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The opening retuwns at the very end of the Amen and two or three other
passages retwrn in varied forms, but 1% is really only the ghort passage
of Example 95 that is readily jdentifiable,

The Patrem does mot have & very high degres of continuity. The
frequent cadences and eection endings marked by bar lines strongly con-
trasts with the saoothness of the Et in terra "Flor gentil.” Moreover,
it is difficult %o discover & principle which groups the short sections
into & few large ones, The casual and infrequent return of thematie
elenents does not seen to follow any significant patietn, and neither
does the succession of cadences allow one 4o perceive any obvious organ-
jsstion, One can sasily separate the two pectionsl cadences which are

not on C, but the relstive strengths of the others does not give & very

clear picture., The following scheme is based on a) the presence of three

cadences on C in quick guccession &t the end of the "Genitum" sectlon,

" b), the resulting symmetry in the lengths of the large sections, c) the fact

that the three large sections csorrespcmd to the page twms in BL.

longs cadences
Patrem =8 € strong
I Factorem 17«-8 ”251 E—-ﬂat.c- ¢ weak

Tt ex patre be2e3L/ 49 T2 +G40+ C strong
Genitum 311l =21 total 64 /o D%C-vu ¢ strong

IT 5t incarnatus S72l0¢l0 —2@172 GeCe  C weak
gt resurexit S+b6eT+S DaG+Ce B-flst
Et Titeruz Be22elw3e5 —4;2 total 9% /2 GeG+0+C+ D

I1II GQui cum patre 3«-1!4»812505 /%o L-!—::‘-flatd-Cc- C strong
Confiteor 134849 =30 total & é ¢ very strong

Amen 19 /2 ¢ very strong

* (Page numbering skips from 273 to 280 in the original)
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The Patrem "Deus deorum,” HL No. 59, is organized according to the
alternation of sections for two soloists ('versus" or "unus") and sections
1
for one eantus with vocal tenor and contratenor (®chorus"). As stated

above, & large part of the music recurs.

wmus chorus :
breves cadence breves cadence

I Patrem A 9 G Factorem BC nY% o
Et ex patre D 17 D Genitum D 26 G
Et incarmatus X 30 G Bt resurexit Co EDC B2 29 G
II Et iterum A E'F 19 D Bt in spiritww C E' D N G
Et unas sanctam A* E' F' 19 D Confiteor 82 cP /ey ¢)
Amen Cor G B 30 ¢

iside from freer motivic elaborstion throughout the parody, about

one third of the Fatrem (outside voices in the chorus sections) consists
ﬂ

of phrases taken literslly from the ballata, all of which is used.

Patrem ...(9) Pactorem 1(8%) ...(23)
Et ex patre +..(8) IId(3) ...(6) Genitum 11(85) ... (8)
't incarnatus vI(8) ...(22) Tt resurexdt ...(8) VIb(5) IId(3) eeell5)
Et iterum veo(19) Et in spiritum ...(3) IIT(4) ...(8) IV(5)
eoo{13) TIA(4) +eel2) V(5) «..(3)

Tt unam sanebum eeo(19) Cornfiteor eeo{21) VII(12) ...(7)
rmen ..o(l}) IXI(L}) .'.(lj)

1

See above, p. 259, note 1,

“The analysis of the relation of the ballata to the Pstrem made by
F. Ghisi ("L'Ordinariun rmissze nel XV secolo ed i primordi della missa
perodia," Attl del Congresso Internazionale di Musica Sacra, Roma, 1Y
[rome, 19521, pp. 309f.) is sometimes corfusing and in part risleading.
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, feature of considerasble interest {s the use of key signatures and

sccidentals in this eomposition, The manuscript is badly deteriorated in
places, meking it difficult to distinguish clearly 2ll of the signs used,
Mmughm&instoleamnodoahtthataapcei&l sspect of the work is
the frequent uss of flats not only on B but also on D, G, ¢, end F, This
is a feature of the original ballata,l & curious, eccentric work with s
text which is an invecation to Pluto and other infernal gods (—- and this
work is transformad into s Credol). An account of the evidence here would
lead us too far a!ield,z but a study of the problem hss resulted in sertain
eoncluaions, of which we may briefly swmarize those wideh apply to the nota- ,

tion of the ballata Deus deorum end the Patres modelled upon its a) flats

sre essentislly hexachopd signstures, or, a8 we msy think of 1%, solmization
signs: they indicate to the singer where to sing "fa"; b) flats do not nec-
essarily mean a lowering of pitch; ¢) accidental flats (as opposed to key
signatures) are operative as long a8 the melody stays within that particular ’
hexachord; they may or may not be valid if the line goss outside the haxe-
chord and then returns to the same range; d) sharps ars temporary slterations

of a half-step upward which effect only the immediately following notes.

IThe problemstic flats do not appear ir Ghisi's transcription of
the ballata, nor do his comments sbout Lhe piece make any reference to
them., (Journal of Remaissance &nd Barogue vusie, I (19461, 190Lf, and
supplament, 14f.)

2
*he author is preparing & special paper on the interpretation
of sccldentals and key signatures in medieval and Renaslssance music,
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The mytﬁngamntmthinwourmwayoftmgisthat

flats are used where we would usse sharps on the next lower notes.

gx. 96, FProm Deus deorus, Men No. 26 — Zacharia

| . (R)
i ’ < llb ? |“ l
4 “ 1 1

1}
B !

-

W RE L

Thus, 8 signature of g'-flat and dr-flat means two Ws on d!
(involving fi-gharp) and a' (involving ct-gharp and f-shsrp), and is
equivalent to our signature of two sharps. 3imilarly, & signsture of
c-lat snd g-flat is equivalent to one sharp. These signatures are used

in the Pstrem, but the ballata appears to use only accidentsls. (It is
not slways clear whether & flat st the beglmning of a staff is intended

as a signature or an accidental.)
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The Patrem "Deus deorum” has a particularly bright and dence-like

gharacter, fully evident from the first measures:

Ex, 97. Opening of Patrem ®Deus deorum,”
' HL No. 59 — Zacharia

v:d
yersvs
+1rPHE B — e — N *%j'm—% 1‘# #% +—1
| 7 1 Y k_. 7 J }_}
LEESESaLSRaRigs - ho e O
! - - Trem om-ni-po-Ten-Ten

A short imitative phrass (IId=D) occurs four times — once in & duo

section — and is'pmoticedble enough to function &s & ritornello,

Ex. 98, Prom Patrem "Dsus deorum,”
BL Ko. 59 — Zacharia

J
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— ] ,‘:iﬁfﬁ — L

v |
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Tt dyger et Lot o~
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.y ‘h 1 h % LLb) . 1 ‘ 1
IR . AW AN REBPAY i1 i ! N
— A p—— - A
: 313 % 1‘1
! |4 —
|

§@-Cun- van SCP;P- f\l- *ras
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Another recurring imitstive phrase (C) does not come from the ballata, but

it is so tuneful that one cannot help thinking of & dance-song.

Ex. 9., From Patrem "Deus deorum,"
E, No. 59 ~ Zacharia
" SN [ S § 1 | S Y | [} 3 \ O
e s e e e
e b =Emiosat
i ‘i —um el in v-num de-tmi-hvmm ihe-sum ¢ri 8- Tom
E z 14 Y 1 .1 3 |‘\\‘ '—-\lﬁ 1
farre ¥ B . A W § S8 PO O S - + — +—
; A g | S— 2 - D 1 A~
! e e — e
‘ LR e
~vw et I y-nemds-mi- hum The- S$om Xpi§- fom
(*l‘nﬂf
1 [y v 1 1 n’\-‘ll 1 N s 1 'Y l 1
ety L e e O e S I RPN
| Y ¥ © - Y4 4 N« IJ .
p e i ) ) N } .
—um et in v-n"m do-  mi- Pum ihe-sum KF?S- Form

It has already been mentioned that the "Slowje szacharie mneysche”
of 5t P (No., 2) and the "Opus Zacharie" of Kras probably are mesni to refer
to Kicolaus Zacarie, although it would ssem more likely that this is a work
by Zacharia da Teramo, This conclusion is based on the following consider-
ations: &) the general style, rather free and locse, flowing, is close to
several pieces by Antonioj it has much in common with ths Patrem "TCeus
deorun"; b) there are recurring phrases used in a manner gimilar to thoss

in Antonio's parodies; the presence of the typical ritornello-connecting

link is especially noteworthy; c) this is one of four Mass pleces in the two

Sieness fragments, and the other three ars works by Antonio. Of course,
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one must bear in mind how little of Nicold's music has come down to us,
and that conssquently we know very little about the possible rangs of

his style.

Like the Patrem "Deus deoruam,” St P No. 2 has passages for two
cantus parts contrasting with passages for three parts. Here it is really
one part divisi, for the second cantus part is not written separstely in
the two Polish manuscripts, but is given in red niotes in the same staff as
Cantus I, a manner of notation used several times in these sources, The
passages in three parts have the text only in the Cantue in 8t P, but Kras
has sn almost mlmuxtinthe tenor on one of its two pages, and the

fragnentary contretencr in Sie A has & text, so this last version was prob-
ably provided with words in all three parts,
A great deal of flexibillty in the handling of the alternating

sound-masses may be observed, Sometimes there is only one cantus part

alone for a short passage; somstimes the second voice enters for mersly
one or two notes, at other times for ss long as an entire section of

thirty-one breves., The lower parts nearly always pause while the second
cantus is present, but once or twice (e.8., the final cadentisl measures
before the Amen) there is overlapping, resulting in four parts simultan-

eously. The whole effect of the sound slternation is that it is momentary
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snd gasual rather than structural,

Ex, 100, Prom Patrem, St P No. 2 — Zacharia
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The brief eonnecting link in the lower parte in the third and

fourth measures of the example above is one (marked ¥ in the outline
below) of three such passages in the piece, all of which recur. Another

of these thres (x) follows the A, phrase both times it occurs, and the
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third forms part of & striking ritormello (R) which appears fowr times

complete and twice incomplete.

Ex, 101, From Patrem, 3t P No, 2 =~ Zacharia

) ! M)

mm p?
—nt——pPH—h .'\il ERE S — 1 1 1
y i |+ MEN VAL 17 I )] 4. % ki 1ol
r.] ¥ L bt
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d . . '
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~— — i '
M 3 1 I v ) i L i l//[‘ '
L 1 t 1 1 e 1y ; | | I
— 3 § T B ;j. —

ol
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If there is a2 principle which organizes the over-all form it

escapes the present observer,

(In the outline below the underlined num-

bers and lstters indicate passages for one or two cantus parts alons.)

breves
- 1
Fatrem 65
Fazctorem 17
Et in unum iadeSe Tl leT 237
Genitum 3e3¢be3+Tohe 3610 =44
Et incarnatus AT+ (543645 =40
Et resurexit g:lz =16
Et ascendit 13 =2
Et jterum

ook =31
=

Et in spiritum :
Sele (80207 )ob4(603)43 =39
Le8 =12

QGui cum patre

£t expecto
Et vitanm 9+8 =17
Amen 31

w2
I

cadences themes

[ L]

LR R}

tooii ﬁz X
weak B...R'--C.ny

.llD.ooE.i.

i oocRooQA’.aQC'
wegk ..eX
strong .eolA)ees
weak ...
sesh® AQ' X
Bl eseDovoRea st 00y
strong ..

stmng otc(R)-oo

0§

GD

1

S =
i

-
f
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[l L=) l o | =)
(=] T QO IO O D e

strong see(R)se.
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It will be moted that the™t in spiritum® and "Gui cum patre” sections are
a kind of fres recapitulation of the "Factorsm® snd "Et in unum® sections.
The only bar lines used within the main body of the Patrem are those that
anclose the soloist section "Et iterum.” This is the only duo passage
where the lower parts do not have rests written out, so the bar lines
serve mersly a notational convenience and do not have sny special struc-
tural significance, similar to what we have seen in Ciconiats Et in terra,
BL ¥o. l».l

It is doubtful whether the Et in terra fanglicana,” Bl Ko, 1lik, is
also one of the Mass pleces mdelled upon & secular composition, There is

one phrase which occurs four times throughout the Gloria somewhat like &

ritornello,

Ex., 102. From Et in terra “anglicana,”
AL Ko, li4 — Zacharla

15ee above, p. 22k Concerning an enonymous Fatrem which is related
to St P Mo, 2 and which may also be the work of Zacharis, see below, n. "7e.



but there are no other recurring phrases,

breves cadence

I =% in terra 15 F oioRoi-
II Lsudamus 15 F ser
III GMi” 25 A X3 oR’ X
IV Domine deus agnus kj F cesloce
Y Qmiam 25 F seslaes
Amen a 4 see

The phrases average about four breves in length and cadence on & breve,
eften with motion in one voice to give continuity, and usually on other
tones than F.

The cpening with its hocketing on the word *pax” reminds one force-

fully of Ciconiats Et in terrs Tr Ke. 31,

Ex, 103. Begimning of Et in terrs "anglicsna,”
BL Ro. 144 == Zacharia

"51'[/_/‘

o1y o 1 .1 \ Nt 13 ‘ ‘ 1

a1 | . L 3P 1 NN N SN S O | 1 N
S e s
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g | SRS Y N

lr l’i . 4

[stp] pax  bo-mi- hi-
Brg —" s s b —_—
b




zasharia'e melodic lines in this cemposition are exceptionally smooth,
flowing, and very simple, The counterpoint is essentially homorhythmie
-wit.h 1light and unpretentious figuration, broken only by a little imita-
tion st "ul tellis peccats mundi, suscipe" and in the Amen, These
gmooth lines in triple meter and oconsonant comteffpéint ~= 18 not this
what one thinks of &8s "English style"? Perhaps “"anglicena" refers not to
& composition but to an idiom — perhaps also Zacharia &t one time took en

a contenanse angloise. In thls connection one should not forget the swr-

prising concordance of Zacharist's Et in terra BL No. 69 in the 0ld Hall
manusoript, Without this proof of a connsection with English music, one
might not dare to poestulats an English influence on the Italian master.

If & detall of BL No. 144 reminds one of Ciconie's ¥ass palr in Ir,
the Et in terra I Ko. 69 is so close to it in style that one suspects that
Ciconis's plsces rmy have served as & direct model, £ new clement, on the

other hand, is the trope (loris lsus honor which occurs only in the gontra-

tenor whils the cantus and tenor have the liturgical ‘t&xt.l klmost every

phrase begins with succeszive entries of the three parts, ordinarily not
in imitation. This recalls the Gloria Hod No. 38 by iSgardus,? except that

here the lines sre somewhat leas independent.

lA similar procedure was fourd in the anonymous Et in terra, 1iv
¥o. L2. See above, p. 39.

3
3se sbove, pp. 149ff,

pe 2t
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The plece is very economical, built out of a few recurring phrases
of from three to seven breves in length. The brief X and Y phrases are

presented immediately in the opening section.

Ex. 104. Begiming of Et in terra - Gloria laus,
» BL No, 69 — Zacharia

Q:J ’ i r "
.}‘" k3 X i x 4 1 J‘; [ ( 1 y 1 '
A ) | I . ¥ 11 1 TISNIN ] 11 | 1 &
4 Y 1 1 Y = i l‘ } |,H-) v L
] " rE P lll t
R 1
Et inter- ra pax ho-mi-ni- bus bo-ne vo-fum- ta-ti's
¥ ! ‘
N i i i ' g ' 1
s - - 1 - 1 s
I
1
¥
1 1 1 i [ 1 1 ]
B .é' + J-‘ - - VI 11 . © 1 D- '
&4 .  — - - 1

Lo- he vo- lvn—f‘n.- 'H,s

Y, often used at the beginning of periods, usually comes in three parts
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in the following versions

Ex, 105, From Et in terra - Gloria lsus,
BL No. 69 -- Zacharis

Tn- de tuv- o 8'°" vi-

,l . 4 i
; gro- ei - as

In the last period, both X and Y are fused togethsr to make one three-

measure phrase.

gx. 106. From Et in terra — Gloria laus,
BL No. 69 — Zacharia

T




Something eimilar happens with the longer C and B phrases st the end of
the first large section. The first time C appears it begins in one of the

few examples of imitation.

Ex. 107. From Et in terra — Gloria laus,
Bl No, 69 =~ Zacharia
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There are two fermata—-chords on the word "sanctus® at the end of the "Lul

sedes” period.



cadence breves themes
I %t in terrs ¢ 8 vesX T
Lauvdamus F 9 ssahans
Gracias ¥ 12 b LN .
Domine devs rex g 11 Ceoo
Domine f£ili A 0 t,..
Domine deus agnus F 16 totel &6 Y* X .(C+B)
11 Qui tollis G 10 rew
Gul tollis F 13 veseB
Gul sedes D 16 Yleusd Zaus
Ta sclue GebD ?+ 4 see
Cum sanoto r 23 total 75 (YeX) C dev, of B
Amen ) | 4 20 see

The Et in terrs — Gloris lsus is one of Zscharia’s most skillfully writ-
ten works, and one which occupies & unique stylistic plece in his production.
Tt was extreordinarily well-known ia its day_, for the pisce has come down

4o us in no less than five menuscripts. The similarity to the works of
Ciconis mentioned (Ir Nes. 31-32 = EL Nes, 71 and 73) is emphaslzed by the
feet thet it and Zacharias's Patrem XKo. 70 are adjecent to Ciconia's palr

in BL., These are probably late works of Ciconia, and here, also, Zacharia

is working in a more advancad style than in most of his other Kass pleces.
The Patrem with which the troped Gloria is paired in HL,Fo. 70, is
in an extremely simple, almest purely syllabie, nsar-homorhythmic style.
The opening, which is for one voice only, is taken from the Credo GR I,
put the chent is not used thereafter, The rhythmic style {in 2/4 time)

and the general churacter of the melodies are not unlike those of Ciconis's

Pstrem BL No., 150, Certain phrases (¥,A,B,0 of the scheme below) return,
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as well as three cadential-commecting formilas: x, & cadence on F with the

beginning of the next phrass (six breves); X;, & condensed version of the

former (four breves); and y, & cadence on G {three breves).

{In the out-

line, x and x, are given at the ends of ths small sections, but actually

they include also the beginnings of the next sectioms, The large sections

are marked by bar lines in the manuscript.)

sadence

Patrem (2 1)

1 Fsactorenm
Et in unmm
Et ex patre
Ganitumm
Qui propter

II Et incarvatus
Crucifixus
Et resurexit
Zt ascendit

III BY in spiritum
Qui cum patre
Qul logutus est
Et unan 33;361;&:1
Catholicap™
Confiteo
Ex expaclo
Venturi seculi

Amen I
Amen IX

e ]

M mirg i O MO Wi MW G

breves

10

15
15
26
20
23 total 99

23
17
14
33 total 87

4l
15
9
6
8
17
15
g total 99

23

A
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4B x

¢ x,
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eeeX
+ssy {transp. of x)
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eesCleeeX
'.‘A'
vesy

43 Xz'
280

see X

cﬂ

Z'

LR R J

LA N ]

lrext phrases sccording to Mod No. 42 rather than BL in the

highest voice.

{Ths lower parts are ihe saze,)
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The most interesting sspect of the Patrem has been pointed out by
1
de Van: the version in Mod presents the cantus with & gresi deal of florid
~ ornamentatien.

BX. 108; Prom Patrem, EL Ko. 70 and
Mod No, 42 - ~ Zacharia

' ! 1 ™ ’
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Lup, 1I(1948), 93.
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Since the ormmamentation is fownd in only one of thres manusceripts which

praserve the work, and since it is of a type not used in other of
Zacharlals Hass pisces, ons may doubt that it {s the work of that com-
poser, It is very simllar to the ornamentation used in some works of

¥atteo da Perugla, and ¥od has a close comection with that composer, 8o
it may not be going too far to think of Matteo as responsible for the

colorated version.,

Eleven of Zacharia's twelve Mess pieces are in HL, and ten of
thess are arranged in Glorie-Credo pairs, but only hos. 17-18 ("Micinella® -
"Cursor") have any apparent attempt toward musicsl wnificatiocn, This pair
with its repeated tenors and contratenors forms s claass by itself 4n his
repertory. The Patrem "du vilage,” a setting in aslternating upper voices
of the Credo GR I, is wnique, not only for Zacharia, but also for other

composers of this perlod es wall, The remainin: work for four voices ; bLhe

Et in terrs *ad ogni vento,” has little to distinguish it. In a straight-
forward conductus texture, it gives the impression of being one of his most
conservative works, in the tradition of "}zieciic}.anc».”‘2

Three other works, the it in terre Yanplicana,?® the troped Bt in

terra BL Ko, 69, and the Patrem B No. 70 are in the imosl modern style of

lA similar case of florid coloration exists with Zacharia's Sol me
trafige 'l cor, which is in & simple form in FL and s florid form in Hod
(and Man).

2See above, pp. 136ff. Hote that BL gives the Gloria for three
vocal parts and instrumental contratencr, like the 3anctius of "Mediolano®
in Pad,
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the esrly fifteenth century. The trope in the contratenor against the
liturgical text in the cutside voices sets HL ¥o, 69 spart, and the color-
stion of B No, 70 in Mod gives that plece 2 highly. individual aspect.

The five remzining works are the parody-Mass pleces == the Et in

terra "Rosetta," the Et in terra "Fior geatil,® the Patrem "Deus deorum,”

the Patrem "Scabroso," and (probably) the Patrem St P Yo, 2 -, which fall
rather into a group by themeelves both because of the parcdies and because
of their intermel constructions. Two of this growp, however - the Patrems
Deus deorum® and S P Ko, 2 — 8re special in that they employ the alterma-
tion of duo end tutti seoctions, Note also that each of the parody pleces
has soms striking feeture taken from ihe original ballsias,

A1l in 211, this is a wide range of interesting and varied musie.
Originality and imagination sbound, and it le no wonder thai Zacharisa's
Mass pleces were so popular at the time they were written, ;\ gauge of the
degree of success which these works enjoyed may be seen in the fect that
the twelve pisces exist today in ten manuseripts, (Ciconia: ten plsces in
six manuscripis; ¥atteo da Perugla: five pleces in one menuscript; no other
Itallan has left oore then three Mass pieces.) Still, one cannol escape
the feeling that this body of work is more impressivse in bulk than in
excellence., Zacharie sometimes displaye a rather weak constructive sense,.
Much of the originality is surface brilliance rather than a basic and pro-
fond creativity. The works occasionally sparkle, but they lack in retro-

spect that hard, bright clarity of impression that Ciconia's compositions
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svoke in the merory. But even if he is not of Cieonia's stature, it cennot
be denied thst Zacharia is a fantestic and fascineting figure, deserving
the fullest attention of anyone who 1s interested in the music of the early
Renaissance, And, after all, are we not a bit unfair to compare him with
the greatsst Rorthemn master of the day? Who is Zacharia's superlor among

his compatriots?

Rieolsus Zacarle

The three works attributed speecifically to Nicolaus Zacarie in the
sources do not reveal him to be 8 major figure, The styles in genersl ars
those ¢of a somewhalt later generation thar thoss of the wmusic of Antonio
Zacharia da Teramo, especially the motet and Italian seng by Niceld inm Q.
The latter moves in the typleal breve and serdbreve pattern in perfect
time and minoy prolation, very smooth and extremely simple, which one asso-
cistes with the music of ths Dufsy era, It is known that Nicold was active
in the third and fourth decsdes of the century, but not how long therealier,

The &t in terra...Spiritus et alme, EL Ko. 134, seems to be slightly

earlier than the works in 0, but this may be only a superficial impression.
It, too, is quite simple in conception, being essentially & syllable, homo-
phonic setting of the text with little to stiract attention., Aside from

some wnimportant formulas such as cadential figures, there are no recurring

passages whetsoever in the plece. The sections are marked by bar lines,
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although the cnes at the end of the nLasudsmus” section do not have the seme

constructive sig .ificance as the others and are not matched by snalegous

bar lines within Section II:

breves cadence
#t in terra 9 F

1 Laudamus 28 Glg
Domine fili L2 total TO F

‘ 1l

II GQui tollis...suscipe 63 /4 F
Aman I 4 F
hmen IX 18 P

The prevailing movement and counterpoint is broken up essh time

toward the end of the sections: at ¥Laudamus® and imen II by 2 sudden rush

of faster notes, and at "Domine fili" and Sectlon II with imitation.
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is a1l handled rather mecharically, however.
£, 109, Prom Et in terra...Spiritus et alme,
" BL Fo. 134 ~ Nicolaus Zacarie
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tmen 1I chanzes the 6/8 time to 3/4, and even the faster semibreve is

dividad into triplets much of the time, so the whole effect is of consid-

erably faster motion.
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The totsl impression we receive is that the Gloria by Nicold is
& thoroughly conventional and undistingulshed composition, &and there is
nothing about it which would lead onse to attach any importance to it or

%0 its composer,




