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Aim of this research

Investigating the origins and contrapuntal logic of
cadences with a descending fourth in the lowest voice
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What theory says

What theory says and what it doesn’t

Nicolaus Wollick (Melchior Schanppecher), Opus aureum, fol. H4v-5r.

« £t i fummopeaduertendum ¢ fi tenoz clandi in midifcantys
webet fibi iungi vt [p2a. Penultima adticontrapuncti poni webet ing
tercia. 7 16 inquinta infia tenozem.SSed (i tenoz difcantus claufi/
tam aymplent.capiat difcantus fosmulaim tenozis danfulado a8

It must, however, be noted most diligently that if the tenor closes (clauditur) on mi, the discant ought
to be joined to it as above, but the penult of the counterpoint [i.e. the bass] ought to be placed a third
and not a fifth below the tenor (C. Mutch, Studies in the History of the Cadence, p. 94).
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Analytical model

Analytical model
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Analytical model

[a) [a)
N a
_Q° O _q. O

Altizans A Altizans a



Analytical model
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alytical model
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Analytical model
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https://data-iremus.huma-num.fr/tonalities/project/4a572304-71d0-464a-a90e-14b076be72f2

Analytical model
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Query Query +*
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v PREFIX cadences: <https://w3id.org/polifonia/ontology/modal-tonal/Cadences_FilaberGuillotelGurrieri_2023/> <
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2
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5

6
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PREFIX sherlock: <http://data-iremus.huma-num.fr/ns/sherlock#>
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9
10
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14 ?E13 sherlock:has_document_context ?docContext.
15 ?E13 crm:P177_assigned_property_of_type crm:P2_has_type.
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19 }
20}
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3 iremus:f6e11d7f-c136-468b-87c1-cbSba25de0ba cadences:Bassizans_P
4 iremus:e6b82ba3-b8c2-4405-94e0-584fee0b24b2 cadences:Bassizans_P
5 iremus:5e3683ef-7a0d-4e73-bd9b-4b747a12dee5 cadences:Bassizans_P
6 iremus:a849e9e8-8¢c34-41d6-a919-5¢0201471eaa cadences:Bassizans_P
7 iremus:acb3dcb0-f1b4-4cba-b861-a193cee25ael cadences:Bassizans_P
8 iremus:5e93c8f5-c441-4e28-bb7c-1b5ffef2al6f cadences:Bassizans_P
9 iremus:f0156796-52b7-4dd6-976d-03eaca662073 cadences:Bassizans_P
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Tonalities sparql endpoint: https://data-iremus.huma-num.fr/sparql/ .



https://data-iremus.huma-num.fr/sparql/

74 Chansons
4 Mass cycles

Annotations

545 Cadences

e 1530 Melodic lines

Comments

732 Analytical comments

Descending fourth
51 (9%)

Other
494 (91%)

12



Descending fourth cadences: an instable phenomenon?

Melodic movements

Tenorizans line
descending semitone
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Descending fourth cadences: an instable phenomenon?

Melodic movements

Tenorizans line :
Tenorizans_T:

tone: 40%

Tenorizans_T:
semitone: 60%
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and/or
Interrupted cadence ?
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Descending fourth cadences: an instable phenomenon?

Melodic movements

Interrupted cadence !

Altizans line
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Descending fourth cadences: an instable phenomenon?

Cadence degrees

100%
90%
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0%
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Descending fourth cadences: an instable phenomenon?

Cadence degrees

What’s the target note of a
descending fourth cadence ?

Mi cadences without bassizans line Mi cadences with bassizans line
(cadence degrees relate to the tenorizans line) (cadence degrees relate to the tenorizans line)
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Cadence degrees

Descending fourth cadences: an instable phenomenon?

What’s the target note of a
descending fourth cadence ?
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Descending fourth cadences: an instable phenomenon?

Final sonorities

Complete triads, and
especially major triads,
predominate in

100% S descending fourth
90% i cadences !

80%
70%
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266
40%
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0% 27
No bassizans Bassizans descending fifth Bassizans descending fourth

OUnison OPerfect Fifth MW@Major Third B Minor Third EMajor triad @ Minor triad
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open cadences

1. A horizontal and dynamic process

a) Alternating ‘open’ and ‘closed’ endings
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Classification and functions

1. A horizontal and dynamic process: open cadences

b) Interruptions
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Classification and functions

2. A static and vertical state: plagal cadences
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Conclusion

> The notion of cadence is a complex one. Tonalities has proven
useful to annotate a large corpus, to confront our analytical
viewpoints, and to explore some qualitative hypotheses based
on quantitative data.

> Our analyses clarify: the complex links between the mi cadence
and the interrupted cadence; the different tonal functions of the
descending fourth cadence; and its harmonic implications.
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