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ABSTRACT

THE MOTET IN ENGLAND

IN THE FOURTEENTH CENTURY

PETER MARTIN LEFFERTS

The history of polyphonic music in late medieval

England is difficult to reconstruct on account of the pauci­

ty of intact sources, the concomitant lack of a substantial

number of complete pieces, and the difficulty with which

the surviving repertoire can be associated with any specific

institutions or social milieu~ Nonetheless, there are sig­

nificant scattered remains, and this study endeavors to exa­

mine in detail one important genre, the motet, in light of

all surviving music, placing a great deal of weight on the

analysis of fragments. The evidence suggests that the motet

was cultivated for the larger abbeys and monastic cathedrals,

primarily Benedictine, Cistercian, and Augustinian houses.

It was a sacred genre, and in typical larger collections

there was probably provision of a motet for all major feasts

of the Temporale and Sanctorale, though the precise role of

the motet in the liturgy, whether as an interpolation or as

a direct substitute for ritual plainchant, is not yet estab­

lished.

The thesis is organized in four large chapters and ~vo



appendices. Chapter One discusses the validity of the tem­

poral limits imposed on the thesis (ca.1300-1400) , the pro­

blems of the definition of the motet genre and its function,

and the problem of establishing a chronology for sources and

individual pieces. Chapter Two establishes a typology for

motet structures; demonstrating that the English intensely

cultivate a few clear archetypes for motet form in the

earlier part of the century, producing pieces of high musi­

cal interest and fascinating detail, and showing also that

indigenous features were not entirely eradicated under

French influence in the latter half of the century. The

third chapter reviews the notational systems that developed

in England in the 14th century, both in relationship to

earlier English mensural notations and also to contempora-

neous continental systems. The fourth chapter discusses

features of the motet texts, concentrating on subject matter,

sources and models for text language, and certain aspects

of versification. A lengthy first appendix contains critical

reports, texts, and transcriptions for mo~t of the 14th-cen­

tury repertoire; a short second appendix lists the 13th-cen­

tury English motet repertoire with two transcriptions.
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PREFACE

The present study was inaugurated in 2 g~=duate seminar

at Columbia University in the Spring term of 1976, under the

direction of Ernest Sanders, that was devoted to editing the

motets of 14th-century English provenance. The seminar's

transcriptions form the nucleus of this work. Revised and

augmented by the present author (at the time simply extend­

ing the work of the seminar), they were s~ared with Pro­

fessor Frank Ll. Harrison du~ing the final stages of his

preparation of Motets of English Provenance, Polyphonic

~usic of the Fourteenth Century; XV (Paris and Monaco,

1980). Professor Harrison invited me to be responsible for

editing and translating the texts of the 36 motets in that

volume. This was accomplished over the spring and summer

months of 1978, assisted in part by a travel grant from

Columbia University that allowed me to spend June through

August of that year in England. Research undertaken then

convinced me that though a dissertation based solely on the

complete motets was not viable, incorporation of the frag­

ments provided sufficient range for a thesis, and a disser­

tation proposal en that basis was accepted by Columbia in

the fall of 1978.
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A NOTE TO THE READER

Bibliographic refe~ences in the footnotes are made by

short titles: for fuller information please consult the Bib­

liography. Manuscript sigla are used throughout according

to the form of citation in RISM B/IV/3-4 and The New Grove

Dictionary.

The 13th- and 14th-century custom was to identify a

piece by the incipit of its duplum, but this practice will

not be followed here. Rather, the incipit of the trip1um

will be used here for identification, unless it is missing.

In that case the duplum incipit will be cited: in its

absence the first legible words of the uppermost surviving

part will be used. A finding list of motets, arranged

alphabetically by incipit, is given at the beginning of the

Appendices to this study. A list of abbreviations commonly

used in this study can also be found there.
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CHAPTER I

BASIC ISSUES

Introduction

The motet was the most actively cultivat~d genre of

polyphonic music in France and England from the first dec­

ades of the 13th century to the middle years of the 14th,

when it gave over that role in France to the polyphopic

chanson and in England to Mass Ordinary settings. On the

continent Paris was the major center of compositional activ­

ity, though motets were compoJed in outlying regions as

well. Parisian motets are found in collections assembled in

locations all across Western Europe, from Spain to the Brit­

ish Isles and Poland. Integral motet codices, plus numerous

fragments, have held the attention of scholars on the conti­

nental repertoire since the late 19th century. They have

been surveyed, catalogued, edited, and analyzed extensively.

As is the case with French·and Italian polyphonic secular

song of the 14th century, the contents of most continental

motet sources have been transcribed in at least two modern

editions.

The contributions of musicians working in areas periph­

eral to the Parisian cultural orbit are only imperfectly

1
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recognized. This has led in particular to a serious under­

estimation of the independence and importance of composi­

tional activity in England: this neglect continues to the

present day in such broad surveys as Richard Hoppin's receLt

Medieval Music. 1 The fact that English music has languished

in relative obscurity is in part due to the vagaries of

musicological scholarship but also (and not coincidentally)

due to the lack of sizeable integral manuscripts, the ano­

nymity of English composers, and the apparent diversity and

obscurity of their working environments. Since the Second

World War a number of schola~3 have made important contribu­

tions to the study of the late medieval English motet, most

prominently Jacques Handschin, Luther ~ittmer, Ernst Apfel,

Ernest Sanders, and Frank Ll. Harrison. 2 The most extended

treatment has been that by Sanders in his 1963 dissertation,

"Engli~h Medieval Poli~hony," and subsequent 1967 survey,

"The Medieval Motet."

This study takes Sanders's work as a point of depar-

ture, and concerns ~tself with the motets in circulation in

England in the 14th century. These compositions are diverse

in form, style, and origin, yet form a reasonable corpus for

lThis textbook was published in 1978. See its Chapter
20, pp.502-508 and Chapter 14, pp.346-47.

2See especially Handschin, "Sumer Canon:" Dittmer, Wor­
cester Fragments (hereafter cited as MSD 2 to avoid confu­
sion between the book and the source(s) of the same name):
Apfel, Studien and its later offshoots, most importantly
Grundlaqen: Harrison, Music in Medieval Britain, "Ars Nova,"
and PMFC xv.
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study on account of important features they hold in common.

Most were compos~d in England and are distinct in many ways

from contemporaneous cc,tinental pieces. Those insular mot­

ets that date from ca.1300 to ca.1340 or 1350 form a rela­

tively closed and homogeneous body that is as a whole from a

slightly more recent generatiou of composers than the motets

of the 7th and 8th fascicles of F-MO. They are contemporary

with the more advanced motets of f-Pn 146 (the Roman de Fau­

vel), the bulk of the motets attributable to Philippe de

Vitry, and the early motets of Guillaume de Machaut. The

line of development they continue, however, is insular in

its antecedents, richer in its variety of formal approaches

than continental practice, more reflective on the whole of

the versification of the texts set to music, and innovative

in notation and in numerical control of phrase lengths. At

the same time it is conservative both in its c~ltivation of

an idiomatic harmonic language and in its surface rhythmic

activity.

The later part of th~ repertoire, dating from mid-cen­

tury to ca.1400, contains many more imported continental

pieces, some given new texts to suit English preferences in

that regard, and includes insular pieces with varied

approaches to reconciling continental notation ano style

with local practice. The English and ~he French knew each

other's music, as is testified to by the theoretical tradi­

tion as well as the musical sources. The degree of influ-
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ence exerted by each culture on the other on account of con­

tact between them is an issue on which scholars have come to

very different general conclusions. Bent has written that

"the indigenous English repertory between the Worcester

Fragm=nts and Old Hall has no demonstrable continental

links, and seems to have remained q~ite separate in style,

techniques, and notation until the very late 14th century.n~

Sanders, on the other hand, has written: "it would appear

that no indigenous English motet techni~~es were maintained

beyond the middle of the century."4 The present study, espe­

cially the information brought forward in Chapter Two, hopes

to help fill the gap in our knowledge, sketching out a mid­

dle ground between these two disparate summary positions.

The dimensions of the repertoire under consideration

can only be approximately stated. Adopting for the moment a

rather broad definition of what constitutes a motet, there

are about 30 sources to be dealt with, containing aboUt 120

motets. Sixty-odd of these are complete or completable, and

there is a similar number of fragments; about 100 of the

total are English and the rest are of probable foreign

authorship.s Because of the nature and condition of the

3Bent, "Preliminary Assessment," p.6S; see also her elab­
oration of this point in "Transmission," pp.6S-67.

4He goes on to say, "Yet our knOWledge is unfortunately
far too fragmentary to permit any definite conclusions."
Sanders, "England: From the Beginning," p.289.

SHere are some similarly approximate figures for compari­
son: from 13th-century England, more than 80 motets; from
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present manuscript remains (pastedowns, flyleaves, covers

for documents, and the like) many of the so-called complete

motets actually require extensive restoration of music and

texts if they are to be studied and performed. At the same

time, many of the fragments are integral folios with one or

more whole voice parts (due to the cantus collateral is lay­

out in the original manuscript) and hence may be profitably

investigated for information about the motet's length, form,

style, and subject matter. Incorporation of information on

the fragments makes possible a much clearer view of the

genre than is available from the complete motets alone. In

many of the categories established in the course of this

study there are instances where only one or two (or even

complete ex~~ples survive.

The first tasks of this research have been bibliograph­

ical and philological, i.e. controlling all the available

source materials' and establishing accurate readings of the

notes and texts of all the musical remains. This prelimi-

13th-century continental Europe, about 500; from
14th-century continental sources, more than 140.

'The motets are relatively easy to bring under exhaustive
bibliographic control thanks to the existence of the Reper­
toire international dp.s sources m~sicales (hereafter RISM),
and·to the cooperation-between scholars in sharing the news
of new discoveries that have come to light since. Lefferts
and Bent, "New Sources," provides a review of all relevant
items that have come to light between the pUblication of the
RISM volumes (B/IV/l in 1966 and B/IV/2 in 1969) and late
1981. To the time of this writing (1983), three more impor­
tant sources have corne to my attention: BERc 55, LIc 52,
and F-TO 925. On these, see the critical reports in Appen­
dix I.
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nary work is reflected in the musical contents of the

appendir.o~ of this study, as well as in some contributions

to volumes Av-XVII of Polyphonic Music of the Four~~ent~

Century (hereafter PMFC). The other products of this

~es~arch are embodied in Chapters Two through Four: a com­

prehensive typology of the motets' formal structures and

compositional techniques; an assessment of the notations

used in the moteis in light of English and continental nota­

tional systems of the 13th and 14th centuries: and discus­

sion of text content and versification. The remainder of

this chapter will review certain issues involving boundaries

and definition of the motet genre, problems of chronology

and style, and some observations on the motet sources.

Boundaries and Definition of the Motet as Genre

Defining the repertoire for this study involves prob­

lems in the setting of both generic and temporal limits.

C~nre definition involves fundamental questions about both

compositional approach and function, and for that reason it

will be dealt with first. To begin with, it will be useful

to recall the canonical description of the motet as it was

cultivated on the continent in the later 13th and early 14th

centuries. It was then, as a rule, a composition a3 with

two upper voices, eacn having its own text, over a tenor

cantus firmus that is the lowest of the three by range and

is fashioned by the rhythmic patterning and repetition of a
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melisma drawn from responsorial psalmody (or from elsewhere

in the corpus of plainchant). In England there are, in

addition to such motets built on a cantus firmus, motets

built over a pes, a voice of tenor function that is either

freely composed or perhaps drawn from the popular sphere,

often featuring strict or varied ostinati.'

In addition to the pes motet a3 the English also wrote

freely composed motets a4 with two lower voices sharing

tenor function. These free motets may be monotextual and

have conductus-like melismatic preludes, interludes, and

postludes. What seems to make them motets in English eyes

-- what is esse~!{ ~l to the character of the motet -- 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 voices) never texted and serving as a

'We speak of these motets as being freely composed, in
the sense that they are free of a Gregorian tenor. The
"popularity" of the style of the pes tenors is of course
hypothetical, but plausible on account of their tonal clo­
sure, phrase regularity, and repetitiveness. For examples
of dance-like tenors see Sanders, "Die Rolle," pp.43-44.
Some pes tenors bear a text or text incipit. In later mot­
ets, the use of the term pes to identify the tenor may hide
a cantus firmus identified in another source. For instance,
the "Pes de pro beati" in WF, 70 is in fact the Gregorian
tenor "Pro patribus," and the "Tenor de Regina" in Ob 652, 1
is the plainsong "Regina celi letare." In general, hc~ever,

terms such as "Pes de" or "Tenor de" indicate that the tenor
is non-Gregorian. See, for example, the "Tenor de Excelsus"
of Onc 362, 6 or the "Tenor de Dulciflua" of WF, 41. The
term "pes" is mainly found in 13th century sources; the ref­
erence to the "Pes de hlma mater" in BERc 55, 1, referring
to what seems to be an untexted rondeau, is an interesting
exception.
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structural skeleton or foundation.'

The motet on a cantus firmus has a kinship to another

English genre, the troped chant setting, that was cultivated

extensively in the 13th and early 14th centuries. In these

chant settings the tenor, whether laid out in patterned

rhythms, in irregular rhythms, or simply as a series of even

longs, is a single statemen~ of a plainsong or some well-de­

fined subsection of a chant, such as the soloist's portion

of a responsorial chant. The parts composed above it bear

text troping the words of the chant. These new words are

often artfully written and aligned so that the syllables of

the tenor text are articulated simultaneously in all three

voices. Table 1 lists 13th- and 14th-century English troped

chant settings.'

Troped chant settings are very similar in technique and

source layout to motets, though they are distinguishable

from motets by a number of features: there is no repetition

aFor more on this markedly uncontinental approach to the
motet, see the discussion of voice-exchange motets in Chap­
ter Two.

'This table augments the lists of Sanders in "Medieval
Polyphony,~ Chapter lIB, especially pp.l24-25. The division
by ~entury is made to correspond with a similar division of
mot~ts, and is in some respects artificial -- for one, the
~ame liturgical categories figure in both parts of the
Table, and further, some of the items in the 14th-century
list are among those motets that for stylistic reasons can
be considered the very earliest in the later repertoire.

There is, incidentally, a marked similarity between the
categories of liturgical item cultivated in troped chant
settings and those used for the mostly later repertoire of
English discant: Mass Ordinary items, some Mass Propers,
Office responsories. See the contents of PMFC XVI.



TABLE 1

ENGLISH TROPED CHANT SETTINGS

13th-centu~y

Introit

Salve sar-cta parens-T.Salve sancta parens
Salve mater-T.Sancta parens
Hac die nobili-T.Gaudeamus orones

Kyrie

Christe lux mundi-T.Kyrie (Orbis factor)
Lux et gloria-T.Kyrie (Lux et origo)
Kyrie fons pietatis-T.Kyrie(Fons bonitatis)
o paraclite regens-T.Kyrie (Rex virginum)
Virgo mater salvat:oris-T.Kyrie

Gloria

Rex omnium lucifluum-T. Regn~m tuum
Decus virginitatis-T.Salvc virgo(Regnum)
Spiritus et alme-T.
Spiritus procedens

Gradual

Benedicta.Virgo Dei
Benedicta Domina
Beata supernorum-T.Benedicta.Virgo Dei
Virgo paris-T.Virgo Dei genitrix
Virgo decora-T.Virgo Dei genitrix

Tract

Gaude Maria virgo-T.Gaude Maria

Offertory

Felix namque Maria

9

WF, 9; 0 b 60, 1
WF. 64-
Ob 60, 2

WF, 1
\'1F, 2; Ccl, 2
WF, 29; Ob 60,9
Ccl, 1
Cfm, 1

Ob 60, 11;LoHa, 1.2
WF, J3
US-Cu, 5
\'IF, 43

WF, 80a.
WF, 3
WF, 26
wro, Ill-
Osal/2; Ob 14,8

WF, 35

WF: 4



Cjc 1, a/Ba
Cjc 1, 9
Ob 400, 1
Ob 400, 2
Ob 400, J
Ob 400, 4
Ob 400, 6S
Ob 400,
Ob 400, H:WF,19
Ob 400, I
Ob 400, K
Ob 400, L
Ob 400, M
Ob 400, N
WF, 27
WF, 28
WF, 4S
WF, 46
WF, 49
WF, 50
WF, 51
WF, 52
WF, 54
WF, 5S
WF, S6
WF, 57
WF, B1

10

Table 1, cont.

Alleluia (for~ items, see Chapter 4, Table 26)

Ave maris stella 1.HodieMaria virgo
A laudanda legione Y.Ave Maria
Alleluya Christo iubilemus 1.Dies sanctifi.
Alleluya clare decet J.P(ost partum?)
Adoremus ergo natum J.VidiI!1us stellam
Ave sanctitatis speculum
Ave Maria plena gracia 1.Assumpta est(?)
y- Post partum virgo
Ave magnifica 1. Post partum virgo
Ave maria ave mater 1.Nativitas gloriose
1.' In conspectu angelorum. .

'. A.l1e~uya dulci cum armonia1. Fit leo fit Leon.
Alleluya musica canamus·Y.Hic Franciscus
Y.Fu1.get dies
Alleluya canite 1.Pascha nostrum
Alme iam ad gaudia 1.Per te Dei genitrix
1. Gaude virgo gaude '
A}.l~luya psallat 1. Virga iesse florui t
Y.Letabitur iustus
Gaude plaude 1. JUdicabunt sancti
1. Fulgebunt iusti
Alme veneremur diei 1. Justi epulemur
1. 0 laus sanctorum
Alleluya moduletur Syon 1.Veni mater gracie
Ave magnifica Maria y. Dl~lcis Maria (? )
1. Regis cclorum ~ter
y. Nativitas gloriose

Sanctus

Sanctus Tro. linus tamen est divinus
Sanctus Tro. Adonay,genitor
Sanctus Tro. Deus ens ingenitus
Sanctus Tro. Et eternus Deus
Sanctus Tro. Ex quo omnia pater
Sanctus Tro. Et eternus Deus

Responsory

o Judea'et Jerusalem
Descendit de celis
Descendit de celis

WF, 58
WF, 59
WF, 60
WF, 61
WF, 62
WF, 77

Ob 60. 3/4
Ob 40{J, 7
Ob 400, 8
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Table 1, cont.

Antiphon verse

Crucifixum Dominum-T.Crucifixum in carne

Prose

Inviolata integra-T.Inviolata integra

WF, 96

WF, 42

Sursum corda WF, 6)

Related settings

Nunc dimittis Cjc 2), a
Speciosa facta Cjc 2), b
Quis queso Cjc 2) , c
Crucifixus surrexit. Dicant nunc Iudei Cjc 2), d

------------------------------------------------------------
14th-eentury (Whole-ehant Settings written in Parts)

Introit

Salve sancta virgula-T.Salve sancta parens

Kyrie

Virgo mater salvatoris~T.Kyrie

Gloria

Regnum sine termino~T.Regnum tuum
Regi regum enarrare-T.Regnum tuum
Rex visibilium-T.Regnum tuum

Gradual

Trinitatem veneremur-T.Benedieite

Alleluia

Alta eanunt-T •AlleJ.uia paseha nos -i;rum (?)
Alleluya rex piaeulum (?)
Astra transeendit-T.Alleluya Y.Assumpta est

Ob 652, 4

Cfm, 1

WF, 80
One )62, 12
Ob 7, )

Lbm 24198, 5

One 362, 8
TAero 3132. t::.
LIe 52, 2



Table 1, cant.

Responsory

Ianuam quam clauserat-T. Iacet granum

Antiphon

Rosa delectabilis-T.Regali ex progenie
Doleo super te-T. Rex autem David
Ave miles-T. Ave rex gentis
Parata paradisi porta-T. Paradisi por~

Ven! creator spiritus-To Veni creator
Jhesu redemptor~'T. Jhesu redemptor (4x)

Prose

Salve cleri-T. Sospitati dedit egros

Sequence

Balaam de quo-T.Epiphaniam (2 verses)
Jhesu fili-T. Jhesu fili virginis

Psalm tone

Quare fremuerunt-T.(2x)

Benedicamus Domino

Beatus vir-To (2x)
Humane lingue-T. (2x)

12

Onc 362, 1

Onc 362, 18
Cgc 512, 7
Ob 7, 7
1pro 2/261. 1

Ccc 65, 1
Cf'm, 2

Ob 81, 4

One 362, 4
DRc 20, 3

Lbm 1210, 9

Lwa 12185, 3
Lbm 40011B, 17
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Table 1, cont.

Settings ~i ~cn-liturgieal, integral tunes

Freneh-texted tenors

Ade finit-T. A definement (Jx)
Caligo terre-T. Mariounette
Solaris ardor-T. Mariounette
Triumphat hodie-T. Trap est fol
Herodis in atrio-T. Hey hure lure (Jx)
Deus ereator-T. Douce~ent (Jx)
Alma mater-Tenor de Alma mater

Latin devotional lyrics

Civitas nusquam-T. Cibus esurientum
Frondentibus-T. Floret
Barrabas dimittitur-T. Babilonis £lumina
Laus honer vendito-T. Laus honor Christo

One 362, 7
One 362, 9
One 362, 10
Lbm 24198, 7
DRc 20, 1
Ob 7, 14
BERe 55, 1

One 362, 5
Ob 7, 6
BERe 55, 4
Cpe 228, 3

Some unidentified tenors, probably integral tunes or
whole chants

Inter ehoros-T.
Patrie paeis-T.
o dira mena-T.
Maria dieeris-Soli fines-T.
Augustine par angelis-T. Summe presul (Jx)
Triumphus patet-T. (Jx)
~!illicr magni meriti-T•. (peslilte , 3x)
Orto sole serene-T. (peslilte, 4x)

WF, 79
Cge 512, 12
F-Pn 23190, 4
US-SM 19914,3
Ob D.6, 2
Lbm 1210, 2
Cge 512, 1
ege 512, 9
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of tenor color; liturgical specificity is clear and contex-

tuality assumed for the performance of the setting; the mel­

ody and syntax of the chant deter~ine most features of over­

all form; and the text is closely allied to that of the

tenor. 10

However, by the early 14th century the line between the

two genres often becomes hard to draw. Just as in the con­

ductus and rondellus genres, there is an apparent hybridiza­

tion (or perhaps better, a convergence) of features of chant

settings with those of the motet. This is particularly true

in regard to text, where it is impossible to draw a neat

line of demarcation between simple assonance and a tropic

relationship, loose or close, between u~per voices and the

tenor. (For more on the aural relationships between texts,

see Chapter Four.) Troped chant settings often show isoper­

iodicity of phrase structure, either established for an

entire piece, as in Salve mater (WF, 64},·or interrupted at

sectional boundaries, as in the Cjc 23 fragments. The tenor

may be irregularly rhythmicized in order to properly support

such a phrase structure, as in Januam guam clauserat, and

texts of troped chant settings such as the one just named

lOOne might also add that most 13th-century English
troped chant settings appear to have been copied in gather­
ings of such pieces, rather than simply mixed with motets.
See, for example, WF, Lbm 979 (LoHa), Ob 60, and Ob 400.
Fourteenth century polyphonic tropers such as Ob 14, Ob 384,
and similar items also lack motets.
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may abandon a close relationship with chant text to

incorporate instead a regular verse structure.

Further blurring the distinction between genres are

those compositions in which Q whole chant is rep~ated either

in part or in its entirety. For instance, the hymn used as

the tenor of Jhes~ r~demptor is stated four times, the anti­

phon used as the tenor of Parata paradisi porta is stated

one-and-four-fifths times, and the Benedicamus melody of

Beatus vir is stated twice. (These and other instances are

noted in Table 1.) Moreover, one finds single statements of

French-texted tunes as tenors, multiple statements of inte­

gral tunes with Latin texts, and single or mUltiple state­

ments of unidentified tenors that appear to be whole chants

or integral tunes. To draw a generic distinction between

chant settings and motets on the basis of the number of rep­

etitions of a melodic color seems arbitrary. So does the

judgement that if a melody set once in its entirety is Gre­

gorian the piece is a chant setting, while if it is not

plainsong, the piece is a motet. In light of these ambigui­

ties, and in consideration of the fact that 14th-century

sources do not appear to discriminate between whole chant

settings and motets, the 14th-century whole chant settings

listed above in Table 1, along with the settings of integral

tunes, are considered as motets for the purposes of this

study.
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The Function of the Motet

~he problem of genre definition also involves the issue

of the function of the motet. Here we must confront the

most unsettling gap in the present account of the motet in

England, uur knowledge about its compositional milieu and

performance contexts. Little hard evidence of any sort con­

nects the repertoire to the personnel and routines of the

musical establishments that must have sung it. Except

within very broad limits we do not know where the motets

were written, or for whom, how widely they were dissemi­

nated, and through what means, where and when they were per-

formed, or by whom, how long they remain~d in circulation,

or when or for what reasons they were eventually discarded.

On the continent, at least in Parisian circles, the

motet became in the early 13th century a sort of aristo­

cratic chamber music for an educated elite at court, among

the clergy, friars, and monks, and at the university. This

is clear from the subject matter of vernacular and Latin

texts, the independent circulation of some texts, the gen­

eral contents of manuscripts containing motets, and refer-

ences to motets in specialized writing on music and ether

1iterature. 11 In England, on the other hand, it would seem

that until the late 14th century the motet, along with all

other polyphony, was cultivated by and for the larger monas-

11See, for instance, the remarks by Rokseth, Polyphonies,
vol. IV, pp.240-45, those by Harrison in the "Introduction"
to PMFC V, or those by Besseler in "Studien II," pp.l84-87.
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teries and monastic cathedrals 12 as a genre of liturgical or

devotional polyphony.

This is the conclusion drawn by examination of the evi­

dence on provenance that is drawn from the manuscript

sources. However, due to the parlous state of the sources,

one can only speculate about the degree to which the present

remains are a representative sampling of the kinds of

sources in which the motet repertoire was likely to be

found. By an ironic twist of fate, the materials at our

disposal today are almost without exception the refuse from

books already discarded in the 14th and 15th centuries and

only preserved as a by-product of bookbinding at such active

scriptoria as the one at Worcester. If a book of polyphonic

music escaped the consequences of the stylistic or generic

obsolescence of its contents, then it was probably lost dur­

ing the destruction or dispersal of monas~ic libraries at

the Dissolution, or in later Protestant purges. Further­

more, the 14th-century materials we have tend to reflect

patterns of medieval library preservation in general (e.g.,

12See especially Bent, ~Transmission," pp.72-75 and the
recent review by Harrison in the "Introduction" to EECM 26,
pp.xi-xvi. Hohler, in "Reflections," is strongly opposed to
this conclusion, and he argues instead that one ought to
consider the universities and London, especially the court,
as centers of composition and transmission. The distinction
between the consumers and producers of motets is an impor­
tant one to make, and indeed there is little proof that
these motets were written at, and circulat~d from, the large
rural monasteries. However, taking into account the evi­
dence of text content (for which see immediately below and
also Chapter Four), a monastic origin for the repertoire
seems to be the most defensible hypothesis at present.
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as from the Benedictine houses at Bury St. Edmunds, Durham,

and Worcester), as can be seen by comparing data in Neil

Ker's study of sUTviving-bovks from medieval English librar­

ies with Margaret Bent~s listing by determinable provenance

of English music sources from the late 13th century to about

1400. 13 Only when much more archival work has been done on

all late medieval English musical establishments capable of

singing polyphony will we know whether the important musical

centers are well represented in the extant sources.

While manuscript provenance points to the monasteries,

Harrison's pioneering work in Music in Medieval Britain

stresses the likelihood of a new and predominating role for

secular foundations in the cultivation of polyphony by the

later 14th century. This observation has been followed up

by Roger Bowers in an exhausti7e survey of non-monastic cho-

ral institutions in the English church from 1340 to 1540. 14

A similar treatment of monastic choirs would be a highly

desirable complement. It is possible that the stylistic

shift toward continental models and the importation of con-

13Bent, "Transmission," pp.73-74: Ker, Medieval Librar­
ies. The new data in Lefferts and Bent, "New Sources," orr1y
reinforces this picture.

14See Harrison, Music in Medieval Britain, pp.17-38:
156-77. Bowers's work reached preliminary form in his East
Anglia thesis, "Choral Institutions," and an expanded treat­
ment has been announced for publication by Cambridge Univer­
sity Press. Bent ("Transmission," p.72) points out the con­
tradiction in the emphasis of Harrison and Bowers on this
swing from monastic to ~ecu1ar while the manuscript prove­
nance of sources remains resolutely monastic.
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tinental repertoire around and after mid-century, as well as

the relatively smaller n~~er of motets surviving from this

later period, can be explained by the modelling of the rep­

ertoire of the new foundations, especially aristocratic

chapels, along French lines. Perhaps, too, if this shift

took place, there was a concomitant shift in the functional

role of the motet, affecting above all tte numbers of motets

kept in an active repertoire and the frequency with which

any motet might be sung.

In general the texts suggest an ecclesiastical milieu

and a liturgical or devotional function for the motet. Most

can readily be associated with a specific feast day of the

church year, and some concern saints who are particularly

associated with monas~icism1 such as St. Benedict, St.

Augustine, or St. Martin of Tours. (A few additional scat­

tered textual references also point to the cloister.) We

know little more about when in the daily round of services a

motet may have been sung (at Mass, in the Offices, during

processions, after Compline, at Votive services or Memori­

als, etc.) or where (from the pulpitum, in choir, in the

chapter house, cloister, or refectory, etc.), and to ~h=~

degree the performance context was fixed at all comparable

institutions or may have varied with locale and order.

One approach to the question of liturgical placement is

straightforwardly contextual. A motet (presumably like a

troped chant setting) might have been performed in exactly
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that location in the liturgy from which its cantus firmus

(or text) is derived, serving as a substitute for a ritual

genre of plainsong. 15 This is an initially attractive the­

sis, but not without its problems. For instance, it fails

to account for any of the free pieces, or motets with non­

Gregorian tenors. Further, because of the diversity of Gre­

gorian sources of tenors, the motet cannot be associated

categorically with one or even a small number of liturgical

contexts. 16 Also, very few liturgical texts are set liter-

ally in motet style; other genres, discant and cantilena,

exist for the setting of purely liturgical texts.

Approaching the problem in another way, one can gain

insight into possible places for motets to be performed in

the liturgy by canvassing service books for references to

places where (and occasions when) polyphony was permitted.

Harrison has done pioneering work in this area as well, in

an important chapter of Music in Medieval Britain ("The

lsHarrison, in the Introduction to EECM 26 (pp.xvi-xvii),
distinguishes between ritual :nd ~o~-ritual genres of chant
and polyphony. The ritual class of plainsongs includes
those that are "essential and integral to the service con­
cerned."

l'See Gordon Anderson, "Responsory Chants," for a statis­
tical overview of tenor sources for continental motets. He
excludes English pieces with the remark (p.ll9) that their
tenors would form part of the substance of a later article,
which did not corne out (to the best of my knowledge) before
his untimely death. A further problem is that it may not be
possible to identify a tenor with a single context, as there
may be no way to decide which of its multiple functions in
the liturgy is primary. See Balaam or Ianuam quam for two
motets with tenors that have multiple uses in the liturgy.
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Polyphony of the Liturgy: 1100-1400"). He finds

specifications for polyphony used both as a direct substi­

tute for ritual items and as a non-ritual interpolation,

"which is nevertheless liturgical when used in a service."17

An exhaustive search of all the relevant re~terials (a well-

defined but daunting task) would certainly seem to be called

for. The survey ought to be broadened to include the iden­

tification of all the kinds of supplementary materials, mon­

ophonic as well as polyphonic, that appear in English

sources as accretions to (or substitutes for) the standard

chants and texts of the liturgy. Along the same lines, it

would also be useful to know what monophonic genres were

still being newly composed in England in the 13th and 14th

centuries. These data would help to clarify for the music

historian the degree of flexibility and accommodation of the

liturgy to all new forms, presumably including the motet.

It is unfortunate that there is nothing comparable to the

services for the Feast of the Circumcision at Beauvais that

would provide for any English institution so much concrete

evidence about the inclusion of new material into the Mass

and Offices. 11

17Harrison, Introduction to EECM 26, p.xvi.

18See Wulf Arlt, Ein Festofficium aus Beauvais and Ruth
Steiner, "Mass I, 5: Two Medieval Masses~ later develop­
ments." See also the comments on liturgical placement in
Lefferts, "Simon de Montfort," pp.210-2l3, especially the
remarks on the possible use of a motet in a Memorial. A
memorial is a short service performed at the close of Lauds
or Vespers~ it consists of an antiphon, versicle, and col-
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Harrison has proposed a neat, plausible distinction

between free and cantus firmus items, specifying a narrow

range of p~rformance contexts that can account for both as

non-ritual, but liturgical polyphony. He hypothesizes that

as a rule the polytextual cantus firmus motet with tenor

based on a Mass chant was sung at Mass by soloists in the

pu1pitum, perhaps even with the accompaniment of the organ,

"to break the silence of the priest's silently spoken Canon

of the Mass, after the Sanctus but before the Elevation."l'

Motets might also be Deo gratias substitutes at Mass (but

not in the Office) in response to the Deacon's "Ite." Free

pieces, including conductus, rcndellus, and voice-exchange

motets on a pes were sung in the Office in choir as unaccom­

panied Benedicamus substitutes ("cantus in loco Benedica­

mus") at the end of Lauds or Vespers. Less commonly, motets

on a tenor might be Benedicamus substitutes in the Office,

in the event they are based on Office chants or have the

lect dedicated to some saint or the BVM. It is a perfect.
example of a frequently performed service that is outside of
the normal !ound of Mass and Office, and that might well be
a performance context for a motet. (Para~a paradisi porta
sets a BVM antiphon for Memorials of Our Lady during Easter­
tide.) Motets might also ha~2 been used to augment a reper­
toire of rhymed proses for Matins, rhymed Offertories for
Mass, or non-psa1modic rhymed antiphons for Offices, proces­
sions, and other devotional services.

ljSee Harrison, "Introduction" to PMFC XVI. This thesis
grew out of Harrison's theory of clausula function, as
expressed in Music in Medieval Britain, pp.123-28, and elab­
orated elsewhere, inclUding in his contribution to a round­
table at the IMS Congress in 1974 (KB Salzburg II,
pp.69-70); "Benedicamus, Conductus, Carol," pp.3S-40; and
the Introduction to EECM 26, pp.xvi-xviii.
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words Benedicamus Domino incorporated at the end of their

text(s).

Harrison's theory, though perhaps more satisfactory

than the contextual approach, lacks a convincing mass of

direct evidence to back it up and so remains in a kind of

scholarly limbo, as yet unproven but unable to be dismissed.

Two pillars underlying the historical basis of the theory,

his conjectures on clausula and conductus function, have

been attacked recently by specialists. 20 The theory is also

vulnerable to an objection already raised for the contextual

theory. That is, there is no sign that there ever was any

systematic recourse to a particular category of chant for

motet tenors, nor any sign that any repertoire indicated a

consistent performance context by concentration on motets

with either Mass tenors or Office tenors to the exclusion

20Students of the clausula such as Norman Smith ("The
Clausula of the Notre Dame School," pp.84-92), Jurg Stenzl
(Die vierzig Clausulae, pp.166-69), and Rudolph Flotzinger
(Der Discantussatz im Magnus Liber, pp.63-66) have taken
pains to indicate the conjectural nature of Harrison's theo­
ries. In their studies, Stenz1 and Flotzinger propose a
number of alternative theories.

Sarah Fuller, in her work on St. Martial polyphony
("Aquitanian Polyphony," pp.27-34), demands recognition of
the senarate ritual functions of versus and Benedicamus
verse-trope, rejecting the interchangeability of conductus
and Benedicamus versus. While acknowledging the conversion
of some conductus to a Benedicamus function, she does not
accept that there was a replacement of the latter by the
former in the 13th century. The conductus, indeed, has
other, more frequently encountered amd readily identifiable
functions, especially in processions and as a preface or
benediction before a reading (while at the same time reading
terminations, like Benedicamus terminations, are rare).



24

of the other. z1

The appearance of Deo gratias motets in the Machaut

Mass, the Missa Tournai, the Fountains fragments, Old Hall,

and Bent's reconstructed choirbook, and the location of mot-

ets in general at the end of Old Hall, suggest that the

motet both on the continent and in later 14th-century Eng­

land was primarily associated with the Mass. On account of

where they have been added, Bent calls the second layer of

motets in Old Hall "sanctus sequels."ZZ A number of the ear­

lier 14th-century English motets (Ave miles, Beatus vir, and

Zorobabel abigo) incorporate some form of "Benedicamus Dom­

ino" into their texts. This evidence does give some support

to a part of Harrison's thesis. Yet in terms of the whole,

the numbers of motets which can be so singled out on the

basis of text content is small: thus indicating their excep­

tional nature rather than that theirs was an exclusive, pri-

mary: or even typical function of ~ll motets. This problem

cannot be pursued to any firm conclusion in the present

study.2. However, it should be observed that Harrison's dis-

21This objection rests on the assumption that if the
motet were liturgical there would be systematic coverage of
major feasts by a specific corpus of motets. On~ might
expect the possibility that in some corpus all the motet
tenors would be from, say Graduals: or, at the very least:
that they would all be used in the same place in the lit­
urgy.

22Bent, "Old Hall MS."

23The problem of motet function is not limited to the
14th-century English motet, but rather is a subject of con­
tinuing debate and research for continental repertoires,
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tinction between free and cantus firmus pieces, which was

followed in the division of material between PMFC XV and

XVI, will not be followed here. The motet repertoire will

be considered separately from the conductus and rondellus

repertoires, but no generic distinction on the basis of

function will be made between free and cantus firmus motets,

or between monotextual and polytextual motets, in the Eng­

lish corpus.

Temporal Limits

In regard to the temporal limits placed on this study,

fairly reasonable musical boundaries exist at either end of

the 14th century, though they could have been transcended in

both directions to encompass a broader repertoire dating

from around 1250 to 1450 or so. Though there are many char­

acteristic featu~es and continuous lines of development that

link the 13th- and 14th-century English motets, there is at

the same time a marked shift in the notation, musical style,

technical forms and procedures, subject matter, and relation

of word to music in English polyphony around 1290-1300.

This shift, triggered in all probability by exposure to

Franconian and Petronian notational and stylistic develop-

especially of the 15th and 16th centuries. A recent article
by Cummings, "Toward an Interpretation of the Sixteenth-Cen­
tury Motet," is an excellent treatment of the issue. He has
collected evidence which tends to support the conclusion
that the motet was used mostly at Mass (as what he prefers
to call a "paraliturgical" insertion) to accompany ritual
action, especially at the Offertory.
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ments on the continent, provides a distinct terminus. As

defined by the musical sources, the 13th-century repertoire

extends mainly up through the Worcester fragments and

slightly later related sources, which are excluded here save

for a few 14th-century palimpsests entered into the earlier

material. 24

The later boundary is set towards 1400 by the nine mot­

ets in Old Hall (five from the first layer and four later

additions) and those in roughly contemporary or slightly

later sources, such as the motets in Bent's reconstructed

manuscript,25 Sandon's Canterbury fragment Cant 1,2' and

other motets by Dunstable and his generation, all of which

are excluded. Those few motets from English sources with

concordances in the first layer of Old Hall (namely Lbm

40011B and Orne 266/268), as well as those from a source

(US-We 14) one of whose motets may be by a composer repre-

24See Chapter Three, Table 19, for a list of sources of
13th-century English polyphony, and Appendix II for a list
of 13th-century English motets. Some motets of probable
13th-century origin survive in later sources, and are con­
sidered along with more advanced pieces in this study. A
few sources in Franconian notation are regarded as of the
13th-century including, in particular, Lwa 33327.

25See Bent, "A Reconstructed Choirbook." An updated
account of this source will be provided by Bent in a forth­
coming memorial volume for Gordon Anderson edited by Luther
Dittmer. A new leaf, in the possession of Sotheby's as of
this writing, contains concordances to the last two motets
in Old Hall.

2 'Sandon, "Fragments of Medieval Polyphony," pp.41-44.
This source had a motet by Dunstable on John the Baptist
(Preco preheminencie) and another (Ave miles triumphalis)
that is possibly on St. Bartholomew.
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sented in the first layer of Old Hall (Rowlard), are

included, however. This later terminus is a stylistic junc­

ture at the point when isorhythmic technique in the motet

turns to tripartite and quadripartite structures marked by

sectional changes of mensuration and complex diminution

schemes. There is also the adoption of minor prolation and

of iambic minim-semibreve motion under major prolation, as

well as the introduction of complex syncopations and dis­

placed rhythms on several levels of mensural organization,

including the simultaneous juxtaposition of voices in dif­

ferent mensurations (with minim equivalency).

Chronology and Style

Within the termini established at both ends of the cen­

tury, a loose chronology of sources and pieces can be estab­

lished that is anchored by few firm dates. This relative

chronology is rather elastic and can be stretched or bunched

to fill the era in question continuously, if not totally

uniformly, with the repertoire that we have at hand. In

regard to the earlier end of the era, Hohler has observed

accurately, if a little acerbically, "I have not noticed in

the literature any indication of the kind of evidence which

entitles a musicological connoisseur to distinguish the

notation of 1295 from that of 1301."27 At the other end of

the century, Andrew Hughes has discussed possible dates for

27Hohler, "Reflections," p.30.
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an Old Hall motet that vary by over 30 years. 2' The discre­

pancy in suggested dates for the composition of the motet

Sub arturo plebs reaches 50 years. 2' In light of the general

lack of external evidence on which to base absolute dates

for individual motets and sources, no piece-by-piece chro-

nology of the motet corpus will be attempted here. It will

be useful, however, to outline the basic premises for the

relative chronology of sources, motet types, and occasion­

ally, ind:vidual pieces that underlies this studt.

The manuscript sources offer evidence whose value has

not yet been fully realized. A detailed paleographical and

codicological survey of the motet manuscript fragments,

involving review by experts in various archival sciences,

remain~ ~o be undertaken.~o We need careful assessments of

the age and provenance of the contents and the manufacture

of the present parent (or "host") manuscripts, and of their

bindings. The musical leaves themselves must be assessed

for the implicit size of the uncutdown musical manuscripts

from which they came, for their ruling and layout, for the

2SHughes, "Reappraisal," pp.l05-106, discussing En Kate­
rine solennia. See also Chapter 2, p.17l below. Dates
for this motet vary according to the occasion for which it
is presumed to have been written. Hughes takes the posi­
tion: "I do not think an event other than the Saint's Feast
Day necessary for the motet."

2'Bent, "Transmission," pp.70-72. Trowell has proposed
that the motet was written in 1358, but it has features in
common with the motets of the second layer of Old Hall,
written ca.1415.

~oSanders makes this point in "Sources."
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THE SOURCES: PROVENANCE ~ ESTIMATED AGE

14~h-Cen~ Insular Motet sourcesi
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BERc 5S
Cc:c 65
Ci'm
Cgc 512
Cpc 228
CAc 128/2
DRc 20
LIc 52
Lbm 1210
L1:llD 24198
L1:llD 285,0
L1:llD40011B
LbID 40011B+
Lli 146
Lpro 2/261
Lwa 12185
Ob D.6
Ob 7
Ob 81
Ob 14;
Ob ,94
Ob 652
Omc 266/268
Onc 57
Onc ;62
TAcro ;182
WF
Yc
US-NYpll1 978
US-PRu 119A
US-SM 19914
US-WC 14

Yorkshire(household accoun~3}

(Worcester?(RISM): Benedic~ine)

Coxi'ord; Augustinian
Norwich; Benedictine

Durham: Benedic~ine

(Cistercian(narrison»
St. Thomas, !lublin: Augustinian
Robe~b~dge: Cistercian
Foun'tains I Cistercian
Fountains; Cistercian

Thurgarton, Augustinian
Surrey (household accounts)
Daventry; Cluniac/Benedictine
Bu1:"Y St. Edmunds: Benedictine

Christ Church, Canterbury; Eenedic~ine

(London (Hohler); Canterbury (Lefferts»

worcester: Benedictine
Shouldha.m: Gilbertine
(a royal chapel (Harrison»
Revesby; Cistercian
St. Osyth; Augustinian

Many of the assignments are ca~e on dUbious grounds; those
with no external evidence to support them are given in paren­
theses.



Table 2, co~t.

Rough Chronology or the~~~ureesl

Circa 1300-1330 Harrison Sand.ers Cc~cordanees

~ "Ars Nova"

LbD: 40011B* 0'0 6SZ:Lbm 24198
Db 6S2 Lbm 24178&400113
One ;362 1 ca. 1;320 1 Lbm 2419a:p-MO;~P

Lbm 24198 4 ) One 362: US-PRu

00 D.6
US-PRu 119A
'liP
CAe 128/2
0'0 61 2 ca.·lJJO 2 DRe 20
One S7
--------------------------------------------------------------

30

Circa 1330-1360

Lpro 2/261
C1"m
Ob 7(!~n1:) S ca. 1)40 4 DRe 20; B:2e SS
0'0 S94 0'0 7
Cpe 228 6 Cge S12: Lbm 1210
Ye Lbm 1210
Lbm 1210 ) Cpe 228; Ye
Cge S12 6 ca.1)J6-SS 7 DRe 20: Cpe 228
DRe 20(front) 7 ca.l)SO-60 8 Cge S12: Db 7:

Lwa 1218S
0'0 811 BERe SS

S ."ERe SS DRe 20: 0'0 7
Lbm 28SS0
LIe S2
Cee 6S 9
nero )182
Lli 146
----------~--------------------------------------------------
Cu-ca 1360-1380

0'0 7 (rear) (S)
ORe 20 (rear) (7)

US-8M 19914
0'0 14;3
US-NYpm 978
Ome 266/268
-------------------------------------------------------------
Circa 1380-1400

Lbm40011B
US-~e 14

8
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characteristics of their music and text hands, and for what

all this can possibly tell us about their ages. In a gen­

eral way the paleography of text and music hands is well

understood by musicoloyis~s in a broad historical framework.

The paleographer is often inclined, however, to defer to the

musicologist's familiarity with musical style in any joint

effort at coming up with a fairly refined date for a source.

As a consequence, it must be recognized that we lack the

tools to distinguish a later copy of a repertoire from a

version whose compilation may be closer to the date of com­

position. 31 We in general do not (or cannot, in this situ­

ation) make this distinction strongly enough, and hence must

be vague not only about the origins of a repertoire but also

about the span of time it may have been in circulation.

Table 2 presents the sources for the motet in England

in the 14th century, listed fir~t alphabetically by sigla,

with an indication of provenance, and then in roughly chro-

nological order. 32 Similar, less inclusive, results are pub-

31Note Mark Everist's assessment of the date of Cjc 23 in
Lefferts and Bent, "New Sources," p.312. Page size, text
hand, and the appearance of music and decoration suggest a
date in the second half of the century, but the notation
"need be no later than c.1300."

32This Table includes all known sources except (i) refer­
ences to motets mentioned by English tr-eorists or by theo­
rists copied and known in England, but no~ found in an insu­
lar music source (mainly, if not exclusively, citations of
continental pieces). (ii) The Bridport, Guild Archives
fragment, which is a "ghost reference" cited by H. Davey in
History of English Music, p.31 and picked up by Ludwig in
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lished by Harrison (in "Ars Nova" and agoin, im~licitly, by

the ordering of material in PMFC XV) and Sanders ("English

Polyphony," p.438). This table is provided as a reference

point for the remarks on the ages of pieces and sources ~hat

will be made from time to time in the following pages. The

dates represent informed guesses, for the most part,33 and

are not to be understood as being as firm and objective as

they might seem to be on account of the specificity sug­

gested by this sort of listing.

A second source of evidence on chronology is the evolu­

tion of notational forms and mensural organization, along

with intimately correlated style features: the range of

rhythmic units employed and the rhythmic units used for dec­

lamation. (For a survey on the motet repertoire according

to these features, see Chapter Three, in particular Table

14.) Again, this is an evolution whose broad outlines are

well understood but whose details are not secure enough to

Repertoriurn I, ii, pp.677-78 but no longer locatable. See
Ian Bent, "Polyphonic Verbum Bonum," p.229. There is
reported to have been some music for two voices plus a part
labelled "Tenor de A toute hure." (iii) Another English
"ghost," which was in fact seen and referred to by Wolf in
HNK I, p.286 and received a further mention by Ludwig in
"Die Quellen," p.192, note. This source consisted of fly­
leaves from a Wolfenbuttel codex (Helmstadt 499) of Scottish
provenance; they were already missing when Ludwig wrote in
1923.

JJHarrison discusses in "Ars Nova," pp.68-70 the evidence
that Cgc 512 may have been copied some time during the years
1325-1336 and have stayed in use at least until about 1355.
Such evidence is practically unique among the sources in
question here.
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provide guideposts for an absolute chronology. A logical

resource fer chronology would be a comparison between conti­

nental and English practice. The "conservative attitude

towards the rhythmic surface of the music"J4 -in early

14th-century England, along with native innovations in nota­

tion and a concentration on formal rather than notational

inventiveness, make direct comparison with the continent

only that much more difficult in this regard.

Comparative style analysis gives us a number of other

yardsticks for musical differentiation along stylistic gra­

dients that may be taken as roughly equivalent to chronolo­

gical or evolutionary gradients. It will be useful to take

up a number of these features for review with regard to the

English motet repertoire.

Range

Range is one of the critical parameters for control of

counterpoint in vocal polyphony; it is ~overned both by

purely compositional considerations and by the make-up of

the performing forces for which the piece is intended.

Aspects of range as an element of style include (1) the

total range spanned by a motet, (2) the range of the poly-

phonic framework, i.e. the average width of counterpoint

between the outermost parts, (3) the ambitus of individual

parts and the degree of stratification or overlap between

J4Alejandro Planchart, "The Ars Nova and Renaissance,"
p.l57.
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parts, and (4) the location of the overall range within the

Odonian gamut and with respect to the final of the motet.

For late medieval polyphony, one can say in general that

total range, the width of counterpoint, the ambitus of indi-

vidual voices, and the tendency towards stratification of

ranges are all increasing. In the early 13th century the

overall range is usually no more than an octave to a tenth,

with a fifth to an octave for the average width of counter­

point. By the end of the century the total range increases

to a twelfth or a thirteenth, with an octave as the usual

width of counterpoint. In the continental repertoi~e this

remains the norm throughout the 14th century, though in

exceptional cases, such as a few of the Petronian motets of

the first decades, and in later examples, in particular some

isorhythmic motets a4, a fifteenth or sixteenth is reached.

Roger Bowers has shown through an "analysis of a large

proportion of English sacred music surviving from the period .

cl350-l450 (some 400 movements)" that "two octaves emerges

as the normal practical working limit of overall compass."35

In fact, however, English motets of the first half of the

century already frequently exploit a tonal range of around

two octaves. They comprise perhaps the first polyphonic

repertoire to do so consistently. For a list of these rnot-

35Bowers, "Performing Pitch," p.22. His data are
included in Table 3 below. Bowers further observes that the
double octave is regularly exceeded, in English polyphony at
any rate, only beginning ca.1460.
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ets ordered by ascertainable total range, see Table 3.

In those of widest range, the average width of counterpoint

often exceeds an octave, frequently touching a tenth or

twelfth. As with all such stylistic features, one cannot

make very fine chronological distinctions on this basis.

Nonetheless, there is a striking contrast between motets

that date from perhaps the 1260s and 1270s (such as those in

US-PRu 119B, Cjc 138, Cjec ~ or D-Gu 220) and those of sixty

or seventy years later, such as the duet motets of Lbm 1210

or DRc 20. On the earlier side are motets with overall

ranges of a ninth to an eleventh, with an average width of

counterpoint of only a fifth, and voices almost completely

sharing the whole range, with much voice-crossing. 3' The

duet motets have an overall range of a fifteenth or six­

teenth, with individual part ranges of as much as a tenth,

eleventh, or thirteenth, without voice-crossing in partwrit­

ing. The average width of counterpoint is an octave, but

there is a great diversity of interval content in the outer­

voice framework (from sixths to twelfths), rather than the

consistency seen in the earlier motets. 37

3'See Lefferts, "Simon de Montfort," p.220.

370n the basis of this kind of comparison, it can be
argued strictly from considerations of range that at least
one motet in the 14th-century repertoire, Trinitatem venere­
mur (Lbm 24198, ~) is of earlier origin: its overall range
is only a tenth, with part ranges of a 9th, 8th, 10th, and
7th. Every voice at some time assumes the role of the low­
est sounding part, and there is considerable voice crossing.
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TABLE 3

COMPARATIVE DATA ON OVERALL RANGE

Source Range (#/~) Sample Size

9.... 101l. 11;1. 12"'" 13'fl. g~ lS1l 16~ 17+l.t

PMFC
XIV

F-MO 1 22
7&8 :rasc. ~ ...

F-Pn 146
& de Vitry

Machaut

PMFC V

CMM 39

14th-C.
insular

14th-C.•'
continental
in England

Bowers data

J2

91

27

33

15

71

23

398



Table 3, cont.

14th-century Insular Motets
Byreterminable Overall Range

10th Trinitatem veneremur

11th -----

37

12th Ade :rinit
Civitas nusquam
Herodis in pretorio
lam nubes
Su:rfragiose

'13th Alma mater
Candens crescit
Excelsus in numine
Fusa cum silentio
Ianuam quam clauserat
o homo
o pater
Petrum cephas
Salve cleri
Triumphat hodie

14th A solis-ovet mundus
Balaam de quo
Caligo terre
De flore martirum
Solaris ardor'
Suspiria merentis
Thomas gemma
Virgo Maria
Cuius de manibus

Laus honor?

15th A solis ortus
Astra transcendit
Ave miles
Barrabas dimittitur
Daleo super 'te
Frondentibus florenti'bus
Hostis Herode8
Mulier magni meriti
Orto sole
Patrie pacis

Regina iam discubuit?

Triumphus patet
Tu civium
Inter usitata

Detentos a demonibus?
Venit sponsa de Libano?

Alta canunt?
Augustine par angelis?
Beatus vir?
Inter choros?
Quid rimari?
o crux vale?
Parata paradisi porta?
Regi regum?
Regnum sine termino?
Veni creator?
Viri Galilei?

Quare fremuerunt
Regne de pite
Rosa delectabilis
Rota versatilis
Virgo mater salvatoris
Virgo sancta Katerina

Assunt Augus~ini?

Radix Iesse?
Zorobabel abigo?



16th Jesu fili
Rex visibiliwn
Te domina
Zelo tui

17th Jesu redemptor

Table 3, cont.

Baptizas parentes?
F.ac a valle?
Lux refulget?
Salve sancta?

38

----------------------------------------------------------

14th-eentury Continental Motets
in Insular Sources

12th Firmissime fidem

13th Amer amours
Apta caro
Domine quis
L'amoreuse flour
Mon chant
Musicorum collegio
Omnis terra
Pura plaaens
Tribum quem

14th Ad lacrimas
Rex Karole

15th Deus creator (Eng.?)
Humane lingue (Eng.?)

Vos quid
o canenda
Inter amenitatis

Alme pater?
Maria diceris-Soli fines?
Parce piscatoribus?
Virginalis concio?
Nec Herodis?

o vos omnes?
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Four-Part Writing

Three-voice part-writing is a universal norm from the

late 12th through the mid-15th century. In Notre Dame poly-

phony there is a small number of organa, conductus, and

clausulae a4; the motet a4 is cultivated for a short time in

the early 13th century, as represented by the collection of

such pieces in the second fascicle of F-MO. Resurgence of

four-voice writing on the continent comes over a hundred

years later, in the 1330s, with the later motets of de Vitry

and Machaut. On the other hand, the English cultivate

four-voice writing particulary in the motet a4 throughout

the later 13th a~d early 14th centuries with a distinct

upturn in output in the later period. Ja As a percentage of

the surviving repertoire, motets a4 make up a more signifi-

cant part of the 14th-century corpus than of the

13th-century corpus, although they never corne to predomi­

nate, going from about 20% of the 13th-century number to

about 40% of the 14th-century number.

If the motet a3 in its normal scoring (tenor plus tex­

ted dup1um and triplum) is represented texturally as 2+1,

then one possible scoring for the motet a4 is 3+1, repre-

senting the inclusion of an additional texted upper part.

JSThe emergence of writing in four real parts, with spe­
cial emphasis on the English contribution, has been dis­
cussed by Ernst Apfel in "Uber den vierstimmigen Satz," and
"Zur Entstehung des realen vierstimmigen Satzes in England."
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(The term for the fourth part is, straighforwardly,

quadruplum.}3' This is the scoring of early French motets a4

and also of a small number of English examples, mostly of

the 13th century. Another possible scoring for the motet a4

is 2+2, which indicates that there are two texted and two

untexted parts. 4D The fourth voice in such pieces is low in

range like the tenor and has a clearly subordinate, tenor­

like function. In some motets it is the equivalent of the

later-14th-century continental contratenor, which accompa­

nies the tenor cantus firmus, filling in counterpoint above

or below the tenor as necessary and serving as the lowest

sounding voice whenever the tenor rests. Its role is an

essential one and the part cannot simply be omitted in order

to lighten the texture, but it is usually not patterned

rhythmically the way the tenor is, and may be more active.

This is the kind of fourth voice found, for example, in iso­

periodic motets such as Petrum cephas and Ianuam~ clau-

serat. The latter motet is found in Onc 362 with a fifth

voice, labelled "Tenor per se de Iacet granum," that is the

earliest known example of a solus tenor. It combines the

"Rubrics in Lwa 33327 refer to the motets a3 and a4 as
"triplices" and "quadruplices" respectively. This one
source has eight of the fourteen 13th-century motets a4.

4DTwo 13th-century English compositions a3 survive in a
scoring which could similarly be designated 1+2. These are
Q debilis (WF, 73) whose supporting parts are labelled "Pes"
and "Primus Pes"; and Senator reais curie (WF, 11 and D-Gu
220, 1), whose supporting parts are labelled "Primus Pes"
and "Secundus Pes" in WF, and "Pes" and "ii" in D-Gu 220.
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lines of tenor and quartus cantus, reducing their

counterpoint to a single part of equivalent function that

can be used in their place to allow a performance of the

motet a3 instead of a4.

In other English motets a4, especially in the large­

scale free compositions with voice exchange, the role of the

fourth voice in a 2+2 texture is slightly different. Here

the two lower parts are a~most entirely equivalent. They

may have identical ranges and rhythmic activity, and share

melodic material through exchange. Often this form of t~o­

voice substructure (with or without exchange) is effectively

only a single voice, with fragmentation of the lower part

into tWQ through hocket. {See the tenors of Candens crescit

and Q pater in Figure l.} In other motets such as Rota ver­

satilis the two lower voices may have slightly differenti­

ated ranges and fixed harmonic functions. The effective

texture in these motets a4 is, in any event, mostly in three

real parts, with only occasional bars of true four-part

writing. Extensive use of imperfect consonances facilitates

four-part writing by making more consonant pitches availa­

Dle, especially in an increased contrapuntal field, but

fully independent four-part counterpoint cannot be sustained

for any substantial length of time because of the homogene­

ity of rhythmic motion in all voices, coupled as it often is

to parallel motion.'l

41Parallel counterpoint in imperfect consonances permits



Candens crescit. voices III and IV. bars 1-40

~ ..at -.0 'I I 11"ln " .&J ~ ......... ~ -
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~ Pater excellentissime, voices III and IV, bars 1-51
r 'I I

FIG. 1: The Tenors of Candens Crescit and 0 Pater

It is tempting to see an effort to distinguish between

fluent partwriting with rapid harmonic motion a3, but not
a4. Partwriting in compositions a3 may be fairly continu­
ous, or may itself be broken up in hocket fragmentation, as
for instance in Triumphat hodie or Salve cIeri. <Sanders,
"English Polyphony" p. 197, has singled out the style of the
second of these two lliotets as ccmoarable to the stile brise
of the 17th-century French claveclnists.) This transparent
style of writing, already remarked upon by Levy, "New Mater­
ial," p.231, is also a mark of late conduetus-rondellus
writing ca. 1300, as in Fuloet celestis (WF, 31 and One 36~,

16).
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the various possibilities for scoring in a 2+2 texture in

the terminology used to label the lower parts in English

motets a4. The evidence has been assembled in Table 4.

There is too little of it to draw firm conclusions. One

attractive interpretation is that the terms "Tenor" ana

"Quartus cantus" are used when these voices are stratified

by range and/or function, and that the terms "Primus tenor"

and "Secundus tenor" are used when the two parts are a per­

fectly equivalent pair. On the other hand, it may be that

"Quartuc cantus" is the earlier designation and "Secundus

tenor" the later. However, the use of both kinds of termi­

nology in concordances of Candens crescit suggests that the

different modes of nomenclature were equivalent, simply

reflecting what are perhaps regional preferences. 42

The form of the final cadence provides one interesting

measure of style change among the motets a4. The earliest

either cadence awkwardly to an 8-5 sonority with doubling,

or else cadence to an 8-5-3 sonority. The triadic final is

seen in the following pieces:

42We can be more certain that the terms "Pes" or "Pes de"
and "Tenor" or "Tenor de" usually mean the same thing, i.e.
a non-Gregorian tenor, and that the distinction between them
is basically chronological, pes being the earlier term. But
there are exceptions to both of these generalizations. (See
note 7 above.)
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ENGLISH MOTETS A4

44

'.

12th Cen1:UrY:

J .+ 1

o nobilis nativitas
o quam glorifica
Pro beati Pauli (I)
Pro beati Pauli (II)
Spirans odor
{Sancta parens}

14thCentur:r:
J + 1
Inter choros
Orto sole
Solaris ardor
Trinitatem veneremur

2+2

A solis-ovet mundus
Absorbet oris-Recita
Alta canu.."1t
Apello cesarem
Assunt Augustini
Augustine par angelis
Ave miles

Candens crescit
Cuius de manibus
Detentos a demonibus
Flos regalis
Hac a valle
Hostis Herodes
Ianuam quam clauserat
Inter choros
Laus honor
Lingua peregrina
Lux refulget

2 + 2

Ave miles de cuius
Campanis cum cymbalis
Dona celi factor
In odore
Loquelis archangeli
o mors moreris
Opem nobis 0 ~homa
Super te ierusalem
Virtutum spolia
(Sumer canon)

2+2, cont.

Maria mole pressa
o crux vale
o homo de pUlvere
o pater
Ortosole
Peregrina moror
Petrum cephas
Quid rimari cogitas
Regi regum enarrare
Regina iam discubuit
Regnum sine termino
Rota versatilis

Salve cIeri
Salve sancta virgula
Thomas gemma
Triumphat hodie
Tu civium
Ut recreentur
Veni creator
Venit sponsa
Virgo Maria
Viri Galilei
Zorobabel abigo
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Table 4, cont.

lEsular ~erminology for Lower Voices in Motets a4

Quartus Cantus

Ave miles de cuius
Dona celi factor
Loquelis archangeli
o mars moreris
Opem nobis 0 Thoma

Candens crescit
Hostis Herodes
Ianuam quam clauserat
o homo de pulvere
Petrum cephas

Primus Tenor & Secundus Tenor

Quadruplum

Alta canunt

Quatruplex

Ovet mundus

Quadri[Jvium

Cuius de manibus

motet:

Candens crescit
Quid rimari cogitas
Flos regalis

Super te ierusalem
Nec Herodis ferocitas

Thomas gemma

Ut recreentur celitus
Detentos a demonibus
Ave miles
Salve cleri

textless lower part
in Ccc 8, Ja
Textless lower part
in Lwa 12185, Sa

Contratenerem

Humane lingue

surviving part r~mes:

Tenor primus
Tenor primus
(Conditor) Kyrie. Tenor primus
Kyrie Seconde.
Pri111US tenor
Primus tenor

P(rimus tenor)
Secundus tenor

Secundus tenor
Secundo tenore
Tenor ii
ii

Primus

Tenor secundus
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Sumer canon Lbm 978, 5 F-final

Pro beati Pauli ~, 70 C-final

Super t~ Ierusalem WF, 95 F-final

Loquelis archangeli ~, 18=66 F-final

Campanis cum cymbalis Ob 60, 13 F-final

o homo de pulvere Onc 362, 17 D-final

These all appear exclusively in 13th-century sources with

the exception of Q homo, which argues for an early date of .

composition for this piece. 43 Later motets a4 cadence either

to 8-5 or to the more progressive 12-8-5. 44 Scarcely any

English motets a3 cadence to 12-8, a final sonority which is

significantly more common among 14th-century continental

motets a3. It is, at any rate, safely to be regarded as

more progressive than a close on 8-5. 45

43The editions of 0 homo in PMFC XV and the Oxford
Anthology both modify-the "Quartus de 0 homo" in order to
cadence to an 8-5 without the third. I do not approve of
this editorial decision, but it is true that 0 homo, the
only one of these pieces built on a cantus firmus, is also
the only one to cadence to an 8-5-3 whose third (D-F) is
minor, which may have caused the editors to edit it out.
Note also that the concordance of Pro beati Pauli in Lwa
33327 ends differently and, presumably, not on a full triad.
See the critical report in PMFC XIV.

44The four-voice motets Virgo Maria and Tu civium from
Cgc 512, and ~ solis-Ovet and Hostis Herodes from Ob 81, do
not indicate exactly how their final cadence is to be
voiced, but the cadences probably move to 8-5, either a4
with doubling or simply a3.

45Barrabas dimittitur and Deus creator are the only Eng­
lish motets a3 to cadence to 12-8; Orto sole (with its added
voice), Cuius de manibus, Regne de pite, and Humane lingue,
are the only English examples of motets a4 cadencing to
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In addition to an observation on how pieces end, it can

be useful to observe how pieces ~egin. Most motets a3 begin

on an 8-5 sonority, and most{a11?) motets a4 do likewise,

either by doubling or by resting in one voice (usually the

dup1um or the second lowest part). This convention is aban­

doned in a small number of 14th-century English examples:

Ze10 tui and Do1eo super te both begin with the triplum

briefly unaccompanied; Jnesu redemptor begins the opposite

way, with tenor and duplum only; and Petrum cephas begins

with trip1um and quartus cantus only, in what may be a ges­

ture towards a continental-style introitus.

Finally, an important guide to relative chronology is

offered by the handling of imperfect consonances in contra-

puntal interval combinations. The English preference for a

full, rich sonority of thirds, sixths, and tenths in their

polyphonic writing is a marked feature of insular style from

the early 13th century on. One can observe in both motet

and canti1ena repertoires an ~vo1ution from the use of 5-3

sonorities to more progressive 6-3 and 10-5 sonorities,

along with an increasing use of a more diverse vocabulary of

interval combinations such as 8-6, 10-6, 10-8, 12-8, and

12-10. This can be correlated with a contrapuntal grammar

in which they appear with increasing frequency in chains of

parallel imperfect intervals, moving in quickening note val-

12-8-5. Comparable numbers drawn from PMFC V are 6 motets
a3 (nos. 3, 7, 11, 12, 29, 30) and 10 motets a4 (nos. 2, 4,
6, 9a, 20, 24, 25, 26, 27, 28) out of a total of 34.
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ues. In particular, with regard to t~e motet Harrison has

observed the phenomenon he calls "pre-cadential protofabur­

den." This is found in some relatively early 14th-century

motets where three voices move in semibreve values whi~~ the

tenor rests. In later motets there emerges the texture Har­

rison calls "protofaburden-parlando," with longer chains of

6-3s. 46 This parallelism finds a direct counterpart in the

writing of cantilenas, and as with the cantilena, becomes

less of a feature later in the century, when the full Eng-

lish sonorities are used in a more varied contrapuntal envi-

"Hal"rison, "Introduction" and "Notes on Transcription
and Performance" in PMFC XV, and "Ars Nova," p.72.

"See especially Sanders, "Cantilena and Discant,"
pp.10-23.



CHAPTER II

TYPOLOGY OF MOTET STRUCTURES

Introduction

Large-scale features of design are of particular inter­

est in the study of the 14th-century motet in England.

Since a motet is as much constructed as composed it will

normally have both audible form and inaudible order,l an

architectural plan, based on elementary principles, that

dictates for each motet an overall shape and internal

details of phrasing and counterpoint (some immediately per­

ceptible and others only revealing themselves to the patient

student). The most striking feature of English motets in

terms of compositional procedure is that their musical

structures are limited to variativns on a small number of

recognizable models, or formal archet}~es. Surviving motets

and fragments are particular realizations of these types,

each individualized through specific ways of handling cantus

firmus, text, and the numerical proportions of phrase

lengths and sections. These consistent methods of approach,

though few, are in fact more diverse than those found in

continental motets from contemporaneous sources.~

lManfred Bukofzer, Music in the Baroque Era, pp.365-69.

49
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In an examination of the structure of any motet the

tenor must be taken as the point of departure. One reads

the motet "from the bottom up," observing the tenor's pat­

terns of rhythmic and melodic repetition and then looking to

the other voices for correspondences in musical phrase

structures and counterpoint. The most basic subdivision

among motet types followed here distinguishes between two

structural or compositional categories: 1) isomelism, where

musical repetitions in the tenor are accompanied by repeti­

tion of musical material in the upper voices, and 2) period­

icity (in particular, isoperiodicity) of phrase structures

in two or more voices. 3

zSanders, "Motet," pp.550-S4, classifj~~ continental mot­
ets of the late Ars Antigua into three t}~cs: the Petronian
motet, the Latin double motet, and the French accompanied­
song-style motet. None of these shows the kinds of dis­
tinctly defined and recurrent structural plans that charac­
terize the English output. Gunther, "Fourteenth-Century
Motet," makes a typology for the isorhythmic motet by dis­
tinguishing between unipartite, bipartite, and multipartite
designs (pp.29, 41-42), following Besseler, "Studien II,"
p.2l9.

3Consideration of text structure (i.e. versification) is
secondary in this initial approach to typology, although it
can be of critical interest to observe whether the text
structure is independent of the musical phrase structure or
whether they, to some degree, have isomorphic features, and
whether in either case the resulting versification is regu­
lar or irregular. Some motet types normally accommodate
regular texts, and it is probable that this consideration
influenced the choice of motet type to be composed in indi­
vidual instances. See the section on versification in Chap­
ter Four.
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Among the motets categorized as isome1ic are those

exhibiting strict and varied voice exchange, strophic repeat

with variation, and refrains. In many of these motets it is

apparent that composition actually proceeded ftfrom the top

down,ft with a loosely patterned (or non-patterned) tenor

that was freely compos~d or else disposed ad hoc so as to

support a tuneful texted voice with symmetrical melodic

periods. As a result most isomelic motets are markedly sec­

tional or have prominent strophic features. They are built

out of a series of well-defined musical units with clearly

articulated boundaries corresponding to textual strophes,

and melodic variation is an important stylistic feature,

especially in the freely compose~ pieces. One of the most

vigorous and distinctive of these indigenous motet types is

the motet a4 with five sections of voice exchange followed

by a coda.

The motets with periodic phrase structures are designed

to express simple numerical schemes through interlocking

musical phrases of rationally controlled length. Periods of

these phrases may be uniform throughout a motet, or may be

mixed in various ways. Especially in isoperiodic motets, a

rhythmic module defined by the phrase beginnings and endings

may replicate itself several times in the course of the

motet, thus defining a sectional structure that is audible,

but conceptually the periodic motets must be regarded as

through-composed; theirs is a musical fabric without sharp
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internal divisions articulated by cadences observed in all

parts, and textual strophes overlap. A particularly clear­

cut type of periodic motet is the isoperiodic duet motet

with medius cantus. The isomelic and periodic categories

are not mutually exclusive, as will be seen in a number of

examples, but the distinction between them is generally use-

ful. 4

The typology reveals that a rather chaotic collection

of whole compositions and fragments from many sources can be

assembled into rational categories accommodating practically

all the extant material. That this is possible suggests

that although the great bulk of the repertoire is lost (and

with it, undoubtedly many fascinating and original motets),

we can get a sense of its range, its variety, and the con­

sistency of its compositional techniques from those we have.

In the following pages the various motet types will be

described with some examination of the shared or unique fea-

4This typology is based on one by Sanders, who divides
the English 14th-century motets into those exhibiting
voice-exchange, variation, or isoperiodicity, and comments
on a number of interesting hybrids. (See Sanders, "English
Polyphony," Chapter III, pp.l92-263 and the later discus­
sions derived from it in "Motet," pp.538-S0 and "England:
From the Beginning," pp.283-89.) The divisions made here
are roughly the same, though no single category of the pres­
ent classification corresponds to the variation type of San­
ders, "the successor to the ostinato pes-motet of the 13th
century." (Sanders, "England: Fr~m the Beginning," p.287.)
Rather, the motets on "ostinati and varied ostinati which
are freely invented (or perhaps borrowed from popular
sources)" are grouped with cantus firmus motets of similar
isomelic structure, such as varied voice exchange, strophic
repeat, or refrain types.
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tures of the motets falling under each heading, and with

some mention of those motets that depart to some extent in

their stylistic and formal relationships from the more

clearly defi~ed types.

Isome1ic Motets

Motets With Strict Voice Exchange

The 13th Century

The most important group of isomelic motets is that in

which exact voice exchange occurs over a repeating tenor. A

significant number of these pieces survives in late 13th and

early 14th-century sources, and they show a continuity of

approach to motet design over the entire period (perhaps

ca.l270-l330). Independent compositions built on a succes­

sion of periods of voice exchange may be free or possess a

cantus firmus, and may be either monotextual or polytextual.

Those which are both free and monotextual lack both of the

essential criteria of the motet as it developed on the con­

tinent, namely polytextuality and a rhythmically patterned

cantus prius factus as tenor. For this reason Harrison

regards them instead as rondellus-conductus, and sees in

such a cantus-firmus-based voice-exchange piece as Ave miles

a hybridization or fusion of the techniques of rondellus­

conductus and motet: therefore he labels it a rondellus-
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motet. 5 However, there is evidence that in the usage of Eng­

lish musicians voice exchange compositions on a pes (freely

composed tenor) were regarded as motets rather than as a

species of conductus.' Terminology such as "rondellus-

motet," in its suggestion that norms have been contravened

or boundaries crossed in the fashioning of a piece, conveys

the common background of both rondellus and voice-exchange

techniques in England but blurs the important technical dif-

ference between rondellus and motet, or between conductus

and motet. This distinction needs to be made with clarity

precisely because of "the close stylistic relationship that

unites conductus, rondellus, and freely composed motet in

the English repertoire of the thirteenth century."'

Voice exchange (Stimmtausch) occurs when two voices

alternately present the same music over a double-versicle

tenor. In a rondellus, all voices begin together and pro­

ceed through periods of exchange. The rota, a related musi-

cal phenomenon, is a round canon at the unison in which all

voices participate.' One could conceivably describe voice

5 See, among other places, Harrison, NOHM III, pp.88-94,
where Balaam is called a rondellus-motet, Salve cleri is
called a conductus-motet with rondellus technique, and Ovet
mundus is called a rondellus-conductus.

'See Sanders, "English Polyphony," pp.I03-l04, n.74 and
"Tonal Aspects," p.24, n.38.

'Sanders, "English Polyphony," p.122, summarizing Chapter
IIA (pp.78-l22), which is devoted to an investigation of
this relationship.

'Harrison (in "Rota and Rondellus," p.lOl) insists on a
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FIG. 2: voice Exchange, Rondellus, and Rota

further distinction beyond one of performance practice in
discriminatir.g rota from rondellus, arguing that "[in] a
rota ••• some or all of the phrases of its melody extend over
at least two units of interchange, while in the rondellus
each phrase is the same length as the unit." This distinc­
tion is not observed here, and I take the only two true
rotas in the repertoire to be the Sumer Canon (Lbm 978, 5,
edited, among other places, in PMFC XIV, 4a) and MUnda Maria
(WF, 21, edited in PMFC XIV, 35). The Sumer Canon imposes a
rota on an ostinato pes and for that reason can be regarded
as a kind of voice-exchange motet. Barry Cooper plausibly
argues that a similar situation obtained in Salve Svrnon
(Cjc, ~). For this reason both have been listed as motets
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exchange as a rondellus in two parts imposed on a repeating

tenor. However, a true rondellus is a self-contained entity

whose counterpoint is complete in and of itself, so the

application of the term in cases where "voice-exchange"

would be more apt seems a misnomer.'

Rondellus and voice-exchange techniques in 13th-century

English compositions 1D occur in conductus, tropic chant set­

tings of alleluias, independent voice-exchange motets, and

independent rondelli. These are listed in Table 5. In each

category the pieces have been listed in an order represent­

ing a chronology based on style features. The style cri­

teria include range (increasing overall span, width of

counterpoint, and width during rondellus section), units of

declamation {from longs to longs and paired breves and

in Table 1 below. (See Cooper, "A Thirteenth-Century
Canon," and Lefferts, "Simon de Montfort.")

'The only medieval authority who applies the term rondel­
lus to compositions a3 such as in Figure 2 is Walter Oding­
ton, who provides an example, Ave mater Domini, included in
Table 5. See Dittmer, "Beitrage," pp.29-33, and see also
Eggebrecht, "Rondellus," Falck, "Rondellus, Canon, and
Related Types," and Sanders, "Communication." Bent, in
"Rota versatilis," observes the kinship of rota and rondel­
lus implied by the text and form of Rota versatilis,
inspired by the legend of Katherine and the wheel. Despite
this testimony I would still insist on the distinction
between rondellus and voice-exchange, and not use the term
"rondellus" or "rondellus-motet" to describe Rota.

leThe following deals with pieces a3. There exists one
conductus a2 with a rondellus section, namely Karitatis
(Omec, l). (See Dom A.Hughes in NOHM II, p.377.) Examples
fitting our definition of an independent rondellus a2
include Salve mater salvatoris (Ob 343, 1) (edited in PMFC
XIV, 6) and two better known pieces-cTted by Harrison in
"Rota and Rondellus," pp. 98-100, the "voice-exchange hymn"
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finally to longs and breves in alternation), manuscript lay­

out (in score or parts)r and notation (from premensural

notation to English mensural notation and finally to Franco­

nian notation).

The parallels in the evolution of rondellus and voice­

exchange techniques are clear. It is probable that both

have their origin in tbe constructivist techniques of con­

trapuntal invention found in conductus caudae. Most voice­

exchange and rondellus passages, when not melismatic, bear a

single text, in one voice at a time. Rare instances of

simultaneous texting of all voices in typical conductus

fashion are seen in Salve mater (two-thirds of a rondellus

section), and Salve~ florum and Eguitas in curia

(voice-exchange passages). Like conductus, the independent

rondelli and voice-exchange motets often have melismatic

preludes, interludes, and postludes. Like motets in gen­

eral, the independent rondelli and the later conductus and

conductus-rondellus are written in parts, and Fulget celes­

tis curie even has the simultaneous declamation of two dif­

ferent texts. 11 No later examples of rondellus a3 survive;

Nunc sancte nobis and the Benedicamus trope Ad cantus leti­
cie, for both of which Harrison suggests a possible British
origin. (On these two compositions, see also RISM B/IV/I,
p.15.)

l1AS the tables show, it is not possible to distinguish
conductus from rondellus on the basis that the former is
always notated in score, the latter in parts. When such
compositions are written in parts, all the parts are texted.
This is probably as good a place as any to note one isolated
example that shows what is best described as a polytextual


















































































































































































































































































































































































































































































































































































































































































































































































