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APPENDIX ONE

Key
Poetical-musical analytical examples 
Analytical table for the identification of correlations 
Comment on the analytical table
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KEY

thesis (first main beat on the depositio) 

arsis (second main beat on the elevatio) 

sound of duration equal to thesis or arsis

sound of duration equal to thesis plus arsis or vice versa

sound of a duration equal to thesis or arsis

sound equal to a quarter-thesis or quarter-arsis

sounds of duration equal to a quarter-thesis or quarter-arsis

high sound

low sound

breath equal to a rest

culminative musical accent (ictus)

marking for the lack of ictus

movement of ascending sounds

movement of descending sounds

monotone succession

plain cadence (descending, monotone or ascending)

cadence with mixed movement

descending embellished movement

ascending embellished movement

mixed embellished movement

descending “low” movement

ascending “low” movement

monotone “low” succession

“low” plain cadence (descending, monotone or ascending)

mixed “low” cadence

presence of textual repetition
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COMMENT ON THE ANALYTICAL TABLE

- The semantic opposition of the quatrains and tercets is well in evidence in
the diagram, with the latter showing a distinct entry into a climate of
“gravity”

- The tendency to symmetry expressed in the final rhythms of the last col-
umn is rendered musically by a mirroring symmetry in the musical
cadences; in the following order: plain-mixed-plain-plain/plain-plain-
mixed-plain. The different, asymmetric situation of the final rhythms in
the tercets is likewise reflected in the evident absence of symmetric solu-
tions.

- There is no apparent connection between the cadences and the metric
scheme.

- The symmetric blocks on the sixth syllable – viewed vertically – are wide-
ly (and surprisingly) respected in the musical setting. We find the follow-
ing: two initial a minore instances (the circled syllables “bel” and “sua”)
with ascending and monotone movements respectively; two final a maiori
instances (the circled syllables “ho” and “fe”), again with ascending and
monotone movements; and the two symmetrical central blocks (lines 3-7
and 8-12 = + + + - + / + + + - +), which again present solutions that are
symmetrically comparable (see the boxed syllables “pian”, “can”, “ciel”,
“di” and “ter” versus “mar”, “tor”, “cor”, “ne” and “let”) by their recourse
to movements that are, respectively, monotone-ascending-ascending-
ascending-descending and monotone-ascending-ascending-ascending-
descending. All of this occurs in conformity with the adoption of distinc-
tive models of semantic opposition between quatrains and tercets.
However, this does not prevent other curious internal instances of opposi-
tion or conformity. For example, the two movements opening the two
symmetrical blocks conform to the semantic interaction of the dualistic
construction that opposes the “low” setting of “pianger” to the more
serene setting of “d’amar”; both are set to monotone successions and both
are opposed to the respective expressive climates to which they belong.
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APPENDIX TWO

Edited by F. Luisi
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