INTRODUCTION
EARLY HISTORY OF POLYPHONY FOR THE ORDINARY OF TIE MASS

The practice of performing polyphonicelly parts of the Ordinary
of the Mass seens to be almost as old as liturgical polyphony itself,
It is true that the Musica Enchirladis and Guido's Mlerologus do not

use as examples of organum any sections of the Ordinsry -- and here one
may wonder with Ludwig if the particular ecategories of composition found
In the earliest sources may be a matter of chance —-,1 but what may be
the oldest practical (non-theoretical) monument of polyphony, one of the
Winchester Tmpers,z already includes & number of Ordinary pieces.

Among the more than one hundred and fifty two-part organa, chiefly
Alleluls Verses and Respongories, we {ind twelve setiings of the Kyrile
(four troped) and eight Gloria tropes. The staffless newmes of the

1Fﬂedriah Ludwlg, "Die mehrstimmige Musik des 11. und 12,
Jahrhunderts,® Bericht des I1I, Kongress der Intermationalen
Musikeesellschalft, Wien, 1909 (Vienna, 1%9), pp. 102 and 106,

2Gambridge, Corpus Christi College Library, MS 473, Jacques

Handschin dates the Winchester polyphony soon after 1000 in his Musik-
geschichte im Ueberblick (Lucerne, 1948), p. 153. The two-part
antiphon in S Einsiedeln 121 cited by Ludwig ("Die gelstliche nicht-
liturgische, weltliche einstimmige und die mehrsiimmige Musik des
¥ittellaters bis zum Anfang des 15, Jahrhunderts,” Handbuch der Musilk-

eschichte, ed, Guido Adler [Vol. I, 2nd, ed,} Berlin-Wilmersdorf,
59291 PP. 164 and 166) as an example of tenthwcentury polyphony has

been questioned by Handschin ("The two Winchester Tropers,"” The Journmal
of Theological Studies, XXXVII [1936], 161) and Gustave Reess (Music g_
the Middlie Ages |[New York, 19401, p. 263).
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Winchester manusceript preclude an exsct reading of the melodies, but
they do reveal that the counterpoint is homorhythmie (note against
note), and follows a procedure which iz not incompatible with the rules
of Guldo,

A style of free organum which places more emphasis upon contrary
motion 1s presented in the late eleventh or early twelfth sentury trea-

tise Ad organum f&eimdm,l a source, morsover, which provides us with

a8 few more of the rere examples of Ordinary sompositions before the
thirteenth #antnry. One of the three pieces prefixed to ihis trestise
and employing its characteristic letter notation is the widely used
Kyrie trope, ®Cunctipotens genitor®, GSince only the verses for Kyrie I,
Christe I, and Kyrie IV are givsn,z we may assume that the remaining
verses wers sung in plainsong (1f, indeed, the pleces in this manuseript
were sver intended to be used in the divine service; they serve merely
as 1llustrations to a theoretical text). Another of the thres composi-
tions is an wtroped Benedicamus Domino with three alternate upper parts.
The last-named brings up a question of general importance in
canneotion with our study. The Benedicamus Domine, beth with and with-

out tropes, was one of the most widely used texts for polyphony

lpound in Milan, Bib.. Ambrosiana, MS 17. Published in
c. gg‘::ssm&zer, Histoire de l'harmonie au moyen Bgze (Paris, 1852),
Pe L.

2Tha complete text is in AM, XLVII, Re. 4.
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throughout the Middle Agss, VWere thess settings intended for the
Benedicamus which is sung at the end of most Cffices (in particwlar,

Vespers and Lawda), or the one sung at the end of the Keos when ths Ite
mlissa est 1s not used? A solution for this problem is extremely diffi~
eult. Accordinzg to Josef Jungaerm, Lhe Ite misss est wes originslly
used in Rome in every Esss of whatever character, @s well sa a4 the end
of other services, On the other hand, the Benedicamus Domino may have
been the closing formuls for the Galliean liturgy. There is no trace of
the Benedicamus in Rome bezfore 100G, but in the eleventh century it was
introduced alongeide of the Ite miesa est on the days when the Gloris is
oultted (i.s,, during Advant and the psriod from Septusgesima to Baster,
in ferisl Hasses, and & few other eemim).l

¥hile this 15 the case for the churches in Rome, 1t must not be
thought that it wes 2 gméral prectics, The Romen liturgy wes increas-
ingly adopted throughout Eurepe during the ¥lddle 4ges, bul there wms
still considersble veriation in dstails from dlocess %o dlocese,
Honastle churches, particularly, tended to retain thelr traditional
liturgies. The twellth century Calixtinus Codex from Santiags de
Compostéls containg an (exteneively troped) monophonis Mass eycle of

3%, James including Introit, Kyrie, Gloris, Lenson, 3Sanctus, Agnus, and

Yiunguann, ¥issarus Sollemnda (3rd ed.j Predburg, 1952), II,
528¢,
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Benedicamus ﬂomi&o.l Evidence of 8 practice differing from the Roman
&3 late a3 the fourtesnth cengury may bs seen in the Huslgas codex,
discussed in detall below, The liturgical music i{n this manuscript is
exclusively for the Hass, Together with five settings of the Kyrie,
one of the Glorls, one of the Credo, elght of the Sanctus, nine of the
Agnus, and 2 few items from the Proper of the Yass, there are thirty
settings of the Benedicamus, but not & single Ite missa est. An
example from Italy is the polyphonic Mass cycle found in the fourteenth
century manuscript P, which contains both 2 Gleria snd a Benedicamus,
We may also cite the fourteenth century Hess of Besangon.

In view of all this, we can by no means be certain of the
liturgleal position of the polyphonic settings of the Benedicsmus left
in the sources. 1A decision would have to be made for each case, taking
into account the charecter of the menuscript, its date and place of
origin, and the liturgleal usage of the lecality with which it was
connected. Since kmowledge of one or all of these 1s very frequently
lacking for & particular source, it is obvious that the qneétian is far

too coaplicateé'te be taken up in 2 briel survey such as the one with

 Yrole. 133-139v.
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which we are concermed hers, It may only be added that most of the
Benedicamus setiings found in the Notre Dame sources and in Bngland

during the twelfth to fourteenth centuries were probably intended for

the (}fﬁces.z

The oldest 5t, Martial manuseript ,3 vhich may date from the
end of the eleventh gentury, has two Benedicamus tropes for two voices.
No further pieces for the Ondinary appear to have survived from this

early pez'ied.é

1 The statement by Jungmann (9p. ¢it., p. 541) that the
Benedicemus in the Mass (in contrast to the Offices) was, in gensral,
not troped, would seem to provide a point of departure for the inves—
tigation of this problem, But - a&side from the fset that both troped
and untroped versions could be used in the Offices — Jungmann's
statement must be accepted with reservation, He himself cites one ,
exception, and the evidence of the Huelgss and Calixtinue manuseripts
speaks against it. (22 of the 30 Benedicemus compositions in Huelgas

are troped,)

R?rank Harrison (Husie in medieval Britain [Londen, 19581, pp.
1091f, et passim) gives information taken various Ordinals
(Ordines) and Customaries (Consuetudinaria) in use in England indicat-
ing the frequent polyphonic performance at Vespers and Lauds of the
Benedicamus or a Benedicemus-substitute (i.e., a composition isuvally in
the poetic and musical form of the conductus, either including the
liturgical words — hence, & trops —- or not, which was performed in
place of the Benedicamus. Moteis could also have been used). Concern~
ing the Benedicamus-conductus, termed "Benedicsmus-parsphrase” op
"Benedicanus~-introduction” by Handschin, see his Husik eschichte, p.
157ff. and hls ehapter, *Trope, sequence, and conducbus,® in Earl

medieval music up to 1300, ed. Dom Anselm Hughes ("New Oxford history
in musle,” ed. J.A, Westrup, st al,, Vol. II; London, 1954), pp. 128ff.
3paris, Bib, Mat., £, lat. 1139 (main part).

: l”l‘he listing of the two-part Kyrie in Venlce, Bib, XKas, di Sen ¥ar
Harco, M5 LIII 125 as eleventh century in ¥argareta Helnickd, Das
einstimaige Kyrde des lateinischen Mittelsiters (Dissertatien, Brlangen,

54)s Ps 78, ously an error. On page 136 the author lists this
manuscript as fifteenth century, and, on page 125, the M3 LIII 124 as
esleventh century,
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Does this scarcity of practical monuments mean thet polyphony
was smployed only with extreme rarity in the Hass? Not &t all, ¥odemn
writers have probsbly underestimated the extent to which improvised
polyphony wes performed throughout the Middle Agea, A large number of

treatises, begiming with the organum ssctions of the Musiea Znchiriadis

and extending through the fourteenth, fiftsenth, and even the sixteenth
century are primarily guides to isprovisation in homorhythmic style. At -
first called "organwm®; later, after the sustsined-tanor style came into
practice, it was often called "discant”, but the terminology was never

v 1 2
standardized. Anonymous Il names it directly: discantus ex Lmproviso.

The rules are applied by the singer supra librum (i.e,, reading from a
plainsong book)., Farts of the Ordinary of the Mass, along with meny
other types of chant, weuld seem to have been sung this way aftm.3

Handschin eites an Orde Officiorum from Siena in 1213 compiled by the

Sieness cenon Oéericus.h He reports that of all the Ordinels or
Ceremonials which he has seen, this one provides for the greatest use

of polyphony, The number of pieces marked cum orgeno is even much

1An excellent survey of the whole topie of discant, both
improvised and notated, may be found in the article by ¥, Bukofwer,
"Discantus® (MG, III, cols. 559ff,).

26. Coussemaker, Scriptorum de musica medii sevi, novs series
(P&X‘is, 1%}#‘76), I, 311,

3
.c_g’ B}*Qfm’ ﬂo ﬁo, @Q}.o 569-

btusixgeschichte, p. 182.
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greater than thoss left in the Notre Dame manuscriptes (if we do not
count conductus and motets, which arse not mentioned in the Sienese
source), Perts of the Ordinary of the Mass (Kyrie, Sanctus, Agnus)
were included. Bishop Grandisson's Ordinsl for the Cathedral in Exeter
(1337) sllows polyphony to a surprising degres, including parts of the
ritusl for which no known polyphonic settings have come down to us
either in the fourteenth century or later, On Greater Double Feasts
all of the Or&nm, including the "Deo gratias®" response of ths Ite
missa est, plus the Introit when sung the third tine ,1 the Sequence
(Prosa), and the Offertory could be sung polyphonically, Interestingly,

polyphony could also be used post Sanctus, ex licencis (i,e,, during

»
the Canon!). Even on ordinary Sundays, the Kyrie, Sequence, 3anctus,

and Agnus wers allwed.z Hotably absent in these lists are the solo
responsoriael chants which play such a large part in the Kotre Dame
sources. What the Exeter Mass paris have in common is that they are all
¢hants usually assigned to the chorus, The same cannot be sald, how-
ever, about a Statute of the Chapel of Bourges in 1407 "Jubemus quod in

omni missa cujuscunque solemnitatis sit, . . . semper officiwm
(e Introit], Responsorium {= Gradual], Alleluja, Offertorium et

l‘l‘hus , the older practice of repeating the Introit between
the Verse and the (Gloria Patri was used,

2)%&1'2'15@, op. eit., pp. 109ff, For a theory of what might
have been sung after the Sanctus, see pp. 122ff.
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Postoommnnio discantabuntur, et similiter Xyrie eleison, Gloria in
exoelsis, Prosa, Sanctus, Agnus, nisl organisentur,”

The mannar of notation in the Winchestar Troper is interesting,
snd may also be relsted to the practice of improvised discant. Nost of
the music in ths manuscript consists of piainchant. Grouped together
in one section are additional volces to some of the chants under the

heading: Incipiunt melliflua orgsnorum modulamina super dulcissims celestia

pregonis, This is, in effect, merely writing down what was ususlly
left to improvisation.

It would not even be unreasconable to argue that
Winchester, just because it has left such a
large smount of polyphony notated, was inferior
to others that could rely entirely on improvi-
sation, But I think that would be too paradox-
ical, I would rether see in that collection a
proof of the special care devotsd te polyphony
at ¥Winchester, and gmbably also in other
Bnglish osthedrsls, ‘

While the above is probably trus for Winchesier, due to its
oarly date, we would be rash to offer the same explanation for a number
of plecea in the same Pprimitive" style, or nearly so, which have coms

down to us from a later period, particularly in Germanic countries in

et

lﬁmted in P, Wagner, Geschichte der Messe (Leipsig, 1913),
P. 8, Organisentur refers to the use of the organ,

zﬁm&schin, *The two Winchester Tropers," lee. ¢it., p. 162,




the fourteenih and fifteenth centuries., Some of these pleces are still
written in plainchant notation, A manuscript in Zngelberg, Switzerland
written in 1372 has thirty polyphonic pleces, smong them troped Kyrle
compositions, two Santus tropes, an Agnus trope, and four Benedicamus
settings (two troped), a1l in two wicsa.l A fourteenth century Gredual
from the Clstercian abbey of Altenryf (now in the library of the
Haigrauge monastery near Freiburg, Switszerland) has a three-voiced Agnus
trope in the form of & mdellns.z An Itallian example may be seen in
the “gontrapunto® for two volces on the Credo text found in a fifteenth
century nanuscript froa Pisa.3

All of the above examples of late "primitive" discant lie out-
slde the main line of development of medieval polyphony, to which we now
return, 4 troped RBenedicemus in two voices 1s found in & twelfth cen-
tury manugeript from Luceca (probably the oldest Italisn prastical

4
monument of polyphony). The later 5t, Hartial ecwrces have a number

1839 Ludwig, "Die mehratimmige Werke der Handshrifi Ingelberg
31k," KJ, IXI (1908), 48ff, and Handschin, "Angelomontana polyphondica,®
Sehwelzerisches Jahrbuch fur Musilkwissenschaft, III (1928), 64ff,
Several of the Ordlnary pleces are transcribed in the supplement, A
nwber of sources for this style and furthor refersnces &re given in
H. Anglds, El, codex musical de Las Huelges (Barcelona, 1931), I, 103f,

2
Wegner, Geschlchte der Hesss, p. 31,

3seminario, M5 without signature. Two pages of the Credo are
reproduced in GG, II, Plate 59.

bgib, capit., H3 603. The Benediceams is transeribed in
A, Hughes, Early medieval music up to 1 ("Hew Oxford histery of
music,® I1), p. 281, :
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1
of Benedicamus tropes as well as one wmntroped Benedicamus. The

calixtinus codex from Santiago de szp@stelaz inclwies two polyphonic
Kyrie tropes, five Penedicamus tropes (s middle voice was later added to
ens of thess), three pleces which do nﬁt contain some form of the words
*Benedicamus Domino” but seam to have been substitutes for i, snd three
settings of the Bensdicamus without tropes. "
The two stylos characteristic of the twelfth century are found

in all thess pleces: melismatie organuz and discent, the latter elther
strictly homorhytiudc or & modificstion of thls style which is frequently
%0 be obsorved throughout this and the following century. This modified
style is charectorized by & group of notes in one part against & growp

‘ Gf notes in the other, not necesssrily the same mumber in both groups

_‘ ﬁm rerely, if ever, will the lower voice have more notes than the
upper)., Typieally, a newms of from ons to five notes 1s set against
M&eﬁ netme of from one Lo five notes; hence, "neune #ga:hxst. noume”

5@1# rather than "note aga.inst. note":

11, peris. B,N., £. lat. 3719, Wagner's statement (gop. eit.,
Pe 30) that {other] Ordinsry pleces are found in the 5%, Martlal 33
m %0 be based on 8 misunderstanding of Ludwlg, Xongressbericht 1909,
1 *

%M?lats ed.: Liber sanctl Jacobi: Codex nug,ed, bom G,
i"‘é" 00 B VLehil 03 voler Satisgo 4o O 'ampo%s'_f: t.%é, T4\ Vol. II
neludes facsimiles. ond transcriptions into modern plainsong notation
of 21l the music.



Ex. 1 Beginning of Rex immense, Calixtinus Codex, f£. 189

§ Rex im-mense pa-ter pi-e e- lei- son

N

The great Noire Dame School in Paris does not appear to have used
polyphony for the Ordinary of the Mass, to judge from the manuscripts
which are preserved ,1 which lsave almost entirely settings of the solo
portions of responsorial chants (Gradusls, Alleluia Verses, Responds of

Katins, etc,), as well as conductus and matets, As stated ebove, the
several settings of the Benedicemus (e.2., eleven in F and four in Wy)

were probably sung at the Offices,

1Catalogued in Ludwig, Reportorium organcrum recentioris et
motetorum vetustissimi stili (2 vols,; Halle, 1910).
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The most considerable body of polyphony for the Ordinary that
hes come down to us after the Winchester Troper is found in the manu-
soript which preserves as well the earliest repertory from the Notre

Dame Sehool, wl.* Originating in the Augustirian Priory of St. Andrew's,

8cotlend, it preserves in its main corpus (Fascicles I-X) mot only a
large smownt of early thirteenth century music from France, but also a
gertain number of pieces which in the opinion of Handschin probably were

- 2
séomposed in the British Isles, although not at 5t, Andrew's iiself,

Among these pleces are a trops to the Sanctus (fol. Z)v)B and two Agnus

. ‘tropes (fols. 111v and 157v) in two voices, and a growp of Senctus

tmpss and two Agnus tropes (fols, 82v-85v) in three voices, All of

these compositions have music only for the tropes, with the liturglcal

plainchants indicated by brief incipits which serve as cues, This is

g tamon practice of the period even for monophonic tropes (as can be

, IInVentory (except conductus): Ludwig, Repertorimm, I, 7ff.
Pocsimile edition: J.H, Baxter, An old St. Andrew's music book (London,
1931). Alphebetical index: A, Hughes, index to the facsimile edition

. 9L M8, Wolfenbiittel 677 (Edinborough, 1939).

%A monuzent of English medleval polypheny: The manuscript

vgﬂg’g:nbﬁttel 577,% The Musical Times, LXXIII (1932), 510ff; LXIV (1933),

3'l‘he numbers refer to the new foliation, not the ¢ld.
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observed in Fascicle X, which has 2 group of aix tropes to the Sanctus
and six to the Agnus, fols. 168v-174v). None of the polyphonic tropes
occurs in any other source, The style is rather close to that of Notre
Dame with perhaps a less exaggerated difference between organum and dis-

cant and more use of thirds in the counterpoint., Handschin's suggestion

of an "insular" origin of these pieces may turn out to be correct, but in
the absence of further evidence we must consider it meraely a hypothesis.

Most of the setiings of the Benedicamus Dominal are to be found
in other Notre Dame manuscripts. Those without tropes are set &s melis-
matic organum, The cne on fol, $6v-97 is in the same style except that
it is followed by a conductus-trope, The last two are qulite long
conductus with the words "Benedicamus Domino” coming at the end.

One composition deserves special attention: on fols. 95v-96,
interspersed between pome Benedlcamus settings, there is a two-part com-
position which on first glance appears to be & trops to the Gloria. The
plece occurs also in the conductus fascicles of F and Ka. Clemens Blume
1lists only thess two sources for the taxt,2 and G. Milchsack prints it
after the version in ﬁigzthus, it is a composition apparently found only

in Notre Dame manuscripts, The plece 18 unususl in several respacts.,

Lfhree 1n two voices, £f. 62-62v and £f. G4v-95v; three in three
volces, ff, 7v~9; three troped in two voices, ff, 96v-97 and f£f, 122v-
123v.

%gg, XLVII, No, 246, where Ma is referred to as "Cod, Matriten.
Tolet. 33-23.7

BHymmi et _sequentise, I (Halle, 1886), p. 17L.1f,
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Kot only does it begin polyphonically with the words "Gloris in excelsis
Deo™ (fallowsd by the first stanza of the trope), but the liturgicsal text
only poes as far as "bonse voluntatis®p therealter, the text continues
for several stenzas in the manner of a seguence, Ths llturgical words
are pulled #part and imbedded within the poetic metrical structure of the
verse, This is highly wncharactaristic of Sloria tropes in verse, which
almost without exception intersperae sslf-contained stanzss between the
prose phreses of the Jlorla text. (This unusual technique 1s found, how-

i
ever, in a certain snall cless of Sanctus tropes.) In his sumsary of

the contents of the various faselcles of ”&’1 Hendschin svidently wes

ineluding this eorposition alony with the ignue tropes on fols, 1llv and
147v when he stated thet there ars thres Ordinary tropes in Fasclcle 1}:.2
Blume calls it sioply a "paraphress” of the Glaria,‘?' adding that it 1s
nobviously not a trope," & judguent which seems indisputable sinece it is
not rezobtely similsy to any other trope to the Glorda of the Mass,

1t seens liksly, however, that this composition 1s & trops to the

Verse of Hodie mobis caslorum, the first Responsory in the first Xoctum

Liee Al, TLVII, %os. 279, 284, 285, 304 and others, Tropes to
the very briel texts of the Xyrie, Ite mlssa est, and Zenedicamus, of
course, use this 25 a standard teshnigque.

rne Musical Times, LXZIV (1933), 697 £f, However, in his
Ruweeeblch%, ne 191, he mentions only tropes to the Senctus and
bgnus for fascicles I-¥,

34, XLYII, p. 299. Ludwig follows Blume. (Repertorimm, I, 40.)
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of ¥atins on Christmas ﬁa;.* This "verse® is the beginning of the

Greater Doxlozy: "Gloria in sexcelsis Dso, et in terrz pax hominibus

benae veluntatis,®

The whole Responsory has the form i ¥ R' U R, where

D is the Lesser Doxology in its older, shorter veraion: "Gloria Patri,

st Pllio, et Spiritul Sancto.®

reveals that references to this are also found,

a3 follows:

la,

5a.

éa,

The

Gloria in excelzis Deo,

Redemptori meo, '

Galilso,

S5iderso 2
3irse malesiatls,

Einec anor, inde tremer;

Allelula; expositim
Laudats invisibilem

Christe, nostram slecirum,
Tu lyrse nostrae plectrum
Angellicis sdapta}

Frgo it gleria
Fatrl et filio,

Patri potentia,
kKate gclentla,
Flamini bonitas;

1b,

2b,

3b.

Lb,

Sb:

éb.

A closer exanination of ocur trops

The complets text is

¥t in terra pax hordnibus,
Non tamen amibus;
irgo quibus?
Fidslibus
Bonze volumtatls,

Inter utrumngue nremor.

Fatren, fillus, spiritua;
Hagnum, rufun et humilem!

Forsmsm nostran reforms,
Yoo anmgalls conforma
Caeptivitate capta.

Et sit lsus tertls
Flaminl tertio;

Trina est gratia,
ina essentia,
tequalis deitas,

eleventh fascicle of ¥ contains fifteen two-part composl-

tions for the Ordinary, thirty-two for the Proper, & sequence, &nd &

lLiber responsorialis pro festis I. classis et commmi sanctorus

Juxta ritum monasticun (Solesmes, 1895), P. 50.

251 reads hers: "Fide reo, / Bone maieatatis.”
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¥arian antiphon, all grouped in categorles according to the order of the
Mass liturgy. These pieces were probably intended for the small Votive
Masses of the Virgin (in distinction to the great feasts of the Virgin)
which were so popular during the ¥iddle Ages, Many churches celebrated
a weekly Mary-ilass on Saturdays; some even observed it daily.l Among
the Ordinary sections, we find seven Kyrie tropes (ff. 176-177v), a
Gloria (ff. 178v-179v) which sets polyphonically the complete liturgical
text -~ even the "Gloria in excelsis Deo™ which is traditionally

assigned to the officiant -~ as well as the trope verses, four Sanctus
tropes (£f. 195-19%), and three Agnus tropes (ff. 197-197v). Only the
last sanctus has the liturglcal text as well as the trope; the others
have plainchant cues. Similarly, only the first Agnus has the complete
liturgical text with the trope; but here, apparently, the two other
tropes are meant to be used with the liturgleal parts of the firsi.

The style of all the compositions in the last fascicle of Wy is
that of neume against neuse. The relative modesty of these pleces in

comparison to those of the earlier fasclicles is probably due to their

2
use in the smaller-scale Votive Masses, as Handschin belisved, rather

560 Harrison, op. cit., p. 77ff. It is interesting to observe
that at the end of Ms 1ife Gulllaume de Machaut and his brother Jean
endowed & weekly Mary Mass to be celebrated on Saturdays at the small
altar of the Roulle in the cathedral of Relms. See A, Machabey,
Gulliaume de Machault; le vie, 1'oeuvre musicale. (2 vols,; Paris,
1686}, 1, 49f, ifachabey thinks this was probably the origin of the
Machaut Mass (II, 113£,), but it seems doubtful that such a large and
impressive work was intended for weekly performance, especially in the
small~scale Votive Masses,

Yyusikgeschichte, p. 191.
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than to ¢uliural backwardnass, It is &lso important Lo nots that these
pieces are not unique, Two of the Kyrie tropes are found in several man-
uscripts of the period, including that of Las Huslgas, which also has a
third Fyrie concorisnce without the trope tex‘t'l

The sawe siyls is found iz & manuscript from Northemn France
from the end of e thirteenth or beginning of the fourtsenth candury
which includes & Canctus and 2 Benedicms.z Another French axsmple from
this pericd sy be sean in the ignus trope in Lille, Bib. de la ville,
HS 9‘5.3 Zven a breviary of gs. 1300 from Parls itself has this old*prin-
itiven styla.h More and more we are beginning to realize that there

exizted in the thirtesnth and fourteenth eenturies & normal, conservative

style which is thet of the lazst fasciele of W, The brillisnt effusien

-

Linere are other concordances; ses the index by Hughes, ops git.
283@ Handsehin, "Gregorisnisch-Polyphones aus der Handsehrift
Faris lat, 15129," ¥4, TV (193C), 60ff. The Benedicamus is tronseribed
pp» 73f., and the Sanctus ir Handschin, *Eine wenig beachtete Stilrichtung
innerhald der mittelalterichen Mehrstimmigkeit," Schwelzerisches Jahrbuch
fiir Musilwlassensehaft, I (1924),eppendix 6, Facsimiles in Cousssmaker,
Histoire, Pls. L.l/ and 7XX (with the old librery nuaber, ¥S 812, and
assigned incorrectly to the twelftn century).

3pacsifile in Coussemaker, Histoire, Pl. XTVI. Pl, XXIIII has

part of a (Gloris) "Spiritus et alwe" trope in three voices from the
fourteenth ceontury, This Harlan trops, perhaps the most popular in the
ertirs history of the genre, sven survived the Tridentine reforms, for
it is found in nenuserdpts of the seventesnth and eighieenth centuries.
3ee D, Posse, Untersuchung einstimmiger mittelsltarlichber Melodien zum
"Jloria in excalais Deo' (Regensburg, n.d. L
Un,, zriangan.), pp. 6b and 631,

‘*?aris, BX., £, lal, 15163, See Handschin, Musikgesshichte,
pe 190,
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of creativity in the Notre Dame School, with its exaggeration of the
organwm style alwost to the point of distortion, has so dazzled students

of the Middle Ages that they have, understandably, sozetimes forgotten

that it was in fact & fantastic overgrowth which sprung out of & well ard

1l
broadly cultlvated figld,

The over-all situation may be put this way: throughout the Middle
Lges the most extensively used liturgical music was plainchant, espe-
cially in the smaller'churches. The next most usual, and very widely
cultivated, was irprovised discant. Then we have the style which is
little more than a written-down version of the latter pius 1%s more
artistic exténsinn, the style we have been discussing above, This would
have been practiced in the larger churches and in the great ones on less
important cccasions, FPinally, we have the elaborate music which could
only have been performed by the highly trained singers of those cathe-
drals and convents which were especially devoted to the highest artistic

cultivation of musie,

1gg, ibid., p, 191, For & study of the repertory of one of the
local schools, see David Hughes, "Liturgical polyphony at Beauvals in
the thirteenth century," Speculum, XXXIV (1959), 184ff,
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Spanish sources of the thirteenth and early fourteenth centur-
1
ies preserve a number of compositions for the Ordinary of the Mass in
the Ars Antigqua style:

Burgos, Parrdqula de Sant Estere, wmumbered fragment:
Et in terra ., , . spiritus et alme a 3.
Lenus 8 2,

Tortosa, Catedral, M5 ¢, 135:
f. 18v: Sanctus clangat cetus a 2.

Madrid, Bib. Nac., M5 19421 (a. C.~ 83);
£. 1151 Benedicamus a 2.

Bareelona, Orfed Catald, MS 1
Kos, 8, 10-12 (ff. 3v-8): 4 troped Sanctus compositions a 2,
Ko, 13 (£.9): Troped ignus & 2,
No. 14 (£.9): Troped Agnus 2.3,

Tarragona, Arxiu Episcopal, ¥3 12:
No. 20 (f. 20): Agnus trope & 2 (intonation a 1)

Barcelona, Arxiu Corona d'Aragd, Ripoll 139:
f. 93vs hgnus trope & 3 (= Huelgas, No, 23)

These manuscripts are all overshadowed by the great collection
of Las Huelgas,z which contains polyphony exclusively for the Mass
(unless some of the Benedicamus compositions are for the Offices): forty-
five for the Ordinary, seven for the Proper,3 The five Kyrie composi-~

tions (Nos. 1-5), of which the first three are troped, ars all in

lDescribed in detail in Anglés, El codex musical de Las
Huelsas, I, 63ff,

2Complete edition: Anglés, op., cit., 3 vols.

Bcuriously, Anglés (op, cit., I) gives the figures 42 and 5 en
p. 103, The figures above agree with those he gives on p, 109, Thers
wgs originally more music for the Proper, (Ibid., p., 112).
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‘neume-against-neume style in two voices. The troped sections have a
syllsble for each neume; the untroped do not. None of the five has all
nine sections composed separately: Nos, 1 and 2 have six troped and
untroped sections alternating; No. 3 has only three troped sections
(Kyrie, Christe, Kyrie); Kos. 4 and 5 have only these three sections
without tropes. Thus, we see that there was an effort to have a variety
of performance possibilities, combined with the alternation of plainchant
or, perhaps, the organ.

The single thres-volced Gloria (No. 6), likewise in neume-
against-neume style (as are all the Ordinary compositions except some of
the Benedicamus pileces), sets "Et in terra . . ., voluntatis,” and then
only the trope, leaving the liturgical text to be sung ir plainchant,
The first of the elght Sanctus compositions (Nos. 13-19 and 48, all in
two parts) 1s the only one which has the liturgleal text without trope;
the others are tropes only,l which leaves open the peosesibility that one
or more of them may have been sung with the first as well as with plain-
chant (a situstion similar to what we have seen above with the Agnus

pleces in the eleventh fascicle of §1l2 Five (Nos. 14-17 and 48) are

more specifically tropes to the Hosanna, Five (Nos, 15-17, 19, and 48)

lyo. 18 has the beginning ("Sanctus” twlce) of the Sanctus
GR LV in the lower voice (with counterpoint above) at the end of the
trope, A changs of clef is missing in the manuscript (and in the
edition), .

2366 p. 15,
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are constructed like sequences, and one (No. 18) likea hymn with five
stanzas, All of the Agnus pieces (Kos. 20-28; Ros., 21-23 &ni 25 are in

two parts, the others in three) are tropes only with the exception of

one (Ko, 21), which has "Agnus Dei" a 2, "qui tollis . . . nobis® a l,

followed by the trope a 2,

Reference has already been made to the largse number of
Benedicamus settings in Huelgas. Twenty-one of these are polyphonic
(Nos. 29-45, 144, 174, and 183), all in two volices except for four of
the pleces, which are set for three voices. These four are all in
neume—agaiﬂst~neume style; one (No, 29) has "Bensdicamus Domino" fol~
lowed byﬂtrope and amther (Mo, 43), which is rather long, h&s the
reverse in model rhythmml The other two settings in three voices sre
untfaped; one of them (Mo, l44) 18 a long organum triplum found in the
Notre Dame sources - Angléds thinks that such a long Benedicamus would
certalnly have been sung only at Vespers - 2, and the other (No, 40)

is an unusual composition, highly melismatic in model rhythm (first mode,

eighth ordo), which has the form of & rondellus:

Voices Sections
III cad cab e
II besa bes b
I sbec abe a

lThe question of rhythm and meter in meny of the Huslzes
compositions is problemstic, We shall not go into the matter here,
but merely follow the itranscriptions of Anglds.

“Tbid,, I, 303.



Lach section carries one syllable of the text. (There is an extra note
at the beginning for "Be-".)
The two-voiced compositions show & variety of styles which might

be grouped as follows:
1. Pure organum duplum: No. 49 (untroped).

2. Organum duplum with sections in neume azainst neume:
Kos. 31, 42-42 (troped); 37 (untroped),

| 3., Neume sgainst neume only: -
8, one syllable per neume: Nos, 33-36, 38-39,
174, 183 (troped); Li-45 (untroped, quite
short),
b, Helismatie: Nos. 30, 32 (untroped).
In the transcriptions by Anglds, the first category and all of the pleces
in the third category save cne (Xe, 32) are y.v@ in nonmensural notation,
whereas all of the pleces in the second category savs one (No. 31) are
interpreted in modal rhytim, Hos, 174 and 183 are marked in the manu~
seript: "Johannes Roderici ms fecit.® Further variety would be observed
if we were to taks account of the various ways in which the tropes are

conatructed,

Huelgas alsc contains a Patrem in three parts (No, 176), but this

is & later additien to the manuseript in Ars Kova style. It was a widely-

known composition, for it is found in several manuscripts of the four-

teenth century, including the Mass of Tournai.
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A contemporary and analogous repertory to that of Huelgas in
English sources is preserved in the Worcester Frwts.l 0f polyphony
for the Mass Ordinary there are thres cempositions for the Kyrie (Nos.
1, 2, 29) == discounting Ko, 97d for which the scribe wrote the text but
never entered the music - two for the Gloria (Nes. &), 88), seven for
the Sanctus (Nos. 58-61, 77, 83, 108), end one Agnus {(No. 84). All are
(or, at least, may be presumed to be from the fragmentary state in which
most of them have survived) in three volces with the exception of three:
Sanctus No., 77 (which is nothing more thsn another version of the two
lower parts of Sanctus No. 61), Sanctus No. 62, and Gloria Ko. 80 (both
for two volces), The Sanctus No. 83 has no text.

The Worcester compositions fall into two groups; the first grouwp
consists of four pleces which are a) in relstively simple discant style,

b) either nonmetrical or, at least, not in the charastaristic modal

Lyorcester, Cathedral Library, Add, M3 68; Oxford, Bod. Lib.,
MS Lat. Liturgy, d. 20. Both of these are ¢ollections of leaves from
several original eodices. The Avhbering of pleces is that of the
catalogue raisonnd and complete scriptions in L. Dittmer, The

W (Rome, 1957), which supsrcedes A, Hughes,
Worcester aevdl harmony (Nashdem Abbey, Burnham, Bucks, 1928),
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- rhythm of ths Ars Antiqua,l and ¢) without tropes, The Et in terra Ko. 88
(which is also found in Oxford, Bod, Lib., M3 Mus. ¢. 60, ff, 82-83b) is
the simplest of all., Non-mensural, it is almost exclusively homorhythmic
with one rote per syllable varied by a discreet use of two and three nots
neumes., A liturglcal cantus firmus has not been identified, and it is
extremely wnlikely that one i3 employed, for the piece is constructed
entirely out of simple recitation formulas which are nerely harmonie
cadences on F for each phrase of the text, excepting only one out of

twenty-four phrases: "Agnus Dei” cadences on G, The longer phrases are
divided by one or two slight intermediate cadences on other pitches,
f}issanances are almost wholly absent, and both perfect and imperfect con-
sonances &rs used freely in psrallel as well as contrary motion., The
besic formula, variously and skillfully extended in the beginning for the

longer text phrases, may be understood from the form it takes at the
worda "Glorificzmus te":

Lis 1n the case of Huelgas, the Worcester Fragments present
several problems concerning rhythm and meter. Of the four pleces.
under discussion here, Dittmer leaves the Glorie Ne. 88 4n the
original notation, iranscribes the Sanctus No., 108 in modern reduced
note values which, although not put into eny meter, use binary sub-
dividions of the wnits and, finally, trenscribes the Sanctus No, 83
ard Agnus No, 84 in simple duple meter. See Dittmer, "Binary rhytim,
musical theory, and the Worcester fragments,” M, VII (1953}, 39 ff.
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X, 2, Prom It in terra, Worcester No, 38 (after
Dittmer, Worcester Fragments, p. 163)
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Glo-ri-fi-ca- mos te,

e

Although the version in Oxford Mus, ¢. 60 has the complete text, the one
in Worcester hes an interesting omission. At the end, after "Jesu
Christe,” the phrase "Cum 3sncto Spiritu, in gloria Del Patris, Amen.?
is left out completely and the music intended for it is made into a long
melisma on "Je-"[su], Omission involving references %o the Holy Spirit
are cormon in sstiings of ths Credo in sources (particularly English) of

the fifteenth and sixteenth centuries, R. Hennas has maintained that

these excisions are theologlcally ins;:imd.l The present case is

1"Gmcaming deletions in the polyphonic Mass Credo," JAFS, V
(1952), 155ff, Hannas sugpests that the omisaions reflect the elforis
of Deelesiastical leaders to find s rapprochement with the Bastern
Church,




n46~

_especially interesting on two counts: first, because of its early date;
and second, it shows that these conslderations influenced not only the
Credo - which, belng & dogmatic statement of Faith, is especially
critical -~ bubt also the Gloria,

The textless janctus No. 83 and the Agnus No, 84 show & slight
elaboration over the style of the Jlorda, They are in a characteris-
tically Znglish form of discant: the middle volce has the cantus firmus
(here in Meumatic" style), the lowest is a counter to this in homo-
rhythm, and the hicheat is added with frequent embellisiments of two and
three note groups againsgt one note of the athers.l Thess two composi-
tions show an interesting interrelationship, & point to which we shall
return later,

The last of the first group of pleces 1s the 3anctus Ko, 108,
which is elaborated still more than the previcus two., The lowsst volce
is almost entirely syllable, the middle has frequent two and three note

neunes against sach of the notes in the lowest voice, and the highest

part has such groups even more frequently. The plainsong cantus firmus

Liee 2, 5, p. 54, Harrison (Music in medieval Britain,p. 152,
note 2) has declared untenable the thesis of Bukofser (Gesehichte des
englischen Diskants und des Fauxbourdons nach den theorstiaschen (uellen

Strasbourg, 1936]) that anglish discant is charécterized by parellelism
with the plainsong normally in the lowest volcs, & detailed discussion
of this point may be found in 8.9%, Kenney, "'Inglish discant! and dis-
cant in Dngland,"MQ, ZILV (1959), 26ff.
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== if there is one -—- is probably in the lowest voica.l This composi-
tion shows a striking degrse of unification, sizilar to, but going
beyond, certain plainsong settings of the Sanctus which show highly
developed schemes of formal organizat.ion.z The following analysis will

nake this clear (var. S variation, tr. = transposition):

A |
Ix 11y 1=z | v | I |
Sanctus, Sanctus, Sanctus. Dominus Deus Sabaoth.
] T
|w var, | w tr, [w | ]'x"'—"‘"

2
Pleni sunt caeli et terra glori-a tus, Hosanne in exw-celsis.

I3 var. 1 1a |
[ xvar] |[w ] LI

Benedictus gul venit in nomine Domini, Hosamns in ex-gelsis,

Further, % 13 really only another, simplified version of x, and y is obvi-~
ously derived from it, The main motive x is, in effect, the same formils

which we saw in the Gloria Ko. 88;

lyandsehin ("Zur Prage dor melodischen Paraphrasierung im
Mittelalter," Z0My, X [1928], 519) proposed that the present tenor is
a taimplificagfon” ol Sanetus GR VIII. This seems unlikely, since -
as he himself pointed out (p. 519, note 2) —, in spite of similariiies,
the siructures of the two melodies are not the same.

233,5,, GR YIV and XIVII. B8ee W, Apel, Gregorian Chant
(Bloomington, Indiana, 1958), p. kléf.




Ex. 3. Beginning of Sanctus, Worcester No., 108 (after
Dittmer, Worcester Fragments, p. 184).

1=rlx r jlv LIRS 1
Fetttereple  TaT e o p try e

4
i

1 { + } i

51 t + } 1
e € ¥ _ L
 San- ctosy San-  ctus, San-  ctus,

The compositions of the second Worcester group are in the usual
modal rhythm of the Ars Antiqua, and they are extensively troped., More-

over, they set a trope (sometimes two different ones) against the voice

which carries the plainchant cantus firmus with the unadorned litufgical
text -~ unless the text is omitted entirely in this part, presumably for
instrumental performance, Thus, these pleces have the character of
motets. This procedure is not wholly new; it goss back at least as far

85 the St. Martial sources, which leave two compositions which set a

troped text over an untroped ,}' but it is carried out with such eonsistency

15¢e Reese, Music in the Middle Ages, p. 266.
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and purpose hers that we mey recognize it as characteristic of & epeclal

category of Hass polyphony of the late thirteenth and fourtesnth cen-
turies.

The tropes in these pleces are not conventional ones of the per-
iod. They elther take standard tropes and expand tham,l or slas they are
known only from this source,

In the Sanctus compositions the voice which hes the plainsong
melody, where it can be identified with certainty, has a rhythmic form
which respects the original phrases of the melody; i,0,, it does not

imposs & forelgn, abstract rhythmic scheme upon it, This can be seen
most clearly in No. 62, where the Pes (tenor) hes the melody of the

Sanctus GR VIII, and No. 60, where the Pes has the melody of the Sanctus
GR XVII.3 As nearly as one can dstermine from the occasionally fragmen-
tary evidence, Sanctus No, 59 uses the trope in the middla'vnics enlyk
and Sanctus No, &0 in the highest voice only. Apparently, No. 61 is the
only Sanctus composition which has two different tropes in the upper

volees,

"

“L.gs, Sanctus No. 62 (AH, YLVII, No. 291).
ZE.g., Sancvus No, bo (AH, XLVII, No, 300).
BFor the letter, ¢f. Handschin, ZfMW, X (1927-28), 520,

4
The words "Mariae filius" are inserted after "Benedictus" in
the other two parts.



Sanctus Mo, 58 is unusuel. Only two voices heve survived, but
Dittmer thinks that these are the two lower voices and that probably the
missing highest volce had the cantus firmus. The piece is constructed
almost entirely oul of volcs-exchange: one part has a phrase with the
trope text while the other has no text; then, the two phrases are inter-
changed, This procedurs continues throughout the composition; only the
last phrase of the first section and the final phrase of the composition
have the text in both voices simultaneously,

No. & is properly a composition of the Regnum twum solidum rather

than the Gloria, This famous Gloria trope was so widely used that it
achieved & kind of independent status, and was itself often trOped.l The
present example, similar in style to most of the Sanctus compositions,
has the Regnum text in the lower voice and a trope to that in the upper

volee,

All‘three Kyrie compositions presumsbly had plainsong cantus firmi
=~ perhaps all without text - in the lowest voices, and each of the upper
volces had a different trope. All nine sections of the Kyrle are com-
posed and; unlike the Sanctus pieces, the melody of the Feg is arranged
in simple ostinato rhythmic patterns. Thus, these are true motets in the
classical thirteenth century style.

Hotets with tenors derived from a plainsong of the Ordinary of

the Msss are sometimes found in thirteenth century sources such as the

1 See AH, XILVII, pp, 282ff,
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1l
rontpellisr and Bamberg codices, but it is a question whether such

motels were ever intended for use in the Mass, The wWorcester examples,
on the other hand, show every indication that they are liturgical compo-
sitions.

Under the influence of the 0ld Hall manuseript and later English
Kass cycles which omit the Kyrie, scholars once thought that the Kyrie
was normally sung in plainchent during the Middle Ages in England, How-
ever, as Bukofzer has pointed out,z the number of polyphonic Kyrie
settings is wusually high in the fraguents of English origin recently
discovered. The following is & list of fourteenth century English manu-

scripts, mostly fragmentary, which contain polyphony for the Ordinary of

the Maes:

Cambridge, Univ. Lib., Add. 710
Lcnd(m, Br. ?’iuo’ idd, m%

s Rdd, 38651

» Add, LDT2%

» Arundel 14

y Sloane 1210
London, Public Records Office, E. 149/7/23 dorse
Oxford, Bod., Lib., 652

» mus, ¢, 60
mus, d,. 143
Barlow 5§
Fairfax 27
Seldon B 14
Wales, Kational Lib,, Cwysaney 19

N e W W

13.5.,‘Kyrie tenors in Mo: Nos. 84, 262, 264, 267, ete.; Ite
migsa est: No. 261, See Y. Rokseth, Polyphonies du XIlle sidcle,
(4 vols; Paris, 1935-39), -

2“Changing aspects of medieval and Benalssance Music,"” ¥, XLIV
(1958), 7.
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A survey of the polyphonic settings of parts of the Ordinary of

the Mass in the esrliest centuries (before the Ars Nova) reveals that
this liturgical category was not quite so neglected as is commonly sup-
posed, The opinion that little or no-polyphanic music for the Ordinary
was written before the fourteenth century is largely based on the fact
that such pieces apparently found no place in the repertory of the Notre
Dame School. Except for this leading center, however, Ordinary pleces

are to be found in almost every other school of polypﬁony'known to us,
8t411, it cannot be denied that the Proper of the Xass and the Offlices
received more attention from composers than did the Ordinary throughout
Europe during these early perlods,

Within the area of the Mass Ordinary, the movements with short
texts were much prelerred over those with long texts; indeed, polyphonie
settings of the Credo were rare in the extreme,'and the few Gloris set-
tings were usually tropes only. The Bensdicamus was the most favored

category, with es many wuntroped examples &s troped, For the other move-

ments, howsver, -- Kyrie, Sanctus, and Agnus -« tropes wers the rule and




untroped liturgical texts quite exceptional,
The basiec style for all of this music was homorhythmic counter-
point, either in its sirict or in its modified, neume-against-neume form,

ordinarily with one syllable per neume., Other styles -- e.z.,, the potet-

type Kyrie compositions in the Worcester fragments -—- were occasionally

employed, but they must be regarded as deviations from the norm.

Fourtesnth Century French music for the Mass

Turning now to the leading musical nation of Burope during the
later Middle Ages, we observe that the old preoccupation with the Proper
of the Mass and Offices and the relative unimpcrt#nce of the Ordinsary
gives way to a situation in which these roles are quite reversed, This
is understood in better context if we remember that the basic change of
rspertdry was from sacred to secular, The extant sources,give the
impression that composers, while not neglecting liturgical music, were
more interssted in writing ballades, rondeaux, end virelais plus, of
ecourse, motets, but even these were often on secular subjects.

One of the most important centers of liturgical polyphony seems

to have been the papal chapel in Avignon, which may have been the place

l?or a8 view that fourteenth century French music for the Mass
held a more important place than hss usually been accorded it, see
L. Sehrade, "The chronology of the Ars Nova in Prance,” L'Ars Nova:
recuell d'dtudes sur la musique du:(IVe sidgie Les colloques de




