CHAPTER VI

LATER COMPOSERS

We have discussed the liturgical works of the Florentine Trecento
composers, the complsers whose works are found principally in Ped, and the
three leading masters, Matleo da Perugia, Ciconla, and gzacharia. There
pemain only a few Italisn writers of Mass music, most, if not all, presum-
ably of & later generation than those studied thus far. HL, BU, and 0 are
the main sources for the works of these composers. Antonio Romsno and
Antonio da Cividale have left thres Mass pieces each, and Bartolomeo ds
nologna & Glorie-Credo palr. Only one plece sach is krown by the remainder:
sartolomeo da Broglio, Cristoforo da Feltre, Nicold da Capus, D. Luea,

1l
%. Natalis, and Do. Vala,

Antonio Romano

Lside from & ballata in O all the works of Antonio Romano &re
sreserved in BL (with one concordance in BU). Of three motets, one,

Ducalis sedes inclita — stirps mocinico ,2 was probably written in 1LY,

lrne "afat,” composer of the Sanctus BU Ko. 2),, is probebly not
Itelian, to judge from the name and the style of the composition.

25unlished in A. Schering, Geschichte der Musik in Beisplelen
(Leipsig: Breitkopf und Hertel, 1931), p. 23.
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for the slsction of the Venetian Doge Toamaso Mocenigo. Carminibus festos

— O requies popull was for Doge Frencesce Foscari in 1423, and Aurea

flamigeri for Mantua and Glanfrancesco Gonsaga. There is no other infor-

mation available sbout Antonio's lifs, and only the three Kass composi-

tions remain,
2t in terra 3-e22e42 BL No. 27 (old Nos, 28-29, £f. 26v~28)1
l An us Romanus
Patren 3-e2° HL No. 29 (old Nes., 30-31, f£f. 28v-30):

2 Anthonius Romanus
Et in terra 42(22 intro.) B Fo. 76 (old No. 100, ff. 97v-99):
Antonius Romanus

The Et in terra HL No. 27 is in & highly gonventional, functional
style, with melodic lines devoid of interest or cheracter.

Ex., 110, From Et in terra, BL Fo,. 27 -
Antonio Romano
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There &re no recurrences of phrases whatsoever, so the entire burden of

ternation of wnus (or versus)

formal coherence rests upon the simple al
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swﬁmt&hﬂdﬁummmm for one vocal part with
instrumental temor and caumtm.l This cortrast is heightened in a
manner which became mors and more common in the first quarter of the
fifteenth century: the chorus sections are in 2/k time, the wnus sections
in 6/8 time, (The widerlined syllables below tre markod with fermata signs

in the manuscript: )2

eb.e.'.'g,-z bnuss
btreves cadencs breves cadence »

Et in terra 15 b Laudamus 17 D
Gracias 29 | 4 Domine £114 2 A
Gul tollls gg B Qul sedes 22 G =
Gua san-gto spiri-ty D e

2 Amen 1 c3
Amen (eon't.; 4°) 17 D :

The only noteworthy feature about the form is the imen, which not

only is divided into unus and chorus subsections, but also changes the finsl

chorus part to 3/4 time and e more important — for the first time has both

cantus parts together with the two lower parts,

Iorte (studten sur Geschichte der “ustk in Itslien, , o, p. 4€)
is in error when he states that Lhe comretenor is not present before Cum
sfncto spiritu,® Thus, his category of the "madrigal-type" Mass piece in
the early fifteenth century (pp, 43 » 48, 50f,) should be disrecarded,
since he brings forth no other exanples then the sent Gloria, the Patres
by Cristoforo da Feltre (see below, p, 327, note stmd ~ harily to the
point == Ciconia?s two-part motst O petrs,

z'fhe figures in the unus sections are only approximate due to the
difficulty of reading the deterioreted copy fro= a black-and-mhite micro- '
film. The same halds true for the figures given below for the Patrem, 3
H Fo. 29,

e



-G

- 307

The Patrem }, No. 29 is in exactly the szme skyle as the Et in
terrs BL No. 27, but thers are m thematic connections between the two.
The Patrem ie even simpler, for the Amen is entirely for the usual chorus
arrangement of cns vocal part with two instrumental (although it, too,
changes to 3/4 time), As in the Gloria, the sequence of cadences reveals 2
desire to avoid emphasis upon the tonic =- or any other tone - until the

ond is approached,

ghorus: unus:
breves ocadence breves cedence

Patrea 13 s} Factorem 13 G
Et in unwm 16 2 Et ex patrs 19 G
‘Genitum 19 G Qui propter 25 A
Crucifixus 16 P Et ascendit 18 D
Et iteram 23 A Et in gpiritum 29 D
Bt unanm sanctam 29 D Et expecto 18 D
Amen 258 D

The Et in terrs EL No. 76 is in 3/4 time throughout and, except for
tke introduction (plus two brief pauses in the lower parts later), entirely
for two high vocal parts over instrimental tenor and contratenor. The piece
zives the irpression of being in 2 later style than the Gloriae-Credo pair
becsuse of its clear P tonality and somewhal greater variety and interest
in the melodic lines, although here, too, the plece suffers greatly froa
phrases which are consistently too short and too reguler. There are two
large sections of equal length, although the second is broken by two

fermsta-chords at "xpiste’:



breves cadence

I Et in terrs LT 2
II GQui tollis 54 F
Aman 17 4

The otly passage which might be considered & recurring one {a the

-apwing,uhichhasntru-cguiurruinsllw&thcmdefthcpusage
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quoted — relationship with the beginmning of the second section.

Ex, 111, Beginninge of a) Section I; b) Section II
of Bt in terrs, B Fo. 76 == intonle Romano
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As can be seen in this exsmple, even when the woices enter succeasively
after pauses, imitation 1s completely absent. This is true of all three
¥ass pleces by Antonlo Romano,

In sum, these three works give the impression that Antenio was &
generally wndistinguished composer who merely followed the fashion of the

day witheut contributing saything of value or interest,

Antonio da Cividale

A Dominiean monk — Frater Antonius de Civitato Austrie ordinis

predicatorum he is named in 0 --, Antonio da Cividale del Friuli is better

kmown today for his five Latin motete than for his three ¥ass pleces and

five secular songs, Two of the motets can be dated: Inclite persplendens,

0 No. 8 (incomplete), was written in 1422; Strenua - Gaudeat, O Ko. 275,
was written for the marriage of Giorgio Ordelaffi, Lord of Forli, and
carries the date June 8, 1423 .1 He must have had some connection with

South Italy st one time, for one of the three motets in BL, Sanctus itaque

patriarcha Leuncius (vo., 274), mentions the cities of Brindisi and Trani.

There is only one Italian song known, Io vesszio, which is contained

2
in & fragmentary form in Sie Com. This composition has the form of &

French bellade, and, roreover, the other four secular works ars set to

1Both are published in van den Borren, Polyphonia sacrs, pp. 1851,
The date of Q No. 275 cannot refer to its composition, as Pirrotis has
observed. ("Il codise di Lusca; III," ¥D, V [1951], 138, note 74e) Ordelaffi
died in 142,

2ypanrintion of this mepuscript in Fischer, Studien sur italienicchen
}quiko-o, e ?gfo
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1l
French texts: one virelal in 0 and three rondeaux in ¥an., Even if more
attention has been peaid to the motets by modern writers, two of the Mass

pleces show wider distribution in the sources,

l
Et in terra 3 HL No, 65 (old No, 83, ff. &v-82): F.A. de ciuitato
¥U0 No. 75 (£, 39v)2l e

MW No. 5 {p. 4)t —-—~——(fragnent of contratenor only)
Str Ko. 183 (f. 104v~ )i ————e—(lost)

Patren 31 Bl Mo, 66‘(ald Nos. 8,-85, £f, 82v-84)1
Fr. Antonius d;lciuit&bo
MU0 Fo, 92 (ff. 49v-50)2": (incomplete)

Et in terra 3° BU No. 11 (pp. 14=15): Freter Antonius de Ciuldatis (-e7)’

The Bt in terra Bl No. 65 is written in s smooth, song-like style in the
flowing perfect time with minor prolation which is characteristic of the
_Dufay period. The phrases in the vocal part ars short, mostly syllabie,
and accompanied by simple instrumentel tenor and contratenor. There is

only a slight amount of imitstion in the composition.
The form is determined by & tonor-section of thirty-four breves

which occurs altogether threse times in exact repetition while the upper

. 1311 of intonio's works are listed in Besseler, "Antonius de
Civitate,® 105, I cols. 5501,

28!3 No. 11 is published in Wolf, Geschichte der Mensural-
Kotation, 1I/III, Mo, 72. Description and inventory of KUL: ibid.,
I, 189f, We shall follow the numbering of pieces used by Besseler
(Af¥s, VII [1925], 235f.), which takes sccount of the reversal of
£, 2 by the binder.
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voices have (very) free variations. Particularly interesting is ths varied

recurrence of a passage within each section,

Ex, 112, Two pessages from Section I of Et in terrs,
HL No. 65 — Antonio da Cividale
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The Amen is just half as long &s one of the main sections. (3 =32 »

1
£inal long; 18 = 14 ¢ finel long.)

breves cadencs
I Bt in terra 34 c
1I Domine deus rex 34 c
IIT1 (ul tollis,..suscips 34 ¢

hmen 18 C

Paired with the Gloria (but not in ¥80l) is the Fatrem BL Ko. 66,

end the relstionship between the two is most interesting. The Patrem does

-~

Luen in YWD ends after only eight Lreves,
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not employ the repeated tenor and varistion technique, but is derived from
the Gloriz in much the same way that Zacharia's parody pieces are derived
from a secular model, Passages of varylng lengths are taken out bodily
end inserted into the FPatrem., All of Section I of the Gloria reappsars in
the Patrem at one place or another, and since Sectlons II and III of the

Gloria derive from Sections I, it is safe to say that substantially the

entire composition is used., The outline below shows the passsges of
Section I of the Gloria as they sppear in the Patrem; it doess not include
the freer motivie derivation of new phrases from the Gloria, which is
virtually all-pervasive., (As before, the Roman mumerals refer to the

ordar of passages from the Gloria and the Arebie numersals to the number

of breves, )1

cadence
Fatren Ia(3) .s.(6) = 9 ¢
Factorem aes(12) IXIbe(3) ...(2) VIab{b) w o

Ib(if) ..e(12) III&b(B} ...(2.2)
=t incernzbus 'as<16) III&:“T«(B) %(3) VI&?)(S}

«ee(26) II(4) IIIabe(5) IVs(3) =6 ¢
It in spiritum ...(5) Va(6) ...(5) I1IIbelh) eeel9)

Ib({.i) .LI(I&) .ou( Lb(B) I%a::{&) tto( )

ITT56(3) vnalb) TTab(T) =66 ¢

Amen EEFE’C(?I) aco(B) za'(’v) 0&!(17)
IIIbe(3) IvVa'(3)

(@)

33

An ¥&O thds compositicm Jumps to the imen (abobreviated to eleven
breves) after only half of it has been given (as far as "sepulius est"),
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The Et in terra BU No. 11 is rether different, Set for vocal can-
tus and tenor with instrumental contratenor, the counterpoint is even
simpler than in the Gloria-Credo pair, almost purely homorhythmic and
eyllabic. The phrases are very brief and of a disconcerting regularity
(usually four imperfect breves, sometimes five or six), in reality nothing
more than conventional cadential formulas in a declamatoery style, each
t eontinuity,
and thus emphasiszing the squareness and short-windedness of the phrasing.
As a matter of fact, this is a surprisingly primitive composition in com-

parison with the pair in HL (and the latter cen hardly be considered
greatly sophisticated)., 4 few of the phrases recur later in the composi-
tion, but this camnot be interpreted as having any form-building force,
because these phrases are so similsr to others that they can be distin-
guished by the ear only with difficulty in the course of the plece, Bar

lines divide the composition as follows:

breves cadence
I Et in terra 29 A
I1 Gracias N 392 469 (Ge) ¢
III uonizanm 24 G
Aman 5 G

Fermeta-chords ars used on "xpiste® both times it appears; the first occur-

rence divides the long middle section spproximstely inte two halves whiech
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correspand to the outside sections in length.l

The three Mass pieces by Antonio da Cividale do mot add up to a
very significant achievement, but they give a good ides of the functional
1iturgicsl music of what was doubtless an above-average, cultivated,
working Italian master of the last generation before Italisns disappear
from the scene as COMPOBErS, The music followe foreign models in 21l its
stylistic aspects, The only distinguishing feature of Antonio's pleces
is the parody-like derivation of the Patrem from the Gloria BL Fo. 65.
It will be remembered that certain em phrases were discovered in dif-
ferent Mass pieces by Ciconia, and there we congluded that it would be
injudieious to regerd these correspondences as "borrowings® in an sttempl
to give musical unity to paired Kass mvements.2 In the present case,
however, there can be no doubt that the composer hss consciously done
just that, The Patrem is 2 nparody® of the Cloria, ani the two together
make & highly-unified and con tneing solution to the problem of larger
eyclic form even though they use guite different plans (i.e., the
repeated-tenor fora 1s not used in the Patrem). One final mrd caution
sdvisss to leave open the possibility that this pair is & perody in tne
usual sense — that boln toe aloris and Fatrem are derived froo &n

unknown original,

}‘i‘he fermats slgn eppesrs onuly in the contratenor the first time;
further, the seribe has followed it by 8 bar line, Since there is Do
regular cadence, the bar line would appesr to be a mistake, Fermata signs
were probahly onitted srrorosisly from the other two paris, however, since
eszerticlly the szme formil’ i1g used as with the second appearance of
txoiste,® and in this 1zttor case all three paris are provided with fermzta
signs,

“wove, Fp. 2127F,

Fald
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Bartolomeo da Bologna

The music of Bartolomeo da Bologna which remains today is all
characterized by the transference of styles or forms from one genre to
another. Thus, the Bemadictine monk (so called in Hod — he is given the
title of prior in the later manuseript Q) is credited with o Latin virelat,

1
Quae pens malor, and a Latin ballade, Arte psalentes anexa, both in Mod,

and an Ttalian rendeau, Mersi, mersi chiamando, in 2_3_.2 The other works
are two Italian bellatas and two Mass pleces which are parodies of them,

These four are groupsd together in 9.3

No, 315 (f£. 135) Vince con lena 32z Domini Bartholumei de
Bononia prior

No. 317 (££. 135v-136) Et 4in terrs ["Vince con lena”) 3%: Idem
Bartholomeus de Bononia prior 1 .2

Ko. 319 (£f, 136v=-137) Patrem ["orir desio®] 3e2: Idem
Bartholomeus de Bononia prisr

Yo, 320 (f£f, 137v-138) Morir desio 3°: Idan Raptholomeus de
Bononie prior

These pleces all display a sensitive, finecly worked-out texture,

French-oriented, wiih much attention to sizall and subtle details - many

Tpubliensd in olf, Gesehichte der Nensural-iotation, II/ITI,

Dy

Ko. 53,
"Z}escription and inventory of PR in Fischer, "The manuscript
Paris, Bibl. Hat. Kouv. heq, 6771 (Codex Reina = FR)", ¥D, XI (1957), 38.

3rhe intervening Fos, 316 and 318 are later additions., Vinece con
lena is puslished in 3ir John Stainer, Darly Rodleian music: Dufay and his
contempor:ries (London, 1898), p. 60, Tre Gloris (with incorrect time
signatures) and Credo are published in van den Horren, Polyvhonia sscra ’
rp. 37£f. and 4422,
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ef the same charscteristics ss tie panneristic style of ¥atteo ds Ferugia,
although, on the whole, Bartolomeo gives the impression of having a more
balanced, a more genulnely creative gift than Katteo, with less interest
in novelty for its own sake.l

The two large sections of the EL in terra are each subdivided

proportionally into a short plus & long section,

breves cadence
Et in terra 7 F
I Laudamus 11 F
Graciss 21 total 32 F(= Section I of Vince con lena)
II Qui tollis 13 G(= Section II of Vinece con lena)
Qui sedes 22 total 35 F
dmen 13 F

The two middle sections are comprised entirely of the music of Vince con
lena with only one asmall change: & total of thres semibreves is sdded at
¥pater omi[-potens]n; otherwisa, there sre only mimute voriznts gush zs
one could find in any two coples of a piece in this period. Thus, were it
not for the other sections, se would have to sall this a2 contrafactie
rether than o parody., The fuot that the simple procedure o2 he "Wince

con lene" Gloria occupies an intermediats position between the purs

le. van den Borren's remsrks about Barto’omeo in his "Considera-
tions sd&ndrals sur le conjouction de la polyphonie italienne st la
polyphorie du nord pendant 1s primidremoiti€ du XVe silcle” (Bulletin de
1'Institut historique belre de Rome,XIX [1938]), p. 175.
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contrafactum (where there is no changs &b all in the music) and the more
complicated derivstions of the Maszs parodies in the works of Zacharias
leads to the obvious sonclusion that Bartolomso's composition represents
an historially earlier stage of development than Zacharials parodies,
but the present writer is inelined to be akeptical aboul such "logiecalt
evolutions, At any rete, one should resist the temptziion to actually
date the Glorie by Bartolomso earlisr than the parcdies of Zagharis
) solely on this basis,

The glus ending of the ballata is saved for the last cadence
before the imen; otherwise, not a single passage in the mtim other
than the middle two is traneferred literally from the ballata - new

phrases are worked out using the same motives. In two rcases there are

/ i L3
very f{ree varistions of the original passages, It is cbvious that the
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opening of the Gloria is derived from the opening of the ballata,

Rx, 113. Beginnings of a) Vince con lena, 0 Ko. 3153
b) Bt in terrs, O No. 316 — Bartolomeo da Bologna

4+




Similarly, the (sperte) ending which occurs at the close of the "Qul

tollis® section is taken wp in a varied foram shortly thereaflter
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In contrast to ihe Et in terra, the Fstremx wMorir desio" shows a
derivation from its secular model which is similar in its disposition to
that used ty sacharts.. The work, whieh employs the alternation of sec-
tions for two vocal parts with others for one vocal part with two instru-
mental, tekes about twenty-five per cent of its music literally from the
pballata, but this is all concentrated in the middle sections, s feature
which doeg remind one of the Gloria. (As before, Roman numerels identify
passages in the »order in which they originally appear in the ballata and

Arabic numerals refer to the number of breves.)

2 ]

cadence cadence
Patrem cus 7 G Factorem ese 15 G
Et in unum ... 116 Et ex patre ees 18 A
Genitum ITIa(2) Isb(12) = 14D Qu propter  seell) 11(10) = L4 G
Et incsrnatus vee 215 G Crueifixus oro{L) I1I8b{4) 5
. ...(u)n»(gg = 2 53
=t iterum ...(4) Va(b) w(s) =136 Etin spiritum ? 1
¥sb(ll /jg) 25 /2 Buf{lat
£t unam sanciim vee 16D Et expecto eee 15 G
Amen e 21 G

It is interssting that in the Petrem Bartolomeo uses all of the music of
his ballata except the @ms short phrase which would most easily identify

{14 the very begimiing, in which an .ncisive motive occurs in strict

lgukofzer was the first to call attention to the relstionship of
the Patrem O No. 318 to Morir desio. ,, LXIV [1958], 14f,) His state-
ment that Bartolomeo's Gloria &nd Crédo constitute the only example known
of what he calls tparody pairing® overlocks the arrangement in psirs of
zscharia's pieces in BL, wnless he was referring exclusively to the fact
+hat both the ¥ass pair and the secular models are placed togsther in C.



imitation at the wnison in all three parts, ‘Apparently, Bartolomeo did
not want to be too obvicus about the connection betwesn the pieces. This
attitude is quite different from that of Zacharia - or even from
Bartolomeo himself in the Et in terrs "Vince con lena,? Zecharia, it
will be remembersd, seized upon the most unusual and characteristic
features of his models for exploitation in the Mass parodies; indeed, the
models seem to have been chosen for just these strikdng features, It may
have been, however, that Bartolomeo simply found the strict imitationm
umnsuitable for his Mass plece,

The duo accﬁiaas are unngﬂal in that they are svored for nequal
volces, (Csntus I is ¢n cl elef; Cantus II in 03.) In other eanpésitians
where the alternation technique is used, the duo sections are for two
equal voices, higher in range than the lower parts.l That Bartolomeo's
scoring is not the inevitable result of the combining of the parody tech-
nique and the alternation technique (;;g;, the necessity of forming some
of the duo sections from an original cantus and tenor) may be seen by come
paring Bartolomeo's Patrem with Zacharia's Patrem "Deus deorum,” in which

the same problem exists and the duo sections are scored for equal voices.,

Iout see the discussion of the Bt in terrs BL No. 154 by
Lo Katalls, below, pp, 335¢f,
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Bartolomso da Broglio

The composer of four Fremch and three Italian or Letin-Italian
songs = all in 0 except for‘ono which is found in Ps and M8, —- Bartolomeo
da Broglio is otherwise kmown only by one Mass plece, an Et in terra in
three parts which is fownd in Tr (No. 1106, f£f. [D6v-408) under the name

1
Bartholomeus de bruolis venetus, FPicker has suggested that ®de bruslis"

- ) Poee o 2 o — AL
] fers to DIOELLD in the

Swiss canton of Ticino,z but the "venetus® shows that it refers to the
village of Broglio which is some miles from Verona,

The Gloria is in three sections of which the middle is in dimin-
ished imperfect time (2 x 2/8) and the other two sections in 3/4 time,
It will be seen that Sections II and III combined &re approximately equal

in lengih to Section I:

“Two songs are published in van de Dorren, ;ol;;rc“*a S&LTS, PP
292 and 293, and one (F rtrefgig) in the sane editor!s iécas va¢yﬁ,jziqaas
profanes de provenance i1idi;ecise (XVe sidele) (-ruuacls 1450, So. L.
Tris plece 1s also found in Bux and ihe Glogeuer Liederbuch, and is pub-
liehed after the latier in K, R Ringmarn, Das Glogauer Llederbush, Ersier
Teil: Deutsche Lieder und Spielsticke ("Das Erbe Deutscher Musik,*¥ Zrste
Keihe: Reichsdenkmale, Vol. IV; Cassel, 193¢), pp. &f, Thre Bux version
may be found in B, Wawlner (ed.), Des Buxhe*mer Orgelbuch; Teil III (*Das
Erbe Deutscher Musik," Vol. XXXIX; Cassel, 1959), pp. L4kf. The Itslian
rondeau O_celestial lume is transeribed in Stainer, op. e¢it., p. 83
(facsimile, Pl1. V). The Mass pieve is published by Ficker, Denianiler der

‘ Ais

Tonkunst in Cesterpeich, Jhmz, YOI (T4, 613 1924), pp. 220,

%Ibid., p. 132.




breves cadence
I Et in terre SBZ ¢
IT Qui tellis 30 F
III Quonism 2% ¥
 Amen I F

One wonders if the composer deliberately planned the effect of compensst~
ing for the extra semibreves in Section I by omitting one in Section III.
Addition or omission of semibreves in & long section is not eften to be
found in this period, and when it does oeccur it i{» ususlly in the music

of French composers; smong the Italians it is quite rare. If such an idea

of "compensation" was in the mind of Bartolomeo, he would probebly have
thought of it in terms of the contamporary theory of displacement of met-
rical units; i.e,, the entire Section II (in & different mensuration)
would be 2 kind of gigantic syncopation., However, it should be ssid that
not all of the examples of such occurrences may ce 80 explained —- some-
times there is no *cmens&tion."l

Section IIIk bezins with & long rest of seven breves in the tenor
which may be compared with the long rest of six breves in the contratenor
~= both parts are instruzontel ~— st the beginning of Section I, but

Ficker's attempl to show that the melodic materisl o.f Section III is

lE.g., sse the extra semibreve (in imperfact time) in the second
sectlon of the Et in terra BL No. 43 by "Tomas fsbri scolaris tapisier®
(Reaney, Early fifteen century musie, I, p. 80, measure 35),
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derived frem that of Section I must be declared uncanvincing.l Indeed,
there are m resl thematic recurrences anywhere in the compesition.

The melodic style is characterized by the continual use of very
brief, incisive phrases, often built out of repeated-note motives. It is

highly typical of the first two sections to employ thess phrases in close

imitatien,
Ex, 115. From Et in terra, Tr No, 1106 -
Bartclomeo da Bmglio
0:1
FSii =
Y
L oy 1 %4
f’ny-h mq-nhslo-r}‘-fm fv-
— et it ==
i 1 4 tﬁ] ) d
4
B anee s
ity —t—hht "
y v~
bub -=- strancely encugh --= the last section has no imiiation whalsosver.

The melodic and contrapuntal style 3s 3z whole indicates thszt Fartoclomeo

was of the latest generation of composers under consideration in this

jre)

study, probsbly working in the fourth and {ifth decades of the {ifteenth

2
century. :

lipie frahen Messenkomposition der Trienter Codices,* SsMiW, II,
(1924), 15.

2rr o

Ticker {ibi c. ) dates the piece toward the niddle of the centuiry;
ieese ("".,m in the henaissance, p. 30) states thal Dartcloues *fl. prob-
ebly a5 late &s c. 1533*1&55.”
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Cristofore da Feltre

Three cozpositions are known by Cristoforo da Peltre, two four-

part motets in B, and e Patrem in ML, One of the rotets, Plaude decus

mndd - Venetum ¢larissime turbs, was written for the election of Doge
Francesco Foscarl in 1423, and a passage from the text of the other,

Dominiecus a dono, permits us to identify Cristoforo da MHonte as the same

composer &s Cristoforo da F‘e}.".u-c.}i Otherwise, the only information about
him that we have is contained in s document from the Duomo of Udine
(epparently from the year 1434, during the period whea Nieold da Capua
was cantor). The szecounts list a certein sum "pro mna colatione facta
cantoribus quards venit presbiter Christophorus ds Feltro,”  Sush dine
ners for the sin;;ééa are llsved three timss, but on no other occasion is
the nare of a gusst mantioned, &0 ohe receives tha impression that
oristofore had a coriain stunding in the nusiczl world of his de

The Fatren (QUL Fo. 3, p. 2 = old £. 20v; "Christoforus de

3
Celtro”)” is incomplote, only tha first halves of the critus and tenor

l"** Falire notus Cheistofores et educcbtus, The firgt motel is
N P 4
< hoed in Dadrdler dep ;ﬂ”’b"»ﬂgu ii“z eabarpeich,dhirg. (1 (04, 75;

2
s sale "La ca;:pel}.& musicale cel ducmo di Udine,” Note ot
! »chivio napr la Storis susicale, VIT (1930), 92.

3rublished in iolf, Geschichte der Memsural-iotation, II, III,
¥oe Tie
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ruaaining.l This is regrettable, for the netation raises certain inter-
esting questions, The largest part of the fregment ("Factorem...descendit
de celis.”) is for vocal cantus and instrumental tenor, It iz most likely
that a2t least an instrumentsl contratenor was writtern oa the adjoining
recto page, The intfoduetian, however, is for divided cantus (such asz we

saw in Kres and 8t F), marked duo. Another duo section (Et incarnatus,..

homo factus est.”) oomes at the end of the fragment, but this tims both

parts are not written in the same staff, but the second voeal part is writ-
ten on the next staff under the instrumental tenor, It carries the same
clef angd b-flat signature &s the tenor, Is it the same part?

The introductory duo has fermats sims over every note (brevss and
semibreves) and the other duo is marked perfect time with minor prolstion.
It flows along easily in sexibreves and minims, The main section -~ note
that 1% is not marked "ehorus' - is in diminis-ed parfect time (a circle
with & vertical line througn it), but the frecuent use of minims end sven

semiminims make it most unlikely that the tempo — 1i,e,, the duretion of

%3 hreve == ¢2uld have been mwch lasler bhon L0 toe dao section,

s

&t ES 3 T e O S e T 2 [ &3 e~
Lltorether, Cristofors's Fatren glves Lhe Luprossion that he was

a caspable and skilled musiclan working in the irternational lyrie style

Nortets remark sbout the "mixing of conductus end madrigal
techniques® is based on the doubtless incorrect assumpiion that the
composition was orizinally for two parts as it now stands., (Studie z2ur

. & Alag e g% T4t L
Gesghichte dor Iucil in Italien,.,, P» 51.)
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of the first half of the fifteenth century, with an ocossional melisma

%o show that his nTtalianiem® was not repressed!

Zx, 116, From Patrem, K&, Ko. 3 -
cristoforo ds Felire

In spite of the similarity of this example to certain psssages by the

old Trecento medrigeliais, Cristoforo wes probably coulemporary to or

only & bit esrlier then Bartolomeo da Broglio.

ticold da Capus

| 1
Known primarily &8 8 theorist, the priest Hicold da Capus was

sctive from the second to the fourth decadas of the faltesnin

His treatise is dated 1415, and doeumerts from the TUORD in Udine show

-

that he was cantor or nsestro di cappella thers in 1432 and in 1434

l?uhlished tpestise: J.h. de La Fage (ed.) Nicolai Capuani
e (Paris, 1853); also T5 tne same suthor's

Presbyteri compendium musical
Z3saig de dipntnérographie “sicsle (Paris, 1864) I, 309£f.

#
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1l
(but no longer in 1436). Pimttaz nas raised the question whether
Kigold da Capus is the same individual as the Niccolaus de Aversa,

ordinis Celestinorum who is mentioned {once as the coumposer of & Credo)
3

by the author (Anonymous v) of the treatise Ars cantus mensurabilis,

a question which as yet remains undecided. The musical sources also
give conflicting evidence about his work as & practieal musician, He
is listed as the composer of sn Et in terra in B, but M80 sscribes the

ssme piece to the French composer Bosqmt."‘

Et in terra 42 BU No. 13 (pp. 16-17): Ficolaus de Capoa
HE0 No. 69 (f£f. 35v-36)1 Bosquet
T Yo. 83 (old No, 108, ff. 106w-107):w—-—
(incomplete: two cantus parts only)

mhere are sirmificant differences iy the versions of the three
menuszripte, That in EU is to be separated from the versions in K0 and
gL, whlch are very eimilar, It is clear that the instrumental tenor and
contratenor of IL have been omitted by error, not by design, for the two
kigh vocal paris do nobt alusys nake acceptable cowmterpoint by thea—

selvas; neverthsless, whensver there are varisnts in the upper parts H

l\"a}.s, Ope €it., PP g1f, Seec also above, P. 326.

2
nScuole polifoniche italiane durante il sec, IIV: di una
pretess scuola nspoletana,” Collectenes historise musicae, I (1953), 12.

3“22. foussemcker, Seriptorum..., III, 362 and 3951,

4
The Tt ir terre is published as a work of Résquet in G. Heansy,

raply Fiftesnth century rusie, I1I, 7oL,




1l
is generally to be preferred to K®. The contratencrs are completely
different in BU and ¥8O0. That in K88 is much simpler, following the

gmooth breves and semibreves of the temor in almost amctly the same

rhythm, wheress the contratenor in BU is figurated to the extent that
it has about the same rate of motion as the two upper voices.

A divergence in the upper parts of BU and M0 - BL from "qui
tollie... migserers’ until "Qui sedes” leaves one to decide that the ver-
sion in BU is an adaptation i-ssulting from a very simple original error:
the inclusion of an extra rest of one long &t the beginning of the

secand cantus part. It should be particularly noted that this passage
is not the cause of thé different contratenor in BU, for this contre-
tenor does mot go very well with elither of the wwo vercions st ceriain
points in this passcage, whereas the simpler contratenor in X80 fits both
versions. After study of the work, one finally arrives &t the convic~
tion ihat the reading of the composition in 140 - BL is closer to the
original than is the verslon in 3T, and this casts doubt on the ascrip-
tion of the wari to Vicold da Capua. On the other hard, [ W0 is cerizinly
not the most rsliatle of manuscripbs. Ome hesitatss to place any Lo
tance upon the evidence of trds scatbered snd carelessly compiled
collection,

In B the =t i- terra is paired with the Fatresm "du vilage"

(ho. 8,) of Zacharia, Cre cax understand what led the compiler to

hi
~7speeislly at "yhesu xpiste, 0uwm sancto spiritu.t
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sssociate thess two works: like Taghariats Patrem the 5t in terrs is in
2/l ine, and its texture is charecterised by the sltemstion of short

Wumemmmmmewmmto:mm‘
instrmeental parts, The Cloris, howsver, does not have alternate

phrases without words in tha upper parts, nor arc the vocal lines
1
derived from & piainsong melody. Yoreover, the short phrases of the

'hm--at}.oastrarmfimmmofthspim—mw

The fora of the mrk is based upon the literal repetition of the
wmmmmmwammmbm,mmm
tion eharacter of the wper parts in the secand section is not nearly so
anparsnt 2s is the cese in ~1oonis's exanples of this pmeadm.z A
detail reninds one of oluer of laghar ats Luss pieces than the Patrem

with which it is paired in I Cantus 1 has en antisipatory sntry two

Leeves before the repsat of the lower parts in section 1I, as in the

Lore s ciscussion of Cacharials relien GUX0VE. PP 255¢.

-~

“Forte roes too far when he states thatl iho upper voices are
sloost canpletely free in sectlon 11.{(otudie zw Descrichbte der jusik in
T4sllen ..., Do 53, lote, however, Lt he usss the word "voriation® in
& rore restricted cense than is done Lere == 589 . Wil o)
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nyipinella® - "Cursor® pair by Zacharia,

£x, 117. FProm Bt in terrs, M®0 No, 69

[ 3 | WY 1

- TN} ]
1) 11 A

i 3t

I

Je Vs 48 MS dt-rfv l| vs ?l-'l'ru 19. f,\ ]“ Pg(-m ‘h mun-di

r T
e
Z >
Repeat o Ten. and (Ontra.
r~
Hie o S— - N '*—1":\;' —
L.. : —_ 1 ',-:,,fjij

The jawn of DU WO 13 begins like Gsction T for & few breves and

tien breaxks Loto typical 1ittle hocket figures in initation for & total

$ 4. e . % . - Bia ye P 4 L. PRI i1
section ¢f ninetesm heeves, Hub ths lmen af the versions in M8D and i
} S AT

:

o

PR e ek ey . O N NE e T 7. [V Y. [N N :
Alffa~ent, with no refzrenss L0 Lae openilg, Lo hockKeling, and

¥
o
¢
ot
o
&

o durabion of cily twelve broves,
The GLlris is, in general, the ¥ rc of & silled and accom-
plished composer workdrs in the French style of the Jirsi cuar ter of the

i PLeomth cenbury, The fact that the relisble Itslien nenuseript OL

leaves the work SnONymous lends support to the sttribution in MW rather
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then 4n BU, for nons of the other anonymous pieces in K can be iden~
titied as works by Italians. Thie, the better reading in K% and H.,
the fact that nowhere else 18 }iicold da Capus listed as the composer

£ a piecs — 811 combine to make it more probable that the composer

of the £t in terra BY No. 13 was Bosquet rather than Hicold, but it .

would be foolish tp insist upon one or the other with such weak and

contradistory evidence, .

D. Lues : ) %

e el

The &t ir terrs BL Fo. 41 (old No. L6, ff. hiv=15) 1s aseribed

d. luca in the msnuscript, & name not otherwise to be found in the N

g

siesl sources, OCLercx has jdentified this composer with the Lucs ‘e 5

Lendinars, nesr Rovigo), & disciple of Ciconia who was

pt
¢
&
s
w
-~
]
t ot

given his master's prebend in Fadua after Ciconia's desth in Dacemper

=

LR Tris WS on July },6 1412, T R, G

et B

at the Feduan vuomo in 1419,

fasimiri lists him (Lucas cantor)

Clerex is pm shly dustified in lizking

o nuzes; it would appear to be mors likely that T, Mo Al wes

s . oduan musiclan then by the Jar Lucas Dow inie! da

Opbeveteri (= Crvieto] who was @ ginger =

lweaney ettridutes the work 0 A,:rsrue; s34 the veriants in B
to Lisold. (arly Fiftosnih century nusic, I, iif. and x1v)

5
innales musicologigues, III {1955), 52.
3?&‘3’\.

ssicn o musieisti nella cattedrale 41 Fedove nel sec. XIV,
¥V, IVI," Lobe dl rehivio par 2 1s storie musicale, VIII (1941 Y, Lib.
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Plorencs from 1407 until June 1410, according to a document recently

i
discovered by Frank d'Accone, or the Joharnes Luce, clericus

Rothomagn, dioe, (% Rouen) who wes among the sinrers of Martin ¥V from

2
Lugust 7, 1418 wmntil 1425,
The Tt in terre is divided into four parts by bar lines, but

ehanges of mensuretion cause the form to fall into three large sections:

- | N
3 VICYORS

11

6/8 I Et in terra
16 totel 27

¥

Lawdamus g
2/k II Douine deus rex ¢ 52
£/8 III Gul sedas F 301(2

Lmen F 17
If minims (eighbh noles) ars equel to minims in the changs from major to
winor pruleilon in Lporfect time, it will be seen thal the [fifty-two
breves of the ~iddls section are ecual in duration to shout thirty-five
breves of the cutoide sections -~ i,e,, the middle soction is only

*

0 pase

U
aw

“re shote of the covesitio is modest ond conmventional,
meee 18 o pood dezl of

B G A M S s e sty &
LR s DU ‘-\.uussz GLLIESVIN WS

motivic consistoscy. One may observe the triadic motive and the generel

1To be Licluded in his fortheoning dissartation at Harvard
University.

"ilhelm Jufay,® VOH, (3. 25)y 3 idem, "Dle
' 8 i Izz )

"o

i L8538

!‘."@1“5.53.5?&3 CA(.*&“—. 'iwuvux '?J‘.A LA RN ] 7“’ ;t'*, l-»da. ‘ ‘_lf}
T
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cisjunct meledic lines wich sssociate in a fres manner the openings

of the first two sections:

by any of several French

&3
nothing

Bx., 118, Openings of a) Section I
of Et in terrs, BL Ko.

; b) Section II
|l - D, Luca

g thet

;.%,_ r--—ﬁ'": — :_;’q'f;, Y X 7 B e
Et in ter-ro. pax ho- mi- A - bus
g g Y= S —
%gz == = e —
1R Mﬂ’H_ﬁ_ -
‘ 11 ﬁ 1
\ e e
- ;-}, — _ J‘,,A.,. _ . 2..—___
N — \>~“ ‘; [,

T
1

ST

would indicete

tret it is by sn Itzlian corposer,

The whole composition is much like the simple contilens-style Mass pieces

composers in the early #ifteenth ecentury, with

The changss



of meter and frequent syncopations are quite &s coumon in French works

as in Italian at this later period, 8o these '"Italian" traits do mt

us
help/in classifying the work.

K, hetalls

Whether or not this is the name of & composer is difficult to
determine, It is found above the Bt in terra OL Mo. 154 (old Ne. 189,

£, 146v-187). Perhaps the composer is the presbiter Natale who was

organist at the cathedral in Udine in 1434, during the period that
Kicold da Capua was cantor or msssiro di eappella.l

The opening for cantus alone (the tenor and contratenor are
irstru antel) follows the melody of the Bt in terra 53 IX {transposed},

ordinarily ussd for feasts of the Virgin, so natalis probably does not

Bt T P - 24
Valse, 00, 2iTe. Do ?2-
- e v m —— *
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refer to the Nativity, The continustion of ths compesition doss mot

draw upon the plainchant,

cx. 119, 3Begincing of It in terrs, B No. 154
: -~ i, Hatalls

$
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nol ondy in the texted part, the cantus, bLub L. the L.sirumenial conira-
tenor as well, 4the use of unus for a ssction for cantus alons is found

only &t the very bezinning; octherwiese, the marking is employed for ssctiens
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for both cantus snd contratenor with the tenor psrt having rests written
out, The marking chorus is found in the cantus and contratencr when-
ever the tenor is sounding, Thus, it is clsar that "chorus® is merely

s cue to indicate that all the parts are present, (Only at the beginning
does a chorus section have rests for the contratenor,) The tenor car-

ries no such markings whatsoever,
The alternation of sound-masses is sometimes emphasized by

changes of mester,
anus: choruss
breves e¢adence _ breves cadence

6/8 Et in terra (1) Bone 7412 2 19  DeG

8 c
Gracias 1L g Domine deux rex A
Domine deus agnus g B 2/4e6/8 Qui tollie 67 =13 A
3/L Qui sedes 1 G GQuonism 8 G
5/8 Tu solus altissimus 7 A Cum sancto 12 G
Amen [ 4 Amen (con't.) 8 A

*he cadence of the Amen upon &other tone than those of the two preced-
ing cadsnces roveals & somewhat erchalic attitude towsrd tonality.
An interesting feazture which has a comnection with the older

Italian practice is the sudden, block-like change from one



- 339 -

rhytimie-mstrical texture to another, The following is perhaps the
clearest example of thisy

E. Batelis
”C chorus —
[ 7%£ ‘ 1 — ——
L *e RN I x E 2 /'—‘—_.ﬁ,_%_:
. = L -t - @ v - 4
an tol-lus peéc- ca-ta mun-di Svt-¢ci - pe de—pn—ca-ci-'o-l"m..,

1 ~ ¢
r_—_.___’———‘
! {ﬁ“‘l‘ } i |l !11 }

¢ r\\_LI \ P AN “C‘ l_‘\‘l-—“l Ir———/“ v 3 1
‘ Z - ' - —p= e — J%}LM‘
T e == =
) :d /
4 ! %l c; Uhus / '
. . b)\’ o i z‘ ]I"+ o "j’ g T A~ .
‘ < —140 j:g;tijtbt_i}L t e A Y- _E%;:
- hes- Fram Qut se-desad dex - te- ram pa- trig i
o R S '
8 1 1 [EDERUNE Sy
*}'_ ;.,._‘ .
BLEE S atent - P
(L

Could any but an Italian have written the unexpected mmn of sixteenth
notes &t the end of the pessage quoted? In ~eneral, an effort has been

made throuzhout thre plece to achisve a good dezl of variety in the
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combination of rhythms in the seversl parts as well as in successive
patterns within the same part., The Amen is moteworthy for its very
fast syncopations and 3 final cedence which, with its octave leap in

the contratencr making a V-I harmonic progression, is more character-

istic of later fifteenth-century style.

Ex, lﬂ. Amen of Bt in ta!‘!‘&, -é.i-‘- No. 15& haed
K. Natalis

Tre combination of conservative and progressive features in the

i
=3
o
(4]

same style crestes en unusual composition. The composer seems to have

been well acguainted with the old Trecento art which had produced the

}ess in P and much of the music in the Padua fragments - one thinks of

1
the Sanctus by Graszioso da Padova -, but the influence of the French

lSee above, pp. 1187F.
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santilena~-style of the early fifteenth century is also obwviocus. Our
general impression is that the composer of B, No, 154 was either & con~
servative, provincial Italian master or else he was of an sarlier gener-

ation than the other composers discussed in this chapter,

Do. Vala

8ince Do[menico?] Vala is known only by his five compositions
in BU, Besseler has conjectured that he formed part of s local eirele
1
of musicians in Brescla, the probable point of origin of the manuscript,

Four of the compositions are French and Latin songs, and the other is
an Et in terra (No., 16, pp, 18=1%) for vocal cantus and tenor with
instrumental contratenor, a favorite Itzlian ballats arrangenent.,

The cantus and tenor are in near-homorhythnm of a very simple
sort, forming phrases that are monotonously regular in length and char-
acter, For example, every phrase but the last of the second sectior cone
sists of two measures of simple syllabic motion leading tu a caderce on
the third measure, The last phrase keeps the same proportions but
doutles the lenzth (fowr plus two meazsures) in order to provide space
for a noderate melisma., The contrztenor usually hes some simple little
figuration in the cadential measures, but it cannot be said that these

ornaments allevi:te very much the grest discontinuity produced by the

I"The manuseript Bologna Biblioteca Universitaria 2216," ¥D,
v1(1952), 45. _




sequence of short-separated phrases,

The Amen, although in 2 new meter from what immediately pre-
cedes, is not set off by doudle bar lines like the large sections, and
the cadence Jjust before it is of the same type ussd for the ends of

most phrases, not like the cadences on 2 long which end the large

sections,
ecadence breves (minims)
6/8 I Et in terre ? 19 (114)
II Domine deus rex F V4 § (126)
2/h III Qui tollis F 32 (128)
6/8 IV Quoniam A 17 (102)
2/h - Amen F 23 ( 92)

Since the phrases ars little more than cadence formias, it
doss not seem worthwhile o search for correspondents. Perhaps the
composer intended the simllarities of the beginnings of Sections I, II,
and IV to be felt as an orzanising force, especislly since the slight

i~itations to be observed in two of these openings are quite rare in
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the somposition (aside from the typical hocketing in the Amen),

Ex, 122, Begirmings of a) Section I; b) Section II;
¢) Section IV of Et in terrs, BU No. 16 -

.

Do. Vala
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The Et in terrs by vala is besically written in one-against-one
ecounterpoint; the modest ornaments which occasionally enliven the tex-
ture ape handled in 2 routine merner, often consisting of sudden spurts
of quick scalewise runs in a new rhythm which causes us te remember the

old msdrigaliste. The composer is probably Itelian, and Besseler's

suggestion of & Brescian milieu is quite reasonable.

The composers diseuésod in this chapter do nol group themselves
into s oonsistent pattern, Bven the single wnifying factor of contem-
poranesusness which guided us may be mislesding, since 14 is possible
that ¥, Hatalls was of an esrlier generation than the others. Some of
them may not be Ttalian -~ D. Luca, K. Katalis, perhacs others —, and
one piece may not even be by the composer 1isted (Kicold de Cepua).

In genersl, however, the over—-all picture of the last generation

of Itslian composers of ¥ass music in the fipst half of the fifteenth
century emerges with sufficient clerity to be \nderstandeble, This was
the last, weak BhOWINg of a decadent artistic renerstion. Foreimm
inf{luence, which had always beell strong, had bscone gverwhelring, The
native composers could do no better than provide feshble {mitstions of
the product of & more Vigorous musical culture, and shortly alter this

they ceased making any effort st all.

This does not mean that certain individuals were prevented from

strnding above the comon jevel. Of &ll ths composers discussed
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Bartolomeo da Bologna appeers to be the most sccomplished artist, with
perhaps Antonio ds Cividals next most deserving of our respect, and
this is not merely because these two masters happen to have provided
the only examples of which we sre aware in the group of an advanced
technique sueh as parody. They have written the more mature and intep-
esting music from any point of view, and their compositions gompars well

with those of the best of the earlier Italian composers,




