CHAPTER ¥
ZACHARIA

It is a point of curiosity that the figure who must be regarded
as the leading Itallian composer of Mass music in ths fourteenth and early
fiftesnth centuries - indeed, his works in this genre exceed Ciconia's
in number -~ gan hardly be identified personally. Even his name is 2
matter of doudbt, Thie is because there is some confusion sbout the num-
ber of composars with similar names in this peried, At least two indi-
viduals can be distinguished without difficulty: Antonlo Zasara da Terame,
nemed &8s & composer in several musical manuscripts but otherwise com-
pletely unimown; end Nicolaus Zacarie, composer of a few works found in
the sources and also listed in the papal archives &3 & priest from the
diocese of Brindisi who was one of the singers of Martin V in Florence

in 142 snd in Rome from 1421 wntil 1424, and again in Florence sz a

1
singer for Su-.re IV in 1434, (He was also called "Nicol, Gechanc.")

¥any works in the sources are ascribed toc "Iacharias,” "Magister Z.,"

or other such names, and it is not always easy to decide which of the

Ganbieios -

1y 7. Haberl, "Wilhelm Dufay,” VIMW, I (1885), 453f. end L6Lff.

"ie rtaische 'schola cantorum' und die piApstlichen Kapellsknger bis zur
Mitte des 16, Jahrmmnderts,® ibid., III (1887), 220, According to 8
document from S. Maris del Fiore in Florence recently brought to light
by Frank d'Accone, Nicold was alsc & singer at that church in 1420 before
he joined the pepal chapel, I wish to thank ¥r. d'Accone for permission
to refer to the document, which will be quoted in his forthcoming dis-
sertation at Harvard University.
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Pirrotta proposes that a third master did exist, one probably earlier
than the other two; this is the Zacharias of the Squareialupi codex, and
who was probably part of a restricted growp of singers in the service of
Alexander V snd his successor John XXIII. Nicolaus (Zacerig) may have
been reletsd to him — perhaps he was his mql

gince the mattsr of the exact forms of the names is so importent,
1t will be useful to survey all of the works assigned to these composers.
Note ihat 8ll of the works in FL are wnder the neme MAGISTFR ZACHERIAS

Ttalisn secular (ballates unless otherwise clasaified):

Ferito gid d'wn amoroso 22 FL £, 1T5v

lon voler domha 2 FL £. 175y

Benche lontan mi trovi 21 FL. £. 176

Hod No. 39 (f. 22): M, Zscharias
Dicovi per certanga 2* L 2. 176
Hovit's pietade 2- FL f. 176

Cacciando per gustar -—— Al cenci 33 (eaceis)
ﬂg f. l?é?"‘l??
Wod No. 28 (£f. 16v=17)s Magr. Z

Wac (fragment of temor only):

————

Str Lo. 7 {cantus only; contrafactum: Salve mater Jesu): ——-—-—-

1u11 codice estense lat. 568...," loc. cit., pp. WOIff.; "1 codice
di Luccsy III," ¥D, V (1951), 135€f.; "Consideraszioni sul prirmd esempi di
¥iasa Parodis,® Atti del Congresso Internagionale di ¥usica Sacra, Roma,
1950 (Rome, 1952), pp. 315ff.

T T ST T T T
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Sol me trafige '1 cor 2- FL f. 177v
Hod No. 21 (£f, 13v-l4) 2%
zighari(aa);
sdded by later hand: "Zachari®
¥sa Fo, 29 (f. 6a) 31 [Magister
Gacharias)

Rosettse che non cangl 22 Han No, 24 (f. 68¥)1 Magister Antonius
Q&Ghm / [ncc} (caﬁt“ﬁ Oﬂly)
Py ff. 20v-2L:
Fe {f. 51v-53 and Flv-92:
different instrumental entabulstions)

(two

Un fior gentil 32 Han Ko, 25 (f. 78)t [ess] / de teramo
(tenor and end of cordratenor only)
Pa £f, 91-9lvi —— (ontabulation)

Deus deorum, Flute 22 No. 26 (££. 7a'~7Tb)s ¢achara / de teramo
(Latin-Italian

Amor né tossa {31) ¥an No, 27 (f£. To'):1 Magister antonius (achara /
[ess] (cartus and part of contratenor only)

Plorens rloravl 2° Man o, 28 (f. 6b-6b¥): [...] / de teramo
" (Letin~-Ttalian madrigel; tenor and ritornello of cantus only)

Claramella, me dolge 33 ¥an Ko, 30 (ff. 8e'=9a): [Magister
Antonius Cachara / de teramo]

Je suy rnavvrds -— Onaff'a 1e gusgnella 33 Ken No. 31 (ff. %a¥-10a):
¥ariaster , . . / de tarams

2
4@ ogne verto 3° Man No. 32 (£f., 10a"-1la): (acharias / de t3ramo
Kuda non era 22 g Ko, 237 (£, 1C0v): ¥. Antonius Zachara

Gie per gren nobeltd 2° O No. 255 (f. 126v): K. Zacharie

Latin bellade:

Sunite Kerissimi 3% ¥od No. 15 (£f. 1lv-12): Magr. Zachariss

lAa nearly as one can tell from & photograph, the original scribe
wrote Zachird in the staff above the music and either he or somsone else
added -a3 above the ~i, Another (cursive) hand wrote Zacheri in the left

margin,



Motet:

Leletur plebe fidelis — Pastor a Q Ko, &h(2f, 2Bv-29)s
Nicolaus Zacharie

Kess pleces:

Bt in terras h (2 intro,) B No, 17 (cld Nos, 18, £f, 14v-17)s
Z, ¥lcinslla

—

BU No. é (P. 8)3 H

Patrenm k (2 intro.) BL No, 18 (old Nos. 19~20, ff, 17v-19):
Z. Cursgor

Patrem (Ir: "dominicale,” %: "du vilage") kz
Tr 87 Mo, 149 (f£f, 164v-165 and 156): Zach, de Tersmo

B Ro, 84 (old Fo. 109, ff. 106v-108): Zacar

!

Et in terr h (9 intro.) Bl No. 143 (old Noe, 177-178, £f., 154v-
156) 153 Zacar ad ongni vento A
0 Ouakaris mgri An

St P_Fo. 6 (£f. 22velf )4 e

Zt in terrs ,53( ) HL No. 56 (old Nos, 68-69, ff, 66v-48):
Zacar foselia

Patres 33 (2) BL No, 57 (old ¥Wos. P0-72, ff, 68v~71): Zacar Scabroso
Sfe & Vorsos ——---- (fragmentary)

Et in terrs 3 HL, No. 58 (old Nos. 73-74, ff. TLv=T3)i Zacer Fior

gentil
Sie B ff, 2-2¥: -—w———=(incomplete)

Patrem 3°(%/ 422 3L No, 59 (old Kos. 75~77, ff. 73v-76): Zacar Deus
deorm

rem 3 o2 +1* Kras 7. 193v-195 (32(1)«..2%1 )1 Opus Zacharie
3L T No. 2 (f£f, 2v-4)3te2201L, Slowye szacharle rmeysche
3is A recto; {freguentary)

Bt in terra 3° L Ho. 144 (old No, 179, it 156v-157)311 2acar anglicana
St P Ho. 9 (ff. 16v-17v)37: wmeemm

Et in terra — Gloria laus 3 HL No. 69 (old Nos. 88-89, ff, 86v-88):
Zacar

RO S
g

gt

M8 O No. 72 (f£f, 37v-38v): Zacharie ...
St F ko. 10 (£, 16=19)1 wemm
Sie B f. 1wt (fragmentary)

OH Ko. 30 (f. 28v)t == (fragmentary)

SR O
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Patrem 33 (11 intre,) H. No. 70 (old Kes, 90-91, ff, 88v=%0): Zacar

Bod No, 42 (ff. 23v-25): Zaecharias
St P No. kb (ff., 6v-9):

|

2
Et in terra .., Spiritus et alme 3 EL No. 134 (old Nes. 168-169, ff.
145v-147)s K, Zacarie

Berlin, 5t. Bib., M3 Mus 40582 (2°)

Nicolaus Zacharie (inoonplebe)l

1411 of the works in FL are published in Wolf, Dis Squareislupi
, PP+ 325 £f, The caccis may be found aleoc in Wolf, "Florenz in der

. Musikgeschichte des 14, Jahrhunderts,® SIEG, III (1902) 618ff,; and W.T,

‘Marrocco, Fourtesnth-century Italian cacce (Cambridge, Mass., 1942), No. 2.

Pwo works are published in Wolf, Ceschichie der Mensursl-Notation, II/III:

Bel me trafige 'l cor (Ko. 64) and Sumite karissimi (No, 70). The motet g

« 44 is published in van den Borren, Polyphonis sacra, pp. 284 ff. Un fior

antil is edited after P& in D, Plamenac, "New Light on Faensa Codex 117,"

gport of the Vth Congress of the I . ogical Socisty, Utrecht,

52 (Amsterdem, 1953), pp. 318 ff,; and Je suy navvrds by Pirrotta in B, Li

bti, "Il codice di Lucca; II,® WD, IV {19‘50;, 151, Un flor £il, Deus

and Amor nd tosse are given in highly unreliable tm;%ﬁm by

‘¥, Ghisi in "Italien Ars-Nova mugic; the Perugis and Pistoia fragments of the

' Lucca Codex, &nd other unpublished early fifteenth century sources,” Journal
of Rensissance &rd Darogue Mueie, I (1944), suprlement, 13ff., The Patrem Tr
No, 149 is published by Ficker in Denkmfler der Tonkunst in Cesterreich, Jhrs.

- XXX (B4, 613 1924), pp. 16ff,, and the Et in terra BL No, 134 is given alter

" 4he incomplete version of the Berlin manuscript in Wolf, "Eine neus Quslle sur

' Xusik des 15, Jahrhunderts,” Juhlakiria Iimari Krohm'ille 8.X.1%27. Julkaissut
Suomen srusiikkiteteellinen seura (Helsinki, 1927), 154 ff. The last article
eitad is a decerirtion of the Berlin manuseript, which was lost in World War II
accerding to & communication from the library in Ttbingen (where many of the
old Berlin holdings are preserved). / description of the contents of the manu-

.. script which differs somewhst from Wolf's is given in L.K.J. Feininger, Die
Prilnpeschichte des Kanons bis Josguin des Prez (um 1500) (Emsdetten, 19377, pp.
22 and 24, footnote., Other descriptions and inventories: Mae: F, Egidl, Un
fremsento di codice musicale dsl secolo XIV (Fome, 1525); sse rirrotis, MU, V
{1951); 127, note 39; Str: ven den Borren, Le msnuscrii musical M. 222 C, 22
de 1s Bibliothdgue ds _troodours (Ve gidele) bruid en 1570, et rdconstitud
dlaprés wie copiz parcvielis d'Ldsonc de Coussemaker (invers, 1924); Fa: D,
Ylacerac, “teyboard music of the 1hth century in COndex Taehza 117,% Ji¥5, IV
(1951), 179ff.; see &lso his "New light on Faenss Codex 117," Utrecht Congress
Report, pp. 310-f.3 M8 0: K. Pézes, "Der Mensuraleodex des Benediktinerklosters
Sanctl Srmersmi zu Negensburz,” ZOW, Z(1927), 85ff.; 0H: w.B, Squire, "Notes
on en undescribed collection of Engiish 15th century music,” SIMG, II (19%01),
3421, (thematic index)} corrections of Squire an concordances given in K.

 Bukefzer, Studies in Medieval and Renaissance music, pp. 34ff.; Sie A: Ghisi,

! Jowymal of Renalssance and baroque Music, I (1946), 1323 3ie B: Ghisi, ®A
second Siensse frasment of Ltalisn Are move, ¥D, II (1948), 173ff. (but note
that £, 1v-2 cortoin parts of two different Gloriss; there are aliogether five
tompositions in the fragment, not three), Bukofzer ("Changing sspects of med-
leval ond Renaiszznes musis,” 13, YLIV [1952], 4) was the first to czll atten-
tion to the fset that Prearly all" of the Mass pieces in the two 3ienese frag-
ments can be identified as works by Zacharia ds Teramo. It is now esteblished

. that every one of the four pieces may be so attributed.
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In sddition to the 2bove, there are & few works which may pos=

gibly belong to these compoSers. The motet Argl vices — fom Pilemon

which opens the Aoste sanuseript is in honor of John XXIII, and a cer-
tain Nicolaus is named as the composer at the end of the text, Since
Nicolaus Zacharie ls also named at the end of both texts of O No, L4
(which is in honor of St, Barbars and was mpbrought out in haste at
Taranto"), de Van has tentatively assigned Ao No, 1 to the same con-
poscr.2 The “Anthonius clericus apostolicus," composer of the ballata
E, ardo in un fogo in Str (¥o. 159) might be intonio Zacara,3 Also,
the last work in the group devoted to Antonio Zacara in Man, Spesso

fortuns (No. 33, on the same page a5 Ad ogne vento), may be his.

Another balata in hm , Spinato intormo (Ne. 70, anonymous), quotes ‘the

beginnings, both text and music, of Rosetta and Fior gentil. Is this

the work of the composer himself or of & diaciple?l'

1"Tu cantas meledlam quae factis est conformis, Kicolas Zachariae
editam in Tarento cum festinatione."”

2“!& recently discovered source of early fifteenih century poly-
phonic musie,® ¥D II (1948), 12ff, This articie is a description and
inventory (thematic for wica) of ho. The complete texts of No. 1 are
given on pp. 5i4f.

30r it might be tntonio Romeno, Antonio da Cividale del Friuli, or
Antoneilo da Caserta. cf. van den Borren, "L'apport italien dans un manu-
serit du XVe sidcle, perdu et partiellement retrouvd, BMI, XXI (1924)
5291£,

th. pirrotta, ¥, V (1951), 139¢. Note also his remarks about

the snorymous Ahimd, per tutto 1tor (No. 56).
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Clerex has made & passing reference to "Barth. Zacharia® but does
not give the sowrce from which she takes the name.l

gince three compositions are specifically sseribed to Nicolaus
zacarie (the ballatse Q Ho. 299, the motet O ¥o. kk, and the Gloris BHL
No. 134) and, furthermore, since these compositioms have stylistic

2
festures which set them somewhat spart from the other compositions,

ons may assume thal Kicold is the composer of these thres works and few,

e attempt to determine if the great majority of the remaining works wers  °
written by only one or two separats couwposers.

There are several oo jectiona to pirrottsts thesls that the Haglster

zacharise of Fi and Yod is to be di#ferentisted from Lntonio Zscars da

—aa——

Toramo in Kan (as well as from ¥icolsus Zacarie), Three of the seven

pleces in L are found in Yod attributed Lo Magister sacharias," One of

these is ziven in an ambiguous forn in pod (both nrperariast and
nZachari®), &nd this sane piece 1s fownd in ihe midgdle of a group of
pleces in kon devoted 1o ~asars da Tersmo. Of the Iive pleces in Hed
at‘{.ri‘a\ite:} to "*i;iagism?) ~acharias? or Mazieter 7.% one, the Gloria Yo,

42, is sesigned to "oasart in ZL, @G the latter is otviously sLacara da

-

1njohannes Ciconia de Leodio,"” Utrecht Consraes Tenort, p. 7.
Could this ba the same 38 the 3artholomceus antonii who cozbined the
of fices of sacristan, magister capellse, snd palatii for Martin Vin
Constance in 14137 (See harverl, Y&, 111 (1387), Aa9.)

2 :
See below, pp. 300fF.

333@ sbove, p.243 , note 1,
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Teramo becsuse other works under this name in EL are parodies of Antonio's
seoular works, Further, Man is not consistent in the menner of presenting
the names, The full name is usually written acrosgs the tope of both the

\ verse and recto pages (where it is still legible -- in one case it is cut
off beyond recognition)., The only time that "de teramo” is omitted is with
Ro. 29, the composition mentioned above which is also found in FL and Mod,
and which stands entirely on the recto page followlng the ritornello of the
madrigal No, 28 on the preceding verso. (This verso apparently had no name

st the top.,) The sequence of compositions is given below according to the

old folio numbarss

verso recto

No, 24  f£f, lv'~[lvi] Kagister Antonius gachara [7]

£r, [1viV-lvii] [?] {?]
No, 25  f£f. [lvii¥-Niviii [?] de teramo
No. 26  ff. lviitV-1viiii (Cachara de teramo
No. 27  ff. 1lviiiiV-{1x] Magister Antonius Gachars [?]

£r, [1x¥-1xi] {23 (7]
Ko. 28 ££, [1xi¥-Jlxid [7) de teramo
Nos. 28-29 £f, 1xii'-lxdii Magister Gacharias
Ro., 30 £f. 1xiii¥-1xiv  Magister Antonius {achara ds teramo
No. 31 ff. lxiv'elxv Hagister . . . de teramo
Ko. 32 £f, lxv'-lxvi Gacharias de teramo

Thus, we see that "Magister" is used in ever; case but two, snd it
is used with both "Antonins Gachara® as well &s "Gacharias," so one cannot
attach any particular significance to the coupling of "Magister™ and
"Zacharias" in FL and Nod. (Note also that O has "X, Antonius Zsachara®

and 3t P has "O[pus] Czakaris mgri Anthonij.") Also, we see that

ngacharias de teramo" is found as well as "Gachara de teramo." There is,
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then, no resason to suppose on the basis of the forms of the names that the
eomposer of Man No. 29, the single concordance with FL and Mod, is a dif-
ferent composer from the writer of Fos, 24~28 and 30-32,

Kras makes a distinction between "Opus Zacharie™ and "0 Czakaris
mgrl Anthonij.® The first is also given in St P as "3lowye szacharie
mneysche,” "3lowye" seems to have been used as the Polish equivalent of
"Opus” in this manuscript, snd according to M. 3zcsepadska "mneysche® means
’niw“;l thus, "the younger Zacharie" would appear to refer to Nicolaus
Zacarie as opposed to Antonio Zacars da Tersmo. (Stylistically, however,
4t would appear that this plece was written by Antonio —- see below,
pp. 285ff,) In only one other case is the form "Zacharle" used without
*N," or “Nicolaus," and 2 concordance with Bl shows that Zacars da Teramo
is intended, 3Since this is fownd in the later South Germen manuseript M4 O,
which does such things as write Binchols in the form "Wintzols,® and since

the name is carelessly written by a different hand then the one which wrote

the music, one need not attach great importance to the exception.z Othsr~

wigse, "Zacara" or "Zacharias® seem to be the same composer, snd the forms in
PL ("2." or "Zacar") and Tr 87 ("Zach. de Teramo") appear to be deliberately
designed to avoid specifying the "-a" or "-ias® endings (probably because of

uncertainty — these are later manuseripts).

l.QE- cit., p. 19,

2
n~acharie® is followed by another name or word in ¥t 0 which I
unsble to decipher from a microfilm copy. It looks something Tike "merl.
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The styles of the compositions in FL and Fod are mot incompatible
with those in Man - we &re speaking of other than the concordant plece
itself, of course -, although it is likely that the two groups are pri-
marily pleces written at different times in the composerts life, All of
the evidence sesems to point to the simplest and most obvious conclusion:
there were only two composers with similar names in the early fifteenth
century, Antonio Zacharis da Teramo and the much less mpoftant and
undoubtedly youngsr Nieolaus Zacarie,

Pirrotta has given a good description of Antonlots style for the
ssoular works: nﬂnplo,_ortan in popular dence rhytims in imperfect time
with major prolation, rule and energetic, with a characteristic preference

for brief, slmost instrumentsl incislive motives which forcefully mark the

tempo. He had a liking for blszarre and burlesgus texts with humorous
1
allusions, sometimes puzzlingly obscure. One composition, the Latin

ballade Suaite karissimi, is quite unique in Zacharials production for its

slaborate display of rhythmle notational subtleties in the manneristic
style, Wolf showed in his transcription that the enlgmatic text gives

the reason for tha demonstration of technical skill., It was apparently
written as an act of candidature for some position (singer for Alexander V

2
or John YXIII, Pirretta conjectures):

o

L, v(1951), 13621,

2"11 !:Odice estﬁ‘sses'a," ;_;?__c_o .C_&!’ l%ff.
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Sumite, kariseimi, capud de REnulo, patres;
Caniteque, musici, idem de COnsule, fratres,
Et de 1wENto ventrem,

De gurgiDA pedem

De nupTiis ventrem,

Capud de (Jveque,

Pedem de leolE; milles

Cum in omnibus ZACHARIAS salutes.

The Et in terra "Micinella® and the Patrem "Cursor,” BL Nos. 17
and 18, stand very close in both gtyle and form to Ciconia's Mass pair

st P Nos, 8 and 5, All four compositions are for two high voices over

1
instmmental tenor and eontratenor; sll four heve incipits of two

voices alonej all ars based on sections which repeat the lower perts while
the upper have free variations} all are in the D mode with no key signe~
tures; all are in 2/4 time, predominantly syllabic, usually with both voices
pronouneing the words gimultaneously, but with 8 slight use of limitation,
The general character of the lines is the same, and even identical motives
are sometimes to be found in both Ciconia's and Zacharia's pieces, but this
is becsuse all the compoesitions use very conventional melodiec material,
really nothing more than typical D-mode formulas,

Since there are so many similarities with the Ciconia pair, it may

be useful to take note of the differences., First, we m&ay compare one of

1The version of the Gloria in BU omits Cantus II. In what appear

to be later insertions every time the tenor pauses for two longs & second
part is added to the cantus in white notes so that there will alwsys be

three parts sourding.
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Zacharia's tenors with those of Cieenia.l

Ex, 82, Tenor of Bt in terra "Micinells,*
BL No. 17 = Zacharis

:; i 3 PR 1 % ) WL 1 j%’ ‘i“ I% ' %‘ﬁ“
ﬂm:?:'] — — e t 1—1 S e —
e } —&— A + € — %
T 1 hl 0,/ ~
“ p Contraz— , 47—, T, T M
X L] I 1 Iy
1 I8 = - Y 1 —t . |
[} - - © t LI | ¥ ~
/')"""‘ '—_—"'.""'\.t‘\;\r—f-!.'("*’f'
4 o | H+t Y t t 3
} 1l = ‘l ‘l 1% .3 } —

Although the beginning is quite close to Ciconia's tenors emd the continu-
ation rather eimilar, Zacharia uses quarter notes (semibreves) to a greater
extent (even more so in the contratenor, which is not shown). This contrib-

utes toward the impression of casualness in Zacharia's tenor compared to the
decidedly clear-formed picture onse receives of Ciconia's (especially in the
Gloria, which is of the same length zs Zacharials), but more significant is
the tonal plani whereas Ciconia's tenor has a sirohg end simpla over-all
progression from D to F and back to D, Zacharia's tenor naéar ROVes away

from D. Like Ciconia's Gloria, that of Zacharia is construsted of two

lExO 79’ p! 220'

£
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sections plue an Amen with a change from 2/h to 6/8 time; the latter, how-
ever, has a much~eondensed version of the main sections in the Amen (in B,
but mot in BU, which substitutes en Amen of three chords) rather than an
entire aeetieh in diminution as is the case with Ciconla,

Another detail which distinguishes the Et in terra HL No, 17 from

Ciconia's 3t P Mo, 8 is that the second section in the upper voices begins

four breves before the repeat of the lower parts, omitting the bar lines

which set off the sections in Ciconia's Gloria,

Ex, 83, From Et in terra "Micinella,®
BL Mo. 17 — Zacharia

o) |
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PP e P e ] ==
—fo ihe- -$u Xpi - ﬁt |Jo-u-ue de- U 2-;‘”.‘&- i fi-liew Pg—’h—(;
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B, Fo, 18, the Patrem “Cursor® — both this title and "Hicinelle®
are of obscure significance, for the two compositions are quite unlike the
Mass parodies by Zacharia for which the secular models are known to us —,
also employs this technique of anticipatory entries for two of its five
sections, and in addition varies the repetitione of the lower parts, A

canon under the tenor explains that the rests are to be omitted the first,

third, and fifth times; similarly, certain notes (written in red) are to be

omitted from the coniratenor these times,

breves

Patrem (’22) 9

1 Factorem 43
Ir Genitum 59
11 Crucifixus 2+ 43
Iv It in spiritum 49
v Confiteor 2+ 43
Amen 17

ks in the Gloria, the Amen is a much~contracted version of the regular
sections; here, howover, there is no change of mensuration.

The sections of the Patrem have somswhat less insistence upon D
then do those of the Gloria., Each is divided into three perlods, all
veginning on D but only the first condencing on that tons, The other two
end on A; thus, each main section, Including the final one before ths Amen,

ends on a tone other than the tonle, It is clear that the combination of

this and the overlapping results in the effect of making an essentially

compartmentalized form less discontinuous, As & matter of fact, the formsl
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technique employed in E Fos. 17-18 is a strenge choice for Zacharis,
whoee natural inclination would appsar to be toward less rigid struec-
tures, to judge by the remainder of his works. One might conjecture

that Zacharia wrote them in direct imitation of the Hass pair by

Ciconia. (Thers is alwaye the possibility, of course, that the 1,7 of

these pieces is mt the same composer as #Zacar,” and that Plrrotta's
conjecture of three composers is correct.)

. Amother work written for two voices over two instrumental parts
{s the Patrem "du vilage," HL No. 84, which is called Patrem rdominicale”
in Tr. Well-known since its publication by Ficker,l the piece is one of
t.i:'ae rare polyphonic settings of a liturgical melody for the Credo. The
melody of GR I is given in a slightly ezmbellished form in the two wocal
parts, alternating period by period. BEach period consists of two or threse
short phreses which &dd wp to an average eight to twelve breves in length,
and each period ends with a G-cadencae. The part which does mot have the
cantus firmus in any given period has & rest of exactly one long at the
beginning and another at the end. The music in between these rests has no
text, hence is presumably instrumental., What one actually hears at any
particular time, then, is one part with voice plus three which are purely

instrunental. There are two exceptionsl places where both upper parts have

lpenicz#ler der Tonkunst in Oesterreich, Jhrg. XXXI (Bd, 61; 1924),
pp. 16ff, Ses his discussion of the piece in Sz, X1 (1924), l2f,
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words at the same time:; "omipotentem” at the opening and ¥Et vitam

venturi seculi, Amen" at the end.
Settings of the Credo GR I recur throughout the Renaissance with

1
the markings "du [or ®de"] vilage" and sdominicale.,” Korte is undoubt~

edly correct in srguing against Ficker's attempt to build & general his-
torical ease for the use of chant coloration in Hass pieces as a standard
tecmique in the early fifteenth century on the basis of Zacharia's
single axazple sad 1ittle other svidence.” The form of the ccmposition,
of course, follows that of the plainchant c?iginal.s
The Et in terra "ad ogni wento,* Bl Ho. 143, begins as though 1%,
too, were going to be based on & plainchant, for the incipit follows

1c. Reess, lusic in the Reneissance, p. 32.

23tudis sur Geschichte der Musik in Itailen..,, pP. 79f.

35ee the snalysis of the Credo GE I in W. Apel, Gregorian chant,
pp. HK13f.

R e
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clesely that of the Gloria GR IX.

Bx. &, Opening of a) Et in terra, H. No, 143 ~ Zacharia
b) £t in terra, GR X

1 p 2 o L T’/}“ D
75 e,ﬁ b 131
¥ - i
. . ")
Et In ter- ra pa A he - hi- hi- us
4 P ego0 \ '
" 4.3 -t hood %-' %Jrfl? ! U‘ Al re H
i e o —

Etin Ter-ra pa-x bo- mi - ni- bus

I

The continuation of the plece, however, does not draw upon the chant,
This continuation is entirely in four parts,l and the texture is constant
throughout: & basically homorhythmic foundation enlivened by conventional
little figurations, The imitation of the incipit is nowhere else to be
found, ‘vord declamation is either syllabic or only slightly more florid
except for long melismas on "bone" at the beginning and on "criste” and
*patris® at the end (plus the kmen, of course). A cwiosity is the

insertion of the word "valeamus" before "cum sancto spiritu,..”

Liarked "chorus® in BL. The markings "unus® in the two upper parts
at the last section before the Amen is apparently & mistake by the copyist.
All the parts have words in the two Polish manuscript, but the contratenor
18 textless in L.

R
2
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&t the begimning of the final main section, To my knowledge, this one-
word trope is unique,

The composition shows extraordinarily little recurrence of musical
materisl, ' Although the same brief motives are employed continually, not &
single phrase or half-phrase returns, even in & varisd form, Bar lines
divide the main body of the piece into six short sections which may be

further grouped into three largze ones because of the cadences,

breves cadence

£t in terra (22) 19 ¢

I Bone wlwntatis 2 ¢
Laudanus 32 total 53 O

II Doaine deus 37 iy
Lul sollis 32 total 69 G

III Cueniam 0 c
Valeamus cu cancto 25 total 55 c

Lmen 19 C

The most curious thing about EL No. 143 is the title, for the com-

position has mothing to do with Zacharia's ballata Ad osne vento. FProbably

& copyist erred in zssisning the name to this camposition instead of to

another ¥28s plecs — mfortunately not sxtant - which was based on the

ballate, as Firrotta has already smised.l

lngensiderazioni sui primi esempi di Missa parodis," Attl del
Congresso Internazionale di ¥uwics Sacrs, Roma, 1950, p. 316.
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The sacular models of three of Zacharia's Mass parodies have come

down to us: Rosetta, Fior gentil, and Deus deorum, The first is the orig-

inal source of the It in terra I, Mo, 56, written for three voices, all
with text, {The contratenor, however, has only text incipits for the
sections on one of its two pages in‘gg.)l Like the mdesl, which is in

two parts, the Mass plece is noted for iis low renge. Both are written

in perfect time with minor prolation and must be read in dﬁminutiun.z But,
_euriously enough, although large parts of one are esgentially the same
musie as the other, the mensuration of the Gloria is in notated perfect
znodo (2 9/8) whereas the pallata is notated in imperfect mode (= 6/8).

The prevalence of three-bsat patterns makes it fairly likely that the
original ballata was in perfect mode, or at least was irresular. However,
occasionally a beat will be added to or subiracted froa & passage taken
over intoc the Kass piece in order to make it conform batler to the neter.
(See Ex. 85 below,)
Only sbout two thirds of the ballata is taken over exactly or nearly

exactly into the Gloria cantus and tenor, &nd this two thirds constitutes

about one third of the Gloria, The remainder of the Gloria is loosely

1The same inconsistency is found in BL Nos, 57 and £9 and Kras
£f. 193v-195.

2This is corroborated by the reading of the ineipit of Rosettse
which iz quoted at the end of Spinato intorno. There it is given in
halved note values, in imperfect tice with major prolation {and,
incidentally, a fifth higher).

RIS
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related to the model by motivic consistency. The two versions of the
ballata left to us lack & contratenor, so it is impossible to know whether
this part was composed entirely for the Mass plece or was taken from some

three-voiced version of the ballata, At any rate, the general rile is
that whenever a passage fron the ballata appears in one of the outside
voices, the other will alsc appear &t the same time, so that entlire poly-

phonic blocks = phrases, half-phrases, periods, even 8 whole section —
are 1ifted out of the original and inserted in irregular sequence into the

Gloria. In the great majority of cases the passages are vii-tually




l
unchanged,

Ex, 85, From 2) Rosstta, Pz ff. 20v-21; b) Zi in terrs

—

"Rosetta,” HL Ho, 56 -~ Zacharia
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l‘!‘ranscriptio ns of passazes from BL Ko, 56 — ag, indeed, from
other compositions in this manuseript — ars offersd Wlth a certain
anount of reservetion due to the faet thet the red notes were indis-
tinguishsble from the black ones in the microfilm which was available
to me,
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In other sesss they are varied bt etill recoznizeble as another version

of the same pussags,

Ex, 86, From £% in terra "Roseita,”

H No. 56 - Zacherla

-
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At still other times the derivation is so free as to be hardly identifi-

able.,

Otherwise (very f{requently -- two thirds of

Bx, 87. From &) ;in__g_etta, E_a s, m?*?i; b} it in terra

"Rosetta," BL No. 56 - lzcheris
.
-
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the composition), merely
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the motivés are itaken out of the original polyphonic setting and devel-

oped into new phrases, .

Ex, 83, From a) Rosstta, Pz ff. 20wv-21; b) Lt in terrs
"“osetis,” BL No, 56 — Lacheria

laﬁf' 1 L{%lr\%"’\\
— — e - P
! [-tis] Jav- 4 - da -
B W -
b) A 4—*‘.‘ =
lav- v
VErE=tsiEaE

I&v- Ja- mvs

It should be pointed out, however, that the imitation of the above example
is not characteristic of Zachariats style in generzl.
Ths passage cwbted in Examples &5 and 86, especially the third and

fourth measures, occurs altogether five times and functions somewhat as &
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brie?f Mtornello, This device is very common in other of Cacharis's Hass
pisces, as we ghall see, If the original order of ﬁhe passages froa the
pallata which are used in the Gloria are given by means of Eoman nwnerals
(further subdividad in some ceses), we can ses thal the original sequence
of events is "ot mainteined. The sectious of the Gloria are marked by bar
lines in the manuscript, In Lhe outline belgw the Arabie rumerals refer to

perlact longs.

cadsnce
£t in terra I{10) .e.(14) = 24 Beflat
Gracles Vabc(fa) -.;(7) %(2) tcﬁ(Z) = 15 B~flat
Domine £i1i ...(4) IV(3) Vab{L) VI(L) =15 ¥
oul tollis II(5) .es(2) Vo'(3) ...(4) IITab(6) =20 B-flst
Guoniam ess(15) IV(3) IIIB(2) ...(3) = 23 B-flat
hmen eeo{21) TB(2) +.a(2) @ 15 Beflsat

nesides the ritornello Vab, both IV and ITTh return once each, Horeover,

other ehort passages (sll cadential) which are not 1ifted literally from

the ballata recur. Taking account of &1l of these recurring passages,

this scheme results (Vabsiab, IV=D, IITbsi):

Et in t3.’f’f& sr s & s f'-. s B
Gracias Rab .., B'. 0!

Domine £111  CD Fab® ...

{»‘ui tallis C‘ 209 ;{?;b'iu"' -: av®
cuanisa . ess CVD LD AR

Amen ees bD!

The stvle is strongly tonsl, and the tenor has slmost the character

{as well as the range) of & base part from & later period, with frequent
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skips of fourths, fifths, and cctaves., The most strikdng detall about the
nRosetta® Gloris, however, is the begimning of the tener, which doas mot
lesve the repeated tone £ for six perfect longs, This is taken directly
from the begiming of the ballsta, and would certainly be {dentified by

snyone who hacd heard the secular plece,

Ex. 89, Opening of Et in terra "Rosetta,®
HL No. 56 — Zacharis
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Et 4 L 4 in
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L 8 Iy o 7 D
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Et in

Although the ballsta Fior gentil, like the it in terra "Flor gentil,”
BL No. 58, was orisirally written in three parts in Lan, only the temor (not
the cantus, &3 indicated by Ghisi and Pirrotta) and the second hali of the
contratenor remain., 3y analogy with the other parodies, howsver, we may
assume that all three parts are taken from the ballats whenever a passage

occurs almost unchanged in the Gloria, Unlike the Zt in terra "Rosetta,”
here the entire bellata is utilized in the liass piece. This accounts for

sbout two thirds of the music of the Glorial
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3t in terra I(18) I11u(3) Ie(3)
Benediciaus te VI(3) +ee{22) 1IIB(3) Ie(3)
Doxine fili vee(8) IX(7) s siB) IIIb(3) Ie(3)
Qud dollls,..suscipe IV(14) v(s) Vieb(5) IIIv(3) Ie{3)
Cum sancto seel9)

Amen Idte(5) Idte(5) ves{2l) -

The ritornello idea is prominently employed in a much more obvious
way than in the previous Gloria. It is taken from two separate passages
{IIIb = messures 25-30 followed by Ie = Beasures 13-14) in the ballata which

are joined together to form & cadence followed by a connecting passage.

Zx. ¥, TProm Et in terra "Fior gentil,®
Bl Ko, 58 == Zagharia

| - Q:J. - :
1 £ ] \1 1 ,.# -3 - r- 7
, { —n T xntt+—t— 1- 4 1 ——
R ST = SR rE ==t R S S s —— =
1
lav- da- mos te e be-
- Dy — X >ty e :
Tenor i }'C s ! —
. L v
g 4, ?lu— da- mos |Te
{
h\q N - p
Vil —as ¥ Y S W e & S 101 i -] HL }
Contra.f o e — : - Y:J - - ,:itﬁ«* E'i ‘ ol
{ " Ll ‘ ‘v_""r'*” ‘4t— 4 3-3 L J
‘u.v - Ja— hvs ‘f‘( bf - ne- J,' -&1-

Since the cuuposition is highly continuous with no sbvious important

cadences ,l this ritornello (Rab in the outline balow) serves to divide

]’;-Io bar lines are used in Sie B except bafore and after the Aman,
The bar lines found at the bottoms of fols, 7lv-72 in B, (before "Qui
tollis.,.suscipe” on the following frlios) are apparently erroneous,
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the form into sections,

breves
Et in terra ’ ves Rb .44 Rab 23
Benedicimus te AB ,,. Rab L2248 =34
Domine £ili eee A' 444 B' ,,, Reb A3+«rh =27
Qui tollis,,.suscipe «ss A Rab  LisBs5eH =32
{wr sancto s 10

Amen ese Rb 4.0 Rb eve o A

Every one of the twelve cadencee indicated is on G mept one, which iz on
4 (the firet of the fourth seetion). The ritornello cadence has been shown

sbove, It is not s very strong cadence because the tenor is omitted and the

penultimate leading tone sixth-chord is very short, The A cadence is also

of the conventional sort with a sixth expanding to an octave between tenor



and cantus, but all of the other cadences are weak and irregular. (Xote

also the divided contratenor st "patris.")

Ex, 1. Cedences from Et in terra “Fior gentil,”
H. No, 58 — Zacharia
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The behavior of the contratenor in these examples is typical of the

piecer it is usually below the tenor (which is pitched rather high) and
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acts like & bass part. This is quite unusual for the eerly fifteenth
century, and unique in Zacharia's prodmum.l

Fior ggﬁlu-uwullastheﬁloriabudupmit-is unusual
for other reasons than the bass-like contratenor. The opening is in

strict imitation,

Ex. 92, Beglnning of Et in terrs *Flor gentdl,"
& Bo. 58 = Zacharia

melodic lines mekes it seen ualikely that

lrne character of the
e g oont rely mislabeled.

the tenor and contratenor are me

cunisat Rt A b
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although imitatien is used very little thereafter. Kote, however, the

stretto and hoeketing of the following passage.

x, 93. rmnmtm'ﬂwamm,'
EL Ro. 58 - Zacharia

(&n’TUS

eror

(ot ' ¥ e

j Coh.h" -.J._,__J/,__, —4 - ‘V“ V I‘ !" — ll D 1') 174 }.
. te 8],- rifi-ta- mus ) te gra—fbas

Both Rosetta and Flor gentil have gtriking openings and sach has

s very individusl flavor, They must have been famous compositions, for

gurely it is no ooincidence that it is just these two ballatas of all

zpchapiats works which are erdsbulated in Fs and just these two which ere

cuoted in 3pinato interno, Lecharia end ris hesrers must have derived

special pleasure from recoynizing the

It is unfortunate that the model for the Patres "Scabroso," ZL

se well-known songs in the Kass,

No. 57, has mot been found, Liks the Et in terrs vRosetta? with which

1
it i.spairﬁm&,thai’atmisfurthml::mvcim and is written

1. )

Dee ebove,

r. 259, note 1.
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in diminished perfect time with minor prolation, The hocket-like imita-

tion in the opening

Ex, 94. Beginning of Patrem "Scabroso,”
B, Ko, 57 — Zacharis
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is later expanded intc one of the little ritornello-gonnecting passages
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goch as we found im the afior gentil® Gloria.

Ex. 95. From Patrem "3c2broso,”
Bl No. 57 -~ Zacharis
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1l
This passage occurs only three times, however. In general only

a small part of the music of the Patrem "Scebrosg® occurs more than once

2
comparsd to other of Zacharias's parodies:

Patren "Scabrose” ca, 15 per cent

Et in terra "Rosetia ce. 0 " F

7t in terra "Fior gentil" ca. 32 0
m ] !

Patrea "Deus deorumt C8,

l!(orbe's statement that the device of the ritornello~cormecting
1ink does not occur st gll in this piece is going too fer, (Studie gur
Gesechichte der Musik in Ttalien..., Pe 8l¢)

ZT’neso figures must not be confused with the amount of material
which is taken over into the ¥ass pleces from the ballatas. They refer
to the amount of material which recurs within the Kass pieces considered

alone.




