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

A few weeks ago thBe Interkerkelijke Stichting voor de Psalmberijm[irgerdenominational
Organization for the Psalter] released a compitetitbed 110 psalmen, proeve van een nieuwe berijifiiig
Psalms, Sample of a New Rendering]. This is a kkappy occasion. It appears that it will not be |befpre
the whole Psalter can again be sung in churcheb@ameés, based on the beautiful, age-defying medaaiel in
a language understandable for our time.

It is clear from the preface that the Interdenoriiamal Commission means this collection to be stddind
proofread, but especially to be sung. The Comnmmsaid listen intently to the resonance and echoiethese
sounds by the Dutch people.

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

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

The French Psalter

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

The course of the development in the Netherlandgiges a clear illustration of this. In 1566 Dathee
adopts the French melodies for his version of thedtBr. In 1650 these are carefully rechecked ynélis de
Leeuw, who leaves them principally unaltered. Thieven more remarkable because inRtishtrijmen
[Obligatory Rhymes] of 1649 he most definitely dimhke adjustments to an alternative Psalmody tbditaste
of the time. However, within the Psalter as a whmene wanted to make any changes. In the newover$
1773 the melodies remain unchanged in the Churginhis, not even the transpositions to a highettlkaty
later crept in, were present. In organ books frbat time, however, melodies have already been tighiy
ruined rhythmically and melodically.

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

The melodies in the official Dutch versiafghe Psalter have remained essentially unalténedigh
the centuries, despite the changes in books ohaigeompaniments or in hymnals. No one dared ¢o e
tight unity of the Psalter.

In light of the stylistic and essential unity o tbne hand and the relatively large size of thiEecobn on
the other hand, it is useful to subject the Frepsalter 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 odog
rhythmic forms in the melody lines of the Psalntgiamized in tables according to place and frequdritgve
based them on 152 hymns, namely, the 150 psal@3.eh Commandments, and the Praise of Simeonewgs th
are found in the first complete version of the pmaln 1562Pseaumes de David, mis en rime francoise par
Clement Marot et Theodore de BeZer the above investigation | am also making use of

-the version from Strasburg, 1539ylcuns pseaulmes et cantiques mys en ¢hdmch 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 harmomhich 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 ankinBs28/67 and 48 are trochaic in the second hatief
strophe.

It has to be observed that due to the peculiarti¢gench verse, the text’s real rhythm can digagreatly
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 thdsergences 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, éasv, follow the old scoring. This has, therefdoehe
taken in account when comparing the Psalter of J9B®tes lengthened with a dot are not found. yxslzol

for note length onlﬂ3 occurs; we can look in vain for melodies with lgipneter.Tactusis the whole note
(semibreve), which receives a complete up-beatama-beat with, as timinglie Zeit zwischen zwei Schritten
eines massig gehenden Menscfitne time between two steps of a person walkingnatierate pace’ - Buchner
c. 1550), or more preciselySie gilt so lange als der Pulsschlag eines ruhigeatden Menschédft is as long

as the pulse of a person breathing calmly’ - Gaufi496), in other words, abcd-72.

Concerning the metric construction of the melotlghould be added that this whole note is alsdattggest
metric building block that remains unchanged. Nantéle different notes do not combine into lardetihmic
units in equal or regularly interchanging groupsager than the value of a whole note. This expléias
difficulties which arise with attempts to provideslodies with barlines. (See the Psalter versiob988.) Itis,
therefore, preferable to leave out all barlinesnithe following it will be clear that the melodiaie based on
completely different principles of arrangement;lin&s would actually be a hindrance to their digrgy

Is it certain that the Psalm melodies were desigmextiapted specifically for the French texts. Onlg7
cases is the same melody used more than onceefdfresrin order to study the connection betweehdad
melody we will have to leave out of the accountritedodies that occur twice or more. With the Gouglim
edition these are easy to recognize: only the nietaaccurring twice or more have a polyphonic sgttAll
other melodies receive a note-by-note arrangement.

The following Psalms do not have their own meldaB/(melody of Psalm 14), 62 (24), 63 (17), 64 ¢5),
(72), 66 (118), 67 (33), 68 (36), 69 (51), 70 (I7M),(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 beided in the stud§. The melodies are created in such a way
that every syllable receives just one note. Thesgtlherefore, syllabic hymns. Melisma, alwayshaténd of the

! This version is almost identical with regard teladlies as the publication of 1562; Goudimel almarks in the prefac&ux
lecteurs(To the Readers, transl.) tHatchant duquel 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 extllg large, namely 110!



line, only occur in Psalm 2{that is, Psalm 2 line 4), 6-10<, 134, 912 and 138&. (I did not count separately
the literal repetitions of more than one line). n&elly speaking, the melody carefully follows thmbic or
trochaic text pattern, which is the foundationltod tespective Psalm. In other words, the sequezmeyHight

is reflected in the melody through two sequentiabie or half notes of which the first starts with-lbeat — the

R N )
first note of the tempo. This means t— * is indicated with® ' 2 ° or with ¥ ¥ The exceptions to
this rule will become clear from the items discuaskelow.

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 bagmnotes are usually short. This is, by the wayally the
case with 16th Century chorale. Compare the Gewharales 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 alwaterswith 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 tieestype. There are another 31 cases, such aslm P8ain
which two lines have been linked by means of twgqueatial half notes.

b. In the version of Strasburg from 1539 the liaEmelody are separated by a vertical line. l1i$® @&vident
that, in addition, all Psalms contained in it, whiwave lines of more than 9 syllables, namely 10lgithere is a
vertical line after the first four notes of sucloag 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, dod@note appears at the beginning and end of sacdin
a section of line. The texts correspond to thiglsasion, in order that here also the melody sethegextual
division that is present. From the rhythm tablemay be concluded that this kind of divisiorpigsent in most
of the longer lines; for those with 12 or 13 sylésbnot the first four, but the first six notes aet apart. See
Psalm 89. In the case of both 1a, as well as hEdong notes are thus employed to serve the musica
interpretation of phraseology, in correspondendé tie text.

2. It appears, after some sampling, that long notesised to emphasize the important words of the text
Words such aBieu (God) andSeigneur(Lord) generally have long notes. For example, iR<al
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® Further investigations show that the tune alsothis connection.



Here the notes serve musical accentuation or &tion, in agreement with the text. That is, witle 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 theeptds illustrate that it is indeed a common piEctp let the
first strophe especially be the inspiration for thesical formation. | choose for exampl&achet auf, ruft uns
die Stimme

"Wa - chet auf", ruft uns die Stm - me der Wich - ter
Mit - ter - mnacht heisst  die - s Stun - de; sie m - fen
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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, Wohlawndsteht aufand the phraseology after these words. The
rendering ohochand the following trochees, which only occur irsteirophe witlzu der HochzeifThese are
all peculiarities, which for the strophes followjrand even for the repetition of the first sectdithe first
strophe, have lost their special meaning.

3.In many cases the long notes are not related teegtebut 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 oalgites to

the melodic architectur® dde’edd ﬂ’(ﬂ).

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

The function of closing notes

4. Usually, the (long) closing note of the variousebns followed by a full rest/pause. Fortunatelpsin
researchers have slowly become convinced that fheasses are an integral part. In the various algin
publications they are noted precisely and the gemarents in multiple voices also took them carefunty
account. They may not be considered as a pecuyl@rthe polyphonists who applied them to a ones&oi
setting. This may be seen from the fact that migtimice settings of several German chorales caigig from
the same period, which are in agreement with thre#-voice notation, do not include pauses. Howawerg
can be said about this matter besides simply nttiagpauses are intrinsic. In 1547 Bourgeoises;onstead
of a full closing note followed by a full pausegdauble closing note (breve) without pause. In otherds,H
instead o< = . This notation shows us clearly how the pausesldhoe interpreted: rhythmically speaking
such a pause belongs to the closing note of thequ®line. It is not any different than a speltaa
phraseology. With respect to breathing we wouédelol on the notation of 1547, sing it this way.ytRimically
speaking, the closing note most certainly retamsouble value and therefore takes up the mosedpatween
its neighbors. This in total agreement with thection of the closing notes in the totality of fasalm melody.



The closing notes form the rhythmic and melodich@angoints of the melody, the pillars, the framekyor
between and over which the melody has been stietchiis is, for that mater, an important issuehvaill old
music. It is connected to the idea of finale. Tihal note of the whole stanza is scored at maxinkemgth, not
because it ought to be sung that way, but to ineliaa it were that at that moment the reverberatarsforms
into the inaudible “music of the spheres.” It isrifore not a matter of personal opinion that thsieg notes of
the lines are the goal of the melodic movementhWits music it is not an issue of how we, from our
perspective, would like to interpret this or tHait only how this music presents itself to us, withprejudice.
It is related to the old idea of music asitatio naturae” It is not we who form the music, but the mudiatt
forms us. Let me mention some phenomena that iailifg my argument about the function of the clagin
notes:

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

b. The closing notes, rhythmically speaking, hdaeelargest 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 tiess, as well as, the lines that end in a full-tbsglable. In
the case of the toneless syllable there is, thexgfdways a certain dissonance between text atabisne

d. There is one possible scenario in which theléssesyllable would virtually force us to percetiie

ending note as “light,” namely with the seque €. 6 0% = |tis notable that this sequence only occurs with
Psalm 6, 121, 123, 104 and 123(in which Psalm 6is excluded because of melisma) while, in conttast
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respective sequen: @ @ @ = is common with the full-toned syllable.
Besides the regular case in which the closing isof@lowed by a full pause, there are the exceystio

mentioned under item 1a. Additionally, there afeva cases in which standard lines are linked thinahg
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 mayuralfo
with Psalm 2156 (not in 1938!), 472, 384, 586, 788, 9&10, 118124 48586, 9810, (1), 524182, 384, 55283, 485 (!), 56-
384,788 (1), 61-182, 485+, 75482, 384+, 81482, 384, 586, 97283 (1), 99162, 384, 586, 788+, 138283, 150482, 384 (1). For
Psalms 47, 61 and 99 and for Psalmé&5-see items 6 and 9.

“Syncopation”
For convenience | define &syncopation” every full note which begins with an up-beg *

. . -+ &L T 1
5. First, several Psalm melodies have a three-folgnfet the formr < T35+ 7 . However, the

third note of such a grouping does not at all theecharacter of an unexpected rhythmic pace.i$nctse use
is made of the regular option to insert a few &ipleters into a continuous duple rhythm. Compareséitond
part of thewilhelmug(Dutch National Anthem, transl.) in the versionvaferius, in which the same occurs.
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The trochaic Psalms 25, 29 and 42.

Psalm 141. This melody is, however, derived fromrielodyConditor alme siderupwhich had a three-
fold rhythm. The rhythms of Psalm 141 are consideéocbe remnants.

Psalms 56, 106, 121 and the Ten Commandments.

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

6. In the trochaic Psalms 38, 47, 61 and 99 (notiaeniost exceptions occur with the trochaic Psaines)
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 sffewg.
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 6%; 615, and 99 indeed fall under this category,
even though outwardly their connection with thevpas lines appears to be like the cases discusgasn 5.

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

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

The following Psalms belong to the first group @t@ss): Psalms 16§-304, 33+*, 34-3, 348, 354, 392, 39-
4, 413, 432, 444, 604, 604, 734, 80s, 853, 89¢*, 1053, 1054, 1214, 1232, 1243*, 1264, 1276, 1294, 131-
1*, 145-3, 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 sery@rasf of what is stated there. Item 8 will clarihie reason
for including Psalms 148and 3% in this group.

The following Psalms belong to the second groulp-{fmed): Psalms 16; 204, 284, 306, 314, 428, 43=s,
1202, 122+, 1255, and 129

When we consult to the four-voice settings of Gomaliin these cases, it is clear that with the firsup
(masculine rhyme) we continuously encounter a saoaas illustrated below from Psalm 7.3-
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It is clear from these examples that we are deailiitig counterpoint ornamentation. As apposed taother
voices, which reflect the normal rhythm, a few isadater in delay, which causes a play of harmorfiactson
and resolution, characteristic of the forming adeace in the 6Century. In the cadence, the falling toward
the final note, the final note is confirmed. Thaenthat gives resolution, independent of the tawete 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 the scdree forming of the melody by itself, without keegim mind
the presence of real or latent accompaniment,irgelhgible. These cadences can only be approatioed the
perspective of harmony. In case of accompanimetiteofnelodies this needs to be taken into accéwmis
wants to bring out the natural character of theoatiek. It has to be noted that in this case alscetts no
substantial deviation from the normal rhythm of téet. Only with Psalm 131-does Goudimel allow the
accompaniment to share in the rhythm of the mel®dglm 124-has a divergent rhythm for the

accompanimeno J J oo J odoo =. lwil return to these examples in the discassinder item 9.

It is also appropriate to address the idea of ‘@iens” here. It is common, with these and reldteohs of
cadence such as Psalm 150 use accidentals, so-called fortuitous elevastid hese are commonly not scored
— see the above examples where | have added t@énguestion — but the singers knew their useh\\spect
to dissonance, already in the 15th Century GuilsliMonachus spoke about the quarter note, whictsghe
major its “sweetness,” and the secunde?, which givesheeninor. We could add to this the septiem, which
gives themajor its “sweetness.” In our time we should notaterttabearly, but only in the intended cases. |
think that even with a single-voice performancéhef Psalms, they should be sung. Are the forntiseof
cadence not inconceivable without the latently @nésarmony? Or should we at this point change the
ornamental rhythm of the melody into the groundtnhy?

Exceptions

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

8. A few times, namely with Psalm ¥324-4, 244, 337*, 33-10, 383, 73+, 1144, 1142, and 148, we

find before the final note the rhytho,:j a :; This is a known variant, which is utilized asdiiformula with
melodies that have a three-fold rhythm. Compagddht line olWilt heden nu tredef\We Gather Together’]:

el

en ma - ken groot zfns he-ven ma-mens e-re, die daar oo om-zen v§ - and slaat ter - n.-ele_r|.’

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 inasigitem. With Psalm 3&his is also obvious when
comparing it with the analogous tenth line. Howewaeiew cases from the group seem to point tortfhieance
of the textual rhythm that is divergent from thealsscheme. | will refer to these cases in theudision about
the next group.

9. The following unusual cases remain: Psalmg,25+4, 524, 614, 752, 844, 1314, 1414 and 14%6.The
melodies are substantially different from their eriging iambic or trochaic textual schemes. Irtladise cases
the melodic formation appears to have been detewiy the actual textual rhythm of the French &irth
respective placing of the first stroph®/e 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 ali@/bas. It is noteworthy to mention that in tiegority
of the cases this concerns the first lines of g§rarh Because of their importance for the Dutch tesal will
provide a thorough discussion of these cases below.

Psalm 141x
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The line starts in the trochaic pattern.

Psalm 75t2:
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The beginning of the second line is iambic. Noterdpetition in both text and melody.

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

Psalm 84

” _ _ _

\Fi | i

F AT i) [ - 1| 1 1 -

[ o MG | S = | =l —y [
5= : —

L . . .

4 0  Dien des ar - mé - g3, com - hien

Psalm131: (also 100, 142):
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This case resembles the previous one. The textairkbts is that of Psalm 100.

Psalm 253
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Again, the melodic repetition is just a matteraifii. The melodic line could be perceived as

e e o e e

, With an anticipating “syncopation” at the beginnwighe second part.

Psalm 61t

" _ _ _

iFi . N I

F AT i) 1 1 1 e 1 |
[ i e MG o | | I r ) = 1
LAY = = i) wr [
. [8] ]

= En - ten & ce  qu Jj@  Cmno- e,

This case is analogous to the previous one.

Psalm 13
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Lastly, I 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 séernave had an influence on the forming of théothe

Psalm 124
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The small notes indicate the rhythm of the acconmeant as seen in Goudimel.

Psalm 114 2
A - - - -
FL ] [ o T S S S - [ o N | T -
I Fau | | [ 1 1 ~ iy 1 | =i (8] P " | 1
L 1 1 hd | | 1 | iy b = e
) O = 2 _ _ _ R &
® Quand Is - ra - el hors dE-gip - te  sor - fit, Et la mai-son de Ja-cob se par-tit
Psalm 13
~ - -
LF T = | : | |
2 Iy ] 1 (] . 1 | |
M Ll 1 ) = =l (W] | = | |
L 1 1 == | |

De moy, las! dan - gois - s 1em - phi?

Psalm 24: (also 62, 95, 111):
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The fourth line of melody is just an analogy to thiem 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 tten€h text in relation to the melody is not possibl
Dutch. At least, not in the use of language siré@01 Datheen could still use a word suclspat-tersin the
third line of Psalm 1 as iambus. These days, inlsoation with a strong rhythmic melody, we findghi
unbearable. As we have seen, the melodies of élenB®nly diverge substantially from their undentyitext
scheme in the cases discussed under item 9. Theetigezonly cases in the Dutch Psalter, while kegefheir
normal iambic or trochaic rhythm, which will caus@roblem in their being sung. Let us study to vehaént
that has been taken into accounti® psalmen, proeve van een nieuwe berijrfittid Psalms, sampling of a
new Psalter’].

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

The same can unfortunately not be said for PsalnTfi® second line of each stanza should starttwibh



iambuses. In their current rhythm these lines sdamble. It should still be possible to changis.th

While a normal iambic line could be sung in the odglof Psalms 100 or 131, it is regrettable that th
melodic exception has not been honored. The bewggnofi the first stanza of Psalm 100 is in any cage: 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@)samg’].
(NOTE: The published version of 1968 has remedusiity readingJuicht God toe, bazuint en zif¢Ehout
for joy to God, blow the trumpet and sing’]. -Ed.)

The melodic declamatory power of Psalm 25 would asve benefited if the special rhythm of the fiirse
had been taken into account by beginning with tawobuses. Practically speaking, it is difficuligioe
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 Pd&irhas 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 lingisPsalm 114, even though they do not belong;thtri
speaking, to the abnormal cases. If one wantski®inhto account the peculiar rhythm of these lioeg should
certainly not assign them a toneless rhyme, aipaditat | have heard some defend. In doing sdéazaitiful
structure of the line of melody would be totallystteyed. In that case, we would find ourselveharare
situation mentioned in item 4d, but now made wdamgapplying it to the whole line:

©9J05070d0% * |tisysualto 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 feifg the French text, something lik€qgen 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 monitahed as few as possible toneless syllables wergreskto
long notes. Isolated long notes occur predominagligeginning note of iambic line and as “syncapétof the
adorned form of cadence by the toneless rhymeelins to be annoying and unnecessary that thedssthas
even given rise to the changing of the rhythm eftdxt, as seen in the last line of the first stamizPsalm 42.
See the comments in item 7. A few times the heagyriming syllable in iambic lines, especially wtehowed
by a toneless syllable, give the impression of dpewvkward. Should these long beginning notes not be
understood as a kind of “up-stroke” before the “destroke” that follows?

Good attention has been paid to the clear demarcafithe different lines of melody as discusseiieéms
la and 4. Unpleasant enjambments hardly occus.alshame, however, that the articulation ofntledody as
discussed in item 1b has barely been taken intoustcSee, for example, PsalmoBver (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 especiaityete. Would corrections in these and relatsé<a
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 intosthécture of
the melody.

Singing and Playing

The essential points have already been discussithreiabove section on the French Psalter. Tovdlie
new Psalter its full potential, one should singRsalms lightly, in a natural movement of pulse brehth. A
hand that moves up and down in a regular fashiop and down also in the sense that the up-beattlzest
same amount of time as the down-beat, will contelia the awareness of the rhythm. The first nbthe
stanza always starts as down-beat. The musical mewvieshould always focus on the final tone of eViesy.
The words should be pronounced with a natural dafemord, even with the occurrence of “syncopaftion
the case of “syncopation” allow the tones to sonatlrally “like a bell,” in other word, do not gitkem
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“bellies.” When accompanying the singing keep itigist as possible, with simple and natural harreeniThe
harmonic sequence of the seventh interval — whashideen so loved in our country (and elsewheref)the
last decades - first interval with Doric cadenceges, distracting element. This form of “church tbharmony is
developed from a misunderstanding of the charadtBsalm melodies. | also think that the accompanirtin
whole notes,” which is used occasionally, has tdiseouraged. Instead of clarifying the meloditriore of a
hindrance to the free movement. Here | want to mer@mphatically that the form of “syncopation”-eade as
discussed in item 7, has to be respected. To getter insight in to the natural harmonic functiofishe Psalm
melodies | have no better recommendation tharnuyshoroughly the scorings of Goudimel of Bourgedihe
Stichting Centrum voor de Protestantse Kerkza@gganization Center for Protestant Congregational
Singing’] has already published twelve of Goudiraétsalms. As an example | cite a harmonizatiorsafr®
43 based on Bourgeois.

L . , 1

Connecting Text

Rev. Jan Wit, one of the poets of the Psalter, waithat time was being compiled, responded t@bove
article in theJaarboek voor de Eredienst van de Nederlandse Herye Kerk(‘Yearbook for the Worship
Service of the Dutch Reformed Church’, transl.)493is observations about the French verse provaded
valuable addition to several points of my argumespecially where he talked about caesuras aneégpads
said the following about this:

“In French, where the accent on the word fulfill®tally different function than in the Germanic
languages, there is no regular alternation betwgkhand heavy. When the difference in quantityhef
original Latin was lost, they looked for a diffetenethod to determine the structure of a line ofge
That means was the counting syllables. In Franeg distinguish, therefore, verses of three, faue,f
etc., syllables. The counting is ceased with teedanphatic syllable, which is part of the rhymbeT
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 ofittee The place of the fixed accent is determirfedugh
caesura. A caesura in a long line of verse isaatdhst a fixed boundary after a certain syllabhe
“‘common” verse, the one that has ten syllablesagdwas the caesura after the fourth syllable; the
“Alexandrian,” the verse with twelve syllables, alyg has the caesura after the sixth syllable. It is
desirable that the caesura is something more tisdrajword boundary. Preferably, it should alsa be
boundary between two groups of words. It is nobhalisly necessary that a punctuation mark is uset,
a short breathing pause should be possible witdeawra. The syllable that precedes the caesumse
has to have the accent; it may therefore not leerenine ending to a toneless “e” or a tonelessrenth a
verb.[...]

In lines of less than nine syllables, the Frencbtpbardly ever used a fixed caesura. Such caedoyas
therefore, not occur in the Psalter. In the “commaarse, the ten-syllable verse, which is used wditgn
in the Psalter, there is always a fixed word baumdafter the fourth syllable. Marot, as well ag, Beze,
treats the caesuras somewhat carelessly. Only RB@almwritten in what later became the favorite in
France, the “Alexandrian.” There we find a fixedrdidboundary after the sixth syllable. The character
the caesura is significantly clearer here tharomes of the “common” verse.”

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

“The indication of rhythmic patterns in the texs,done by Rev. Wit, is in itself interesting, busi
has not been shown that in tymnthe 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 adiemg scheme, which is shown from the tables of
rhythms that are of the foundation of my arguments.]

It might have been useful in this context if | lradde a distinction betwe@gtcent of the versand
accent of the wordDue to the nature of the French language, nagidering the caesura, in French verse
the word accent and verse accent fall togetherebgssity only at the end of a verse, namely wath it
rhyme. In the middle of a verse this may be omittgtiout affecting the structure of the verse, whig
reflected in the melody. Only the number of syl&shis of importance. In that sense | could saydhat
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 toéea
the French melodies in their original structurdaasas possible, it means that is shaalldw 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 thisp e seen as incidental cases in which the
composer — for whatever reason — followed the myti 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 seritakan
into account.”

My words were taken to heart in the new versiothefPsalter that was completed in 1968 — and Vedsr
included in its entirety in theiedboek voor de KerkdtHymnal for the Churches’] in 1973. In hindsigine of
the poets of theiedboekexpressed doubt about its correctness. Iivil@edelingen Prof. Dr. G. van der
Leeuw-stitching’Announcements Prof. Dr. G. van Leeuw-Organizalign56 (1982), Ad den Besten
published an article with the title ‘Beter luistereets over de verhouding van woord en toon inLnedboek
voor de Kerken’ [‘Better Listening; On the Relatstmp 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 méteatment of the text in the Psalter with the tead of
melody, which did not conform to the rhythm of trexse. “We should have done just like Marnix, ngngeve
the Psalms an alternate tune, and no further theAthe wrote in a letter to Wim Kloppenburg. Thesulted in
an intense discussion in the periodiddét Orgel('The Organ’, transl.) of October 1982 and May 3@&d
Musica Sacraf October 1982 and in tidededelingen van de Prof. Dr. G. van der Leeuwstigh
['Announcements Prof. Dr. G. van Leeuw-Organizaii&d8 of 1983. In the end, | wrote an articleHet Orgel
[‘The Organ’] of November 1983 ‘Het Ritme van der@efse psalmmelodieen’, [ The Rhythm of the Genevan
Psalm Melodies’] to elaborate on the subject antigges be clearer than | have been previously.

The part of the Article that refers to this topastbeen included below. In it the first line o&lPs$ 84 is
also discussed, called by Ad den Besten “betweaenBiazen 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 prireifs the counting of syllables. In France thera is
distinction between verses of three, four, five, eyllables. The counting is ceased with the bidlghat is
emphasized. Any silent “e” is not counted, howergyortant the distinction between masculine andrieme
rhyme is for the form of a strophe. Besides thediaccent on the rhyme syllable, a fixed accetitermiddle
of the line is provided with the longer lines ofse. In this way those lines are given a clearectire. 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 boynkdetween two groups of words, which may or may not
separated by a reading mark. Now the syllableghetedes the caesura has the indented accent. The
Alexandrian, the verse with twelve syllables, ale/lgs a caesura after the sixth syllable; the Camvigose,
which is the ten-syllable verse, most often hasctesura after the fourth syllable; to verses Veiis syllables
the French poets hardly ever applied a fixed caefesides the obligation to place an emphatialsidlas
rhyme syllable and immediately before the caeshmFrench poet has freedom to place word accetkei
verse. Compare the first strophe of Psalm 1:

Qui au conseil des malins n'a este, ---I--1--1
qui n'est au trac des pecheurs arresté, ---I--1--1
qui des moqueurs au banc place n'a prise, ----11--1-
mais nuit et jour la loi contemple et prise -I-1||-1-1-1-
de I'Eternel, et en est desireux: - ----- /
certainement celui-la est heureux. ---I--1--1

These generally very divergent rhythmic patternat form the word accents in a verse, | tattual
rhythm

2. Besides this there is mention of verse rhythimclvis related to the nature of the French languly
French the accent is not connected to the spesfiable of a word the way it is in the Germanicdaages.
Compare : "vous 2z, "allezvous en "allezvousrt', of "domeZ en "donneze". The result is that the text of
the hymn joins effortlessly with the melody. Thgtteal rhythm subjects itself to the rhythm of thelady. The
varying rhythmic patterns are reduced to the saem@whinator by the melody, without it being percdies
impeding. Compare the first strophe of the wellAknd'Ah! vous dirai-je, maman" (with the same melady
"Altijd is Kortjakje ziek,” ‘Twinkle Twinkle Little Star’, transl.):

Ah! vousdirai-je, maman, cegui causemontoumrment! Depuisquej'ai vu Silvardre meregarderd'unoeil
tendre,moncoeurdit a chaqueinstant: peun 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 variedanges
portrayed by the textual rhythm into a regular sgme of the accented and unaccented syllableou$e, he
has to take into account the obligatory accenthéd to the rhyme syllable and caesura syllablmefimnes
this can be accomplished in different ways. The

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

J--l--1--1),
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while in other compositions the verse common isadieblly 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 denator. It is obvious that he does this as regylanid
symmetrically as possible. The now normalized sagmwhich we find most often reflected in the mglod
rhythm of French verse, | calixtual rhythm

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

1 a. Normal:

2
.:,—-3_1. of u;
3

4 b. Sometimes:

Lo o= s '48y
(two sequential ternary meters).

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

Lol sl ew ST 9T 6 0

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

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

Lado/ =4 5454 4

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

e. Not as frequent, with the last two syllablesom®less rhyme:

23575 e

(a closing with high notes with toneless rhymesyscopal counterpoint to a closing with tenor notes
belonging to the regular case).

f. In some Psalms, at the beginning of a line:

%5 &

: %%

(a syncopal variant of the regular ¢ =—=)

So, the melody rhythm of the Genevan Psalms canfrbe explained as a reflection of an altergatin
verse rhythm. The musical treatment of the unaecebéginning syllables and the rhyme syllables dihe of
verse — there was no place for this in the streabfithe scheme mentioned above - does not intipair

argument. Therefore, with the well-known canzorgtirm o &4 the long beginning note needs to be
understood as a kind of “up-stroke” before a foilogv‘down-stroke.” Closing notes continue to faifi the
down-stroke of the assumed tactus minor, also thghtoneless rhyme. (The movement of the tachasé

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

4. How about the 10 lines of melody that do noirfib the above scheme? It concerns Psalm 28+, 52-
1, 614, 752, 844, 131-1 (= 100 & 142), 141and 14%e6. In all these cases the melodic form is showeto
determined by the textual rhythm of the first lik@r whatever reason, with these lines the compatidanot
follow the rhythm of the verse, but reflected ie tthythm of the melody the rhythm of the word a¢sei the
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first strophe.(Note that in most cases it concerns the firstdéihthe strophe). This particular phenomenon in
the Genevan Psalms is only seen in 1.2% of al§lofenelody. It also occurs in later French versad in that
case significantly more frequent. A good examddhe "Marseillaise". The verse scheme in thezds is
undoubtedly: -/ -/-/-/(-) . Butthe composéithe well-known melody has obviously not beeh ltg it, but
by the textual rhythm of the first strophe, whidbazly diverges from the verse rhythm of lines 364nd 8. A
renaissance composer would most likely have has [Bhand 4 sung as:

Cortre nousdela tyramie,
I'éterdardsandant estlevé

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

Contrenousdela tyramie,
I'eterdard sandant est levé

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

Liberté, liberté ché&ie
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 #hdudal rhythm
and melody rhythm agree with each other with tret fl'liberté," but not with the second "libertéhile with
respect to the relationship between textual rhyaimeh verse rhythm it is exactly reversed. (The abeghown
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&?® & he verse rhythm is:

T ET T

] ] b

The rhythmic forming of the melody is not in agresTn

EEEE TR T BN

The first sequence /- is reflected with a ternagtan without it being compensated with a matchergary
meter as is the case in item b. above. The se@mnebace /- is represented by two short notes witloement
of tactus that is opposite of the case describéiin a above. The last sequence /- is represéytadernary
meter in “second modus,” without compensation \@ithmmediately following ternary meter in the “firs
modus” as seen in item ¢ above. The rhythm of thdy is however totally in accordance with thethiny of
the text of this line in the first strophe of thegmal text.

) , Y A S 4
O Dieu des armées combi ¢ — | —

L O R R N TR TR PR TR S S
o o 4 3% 5 o

The sequence /- - can, besides with long-shonttséspecially before the closing tone also beesgmted
by short-short-long. For those with “modern earsiovihink it is strange, compare the possibilityt ihaernary
meter the sequence /- besides being long-shoecedly before the closing tone can be represeaseshort-
long — see item ¢ above. Also remember that thedRreomposer is obliged to honor the accent oftiime
syllable. From this vantage point imagine the mukinterpretation of the melody rhythm. The faett thther
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strophes show yet another text rhythm in theit firee is unimportant for a French hymn: the teotforms to
the rhythm of the melody, independent if this rimytrepresents the rhythm of the verse or a divergattérn.
What does the above mean for a Dutch Psalter? Wdllutch, as well as in other Germanic languaties,
word accent is tied to the root of the word. Unlikd=rench, the danger of friction between texthgthm and
the rhythm of the melody is very real, especialithwmelodies in which the rhythm is very pronouncaslis the
case with the Genevan Psalter. A good examplaiisdfovith the beginning of Datheen’s version of RsdP:

Als een hert gejaagd, o Heeg ,véirsé watér begeert...
[As a hunted deer, O Lord, tithasires fresh water . . ., ]

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