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 Sacred Style 

 Secular Style 



THE MOTU PROPRIO OF PIUS X 

 

MISA DE REQUIEM  

       
Plaza wrote 13 masses, of which only 11 are extant.  Another Requiem Mass from 1923 is lost, 

and only a Kyrie from the Gothic Mass of 1961 survives, even though there is no certainty that Plaza 

actually finished this work.  Most are written for male voices and organ, but there are a few with 

orchestra, including the one examined in this study.  Plaza dedicated his Misa de Requiem to the memory 

of his mother who died on 23 June 1933.  He finished composing it on 20 September 1933, and it was 

premiered on 28 June 1934 at San Francisco Church in Caracas to commemorate the first anniversary of 

his mother’s death.  The Misa de Requiem was published in 1966 shortly after Plaza’s demise.  According 

to the title page of the score, Plaza himself produced an organ reduction of the orchestral accompaniment. 

. 

Harmonic Structure and Form 

 

The Misa de Requiem reveals the use of a traditional tonal language with short modal 

interpolations, as well as short passages exhibiting irregular chord resolutions.  Also, verses are 

consistently articulated by cadences.  The use of mediant relationships in the tonal structure exposes a 

Romantic influence.  Often, cadences are consistent with the typical cadence of the early Renaissance in 

which an imperfect consonance resolves to a perfect consonance which results in open fifth chords or 

unisons. 

 

Secuencia, mm. 137-150. 

Offertorium, mm. 11-19. 

Introito, mm. 27-34. 

Tractus, mm. 25-30. 

Offertorium, mm. 15-19. 

 

 

Vocal Texture 

 

Plaza’s choral writing exhibits a considerable influence of the masters of Classic polyphony. The 

procedure of grouping voices (paired voices), typical of Palestrina, occurs a few times.  The interchange 

of chordal and short contrapuntal passages occurs frequently in the vocal parts.  The use of imitation is 

limited to two or three-part textures, as opposed to the homophonic writing which is used freely, 

including passages with four-part textures.  This certainly enhances the clarity of the words.  On occasion, 

the imitative writing may be extensive although these contrapuntal passages consistently end on clear cut 

cadences.  This of course, contributes to the clarity of the words.  The antiphonal writing is widespread, 

exposing a procedure used in early Christian liturgies.  

 

Secuencia, mm. 107-119. 

Communio, mm. 1-7. 

Introito, mm. 1-17, 27-34. 

Secuencia, mm. 137-150. 

Sanctus 

Gradual and Tractus, mm. 18-46. 

 

 

 
 



Orchestra 

 

The Misa de Requiem employs a small orchestra.  The instruments play a submissive role, 

abstaining from introducing bombastic and theatrical effects.  There are no extended orchestral passages, 

but rather short introductions or interludes that serve as bridges that connect sections within movements.  

Often, instrumental sections are treated antiphonally, alternating and coming together to reinforce 

dramatic passages.  Loud brass instruments and percussion instruments are absent.  Strings are more 

prominent, while winds play brief passages. 
 

 

Treatment of Text 

 

 Clarity of text is paramount.  There are no interpolations, additions or omissions in relation to the 

original source.  There is a moderate use of word painting attained by manipulating harmonic language, 

dynamics, textures, melodic contour, rhythm, instrumentation and form.    

 

Secuencia, mm. 59-70, 107-119. 

Offertorium, mm. 11-19. 

Responsorium, mm. 1-17. 

 

 

THE VENEZUELAN MADRIGAL: EL REPOSO AND CESTILLO DE CRISTAL 

 

 The birth of the Venezuelan madrigal is closely associated with the beginnings of the Orfeon 

Lamas, the first organized choir in Venezuela.  Back in the late 1920s, a group of composers began 

creating choral songs that were also referred as madrigals.  The Venezuelan madrigal is a secular choral 

composition based and inspired on serious poetic texts by Venezuelans and Hispanics writers, 

characterized by the use of imitative counterpoint.  Subjects generally deal with love and nature, often 

referring to or describing local geographical landmarks and traditions.  Another distinctive characteristic 

in these choral works is the use of word painting. 

 

 

El Reposo 

¡Ven ya, del fondo de tu cueva oscura, 

desnuda, firme y blanca,  

y abrázate ya a mí, fin de mi sueño! 

 

¡Retenme en nuestro abrazo, 

como en una escultura material,  

que nada, nunca altere ni desuna! 

 

¡Dame, de pie el reposo;  

dame el sueño de pie; 

dame de pie y en paz, la sola idea, 

el solo sentimiento,  

la eterna fe en lo solo, 

que en lo tanto y en vano espero, espero! 

Come now, from the depths of your dark cave, 

naked, firm and white, 

and embrace me, end of my dream! 

 

Hold me in our embrace, 

like a material sculpture, 

that nothing ever alters or disjoints! 

 

Give me, the rest as I stand, 

give me the dream as I stand; 

give me as I stand, the peace, the sole idea, 

the only sentiment, 

the eternal faith in that only, 

that in the meantime I wait, I wait! 
 

   



 

Cestillo de cristal 

Cestillo de cristal la media luna  

en manos de la noche jardinera, 

la noche va por ámbitos floridos  

cortando rauda fulgidos manojos. 

 

Tu corazón de novia y novilunio,  

viajero de la noche por mi sangre. 

Cestillo del amor donde recoges  

constelación de lirios mi ternura. 

 

Viene de siderales contrapuntos,  

cruzando el trébol de la media sombra, 

doble cuadriga de ilusorias lumbres. 

 

¡Miralas! Y me miras y te miro, 

y al mirarnos, inédito horizonte 

abre la cruz del sur de nuestros ojos. 
 

Glass basket like a crescent 

in the hands of the gardener night, 

the night goes through flowery fields 

swiftly cutting glimmering bundles. 

 

Your heart of bride and new moon, 

traveler of the night in my blood. 

Basket of love where you gather 

constellation of lilies my love 

 

It comes from sidereal counterpoints, 

crossing the clover of the partial shade, 

double quadriga of illusory fires. 

 

Look at them! And you look at me and I look 

at you, and when we look at each other, an 

unknown horizon opens the southern cross of 

our eyes. 
 

 

Harmonic Structure and Form 

 

               The two analyzed madrigals display the use of motivic ideas.  Both madrigals reveal a through 

composed form.  On occasion, irregular resolutions, chromatic alterations, and non chord tones create a 

tonal ambiguity.   

 

Cestillo de cristal, mm. 1-4, 41-49, 65-70, 21-29.  

El Reposo, mm. 63-68. 

 

 

 Texture 

 

Cestillo de cristal displays an extensive use of imitation as opposed to the Misa de Requiem.   

 

El Reposo, mm. 11-23 

Cestillo de cristal, mm. 21-29, 9-20 

 

 

Treatment of Text 

 

There is a considerable use of word painting attained by manipulating harmonic language, 

dynamics, textures, melodic contour, rhythm, instrumentation. 

 

El Reposo, mm. 1-5, 10-23, 61-68,  

Cestillo de cristal, mm. 24-34. 9-20, 41-49. 

 

 



Nationalistic Elements 

 

Plaza believed that an excessive glorification of folklore suggested a narrowness of perspective.  

In these madrigals, the discreet use of rhythmic and harmonic folk patterns becomes evident only after a 

detailed analysis.  According to Plaza, composers must extract, manipulate, and transmutate, all within 

their personal styles, elements from either the folklore or traditions, or from the motherland’s history.  

The result should be compositions that are completely Venezuelan, subtly alluding to native elements.  

That is why nationalistic musical elements in these works are not explicitly revealed.  Plaza’s conception 

of nationalistic music is quite encompassing, implying that it should do more than just recall musical 

elements such as folkloric tunes or rhythmic patterns; it should also elicit ideas and memories of both 

national and folkloric elements, symbols, events, and scenes.  

At a glance it might be challenging to detect any association with Venezuelan musical folklore 

and traditions in El Reposo.  It is only after a detailed harmonic analysis that an important musical marker 

from Venezuelan music emerges, namely, the Andalusian cadence, which consists of a chord progression 

including a minor triad on the tonic followed by three major triads on degrees VII-VI-V.  This particular 

chord progression is found in folkloric music from various Latin-American countries such as Cuba, 

Mexico, Venezuela, among others.   

 

El Reposo, mm. 10-18, 35-39, 54-60. 

 

Cestillo de cristal displays a short rhythmic figure characteristic of the bambuco, a musical genre 

that has common origins with the merengue, which is following the joropo the most important musical 

genre in Venezuelan folklore. 

 

Cestillo de cristal, mm. 9-20. 

 

 

 

CONCLUSIONS 
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