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Abstract

This study takes as its starting point the description of motet
composition by Egidius de Murinc, who says that the tenor should
“concord with the matter” of the motet to be written. The repertory under
consideration at this stage is the French tradition of the mid-fourteenth
century, mostly transmitted in the complete-work manuscripts of
- Guillaume de Machaut (Paris, Bibliothéque Nationale, MSS fonds frangais
1584, 1585, 1586, 9221 and 22545-22546, and New York, Wildenstein
Galleries) and in the Ivrea codex (Ivrea, Biblioteca Capitolare, MS 115); this
group is further limited to those motets for which a liturgical source has
been identified for the tenor.

After an introductory chapter that traces modern scholarly interest
in the tenor’s role in the motet, chapter 2 examines the evidence for
compositional manipulation of borrowed melodic material. The loss of
liturgical propriety as a functional criterion allows the tenor to serve as
more than a source of melodic and harmonic materials, and the possibility
of alteration of a chant-based melody suggests the existence of other
reasons for the use of a liturgical source. One of these, the use of liturgical
function as a symbolic device, is explored in chapter 3, with special focus
on a group of French-texted amatory motets that use tenors from Lent and
Holy Week chants, a process that encourages an explicit comparison
between the lover’s sufferings and the passio of Christ. Chapter 4 examines
another group of motets, also in French on the subject of love, that appear

to name historical women by the liturgical context of their tenors; these
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motets are probably connected with the marriage or betrothal of the
women named. Chapter 5 considers three new tenor sources discovered

during the course of this study and suggests avenues for future work.
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A Note on the Citation of Motets

~ Motets will be cited by name (in the form Quadriplum / Triplum /
Motetus / Tenor / other voices) and by number. The numbering syétem I
will use for motets is based on their appearance in modern editions as
follows: M refers to the motets of Guillaume de Machaut, as edited in
Ludwig 1926-54 and Schrade 1956b (this includes the falsely attribted
“M24"), H to the motets edited in Harrison 1968, F to the motets included

“in the version of the Roman de Fauvel in Pn 146 (edited in Schrade 1956a),
V to the motets attribted to Philippe de Vitry and edited in Schrade 1956a,
and G to the motets edited in Giinther 1965 that are not also found in

Harrison 1968.

A list of manuscript sigla is given in the List of Manuscripts Cited at the

close of this study.
CAO numbers refer to the indices of Office chants found in Corpus

antiphonalium officii; see Hesbert 1963-79. Biblical citations are taken from

Weber 1983 for the Latin and May and Metzger 1977 for the English.
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Chapter 1
Introduction

A medieval motet begins with a tenor. The genre takes its ofigin in
the polyphonic setting of Gregorian chant, and the tradition of basing a
motet on a preexistent melody, usually a liturgical one, persisted even
when there was no longer a functional reason fcr doing so. The tenor
provided the melodic, harmonic and formal underpinnings of the motet,
at no time more so than during the ars nova of the fourteenth century,
when the genre as practiced in France became an architectural hierarchy of
voices, with its tenor given note values so long as to call into question its
identity as a distinct melody.] The conceptual importance of this voice is
easily overlooked in our own time, when the tenor is often subjugated in
performance to upper-voice melody—according to a way of hearing
polyphonic music that has developed over many centuries, largely since
the end of the middle ages.2 Yet our tendency to focus on the higher parts
may have its roots as early as the fourteenth century, for in the polyphonic
songs of Guillaume de Machaut the untexted lower voices took an

accompanying role below the texted cantus and were composed after it.3

1 As Sarah Fuller puts it, “the elongated tenor rhythms of the ars nova
motet forced attention toward the quality of extended sonorities and
toward relationships among sustained pitches, just as periodic phrase
patterns directed the ear toward phrase endings and cadences.” (Fuller
1990, 200)

2 As Peter Jeffery has pointed out to me, however, this way of hearing has
not been the only one operating in recent centuries: some eighteenth-
century chorale settings, for example, still present the melody in the tenor.
3Sometimes much later. See, for example, this passage from letter 31 of
Machaut’s Livre du Voir-Dit: “I'm sending you a rondeau with music, of



Although we usually listen to the motet as we do to the chanson—
focusing on the upper voices that bear the text and move more rapidly—
the motet was not conceived that way; this may be one reasoﬁ the motet
often seems to be a more difficult genre than the chanson, less accessible to
modern audiences.4

This study proposes turning our accustomed attitude on its head:
considering first the tenor, the primary voice of the motet. I am concerned
at this stage mostly with liturgical symbolism, though in the future I hope
" to continue with more obviously musical issués as well. The decisions
discussed here—the selection of a tenor source and the possible
modification of its melody—fall into a category that can be called
precompositional: according to the theorists, these questions were settled
before the tenor’s isorhythmic structure was laid out, and before a single

note of the upper voices was written.d

which I made the tune and the text a while ago. I have newly made a tenor
and contratenor for it.” Translated in Leech-Wilkinson 1993, 48; he
identifies the rondeau as R18, Puis qu’en oubli. The French, from Paris
1969, 242, is: “Je vous envoie un rondel noté, dont je fis pieca le chant & le
dit. Sy y ay fait nouvellement teneure & contreteneur.”

4The statement of Johannes de Grocheio regarding the difficulty of the
motet has become something of a commonplace, but Christopher Page has
recently questioned part of this interpretation. Grocheio’s statement
Cantus autem iste non debet coram vulgaribus propinari eo quod eius
subtilitatem non advertunt nec in eius auditu delectantur sed coram
litteratis et illis qui subtilitates artium sunt quaerentes is rendered by Page
as “This kind of music should not be set before a lay public [rather than
“the vulgar,” as Albert Seay gives in Grocheo 1967, 25] because they are not
alert to its refinement nor are they delighted by hearing it, but [it should be
performed] before the clergy [again, not “the learned”] and those who look
for the refinements of skills.” These passages are given in Page 1993b, 36;
see also chapter 3 of Page 1993a. '

5See for example the treatise of Egidius de Murino, discussed below.



The starting point for this study is the brief treatise describing motet
composition by Egidius de Murino. This treatise, De modo componendi
tenores motetorum,® is appended to four manuscripts of the .Tractatus
figurarum; the Tractatus figurarum itself was once thought to have been
the work of Egidius as well, but recent work has cast doubt on that

attribution.” Though nothing else is known for certain about Egidius, he

6The treatise is variously titled: Incipit ars qualiter quomodo debent fieri
- motetti in Seville, Biblioteca Colombina, MS 5.2.25; Ordo de
componendum motettum cum tribus vel quatuor sive cum quingue tam
de modo perfecto quam de imperfecio, et cetera in Siena, Biblioteca
Communale, MS L. V. 30; London, British Library, MS Add. 4909 has no
title. Like most scholars, I use the title given in Rome, Biblioteca
Apostolica Vaticana, MS lat. 5321 and Washington, Library of Congress, MS
ML171.J6: De modo componendi tenores motet[t]Jorum. See Leech-
Wilkinson 1989, I, 223. The text is edited and translated in Leech-
Wilkinson 1989, I, 18-23 passim, but not in its entirety, so the edition in
Coussemaker 1963, III, 124-28 i= still essential.

7The Tractatus figurarum survives in fourteen versions in twelve
manuscripts. De modo componendi appears in five of these manuscripts,
four times either immediately following the Tractatus figurarum or
conjoined to it; it does not appear in any source that does not also contain
the Tractatus figurarum. Where the two texts are conjoined (the London,
Rome, and Washington manuscripts), the complex is attributed to Egidius;
the Siena manuscript attributes the Tractatus figurarum only to Egidius,
while the Seville manuscript does not attribute either treatise. Schreur
1989, 60, links the four sources that transmit both texts together in a single
branch of his stemma of the Tractatus figurarum, in part because of their
attribution of the texts to Egidius. See Schreur 1989, 3-9, on the attribution
question for the Tractatus figurarum. After considering the competing
claims of Egidius and of Philipoctus de Caserta, he concludes that the
Tractatus figurarum “was most likely written by an Itelian trained in the
French style in the third quarter of the fourteenth century. The composer
Philippus de Caserta would be an ideal candidate for authorship based on
these criteria, yet the notation of his extant compositions contradicts this
possibility.” (9) Schreur accepts De medo componendi, however, as “truly
by Egidius” (6) and considers its “much simpler style of composition more



was clearly highly regarded by his peers, for he is named in two of the
motets that celebrate living musicians.8 Richard Hoppin and Suzanne
Clercx note that he probably came from the diocese of Thérouanne (Latin
Morinum, in northern France), and they suggest several potential
candidates for this individual:? first an Egidius Morini, bachelor in civil
law and student at the University of Orléans who, at the request of
Philippe VI, received a canonicate with expectation of a prebend at Le Mans
on 27 January 1337; second, another Egidius Morini, a clerc from the
diocese of Amiens who received a canonicate with expectation of a prebend
at Sainte-Gertrude de Nivelles, in the diocese of Liege, on 28 March 137§;
third, Gilles Aicelin de Montaigu, bishop of Thérouanne and later cardinal;
and finally Egidius de Flagiaco, in arte musice capelle regalis Parisius, who
received a canonicate with expectation of a prebend in Thérouanne on 16

March 1336.10

reminiscent of the beginning of the century then the end” (7; in both cases
Schreur cites Arlt 1972, 45).

8These are Musicalis sciencia / Sciencie laudabili / Tenor (H33) and
Apollinis eclipsatur / Zodiacum signis lustrantibus / T. In omnem terram
(H9). On the musician motets, see the introduction to Harrison 1986.
Margaret Bent’s and David Howlett’s work in recent years on these motets
is particularly important, though still unpublished.

9Hoppin and Clercx 1959, 84-85; see also Reaney 1980, 67. Hoppin and
Clercx note (p. 83) that Gilles / Egidius is a common name, especially in
northern France.

10Hoppin and Clercx 1959, 85. They consider this canonicate to be “une
belle occasion de rédiger un traité a I'usage des parvuli,” but they
ultimately scem to reject Egidius de Flagiaco as a possible author for the
treatise because 1336 is most likely too early for the author of the Tractatus
figurarum, which they take to be Egidius’ work as well, to be active.
Reaney 1980 mentions only the first two of Hoppin’s and Clercx’s
candidates, perhaps because because he believes, as they do, that Egidius de



Since the treatise deals only with the most basic steps for writing a
motet—the author states that it is “for the teaching of children”11—it is
difficult to suggest a date for Egidius’s career on the basis of its contents
alone. The late date traditionally given for the treatise is based mostly on
that of the Tractatus figurarum, for rhythmic and notational subtleties are
often easier to place. Once the Tractatus figurarum is taken away from
Egidius, though, the earlier part of the century becomes plausible, and, if
Karl Kiigle is correct that the Ivrea codex (which transmits Apollinis
eclipsatur ,/: Zodiacum signis lustrantibus / T. In omnem terram, one of the
motets that names Egidius) presents a repertory “frozen in 1359,”12 the
earlier candidates become more likely. Perhaps the authorship of Egidius
de Flagiaco, known to have been a musician but whom Hoppin and Clercx
dc not seem to take seriously as the author of our treatise and whom
Reaney omits entirely from his discussion of the author’s identity, ought to
be reconsidered. This would make Egidius a rough contemporary of
Machaut and Vitry, who are both named in the same two motets that
name Egidius. If this is so, his treatise could be seen as a beginner’s
introduction to the composition of the type of motets under consideration

here, or at worst those of a generation or so later.

Flagiaco was active too early, though he seems to be at least as good a
candidate as the older Egidius Morini, whom Reaney tentatively accepts.
Reaney emphasizes the “integrated form” of the Tractatus figurarum—De
modo componendi complex, but he does not go so far as to say that the
Tractatus is in fact by Egidius.

11Leech-Wilkinson 1989, I, 22; the Latin, on p. 19, reads: Sed que scripta
sunt superius ad doctrinam parvulorum scriptum sunt.

12K igle 1990, 550.



Egidius begins his instructions with iz selection of a tenor: “First
take the Tenor from some antiphon or responsory or another chant from
the antiphonal, and the words should concord with the mattef of which
you wish to make the motet. And then take the Tenor again, and you will
order and color....”13 The tenor is thus the melodic, harmonic and
- rhythmic point of origin for the motet, though it is in fact preceded by the
motet’s materia, on whose basis it is chosen. In his sketchy account, it is
easy to overlook this statement concordare cum materia, and perhaps even
Egidius is more interested in talea and color formation than in tenor
selection, but he makes it clear that such selection is not a random act.

Egidius does not, however, specify just how the tenor is to relate to
the matter of its motet. That relationship is generally thought to center
around the textual incipit given to the tenor in the manuscript: that is, the
tag is appropriate for a tenor on that subject. Most scholars accept this, but
few say more. Furthermore, this tag usually identifies the chant or other
melody from which the tenor is taken. Friedrich Ludwig identified a
numiber of chant sources for motets by Machaut and others in the
introduction to his edition of Machaut’s music;14 Gordon Anderson found

several more, as did Leo Schrade, Frank Ll. Harrison and Ursula Giinther

13Leech-Wilkinson 1989, I, 21. The Latin text begins: Primo accipe
tenorem alicuius antiphone vel responsorii vel alterius cantus de
antiphonario et debent verba concordare cum materia de qua vis facere
motetum. Et tunc recipe tenorem, et ordinabis et colorabis....
14“Quellennachweise fiir die liturgischen Tenores in den Motetten
Machaut’s” (sic), critical commentary to Ludwig 1926-54, 58*-62*.



as they edited the motet repertcry.15 Other tenor identifications have
occasionally been made as well, including three I have discovered that will
be discussed at the close of this study. Even for those tenor tags that have
not been linked with known liturgical sources, it is usually assumed that a
source exists that we have not yet found.16

Most definitions of the medieval motet describe the presence of a
chant-derived tenor as a necessary feature. As Margaret Bent has pointed
out, this has created some generic confusion, especially in considerations of
the fourteenth-century English repertory, where works with a chant tenor
are classified as motets, while those without are not.17 Harrison speaks of
“the two hallmarks of motet-use of cantus prius factus (plainsong, secular
or ad hoc) and polytextuality,”18 and in the series Polyphonic Music of the
Fourteenth Century he separates pieces that he calls Motets of English
Provenance (in volume XV) from English Music for Mass and Offices (in
volumes XVI and XVII) on the basis of whether or not they have multiple

texts in the upper voices or a recognizable preexistent tenor, usually based

15Anderson 1976 summarizes the identifications made to that date and
adds his own. Those and identifications made since then are summarized
in Appendix 2.

16Stanley Boorman, for example, says that Machaut’s motets are “écrits
chacun sur un tenor pré-existant (bien qu’il ne soit pas toujours
identifiable)” (introduction to Schrade 1977, vol. 2: Les Motets). 1 do not
believe, however, that all tenor melodies, or even texts, come either from
liturgical chant or from preexisting secular song.

175ee Harrison 1968, Harrison 1980 and Harrison et al. 1983-86.

18Harrison 1980, xii. See also Harrison et al. 1983-86, where he
distinguishes “non-ritual items, of free composition” from motets because
they are not “structured on a cantus prius factus, whether plainsong,
secular, fashioned ad hoc, or even pseudo” (XVI, xi).



on Gregorian chant. The result is that works appearing adjacenily in
manuscripts, with similar texts and musical styles, are in separate volumes
if one has an identified chant tenor and the other does not. For example,
the fragment ObHa 81 contains four adjacent works using rondellus

technique:19

A solis ortus cardine, edited in PMFC XVI, 94

Ovet mundus letabundus PMFC XVI, 9520
Hostis Herodes impie, PMFC XVI, 96
Salve cleri speculum / [Sospitati dedit egros], PMFC XV, 11

The first and third of these make use of preexisting material at the
beginning of the upper voice, while the last uses a prose melody (unlabeled
iti the manuscript) in the lower voices beginning in measure 27; because
the chant material of Salve cleri speculum / [Sospitati dedit egros] appears
in the tenor, it is classified as a motet and edited in volume XV, while the
other three works are called “Settings for the Offices” and edited in volume
XVI.21 Bent has remarked on this inconsistent generic division and has
argued for a definition of the motet that goes beyond isorhythm,
preexistent tenor melodies and polytextuality.22 Her arguments are

welcome in broadening the picture as they do to include the Italian and

19Rondellus technique usually involves the exchange of phrases between
voices in a three-voice structure, sometimes over a pes; it was particularly
common in thirteenth-century England.

20The editors suggest, following the lead of Margaret Bent, that this work
may in fact be the second section of A solis ortus cardine; see Bent 1981, 76.
21This example was discussed in a seminar given by Margaret Bent at
Princeton University, Fall 1989.

22Bent 1992b touches on issues of genre, something she plans to explore
further in future.



English motets as well as the French, and any study of the motet as a genre
must take them into consideration.

Peter M. Lefferts has also shown that genre boundaries are
particularly fuzzy in the English motet repertory, which includes motets
with cantus firmus, motets written over a pes, freely-composed motets,
and troped chant settings. The closest he comes to a generic definition of
the English motet is a statement made in reference to the freely-composed
variety:

What is essential to the character of these motets—what seems to
have made them motets in English eyes—is the stratification of
function, range, melodic material, and to a lesser degree, rhythmic
activity, between those voices that are texted, hence in the
foreground of the composition, and that voice (or those voices)

never texted and serving as a structural skeleton or foundation.23
If a general generic definition for the motet can be constructed, one that
takes into account the French, English and Italian types, I believe it would
work along these lines of a hierarchical approach to composition rather
than the primarily French criteria of chant tenors, polytextuality, or
isorhythm.

Nevertheless, it is true that preexistent tenors and isorhythmic
structures remain primary generic markers and stylistic elements for the
motet in France, and it is on this repertory that I would like to focus. In the
present study I am not so concerned with questions of genre, and my

intention is therefore not to debate the importance of the cantus prius

23 efferts 1986, 4, though I tend to disagree that this statement describes a
fundamentally “un-Continental approach to the motet” (320 n. 8), as he
seems to imply. -



| factus for genre definition, but rather to investigate tenors with known
sources in order to begin to consider why a composer would choose such a
tenor and what he might do to it once chosen. |

Most fourteenth-century motets have a Latin word or phrase at the

beginning of the tenor in additional to the simple identification Tenor; less
often a French text is used. Latin texts, including Neuma,24 are used with
chant-derived or similar-sounding melodies and isorhythmic forms.
French tenor texts signal a secular song or chanson-like source, reflected in
part in the use of a sectional form in the tenor corresponding to that of the
original song.2> Secular-song tenors use the entire source melody
unaltered, rather than a fragment disposed isorhythmically, as is more
typical of late-medieval French motets. Musical form is governed not by
talea and color, but by the musical repetitions of the formes fixes. There is
also less rhythmic stratification between voices in motets with French

tenors: that is, the tenor moves at a pace near or equal to that of the upper

24David Hiley calls a neuma “a passage of wordless chant...used in
medieval service books to denote the melisma added to the model
antiphons found in tonaries; the melisma or jubilus at the end of
responsories, graduals, alleluias etc; and the vocalized repeat of a verse of a
sequence after performance cf that verse with text” (Hiley 1980, 123).
Terence Bailey has noted that, as early as the tenth century, neumae
(unlike other model melodies) “had what amounted to a liturgical
function, and were sung as caudae on solemn occasions with the
antiphons of Matins, Lauds and Vespers” (Bailey 1974, 17). In addition to
their role as motet tenors in the thirteenth and fourteenth centuries,
neumae were troped at Laon in the twelfth century; see Huglo 1971, 320
and 337.

25That form may or may not be reflected in the upper voices. I plan to
return to motets based on secular songs in future, but I will not deal with
them here.
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voices. Thus the language of the tenor text itself describes some aspects of
the style of the tenor, and about its preexistent source, if it has one, and a
distinction can be made even for motets with unidentified tenors between
a more “chanson-like” style in fixed forms (like tenors provided with
French text) and more “chant-like” melodies in isorhythm (like those
given Latin text).

Consideration of a tenor’s relationship to its source, beyond mere
identification, has not been common in the scholarly literature, though
" recent studies by such scholars as Anne Walters Robertson, Sylvia Huot,
Kevin Brownlee and Margaret Bent have begun to change the situation.26
Even the simple act of identification has become more peripheral in recent
work: the recent report of the discovery of a tenor source for Machaut’s
Martyrum gemma latria / Diligenter inquiramus / T. A Christo honoratus
(M19) by Sarah Fuller was hidden in a footnote, since the chant source was
not central to her argument.2”

All scholars emphasize that the melody predates the motet, and
most seem either to assume that the melody is taken unchanged, or not to
have considered the question at all. Such an attitude is consistent with the

conventional focus on issues of form and rhythm, as well as the low level

26Gee for example Robertson forthcoming, Huot 1994, Brownlee 1991 and
Bent 1991, as well as unpublished papers given by all of these.

27Fuller 1990, 231 n. 43. She does not dwell on the identification, but I can
find no other record of it in print. Similarly, sources for the tenors of two
(or three) Machaut motets are given in Sanders 1973, 563-64, n. 287. It
should be emphasized, of course, that the presence or absence of a melodic
source for the tenor is largely irrelevant to musical structure strictly
defined.
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of interest in late-medieval chant.28 Though some recent studies have
compared variant readings in the hope of identifying the geographic
provenance of specific chant tenors,2? a case will be made in chapter 2 of
this study that composers also altered the chant materials they borrowed.
Friedrich Ludwig described the motet as practiced by Machaut as “der
technisch schwierigsten und kunstvollsten Gattung,”30 the basis of “eines
vollig neuen Motettenstils,” which he labels “isorhythm”; the description

of this new style is his primary concern. He seems to have believed that

~ the composer’s interest in the textual and liturgical significance of the

tenor receded during the thirteenth century with the loosening of the
functional connection of the motet to the liturgy. In an essay first

published in 1902-3, he says of the early motet:

Wir finden hier Motetten—so nannte man die neue Kunstform,
und motetus speziell die Stimme mit eigenem Text liber dem
Tenor—bald in mannichfacher [sic] Art, solche, die sich unmittelbar
dem Gottesdienst einordnen lassen, solche, die auf religiosem
Empfindungsboden bleibend nur noch in loserer Beziehung zu dem
im Tenorwort oder -text angedeuteten Gedanken stehen, schliefllich
solche, deren Oberstimmen-Texte sich inhaltlich véllig frei bewegen
und den Tenor, der nach wie vor mit dem ihm in der
gregorianischen Melodie zugehérigen Text bezeichnet wird, nur

noch als rein musikalisches Fundament des Ganzen betrachten.31

280ne symptom of the general lack of interest in the tenor except as the
primary building-block of isorhythmic structures is the fact that tenor texts
are not even given by some scholars: Besseler, and many after him, name
a motet by its triplum and motetus alone. (Even the program of a recent
concert by Gothic Voices gave only the upper-voice texts of the conductus
motets performed; all voices are named, however, and all texts given and
translated, on their recordings.)

29See especially Robertson forthcoming.

30Ludwig 1930, 272-73.

31Ludwig 1966, 8, emphésis mine.
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Even before the fourteenth century, the tenor is a

Begle1tst1mme, der hier seine Eigenbedeutung als Ausschnitt aus
einer liturgischen Gregorianischen Melodie voéllig verloren hat und
vielleicht gar nicht mehr vokal, sonder nur noch instrumental
ausgefiihrt wurde. Er hatte sich aber musikalisch als Begleit- oder
Stiitzstimme bei der lateinischen Motetie so bewihrt, dafs er auch
fiir die Komponisten der franzdsischen Motetten zunéchst
musikalisch unentbehrlich war; und zur Kennzeichnung seiner
Herkunft wurde er ruhig weiter mit dem alten liturgischen

Textfragment bezeichnet.32
The decreased importance of the tenor to the role of a “purely musical
- foundation” is placed in the context of a shift, as early as the thirteenth
century, to an increased emphasis on the upper voices as bearers of musical

and textual meaning:

Dafiir wird eine andere Eigenschaft dieser zweistimmigen Motette
von hochster Bedeutung: das melodische Schwergewicht des
mehrstimmigen Ganzen riickt wieder in die Oberstimme; die
Oberstimme wird, wie wir sagen, melodiefiihrend, der Tenor rein
begleitend.33

This is not to say that there is no connection between the tenor and
its motet by the fourteenth century. Ludwig called the In omnem terram
tenor of one of the musician motets ”beziehungsreich,”34 and the tenor
texts in Machaut, he says, “in der Regel auf den Sinn des Ganzen

anspielen, gewShnlich contemplativer, seltener erotischer Natur....”35 But

32L.udwig 1966, 123. This essay was first published in 1905-6. I will not
enter the debate on instrumental vs. vocal performance of tenor parts here.
33Ludwig 1966, 121.

34Ludwig 1966, 11. Ludwig does not, however, mention the liturgical

origin of the tenor’s source in the Common of Apostles, a connection that
has been fruitfully explored by Bent and Howlett.

35Ludwig 1966, 12.
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~ such allusions were not one among his major concerns. Similarly,

~ Heinrich Besseler’s extensive study of the motet from Franco of Cologne to
- Philippe de Vitry is focused mostly on form and rhythm. Of éourse, the
path-breaking work of Ludwig and his student Besseler was written when
. this repertory was still largely unknown. They quite rightly sought to
understand the rhythmic novelties of the ars nova, and they worked in an
- era that valued architectural ideals of form perhaps more exclusively than
~ our own.36

Later scholars have for the most part followed the lead of these two
. pioneering figures. General discussions of the genre, such as those of
Ursula Giinther3” and Ernest H. Sanders,38 deal mostly with questions of

form and rhythm, or, beginning especially with the work of Sarah Fuller,39

36See for example Besseler 1926-27, 201: “Einmal zeigt sich hierin ein

. gewisser Vorrang der formal-architektonischen Bestimmung vor dem

| Selbstwert des musikalischen Einzelgliedes....” It might be interesting to
. note that Besseler’s article appeared two years after the first volume of

- Alfred Lorenz’s Das Geheimnis der Form bei Richard Wagner. 1 do not
know whether Besseler knew Lorenz’s work, but the coincidence may be
symptomatic of a general scholarly interest in architectural ideas of form.
. It should be remembered, though, that the architectural image has
medieval roots: see for example Johannes de Grocheio: Tenor autem est
illa pars supra quam omnes aliae fundantur quemadmodum partes domus
vel aedificii super suum fundamentum et eas regulat et eis dat
quantitatem quemadmodum ossa partibus aliis. (“The tenor is the part
upon which all the others are founded, as the parts of a house or edifice
[rest] upon a foundation, and it regulates them and gives substance, as

- bones do, to the other parts.” See Page 1993b, 37-38.)

37Gtinther 1958.

38Sanders 1973.

39See especially Fuller 1990. Fuller consciously uses tenor melodies
without reference to source chants because her interest is how the
composer projects harmony through talea formation and three-part
counterpoint.
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harmony. Studies of individual works have tended to appear in the
commentary sections of critical editions, where space is severely limited;
nevertheless, Gilinther and Harrison in particular often evoké the text of
the tenor as a participant,40 and they seem to be especially interested in the
possibilities inherent in the juxtaposition of sacred and secular in works
with French upper-voice texts.

Hans Heinrich Eggebrecht’s magisterial study of Machaut’s Fons
tocius superbie / O livoris feritas / T. Fera pessima (M9) is one of the few
 extended studies of a single motet,4] and he emphasizes the role of the
tenor as textual and musical source for the entire motet: “Dessen Verba
sind fiir das Bilden und Verstehen der Oberstimmentexte so notwendig
und entscheidend, wie seine Tone fiir das Zustandekommen der
Tonsetzung. Der Choralausschnitt ist so die Quelle der Texte wie er das
Fundament der Komposition ist.”42 The tenor text comes from Jacob’s
lament after he is led to believe that his son Joseph has been eaten by a
wild animal (Genesis 37:33), and Eggebrecht grounds the triplum and
motetus texts in the story of Joseph’s betrayal by his brothers, who sold him
into slavery in Egypt—a type of the betrayal of Jesus by Judas—and
allegorically links the wild beast said to have devoured Joseph to the
deadly sin of Envy. A similar use of Biblical context has been used to good

“effect in recent studies of Kevin Brownlee and Sylvia Huot.43

40Giinther 1965, Harrison 1968.

41Eggebrecht 1962-63 and 1968.

42Egoebrecht 1962-63, 293, :

438ee Brownlee 1991, as well as Bent 1991, and Huot 1994.
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The liturgical context of the tenor, on the other hand, has not been
given much attention, perhaps because liturgical assignments are
considered to be unstable. The assignment of a chant to a givén day,
however, seems to be fairly constant, though its location within the liturgy
of that day, as well as the readings and other elements that surround it,
may well vary from place to place. A given chant may or may not be used
for a specific occasion, but, if it is not used there, it is unlikely to appear
elsewhere. The main exceptions are items from the Common, which

- should be treated with greater care, both because they can be used on
different occasions in different centers and because many Common items
have Proper origins.44

In this study I will deal only with Latin-tagged tenors that have been
identified with a chant source and tenors without an identifying tag whose
source has nevertheless been discovered by modern schelars. The
repertory will be limited to that of mid-fourteenth-century France: that is,
the works of Machaut—preserved in a special group of manuscripts
devoted solely to his works—and the Ivrea codex and related manuscripts.
According to Karl Kiigle’s recent study of the Ivrea codex, it was copied in
Ivrea in the 1380s, but the musical repertory is a central French one, at least

two decades older.42 Since all but four of Machaut’s motets are present in

44The responsories Amo Christum and Ipsi sum desponsata, for example,
appear in Hesbert 1963-79 (CAO) for the Common of Virgins as well as for
Saint Agnes. Since they are used most often for Agnes, and since their
texts come from her Vita, I have taken the Proper association as primary.
For items I list as Common, however, 1 have not found as clear a
connection to a specific saint.

45Kiigle 1990.
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Machaut manuscript C (Pn 1586), copied in the 1350s,46 and the entire
corpus is present from Machaut manuscript Vg (NYw), which was
illustrated c. 1371-75 and perhaps copied in the late 1360s,47 ti'le Ivrea
repertory is roughly contemporary to Machaut’s and can therefore be used
to see how far any theories created in reference to Machaut can be
extended. The later Chantilly and Modena codices are dealt with more
peripherally, as is the early ars nova repertory surviving in the
manuscripts surrounding the interpolated Roman de Fauvel, Pn 146.

~ Some English motets also use chant and other preexisting material, but
those works, I believe, should be viewed in relation to the English
repertory as a whole and are therefore not considered here.

The motets of Machaut are admittedly anomalous because of their
unique transmission history, preserved mostly in manuscripts containing
only his works and in some cases probably compiled under his
supervision.‘l8 Their value for this study, however, to some extent derives
from this special status: since the authority of their attribution is certain, it
is possible to hypothesize more plausibly about intention and

compositional precess than, say, for the motets of Philippe de Vitry. In

46 Avril 1982. The motets that are not present are De Bon Espoir, de Tres
Doulz Souvenir / Puis que la douce rousee / T. Speravi (M4), Christe, qui

- lux es et dies / Veni, creator spiritus / T. Tribulatic proxima est et non est

. qui adiuvet / Contratenor (M21), Tu qui gregem tuum ducis / Plange, regni
respublica! / T. Apprehende arma et scutum et exurge / Contratenor (M22),
and Felix virgo, mater Christi / Inviolata genitrix / T. Ad te suspiramus
gementes et flentes etc. / Contratenor (M23).

47Earp 1989, especially Table I, p. 474.

48The basic study of the Machaut manuscripts is Earp 1983; for a summary
see Earp 1989.



addition, tenor tags survive in the Machaut manuscripts for all motets,
something that certainly cannot be said for other manuscripts. Machaut’s
solicitude in naming his tenors, even where no tenor source has been
located, is typical of the unusual concern he took to ensure the
preservation of all his works, and it encourages us to look beyond simple
identification to consider symbolic and referential aspects of the tenor’s
participation in the motet as a whole.

In the early stages of the genre’s history, the motet was closely
- connected to the clausula from which it derived, and therefore to liturgical
polyphony in general. Twelfth-century organum was built on the solo
sections of responsorial chants for major feasts—an ornamented expansion
of the chant not unlike the tropes in conception. The motets later built on
these segments often had a homonymic relationship with their tenors, and
the texts were usually written to fit already-existing music. In the
thirteenth century, the loosening relationship of the motet as a genre to its
organum source opened a broader scope for richer symbolic relationships
between the tenor and the other voices; both textual and musical
resonances became more frequent and pronounced.

By the turn of the fourteenth century, the motet in France had
emerged as an independent genre, no longer bound to the liturgical
" assignment of its tenor text.49 Freed from this context, composers began to

build motets on other parts of chant, as Gordon Anderson has shown.50 If

49Liturgical motets continued to be written in England; see Lefferts 1986.
On a possible liturgical use for a French mo’cet in the fourteenth century,
see Robertson forthcoming.

S0Anderson 1976.
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a composer no longer had to respect the distinction between solo and
choral sections of chant, he may as well have been able to change the pitch
content of his melodies for a variety of musical and extra-musical reasons.
In chapter 2 I examine the evidence for such compositional alteration and
consider how and why it may have occurred.

Due to the peculiar history of modern chant scholarship, however,
the most easily available sources are facsimile editions of English
manuscripts from the thirteenth and fourteenth centuries. Where I have

‘been able to check the identifications of other scholars against extant late-
medieval French manuscripts, there does not appear to be much variation
on the level of feast placement: that is, a given chant does not tend to be
used for more than one feast, though it may not be used for that feast in all
books. Appendix 2 gives all chant sources I have examined so far for the
identified chant-based tenors discussed in this study. The melodies,
however, are much less stable than the liturgical assignments. I have tried
to examine as many versions of a chant as possible, focusing on
manuscripts from northern France. The results of this examination appear
in Appendix 1 and are discussed in chapter 2.

A freer relationship between a tenor melody and its chant source
raises the question of why one should continue to base a tenor on liturgical

‘material at all. Indeed, Italian and English motets in the fourteenth
century rarely use chant-based tenors.51 The evident preference for such
tenors in France, however, may in part reflect a certain scholastic delight in

writing with as many constraints and built-in complexities as possible.

510n the Italian motets see Bent 1992a; on the English Lefferts 1986.
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This interest can be seen as well in the regular patterning of texts (unlike
those of earlier motets), the frequent formal connections between textual
and musical structures;?2 and the hierarchical nature of the isorhythmic
motet, which becomes more rigid as the century progresses. Basing the
whole on a preexistent melody adds a harmonic constraint to the rhythmic
and formal ones of isorhythm, and French composers obviously enjoyed
working within such prearranged parameters.

The freedom of composers to alter tenor melodies, though, suggests
~ that there were other reasons for basing a tenor on a chant. In chapters 3
and 4 I consider to what uses the liturgical context of a tenor’s chant source
can be put within a motet. This is often a very simple matter: a motet
addressing the Virgin, for example, is likely to use a Marian chant as its
tenor. Other combinations, however, are not so obvious. Chapter 4
examines three motets that seem to refer to historical figures—a
connection visible only in the liturgical assignment of the tenor’s source to
a saint of the same name.

Chapter 5 looks at three motets for which I have located tenor
sources. At this point I am most interested in those issues raised elsewhere
in this study: the relationship of the tenor melody to that of the source
chant and the symbolism available because of that chant’s liturgical
function. I hope, though, that consideration of these motets might suggest

avenues for future work as well.

52This is examined most closely in Reichert 1956.
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Chapter 2
The Tenor Melody and its Chant Source

In this chapter we will consider the tenor melody, both in terms of
some general characteristics common to chant-based tenors and the results of
a preliminary comparison of tenor melodies with different melodic versions of
the source chants from which they come. Anne Walters Robertson has also

begun a comparison of tenors and chant melodies, with a goal of finding,

- where possible, local chant versions used for specific motets: for example, she

has linked the motet Firmissime fidem teneamus / Adesto, sancta trinitas / T.
Alleluya Benedictus et cetera, attributed to Philippe de Vitry and transmitted in
the Roman de Fauvel (F30(124)) to the area of Arras, on the basis of the
similarity of chant readings of that area to the motet’s tenor.1 Ido not yet
have the amount of material or the geographical range of her sources, and at
this point I can make few similar conclusions. I will attempt, however, to
consider another issue as well: whether chant-based materials can be altered
along the path from chant fragment to motet tenor. Ibelieve it is possible to
demonstrate a mindset among fourteenth-century motet composers that

would see such preexistent melodies not as sacrosanct, but as changeable.2

IRoberson forthcoming. Iam grateful to Professor Robertson for sharing a
copy of her paper with me in advance of publication, as well for helpful
discussions, in person and electronically.
2Peter Jeffery has pointed out to me that theorists of chant allowed editing for
modal reasons. See for example the eleventh-century Italian treatise formerly
attributed to Odo of Cluny (on the attribution question, see Huglo 1980):
From this it is understood that the musician who lightly and
presumptucusly emends many melodies is ignorant unless he first goes
through all the modes to determine whether the melody may perhaps
not stand in one or another, nor should he care as much for its
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The possibility of altering a chant-derived tenor has not been fully
considered, but several scholars have suggested it. Hans Heinrich Eggebrecht,
for example, seems to believe that Machaut might have changed. the melody of
Fons tocius superbie / O livoris feritas / T. Fera pessima (M9) in order to achieve
the strict alternation between A / F and B / G that is so important to the
harmony of that motet.3 Daniel Leech-Wilkinson has also found
“evidence...both for and against the idea that Vitry adjusted chant fragments
to make more convenient colores.”4 One of his examples is the tenor of M5,

- Aucune gent m’ont demandé que j'ay/ Qui plus aimme plus endure / T. Fiat voluntas

similarity to other melodies as for regular truth. But if it suits no mode,
let it be amended according to the one with which it least disagrees.
This also should be observed: that the emended melody either sound
better or depart little from its previous likeness.” (Strunk 1950, 111)

The Latin is:
Ex quo comprehenditur, quia imperitus musicus est, qui facile ac
praesumptose plures cantus emendat, nisi prius per omnes modos
investigaverit, si forsitan in aliquo stare possit; nec magnopere de
similitudine aliorum cantuum, sed de regulari veritate curet. Quodsi
nulli tono placet, secundum eum tonum emendetur, in quo minus
dissonat. Atque hoc observari debet, ut emendatus cantus aut
decentius sonet, aut a priori similitudine parum discrepet. (Gerbert
1963, 1, 256-57)

It is possible that the alteration found in these motet tenors reflects a more

generally fluid concept seen in chant transmission as well and needing no

further justification. Still, as will be seen below, exact borrowing did occur.

. The question of borrowing and alteration deserves further study and may

| never be answered completely.

. 3Eggebrecht 1962-63, 293. He notes, however, that the Lucca Antiphoner

. gives the same melody as Machaut's tenor; this tenor is discussed later in this
chapter. Since Sarah Fuller deliberately avoids the chant-tenor relationship in
- her discussion of this motet (Fuller 1990), she does not consider the question.

- 4Leech-Wilkinson 1989, I, 35. One of the cases he cites, however, the “variant”
in V11, Impudenter circumivi / Virtutibus laudabilis / T. [Alma redemptoris mater] /

Contratenor / Solus tenor, is most likely not a compositional variant but a
possible scribal conflation.
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tua / Contrateiior, which he derives from an alternation of phrases from the
tenor of Douce playsence est d’amer loyalment / Garison selon nature / T. Neuma
quinti toni (V6) and a Pater noster chant.5 He calls Machaut’s teﬁor “a
conflation of that of his model [perhaps better “models,” if correct] and of
elements newly introduced,” with both sources apparently altered in the
process. A more corivincing example of the joining of two preexistent
melodies in a tenor is Aman novi probatur exitu / Heu, Fortuna subdola / T. Heu
me, Tristis est anima mea (F25(71)); the second element here may be altered to
+~ join it more easily to the heu me melody that precedes it. Finally, Margaret
Bent and David Howlett have studied an English motet that may include
manipulation of tenor pitches, as well as a chant-based Credo Omni tempore
that certainly does.6

We will consider first some general characteristics of the chant-based
tenors used by Machaut and his contemporaries, then those tenors for which
exact melodic matches have been found in local chant repertories. Finally, we
will examine the evidence in favor of compositional alteration before entering
a comparison of tenors with chants that may show how and why such
alteration may occur. The tenor melodies under consideration, and the chant
versions I have collected so far, are given in Appendix 1. Because the range of
local traditions is so vast (though many sources have been lost), my
comparative work in this area is an ongoing process, and the results discussed

here may be modified in light of manuscripts studied in future. Still, I believe

SLeech-Wilkinson 1989, I, 91-92. Sanders 1973, 563-64, n. 287 also links
Machaut’s tenor to a Pater noster chant. '

6See Bent and Howlett 1990, 45-46, and Bent 1990b, 28-31.
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the framework exists to make compositional alteration a plausible theory, and
I hope this study will begin to elucidate how the composer may begin to
control tenor materials even before the crucial stage of ordering and
coloring—that is, giving the melody rhythm and form—that begins

composition proper.

General Characteristics

A chant-based tenor has certain general melodic characteristics, shared

- with other tenors not based on secular song. Such tenors tend to have 15-30

pitches and are mainly, though rarely entirely, stepwise. Up to a third of the
intervals contained within such tenors may be leaps, but very rarely more.
The majority of these leaps are thirds, and almost none are larger than a fifth.
Most tenors have a range of between a fifth and an octave, and nearly all
conclude with a descending step, which is important in providing the
strongest form of cadential closure available;” those tenors that do not have

this feature give the cadential function to another voice.8 Many internal

7Sarah Fuller has discussed this point; see Fuller 1990.

8These tenors are: M22, Tu qui gregem tuum ducis / Plange, regni respublica! / T.
Apprehende arma et scutum et exurge / Contratenor (cadential progression
provided by contratenor; final remains the same); M23, Felix virgo, mater
Christi /Inviolata genitrix / T. Ad te suspiramus gementes et flentes etc. /
Contratenor (contratenor supplies cadential motion, but to a different final
than that of the tenor); H32, D’ardant desir / Efus d’amer / T. Nigra est set formosa
(medial tenor; duplum supplies motion to different final); and H9, Apollinis
eclipsatur / Zodiacum signis lustrantibus / T. In omnem terram (same, but the
tenor does conclude with a descending step to its last pitch, the fifth of the
final sonority). Only Musicalis sciencia / Sciencie laudabili / Tenor (H33), a motet

whose tenor source, if there was one, has not been identified, ends without a

descending step to the motet final in any voice: its tenor descends a fourth to
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divisions also have this characteristic. Finally, many chant-based tenors have
a final on F, G or C, and therefore are based on a scale with a major third
above the final; this phenomenon is particularly striking in the Ivrea repertory.
Most of these traits are usually present in the tenor’s chant source as well and
may therefore be out of the composer’s control once the fragment is selected,
but some aspects, such as the presence of leaps or descending steps, are
exploited by the composer in talea formation,? while others may be affected
by the way in which the composer extracted the color from its chant source—

- and perhaps by the way he altered it.

Exact Matches

Even the wider range of manuscripts I have examined has not changed
the fact that chant readings that correspond exactly to tenor melodies appear
to be relatively rare. I have located such exact melodic matches for the

following tenors:

the final, C, which is unusually harmonized not only by a fifth but a third
above it! :

9See Fuller 1990 for an explanation of how this may occur.
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motet tenor manuscript510

M9 Fera pessima LA, Pars 595

M14 Quia amore langueo Pars 59511 :

H10 Ave Maria Br 669/6432,12 LA, Pars 595,
Pgen 2619, Pn 802, Pn 1030, Pn
3003

V9 Libera me de sanguinibus CH 86, Pgen 2618, Pgen 2641,
Pn 1255, Pn 10482, Pn 12035,
Pn 15613

Hi15 Tristis est anima mea CH 86, LA, Pgen 2618, Pgen
2641, Pn 1255, Pn 10482, Pn
15181, Pn 15613, SA

H16 Concupisco Pn 1028

“M24”  Ecce tu pulchra et amica mea Pgen 2619, SA, WA

H21 Sicut fenum arui Pgen 2618, Pn 802, Pn 10482,
Pn 12035, Pn 15613

F22(50) Revertenti SA, WA

F23(51) Victime paschali laudes Pn 17311

F25(71) Heumel3 Pars 595, Pn 802, Pn 1028, Pn
1030,5A, WA

- Of these eleven tenors, five have exact matches only in the French manuscripts

" I have examined, 14 while the other six appear in the same form in the

10The chant manuscripts used in this study are described more fully in the list
of manuscripts cited at the close of this study.

- 11This chant version has a slightly different underlay and continues with
© three pitches.

- 12This is the manuscript cited by Harrison in Harrison 1968; I have not seen

- the manuscript myself and rely upon his reading.

- 13The other part of this tenor, Tristis est anima mea, does not match any version
- of the chant melody I have seen.

14These are Maugre mon cuer, contre mon sentement / De ma doulour confortes
doucement / T. Quia amore langueo (M14), Colla jugo subdere / Bona condit cetera /
T. Libera me [de sanguinibus] (V9), Se pidour d'umble astinance / Diex, tan desire
estre amés de m’amour / T. Concupisco (H16), L'amoureuse flour d’esté / En l'estat
d’amere tristour / T. [Sicut fenum arui] (H21), and Inflammatus invidia / Sicut de
ligno parvulus / T. [Victime paschali laudes] (F23(51)).
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“standard” (that is, easily available) facsimiles,15 and some of these latter
actually appear to contradict the “French” melodic tradition of their chant
sources.16 This may suggest an English connection for these motets, but a
definitive statement of that type is probably premature.

In addition to the exact matches listed above, one has been found by
Robertson: the tenor for the motet Firmissime fidem teneamus / Adesto sancta
trinitas / T. Alleluya Benedictus et cetera(F30(124)), which is transmitted in the

Fauvel manuscript (Pn 146) and has been attributed to Philippe de Vitry.17

' This tenor corresponds 1o a version of the source chant that Robertson has

found only in Cambrai and Arras, suggesting an origin for the motet (or at
least its tenor) in that region and a possible use for the motet at the Trinity
chapel of one of those cathedrals.

The exact matches I have found do not always appear to tell us as much
about local use, though the data gathered so far is suggestive in a few cases.
The presence of two exact matches for Machaut’s tenors in a manuscript from
Chalons-sur-Marne (Pars 595) is certainly suggestive, especially given the
proximity of that city to Reims, where Machaut may have been born and
where he lived out the last thirty or more years of his life. Most Machaut
tenors whose source chants are found in that manuscript vary to some extent

from the Chalons version, but many relationships are quite close, often closer

15These are those cited in Ludwig 1926-54 and by many others since: the
Sarum Gradual (Frere 1966) and Antiphonal (Frere 1901), and the Worcester
and Lucca Antiphoners (Mocquereau 1922 and 1906, respectively).

16See especially Inter amenitatis tripudia / [O livor anxie] / T. Revertenti (F22(50)),
and also Li enseignement de chaton / De touz les biens qu’amours ha a donner / T.

-Ecce tu pulchra et amica mea ("M24”).
‘, 175ee Robertson forthcoming.
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than those of any other chant tradition. The tenors of De Bon Espoir, de Tres

- Doulz Souvenir / Puis que la douce rousee / T. Speravi (M4), S"il estoit nulz qui
pleindre se deust / S'amours tous amans joir / T. Et gaudebit cor vestrum (Mé6) and
Hareu! hareu! le feu / Helas! ou sera pris confors / T. Obediens usque ad mortem
(M10), for example, have only one variant each relative to the reading of Pars

: 595, and in each case that variant serves to fill in a third in the chant.1® In

~ those cases, the difference is so minor that it would be difficult to prove

" compositional alteration as distinct from local tradition.1? Nevertheless, for

the tenor of De Born Espoir, de Tres Doulz Souvenir / Puis que la douce rousee / T.

- Speravi, a melody that is entirely stepwise, like that of Fons tocius superbie / O

- livoris feritas / T. Fera pessima (M9), it is easy to envision a composer filling in

- the one leap in his chant source.

The tenor of Christe qui lux es et dies / Veni, creator spiritus / T. Tribulatio
proxima est et non est qui adjuvet (M21), part of which is aiso used in Qui es
promesses de Fortune se fie / Ha! Fortune, trop suia mis loing de port / T. Et non est

qui adjuvet (M8), is also close to the reading of Pars 595: an ascending third at

18None of the plicas in Pars 595 are observed in Machaut’s tenors—this
includes one plica in the source of Harew, hareu, le feu / Helas, ou sera pris confors
/ T. Obediens usque ad mortem and two in that for Felix virgo, mater Christi /
Inviolata genitrix / T. Ad te suspiramus gementes et flentes etc. / Contratenor (M23).
19David Hughes considers the filling-in of thirds to be a “trivial” variant,
perhaps “a matter of local preference, as some regions show considerable
consistency” (Hughes 1987, 384). Nevertheless, it would seem to be one of the

- most frequent forms of variant between tenors and chants as well, perhaps for

the same reasons. Hughes is mostly interested in the earlier stages of
transmission, but he notes that “later manuscripts are on the whole richer in
variants—perhaps because the increasing availability of books made real
copying [as opposed to writing from memory or dictation}], and hence
conflation, easier; perhaps also because the chant came to be held in less
regard” (400-1).

28



the beginning of the chant is omitted in the tenor by the suppression of one
pitch, and two descending thirds are filled in, while the repetition of the final
pitch in the chant does not occur in the tenor. The result is a tenor whose only
leaps are two ascending thirds, two ascending fourths, and one descending
fifth. It may be significant that here also many variants are in the direction of
more stepwise motion, specifically the filling in of a descending (or less
frequently ascending) third of the chant source; this phenomenon may suggest
an increased likelihood of compositional manipulation.

The tenor of Quant vraie amour enflamee / O series summe rata! / T. Super
omnes speciosa (M17), however, does not follow the Chélons reading of Pars
595, though the tenor melody is no closer to the readings of the Sarum or
Worcester Antiphoners, the only other versions of this melody I have seen.
This may be in part because Marian antiphons appear to be susceptible to
more variation in local traditions than other chant types; the same
phenomenon seems to be the case, for example, for Alma redemptoris mater, the
source for two other tenor-related motets.20 In this case, however, the source
of Machaut’s tenor can easily be found in Vos qui admiramini / Gratissima
virginis species / T. Gaude gloriosa / Contratenor / Solus tenor (V7), a motet that

has been attributed to Philippe de Vitry.21 The source of the earlier motet, of

20These are V11, Impudenter circumivi / Virtutibus laudabilis / T. [Alma
redemptoris mater] / Contratenor / Solus tenor, and H4 / G3, Apta caro plumis
ingenii / Flos virginum, decus et species / T. Alma redemptoris mater / Contratenor.
Marian antiphons not only appear to be more variable than some chant types,
they are also harder to locate in medieval liturgical books, perhaps because
their function was less regular.

21The fact that the tenor of Vos qui admiramini / Gratissima virginis species / T.
Gaude gloriosa / Contratenor / Solus tenor is longer, including as well the earlier
~ phrase Gaude gloriosa, suggests that it was the earlier motet: a composer
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- course, is open to doubt, but the Chalons reading need have no bearing on

~ Machaut’s tenor, so the value of Pars 595 for investigating Machaut’s tenors

' remains.

The tenor of Helas! pour quoy virent onques mi oueil / Corde mesto cantando

. congueror / T. Libera me (M12), on the other hand, is far closer to the Parisian

versions of the chant, as given in manuscripts such as Pn 10482, Pn 15181, CH

86 and Pgen 2618, all of which transmit an identical melody that differs from

Machaut’s in only two places: a the repetition of the penultimate pitch in the

' -tenor and a descending third in the tenor that is filled in the chant (thereby

perhaps demonstrating, whether this variant represents an alteration on

Machaut’s part or a feature of his chant source that he did not change, that

Machaut did not always alter in the direction of stepwise motion). Here it is

. possible that this motet has an unknown association with the Paris region that

. Machaut may have wished to reflect in its tenor. A similar association may be

true for the Saint Quentin motet Martyrum gemma latria / Diligenter inquiramus /

T. A Christo honoratus (M19)—a tenor which, interestingly, is far closer to the

would be more likely to take only part of a preexistent tenor than to take that
tenor and add melodic material, thereby producing a tenor borrowed in part
from chant, and in part from a chant-based tenor. This common-sense

- argument, of course, does not apply to the other such pair in the fourteenth-

century repertory: Machaut’s motets Qui es promesses de Fortune se fie / Ha!
Fortune, trop suis mis loing de port / T. Et non est qui adjuvet (M8) and Christe, qui
lux es et dies / Veni, creator spiritus / T. Tribulatio proxima est et non est qui adjuvet
(M21), where the later tenor does in fact use material not present in the earlier
one. (The chronological relationship between these two tenors is reasonably
certain, since Christe, qui lux es et dies / Veni, creator spiritus / T. Tribulatio
proxima es et non est qui adjuvet does not appear in Machaut manuscript C.)
Nevertheless, the fact that both motets are obviously by the same composer

. -may explain this exceptional relationship, which may in tuini suggest that
- Machaut took his tenors from a written source rather than from memory.
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Parisian sources Pn 15182 and Pn 10482 than the Saint-Quentin manuscript
Pgen 2619.
Several other Machaut tenors are based on chants found in Pars 595,

but with readings more distant from those of that manuscript. These are

- Quant en moy vint premierement / Amour et biaute parfaite / T. Amara valde (M1),

‘ Tous corps qui de bien amer / De souspirant cuer dolent / T. Suspiro (M2), ['ay tant

~ mon cuer et mon orgueil creu / Lasse! je sui en aventure / T. Ego moriar pro te (M7),

. and Felix virgo, mater Christi / Inviolata genitrix / T. Ad te suspiramus gementes et

. flentes etc. (M23). The tenor of Quant en moy vint premierement / Amour et biaute

parfaite / T. Amara valde, like that of Helas! pour quoy virent onques mi oueil /

. Corde mesto cantando conqueror / T. Libera me (M12), is closer to Paris readings

than those of the Chalons manuscript Pars 595 (see, for example, the melody

- given in Pn 15181), while the beginning of the tenor of Tou:s corps qui de bien

amer / De souspirant cuer dolent / T. Suspiro seems to follow something like the
reading of the more distant Lucca Antiphoner and Pn 3003, from the Swiss
town of Sion-en-Valais, rather than the French tradition found in Pars 595 and
elsewhere, for the brief period that it uses preexistent material at all. No chant
reading I have seen is close to the tenor of J'ay tant mon cuer et mon orgueil creu

/ Lasse! je sui en aventure / T. Ego moriar pro te, while the tenor of Felix virgo,

' mater Christi / Inviolata genitrix / T. Ad te suspiramus gementes et flentes etc.

(based on a Marian antiphon) bears some affinity to the versions of the chant

. given in both the Paris manuscript Pn 10482 and Pars 595 from Chélons,

~ though it also has substantial variants from both.

Still, many of Machaut's tenors are closer to the readings of the Chalons

manuscript Pars 595 than any other. In fact, the readings of that manuscript
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are as close as, and sometimes closer than, those of the extant Mass books
from Reims.22 If a manuscript from a specific tradition such as Pars 595
Chalons could be shown to bear a close relationship to Machaut's tenors, even
if not to have been Machaut’s actual chant source, it could be suggested that
a; He usually used chants from his native tradition rather than that in
which he worked. This might accord well not only with the non-
liturgical nature of his employment as secretarius and familiarus to John
of Bohemia during much of his career, but also with the personal, or at
least not overtly topical, nature of most of his motets. In this light, it is
interesting that the only Machaut motet with a demonstrable link to a
specific occasion, Bone pastor Guillerme / Bone pastor, qui pastores / T. Bone
pastor (M18), does not have an identified chant source. As an aside, a
closer link with Chélons than Reims may even suggest that Machaut’s
early training could have taken place in the former city. This is slightly
problematic, given both the presence of the town of Machault in the
diocese of Reims and Machaut’s known later links to that city, but not

impossible.

22For De Bon Espoir, de Tres Doulz Souvenir / Puis que la douce rousee / T. Speravi
(M4), the version found in Pars 595 and Pn 802, both from Chalons, is closer
than that of RM 217 or the common melody of RM 264, RM 224 and RM 221.
For Hareu! hareu! le feu / Helas! ou sera pris confors / T. Obediens usque ad mortem
(M10), the Pars 595 reading is also found in RM 221, and this version is
slightly closer than that of RM 224 (which is lacking one repeated pitch
present in the tenor and the other chant versions), while the version in RM 264
is more distant from all of these. There is no Chalons source for the tenor of
Tu qui gregem tuum ducis / Plange, regni respublica! / T. Apprehende arma et
scutum et exurge / Contratenor (M22); the northern reading found in Pgen 2619
(from Saint-Quentin) and CA 38 (from Cambrai) is closest to the tenor, but RM
283 has only one additional variant (and that is a pitch that is expressed by a
plica in CA 38).
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b) The lack of a given chant reading in the Chalons manuscript Pars 595
or other sources from that area, or the presence of a reading in that
manuscript more distant from other versions, may suggest a special
association for the motet in which that tenor is used. An example of
such a special case may be Martyrum gemma latria / Diligenter inquiramus
/ T. A Christo honoratus (M19), whose connection to Saint-Quentin has
generally been assumed because it addresses Saint Quentin,23 though
melodic evidence shows that Machaut’s melody is far closer to the Paris
manuscripts Pn 10482 and Pn 15182 than the Saint-Quentin manuscript
Pgen 2619.

c) If he did not use the local melodic tradition of the place in which he
worked, Machaut may have quoted his tenors from memory. Counter-
evidence, however, may be seen in the relationship, mentioned above,
between Qui es premesses de Fortune se fie / Ha! Fortune, trop sui mis loing
de port / T. Et non est qui adjuvet (M8) and Christe, qui lux es et dies / Veni,
creator spiritus / T. Tribulatio proxima est et non est qui adjuvet (M21),
where the later motet appears to use the same version of the parent
melody, which might rather suggest reliance on a written chant source.

The question of the use of memory or book is an important and

- 28Machaut was a canon of Saint-Quentin in the 1330s (see Machabey 1955, 1,

- 30; II, 103), and Armand Machabey seems to have assumed that this motet
must be connected to that foundation. I do not have any information
concerning the cult of Saint Quentin elsewhere in France; his feast is in fact
often overshadowed by the Vigil of All Saints. Anne Walters Robertson
argues that Quentin is a saint “peculiar to the area of Corbie, Reims, Amiens,
and Noyons.” (Robertson 1991, 427) Noyons is about 20 miles from Saint-

" Quentin.
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interesting one, but one I do not feel competent to address at this time.
It should be emphasized, however, that quotation by memory need not
suggest imperfect recall.24 ‘
d) If Machaut used a chant tradition other than the one in use where he
worked, then he may have felt more free to make changes in that
melody.

£ E
So far, we have seen that the exact match for the motet Firmissime fidem
. teneamus / Adesto, sancta trinitas / T. Alleluya Benedictus et cetera (F30(124)),
located by Robertson, may serve to link that motet to the region of Arras, and
possibly to an extra-ritual use at the Trinity chapel of the cathedral there.25 In
addition, it can be concluded that most of Machaut’s chant tenors come from a
champenois tradition represented by a source much like Pars 595. It is
significant that most of Machaut’s tenors appear to originate in what was
likely his native tradition rather than that in which he worked for much of his
career, that of the peripatetic court of John of Bohemia;26 this could reflect in
part the fact that he was in John’s employ as secretarius and familiarus, and the

performance of the liturgy would most likely not have been among his

24Gee Carruthers 1990.

250n the extra-ritual use of motets in the fourteenth century, see, for example,
Harrison 1968, xv-xvi. The phenomenon is much more common in the English
repertory; see Lefferts 1986, 9-13.

26To my knowledge, the liturgical tradition likely to have been used by John
of Bohemia has not been determined; the most likely candidate, however, may
be that of Luxembourg, the family seat. Luxembourg, however, was not a
distinct diocese until 1870; in the middle ages the duchy was divided
ecclesiastically as follows: most “pertained to the See of Liege and, still more,
to the See of Trier; smaller sections belonged to the Dioceses of Metz, Verdun,
Reims, and Cologne.” See Conzemius 1967.
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primary duties. Moreover, those rare motets whose tenors are more closely

associated with Parisian uses than those of Champagne may have a hitherto

unrecognized association with the royal court or other institutions in the fle-

de-France; this would appear to be true as well for the Saint Quentin motet

Martyrum gemma latria / Diligenter inquiramus / T. A Christo honoratus(M19),

" whose tenor is closer to the Parisian version of the source chant than to that of

Saint-Quentin.2”

‘ Can any similar conclusions be made concerning the other exact

- matches? In some cases, the answer would appear to be no. The melody used

for the tenor of Zolomina zelus virtutibus / Nazarea que decora / T. Ave Maria

(H10) is found in the Lucca Antiphoner and a manuscript from Sion-en-Valais

(Pn 3003), as well as in manuscripts from Saint-Quentin (Pgen 2619), Beauvais

(Pn 1030) and Chalons (Pars 595 and Pn 802), indicating a fairly constant and

i widespread melodic tradition. The same could be said of the source of the

tenor of Mon chant en plaint, ma chanson en clamour / Qui doloreus onques n’a

- cogneii / T. Tristis est anima mea (H15), which appears not only in six

manuscripts from Paris (CH 86, Pgen 2618, Pgen 2641, Pn 10482, Pn 15181, and

Pn 15613) and one from Bourges (Pn 1255), but also the Sarum and Lucca

- Antiphoners. Local tradition does not appear to be an issue for these tenors,

and melodic comparison cannot tell us much about the origin of these motets.
Some tenors with exact chant matches, however, do appear to have a

single geographic point cf origin. The tenor of Inflammatus invidia / Sicut de

271 do not know at this time of a special link of Saint Quentin to Paris. His
cult was celebrated all over France, but it appears rarely to receive Proper
material; moreover, it is usually overshadowed liturgically by the Vigil of All
Saints.
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ligno parvulus / T. [Victime paschali laudes] (F23(51)) matches exactly a chant
version of Cambrai, with a variant also found in the Utrecht Psalter, but not in
other northern sources. This match may suggest an origin for the motet in the
Low Countries or northern France.28 In addition, Inter amenitatis tripudia / [O
livor anxie] / T. Revertenti (F22(50)29) matches the English sources WA and SA,
while the tenors of Colla jugo subdere / Bona condit cetera / T. Libera me [de

- sanguinibus] (V9), A vous, vierge de dougour / Ad te, virgo, clamitans venio / T.
Regnum mundi (H13), and L’amoureuse flour d’esté / En l'estat d’amere tristour / T.
- [Sicut fenum arui] (H21) are closely linked to Parisian traditions. The

- predominance of the Parisian tradition among these tenors would appear to

support the idea that many motets come from the French court or the region

. of Paris.

Other tenors correspond to groups of manuscripts whose geographical
~ relationships are less obvious but interesting. The tenor of Li enseignement de
chaton / De touz les biens qu’amours ha a donner / T. Ecce tu pulchra et amica mea
(“M24”) matches melodies appearing in the English Worcester and Sarum
Antiphoners, but also in the Saint-Quentin manuscript Pgen 2619. One other
tenor has links both to England and a region of France: Heu me, the first part
of the tenor of Aman novi probatur exitu / Heu, Fortuna subdola / T. Heu me,
Tristis est anima mea (F25(71)), which corresponds to the melody transmitted in
i the Worcester and Sarum Antiphoners as well as the Chalons manuscripts

Pars 595 and Pn 802. The case for local influence is still incomplete for that

280ther northern connections exist for material that appears in the Roman de
Fauvel; see Robertson forthcoming, as well as an essay by Andrew Wathey
. forthcoming in Fauvel Studies, ed. Margaret Bent and Andrew Wathey.

. 291 have no other readings, however, for this tenor.
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motet, however, for the rest of the tenor, based on the responsory Tristis est
anima mea, does not correspond to any local version of the chant.30 This
melody may be a particularly good candidate for compositional.manipulation.
For the rest of the repertory, I have not located exact matches in any
chant reading. Since we know so little about the origins of most motets, or
their composers,"we must consider each motet individually, and continue
comparisons with various chant traditions, especially those of central and

northern France. This is no less true for the motets attributed to Philippe de

- Vitry, for the grounds for attribution to this composer are often very tenuous.

It is to be hoped that further melodic comparisons will allow more to be said

in time.

Melodic Alteration

Very few tenors in this repertory, however, appear to correspond in all
details to the relevant portion of the parent chant. When previous scholars
have placed a tenor next to any given version of its chant source, in nearly
every case there has been at least some discrepancy between the two melodies.
At first glance, that may appear to be the result of the chant versions used:
Ludwig used the Sarum Antiphoner (in two cases) and Vatican editions for
the melodic versions he gives in his Machaut edition; in his Einleitung, where
he identified chant sources not only for nine Machaut motets but also for

others in the fourteenth-century repertory, he cited other editions, but also the

30The other tenor based on this chant, however, that of Mon chant en plaint, ma
chanson en clamour /Qui doloreus onques n'a cogneii / T. Tristis est anima mea
(H15), does match the standard reading of the responsory, as we have seen.
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Lucca and Worcester Antiphoners, as well as, in one case, the Rouen Gradual
published in facsimile.3! Most of these can by no means be linked to the time
and place of composition of the motets concerned; Ludwig’s concern, rather,
appears to have been to use only sources that had been published and that
could therefore be considered to be easily available to his readers.

Leo Schrade followed Ludwig’s lead in manuscript citation, as in many
other things, when making his own edition of Machaut’s motets; aside from

the tenor of the falsely-attributed “M24,” Li enseignement de chaton / De touz les

. biens qu’amours ha a donner / T. Ecce tu pulchra et amica mea,32 he made no new

identifications, nor did he use any chant sources not used by Ludwig. In his
edition of the Fauwvel motets and those attributed to Philippe de Vitry, Schrade
again appears to have borrowed heavily from Ludwig and others, and he did
not cite additional manuscript sources for chant melodies. More recent
scholars, however, have sought to use medieval manuscript sources rather
than modern printed ones, and they have often gone beyond the easily-
available facsimiles. Frank L1. Harrison in particular seemed to try whenever
possible to use manuscripts originating in France and the Low Countries, and
Ursula Giinther as well used medieval French sources in some cases.

The above remarks, though, are not meant to criticize the efforts of
previous scholars. In each case, although it was not a primary componerit of

his or her project, the editor identified the tenor’s chant source and gave a

31Loriquet et al. 1907. The chant involved is the sequence by Adam of Saint
Victor used in F5(5), Scariotis geniture / Jure quod in opere / T. Superne matris
gaudia etc.

32Even this is not truly a new identification; it appears in Machabey 1955, II,
112.
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- melody similar enough in character to convince the reader—and to use

- indexed editions and published facsimiles also available to the reader is
commendable as well as practical. I have taken this work as a stdrting point
and simply cast my net, following Harrison’s lead, a little wider and more

- toward France. Since we cannot know at present what version of a chant
served as the basis of a given motet tenor, I have tried to gather a number of

| melodies for the purpose of comparison with each other and the tenor. The

. preliminary results of this ongoing process appear in Appendix 1.

| We will begin, however, by examining the evidence in favor of
compositional alteration; this evidence is found not by comparing tenors with
~ chants, but by examining and comparing tenors with other tenors. Iwill begin
by considering the seven pairs of tenors that share at least part of their

melody:
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Tenor Motet i Motet 2 notes

Tristis est anima mea F25(71) HI15 different melodies
Neuma quinti toni F33(129) Sanders33 two variants
Tribulatio... / Etnonest... M8 M21 M21 includes M834
Alma redemptoris mater V11 H4 identical melody
Dolor meus H17 H19 identical melody3>
Gaude... / Super omnes V7 M17 V7 includes M1736
Ruina F4(4) M13 one variant

The two motets on Tristis est anima mea are transmitted in manuscripts copied
~ at least a half-century apart and, perhaps not surprisingly, use entirely
different melodies. The later motet, Mon chant en plaint, ma chanson en clamour
/ Qui doloreus onques n’a cogneii / T. Tristis est anima mea (H15), uses the most

~ common version of the responsory, while the melody used in the Fauvel motet
Aman novi probatur exitu / Heu, Fortuna subdola / T. Heu me, Tristis est anima mea
j (F25(71)) begins unlike any version I have seen. The different reading could

come from a local tradition, but it is more likely the result of the compositional

33This refers to the motet Floret cum vana gloria / Florens vigor ulciscendo / T.
Neuma quinti toni, edited in Sanders 1975. This motet appears not to have been
edited in the series Polyphonic Music of the Fourteenth Century or anywhere
outside Sanders’ study.

- 34The section in common has the same pitches in both tenors. There is,

| however, a difference in signature, and therefore in intervallic content,
between the two.

‘35The tenor of H19, Amer amours est la choison pourquoy / Durement au cuer me
blece / T. Dolor meus, gives the melody twice, at two different pitch levels a fifth
apart.
36The overlapping section is identical in the two motets, though at different
pitch levels (V7, Vos qui admiramini / Gratissima virginis specie / T. Gaude gloriosa

./ Contratenor / Solus tenor, begins and ends on F, M17, Quant vraie amour

. enflamee / O series summe rata! / T. Super omnes speciosa, on C). The intervallic
content is the same.
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. process that joined the responsory to another chant fragment to form the tenor

of this most unusual motet.

The three motets that use a fifth-mode neuma as tenor transmit two
different melodies, and the two that share melodic tradition (both associated
with the Roman de Fauvel) have nearly identical melodies. Sanders gives the
same melody for both Garrit Gallus flendo dolorose / In nova fert animus mutatas
dicere formas / T. Neuma quinti toni (F33(129)) and Floret cum vana gloria / Florens
vigor ulciscendo / T. Neuma quinti toni,37 while Schrade and Leech-Wilkinson
have another melodic variant, which fills in a descending third in the tenor of
Garrit Gallus flendo dolorose / In nova fert animus mutatas dicere formas / T. Neuma
quinti toni, but destroys the melodic parallelism.38 Since the talea structure of
Garrit Gallus flendo dolorose / In nova fert animus mutatas dicere formas / T. Neuma
quinti toni does not follow the melodic repetition, a compositional change is
possible, and the upper voices suggest that Schrade and Leech-Wilkinson are
correct in giving the B passing tone at that point. The tenor melodies therefore
differ slightly. Douce playsence est d’amer loyalment / Garison selon nature / T.
Neuma quinti toni (V6) uses the same tenor text, but with a different melody;
the use of a different melody for this motet would tend to suggest that it is not
by the same composer as the other two, though questions of attribution are
beyond the scope of this study. The use of the same melody for the
overlapping tenors of Machaut’s Qui es promesses de Fortune se fie / Ha! Fortune,

trop suis mis loing de port / T. Et non est qui adjuvet (M8) and Christe, qui lux es et

37Edited in Sanders 1975.

38See Sanders 1975, 30; Schrade 1956a, 69 (m. 22); and Leech-Wilkinson 1989,
II, p. 13 ex. 19.
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dies / Veni, creator spiritus / T. Tribulatio proxima est et non est qui adjuvet /
Contratenor (M21) can easily be explained since they were composed by the
same person, but for the pairs on Alma redemptoris mater and Dolor meus we
have no evidence concerning the identity of the composers—and for the pairs
on Gaude gloriosa / Super omnes speciosa and Ruina we can be certain that each
motet was composed by a different person, for one motet of each pair is by
Machaut and the other is not. We will return to Ruing in a moment.

The color repetition of H19, Amer amours est la choison pourquoy /
Durement au cuer me blece / T. Dolor meus is on a different pitch level than its
original presentation. This tenor melody, which is identical to that of H17,
Fortune, mere a dolour / Ma doulour ne cesse pas / T. Dolor meus, is presented
twice: once beginning on G and ending on C and once beginning on C and
ending on F. (The tenor of Fortune, mere a dolour / Ma doulour ne cesse pas / T.
Dolor meus moves only from C to F.) Since the range of the tenor melody is
only a fifth, and since there is a Bb signature in the tenor, the two statements
of the melody have the same intervallic content. The cclor re
different pitch level of Amer amours est la choison pourquoy / Durement au cuer
me blece / T. Dolor meus demonstrates a compositional alteration in favor of an
expanded tenor range.

It is clear, however, that where two fourteenth-century motets share a
tenor melody, that melody is almost always the same in both works. This
identity would be unlikely, given the common variation of chant melodies
from one institution to another, or even within a single institution, unless the

most immediate source for the tenor of the second motet was in fact the tenor
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of the first. If so, such compositional modeling is already one step removed
from the authority of the liturgical source.39

More concrete evidence in favor of the compositional manipulation of
borrowed material may exist in Machaut’s motet 13, Tant doucement m’ont
attrait / Eins que ma dame d’'onnour /T. Ruina. That motet does not have an
identified chant source for its tenor, which is also used in the earlier motet
Super cathedraiii Moysi / Presidentes in thronis seculi / T. Ruina (F4(4)). Until and
unless a chant source is located for this melody, it appears that Machaut’s
' tenor source must have been the earlier motet. If so, Machaut made a small

but critical change in the melody:

4 5 mqu’“) once

a) the tenor of the earlier motet

39Manfred Bukofzer has also suggested that the source for the tenor of later
Caput Masses was the Mass formerly attributed to Dufay (Bukofzer 1950, 263).
He goes on to show that the process of compositional modeling goes beyond
the pitches of the borrowed melody to include its rhythm and structure. He
also argues that two pitches are inserted into the original chant melody for
cadential purposes (259-61); if he is correct, this tenor also serves as a later
example of compositional alteration. '
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b) Machaut’s tenor

c) a comparison of the two melodies, indicating where the variant
occurs

In Machaut’s melody, two pitches are switched relative to the earlier
tenor; this change makes audible a small melodic repetition, almost doubling
its length as well as incorporating a striking ascending fourth. Machaut's talea
structure also emphasizes this similarity, though the repetition occurs not at
the beginning but in the middie of talea phrases 1 and 3. The recurrence here
of both pitches and rhythm gives the impression—a false impression, as it
happens—that the tenor melody is being repeated, although there is really
only one color in Machaut’s motet. This subtle change may serve as a gesture

to the technique of tenor repetition—a technique used by the composer of the

earlier motet—and indicates that Machaut saw something in the melody the
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earlier composer may not have seen. The alteration here appears to function
within a broader system of modeling through opposition linking the two
motets.40

There are other factors that may suggest that composers saw fif to treat
preexistent materials with some freedom. For example, two motets in the
fourteenth-century repertorv—one by Machaut and one atiributed to Philippe
de Vitry—have a partial color repetition. In M22, Tu qui gregem tuum ducis /
Plange, regni respublica! / T. Apprehende arma et scutum et exurge / Contratenor,
~ the segment to be repeated is not written out in any of the Machaut
manuscripts, though it does appear to be signalled by the additional text
transmitted in two sources.4] Interestingly, in this case the partial repetition
is not only melodic but rhythmic; the motet therefore ends in the middle of its
fourth talea and third color. In the motet Colla jugo subdere / Bona condit cetera /
T. Libera me [de sanguinibus] (V9), the partial melodic repetition consists only of

the first three pitches, which are written out and serve to complete the seventh

4]
W
]
(R

tala
L= L

407 have discussed this motet in “Prope est ruinal: The Transformation of a
Medieval Tenor,” paper given at Conversion, Subversion, Perversion...: Aspects
of Change in the Middle Ages (Princeton, 5 April 1992).

41In manuscripts A and G, the text reads Tenor. Apprehende arma et scutum et
exurge. Apprehende arma. Manuscripts B and E have the text Tenor apprehende
arma et scutum et exurge or. In all versions of the chant I have found so far, the
tenor final actually falls on et rather than arma. Leech-Wilkinson 1989, I, 122 n.
33, suggests that only those who knew the chant intimately would know how
to perform this tenor, but I believe anyone conversant with the convention of
tenor repetition would know to go back, even without the text cue, and
anyone aware of motet style would know when to conclude.
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In both motets, the tenor final, as a result of the partial color repetition,
is different than it would have been if the tenor ended where the chant

fragment does, and in both cases the quality of the scale is also different:

chant ends _approach tenor ends _ approach
M22 D descending step  F ascending step
Vo A ascending step F descending step

That is, both motets are changed by the additional melodic material from
works that would otherwise be in minor-third tonalities to ones with a major
third above the final. The preference for such major-third tonalities evident
- elsewhere in the fourteenth-century repertory may provide one reason for this
alteration.

Another group of motets where the composer apparently asserts a bit
more control over the preexisient melody is that where less or, more often,
more material than the tenor text suggests is used. A list of the pieces in this

category follows:

I. Motets that use more melodic material than their manuscript text

indicates:
Motet Manuscript text Full segment used
F5(5) Superne matris gaudia etc. Superne matris gaudia
representet ecclesia
F8(9) Vergente Vergente mundi vespere
sereno fusus sidere42
F11(21) Displicebat ei etc. Displicebat ei quicquid agebat in

seculo predulcedine dei et
decore domus eius quam dilexit

42This melody leaves c£f the last notes of each section relative to the version
given in Wagner 1921, 495, and the last pitch of the version in Pn 830, but it
also adds three notes outside the talea and color structure. These three pitches
allow a final cadence with a descending step in the tenor; the color ends with
an ascending step.

46



F17(35) Mane prima sabbati Mane prima sabbati
surgens Dei filius
nostra spes et gloria

F22(30) Revertenti Revertenti Abraham

F25(71) Heu me, Tristis est... Tristis est anima mea usque ad
mortem

M2 Suspiro [come]dam suspiro43

M7 Ego moriar pro te Ego moriar pro te fili mi%4

M15 Vidi Dominum Vidi Dominum facie ad faciam
et salva facta

M23 Ad te suspiramus... Ad te suspiramus, gementes et

flentes in hac lacrimarum valle.
Eia ergo, advocata nostra.

H5 Ante thronum trinitatis Ante thronum trinitatis
miserorum miserata4>

V7 Gaude gloriosa Gaude gloriosa super omnes
speciosa

V9 Libera me Libera me de sanguinibus

H24 Rosa vernans caritatis Rosa vernans caritatis
lilam virginitatis

H25 Amicum querit Amicum querit pristinum
qui spretit in

H26 Virgo prius ac posterius Virgo prius ac posterius

Gabrielis ab ore lumens illud
ave peccatorum miserere

H31 In omnem terram...orbis  In omnem terram exivit sonus
eorum et in fines orbis terrae

verba eorum46

43This terior, however, omits the final melisma on suspiro.
44The relationship becomes more tenuous toward the end.

45The tenor bears only a vague resemblance to the source given in Harrison
1968 (Lbm Add. 39678, from Louvain), and the manuscripts Pars 595 and RM
264, especially after the first nine pitches.

46The tenor melody omits the final pitch of the chant source, and maybe
others as well.
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I1. Motets that use less melodic material than their manuscript tag

indicates:
Motet _Manuscript tag Full segment used
F30(124) Alleluya Benedictus... Alleluia
H9 In omnem terram In omnem terram47
“M24”  Ecce tu pulchra...mea Ecce tu pulchra et amica
Gl11 Alleluia Preveniamus Alleluia

In most cases, the change consists of taking more of the melody than the tag

would suggest, and in many of these, the complete text used makes sense on

. its own and in the context of the motet. Another easily-explained case is that
of the two Alleluia tenors, where the melody of the alleluia alone is used; the
fuller tag doubtless appears in part simply to identify the source chant, and its
liturgical occasion, which would be unclear if only the common word alleluia
were used.

There are cases, however, that do not allow such easy explanation: for
example, the tenor of Alpha vibrans momentum / Cetus venit heroycus / T.
Amicum querit / Contratenor (H25 (G6)) uses the melody of the text Amicum
querit pristinum / Qui spretum in—! Another case in which the tenor fragment
cuts off in an ungrammatical manner is Machaut’s motet Amours qui ha le
pouoir / Faus Samblant m’a deceu / T. Vidi dominum facie ad faciem (M15): Vidi
dominum facie ad faciem, et salva facta—[est anima mea). Even the tenor of Li

- enseignement de chaton / De touz les biens qu’amours ha a donner / T. Ecce tu

pulchra et amica mea (“M24”) uses the text Ecce tu pulchra et amica, omitting the

47This tenor uses the melody through terram, but not the melisma following.
The melisma on Suspiro (for M2) is similarly omitted.
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