CHAPTER VII

ABCGETMOUS WORKS

The great number of anonymous Mass pieces in the sources of the
fourteenth and fifteenth centuries makes it impractical for us to dis-
cuss and analyze in detail each work, but an attempt will be made to
survey the field with & gertain degree of thoroughness in the minimum
hope that 2 primary classification into Italian and non-Itelian compo-
gitions csn be determined, In order to cover all of the snonymous works
and still stay within reascnable limitations of spacé we shall confine
our remarks sbout the various compositions to only the most essentiszl
{items, even 1f at times this will leave the reader with little or no
conception of & plece as & whole. Nevertheless, if & certain work or
aspect of a work 1s sufficiently m&sual or interesting to seem tc demand
more extended trestment, ve shall feel free to relax somswhat this general
restriction upon detalled discussien,

The scope of the source material is as follows: ali manuseripts
containing anonymous polyphonic Hass pleces from the fourteenth and first
half of the fifteenth centuries which are of Italian origin or which are
not Italian but contain any music at all — not necessarily ¥sa2s pleces
- by Itslian composers &re taken into consideration. There are five

sxceptions to this rulet no sttempt hes been made to desl with the large
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number of monymous Mass pieces in the voluminous later sources Ao, Ir,
__1@_,1 Str, and OF, in none of which the Italian contributicn appears

to be significant, In each cass all of the Mass pieces which are anon-
ymous in & particular msnuscript will be accounted for except those
pieces the composers of which have been identified in the published
inventory eited. (Thus, & pigge will be listed here even if the com-
poser has been identifled elsewhere in the literature but not in the
inventory cited,)

The sources fall into five wnequal groups. The first contains
examples of & class of polyphonie Mass pieces uhich cannot clainm a
grest deal of interest or importance as artistic achievements but which
must be included in our study for the sake of completeness, These
pieces are the "primitive" compositions, found mostly - not exelu-
sively — in manuscripts devoted primarily to plainchant, They are
in the simplest two-voiced homorhytlmic discant style., Some of the
compositions are written in chant notation and others are nensural ..

The marnuscripts in which these pleces are found are wmified neither
chronologically - they probebly range throughout the two centuries,
slthoush it should be borme in mind that manuscripts of this sort are
often peculiarly difficult to date — nor functionally( e.z,, Yea II

is & codex of extramely masll dimensions which is primarily & lauda

lIt {s interesting to note that M0 contains 2 Kyrie (No. 110,
£f, 58v-50) whick is & econtrafactim of Lendini's ballata, Guesta
fancivlls,
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collection for private dsvotion, the only manuscript of this sort under
considerstion), There are &ltogether eleven manuscripts in this "dis-
cant group® as it mv stands, but doubtless several others will be added
after & more thorough search has been made,

Two other sources ars 8o unlike all the others that each must be
considered as forming a zrowp by itself: Fol, which is stylistically and
perheps chronologically uniqus, and Fa, which contains instrumental Mass
pleces,

The remaining menuseripts contsin pleces in the main line of tra-
dition, comparable to those we have studied by the various Itslian
masters, They may be divided chronclogically into twoe groupst those of

ca. 1400 or earlier (Pad, RB, RUy, Lo, and [probebly] Ferugis, Bib. Com.,

¥s III-12-4), and those of c8.1420 or later (Mod 1I, BL, BU, Sie A, Sie B,

¥4 L, Ven I, Kras, and St F}l

l’rhs single rermaining manuseript which has any connection
with Ttalisn Msss music ia 0, which leaves only one pleces anonymouss
the Patrem No. 2 (ff. 2v-i), &acribed to Binchois in BL.
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The Simple Discant Settings

A Credo for two voices in homorhythmic discant in a f{ifteenth

century manuseript now preserved in the Seminario in Plsa was men-
tloned 1n the introduction. It is written in black mensural motation,
B, St#blein has reported that & fragment of a fourteenth century grad-
ual from Italy (Bologns, Conservatorio di Musica G, B, Hartini,® M5

2
%l11) contains two settings of the Agnus in two parte, Nelther this

3

nor the follewing five sources listed by M. Melnicki”™ have been avall-

sble for study, Aceording to the information she provides, all five
contein two-part settings (identical?) of the same Kyrie melody, and
sll the manuscripis originated in two localities in Friuli: three from

Cividale,

Cividale, i‘uses Archeol., M3 LVIII, fol. 230
(second half of lith century)

cividele, ‘useo Archeol,, K3 LVI, fol. <18
(14th century)

Cividele, ¥useo Archeol., MS LiYIX, fol. 132v
(15th century)

and two from Aguileis;

1ébeve, p. Q. MGG, II, P1. 59 reproduces fols, 89v-90, which

has the sections: "Crucilixus... dexteram patris.," The folio numbers
for the complete piece &re not givsn,

2"Agnus Dei,® GG, I, col. 153..

*
———

392. Eéff‘ pp. 78f. &and 13&!!; See above, p. 5, nole |,




Gorz, Seminario Maggiore, M3 J, fol, 232v
{(14th or 15th century)

Venice, Bib. Naz, Marciana, K3 LIIT 125, fol. 45v
(15th century)

Another manuseript, Parma C, has received little sttention
since it was listsed by C. Gasperini and N. Pellicelli in their cata~
logue of the musical holdings of the Parma librariea.l This iz a large
£4 fteenth-century choir book, beautifully copied, entitled Libro del Te
Deun & Chiris del Tempo Pasquale. The main perts of the ecllecticn are
Gregorisn, written on five four-line staves per page, but at the end of

the Xyriale section thers are two settings of the Credo in black mensural

notation {(also written on four-lins staves). The first is monophonie,

snd the sscond is for two ecual voices, one of which has the same melody

st

as the monophoric plece.

£, 136=1i40 Credo l]é
££. 1,0v-148 Crede 2

viq
o
'
o
(9]

el
i
@]

4n exsmple taken from thils mensural discent will serve es aa illustration

1 . s
Lesoclazione del Pusicolosi Tteliend, Cetaloto generale delle

opere musicali; I:Cittd di Parma. (Parma, 1909-11), pp. 50f. The
acoount of the polyphonic pieces 1s both incomplete and insccurats.
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of the style in general., (The eantus firmus is in the part written on

the higher staff.,)l

Ex. 123. Beginning of Credo, Parma G, £, LOv-148
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nefore the main body of the manuscripi are {ive (unmumbered)
folios of which the first is the title page and the last (recto anm
verso) eonbteins an old index, fThe rernindsr have, on six five~line

steves in black zensural notation by & different hand from thet of the

nain body of the manuscripis

lrhe sccidentals on b are given in the form in which they appesr
in the originsl manuscript. This sign is often used as & flat in poly-
phonic sources (particularly French) of the fourteenth and fifteenth
centuries, bud it would zppear to be usad as a natural in the present

¥
g — the only exarple of such a usa known to the writsr.

cos
CaE
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Parma C [ff. 1v-i of fasciele at beginning] Patrem 22
One of the voices has the zelody of the Credo 88 IV — this melody was
& favorite for simple discant setiings of this type ~ 8lightly elab-
orated with short figurations from time to tims, 4 lzter hard has
added a 1arga number of &ccidentals and also same tiny extrs notes in
white motation, apparantly as third and fourth parts !br & few chords
as wall as for the entire Amem meliems,

The manuscript aends uith‘a quinterno written by & hand (obvi-
ously aceustomed to writing only plainchsnt) which is similar to the
one which wrote the mein part of the collection, {Kot all of the
plainchant faseicles are by the sams hand,) This time thare are four
five-line staves per page:

Parma C £, [165v-174] Crodo 22
One of the voices is the same as the one which had the cantus firems
(GR IV) in the Credo at the begiming of the manuscript, except that
the breve ang long resis between every shori phrase there are now
lacking, and double bars close off each period versus)., 7 semieirele
with & vertical line throush it shows that the rlece is 4o be sung in

Alrution, 211 this is eiplained by & merking at the head of one of

g

the voices: Cantatur per redium et 8bsque pausa usqus ed finem cuiue~

libet versus, The Amem is chenged to sesquizlters proportion (3) in

ane voice,

The last page of the manuscript haes & piece in white notation

by the same hand
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Parma C £, [174v] Dec gratias {5"?3 {sccompanied canon)

It carries the marking: Fugs duorum temporum ex tenore in prolatione

minori temporis imperfecti, and is quite different in style from the

gimple discant settings. Over en obviouely instrumental lowest part
which censists of nothing but the alternstion of the two deep tones F
and ¢ in breves, & very short canon unfolds. It is probably a circle
canon which can scoomaodate up to four or more entrances — ons cannot
ne certain because the end of the part 1s difficult to resad,

Rome, Bib, Ap. Vat,, MS Barb, lat, 657 contains & Kyriale of
the fiftesnth or sixteenth eentury added to & fourteenth century Roman
xisaal.l A twowpart setting in black mensurel notation of the sams
cantus firmus that was used in Parms C ff, 140v-148 (Ex, 123) is found.

The second volce is quite different from the one in Parms 7.

Ly ]

Rome, Bib. Lp. Vet,, 15 Barb, lat, 657, £f. 419v=423 Credo 2°

Following this (ff. 423v-425) is 2 monophonic version of the Credo GR I,

also in black mensural notation,

Ven is a composite fifteenth-century manuscripl consisting of

-~

~
two inds-sndent perts of which the second is one of the most important

‘I‘See B.}. Bannister, Monunmentl vaticani di paleosrafis musicale
latins (Rome, 1913), pp. 185 and 1&9.

LDascriptian of manuscript and inventory of Part II in K.
Jeppeseri, “Cin venezianisches Lendenmanuskript,” Theodor Kroyer-
Pestschrift, ed. H. Zenck, et &l. (Regensburg, 1933, pp. 6%ff.

Smm————.

Tnventory of Part I in Cesseler, AfMW, VII (1925), 236f.
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sources for the lawda, Both the style and the writing of the musie of
part II are crude and amateurish, and provably originated in a
Franciscan communkty some place in the Veneto. Near the beginning of

Part II there is & homorhythmic setting in plainchant notation of the

Benedicemus

ven II £.93 Benedicamus 2 <

with the melody (trensposed) of GR II in the upper voice.

Fol

The fragment which was recently discovered in Foligno by Hans
pavid has not yet been described in print, This unusual and provoca-
tive source is & double follo from a manuscript of uncertain orizin but
which was probably North Italian or South Germarie, The writing of the
text, which is quite Gothlc snd employs many abbreviations, looks
unliks other Italian marnuscripts, The musie ls written on eight five-

line staves per p&ge.

~

4
fio. 1 (£7.1-1v) &% in terra 3 (two lower wvolcss incouplete)
¥a, 2 (£, 2) 4 in terral327] {(ends of two volces anly)
Fo. 3 Ef. 2v) St in derral25%7]  (one coumplele upper voice only)
¥o. L (£, 2v) It in terraizz?} (bezinning only of an upper voice)

:11 the pieces uss the note forms of longs, breves, and sexi-
breves, &8 well as several forms of ligatures. In additiom, fols, 2
and 2v uss the nota form of & minim and fol, 2v uses the major semi-

hreve with downward tsil. Pointz of division are oftem found, most

e DR T 5 it S RT U — .
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consistently on fol. 2v. Kos. 2, 3, and L can De wicerstood in one of
the other senaris division, but ¥o. 1 does rot appear to be pensural,
The eounterpoint is almost exclusiwvely orne-against-one, but there ars
freguent contradictions in the note forms of the various parts (breve
against sexibreve, etc.). In tuwo cases, however, senibreves in liga-
ture are used in the ususl way against breves. It Qems likely that
the irregularities are ihe result of copyistis errors, If the notes
do pot have mensural significance, what is the purpose of the points
of division? The composition is divided by double bar lines {(written
in the form of two breve rests) inte numerous brief sections.

Since the lower part of %o. 2 is written above the higher part

on fol. 2, & eomperison with o, 1 («

fae

ch hes the lowest part second on

botl: pages) resulis in Lhs conclusion that lo. 2 uwes also for three

voices, and thal what wains are the snds of ine temor and the contra-
[T QP S B PRPTR T e -~ Ead PO | P& memee 2 o gid STFS
tenor {(righer In pang). Jhere Lre lsw poirts, if any - it ip 4iffi-

cult to know frot a pholorranh —e, and ths style sus #3Ls some of the

. itam S p PRI S e e 25 3 LR, - Tawr, T F bam A
early kess pieces of Iv. Thes provalling DRal-uo mrtyihn o) the two

neas Tests besons uite cunsrous in the Amsn secilon,
vol Los., 3 and 4 alse tring to mind the French gtyle of the

first half of the fourtesnth century, though une frecuent points of
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division and major semibreves point in the direction of Italian

rotation,

o 124, Bcglnning of Et in terra, Fol No, 3
{one voice only)

,'_4.‘“"1 1,.3 LU. .lvl;i

oy bl S S
e P e
ter-ra pa.x ho-m 1-ni-bes bo-se vo-lun- ta.-~ tis .

ks further evidence for the Italisn origin of the namuscript,
we may also note the spelling "mondi” for "mndi” twice in Mo, 3
(although this could point as wsll to French provenanee).

Fol is a rwst interssiin: cource, one thet will he studied
cerelully by all who are interssted in the developrent of fourteenth
certury Itelian notation, Soue of the music, periiculariy Lo. 1, may
well coue from as early as the first ocuarter of the century, &lthoush
it should be emphasized that 1% is haszardous to attempt to date 2 man-

uscript frogment which noc oo nany uwnusuel features. Iver if it snould

the na weorlel is grest lo the context of Italian music for tha Jrdinary
the rass., The musical styles (as much of them as ws ere able to

glimpse frou the fragnentary evidance) are in themselves of no great

sigrificance, but the fazt thet an cerly fuurteaenth centuf; Ttalian

o omns vme e wa A e ¢ Fooped moi e T wr Ammd - P st dest cee &
Z::Em‘aSi;,;.‘L}u W w &S SLYIOUS } 5%3E] :I:%ﬁi i g."r =CLlCal ure SO ".‘:‘5?{1
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what must have been & wholo group of poiyphonic Crdinsry settings -
there would prcbably have. been several mors setlings of the Gloria on
the one or more doudble folios bstwsen fols. lv and 2, and perhaps
others before fol, 1 and alter fol. v — tals fact throws & new lizht
or: the problem of the history of pelyphony for the Urdinary of the

¥ass in fourteenth-century itely,

Fa

The extensive and important collection of keyboard mugie whieh

forms ihe older part of the Psenzs codex was probably writien down

1l
about 1420 in Korth Italy. Five settires of perts of the Urdinary of
the Mass have been idetilied, two Eyrie-Gloris pairs and an wnconh-

nected Kyris.,
23 {Vyriel

3v-5  [Z¢ in terrs] (incoupiets)
77=75 [Xyrie]

« Tv~Zlv [Tt in terrs]

+ 8358y Kyrie

-

e by b by, ey
ory by bty 1y ey
»

isescription and inventory: D. Flamenae, "Feyboard music of the
14th century ic Coder Fzenza 117,% L3, IV (1951, 1797f.; sea also
idem, "New Iizht on Faensze Codex 117," Report of the Vth Comgress of the
Internationa. luslcolocicel Zoclety, UtTecht, 1552 (izsterdam, 1553y,

2 The Kyrie on £f, 77-7% is transcribed iv_de, pp. 322ff., and
the Kyrie on ff. 88-82y in Ji¥3, IV (1951), 193. Fhotographs of the two
vieces ars lacludsd tn e oo : L .

edited by A, Carapstyan is in progress. ('The Codex Fzenza, Piblioteca
<

iy PR b A g B ST S
T sBUTLTE SUILAESe oL T SLE IRGELILILE

&

Carwels, 117 [Fal," [T, YIIT (19591, 797f.)
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his deseriptions, We shall only recazll that each piece is based on a
cantus firmus: either the Kyrie or Gloria of OR Mass IV, and only

alternate verses are i:cluded ir the two Kyrie-Gloria pairs, leaving

the remainder to be sung in plainchant or discant., Later fifteenth

1l
century German sources show this alternatim technigus to be standard,
and we have cited sarlier a report by Villani which shows that such &

procedure was used in the Cathedrsl in Florence in the first half of

the fourteenth century.

Fad

The late fourteenth century Paduan fragments include sacred

e d

worke by ivalian sl forei;p conposers in sbout equal nwsber.” The
cauposers of eight I'ass pleces (not counting Ko, 7, which is & partial

Juplisstlon of Ho, L1} have not been idomtified,

b A ‘
~3ee L. Sehrads. "Jie esse in c.er Crzelmusik des 15,

Jahrhunderts,® Archiv fir Fusikforschung, I {1936), 1292f; ides, "The

TTEAEN & L .;a:S\S of tie 15tk cenbury,” i, "HVIII (1942}, ERES Tay
AAT1E,

25&6 Luove, p. 78,

3

Lescrintion snd fuventery: Besselor, : 00y, VII (3925), 228f,
and TTTT (1904, 221 ff. Cee the resarks sbout Lhe mnuseript ahove,
op. 1261,
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No. 2 (M3 1L7%, 2. 2v) lLghus 33 fragmentary )
Fo. 3 (MS 1475, f. 2v) Sanctus{2“?](one fragmentary voice

only,

o. 7 (M3 1475, f. 4v) Clementie pax bajula [3%] (temor and
contratenor only, fracmentary, = l'ad No. 11, RB p. §,
staves 1l (Cragmentary)

Yo, 11 (MS 1475, £, 3y, 5~5v) %t in terrs,,.clewentie pax
bajuls = Pad No, 7, EB p. 5, staves l-i (both
fra;meniary) _

Ko, 13 (M5 1475, f. 1) Bt in terrs [a ?] (tenor enly)

Bo. 21 (M5 684, £. 2) EL i1 terra,,.qui soritu nelodie [313
(tenor and contirstenor only) = iy Ko. 5¢,
ith Koo 7, BF Ho, 2, Stp No, A0

No, 24 (Oxford 1’5, f. 53) Sanctus [35?] (one upper voice and
sscond half of tenor only)

No, 26 (Oxford i, f. 53v) Denedicamus domino 22

Ko. 29 (Oxforc ¥S, f. $5) Et in terra [327] (one upper woice
only)

T b T T

Ko.
The Agrnus/2 follows the Sanctus No., 1 W "Sant. omer" and it is

in exactly the sase style -— hozorhyihmic counterpoint in modal rhythm e s
8o Lhe Lwo clve the o =sararce of constitwting & set of pzired sovasents,
Periraps "Sent. omer” is the composer of both pleces; et any rate, there
is ro resxson to concilol Lhe iimus ¢ by an Ttalian ecozposer, Concord-
ances show that another plece, the troped Gloris Fo., 21, is & work fros
the Lvignom repertory,

Threz onxpositions meet be classified as prouelbly french on the
br3is of style, altheourh heare and vith many other 2o nrsitions to he coan-
sidered later we must elugys bear in mind thet our walytical tools do
not poesest tha degree of subtlety which would ensble us to distinguish
belwean Fremch comopositions and those by Italians workin: well within the

French style. e "oves oftsn had occasion t> reark in the course of this
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study thet certain works by Italien cowposers were written completely
within a French or Fatherlandish idimn.l Knowing ihis, we can never be
Guite cextain about ths foraiun orizin of a partisular compusition whieh
does rot show any Italian features at all s but it would be useless to
speculate on the gquestion, Ferhaps some small assurance con be galned
fror the thought thet ire compiler of & manuseript in Italy is leas
likely to know the nases of the composers of the pleces if these compos-
ers are French, The first of the ihree compositions referred to is No,
13, which has the appearance of being the temor of oe of the simple
cantilena-style Mass pleces in Iv or Apt. Another is No, 29, the second
cantus part of an 5t in terrs in which the two upper voices alternsted

& in toe tropsd Et in terra Pad Ko, 4 by

o

arses of the texy,

the

=

o]

rzardus” (altaough t.e presest example is not isorhythmic i- the extant
part eznd probably was not in the zissing tenor), The third is the Et in
terrs Ko, 11 (= 2o, 7) with the lrope "Clenentie pax dajula® (an addition
to “ipiritus et alme"), This composition h&é been published by de Van as
Itelian work 7 alti-on - stylistinully it beloncs with tne ssn*ilens-

style nieces Tram vicmon, 1t is ¥et another example of besinning the

£ o ik e 2 " - s Pk bm Y - = I OTY Yed Edbeme O N
mThest volse Wil 2 Tovoion of Are Zlordic G I¥, ol withe 3 continuing
I

“E.E., the Ut i terra by Creziose da Padovs (see above, p.122),
or liie tiree [‘ass plzces It Antonio da Cividsle (p. 215},

vee zbove, pp, 1LATF,




- 31 -
tc drew upon the abant.l The handling of the tropes divide the plece
into fairly uniform short sections of eighteen or twenty breves each:
sections with the liturgical text plus "Spiritus et alme® alternats with
sections with "Clementie pax bajula." No, 7 has the two lower parts of
alternate sections only (those which have the "Clementie pax bajula”
tropo).z

Of the eight anonymous Mass pieces in Fad, then, only three
sppear to be Italian., FKo. 3 i¢ a single fragmentery voice of & Sanctus

which mey be the tenor of a two-part composition in the madrigal style

of the Mass compositions in P, It is writtem in duodenaria end eoctonaria
divisions in longa-notation without letters or points. The burst of fast
notes 2t the beginning of the second "Sanctus® signels the Italian
provenance of the work, If it is not in two-part madrigal style, it may
possibly be in the ¢losely relsted three- or four-part elzboreted discant
st;le such as that seen in the Sanctus Pad Ko, 27 by “Eeﬁialanc."j

The fragmentary Sanctus Ko, 24 is uneguivocally Italian with its
expansive melismatic style of the older macrigalists, Althoush the two

parts raneining could very well be considered conplete, the arransenent
Fd & » ) 3 ot

lﬁotwitbstanding Ficker, "Die frthen Hessenkompositionen der
Trienter Codices,” S2W, XI (1924), §.

2

The fact that the lower voices of No. 7 are on the verso rather
than the recto leads to the question whether the vocal part was given at
&ll for No. 7. Perhaps the sectional arrenzement wss intended for the
antiphonal performance of two groups, but it is impossible for Xos. 7 and
11 theuselves to be used simultaneously since they were in the same
codex -~ old follos 4Liv and L7v-L8v,

3

See above, rp. 13677,
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on ths page makes it likely that a third (nighest) voice has bean lost

aleng with the begiming of the tenor, Letters (22+5 2.P., +d., on.),

points of division, and special nots forme are used sconsistently, The
high quality of this composition causes ane to regre!l very much that it
is incomplete, and {f it is true that it was originally in three parts,
it is the unique example of a Mass piece in such a three-part madrigal
style,

The Bendicamus Ko. 25 uses the letters 28.1, and points of di’vi-

sion., The lower part has the same cantus firmus that Psolo Tenorista da
Firense used, here notated entirely in longs. Thus, the baaic procedure

of figurated discant over s wniformly moving tenor is identical with

that used by Paalo,l although Pad No. 25 does not have changes of
divisions and is 1n & generally simpler and more regular style, even if

we do mt consider the obvious fact of the fewer mumber of yoices,

KB

2 R
Since this manuseript” has been cited in the litersture with
various page and folio mumbers, it will be useful to show how these
nuzhers collate with the rresant noarkings. One double folio is cut

horizontally into two sirips (marked a znd b)s:

1see &bgn, pp. 11077,

ZDescribed in Besseler, Af¥NW, VII (1925), 228,
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p. la # 1b = fol. 1 or fol. 223 or [Beszseler] fol. 2
p. 28 + 2o = fol, 1v or fol, 223v or [Besseler] fol. 2v
P 38 ¢+ b = fol. 2 or fol. 224
p. ha & 4b = fol, 2v oor fol. 224v
P 5 s fol. 3 or fol. 22§ or [Besseler] fol. 1
p. 6 = fol. 3v or fol. 225V or {Besseler] fol. 1v

Of the four settings of the Et in terra (three troped) which the
fragments comtain, that or page 5, staves 1=k, eonsists of the two lower
parts of the end of Pad No. 11 (with & different, extended Amen), & plece
which we have slready classified as probably FPrench. As nearly as one
can tell froam the freguentary conditions of the other works — exireme
for the two troped mungeonptgs»lmdz--tho three other pieces do
not display any features which would lead one to conclude that they wers
written by Italian couposers. Apparently it i{s the concordance with Pad
%o, 11 which has led E}easelerl and Eer‘&ez to classify the fragsent &s a
vpgduan? menuscript, but it is more likely that EB presecrves 2 French
repertory and should not be included among tre sources of Itallan music
at all. (Incidentally, the plece on page 1 contains whet is probably the

earliest extant exzmple of duo and chorus markings {("D.Y and "S.“}).B

Lrpid.

2
studie gur Geschichte der wusik in Italien,.., Pp. 6f.

Bcf'. Bukofzer, Studies in nedieval and Renaissance music,

p. 178, no 5.
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e

Fischer has conjectured that Rﬂl might be of peripheral Tuscan

origin, ca. 1&00.1 The only composer's neme to be found is for Je porte

mieblemant by "Donatua,” but the ‘&rie summe clementissime from the
French repertory is found in BarcB asecribed to "J, Graneti," and two
other pieces are from the Mass ¢ycle in P (Sherardello's &t in terra and
Lorensgo's Sanctua).z One monophonic and three polyphonic Mass pleces
remain,

No. 1 (£f, 84v~85) Patrem 112
No, tt. 87v-88) Sanctus 2

1
3
Ko, 7 « Ov ) Kyrie ['rund;]"ln
No. 8 H. 9lv-92) Et in terra :anmaplct»e)
The Patrem is one of the very simple monochonic settings in men-

. 3
sural notation which ars sometires seen in manuscripte of this period.

Ludwig has slready stated thst the marking "rondello” for the Kyrie %o, 7
obviocusly refers to tha rondesu-like two-sectioned con istruction of the
plece, and could well indicate a contrafactum of a French song (&5 yet

widentified ) .

li}tudien zur itslienischen rusik,,, s Pe 97

2
Description and inventory of 5?,{31: Besseler, i}, VII (1925) R

2262,

3
See above, pp. 350 and 353,

“Guilleume de Machaut, Musikelische Worke, II, 2, note 1.
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Both the Sanctus Ko, 3 and the It in terra Ko. 8 are in the
madrigal style of the Florentine masters. Letters and pointe of divi-
sion are employed, with changes of meter in certain sections s but with
quaternaria growped ir perfect mode (diminished, equal .to duodenaria)

predominating, The mixture of points of division and points of addition

-~ even in & very simply passeze —- is apt to give & momentary fright to

anyone who had been dealing just previously with the subtleties of french

synoopation:

Ex. 125, Beginning of Ssnctus, RUl Fo, 3

| b t
e : p- P
U U - T .
s A TS 4 —Ld A
' Sanc -
s ., L 1 -—I !
X f ; X
£ = } }
mz“u ;Q.hc -

The two voices titerncte short rhreses in the Dt in terrs o, &

"Laudanus te, Renedieims te., :icdoramus te, Glorificzmus te,,”" and

azein later: " vorian tu solus ssnctus, Tu solus dorinus,” The firel
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voices, a disposition we have seen
©» Pernaps it is mo coincidence that one
caordpt (dlscomting the brief Eyrie

ols, ®v=9l; Lt i verra, fols., Glv-92.

S 3
aid g I

vumber of points in comron -- one muy note

unisons at "Grecias agimus tibi® -, szo

aaxt the Eb in terra to Lorenzo,
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Lo

Aside from a momophonic Kyrie in mensural notation, there are

three Mass pieces in Lo, all snonymous,

No. 52 (ff, 36v~-38) Cantino gltanglolisti santus -;’f;‘aantus 33
Fo, 115 (f. &v) el 1 -

No. 116 (£f, 82v-83) Et in tepra 3

No. 117 (ff. &3w-85) Fatrea ;Ir

Fiacher has proposed a date of ca. 1400 or lhortly thereafter for
the compilation of the manuscript, end the large nuabu% of works by
Nicold ds Perugla (here called "Nicholo del Proposto") has led him te
associate the codex with Ferugia, The Gloria-Credo pair is written by &
completely different {and muc: more skillful) hand than the one which
wrote the main body of the codex, and is generally within the flowing
French cantilena style of the later fourteenth century. This is‘espe-
cislly true of the Patrem, which gives no hint that it is not of French
origin, The Ot in terra, on ths cther hend, has certain deteils which
ceem cheracteristie of Italian music: quick declamstion. on one tons
repeated severesl times, and = long mellsna with fest figuretions on
"no[-bis’." 2lso, in two sections the meoter is chang E,_(t:»r,r means of red

notes), but the change is in the wocel part only, }.eavi;g the two

lDescripticm and inventory: G. Reaney, "The maniseript London,
British Fusewm, Additional 29987 (gg),'lgg, YII (1952), 67ff, Ths bt
ir terra Xo. 116 i8 transcribed pp. S8f1fF,
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instremental parts to econtinue in the same breve-gexibreve motion as
before, so that the result is rather more & change of subdivisions
within & constant pulse than s basie change of meter., This is close in

effect %o the I'requent changes of division in Itslian music fop the sake
of variety of figuration,
Bven with these Italien features, however, it 1s clear that the

basic source is the French cantilens style., Therse are Several syncopa-

tions and small rhythaie irregularities such 8s one could find in a

femataiehords. The total impression which one receives ig that of an
Ttalian working within the French style. The plece is rather similar to
several of the Ilass pleces in {d, and of all the Composers whom we have
studied, the st likely to have written this composition is Matteo da
Perugla, However, a carelessness in the hendling of the comternoint w—

the contrstencr would gean Lo have besn added 4o the tenor with little
thouzht of how it wuld £it with the cantus -- casis doubti on the pos-
si5ility of 'atten's avthiorshin, for this Corposer wis usually more CHPG-
ful in this mattep, Incidentally, the raet thet a corparable degree of
eontrapuntal rouginess is not to be sean in the Patrex strengthens our
belief that the two WOrks were mot written by the sa=e composer,

There can, or course, be no doubt whether ths soposer of the

Senctus-motet Ko, 52 was Italisn., This work, written in an extreaely
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melismatic style which is derived from the madrigal, iz one ¢f the most
interesting in the entire repertory. The musical style alone would be
sufficient to claim our attention, but the composition is even more

remarkable when we take the text into consideratiaon, for this is one of
the very rars examples of an Italian motet from the fourteenth century.
The two upper voices have & trope in Italian, referable to the Preface

which introduces the Sanctus in the Mess, while the tenor has the

liturgical text (without cantus firmus), Flscher has called attention

to the madrigal-like construction of the trcpo.l

Cantano gllangiolieti aantual santus, santus;
Dominus deus la cul E%
In clelle'n terra 1 si storia.

anntan c-_“na, nenedichtus, santus, santus,
‘Li venit iu nomine domind,
1Fede, sperancgad,; .t casri[-td] deglionini.

(,x

Benadecto sia quel dolele chanto,
Tu ¢he portast{~i] lo spirito sante.

The consbtant play of litile fijurstions, with the interest tossed

back and forth belween all three parts, creates a lively and vivid

1 studien zur italiendschen Fusik..., p. 75, See his refsrence Lo
& simllopr casa of troping in & laeds by Dilonco da Llena. The text above
follows the spelling of Cantus I (wiith punctuation added) except for ihe
passages in brackeis, wnich are missing in that volce., This is but one
exanple of the grest cerelessness with wﬁich both the text and the musie
of this manuscript was copied. A furiher example is thLsat the page tum
of this composition ceccurs spproximately, but ot exactly, st ihe saus
plsce in the three volices.
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Lo s - RO "y’.ﬂ_} A Lomoon
texture, The frecusnt rests in the various parualmﬂ. never coincide,

80 that thm is much overlapping of phrases. It is intcremng to note

5% @ﬁ S

how the mutm whish 43 found in the suc#eseh‘c mtriu of t.he parts

is never literal and is often so free that it. could hnrdlywbe clusiﬁed

T*u.a motet is quite cxce

Ferugia, Bib, Com,, ¥S ITI-12-4

The mmﬁ set of Perugla fragments sre mentioned by Ghisi in
his article about the oaﬂy parody Hasa.l Unfortunately, they have not
been available for study, so we are forced to confine ourselvss to report-
ing Chisi's brisf account, There are fragments of whot zpmezr 1o be
three different settings of the Patrem on the two leave:s » Which Chisi

dates at the end of the rourteenth century.

f. 1 recto Fatrem & 7 (beginning of ecantus only)
£. 1 verso Fatron a 37 {ends of ienor and contritomor orly)
f. 2 recto Patrem a ? (part of cantus only)

These fragments mey or may nat belong to e zrouy of sources
wolch dncludes fad, ZL'}_ and Lo, In any event, no further works of thi
group are to be found, and the large number of snonymous Yass plecss

remaining ell belong to Lhwse which sre in ths srouwp of later sources,

lﬁtti del Congresso Internazionsle di Musies Sacra, Roma, 1950,
n, X8,

&




Hf*ing,Mch, togethar wit,h the last, makes up the more recent part of the

c@dex. '.{‘h:.‘.a gection is closely associated with Malteo dg Ferugia, and

?ixmu hz.s ‘fesn,;eat-m"ed that it m usembleé under his direction in

W ﬁho t.hirci decade of the nrteeuth century, 1 ¥atteo is named as the com-
| pasor of four of the thirteen cmﬁum in the first gathering; all
of the remsinder are anonymous. These include a Latin motet, two French
secular pleces, and two contratenors to secular pieces, but the main
body of the gathering is devoted to the liturgical works:
’ No. 3 (f{. 2\'—,_’:}2 Bt ir tem...?ni{-lt
Ko, L (£f, Jv=i) = L;v@"d“*

Yo, 7 ({f. 6v=ty) °

tamea
s 3

Plrrotts has steled that these anonymous works are probably

2
Itelian, but Fano goes Jurther: he eascribed all of then to

¢2 francese in Italia sl
& ¢i oclenze, Letiters e

ra )3 p. 154, This article
(pe 10XEF.) is & deszcristion, invent 7sis of Mod., A more
detailed Irventory may be fownd ane, Le srisind e i1 orimo
rzestro i capeilar sitss da rerutia, P : cornelle musicale
del Duome oi wilano, edited by o : -w:i e romizerti
dellfarte musicale *t&l*ana," Yuova serie, ; ¥ilan, 1954}, pp.

liéi f.

2171 codice ULANS8 .., LOC. cit., pp. 1L40I0, LI, Ludwig, "Die
mehrstimuige lesse des li, J&h‘})m.de*ts, AOMW, VII (1925), 424,
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‘éiatteo.l From the point of view of style, iHatteo is, indeed, the nost
likely composed. Still, & disturbing fagtor is the question why Hatieo
was not named as the composer of these pleces if that is the case.
Yod carefully gives Mattso's nme,(;éznide:;") for tnirty-one pieces and
even essigns a contratenor to kia..:lg the first gsthering his name is
fomd for Los. 1-2 (fole. 1-2) and Kos, 11-12 (fols. 9v-10), but nowhere
else, In & manuscript so closely associated with Hatteo, the fact that
Fos. 3-10 (fols. 2?-9)l are laft anonymous would seem to be an argument
against Fano's proposal that these pieces be atiributed to that composer.
The stylistic evidence, neverthelass, is 1Mpreasiva, and thc present
writ«:r declares himself to be as convinced ms he can ever be by purely
stylistic arguwsents = wiioh L5 wole too much — thel Fano is correct.
The tropsed Gloria Xo. 3 has two freely-flowing upper voices,

often with 1ittle irdtations % the beginrings of phrases, over instro-

cemtal lower zarts in canon ("lenor faclens conlratenoren’ js The place
where the contrebenor sulers in marked with & small nunersl & 0% aleve

{he sprropriate tenor note, indicsting a rest of girhi troves, Simdlarly,
1884

the Amem tenor is murxked Wiill ihe r.me‘m. Ge’f HenlGoCoii .uD LILCL T

chow that there are roferences to 2 cantus firmus in this compositlion,

-

J‘z_?g. city £, L7ff, The four anonymous Kass pieces &re
transeribed in this publication.

“a,up Frage der melodischen Faraphrasierung im iittelalter,”
ZMJ’, ? (1928)’ Szf&'
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But it eaanot be afiirmed that ris demonstratien is very convineing.,

The Et ir terra Mo. 4 is isorhythmie, and is provided with an
alternate (non-isornytnmic) solus tenor, The upper parts have five per-
iods of eighteen béeves each, and the beginnings of the periods are nwa-
oered in the msnuscript — the only example of such a procedure known to
the present writer. The tenor has the melody of the (first) Agnus Dei
Sr XVII arranged in three isorhythuic periods (the last incomplete), and
then both the temor and the contratenor (not isorhythuic) are repested
in diminution, The contratenor is in imperfect mode and ths tenor in
perfect mode, indicated by the numerals 2% and *3" pespectively at the
beginiings of the p&rts.l

We have remaried in commection with Metteo's motet Ave sanctus

nndd salua that the nresance of an Lgnus Del cantus firws eouid well
L) Sh.l8

L25F,) wmentions this posmulihy, but

- *

¥ ¥ :-s.‘,.yyl;,:‘}s'q N )L,i..uk.gv -

) it f:~ tff"z.

Love ol acadsude skill wileh wa l
ASTHS -~ $oe zhove, P, 186 - s,
Lhe iaterpreter, but Fare ig ir e*'v:»r *‘m he states

Enize i _'i‘...f_i;;. Tozany of i taraw o & mterrretation
=ﬁtazzua . lsneﬁ Ly e ¥aa ("ua réaﬁbcaﬁc mh$¢C6le du ﬂcyen-
' “LosUrt the Iotuanta fo 15 arplos il

13wl ored 1lks b e
s orezt Ls red in STl Irob-

ard ra long {there ers aix
3 Jncopation, and ths dxspwcaaauts caused by
min.‘s as amther. ({ edoht hzve been the recson tha numersl w30
was placed over the [irst breve rether than befours the rest &s ir the
coniratenor,)

U’, m
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have been dus to the lack of ar Agnus in the Ambrosian Mass, so that the
question of liturgical confliect would not arise.l This explanation is
even more necessary in the present csse, for it is most unlikely that
the mixture of two different parts of the Ordinary of the Kass would have
been tolersted by Church authorities, Indeed, we may count this as one
more bit of evidence that this anonmua‘ié—&s; plecs, if not written by
¥atteo himself, was at least written for the Milanese service and was not

taken from some other Italian or foreign collection, As in Katteo's
motet, the words of the Agnus Del are written oyt under the notes, dbut’

it is probable that the text is there marely for the purpose of identi-
fication nnd that the tenor and contratenor (Lthe latter also marked "Agnus

dei,” although only the first few notes are taken from the chant) wers
intended for instrumentis.

This Bt in terrs Xo. 4 is one of the most iﬁtricata formal con-
structions 4in the repertory of medieval music, At no point from the

beginning of the plece umtil i%s end do the divisions between the iso-~

rythoie periods in the upper voices coincide with those of the tenor.
idded to the isorhythm is the usual free variastion in the upper voices
when the lower parts repest in diminution. £11 Lihisz does nobt obstruct an
almost constant play of light and sszsy imitaticn between the upper voices

throughout the course of the piece, The whole represents a tschnical

1
See sbovae, pp. 101f,



achievement of high order, rather in a class with Matteo's ive sancta

mundi salus, although the latter hss a simplicity and musical direct-

ness about it which mskes the solution of technicsl difficulties seem
effortless, and must be judged a more significant work of art,

The Patrem Ho, 7 and the Patrem Ro. 9 are both in the same canti~
lena style, one that is mot dissimilar to thet of Katteo's Et in terra,
Mod Ko, 2.1 Both works feature changes of mensuration in the large sec-
tions, and Ko. 7 has & typically Italisn brief passage in diminished

imperfect time with minor prelstion (2 x 2/8) while the &ccompanying
parts continue in the preceding 46/8 tims.

B

It is surprising how few works are left anonymous in 2 manu-
2
seript as large s ML, Of a total of one hundred and forty-six
polyphonic pieces for the Urdinsry of the Hasg, only twunty-thres

are ot assigned to a corposer in the codex, The proportion of works

}'Gee above, pp., 165ff,

inventory: ¢, de Van, "Invantory of manuscript Bologne Liceo
musicaele, C15 (olim 37)," ¥D, II (21948), 2351ff. It is resretteadle
that there are so many printing errirs in this catalogus. The most
importsnt correction for our purposes is to point out that old fols,
176 and 177 are bound at the beginning of the manuscript before fol. 1,
and that the anonymous i in terra on fols, 176v-177 should be de Van's
(and old) No. 1., Eesseler (Bourdon und Fauxbourdon {Leipzig, 19501,
P. 11) identified the work &s e duplication of ho, 80 by Jesn Legrant.
Note that the first column in the inventory carries the old numbsring
of pleces which is found in the manuscript, and the second carries the
new (de Van's) mubering,
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assigned to Italian composers in comparison with Northerners is sasll:
nineteen Italian to one hundred and fowr foreign (including seven by

Ciconia), It i{s also instructive tc note how many of the twenty~three
anonymous Kass pieces have been identified by concordances with other
manuscriptes as works of Kortherners: sixteen, if we cound Bo, 83 as a
work of Bosquet instead of Nicold da Capus.. Aside from this doubtful
No, 83, none of the anonymous works is assigned to an Italian composer

in another manuseript.

Bo. 1 (old No. 1, £f. 176v-177) Et in terrs 3*
=§ Ko, &0; Ao ff, 36v-37 Thv~76: Jo, Le Grant

Fo, 3 ( 4 Ho, 3’ - 1“‘2) x.m’ 1

No. 79 (old Ko, 102, £f. 100v=101) Et in terra

No. 81 (old No, 105, £f. 103v-104) Bt in terrs 2

No, 82 (old Nos. 106-107, ff, 104v-106) Patrez 3

No. 146 (old Ro. 181, ff. 158v-159) Et ir terra 321

Yo, 159 (ff, 178v-180) Kyrie O sacra virgo beata 3

Ko, 165 (olé No. 200, £f. 137v-189) Lt in terra 3

The Kyrie Ko, 3 is grouped with e Gloria and Credo by Ciconia

and a Sanctus and Agnus by Arnold de Lantins to form a Mass for the
Virgin., The (loria and Sanctus are troped, and the Eyrie, Sanctus, and
£mus employ cantus firmi in the tenors which are taken from GR lass I,
The tenor of the Kyrie has the maledy either as s succession of breves

or elternating gemibreves ani breves, above which the upner voices weave

in constant figuration, rether like the simple style of elasborated disecant

1l
See sbove, pp.
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b

which nsy be seen in the Xyrie Apt Ho, 1.‘ French mensurstion signs
(including a half-circle with a point in the center and with a vertical
line through it) are used, and the last chord of each section is marked
with & fermata sign, The composition is probably by & Northerner,

The Et in terra No. 79 and the interrelated Gloria-Credo pair

Los. 81-82, together with the Et in terrs Ko, & by Jean Legrant, form

& grouwp of works on fols, 100v-106 which are written by a different hand
than the one which wrote the main body of the codex. This hand is seen
in several other places, notsbly in the three gatherings (i1, XII, end
XX) which are later interpolations and the last two (OXVIII and IXIX),
which contain hymns, sequences, and settings of the Hagnifieat. This
hand 1s associated with Dufay and other Xorthern composers, especlzlly
with Johannes de Lymburgia, who figures so prominently in BL that we may
asgume & personal connection with the manusvcript (somewhat smalozous to
Pacle Tenorista in respect to F or iatteo da Ferugia in respect 4o Lot
The French cantilena style and the use of many fermsta chords point
towsrd French or Netherlandish composers,

The Tt 1n terrs No. 145 is in the most modest fimctlional style of

the l.ortisrn couposers. Ii i3 set for Lwo high volces wiizh zltercila

Liee above, pp. 3%f. The troped Kyrie Apt Ko. 11 by De Froncisco
uses the same tenor melody as H Ko, 3 in & slightly less regular fashion,
but the style is otherwise net iLhe same.
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phrases in the manner of a dialogue over instrumential tenor, and is
marked by an extreme economy, with the syllables set to amost coustent

m.

The Kyrie O sscre virgo bsets No. 159 1s on the lower halves of

the same pages as 3alve saacts parens by Lymburgla, The lotter is an

1
Introit of Masses for the Virgin » and since the following Kyrie and
Glorisa sre also for Marian Masses by Lymburgia and the general style

corresponds, it is likalay that Lymburgis also wrote No. 159, Thers is
likewise no reason to &ssume on the basis of style that the Et in terra

No, 165 is ty en Italian, The presence of a text in the tenor as well
as the cantus {with instrumental contratenor) does not {n {tself indicate
Italian authorship, as may be seen in the Senctus and Lznus Hosg, 130-131
vy Lymburgis,

The result of our survey of the seven anonymous Yase pleces in

2L, then, is to conclude that all of them are probably the work of nen-

Itzlian composers,

Ysee Gr, p.[98]. The liturgical melody is in the tenor,
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BU

1
Probably compiled for the use of 8 local chapel in Brescls, BU

comtains a higher proportion of snonymous works thar does the comparable
collection BL. Of thirty-three polyphonic Mass Ordinary pieces, sleven
are ascribed in the manuscript to composers who are probably foreisn,
and only three to Italians, But even these thres include the doubtful

Ko. 11 by Hieold da Capua and the composer Do. Vals, who may not be

Italiaa.z Five of the anonymous Mass pieces sre assigned to foreign
composers in other sourves, and only one (the Et in terra "Micinella® by
Zacharia) to en Itallan., Thirteen pleces remain:

No. 4 (pp. 6-7) Zt in terra 3

¥o., 5 (p. 7) Eyris cuneiipotens genitor 3

Ko. & (?- -Ll) Senctus 2‘: .

No. 10 (pp. 12=-13) Et in terra 3

Ko. 12 plus I'o, 15 {pp. 15 apd 17) Kyrie laudes nociras 3
Ko. 18 {(pp. 20=21) Patrexn 3

No. 29 (pp. 38=41) iatrea 3

Ho. 31 (pp. AQ«‘B) Serctus deus pater 3§

oe 33 RPP- fw—*"‘"‘-r L uS...MQ pater 3

No. L9 (p. 67) rﬁrﬁs 22
No. 58 {pp. 78-79) Sanctus edpirabilis splendor 2%

ko. 82 (p. 1C9) BRenedicamus 3l
Lo, 91 (p. L14) Denxdlicamus cum trine vocis jubde 3

LY
ohe

Tre 5t in terra No, 4 is & simple, fussiionsl plece in the con-
ssrvative style of many pleces in Apt, There is almosi constant semi-

breve motion, varied by semibreve plus ninim. One should not atiach

lbcscriptior and inventery H. Besselar, "The manuscript Bologna
Bibliotecs Universitaria 2216,% , VI (1952), 39ff,

>

“Lee above, pr. 328ff. and 3L1ff.
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importance to the fzet that the tenor is provided witn words here (and
in several other pisces) for this is a feature of the manusoript. Sev-
eral compositions in BU which have texts in both the cantus and tenor
but not {n the contratenor are provided with texts in enly the cantus in
B, and Q.

The troped Kyrie No. 5§ie constructed of three varistions of the
same musical period, The stxié is the simple cantilenz of the Dufay
period, a style which is even more evident in the troped Kyrie Ko, 12.l

The Patrea No. 18 forws its temor froz the cantus by reading
the latter at the lower rxm with doubled note values (mmtil the Amen),
&nd a "triplus” with text is added sbovs, i sanon in the left mergin of
page 20 explains the nrocsfure, The style is not Italisn,

The Tt in terra Lo, 10 and the group of pieces on pages 38-45
(Patren ¥§, %9, trozed Sanctus Yo, 31, and troped Agnus Ns, 33) are muse
feally interrolsted movesents w ich ooviously belonged to-siher at one
tine in a Mass cyele which has now been partly dismesbered. These move-
menis, woreover, srs tlzo related fo the Eyrie No, 8 {p.
53 we may stiribats wire eyele to thet compeser, Eote thet BU hse

Ve boame e meen - PR TV U A mLEN T .
&30 oradst Wl oa gyelae by Dufsy Uos, 7 and 26} gnd ors by Armold de

-l

“That bos. 12 and 15 belons together as one cosposition can be seen
sron the marking "wolue® al<ar the contratener zt the hotiox of page 15,
and also from the trope, wiich consists of three verses (Christe III,
Christe I, and Kyrie 111 — although here they are given as Kyrie, Christe,
Kyrie) of Kyrie "Zax virgimm® (LH, XLVII, No, 3),

g s R
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Lantins (¥os. 2, 3, and 27), Even if the style did mot elsarly indiecate
& Northarner, the presence of a ¥ass cycle would meke it difficult to

aceept an Italian as & possible composer.

The two Renedicerms settings (Kos., 82 -« & later addition —
and 91), elthough written predominantly within & very simple French style,
display a certain awkwerdness in the counterpsint here and thers, leading
one to suspect that they were composed by local musicians uitﬁ 1ittle
technicel skill. Since there is nothing "Italian®” about the two pleces,
however, we would be going too far to classify them as such, (After all,
they could heve been written by unekilled Northernerswho happened to be

in Italy as well as by unskilled Italians.)

The three esmositions 1o orly towe narts renain, Two, although

Th
geparzted in the manuscript, appear to be nusically interrelatad: the
Sanctus Ko, 9 and the frmus Ko. 49, The siyle is identical, with two
vocal parts, highly mellsmatic, quick figurations, and varied rhythus
(ircluding some special ncte fofms), and quite & bit of il:zitation, Both
-inces have places nesr the ends whare each volce rests in turn while the
other carriss on alone for a éhort passaze., -oth pisces have cantus

B e R ol
A L5100

firsd in the tenors daken {rom OR kess [VIL, slizhily Zscors hase

L4

tws chants are hi~hiy wmified in themselves, and the Iiguration of the



$
1

-3
two polyphonic pieces makes the corresponderices even closer.

Ix. 127, Teginnings of a) Sanctus, BU No, 9;
b) Agonus, BU Fo. 49

DAy By sttt

Pt TR e
v v J i

fd-n- ctwvs

It is cuite Likely thnt this palr is by an Italiarn eowposer, The
troped Sanctus Yoo 52 e pore difficult to judge, Huch sgimpler than the
pzir zuove — there cre noihing but breves and sexibreves in the tenopr -,
the glicht fleurations do not conceal the clsar homorhyblemic discant whieh
is the bazis of the eowilerpoint, L fondness for secusrtisl patliamms and
the (instrumenisl ?) sudden rush ef fzst notes st the cadance at "zzbaoth®

are sugrestive of Italian orinsin, and we may tentatively assign thes work

te an Italian cowmposer,
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Sie A-3

All of the Mass pleces in the two Sienese fragments have been
1
identified as works of Zacharias da Teramo.
31 2.1 :
Sie A recto Patrem [3 «2%+1"] (end of contratenor only)
= Kras ff, 193v-195: Opus Zacharle
3t P Xo. 2 (ff. 2v-4): Slowye ssacharie mneyeche

Sie A verso Patren [33] (part of cantus and tenor only)
= BL Ko, 57 (old Hoe. 70-72, ff. 68v-T1): Lacar Scabroso

Sie B f£. 1lv Bt in terra [— Gloria laus 3’] (part of cantus
ani tenor only)
= B No., 69 (old Kos. 83-89, ff. 86v-86); Zacar -
m gﬂn 72 (ffc 3?7'3&')8 mmannc
ST P No. 10 (£f. 18-19)s ——o
OH Ne. 30 (f. 28v): = (fragmentary)

Sie B ff. 2-2v Pt in terrs 3 (211 three parts fragmentary)
= 3L Ko, 58 (old X¥os. 7374, ff. Tiv-73): Zacar Flor gentil

¥8 L

Gf the four compositions for the Ordincry of tas de=s¢ in

~ ~ oI 'r*¢* I LU S -

Ye L fraguente, one is atiribubec to Cristelord o8 rscilo L LoL vedl-

script; corcordances show that another is by Antorlce oo Jividcle, oA

PN S RN W T e RS e BTN - F R T e & e e
Coea M3 DY) RIT0e U2 slanWdiiToe 18 Penslinins ::,:.’l'fﬁf - iy T = T
conbrateno
o o~ . P
Oy L o \ledi) QLTEL (L 5h .

}‘:‘«escriptiong ard irvertorics: F. Chisi, "Italiar Ars Nova music,”®
Jouvrnal of RPenaissance a~ BEroc u~ jusic, 194}, 825 idem, "a second
Sieneze frament of JTizllsn ‘rs Vova," ?—i‘z}, IT (19L2), 173Ff. See the end
of mote 1, p. 245 above.

¥
o

“escription wua inventery: woll, uescl.icliie cer lencura-
',‘ﬁ"'::;‘!ﬁ“'» I’ lC‘CP » omemer onloory . ] ;—r»: {‘ ,‘\,‘Y

D e DTS SR Y s

G 4 L
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The frecuent changes of mensuration -~ it altermstes between diminished
imperfect time and diminished perfect time = could have been written
by a hortherner aswell as by an Itelian in the second quarier of the
fifteent: century, and any other meager clues about the style do not

help us very much,

Yen [

1
The only cowposcrs named in Part I of Yon are Binshois and

Bemolt, and from other sources some of the pieces have bean identified

‘88 the work of Dufay and Rubert de Salinis, Five Mass pieces are as yet

unidentified,

10 & (If. Ev=?) latres 2

o, ke (£.8) Tenedicanus 2

Ko, ¥ (ff, Lzwv-l5; Et &n 2...Jesu andi nos gamentes 2?
Ko, & {(ff. 1%v-22) Patren 5

Ho. 22 (7f, #w-3f) Benedicamus 2

3ivze ne Itslian oo poser is known to have contribtuied to thne
ries of tre anonymous pileces are guite like thoce
&Y &nT Mubert 4o Jalicls, we may assure that the aniire ssotisn of

the marescrint is devetsd to Northemn eamosers.

lInvantsry; sesseler, ADM, VII (1925), 23

Ko, "La" is ot lisces,

+ The Benediceomua




EKrasg

The last Lwo manuscripts we shall consider come from 2 remote
outpost: Poland, Aside from the local composer Nicholas of Radom, the
collections draw largely frow a grouwp of musiclans who were active in an
Italian enviromuent (Padua?) in the early fifteenth century, The oub-

1
lished inventory of Eras iz s0 defactive that we shall 1list all of the
¥ase pleces.

£f. 177v=178 Lt in terra 31: ;

= BL Ba, 85 (old Ko, lli)( £f. 108v-109)1 Grosin (fifth lower)
KD No. 98 (£f. 52v-53)1 Orossin
Ao L., 59w=0l1 e
£f, 178v-19 [latrea 31: e e

£, 1alv Kyrie 2% —oeme
L

=¥a0 Ko, 142 (£, T3}t w—emm

£f. 187v-129 Tt in terra 35: O I de Radom
3
£, 169v=-171v Datrem 57: ( Licolel de Tadon

1

Pad e | 8 1™ + £ . o
L, LPlv-132v %t Lo o tamra ! e

1
in terra 378 e

If. ,d?-l?? b
= 2L Ua. 149 {old Mo, 184, ff, 181v-142): Jo ciconis
f&:a. 242 {08, ..uv-\ML‘ ¥, Jonammes Ciconix
St P Ko, 15 (f. 25)1 ——mmem
Siry 3
.f. l(}?"‘ 9{) Favren “(L)‘P‘j f-'*& LTS LLoherie
= SL T o, 2 (5f, 2v-h) 3Yele ‘*z Slowye ssoacharie mmeysche

Sie t recto: —-— (frazmentary)

1 5e6 above, p, 144, note 1.



I
£2, 196 and 198-199v Fetres 4 : O Czekaris mapgri anthoni]
= BL Ne, 143 (old Kos. 177-178, ff. 154v-155}4": Lacar ad
ongni vento
St P Ko, 5 (ff. 12v-lh,: —m—

£f. 196v-197 G5t ic terra 4°: O Cleonie
= BL No. 7k (old No, 97, ff. 95v-96): Jo eiconie
ST P No. 8 (£f. 15v-16):

f. 197 Et i terrs Aza e

1
££., 199v-23C Sanctus...Gustatl necis pocula 1 +22+32: D
= OO0 No. 135 {ff. 70v-Ti): ["3anctus Sweitzl" in
old index)

££. 200v-20l 5t in terra 3% Opus Nicolai de Radom
=St P g, 14 (2f. 23v-2l) 3% aeee

£, Xlv-202 TFalres 3l I
£, 202v.) Patren .!.»2(22 intro.): 0. ¥, Ciconie
S5t PEe, 5 (£2, 99=11)t ——me
3

7. 2hve2Dt EL in terra 37: Opus Egardi
= ¥od Ko, 32 (£f, 21w.22}: Lpardus

f. 205%v It in terrala 371: UL K. Frage..l7]
(cantus and begiwing of tenor only)
I8 geventez. Tass pleces, Shroe sre assigied in tho manuseript

-~

“. YRR . S i FR A m B % 4 AP e £ - T e o wa
Yo Weholas of :;"{l«}".; W3 LD LLI0N1ER, WO W Lagoarla Lor c.:»i-‘ni..‘:-?fia), one

i

i 3 .- ) - . o N “hgm e ST | [ IO 3 a —
to Lgardus, and on2 Lo e Leng (TR, Trége.. ) owiien 1s parily illegible.

e, 2 s hat s R . o 3 Sews TS o .-
sorpssitions Lelt wnonymous, one Is Ty Clconda, ote b

iy
*
1)
¥4
[
o
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v
[
&1
(4]
4
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a0 Teem e T PR P T *
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The :abren Ou §1. &lv-LZX ray be disposed of eanily: it floras 2
peir with the preceding Glorias by Kieholas of Radom because of ths similar

bopdrniss ootives (& feeture which is seem 2lso in the other pair by

oo

iicholas on If, 187v-19iv), There is o such comection between the
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openings of the Jloria ty Srossin and ths FOLlowWILg lotrcw on IF, i7gv-
180, but the style and moée‘correspand. Perhaps the Petrew is also by
Grossin; st any rate, there is no reason to Suppose Italian &uthorship.
Remembering the absence of Kyrie settings by Itaiiaﬂ eaaposers,l w8 may
elso put aside the coposition on £, 181v,

The Et in terrs om fr, 191iv-192v precedes one by Ciconia
(BL No. 149) whbich is very distinctive, Interestiagly, the anonymous
work is in the same style and employs exactly t&i sane formsl procedurs

&5 Cleconia's pleece: the scng-like repetition of an entire section to new

m internal repetiticn within the large saction and i&kis not divided by
bar lines inté two subw-sections.) pig Cieonis write b;th work8? The
characteristic concize motivie elaboration of Ciconisa is iscking in the
anonymous composition, and the ganeral level of quality does rot seem to

oubLid that 14 g &ctuslliy

N
1%
1
A
w
[/
[
o
Yo
4]
Ia

ba up to that mugterls stamdard,
oug of Jlcoria's works,

It is wmst interesting to observe that a similaw situation exists

[

: AL 3~ g . N 2 T d A . R I ] 1
will: Lhe Lt iv terra on f. 197v, which follows the styie znt fortal rlap
R PO . ; LT SR N e S [ g e Y e o (Bl < s
of e =t in VerTa ?.‘, A UONLE WO L;'mit Lretael=z it VE DL Lo, YL, Ay
o

ot

GO, L& basod on the repetition for Section II o7 the instraental tenop

l;ee above, p. 134.

23ce above, p. 234,

@ &D0Ve, pp, 2257F,
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sad contratenor. vheress Ciconis's sxample has two sections in 2/4
time followed by an imen in /8 time in which ihe lower parts ars in
diminished vzlues, the ansnymous work has only ene major section fol-
lowed by the section in 6/2 time it diminution (of which the Amen is
only & part). Another interssting featurs is not shared by Ciconiz's
It in terra: the two vocal parts simultaneously sing different phrases
of ths text throughout ths composition after "mlmtatis ,7 without any
attempt at allernation or shifi of euphasis from one part to the other.
This exireme exampls of telescoping results im a very short Gloris
{hence, a total of only two sections instead of Ciconis's thres).

Ir the case of this Xt ir terre on f. 197v &8s well as the other
on f. 17lv~192v, it is core tocr Liiely thetl we have Lhs presery
of two well-known works o3 {he greatesi master of the tay, Ciconia,

together with Lio works wiich sre modelled uper them writian by & probe

ably locel, lesser srtizt., Jivern thre nsture ond wrovensrce of 4he man-
useripnt, the vost likely such composer is Mcholas of “adom, whose nane

[ - . § B o, o d o <t 3 ~ P N %
is found atiachted Lo the lass palr wiich just precedss tie % in terra

™ TE R e A emre ey Th R et b o et mey b s ST et .
P3G LU AN wLia on o AV O WOLACH CRPTLEU T LiLlLTLnLE Toian

L

“J. H. Traz..o" consists of a eantus and pert of en instrwentsl tenor,

Liecording to Jachimeeki's ixvertory, It 43 invisitle on the
(e
film wrhich was availanle to me,
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The saneral melodic style 15 rather closs whe two pleczs we heve just
eonsidsred, but the frementary nature of the copy does not mer=it one
to maks 2 more sipgnificant observation.

st P

i R

Closely relotied to ircs in repertory and extent, 24 I namses only
“lcholas of Radam {twlee) and racheria ("ulowye szscharie mneysche”) as
eoaxpas@ra.l Thers are &.togetier sixteen sstilngs of the Glorie or the
Credo, and besidea tiae tbree whose somposers are identified in the man-
uoeript, elght olhers have best ldentified as works by Zasharia {four)
Cleonia (thres), and “icholas of “ados (one). Thus, with a total of
five plecez, Zascharl: =or <z Laro2sd ghare of the coiiection, The oome

2
posers of flve pleces reasin wknown,

% " {
&0e & \!fe
i fre 2
PRSI T3 D ;¥
- YT
s s
%t “ § &
dad el LS
e,

G‘ j»h ; o
Q. ol Llaw
- Z fpo
‘o, LE \g;.
L 4 . 2 fw % T e = T bl 3o
The Talrers o, 1 ds in the loos lyeflowd 7y dwctional sityle of
. A, g T s " "% 35S R e ki e T v s ey # EF L Qs £ -y %01
sany el tho csnlllena~-Sype pletes of Iv and apt. Voo entire midile sec~

tion s wrltlen & red notes in orier 1o effeot & shatre iree 4,6 tie %0

b} - -

“hescription and inventorys K. ssczepariska y Mowe frdilc do
kistorjl muzyxi fredniowisczne) w Polace," Lsigca pamiglhows ku cgel
trofesors Dr, idolfs “hybiMskiego {Krakow, 1530), pp. 5507,

e Lnedpits only of two velces of amvtier 7L 1. L ovru fre
£ f e : o
- i‘n -

-~
i
found on £, 18v [(befora 1o, &)
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3/4 time. (The end of the tenor has the nmarking slowye eum rubeis.)

The Et in terrn't:o. 7 18 in exsactly the same style — even the
same motives are used -~ as Zecharis's Pstrem No, 2,1 but there is only
one section for divided cantus other than the introduction. A most
remarkable connection between the two pleces may be observed in the

ritornello of No, 7, which may be compared with the ritornello of Ho. 2.2

Ex. 128, From Et in terra, St P No, 7

0:).
1 —1t—H Nt } P —+ § =
e B u 1 1 - — M. |
b L .| q:“ EL =4 L
4 . 4 hd L. }
ti- . - b i
|
. 1 { A | g §
- 5 i 1 & & T e ¥ i N
&, r r- =4 P |
el LU AN SR anai
3 1 1
§ e a4 b |
ki- — " n
e e R Ny B W W Y A B
A i ;  — " S—— i Y
¥ :r _!“_‘ — P - S 2 e - L e
- = - -
SR i
The mst interesting cliine, of courzr, io o the onliflins of tho pzos ~e

down one steo frow & D-mode Lo & C-mode, Ko inz the composer's penchant
for parody, we may conjecture thst one of the plsces was derived from the

other by Zacharis himself.

lSee above, pp. 286ff.

2.‘ - - ~ o
¥, Lil, p. <58 nbove.

G
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The Et in terra No. 11 sets esch of eight periods as & canon in
the upper voices above an instrumental tenor. The style is simple and
straightforwerd, and there is mothing about the plece wiiich would suggest
Italian origin.

The troped Et in terra No, 12 is unusual in that it alternates
passages for cantus and two instrumental accompanying parts with passages
for cantus alone (undivided). Otherwise, the style is rather like that
of the Patrem Ko. 1, and the piece does not seem to be Italian.

The last composition we are to consider, the troped Et in terra
No. 16, is interesting for the close stylistic and motivie relationship
it has to Ciconia's Patrem BL Fo. 5. This Patrem, it will be remembersd,
was part of & closely related group of works by Ciconia which included
the two Gloria settings Fad Fo. 5 and O No, Z&G.l The present Gloria is
rertanz the most closely related of the three to the Petrem —- it even
seas the litile hocket-like imitations in the soloist sections with far
nore conslstency then do the other Gloria settings --, but in view of

2 ,
tre czubion which see-ed advisable before, we would be unwise to declars

5]

o

nzt 5t F No. 16 molies a Ppairt with BL Lo. 5. This still leaves us fres

to sttribute the work tentatively to Ciconia, just as the preceding

Lsee ebove, on. L.

P
See pp. A5fT.
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Et in terrs ko, 15 is also s work by Ciconia which is anonymous in 3¢ P.
0f course, we may also be dealing here with a situation similar to that

1l
which we have conjectured above in regard to two works in Kras: 5¢ P

———————

Ko. 16 may be a composition by a lesser artist in imitation of one by
Ciconis, This possibility carmmot be ruled out, but the stylistic evi-

derce favors the proposal that the work is by the master himself,

Swmnary of the Anonymous Works

We may sssure that all of the Mass pieces in the sources of the
"simple discant greup,® in Pol, and in Fa ars of.Italian oricin, The
table below lists all the Mess pieces which are not assigned to a com-
posor in any of the remainip- saa::esz and which nay be of Itulisn origin,
The works which show decided italiean traits have been separated from

those which are more difficuit to clessify,

+
S
28 ::;f‘. 387f0

“Txeept the three setilngs of the Patrez in Ferugla, Bib,

Com., ¥3 III-11-4, which has been wavailable for stusy,

e o e oy o e g e R
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totals

total anon,
Mass pieces

8note 1

6note 2

59
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almost certainly
Italian

Sanctus No, 3
Sanctus Ko, 24
Benedicamus Ko, 25
none

Sanctus No, 3
Et in terra Ko, 8
{Lorenzo?)

Sanctus-motet Ko, 52

none

none

Sanctus Xo, ¢
Agnus No., 49

none
none
nomne

none

¢+

probably
Italian

none

none

none

Et in terra No. 116
(Matteo??)

Et in terra No, 3 (Matteo?)

Et in terra bo, 4 ( ®* )
Patrem No, 7 ( = )
Patrem Ko, 9 ( = )
none

Sanctus No, 58

none
none
none

ot in terra iio. 7
(Zacharia?)

i Does not include cne duplicztion,
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The number of fifteen anonymous Mass pieces which are probsably
Italian — this does not count the Et in terra 5t P No. 7 which we have
attributed %o Ciconia - is not very large, and the addition of these
works to the totsal repertory of Italian Mass pleces from about 130 to
1450 does mot greatly alter the total picture, either in guantity or char-
acter, The most signifiecant supplement is that formed by the madrigalesque

pieces in fad, RUI

this nature which are assigned to specific compesers in the sources,

and Lo, whick reinforce the small growp of pleces of

thereby leading one to suspect that there was at one time sn appreciable
number of ¥Kaes pleces written in this very Italian style.

The anonymous véarka in later manuscripts yield very little which
adds to our knowledge of Italian music for the Kass, igain, very probsbly
there are works by Italian comusosers in these manuscripts which we have
baar. unable 10 recognize becuuse they ars written completely within ths
French style, The large number of anonymous works in the manuscripts
which through concordances are found to be of foreiyn oriuin should ress-
sure us somewnal, Iven 17 the corposer of every anonymous plecs were
sucdenly mede wnown to us, it i3 cuite likely that the nuwmber of such
pieces by Itelians would nol be very m uch greater than the number we’

have indicated above,




