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Research of the rhythmic characteristics in texd arelody, and their consequences for the new ramgler
of the Psalter

A few weeks ago thBe Interkerkelijke Stichting voor de Psalmberijm[hgerdenominational
Organization for the Psalter] released a compifetitbed 110 psalmen, proeve van een nieuwe berijrfili@
Psalms, Sample of a New Rendering]. This is a kiappy occasion. It appears that it will not be Ibefore
the whole Psalter can again be sung in churchetiamés, based on the beautiful, age-defying medcatie in
a language understandable for our time.

It is clear from the preface that the Interdenoriamal Commission means this collection to be sddind
proofread, but especially to be sung. The Commissidi listen intently to the resonance and echofethese
sounds by the Dutch people.

The following observations should be perceivethensame way: not as dry theory, but as an attempt
remove any barrier to the proper understandingxdfand melody; not as mere criticism, but, | hagsea
contribution to the further completion of this b&fau project.

First | will discuss some of the rhythmic occurresan the original French Psalter. After that dollow a
short description about a few problems of the Dirshlter, which will be illustrated with the sonfdlee songs
included in the test collection. In closing | wilake some practical comments about the singing and
accompaniment of these songs.

The French Psalter

The French Psalter went through a relatively stievelopment. The earliest examples are included in
hymnbook of 1539, and already in 1562 the wholéectbn, text as well as melody, was completedsThi
collection, in spite of all its diversity, exhibigsstrong unity, which has obviously been felt tigioout the ages.
It is, for example, noticeable in regards to meldtgt the original form has remained practicalghianged
through the course of time.

The course of the development in the Netherlandsgiges a clear illustration of this. In 1566 Dathee
adopts the French melodies for his version of tedter. In 1650 these are carefully rechecked byé€lis de
Leeuw, who leaves them principally unaltered. Tisisven more remarkable because inRtishtrijmen
[Obligatory Rhymes] of 1649 he most definitely didike adjustments to an alternative Psalmody tbditaste
of the time. However, within the Psalter as a whmweone wanted to make any changes. In the newonen$
1773 the melodies remain unchanged in the Churoimhis, not even the transpositions to a highetrttkaty
later crept in, were present. In organ books frbat time, however, melodies have already been tiginy
ruined rhythmically and melodically.

Even the Psalm melodies that were used foEthengelische gezang@avangelical Hymns] of 1806 have
just whole notes with stereotypical pauses betviees. From the perspective of church music, toitection
may be called a low point. In théervolgbunde[Sequel Collection] of 1868, the praiseworthy makiditor
Bastiaans restored it to its former state. Heexttine Psalm melodies again in their original rhytithe same
was done in the new hymnal of 1938, which alsordoumtied in a practical sense to the recurrencéygthmic
singing of the Psalm melodies.

The melodies in the official Dutch versions of P&alter have remained essentially unaltered tiroug
the centuries, despite the changes in books ohargeompaniments or in hymnals. No one dared ¢o tie
tight unity of the Psalter.

In light of the stylistic and essential unity oetbne hand and the relatively large size of theectbbn on
the other hand, it is useful to subject the Frdpsalter to a kind of statistical inquiry. The gizalo get to
know some of its characteristics and to assigraeeplo the exceptions.

The following conclusions regarding rhythm haverbebtained through a systematic listing of all
occurring rhythmic forms in the melody lines of thealms, organized in tables according to place and



frequency. | have based them on 152 hymns, naniedy1 50 psalms, the Ten Commandments, and theePrais
of Simeon, as they are found in the first completesion of the psalms in 156Rseaumes de David, mis en
rime francoise par Clement Marot et Theodore deeBear the above investigation | am also making use of

-the version from Strasburg, 1539jlcuns pseaulmes et cantiques mys en ¢chdnch will provide some
data about the articulations of the longer linethefhymns;

-the version of Bourgeois, 1547, with four-partrhany, which will give us better insight into thesing
notes of lines of melody;

-the version of Goudimel, 1565, in four-part harmonhich shows us the influence of the arrangerfant
several voices on the melodic forming of the cadshc

General Data

The majority of the 152 texts have an iambic teattgrn. Only Psalms 25, 29, 38, 42, 47, 61, 7588177,
99, 102, 135, 136, 146 and 150 are trochaic anhinBsz8/67 and 48 are trochaic in the second halief
strophe.

It has to be observed that due to the peculiaritidgench verse, the text’s real rhythm can digegreatly
from the iambic or trochaic scheme. Put differerdlyvord such agla-ce from the third line of Psalm 1 could
still function as iambic in French. Of course thdssergences do not occur with syllabled rhyme.

All tunes are scored in just whole and half notes eorresponding pauses. (Today the usual scarihglf
and quarter notes is recommended. Below | will, éaav, follow the old scoring. This has, therefaoehe
taken in account when comparing the Psalter of J938otes lengthened with a dot are not found. yxslsol

for note length onI)‘I3 occurs; we can look in vain for melodies with lgipneter.Tactusis the whole note
(semibreve), which receives a complete up-beadamh-beat with, as timinglie Zeit zwischen zwei Schritten
eines massig gehenden Menscfihre time between two steps of a person walkinghatlerate pace’ - Buchner
c. 1550), or more preciselySie gilt so lange als der Pulsschlag eines ruhigextden Menschdtt is as long

as the pulse of a person breathing calmly’ - Gafufi496), in other words, abod-72.

Concerning the metric construction of the melotighould be added that this whole note is alsdaitgest
metric building block that remains unchanged. Namible different notes do not combine into lardeitihmic
units in equal or regularly interchanging groupsager than the value of a whole note. This expldias
difficulties which arise with attempts to provideelodies with barlines. (See the Psalter versioh9@8.) It is,
therefore, preferable to leave out all barlinesnfthe following it will be clear that the melodiae based on
completely different principles of arrangement;lin@s would actually be a hindrance to their disrgv

Is it certain that the Psalm melodies were designetiapted specifically for the French texts. Qnl27
cases is the same melody used more than once.efdreerin order to study the connection betweehdax
melody we will have to leave out of the accountrtiedodies that occur twice or more. With the Gouglim
edition these are easy to recognize: only the nietoaccurring twice or more have a polyphonic sgttAll
other melodies receive a note-by-note arrangement.

The following Psalms do not have their own melda(melody of Psalm 14), 62 (24), 63 (17), 64 o),
(72), 66 (118), 67 (33), 68 (36), 69 (51), 70 (I7D),(31), 76 (30), 77 (86), 78 (90), 82 (46), 98)(D8 (118),
100 (131), 108 (60), 109 (28), 111 (24), 116 (24) (127), 139 (30), 140 (Ten Commandments), 132)(1
and 144 (18). Therefore 125 hymns remain to beide in the studg. The melodies are created in such a
way that every syllable receives just one note séhae, therefore, syllabic hymns. Melisma, alwatythe end
of the line, only occur in Psalm4Xthat is, Psalm 2 line 4), 610+, 134, 912 and 138:. (I did not count
separately the literal repetitions of more than lom&). Generally speaking, the melody carefudifdws the
iambic or trochaic text pattern, which is the foatdn of the respective Psalm. In other words sémuence
heavy-light is reflected in the melody through teemjuential whole or half notes of which the fitsirts with

' This version is almost identical with regard teladies as the publication of 1562; Goudimel alsmarks in the prefackux

lecteurs(To the Readers, transl.) tHatchant duguel on use en I'Eglise, demeure erestiar, comme s'il estoit se{iThe harmony
which people use in English, is delayed in itsretyi as if it were the only one,’ transl.).

2 The number of textual (metrical) schemes is enxély large, namely 110!
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up-beat — the first note of the tempo. This mehas = *~ is indicated with © * °  or with 4 ¥ The
exceptions to this rule will become clear from itieens discussed below.

The function of long notes in general

1.a. The beginning and ending notes of every linauatally long, at least in the case of iambic Psalm
With trochaic Psalms it may be said that the begonotes are usually short. This is, by the wayally the
case with 16th Century chorale. Compare the Gerharales from the time of Luther or later, [ater unser
im Himmelreichtune of ‘Lord Jesus, in the Days of Old’] or thelody of our Psalm 36, which originates in
Strasburg. The long notes mark the beginning addéthe line of the verse. The beginning notehefwhole
hymn is long in every case so that it will alwatarswith a down-beat. Otherwise, we find with Psdl2, 1,
8-4, 94, 1033, 1036, 1042, 1152, and 1373, at the beginning of the respective lines a halenpteceded by a
half rest. Theses lines almost all belong to timeestype. There are another 31 cases, such aslm P8ain
which two lines have been linked by means of twgusatial half notes.

b. In the version of Strasburg from 1539 the liokmelody are separated by a vertical line. lis®a
evident that, in addition, all Psalms contained,iwvhich have lines of more than 9 syllables, ngmi® or 11,
there is a vertical line after the first four notdsuch a long line. For example, Psalm 1.
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pri-se. De IE-ter-mel, et en est de-si-reux. Cer-tai-ne-ment ce-luy la est hen-reux.

In this way those lines have been subdivided, alodgnote appears at the beginning and end of saadhn
a section of line. The texts correspond to thiglsasion, in order that here also the melody sethestextual
division that is present. From the rhythm tabliésnay be concluded that this kind of divisiorpiesent in most
of the longer lines; for those with 12 or 13 syl&shnot the first four, but the first six notes aet apart. See
Psalm 89. In the case of both 1a, as well ashEblong notes are thus employed to serve the musica
interpretation of phraseology, in correspondend tie text.

2. It appears, after some sampling, that long notesised to emphasize the important words of the text
Words such aBieu (God) andSeigneurLord) generally have long notes. For example, Rsal
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Here the notes serve musical accentuation or &tion, in agreement with the text. That is, whie text of
the first strophe. This limitation, if we try to agine the methodology of the composer, is not sing. We
could cite many examples from the past and theepids illustrate that it is indeed a common piEctd let
the first strophe especially be the inspirationtfer musical formation. | choose for examylachet auf, ruft
uns die Stimme

® Further investigations show that the tune alsoth&s connection.
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Iu - ja! Macht euch be-reit zu der Hoch-zeit, thr miis-set thm ent-ge-gen  gehn!

Note the accentuation ®¥achet auf, Wohlawindsteht autand the phraseology after these words. The
rendering ohochand the following trochees, which only occur irstetrophe witlzu der HochzeitThese are
all peculiarities, which for the strophes followjrand even for the repetition of the first sectidrthe first
strophe, have lost their special meaning.

3.In many cases the long notes are not related teetebut only serve a function for the rhythmic
structure of the melody.

a. This is how in shorter sentences we may findieudation as discussed in 1b, except that it aelgites

to the melodic architecture ddeo’odd ﬂ’(ﬂ) .

b. Further, we often see at the end or the beginoinhe melody, or a part of a melody, a few |loges
that have apparently arisen from a need to givedneposition a formal rounding of. See also Psalm 4
which the long notes at the beginning of the sedmreg as we have seen, relate to text, but abéggnning of
the fifth they are used only for the sake of a fakanalogy.

The function of closing notes

4. Usually, the (long) closing note of the variousehns followed by a full rest/pause. Fortunatelpsin
researchers have slowly become convinced that feasses are an integral part. In the various algin
publications they are noted precisely and the gegarents in multiple voices also took them carefuritg
account. They may not be considered as a pecuyl@rthe polyphonists who applied them to a one®oi
setting. This may be seen from the fact that mighywice settings of several German chorales aaigig from
the same period, which are in agreement with theg-voice notation, do not include pauses. Howewerge
can be said about this matter besides simply ndtiagpauses are intrinsic.  In 1547 Bourgeoises;o
instead of a full closing note followed by a fullyse, a double closing note (breve) without padasether
words,H instead ofe = . This notation shows us clearly how the pausesistbe interpreted:
rhythmically speaking such a pause belongs toltteng note of the previous line. It is not anffetient than
a spelled-out phraseology. With respect to bregtinie would, based on the notation of 1547, sitigistway.
Rhythmically speaking, the closing note most calyaietains its double value and therefore takethepmost
space between its neighbors. This in total agreémih the function of the closing notes in thiatiy of the
Psalm melody. The closing notes form the rhythmid melodic anchor points of the melody, the pilléng
framework, between and over which the melody has lstretched. This is, for that mater, an imparissue
with all old music. It is connected to the idedin&le. The final note of the whole stanza is sdoat
maximum length, not because it ought to be sunigwhg, but to indicate as it were that at that montke
reverberation transforms into the inaudible “musithe spheres.” It is therefore not a matter akpeal
opinion that the closing notes of the lines aregbal of the melodic movement. With this musicsihbt an



issue of how we, from our perspective, would likertterpret this or that, but only how this musiegents
itself to us, without prejudice. It is related teetold idea of music asMiitatio naturae” It is not we who form
the music, but the music that forms us. Let me margome phenomena that will clarify my argumerdudb
the function of the closing notes:

a. The closing notes are formed from the primatgsof the melodies.

b. The closing notes, rhythmically speaking, hdeelargest value, they take up most space.

c. Harmonically speaking: the dissonance of syntopaas will be discussed in item 7, finds itsolesion
in the ending note.

This is equally true for lines that end with a ti@ss, as well as, the lines that end in a full-tbsglable.
In the case of the toneless syllable there isetbes, always a certain dissonance between textraholdy.

d. There is one possible scenario in which thelemsesyllable would virtually force us to percetiie
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ending note as “light,” namely with the sequei® © © © ™ |t is notable that this sequence only occurs with
Psalm 6, 121, 123, 104 and 123(in which Psalm Gis excluded because of melisma) while, in conttast
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respective sequenc @ € @ = is common with the full-toned syllable.

Besides the regular case in which the closing isofi@llowed by a full pause, there are the excestio
mentioned under item 1a. Additionally, there afeva cases in which standard lines are linked thincihe
omission of the pause. Of this last kind the Fresditions of 1562 and 1565 have even more exantipéesthe
Dutch editions of 1566, 1650, 1773 and 1938. lew acore these ought to be restored. They maylalfo
with Psalm 21sse (not in 1938!), 472, 384, 586, 788, 9810, 11&12% 48586, 9210, (1), 524182, 384, 55283, 485 (1),
56-384, 788 (1), 61-182, 485+, 75182, 384, 81482, 384, 586, 97283 (1), 99182, 384, 586, 788+, 138283, 15041&2, 324 (!).

For Psalms 47, 61 and 99 and for Psalms25see items 6 and 9.

“Syncopation”
For convenience | define &syncopation” every full note which begins with an up-bez *
5.Fi - ETYS+ Y

. First, several Psalm melodies have a three-foletnfet the form . However, the
third note of such a grouping does not at all &aeecharacter of an unexpected rhythmic pace.isénctise use
is made of the regular option to insert a few &ipieters into a continuous duple rhythm. Comparesérond

part of thewilhelmus(Dutch National Anthem, transl.) in the versiorMalerius, in which the same occurs.
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We find this form with the following groups of Pe& melodies:

The trochaic Psalms 25, 29 and 42.

Psalm 141. This melody is, however, derived fromrielodyConditor alme siderupnwhich had a
three-fold rhythm. The rhythms of Psalm 141 aresadered to be remnants.

Psalms 56, 106, 121 and the Ten Commandments.

In all these cases (except the first line of Pshdh which we will discuss below) there is full agmeent
with the regular textual rhythm.

6. In the trochaic Psalms 38, 47, 61 and 99 (notiaériost exceptions occur with the trochaic Psalmes)
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find a “syncopation,” which in character has thest) appearance of an unexpected note. Upon closer
inspection it becomes clear that we are dealin ait accent that has been moved forward; an aaticipof
the half note that is down-beat, which is thus edus be doubly accented. These notes have a stftet.
They often occur in German hymns of that periodr iRstance, Luther’'s melody f&in feste Burg ist unser
Gott['A Safe Stronghold our God is Still']:
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Moser calls it gpathetische Anticipatiofempathetic anticipation] Here again, there is full agreement with
the regular rhythm of the text.

After the discussion in item 4, it will be cleaatiPsalm 62; 615, and 99 indeed fall under this category,
even though outwardly their connection with thevpres lines appears to be like the cases discussésm 5.

In addition, for Psalm 61 we can compare theses lwi¢h the corresponding ones of Psalm 38.

7. The “syncopation”-cadence. In many cases we firgl@rtwo “syncope” just before the final note o th
line of melody. These cases can be divided intogreaips: toneless and full-toned syllables.

The following Psalms belong to the first group @t@ss): Psalms 1§-30+4, 337*, 34-3, 348, 354, 392,
39+, 413, 432, 444, 60+, 604, 734, 805, 853, 89+*, 105, 1054, 1214, 1232, 124s*, 126+, 1276, 1294,
1314*, 1453, 1484* and 148s.

The reason Psalm 89s included, even though the “syncopation” is Inefore the final note, will be clearer
from the discussion under 1b; it may even servarasf of what is stated there. Item 8 will clarthe reason
for including Psalms 148and 33 in this group.

The following Psalms belong to the second grouf-{@med): Psalms 16; 204, 284, 306, 314, 428, 43,
120+, 1227, 1255, and 129

When we consult to the four-voice settings of Gaugliin these cases, it is clear that with the firstup
(masculine rhyme) we continuously encounter a sdnas illustrated below from Psalm 7.3-
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The second group (feminine rhyme) is continuallgreleterized by a situation like the one illustratetbw,
30-6.
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It is clear from these examples that we are dealiitig counterpoint ornamentation. As apposed toother
voices, which reflect the normal rhythm, a few satater in delay, which causes a play of harmonfiactson
and resolution, characteristic of the forming odeace in the 18Century. In the cadence, the falling toward
the final note, the final note is confirmed. Theenthat gives resolution, independent of the tssete tone-full
syllable, is the final note; this was already oledrunder item 4. In these placed the melody hamobly
been influenced by the multi-voice nature of therecThe forming of the melody by itself, withowdping in
mind the presence of real or latent accompaninennintelligible. These cadences can only be agired
from the perspective of harmony. In case of acconmpant of the melodies this needs to be takenantmunt
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if one wants to bring out the natural charactethefmelodies. It has to be noted that in this edse there is no
substantial deviation from the normal rhythm of teet. Only with Psalm 131does Goudimel allow the
accompaniment to share in the rhythm of the mel&dglm 124 has a divergent rhythm for the

accompanimente J J oo J odoo =. |wilreturn to these examples in the discassinder item 9.

It is also appropriate to address the idea of ‘a&iewns” here. It is common, with these and reldteths of
cadence such as Psalm 150 use accidentals, so-called fortuitous elevatidhese are commonly not scored
— see the above examples where | have added teemgtiestion — but the singers knew their useh\\dspect
to dissonance, already in the 15th Century GuilsliMonachus spoke about the quarter note, whiclsdhe
major its “sweetness,” and the secunde?, which giveshiegninor. We could add to this the septiem, which
gives themajor its “sweetness.” In our time we should notatertlaearly, but only in the intended cases. |
think that even with a single-voice performancehaf Psalms, they should be sung. Are the forntkseof
cadence not inconceivable without the latently @néfiarmony? Or should we at this point change the
ornamental rhythm of the melody into the groundtiniy?

Exceptions

A few cases remain in which the iambic or troctsceme of the text is not followed and cannot be
understood from the above. These may be dividedtimbd group, to which items 8 and 9 apply.

8. A few times, namely with Psalm 5324+, 244, 33+*, 33-10, 383, 73+, 1144, 1142, and 148, we

find before the final note the rhythe :j d ; This is a known variant, which is utilized asdiifiormula
with melodies that have a three-fold rhythm. Cormaghe last line oWilt heden nu tredepi\We Gather
Together:

el
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en ma - ken groot zfns he-ven ma-mens e-re, die daar ou on-zen v§ - and slzat ter - neer!

Psalms 33-and 148t are mentioned in this group based on the observafithe accompaniment of
Goudimel: here we are dealing with a combinatiothefrhythm discussed in this item together with
“syncopation-cadences” that were discussed inabieitem. With Psalm 32this is also obvious when
comparing it with the analogous tenth line. Howewaeiew cases from the group seem to point tortfieence
of the textual rhythm that is divergent from theiaisscheme. | will refer to these cases in theudision about
the next group.

9. The following unusual cases remain: Psalmg, 125+, 524, 614, 752, 844, 1314, 1414 and 14%6.The
melodies are substantially different from their erlging iambic or trochaic textual schemes. Intladise cases
the melodic formation appears to have been detewiridy the actual textual rhythm of the French &irth
respective placing of the first strophédVe mentioned earlier in the article that the poser, generally
speaking, has not taken into the account the iddalirhythm of the text; this is due to the peaitlyeof the
French hymn. However, in the cases mentioned alt@/bas. It is noteworthy to mention that in the
majority of the cases this concerns the first liaethe hymn. Because of their importance for thedd Psalter,
| will provide a thorough discussion of these casalsw.

Psalm 141x
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The line starts in the trochaic pattern.

Psalm 75¢2;
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The beginning of the second line is iambic. Noterépetition in both text and melody.

Psalm 14%e:
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The repetition of the melodic line is purely a reatf form.

Psalm 84t
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Psalm131: (also 100, 142):

A — —
e f Fts = f —
L% — =l 1 | i L% =l L]
Sl - il 1 | |
[y ] , ]
= Seig-pmewr jJe may point le cewr fier,
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This case resembles the previous one. The texarkbts is that of Psalm 100.

Psalm 25t3:
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Fay qué jJe ne tom-bea hon - te
Again, the melodic repetition is just a matteraf. The melodic line could be perceived as
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, With an anticipating “syncopation” at the begmmof the second part.

Psalm 61t
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This case is analogous to the previous one.

Psalm 13
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Lastly, | will mention again the case of Psalm k2% mentioned under item 7 and also some
that belong to item 8. In these cases the text séemave had an influence on the forming of théoohe

Psalm 124
A Ln & = ir Le] @ o = o [n]
) p- ©r '] = L
£ is ] ] =% ] | S = L]
Fifae k) 1. 1 1 = 1 1
L ol I I bl
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The small notes indicate the rhythm of the accompeant as seen in Goudimel.

Psalm 114 2
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Psalm 24: (also 62, 95, 111):
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La ter-reau Seig-neur ap - par - tient,

The fourth line of melody is just an analogy to them of the first line. Note that in all three eaghe
fourth note from the end receives the emphasis.

The Dutch Psalter

The large amount of freedom characteristic of trem€h text in relation to the melody is not possibl
Dutch. At least, not in the use of language sirg@01 Datheen could still use a word suclsaast-tersin the
third line of Psalm 1 as iambus. These days, inkpation with a strong rhythmic melody, we findghi
unbearable. As we have seen, the melodies of tAienB®nly diverge substantially from their undentyitext
scheme in the cases discussed under item 9. Theetigeaonly cases in the Dutch Psalter, while kegpieir
normal iambic or trochaic rhythm, which will caus@roblem in their being sung. Let us study to vehaént
that has been taken into accountir® psalmen, proeve van een nieuwe berijfiitp Psalms, sampling of a
new Psalter’].

This seems to be the case completely with PsalmTl# first line, which cannot be sung when fully
iambic, has been changed.

The same can unfortunately not be said for PsalnTii® second line of each stanza should starttwibh
iambuses. In their current rhythm these lines sdamible. It should still be possible to changis.th

While a normal iambic line could be sung in the odgl of Psalms 100 or 131, it is regrettable that th
melodic exception has not been honored. The beginofi the first stanza of Psalm 100 is in any eagg: the
comma is placed in such a way that is melodicatigassible. It runs thusJticht Gode, toebazuint en zingt”
[‘'Sing for joy to God, blow the trumpet toward (plan a trumpet; cross between wind instruments@) an
sing’]. (NOTE: The published version of 1968 haneelied this by readinguicht God toe, bazuint en zingt
[‘Shout for joy to God, blow the trumpet and singfd.)

The melodic declamatory power of Psalm 25 would akve benefited if the special rhythm of the fiirss
had been taken into account by beginning with vobuses. Practically speaking, it is difficulgioe
momentum to this line in the old Psalter, becausewould unconsciously perceive the first noterapletic.
The same is true for the second note of Psalm 84einld Psalter.



The peculiar character of the second line of Pdairhas not been taking into account, but thisss le
bothersome.

The other Psalms to which the cases of item 9 sfenot represented.

| would like to comment also on the first two lingfsPsalm 114, even though they do not belong;thtri
speaking, to the abnormal cases. If one wantki®into account the peculiar rhythm of these lioee
should certainly not assign them a toneless rhynpasition that | have heard some defend. In demthe
beautiful structure of the line of melody wouldtoéally destroyed. In that case, we would find elrss in the
rare situation mentioned in item 4d, but now madese by applying it to the whole line:
67945557455 * ytisysualto sing the old melody toward the finate, so that the whole line,
as it were, culminates in it. That would becomeassible in this case. If one wants somethingrdtien the
normal iambuses, one could write, for example foifey the French text, something lik€qen Israél het
Egyptisch gebiéd'When Israel the area of Egypt’], in other worasaking the fourth note from the end
“heavy” and the final note “heavy.”

In the new Psalter it has been carefully monitdahed as few as possible toneless syllables wergresskto
long notes. Isolated long notes occur predominatlipeginning note of iambic line and as “syncapeitof
the adorned form of cadence by the toneless rhitraeems to be annoying and unnecessary thatshedae
has even given rise to the changing of the rhyththetext, as seen in the last line of the fitahga of Psalm
42. See the comments in item 7. A few times theybaginning syllable in iambic lines, especialliien
followed by a toneless syllable, give the impresbbeing awkward. Should these long beginningsoiot
be understood as a kind of “up-stroke” before tth@vn-stroke” that follows?

Good attention has been paid to the clear demarcafithe different lines of melody as discusseilems
la and 4. Unpleasant enjambments hardly occuis alshame, however, that the articulation ofntieéody as
discussed in item 1b has barely been taken intoextcSee, for example, Psalmodver (over), he/mel
(heaven) ha/ters(haters) dui/zendthousand)bij/na (almost) heer/ser{reign) wer/ken(works)andwe/melt
(swarm) The Psalter of 1773 is in this respect especialtpeate. Would corrections in these and related
cases be an option?

It is self-evident that the highlighted cases @mit2 did not assert their influence. The forms thay have
arisen as a result of the accentuation of the Frémd have in the end been fully absorbed intcsthecture of
the melody.

Singing and Playing

The essential points have already been discussithreiabove section on the French Psalter. Tovdhe
new Psalter its full potential, one should singRsalms lightly, in a natural movement of pulse barehth. A
hand that moves up and down in a regular fashiop and down also in the sense that the up-beattlast
same amount of time as the down-beat, will contdlia the awareness of the rhythm. The first nbthe
stanza always starts as down-beat. The musical me&veshould always focus on the final tone of eviews.
The words should be pronounced with a natural aeafemord, even with the occurrence of “syncopatidn
the case of “syncopation” allow the tones to sonatlirally “like a bell,” in other word, do not gitkem
“bellies.” When accompanying the singing keep itigist as possible, with simple and natural harmeniThe
harmonic sequence of the seventh interval — whashldeen so loved in our country (and elsewheref)tbe
last decades - first interval with Doric cadendgs, distracting element. This form of “church tbharmony is
developed from a misunderstanding of the charaftBsalm melodies. | also think that the accompanirtin
whole notes,” which is used occasionally, has tdibeouraged. Instead of clarifying the meloditriore of a
hindrance to the free movement. Here | want to rmerémphatically that the form of “syncopation”-eade
as discussed in item 7, has to be respected. Ta lgetter insight in to the natural harmonic fumas of the
Psalm melodies | have no better recommendationtthatudy thoroughly the scorings of Goudimel of
Bourgeois. Thé&tichting Centrum voor de Protestantse Kerkz@@gganization Center for Protestant
Congregational Singing’] has already published weedf Goudimel’s Psalms. As an example | cite a
harmonization of Psalm 43 based on Bourgeois.
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Connecting Text

Rev. Jan Wit, one of the poets of the Psalter, whicthat time was being compiled, responded t@bove
article in theJaarboek voor de Eredienst van de Nederlandse Herde Kerk(‘Yearbook for the Worship
Service of the Dutch Reformed Church’, transl.) 4.93is observations about the French verse provaded
valuable addition to several points of my argumespecially where he talked about caesuras aneépade
said the following about this:

“In French, where the accent on the word fulfili®tally different function than in the Germanic
languages, there is no regular alternation betwgbhand heavy. When the difference in quantityref
original Latin was lost, they looked for a diffetenethod to determine the structure of a line otge
That means was the counting syllables. In Franeg distinguish, therefore, verses of three, foug,f
etc., syllables. The counting is ceased with tsedmphatic syllable, which is part of the rhymbkeT
dropped “e” with the toneless syllable is, therefarot counted. To give structure to the long liokes
verse, a fixed accent is used in the middle ofitree The place of the fixed accent is determirfedugh
caesura. A caesura in a long line of verse iseatdast a fixed boundary after a certain syllable
“‘common” verse, the one that has ten syllablesagbas the caesura after the fourth syllable; the
“Alexandrian,” the verse with twelve syllables, alys has the caesura after the sixth syllable. It is
desirable that the caesura is something more tisrajword boundary. Preferably, it should alsa be
boundary between two groups of words. It is nobalisly necessary that a punctuation mark is used,
a short breathing pause should be possible wideaura. The syllable that precedes the caesumutsec
has to have the accent; it may therefore not leendnine ending to a toneless “e” or a tonelessrentti a
verb.[...]

In lines of less than nine syllables, the Frencetpbardly ever used a fixed caesura. Such caesuras
do, therefore, not occur in the Psalter. In thariown” verse, the ten-syllable verse, which is usay
often in the Psalter, there is always a fixed wdodundary after the fourth syllable. Marot, as vesl] De
Béze, treats the caesuras somewhat carelessly.R3alyn 89 is written in what later became the fa@or
in France, the “Alexandrian.” There we find a fixedrd boundary after the sixth syllable. The chamac
of the caesura is significantly clearer here timasame of the “common” verse.”

From Wit's reaction it became obvious that my comtrikat the principle behind the French Psalter is
either the iambic, or the trochaic textual scheweses formulated awkwardly, with resulted in
misunderstandings. That is the reason | wrotedhewing in theJaarboek voor de Eredienst van de
Nederlandse Hervormde KefR earbook for the Worship Service of the Dutch &efied Church’) 1960:

“The indication of rhythmic patterns in the tex$, @done by Rev. Wit, is in itself interesting, bisi
has not been shown that in tmmnthe rhythmic structures function thus. What thethe case? Since in
French the accent of the word is not related tertam syllable, the text conforms to the melodye T
melodies of the French Psalter count with an adtieng scheme, which is shown from the tables of
rhythms that are of the foundation of my argumejnts ]

It might have been useful in this context if | hadde a distinction betweewcent of the versand
accent of the wordDue to the nature of the French language, natidening the caesura, in French verse
the word accent and verse accent fall togethergogssity only at the end of a verse, namely wath it
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rhyme. In the middle of a verse this may be omitt&tiout affecting the structure of the verse, vhis
reflected in the melody. Only the number of sylébis of importance. In that sense | could sayahat
word like “place” can also function as iambic in the French langupge.]

In the Dutch language the accent of the word isieoted to the root of the word. If one wants to
leave the French melodies in their original struetas far as possible, it means that is shalkiv the
preservation of their expressiveness as much ssilglg one should in a Dutch version of the French
Psalter follow the rhythm of theerseand not of thevord. Generally speaking this will, therefore, follow
an alternating scheme, in which caesura requineesare. [ . . .]

The exceptions mentioned in my article could thiso Ae seen as incidental cases in which the
composer — for whatever reason — followed the nimytH the word instead of associating with the rhyth
of the verse. In light of the nature of the Dutahduage these lines especially need to be seritalsn
into account.”

My words were taken to heart in the new versiothefPsalter that was completed in 1968 — and Vedsr
included in its entirety in thkeiedboek voor de KerkgfHymnal for the Churches’] in 1973. In hindsigbite of
the poets of theiedboekexpressed doubt about its correctness. Iivibdedelingen Prof. Dr. G. van der
Leeuw-stitching’Announcements Prof. Dr. G. van Leeuw-Organiz&aligm56 (1982), Ad den Besten
published an article with the title ‘Beter luistereets over de verhouding van woord en toon inLiediboek
voor de Kerken’ [‘Better Listening; On the Relatsbp between Word and Tone in the Hymnal for the
Churches’]. He expressed the feeling that at tithegoets had followed the musicians too slavidagpecially
annoying to him as a poet was the irregular méteiatment of the text in the Psalter with the tead of
melody, which did not conform to the rhythm of thegse. “We should have done just like Marnix, ngme
give the Psalms an alternate tune, and no furtieattics,” he wrote in a letter to Wim Kloppenbufhis
resulted in an intense discussion in the periogidat Orgel(‘The Organ’, transl.) of October 1982 and May
1983 andViusica Sacraf October 1982 and in tiededelingen van de Prof. Dr. G. van der Leeuwstigh
['Announcements Prof. Dr. G. van Leeuw-Organizaliéd of 1983. In the end, | wrote an articleHiet
Orgel['The Organ’] of November 1983 ‘Het Ritme van der@efse psalmmelodieen’, [ The Rhythm of the
Genevan Psalm Melodies’] to elaborate on the stibjett perhaps be clearer than | have been preyiousl

The part of the Article that refers to this topashoeen included below. In it the first line o&fPs 84 is
also discussed, called by Ad den Besten “betweenBiazen and myself perhaps the controversy par
excellence.”
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The Rhythm of the Genevan Psalm Melodies

Jan van Beizen
tr. Petra Verwijs

1. In the French versification the starting prineijs the counting of syllables. In France thera is
distinction between verses of three, four, five, syllables. The counting is ceased with the bidlahat is
emphasized. Any silent “e” is not counted, howeawgrortant the distinction between masculine andiriéme
rhyme is for the form of a strophe. Besides thedimccent on the rhyme syllable, a fixed accettiermiddle
of the line is provided with the longer lines ofse. In this way those lines are given a clearecgire. This
fixed accent is related to the caesura. A caesuadong line of verse is at any rate a fixed woodndary after
a certain syllable, and most often also the boynbatween two groups of words, which may or may not
separated by a reading mark. Now the syllableghatedes the caesura has the indented accent. The
Alexandrian, the verse with twelve syllables, alwépas a caesura after the sixth syllable; the Camvierse,
which is the ten-syllable verse, most often hascesura after the fourth syllable; to verses Veiis syllables
the French poets hardly ever applied a fixed caefesides the obligation to place an emphatiakidlas
rhyme syllable and immediately before the caedheafFrench poet has freedom to place word accenkei
verse. Compare the first strophe of Psalm 1:

Qui au conseil des malins n'a este, ===/
qui n'est au trac des pecheurs arresté, ---IH-/
qui des moqueurs au banc place n'a prise, H-=4I--1-
mais nuit et jour la loi contemple et prise IN-1-1-1-
de I'Eternel, et en est desireux: ---1]|--F
certainement celui-la est heureux. ---IN--1

These generally very divergent rhythmic patterhat form the word accents in a verse, | taftual
rhythm

2. Besides this there is mention of verse rhythimclvis related to the nature of the French languéy
French the accent is not connected to the speswifiable of a word the way it is in the Germaniegaages.
Compare : "vous HZz', "allez-vous en "allezvousn’, of "domeZ en "donneZe". The result is that the text of
the hymn joins effortlessly with the melody. Thetteal rhythm subjects itself to the rhythm of thelody. The
varying rhythmic patterns are reduced to the saem@whinator by the melody, without it being percedias
impeding. Compare the first strophe of the wellxdknd'Ah! vous dirai-je, maman” (with the same melady
"Altijd is Kortjakje ziek,” ‘Twinkle Twinkle Little Star’, transl.):
Ah! vousdirai-je, maman, cequi causemontourment! D@uisquej‘ai vu Silvandre meregarderd'un oeil
terdre, moncoeurdit & chaqueinstant: peuon vivre sansamant?
The melodic accentuations of "depuis”, "regard&yn oeil" "mon coeur" go against the grain, are
accepted effortlessly. The point is that the corepo$ French verse seeks to normalize the varietanges
portrayed by the textual rhythm into a regular szape of the accented and unaccented syllableo@$e, he
has to take into account the obligatory accenthéd to the rhyme syllable and caesura syllablmefimes
this can be accomplished in different ways. The

poet-composer from the Middle Ages, Machaut, mealty conforms the verse common of the first four
lines of the strophes in his "Chanson Royal" frdRethéde de Fortune™ to the scheme

[ 1l--1--1(),
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while in other compositions the verse common isadieklly represented as

-1 -1-1-1().

With a strophic hymn the composer is of courseddro melodically bring the generally incompatitaet
rhythms of the different strophes to the same demator. It is obvious that he does this as regularnd
symmetrically as possible. The now normalized sasmwhich we find most often reflected in the mglod
rhythm of French verse, | caééxtual rhythm

3. A statistical investigation into the rhythm betGenevan Psalter melodies shows us that theselie®!
take into account an alternating verse rhythm (harhor “trochaic”). With the exception of 12 linest of a
total of 1035 lines — or, if we do not include tiepeat melodies, 10 lines out of a total of 85&dir the
following applies. If we determine the verse rhythynmarking the preceding syllables as alternadebented
and unaccented, the following correspondence betwerse rhythm and melody rhythm becomes evident.

1 a.Normal:

2
.:,—*3_1. of u;
3

4 b. Sometimes:

Loyloy— 8 " HI*Y

(two sequential ternary meters).

c. Sometimes, with the last syllable as closintabjé with toned rhyme:

L5 50 e $T 4G SN

(a well-known closing formula with melodies in targ meters)

d. Relatively frequent, with the last syllable &ssing syllable with toned rhyme:

Lado/ =4 %254 36

(a closing with high notes with toned rhyme, asceypal counterpoint to a closing with tenor notes
belonging to the regular case).

e. Not as frequent, with the last two syllablesoa®less rhyme:
3357 5 "l
(a closing with high notes with toneless rhymesyascopal counterpoint to a closing with tenor notes
belonging to the regular case).
f. In some Psalms, at the beginning of a line:
8% 5 Ta
: -
(a syncopal variant of the regular ¢ =—=)
So, the melody rhythm of the Genevan Psalms canftrbe explained as a reflection of an alterigatin
verse rhythm. The musical treatment of the unaeckbéginning syllables and the rhyme syllablesaoline of
verse — there was no place for this in the strectdithe scheme mentioned above - does not intpair

argument. Therefore, with the well-known canzormgtiim ° 44 the long beginning note needs to be
understood as a kind of “up-stroke” before a folloyv‘down-stroke.” Closing notes continue to faifi the
down-stroke of the assumed tactus minor, also thghttoneless rhyme. (The movement of the tachayé

reflected above with the arrows, the sign of meeaﬁjalways(-). The accented syllable with the toneless
rhyme consistently receives a semibreve.

4. How about the 10 lines of melody that do noinfib the above scheme? It concerns Psalm 28+,
524, 614, 752, 844, 131-1 (= 100 & 142), 141and 14%e6. In all these cases the melodic form is shown to
be determined by the textual rhythm of the firseliFor whatever reason, with these lines the ceepaid not
follow the rhythm of the verse, but reflected ie tihythm of the melody the rhythm of the word a¢seri the
first strophe. (Note that in most cases it concerns the first iihthe strophe). This particular phenomenon in
the Genevan Psalms is only seen in 1.2% of alélofenelody. It also occurs in later French versad in
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that case significantly more frequent. A good epkamis the "Marseillaise". The verse scheméén t
stanzas is undoubtedly: -/-/-/-/(-) . Bl ttomposer of the well-known melody has obviousiybeen led
by it, but by the textual rhythm of the first sthegy which clearly diverges from the verse rhythnhirgds 3, 4, 6
and 8. A renaissance composer would most likelyehead lines 3 and 4 sung as:

Cortre nousdelatyramie,
I'éterdardsandant estlevé

For example, to let these lines be sung basedeorefietition of the melody for the first two lin¢$his can
be proved with the customary melody to get a goled iabout the flexibility of the French languaddje
composer of the "Marseillaise" accentuated howevénes 3 and 4:

Contrenousdela tyramie,
I'eterdard sangant est levé

In the following strophes, where the rhythmic paiseare different again, the text has to then conficself
to the unusual accentuation. For example, in thetlicstrophe it is manifested in lines 3 and 4:

Liberté, liberté chéie
combatsavectesdéferseurs.

In this case in line 4 the textual rhythm and mgldd/thm diverse before the word with the rhymed
syllable, while in this case the textual rhythnmisigreement with the verse rhythm. In line 3 #rdual rhythm
and melody rhythm agree with each other with trs fi"liberté,” but not with the second "libert@hile with
respect to the relationship between textual rhydimeh verse rhythm it is exactly reversed. (The absghown
to be correct by the fact that these verses arg &uthe first two lines of the traditional melody)

All this is acceptable in French verse.

What is the situation with disputed line of Psal&? 8he verse rhythm is:

! S e ot

e ] e

The rhythmic forming of the melody is not in agresTn

SR TR TN

The first sequence /- is reflected with a ternagten without it being compensated with a matchergary
meter as is the case in item b. above. The se@quksace /- is represented by two short notes witloement
of tactus that is opposite of the case describdéin a above. The last sequence /- is represéytadernary
meter in “second modus,” without compensation wwithmmediately following ternary meter in the “firs
modus” as seen in item ¢ above. The rhythm of telody is however totally in accordance with thethimy of

the text of this line in the first strophe of thegmnal text.
/- -/

T _

O Dieu des armées combir_ ¢

L AL T TR T PR TR S N
o o 3 433 5 0

The sequence /- - can, besides with long-shonttséspecially before the closing tone also beesgpnted
by short-short-long. For those with “modern earsiowhink it is strange, compare the possibilityt haernary
meter the sequence /- besides being long-shoecedly before the closing tone can be represeased
short-long — see item ¢ above. Also remember tlaEtench composer is obliged to honor the acdahio
rhyme syllable. From this vantage point imaginegbsited interpretation of the melody rhythm. Thetfthat
other strophes show yet another text rhythm irnr tisit line is unimportant for a French hymn: tleat
conforms to the rhythm of the melody, independetttis rhythm represents the rhythm of the versa or
divergent pattern. What does the above mean fartaioPsalter? Well, in Dutch, as well as in otherr@anic
languages, the word accent is tied to the rodh@ftord. Unlike in French, the danger of fricticgtleen
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textual rhythm and the rhythm of the melody is vexgl, especially with melodies in which the rhytlmvery
pronounced, as is the case with the Genevan Psaltgrod example is found with the beginning of lisn’s
version of Psalm 42:

Als een hert gejaagd, o Here, dat verse watezdreg
[As a hunted deer, O Lord, that desires frestemwa ., |

In Dutch textual rhythm and rhythm of melody ar@ected to fall together a great deal. As has beew:s
above in item 3, the French Psalm melodies, gdyesiaaking, reflect an alternatingrse rhythmAn
alternating version — preferably taking into acdozaesuras — does not generally present any preblenly
the ten lines of melody listed in item 4 above exeeptions, and require extra care. In these chse® wants
to preserve the original declamatory power of thledaalies and avoid collisions between word and tone,
needs to conform to the Frentextual rhythnthat underlies the form of the melody.
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