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ABSTRACT

This lectue-recital documenpresents a study gkveral oflan PieterszooBwe el i nc k 6 s
settings of Genevan psalm tunes. The authenticated psalms for keyboard 38sdlbés and
140, are analyzed alongside their parallel settings forch@wge el i nckés unusual
civic organist gave him freedom to compose using material from a variety of religious traditions.
His psalmbased works, often overshadowedhiithis output, show his mastery of Franco
Flemish polyphony.This researchliscusseshe transmission and use of the psalm settings,
Swe e | treattnkndfdhe psalm turg and $ylistic featureswithin the settingssuch agorm,
harmonic languagenoddity, and textpainting. A substantial portion of the document is
dedicated to the use of figatron within the psalm settingshowingfour primaryways in which
the figuration is derived from the psalm tune. These psalm settings are a monument within
Swe e | sautplk: he keyboard settings establish a basis for the future of ididenticard
works, while the choral settings are a crowning achievement of the FRlagosh polyphonic

tradition.
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I ntroduction

The Genevan psalm tunes set by J. P. Sweetioglprisea sizeable portio of his
output. Not only did Sweelifkcset the entiré&senevarPsdter for chorus, buhealsocomposed
variations on sever&enevarunes for keyboardHis four books ofPseaumes de David
ranging from four to eight voicemclude individual works that may represéig greatest
achievemets as a composeilhe purpose of this lecturecital is tostudy andperformorgan
and vocal settings by Sweelinck of Psalm 36, Psalm 116, and Psalm 140. These are the only
parallel settings of psakior organ and voice that can be absolutely authateticas part of
Sweelinckds output. As a result of my effort

consider adding this undeerformed music to their repertoire
I. Jan Pieterszoon Sweelinck: Biography

Jan Pieterszoon Sweelinck (156821)was born in Deventer arided for the majoriy
of his life in Amsterdam.He was probably employeais organisat the Oude Kerin 1577,at
barelyfifteen years of agé His father, Peter Swybbertszoon, was also an organist; in fact, his
family held the post of organist at the Oude Kerk from c. 15682, almost without
interruption>? Sweel i nckdos earliest musical training p
when Sweelinck was only eleven. His only other teacher was Jan Willemszoon Lossy of

Haarlem, who may have taught him compositfoin addition, Jan Pieterszoon may have studied

! Pieter Dirkserand Haald Vogel, introduction to thEomplete Keyboard Works, Vol. 3: Variations on Chorales
and Psalmsed. Pieter Dirksen and Harald Vogel (Wiesbaden: Breitkopf & Hartel, 2006),

2 RandallH. Tollefsen and Pieter Disen, "Sweelinck, Jan PieterszdoGyove Music Online Oxford Music

Online Oxford University Press,
http://www.oxfordmusiconline.com.www?2.lib.kuda:2048/subscriber/article/grove/music/273@6cessed October
25, 2013).

3 Tollefsen and Dirksen, "Sweelin¢kn Grove Music Onlingéaccessed October 25, 2013)
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with the famous organist of St. Bavo in Haarlem, Floris van Adrichem.

The fAAIlt er a8theimpositionofCaltirisid 8took place shortly after
Sweelinckwas appointed organist at the Oude Kaelrasticallychanging the nature of his
position. Fortunately for Sweelinck, the municipal authorities owned the churches and their
organs. Cities had spent significant funds for these instruments, thus thegwetant to
destroy them when Calvinism swefptoughHolland> One result of municipal ownership of the
organs was that Sweelinck was employed as a civil servant from 1587 ofwaraddition to
organizingand performing irpublic concerts, Sweelingldayed preludes and postludesfore
and afte the Calvinist services to familiarize the congregants with the new psalm’tunes.
Amsterdamds pr omi nenc e rise$ ataditoo of presentrdpidyl cent er
organrecitalsin conjunction with gents such as the opening of the stock m&rKathis
capacity as a civil servant, Sweelinck represented the growing middle class. Since his primary
role at the Oude Kerk was presenting concerts, he can be seen as a major figure in the
development of ta modern concert tradition, a tradition based on the middle class gaining access
to the finest music of a cultuPeWhether Sweelinck remained a devoted Catholic or converted
to Calvinism remains in questidf.In any case, he accepted and cultivated @@méunes. His
exceptional improvisations led city Malothoriti

addition to his duties at the Oude Ketdachingand composing, he inspected a number of

4 Dirksen and Vogel, introduction to ti@mplete Keyboard Work8.

5 1bid.

5 1bid.

7 1bid.

8JohnButtfi Ger many and tinKeybddar Misie Before 1@ edition, ed Alexander Silbiger
(New York: Routledge, 2004), 167.

9 lbid.

10 Dirksen and Vogel, introduction to ti@mplete Keyboard Work8.

I Tollefsen and Dirksen, "Sselinck," inGrove Music Onlingdaccessed October 25, 2013).
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organs in surrounding towdsHaarlem, Middelburg, Nijmegn, and Dortrech? Sweelinck

absorbed the Frandélemish vocal traditioof the sixteentitenturyand also helped to establish

anew idiomatic keyboard stykbat he bequeathed to later generations through his teaching and
performancé? A soughtafter eacher, his influence upon future generations of organists was
remarkable. Pupils from Germany, sponsored by their city councils, included Samuel and

Gottfried Scheidt, Heinrich Scheidemann, and Jacob and déhaatorius.JohanrMattheson

a seventedh-century music journalisj e scr i bed Sweel inck as O6hambu
Organi st enmacher 6-makerieThdsaamanists fpunded theafamiet 17

century North German organ school.
ll. Psalm-Based Works in the Netherlands

Sweel i nc-thafed compposatibnsicontribute to a rich historkeyboard
compositions ompsalm tunes in the Netherlands. Settings of psalfodigs form a major part
of earlyextant keyboard sources from the Netherldds.n addi ti on to Sweel in
compositions, psalmsettings form almost half of the anonymd@issanne van Stoldt manuscript
(c. 1570), and they compr i-®wkeyboasdtbicima{salllemnder i c

Davids Dordrecht, 1610} TheLiibbenau tablaturéLynar B7)includesa recently discoverk

2 Tollefsen and Dirksen, "Sweelinck," @rove Music Onlingaccessed October 25, 2013).

BJohn Butt, fAGer manvny6.and the Netherl ands,
“Tollefsenandi r k sen, " SweedMusic @bnk (acoessechOctober 25, 2013).

15 pieter Dirksenintroduction toPsalm Variations from Lynar B®d. Pieter DirkserExempla Musica Neerlandica
XVIII, ed. Paul van Reijen (Utrecht: Koninklijke Vereniging Voor Nederlandse Muziekgeschiedenis, 199y, v.

a detailed survey of seventeemntury Dutch psalrbased keyboard compositions, &€ et er Di r ks en, ATl
17™-Century Traditi on GoArt RBsgaach Reportsiof. 2, adt SverkersJyllandéBdteborg
University, Sweden: GotebgiOrgan Art Center, 2000).

16 John Caldwell!Sources of Keyboard Music to 166Grove Music OnlineOxford Music OnlingOxford

University Pess http://www.oxfordmusiconline.com.www?2.lib.ku.edu:2048/subscriber/article/grove/music/26298
(accessed November 12, 2013).
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collection of psalm variations, dating from approximately 16880’ Ant honi van Noor
Tabulatuurboeck van psalmen en fantasyeublished in 1659, contains ten extensive and

highly sophisticated psalm setting®salmbased pieces also appear i tgeventeentoentury

Dutch domestic keyboard books, iamphuysen manuscrigphd theBroekhuyzen

manuscripf®

Clearly, some othe psalntunes were more popular than others. For instance, the
various keyboard settings thfe GenevarPsalm 116 included in the.ynar B7manuscript, and
set by Heinrich Speuy, Sweelinck, and Van Noordstablishthat it was one of the most
beloved of the Genevan psalm tunes. This body of pbabad keyboard literatuiga
testamento the wdespread cultivationfgsalm tunes in #Zcentury Holland.

The corpus of psalms for keyboard can also be viewed as a response to the decree by a
Dordrecht instruction of 1598: Athe | ast psal
after the service, whichwast be f ol |l owed by @&dgrhaev e,rd aend isftydisn ¢
was to perform psalfhased organ variations to help educate the Dutch Reformed congregations
who were likely challengeby the 125melodies in the ®alter?® In addition to psalnbased
compaitions, organistaost likelyused psalms as the basis for improvisation during these
concerts. Whether through composition or improvisation, organists faced a didactic challenge as
they attempted tteach this new repertoimutsidethe worslip service.

Sweelinck was not alone in composing polyphonic settings d?$h#e. Towards the

end of the fifteenth century, polyphonic psalms began to appear in the Netherlands, following the

7 1bid.

18 pieter Dirksenintroduction toPsalm Variations from Lynar BB.

19 pieter DirksenThe Keyboard Music of Jan Pieterszoon &limek: Its Style, Significance, and Influenv®l. 15
of Muziekhistorische Monografiegad.Arend Jan Gierveld (Utrecht: Koninklijke Vereniging voor Nederlandse
Muziekgeschiedenjs997),146-147.

20 |bid, 146.



example of Josqui n&sThreesisteéeattenturyl Dutphpalyphomic mot et s .
settings of the galter are exant. Jacobus Clemens non Papa (G1BB1855/6), an important

forerunner to Sweelinck, based his polyphonic settings oSaherliedekensthe earliest

collection of metricized Dutch psalm$.Gheradus Mes and Cornelis Boscoop, who also based

their settings on th8outerliedekengublished collections in 1561 and 1568, respectifieky.

few individual settings of Marandtidggablidatioeench psa

Pseaumes cinquanby Jean Loys (1555), exclusively contaidda r ot 6 s** ps al ms .
lll. Sweeli nc k6 s Ge n etings ComMpoaitlorm Tr&hsmission, and Ye

Variation cycles form a si zeadghtearigiang t i on o
stand alongside the thisfpur authenticated toccatas and fanta$ia&s prime features of
Sweelinckos keyboard art, t h-movenemwaksilons ar e
fact, theonly survivingmentionof Sweelinck at the keyboard is a description of him improvising

varations:

As | recall, some good friends and | were at the house of my good friend master Jan
Pietersz. Sweelinck, with more good friends, in the month of May; and he, having begun

to play the harpsichord, continued until about midnight, playing amongtbihgs the

tune oO6Den lustelicken Mey is nu in zijnen
in twentyfive different ways, first this way, then trt.

2L william Elders,Composers of the Low Cotiies transl. by Graham Dixo(Oxford: Clarendon Press, 19925.

22Willem Elders, etl., "Clemens non Papa, JacobuBrove Music OnlineOxford Music OnlineOxford

University Ress http://www.oxfordmusiconline.com.www?.lib.ku.edu:2048/subscriber/article/grove/music/05930
(accessed December 9, 2013).

23 Frits Noske SweelinckVol. 22 ofOxford Studies of Composdigew York: Oxford University Ress, 1988), 49.

24 Noske,Sweelinck49.

25 Dirksen, The Keyboard Music of Jan Pieterszoon Sweelib2g,

%|bid, and 160161L. Onl 'y one of t he v aQGotaduiurser Vaseehiderms aSinglesetting nc k 0 s
which displays theantus firmusn long notes followed by an ornamented version in one movement.

' bid., transl. in Randal |l T o-Bibliegfashe 016041 B8 & ZijsoHrfivart er szoon
de Vereniging voor Nederlandse Muziekgeschied&hid971): 117118.
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The variation technique that Sweelinck cultivated was influenced by not only the earlier
tradition of variatiorwriting from the Netherlands, but also bgyboardvorks fromSpain and
especially England® Alan Curtis suggests that English music was easily accessible and widely
appreciated in the Netherlands around the turn of the seventeenthyceHe notes the stylistic
similarities between the keyboard works of Sweelinck JotthBull (1562/31628)%°

Sweelinckds sacred variations are especi al
Lutheran chorales, Genevan psalm tunes, and chant mel&lie® e | | msud @ositioruas a
civic organistallowed himfreedomto compose using material from a variety of traditions. Of
the five Genevan psalm variatisetsoften attributed to Sweelinck, three are considered
authentic: Psalms 36, 116, and f4®i et er Dir ksen and Harald Voge
concerning the sources and transmission o€tleem p o lseyboaddsvorks hasonfirmed their
attribution Due to thestylistic similarities between the works of Sweelinck and other members
of his £hool, earlier editionscluded several spurious works

The psalm variations were most | ikely perf
Oude Kerk. They would have functioned as preludes or posthedese orafterthe Calvinist
services.Sweelinck also could have used them as compositional examples for his students, or
employed them in domestic settings.

No autographs of Sweelinckdés keyboard work

manuscript, titted.ynar Al, was probablgompiedby one of Sweelinckds pu

28 Dirksen,The Keyboard Music of Jan Pieterszoon Sweelih2k.

XCurtis,Sweel inckoés Reyboard Musi c,

Psalms 36, 116, and 140 bear Sweelinckdos name in the 1
Dirksen has incl uded 1 uvedscausepreyashowstylistiosintasity ® the atherk 6 s

variations, and because they are contained in the same manusar@tB7 as other pieces by Sweelinckee

Pieter DirksenThe Keyboard Music of Jan Pieterszoon Sweelinck: Its Style, Sige#icand Influencevol. 15 of
Muziekhistorische Monografiegad. Arendlan Gierveld (Utrecht: Koninklijke Vereniging voor Nederlandse
Muziekgeschiedenjs997), 64.

6



Duben3! Diiben whowas the son of the organist of St. Thomas in Leipgithought to have
beenSweel i nckds assi s t3amsecordl majdr sogrce ffor tise kdyleoarde r  y e ar
works is theFitzwilliam Virginal Book(FM).** These manuscripts preserve works in two forms:
staff notation and letter tablature. The majority of the keyboard works survive in staff notation,
most common to Dutch and English composers. Letter tablature, seeribbemeal B 0
tablatures, was the preferred means of transmission by German ordartstdm 140 is

preserved in staff notation in th&zwilliam Virginal Book and also preserved in tablature
notation in the sourdeynar B2° The variations oie 10 Gebott Gotteare probably an early
version of the variations on Psalm 140; they share the same tune in theg&aitetof

Swe el i né°kPéatm 1i6iisrpeeserved in tablature notatiokyimar B2 while Psalm 36 is
found inTorino G5 they are both notated in lettablature’” Psalm 36 lacks a title in the

Torino manuscript; it is simply labeledersusand bear s SweleP.$nckos i niti

Swe e | iPseauknds sle David setting of the entir&enevan Balterin four volumes,
was a crowning achievementinloisvn T uvr e, and @olyphomcthoraluati on o
traditionof the Renaissanced.ike his eseemed predecessors Ockeghkassus, and Josquin,
Sweelinck was a master of Frar€®mish polyphony. In addition to his setting of thenevan

Psalter, hecomposed chansons, madrigals, canons, and motets. Publication dates of the four

31 The Lubbenau manuscripynar Alis currently housed in the Staatsbibliothek zu BerliauRischer
Kulturbesitz. It contains twertgeven pieces by Sweelinck in Anghutch notation, and is considered the most
aut horitative source for his music. From Pieter van Di
in Sweelinck Studge Proceedings of the International Sweelinck Symposium, Utrecht, 489BRieter Dirksen
(Utrecht: STIMU, 2002)127.

32 Dirksen and Vogelintroduction to theComplete Keyboard Works1.

33 1bid.

34 1bid.

35 1bid, 20.

36 |bid., 21.

371bid., 20.

38 |bid.



volumes ofPseaumes de David1604, 1613, 1614, and 162khow that Sweelinck was
occupied with this project for most of his caréeiThe first three books appeared in Amdsan,
while the fourth book was produced in Haart&hEach begins with foupart settings and

gradually increases fove-part and sixpart settingsand concludewith seven or eightpart

compositions. Sweel i nck s Three areaset twoce: Pgalms 3, c o mp r
27, and 134.
Swe el i ncworksswergpmloablycompose for the Collegium Musicuman

ensemblective in Amsterdanm the 159081 Professional msicians and talented amateurs

joined together to form this excelleensemble. Their ability to perform difficult repertoire
allowedSweelinckto have heightenefleedom of expressioft. His use of French texts, the

language of the uppetass, also points to the intended audience fomiaignum opu®&® Psalms

3 and 10 wre published anonymously in an anthology along with works by Orlando di tfasso.

The dedication page notably states, ATo the nh
musi cians and amateurs of delicatCellegpmd holy m

Musicum?®® Likewise, theLivre second des Pseaumes de Davidedicated to eight individuals

®RudolfRaschji Sweel i nckés Place in the Mu$SweeliadkStiitiest ory of t he
Proceedings of the International Sweelinck Symposium, Utrecht, &89Rieter Dirksen (Utrecht: STIMU, 2002):

5.

40RudolfRaschii Mo dya liint S v @salmiConpdsitionsin Sweelinck Studies: Proceedings of the

International Sweelinck Symposium: Utrecht, 198D Pieter DirkserfUtrecht: Foundation for Historical

Performance Practice, 20Q2159.

41 Noske,Sweelinck5.

42 Harry van deikamp, liner notes tdan Pieterszoon Sweelinck: The Complete Psdharssl. Lindsay Chalmers
Gerbracht, Gesualdo Consort, Amsterdam, dir. Harry van der K@hapsa Record$ssCD922407, CD35.

431bid., 36.

44 The anthology which contained Psalms 3 andva6Cinquante pseaumes de David avec la musique a 5 parties
d6Orl ande de Lassus; Vingt autres psedensstenipdily et 6 pal
Psalms of David with music for five voices by Orlando di Lasso; twenty othém®$ar five and six voices by
diverse excellent musicians of our time), published in 1597. Quoted in van der Kamp, liner datefieterszoon
Sweelinck36.

45 1bid.



who were wealthy merchants, citizens of Amsterdam, and members of the Collegium
Musicum?® Stylistically, the psalms continue the Renaissance polyphonitidradispecially

that of Clemens non Papa and Goudimel.

IV. Psalm Settings: Types
A. Sub-Genres of theKeyboard Psalms

The keyboard psalm variations can be categorized into sewtrgenresased on the
number of voices they employ and their hamgllof thecantus firmus Both keyboard settings of
Psalms 116 and 140 inclutieinia (two-voiced compositions). THgcinia occur atthe
beginning of the variatiogets; in subsequent variaticexdditionalvoices areemployed These
bicinia bear a clos relationship to English virginalist writirfg. Psalm 116 opens with a
biciniumin which the psalm tune is unaltered in the soprano voice. The lower voice begins with

vorimitation, or foreshadowing of the psalm tune withiamitative section (Ex. 4 andEx. 1.8

Example 1a.Psalm 116phrase 1°

S VN o Pay O | |
F A T = &7 il i - ] ] | oS -
(A ¢) it | = I & & Pay
9% — = =
46 bid., 39.

4T Willi Apel, The History of Keyboard Music to 170fansl. and revHans Tischler (Bloomington: Indiana

University Press, 1972), 334. Certain types of figuration, such as triadic outlines and repeated notes, appear

frequently in English virginalist writing.

48 Vorimitationis defined in the&Srove Dictionary of Music anMusiciansas : A The process whereby
theme, stated in long note values in one part of a polyphonic texture, is anticipated by an imitative section in the

ot her parts, wusually based dVoringtationt @roveMusicOnichéeOwford ut i on of
Music Online http://www.oxfordmusiconline.com.www?2.lib.ku.edu:2048/subscriber/article/grove/music/29687

(accessed December 2013).

“The tune of Psalm 116 first appeared in Geneva, 166@nvan der Kamp, liner notes flan Pieterszoon
Sweelinck: The Complete Psalr@2,

9
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Example b. Psalm 116var. 1, mm. 43.°°

n Fa
ﬁ — o = F”]
D = i
| I
e e e
P o #l|2e ENES N =
I ) e i '
T 1

It also makes use of various figures, many of which are closely tied to the psalm tune. For
example, in the opening measures, the span of a perfect fifth oepeegedly, reminiscent of

the intervallic distance of the $tphrase of the psalm tuex. 2a and Ex. 2

Example 2a Psalm 116phrase 1.

y/— S I ——

F A W = &7 bt o - ] ] | i -
L — — —— ©

ry) \ ‘ | !

Example ». Psalm 116var. 1, mm. 5/.

4 1 o 1 }

2 (" © P =

- e 4 J
' i Eigi<agaia

o =
L Carm - - -
7 l!./ I |

50 Jan Pieterszoon SweelindRpmplete Keyboard Works, V@L. Variations on Chorales and Psalpexl. Piete
Dirksen and Harald Vogel (Wiesbaden: Breitkopf & Hartel, 2008. All keyboard examples are taken from this
edition unless otherwise indicated.

10



The lower voice seamlessly moves from one motive to anatfien by way of brief sequences

or echo technique (Ex.3!

Example3. Psalm 116var. 1, mm. 1a1.

R . _
- e — o oo e e om® =
3 F = 7‘]
DR, S IPEE

The accompanying voice begins with slower rhythmic values, gradually increasing in

virtuosic figuration as the variation progresses. This contiswedl in activity, common to

many of the psalm variations, gives the listener a natural sense of forward motion. The ending of

thebiciniumis extended, as figuration is sequenced and chained to the seconsiptbeee

variation (Ex. 4.

Example4. Psaim 116 var. 1, mm. 3433.

A 2. Variatio a 3
A ©
e o P
; s i
T ,
) = i I J > _P_P‘qu = = f -
i G B s . - | —
S
51 Echoes in keyboard music of this period are typically indicated, either with dynamics or with reccmkgsn
Swe e | iEcho Hadtasia In The Keyboard Music of Jan Pieterszoon SweelinckDi r k sen uses t he t
describe passages such as this, where the figure or motive is transposed by an octave (Pietérhiitkeghoard
Music of Jan Pieteszoon Sweelingil59 . Throughout this paper Afechoodo will

transposition of the original statement (Example 311).or to describe an exact restatemenhefrhotive (such as

in Example 48, m. 40).

11
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The first two variations of Psalm 140 are disania; in both cases the psalm tune is located in
the soprano voice. Like theciniumin Psalm 116,He lower voice in the first variatn of Psalm
140 opens with slowote values and gradually increases in momentum, ending with running
sixteenth notes. The figuration spans a large range, from C3 to D5. Like Psalm 116, the first

phrase of the psalm tumestatedn theopening left handiguration (Ex. 5.

Example5. Psalm 14Qvar. 1, mm.12.

o) o T By
77 P o 7] 4

2t o 7 = \ i

Ao \ i \ T

\Q)ua | I \

H I |
4 T f { — f f f ! i N—
fry 3 & t \ i i N g \ I i p= o

ANIVa— I ] 0 bt ® ™ M

o) - rl

In thisbicinium, the lower voice often mirrors the motion of the psalm tufa. example,
figuration in the opening measures ascends upwards, coinciding with the ascent of the psalm
tune phras (see K. 5). As the tune descends, so does the figuration; in fact, it descends a

diminished 12, from C5 to E3. In m. 8, the syncopad figuration decends through a series of

thirds (Ex. 6.
Example6. Psalm 14Qvar. 1, mm. 810.

o ,,

o ¥ [0 ] i ] =)

{53 1 1 = ~

NV A ! I I I

[y ‘ !

Y a | |
DR e e N ]
v -

While the firstbiciniumof Psalm 140 exhibits a multitude of rhythmical figures, the

second variatio, also aicinium, is comprised of almost exclusively running sixteenth notes.
12



The livelier activity in the seconiciniumgives the first two chained variatiodsrersity. A
wealth ofdifferent melodic figurepermeates the second variation, givingi@lodic richness in
the midst of its rhythmic stasis: the entire variation is comprised of running sixteenth notes
against theantus firmus The lower voice travels rapidly throughout the range; in ma#t342

for example, it desecels and ascends two agesin just two measres (EX. 7.

Example7. Psalm 14Qvar. 2, mm. 423.

¢

BL ]

Thevigorousmotion in thisbiciniumcreates an affect of urgency and resolve, related directl
the text of Psalm 140. The text, metricized by Théodore de Béze, appeals to God for deliverance
from the enemy and defense from malitet b eQgDien donne Moydiverance/De cest
home pernicieux ( AO Lord, grant me onjy.Thelcininwithimten ce f r c
psalm variations exhibit a plethora of figures, often referring to the psalm tune itself, but
allowing the tune to be clearly heard.
Threepart settings, aftricinia, comprise half of the psalm variations under stutlige
settings tend to add voices as the variations progress, s@ihi@ are usually found in the
middle of a variation set. The following six variations are strictly composed of three voices:
Psalm 116, variation two; Psalm 3@éariations one and twand Psalm 140, variations three

through five. Of these, half are tereantus firmusettings. While the fowwoice settings tend

52 Mark Wiggins, trans].liner notes talan Pieterszoon Sweelinck: The Complete PsaBasualdo Consort,
Amsterdam, dir. Harry van der Kamp, Glossa Records, GCD922407, CD, 80.
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to be homophonic, theeicinia are contrapuntally diverse. Often, the motion between the three
voices is rhythmically sttdied; each voice maintains a distinctive rhythmic pattern, resulting in
lively interplay. The second variation of Psalm 116, a sop@rdusfirmussetting opens with

figuration that imitates the movement of the first psalm tune pliEaséa and Ex8h).

Example8a. Psalm 116var. 22, mm.32-33.

A 2. Variatio a 3
\!)v — O : : E g ;ﬁ' ek
- r -

Example8b. Psalm 116phrase 1.
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T
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¢

Next, it launches into a short repeateste figure derived from the repeated notes in the psalm
tune, which ipassed between th@wver voices (Ex9). Richness of figuratimand counterpoint

surrounding theantusfirmuss h o ws S we e | yioftlekidnam.ma st er
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Example9. Psalm 116var. 2, mm 34-36.
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Fourvoice sections are found at the carsobn of the variation sets. The final variations of
Psalm 116 and 140 end with four voices, but theyaiao mostly thregart writing,with the
exception of several homophonic passages supporting a s@aans firmusn Psalm 116

(Ex.10a and Ex. 10p

ExamplelOa. Psalm 116var. 4, mm. 1283

f { ||: { \:| I \ yaN ) f/\F\' ) - C
WWW% i ——H 1 r ) r ]
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3 N == ! N\, ‘ |

o o |
) o 7O = =8 ) e
= | 2 2 to
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Examplel0b.Psalm 116phrase 3

RO
TR
RN

0

The final variation of Psalm 36 is the only variation of the thrednps under study that is
constructed with four voices throughout. This variation also demands pedal, a rarity in

Sweel i nck d s v.kBaef siatements of figuration are passed between the hands, and
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increasing rhythmic motion towards the end brings a climax to the varssias a wholEx.

11).
Examplell. Psalm 36var. 3, mm. 159.60.
0 i ‘| | |
ot :i > T ety =
S == J
T T T %
%ﬂg (%3 ©

Sweelinck treats the psalm turentus firmusin two principal ways in the keyboard
settings. The majority of theariations are longnotecantus firmussettings, with unembe#ihed
statements of the psalm tune. A few variations empbdgraturatreatment, with variants on
the tune itself. Psalm 140 presents only straightforward statementscaftias firmuswhile
Psalm 3@ncludesseveral very s§iht embellishments on thiene. However, Psalm 116 is the
most ornamented of the thrgmrhaps becausewas a beloved tune at the tiffeDirksen
suggests that Sweelinck must have improvised on the Genevan psalm tunes more than the
Lutheran chorales and chant melodies in hgsila recitals, and probably found them much
easier to embellisbf. Although some slight deviation can be found in the second variation of
Psalm 116, variations three and four display the mostfabkind ornate melodies xE12a and

Ex. 128.

53 Dirksen, The Keyboard Musiof Jan Pieterszoon Sweelind8.
541bid., 148149.
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Examplel2a. Psalm 116var. 3 mm 7278, soprano.

1y \ ‘ ' _— %

Examplel2h Psalm 11l6phrase 1
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The fourth variation camins a sola@oloraturaline supported by three or four voices. Sweelinck

usegeiterated motiveas a means of elaborating thedun thefinal variation (Ex. 13

Examplel3. Psalm 116var. 4, mm. 11818.

9 - i i‘ un - J"- r
o P i = ﬁ ; Wﬁ—ﬁ
) === ¢ ¢°°¢ SEEE 4 == 47
| |
R R - xx 8
N S 8 g
| I

The straightforward presentation of ttentus firmusn the first two variations followed by
coloratura treatment in the final two gives a sense of balance to the set.

Several psalm variations contamigratingcantus firmus In Psalm 36, theantus
firmusis found in a different vige in each variationlt begins in the soprano voice in the first
variation is placed in the tenor for the secoadd can be heard in the bass voice in the final

variation. The psalm tune of Psalm 140 begins in the soprano and migrates to the tenforvoice

the final two variations.
17



B. Sub-Genres of the Choral Psalm

The choral settings can be divided intotsubg e nr es based on Sweel in
the psalm tune. Theantus firmusvas treated in twprincipalways inthe fifteenthcentury:
either it was left unchanged, or it was freely used as a basis foorim@ositionemploying
paraphrase technigde An alternatecantus firmugechnique was the echo psalm, which quotes
the melody in full (usually in the soprano), often repeating the tune in another part (commonly
the tenory® All three sections oftte cloral Psalm 36 useantusfirmustechnique; the psalm
tune is placed in the tenor in variations one and three, and in the soprano in variation tmo. Psal
116 uses paraphrase technigiotives based on fragments of the psalm tune infiltrate the
texture, lut the tune is never stated plainfysalm 140, on the other hamanploysthe echo
technique, sometimes witm @rnamentedantus firmus Theornamenteghsalm tune is cleby
stated in the soprano voicgometimesvith slight melodic and rhythmic alteran, followed by
interpolations of theuine in between statememiseach psalm phragéx. 14a, Ex.14b, Ex. 14c,

and Ex. 143 The tenor voice always echoes the psalm tune after the soprano statement.

55 Elders,Composersf the Low Countrie30. Elders describes paraphrase technique as the means of adopting the

cantus firmus as the basis for a new melody using interpolations and ornamentation. He notes that this type of

guotation was frequently used by Netherlanders.

S6van derkamp, liner notes tdan Pieterszoon Sweelinck: The Complete Ps@88isThe t er mi nol ogy fdech
psal mdo by van der Kamp is probl emat i cstrettofashiangbeforey, t he t

the soprano statement has finishedyi ch does not qualify as an fecho. 0 I n
soprano and tenor are not always identical; therefore,
psalmo is a legitimate typeae wWierhiKmmpltese drRomahopoglyms, ||

18



Examplelda. Psalm 14Q0mm. 4.5’

r d ]
Cantus §C f r r r r F D F - r
4] Dieu don ne moy de li - |vran - ce, 0 Diew  don - ne moy
Y| | fr— — i
Altus |- €2 o . i - = - - * L3 =
5. T r ) o 1
e I ! = I .
Dieu don ne moy de i vran ce, (o]
Quint £ )
uintus | e - -
(Tenor IT) ¢ r L r r r ra - 3 r
4] Dieu don ne moy de 1 vran ce, (0]
o - (4 x =)
lenor é ¢ S 5 r p - o
¢ == F F
4] Dieu don ne moy de li vran ce,
) } = f' ﬁ £ ) )
Bassus [F* )¢ - ¥ - f "_ = i i 4 | i
0 Dieu don ne moy de i - vran ce, (o]
8
Examplel4b. Psalm 14Qphrase ?
o) S — e
* q - LS ] [] i T = i O l o I
[§] = | I 1 || [ [ == - [
[ fan WY ] I [ I 1 11 | | |
\QJV 1 l [ [ L I I [
0 Dieu, don ne moi de - li - vran ce

57 Jan Pieterszoon SweelingRinquante Pseaumes de DayiRremier Livre des Pseaumes de David), Vol. Il of
Opera Omniaed. R. Lagas (Amsterdam: Vereniging voor Nederlandse Muziekgeschiedenis, 19682144

subsequent examples of the choral Psalm 140 are taken from this edition.
58 The tune of Psalm 140 was composed by Loys Bourgeois; it appeared in GenevaR 158@as, introduction to

Jan Pieterszoon SweelindBinquante Pseaumes de Dauidnsl. H. JWesselink and Nora Smabers, Volofl
Opera Omniaged. R. Lagas (Amsterdaiderenigning voor Nederlandse Muziekgeschieddi8i68), xv.
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Example 14c.Psalm 140mm. 2026.

- & i >
ln 5 O 4 [ B = 3 =
Cantus | {7y C H | e i
D] : — d
ce De cest hom - me  per -| m . i cux: De cest  hom
f) | . |
Als [ e, 5 » = P e e s T z = = 1 —
D \ H | | L e S— =! .
i - vean - | ce De cest hom - me per - ni - ¢ - eux | De  [cest hom
——

: o] o -] b A R — [ o o ®
Quintus 4 e hid ‘ T | T | |— . = = r i
(Tenor II) ?’ —

ce De il cest _ hom - me per ni ci - eux: De cest  hom
ﬁ e —
Tenor %?C = = = + r 1 e fe ‘p
I
De cest hom - me - per -| m - e - [eux,
® o e o
- . = . . . ]

Bassus = E —

e t = | ===

De cest - hom - me - per - mi - ] - eux, De cest hom - me per - m - ¢ - eux,

Example 14d.Psalm 140Qphrase 2.

Z 7O = = = Py
2k ! | o 7] o O ©
[ o W] \ | | | ©
bu - ‘ | | |

De cet hom - me - per - ni - ci - eux,

V. Stylistic Features of the Keyboard and Choral Psalms

A. Keyboard Psalms Form

The psalm variations for keyboard display remarkablerapontal writing, a result of
the vocal polyphonic tradition inherited by Sweelintkis use ofsixteenthcenturypolyphony
along with virtuosic figuration facilitated the growth of idiomak@yboardmusic®® Unlike the
works of hs contemporaries, Swéeh c lsansvar@tiongor keyboardomit a harmonized
statement ofhe tune®® Thevariations typically contain two to four voices, often adding a voice

in subsequent variations, although the number of vgjeasrally remains constant throughout

®John Butt, fAGermany and the Netherlands, 0 166.
0 Noske,Sweelinck104.
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each indvidual variation®! Dirksen notes that frequent chaining of variations is a significant
aspect of stgeifdétheithnee fisélm variations under stuthg second and third

variations of Psalm 36 atea b eMesu® fi n t he méke 8wea micktd,s armao,r al
version, comprise three independegitiags. Both Psalms 116 and 14fdntainchained

variations.
B. Voicing Within the Choral Psalms

The choral psalms 36, 116, and 140 are all for five voices, the most common
arrangement, comprisj sixtytwo psalms from the entire collectiéh.Unlike the keyboard
settings, he chordpsalms are not variation set8lost of the psalms (ninetyine) employonly
the first stanza of the psalm, including Psalms 116 and $4@elinck set the entirestt of
several psalmsncluding Psalm 3@hese have several independent secti®salm 36, labeled
fitout en lon@ o rin fdl length i3 one of twentytwo settings that include the complete psalm

text54
C. Modality

Al l of S weksdremodal thé sodevobtiie psalm tune determined theerfor
the entire compositionThe psalm tunes themselves were composed aroumaidiaée of the

sixteenth centur§® Sw e e | iCompdsition Regel(Rules of Composition) treatise that

61 Noske,Sweelinck104.

62 bid., 127
Rasch, AModality in Sweelincko6s Psalms, o0 159.
4 bid.

% 1bid., 148. The Genevan Psalm tunes differ from the modal psalm tones. They were first compiled by Calvin in
Strasbourg in conjunction with the 1539 edition of Benevan Psaltemany of them weralready familiar to the

local congregatioin Strasbourg The melodies were composed by Guillaume Franc, Louis Bourgeois, and an
unknowhr 8@MRi erre. 0
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adaptsprts of Zarlinods writings, gi vVeTe monophon
Genevan psalms tend to use the Dorian and Lydian modes the mo$t diienevan Psalm 36

is in Lydian; Psalm 116 uses Mixolydian; while Psalm 140 is Hypoidtiian.
D. Harmonic Language

The rarmonic language present in the psalm variatcamforms withthe third part of
Z ar | Lensttdtisni harmonich€1573), which Sweelinck translated and adagtedarlino
established rules for handling consonances and dissonancegingptlie compositional rules
governing Francd-lemish polyphony.Portions of the psalms exhibit strict counterpoast,
described byarlino, contrasted with homophonic sections and madrigali$r@hromatcism
does not appear frequently, amaditionally-handleddissonanceare scattered throughout.
Crossrelationsalsoappear from time to time Sweelinckodos dhepsplmsi ti ona

variations lies irfiguration rather than in harmonic experimentatibn.
E. Aesthetics

The aestheticsatplay$iwe el i nck és ps al tnaitdescribecdhty Frisn s e mb

Noske asarietas’?> An important principle of Renaissance aesthetics, this codeeped from

classical rhetoricSwe el i nc k 6 s a b u rnhéraythmie comtraspreseninihis s and
6RaschiModal ity in Sweelinckos Psalms, o 154.

67 |bid., 157.

8 |bid., 158.

8 Tollefsenand Dirkse, "Sweelinck; in Grove Music Onlindaccessed December 8, 2013).

“AMadri gal i s mo Giog Didtierfaiy of MasiatdWMusiclhrea s fit he use of musi cal
work with an actual or implied text to reflect, often pictorially, therlige | or figurative meaning
Tim Carter "Word-painting."Grove Music OnlineOxford Music OnlineOxford University Press
http:/Mww.oxfordmusiconline.com.www?2.lib.ku.edu:2048/subscriber/article/grove/music/3@868ssed January

7, 2014)

P Robert L. TuslerThe Organ Music of Jan Pieterszoon Sweelifigikhoven: A. B. Creyghton, 195882.

2 Noske,Sweelinck128129.
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variations exhibitvarietas’ Within the variety, howeveSweelinck unifies the music by tying
the figuration to the psalm tunes themselv@si emphasis on elaboration of pegistent

material over new invention is evident in the psalm variatitns.

F. Figuration

1. English Virginalist Influence

Sweel i nckds k e yédieondhrfigurationthatheborrgwedinspartfrarpthe
English virginalists’> English figuration also encompassed a significant amount of
ornamentation Oblique strokes indating embellishment appearedinglish sources by the
early sixteenttrentury’® The English were forwartboking in this regard; these
embellishmentselped to differentiatinstrumental music from vocal musit.Various English
features surface in Sweeh ¢ k 6 s f i gicoutinésiwere commoii in theawbrks of

Redford, Tallis, and BUlEx. 15a and Ex. 150’8

7 1bid., 129.

" van der Kamp, liner notes ftan Pieterszoon Sweelinck: The Complete Psains

5 Kenneth Kreitner, et gl'Ornaments, Grove Music OnlineOxford Music OnlingOxford University Pess,
http://www.oxfordmusiconline.com.www?2.lib.ku.edu:2048/subscriber/article/grove/music/499 28pmEssed
December 3, 2013).

¢ Ibid. The most common of these symbols, the double stroke, was the motivictidibBweelirck used and
transmitted to the dith German school; J. A. Reincken mentions it inHostus musicu$1687). (Kreitner, et al)
"Curtis,Sweel incko6s ,Ayboard Music

8 bid., 127-128.
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Example 1% Thomas TallisFelix namque(1564) mm. 211216.7°
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Often, a threanote repeated figure may result in rhythmic displacement, another English trait

cultivated by Tallis an@yrd (Ex. 16a and Ex. 16)%°

Example 16 Thomas TallisFelix namqu&1562), mm. 8788.8!

O
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®Thomas TallisFelix namque(1564),from The Fitzwiliam Virginal Book Vol. 2, ed. J.A. Fuller Maitland and W.
Barclay Squire (Nework: Dover Publications, 1963);&

8Curtis,Sweel i nckodos ,d28¥yo0ard Musi c

81 Tallis, Felix namqu&1562), fromThe Fitzwilliam Virginal BookVol.1, ed. J.A. FulleMaitland and W. Barclay
Squire(New York: Dover Publications, 1953430
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Example 16b. SweelincRoccata a 4 voganm. 333682
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Rapid alternation of chord tonedigumtio, repeated

techniques used extensively by John BER. 17a and Ex. 17)%

Example 12 John BullWalsinghamvar. 8, m. £
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Sweelinck adopted and refined the English language of figures; his figuration exhibits a high

level of intricacy and often bears close relationship to the psalm tune.

82 Calvert Johnson, edThe Netherlandsvol. 11 ofHistorical Organ Techniques and Repertoiesl. Wayne
Leupold (Colfax, NC: Wayne Leupold Editions, Inc., 2012), 134.

8Curtis,Swee | i nckbés Kelgboard Music

84 John Bull, Walsinghamfrom The Fitzwilliam Virginal BookVol. 1, ed. J.A. Fuller Maitland and W. Barclay
Squire(New York: Dover Publications, 19534.
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The

2. Examples of relationships between figuration and the psalm ten

figuration

i n

S w extehsiveand kgbtlg comirsllad, and itv ar i a't

is often based ormé psalm tune itselfSweelinck uses figuration in a variety of ways in relation

to theindependent phrases withiis variation set§® First, figurationcan changevith each

new phrasef the psalm tune An example of this technique occurghefirst variation of

Psalm 36where each phrase is associated with a different mofike first motive derives from

theinitial psalm tune phras&xk. 18&and Ex. 18b.

Examplel8a. Psalm 36phrasel.®®

f ] f | T i
) |
Example 18b Psalm 36 mm. 15.
9|< T f ] T ] v
\._)V LI ] 7] L2 () F- ‘Itg—r‘ r]’ rr
. L .
. == === =%
! ! r t ! ! !

It is inverted in mm. 3} (Ex. 180. Successive statements of this motive are

incorporated throughout the remainder of the first psalm tune phrase. owheakrd shape of

the second phrase is reflected ewnfiguration in mm. D (Ex. 19a and Ex. 19).

85| n

a

descripti

on

of

t he

fiiguAmdli ons @ |

tShwee ewa ra kidtsa svtae li

close relationship of figuration to the psalm tune shows mature artistry. FowfitliiApel, The History of
Keyboard Music to 17Q@ransl. and rev. Hans Tischler (Bloomington: Indiana University Pre32, B34.

8 The tune of Psalm 36 was compo#$éalthias Greiter, Strasbour$j539 R. Lagas, introduction, xv
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Examplel9. Psalm 36phrase 2
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Examplel9%. Psalm 36var. 1,mm. 79.
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Just before the third psaltune phrases introduceda new mave enters in the tenpr

foreshadowindhe third phraséex. 20and Ex. 2.

Example 20 Psalm &, var. 1, mm. 1a5.
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The tune of Psalm 36 is tightly constructed. It is cogsad of twelve phrases; the initial three

are repeate(ex. 21).
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Example 21 Psalm 36phrases b.
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It is not by coincidence that Sweelinck makes use of the struzfttine tune in his figuration
while phrases one through three each coraaéadistinct motive, phrases four through six each
includetwo distinct types of figuratiofExs. 22a, 22b, and 22 two types of figuratiorwithin

eachpsalm tungphrase arbracleted.

Example 22. Psalm 36 var. 1, mm. 180, psalm tune phrase four.
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Example22c. Psalm 36var. 1,mm. 2630, psalm tunghrasesix.
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Numerical symbolism plays a role the correspondence fijureswith the psalm tune
phrases in the keyboard setting of Psalm 140. The third var@tfohitsthe number three in
multiple ways possibly referencing the Trinityit opens with three voices, and begins with
parallel thiré (Ex. 23a). The accompanying motives appear and recede rapidly; thénfest
psalmtune phrasés all but the finalphrasé have three accompanyimgotives eacliEx. 23).
For example, in mm. 665, the second phrase of the psalm, the first motive deegsixteenths
with underlying eighth note motion (carried over from the first phrase); the second motive

consists of an eighth followed by two sixteenths, and the third motive uses dotted rhythms.

Example 2a. Psalm 14Qvar. 3,mm. 5356.
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Example23b. Psalm 140 mm. 6065.
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Next, Sweelinclorganizes the figration withrhythmic figures derived from the psalm tune. In

Psalm 140, the syncopated lower voice in mii0®erives from the firgthrase of the psalm tune

(Ex. 24a and Ex. 23).

Example 24. Psalm 14Qphrase 1.
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In the choral setting of Psalm 140, syncopation derived from the first line is present in multiple

voices,addingrhythmic interest to the settin@x. 25).

Example 25 Psalm 140mm. 4347.

h43
Ger = — o o e e e
Cantus | : ] I I —
< ‘ | |
Eux. De cest hom me ma li - ci-eux
f | \ ‘ | | | ; ‘
b’ 4 i - i i i i f i
Als | C o @ G ) = e e e e = s e o o |
)
cl - eux, De cest hom - me ma - li - ci-eux,
Quintus # - — o - — 1 — s s -
I | | | F e - T feLe.r e D
(Tenor IT) ? . | ! \ 1 | \ I
cux, De cest_L hom - me_ | ma li - - ci - eux,—
mm—————
D 7] e =2 7] = o = |
Tenor |-fam€— ] ] = F - —
T ——r—— —
De cest - hom - me ma li ci eux, De
o e bf i e o ) = ol T e e o P —
Bassus |-G HE— 1 | 1 1 E 1 i s ™
i i I o i i I
= -—
De cest hom - me ma - li - - - ci - eux,

Next, thefiguration is often compsed of motives and intervals based on the psalm tune
itself. Often, the figures areiteratedusing the technique ebrimitation such as in mm. 112
of the first variation of Psalm 36Vorimitationin the tenor preceddke third psalm phrase,

resulting in a figure that appears successively irb#ss and alto voicgEx. 263).

Example 26a.Psalm 36 var. 1, mm. 14L5.

’f;b ¢ = = < L’J‘ ! 2 a1 M &)

o) = r |= r o

ﬂﬂrgﬁ'i = =“*%ﬂ?:iiﬁ%am & J =
‘ I — 1 I — —— — ! 1

10

T T ]
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The second and third variations of Psalm 36 openwatimitationin canon. In the third

variation,vorimitationappears with the start of the seventh phrase, which contains three repeated

notes, reflecting the repeatedtes in the psalnube (Ex. 26 and Ex. 26

Example 2®. Psalm 36var. 3, mm. 164.66.

0 \ ¢ | | ™ ¢ | | ]
e . e s
5% = E ot
T T Ar r
2 4 1 J]
":II‘BG © 3 = f;
i | |
o ‘ ‘
Example 26. Psalm 36 phrase 7.
|
>, el° e ¢ 2 o o
P | I I
- I

Imitation in Psalm 140, variation two, appears in the accompaniment near the end of the final

phrase, which Sweelinck thelevelops into a motive ¥(£27a and Ex. 43).

Example27a. Psalm 140Qvar. 2, mm. 4%50.
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Example27b. Psalm 14Qphrase 4bracketindicates the @rtion seen in figuration, Ex. 27a).

o

BL:

Ry

e 53N
T

Imitation plays a prevalent role in thhoralpsalms. Similar to the keyboard settings, the
voicesiterae a motive briefl$ in successiod beforea new ideas introduced Psalm 36, part
1, opens with a motive in tratusthat is imitated in each voice except thaor,since t carries

the psalm tune (& 28).

Example 28 Psalm 36 part 1, mm. 47 .87

= -
P e e \
Cantus 2 € ¢ E = £ & D r r £ * J s
T i i
Du ma lin le | mes-chant vou - |loi Du ma-lm le__ |  mes - chant [ wvou loig
f) I\ ;
/o, e T n T T n — JII N t T K
Altus @ ; A . J A - J i J T q ! J J J ) J o J
=== L —t T o
: e - . ; : —
Du ma -| lin le mes-chant vou -| loir, - Du  ma-lin le mes-chant  vou + loir, le
f . n I T 1
Quintus = - - - z . ,—|_ 5
(Tenorll) @b C |f A r
'g] Du ma -| lin le
N
’{ Ll i
Tenor ? L
) e it - - |
Bassus [ 5€ I f iH r i’ j
=~

In m. 17, thebassusnitiates a new motivéndicated with a brackety i t h

plaist, 0

| a tireeach oEea(E 29.

Du

ma

- lin

le

mes - chant vou

87 Jan Pieterszoon Sweelindkyre Second Des Pseaumes de Dawid, Il of Opera Omniaed.R. Lagas

(Amsterdam: Verenigingoor Nedelandse Miziekgeschiedenis, 1966),-8D1 All subsequent examples of the
choral setting of Balm ¥ are taken from this edition.
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Example29. Psalm 36part 1, mm. 1619.

O
—
~

_ I\ I
P | > I ~
() | o - I L)
Cantus @ P e ! : i r ‘r ‘F ‘F = : £ r ‘
Car - tant  se plaist, Car - |tant se plaist en [ son__ er
IQ b= A i i i i i | i l T f
Altus [y ? & : ==
e e *® o L [
ar an S¢ plaist, Car tant se plaist, Car tant se plaist en  son er
Quintus 9 T T i Py - .
[/ 4 4 - e ® o o i —— i =  —
(Tenor IT) \.;)’ ‘ ‘ ‘ . i
Car tant  se plaist, Car tant  se plaist, Car tant  se  plaist en
8 IQ b ¥ - | | | | i ° ]
Tenor [y~ © © = = L hd P [
%) Car tant se plaist en son er - reur,
» P . P » P -
Bassus |-*)*—eH — = = . - e 7 [ R
Z 5 O — I i 1 I i I
So ! !
Car tant  se  plaist, Car tant  se plaist  en son

Sometimes imitation stems from tbantus firmusin the same variation, the fifth psalm tune

phrase is accompanied with a imetderived from the tune ¢&30a and Ex. 39).

Example 3@. Psalm 36part 1, mm. R-23.

e - N £ o 1% . . N
“antus [T = — —— -
Cantus 5 I ¥ %
reur, Que I'a - voir | en hai - neet  hor
f)
Altus | 4 b ¢ = .\ T | N b T T - J o=, A
I - E . ; ! T I T v
o —7 e (e | ° - -
reur, Que | I'a voir en hai neet hor Teur, en hai ne et hor
; o]
Quintus | b I ] - r » . 1 ]
(Tenor IT) ;g) ¢ r . @ ] S C r ! . = = = ¢
son er - reur, Que Ta - voir en hai - neet hor - reur
Lo | .
- () = 14
Tenor ? i | ‘-I. [ - - L F F
Que l'a - voir en hai - | neet hor - reur Clest
Bassus [ &) rom— - - rJ . f T T
e (v = = 1 | = [ ™ 3 | |  — —
——— i ! \ \ A & 4
e
son er - reur Que I'a - voir en hai - neet hor - reur C'est  bien
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Example 30. Psalm 36phraseb, seen irienor, Ex. 3G
h T N |
Ao eV 11— %o -
ANV ] I = [#] |
Y] | |

Imitation is used more strictly throughout Psalm 116; the openinlyesqiermeaté¢he texture

(Ex. 31a and Ex.3).

\

Exampk 31a Psalm 116mm. £438

D b,/ =y o | ° | > W
y - 1 o & 7 B - I ¥ P — I - Y S P P -
Cantus |2 \ 3 r ! r O — (| nf |
oJ 1 T
Tay - mec mon Dieu, car |lors que jay eri - ¢, car | lors que jay ecri- ¢ j'ay-me mon Dicu,
f [ |
. 7AA - — P e o | © y P e o
Quons| G2 s£=E———"= =
car lors que jlay cri 1 e jay - me mon | Dieu, car lors que
0 . ,
Alms%_g' -— e ,tJal S==so = 2 =
T = Py - T
car lors que jay cri- e j'ay - me mon Dieu, car lors que jlay - eri - e, j'ay  me mon
i 9 % = e ® sie e = = F =———% F—ﬁP—P—Qi
lenor ["(y o = e = — C e
I
QSJ car lors que jay cri 1 e Jay me mon Dieu, car lors que jay cri- e,
i o : £ e P
Bassus 7)_§ = = - ——— '_ur r |P = = | |
8 [
car lors que jay cri - ¢ j'ay me  mon
Example 3b. Psalm 116phrase 1.
o) e
P A = O Py | |
F AN T =Y [#] Tl s -~ [#] ] ] i ot
| fan Y ) = | = | [ [ O
T — °

88 Jan Pieterszoon Sweelindkyre Quatriesme et Glusional Des Pseaumes de Davidl. V of Opera Omnia
ed. Jan Van Biezen and gl H. Tollefsen (Amsterdam: Verenigingor Nederlandse Muziekgeschiedenis,
1988), 7477. All subsequent examples of the choral setting of Psalm 116 are taken from this edition.
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A distinctive rhythm in theantuspart, m. 15, is elaborated dhg the next six measuresxE

32).

Example 32 Psalm 116 mm. 1517.

, = il » o P i - = ot Y - - [ T
Cantus | — e ol & o |
T r = LA I
son au-rell e ten-du I 3 son au-reil - le ten - du
e T
| = P T
Quintus f? = i - } . * . ® 7 = f e — I
fyg = : - e ] I ——— ]
Fy) T 14 —
pus quil ma son au-reil - le ten-du - € son au-reil - le ten-du
D A N p— i K
Altus |fv— ] - N S = - = !
%5) ;- — #‘ o t . v e ® . o1
m'a, puis quil  ma son au-reil - le ten - du - e son au
T 0 y - 12 T = >
Tenor I‘Q g =) > ‘F - ¥ F [ = - - — —_ ‘F r
Gt = e r—
puis quil ma son au freil - le ten-du - e son au | reil - le ten-du! son  au - reil
. > B
Bassus % - r i P - = P
= : A
son au - reil - le-ten-du - & son au-reil - le ten-e,

Intervals based on the psalm tune itself can be seen throughout the figuration. In the
second variation of the keyboard setting of Psalntl8&]s figure prominently,temming from
the thirds in the galm tune; all but the last three phrases efifalm tuneincludea leap of a

third (Ex. 33).

Example 33 Psalm 36.

1 I\ N\ = 1 i L T -\ =
I T | - I I} \ O (8] Il I 1 T I | [8]
] [~ | = { [~ =l \a =) =
J ] | | . \ 7/ I
5 Navara i K
H —_— e
7 I LAY — s | 7 AN = e 5. | e P
e — — h) i | | (fF—ey—F 7o i j
= L1 J o M | I [ 1— ] I I I I
S — < 7 — = ‘
2
A /K ‘ e ; /T———_—.______———‘____‘\\
AY VA AN 7 I\ T = I I |
\'JU U | | ”u U B i ! “
H, e
7 z rr3 =2 r.r) = f f }
WY [a]  oud | T | = = (8] 1 1 T
™ o I I 1 I I I =] [~] - [~ O =
\.j} i [ | - | | 1 (4§ L. i — (] (8]
T ———




The treble voice in m. 86 contains ascending thirds, and the figuration in the following measures

ascends a third intepwise motion in both voices XE34).

Example 34 Psalm 36var. 2, mm. 8&88.

G ¢l *Pe. Jae%ec® e %d, ), s9%2,, UE-UJ,I I

J e ﬁﬁ N2 7 \J*
J - - ; -~ /:\\ J 'J

’.:b‘!/‘ i ! I \H ._\'_\.—P‘T‘%‘F i ﬁ)ﬁ'__ﬁ = @

Measures 9®6 displaymanystepwisethirds in the soprano voice; stepwise thirds alscurin
mm. 113115 (Ex.35and Ex. 3§.

Example 35 Psalm 36yar. 2, mm. 9606.

e . I . . o -p
e e e e e e e e e e e o
Y] T | | ———
Hﬁr_ﬂ}\ ot —— ——— jf f\ f 8 ‘ ‘ pme—
— !} | ) PO | II_\\ HI
= e
& e e L e e T e
J |
. v = 5 =
L I I [ | i ‘P = I r e F
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Example 36 Psalm 36var. 2, mm. 111115.

e

T
S S S S——

Ay
e

g
T

’LLll I 1 I 11 %ﬁi I I 1 | I H
'\S‘uv H ————— ﬁ&jﬁj—‘—d—‘—d—‘—d—‘—ﬁi:
.3 : . J
== . 2 ’ - ;

In mm. 1B-19, Sweelinck harmonizes thegm tune with third¢Ex. 37).

Example 37 Psalm 36var. 2, mm. 114.19.

f 1 ¥ ] Y
’{ L‘ 4o o | | | d | i o ‘ & / 1 [ ]
< P i:!:f:::ﬂq§¥; o\ - .ﬁ'gigl*
(fj (r) | F
] = * o -
3 D \H/ \—/ | 73 }
S T yi \y | -3 ‘

Figuration n the final phrase contains many fourths, reflecting the ascent of a fouhé final
psalm phrase. Fourths are also present in the penultimate measure of thenyaridie

soprano line between f and ¢ and betweéateandb-flat; the alto voicemitates this phrase in

turn (Ex. 38a and Ex. 83.
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Example 3& Psalm 36var. 2, mm. 12227.

A | | N s ; pr—
#@ ] | t y 3 I T J— f }i‘ I }J!—P;
\J]ﬁ. Adl ry i J Jig‘ .}A ’\ & i i i
- . | J 8 J
& = o —= T e
P 7 ¥ = P i i i — i I —T— —
— £S \ [ I — |
»- N }
1| I — 1 1T 71 7 -
7 (8]
#‘:&:& = . =
:() o o
b s F = r
\ | r E \ S

Example 38. Psalm 36final phraseseen in tenorgEx. 3&.

e@jj:,
A
Q|
i
Q
¢

The third variation of Psalm 140 opens with thirds in the accompaniment, undoubtedly taken

from the opening thredtghes of the psalm tuneXE39a and Ex. 39).

Example 38. Psalm 140phrase 1

(8]

hy

[ an. )
A

AN3Y
o

(9]
~

Example 36. Psalm 14Qvar.3, mm. 5354.

39

9 7S ] T p—— =

s I — j ’ j ’J ij i

Fe - Pt 3 5 5 5 3 8
I ! | \ \ [




The second measure of Psalm 116 contastefavise descent offéth in the accompaniment,

taken from the shape of the first psalm tune phrase, which bagid$ and descends @4 EX.

40a and 46).
Example 4@. Psalm 116phrase 1
NV A F | | | \p | . I ’-.) [
'y \ ! \ \

Example 40. Psalm 116mm. 13.

0
A - © = r7)
fes & = \
ANI, i \
) | \
s | ® o —
. — — [
ﬁ {0 IF_ E. r ]I' s f
L | ] I I
I

This motive occurs mitiple times within the first psalm tune phrag. 41).

Example 41 Psalm 116 mm. 57.

N P g
= i - -

The second variation of Psalm 116 is replete with thirds, foreshadowing the opening interval of

thesecond psalm tune phrase (Ex).42
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Example 42 Psalm116 mm. 4043.

i
1

o
0

—=

mﬂ——ﬂ Jp | RN |

DRI

e Gigley aes geesetgaesec
| Papeer evi

T

In the choral setting of Psalm 3&art threetherepeated pitchest the beginningnd in the
middle of the eighth psalm tune phrase are disptay the surrounding figuration (E43a and

Ex. 43p).

Example 4a. Psalm 36 phrases.

f o o o
P A 1/ [~ = [ ) ) :
FL hH K I | | ) = = [ 8] -
| i WY ] | [ [ [ [ I
:JV A~ i [ } | I
Example 48. Psalm 36 part3, mm. 2628.
_f) | r-"]
B 0 .
cons |2 C L [ o : . ) r(-;[f-\ ° e ferr—r
oJ em—— N—F— 1 —
que  sa main Ne m'es -| lorer le, Ne m'es - | bran = le
o N e | \ — — —_ =
Altus |0 o € — P I P rJ B ! | | ! | [ ]
o 'my LA W ] .I [} } } & [} & r ] & — i o= & & r ]
o) ¥ f -
que  sa main - Ne m'es -| bran - le, Ne  m'es - bran - e ne
9 | | e — - [ £ . T o e P ey o =
Tenor |HAs—"—€— * ] —— f : L7 ! f f i 1
D » i e e e —
. 1§
main, el que  sa  main et que sa  main  Ne m'es - bran - le ne
i B o » - {
Quintus e = =
(Tenor II) % r I- r
moy n'ap pro che,et que sa main Ne
Rassus |-} Py . o ® o @ | f ik f s f o Py
wus | re——— . ] B = ===
E —_— =
ct que sa main Ne m'es - bran - le, Ne m'es - bran - le ne
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Finally, the figuration ao parallels the melodic contour of the psalm tune phrase,
without necessarily duplicating the pitches of the psalm tune. In the second variation of Psalm
140, the constant sixteentiote motions scalarnn the third phrase of theantus firmus

undoubtely related to the descent of a full octavé, tG (4, in third phrase of thegalm tune

(Ex. 44a and Ex. 43).

Example 44. Psalm 140phrases.

0

R

L8]

I S
Ry
9
;i;

T

o

Example 44. Psalm 14Qvar. 2 mm. 4041.

In Psalm 140, variation one, the opening phrases of the lower voice mirror thecidbe

psalm tune (Ex. 45

Example 45 Psalm 140var. 1, mm. 12.

n /———___\
i

b -

77—t O 7z = . = e

| W ] 1 i i

ANV ] I i i

e |/'>

o
e

)

-

N
-ll____

42



Psalm 116 exhibits rising figuration along with the ascent of thendgaealm tune phrase,

spanning over two octavesXE46).

Example 46 Psalm 116var. 1, mm. 911.

s | |

b’ 4 | | P
e . —  —
!) - h g2 F

/ j— |
-
- CIr— 1 F= s = Iﬁ
€ g i 7 7,
| I |24 ¥
s

Another instance occurs in teecondvariation of Psalm 116; thegfiration aligns with the

contour of the psalm tune phrags(47a and Ex. 40).

Example 4@. Psalm 116beginning ofphrase 2, shown in soprano voice, Ex.

IE™ 53N

s

¢

¢

L

TR

Example 4B. Psalm 116var. 2, mm. 4@13.

o

e

SR

The overarching phrase structure of the entire psalm tuneeflacthow the figuratioris

adaptedo the contour of each phrase. For example, each pbir@salm 36 contains a leap of

some sort, except for the final tiereshich all moveonly by step(Ex. 483.
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Example 48a. Psalm 36.

0 -G ; _ | TN
T 1 y A VARAY AY = | | y A \
m s I 1 A — N (4] (9] | 1 = o]
I = N T+ 18 N = z P I - F N I
A\ 4 ¥ L8] [} Lo 1 \ =7 J Il I - \ & i I
. NS ! —
—_—— e G g
71 Y e 2 =4 / \ = © 4 =
Y —If T [ 1 — = s 1 i
I O = [ | W J I I I I
ANa v T I 1 J L8] i | A\l | 7 I |
: NG N
2 ﬁ M\
A : ‘ e ——
P A A 7] AY » 7/ \ 7 —\ = I T T
N N B e
‘Mh g
i/ = r] = r.r) i } }
y " (a3 — T f = = (0] 1 1 T
™ o I I 1 I I I =] [~] - &7 O =
\{j} © i 1 T 1 I I 4] & i © (4] (4]
—_—

In the second variation of the keyboard setting of Psalm 36, scalar figuration elides with the final

psalm tune phrases émphasizéheir scahr movement (Ex. 48and Ex. 48).

Example 48. Psalm 36penultimate phrase.

(8]

@53\:,
N
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o
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B
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Example 48. Psalm 36yar. 2, mm. 116121.

f i " | } i ] B P I v | 1
{?ﬁa&; = —— s : eﬂiw%gﬁ.
& - > e 3
C) . [ & ] | I | 1 1 1 1 & Ia ﬁ
#b$-.—r—| e T : |
9 T i I bl ™ bt i —— l ] ! = | i
R . Pl e, —
J i P @ o -
ey f . * . - ) . - |
i x | : | =
u L I
Sweel i nckds fsalngvanagohsimayappean notethoglicap Howevega close

examination of the keyboard figuratioevealsa stromg motivic correspondence between

ornament andantus firmusan important organizational element in thesic.

G. Triplet Rhythms

Sometimes theantus firmuss associated with triplet rhythmgn the keyboat setting
of Psalm 140, triplet®ccur at the endf the fourth variation (Ex. 4%nd even more extensively

at the ed of the final variationgiving a brilliant affect to the concluding psalm tune phrase.

Example 49 Psalm 140Qvar.4, mm. 105110.

3
p3| 3 3 3 3. 3 M ol i B W s P e = .
ﬁﬂ:ﬁ—ﬁd‘ * L QHMMJ‘H | .\l
f - ]9 - *e g, * 2
s * be - 3 3 A o
e , s e " | . F o [dp F o [
,i *— i i.I i } i 3]

3 3 3 7

In one instance, triplets accompany an identical psalm tune phrase in both the keghoayd

and the choral setting of Psalm. 36owards the end of the secqmattof the choral setting
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tripletss ur r ound Q dueetesgracesansbées s, hownoble are thgracesy) (Ex.

50). Duple and triplanetes are both superimposed and juxtaposed

Example50. Psalm 36 part 2, mm. 223.

Similarly, in the secah variation of the keyboard setting of Psalm 36, triplet rhythms coincide
with the same psalm tune phrase (&1a). Duple and triplet sections are juxtaposethe
keyboard setting as well, sint®e second half of the psalm tune phrase uses duple (BEgter

51b).

Example5la. Psalm 36var. 2, mm. 9-99.
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