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Notes 

The following should be noted in connection with the examples cited: 

" Unless otherwise specified, the full score is shown in musical examples. Some 
minor changes have been made tacitly in the reproduction of musical examples 
and diagrams from published materials. 

" Bar numbers are usually counted from the beginning of the Crucifixus. The 
exceptions to this occur in Figures 13.1 and 13.3. 

" The sources for all the Crucifixus settings are given in Figure 6.1. Sources for 
settings that fall outside the main focus of the study are cited in footnotes to the 
main text. 

Footnotes in this volume refer to those contained in Volume I. 
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1: Music and Rhetoric 

Figure 1.1: The Structure of a Classical Oration24 

Element Description 
exordium An introduction where the speaker may attempt to ingratiate 

himself/herself with the audience: 
`The rhetorical manoeuvres this involved are still recognisable by 

connoisseurs of the after-dinner speech: flattering allusion to the 
eminence of the auditors ('this distinguished company'), the speaker's 
confession of his own inadequacy ('ill qualified as I am'), the appeal 
for good ill and a fair hearing ('if I may ask you to bear with me')... ' 

narratio Where the speaker generalises about the case, provides an outline and 
perhaps background information. 

confirmatio Supporting arguments are introduced, together with evidence. 
confutatio The speaker takes this opportunity to anticipate any arguments against 

his case, thus further persuading his audience that he has a solid grasp 
of the case he is handling. 

peroratio Conclusion, summin u. 

Figure 1.2: The Application of Oratorical Guidelines to Dance26 

Element Description 

exordium The orator should speak gently and peacefully on rather a low pitch. 
His face and gestures should be restrained, modest and slow. He 
should not gesture with his hands until he has uttered several sentences. 

narratio Any figure of rhetoric used in this section should be emphatic (e. g., an 
exclamation); increasing emotion should not lead to vehement speech 
or exaggerated gestures this early in the oration. Instead, the orator 
should add emphasis by introducing a new speech rhythm and tone of 
voice, at the same time moving his hands more expressively than 
before. Phrase lengths are more varied and the speed of words is 
increased, 

confirmatio Here the orator employs his most powerful rhetorical figures, as he 

struggles to `unsettle the minds' of his audience. To make his 

arguments `strong and invincible', he employs exaggerated figures of 
speech. Abruptly varying the rhythms of his words he assumes the 
vehement tones of voice suitable for the figures and mimes them with 
his hands to increase their impact. 

peroratio The orator abruptly changes his voice. He usually cannot keep a note 
of triumph and pomposity from his voice, for he realises he has 

convinced his audience. His increasingly hasty words, interspersed 

with emphatic short units, are reinforced by the rapid and forceful 

motions of his entire body, as he ends his argument with an emotional 
statement of `his doubts, his thoughts about what may happen, and his 
hopes and fears' Bar 1665: 237). 



I: Music and Rhetoric 

Figure 1.3: Devices for Achieving Dignitas in Style31 

Figures of Speech 

1. repetitio (epanaphora) 
2. conversio (antistrophe) 
3. conplexio (interlacement) 
4. traductio (transplacement) 
5. contentio (antithesis) 
6. exclamatio (apostrophe) 
7. interrogatio (interrogation) 
8. ratiocinatio (reasoning by question and 

answer) 
9. sententia (maxim) 
10. contrarium (reasoning by contraries) 
11. membrum (colon) 
12. articulus (phrase) 
13. continuatio (period) 
14. conpar (isocolon) 
15. similiter cadens (homoeptoton) 
16. similiter desinens (homoeteleuten) 
17. adnominatio (paronomasia) 
18. subiectio (hypophora) 
19. gradatio (climax) 
20. definitio (definition) 
21. transitio (transition) 
22. correctio (correction) 
23. occultatio (paralipsis) 
24. disjunctum (disjunction) 
25. coniunctio (conjunction) 
26. adiunctio (adjunction) 
27. conduplicatio (reduplication) 
28. interpretatio (synonomy) 
29. commutatio (reciprocal change) 
30. permissio (surrender) 
31. dubitatio (indecision) 
32. expeditio (elimination) 
33. dissolutum(asyndeton) 

34. praecisio (aposiopesis) 
35. conclusio (conclusion) 

Special Figures of Speech ("tropes") 

36. nominatio (onomatopaeia) 
37. pronominatio (antonomasia) 
38. denominatio (metonymy) 
39. circumitio (periphrasis) 
40. transgressio (hyperbaton) 
41. superlatio (hyperbole) 
42. intellectio (synecdoche) 
43. abusio (catechresis) 
44. translatio (metaphor) 
45. permutatio (allegory) 

Figures of Thought 

1. distributio (distribution) 
2. licentia (frankness of speech) 
3. diminutio (understatement) 
4. descriptio (vivid description) 
5. divisio (division) 
6. frequentatio (accumulation) 
7. expolitio (refining) 
8. commoratio (dwelling on the point) 
9. contentio (antithesis) 
10. similitudo (comparison) 
11. exemplum (exemplification) 
12. imago (simile) 
13. effictio (portrayal) 
14. notatio (character delineation) 
15. sermocinatio (dialogue) 
16. conformatio (personification) 
17. significatio (emphasis) 
18, brevitas (conciseness) 
19. demonstratio (ocular demonstration) 



TZ 
0 
H Q U 
a 
a a 
A 
w 
a 

OC 
"O y 

ö3c 

O 

-bÖv 

f/1 Cp 
c0 1Z li v 

ä' 

zd 
C7 ö 

0 
H 
U 
a a 
0 

00 
pC 

IO 

7Oy 

yýC 

ÖA 
vi , 

>, wa 
c2. 'w QCö ý 

O L? L 33 

^= d 
Ot 

w 

0.. C7ä ö 

0 
H d 
A 

:o 
E 

Ü 

U 
Q 

. 
tea 

s 
v 

a 
O 
y 

iý 

. rte 
iz 

1-4 

.. n 

cww 
buA u 13 10 > ö3ö 

I 

äi 

onoý. a O. ývýÖ 
aUOWo ý' Eý 

ti`s. c, cd 
ycö 
cý wOvV (Z] 

.., 
0 

ä N° Vä0 
rA 

Q C7 ýNM 

.E 

vý o rA rA 130 
Q 'ö ý 

VoA 
z I- e 



U 
i 
0 ti 

V 

Q 

U 

'm cu °. 
° ö ' ö ° 3 
a i t""' Ö. p 9ý . fi cO V c 
ca a 

y = 
, e=n oY3. cý.., c 

om 

ý'ao sy o an 
öo 

ýo IP4r" o -ö ". ý 
e 

. 
52 w '- q 

ý 
yp 

- . - a 
.E 

, .-u 3V n' 114 co V l co 
« °? 

ter 6> VO cad V 'vi V 

c `ý ý' vsv V ý°' t7 Z 
V 

?a p gn. a ý, EL 
eUVw 
C 

=O 
h 
r 

u 
ö Eoc 

s ä- r, Gn 
% 

O 

" ä )ö la 
ýy aý Qb' 

ý3 
E- Q. An- 

cu 
a 0. 

50 iý 
`" V E i 

ca 

g e= w Zg 
9 

yýA 
ZZ 

pOq 
Q.. o C1.52 03 >ý cs sycw cli 3 

ii C 

C 

L 

bA 

"r 

rl 

I 

.r W 

wt 4) OOc 
Öw ý 

ä 0 , 
`i', c 

yy 
ö 

OQ) 

W =-" 

e, a a, c 

o ý, o ate; v; ö cs cEZ c: 3 ti 

- C 0 > . y äC3 (6 
ä 

, f.. V V1 m 
. 4) o 

F 
ICI Qý (Q It d 7% w 

c 

0.4 

Q cv ýE ý ., yv aý ýs e, 

öcv Ui. cäcv °> °' 3 hw'' y3 onö 
.ä (Z c7 b=N. 

Q) m 

L IU M -a tu to 9) r r. 
Ö 

-... ý tUC Ö y uOG. 7O 
h"fl 

° ýýd 
bA L' 

cd ýn bA LO9. NN0 

do 'ý °' on Ea ca ,ý 
M3 c2. a. 

KZ. 
D ^c rý v33 aý wo.. uo `'' 0act 

0 01) 

0-3.2 L: w y 
7y 

MyO 
to 'G äyibUU 

in 

eUU 
in UGe 

CO 

Uý °ý' ° ä° 
Z ms, ä12 

e ari .3 tr. 
0-u0ä äý ääm r_ 

. aä 
°. 

" 
i 

Ü 

O y° Ü bA 
ý, v i N 

ß "5w q - c 

Eý 
oO 3 "c >, on 

0 0 
� M c 0 N i: 

°öa 
.5 ýb' 

a, 3 

ffl 
+O vi F- ý. N is 

ý ° n ý 3 ý 
T Qý 

ý + oo ü a :' i ýa F. mL 
=L r' . t Af .. r ä+ " 

I- 
4° on 

v 
yp v 'w aý 

nX «3 

ö E 
awn y k ai 

y 

CA 
-- 4j, 

a "- z 0"M Zt _ 

- ö 2 °0 r- U 05 y 
3ä 

ý N 'ýS "y e0 V Q G 
ý 

mu 
yÖgÜ -iz "öN 

Vi l0 y of w V ý + V1 a 
u m) 

NV 

°. 

Cl V 
N l 

Vy Vý' 

y 

V 
, 2 N tz. 3 X 

u(U 
ä ö> Gn q 



fi 

r 01 

r 
O 
h 

d 

It3 

ti 

cef 
Uy IOc 

U O 
rý 

ti OOC 
, ", ýý ä3ä 

oi yC cl tU E c>ý 
c ý"c > 

0. ÜEöä 
I 04 

\ 

U 

/ 

Q U 

iH 

_ 
r U e0 

C's 
U 

ýi ß y c. N l0 

rA -0 a) - 
x C% QO JC 

lO G 'ý L 

°1 a ýý V 
4 U ýy aW 

1 
V1 0 

Iwo UtN 

.n 'R +-' NUO 

C 
% 

ý ä 
cn 

�p x 

C 

w 

y ýU 

- COC 

1ý1 
N U, y 

ö 
v ý 

Q aa 
b A 
_ 

x" 
pnVn 

Xu 
ýau 



H. " Modern Views on Rhetoric and Text Representation 

Figure 2.2: A Systematic Classification of Semantic Textual Influences81 

Sound (S): 
1. SILENCE (rests, interruptio): silence, breathlessness, sighs, breathing, death, 

cutting, breaking, pause, amazement, absence. 
2. ONOMATOPOEIC CONVENTIONS: conventional imitations of animal cries, 

natural sounds, musical instruments; voice timbres (young/old; shrill/sweet; 
masculine/feminine). 

3. RANGE CONVENTIONS: high/low = small/large, activity/response, 
feminine/masculine, young/old, loud/soft, distant/close, life/death. 

4. NUMERICAL CONVENTIONS: solo = alone, one, duet = binary concepts, 
coupling of lovers, few/many = increase/decrease; tutti = totality, unanimity, 
multitude, large ensembles = multitude. 

5. TEXTURE CONVENTIONS: imitation = following, sequence, directional 
motion, order; polyphony = congeries (plenitude), disorder, difference, conflict; 
high/low = feminine, youth, positive/masculine, age, negative; congruence = all 
(totality), sameness, unity, simplicity, purity, beauty; parallelism = unanimity, 
"fauxbourdon" = lamentation 1+3 (+4 etc. ) = conflict (but also sameness, 
unanimity). 

6. DYNAMICS: loud vs. soft = large/small, strong/weak, male/female, 
strength/weakness, authority/subjection, young/old, (or, depending on context, 
old/young). 

7. VOCAL REGISTRATION: (Vocal Orchestration): treble/bass = old/young, 
feminine/masculine, light/dark, height/depth, life/death, heaven/earth. 

Harmony (H) 
1. HARMONIC TENSION: poetic or emotional tension. 
2. HARMONIC INACTIVITY: poetic or emotional stasis, great size, Earth, 

affirmation, delay, void, direct address. 
3. ABRUPT CHANGE: changing context, emphasis, negation. 
4. FLAT MOVEMENTS: sweetness, softness, lamentation. 
5. SHARP MOVEMENTS: harshness, bitterness. 
6. TONAL AMBIGUITY: poetic or emotional instability or uncertainty, chaos, 

negation. 
7. MODULATION: change, disorder, uncertainty, negation. 
8. DISSONANCE: unpleasant, painful or unstable ideas. 
9. CHROMATICISM: pain, effort, strangeness, grief. 
10. KEY CONVENTIONS: major/minor = cheerful, sad. 
11. KEY CONTRAST: difference, distance, displacement. 
12. CHANGE TO MONOPHONY: dearth, rhetorical emphasis by contrast 

(noema). 
13. RETURN TO HARMONY: abundance, congeries, rhetorical emphasis by 

contrast. 
14. SUSPENSION: delay, yearning. 
15. CADENCE: completion, fullness. 

Melody (M) 
1. ALTITUDE CONVENTIONS: high = heaven, lightness, flying, light, 

greatness, triumph, (activity? ), happiness (despair? ); low = Earth, grave, rest, 
darkness, sorrow, defeat. 
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2. DIRECTIONAL CONVENTIONS: upward = height, climbing, flying, 

resurrection, hope, affirmation, joy, growth, triumph; downward = fall, sadness, 
despair, negation, death, burial, defeat, diminution. 

3. MAGNITUDE CONVENTIONS: (Interval size with image size): semitones = 
smallness, gentleness, sympathy, humility, hesitance, timidity, weakness, 
proximity; large skips = great size, amplitude, distance, effort, power, assurance, 
boldness. 

4. MELISMATIC CONVENTIONS: fluid elements (fire, air, water), motion, 
animate creatures, spatial extension, emphasis. 

5. CONJUNCT MOTION: tranquil, pleasant, or simple ideas. 
6. IRREGULAR DISJUNCT MOTION: restlessness, uncertainty, tension. 
7. CIRCULATIO: round objects, circular motion, perfection. 
8. TRIADIC MOTION: trumpets, valour, authority, empire, joy. 
9. SEQUENCE: repetition, cumulatio, congeries. 
10. INVERSION: reversal, antithesis, negation. 
11. CHROMATICISM: pain, effort, lament, strangeness, mystery. 
12. UNCONVENTIONAL INTERVALS: effort, error. Strangeness. 
13. MONOTONE: physical or emotional inactivity, Earth, emptiness, permanence, 

insistence. 
14. RETURNING PITCH: insistence, persistence, stability, return. 
15. OSCILLATIONS: trembling, sinuous movement, sensuality. 
16. REPETITIVE FIGURES: repetitive actions (cradle rocking etc. ). 
17. NON-PICTORIAL MELISMAS: melismatic emphasis. 

Rhythm (R) 
1. TEMPO CONVENTIONS: speed = brevity, impermanence, haste, fear, flight, 

merriment, lightness, light, vitality; slowness = slow, delay, rest, permanence, 
tranquillity, weight, heaviness of spirit, darkness, death. 

2. DURATIONAL CONVENTIONS: short notes = smallness, rapidity, brevity, 
jollity, fear, light, lightness; long notes = massiveness, slowness, tranquillity, 
weight, heaviness of spirit, darkness. 

3. RESTS: see Sound-1. 
4. REGULARITY: continuity, movement toward or away, flow, flying, 

tranquillity, affirmation. 
5. IRREGULARITY: restlessness, jollity, intermittence, interruption, gesture (? ), 

negation, uncertainty, confusion. 
6. REPETITION: repetitio, cumulatio (small dimension), non-pictorial emphasis 

or intensification, affirmation. 
7. TRIPLE METRE CONTRAST: dance, cheerfulness, joy, eroticism 
8. METRE CHANGE: change of topic or mood, new emphasis, fickleness, 

uncertainty. 
9. RHYTHMIC CONFLICTS: poetic conflict, or opposition, confusion. 
10. RHYTHMIC DENSENESS: confusion, conflict, enthusisam. 
11. LONG-SHORT FIGURES: slow = stretching, leaning, yearning; fast = 

hopping, leaping, jollity. 
12. REVERSE DOTTING: negation, hopping, leaping, limping, awkwardness, 

shaking, wilfulness. 
13. DOT LENGTHENING: stretch, flow, delay, yearning. 

7 



II: Modern Views on Rhetoric and Text Representation 

Growth (G) 
1. RETURN OR REPETITION: return, repetition, affirmation, increase (also: 

text repetition). 
2. CONTRAST: contrast, conflict, antithesis, denial. 
3. VARIATION TECHNIQUE: sameness or change (variability)! 
4. ADDITIVE STRUCTURES: enlargement, increase, cumulatio. 
5. OSTINATO: permanence, repetition, law, eternity, but also restlessness, 

tragedy! 

Indirect Applications (IA) 
1. PRE-EXISTENT MUSICAL EMBLEMS (such as the crux; ostinato and 

descending fourth = lament, etc. ). 
2. THEMATIC ASSOCIATIONS (similar to leitmotiv): symbolic or dramatic 

identifications, e. g.: Dies Irae with death; also fanfares, national tunes and 
commercial jingles. 

3. HEXACHORD CONVENTIONS: traditional associations with hardness and 
softness (ideas, emotions, objects). 

4. NUMBER SYMBOLISM: number of voices, entries, motives, etc., may have 

conventional associations (e. g.: triple time may symbolize the Trinity or 
perfection). 

5. SOGGETTO CAVATO DALLE VOCALI 
6. AUGENMUSIK 
7. COMPOSER-DEFINED MEANINGS: Don't we wish that Beethoven hadn't 

made that remark about Fate knocking at the door! 

Figure 2.3: Densities of Word-Paintings' 

Word-Painting (in lines, words or syllables) 
Textual Density = ------------------------------------------------------ 

Total (lines, words or syllables) 

Where: the total number of madrigalisms in a piece is represented by WORD- 
PAINTING. Textual Density is therefore the `ratio between the observed instances 

of word painting measured in words, or syllables and the total number of words or 
syllables in a text'. 

Word-Painting (in beats or tactus) 
Durational Density = ------------------------------------------ 

Duration of a piece (in beats or tactus) 

The durational density of a piece is important as one long WP effect in a short piece 
will affect the `character of a work as a whole more decisively than a few passing 
incidents in a very long composition' - for example, a long melismatic effect will 
affect the length of the piece. 

Word-Painting (number of instances) 
Image Density = ------------------------------------------------ 

Total number of opportunities 



II: Modern Views on Rhetoric and Text Representation 

This is because the text may only have an optimum possible number of word- 
painting opportunities - effectively this ratio expresses what the instances of word- 
painting are compared with the actual number of opportunities available. 

Figure 2.4: Levels of Word-Painting81 

LEVEL 1: MOMENTARY INCIDENTS USUALLY ONLY LASTING A 
BEAT OR TWO. 
`Melody, harmony or rhythm (or some combination of them will normally express a 
single word or idea which coincides with them or lies sufficiently close to them to 
leave no reasonable doubt about the composer's intentions. ' (e. g., an isolated high 
note to express the concept of `sky' or `heaven') 
LEVEL 2: MOMENTARY INCIDENTS POLYPHONICALLY OR 
LINEARLY EXTENDED. 
`Devices barely larger than and not necessarily different from those of the first level 
prolong their influence through contrapuntal elaboration, repetition or durational 
exaggeration. ' 
LEVEL 3: EXTENDED INCIDENTS. 
`Devices of this order, by their nature, take more time for completion. ' (e. g., an 
ascending scalic figure to express, for example, the word `ascendit' will naturally be 
a more drawn out textual expression. ) 
LEVEL 4: COMPOUND EFFECTS. 
`Applications which may be longer than those of level 3, and which usually involve 
all the sounding parts, and often through more than a single element (S, H, M, R, G 
[see Figure 2.2])'. Godt cites the following example: `The conclusion of the 
Absalon, fill mi attributed to Josquin, with its text, sed descendam in infernum 
plorans (but go down into Hell, weeping), involves medium-range downward triadic 
figures that fall with the text. [... ] it makes a wholesale slide into the musica ficta 
inferno of G-flat, combining expressively falling melodic figures with falling 
harmonies. ' 
LEVEL 5: GROSS EFFECTS. 
`The overall disposition of musical materials so as to imbue a whole piece (or section 
of a piece) with a text-associated meaning. The texts of such applications may be 
fairly brief, but operative passages may dominate the total text. Most of the 
examples that spring to mind at this level come from Baroque music. [... ] Many of 
the practices covered by the modern German term Affektenlehre - which applies 
specifically to Baroque style - fall into this category. ' 
LEVEL 6: SURFACE EFFECTS. 
`The control of musical materials in the largest dimension to create a textually 
appropriate atmosphere, expressive in general rather than in detail. A composer may 
create an appropriate musical surface either with or without the locally descriptive 
details of lower levels. At this highest level, the setting responds - in a way familiar 
from Romantic music - to the text as a whole rather than to its parts. Our response to 
a vocal word usually depends first upon our perception of this level. [... ] Control at 
Level 6 represents the most natural approach to strophic composition. When setting 
a strophic text with excessive contrasts, a composer usually avoided conflicts by 

adopting a somewhat neutral style that devoted more attention to fundamental 
musical values: attractiveness of melody, harmony and rhythm. This invites 
performers to act out what music fails to express. ' 



III: Modern Analytical views 

Figure 3.1: `Deep' Structural Level and its Equivalence 

Narrativity Beginning Middle End 

Tarasti embrayage debrayage embrayage 

Schenker (Ursatz) I V (V)-I 

Crucifixus Action Contextual Action 

Rhetoric Exordium Narratio/ 
Confirmatio etc. 

Peroratio 

Stability Stable Unstable Stable 

Sonata form Exposition Development Recapitulation 
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1V: The Mass, Credo and Crucifixus 

Figure 4.1: Structure of the Mass122 

Ritual Ordinary 

Opening Rite 
Prayers at the foot of the altar. 
Act of contrition. 
Kissing of the altar. 
Blessing of the incense. 

Ante-Communion 

Collects (prayers). 
Epistle. 

Gospel. 
Homily. 

Offertory 

Offering of the bread and wine 
Incensing. 
Washing of hands. 
Homage to the Holy Trinity. 
Secrets (prayers). 

Elevation of the two elements. 

Communion 
Lord's Prayer. 
Commingling of bread and wine. 

Postcommunion 

Prayers. 
Blessing. 
Last Gospel. 

Proper 

Introit 

Kyrie 
Gloria 

Gradual 
Alleluia or Tract 
(Sequence) 

Credo 

Sanctus 

Benedictus 

Offertory Chant 

Communion Chant 
Agnus Dei 

Liturgy of 
the Word 

Liturgy of 
the 
Eucharist 

I' 



I V: The Mass, Credo and Crucifixus 

Figure 4.2: The Origins and Approximate Dates of Introduction of the Five 
Principal Chants of the Ordinary to the Mass125 

Text Origins Date of Inclusion 

Kyrie Part of the Litany of Saints. c. 529 by St. Caesarius of 
Roots in Judaism and Paganism Arles - Southern Gallican 

Gloria Prose Hymn of the Church in its infancy By 830, Amalar of Metz 
- Apostolic Constitutions c. 380 (Greek) considered it to be a fixed 

component of the Romano- 
Frankish Mass 

Credo More specifically, the Nicene Creed. See In use in the Eastern 
pp. 57-9 (Volume I) for a more detailed Church in the 6`hcentury. 
account of origins Introduced into the Roman 

Rite as a measure against 
heres in 1014 (in Spain in 

` the 5 century, in France in 
the Carolingian Period). 

Sanctus Originating in Jewish rituals 

Agnus Dei Part of the Litany of Saints 

In use in the West by 
approx. 400 
(see Kyrie) 

First recorded evidence of 
use in Mass dates from 701 
under Pope Sergius I. 

12 



I V: The Mass, Credo and Crucifixus 

Figure 4.3: A Summary of Selected Orders of the Mass as Celebrated in the 
Second, Seventh and Eleventh Centuries126 

Second Century Seventh Century Eleventh Centu 

Entrance of ministers Introit 
(antiphonal psalm) (antiphon and psalm 

verses) 
Litany Kyrie 
Gloria in excelsis Gloria in excelsis 

Scriptural Readings as long Lesson Epistle 

as time allows; with Responsorial psalmody Gradual (respond) 

psalmody and ending with and alleluia Alleluia 
Gospel reading Sequence 

Gospel Gospel 
Homily 
Intercessions Credo 

Dismissal of Catechumens 
Rite of Peace 
Preparation of gifts Preparation of gifts Offertory 

(antiphonal psalm) (antiphon and prayer) 
Eucharistic prayer (blessing Eucharistic prayer with Preface 
of bread and wine) Sanctus, intercessions Sanctus and Benedictus 

and commemorations Canon of the Mass 
Lord's Prayer Lord's Prayer 
Rite of Peace Versicle and response 

(Pax) 
Agnus Dei 
Rite of Peace 

Communion of all present Communion Communion of Priest 
anti honal psalm) (Communion antiphon) 

Concluding prayer Postcommunion 
(prayer) 

Dismissal Ite missa est 

13 
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V. " The Crucifixus: An Overview 

Figure 5.1: The Potential for Word Painting in the Text of the Cruciftxus166 

Latin English Possible Musical Representation 

Crucifixus He was crucified `Tortured' ('excruciating') intervals to 
express the agony of crucifixion 
(augmented seconds, diminished fourths 
etc. ), often creating a jagged vocal line. 
Notes arranged in the shape of a sign of 
the cross (i. e., in a zig-zag sequence of 
pitches such as a'-g#'-c"-b'). 
Use of sharps (in original notation taking 
the form of a cross); the German word for 
sharp is Kreuz, which also means `cross'. 

etiam pro nobis also for us Narrative setting, speechlike treatment. 

sub Pontio Pilato, under Pontius Pilate, Narrative setting, speechlike treatment. 

passus suffered Longer note-values (relative to what has 
gone before), drawn-out vocal lines 
expressing suffering (since suffering is 
endured over time). 
`Tortured' intervals again, to express 
suffering. 
Melismatic lines. 

et sepultus est. and was buried. `Directionality' of musical lines, in this 
case descending, to depict the lowering of 
the body into the grave. 

18 



V: The Crucifixus: An Overview 

Figure 5.2: Commonly Recognised `Cross' Arrangements in Music167 

Senfl 

+ 

Biber 

T-- 

Figure 5.3: Intervals Suitable for the Expression of Pain 

Interval Inversion 
Diminished 3` Aug mented 
Diminished 4 Au gmented 5 
Diminished 5 Aug mented 4 
Diminished 7 Au gmented 2nd 

Figure 5.4: 'Cruciflius' 

G. A. Perti (87): Messa Canone a3 (c. 1700-20) 

1 [solo] 

S. 

S. 

B. 

org. 1 

Cnº - ci - fi - xus, [solo] e- ti - am pm- 

[solo] Cm - cl - fi - xus 

Ciu - ci - fi - xus 

i 
. 
E 

4S984$76$S 
1 

47$ 
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V. The Crucifixus: An Overview 

Figure 5.5: Dactylic Rhythmic Patterns 

ýv 
L' ; 

Figure 5.6: `etiam pro nobis', `sub Pontio Pilato' 

J. D. Zelenka (98): Missa Circumcisionis (1724) 
(coro and organo only) 

a 
00 

s. 

A. 

T. 

B. 

a'8. 

-xus e- ti-am pro no - bissubPon - ti-o Pi - la - to, pas 

- xus e- ti-ampro no - bissubPon-ti -o Pi - la - to, 

e- ti-ampro no - bis sub Pon-ti-o Pi-la -- to, pas - sus 

e- ti -ampro no - bis sub Pon -ti- o Pi - la - to, pas - sus 
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V The Crucifixus: An Overview 

Figure 5.7: 'passus' 

A. Draghi (19): Missa a9 (1684) 

4 

S. 

S. 

B. 

Org. 

pas - sus, pas - sus, pas - sus, pas - sus et se - 

pas - sus,. - pas - sus pas - sus, pas - sus et se - 

pas ----- sus et se - pul - 

a5a54 
65 

4 43 46 5834 
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V. The Crucifixus: An Overview 

Figure 5.8: `et sepultus est' 

F. J. Haydn (42): Theresienmesse (1799) 

Cln 

Timp. 

Vln I 

Vln fi 

Vla 

S. 

A 

T. 

B. 

Org. 

20 

Cln 

T imp. 

VInI 

Vin 11 

Via 

S. 

A. 

T. 

B. 

As 

22 



V. " The Crucifixus: An Overview 

Figure 5.9: Et incarnatus, Crucifixus, and Et resurrexit: Texts and 
Translations 169 

Latin Translation 
Et incarnatus est de Spiritu Sancto ex And he was made incarnate by the Holy 
Maria Virgine; et homo factus est. Ghost of the Virgin Mary; and was made 

man. 
Crucifixus etiam pro nobis sub Pontio He was crucified also for us under 
Pilato, passus et sepultus est. Pontius Pilate, suffered and was buried. 
Et resurrexit tertia die, secundum And on the third day he rose again, 
Scripturas. Et ascendit in coelum, sedet according to the Scriptures. And 
ad dexteram Dei Patris. ascended into heaven, and sitteth at the 

right hand of God the Father. 

Figure 5.10: Examples of Composer-Pupil Relationships 
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V: The Crucilxus: An Overview 

Figure 5.11: Eighteenth-Century Descriptions of `Church Style' 175 

Writer Adjectives 
J. J. Fux (1725) arousing only prayerful devotion; 

following meaning of text; timeless; 
eternal; easy to sing; pleasing in melody; 
as perfect as possible; exactly according 
to the rules of composition 

J. Walther (1732) arousing devotion; majestic; serious; 
respectable; elevating the spirit toward 
God 

J. A. Scheibe (1737) following the meaning, emphasis, and 
declamation of the text; majestic; very 
serious; according to the rules of 
composition; penetrating, magnificent, 
and sublime in character 

J. Mattheson (1739) arousing devotion and contemplation; 
majestic; serious; noble; splendid; 
rapturous, magnificent; instilling fear of 
God; promoting repentance and 
supplication; honoring, exalting, and 
praising God; edifying; elevated in style 

M. Spiess (1745) majestic; serious; pious; modest; 
displaying much care; diligence and 
workmanship 

J. J. Quantz (1752) arousing prayerful devotion or sorrow; 
serious; more pompous and grave than 
opera; moderate and restrained in tempo 
and execution; pious; praising God 

C. Burney (1772) grave; "scientific" (i. e., with good 
harmony), learned modulation, and 
fugues); without frivolity 

J. G. Albrechtsberger(1790) following the meaning of the text; 
serious; pious; noble; magnificent; 
cheerful (when required) 

J. G. Sulzer (1793) arousing prayerful devotion; following 
meaning and declamation of the text; 
solemn; omitting all artificiality, 
excessive ornament and showiness 

H. C. Koch (1802) arousing prayerful devotion; solemn; 
dignified; expressive of worthy, lofty, 
and pious feeling; omitting excessive 
ornament and virtuosic showiness; able to 
move the heart 

24 
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VI: Analytical Results 

Figure 6.2: Length of Crucirlxus Settings 

Length in Bars Composers and Setting Reference Numbers 

5-9 J. D. Heinichen (50), J. D. Zelenka (102), G. Reutter (90), 
F. J. Haydn (33), L. Hofmann (51), W. A. Mozart (75,76 
77,78,81,83,84), J. M. Haydn (46,47), 

10-19 J. C. Kerll (54), A. Scarlatti (92,93), G. Perti (87), J. J. Fux 
(23,24,25,26), A. Lotti (62,63,64,67), A. Caldara (11, 
12,13,14), J. D. Zelenka (98,101), J. D. Heinichen (49), 
F. Durante (21), G. B. Pergolesi (attrib. )(86), A. Carl (15) , F. Schmidt (94), J. C. Bach (3), J. A. Hasse (32), F. J. 
Haydn (34,36,37,38,43), W. A. Mozart (70,71,72,73, 
74,79,82,85), K. D. von Dittersdorf (18), F. L. Gassmann 
(30), L. Hofmann (51,52), J. M. Haydn (45,48), A. Salieri 
91 , 

D. Cimarosa (16), 
20-29 Colonna (17), A. Draghi (19,20), G. Legrenzi (56), J. J. 

Fux (22), J. C. Kerll (55), H. I. von Biber (6), G. Perti (88), 
A. Lotti (61,65,66), J. D. Zelenka (99), L. Leo (57), G. 
Abos (1), N. Jommelli (53), F. G. Bertoni (5), L. Mozart 
(69), F. J. Haydn 35,39,41,42,23), W. A. Mozart (80) 

30-39 F. Gasparini (29), A. Vivaldi (95), A. Caldara (9,10), A. 
Biffi (7), G. Giorgi (31), J. D. Zelenka (96), B. Marcello 
(68), N. Porpora (89), F. J. Haydn (40) 

40-49 L. Leo (58), J. D. Zelenka (100), A. Lotti (59,60), J. G. 
Albrechtsberger (2) 

50-59 A. Caldara (8), J. S. Bach (4) 

60+ J. D. Zelenka (97), B. Galuppi (27) 
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VI: Analytical Results 

Figure 6.3: Example of a Short Crucifixus Setting 

W. A. Mozart (78): Missa in C, KV 220 (1775/6) 

A. 7b.. 

Tbn 

B. Tbn 

Vln I 

via II 

S. 

A. 

T. 

B. 

aB. 

A. ,... 

T 

B. Tea. 

vin I 

Vin 11 

S. 

A. 

T. 

B. 

01E" 
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VI: Analytical Results 

Figure 6.4: Combinations of Solo Voices used in Crucifixus Settings 

Crucifixus Setting Composer Vocal Scoring 
9 A. Caldara Solo B1B2 
16 D. Cimarosa Solo S, tutti SATB 
17 G. P. Colonna Solo SAT 
19 A. Draghi Solo S1S2TB 
20 A. Draghi Solo SIS2T 
35 F. J. Haydn Solo AB 
36 F. J. Haydn Solo SATB 
40 F. J. Haydn Solo TB1B2 / tutti SATB 
41 F. J. Haydn Solo SATB / tutti SATB 
42 F. J. Haydn Solo SATB 
43 F. J. Haydn Solo B, tutti SATB 
44 F. J. Haydn Solo S, tutti SATB 
45 M. Haydn Solo SATB 
53 N. Jommelli Solo T, solo A, SATB 
54 J. C. Kerll Solo SATB 
55 J. C. Kerll Solo S1A1T1B1S2 
57 L. Leo Solo SA 
69 L. Mozart Solo SAB 
81 W. A. Mozart Solo SATB and tutti B, 

then tutti SATB 
92 A. Scarlatti Solo SI S2ATB 

Figure 6.5: Cruciftxus Settings Including Elements of Responsorial Technique 

Cruci raus Setting Composer 
2 J. G. Albrechtsberger 
3 J. C. Bach 
16 D. Cimarosa 
25,26 J. J. Fux 
32 J. A. Hasse 
39 F. J. Ha do 
49 J. D. Heinichen 
77,81,83 W. A. Mozart 
86 G. B. Pergolesi (attrib. ) 
90 G. Reutter 
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VI: Analytical Results 

Figure 6.6: Responsorial Technique 

Vln I 

Vln [I 

S. 

A. 

T. 

B. 

Org. 

b5 64 3 

6 
1-14i I 

Vln I I((1, V, 

Vln II 

S. 

A. 

T. 

B. 

Org. 
b7 b3 

4 

sub Pon - ti - o Pi - 

bis, e- ti-am, e- ti-am, 

bis, e- ti-am, e- ti-am, 

bis, e- ti-am, e- ti-am, 

39 

b6b b6 bS 
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VI: Analytical Results 

Figure 6.6 (continued): Responsorial Technique 

J. G. Albrechtsberger (2): Missa Annuntiationis (1763) 
(continued) 

9 

Vin I 

Vln II 

S. 

-la --- to, 

A. 

e- ti -am, e- ti -am pro no - bis, 

e ti -am, e- ti -am pro no bis, 

B 
e- ti -am, e- ti -am pro no - bis, 

org. = -ý -ý 
7qbh 
4 

40 
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VI: Analytical Results 

Figure 6.7: Responsorial Technique 

S 

Vln I 

Vln11 

Vla $o 

J. A. Hasse (32): Mass in D Minor (1751) 

I: 
±i 

S. 4E 
4 

7- 
- -AW- 

sub Pon - ti -o Pi - la - to, 

A. 

sub Pon - ti -o Pi - la - to, 4VI 

sub Pon - ti -o Pi - la - to, pas - 
B. 

sub Pon - ti -o Pi - la -- to, 
Org. 

1 

p6 
5435 
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VI: Analytical Results 

Figure 6.8: Crucifixus Settings with Trombone(s) 

Crucifixus Setting Composer Approximate Date 
6 F. I. von Biber 1701 
9 A. Caldara c. 1710-20 
25 J. J. Fux c. 1730 
51 L. Hofmann 1760 
71 W. A. Mozart 1768/9 
72 W. A. Mozart 1769 
73 W. A. Mozart 1769 
76 W. A. Mozart 1774 
77 W. A. Mozart 1774 
78 W. A. Mozart 1775 
79 W. A. Mozart 1776 
80 W. A. Mozart 1777 
81 W. A. Mozart 1777 
82 W. A. Mozart 1777 
83 W. A. Mozart 1777 
84 W. A. Mozart 1779 
91 A. Salieri 1784 
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Y'1: Ana{yu[: u+[truss.. 

Figure 6.9: Use of Trombones 
A. Catdara (9): Mass for 4 Voices (c. 1720) 

The inscription at the beginning of this section reads: 
Con viole e Tromboni Che suonano li V. V. ancor le [parti] de le Viole a due Bassi 
soli. 
[With the violas [or possibly viols] and trombones, with the violins playing as well as 
the parts for viola [or viol), for two solo basses. ] 

I Adagio 

Via I, 
Tbn I 

Vla 11, 
Tbn 11 

B. I 

B. 11 

org. 

Figure 6.10: Use of Trombones 
L. Hofmann (51): Micsa in Honorem Sanciae 7heresiae in C (before 
1760) 

1 

Tbn 

Tbn 

Vin I 

Vln 11 

B. 
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VI. Analytical Results 

Figure 6.11: Use of Strings 

A. Biffi (7): Crucifixus (c. 1730) 

Andante 

Vin I 

Vln II 

Vla 

S. 

A. fiksb _- 

B 

Org. 
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Vl: Analytical Results 

Figure 6.12: `Crucifixus etiam pro nobis' used as a Subject 

A. Caldara (9): Crucifixus from Mass for 4 Voices (c. 1730) 

I 

S. Iý-_ 
_--- 

ý 
-_ 

---ý__^_ 

A. I -: 

Cru - ci - fi - xus e- ti- 

T. 

Cru - ci - fi - xus e- ti -am pro no 

B. 

Org. t 

4 

s. - ýi -si rý n rr rr 

Cru - ci -6- xus e- ti am- c- ti -am pro 

A. 

- am pro no - bis, e- ti - am pro no 

T. 

- bis, e- ti - an_ pro no - bis, cru - ci - fi - xus e- ti- 

B. 

Org. 
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VI: Analytical Results 

Figure 6.12 (continued): `Crucifixus etiam pro nobis' used as a Subject 

A. Caldara (9): Crucifixus from Mass for 4 Voices (c. 1730) 
(continued) 

S. - -- - 

no - bis, e- ti - am pro no --- 

A. 

- bis, e- ti - am pro---_ no ---- 

-am pro no - bis, e- ti - am pro 

B. -T- 

Org. # 
------- 

9 

- bis, e-- ti -am pro no -- bis, pro no - 

- bis, e- ti - am pro no - bis, sub Pon-ti -o Pi- 

T. --ý 

no bis, sub 

Cru - ci -ß- xus e- ti -am pro no - bis, 

Org. _---_ 71 i 
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VI. " Analytical Results 

Figure 6.12 (continued): `Crucifixus etiam pro nobis' used as a Subject 

J. D. Zelenka (96): CrucifL us from Missa Omnium Sanctorum 
ZWV 21 (1741) 

I 

S. = Cru - ci - ii - xus e- ti - am pro no - bis, pas - sus, et se - 

Sub Pon- ti -o Pi - la -to, pas - sus et se - pul- 

T- .__ 
-- 

T. 

B. 
- - --- -_ -_ = --= - -- - 

tl 
ý. --y Org. 

5 

S. 
pul - tus est, pas ------ sus, 

- tus, pas - sus, et se - pul - tus, et se - 

Cru - ci - 11 xus e- ti - am pro no - bis, pas - sus, 

B. 

Sub Pon - ti -o Pi - )a - to, pas - sus 

Org. 2- -_ý 
---ý 

665655664,6 $ 
43 
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VI: Analytical Results 

Figure 6.12 (continued): `Crucifixus etiam pro nobis' used as a Subject 

J. D. Zelenka (96): Crucifixus from Missa Omnium Sanctorum 
ZWV 21 (1741) (continued) 

8 

S. 

se - pul - tus est, 

-pul - tus est, cru - 
T. 

° et se - pul - tus est, 

et se pul - tus est, 

Org't 

526 
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VI: Analytical Results 

Figure 6.13: Musical sign of the Cross and Other Closely Related Figures 

Cruci s Setting Composer Comments 
19 A. Draghi Sign of the cross used in imitation. Second 

entry is amended to accommodate this 
imitation. 

87 G. A. Perti Clear sign of the cross. (Figure 6.14) 
88 G. A. Perti Zig-zag arrangement. Does not return to 

opening note, but still recognisable as the 
`cross'. (Figure 5.4) 

8 A. Caldara Musical sign of the cross. 
9 A. Caldara Clear zig-zag arrangement of notes. (Figure 6.9) 
12 A. Caldara Motive spans an octave, with the inclusion of a 

lower auxiliary note. 
97 J. D. Zelenka Zig-zag organisation - five- rather than four- 

note motive. 
70 W. A. Mozart Zig-zag pattern of notes, but one has the 

impression that this musical line arises from the 
underlying harmony. 

Figure 6.14: Musical Sign of the Cross and Other Related Figures 

A. Dragbi (19): Missa a9 (1684) 
(coro only) 

1 
001 

S. 

S. 

T. 

Cm - ci -8- xas 

Cm - cd -I- xus e-d- am pm no -bis sub 

Cnu - ci -ß- xus, cau - ci - 

G. Pcrti (88): Kyrie, Gloria and Credo (c. 1700-20) 
(soprano only) 

S. 

Cm - ci -H- xus e- ti - an p% no - bis 
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VI: Analytical Results 

Figure 6.14 (continued): Musical Sign of the Cross and Other Related Figures 

A. Caldara (8): Crucif rus a 16 Voci (c. 1730) 
(soprano 1 and III only) 

I 

S. Ir 

S. III 

A. Caldara (12): Mass in A Major (1732) 
(bass only) 

I 
Us. 

B. 

Cru - ci - fi - xus 

J. D. Zelenka (97): Missa Votiva (1739) 
(bass only) 

I 

B. 

Cm - ci - fi --- xus 

W. A. Mozart (70): Missa Brevis in G KV 49 (1768) 
(coro only) 

1 

S. 

A 

T. 

B. 

50 

Cru - ci - fi - xus 

Cm - ci - fl - xus 



VL Analytical Results 

Figure 6.15: `Excruciating' Intervals for'Crucifxus' 

A. Vivaldi (95): Credo (c. 1717) 
(tenor only) 

2 

T. AM! 
01 

-- 

J. D. Heimchen (49): Missa 11 (c. 1720) 
(coro only) 

I 

S. 

A. 

T. 

B. 

Cru - ci -ß- xus 

Cm - ci -ä- xus 

Cru - ci -f- xus 

Cru - ci -ß- xus 

8 

S. 

A. 

T. 

B. 

51 

Cru ca I xus 

au - ci -ä- xus 



VI: Analytical Results 

Figure 6.16: `Excruciating' Intervals for `Crucifixus' 

Cruci rxus Setting Composer Intervals 
17 G. P. Colonna Dim 5 (V), Aug 4 (V). 
19 A. Draghi Dim 4 (H) (See Figure 6.14) 
20 A. Draghi Dim 5 (V) 
56 G. Legrenzi Aug 4 (H) 
88 G. A. Perti Dim 4 (H) (See Figure 6.14) 
95 A. Vivaldi Dim 4 H) (See Figure 6.15) 
98 J. D. Zelenka Dim 4V 
49 J. D. Heinichen Dim 4 (V), Aug 2 (V), Aug 4 (V), Aug 5 (D) 

See Fi ure 6.15 
8 A. Caldara Dim 7 (H) (See Figure 6.14) 
90 G. Reutter Dim 5 (V) 
97 J. D. Zelenka Dim 4 (H), Dim 7 (H) (See Figure 6.14) 
102 J. D. Zelenka Dim 4V 
4 J. S. Bach Dim 5 (V), Dim? (V), Aug 2 (H), Aug 4 

(H, V) (See Chapter VII for details) 
96 J. D. Zelenka Dim 4 (H) (See Figure 6.12) 
3 J. C. Bach Dim 3D 
33 F. J. Haydn Dim 7V 
34 F. J. Haydn Dim 3 (H), Aug 4 (H - span of motive) 
70 W. A. Mozart Aug 4V (See Figure 6.14) 
71 W. A. Mozart Dim 4 (D), Dim 5D 
72 W. A. Mozart Dim 5 
27 F. L. Gassmann Dim 4 (V), Dim 5 (V) 
35 F. J. Haydn Dim 5 (H) 
52 L. Hofmann Dim 5 H) 
74 W. A. Mozart Dim 5 (V), Dim 7 (V) 
77 W. A. Mozart Au 4V 
78 W. A. Mozart Aug 4 (V) 
80 W. A. Mozart Dim 5V 
81 W. A. Mozart Dim 5 (V), Dim 7 (V) (chord of Dim 7` 
82 W. A. Mozart Aug 2 (V), Aug 4 (V) (augmented chord) 
84 W. A. Mozart Dim 7V 
38 F. J. Haydn Dim 4 (H), Dim 5 (H - span of motive) 
43 F. J. Haydn Aug 4 (H - span of motive) 
44 F. J. Haydn Dim 5 (V) 
48 J. M. Haydn Dim 7V 

52 



VI: Analytical Results 

Figure 6.17: Example of Metebusis (Vogt)189 
[no wards Owl 

S. 

S. 

Tm - he_ me post te, ra - pe-me in te! 

Figure 6.18: Examples of Metabasis 

J. D. Zelenka (100): Musa St. Caeciliae (c. 1711) 

S. 1 

. Ciu - ci -8-- xus subPon - 
A. 

m- cl -ä-- xns e- ti-am pm no - 
T. 

Cm - ci -ä -- xussubPon - ti -o 
B. 

16. - 00' i IF 

Cm - cl-fl - xus e- tian pro no - bis sub Pon - ti -o 

A. Satieri (91): Mass in D (1784) 

1 

S. 

a 

T. 

B. 

CM - ci - fi - xUS 

Figure 6.19: Emphasis on the Penultimate Syllable of 'Crucifixus' 

A. Caldara (11): Missa in spei Resunrectimis (c. 1720) 

9010 

N't T. 

Cru - ci -6- xus 
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P7. Analytical Results 

Figure 6.21: Use of `Sighing' Intervals 

F. Bertoni (5): Crucifixus con Organo a4 Voci (c. 1760) 
(tenor only) 

z 
Op Op T. 

sub Pon - ti -o Pi - la - to 

A. BiM (7): Crucifixes (c. 1730) 
(bass only) 

4 

io_ B. 'IF 

sub Pon - ti -o Pi - la - to 

A. Caldarn (11): Missa in spei Resurrectionis (c. 1720) 
(soprano only) 

s. 
e- ti - am pro no - bis 

A. Caldara (12): Mass in A Major (1732) 
(bass only) 

4 

B. 

sub Pon - ti -o Pi - la - to 
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VI: Analytical Results 

Figure 6.21 (continued): Use of `Sighing' Intervals 

F. L. Gassmann (27): Massa in C (c. 1770) 
(coro only) 
2 

ýn 
S. 

A. 

T. 

B. 

6c do 

sub Pon - ti -o Pi - la - to 

sub Pon - ti -o Pi - 1a - to 

sub Pon - ti -o Pi - la - to 

sub Pon - ti -o pi - la - to 

F. J. Haydn (37): Missa Brevis SctL Joannis de Deo (c. 1775) 
(bass only) 

3 

B. 

sub Pon - ti -o Pi - la - to 

W. A. Mozart (77): Misse Brevis in D KV 194 (1774) 
(core only) 

3 

S. 

A 

T. 

B. 

sub Pon - ti -o Pi - la - to 

Pon - ti -o Pi - la - to 

sub Pon - ti -o Pi - la - to 

sub Pon - ti -o Pi - to - to 
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VI: Analytical Results 

Figure 6.21 (continued): Use of `Sighing' Intervals 

A. Salieri (91): Mass in ¢ (1794) 
(corn only) 

3 

S. mss 
w rl r0 i F, 

lI A0- ti - sm pro no - bis 

A. 

1ne- ti - am pro no - bis 

T. 

11 "e- ti - mit pro no - bis 
B. 

e- ti - am pro uo - bis 

F. Schmidt (94): Missa Sanctae Caedliae (before 1746) 
(soprano only) 

4 

, LIM Li r- -ý 

e- ti - an pro no - bis 

J. D. Zelenka (99): Missa Natevitads Domini ZWV 8 (1726) 
(soprano and alto only) 

3 

S. 

e- ti - am pm no - bis 

A. 

e- ti - mit pro no - bis 
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VI: Analytical Results 

Figure 6.21 (continued): Use of `Sighing' Intervals 

S. 

A. 

T. 

B. 

J. D. Zelenka (102): Missa Sancti Spiritus ZWV 4 (1723, rev. c. 
1729) (coro only) 

nu 
Of of I 

sub on - ti -o Pi - la - to, pas - sus, A il 

sub Pon - ti -0 Pi - la - 

sub Pon-ti -o Pi -la - to pas -sus et 
IM i 

sub Pon - ti -o Pi - la - to, 
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VI: Analytical Results 

Figure 6.22: Longer Note Values for the Penultimate Syllables of Narrative 
Phrases 

A. Caldara (11): Missa in spei Resurrectionis (c. 1720) 
(tenor and bass only) 

T. 

B. 

S. 

A. 

T. 

B. 

2 

K. D. von Dittersdorf (18): Missa in C (before 1773) 
(corn only) 

z 
'Ft 

e- ti - am pro no - bis sub Pon - ti -0 Pi - Is - to 

e- ti - am pro no - bis sub Pon - ti -0 Pi - Is - to 
Al k 

e- ti - sm pro no - bis sub Pon - ti -0 Pi-la - to 

e- ti - am pro no - bis sub Pon - ti -o Pi - la - to 

65 

sub Pon - ti -o Pi - la - to 



VI: Analytical Results 

Figure 6.23: Decoration of Penultimate Syllable in Narrative Phrases 

G. Abos (1): Messa a4 Voci (c. 1740) 
(coro only) 

S. 

A. 

T. 

B. 

3 

160 

e- ti - an pro no - bis sub Pon - ti -o Pi - la - to 

e- ti - an pro no - bis sub Pon - ti -o Pi - la - to 

e- ti - an pro no - bis sub Pon - ti -o Pi - la - to 

e- ti - am pro no - bis sub Pon - ti -o Pi - la - to 

J. A. Hasse (32): Mass in D Minor (1751) 
(core only) 

3 
01 

S. 

A. 

T. 

B. 

66 

e- ti - ern pm no --- bis 



VI: Analytical Results 

Figure 6.23 (continued): Decoration of Penultimate Syllable in Narrative 
Phrases 

F. J. Haydn (42): Theresienmesse (1799) 
(coro only) 

3 

S. 

A 

T. 

B. 

L. Leo (57): Messa Completa (c. 1730 - 40) 
(soprano only) 

a 
S oil 

. 

e - ti - am pro. - no - bis 

67 

c- ti - am pro no - bis 



VI: Analytical Results 

Figure 6.24: Use of Mdisma for the Penultimate Syllable of Narrative Phrases 

Setting Composer `etiam' `sub' 
3 J. C. Bach 
9 A. Caldara 
12 A. Caldara 
13 A. Caldara 
21 F. Durante 
22 J. J. Fux 
24 J. J. Fux 
28 B. Galuppi 
55 J. C. Kerll 
62 A. Lotti 
63 A. Lotti 
75 W. A. Mozart 
88 G. A. Perti 
89 N. Porpora 
97 J. D. Zelenka 
100 J. D. Zelenka * * 

Figure 6.25: Use of Melisma for the Penultimate Syllable of Narrative Phrases 

A. Caldara (12): Mass in A Major (1732) 
(bass only) 

2 
r.. # oe* st OP op s. 

e- ti - an pro no -- bis 

J. J. Fux (22): Musa SS Trinitatis (1693) 
(corn only) 

6 

S. 

S. 

A 

T. 

B. 

68 

sub Pan -ti -o Pi - Is --- to, Pi - Is -- 



VI: Ana" cal Results 

Figure 6.25 (continued): Use of Melisma for the Penultimate Syllable of 
Narrative Phrases 

J. J. Fox (22): Musa S&Trinetatis (1693) (continued) 

10 
A 

S. 

S. 

A. 

T. 

B. 

4 

S. 

4 

B. ? 

Pan -ti -o Pi -1a --- to, pas 

to, Pas -- ass 
la ä 

to, Pi - !a---- to, 

Pi - la ----- to, Pi - la - 

G. Pcrti (88): Kyrie, Gloria and Credo (c. 1700-1720) 
(soprano only) 

e- ti - am pro_ no ----- bis 

J. D. Zeknka (97): Mrssa Votive ZWV 18 (1739) 
(Dass only, alto only) 

e-ti-ampo no ------- bis 

l5 

CE 4g 
A 

sub Pon - ti -o Pi - la -- to, 

69 



vl: Analytical Aesuuw 

Figure 6.26: Relatively Long Note-values for `passus' 

J. M. Haydn (48): MIssa S Francisci (1803) 
(coro and o gano only) 

t 

S. 
ýEý 

A. 

T. 

B. 

Orgm 

r-3---1 

sub Pan - ti -o Pi - ls-s to, sub Pon - ti -o Pi - 

[sub Pon - ti -o Pi - la - to, sub Pon - ti -o Pi - 

409 1 ol 
IF r 

[sub Pon - ti -o 
V 
Pi - la - to, sub Pan - 11-0 Pi - 

[sub Pon - 11-0 Pi - Ia - to, sub Pan - 11-0 Pi- 

4i 
2 

6 

16 ºS 6 16 
V1 

S. 

- Is - to, pas sus, pas - sus a se - Pul - tug 

A . 

- la - to, pas - MIS, pes - sus at se - put - tug 

T 
. PIP 

- la - to, pas - sus, pas - sus at se - pul - tug 

B. 

' Is - to, pa - suss Pas - sus of so - pul - tus 

k- PE 

I E PIE 

3 
16 ý2 12 d5 

I 

16 6 
rq 3 
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VI: Analytical Results 

Figure 6.26 (continued): Relatively Long Note-values for `passus' 

J. M. Haydn (48): Massa S Francisci (1803) (continued) 

8 
01 

S. 

A. 

T. 

B. 

or& 1ý 

est. pss - sus, pss - sus d se - pul - tus est. 

eßt, pae - sus, pes - sus d se- pul - tus est. ] 

6 %5 6s1 45 a 
b5 o1 

71 
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VI: Analytical Results 

Figure 6.27: Use of Dissonance for the Word `passus' 

W. A. Mozart (82): Aicsa in C KV 259 (1775-7) 
(coo and organ only) 

S. uin= 

A. 

T. 

B. 

org. 

6 
4 

W. A. Mozart (83): Miss, in B Flat KV 175 (1777) 
(coro and organo only) 

S. 

A. 

T. 

B. 

0rB" 
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Vi: Analytical Results 

Figure 6.27 (continued): Use of Dissonance for the Word `passus' 

J. D. Zelenka (98): Massa (ircumcisionis (1724) 
(coro and organo only) 

4 

S. 

A. 

T. 

B. 

org. 

J. D. Heinichen (50): Misse 12 (c. 1720) 
(c01 o and Organ only) 

4 

S. 1- 

sub Pon - ti -o Pi - la - to, 

A. 

sub Pon - ti -o Pi 

'0 
Ir FE Ii T. El 4p dF 

sub Pon - ti -o Pi - la - to, pas sus 
If LM I F) B. 

Pon - ti -o Pi - la - to pas - sus at so 
Org. low 

647 
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VI Analytical Results 

Figure 6.28: Bare Octaves for the Setting of the Word `passus' 

W. A. Mozart (85): Misse in C KV 337 (1780) 

11 

Ob. 
e 

Bsn. 

S. 

A. 

T. 

B. 

Ckg 
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VI: Analytical Results 

Figure 6.29: Melismatic Setting of `passus' 

G. Reutter (90): Musa S Caroli (1734) 

6 

A. 
- to, pas - sus d_ Be - Pul - tug est. 

1 M= 
T. 

- to, pas -- sus d_ se - pul - tas eat. 
B. 

to, pm sus, d_ se Pul - tw eat. 
Or& 

111 17 40 
5 

L. Hofmann (51): Missa in Monorein Sanctae Theresiae (before 
1760) 

(solo bass and organo only) 

s (. oi, I 
B. 

- Ia 

Org. i 

7 

B. 

16/ 66 /S 
IS 

75 

ý"$ 



VI: Analytical Results 

Figure 6.29 (continued): Melismatic Setting of `passus' 

A. Scarlatti (92): St Cecilia Mass (1720) 

8 

S. 

S. 

A. 

T. 

B. 

Or& 

11 

S. 

Ps -- sae d se-Pd -tw at, PAN - 

S . 

AA t 
Bus at se-pw too, 

P=-Mm 
at 

1 
A. 

PI - - SUB et Be- 

T. 

Pr -- sus et so - Pd - Un cot, 

B. 

Pul - tw at, at ee-Pd -ms, et - Be 

14 

7 64 7674 46M 

Allegro 

S. 19 1; r o- 

- no, 

i F 

d Be - Pul -- Us sit. 
S. 

BIG Pul us, d Be pul - tus aA. 

A. 

Pal - ws, at Be pul - tue Cd. 
T. 

Ps - - sued se - Pal - tue 
MR F 

sit. 

B . 

Pd - un, et ae - Pal - tue eat. 
i ds ON 

7643 { 
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Vl: Analytical Results 

Figure 6.30: Musical Descent to Express ̀ et sepultus est' 

G. A. Perti (87): Messa Canone a3 (c. 1700-20) 

22 
S. 

S. 

B. 

a'8"ý 

S. Ii 

S. 

B. 

a8" 

n 
mum r 

t8ýs pm sus C[ 86 - pul - tus ca. 

. 49- o g v 
Cif[, pas - Bus at Be - pul tU8 est. 

r1 

C6L, PM - Bus Cl Be - pul - tug est. 

/1 

7 16 5464t 
2 

77 
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VI: Analytical Results 

Figure 6.30 (continued): Musical Descent to Express ̀ et sepultus est' 

G. A. Perti (88): Kyrie, Gloria and Credo (c. 1700-20) 

11 

S. IFX 

A. 

T. 

Org. 

14 

s. 
r 

OB" 

65 
4 03 

rn 

pas - sus et se - pul - tus est. 

U- I pa 

6S6674 13 
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VI: Analytical Results 

Figure 6.30 (continued): Musical Descent to Express ̀ et sepultus est' 

A. Carl (15): Massa Solemnis in C(before 1751) 
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VII. " J. S. Bach: Crucifixus from Mass in B Minor BWV 232 

Figure 7.1: The Text for Weinen, Klagen, Sorgen, Zagen (Salomo Franck) 

Weinen, Klagen, 
Sorgen, Zagen, 
Angst und Not 
Sind der Christen Thränenbrot, 
die das Zeichen Jesu tragen. 

Weeping, lamenting, 
sorrowing, hopelessness, 
anxiety (fear) and despair 
are the Tear-bread of Christians 
who bear the mark of Jesus. 

Figure 7.2: Symmetry and Tonal Plan of the Credo203 

Crucifixus 

Et incarnatus central choruses Et resurrexit 
Christ's time on earth 

Et in unum solos Et in Spiritum 

second and third persons of the Trinity 

Patrem choruses 
first person of the Trinity 

(paired) eternal life 

Credo 
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VII: J. S. Bach: Crucifixus fr om Mass in B Minor BWV 232 

Figure 7.3: The Chiastic Plan of Cantata No. 4 

Versus 4 
solo quartet 

(SATB) 

Versus 3 solo 
(T) 

Versus 2 duet 
(SA) 

Versus I chorus 

(Sinfonia) 
key throughout =e minor 

Figure 7.4: Use of Lamento in Cruciftxus Settings 

Versus 5 
(B) 

Versus 6 
(ST) 

Versus 7 

G. P. Colonna (17): Messa Concertati a5 Voci (c. 1680 (? )) 
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VII: J S. Bach: Crucifixus from Mass in B Minor B WV 232 

Figure 7.4 (continued): Use of Lamento in Crucifixus Settings 

J. D. Zelenka (100): Missa S. Caeciliae ZWV 1 (c. 1711) 
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VII: J. S. Bach: Crucifixus from Mass in B Minor BWV 232 

Figure 7.6: Comparison of Use of Texts 

Bars BWV 232 Bars BWV 12 
5-13 Crucifixus 

13-29 crucifixus etiam pro nobis sub 
Pontio Pilato, 

29-36 passus et sepultus est. 

37-49 crucifixus etiam pro nobis sub 
Pontio Pilato, passus et sepultus 

1-9 Weinen, Klagen, Sorgen, 
Zagen, 

9-25 Weinen, Klagen, Sorgen, 
Zagen, 

25- Angst und Not / sind der 
32 Christen Tränenbrot, 
33- Angst und Not / sind der 
45 Christen Tränenbrot. 

est. 
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VII: J. S. Bach: Crucifixus from Mass in B Minor BWV 232 

Figure 7.7: A cappella Conclusions to Orchestral Crucifixus Settings 

A. Salieri (91): Mass in D (1788) 
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VII. J. S. Bach: Crucifixus from Mass in B Minor B WV 232 

Figure 7.7 (continued): A cappella Conclusions to Orchestral Crucifixus Settings 

A. Salieri (91): Mass in D (1788) (continued) 
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VII: J. S. Bach: Crucifixus from Mass in B Minor BWV 232 

Figure 7.7 (continued): A cappella Conclusions to Orchestral Crucifixus Settings 

A. Salieri (91): Mass in D (1788) (continued) 
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VII: J. S. Bach: Crucifixus from Mass in B Minor B WV 232 

Figure 7.7 (continued): A cappella Conclusions to Orchestral Cruciflxus Settings 

J. D. Zelenka (96): Missa Omnium Sanctorum (1741) 
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VII: J S. Bach: Crucifixus from Mass in B Minor B WV 232 

Figure 7.7 (continued): A cappella Conclusions to Orchestral Crucifixus Settings 

J. D. Zelenka (96): Missa Omnium Sanctorum (1741) (continued) 
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VII: J. S Bach: Crucifrxus from Mass in B Minor BWV 232 

Figure 7.8: Rhythmic Pattern for Opening Entries 

Figure 7.9: Reappearance of the Opening Subject in Weinen, Klagen, Sorgen, 
Zagen 

Bar 16 

S. 

A. 

T. 

Mina 2nd 

Major 2nd' 
I Augme 1a*ian / Decoration 

Augna tation / Decoration 

19 20 21 

2na 

Exact 
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VII: J. S. Bach: Crucifixus from Mass in B Minor BWV 232 

Figure 7.10: Summary of Amendments and Additions 

Bar Part Nature of Amendment/Addition 1 2 3 
6 (2) A Alto entry placed at a minor third above the bass line 

instead of a major third. 
10(6) S As for A, bar 6. 
13 (9) S a' has been changed to an a#' to create an augmented 

second in the melodic line. 
14 (10) A f#' has been changed to an f 'for the same reason as S, bar 

13. 
* 

15 (11) A a' has been changed to an a#'. 
16(12) T The addition of a on the first beat of the bar. 
16 (12) A The addition of an upper auxiliary note c". 
16 (12) A The addition of a b'. 
18 (14) B The addition of an a on the first beat of the bar. 
19 (15) S The addition of a g' on the first beat of the bar. 
19 (15) T The addition of an unaccented anticipatory note. 
20 (16) B The addition of an f# on beat 1 and accented passing notes 

on beats 2 and 3. 
27 (23) A The addition of an a'. 
31(27) T The addition of a passing note. 
35 (31) S The addition of a crotchet on beat 1 with an octave leap 

downwards. 
40 (36) S The two crotchets on beat 3 now read d"- a' instead of b' - 

c". 
42 (38)) S The addition of an extra note, a'. Change in pitch of the 

following note to b' to give a smoother melodic line. 
43 (39) A The addition of f#' - g' - e' - f#' in sixths with the bass. * * 
45 (41) T The addition of an e on beat 2. 
46 (42) A The omission of the anticipatory f 'to beat 3. 
47 (43) S, T The b' in the soprano line is suspended to create a seventh 

with the bass line. In consequence, the tenor line has to 
remain on a g# instead of moving immediately to an a. The 
prolonged soprano note helps to create a greater sense of 
'descending' ('sepultus' = burial). 

47-9 
(43-5) 

all All adjustments serve to illustrate the word `sepultus'. In 
bars 48-9 the bass moves up a fourth to make a perfect 
cadence rather than descending a fifth (this is more 
conclusive in its effect and is not required here because of 
the addition of a final section). 

The categories are: 
1 adaptation in order to accommodate new words. 
2 improvement or refinement of the original. 
3 minor alterations in conformity with the tradition of Crucifixus settings. 
Bar numbers in brackets refer to the corresponding bars in Weinen, Klagen, Sorgen, 
Zagen. 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1: A. Caldara: Crucifixus a 16 Voci 
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VIII. Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 

4 

e- ti am_pro no bis pro no - bis, 
S. II 

no bis 
S. III ---. --. - --ý-, 

e- ti - am pro no-bis, pro no -- bis, 
S. fv 

cru Cl - fi - xus, 
A. I 

e ti-am pro no ----- bis, 
A. II Z- 

__ 

- ti-amýro no biSTpro 
_ no bis 

A. III 

ti- am pro no - bis, 
A. N 

Ctv - ci xus e ti-amprono bis, 

= T. 1 

=_ _-- --_ -- - T-_ T. 11 

T. III = r=====_ 

T. IV 

B. I 

Sub 

B. II _- .r 

B. III 

B. IV =ý 
-----_ 

Org. 
- 

Ir 
=_-___ =- 

_= F= 1 
9S767698$5- 

q, 4p 
3 

105 



VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucif xus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII: Caldara: Cruciftxus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifaus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucif"us a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifizus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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-Ia-to, pas - sus, e- ti - am pro 7 8- 
bis, sub 

- ti-amproo no -------- 

v 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucif"us a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII. - Caldara: Crucifaus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII: Caldara: Crucifrxus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifrxus a 16 Voci 
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VIII: Caldara Crucifrxus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifrxus a 16 Voci 
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VIII: Caldara: Crucifrxus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.1 (continued): A. Caldara: Crucifixus a 16 Voci 
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--- -- --- - -- -- --- 

et se pul 
tus est--___yý 

T. I 

T. III 

T. III 

T. IV 

B. I 

B. II 

B. ID 

B. IV 

Org. 
.3 $65$ 

122 



VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.2: Organisation of Sections 
Section 1: Bars 1-23 23 Bars 
Section 2: Bars 23-39 17 Bars 
Section 3: Bars 39-53 15 Bars 
Cadence: Bars 55-58 4 Bars 

Figure 8.3: Incidence of Full Scoring within Sections 

Section 1 Bars 12-23 12 Bars 
Section 2 Bars 34-9 6 Bars 
Section 3 Bars 43-53 11 Bars 
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VIII: Caldara: Crucffixus a 16 Voci 

Figure 8.4: Crucifarus Motives 

Bar Voice Motive Rhythmic 
Grouping 

i. 6.20 
1 S. I Al 

(4) (A. 1V) =in 66 rte'-uº-1 
(7) (T" 1) 
(41) 

Cru --I- xw 
2 S. II Al 
(5) (S"IV) "in 66 Am 76 

fA r- 

(8) OLD) 
Ci a- Ci -f- anus 

9 T. II 
mr6, hmm, 

CM -p-f- xue 

10 A. IV Al 
cM (A. n min 71h te 

(28) (B"M 
au - Cl -f- xos 

11 T. IV min _, m;,, _ 

496 i 

au - ci - ii -x Us 

11 S. IV A4 
sin ýrß---, 

au -a-f- xUS 

23 S. III 
1 -1 rte, Svc 

-iff- is 

CM - cx -I- xns 

26 T. I =%j 66 min 7dk Al 

au -p-I- xus 

Where applicable. 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.4: Crucifxus Motives 

Bur Voice Motive Rhythmic 
Grouping 
(Fig. 6.20) 

27 S. IV Maj 61h lei Al offset 

au - ci -f- XUS 

29 B. I Feat 56 7 A2 

r 
ccu - ci -f- xos 

32 4 As 

au - Ci -0 - XUS 

37 S. IV dirAAhý 

LM I 

au - Cl -f- xas 

A6 

40 S. I 
alin 6dk aim 7m 

au - ci - fi - xus 

A2 

42 S. III 
min 66 aim 7m 

au - ci -f- xus 
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VIII: Caldara: Crucifixus a 16 Voci 

Figure 8.5: Organisation of Setting - Key and Text 

Structure Section 1 Section 2 Section 3 Aposiopesis Final Cadence 

Key A minor- C major- -> V A Minor 
C major E minor A Minor 

Text/ I "Crucifixus/ I. crucifixus/etiam l. sub Pontio et sepultus est. 

M ti 
etiam pro nobis pro nobis Pilato/ passus 

o ves 2. Sub Pontio 2. sub Pontio 2. crucifixus /etiam 
Pilato/ passus Pilato/passus pro nobis / et 
3. etsepultus 3. passus/et sepultus 
[est] sepultus [est) 3. passus / et 

sepultus 
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IX. - Bertoni: Crucifixus a4 Voci 

Figure 9.2: Distribution of Motives 

Soprano: ABC1C1DCIDD G/Misc. 

Alto AB C1 C1 DMv D7 G/Misc. 

Tenor ABC, C5C1DDC5C&D5DEG/Misc. 

Bass ABC, C5 DEFDFF D7 D G/Misc. 

Where C8 has the last note of the motive rising by a semitone rather than falling. 

Where DiNv is an inverted version of D. 

Where D7 has a lengthened first syllable. 
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X. " Zelenka: Missa Paschalis ZWV 7 

Figure 10.1: Zelenka: Cruciflxus from Missa Paschalis ZWV 7 

A. 

T. 

B. 

Org. 

A. 

T. 

B. 

Org. 

Adagio nco e con wäe le Ve Stromen6 
S. 

ý[rn 

n t. _- 
-- 

J. D. Zelenka (1679-1745) 

Cru - ci - fi - xus e- 

ýýý 
_ 

terolepsis Cru - ci - fi -- excln» wsaose lice 

-- -i 
Yper on 

Cru ci - fi ---- 
excl WaLs"empMee s talus palüogla r, b. 

Cru - ci - fi xus e ti - am pro 

6 45 436 
5 

3 
pallogta (soprano and alto) 

s. =- ;ý 
ti - am ro no --- bis sub 

KUS e ti - am pip no -- bis, 

aWo is bass bar 2 tenor, bar 3 

xus - ti - am pro no bis, 

no - bis, e- ti - am pro no - bis, 

98764* 

,i 3) 
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X. Zelenka: Missa Paschalis ZWV 7 

Figure 10.1 (continued): Zelenka: Crucifixus from Missa Paschalis ZWV 7 

5 passers duriuscu! w (pathopoeia) 

A. 

T. 

B. 

Org. I 

synaeresis 

on-ti o Pi- la - to 
padl 

pas --- sus, 
ogia (soprano and alto) 

epiwerls ub Pon- ti o Pi - la - to, pas -- 

sub Pon-ti o Pi - la - to, pas - 

l 11 IV I 11 . r sub Pon- t' pi - 
- -- --- noenw not st 

la - to, pas -- 

065ß666 
L-- P5-5 
passes duriusci (P poeia) 

A. 

T. 

B. 

Org. 

synaeresis syncopelprolongado 8 

S. 1 
*mow 

pas -- sus_ et se - pul tug est, 

- sus et se- pul -- tug est, 

- sus et se - pul - tug est, 

-- sus et se - pul - tug est, 

6 47 657 
p4 

passes w scube 

56 $6 
405 
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X. " Zelenka: Missa Paschalis ZWV 7 

Figure 10.1 (continued): Zelenka: Crucifixus from Missa Paschalis ZWV 7 

11 eplzuezls, catabasls j2n 

S. 

A. 

T. 

B. 

Org. I 

pas -sus et se - pul - tus est. 
IPPI syncope/prolonRaßo 

eplzaezls 
pas -sus et se 
ffipj pul - tus est. 

Pl T ' 

pas -sus et IPPI 
se - pul -t us est. 

apo io etc pjPsj/ us et 'se pul paragogue 
tus est. 

cadendae durluccuius 
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X: Zelenka: Crucifixus from Missa Paschalis 

Figure 10.2: Musical-Rhetorical Theorists237 

Name and Dates Title of Treatise Date of Treatise 
Joachim Burmeister Hypomnematum musicae poeticae Rostock, 1599 
(1564-1629) Music autoschediastike Rostock, 1601 

Musica Poetica Rostock, 1606 
Johannes Nucius Musices poeticae sive de compositione Neisse, 1613 
(1556-1620) cantus 
Joachim Thuringus Opusculum bipartitum Berlin, 1624 
(dates unknown) 
Athanasius Kircher Musurgia Universalis sive ars magna Rome, 1650 
(1601-1680) consoni et dissoni 
Christoph Bernhard Tractatus compositionis augmentus; Not printed in 
(1628-1692) Ausführlicher Bericht vom Gebrauche Berhard's lifetime 

der Con- und Dissonantien 
Wolfgang Casper Phrynis Mytilanaeus oder Satyrische Dresden/Leipzig, 
Printz 1641-1717 Componist 1696 
Johann Georg Ahle Musicalisches Frühlings-, Sommer-, Müllhausen, 1695- 
(1651-1706) Herbst-, und Winter- Ges niche 1701 
Mauritius Johann Conclave thesauri magnae artis Prague, 1719 
Vogt (1669-1730) musicae 
Johann Gottfried Musicalisches Lexicon Leipzig, 1732 
Walther (1684-1748) Praecepta der musicalischen Ms. 1708 

Composition 
Johann Mattheson Critica Musica Hamburg, 1722-25 
(1681-1764) Das neu-eröffnete Orchestre Hamburg, 1713 

Der vollkommene Ka ellmeister Hamburg, 1739 
Meinrad Spiess Tractatus musicus compositorio- Augsburg, 1745 
(1683-1761) practicus 
Johann Adolf Scheibe Compendium musices theoretico- c. 1730 
(1708-1776) practicum 

Der critische Musikus Leipzig, 1745 
Johann Nikolaus Allgemeine Geschichte der Musik Göttingen, 1788 
Forkel 1749-1818 
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XI: Vivaldi: Crucifixus from Credo RV 591 

Figure 11.1: Vivaldi: Crucifixus from Credo RV 591 

Largo 

Vin I 
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Via 
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T. ---v 
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Org. 
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Yin! 
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Org. 
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4p 
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XI: Vivaldi: Crucifixus from Credo RV 591 

Figure 11.1 (continued): Vivaldi: Crucifixus from Credo RV 591 

7 

ve n 
Vin I 

Vin II 

Vla 

S. 

A. 

T. 

B. 

Org. 

--- ----- -- --- 

Pon-ti o Pi -Ia-to, pas - sus, pas - sus et se-pul - tusest, 

- bis, pas - sus, 

- bis, pas -_ . 
i 

do 

- bis, pas 

77766 
5 

10 

Vin I 

Vln II 

Vla 

S. 

A. 

T. 

B. 

Org 

pas - sus, pas - sus, pas - sus et se - pul - tus est, 

pas - sus, pas - sus et ' se - pul - tus est, et se -pul - tus est, 

-, bus, et se - pul - tus est, cru - ci - 

- sus et se- pul -tus, pas sus et se - ul -t est, 

I 4 13 
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XI: Vivaldi: Crucifixus from Credo RV 591 

Figure 11.1 (continued): Vivaldi: Crucifixus from Credo RV 591 
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Org. 

ll: y 

do 41 

e- ti-amprono-bis, cru - ci - fi-xus, e- ti-am, e- ti-am pro 

au - ci - fi - xus, cru - ci - fi - xus e- ti -am pro 

-fi - xus e- ti-ampro no-bis, e- ti-ampro no - bis, sub 

cau - ci - fi - xus, ctu - cl - fi - xus e- ti-am pro 

I' I' 

p6 
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Vla 
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T. 

B. 

Org. 
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no - bis, 
l- 1 N 1 I 13 

al 
Ail 

Pon- ti-o Pi-la-to, pas-sus, as --- sus et se - pul - tus 
R o- 

Ell le 00 

no - bis, sub Pon - ti -o Pi -la - to, pas - sus-et se - pul -tus 

OR! 4 i 
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XI: Vivaldi: Crucifixus from Credo RV 591 

Figure 11.1 (continued): Vivaldi: Crucifixus from Credo RV 591 
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T. 
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Org. i 

-40 aý go 

pas -sus, pas - sus, et se - pul - tus est, et se -LI, 
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r IF 

est, pas-sus, pas-sus, pas - sus, 

est, et se - pul - tus, et se- 

I, r 
06* b6 $ b6 5 
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Vin II 

Via 

S. 

A. 

T. 

B. 

o' 2 

M-W 

-pul tus est, pas - sus et se - pul - tus 

se - pul - tus est, pas - sus, pas -sus, pas -sus et se - pul - tus 

or OP OP PE 

pas - sus, pas - sus, pas - som as -sus et se - pul - tus 

9 OP Li L, 

- pul - tus est, pas - sus, pas - sus et se - pul - tus 
44. 

-ý. r IF +... = 
75$6 13 
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XI. " Vivaldi: Crucifixus from Credo RV 591 

Figure 11.1 (continued): Vivaldi: Crucifixus from Credo RV 591 
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Org. 

i 
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lop I 
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3y OF 0 
13 ne La = 

66q6Ö6 b6 5 
4. 

28 
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Via 
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T. 

B. 

Org. 

lip RN! 
-put - tus, et se - pul - tus est, pas - sus, pas - 

LJEM 

-put - tus, et se - put - tus est, 

et se - pul - tus est, et 
lip 

et se - pul - tus est, et se - 

19p1 ý6 
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XI: Vivaldi: Crucifixus from Credo RV 591 

Figure 11.1 (continued): Vivaldi: Crucifixus from Credo RV 591 
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XI: Vivaldi: Crucifixus from Credo RV 591 

Figure 11.3: Tonal Structure of Vivaldi's Setting of the Crucifixus 

Key Status Key 7 9 12 16 1 223 25 29 31 33 
Tonic A Minor 
Dominant E Minor 
Subdominant D Minor 
Relative Major C Major 
Relative of the 
Dominant/ 
Dominant of 
the Relative of 
the Tonic 

G Major 
(the role here 
is that of a 
`pivot' key) 

Section 1 1 1 2 2 2 3 3 3 
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X11: Lotti: Crucilxus Settings for Six and Ten Voices 

Figure 12.1: G. Palestrina: Missa Papae Marce[li 
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X11: 'Lotti: Crucifixus Settings for Six and Ten Voices 

Figure 12.2: C. Monteverdi: Extracts from Crucifixus for 4 voices 
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XIII: Mozart, Haydn and Beyond 

Figure 13.1: W. A. Mozart (84): Crucifixus from Krönungs-Messe KV 317 (1779) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifixus from Krönungs-Messe 
KV 317 (1779) 
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X111: Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifixus from Krönungs-Messe 
KV 317 (1779) 
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X111: Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifixus from Krönungs-Messe 
KV 317 (1779) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifrxus from KrOnungs-Messe 
KV 317 (1779) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucif"us from Krönungs-Messe 
KV 317 (1779) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifixus from Krönungs-Messe 
KV 317 (1779) 
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X111. " Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifrxus from Krönungs-Messe 
KV 317 (1779) 
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XIII. " Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifixus from Krönungs-Messe 
KV 317 (1779) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifrrus from Krönungs Messe 
KV 317 (1779) 
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XIII. Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Cruciftxus from Krönungs Messe 
KV 317 (1779) 
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X111. " Mozart, Haydn and Beyond 

Figure 13.1 (continued): W. A. Mozart (84): Crucifixus from Krönungs-Messe 
KV 317 (1779) 
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X111: Mozart, Haydn and Beyond 

Figure 13.2: Harmonic Structure of Mozart's Setting of the Crucifixus from 
Krönungs Messe KV 317 

Bar and Beat 65 652 65 65 
Text (rest) Cru- - ci- fi - -- 
Harmony I 6/4 chord of A 

flat minor 
Key Eflat major 

Bar and Beat 66 662 673 68 
Text -xus e-ti- am pro no - - 
Harmony diminished 

seventh of F 
minor 

6/4 chord of B 
flat minor 

Key 
Bass line e flat e flat e flat e flat 

Bar and Beat 67 672 67 67 
Text -bis sub Pon- ti- o Pi- la - - 
Harmony diminished 

seventh of G 
6/4 chord of C 
minor 

Key Heralding C 
Minor 

Bass line e natural f f sharp 

Bar and Beat 68' 68 683 68 
Text -to, (rest) pas- sus, (rest) 
Harmony diminished 

seventh of C 
(third 
inversion) 

i in C minor 

Key C minor 
Bass line a flat e flat 

Bar and Beat 69 6 69 69 
Text pas- sus, (rest) pas- sus 
Harmony V i iii° in C minor 

= dominant 
seventh of A 
flat 

Key C minor C minor C minor/ A flat 
Bass line B (natural) c B flat 
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X111: Mozart, Haydn and Beyond 

Figure 13.2 (continued): Harmonic Structure of Mozart's Setting of the 
Crucifixus from Krdnungs-Messe KV 317 

Bar and Beat 70' 70 703 70 
Text et se- 

-Pul- - tus 
Harmony I in A flat I I German- 

6th 
iC V 

4-3 suspension 
Key A flat ma or C minor 
Bass line A flat a flat G 

Bar and Beat 71' 712 713 71 
Text est, se- pul- tus 
Harmony i ii (half- 

diminished 
seventh 

i° V 

Key C minor 
Bass line c F G G 

Bar and Beat 72 
Text est. 
Harmony I 
Key C major 
Bass line c 
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X111: Mozart, Haydn and Beyond 

Figure 13.3: F. J. Haydn (39): Crucifixus from Missa in Tempore Belli (1796) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.3 (continued): F. J. Haydn (39): Cruciftmus from Missa in Tempore 
Belli (1796) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.3 (continued): F. J. Haydn (39): Cruci ft"us from Missa in Tempore 
Belli (1796) 
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X111: Mozart, Haydn and Beyond 

Figure 13.3 (continued): F. J. Haydn (39): Crucifixes from Missa in Tempore 
Belli (1796) 
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XIII: Mozart, Haydn and Beyond 

Figure 13.3 (continued): F. J. Haydn (39): Crucifrxus from Missa in Tempore 
Belli (1796) 
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X111: Mozart, Haydn and Beyond 

Figure 13.3 (continued): F. J. Haydn (39): Crucift"us from Missa in Tempore 
Belli (1796) 
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X111. " Mozart, Haydn and Beyond 

Figure 13.3 (continued): F. J. Haydn (39): Crucifixus from Missa in Tempore 
Belli (1796) 
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X111: Mozart, Haydn and Beyond 

Figure 13.3 (continued): F. J. Haydn (39): Crucifixus from Missa in Tempore 
Belli (1796) 
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X111: Mozart, Haydn and Beyond 

Figure 13.4: Contrast between the Statements of `passus' in Haydn's Setting of 
the Crucifixus from Missa in Tempore Belli 

Bar 76 77 78 
Text pas-sus (rest) pas-sus (rest) pas- - sus 
Vocal Scoring Solo S and A Solo S and A Tutti SATB 
Orchestra Vln I, Vln II, Via Vin I, Vln II, Via Ob I, II, Cl I, II, Fg I, 

II, Vln I, Vln II, Via, 
Or g, Vc. 

_Harmony 
C minor -I C minor -I Neapolitan 6 

Dynamics f 
Other Pulsating quavers Constant quaver 

broken up by use of accompaniment 
crotchet on the first returns in the organ 
beat in the and basso. Vln II 
accompaniment. and Via have 

semiquavers. 
Woodwind 
accompany with 
sustained chords. 

Figure 13.5: Organisation of Text in Haydn's Setting of the Crucifrxus from Missa in Tempore Belli 

Bars 672-693 Crucifixus 
responsorial imitation 

Bars 691 -712 etiam pro nobis 
Bars 713- 752 sub Pontio Pilato, 

Bars 761 - 772 passus, passus, 

Bars 781-823 passus et sepultus, sepultus est, 
Bars 831 -882 passus, passus et sepultus est, 

Bars 883 -93' sepultus est. 

responsorial imitation 

call and response 
chordal 

chordal 

chordal 

chordal 

i fn 



Nil Mozart, Haydn and neyona 

Figure 13.6: Cnuc:: fixus Motives in Beethoven's Mersa Solmuiis (cmv only) ' 
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XIIL" Mozart, Haydn and Beyond 

Figure 13.7: Extract from Hummel's Setting of the Crucifuai' s from Mass in B 
Flat op. 77 (coro onlyf 
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XIII: Mozart, Haydn andBeyrmd 

Figure 13.7 (continuatrExtract from Hummers Setting of the CneeifRxws from 
Mass in B Fart op. 77 
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XIV. Patterns of Inf uence and Modes of Transmission 

Figure 14.1: Survey of Overall Tonal Structure of Crucifixus Settings 

T. C. T. 0. T. 0. T. 0. T. 0. T. C. 
Ma' Mä : Ma' Ma : Min Min-Mä Min: Min Min 

1680-1700 3/7 1/7 1/7 2/7 
7 settings -42.9% -14.3% -14.3% -28.5% 
1700-1720 7/15 2/15 1/15 2/15 3/15 
15 settings -46.9% -13.4% -6.7% -13.4% -20.1% 
1720-1740 5/28 1/28 3/28 6/28 13/28 
28 settings 18.0% ~3.6% -10.8% -21.6% -46.8% 
1740-1760 1 /9 1 /9 2/9 3/9 2/9 
9 settings -11.1% -11.1% -22.2% -33.3% -22.2% 
1760 -1780 2/29 8/29 1/29 8/29 10/29 
29 settings -7.0% -28.0% -3.5% -28.0% -35% 
1780 - 1800 4/14 4/14 3/14 1/14 2/14 

28.4% -28.4% -21.3% -7.1% -14.2% 
Total 22/102 6/102 17/102 4/102 21/102 32/102 

Tonally Open (T. 0. ) = 48 
Tonally Closed (T. C. ) = 52 
Major Keys only (T. 0. and T. C. ) = 28 
Minor Keys only (T. 0. and T. C. ) = 53 
Move from Major to Minor =17 

Figure 14.2: More Common Musical Rhetorical Figures used in Crucßfixus 
Settings between 1680 and 1800255 

Figure Definition 
Anaphora 1. a repeating bass line; ground bass; 
(Repetitio) 2. a repetition of the opening phrase or motive in a number of 

successive passages; 
3. a general repetition. 

Anticipatio, An additional upper or lower neighbouring note following a 
Praesumptio principal note, prematurely introducing a note belonging to the 

subsequent harmony or chord 
A osio esis A rest in one or all voices of a composition; a general pause. 
Assimilatio, A musical representation of the text's imagery. 
Homoiosis 
Auxesis, Successive repetitions of a musical passage which rise step by step. 
Incrementum 
Cadentiae A dissonance in the pre-penultimate harmony of a cadence. 
duriuscula 
Catabasis, A descending musical passage which expresses descending, lowly 
Descensus or negative images or affections. 
Climax, 1. a sequence of notes in one voice repeated either at a hi er or 
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XIV: Patterns of Influence and Modes of Transmission 

Figure Definition 
Gradatio lower pitch; 

2. two voices moving in ascending or descending parallel motion; 
3. a gradual increase in rise in sound and pitch, creating a growth 

in intensity. 
Corta A three-note figure in which one note's duration equals the sum of 

the other two. 
Distributio A musical-rhetorical process in which individual motifs or phrases 

of a theme or section of a composition are developed before 
proceeding to the following material. 

Emphasis A musical passage which heightens or emphasises the meaning of 
the text through various means. 

E anale sis A frequent repetition of an expression. 
Epizeuxis An immediate and emphatic repetition of a word, note, motif, or 

phrase. 
Faux Bourdon, A musical passage characterized by successive sixth-chord 
Carachresis, progressions. 
Simul 
Procedentia 
Fuga A compositional device in which a principal voice is imitated by 

subsequent voices. 
Heterolepsis An intrusion of one voice into the range of another. 
Hyperbaton A transfer of notes or phrases from their normal placement to a different location. 
Hypotyposis A vivid musical representation of images found in the 

accomp an ing text. 
Metabasis, A crossing of one voice by another. 
Transgressio 
Metalepsis A fuga with a two-part subject (double fugue) 
Mimeis, An approximate rather than strict imitation of a subject at different 
Ethophonia, pitches. 
Imitatio 
Noema A homophonic passage within a contrapuntal texture. 
Palilogia A repetition of a theme, either at different pitches in various voices 

or on the same pitch in the same voice. 
Paragogue, A cadenza or coda added over a pedal point at the end of a 
Manubrium, composition. 
Supplementum 
Paronomasia A repetition of a musical passage with certain additions or 

alterations for the sake of greater emphasis. 
Parrheisa An insertion of a dissonance, such as a cross relation or triton, on 

a weak beat. 
Passus A chromatically altered ascending or descending melodic line. 
duriusculus 
Pathopoeia A musical passage which seeks to arouse a passionate affection 

throu chromaticism or bsome other means. 
Pol toton A repetition of a melodic passage at different itches. 
Prolongatio A passing dissonance or suspension of; longer duration than the 

preceding consonance. 
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XIV. - Patterns of Influence and Modes of Transmission 

_Figure 
Definition 

Repercussio 1. A modified interval in a tonal answer; 
2. A tonal, inverted, or other modified fugal answer. 

Retadatio 1. A suspension which is prolonged or which resolves by rising; 
2. A delayed rather than anticipatory suspension. 

Salto Sem lice A consonant leap. 
Saltus A dissonant leap. 
Duriusculus 
Suspiratio, The musical expression of a sigh through a rest. 
Stenasmus 
Synaresis 1. A suspension or syncopation; 

2. A placement of two syllables per note or two notes per syllable.. 
Syncopatio, A suspension with, or without a resulting dissonance. 
Li atura 
Tmesis, Sectio A sudden interruption or fragmentation of melody through rests. 
Transistus, A dissonant or passing note between two consonant ones, either on 
Celeritas, the strong or weak beat. 
Commissura, 
Diminutio, 
Symblema 


