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of origin of the repertory preserved in the two great collections of
sacred music of the fourteenth century, the Ivrea (Iv) and the Apt
manuscripts.

In the begimning of this century Ludwlg used, in a general way,

& classification of French fourteenth century Mass pieces based upon
certain similarities to other forms: the conductus, the motet, and the
ballade.2 These terms have been adopted by Besseler and other writers,
although not always without reservation, Handschin, in particular, has
objected to the use of "conductus-style” in Mass pleces, and prefers

ndi scant-song"” or "cantilena-style” to ”ballade—style.”s The best crit-
icism of the usual terminology 1s in the article, "Die Messe von
Toulouse,” by Hanna Harder (& pupil of Handschin),h where the point is

made that the three types stand rather near to each other in sound and

lInventeries in H, Besseler, "Studien zur Musik des Mittelalters;
I: Neue Quellen des 14, und beginnenden 1%, Jahrbhunderts,® AFNW, VII

(1925), 188ff, and 2032, The music of Apt is transeribed (unreliably)
in A. Gastoud, Le manuscript de musique §gzyphcaiqns du trésor d'Apt
(XIVe-XVe sidcle). (Paris, 1936). We shall use Besseler's numbering of

pieces, which is according to the present sequence of gatherings.

z“ﬁie mehrstimmige Musik des l4. Jahrhmderts," SIMG, IV (1902),
16£f. Also, later: "Die mehrstimmige Messe des 14. Jahrhundrts," AFMN,
VII (192%), L1711,

Bxusikgesehichte, p. 21) (but see also Handschin's "Réflexions
sur la terminologie," RBM, VI [1952], pp. 7ff., where he decides that
"eantilena® is unsatisfactory), In his article, “Ars Nova® (MGG, I,
col, 714), Besseler also adopts "cantilena.” G. Reese (Music in the
Renaissance (Mew York, 1954], p. 17) prefers "ireble dominated."

Yo, vi1 (1953), 1051¢,
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over-all effect (in contrast to their "models"), and the terminoclogy is
apt to give a misleading impression of strongly separated types.
"Cantilena--style" is hardly objectionable, It indicates without
confusion that style which has a sole vocal melody, ordinarily in the
highest part, with one or more instrumental parts which serve purely es
harmonic support, "Motet-style" is far mré problematic, The typical
fourteenth century motet has a tenor which consists of & plainchant
melody set in isorhythm, and upper voices with different texts, rhythm-
iecally independent both of each other and of the tenor, Ths typical
"motet~style? Mass composition has two upper parts in near-homorhytimie
counterpoint with thg sane text sung simulteneously in both voices;
these voices are placed over an instrumentel tenor which is not & cantus
firmus but 2 harmonie support, similar to the accompanying parts of the
cantilena-style, "Conductus-style® is nothing else, of course, than the
purely vocal homorhythmiec discent which was, as we have seen, the tradi-
tional style of the Mass Ordinary for centuries. The conductus-Mass
plece, however, is usually not based upon a liturgical cantts firmus.
Since "conductus-style" and veantilena-style" give a clear

plcturs of the musical texture, there is no reason why these useful

terms ghould be discarded.l For the third category, however, perhaps

1It. should be pointed out, however, that the manuscripts are
often ambiguous even in the matter of how many voices are supposed to be
sung in the case of the Kyrie. One gets the impression that meny of the
lowsr parts which heve “"Kyrie" at the beginning of a line of musiec and
"eleison” at the end are merely the result of a convention of writing
and were actually intended for instruments. (Cf. Harder, op. ecit., p. 107.
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"duet—style® would be preferable ,l reserving "motet-style® for the compo-
sitions which are actually near to motets in character; i.e., which are
constructed on a plainchant tenor in some sort of special rhythmle '
schame, and/or with different (trope) texts in the upper veices.

The number of voices which havs a text, which is the primary

criterion for the conventional classification, 1s often much less signif-
fcant than other factors, For exsmple, the oldest ®"cantilena” Mass

pieces are often in near-homorhythmic counterpoint, The Patrem of the

Mass of Tournal (= Apt No. 48 end Madrid, Bib. Nac., M3 v.2 218, £1.

272-274) has the text in all three voices, but the verslon in Huelgas

2
(No. 176) provides only the top veice with text., Thus, the same piece

is "conductus-style" in three sources and *cantilena-style” in another, §
kgain, sonetines a composition which has the musical texture of a dust

above & quietly-moving tenor will have the text in the top part only

(e.g., the Sanctus of the Mass of Toulous&).s A, Kresteff, in his study

L
of the Xass composition in Iv, decided that the usuval classification

lsmilar to what is used by G. de Van in "Inventory of manuscript
Bologna Liceo Musicals, Q 15 (olim 37)," MD, II (1948), 231ff., and pro-
posed by Harder, op. eit., p. 108.

2Pu'b. in L. Schrade, Polyphonic music of the fourteenth century,
I (Monaco, 1956), pp. 120ff,

3vid,, pp. 134 f., aod Harder, op. eit., pp. L20ff.

l‘Dio mohrstimmigen Messk sitionen des Codex Ivrea
(Dissertation: Mumich, 1947). Unfortunstely, the original dissertation
was destroyed during World War II and there is only a brief summary
evailable,
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was almost useless because the various styles are often mixed in the
same composition. He does not refer, of course, to varying nuzber of
voices with text, which very rarely happens, but to diffsring musical
procedures in the course of a2 composition.

Iv contalns twenty-five copositions (one monophonic) for the
Ordinary, not counting two Ite missa est-motets, all probably dating
from the first half and middle of the fourteenth century, There are
significant differences from the older repertory, even if we discount
the obvious factors of the new Ars Nova rhythm and the use of instrumen-
tal parts. The old organum style is entirely absent, Just as it is in
the Worcester plecss —-- we remember that it wes found only in a very few
Benedicamus settings in Ruelgas ~-, and the purely vocal homorhyihmic
style with syllabic text setting, which was, as we have seen, the main-
stay of the older repertory, is found in only three casess the Kyrie lo.
49, and the Et in terra settings Nos, 62 and 63, (No. 49, ascribed to
“Chypre” in Apt Ne. 5, is atill notated in score.) Also new is the
attitude towsrd tropes, As we have seen, the greatest; pert of the older
music for the Mass Ordinary was settings of tropes, sither with or with-
out the liturgical texts, Of the twenty-five compositions in Iv, none
omit the liturgicsl text and only six are troped (seven if we count the
Gloria No, 42, which has a motet~text in the middle voice), Further, we

may notice the choics of categories: ihe movements with short texts

{Xyrie, Sanctus, Agnus), which were so strongly favored before, now yleld
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first place to those with long texts. Iv has nine settings of the
1
Gloria and ten of the Credo, but only four of the Kyrie, two of the

Sanctus, and none at all of the Agnus,

The new cantilena style is still rare. It is found in two set-
tings of the Gloria (¥os. 25, with marking "Tenor bararipton"2 in Apt
No. 29, and No. 5C) and two of the Credo (Nos. 52 and 60, the latter
marked "de rege” and ascribed to "Sert" or "Serus" in Apt No. 46,
"Sortes” in Trém No. 103, and "Sortres® in Barc C No. 3). To these we
may add the two compositions in the manuscript which are for two voices
only, Kyrie settings Nos. 27 and 77. We could also include the two-part
Gloria No. 29, but the version in Apt (No. 12: "Depansis®) is in three
voices in duet style,

Three compositions are in four voices, The Sanctus No, 79 has
8 long trope in the highest part and three lower parts which have the
Sanctus text with short tropes inserted., The Et in terra movements Nos.
Lkl and 47 heve two vocal parts over instrumentsl tenor and contratenor,

the first with motet-like lower voices which consist of a melody repeated

lone of these is duplicated in the manuscript: Ko, 7la = No, 77.

2Bcth Besssler and (astoud read "baralipton,” but the fifth
letter is clearly an "r." Perhaps from Bapd + pintey (5 "low-cast"),
It is true that the range of the tenor (e-a) is rather low, but ro more
80 than in many other compositions., The melodic line is that of a
conventional instrumental aceompanying part, with no readily discern-
ible relationship to Byzantine musiec,
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four times in different rhythms, The remainder of the compositions in
Iv have two vocal parts over an instrumental tenor (four 5Sloria settings,
six of the Credo, one Kyrie, and one Sanctus;. Most of these are in
simple duet style, but a few show characteristies of the motebl: ho. 42
has the Gloria text in one voice and 2 motet text in another; Ko. 62

hes two different Kyrie tropes; the £t in terra Fo. 61 (4ipt Mo, 28:
"Loys") and the Patrem Ho. 59 (with marking "tenor Guayrinet") have
isorhythmic tenors. The two Ite misea est compositions are motets by
eny standards,

A closer examinstion of Kyrie No. 68 (Apt No, 1) will reveal
sone of the characteristics of the motet-style Mass plece in Iv. The
tenor has & version of the "Orbis factor® melody (GR XI) although both
upper voices have different tropes from this, The declamation unit is
the semlbreve, but there are frequent syllables on minus when preceded
by semlbreves., IZach part is Iindependenit, with breve rests at the ends
of phrases which do not coincide. There are short textless passages
between tha sections, all nine of the sections beilng composed, alter-

nately with and without tropes, Frecuent sequential patierns in the

melodles are employed, and the untroped sections are 2ll in hockst,

In the following schsme, B = braeve, (B) ® breve rest, 5 = semibreve:
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tenor
mensuration melody tenor rhythm
Perfect time, Kyrie 1 troped & 3 times B3BRBB(B)
major prolation II a2 1/2 " U B3 B3 B3
IiI troped (& same music as I in all
voices)
Imperfect time, Christe I b not isorhythailc
major prolation IT troped b " "
111 (b same music as I in all
voices)
Ferfect time, Kyrle IV troped &' all B
major prolation v &' BB, then all B+3

yI troped ¢ 5 times 355BB(B)

The melodic style, in general, is the smoothest sort of conjunet move-
ment, except in the hocket ssctions. It is, therefore, curious that a
triadic pattern is used to emphasize the following words in the last

1
Kyrie (top volce):

LThe only other place in this composition where & melodic line
has & broken triad is in an unimportant occurrence of & hocket motive
in Kyrde II which once takes the form g! e' c¢'., However, it is almost
impossible that the above is anything more thsn a fortuitous coincidence;
the composition was written centuries before musical theorists had
evolved the concept of the three-tone chord as an entity in itself, Let
us leave the question to those historians who have a taste for theolog-
iesgl speculation,
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Tv, eum -sis In Tri-ni-ta-te

Regardless whether they are cantilena~style, duet-style, or
conductus-style, the settings of the movements with long texts, the
Gloria and Credo, usually avoid extended melismas and set the texts
phrase by phrase in a simple, economical menner. The sgparatlion of

the text into particular phrases wes & traditional one; e.4., 1. "Gloria

in excelsis deo," 2, "Bt 4n terra ., . . voluntatis,” 3, ®Laudamus te,®

1
4, "Benedicimus te." ete, Each "versus® ended with a conventional

bar
cadence, often marked with singls or deuble’\linas in the manuscript. The
challenge to the composers was to avoid monotony in the long suecession

of separate phrases. (It must be admitted that they did not always suc-

ceed in doing so.) The simplest (oldest ?) compositions cadence on the

lJohannes de Grocheo: "quasi versiculi.” (E. Rohloff,
Der Musiktraktat des Johannes de Grocheo [Leipzig, 19431, p. 64.)
The traditional verses for all the parits of the Masg Ordinary are
Zlven in Wagner, Geschichte der Hesse, pp. 1811,
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same tona in almost every phrase, For example, the Patrem "de rege"
¥o. 60 has eishteen phrases averaging seven to nine longs each; only

A and one oz F; all the rest on G. This composition
shows other traits which lead cne 1o belleve it is probably one of the
sarlier pieces in the repertory: the text (highest voice only) uses
semibreves varied by breves as declamation wnits (the mensuration is

imperfect time with major prolation); the figure semibreve - minim -
sertibreve - minim occurs often once or twice in a phrase, but the minim
never carries a separate syllable, The two lower parts consist entirely
of breves and longs (strongly ligatured) except for one example of a
ligature with opposite propriety. In contrast to the usuzl practice,
the Amen section does not have faster and more compliceted rhythms,

Orly the word "celis” is stretched out slightly (except, of course, ths
Amen), end there is only one example of hemiola (semibreve - semibreve -

minim - minim within the value of a perfect breve) in the whole plece.

Although Apt was compiled in the early fiftsenth century, it is
en antholozy encompsssing pieces written throughout the fowrteenth cen-
) 2
tury. Of thirty-four Mass pleces (not counting the later addition in

white notation, St in terra Ho. 49), eight are found in Iv and cne in

15@0, further, p, &7.

v 2The study of Apt by 4. Elling (Dis Messen, Hymnen und
Kotheten der Handschrift von Apt [Dissertation: GSttingen, 1924]) has
been unavailable to me.
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1
Tour. A1l are in three parts except the Kyrie Ko, 11 bty de Fronciaco,

the conductuvs-Petre: No. 40 ("Bonbarde®; Ped No. 20: "Ferneth"; Str
Ko, & "Prunet"), both in four parts, and the two-volced eonductus-
It in terrs No. £, the last possibly in an incomplete version in the
menuscript, as G, de Van has suggested, since it is the wnique exanple
of & two~-part conductus-Mass piece from France in this period.3
If we put aside foﬁ the moment the fourth gathering of the

manuseript, wﬁich has 8 somewhat later repertory than the others, we
find 2 collection analogous to Iv, but with much more emphasis upon the
cantilens style: thirteen out of twenty~three compositions (three slso

in Iv). Ae in Iv, the conductus style is found in only three cases

Yiyrie Yo, 11 1s difficult to classify. There is one vocal
part over two instrumental, and an instrmental "triplumm” sbove
(frequently erossing the vocal part) which has as much melodie activ-
ity as the main voice, Further, the tenor has a (non-isorhythmic)
plainsong melody (GR IX).

E“Bombardeﬂ is the French name for the shawm, but the present
case Secms to refer to a person — incidentally, the nsme in Apt is
in & different hand from the main one, and is apparently a later addi-
tion. There was a Conxes de la Bombarda who was & ministrer at the
court of Aragon in 1391, and who was probably the person referred to
as Bombardi in 1393. "Perneth® is probably the same as "Perrinet,®
composer of the Kyrie Apt No. 6, as Besseler suggested, (AfMW, VII
{1925], 204.) 2n Arnau Perrinet, ministrer in 1413, end & Rine
Perrinet, ministrer de xalsmfa in 1418 were at the Aragonese court.
(F. Baldelld, "La mdsica en 13 casa de los reyes de Aragdn,” Anusrio
Fusical, % [1955], 49.) Kote thst xalamfa’is Spanish for "bombarde.”
It 1s possible, however, that the ®"Perrinet" of ipt No, 6 may bs
Plerre Fontaine, &s Resse proposes. (Nusic in ths Renaissance,

p. 13.)
Review of the Gustoud edition, Acta, XIT (1940), 65.
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(one slso in Iv). Thus, we see that the compositions with two vocal
parts over an instrumental tenor has ylelded favor to the type with one
vocel part over two instrumental. Apt has enly ssven compositions of
the former type (four of ’chm‘ also in Iv), Four are duet style (los.
10, 12, 30, 45), and three in motet style: Kyrie Ko, 1 (Iv No. 68, the
pisce we have analyzed above) and Sanctus No, 15 have two different
tropes in the upper volces, and Et in terra Ko, 28 by "Loys" has a dust

above an isorhythmic tenor.

The contents of the fourth gathering show that the very simple

conductus-Fass was still cultivated st the end of the fourteenth century.
. 1
Stylistically, the few examples here (it in terra No. 37 by Susay,

Patren No. 39, siren No. 41 by Jacobus ¥ , and the four-volced

Patrem ¥o. 40 by Perneth already mentioned) vary from the extrene sim-
plicity of Kos. 37 and 41 bo the relatively more elaborate Patrem of
Perneth, which is remarkable for its extenslve mé of hocket, The seven
eantilena pieces show the prevailing type in the late fourteenth and
early fifteenth century, These pleces avold the intricacies of soms of

the secular ballades of this period; mestly, they ara simple, often

syliabic settings of the text with wnpretentious melodies of an almost

lpossibly the Jehan de Susay mentloned in the snonymous Régles
de la seconde rhétorique as sotive in the early fifteenth century, or
the Plerre de Suzay who was a singer at the French eourt in 1332. See
A, Pirro, La musigue 3 Paris sous le régne de Charles VI {13680=1422)
(24 ed,; Strasburg, 1958), P. J, note 2.
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poplar flevor -- obvicusly functiomal musle. The degree ’m vhich the
sseular song siyle was taken over into liturgleal compenition is strik-
ing, A cantus firuais 1s rot used, the ecclesiastlcesl modes are
virtusily oblitersisd by the use of sooidentals and there is a decided
tendency toward & kind of major-tdinoy harmony. The phrases &re gt to
be rether bric? (siaying close to the text) and separated by reste,
which ofte: gives ths impression of short-windednsss, Api neces the
composers Jean ’fa;siaaiari and Plerre Tallhandler, end other msnuscripts
give also Johannes Granetd, Pellisson, and Baude camiarz a8 the come
posers of pleces in this gathering.

Thers are 1o concordsnces with Iv here, bul there are meny with
other menuseripts of the perisd, not only from Southern Francs, but also
frem pards of Spalin, wideh had particularly close musical sonnections
Witk the former shortly befure snd during the reign of King Jomn Iof

hragon (1357-i3€»‘é}.3 The fellowing sources (in additicm %o ly and Apt)

' 13@&1 nase Jean de Hoyers; velst de ¢ of John the Fearless
in 1408, (Fired, gp. git., pe 29.) Composer ol two lass pleces and 8
Letin motet (writien Defore 1417 becsuse it is a preyer to the Virgin
for deliversncs from the sshise), all puhlished in G, Reansy, Farly
giftf?mth centurr musle, I ("Corpus mensurabilis musicee,” II; Raue,
193%). ' :

2?:9&3 helma secording to the bext of one of his ten Franch
pleces, all of wilch — together with his aingle Hass plece = 8r¢
published in Reanay, op. git. Oee Besseler, "Copdier,” G, 1T (1952),
ocols, 156511,

3500 1, Anslds, "Ls mdsics segrads de la eapilla pontificis de
Avignon en 1a capilla real sregoness durante el siglo YIV,® Apusrio
Kuslesl, XII (1957), 3521,
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preserve xass compositions of this "Avignon repertory':

Barc: Xyrie, 2 setiings of Tt in terra

nsrc B: 0t in terra (elso in Apt, Bare C, and Str), Ammus,
Petrem (also in Apt, Str, and DRarcelona-Gerona
Frazments), and Kyrie (also in Apt, Ste-Cenev, and

)

P4

Bare 0: Mass cycle (Gloris also in %, Barc B, and Str;
credo also in lIv, %_p_p_, 3F, Tréu, and Toul), Kyris,
Tt in terra (also in Apt and Str)

Barceiona-~-Jerona FragmentstB 2t in terra, 3 setiings of
satrex (one also in Apt; another also in Apt, Barc B,
and 5tr) ‘

Gerona E‘ragnent:z Kyris (also in Iv and Apt), Sanctus, ignus
{also in Toul)

Yedrid, 2id, Nae,, M3 3.361:" Patrem tenor (also in Iv and Apt),
Agnus, Et in terrs.

Vadrid, Bib, Neg., S V.% 21-8;° Patrem (slso in Huelgas, Tour
and Azt

lrne American Institute of Musicology has announced a forth-
coming edition by Hanna Harder of the Mass musie from Avignon.
Presunably, it will be based upen these sources. Unless otherwise
stated, inventories may be found in Besssler, AfiW, VII (1925), 16711,

2
Inventorys Schrade, Polyphonie musie of the fourteenth century,
I, Commentary, 143ff, The Mass cycle is transcribed in I, 13971,

3Gercma, Cathedral Archives, unnumbered fragments; and Barcelene,
Bib. Central de la Disputaeidn Provincial de Barcelona, KS 971, The
latter contains two follos of the Barcelona-Gerons Fragment &s well as
Barc C, which used to have the M3 number 9L6., Inventories, transcrip-
tions and eomplete photographs in H, Harder and B, Stiblein, "Neus
Pragmente mehrstimmiger Musik aus spanischen Bibvliotheken,” Fesbaschrift
Joseph Sohmidt-Gérg sua 60, Geburtstag, ed. D. Welse (Bomn, 1957

P 3f €.

hlnvmtary in Catdlogo musical de la Bibliotecs Nacional de Madrid,
ed. H. Anglds and J, subird (3 vole.; Darcelona, 1946-51), 1, L50%.

51%71:1 .
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SteGenev: Kyrie (also in ipt, Bare B, and “u,)
Bl &Pk, C3re 3 4

1 .
“est Mass eyele (Kyrie, Et o terra, Sanctus, Acnus,
Benodieanus), fragmentary

B OV in terrs (also in Iv, Apt, and Fad), Petras (elso in
Iv, ipt, Dare C, Towl, and iran)

Toul:z ass cycle without Glorde and with Ite missa eat-molet
wetrem also in Iv, 4Apt, Bare 2, BF, aud Trds Lruiy; Agnus elso
in Gerona Fragment)

In adaiiion, & aanuscript with fragrents of C‘zwiinwy pdeces
wideh 1s now in ihe Library of Congrsss {Law IS 7 Tr, YIV) may dolong
to this group,

Frwl f:axvt&zam Prance, besides the ilachaut liss3, thers are only
the fragnents CaB (with & Bonodicamus and an incompiete Patrem) and Caf
(an Agnus)., The old index of Trdn shows that it once sontained a Kyrie,
an Tt In terva, arxd thres sebiings of the Falren (one of which, by
"Sortes” wae well-known in the Avignon repertory). TuB, a product of the
French court in Cyprus in the fifteenth century, contalins aeven Glorla-
Crado pairs, two other settings of the Credo, and a Mass gycle without
Agnus, A few fourtesnth century French Mass compositions were also in

Str and Italian renusceripts.

lmvent,ox*i»a in J. Chailley, "La Masne de Nesancon et wn
compositour inconnu du JIVe siécle: Jean Lambelst," Annales
?wicwgiq.m, IT (1954), 93£f. (with partisl t»ms'm‘"“mm" Y3 and
Schrade, "A Fourteenth Century Farody Mass," Agts, VLI {19‘55) , 1322,
Sonearning the somposer Lambelst, ses Anglds, Fnuario vugleal, XII (1957),

33, note 1,
34 é}_\g fourteanth
sy &y vy 8nd

' Inmwr:, in Schrade,

mﬂ, 1, commt&ry, 1355’1'.
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For the first quarter and later of the fifteenth century the
Italian manuscripts become the principal sources of Franch and
Ketherlandish musie., A1l the types we have been discussing are still
cultivated, end in somewhat more balanced distribution - there 1s not

the overwhelming prsponderance of the cantilena style that was seen in

1
int. In a few of the duet-style pieces the volces do nol sing at the

somibaune

same time for most of & composition, but altermate, phrase by phrase,

instmement {presumebly) against voice, Rarely is there more than an in-

significant overlapping of the end of onse text-phrase with the beginning
of smother, bul somati%;ss there is real telescoping: an Bt in terrs by

Kichard Logueville (0 ¥o. 143) has "Tu solus Dominus" simultanecusly with
#*Cuoniam tu solus s&nctus."z It should be noticed that this procedurs is

different from the simple volce-exchange that we saw in Worcester Sanchus

L. Dannenamn, Die sphtgotische Musiktradition in Frankrelch und
Burgund vor den iuftreten Dufays (Strassburg, 1936), pp. 79£f,, 18 &
discussion of this music (bul only of composers named in Fasclcles V to
VIII of 0). Unfortunately, neither her list on p. 80, nor G. de Van,
"Inventory of manuseript Bologna, Liceo Husicales (15 (olim 37),” D, II
(1948), 231£f, [3L, the principel source of Mass music], is entirely
relisble concerning the total mumber of voices and the number with text
for each composition,

2
This plece is transcribed in Ch., van den Borren, Polyphonis

sacra {Nashdam Abbey, Burnham, Bucks, 1932), pp. 134ff., Loqueville is
knovn as the composer of five Mass pleces, two Latin motets, and five
French songs. He was in the service of Duke Hobert de Bar in 1410, and
from 1413 wmtil his death in 1418 he was maltre de chant at the cathedral
in Cembrai, where he taught the young Dufay., (¥W. Rehm, "Loguevills,”
MGG, VIII [1960], cols. 11L97ff.)
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1
No., 58. Here there is no strict imitation; each phrase 1s new, both in

text and melody; although, of course, the principle of alternating vocal
phrases is the same.2

inother new technique is to be observed: All three performance-
types are sometimes alternated with unaccompanied vocal duets. This new
concept of alternating sound-complexes is an important featwre of
Italian music of this period, snd will be discussed later. There are
examples by Hubertus de Salinds ,3 Gulllaume Legrant,g’ Loqueville, and
others,

The trend away from the use of tropes continues umabsted. of
the one hundred and eight Ordinsry compositions in Bl which may be
assigned with certainty to ﬂorthe_m composers, only thirteen have tropas.
BU and O have simllar proportiocns. This may be compared to the approx-
imately thirty per cent in both lv and Apt. The emphasia upon the Gloria

and the Credo is stronger than ever, (It will be seen that these two

15ee p. 30.
2Ce;nceming a much more extreme case of telescoping in an
anonymous Gloria, see below, p. 388.

BProbably from Slins in the province of L18ge, acecording to
C. van den Borren ("Hubertus de 3alinis,” M3G, VI [1957] cols. 8$9r.)
Composer of four Mass pleces, five Latin motets, and one French song.
One Gloria has a trope celsbrating the end of the schisa and election
of Pope Martin V in 1417.

Liivad in Msntua in 1419, and member of papel chapel 1419-1421.
Composer of three Mass pleces, three French songs, and probably another
French song which now exists in 8 keyboard arrangement in Bux; all are
published in Reaney, op. oit. (Reaney, "Legrant,® 3G, VIII (19601,
eols. L476ff,)
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phenomena are connected: throughout its history, the Credo was prac-
tically never troped,)
Aside from the composers previouely mentioned, there ars Mass

2 :
compositions by Nicholas Grenon ,1 Jean Brassart, Jean Legrant,3 Giles

Veslut,h Etienne Gresain,s Jean Frangolis de Gremblcmx,6

11 service of Philip the Bold of Burgmdy in 1385; in Paris
at churches of 3t. Sdpulecre and Notre-Dame 1399-1403; at cathedral of
Laon in 1403, and cathedral of Cambral in 1408-1409; in service of
Buke of Berry and later John the Pearless in 1412; again in Cambral
in 1421; in papal chapel of Martin V in 1425-27; in chapel at Bruges
in 1437; again in Cambrai in 1440; in service of Philip: the Good of
Burgwmdy in 1449, Cozmposer of one Gloria, four motets, and five
French songs, {W. Rehm, "Grenon,® MGG, V [1956], cols. 813ff.)

2?m Lidge; papal singer for Eugene IV in 1431; & motet on
death of Albrecht II in 1439; in service of Emperor Frederich III
in 1443, Composer of ten Mass-Ordinery pleces, seven introits, nine
motets, and one German sscred song. (J. Schmidt-08rg, *Brassart,®

II [1952], ecls, 223f£.) A Josn Brasart was xandre capells
[omint regis in Aragon as early as . del1d, __”m. g___gt.S
stbahl: younger then Guillawme, Composer of three Mass

pleces and five French songs, all published in Resney, Early fifteenth
gentury musig, XI (1959).

hl. Hoppin has recently discovered a #Gillet Veliout® in the
service of Charlette of Bourbon in Cyprus in 1411, Velut is known
for two Mass pleces, two Latin motets, and four Prench songs, sll
published ibid,

57!'& Sens; st 3%, Merry in Paris in 1418; at Notre Dame in
1h21. Compeser of Mags cycle (without Agnus) and nine other Mass
Pleces, ene motet, and two Prench songs. (W. Relm, "Grossin,” MGG,
v (1956]; cols, 956“1)

6Prm Gembloux near Namur in dioceess of Lidge. Perhaps in the
service of Philip the Bold in 1i04k. Composer of four Mess pleces,
one motet, three French sengs. (W. Relm, "Franchois,” MGG, IV [1955],
tols. 62911.)
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1 2 3
Jean de Limbourg, Arnold and Hugo de Lantins, Beltrame Feragut,

Jean Bosquet,i" Jean Raaon,5 Chierisy, "Tomas Fabri scolaris 'i‘apiaier,"é

"Lovanio” (Louvain), "Cameraco" (Cambrai),7 and finally, Binchois and

lit St. Jean 1'Evangdliste and at St. Paul in Lidge from begin-
ning of fifteenth century until after 1426; named canon of Notre-Dame
de Huy in 1436, A connection with Italy revealed in motets for Vicenza,
Padua, and the Venetian Giovanni Contarini; also by his large ghare of
SL. Composer of forty-six pleces: one Mass cycle, six other Mass-
Ordinary pieces, three pieces for Proper of Mass, sixteen notets, five
laudas, five sstiings of the Magnificat, end four hymns. (Reansy,
"Johannes de Limburgla,” MiG, VII [1958], cols. 101ff,)

zkrncld was a papal singer for Bugene IV in 1431. Coumposer of

& Mass cycle and seven other Mass pieces, two motets, s lauda, and fif-
tesn French songs. Hugo (related?) wrote an epithalamium for Cleofe
Melatesta di Pesaro in 1420, a motet for Pranceso Foscari (after 1423),
and & motet dedicated to 5t, Nicholas of Bari, Composer of six Mass
pleces, five motets and seventeen French songs, (W. Rehm, "Lantine,"
MGG, VIII [1960], eols, 200f€f.)

~3F‘r~om Avignon; maestro di cappella at the Duomo in Milan from
1425 wntil 1430; in service of Rend d'Anjou, ex~king of Siecily, in Aix
in 1449, Motet for Prancesco Malipisro and Vieenma in 1433 (in 0, but
BL has the same motet for Pletro BEmiliano in 1409). Composer of four
Mass pleces, one hyum, one Magnificat, and one French rondeau, (C.
Sartori, "Matteo da Perugia e Bertrand Feragut 1 due primi meestri di
cappella del Duomo di Milano," Acta, XXVIII [1956], 2iff.)

“Resney identifies Bosquet with the Jo. ds Bosco who was a
papal singer in Avignon in 1394. (Berly fifteen century musie, II, i.)
Encwn as compouser of two settings of the Gloris (both published ibid.,
I1I, 4£r,)

5C0m.poser of two Mass pleces, three other Latin liturgical

pleces, and two French songs. All are published ibid. s II. For a
Kass cycle newly attributed to Reson, see below, p, 380.

60111;? one composition, published ibid., I, 78ff.

7Perhaps the Jo. de Comeriaco who was associated with the papal
chapel of Martin V in 1117, (C. van den Borren, Etudes sur le quinzidme

sidale musicsl [Anvers, 1941], p. 205 Reaney, Eaz';f fifteenth century
Busic ie, 11, 1.} Composer of one Patrem, publie bid,, II, 14fF,
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