l l  p a r t s ,  the  

r e p e a te d  no te  i s  s t i l l  commonly found; however, u n l ik e  any 

p re v io u s ly  d is c u s se d  com position , a more e x ten s iv e  range en

hances th e  phrase  and p ro v id es  r e l i e f  from s t a t i c  m elodic 

p a t t e r n s .  F urtherm ore , abundant c o n t r a s t  i s  ach ieved  by 

th e  ex ag g era ted  co n to u rs  of ascend ing  and descending m elodic 

a r c h e s .  These con tou rs  are  a s s i s t e d  by stepw ise  p a t te r n s , ,  

e s p e c i a l l y  in  a descending m otion . 3h a d d i t io n ,  p a t t e r n s  

which a re  c h a r a c t e r i s t i c  o f  in s t ru m e n ta l  s t y l e ,  such a s  

octave  le a p s  and s e r i e s  of d i s j u n c t  i n t e r v a l s ,  become apparen t 

in  t h i s  com position .

The d i v e r s i t y  between the  ranges  of th e  in s t ru m e n ta l  

p a r t s  and the  v o ic e -ra n g es  of the  m a d rig a ls  i s  n o t  too o u t 

s ta n d in g .  The ran g es  of each of th e  upper fo u r  ca n zo n a -p a r ts

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



187

re p r e s e n t s  the  maximum f in d in g s  f o r  each  co rrespond ing  vo ice  

in  the m adriga ls*  The span of a 13 th  in  the  in s t ru m e n ta l  

b a s s - p a r t  su rp a sse s  the maximum f in d in g s  f o r  t h i s  v o ca l  p a r t  

by a t h i r d .  The se q u e l of th e s e  ran g es  i s  a th r e e -o c ta v e  

span which r e p r e s e n t s  a r a t h e r  expansive gamut f o r  Vicen

t in o  *s s t y l e .

The rhythm ic o rg a n iz a t io n  i s  comprised of whole, h a l f ,  

d o t t e d - h a l f ,  d o t t e d - q u a r t e r ,  q u a r t e r ,  d o t te d - e ig h th ,  e ig h th ,  

and s ix t e e n t h  no tes*  E ig h th  n o te s  are  more abundant than  

q u a r te r  o r  h a l f  n o te s j  in  f a c t ,  62% of the no te  v a lu es  a re  

e ig h th ,  d o t t e d - e ig h th ,  and s ix t e e n th  n o te s .

Unlike most of th e  m a d r ig a ls ,  th e  su b d iv is io n  of th e  

q u a r te r - n o te  u n i t  or p u lse  i s  r a t h e r  c o n s ta n t .  This i s  n o t 

on ly  a consequence of an in c re a s e  in  e ig h th  n o te s ,  b u t a ls o  

a r e s u l t  of th e  h ig h ly  independent n a tu re  of th e  in d iv id u a l  

p a r t s ,  which tend  to  su p p ly  t h i s  s u b d iv is io n  of the u n i t  

w hile  o th e r  p a r t s  use s low er note  v a lu e s ,

A more im p o rtan t outcome of t h i s  h ig h ly  c o n t ra p u n ta l  

s t y l e  i s  th e  te n a c io u s  rhythm ic v i t a l i t y  which i s  c h a r a c te r 

i s t i c  of th e  canzona. Unique rhythmic p a t t e r n s  a re  exem pli

f i e d  in  lo n g e r  s e r i e s  of e ig h th  n o te s  and su ccess io n s  of 

two o r  th r e e  d o t te d -e ig h th - a n d - s ix te e n th -n o te  g ro u p in g s . 3h 

c o n t r a s t  t o  th e se  sym m etrical apportionm ents a re  th e  very 

common occu rren ces  o f  syncopated  p a t t e r n s  such as

O P
and n m

s-*
o
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V icen tin o  u s u a l ly  s t r i v e s  f o r  bo th  melodic and rh y th 

mic v a r i e t y ,  e s p e c i a l l y  between th e  themes of subsequent 

p o in ts  of im i t a t i o n .  Example 110 i l l u s t r a t e s  th e se  them es.

J r i n  f—f—H m — :— f-!— A —

p,  3 3 1 , m.  1 -2

\ \ \  w  rA

- H -  i '

n  T E

p ,  332, m. 9-10 
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- tr * -
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P* 33̂ 4-* 31-3;

irfl— j----- * f
V—  — r ~ _

hJ . 7  j . T - v — -

^ * #—* * * {— —f » ^

P . 335, rn. 39—lj-< 

» *

- y -

3

—y—
= t =

i. 
u

u

;I
*

P. 335* m. 1+5- 14.6 

Example 110, Book V, Canzone da sonar, pp . 3 3 1 - 3 3 5
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The c h a r a c t e r i s t i c  r h y th m ic  a n d  m e lo d i c  p a t t e r n s  o f  

c a n z o n a  th e m e s  a r e  e v i d e n t  i n  t h e  f i r s t  f o u r  i l l u s t r a t e d .

The s t r i k i n g  r e s e m b la n c e  b e tw e e n  t h e  f i r s t  tw o  th e m e s  m o s t  

l i k e l y  i n d i c a t e s  t h a t  t h e  s e c o n d  s u b j e c t  i s  d e r i v e d  fr o m  

t h e  f i r s t .  S in c e  t h e r e  i s  n o  s e p a r a t i o n  b e t w e e n  i m i t a t i v e  

s e c t i o n s  i n  t h e  c a n z o n a ,  t h e  t h e m a t i c  c o n t r a s t  e v i d e n t  am ong  

m o st  o f  t h e  th e m e s  b e c o m e s  f o r e m o s t  i n  t h e  d i s t i n c t i o n  b e 

tw e e n  s u c c e s s i v e  s e c t i o n s *

Some a s p e c t s  o f  v e r t i c a l  s t r u c t u r e  sh ow  a  t u r n  t o  e a r 

l i e r  t e n d e n c i e s .  I n  c o n t r a s t  w i t h  t h e  l a t e  m a d r i g a l s  i s  

t h e  f a i r l y  e q u a l  d i s t r i b u t i o n  o f  m a jo r  ( 5 5 $ )  an d  m in o r  (k5%) 
t r i a d s .  The c h o r d  s u c c e s s i o n s  y i e l d  a p r e d o m in a n c e  ( 5 5 $ )  o f  

s e c o n d  a n d  t h i r d  r o o t - m o v e m e n t s .  T h is  p r o p o r t i o n  o f  r o o t  

r e l a t i o n s h i p s  i s  n o t  o n l y  u n u s u a l  f o r  t h e  l a t e  m a d r i g a l s ,  b u t  

a l s o  e x c e p t i o n a l  f o r  t h e  e a r l y  m a d r i g a l s .  The p r e s e n c e  o f  

a c c i d e n t a l s  (B fe,  Eb ,  F # ,  C # , a n d  Btf) d o e s  n o t  p r o v o k e  d i s 

s o n a n t  h a r m o n ic  r e l a t i o n s h i p s  o r  a  r e d u n d a n c y  o f  c r o s s 

r e l a t i o n s h i p s ,  d o m in a n t s e q u e n c e s ,  o r  d o m in a n t  c h o r d s .  The 

p r o m in e n t  r o l e  o f  h a rm o n y  i n  t h e  l a t e  m a d r ig a l s  i s  f o r  t h e  

m o st  p a r t  r e p l a c e d  i n  t h i s  c a n z o n a  b y  an  e m p h a s is  on  t h e

h o r i z o n t a l  a s p e c t — c o u n t e r p o i n t *

B o th  t h e  in d e p e n d e n t  q u a l i t y  o f  t h e  p a r t s  a n d  t h e  p r e 

d o m in a n c e  o f  e i g h t h  n o t e s  p r o d u c e  a  r a t h e r  h i g h  o c c u r r e n c e  

o f  n o n h a r m o n ic  t o n e s  a s  w e l l  a s  s h o r t e r  d u r a t i o n s  o f  h a r m o n ie ;  

The n o n - c h o r d  t o n e  u s e s  p e c u l i a r  t o  t h i s  c o m p o s i t i o n  a r e  t h e  

r a t h e r  common o c c u r r e n c e s  o f  d o u b le  p a s s i n g - t o n e s  an d  t h e  u n 

p r e c e d e n t e d  u s e  o f  lo w e r  n e i g h b o r i n g  t o n e s  w h ic h  a r e
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u n a f f i l i a t e d  w i t h  t h e  m e lo d i c  c a d e n t i a l  p a t t e r n #  A lt h o u g h  

1 |2$  o f  t h e  h a r m o n ie s  h a v e  a  d u r a t io n  o f  o n e  b e a t ,  t h e  

h a l f - b e a t  ( 32$ )  an d  t h e  t w o - b e a t  ( 2 1 $ )  d u r a t i o n s  c r e a t e  

a f l u c t u a t i n g  h a r m o n ic -r h y th m  p a t t e r n .

A lt h o u g h  i n t e r i o r  c o n v e r g i n g  c a d e n c e s  a r e  n o n 

e x i s t e n t  i n  t h i s  c o m p o s i t i o n ,  s e c t i o n a l i z a t i o n  i s  a p p a r e n t  

b e c a u s e  o f  t h e  c o n t r a s t i n g  th e m e s  o f  t h e  s u c c e s s i v e  p o i n t s  

o f  i m i t a t i o n #  T h e r e f o r e ,  t h e  fo r m  o f  t h i s  c a n z o n a  c o n s i s t s  

o f  s h o r t  i m i t a t i v e  s e c t i o n s #

The i n d i v i d u a l i t y  o f  t h i s  w ork  i s  a t t r i b u t e d  t o  

u n u s u a l  t r e a t m e n t  o f  p r a c t i c a l l y  e v e r y  c o m p o s i t i o n a l  a s 

p e c t .  T h i s  e x c e p t i o n a l  h a n d l i n g  i s  n o t  a lw a y s  b a s e d  on  

n o v e l  t e c h n i q u e s ;  f o r  e x a m p le ,  t h e  r o o t  m o v em en ts  a n d  h a r 

m o n ic  s u c c e s s i o n s  a r e  i n  m any w a y s  c h a r a c t e r i s t i c  o f  V i c e n -  

t i n o * s  e a r l y  s t y l e ,  b u t  s i n c e  t h e y  o c c u r  i n  t h e  m id s t  o f  a  

m ore m a tu r e  s t y l e ,  t h e y  b eco m e a t y p i c a l s The m o st  p r e 

e m in e n t  d i s t i n c t i o n s  o f  t h i s  c o m p o s i t io n  a r e  t h e  i n s t r u 

m e n t a l  m edium  an d  t h e  i m i t a t i v e  c o u n t e r p o i n t #

A T h r e e - V o ic e  M a d r ig a l  
S o lo  £  p e n s o s o

T h e r e  i s  n o  e s t a b l i s h e d  d a t e  f o r  S o lo  e_ p e n s o s o # w h ic h  

i s  t h e  o n ly  e x t a n t  c o m p o s i t i o n  i n  t h r e e  p a r t s #  C o n t r a d i c t o r y  

t o  a n y  o f  V i c e n t i n o * s  o t h e r  m a d r i g a l s ,  t h e  t e x t u r e  o f  t h i s
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p iece  i s  p redom inan tly  is o m e tr ic ;  excep t f o r  a few b r i e f  mo

ments a s t r i c t  n o te - a g a in s t - n o te  s ty l e  p r e v a i l s .  The r ig id ,  

adherence to  s t r i c t  i s o m e tr ic  t e x tu r e  perm its  only one s in g le  

occu rrence  of a nonharmonie to n e .

Although th e  p re fe re n c e  of i n t e r v a l s  in  th e  l i n e a r
q

s t r u c t u r e  i s  i d e n t i c a l  to  the  o th e r  m adrigals*  a d i f f e re n c e  

in  th e  rhythm ic o rg a n iz a t io n  i s  e v id e n t .  The q u a r te r -n o te  

va lue  i s  g e n e ra l ly  fav o red , b u t  in  t h i s  th r e e -v o ic e  m ad rig a l ,  

e ig h th ,  d o t t e d - e ig h th ,  and s ix t e e n t h  n o te s  comprise ap p ro x i

m ate ly  66% o f th e  rhythm ic o rg a n iz a t io n .

The unusual d i s t r i b u t i o n  of n o te  v a lues  a l s o  i n f l u 

ences th e  commencement of each p h ra s e ,  except th e  f i r s t ,  by 

employing u n u su a l rhythm ic p a t t e r n s  w ith  much syncopation  

such a s :

y r n  r i m  and y j m .w  VX

The e ig h th  r e s t s  p rov ide  complete p h ra s e - s e p a ra t io n ,  a 

s t y l i s t i c  t r a i t  com ple te ly  f o re ig n  to  V ic e n t in o ’s o th e r  

m a d r ig a ls .

The harmonic s t r u c t u r e  a l s o  i s  unusual because o f  the  

numerous tw o-note  s o n o r i t i e s ,  o r  " d i a d s ,”' Approximately 

30$ of the  o v e r a l l  s o n o r i t i e s  a re  p e r f e c t  f i f t h s ;  th e r e fo r e  

th e  hollow  sound of th e  open f i f t h  i s  h ea rd  throughout the 

m a d r ig a l .  In a d d i t io n ,  Ij.O$ are  e i t h e r  m ajor o r minor t h i r d s ;

^Repeated n o te ,  m ajor second, minor second. See 
pp . 92-9LU
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t r i a d s  account f o r  only  30$ of the  s o n o r i t ie s *

The ro o t  of the  p e r f e c t  f i f t h  d iad  i s  in v a r ia b ly  dou

b le d ;  however, in  f iv e  in s ta n c e s  of th e  open f i f t h ,  the  

f i f t h  i s  doubled. In  most of th e s e  d o u b le d - f i f th  s o n o r i t i e s  

V ice n tin o  has vo ice  movements i n  c o n t ra ry  f i f t h s *

Other unusua l a s p e c ts  of harmonic syn tax  are  cadences, 

and ro o t  r e l a t i o n s h i p s .  The d i s t r i b u t i o n  of ro o t  r e l a t i o n 

sh ip s  ( f i f t h ,  $1$; second, 26$; t h i r d ,  20$) i s  unique b e 

cause the  second p roceeds the  t h i r d .  Cadences do n o t  employ 

th e  m elodic approaches h a b i t u a l l y  u t i l i z e d  in  most m adrigals*

In  a d d i t io n  to  the  usage of th e  o p e n - f i f t h  so n o r i ty  a t  ca 

den ces , second and t h i r d  r o o t - r e l a t i o n s h i p s  and minor domi

n a n ts  add impetus to  the  a r c h a ic  t r a i t s  of the  harmonic 

s ty le *

A Six-Voice M adrigal 
P assa  l a  nave mia

P assa  l a  nave mia* th e  on ly  s ix -v o ic e  m adriga l by 

V ic e n t in o ,  appeared  in  an an tho logy  p r in te d  in  P a r is  by Le Roy 

and B a l la rd  in  1^72 .^  Although the  exact da te  of the composi

t i o n  has n o t been e s t a b l i s h e d ,  the  s ty l e  o f ten  resem bles t h a t  

of th e  m ad rig a ls  in  Book V.

C o n trap u n ta l  t e x tu r e  i s  used  th roughout bo th  s e c t io n s  

of t h i s  tw o -p a r t  m a d r ig a l .  In s p i t e  of s u b t le  changes in  th e

^Kaufm ann, o£. c i t *, p . 1+7•
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rhythmic and m elodic organ ization  o f some answers, an im i

ta t iv e  s t y le  i s  u t i l i z e d  at the opening of the second s e c 

t io n . Aside from t h is  occurrence o f im ita tio n , the co n tin 

uous staggered entrances of the p arts e ith e r  have a b r ie f  

melodic or rhythmic p a ra lle lism  or no r e la t io n sh ip  at a l l .

A s l ig h t  d ec lin e  in  repeated n otes i s  compensated by 

a r i s e  of major and minor seconds in  most p a r ts . However, 

only in  the soprano part i s  t h is  d ec lin e  great enough to  

produce the unusual in t e r v a l l ic  preference o f major second, 

minor second, and repeated n o te .

An outcome o f the o v e r a ll decrease in  the repeated-  

note p attern  i s  m elodic co n tra st which i s  p r in c ip a lly  

achieved by the rather common ascending and descending s te p 

w ise p a tter n s . S ta t ic  melodic p a tte r n s , so c h a r a c te r is t ic  

of V icentino*s lin e a r  s tru ctu r e , are s t i l l  ev ident in  th is  

m adrigal. However, the occurrence o f repeated-note p attern s  

preceded or succeeded by d isju n ct in te r v a ls  produces other  

types of con tours. A ccidenta ls (P#, C#, E^, A^, and D*5) do:not 

produce many su ccessiv e  h a lf - s te p  p a ttern s; n e v e r th e le s s , one 

very conspicuous descending chrom atic p attern  occurs at the  

opening o f Part I I .

The rhythmic organ ization  shows both ea r ly  and la te  

c h a r a c te r is t ic s . R epresentative of e a r ly  rhythmic organ ization  

i s  the prevalence o f quarter and h a lf  notes fo r  most of the  

m adrigal, whereas the concentration  of e ig h th  n otes and synco

pated e ig h th  n otes w ith in  measures 30 to  1+0 as w e ll  as th e
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d o tted -e ig h th  and s ix tee n th -n o te  p attern s i s  s im ila r  to  the  

la ta  s ty le *

The con servative aspect o f the v e r t ic a l  stru ctu re  i s  

r e f le c te d  in  the lower occurrences of the major tr ia d  (58$) 

and the f i f t h  r o o t-r e la t io n s h ip . (57$) On the o th er  hand, 

chromaticism does produce n ovel and sometimes d isson an t har

mony which in v o lv es  dominant sequences, c r o s s -r e la t io n , and 

s o n o r ity -f lu c tu a tio n  which i s  accomplished by a lte r a t io n  

of the th ir d . The presence o f ea r ly  v e r t ic a l  organ ization  

i s  a lso  evident in  the occurrence of avoided cadences and 

authentic cadences having minor dominant chords*

B esid es the predominant major and minor s o n o r it ie s ,  

one augmented tr ia d  and an unprecedented usage o f a minor- 

seventh chord appear in  the s ix -v o ic e  m adrigal. Example 111 

i l lu s t r a t e s  the la t t e r  chord.
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Example 111. Book V, S ix-V oice M adrigal, p . 3b& t m* 9-10

Minor sevenths are u su a lly  found as passing tones on 

the weak part of the beat; in  Example 111, the d issonant sev

enth ( a .  9)  appears as a member o f the so n o r ity . In the s ix 

teen th  century, t h is  dissonance was gen era lly  tr e a ted , in  i t s  

preparation and r e so lu t io n , as a suspension fig u re  .■*“L None

th e le s s ,  V icen tin o  tr e a ts  the seventh as an a n tic ip a tio n .

■^Soderlund, G. P . ,  D irect Approach to  Counterpoint in  
16th-Century S ty le . p . 9lj..
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In summation, tha com positional s ty lo  of th is  s ix -  

vo ice m adrigal shows a mixture of both ea r ly  arid la te  ten 

d en c ie s , w ith  the excep tion  of te x tu r e , which represents the  

p rev a ilin g  contrapuntal s ty le  o f Book I .  The le s s  concen

tra ted  a p p lica tio n  o f chrom aticism  does not n e c e ssa r ily  s ig 

n i f y  an interm ediate s t y le j  M adrigals 10 and 11 in  Book V 

show a decrease in  a c c id e n ta ls -  major tr ia d s , and root r e la 

t io n sh ip s  of a fourth  or f i f t h .  Consequently, Passa la  nave 

mi a as w e ll as #10 and #11  may very w e ll represent a synthe

s i s  of the d ia to n ic  and extreme chromatic s t y le s .

A S ix-V oice Motet 
Heu mihi domine

The te x t  of Heu mihi domine corresponds w ith  two part as
12of a responsory of the Matins from the O ffice for  the Dead*.

In the Roman s e r v ic e , the term ”responsory” denotes a chant 

which can be sung during t h e . O ffice hours or at Matins or 

Nocturnes of h igh  f e a s t s ,  such as Christmas and Easter#."^ 

A fter  the f i r s t  quarter of the s ix te e n th  century, the form 

of the p la insong responsory, aBcB, was u t i l iz e d  fo r  the p o ly 

phonic s e t t in g s  of these c h a n ts* ^  Thia resp on soria l 

stru c tu re , a lso  evident in  V icentino*s m otet, i s  i l lu s t r a te d

■^Kaufmann, oj>. c l t .»  p . 1 21 .
13Apel, o£. c i t . ,  p . 6 3 8 .

•Reese, 0^1 cit.*>, p «
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in  F igure 8 ,

P a r t  I P a rt I I

A B C B

m. 1-50 51-79 80-108  109-137

Figure 8 . P lainsong R esponsorial Structure of Heu m ihi 
domine

In measure 79# a fermata over the la s t  chord c le a r ly  de

l in e a te s  the two se c t io n s  shown in  Figure 8 . The organ ization  

of the ’’B" se c t io n s  w ith in  Parts I  and II  Is  id e n t ic a l  

except fo r  the exchange of p arts between the f i r s t  and second  

b a r ito n e s . Preceding each nBH se c tio n  are id e n t ic a l  melo

d ic  cadences w ith  overlapping p a r ts . Consequently, no sepa

ra tio n  e x i s t s  between A and B, or C and B.

An innovation  in  vo ice  arrangement—m ezzo-soprano,, 

f i r s t  a l t o ,  second a lt o ,  f i r s t  b a r ito n e , second b a r ito n e , and 

sub-bass—accounts fo r  the lower p itc h  gamut from D to  b \  A. 

p a r tic u la r ly  narrow range of a seventh i s  encountered in  the  

mezzo-soprano p a rt. Kaufmann mentions that the o v er a ll low 

r e g is te r  o f th is  motet in d ic a te s  th a t i t  was most l ik e ly  

performed by male v o i c e s .^

As in  V icentino*s secu lar  m usic, contrapuntal tex tu re  

i s  used e x c lu s iv e ly , but an im ita tiv e  s ty le  i s  g en er a lly  lack 

in g . However, between some o f  the s in g le -v o ic e  e n tr ie s  at

'Kaufmann, 0£ . c i t . .  p . 121
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the beginnings of Parts I and I I ,  im ita tio n  i s  p ra cticed  fo r  

approximately two to  three m easures. An in te r r e la t io n  be

tween v o ices  freq u en tly  e x i s t s  w ith in  the m otet, but i s  

lim ited  to  very short m elodic or rhythmic p attern s at the 

ou tset of each en tran ce. In sp ite  of the constant in te rp la y  

of p a r ts , the uniform ity  of s t a t ic  contours produces a de

v it a l iz e d  contrapuntal tex tu re  lack in g  m elodic d is t in c t io n .  

This lack  of animated counterpoint i s  a lso  evident in  

V icentino*s other s e t t in g  of a sacred t e x t ,  C apitolo de la  

passione d i C h risto .

A. p lethora  o f repeated  n o tes  confined to  m elodic  

contours encompassing narrow ranges i s  p a r t ic u la r ly  charac

t e r i s t i c  of the upper four p a r ts . The o v e r a ll occurrence of 

t h is  melodic pattern  ( 38$) exceeds that o f the ea r ly  madri

g a ls  (31$)* Furthermore, the h ig h est percentage of the  

repeated note-usage in  any of V icentino*s works occurs in  

the mezzo-soprano part 0 The resu lta n t of t h is  in te r -

v a l l i c  preference i s  not only a d e f in ite  lack of ascending  

and descending m elodic p a tter n s , but a lso  a lack of a sso rted  

contours. I t  I s  in te r e s t in g  to  note that these s t a t i s t i c s — 

which d if f e r  r a d ic a lly  from those o f secu lar com positions— 

are analogous w ith  Madrigal 19, the c a p ito lo .

The solemnness of the te x t  i s  r e f le c te d  by the in er t  

rhythmic co n ten t, The prevalence o f h a lf  and quarter n otes  

I s  sometimes varied by a d o tted -q u arter-an d -eigh th -n ote  

p a ttern . Furthermore, con secu tive p a irs  of e igh th -n ote

l 6 See,p. 179.
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p a ttern s are ra re ly  u t i l i z e d ,  whereas the syncopated p attern

A /7
i s  avoided e n t ir e ly .  A change in  rhythmic organ ization  i s  

a lso  ev ident at cadences. The ty p ic a l pattern

i s  rep laced  by

i J J • J • ̂ l© >and oP •
The h igh  occurrence of major tr ia d s  (7^$) i s  p a r tly  

a ttr ib u ta b le  to  the usage o f the a cc id e n ta ls :  F#r C#, G#,

D#, A#, Bk, Eb, and A*3, As in  the m adrigals of Book V, a 

r is e  in  major tr ia d s  e f fe c te d  by chromaticism i s  concurrent 

w ith  a r i s e  in  root r e la t io n sh ip s  o f a fou rth  and f i f t h  ( 71$)« 

The harmonic syntax abounds w ith  dom inant-related chord- 

su ccess io n s and dominant sequences. Chromaticism and exten 

s iv e  use of lead in g-ton e r e la t io n s h ip s , as v .a ll as to n a l  

in s t a b i l i t y  and freedom in  the s e le c t io n  of 'hard su cces

s io n s  do not uphold the modal b a s is —Phrygian on E. D is

sonance created  by chromaticism in clu d es one c r o ss -r e la t io n  

and chromatic h a lf - s t e p s  harmonized by unusual su ccession s  

o f a th ir d .

The lengthy harmonic durations ev ident in  the ca p i

to lo  are even more numerous and extended in  the m otet* The 

tw o-beat duration i s  predominant ( 5 6 % ) ,  whereas the fou r-b eat  

duration i s  q u ite  common (2 6 $ ). The one-beat duration , char

a c t e r i s t i c  o f most com positions, d ec lin e s  considerably ( li|.$ ) .

The non-chord to n es , which are found Infrequently*
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are not unusual except fo r  a s e r ie s  of suspensions fo r  three 

measures (9 9 -1 0 1 ), Of p a r ticu la r  in te r e s t  i s  an a d d itio n a l 

dissonant in te r v a l which i s  in te r je c te d  w ith  a suspension  

in  Example 112 ,

Example 112, Book V, S ix -v o ice  M otet, p , 372, m, 83

Accompanying the I4.-3 suspension in  the f i r s t  a lto  part 

i s  the seventh  (F) above the bass in  the mezzo-soprano v o ic e .  

Although th is  d issonant in te r v a l i s  prepared, i t  does not 

reso lve  by stepw ise movement; in stea d , an unusual movement
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by leap  from the d issonant p itc h  ta k es p la c e .

Although the sacred nature o f Heu m ihi domine i s  r e 

f le c t e d  in  i t s  con servative com positional s t y l e ,  an unusual 

m elodic cadence on B supported by an -unwonted F #-m ajor-to-  

B-major chord su ccess io n , as w e ll  as su ccess io n s  based on 

B*5,  E*>, and kP  chords, ex h ib it  a very modem s ty le  fo r  a  

Phrygian modal b a s is  o f  E. The bold  e x h ib it io n  of a c c i

d en ta ls  proves that V icen tin o ! s art of chrom aticism  i s  not 

l im ite d  to  secu la r  works, but i s  more e x c e p tio n a lly  found in  

sacred m usic.
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Summarizing Statem ents

1 . Chapter VII c o n s is ts  of the a n a ly s is  o f  music 

other than the f iv e -p a r t  secu lar  m adrigalst a seven -vo ice  

m adrigal, a f iv e -v o ic e  sacred m adrigal, an instrum ental 

canzona, a th ro e-v o ice  m adrigal, a s ix -v o ic e  m adrigal, and 

a s ix -v o ic e  motet#.

2#. The p arts of the seven -vo ice  m adrigal are d iv ided  

in to  two choruses which are in terp layed  in  a d ialogue-form  

fo r  most o f i t s  d uration . The s t y l i s t i c  com positional a s 

p e c ts—predominant contrapuntal te x tu r e , lim ited  range,, 

s ta t ic  m elodic con tours, major and minor t r ia d s ,  and authen

t i c  cadences—are very s im ila r  to  those of the e a r ly  madri

gals#

3# The f in a l  madrigal of Book I ,  a f iv e -v o ic e  sacred  

m adrigal, i s  unique not only because of i t s  su b ject m atter, 

but because V icentino used an e a r l ie r  form, the ca p ito lo #  

for  the p o e tic  b a s is .  The sacred m adrigal, d iv id ed  in to  

three p arts corresponding to  the c a p ito lo  form, rep resen ts  

a more con servative s ty le  than p rev io u sly  encountered. The 

predominant contrapuntal tex tu re i s  d ece lera ted  by longer note 

values and slow harmonic rhythm, w hile the m elodic and harmonic 

organ ization  show s t a t i c  p attern s and reg ressio n  to  root suc

ce ss io n s o f seconds and th ir d s , as w e ll  as archaic cadences*.

ij.# V ic e n tin o ^  only instrum ental com position i s  

ex cep tio n a l in  i t s  employment o f free  im ita tio n  throughout 

the canzona. This h ig h ly  contrapuntal s ty le  in c lu d es wider
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ranges and m elodic con tours, sh orter note v a lu es , tenacious  

rhythmic v i t a l i t y ,  and a f lu c tu a tin g  harmonic-rhythm pattern# 

Although the canzona appears in  Book V, the harmonic s tr u c 

ture i s  more ty p ic a l of Book I; moreover, the non-chord 

tones and a cc id en ta ls  encountered do not invoke dissonance  

or unusual harmony so common in  Book V, The prominent ro le  

of harmony in  the la te  m adrigals i s  replaced  by the emphasis 

on counterpoint#

5# The r ig id  adherence to  isom etric  tex tu re  i s  the  

mo3t  s in g u la r  d is t in c t io n  o f the th ree-v o ice  m adrigal. The 

s ty le  o f com position i s  unusual in  four other a sp ec ts:  com

p le te  phrase-sep aration  by means o f r e s t s ,  sh orter note values, 

incom plete t r ia d s , and archaic cadences,

6 # The com positional s ty le  of the s ix -v o ic e  madrigal 

shows a mixture o f both ea r ly  and la te  tendencie-s-, w ith  the 

excep tion  o f tex tu r e , which represen ts the p rev a ilin g  contra

puntal s ty le  o f Book I .

7# V icentino  once again e x h ib its  a con servative  

s ty le  in  deference to  a sacred te x t  in  the 3 ix -v o ic e  m otet, 

which has com positional asp ects s im ilar  to  those l i s t e d  in  

#3 fo r  the c a p ito lo # However, w ith in  the m otet, V icentino  in 

cluded many a cc id en ta ls  which lead  to an increase of major 

t r ia d s , f i f t h  r o o t-r e la t io n sh ip s , and d isson ance. The motet 

i s  a lso  unique in  that i t  has a formal stru ctu re—th at of the 

plainsong responsory*
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CHAPTER VIII 

CHROMATICISM

V icentino s ta te s  in  the Musica P ractlca  se c t io n  of 

h is  t r e a t is e  that no composer l im it s  h im self to the pure 

d ia to n ic  use of modes. He su ggests that m usical p ra ctice  

should be id e n t i f ie d  w ith  a new term inology, "musica 

p a r tic ip a ta  and m ista : ,! that i s ,  music r e su ltin g  from the 

p a r t ic ip a t io n  and mixture of c e r ta in  sp ec ie s  of the three  

genera.'*" These three genera, d ia to n ic , chrom atic, and en

harmonic, are b r ie f ly  exp lained  and i l lu s tr a te d  in  order 

to  have a f u l l e r  understanding of V icentino*s concept of 

chrom aticism .

Octave p a ttern s ( s p e c ie s ) ,  from which modes are de

r iv ed , can be created  by combining various m elodic sp ec ies  

which encompass the in te r v a l o f a fou rth  or f i f t h .  Each of 

the th ree genera has i t s  s p e c if ic  types of sp ec ies  of 

fourth s and f i f t h s .  Figure 9 in clu d es the three sp ec ies

o f fourths and the four sp e c ie s  of f i f t h s  found in  each 
2genus.

^Kaufmann, H, W., The L ife and Works of N icola  
V icen tin o . p . 201.

2 I b id . .  p. 2 1 0 .
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Figure 9 , The Species o f  Fourths and F ifth  in  the D ia to n ic , 
Chromatic, and Enharmonic Genera

The combination o f two sp ec ies  from one genus crea tes  

the octave s p e c ie s . In tu rn , the octave sp ec ie s  o f the
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d ia to n ic  genus become the e ig h t  e c c le s ia s t ic a l  modest 

Dorian, Phrygian, Lydian, M ixolydian (the au th en tic  m odes), 

Hypodorian, Hypophrygian, Hypolydian, and Hypomixolydian 

(the p la g a l m odes). For example, the combination of the  

f i r s t  sp ec ie s  of f i f t h s  and the f i r s t  sp ec ie s  of fou rth s  

r e s u lts  in  the octave sp e c ie s  which i s  the Dorian mode,

V icentino went one step  fu r th er  and composed h is  

own m odes--eight fo r  each genus--w hich he created  from the  

various com binations of fo u rth  and f i f t h  sp ec ie s  in  the  

genera. His d ia to n ic  modes are id e n t ic a l to  the t r a d i

t io n a l  church modes l i s t e d  above except th at the Phrygian 

mode has i t s  dominant a f i f t h  above the f in a l ;  in  a d d itio n , 

a l l  p la g a l modes have the same f in a l  and dominant as the  

au thentic  modes,, V icen tin o*s chromatic and enharmonic modes, 

composed fo r  th e o r e t ic a l  purposes a lo n e , are not intended  

to  serve sep a ra te ly  as the b a s is  fo r  com position , but in  

conjunction w ith  the d ia to n ic  modes.

The various modes are not only a source o f p itc h e s  

to  be used in  com position; they d ic ta te  a ctu a l m elodic  

p a tter n s . For example, in  the a n a ly s is  of the m usic, a 

minor th ir d --n o t  found in  the d ia to n ic  modes--must s ig n if y  

the presence o f the chrom atic genus. L ikew ise, a major 

th ir d  i s  found only in the enharmonic genus. Fourth, f i f t h ,  

and octave leap s are found in  a l l  genera, and th erefo re  modes, 

since these are the important p i l la r s  of the sp ec ie s  o f

3 Ib id . .  p . 196.
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fourths and f i f t h s .

Although V icen tin o 's  t r e a t is e  con ta ins m usical 

examples w r itten  in  each of the three separate genera, he 

s ta te s  that music r e s u lts  from the m i x t u r e  of a l l  three  

genera and th a t the pure forms of each are the le a s t  de

s ir a b le . Consequently, the in tru s io n  of the enharmonic 

and chromatic modes, rather than the ad d ition  of a c c i

d en ta ls to the d ia to n ic  modes, accounts for  the use of 

chromatic h a lf  step s and major or minor thirds^" in  the 

d ia to n ic  modes,

A knowledge of the in tr ic a c ie s  o f  V icen tin o 's  

concept of chromaticism i s  u n e sse n tia l fo r  the study o f h is  

m usic, e s p e c ia l ly  sin ce m icrotones are not found in  h is  

extant com positions. On the other hand i t  i s  in te r e s t in g  

to  d iscover  th a t an cien t th e o r e t ic a l  concepts are the  

b a sis  for such extraordinary use of chromaticism in  the 

s ix tee n th  century.

The Use of A ccidenta ls

The occurrence of a c c id e n ta ls . Since chromaticism  

i s  a d ir e c t  r e s u lt  of the use of a c c id e n ta ls , i t  i s  e s s e n t ia l  

to  study the occurrence of a cc id en ta ls  w ith in  the madrigals: 

in  order to  determine which m adrigals use a cc id en ta ls  and to  

what exten t they are u sed . The term '‘accidenta l"  in clu d es

^ Ib id . .  p . 2 0 0 ,
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B n a tu r a ls , as w e ll as sharps and f l a t s .  Table 22 shows the 

number of measures which include a cc id en ta ls  in  the madri

ga ls  of Books I and V.

TABLE 22 . THE NUMBER AND PERCENTAGE OP MEASURES INCLUDING 
ACCIDENTALS IN FIVE MADRIGALS OP BOOK I AND ALL MADRI
GALS OP BOOK V

Madrigal
number

Total 
number of

Measures w ith  A ccidenta ls

measures
Number Per cent

BOOK I

1 57 3 %
k 77 16 21$
7 111 25 23%

12 131 27 2 1 $
68 13 19%

17 66 8 12%

BOOK V

1 3U- 30 68%
2 36 29 80%
3 h-3 35 81%
Ur 75 lj-9
5 77 51 66%

6 66 lj-7 11%
7 91 68 1$%
8 82 50 61%
9 69 58 8i±%

10 814- h i 56*

11 76 k k 58$

A d ra stic  d ifferen ce  in  the number of measures which 

use a cc id en ta ls  i s  evident between the ear ly  and la te  madri

g a ls .  The average per cent o f measures w ith  a cc id en ta ls
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in  the ea r ly  m adrigals i s  17$# whereas the average i s  

boosted to  71$ in  the la te  m adrigals. Without excep tion  

V icentino*s m adrigals in  Book V have a cc id en ta ls  in  over 

h a lf  the t o t a l  number of measures*.

In order to  compare V icen tin o ’ s use o f a cc id en ta ls  

w ith th at of o ther composers, a s im ila r  study o f a cc id en ta ls  

was made in  m adrigals composed by Marenzio ( 1553 - 159 9 ) and 

Gesualdo (1560-1611}.). Marenzio who has been a ttr ib u ted  w ith  

’’the p er fec tio n  of the m adriga l,”^ has an occurrence o f a c c i

den ta ls in  1+0% o f the measures in  h is  m adrigal S*!^ parto
l 7

i* moro. Gesualdo, eminent for  h is  chrom aticism , 1 has a c c i-
Q

d en ta ls in  76$ o f the measures in  In pur r e s p ir o *

I t  i s  in te r e s t in g  to  note th a t in  comparing th ese  s ta 

t i s t i c s ,  some o f V icentino*s m adrigals e i th e r  resemble or sur

pass the occurrence of a cc id en ta ls  in  Gesualdo*s com position, 

which i s  considered  to  r e f le c t  a h ig h ly  audacious and in d iv i -
o

dual s t y l e • 7

Since Book V i s  the culm ination o f V icentino*s

^Reese, Gustave, Music in  the R enaissance, p . 1+20•
£

P arrish . Carl, and Ohl, J . P . ,  M asterpieces of Music 
Before 1790. pp. 102-108,

7”The d iv e r s ity  o f idiom of the Late R enaissance, that 
could include the su b lety  o f.e le g a n ce  o f Marenzio • • • had 
room a ls o  fo r  the s tr ik in g  dramatic d ir e c tn e s s  and extreme 
chromaticism of Carlo Gesualdo • • • ” R eese, oj>. c l t . .  p , l+30«

a
Davison, A. T .. and Apel, W i l l i ,  H is to r ic a l Anthology 

o f Music*,.V ol. 1 , p . 182.

^Reese, oj>. c i t , ,  p . 1+32.
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chromatic s t y le ,  Book I i s  not included in  the fo llo w in g  

an alyses except fo r  reasons of comparison.

A ccid en ta l ty p e s . The a cc id en ta ls  which are found 

in  each la te  m adrigal are shown in  Table 23.

TABLE 23. THE TYPES OF ACCIDENTALS USED IN THE MADRIGALS OF 
BOOK V

Madrigal
number

Key
sign ature

Type of A ccidenta ls

T otal
F la ts Sharps N atural

1 Bb p a r t ia l B E F C G B 6
2 p a r t ia l B E A F C G D B 8
3 Bh p a r t ia l B E F C G B 6
k B E A F C G D A 8
5 B E A D F C G D 8

6 B E A D F C G D 8
7 B p a r t ia l B E A F C G D B 8
8 B E F C G D 6
9 y* B E F C G D 6

10 B p a r t ia l B E F c G B 6

11 Bb p a r t ia l B E A F c G B 7

As shown in  Table 2 3 , V icentino u ses from s ix  to  

e ig h t d if fe r e n t  a cc id en ta ls  in  each madrigal in  Book V. Bb 

and Eb, F#, G#, and C# occur In every m adrigal; Db, D#, and 

A#, which are ra re ly  employed by V icentino*s contem poraries, 

are found in  many la te  m adrigals.

The com bination of a l l  these a c c id en ta ls  r e s u lts  in  

a tw elve-ton e d iv is io n  of the octave. V icentino u ses th is
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twelve-ton© octave gamut in  each la te  madrigal as a p itch  

resource rather than the predominantly d ia to n ic  o cta v e .

Although there i s  a v a r ie ty  of a cc id en ta ls  in  each 

m adrigal, one seldom fin d s  more than three a c c id en ta ls  in  

a measure. The number ranges from 1 to  5» w ith  measures 

u t i l iz in g  1 or 2 a cc id en ta ls  being most freq u en t. The rate  

of a s in g le  type o f a cc id en ta l per measure p r e v a ils  in  a l l  

the m adrigals o f Book V except Madrigals 2, 3 > and 9* which 

have a predominant rate of two per measure.

The occurrence of s p e c if ic  a c c id e n ta ls . The rate o f  

occurrence of s p e c if ic  types of a cc id en ta ls  i s  based on the  

study of over 750 a cc id en ta ls  found in  the la te  m adrigals,

TABLE 2I+. TYPES OP ACCIDENTALS AND THE PERCENTAGE OP THEIR 
OCCURRENCE IN THE MADRIGALS OP BOOK V

Sharps P la ts N aturals

P# 29.3 Bb 20,8 7.

c# 17o5 Eb 11,8

0# 9. Ab 2.1

D# 1.8 Db - k

A# c l

Total 57 .7$ 35.1$ 7$

The frequency-rate of sharps (57»7$) i s  much higher
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than th at o f f la t s *  This i s  not a ttr ib u ted  to the fa c t  th a t  

there are f iv e  types of sharps and only four types of f l a t s ,  

but to  the very frequent employment o f the common a cc id en ta ls  

F# and C#. The rather h igh percentage of Bb i s  accounted 

fo r  by the use of p a r t ia l  sign atu res in  s ix  madrigals (Ta

b le 2 3 ) . A voice or v o ic e s  which do not have a Bb in  the  

key signature g en era lly  abound in  t h is  type of a c c id e n ta l.  

Consequently, when considering  the ad d ition  of the B in  

such circum stances, the d ifferen ce  in  the frequency of 

sharps and f l a t s  becomes even more pronounced.

The numerous occurrence of a c c id e n ta ls , as w e ll  aa  

the type employed in  V icen tin o ! s la te  m adrigals, i s  unique 

not only fo r  t h is  composer but a lso  for music o f the s i x 

teen th  century in g en era l. To what exten t a cc id en ta ls  in 

flu en ce lin e a r  and v e r t ic a l  con stru ction  i s  described in 

the fo llow in g  sec tio n s  of th is  chapter.

The E ffe c t  of Chromaticism on Linear Structure

In the d iscu ss io n  of melodic organization  fo r  s i x 

teen th -cen t lory counterpoint, Soderlund s ta te s :

Augmented, dim inished, and chromatic m elodic 
in te r v a ls  were forbidden except as ’’dead intervals"' 
( in te r v a l re la tio n sh ip  between the end of one phrase 
and the beginning of the n e x t ) . 10

The above "forbidden" in te r v a ls  are referred  to  in

10Soderlund, G. P . ,  D irect Approach to  Counterpoint 
in  16th- Century S ty le , p . 9 .
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th is  d iscu ss io n  as the '’unconventional” ty p es . The increased  

number of a cc id en ta ls  in  Book V r e s u lt  in  a d e f in ite  r i s e  

in  u n co n v en tio n a l-in terv a l u sage . In turn , a great v a r ie ty  

of m elodic patterns occur in  which th ese  in te r v a ls  are 

e x p lo ite d . Although the con ven tion a l in te r v a l l ic  r e la t io n 

sh ips are s t i l l  more frequent in  the la te  m adrigals, the 

common appearance of unconventional r e la t io n sh ip s  m erits a 

separate d iscu ss io n  of each in te r v a l l ic  ca tegory .

The f la t t e d  note in  con ven tional in te r v a l l ic  p a tte r n s . 

The in te r v a ls  preceding and succeed ing a note u t i l i z in g  an 

a cc id en ta l f l a t  produce numerous m elodic p attern s; however, 

a study of the m elodic approach and departure from f la t t e d  

n o tes in  s ix  m adrigals shows that a f la t t e d  note i s  most f r e 

quently approached by an ascending minor second and l e f t  by 

a descending minor second as in  Example 113.

Example 113. Book V, Madrigal 1 , p . 23lj-, m. 9-10

In another common p a tter n , but one which i s  not used  

as o fte n  as the one ju st i l lu s t r a t e d ,  the f la t t e d  note i a  

approached by an ascending minor second and l e f t  by a de

scending minor th ir d  as in  Example 131}..
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Example llij.* Book V, Madrigal 5 , P . 2 6 3 , m. 30-31

The wider m elodic in te r v a ls  o f fourths and f i f t h s ,  

g en er a lly  found in  the bass or low est-sounding vo ice  through

out a l l  the m adrigals, are a ls o  found in m elodic p a ttern s  

having a cc id en ta l f l a t s ,  as in  Example 115.

Example 115. Book V, Madrigal 11, p . 325, m. 33-34

In sp ite  o f  the g en era lly  d isju n ct character o f the b a ss, 

chrom aticism  does in crease the number o f sm aller in te r v a ls  

lo ca ted  in  the bass p a rt, so that in  nondiaton ic passages 

the occurrence o f fourth s and f i f t h s  i s  approximately the 

same as sm aller in te rv a ls#

The sharped note in  con ven tion al in t e r v a l l ic  p a tte r n s . 

Although the m elodic approach to  a note a lte r e d  by a sharp 

v a r ie s , the fo llo w in g  m elodic in te r v a l i s  in v a r ia b ly  an a s

cending minor second. This type o f departure occurs in  90$ 

of the m elodic patterns examined. The most frequent approach 

i s  th e  descending minor second, shown in  Example 116*
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Example 116a Book V, Madrigal 9* p . 302, m, 6-7

Another approach which i s  commonly used i s  the 'de

scending minor th ird :

Example 117. Book V, Madrigal 8 , p . 291+, m. 30-31

Somewhat l e s s  common i s  the approach of an ascending  

major second:

Example 118. Book V, Madrigal 2 , p . 2I4.I, ra. 16-17

Sharps are used very sp arin g ly  in the bass or low est 

v o ic e . Only a very few sharps are found in  the s ix  m adrigals 

stu d ie d e ,

Btj in  conventional in te r v a l l ic  patterns,. The approachto 

and departure from the Bl|—in  m adrigals which have a B  ̂ key 

sign ature--h ave been found to resemble those of the sharp*
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However* the half-step-upw ard  movement of the Bl| I s  not aa 

co n sis te n t as in  th at of the sharp; at tim es, the  

moves a major second downward*.

Unconventional in t e r v a l l ic  p a ttern s* E xceptional 

m elodic p a ttern s, that i s ,  p atterns in vo lv in g  e ith e r  chro

matic h a lf - s t e p s ,  or dim inished or augmented m elodic in te r 

v a ls ,  are found in  a l l  the la te  m adrigals except Madrigal 10* 

The number of occurrences of th ese  patterns in  a given  madri

g a l ranges from 3 to  approxim ately 25. The o v er a ll usage of 

th ese  excep tion a l patterns does not exceed that o f the con

ven tio n a l p atterns p rev io u sly  d escrib ed , but th e ir  occurrence 

i s  frequent enough to  be considered an aspect of V icen tin o ’ s 

la t e  s t y le .

The most frequent p a ttern  i s  comprised of a su ccession  

of chromatic h a lf - s t e p s ,  w ith  two consecutive h a lf - s te p s  

as i l lu s t r a te d  in  Example 119 recurring p e r s is t e n t ly .

Example 119. Book V, Madrigal ij., p . 256, m. 51

Longer su ccession s of chromaticism (Example 120) occur 

p e r io d ic a lly , encompassing in te r v a ls  up to  a p erfec t fourth*

Example 120. Book V, Madrigal 2 , p . 2J+2, m. 19-20
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la  a d d itio n  to  chromatic p a tter n s , the common ex 

p lo ita t io n  of a c c id e n ta ls  g iv e  r is e  to  the use o f uncon

v en tio n a l in te r v a ls —augmented and d im inished . In Exam

p le  121 an augmented second o ccu rs.

Example 121, Book V, Madrigal 2 , p , 214.1 , m, 16

An ex cep tio n a l m elodic p attern  in  Madrigal 8 makes 

use of a dim inished th ir d  and a dim inished f i f t h .

ftp- -* -4+ --f——t—1—1—cr—
/ /  dor

Y IJ -
+ / • - - « ;

u-------------- ,—

Y> i T J T V
yP ± r f -

ii  Cor

' *--K ----- —  .

f t  —  *»]

^----- 1--- ;—7“fc— ' I
m — J&  e *
f i t

J— * r —

*
An i I 7
XT— *— —
f  / /  Cor

A  « _J-------------------------- \
Example 122, Book V, Madrigal 8 , p , 293, 20

In sp ite  of the r e s t s ,  the unusual root r e la tio n sh ip
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(dim inished f i f t h )  i s  s t i l l  q u ite  ev id en t.

Although in  chrom atic s e c t io n s , V icentino r e ta in s  a 

predominance o f con ven tional in te r v a ls ,  the profuse employ

ment o f chrom atic h a lf  step s and forbidden in te r v a ls  produces: 

a unique sound fo r  the s ix teen th -cen tu ry  m usician . Not only  

were the unconventional in te r v a ls  d i f f i c u l t  fo r  an audience 

to  a c c e p t,.b u t  a lso  fo r  th e m usician to  perform . That 

V icentino was w e ll  aware of the problems in  sin g in g  such  

ch ro m a tica lly -in fe s ted  music i s  evidenced by h is  recommen

dation  to  the music " d is c ip le :1*

. . .  the d is c ip le  ought to  learn  to  adapt him
s e l f  to  sing  such step s and leaps as th ese  d isp r o p o r - . 
t io n a te  ones so th a t he be a p e r fec t  m usician and p er
f e c t  s in g er  . . .I *

The E ffe c t  o f Chromaticism on Harmonic Structure

T riads. The ca teg o r ie s  o f tr ia d s  which include a c c i

d en ta ls  are id e n t ic a l  to  the ones found in  the study o f a l l
1 Ptr ia d s  in  Chapter VIrx  ̂ namely, m ajor, minor, dim inished*  

and augmented. A study o f a l l  the chords having a cc id en ta ls  

(690) in  Book V rev ea ls  the inform ation in  Table 2J?«

■^Eaufmann, ojd. c i t . ,  p .  373» 

12See p . 127.
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TABLE 25 . TRIADS INCLUDING ACCI
DENTALS AND THE PERCENTAGE OP 
THEIR OCCURRENCE IN BOOK V

Triad type Percentage of 
occurrence

Major 86 . 3$

Minor 13. $

Diminished .3$

Augmented •b-%

The most s ig n if ic a n t  aspect of the p e r c e n tile  d i s 

tr ib u tio n  i s  th a t the m ajority  ( 8 6 . 3$) o f the tr ia d s  are 

major. Hence, the in crease  of major tr ia d s  from Book I to  

Book V—60$ to  75$—i s  a ssid u o u sly  supported by tr ia d s  w ith  

a c c id e n ta ls .

When con sid erin g  tr ia d s  w ith  f l a t s ,  sharps, or 

B n atu ra ls in  separate c a te g o r ie s , the major tr ia d -ty p e  

does not always predom inate. Although the o v e r a ll usage of 

the a cc id en ta l tr ia d -ty p e s  shows a prevalence of major tr ia d s , 

the p lu r a lity  of ”f l a t  t r ia d s ” r e su lt  in  minor t r ia d s .  Over 

95$ of the ”sharp t r ia d s ” and ”B^ tr ia d s” are major. There

fo r e , of the three a cc id en ta l tr ia d -ty p e s , the sharp and 

Blj tr ia d s  contribute more to  the e x p lo ita t io n  of major chords 

in  Book V.

Root r e la t io n sh ip s  r e su lt in g  from a c c id e n ta ls . S ix  

m adrigals were in v e s t ig a te d  in  regard to the root r e la t io n sh ip s
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which precede and fo llo w  chorda includ ing a c c id e n ta ls . The 

data from t h is  study appear in  Table 2 6 0

TABLE 26. ROOT RELATIONSHIPS WHICH PRECEDE AND SUCCEED 
CHORDS INCLUDING SHARPS, FLATS, OR Blj

Percentage of Occurrence

Type of 
root r e la 
tio n sh ip

Sharps F la ts Bt,1 Average

P# S* P S. P s P S

Fourths,
F ifth s

68 86 52 48 78.5 80 66 71

Third 14 7 23.5 35 17.5 6 18 16

Se cond 18 7 24.5 17 4 . 14 16 13

*P = preceding, S = succeed ing.

Root r e la t io n sh ip s  of fourth s and f i f t h s  p r e v a il in  

every category of Table 26 . The only n o ticea b le  d ev ia tio n  

from t h is  trend i s  ev ident under the f l a t s  category; an 

appreciable increase in root re la tio n sh ip s  o f a th ird  and 

second appear w ith  chords employing th is  type of a c c id e n ta l.

Harmonic Successions and S h ift in g  T onality

As ju st concluded in  the preceding se c t io n , chromati

cism produces ex ten siv e  usage of major tr ia d s  and fourth  and 

f i f t h  r o o t-r e la t io n sh ip s , which togeth er  are the component

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



221

elem ents of V ice n tin o 's  predominating ch ord -succession  ty p es .

S uccession s w ith  fourth  and f i f t h  r o o t-r e la t io n sh ip a . 

The chord su ccess io n s w ith  root movements a fo u rth  or f i f t h  

apart can be b r ie f  or e x te n s iv e , but u su a lly  conta in  one o f  

the fo llo w in g :

1 , A dominant chord

2 , A secondary dominant chord

3 , A s e r ie s  o f dom inant-related chords (dominant 
chord re so lv in g  to  another dominant chord).

This la s t  s e r ie s  (#3) i s  the most recurrent type and 

con tr ib u tes most to  the v a c i l la t io n  in  to n a li ty  which charac-- 

t e r iz e s  the chord su c c e ss io n s . This longer type o f chord 

su ccession  i s  not commonly found in  the ea r ly  m adrigals due 

to  the lack  o f chrom aticism .

Example 123 i l lu s t r a t e s  one o f the sh orter chord 

su ccess io n s—a secondary dominant w ith in  a phrase.
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f p  f t -rnfr  "f/ P<6-~Ce.

Example 123. Book V, M adrigal 3 , p .  2l|6 , m. 13-15

In. measure 15 th e  t o n a l i t y  of G (minor) i s  e s ta b l i s h e d  

by a p e r f e c t  a u th e n t ic  cadence. Consequently , in  measure ll}. 

th e  A m ajor chord can be analyzed  as a secondary dominant 

(V o f  V). The p rece d in g  and succeed ing  p h rases  of Example 123 

a re  n o t o rgan ized  in  G minor; th e r e f o r e ,  t h i s  f l u c tu a t io n  of 

t o n a l  c e n te r  e s t a b l i s h e s  an i n s t a b i l i t y  of t o n a l i t y .  When 

s h o r t e r  segments a re  c o n s id e re d ,  e . g .  measures 34- 1 5 ,  a 

s t a b le  G to n ic  i s  h e a rd .  Although th e re  i s  an extended use 

o f th e se  dominant and secondary dominant chords in  th e  l a t e
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m a d r ig a ls ,  a s p e c i f i c  to n a l  c e n te r  i s  g e n e ra l ly  l im i te d  to  

s im i la r  sh o r t  ch o rd a l  su c c e s s io n s .

I l l u s t r a t e d  in  Example 121}. i s  a more ex ten s iv e  se rie s :  

of d o m in a n t- re la te d  ch o rd s .  This type of harmonic m otion 

occurs in c e s s a n t ly  in  the  l a t e  m a d rig a ls ,  th u s  m a in ta in in g  

a '’f l o a t i n g  t o n a l i t y . ' * ^

I
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"F~g~ t  ~ t *3 = t ft

ho tirt- t 'ol fe#»— /*fe"

J ........i± 5 = ? =
T

m

i i

g ke. 
~~ r

S b f - f e *  rcr> o

l - t -  ./ r( ^ \ L  I \
- - t o ' I  /<!* -  S o T - f e  -TO» - d o j Ono

Example 121}.. Book V, M adrigal 6, p .  277, m. 57-60

^L o w in sk y , E. E . ,  T o n a li ty  and A to n a l i tv  in  
S ix tee n th -C e n tu ry  Music, p .  30.' “““
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Beginning a t  th e  m elodic cadence on P (m. 57-58)# 

th e re  i s  a sequence of dominant chords which re so lv e s  to  

to n i c ,  which in  tu rn  becomes dominant r e s o lv in g  to  a n o th e r  

to n i c .  In  fo llow ing  the  bass  l in e  or low est p i t c h ,  we n o te  

t h a t  i t  moves up and down in  p e r f e c t  f o u r th s  and f i f t h s  

th rough  C, P, Bb , Eb , A^, and Db ch o rd s .  This s e q u e n t ia l  

p a t t e r n  of ro o t r e l a t i o n s h i p  i s  n o t in t e r r u p te d  u n t i l  th e  

D: chord i s  reached . F lo a t in g  t o n a l i t y  p e r s i s t s  u n t i l  a 

converging a u th e n t ic  cadence in  G m ajor occurs in  measures 

61-62 (no t i l l u s t r a t e d ) .  Common f o r  a l l  dominant sequences, 

r e g a r d le s s  of th e  le n g th ,  i s  t h i s  s h i f t i n g  of t o n a l i t y .

Successions w ith  t h i r d  r o o t - r e l a t i o n s h i p s . Root 

r e l a t i o n s h i p s  of m ajor o r  minor t h i r d s  can be conducted very  

smoothly s in ce  i t  i s  p o s s ib le  to  have two common to n e s :

The C-E-G chord could  move e i t h e r  up or down a t h i r d  w h ile  

r e t a in in g  two common to n e s .

When a c c id e n ta l s  appear in  one of th e  chords, the 

t h i r d - r e l a t i o n s h i p  p ro g re s s io n  f r e q u e n t ly  r e s u l t s  in  d i s s o 

nance, and always c r e a te s  e i t h e r  a sudden s h i f t  or i n s t a 

b i l i t y  of t o n a l i t y .  Example 125 shows a momentary b reak 

down of t o n a l i t y .
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Example 125* Book V, M adrigal 3» P« 2I4.6 , m, 15-16

I n  m e a s u r e  15 t h e  s i m u l t a n e o u s  c o n c l u s i o n  a n d  b e g i n 

n i n g  o f  t h e  p h r a s e s  o c c u r .  The m e l o d i c  c a d e n c e  e s t a b l i s h e s  

G m a j o r  w h i c h  i s  s u d d e n l y  j a r r e d  b y  t h e  E m a j o r  c h o r d .  A f t e r  

m e a s u r e  16, V i c e n t i n o  r e t u r n s  t o  G m a j o r  f o l l o w i n g  a  s u c c e s 

s i o n  o f  d o m i n a n t - r e l a t e d  c h o r d s  ( E - A - D - G ) ,

The b r i e f  p r o g r e s s i o n  i n  E x a m p le  125 i s  t y p i c a l  o f  

t h e  t h i r d  r o o t - m o v e m e n t ; u n l i k e  f o u r t h s  an d  f i f t h s ,  M er ies-  

o f  c h o r d s  w i t h  r o o t s  a t h i r d  a p a r t  a r e  n o t  common.

S u c c e s s i o n s  w i t h  s e c o n d  r o o t - r e l a t i o n s h i p s .  B o t h  

m a j o r -  a n d  m i n o r - s e c o n d  r o o t - m o v e m e n t s  a r e  f o u n d  i n  t h e  l a t e
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m adriga ls#  Such r e l a t i o n s h i p s  need no t be a l i e n  to  harmonic 

p ro g re s s io n s ,  bu t V icen tin o * s  p a r t i c u l a r  m an ip u la tio n  of the  

seconds u s u a l ly  c o n t r ib u te s  to  vague t o n a l i t y .  F requent 

e c c e n t r i c a l  a p p l i c a t i o n s  occur as in  Example 126#

g
d k  '(t(j s ^ n

m

M  J I 11 I i

6bay j-fil

s # . > *—r

H J -  U  I::
dlt hotifvt S T « I

E
I*

j n / « j e r n # » , ^ c  j f i  I

■ M

E Sm e. tLt i

*n4

4  •
n î'n
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Example 126. Book V, M adriga l 8, p .  291}., m. 29-31

The to n a l  i n s t a b i l i t y  in  measures 29 and 30 i s  cu lm i

n a te d  by an unexpected  ending in  C m ajor. Furtherm ore , 

V icen tino  u se s  a r a t h e r  uncommon converging cadence,. D m ajor 

to  C m ajor ( I I - I ) ,  C h a r a c t e r i s t i c  of V lc e n t in o ’ s f l o a t i n g  

t o n a l i t y  i s  a n o th e r  ab ru p t converging cadence in  D minor 

im m ediately  fo l lo w in g  t h i 3: p h ra s e »
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U n l i k e  t h i r d s ,  c o n s e c u t i v e  r o o t - r e l a t i o n s h i p s  a s e c 

ond  a p a r t  a r e  q u i t e  common; a s  many a s  f i v e  i n  s u c c e s s i o n  

h a v e  b e e n  f o u n d  a s  i n  E x a m p le  127•
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Example 127. Book V, M adrigal 8, p .  298, m. 63-6£

Beginning w i th  th e  second bea t of measure 63, a chord 

su ccess io n  o ccu rs ,  comprised of A m inor, B m ajor, C m ajor,

D m ajor, and E minor ch o rd s .

Although a c c id e n ta l s  are  n o t  p re se n t  in  every  chord of 

th e  harmonic su c c e s s io n s ,  t h e i r  uniqueness i s  dependent upon 

chrom atic ism . S h i f t in g  and vague to n a l i t y - - i n t i m a t e d  in  

Book I  th rough  V icen tino*s  c a d e n t i a l  methods—i s  a bo ld
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a c t u a l i t y  in  th e se  chord, s u c c e s s io n s .  Chromaticism a ls o  

le a d s  to  d issonance in  some of the  chord, r e l a t i o n s h i p s  

and i s  d esc r ib ed  in  the  fo l lo w in g  s e c t io n .

Other S t y l i s t i c  A spects R e su lt in g  
from Chromaticism

Aside from the  d isso n an t non-chord  to n e s  c i t e d  in

Chapter V I , u n c o n v e n t i o n a l  m elodic and harmonic p a t t e r n s

produced by chrom aticism  permeate V icen tino*s  m ature s t y l e .

As r e l a t e d  e a r l i e r  in  t h i s  c h a p te r ,  the m elodic p a t t e r n s

which were avoided in  th e  s ix t e e n th  c e n tu ry ,  are  th e  ch ro -
1*5m atic  h a l f - s t e p  and d im in ished  and augmented i n t e r v a l s .

In a d d i t io n  to  th ese  u n co n v en tio n a l m elodic p a t t e r n s —and 

sometimes as a r e s u l t  of t h e i r  appearance in  one o r  more 

v o ic e s —f u r t h e r  in n o v a tio n s  a r i s e  in  the  harmonic organizat

i o n  of th e  l a t e  m a d r ig a ls .  These a s p e c ts  of s ty le  which 

a r i s e  from chrom aticism , are p r i n c i p a l l y  d isc o v e red  in  con

ju n c t io n  w ith  c r o s s - r e l a t i o n ,  abnormal ro o t  movement, and 

d im in ished  and augmented t r i a d s .

C r o s s - r e l a t io n .  When chrom aticism  i s  invo lved  w ith  

ro o t  r e l a t i o n s h i p s  of a t h i r d ,  d issonance  in  the  form of 

c r o s s - r e l a t i o n  i s  in v a r ia b ly  the outcome. According to  

Apel c r o s s - r e l a t i o n  d en o te s :

■^•See p ,  165*

■^See p .  197#
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• • • th e  appearance In  d i f f e r e n t  v o ic es  of 
two to n e s  which, owing to  t h e i r  m u tu a lly  c o n t r a 
d ic to ry  c h a r a c te r —e . g .  m ajor and minor t h i r d s  of 
the same t r i a d —are  b e s t  p la c ed  as a m elodic p ro 
g re s s io n  In  one v o i c e .16

The chrom aticism  in  Book V a llow s f o r  more l ic e n s e  

in  the  t h i r d  r o o t - r e l a t i o n s h i p .  The p o s s i b i l i t i e s  a r i s i n g  

from th e  a d d i t io n  of a c c id e n ta l s  no lo n g e r  in c lu d e  two 

common to n e s ,  b u t  could  produce s t a r t l i n g  d issonances

Example 128 shows th e  a p p l i c a t io n  of chrom aticism  in  

the  t h i r d  ro o t  r e l a t i o n s h i p  and th e  r e s u l t i n g  c r o s s - r e l a t i o n .

■^Apel, W i l l i ,  Harvard D ic t io n a ry  of M usic, p .  195>.
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Example 128. Book V, M adrigal 8 ,  p .  29L(., m. 2I+-25

The d is s o n a n t  n a tu re  of th e  c r o s s - r e l a t i o n  i s  b e -  

tween the  B In  the  low est vo ice  of measure U4. and th e  Bfĉ  

in  th e  soprano . In a d d i t io n ,  the  p ro g re ss io n  from B^ m ajor 

to  G m ajor c r e a t e s  t o n a l  i n s t a b i l i t y .

This v e ry  f re q u e n t  d issonance  r e s u l t i n g  from c h ro 

m atic ism  i s  a l s o  commonly found in  a chord su c cess io n  which 

m a in ta in s  th e  same r o o t  w hile  changing the  s o n o r i ty  by a l 

t e r i n g  th e  t h i r d  of the  ch o rd . In Example 129, th e  D m ajor 

chord on th e  f i r s t  b e a t  of measure I4.I s h i f t s  t o  a D minor

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



231

chord on th e  n e x t  b e a t .
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Example 129. Book V, M adriga l 6 , p . 275, m. if.O-lj.1

Aside from th e  c r o s s - r e l a t i o n  in  measure ij.1, th e r e  ise 

a l s o  a sw if t  change of mode a f t e r  the  cadence in  D m ajo r.

O ccas io n a lly  V icen tino  avoids c r o s s - r e l a t i o n  by em

p lo y in g  a chrom atic  h a l f - s t e p  melodic p a t t e r n  as  i l l u s t r a t e d  

in  Example 30,
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Example 130. Book V, M adrigal 5 , p .  2 6 l ,  m. lip

,1
In Example 130, th e  fo  i s  succeeded by th e  a l t e r e d  

f# ^ , th u s  e l im in a t in g  a c r o s s - r e l a t i o n .  N e v e r th e le s s ,  th e  

avoidance of c r o s s - r e l a t i o n  s t i l l  produces an u n co n v en tio n a l 

i n t e r v a l  f o r  s ix te e n th -c e n tu r y  musics the  chrom atic  h a l f -  

s te p .

Abnormal ro o t  movements. Inc luded  in  V icen tino*s  

harmonic syntax a re  harmonic p ro g re s s io n s  based on ro o t  

movements in  chrom atic  h a l f - s t e p s ,  Example 131.
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Example 131. Book V, M adriga l 7, p .  280, ra. 8-9

H arm onically , th e  p ro g re s s io n  Eb m ajor to  E m ajor ia?. 

no t c lo s e ly  r e l a t e d .  F urtherm ore , the  u n co n v en tio n a l melo

d ic  i n t e r v a l s  of an augmented t h i r d  ( a l t o ) ,  augmented f o u r th  

(second t e n o r ) ,  and chrom atic  h a l f - s t e p  (b ass )  c o n t r ib u te  

to  th e  o v e r a l l  vagueness of key o r  modal b a s i s .  The u n ique

n e s s  of t h i s  p ro g re s s io n  does n o t end h e r e ,  b u t continues? 

i n  an o th e r  chord  su c c es s io n  moving down a second to  D. 

Chromatic root-movement i s  n o t in d ic a t iv e  of a common usage , 

bu t i s  m ere ly  one of the ways in  which chromaticism, a f f e c t s
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t h i s  composer’ s l a t e  s t y l e .

E x c e p tio n a l  harmonic p ro g re s s io n s  in v o lv in g  r o o t  move

ments of f o u r th s  and f i f t h s  occur s p o ra d ic a l ly  as ev idenced  

by th e  r e l a t i o n s h i p  of an augmented fo u r th  in  Example 132,

% 0
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y  M i n  h  i n
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a z

rtf O*m0 — —

S o -----

Example 132, Book V, M adriga l 7, p ,  280, m. Ii|.-l5

The i n f e a s i b i l i t y  of u s in g  the common i n t e r v a l s  in  

t h i s  remote r o o t - r e l a t i o n s h i p  does not h in d e r  V icen tino  from
■u

succeeding th e  E chord in  measure Ilf. by an A m ajor chord . 

Unlike the  a fo rem en tioned  to n a l ly - in s e c u re  chord su cces

s ions,. Example 132 and o th e r  s im i la r  p ro g re s s io n s  c re a te
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d is s o n a n t  chord su c cess io n s  as  w e l l  as  wavering t o n a l i t y . ^  

Diminished and augmented t r i a d s . Although V icen tino  

r a r e l y  employs th e  d im in ished  and augmented t r i a d s ,  the  

h a r s h  d issonance which a t  t im es  ensues i s  so very  s t r i k i n g  

t h a t  i t  seems more abundant than  in  a c t u a l i t y .

Although th e  d im in ished  chord i s  g e n e r a l ly  found in  

a chord su c cess io n  hav ing  a second r o o t - r e l a t i o n s h l p ,  the  

ro o t  moves down a m ajor t h i r d  in  Example 133*

/) S f -

| j j
 __

«    -

piipl

Example 133. Book V, M adrigal 6 , p .  271, m. 9
. , _

See pp. 220-227. in  th e  chord su ccess io n s  d i s 
cussed  t h e r e i n ,  chrom aticism  i s  p r e s e n t ,  bu t c o n t r ib u te s  
more to  ’’f l o a t i n g ' ’ t o n a l i t y  th a n  t o  d isso n an ce .
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Example 133 i l l u s t r a t e s  the  convers ion  of a d im in ished  

chord to  a dominant w hile  m a in ta in in g  the  sane le a d in g  to n e .  

With the en tra n ce  of th e  C# in  th e  soprano (augmented f o u r th  

above the  a l t o ) ,  th e  C-major chord on th e  f i r s t  b e a t  i s  g ra d 

u a l ly  converted  to  a C #-dim inished cho rd , A pronounced d i s 

sonance i s  c re a te d  a t  t h i s  p o in t  s ince  th e  C i s  s t i l l  r e 

ta in e d  in  the  f i r s t  t e n o r .  The am biguity  of the  superimposed 

C-major and C#-dim inished chords  i s  re s o lv e d  w i th  the  move

ment of th e  C ( f i r s t  te n o r )  to  B. This in tu rn  produces a 

very  r a re  and b r i e f  usage o f  th e  h a l f -d im in is h e d  chord 

(C#-E-G-E) on the  second h a l f  of b ea t  2 . F in a l l y ,  a l l  d i s 

sonance i s  absolved on the t h i r d  b e a t  w ith  an A-major chord 

which fu n c t io n s  as a dom inant.

In Example 13i|» &n augmented chord i s  co n sp icu o u sly  

p laced  on the  f i r s t  b e a t  of measure 16.
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Example I 3I4., Book V, M adrigal 7, p .  280, m. 15-16

Because of smooth vo ice  le a d in g ,  e s p e c i a l l y  in  the  

o u te r  v o ic e s ,  th e  e x t r a o rd in a r y  chord su c c e ss io n s  in  measures; 

15  and 16 p ro g re s s  l o g i c a l l y  to  th e  F-m ajor chord  i n  th e  l a t 

t e r  m easure. The d is s o n a n t  au g m en ted -tr iad  r e s o lv e s  e a s i l y  

by means of th e  ch rom atic  b a s s - l i n e  to  th e  d o m in a n t- fu n c tio n in g  

C-raajor cho rd 0

A ll o f th e  d issonance  p r e s e n t ly  under d e l i b e r a t i o n  i n  

t h i s  c h a p te r  cannot be p laced  in  a s in g le  ca teg o ry  o f  a u r a l  

s ig n i f i c a n c e ;  r a t h e r ,  i t  i s  com prised o f  vary ing  d eg rees  of 

d is c o rd .  Sometimes th e  d issonance i s  h a r s h  and in t e n s e ,  a 3
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3.8in  the  co n v e rs io n  of the  d im inished chord in  Example 133J
T9in  o th e r  in s t a n c e s ,  such as Example 130 7 and o th e r  l e s s -  

obvious m elodic d is so n a n c e ,  i t  i s  no t so a u r a l l y  s t a r t l i n g — 

e s p e c i a l l y  in  the  tw e n t ie th  c e n tu ry .  I t  i s  on ly  when i n t e r 

p re te d  by s ix t e e n th - c e n tu r y  s ta n d a rd s  of e v a lu a t io n  t h a t  a 

more a c c u r a te  p e r s p e c t iv e  of V ic e n t in o 1s music can be g a in ed , 

the  b o ld n e ss  of h i s  chrom aticism  r e a l i z e d ,  and the  p r e c o c i ty  

of h i s  d issonance  a p p r e c ia te d .

The D is in te g ra t io n  of M odality

Although a modal b a s is  can be de r iv ed  f o r  each l a t e  

m adriga l*  th e  e x te n s iv e  chrom atic ism  in  th e se  works produces 

s t y l i s t i c  a s p e c t s  which are  fo re ig n  to  the modal system . The 

fo llo w in g  p o in t s  h e lp  in  summarizing the  s i g n i f i c a n t  d ig r e s 

s io n s  from m o d a li ty  in  Book V:

1. The chrom atic  octave as th e  p i t c h  re so u rce  f o r  
a l l  m ad rig a ls

2 . The u n e x c ep tio n a l  use of augmented, d im inished* 
and chrom atic  m e lo d ic - in te rv a ls

3 . S e q u e n t ia l  occurrences of dominant ch o rd s , c r e a t 
in g  ex tended usage of le a d in g - to n e  re la t io n s h ip ®

I4.. Chord su c cess io n s  which produce c r o s s - r e l a t i o n

5 .  Chord su c cess io n s  which cannot be i d e n t i f i e d  w ith  
a s p e c i f i c  mode.

The breakdown of m oda lity  does n o t induce a m ajor o r  

minor s c a l e - b a s i s  f o r  th e se  m a d r ig a ls .  In f a c t ,  most of th e

l 8 See p . 235.

19See p .  232.
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d e v ia t io n s  from m o d a lity  a re  a b n o rm a li t ie s  f o r  the m ajo r-  

m inor system . For example, the  t o n a l i t i e s  which are  e s 

t a b l i s h e d  a t  many cadences r e f e r  to  a very  sm all segment 

of the phrase  s t r u c t u r e .  This la c k  of a r e c u r r in g  to n ic  — 

p a r t i c u l a r l y  e v id e n t  in  chrom atic  p assag es—d e f ie s  th e  very  

d e f i n i t i o n  of t o n a l i t y  by V incent d 'In d y :

. . .  th e  ensemble of m usica l phenomena which 
human u n d e rs ta n d in g  i s  ab le  to  a p p re c ia te  by d i r e c t  
comparison w ith  a c o n s ta n t  e lem ent—to n ic * 20

Perhaps V ic e n t in o 's  l a t e  s ty l e  i s  b e s t  ev a lu a te d  by 

Reese in  h i s  s ta tem en t:

. . .  h i s  ( V ic e n t i n o 's ) chrom aticism  p o in te d  th e  
way to  the  l i b e r a t i o n  o f  music from the  d ia to n ic  r e 
s t r i c t i o n s  of th e  modal sy s tem ,21

20

21
Apel, o£. c i t . ,  p .  752. 

Reese, o£, c i t , ,  p .  329*
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Summarizing S tatem ents

1 . According to  V ic e n tin o ,  no composer r e s t r i c t s  

h im se lf  to  the pure d ia to n ic  modes d e r iv e d  from th e  d i a 

to n ic  genera;. in s t e a d ,  he proposes t h a t  music i s  based  on 

a com bination of modes d e r iv e d  from a l l  th re e  g e n e ra — 

d ia to n ic ,  enharm onic, and chrom atic—and should  be i d e n t i 

f i e d  as ’’musica p a r t i c i p a t a  and m is t a . ”*

2 . V ice n tin o  c r e a te d  e ig h t  modes f o r  each genus by 

the v a r ie d  com binations of f o u r th  and f i f t h  p a t t e r n s  i n  each 

r e s p e c t iv e  g en u s0 The d ia to n ic  modes are s i m i l a r  to  th e  

e c c l e s i a s t i c a l  modes, bu t the  ch rom atic  and enharmonic modes 

are  comprised of s e r i e s  of_seconds and t h i r d s .

3 . Com positions w r i t t e n  e x c lu s iv e ly  in  any one of th e  

th r e e  genera  are f o r  t h e o r e t i c a l  purposes a lo n e ;  th e  pure 

forms of each are  th e  l e a s t  d e s i r a b l e .

Ij., Based on V icen tino*s  t h e o r i e s ,  ch rom atic ism  is? 

l a r g e ly  accounted  f o r  by th e  ’’' in t r u s io n ” of th e  ch rom atic  

and enharmonic modes upon the  d ia to n ic  mode.

5 .  Measures hav ing  a c c id e n ta l s  occur in  17$ of the 

e a r ly  m ad rig a ls  as compared w i th  71% in  th e  l a t e  ch rom atic  

s t y l e .

6 .  Prom 6 t o  8 d i f f e r e n t  a c c id e n ta l s  ap p ea r  in  every

l a t e  m ad rig a l;  th e  com bination of a l l  the  a c c id e n ta l s  r e s u l t s

in  a tw e lv e - to n e  d iv i s io n  of th e  o c tav e , which i s  used  as th e  
b a s i s  of com position .

7 . The f r e q u e n c y - ra te  of sharps (57*7$) i s  much
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h ig h e r  than  f l a t s  (3 5 .1 ^ ) ;  i n  o rd e r  of f re q u en cy , th e  te n  

a c c id e n ta l s  o c c u rr in g  i n  Book V a re :  F#, B , C#, G#,

B , A*3, D#, Db , and A#.

8 . A lthough chrom aticism  g iv e s  r i s e  t o  many f o r 

bidden o r  u n co n v en tio n a l i n t e r v a l s ,  the  m a jo r i ty  i s  s t i l l  

of th e  c o n v e n tio n a l  ty p e .  A s tudy  of s ix  l a t e  m a d rig a ls  

confirm s t h i s  f a c t ;  th e  i n t e r v a l s  p rece d in g  and succeeding 

an a c c id e n ta l—w hether i t  be sh a rp , f l a t ,  or n a t u r a l —are  

p redom ina te ly  c o n v e n tio n a l  and fo llo w  s e t  m elodic p a t t e r n s  

in  t h e i r  approach t o  and d ep a r tu re  from the  a c c i d e n t a l .

9* The occurrence  of u n co n v en tio n a l i n t e r v a l s  and 

m elodic p a t t e r n s  r e s u l t i n g  from chrom atic ism  i s  f r e q u e n t  

enough to  be co n s id e re d  a d e f i n i t e  a sp e c t  of V icen tino*s 

l a t e  s t y l e .  These u n u su a l melodic p a t t e r n s  invo lve  ch ro 

m atic  h a l f - s t e p ,  d im in ish e d , or augmented i n t e r v a l s .

10. From th e  harmonic s ta n d p o in t ,  ch rom atic ism  pro=» 

duces e x te n s iv e  usage of m ajor t r i a d s  (86 .3$) and f o u r th  

and f i f t h  r o o t - r e l a t i o n s h i p s ,  which to g e th e r  a re  th e  com

ponent elem ents of the  p redom inating  c h o rd -su c c e ss io n  ty p e s .

11. Chord su ccess io n s  w i th  ro o t  movements o f  a f o u r th  

or f i f t h  a re  c u s to m a r i ly  comprised of s e r i e s  of dominant- 

r e s o lv in g - to -d o m in a n t  chords which c o n t r ib u te  most t o  th e  

s h i f t i n g  and -u n se tt led  t o n a l i t y .

120 Harmonic su c cess io n s  hav in g  second and t h i r d  

r o o t - r e l a t i o n s h i p s  a l s o  c re a te  sudden to n a l  s h i f t s  o r  to n a l  

i n s t a b i l i t y .
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13. Dissonance r e s u l t i n g  from chrom aticism  i s  p r i 

m a r i ly  found in  c o n ju n c tio n  w ith  fo rb id d en  melodic i n t e r v a l s ,  

c r o s s - r e l a t i o n ,  abnormal ro o t  movements, and d im in ished  and 

augmented t r i a d s *

lip. C r o s s - r e la t io n  i s  r e c u r r e n t ly  the  outcome of 

a c c id e n ta l -u s a g e  w ith  t h i r d  r o o t - r e l a t i o n s h i p ;  t h i s  common 

d issonance  i s  a l s o  p e r s i s t e n t l y  found in  a chord su c cess io n  

which m a in ta in s  th e  same r o o t  w hile  a l t e r i n g  th e  s o n o r i ty .

1$ •  Abnormal r o o t  movements, which produce d is s o n a n t  

p ro g re s s io n s ,  a re  i d e n t i c a l  to  fo rb id d e n  melodic i n t e r v a l s  

l i s t e d  in  #9. Chromatic root-movements are more numerous 

th a n  augmented o r  d im in ish ed , b u t none i s  in d ic a t iv e  of 

common u sa g e •

16. Chromaticism sometimes le a d s  to  th e  harmonic d i s 

sonance of the r o o t - p o s i t i o n  d im in ished  and augmented t r i a d s *  

17* V icen tino*s  advanced d issonance  can b e s t  be 

a p p r e c ia te d  when in t e r p r e t e d  th rough  s ix te e n th - c e n tu r y  

s ta n d a rd s  of e v a lu a t io n .

18. V icen tino*s  chrom aticism  c o n t r ib u te s  to  the  d i s 

i n t e g r a t i o n  of m o d a li ty  in  a l l  o f  the  aforem entioned  ways0 

B r i e f ly  summarized, th e  p r i n c i p a l  d ig re s s io n s  from m o d a li ty  

a r e :  th e  chrom atic  p itch -g a m u t,  fo rb idden  i n t e r v a l s ,  un

u su a l  chord  su c c e s s io n s ,  f l o a t i n g  t o n a l i t y ,  and c r o s s 

r e l a t i o n s .
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