CHAPTER IV
CICONIA

There is general sgreement among students of the late Middle
Ages that Johannes Ciconis was the most importsnt composer in Europs
between YNashaut and Dufay, Only one other musiclan may be considered

hs rival = John Dunstable =, but the Englishman is much closer to
Dufay's genaretion than he is to Ciconis's, (Although the three mas-
tars were born ahout thirty years apart, there are forty-two years
betwesn the deaths of Cloonia and Dunstable compared to only twerty-
four bstween that of the latter and of Dufay.,) Ciconis was not
Italian, of course, but he played such an important role in the music

of the peninsula that any account of it which did mot include the
Korthern master would necessarily be incomplete,

The musicologlical world has awsited with interest the long-
announced publiecation of the full-scale study of Cieconla by Suzenne
Clerx.l Meanwhile, some of the results of her archival ressarches have

been available in articlea,z from which the following blographiecal

in musieien 14320018 et son £empaz Johennes Ciconia {1340-1411).

2“Johannes Ciconia de Leodio," Report of the Vth Congress of the
International Musicologlical Society, Utrecht, 1952 (imsterdan, 1.9555 »
"Johannes Clconia théericien,” Annales Nusicologiques, III (1955), 39ff.;
"Propos aur llars nova; II: Guestion de chronelogis,” REM, IX (1955),

L7128,

SO T
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sketch is drawm.

Born sometine sbout 1335-1340, the composer was very probably
the son of Johan Schuwangne {Prench: Cicogne), & furrier in Lidge. In
1350 he was & elerk 4n the service of Aliénor de Comminges, vicomtesse
de Turemme and niece of Pope Clement vi. The young vicomtesse resided
in Avignon, snd it ig there that Ciconia must have received his first
musical formation, In 1358, he entered the service {along with four-
teen clerks from 1,48ge) of the cardinal Gilles d'Albornoz, the pspal
legats in Italy, and very likely followed the cardinal in his extensive
travels throughout the oemt;ry (Milan, Verons, Padua, Florence, Pise,
Luces, Faensa, Cesens, Forit, Kaples, Bologns, &nd Viterbo) until his
protector!s death in 1367. In 1359, the cardinsl had requested from
Urban V & canonicate at Saint-Jean 1'Evangeliste in Lidgs for Clconie
—— who already held two prebends at Liége churches =, and he received
it in 1362, Meanwhile, he was made a canon &t the Cathedral of (esens,
which position he had Lo resign before accepting the appointaent at
saint-Jean.

Ciconia returned to Lidge in 1372 and remained thers, living in

a cloister house of Saint-Jean, mtdil 1401, He must have been in con~

tact between 1360 end 1397 with Francesco zsbarella, celebrated professor

at the University of Padus, for he dedicsted to him the rotet Ut per te

oznes, written during this time gecording to ClercXe He was still in
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Lidge in 1400 when he wrote the motet O felix templum for the new bishop

of Padua, Stefano Carrara, Clerex surmises that these were acts of can-
didature for a position in Padua, since politisel svents wers making it
necessary for him to leave Lidge, Zabarella obtained for him a cancn-
icate et 5. Blaise de Roncaglia near Fadus in 1400, and Ciconia settled
in that eity during the winter of 1k02-C3, He was a canon at the
cathedral in Padua from 1403 antil his death in Decenber 1511,

sside from the above-mentioned O felix templum of 1400, only

three other compositions ean be dated with any certainty: ths motets
Llbene misse celitus (for the new bishop of Padua, hlbano Michiel, in
1406), Yenetie mundi splendor (for the doge of Venige, Mischiel Steno,
in 1406), end Petrum Harcello Venetum (for Albano's successor as bishop
of Padus, Pietro Xarcello, in 1409). Besides his compositions, Clconia
has left us the thearetiagl writings Hova musica and De proportionibus,
the latter an adaptation and expansion of ths third book of the former.

inother treatise, Je arithmetica institutione, is lost, Only De

proporbionibusg was kxrown very well in the rifteenth century; it exists

today in three manuscripts. (The proportions are discussed mainly in
reference to intervals rathier than raythme.) One is disappointed to
jearn how little of interest and originality may he found in the writ-
ings of this eminent composer. The Nova nusica, paradoxically, is
really only & long saries of referencea to the woriks of Pythsgoras,

Ptoleny, Aristoxevos, St. hugustine, Boethius. 5%. Isidore, St. Bermard,
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and Remy d'Auxerre, Among the more recent authors, Ciconia knew the
works of Franco of Cologne, Johannes de Murls, and ¥archetto da Padovs,

It may be added that Ciconia must have known personally Prosdocimo de

Beldemandis, who was active at the University of Padua during Clconia's

stay in the clty,

Like the important masters of every epoch, Ciconia wrote in vir-
tually every musical genre which was cultivated at the time. Known todsy
ere ten Latin motets (a1l in BL with & few concordances in O end BY) —

not counting the doubtful sttributicns of two motets in Pad p* and one

2
in Krag ==, & Latin canon (¥od), two French chansans (Mod and Pad B),

four Italian madrigals (den), nine Italian bellatas (Perma, PC, Pz, Dem,

i R R s A s

Men, P, Pad B, RU,, with xaybosrd entsbulations in Loch and Bux) =
again not cownting three doubtful ballatas in }an and Dom ==, and ten

gettings of parts of the Ordinary of the Mass (8L, O, Krss, St P,

lSee D. Plemenac, "Another Paduan fragment of trecento musie,”
JANS, VIII (1955), 165£%. (Description, inventory, and study of the
manuseript.)

28@3 below, p. 230f.
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*

1
Ir 87, Pad A). It almst goes without saying thet a considerable nmum~

ber of seculsar French pieces must have disappeared.

2
hltogether, thers are eightesn copies of the ten ¥Mass plieces:

2
Bt in terra 3 (+ 22?) Padh No. 5 (MS 1475, ££.6v and &)t
Johannes,/ Ciconia (all voices incomplete)
Et in terra ... spiritus et alme 321-22 O No, 240 {ff. 101v-102):
M. Johannes, Ciconia.
Patren 32 * 22
Jo ciconle

BL No. 5 (old Nos, 6~7, ff. kv=6)s

l?wmutsanpnbushedinmdmm,?o ‘ 38008,
pp. 180£f, and 243ff., and one in Clerex, Annales Musicologiques, 1I1

(1958), 67ff. One French virelal is published in Apel, French sacmm;
musi¢c of the late XIV eent_zwiz, No. 66, For a listing of the edi

of the I an works, see Fischer, Studiem sur i enischen Musik. .

. . ey Bos. ¥ 11, 51, 114, 164; B 32, 4%, 65, 73, %, 121, 187, 20,
318, 234, 300, 347, Descriptions snd inventories of manuscripts which
have mt yet been cited: BL: G, de Van, "Inventory of manuseript Bologna
Liceo Musicsle & 15 (olim 37)," ¥D, II (1948), 231ff,; BU: H, Besseler,
"Phe manuscript Sologna Bibliocteea Universitaria 2216," ¥D, VI (1952),
39ff.3 Ot G, Reaney, "The manuscript Oxford, Bodlelen Library, Canonicl
¥isc. 213," ¥D, IX (1955), 73ff.3 St. P: K. Szczeparfska, "Nows frddlo
do historji muzyki Sredniowiecznej w FPolsce,” Ksigga thowa ku czel
Profesora Dr. Adolfa Chybifskiego (Krakew, 193C), 15ff.3 Ir87=92: G.
hdler, et al,, sechs Trienter Codices; Erste Auswahl ("Denktiiler der
Tonkunst in Oesterreich,” Jhrg, VII Leipzig, 190C]); Yan: N, Pirrotta,
"Il codice di Lucca, 1." ¥B, III (1949), 119ff,; Dom: H. Besseler,
studien sur Musik des Mitltelalters; I: Feue Cuellen des lh. uwd begin-
nenden 1%, Jahrhunderts," AfMW, VII (1925), 230; Ped B: ibid., p. 231;
RU,s J. Wolf, Geschichte der Vernsural-Notation,I, 192 {concordances in
pesassler, op. cit., p. 242, note Ly PC: (fols. l-42v:) D, Placenac, “A
reconstruction of the French chansormier in the Biblictecs Colombina,
Seville," I, YIXVII (1951), 50Lff,; XXXVIII (1952), 5If., 2450{ .3
(fols, 43-60v:) Wolf, op. cit., pp. ZALff. (incomplete); (fols. 61-68v)

Besseler, op. cit., pp. 232f.,; Bux: R, Eitner, "Das Buxheimer Orgelbuch,”
Monatshefte £ Musikgeschichte, XIX (1827), Beillage 2, 1{f.; Locht
K. fmeln (ed.) Locheimer Liederbuch und Fundamentum Organisandi des Conrad

Paumenn (Berlin, 1925), 1ff, There is no published inventory of .

2_9_ Nos, 24,0 and 242 are published in vsn den Borren, Folyphonis
sacra, pp. 82 ff.; Fo. 242 slso in A,T. Davison amd ¥, Apel, Historical
Anthology of Husie, I (rev, ed.; Cambridge, ¥ass., 1949), Xo. 55. TIr

Tos. 31 and 32 are published in R, Ficker, Sicben Trienter © dices; Frenfte

Luswahl ("DenkmBler der Tonkunst in Oesterrelch,” Jhrg. I [Bd. 61;
15247), pp. 1f. end 3ff.

3
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Bt in terra ... spiritus et alms 4% + 22 I No. 4 (old Nos.
W5, £f, 2v-i): Jo. cieonie

Bt in terrs A2 (2° intro.) BL Ne. 74 (old No. 97, ff.
M%v-9%6)t Jo ciconie

St. P Mo, 8 (£f. 15v~16):
Erag ff, 196v-197: 0. Ciconie

Patrem 42 (2% intro.) St P No. 5 (£f, 9well): me——emm
Eras £f, 02v-2041 0.K, Clconie

Bt in terra 3° L Fo. 7L (eld Nos, 92-93, f. 90v-92): Jo Clconis
TRST No, 3 (ff, 52v=53¥)1 =

Patrem 33 No. 73 (old Kos, 9%4~%, £f. 92v-95: Jo tizonie
87 ¥o, 32 (£f. 53v-55v);

Et in terre 3 EL No. 149 (old Neo. 18, f£f, 161v-162): Jo clconle
Q D No, 242 (£f. 103?-10&5 ¥, Johannes Ciconia
St P ¥o. 15 (f. 25)8 oo
Eas If, 192v-1931 =—mwmww (different coniratenor)

Patren 3% EL No. 150 (old Nos. 185-186, £f, 162v-164)1 Jo ciconis

1
Looking over the Gloria in Pad, written for two high voices of

equal range over an instrumental tenor which moves smoothly in breves
and semibreves, one is reminded that Ciconia spent some early years in
Avignon, The style is close to that of many of the duet~type Kass
pleces in lv and Apt: a flowing, scalewise motion in the wpper partis,
mostly in semlbreves and semibreves plus minims in imperfect time with
major prolation, Both voices pronounce the words at the same time, and
the declametion unit is the samibreve; very raraly does the minim take
a syllable, The charactsr of the piece is modast and rather conven-

tional, and gives the irpression that it nmay be one of the composert's

L30e sbove, p.1ll4 note 1.

e
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sarly works.
About one quarter of the musie has been cut off of fol, év, end

fol. L 1s deteriorated and sometimes illegible; but emugh of the sompo-

sltien remains to give a good idea of the style, and the formal sections

are clear,
broves cadence
Et in terra (22?) 187 G
I Laudamus ‘18 G
II Gratias 45 ¥
111 Qui tollis 30 (approx.) [D? A?]
IV Quonimm Lb F
Amen 277 r

As nearly as one can determine from the fragmentary evidence, the
MQ&tmpartG¢mtehsvethelmgmmottho introduction in

wison(l).

Ex. 65, Opening of Et in terrs,
Pad Ko, 5 = Ciconis
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Although an opening by one cantus part alone ié occasionally used in this
period, to my lnowledge the writing of a unieon opening like this in two
separste parts is nowhere else to be found in the French or Italian rep-
ertory; but English music of this period sometimes employs a similar
pmedm.l It is almost certain that the tenor did not enter until the
beginning of Section I, There are four successive chords of & long
marked with fermata signs at the words "Je-su Chri-ste" (second time),

The Amen has the usual hocketing and close imitation with fast, short
little patterns. A feature which can be observed in all of Ciconia's

music is the strong sense of tonality which psrvades the texture,

At least twice — 1t is impossible to say if there were other

places becazuse of the fragmentary condition of the copy —— the tenor has
rests written out for s few measures while the vocal parts carry on
slone. Unfortunately, in both of these places ("Domine deus rex celestis®
and "Domine deus agnus dei") the second cantus is missing either com-
pletsly or almost so, making it impossible to know what the counterpoint
was like in those passages. There are two or three almost illezible
notes at the end of the first passage, just enough evidence to show that
&t least in one of the two places, the voices were not in unison.

The alternation of passages for the two upper voices alone with

passages for all three parts 1s one of gseveral charscteristics which

lSee Bukofzer, Studies in medievel and Renaissance Music, pp. 183f,
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the treped Gloris Q Fo, 20 has in common with Pad Ko, 5. It has already
been stated that alternating sounde-complexes are found in meny composi-
tions by Northern composers in the early fifteenth aantm'y,l and, as we
shall see, it was also widely used by Italiens, Wheress the dust pas-
sages in Pad No, § are (spparently) somewhat ircidental and carry no
specisl markings in the manuscript, the alternstion in G No. 240 (as

well as in two other Mass pieces hy Ciconia) is much more thorough-
going, making it a central stylistic festurs of the piecs. The various
ssctions in Contus I oarry the markings dul and ghorus. We have dis-
cuazed osrlisr the significance of these markings in the sources of this

period snd arrived at the conclusion that "chorus” does not have its
modern meaning, but rather that it 1s merely & cus to indicate that the
lower parte of the composition are present and the instruments are to

play.z Since none of the composers who used this technique can be showm
to be of sn earlier generation than Ciconis, Sesseler may well be correct
in surrising that he was the inventor of the chorus-duo 5.&9:1.3

Xorte decided that the elternation in Q le., 240 does not eppear

to be designed to give any particular larger form; 1t seeus 0 meraly

l}‘a;;e L9.

2

Pages 69 ff.

%ohannea Ciconia Begritnder der Chorpolyphonie,” Attd del

Conzressoe Internazicnale di Musics 3acra, 1950, ed. I, inglés (Tournai,
1952;, p. 283, The present writer, of courss, does mot accept the main

thesis of this articls.
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, 1l
be used for iiself alone in & long series of dontrasts, Nor does it
have a completely consistent relationship with the trope; the liturgi-
eal text occurs in both dul and ghorus sections, and the trope only in

the dul sections, but with the single exception of the phrase "Ad Harie

gloriam.”
_;d_\y._: breves chorus breves
Bt in terra 13 F Leaudamus 26 G
Domine deus 13 C pomine fili 10 A
Spiritus et elme 11 G  Domine deus agnus 10 Gg
Primogenitus 8F GQui tollis...Ad marle gloriam 5 113
Lul sedes 12 ¢ Quoniem B8 G
Mariam sangtificens 5P Tu solus dominus 6¢C
Mariam gubernans 6¢C Tu solus altissimus 3 Dg
¥eriam coronans 6¢C Jhesu xpiste 19 F
Amen 15 ¥

Ths secuancs of cadences seems to be planless if we look at this scheme;
but 2 closer examination of the music shows & less obvious but quite fim

principle to be at work which does give a formsl cohesion to the compo—
sition and slso is connected with the dui-chorus alternstion.

In order to underatand the organization of the work it is neces-
sary to appreciate the nature of Ciconia's manipulation of tonal forces

and how it relates to his characteristiec tenor technique. Korte has

stressed Ciconlats way of building a tenor from & ngiructural kernel®

2
which pervades the entire form. Although it may be analyzed in melodic

lstudie sur Geschiche der Musik in TtalisN.ess Ps k7.

2

op. £it., pp. 23f, See also the analysis of the tenor of the
Gloria Tr No. 31 in Korte's Die Harmonik des frhen XV, Jehrhunderts in ihrem
7usammennaPg mit der Formbtechnik Vinster; 1929), pps S1If. and
Lppendix 5a.




gorms, it is really the result of harmonic or tonal thinking, something

. sesily gresped %y the ear to replace the old complicated isorhythmic

structures with a pleinchant cantus firmus in the tenors which appealed
more to the intellect than to the senses. These "kernals” wesre often
tetrachords or pentachords centering upon the important tones in a mode,

In the present case the formula is bvasically & scale from f' down ‘o g,

often recurring in another form as 4! down to g.

i i 1it |
£ (o) (4') ot beflat 8 g | d' o' b-flat 2 g

_ This g-goal is invarisbly & cadence, emphasized by the same or very

similar cadential formulss in the upper parts,

£x, 66, From Et in terra, O Ko. 240 -— Ciconia

ISt
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The low £ is reached only three times before the two final sections,
’Both of these sections begin with the usual f' to g pattern, then care-
~ fully prepare & second phrase which leads the scale down to a terminal
f. The whole tonal effect of the piece is that, in retrospect, the
constantly-recurring scale down to g is incomplete; when it receives its
resolution, it marks the end of the main pert with 2 feeling of grest
finality.

The way these G-cadences are used determines the over-all formal

plen, The dul sections sre written in very shori phrases with frequent

'tﬁapc on & variety of tonal degrees and seem to be used mostly to pro-

vide tonal and textural contrsst. The chorus sections usually have two

or more cadences, and a feeling of larger sections is obtained by having

& greater emphesis upon those on G at the end, The dul sections, very

loose and free in construction, are paired with and introduce the chorus
sections, which keep returning often to the same cadential phrase, Thus,
the basic patterm is 2 recurrence of the formula: freedom - stability.
At Section IIT the alternation becomes twice as fast (and hence twice

38 many sub-sections to meke up & large one) to accomodete the brief

phrases "Mariam panctificans. Tu solus dominus, Harism gubernans,”

ete. In the acheme below all the cadences are given, Those wnder-
lined are in the dul sections and the letters in parenthezes are fermata-

chords of a dotted breve (which are not cadences ).



breves
I Et in terrs GFGGCT 39
II Domine deus rex ELGA % co Ly
II1 Primogenitus LFEGCF GSB AQ 10 53
IV Mariam sanctificens FC ¢ (93) g G(C%)(G 134 L7
Amen GF 15

It will be geen that the fermenta-chords at the end, sspecially the least
ene, which is the corwentional penultimate chord for F, serve to give &
strong pull toward the resolution of the tonality in that key., They are
set to the words *Cum sen-cto spiri-tu,” but thelr motivation seems to
be more harmonic-ional than textusl, This is sven more probable in the
two other places marked by fermatas, What non-wusical rezsons would
lead Cliconia to particularly set off the words "orphano-rum® and
Yaltissi-mus"?

The dul sectiins are almost purely homorhythmiec in a smooth,
very consonant counterpoint. Ain exception which has somewhat more

rhythalc freedom i3 the section constructed out of simple voice-

exchange ("deus rex celestis" = "deus pater omipotens”), Ivery one of

the final cadences in the dul sections uses & hemlola~like pattern with

e
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the identiesl intervellic formuls: l-3-1 (or 8«6-8),

Bx, 67. Frem Bt in terra, O Ho, 240 =~ Clconis

o e ORIt A TGRS R 0E T T = e e o e v e e s e e
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Pﬁ-mo- ge-ni Fos ma-ri- € Vu»—gl—m ma- tms .
B — S e s . s — o m—
i 1 . N 5 ) 1 } 1 1
| T 4 - o R
{ P»i-ha-ge--i-‘tus ma-ri-e v‘n-g;‘ﬂm me - Tris.

Unlike Pad Ko, 8, uo rests are writtsn in the tenor for thess dul sec-
tions; there are mersly text-cuss for the sections in which the tenor
is to participate, This is the more usuzl practice for such plecss in
genersl in the sources of the peried.

Other features that 0 Ko, 240 has in coreon with Pad Ko, 5 are

the emcoth, flowing lines, the siemltaneous pronunclstion of the words,
with sexdbrsve snd breve as declamation units (sometizes minim), the
lack of extended mellsmas, ané the nesr-homorhytls. There is a brief
hocket passage at "tibi propter magnsm gloriam tuam® and the usual

1l
hocketding in the Anmen,

l‘fhe hoeketing in the Amen i3 formed by a little canon at
the unison between the upper parts, The presence of this canon
indicates that the transcription by van den Borren (Polyphonia
sacra, p. 85) is probably incorrect,

R
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7 All of the stylistic details which were common to Pad Ko. 5 and
| g No. 240 may also bs som in the Patren KL Ko. 5. The only 2dditional
' geatures which could be mentioned are the quick hocket~like imitations

which figure conspicuously in every soloist section except the last,

Ex, 68. From Patrem, B, No, § — Ciconis

t
: ':l r‘l
: 1 b
l" Ao T3
‘ per quem oh-ni-& - fac- ta suat,
= Wi et
’ - i = - D ¥ 1
- g
4

Wﬁm " om-hi-& -fac-. ta fyu'l’.

and the two passages which employ leng chains of syncopated semibreves
("Qui propter nos...," and Yet conglorificatur....”). The form of the

Patrem is quits different, however, from that of § Ko. 240. Here there

is no constantly-recurring cadential phrase on G or any other tone, but
& much mors relaxed succession of phrases and alternsting sowmd-types.
Two cadences stand out for their extended sixth-chord pattern in slower
movement, and this causes the form to £all into only two large sections
(plus introduction and Amen), Note the very wesk endings of the two

ehorus sub-sections before the first importent cadence!
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piatH bfms chorus: brevss
Patrem 9 G
Factorem s ¢
IEt in mim 1 G Bt ex petre 17 p2
Genitum 14 F Qui propter nos 14 031-2
£t incamatus 17 ¢ Crucifixus 2Ar
I1 Bt resurexit 13 F Et ascendit 13 ¢
Et iterum 23 F Et in spiritwm 35 F
Et wam sanctam 2P Et expecto 2, F
Amen 2P

Clercx has tried to show that the Patrem B No, § and the Gloria

H. Ko, L forn a Mass-pair which is to some degree musically unitied.l
Her proposal overlooks the fact that the Patrsm B, Neo, § has more in
coomon with O No, 240 or Pad No, § than it does with H Yo, L+ The
only detail aside from the alternation-principle common to both BL

Nos. 4 and 5 1s the little hocket-like imitation which is fownd (once)
in BL No. 4, but this is also found (once) in O No. 21;0,2 As we shall
see when we take up BL Fo, 4 in detail, this composition uses aentirely

different thematic and contrapuntal procedures from any of the pieces

l"Les débuts de la nesse unitairs zu YIVe sidcle, ot
principalement dans l'oeuvrs de Johannes Ciconia® (unpublished paper
delivered at & meeting in Certalds in the sumer of 1959), pp. Lf. of
the typswritien copy. I should like to take this opportwmity of
expressing my gratitude to M.me Clerex~Lejeune for so promptly and
generously responding to my request for a copy of her paper,

2
In & chorus section, however; see Ex. 66, p, 205.
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discussed thus far. Poz: the moment, however, we may merely campare cer-

tain obvious facts about these thres pieces:

H No. 4 H Fo, 5 0 Ho, 240
number of voices 1;24-22 32-:-22 320-22
meter frequently changing 6/8 throughout 6/8 throughout
node D F(b-flat in P(b=-flat in
tenor tenor

It 18 evident that m one would think of pairing BL Nos, L and §
if they had not already been paired in the manuseript. Such groupings in
H,, however, carnot be tsken as very importent, It is well known that

the compiler of EL arranged the Ordinary pieces agccording to Mass gycles

and Mass pairs whensver he was able to do so, often grouping together

entirely unrelated pleces, occasionslly even by different composers,

(Thus, the presemt Glorla Ne. 4 and Credo Ho. 5 are groupsd with an
anorymous Kyrie and a Sanctus-Agnus pair by Amold de Lantins to form a
complete Ordinary cycle.)

There are even [airly close correspondences belween certain pas-
sages of O No, 240 and BL ¥o. 5, something which cannot be sald for EL

Ko. 4 and Ne, 5, Note the simdlerity of the tenors in the [irsi phrases
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Another passage is more obvious:

Ex, 70, From a) Et in terra, 0 Ko, 2i0;
b) Patren, EL No, 5 — Ciconia

O:J' k L
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Jogs this, then, make Q No. 240 and BL No., 5,a consciously unified pair?
More far-reaching conclusions than this have been drawn by sowme commen-
tators from less evidence than that offered above, and the present case
may be an object-lesson in cautien when dealing with questions of "inter-

relations," Mass "pairing," or "parody." What is apparently the same
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pagsage as that in the last example is alse found in the fragmentary Et in

terra Pad Ho, 5, (Compare especislly with Q Ne. 250),

BEx, Tl. From Et in terra, Pad ¥o, 5 — Ciconis

: b #
| bt DR s e e E— ———
: - T : ol —

Qi Tl-lis pee-ca- ta

: 1’ - [} \ 1 1
i \ P’;L{_‘_FF } . } 1
i 1 ¥ T Hoo:
. |8 q-—‘\_--———‘-"’—llll!ﬂlb{gi‘—-—t_——_
| [ . r ) .

[ tol-lis ]
1'\‘\—‘ PYI S B

Tae [—| . | N N

2 v > l‘ Iﬁ]‘ 1‘
1 ‘*i‘—é' I B O § 7’
Ll } T T 1}

#1180, the opening of the Patrem Bl Ho. 5 is largely the same as the




passage

»

leading up to the four fermenta-chords in Pad No. 5.

Ex., 72, &) Beginning of Patrem, BL No. 53
b) froe Et in terra, Pad No, 5.-— Ciconia
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cadences on F in all three pleces,
question of the

desling with & simple tpair," because we have three
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» correspondences could be nentioned,

such as the important

byt emugh has been shown to raise the

significence of these interrelations, Obviously we are not

interconnected plecaa.

Then, perha.s, we may spesk of "parody," and try to determine which plece
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is modelled upon which ethe;', and in what or;ler (or, possibly, if all
thres are WM upon an unknown fourth source.) In the opinion of
this writer such a supposition is probably wmwarranted, The evidence
given above for consciously related pisces, though suggestive, is not
conclusive, and it would be prudent to withhold judgment st this time.
There are two reasons why the evidence is mot conclusive: 1) there sre
too few axact or nearly exact correspondences between any two pleces}
2) those correspondences which can be found have too much the charecter
of conventional formulas associated with a particular mode,

As an illustration of thie second point, we may compare the
last fevw ﬁcasurss of the tenors of the five Mass pieces by Clconis

which are written in the F mode, the Lhree we have been discussing plus

Tr kos. 31 and 32. It will be seen that they 2ll employ what has been
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1dentified as the "eonstructive kermel® of Ir Ho. 31s

—

et et dt ¢! g f

£x. 73, Ends of tenors froa five Mass pieces - Ciconia

Q:l.
‘ : bty Ryt
PRA no.s —t v+ Y oty 49 A-—0— e X)
LA L | 4 L4 ]
“ — - e
0 no240 e s e

important hermonic

Here we &re clearly desling with what nust be an

formula for the F mode in Ciconia's musicel language. Apparently we

should not jump to & conclusion too soon if we come across the same

lsee sbove, p. 20L, note 2.
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1
phrase in two different sompositions.

Although the troped 3t in terra EL No. 4 may not be regarded as

forming a palr with Bl ¥o. 5, 1% 1s an interesting compositlion in its
own right. Pirst, there is the treatment of the slternation of ghorus
snd unus, which is ot done in a completely eonsistent way, Of the
five soloist sections only the first is set off by bsr lines and ends
with 2 cadence of a long; this section is simply emitted in the lower
parts (i,e., like O No, 240 and B, Fo, § there are mo rssts written in).
4 Three other sololst sections end with a cadence of a breve (or note
plus rests totaling a breve valus), and lead immediately =~ without

4

llv‘c:r an anonymous Gloria which is stylistically close to Pad
No. 5, Q No. 240, and I, No., §, and which is tentatively attributed to

Ciconia, see elow, pp, 391¢,
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bar lines — into the following chorus sections.

Ex. T4, From Et in terrs, B Ko, 4 — Cicenia
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Most interesting, however, is the one case where the instrumental parts
enter at the point of resolution of the cadence in such a manner that
there is the effect of & new phrase beginning at that point; in other

words, this is an exsmple of overlepping phrases in the same parts,

which is quite rare —- if not unique — in Ciconia's music,
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{Ineidentally, the ornamented voice-exshange in the beginning of this

example is not used in the other soloist sections.)

Ex, 75. Prom Et in terra, BL Ho. 4 — Ciconia
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The simple near-homorhythm of the soloist ssctions contrasts
markedly with the chorus sections, which are almost completely perme-
sted with little figures in close imitation in the wvocal perts, Nearly
all of these imitative figures are treated sequentlially, and one of them

recurs so often (in varied forims) that it becomes s kind of refrain
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which holds the form together cuite securely.

Ex, 76 a) snd b), Two passages from Et in

terrs, DL Ko, b = Ciconia
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The different meters in the sbove szampls are characteristic of
this plece, which frequenily chanzes from one to another of three

gensurations, Both thers changes and the almost constant close imita~-
tion are purely ornamental in character -- embellishments to the melodic

lines, &s it were, rather than genuine counterpoint, This is strikingly
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manifest in two (related) places which can be interpreted in no other
ways

Ex, 77. &) amd b) Two passages from Et in terra,
g Mo, & - Clconis

|

!

. [ 29
‘:%’ M J f) \l ‘( Y Jf Y » * % Y N
% e B 8= Cd L} 3 ) 3 Y l)_ I\ & "'L_)
3 (4 W -4 v Jy Jl 17 ) 17 7l
- - & < ]
. rex ce-Jos Fis de-vs pa-ter om3i. Fo—f‘;us
o T 1) N~ ;b 4 e
¥ Y F vl i
# s F_iﬁ' .
a’) —vs ey ce-les-ti de-us pa-ter omni-pe- Tens
ol
. ¢ Tty — + } -
- —=
e L L, -
1 1 i | A
2 1 1 1 Laud
- 5 e e .
%J =
) 1 s 1 1 ! 1 1
b J 1 " 1 M § A i LA 1 R U X A 1 W &
PJ ‘l 1 1 { 1 ) S | 1 L ™
' g . R
Sus-ei-pe de-pre- Ca-Ci-0-hem ho- Steam
P T e B e L e
1 1 1 “ 1 —
. 4
6 Sus-Ci-pp dP-pre-ck-ci- o-Nem ho- STram
) o ,
Iy Y 1 x (B ! 1
I 1 1 3 ] LI ¥ ] L | ¥
» M ra BN 3 1 N
_’ [ @ XJ -~ Y e " [ o 30 bt SRS
Q. I 1 i 'y . 1 ! [
I v —+t + ¢
. i 1 '_\




Frequant imitation, sequences, changing meters —- all these are
assocliated with the Italian secular style, and ths plece is, indeed,

rather madrigslesque in charscter (but not in the soloist sectionsl).

Because of this it stands somewhat epart in Clconia's Kass production,
although 41t has a Zew things in common with the Gloris 3% P Ko, 8 and

Patrem St P Ko, 5.

Aside from those mentioned esrlier which enclose the first
soloist section, t}'&r lines are not used &t all except at the ends of
the major sections, This leads one to question their authenticity in
the first soloist section, especially since tha ghorus-phrese which

precedes this section returns almost literally towerd the end of the

piece, and there o bar lines are used s the end of the phrsse, After

an Amen of three chords there follows the usuzl arxtended lmen section

with hocketinz. (The mumbers — breves -~ underlined are the sololst
seetions and those followed by x sre the sections which end with the

refrain-sequence of Ixarple 76.)

I 5t in terra 10+ 1lx + 11 + 1x =43 DeCE WOeEg
IT Spiritus ot alme 10 # 11 + G5 415 = L3 DeDo #0
11T Gui sedes The(3-10x3+8 ¢ 8x =42 Dol 40eh
hmen I 5 D
hmen II 30 D

The tonal plan is interesting for the fact that the first cadence
in every section is on D, but this tone is not used to end any of the

large sectiors before the conclusion., There are many other lesser
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b3

cadences which are not shown in the scheme, end there i1s no doubt at any
point in the piece but that the tonallty is D, Parenthetically, we may
add that the trope is more equally distributed between the upus and
ghorus sections than wes the case in O No, 240C.

The Et in terre I Fo, 74 (= 3t P Xo. 8) has an introduction of
fifteen breves by the two high vocsl perts and these are then Joined by
the two instrumental parts for the remainder of the piece. There are
two main sections of forty-eight breves each with the tenor and contre-
tenor repeated exactly in the second ("Qui tollis..."). This is followed
by an Amen of two chords which is in turmn followed (in BL, but not in

St P or Kras) by an extended Amen section based on another repetition of

the lower voides in diminution and & change from minor to major prole-
tion in all volces sxcept iha contratenor, (The resulting 2 X 2/8
against 6/8 ie hardly noticeable due to the infrequent eighth-notes in
the contratenor; the tenor is written out in the new mensuration but the
contratenor is repeated in diminution esccording to a canon placed wmder
tihe music,) Korte's opinion that the Amen of two cnords is vocal wheress
the extended Amen is instrusental --l wa saw this double imen &lso in BHL
fo. 4, and it is not uncomuon in this period — is not based upon any
evidence and strikes this observer as doubtful. Both could have been

sung, one after the other, or — more likely == they could be given as

lgtudien zur Geschichte der Kusik in Italiem,.., p. 5C.




altsmmates, (Xote the absence o the long Amen in the two Dalish

manuscripis,)

PR

Just as we saw in the three compositions by Matieo da Perugia

which repeat the lower parta,l the upper voices of the second section

;
=
]2

R R P g

L0e above, pp., 178 ££,
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1
and the Amen are free wvariations of the first section,

Ex, 78, Beginnings of Section I, Section II, and imen
from £t in terrs, Il Ho. T4 - Ciconia

+ L s ? "’gﬁf‘_’"'—‘*jf’_“———
a P L ] A —
T T it
r ' . | ; N
' i i 1 ) .
' i 1 ' !
- L + e e T e T
= o R e
4% . - -
o 4 Y i
Tiri } 14N> TN O A ﬁ
i | I}
1 ’ ' r
} i i t §
: i : ' : : .
i ]
e
7 ! 1} ¥ IJ'L_\“\ ll 31 —.W:
T L S SR S N s P
0:d.
.’i - } —t t {
Ca.u‘fvs £ 1 ) I X g Y 3171 - —
1 . i w ¢
oot i i ! i i
AN i t i ! ] '
1 N ' i l N ' !
: Contvs - ﬁh——m‘i‘f—‘gﬁ"_—"—'—-ﬁk—ﬁ ——
: it i r L 19
' ¥+ s ¢
f f!nor — - 11 ) i 1 l: H lr } }

t
v

"‘d O~ ~ ¥ -
(‘O'\T*ﬂ- 5 I [+ ‘ l o]

[dim.%a 1n Amen]

lﬁorte {1bid.) cites two short passages of this variation and
names it =s much, bubt he atiributes the correspondence to considerations
of text at those points ("domini £ili unigenite ihesu xpiste” = "Ihesu
xpiste Cum sancto spiritu?), He seens unaware that the entire composi-
tion is constructed in variation.
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Ciconia uses the teelmicus with reedom and ease, and with frequent
volce~axchange, He seems L0 be more interested In inventing ingenious
rhythnie variants than Matteo, and in generel it mey be said that he
makes much more of the play of motives in the taxture. (See in the
exaople above, .., the rhythmic contraction of the scalewise d' - a!
in the beginnings of Cantus I or the displacement of the scalewise

b! - of imitation in relation to the lower parts,) Bullding the
melodie lines out of simple, often~-recurring motives, formed into
short, distinot phrases, and with almost entirely syllable text-
setiing, is charecteristic of Ciconia's style,

The Patrea St P Fo. 5 is in exactly the same style 8s the Et in
terra St P Mo, 8 and the similarity of the tenors, the formal plane,
and the motives in comaon leave no doubt that the two were intended as
a palr. The correspondence between the two is much closer than that
between ¢ No. 240 and BL Ko, 5. This can be illustrated by comparing
ths tenors of the S5t P pair, The Patren has three main sections rather
than two, and the lencth of each section is longer than those of the
Gloria in order to accomnodate the more extended text. Thers is no
independent fmen section in elther 3t P or Xres— even the word is
omitted at the end of Cantus I —, but one 18 led to belleve by analogy

with the Gloria that here, as there, an original extended imen section
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has beens omitted in the Polish sources.,

Ex, 79, Tenors of a) Et in terra, 3t F Ko, 8,
b) Fatrem, St P No. § — Clconia
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The strongly tonal design may be inferred from these tenors:

solidly in D with a2 modulastion to and from F in the middle, Zach main

section of the Patrem is sixty-six broves (thirty-three longs) in




1l
length, and — wunlike the Gloria — the piece moves entirely in groups
of thres or six longs (one exception: (59 longs); i.8., perfect major

mode 1s operative,
While there can be little doubt that the Et in terra and Patrem

2
in 3t P (and Kras) are interrelated to form s Hass-pair, the attempt by

Clerex to show that they are a parody of the motet Regina gloriosz is

seriously open to question, This anonymonus composition, perhaps a econ-
Wmnrmem,toj&gcfmtmmmﬂggmmga, is
found partly on the sems pages of Kras (ff, 02{203) as the Patrem,
3ince the main motive, used at the opening and many times thereafter,
1s also the main motive of the Gloria-Credo palr, |

Ex, 80, Begimning of Regina gloriosa,

Kras ff, 202-203

Clercx has concluded that the liturgical works were derived from the

motet and that Ciconia is Probably the composer of the latter, Xow,

Iolercx ("Les débuts de la messe unitaire,,.,," p, L) gives the
impression that only the (loris has a two-voiced introduction, and that
the Patrem has the unequal division 78466466 breves instead of 12+3x%6.

2
This was recognized already by A, Pirro (BL toire de la musique
de la fin du iIVesidcle & la fin du XVIe (Paris, 15407, p. 59.
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this motive is one of the most comventlonal ones of the period, It is

the one Machaut usad for his Mass; it is used in the Mass of Toulouse;
1
Cioonia used it for his motets Ut per te and { felix templum (Clerex

herself states that it is rather frequent in Ciconia's works); coumtless
other pieces use it. For this reason, aone is unjustified to spesk of
parody merely because the same motive appears prominently in different
compositions, As we ghall see when dealing with works by Zacharia da
Teramo and Bartolomeo da Bologna, true parody leaves mo doubt about the
comection betwsen pisces ~— not just motives or even entire phrases
(1n a single psrt) recur in the parody, but whole polyphonic complexes.
Even when entire polyphonis phrases are common to two pleces one must
use & certain amowmnt of discretion in spproaching this question of par-
ody, &8 we have sesn above with Fad Ko, 5, 0 No, 240, and BL ¥o. 5,
Thus, while no one could categorically deny the possibility that
the melodic material of a certsain Hass plece could havs been suggested
by a particular secular composition or other model, the connections in
such cases &3 the present one are so tenuous that the claim is ineapadble

2
of being substantiated and does not lead to very significant results,

1Both edited in van den Borren, Polyphonia sacra, pp. 180ff.
and 2,3ff,

2Clem also states that the tenor of the motet is related to
the Mass-pair but there is even less evidence for this than for the
cantus., In both the tenor and the cantus the similar mtives are
really nothing more than conventional formulas associated with the
D-mode,

e
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The Gloria-Credo peir T Nos. 31 and 32 (B Hos, 7L and 73) has
been published by R. Fickerl snd often discussed,z so 1t is unnecessary
to describe the pleces in detail. Both are for thres vocal parts in
3/k time in & nighly unified style because of the often recurring and
closely related mtinss with & great deal of imitation -~ this is the
most medern and forward-looking 1diom of the early ¢4 fteenth century.
The style is very close to that of Ciconis's motst o virus omnimods

(BL fols. 255y-256); many of the motives are the sams.

The Et in terrd has this sectionalizations

breves cadence
1 Et in terrs 29 ¢
11 Domine deus 48
111 Qui sedes 28 ¥
Amenl 18 (1) F

The long middle section is dominated by an {mitative phrase (X) which

peturns exactly three times after its first statenent and in &n obvi~

ously related form (x1) twice.

Ipenkmiler der Ponkunst in Qesterreich, Jhrg. ¢ ¥y (1924), pp. 1£f.

2Ficker, unie frithen Hessenkompositionen der Trienter Codices,”
s, X1 (1924) TLfes W. Korte, Die Harmonik des frinen vy, Jahrhunderts
sssy DPe g1ff,} idem, Studie szur Geschichte der Tueik in Italien.ss,

pp. 59843 glerex, “"Les ddouts de la mes5se Wwitaires ses” Po 5.

3’fhs gtatement of Clercx (ibid.) that the motives &re borroved
from the Gloris GR YIII is not very sonvincing. pesides, it 13 doubtful
ghat this chant antedates the polyphonic pleces. (5ee the sources 1isted
for melody No. 38 in D. Bosse, Untersuchung einstimmiger mittelalter-
1icher Melodien z1o nGloria in excelsis Deo,? Ps 90+)

boye fmen in BL has & figurated extension on the penultimste
chord compared to the version in Tr.



breves cadence
Donaine dous rex X ® a0 1l C
Domrine f£114 L4 aus 9 D
Domine deus agnus del I#* ees 8 1]
Qui tollis b A ¥
Migerere esn 4 G
Qui tollis X! var, 4 F
Suscipe 9 ace 8 F
1l

Korte's thematiec analysis giwes the inpression thai each voice has its
own organization, more or less independent from the others, and the
result is sometimes misleading., This is because he is so conscious of

the amallest elements = the motives —w, which, of course, recur in
many varied situations, It is more ressonsble to consider all three

voices together for the formal organisstion of the piece, especlally
2
since therse is so much imitation between them, His harmonie analysis

(which is based upon the melodic formal plan of Cantus I) is generally
satisfactory, but he does not always pay enough attention to the
rhythmic and metrical factors in & phrase, and sometines actually mis-

takes the beginnings and ends of the phrases in order to force them

into a particular harmonie pattem.j

lpie Harmonlk des frhen XY. Jahrhunderts,.., pp. 51 ff.,
Rellage 5a (meiodie analysis of tenor; thers are many errors in the
copy); Bellage b (Cantus Ij not always convineing; & few errors),

2
Ibid., pp. 54ff.

3330, 8,5y, his comparison of measures L-6 and 14-17 (ibid.,
pp. 59f.).
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The Patrea has & more regular form.

breves cadence

I Patrea 57 F
II Et incarnatus est 56 F
I1I Et in spiritus 82 F
Amen 22 ¥

Beyond the numerous motivie correspondences which run throughout the
plece, the music of Section III is in large part a variation of
Section II, especially the beginning and closing periods.

The Bt in terrs BEL- No. 149 (= 0 No. 242) is set for one vocal
part over two instrumental in s very simple, song-like style which pre-
sages the Dufay chanson style of about a generation lator.l Even the

form is song-like, for it is based on repetitions of entire sections:

breves

Et in terra (L +6)310
I Laudamus (6+7) =13 AeX
Gracias (5+9+7 =21 BeX
II Qui tollis (6 «7)=13 A+X
Qui sedes (5¢9+7)=21 Be+IX

Amen (7 »9) =l

411 of the cadences are on G except the first of the two cadences in the
B sections. Moreover, the particular form of the cadence at the and of
A (before X) is the same as that at the end of B, Similarly, the first

cadences of the introduction and the Amen &re the same, &s are the last

1‘For editions see above, p. 199, note 2.
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cadenses of thess two, Kone of these aadances interrupt the rhythmic
flor, howsver, except the last of each section.

Korte has presented an analysis of the work which derives the
form from an "idesl” thematic kemel in the t&er.l Although not
implausible, this is hardly so obvieus as in sertain other of Ciconia's
compositions, This "kemel? corresponds %o the G-cadences discussed

above, and it is 1li:ely that here, too, it is really only & cozmmon

formula of the mode,
Ciconis arrenged matters s0 that only very slight modificstions
2
were nesded to accommodate the new text in the repetition, It is inter-

esting to mte the effsct of emphasis given o certain words when the

musie rapeats: *Jhesu xpriste® ls set to the same musie both times it

occurs, and both maln sections end with ”patris.“a

The Patrem BEL Ko. 150 is in & similar song-like style for one

vocal part over two instrumental, and also is based upon repetition of

& saction, this time making a large A E A form,

Ttvid., po. 562,

“:ee the discussion of this point, ibid., pp. 57f.

3‘1‘he vsislon of this composition in Kras has a diffearent contra-
tenor — incidentally, with the wrong clef: it should be ¢~ rather than
¢4 = from that found in HL and U. The microfilm of 5t F which was
available to me had £, 25 :L.ssi.xg, so I was unable to collate the read-
ing found there.
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breves
Patrem 9
T Factoren (12410e6#11) = 39 A
Senitum (15¢8) ® 23 total 62 B
I1 £t incammatus ( wll) = 15

% t

1fixus \ B¥ §
B recurraxdt (71/ 2929 /p) = 37 total 66

IIT Bt in spimitum  (12620¢5411) & 39 A
Confiteor (15+8) = 23 total 62 B
Amen (4e19) = 23

The cadence of the introduction and the penultinate cadences in Sections

1, III, and the imen (total six) are on Dj all the remalnder in these

sections (nine) are on G. BEvery one of the five caderces of Seetion II
breves

is on D. The long passage of twenty-nine and one-half/without & cadence

in Section II is dus to the large use of sequences and quick, close imi-

tation — the type of texture which 1s uvsually reserved for the Amen

saction.

The mity and formal coherence of the composition does nol rest
entirely upon the large & B A plan. The melodic lins is quite ecm?

jcally restricted to only & few motives and the whole of Section I
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1

eonsists of variations of & perlod containing three eclements (4, B, c).l

Ex, 8., 3Jectien IIX (= I) of Patrem, H. Ho. 150
{cantus cgly) —~ Cicaniz
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Section II alsc uses the same technicue (ﬁith different elaments), but
nore freely,
Both Kort;ez and Clem3 consider JL Nos, 149-15C to be a "pair,”
The two works wnquestionably have meny features in common, and
together may be sherply differentisted npt only from all the other Mass

pleces but from virtually sll the remaining production of Ciconis which

Liortets analysis (ibid., pp. 58f,) is based on iwo elements
(A+B and C?) and is somowhat confusing, especially in the scheme of the
tenor and its relation to the vocal psrt. Hs did not notice that the
musie of Section IXI is identical to that of Ssction I).

Ibid., p. 56
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is known to us, Like Tr Nos., 31-32 they are almost certainly late works,
but, unlike the Ir pair, the style iz so wnpretentious that at lesst one
comnentator finde them ®dry," as if Cicania had iried to masque by con-
struction a deficlency of invent.im.l In the oplinican of the present
writer, this evalustion might — possibly — be applied to the Fatrem,
but it id4 far toe hersh a criticism of the Et in terra., (Perhaps it is
indieative of the favor in which the plece was hald st the time that
thie Bt in terva is found in a larger number of manuscripts than any

2
other composition by Cicomia), Ths common elements of the two works

are theses: both are set for one vocal part over two instrmental; both

have repetitions of entire ssctions} both are In a modest song-like

style; both are in the G mode whth b-flat in the lower vcices.s There
are several points of divergencs, however, Ko moiives are common to
both pleces. Although both are in § tonality, the ranges are differ-
ent — the Patrem lies about 2 fourth lower than the Glorias - and the
key signature of onme flat in the vocal part of the Petrem makes that
pert equivalent to the transposed dorisn mode as opposed to the hypo-

nixolydian of the Et in terra:

Iorerex , ivid,

Zinless we cownt also the instrumental entabulations of Con
lacrese bagrandone in Loch and Bux as well as the three original
versions (F, Men, and PC).

&
i

3

In the Patrsm the comparison with Section III indicates that
there should probably be & b-flat signsture throughout Section I of
the contratenor,




vocal parts: Bt in terrs Fatrem
clefs and signatures o ¢ b-flat
temsituras and vanges (blet - dn{e"} {e)g-g*(b'=L1lat)

In addition, the meter of the Gloria is 3/k wheress that of the Patrem
is 2/kh.

The Palrs Tr Nos. 31-32 and §t P Nos. 8 and § have exactly the
same tonalities, ranges, sigustures, mdes, and mensurations for both
pleces of the pair; even the problemstic Pad Fo, 5 - G No, 240 -

BL ne, 5 follow these correspondences. In addition, it will be remem-
bered that &1l of these groups had within themselves clear motivie and
thematic comections, so the lack of conformity ‘o these criteris in
BL Xos, 149-150 must be regarded as somsthing more than inconseguen-
tial, The imortant differences of melodlc matsrisl, modality, and
meter leave the undenizble similarity of the 3wn movauents to be mersly
ore of general style, and it is surely going too far to consider B
¥os. L45~L50 &5 a "pair® in the sense of a planusd, =musieslly wnified

eycle such as Tr Noa3. 11=-32 and 5t @ Nos, & and 5,

Ciconisls ¥ass production contributes greatly to his high repu-
P

tation. In fact, it plays such an importart role in his werk that one

may say bthat he is the first couposer In higtory Yo have made compozition

for the Ordinary of the Hass sacond to no other category in his whele
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eutput. Moreover, there is & righ stendard of eraftsmanship and & broad
range of styls to be seen in thess ten liturgicsl works, which fall into
four groups sccording %o technical procedures and styles. First, there
are the duet-style pieces which employ the dul-chorus &lternation, the
Gloria Pad Fe, 5, Gloria O Fo, 240, and Credo BL No. 5. The Gloria B
¥o, 4 is related to this group, but has features which set it somewhat
apart, A second group is formed by the Gloria~Credo peir in St P.

These picces ars in that specisl variation form which is an outgrowth of

the isorhythmic motet., Then there is the Gloria-Credo pair in Tr, com-
pletely vocal in & progressive, "Italiasn® style largely based on inita-
ticn, Pinally, the Gloris EHL No. 149 and the Credo L Ho. 150 are pure
examples of a kind of song-Mass of the type cultivated by several French
masters (e.gz,, Baude cordier) of the early fifteenth century — not to
overlook Ciconia's special hand in the economy of the motivic elaboration
and & conclsenese of form. More than in the contrasting pieces by FKatteo
da Perugia, these strongly differentiated types are marked with & clarity,
a boldness, & classical simplicity that betoken the leader in & fisld —

in short, these worke have the ring of authoriiy.




