CHAPTER II
THE COMPOSERS IN Pad

The first group of Paduan fragnments (Pad or Padh, existing today
in two manuseripts in Padua and one in Oxford) are pages from what was
once a large and beautifully-written codex containing en extensive rep~
ertory of Italian secular works &s well as asacred compositions by both
Ttalian and French camposars.i The present collection includes works
which range throughout the fourteenth century, to Judge from the styles
of the compositions. Besides those known from other scurces - Machaut
(Ite missa est, anonymous & 3 in Pad), Ciconia, Egardus, and Perneth
(Patrem = Apt No, 401 "Bonbardej;® Str No. 8 nPrunet¥) -- Pad gives as

composers of Mass pleces names not found elsewherei Gratiosus [de Fadus],

2
"3ant, omer," Berlantus, ¥Mediolane,” and "Barbitonsoris.”

Even without the evidence of the nams, the Sanctus (No, 1) by
nSant. omer® (possibly referring to the town near Calais) would be

thought to be French because of the strongly modal rhythm still in the

Lpescriptions and inventories in Besseler, AfMM, VII (1925),
228¢; and VIII (1325), 233ff. G, de Van's ngorrection® (Monuments de
1'Ars Nova, I, iv) of Bssseler should be disregarded, for he falled
Yo soe Lhat the Gloria by "Johannes® on fol. 6v of M3 1475 and that by
#ciconia® on fol. & belong together as ons composition, as Besseler had
originally indlcated,

zLuduig says this is the correct reading, rather than "Berlant”
. or "Berlatus." (Guillaume de Machaut, Musikaslische Werke, ed. Fr.
- Ludwig, II {Lelpaig, 1928], 26.)
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menner of the thirteenth century and the conductus texture, exactly the
ssme style as that of the sarlier parts of the }Hass of Toumai.l
wBerlantus” also looks like a Prench name, and the single upper voice
renaining of his Patrem (No, 28) is indistinguishable stylistically from
the catilens-type (or duet-type) Mass pleces in Iv. {Incidentslly, this
is yet eanother example of the prectice of set’;ing the words “Patren
eemiﬁotmt‘am“ to a slightly embellished version of the plainchant Credo
GR I — a8 in Tour or Machaut!s Credo — even though the continuation
does not draw upon the chant.)

The manuseript was in the library of the Peduan monastery of

3, Giustina in the fifteenth century. Clercx has conjectured that it was

brought there by Andrea Carrara upon his election as abbot in 1398, and

that Graszicso and "Medlelano," together with two other composers found in
another 8. Giustina manuseript (Dom), Jacobus Corbus de Padus and Zanninus

de Perzga de Padua, formed a group of minor megters who lived at the court

of Franceseo Novelle C&rrara..a

lSee above, pp. H9ff.

2"?ropmi sur 1'Ars Nova," RBM X (1956), 158, Concerning
" Besasler's dating of Pad, ses below, p. 155, note 1.,



- 118 =

Grazioso da Padova

Only three compositions are preserved under the name of

Grazliosol
Ko. 16 (M3 684, £.1 and ¥S 1475, f. lv) Sanctus a 3: Gratiosus
Ko, 19 (M3 6384, £. 3; Et in terra & 3: Gratiosus

No. 23 (MS 684, f.2v) Alts regina de virtute(a 7] (cantus only
of 2 ballsta)t Gratiosus de Fadua*

The ballats was at some time also provided with s lauda text {Alta

regina e virgine beata) .2

Pirrottsa's opinion that the three works belong ‘in the second or
third decade of the fifteenth cmturys may require revision in the light
of new evidence brought forward by Clercx, who has found & document
referring to an Egidius quondam Gratiosi de Padua (¥Egidius, {son] of the
late Gratiosus de Padua") at the beginning of the fifteenth eehtury.h
If this refers to the composer, then Grazioso probably lived and worked
during the second half of the fourteenth century.

The Sanctus has an extremely melismatic top volce (the piece is

longer than the Glorial) over instrumental tenor and econtratenor. The

1‘1’h3 Sanctus 1s published in Wolf, Gesehichte der Mensural-
Notation, II/III, No, 62 (but without the end of the contratenor which
appears oa £.1v of ¥3 1473); and both the Sanctus and the Gloria in de

" Van, Monuments do 1'Ars Nove, I, 16 ff. and 21 ff,

2Pirrott.a, nGratiosus de Padua," MGG, V, col., T3.

2114,

187 “Fisshsr, aPpecentonusik ~- Trecentoprobleme," Acta, XXX (1958),
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vocal part moves almost entirely by step withinA a very narrow range: the

whole part lies within the hexachord ¢'-a', excepting only the first per-

iod, which has the tomes immediately above and below this; and the basic

line consists essentially of nothing but scalewise passages from d' to a!

or the reverse by means of small ornamental figurations repeated in sequen-

tial chains, as Ficker has obs’.erved.1 (However, Ficker's use of the word
e -

é tyariation" her;p to. describe what must bs counted a simpls stylistic limi-
tation robs tMt term of whatever useful meaning it may have remaining.)
These figurati:ons are often broken up by short rests, and together with
similar short figurations in the other two parts result in lively hocket

textures., Although the vocal part usually has these figurations mechan~

fcally in exact sequence, the other parts, especlally the contratenor,
almost always have considerably more variety by extending and contracting
the figures, changing the tonal direction, mixing two or more figures in

irregular succession, and other means of development.

Ex. 35. Beginning of Hosanna from Sanctus = Gragziose

e e g

: l“Die frihen Messenkompositionen der Trienter Codices,” SeMW, X
(1924), 5. :
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The thres-beat pattern which cuts across the duple meter, such as the
one in the above aexample, is & favorite procedure in this work.

Not all of the composition is written in hocket, of course.
Many phrases, especially those at the beginning, have smoothly maning

sequences in triplets or quadruplsts above quiet lower parts in gamli-~

breves and breves, One period is particularly close in the vocsl part
4o the typieal tripartite manner of setting a verse in the madrigals an
ovening melisma followed by a short passage of rapid declamation and

closing with another melisma {although this passage is more gondensed

than the average madrigal phrase),

#x, 3. From Sanctus (upper volce) - Gragioso
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fThe Benedietus, like the opening, begins with simple chords in
breves, Divided into three unequal periods, each complete with full
cadences on lengs followed by double bar lines, it illustrates how the
divisions of the musigs do not alweys conform to the linguistic structure

of the text, a reat(zre which is not wncommon in this periods
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breves
Benedictus qui venit, 16
In nomine. 7
Domini. 10

The following repstition of the Fosanna is marked by cues in the manu-
script.
Unmistakably Italian is the frequent alternation betwsen gsenarisa

3 a an ¥

imperfecta and octonarie in the vocal part. (The tenor has one short '

passage in octonaria.) The notation uses points of division consist-
ently, and if any gneller notes are combined in the same messure with

a "major® semibreve, the latter is always conscientlously marked with 2
downward tail, even when the rhythm would be perfectly clear without it.
This festidiousness, combined with the poverty of melodic invention, the
monotonously uniform design of the lines — up &nd down between 4t and al
w-, unrelisved — even emphasized -- by the regularity of the sequential
figurations, gives the work something of the character of zn scademic
exsrcise, correct but fussy (especlally in the numerous hocket sections).
Gragioso makes an effort (almost 2 desperate effort, one feels) to invent
oontinually new figurations throughout the plece for the sake of variety,
but sven thess tiny ideas are nearly all baged upon & simple returning-
note {igure,

The Sanctus has several things in common with Alta regina; the

ballata also is in gensria {mperfecta with several insertions of octonaria

for one measure at & time (although no signature~letters are used anywhere
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4n the part), also consistently uses points of division and semlbreves

Y with downward tails, and also is rather melismatic, even though it is

really only a modest little composition. The ballate, however, does not

have the strongly sequential figuration which so markedly stamps the 1it-
wrgieal piece,
When we turn to the Et in terra we are met with a surprise;

| except for the uss of the letter .i, (= senaria imperfecta) st the begin-

?,ning of each of the threes voices, there is nnthing Italian about the

plece, Aside from this superficlal merking, both the style and the nota-

_ tion are exactly the same &8 in meny of the cantilena-type Hasas pleces in

A;;g and Apt. The vocal line is extremely simple, rhythmically regular,

 almost entirely syllabic, moving predominantly by step within the same
narrow compass as the Sanctus (c'-a'), and the instrumental harmonic

| éceempaniment is in smooth breves and semibraves. Only the Amen breaks

_awsy from this into sequences and hocketing, but this slso is charascter-

- istic of the French style,

It i3 true that the basic melodic lines stay rather closs to

' sealewlse passages between d'! end a' as in the Sanctus, but it is not so

obvious here, and this is at best only 8 weak point of eonnection between

" the two.

The most interesting thing about the Gloria is the extraordinar-

11y continuous movement within a section, Nearly all the phrase endings
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in the vocal part (mostly followod by resta) are carried forwerd or hare
- mondeally frustrated by the two lowsr parts, e.g.!

Ex, 37. ¥rom b in terra - Oraziose
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regular cadentisl formula:

£x, 38, From Et in terra — Grazioso
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Eﬁffiee it to say that a considerable degree of sophistication is
fevealed in the variety of techniques éf;:loyed. This is a "progressive”
sharacteristic, and more French (bettens Pranco-tetherlandish) then
Itelisn,

| The high degree of continulty makes the large sections particu-

- larly oclear:

breves
I Et In terra 21,
II Gratias 66
III Quoniam 24
Anen 15

the long middle section, howsver, is interrupted four times by chords

2 long marked with & fermatsa sign: once at "agnus de-i," and later
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ghree in succession at "Qui tol-lis pecca-ts mun-di® (second time). It
must be understood that these ars not cadential points of rest; they are
quite the opposite; — for, although they rhythmically break the flow,
harmonically they are chords of tension by the gtandards of the fourteenth
eentury:s three sre sixth-chords and j;he other is a minor triad with the
third on top, (The counterpoint makes it seem unlikely that the third
wes raised in accordsnce with the practice of musics fieta.) It has been
observed earlier that the use of such fermenta-chords is characterigbic
of Freach Mass piscea.l In this particular case they serve to exaggerate
the rhythmic motive used with "Cui tollis peccata mmdi? when these words
are repezted in an mctended passage based almost exclusively upen an

anpaestic rhythm which begins shortly before the words first appear:

Ex. 39. Froam Bt in terra (upper voice) -- Grazloso
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l&beva, pp. 668 1 can find mo Justification for the claim by

Curt Sachs (Rhythm and tempo [New York, 1953], pp. 234f.) that these
fermata-chords are Italian in origin,
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This sort of regular repetition of short rhythmic motives has only a
vegne assoclatiom with the far more noticesble sequentisl patterns in
the Sanctus, but the Amen of the Gloriz does employ a procedure quite
elose to that of the Sanctus., The top voice has & recular seqguence of
four and one~half steps on a hocket figure of the type sometimes used

. in the Sanctus, Unlike the latter, however, tha other two volces also

have regularly rspeating rhythuic patterns with minor veriants (not

melodically sequential), All of the patterns are an sven two measures
in length and occur simultansously, A comparison of the example below
with the beginning of the Hosanna in the Sanctus (Exomple 35, page 119)
will show the large difference in effect such regularity makes in spite

of the great similarity of the motives in the vocal parts, lNote the
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curious dance~like character and the literal repetitions in the con-

tratenor,

Ex, 40, Amen of 5t in terra -- Grazloso
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We havse tried to find eertain points of contact between the

Gloris and the Sanctus, but the differences remain far mores striking.
There is nothing in the Gloria which could not have been written by a

French composer, and specifically Italian elements are completely
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lacking. Had the composition been left anonymous in the manuseript, the
present writer would mot hesitate to classify it &s 3 French work,
Northern influence, suggested by the vocal melody with double instru-
mental accompamiment, is not wholly absent in the Sanctus, but there

the Italiasn elements ¢learly predominate. The astonishing diserepancy
in style between the two works tempts one to doubt the aseription of the
leoria to Graziose, but this must be resisted since our knowledgs of the
gamposer 1 very limited —- not to speak of the extremely fragmentary
ploture which we have of the entirs period -, and surely & Padusn manu-
gerdpt is trustworthy when it assigns & plece to 3 paduan composer, An
sxplanation must be sought in the supposition that the two works were

written st different periods in the composer's life, and g1l indications

: point to the 1ikelihood that the Gloris is a late work, written after

Gragioso had thoroughly assimilated the French style. It is difficult

t-e; imagine a composer capsble of the relative harmonic and formal. smooth-
ness displaysd in the Gloria later producing a plece in the somewhat
greceless style of the Sanctus, One's first thought is to ascribe the
Prench influence to Grazicso's great Northern contemporary who is asso—

clated with Padua, Johannes Cleonia, but it cannot be said that the

style of the Gloria is very close to that of the Hass pieces by Clconia

which are known to us,



- 129 -
#Barbitonacris!

This name, given at the head of @ three-part Ssnctus in the

Oxford manuseript (£. 55v. Pad No. 31), is otherwise unknown. Perhaps

an appellative become a surname, it would take the form "Barbltonsore”
in Ttalian, The genitive case may refer to the composition or, what is
more likely, it may simply be the common use of tha genitive petronymic
(like Laurentius Masij). A different (later?) had has added "ambrosius®
4n small letters in the margin next to the second cantus, so the name of
the composer nay have been spmbrogio del Barbitonsore,"

The composition is interesting snd shows, on the whole, & more
French than Italian character. It also gives the impression of being
one of the esarlier works in the repertory, perhaps as early as the first
quarter of the fourteenth century, but one must always bear in mind that
a congervative, provincial composer is likely to write in a completely
outmodad idiom snd this makes dating on the basis of style alone very
precarious,

The notation is Prench except for the markings ,q. at the begin-
ning of the Benedictus and 8 few points of division. The best falls on
the breve rather than the samibreve in both the first part of the plecs,
which moves in the old modal rhyttm and is written in de Vitry's Lempus
perfectun minimm (i.6., without prolation, corresponding to ternaria

division in Italien notation},l and in the guaternaria of the Benedictus.

1see G, Resney, A.C. Gil;les,'and J, #aillard. "The 'Ars Hova' of
Philippe de Vitry," MD, X (1956}, 29.
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The setting is in two vocal parts of the same range OvVer an
{nstrumental tenor, and is rather strange. The words are placed under
the notes with such casualness &nd inconsistency betwean the two upper
perts, with little thought of good declametion (an un-Italian traitl),
that one is forced to the conclusion that tho nmusic was hardly writtem

sith these words in mind, This impression ls strengthened by the cur-

- jous form of the work., The two sections contrast strikingly: the first

- 48 almost purely homorhythmic 4in all three parts; the second, which is

twice @8 long as the firsi, has lively figurstions in the upper voices
(Largely independent) azalnst a conventlonally amooth tenor.

A clossr lock at the two sections individually will reveal sev-

arsl other interesting featurss. The ternaria section is not only
ﬁcmrhythmic , but consisis of four isorhythmic perieds, each ending with
double line. There are minor variants in each of the three parts, dbut

the basic rhythm is given below together with the syllables of the four
periods underlayed as they appear in the top voice, (The text-underlaying

4n the second voice is close to this, bul may vary 2 few notes either way.)

wel

, ) {omitted
fourth time)
L) 20 ML 3k Dpopol 2 TR |
San~ctus, San-ctus, San~gtus dominus de- us sab-be~ oth.
gié-'nl sunt ce- 11 et ter- ra ;;;.;fi—a Tu~— ga.

In ex~ cel- sis
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The guatemaria section is evenly divided between the Eenedictus
and the second Hosanna, although there is no break between them and no
double b&r lines until the end. One is distinguished from the other
mainly by the continuous hocketing in the Hosznna, which does not appear
in ths preceding part. The four phrases of the Denedictus are not iso-
\r%nytlfmic, but they show the influence of this technigue in their parallel
construction: & chord of one measure, followed by two measurss of
descending figwration in fast motion, and ending on two chords of one
measure each., This design is slightly varied by an extra measurse at the
beginning, sn extension of ths second phrase, and the omission of the
rest of one meaaure betwesn the last two phrases, (The two lower parts

keep the motion going during these rests.)

Ex. 41, Benedictus of Sanctus (top voice) -~ Barbitonsore
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The Hosanne follows a similar plan, using as & basic pattern three mea-
sures of hocket, the last in faster motion, followed by & chord of one
measure,

How are we to explain the curious over-all effect of this com~
position? The first section, conductus-texture in modal rhythm,
is elearly in French style, the style of "Sant. omer" and
of the earlier parts of the Mass of Tournal., The second section shows
the influence of French etyle, but the figuration and sequences may be

Italian elements, The extreme casualness of the text-setting is the

most puzzling feature of all., Only the Hosanna with its long melismas

set in hocket throughout gives the impression of being appropriate. A
possible solution is that the composition 1s, in reality, incomplete
in the form ws have it, that the original Benedietus (together with
the second Hoganna) is missing. Perhaps it was never composed, or, st

sny rate, was unavallable to the copylst of Pad, and he fitted in the
words &s best he could {which was none too welll) If this is true,
then the four isorhythmic phrases of the first section would probably
have been set originally to "Sanctus® three times plus "Dominus Deus
Sabbaoth.? The parallel structures which seerisd strange before now
appear convincing; even the omlssion of a breove from the last phrase
does not seem out of place because of the new text at that polnt. The

mugic for the present Benedictus would have been intended for "Flemi
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sunt coell et terra gloris tua," and the (first) Hosanna would be in
place as it stands,

This solution, although only a conjecture, does present a far
more satisfying plcture of the combined textual-musical form. still,
one cammot escape the fesling that the two sections are so distinct ons
from the other that they hardly belong together. The two vocal parts
of equal range over an instrumental tenor fits the musical texture of

the second section very well, but it seems out of place in the homo-

rhythmic first section, snd the modal rhythm of the latter conirasts

markedly with the much freer rhythms of the second section. Contrasting
sections in different meters is an Italian characteristie {although not
sxclusively s0). Of course, we do not know if Barbitonsore was really
an Italian, but the evidence points towsrd the figure of & ninor North

Ttalisn master of the second or third quarter of the fourteenth century

who had come under the influence of French music of an earlier genera~
tion, Indeed, it 1s mot impossible to imagine that Barbitonsore took
over a French cosposition wholesale for the first section of his plece.
This somewhat reckless proposal requires an attempt at Justifi-
cation., No one is more aware than the present writer that he is engsg-
ing in the purest sort of speculation, and he hopes that it will be
taken in the spirit in which it is offered: merely as an attempt to

find a possible explanation for the incongruity of style between the

two sections of the composition, What could such a composition have been?
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Four isorhyihmie phrases of six and ore-half measurss in modal rhythm
—- it has not been mentioned that all cadence squarely on F except the
third, which ends with a weaker triad on ¢ with the third on top —:

this form looks very much like that of the Kyrie of Tournai, which has
four phrases of seven measures sach (Kyrie VI being set seperately).

But why, one may ask, twm & Eyris into ancther part of the Mass? The
reason Qrmlves a fact of great general lmportance in connection with
our study, the role of the Kyrle in Italian polyphonic composition for

the Mass: it simply does not exist, There 1s not s single example of

a Kyrie by an Italisn composer from the entire period covered by the

present work. Even &nonymous settings in Italian manuscripis are rars;
theie are only five — one in RU; and two each in the later sources EL
anci BY -, &nd none of the five seems to be Italian.}' It will bs remen-
bered that the Mass cyele in P omits the Egrie., Apparentiy 1t wes the
Itelian custom to sing it in plainchant or, & possibility that must
always be kept in mind, in improvised discant, (The esrly thirteenth
gentury Ordinal from Siena proves — if any proof were needed — t,hat‘
improvised polyphony for the Kyrie was nei stranger to the xmazxi!.nsu}.a.}2

Actually, there &re three other anonymous Kyrie settings to be found in

15ee below, pp. 364, 376ff., and 380.

2

See above, pp.Sf.The presence of "primitive” two-part Kyrie
settings in the plainehanl manuseripts from Friuli mentioned below,
Pe 3.9, may be regardsd as & confirmation rather than & contradiction
of improvised discant practice, (See the remarks above concerning the
Winchester pieces, p. &)
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an Italisn source, end one that discloses & third possibility of per-
formance of the Kyrie in Italian churches, These are the instrumental
paraphrases of the Kyrie GR 1V which are found in the Faenza COdex.l
Perhaps it was the custon to assign the Kyrie to the organ or, even more
likely, the organ alternating with plainchant or discant.

The hypothésis, then, is that Barbitonsore had a copy of & French
Kyrie for which he found no use, 8o he transformed it into a Sanctus., It

should be noted that this hypothesis does not necessarily exclude the
other hypothesis about the incospletensss e{ the work, Either ons or

the other, both together, or naither may be\%rue. In two cases the
responsibllitvy fa;- the poor text~setting ww,ld be Barbitonscret!s; in the
other two cases it woukd have to be assigned \\o the copylst. In any case,
it may safely be sald that Barbitonsore is not \xiikely 4o emerge as & fig-
ure of first imperténee in the minds of musical hi;s’eerians of the Middle

Lges,
tediolano?

The use of the name of a city alone above a composition is

‘!mmsusl At first sight ons might interpret the present example to

- mén that it is the work itself rather than the composer which is from

1’

150e below, pp. 357f.
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Milan, but this is probably incorrect. Names of cities in the eblative
case without a Christian nane and "de® to identify composers is of rare
occurrence in the musical sources, Sut ot completely lacking, BL has
ntovanio? (= Louvain) and [Johannes de] "Lymburgia®; Str has nCameraco
(= Cembrai; but the old index also uses ®Cameracyt). We may also point
out that Mod has [Mattheus] *de perusio"; and "de Anglia® is found in more
than one manuseript, Concerning the composer at hand, S. Clerex has made
reference to "J, de Hediolano ," but she does pot cite the documentary
source of that form of the name.l

The ascription is found only above 3 Sanctus in four parts in
the Oxford manuseript (£f. 53v-54, Pad Ko. 27). The plece carries no
metrical markings but it is in quaternaria division throughout, and the
only specifically Ttalisn detail of the motation is the consistent use
of the point of division,

Menifestly later than the Sanctus by Barbitonsore, this is the
first example we havs encountersd of a four-part composition by an
Ttalien. The foundation of the writing is clearly conductus textures, but
this is considerably enlivensd by continual figuration, syncopation,
hocket, and even imitation, The first problem 1s to determine how many
parts were intended for voiees. There are no striking differences in

character between the lines; the upper paris have somewhat more activity,

lnmy, x (1956), 158,
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as expected, than the lower, especially the tenor. All parts have the
text, complete in the two upper yoices and with minor omissions in the
lower ones, attributable to negligence by the copyisi: the tenor omits
the second"[San-]etus" and the first "Hosamna in excelsis'; the contra-
tenor omits only "qui venit,” Yet, the tenor seszs to be vocal like the
upper veices snd the other part, which begine agontratenor de Sanctus”
under the musie, is apparently insﬁmmental. The placing of the words
does not correspond to the ligaturesin this part, although it would not
be difficult to f£it the text to the music if the ligatures wers to be
changed. All that can be stated is that however the original may have
been, the version presented in Pad is for three vocal parts and an
instrumental contratenor.

The plece has seven sections, the conventional ones except for
the two Hosennas, which are each commected smoothly within sections

beginning earlier. Each of these sections begins wlth sone variation -



