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A Paleographical and Repertorial Study of the Manuscript
Trento, Castello del Buonconsiglio, 91 (1378)

ABSTRACT

This dissertation is an anaiysis of Trent 91, one of the series

of fifteenth-century musical manuscripts known collectively as the

Trent Codices. Trent 91 contains a large repertory of sacred music,

most of it anonymously and uniquely preserved. The foliowing study

defines, for the first time, that repertory's pivotal place in the

larser context of musical developments during the Renaissance.

The first chapter, which centers on an extended account of

Trent 91's ohysical formation, challenges seme widely accepted

hypotheses concerning the genesis of Trent 91. While for many

years schoiars have viewed the later portions of the Trent collection

as th6 work of a single scribe, Johannes Wiser, active in Trento

itself from about 145= to 1465, both the configuration and the

contents of these manuscripts, including Trent 91, can be more

coherently explained by analyzing them as the joint creations of a

number of scribes working somewhat later (through most of the

1470s) and with ready access to a flourishing musical life at the

Imperial COurt at Wiener Neustadt, near Vienna. Spec:fic support for

this theory, set forw~rd in Chapter Two, is to be found in the

anonymous plainchant paraphrase compositions in Trent 91. Like

Isaac's Choralis Constantinus from several decades later, these

pieces u~~ chant melodies and liturgical orders appropriate for the

Diocese of Passau, and so may be from the Imperial Chapel at Wiener

Neustadt, which lay within that Diocese's jurisdiction.
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Chapter Three next turns to the repertory contained in the

first four fascicles of the manuscript A close examination of the

relations between Trent 91's readings of some of these works and

their concordances in other manuscripts suggest~, together with

physical features of the copies themselves, ~hat this first portion

of Trent 91 may have entered the collection through the agency,

direct or indirect, of the Flemish composer Johannes Martini, whose

Missa Cucu heads this portion of the manuscript. The remaining two

chapters cover a series of Mass Ordinary cycles previously

considered LU be, like the repertory of the first four fascicles,

imported from Franco-Flemish circles. Both argue instead that

these Masses, which represent two distinctive traditions of Mass

composition, come instead from the circle of composers resident at

the Imperial Court in Wiener Neustadt - chief among them Johannes

Touront, whose WQiK is known almost exclusively in manuscripts

from Imperial territory. A concluding section assesses the possible

impact of these Mass genres on Martini, who may have spent several

years in or near the Imperial Court circle. Through Martini's later

activities in Ferrara, these developments in supposedly provincial

Austria may have come to influence a new generation of composers,

such as Obrecht and Josquin, working in France and Italy.
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Chapter One

Introduct1on: On the Creation of Trent 91

The manuscript Trento, Museo Provinciale d'Arte, Castello del

Buonconsiglio, Ms. 91 belongs to th~ series of seven volumes know~

cellectively as the Trent Codices. Numbered 87 through 93, the

Codices are all of paper, with bindings (modern replacements of the

originals) of leather over wood; all measure approximately 8 1/2 "

by 12 1/2- and comprise several hundred folios each. 1 With about

1900 items, mostly sacred and all in white mensural notation, they

form together tha largest single musical collection to have survived,

in one location, from the middle decades of the fifteenth century.

As a preliminary to the detailed physjc~1 analysis of the

Cc..dex Trent 91, the subject of the present study, a few remarks

about earlier literature on the Codices in general may help to define

seme of the issues that affect understandina of any one of them. In- .
a sense, such an exercise seems redundant: their outward history

and their role in musicological writings since their rediscovery,

which occurred just over a century ago, have been 3killfully

summarized recently by several other investigators ef individual

mam.:scripts.2 But to a greater extent than usually recognized,

~ The manuscripts have been assigned the shelf numbers 1374 through 1379. retaining the;!"
original order. at the Museo ProvinciaJe (formerly the Museo nazionaJe) in Trento, where they have
been Kept since ths:r return to the TrJntino in 1934. Because studies and publications made
before that date used their old shelf rorriJers from the Cathedral Chapter Ubrary. so these have
generally been reta:ned in subsequent literature.

Trent 88,89. and 90 are mal'i'iii".oth volumes. with respective!y 422,425, and 465 folios; Trent
93 has 382 folios; Trent 87, 92, and 91 are smaller. with respectively 265.262. and 259 folios.
2 The following recent dissertations Or! the Trem Codices an contain summaries of the
intemationalliterature about them: Gary Richard Spl!sted."The Paleography and Musical
Repertory of CoGex Tridentioos 93-, Ph.D. dissiJrtation, Harvard University1982. which
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events of the outward history have affected scholariy assessments

of the Codices themselves, with the result that, over the years,

theories about the origins and purposes of the manuscripts have

been framed in terms that may have impeded understanding of their

full significance. The following discussion will focus specifically

on these problems.

Background: An Appraisal of Trent Scholarship to Date

In 1885, the Trent Codices, orought out of long and peacefui

obscurity in the Cathedral Chapter Library of Trento, Italy, were

introduced to modern scholarship. No documents survive to date

their passage into the Cathedral's collectioii, but they had certainly

been there at least since 1746, when the first catalogue of

Cathedra. archives was dr~wn up ; in a second cataloQue. made in

1848, the first six of them were listed individually, and given the

incorporates an earfl8r article, '"Toward the Genesis of the Trent Codices: New Directions arod
Findings-, UnivBrsity of W8Stem Ontario Studies in Music 1 (1981),55-70; Suparmi Elizabeth
Saunders, '"The Dating of the Trent Codices from their Watermarks, with a Study of the Local
Liturgy of Trent in the Fifteenth Century, Ph.D. disseration, King's College, University of
London, 1982, which incorporates an earner article, "La datazione del codici musicali Trentini,
Trento 87 e 92-, Studi rrentini di Sdenze Storiche 60 (1981), 29-44; Rebecca Gerber, '1"he
Manuscript Trento, Museo Provinciale d'Me, MS.88: a Study of Fifteenth-Century Trar.smissicn
and Repertory-, Ph.D. dissertation, University of California at Santa Bamara, 1984; and Peter
Wright, '"The Related Parts of Trent, Museo P~vinciale d'Arte, MSS.87 (1374) and 92 (1379): a
Paieographical and Text-eritical Stud)'- (Ph.D. cflSSertation, University of Nottingham, 1986),
which incorporates th~e ear1ie~ articles, "The Compilation of Tr 87-1 and Tr 92-11-, EMH 2
(1983),237-72; "The Tr~nt-Aosta Relationship Reconside~, in I ecce; musicali Trentini al centi
anni del Ioro riscoperto: Atti del Convegno Laurence Fein;nger.... ed. Nino Pirrotta and Danilo
Curti (Provincia Autonoma di Trento. 1986), pp. 138-157; 2nd -On the Origins of Trent 87-1 and
92-lr, EMH 6 (1986), 245-270. All of these works have been of great help in the completion of
the present study.

For special coverage of literature C~ the Codices in Trentino publications, the following
discussion is also mJCh indebted to Antonio cartini and Danilo Curti, '1 Ouattroeento e i codici
ITlJsicali-, in Dalla polifonia aJ cIassicismo: if Trentino nella musica (Trel1o: centro di Cultura
Antonio Rosmini, 1981), pp.7-48.
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numbers they still bear today.3 (The seventh codex, separated from

the others at some point between the cataloguing operations,

reappeared in the Chapter Librar/ during World War I, and was then

assigned the signature Trent 93*.4) The agent of their rediscovery

was the pioneering musicologist Franz Xavier Haberl, who in the

early 1880s had written to libraries across Europe in the course of

his search for previously unknown fifteenth-century manuscript

material to be cited in his biography of the composer Guillaume

Dufay.S When Haberl explained to the Cathedral Chapter authorities
..

the great importance of the manuscripts they had brought forward in

response to his inquiry, they initially offered to sell these to him;

following his refusal, they next approached ths British Museum, and

finally arranged to sell the books to the Austrian government, then

3 The eat1ias: list of the cathedral Chapte(s holdings (both its books and its doaJmems) is the
ma.,,·e,.ript Repertcrium omnium doct.Jmenl.a.".1m qr.1ae in Cathedralis Eccl([;Siat; r,;';t;iitiilii6 D,~,;j
Vigili custodientia observantur. This exists in three copies, one dated 1746 (in the Archivio
Ca~itolare, unoombered), one 17S2 (in the BibflOteca Capitolare, unoombered), and 1758 (in the
Bil:flOteca Co!'1'Yl'lJI".aJe, MS 1055). AU were corml"'"oUal~1 updated until a new list (under the same
title, and kept today, Urnlrroered, in the Archivio Capitolare) was made by the libraria." Stefenelli
in 1848.

In the earty Rspertooom, the Codices had only the comrTlJnaJ signature "6L'I, su~lemented
by a note "Lber rTlJSlCUS MS. am consimiles". Stefenelli relisted them, in his entry no. 156, as
"Musica 'KJlumir.a sex ::hartacea • MS notata ad v.87, 88, 89, SO, 91, 92"; on a leaf appended to
his ~.aJogue, a later hand gave these oombers bracketed with a note, "Ubri di musica venduti daJ
capitola n811901". As Spilsted has noted, these later entries show tJ'1ai the seventh manuscript,
which bears only the earty signature "BL", had been separated from the main group in the interim
betweer. :nvantories.
4 This Codex was found by Oskar Ulm, a Trentiro musician and scholar, iii iSi .., Uu( was first
described p'.Jblicly by the musicologist Rudolf von FICker in 1924. (See Rudolf Bockholdt,
-Notizier. zur HS Trient 93 und zu Dufays When Messensatzen", AcM 33 ~1961), pp.40-41. Von
FICk$r gave the maooscript the oomber 93 to place it in serles with the first six; an asterisk is used
to distinguish it from the BibflOteca Capitolare volume which already bof'6 that oomb6r.
5 Habert's monograph on Oufay appeared as the first I)f three volumes in his Bausteine fUr
Musi<geschichte (leipzig, ~885-88) and also as an extended article ("WiIheJm Du Fay:
monographische Studie Qber deSSSi. Leben und Werke", VjMw 1 [1885], pp.397-530; this
includ~ the initial announcement concerning the Codices' reappearance.

Haberi evidently sert something Ike a form letter to ",.any small ibraries like Trento's; Spilsted
reports that Father laurence Feininger once examined a copy of such a letter. (See "Codex
Tridentinus 93", p.29.)
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still in control of the city of Trento. Thus, in 1891, the Codices

arrived at the Musicological Institute of the University of Vienna .6

Once in Vienna, the Codices were turned over to another

musicological piuneer, Guido Adler, and to his assistant, Oswald

Koller, for ~ystematic study and transcription, with the aim of

publishing as much as possible of their contents in the series

Denkmiiler der Tonkunst in Oste"eich. 7 The inaugural volume,

which appeared in 1900, included Adler's and Koller's extended

introductory essay on the complex as a whole, a work wr.lch remains

the cornerstone of all subsequent Trent iiterature.

In this essay, the two scholars first established a

chronological ordering for the six Codices then known to them,

mainly on the basis of repertory found in each which could be dated

precisely from internal textual references.8 This orderi~g has

6 For full accounts of the transactions, see Maria Bona di Bonetti, "La Cappella del duomo di
Trento dalle origini aI secoIo XVI," Civis5-7 (1978-79), tlP.96-131 and 69-83 (esp. p.116), and
Ca.1ini and Curti, "Ii OuattrocentoOO, pp. 22-~4. The Austrian Kaiseriiches und Konigliches
~inisterilm fUr Kultus urad Unterricht conckJded the purchase.
7The series De~er der Tonkunst in Osterreich published excerpts from the Trent Codices as
follows:
JabrgapQ VII volumes 14-15 (190m' Introduction (an extended essay on the origins and makeup
of the Codices) by Guido Adler and Oswald Koller; thematic index for the entire collection
(excluding Trent 93}, selected compositions
Jabrgang XI-I. volyme 22 (1904); corrections to th~ Index; secular music; three Masses on 0 rcsa
bel/a
Jahrgaoo XIX-I, yolume 38 (jS12t Mass Ordinary cycles by Dufay, Ockeghem, and others
Jahrgang XXVII-I. volume 53 (1920): U~bert Plenary Mass; selected smaUerwor1<.s (sacred and
secular)
Jahrgang XXXI votJme 61 (]924)' Thematic Index for Trent 93; Masses and Mass sections
Jahrgang XL volyme 76 (1933): Motets
yg!ymo 120 (] 970): Mass Ordinary cycles by Martini and cthers
8 Adler and Koller cited the three motets near the opening of Trent 91 as evidence for its
co~letion in the 14705, as follows. In hydraulis, because it names (in its texted concordance,
that is) Char1es of Burgundy WCount of Charolais- rather than as Duke of BurguncJy, rTlJSt predate
his accession as DuKe in June of 1467. (See Paula Higgins, Win hydraulis Revisited,· JAMS 39
(1986), pp. 36-86; Higgins also determines that the work roost have been written alter April 13,
1465 ' Om" pie because it nt' n. rf r' mt 'd ......A...A hjc, ~Mk :'".J nlUm oonorum na, me IOns VI.!.ay as .Mng, ..__. joI"'''''''C;_ ••- ----. ",
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since been refined, but has never been challenged in its essentials.

It places Trent 87 and 92 as the oldest manuscripts, completed by

1440; Trent 88, 89, and 90 follow as a middle group, assembled

some time after 1465, while Trent 91, focus of the present study,

figures as a postscript from around 1470, with some later additions.

(Trent 93*, once discovered, was placed with the second group.)

Next, Adler and Koller argued that the collection had not

mereiy been preserved in Trento's library, but had very likely been

assembled in Trento as well, back in the fifteenth century. In

support of this thesis, they adduced a group of compositions whose

texts referred to rulers of Trento, or to its patron saint, Vigilius.9

Then, using a colophon found in Codex 90, they identified one

1474; Perfunde caeli rare refers to the maniaga of Duke EI't:OIe oMEsia of Ferrara in the summer of
1473.

Adler's and Koller's placemert of Trant 89 at around 1465 (and. with it, the main body of their
second group of maooscripts) was~ primarily on its inclusion of a poem celebrating the
Tridentine Prince-Bishop Jor.annes Hinderbach's election in that year; they believed. though,
that t~a collection w;;...a oniy partiy finished when the poem was added there, and was completed
and bound some time later. (see 'ntroduction-, p.xix.) However, subsequent writers (see, e.g.,
Spilsted, -Genesis-, p. 61) have seen the same poem as an addition to the already bound Codex,
pushing back Adler's and Koiier's date range substantially. This point wiD be disalssed further
below.
9 The following compositions have "local- referents:
!.Trent 90, f. 464r (No.1142) Virtute euius presideat, in honor of 51. V:ogilius, as a contrafaet to the
anonymous song, He/las man cueur.

Trent 89, ff.141v-42r (No.S94) Gaudio summo ce/ebrare, as a second text honoring St. Vigilius,
given with a setting of Ut queant /axis.

Trent 90, f.376v.(No.1090) A simiiaJiy tjt\'lbie-texted Ut queant /axis, attributed to Christofferus
Anthony.
II.Trent 90, f.463v (No.1141) A contrafaet /mperitante Octaviano to the anonymous song Pour
ramour qui est en vaus. honoring Prince-Bishop Georg II Hack von Themeswald (r.1 444-65).

Trent 88, ff.25Ov-S1 r (No.394) An anonymous second text modifying the original words of a
hymn, Advenisti desiderabi/is , weicoming an unnamed Prince-Bishop to the city. probably again
Georg II, who had fled the city during the civil diSturbances of 1463 (not 1448, as Spilsted has it)
and unde:-:ook to return there in 1465 (but died en route).

Trent 88. ff. 336v-37r (Nc.452), An anonymous doubJe- taxted hymn, Advenisti
desiderabi!is/Laudas Sion, honoring Georg lion, presumably, the same occasiol"l.
III.Trent 89. f. 199r (No.642) Clerus istius venerand:Js urbis, an anOiiyiTlOUS poem (not set to any

music) welcoming Johannes Hinderbach upon his arrival in ~rento as Prince-Bishop (September
21, 1466).
See Adler and Koller, -Introduction-, pp. xvi-xvii. For trar&::iptions and translations of the texts,
see Gary Spilsted, -Genesis-, pp.68-70.
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Johannes Wiser as the most important contributing scribe in the

manuscripts Trent 88 through 91, and provided some initial

documentation of this man's career as a priest and bureaucrat

resident in Trento.10 But the six volumes, they concluded, had

actually baen created at the behest of the wealthy humanist and

bibliophile Johannes Hinderbach, who became Provost at the

Cathedral of Trento in 1455, and ten years later, through an Imperial

appointment as Prince-Bishop, both the ecclesiastical and the

secular ruler of the Trentino; -Es ist kaum anzunehmen,- they

argued, -daB dieses groBartige Werk der privaten Thatigkttit eines

obscuren Prie:ters zu danken ist.. .Als Propst hatte Hinderbach Zeit,

Mittel, und Gelegenheit, das Werk in Angriff zu nehmen, das wahrend

seiner bischoflichen Regierung zu Ende gefQhrt worden ist.-11

Two further volumes of Trent music appeared in the DTQ series

before the outbreak of World War I, which effectively interrupted

the publication project. Adler's and Koller's researches then played

a substantial although unintended part in what happened next.

Following the Allied victory, Italy took over from defeated

Austria the whole territory of the Alto Adige, including the city and

province of Trento. In accordance with the treaty of St. Germain,

10 Adler and Koller (-Introduction-. pp.xvi and xix) found Johannes Wiser's colophon on the last
page of Codex 90, and connected the name with Bonellrs already pub!ished mention of a
Johannes Wiser present in Trento for a translation of relics on August 27, 1472. See B. Bonelli,
Monumenta EccJlJSiae Trid8ntinae, Notizie istorico-critiche della Chie=a di Trento, '101.4 (Trento,
1765) p.148.
11 Adler and Koller, 'ntrodudion-, p.xx. The most extended study of Hinderbach's life to date
remains that o! Vlaor von Hofman-Weiienhof, "Leben und Schriften des Doi\1or Johannes
Hinderbach, Bischofs von Trient (146.."-86): Zeitschrift des Ferdinandeums fiir TJI'OI und
Vorarfberg 37, Folge 3 (innsbruck, 1893), pp. 203-62. Armando Costa, in I vescow di Trento:
Notizie-Profili (Tremo: EcflZione Diocesane, 1977), provides a useful chapter devoted to
Hinderbach.
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various city archives from the region, transported by the Austrian~

during a century of do.llination to their own administrative centers

in Innsbrucl( and Vienna, were then returned to their places of origin.

As part of this reorganization, an international tribunal determined

- in part because of Adler's and Koller's writings - that the Trent

Codices were important archival documents belonging to the city Of

Trento, and shuuld be returned there along with other such

documents, despite their separate (and legally valid) sale to Austria

three decades earlier. Giuseppe Gerola, the newly appointed

Superintendent of Fine Arts in Trento, heiped to argue this case by

showing, for the first time, that some watermarks in the Codices

had analogues in Trento archives.12

In order to avoid a premature termination of the Denkmaler

series, though, Italian authorities consented to have the Codices

remain in Vienna until further pUblications, including a study of the

newly rediscovered Trent 93* (which had also been sent to

Vienna13), could be completed. All seven books were then, in 1934,

taken back to Trento. Trent 93*, as part of the Chapter U.,rary,

went to the Cathedra! Archives there; the others were placed, as

national treasures, in the lioiary of the Museo Nazionale (now the

Museo Provinciale d'Arte) at the Castello del Buonconsiglio, the

former residence of the Prince-Bishop, where they remain today.

12 Gercla's original study of the Trent watermarks is evidently lost, but 46 of his sketches were
reproduced by Renato Lunelli rl codici ITUsicaJi de! '400,- Trentino 10 (1934), pp.163-69, and
later reprinted in AJdo Chemelli and Clemente Lunelli, Filigrane Trentine, Patrimonio storico ad
artistico del Trentino 4 (Assesorato aIle attivita culturali della Provincia Autonoma di Trento. n.d.j.
See also Suparmi 8izabeth Saunders, "La datazione-, p. 30. Bonetti, -La Cappella del duomo di
Trento-, p.117, descri)es Garola's role at the Tribunal.
13 See Bockholdt, -Notizier.-, p.41.
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Trois dramatic postwai -repatriation- of the Codices quickiy

put them in a class by themselves among fifteenth-century sources,

as objects not just of scholarly debate, but of political contention.

When the Tribunal's decision was handed down, some Austrian

scholars were unhappy at the prospect of the Codices' dep.ir:ure

from Vienna for a small ItaH~~ town, where experts' access to them

would be more difficult; the general climate of strained relations

between Austria and ltaiy, so recently at war, did nothing to

mollify their sentiments. Rudolf Wolkan, in 1921, spoke for a

number of them with an article which, although it appeared in a

professional journal, was unmistakably a partisan polemic.14 To

make his point, Wolkar: essentially carried Adler's and Koiler's

conclusions as to the origin of the Codices one step further: he

agreed with them that Prince-Bishop Hinderbach had guided the

compilation of the collection, but he went on to assert that

Hlndarbach had done this not in Trento itseif, but in Vienna,

nominally the Imperial capital, during his long residence there as a

student at the University and as a protege of the Imperial Chancellor

Aeneas Silvius Piccolomini. Attar his elevation as ruler of Trento,

Wolkan argued, Hinderbach had brought the finished Codices there ­

and, with them, their Viennese scribe Johannes Wiser, who was

subsequently rewarded for his work with the Trentino benefice

already cited as his by Adler and Koller.

Wolkan adduced no specific documentary or oaleographic

evidence to support his claims. Rather, he argued that a ccnection

14 Rudolf Woll<an, -Die Heimat dar Trienter Musikhand&chriften: StMw 8 (1921), pp.5-8.
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of such magnitude would obviously have been easier to assemble in

Vienna, where a variety of establishments at cathedrals, cloisters,

and schools, as well as the nearby Imper!al Court and the University,

participated in a rich, internationally connected musical life, than in

.. ~lnall Italian market town like Trento -, which, he did not hesitate

+, ooint out, could scarcely have mustered the resources either to

u::.e or to assemble the music of the Codices without the

"itEllrvention of its Austrian rulers. His conclusion, of course, was

that the manuscripts should remain in Vienna, because they had, in

truth, been created there. "Sie sind niederosterreichischen

Ursprungs und haben mit der Pflege der Kirchenmusik in Trient nJr

wenig zu tun," he wrote, in a peroration which reflected the

Germanophilic discourse soon to be epidemic in so many fields. "Das

ist vielleicht auch der Grund, dass sie hier durch aile Jahrhunderte

nur wenig beachtet blieben u:1d zu neuem Leben erst dann erweckt

wurden, als sie in ihre alte Heimat zuruckkehren konnten."lS

The possessors of the newly "repatriated" Codices were not

slow in retaliating with their own brand of nationalistically fuelled

rhetoric - which, in fact, they had been developing for some years

already, in a more generalized context.

The imposition of italian leadership on the Alto Adige region

was - and still is, more than most oJtsiders realize - a source of

great bitterness to its inhabitants, many of whom spoke German and

15 Wolkan. -Die Heimat: p.8. Wolkan specifICally exefll)ted Trent 87 and Trent 92. from his
theory (PS). agreeing with Adler and Koller on a oorth-ltaJian origin for these books. but a oots
from the joumars editor (p.8) claimed them as -German- too. on the basis of notational practic,~.
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considered themseives culturally much closer to the Austrians than

to the Italians.16 Even in the Italian-speaking town and province of

Trento, the new government was greeted at best with indifference;

its inhabitants, poised on the border between the two cultures, had

tended historically to consider themselves -Trentini- first of all.

The dominant political faction there, however, was convinced that

the region's future lay with Italy, and during the interwar years

made a highly self-conscio~s effort to instill into the Trentini a

sense of participation in Italian history and cultural achievement.

Perhaps the most dramatic manifestation of this trend - which

reached its peak, naturally enough, during the ultra-nationalist era

of Fascist rule - was the attempt to establish Cesare Battisti, an

Italian partisan captured and execut~d by the Austrians during World

War I, as a local hero. Battisti's remains were removed from tneir

rest'lna ol!:.lce and ·Intc,.,.~ in ~ m:nj~+lll'c vc,.ei,·\p" ... f the \/;"'+"._ • ~ ..... ...,. •• V~ :. _ _ ••• : •• : • _ _ ....... ...,.. ..,. IU I •• ",,""'1

Emmanuel monument on a knoll overlooking the town, while the

Museo del Risorgimento was created on the site of his -martyrdom"

at the Castello del Buonconsiglio. The Trentini remained

unimpressed; they had, after all, turned out in force to see him

hanged just a few years earner - they themselves, for the most

part, having fought on the Austrian side.17

16 Even today agitation for a seccession of the Tyrol from Italy continues, marked by sporadic
outbreaks of violence such as the recent (OCtober 1988) bombing of the anciern church at Eppan
(a gesture attrb.rted to Italian partisans resisting the threat of separation). For a history of the
problem, see Antony Evelyn Alcock, Geschichte der SUdtirolfrace: SUdtirol58it dem Paket 1970­
1980 (Vienna: Wilhelm Braumuller, 1982).
17 For different views of the Battisti saga, see Giovanni Lorenzoni, Cesare Battisti and the
Trentino (New York: Italian Bureau of Public Information, 1919); and Claus Gutterer, Unterseinem
GaJgen stand Dsterreich: Cesare Battisti - Portrat eines 'Hochvemfters' (Vaenna-Fralidurt-Zurich:
Europa, 1967).
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In a somewhat more tasteful vein, the reclamation of Trento's

Codices was a similar cause celebre for the new government. The

manuscripts constituted an impressive ·proof· that Trento had

participat\. d in the glol"las of Italian auattrocento culture; they had

been taken 'J..vay, like so many other monuments to that culture, by

10 straniero; they were shortly to be returned and displayed, in a

new museum, as objects of special civic pride. A plethora of

articles in the local press sounded variations on this general theme

throughout the early decades of this century, scorning any

possibility of Austrian cultural claims upon the Codice~.l 8

The definitive scholarly response to Wolkan's article, though,

was provided by Renato Lunelli, a native Trentino historian with an

impressive knowledge of the city and Cathedral archives. 19 His

study, still the most thorough of its kind, presented material from

those archives to sUpQ."rt and extend Ad!er's and Koller's origina!

conclusion that the Codices had in fact originated in Trento.

First, Lunelli found docu~ents to show that the scribe

Johannes Wiser, the chief contributor to Wolkan's propo~~d Viennese

group, the Codices 88 through 91, hCid lived in Trento, and not in

Vienna, between 1459 (at latest) and 1465, serving in the post of

magister seolarum at the Cathedral School and, Lunelli believed,

copying the materia: now in the Codices; he also assembled further

18 For an exceDent summary of this literature - one fully aware of the polemics involved, although
understandably somewhat biased on the Italian side • see Carlini and Curti, ,; Ou::tnrocento-, pp.
29-;J6. The i~ra! artic~ in the lta;ian campaign appeared as early as 1910 (Francesco
Menestrina, -I codici musicali Trentini del s~1o XV-, Alto Adige 22123 [1910J): subsequently,
Renata Lunellrs publications in such local organs os Nuovo Trentino, Trentino, and Adige were
most influential.
19 Renata Lunelli, "La patria dei codici rrusicali Trentini-, Note cfarchivio 4 (1927), pp. 116-28.
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notices that :mplied Wiser's continued presence in the Trentino, in

various bureaucratic and clerical capacities, until his death

sometime in the 1490s. He then further tightened Trento's links to

the Codices througrl his provisional identification of another leading

figure, possibly also active as a scribe, in the Codices' history.

This was the priest Johannes Lupi, who held a position as organist at

the Cathedral, and left a holograph will listing, besides a nUf'!"ber of

musical instruments, ·six volumes of figured music· among his

possessions , which, Lunelli hypothesized, were actually six of the

surviving Ccdices.20

Armed with these new documentary discoveries, Lunel!i then

countered the ·Austrian· argument, in his own highly polemical

concluding passage, by crediting the entire formation of the Trent

manuscripts to the private initiative of these two Trento residents,

and denying the Austrian Prince-Bishop Hinderbach any role

whatever in the process: ·'0 Hinderbach non [hal messe mane in tale

raccolta· .21 They became, in accordance with the nationalist

perspective just outlined, creations by and for th& musicians

20 Peter Wright rediscovered this will (which had been misplaced, in Lunellr$ day, within the
Cathedrars archives) and identified its script securely with that of the major contributor to Codex
87; on this basis, he has vindicated Lunelli's scggestion, identifying lupi as the owner of the
earlier Codices 87 and 92. For the full story of the tne will, together with a transcription, see "The
R61ated Parts of Trent 87 and 92", p. 85ft. lunellrs suggestion that the -sex libn" mentioned in
Lupj's will were identical with six of the seven surviving Codices has, however, proven ifT1)OSSibie
to uphold in its original fOim.
See aJso Suparmi Elizabeth saunders, "The Dating of Trent 93 and Trent 90,- in I codici I1Lsicali
Trentini...Atti del Conveg~ Laurence Feininger...• ed. Nino Pirrotta and Danilo Curti (Provin:ia
Autonoma di Tremo, 1986), pp. 65-67; Saunders provides a photo of the document, together
with summary biographies of persons mentioned in it.
21 Lunelli, "La patria-, p. 128.
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resident in Trento - and evidence, above all, that a rich, ltalianate

Renaissance culture had flourished there.22

In the '1lore than sixty years since Wolkan and Lunelli published

their studies, discussion of the Codices has, to a surprising extent,

continued to reflect the nationalistically oriented theories they so

starkly laid down. Two main lypotheses concerning the formation of

the collection have evolved from their pcsitions. To these w~ will

now turn, calling the one "Austrian", the other "Itaiian", in

recognition of their origins.

The "Austrian" position first t;;merged in the works of the

German historian Hans Joachim Moser, who lent his considerable

prestige, during the 1930s, to a position based primarily on Wolkan's

arguments. Moser considered the Trent Codices to be, Quite simo/v.

the repertory of the Imperial Court at Wiener Neustadt; several

other German writers of the period followed his lead.23 Helmut

Federhofer, writing f'Jr Die Musik in Geschichte und Gegenwart a

few decades later, was clearly tempted in the same direction, but

modified Moser's claims by accepting Adler's and Koller's arguments

22 Although Lunelli discovered that Johannes Wiser, the main SCtibe of the iater Codices, was a
native of the Diocese of Freising, and thus ethnically German, his documents revealed that Lupi
was from Bolzano or Bozen, a town just north of Trento; this gave Lupi an added importance, as a
kind of native son, to the Italian side of the exchange.
23 See especiaHy Moser's Paul Hofhaimer (Stuttgart, 1929; rpt. Hildesheim, Olms, 1966), p.10.
see also, e.g., Hennann Zenck, -Die Musk in Deut.schland von 1450 bis 15SV",in HZ': Numerus
und Affektus, Studien zur Musilcgeschichte, ed. Waller Gerstenberg (Kassel. BArenreiter, 1959),
pp. 19-36 and 37-54.

Moser's position is echoed, in somewhat surprising form, by Richard SChaal, Martin Picker, and
Barton Hudson, ~absburg", The New Grove Dictionary of Music and Musiciar.s (1980), who
state, 'The Trentma~s were corJl)iJed primarily for the usa of [Emperor] Frederick's chapel
at the instigation of Johannes Hinderbach. imperial secretary, later Bist.op of Trer.t.-



14

for tile Codices' Trentino provenance, insofar as these rested on

texts with local referents.24 At the same time, though, he explicitly

rejected Lunelli's conclusions as to Trento's autonomy in the

project, in favor of Adler's and Koller's original contention that

Prince-Bishop Hinderbach had been the moving force behind the

collection, and the employer, in some sense, of the scribe Johannes

Wiser. (Lunelli's scribe-organist Lupi, he reasoned somewhat

speciously, could hardly have been involved with a collection that

contains nc tablatures.) Federhofer's reliance upon Adler's and

Koller's arguments, mixed with some tactful and cautious

references to Wolkan's extension of these, has come to define the

"Austrian" position typical of German-language publications on Trent

even today - such as, for instance, Gernot Gruber's essay on Austrian

musical development in the fifteenth century, with its conclusion

"daB die Codices offenkundig in einem engen Zusa.mmenhang mit

Trient stenen, w*scheiniich auch hier und deshalb wohl auf den

Wunsch Hinderbachs hin entstanden sind."2s

Meanwhile, Lunelli and a few followers defined a rival "Italian"

(or, more properly, "irentino") hypothesis. Central to this was

Lunel!i's discovery that Wiser for several years held a post as

magister seo/arum in Trento: because, Lunelli reasoned, Trento's

Cathedral School afforded, like others of its kind, some sort of

24 Helhrut Federhofer, -rrieni.;,r Codices-, Die Musil< in Geschichte und Gegenwart (1966); see
esp. eels. 668 and 670-71.
25 Gernot Gruber, "Beginn der Neuzeit-, in Die Musikgeschichte C>sterreichs. ed. Rudolf
Flotz~~cr ~",j Garnot Gruber, (GrazNiennalCologne, 1917), vol.1. p. 185.

Reinhard Strohm has explored most profoundly, to date, some if11)lications of the -Austrian­
hypothesis, although he does not strictly subscribe to this as a theory of the Codices' origins.
See especially his -Native and Foreign Poiyphony in Medieval Austria-, MD 38 (1984), pp. 205­
59.
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musical instruction, Wiser must have collected the repertory

preserved in the Codicl3s for use in pedagogical exercises there. As a

specific alternative to the WAustrianWpicture of Hinderbach as

collector, this suggestion gained ground rapidly.26 Lunelli's theories

went on, in fact, to win favor in several among the new generation

of Trent dissertations, whose English and American authors had no

inherited nationalistic axes to grind: his ideas rest, to a greater

degree than do those of the WAustrianWside, on work with Trento's

archives, and moreover are compellir.gly oxpressed. In many recent

discussions of the Codices, they have thus come to outweigh the

WAustrianWarguments in importance.27

This may, however, have bsen on the whole an undesirable

development, for the WltalianWpicture of Wiser as schoolmaster­

collector rests on far from solid historicai evidence. In effect, it

26 Especially for Trernino historians whose implicit purpose was the promotior- of local cultural
achievements. Lunelli's sunnise has metamorphosed into fact: some such writers. today. will
confidently adduce the poiypi1onj.~11y proficient Cathedral SChool as the clinching evidence for
the Codices' Trentino origins. see. for instance. Bonetti. "La Cappella de! duomo di Trento-,
~.1 06 and 112.
2 Spilsted was originally responsible for bringing the -Italian- hypothesis. in Lunellrs writings, to
wider international attention, and supported them wholeheartedly; see -Genesis-, pp.62-63. For
Saunders's views. see. for instance. ~he Dating of Trent 93 and Trent 90, p. 66. Gerber, whose
study of Trent 88 laid great stress on the large amount of previousiy unt scognized ·German·
music there, might have had the best occasion to reconsider th& -Austrian· point of view as to the
manuscripts' origin. Even she. though. stops far short cf th~; although she acco:ds Hinderbach
at least an indirect role in co"l>iling some portions of the collection. she refers on several
occasions to WISer'~ duties as schoolmaster as the principal motivation for his work. (See, e.g.•
~ransmission and Repertory'. p. 6.) By contrast. Lou:s Gottlieb, in his repertorial study of Codex
89 ("The Cyclic Masses of Trent 89-, Ph.D. dissertation, University of California at Los Angeles,
1958) was exceptional among English-speaking authors in his preference for Wolkan's model,
which he favored in part because so many of the Masses he stucfled in Trent 89 il1l)ressed him as
-German- in style and provenance.

Wrigtt. whose studies as yet have not directly concerned the later Codices, has not expressed
explicit opinions about their compilation. He has. however. uncovered the earUest known
documentation of Wase(s duties at the Cathedral School (Trento, Archivio Capitolare. Instrumenta
Capitularia IX, 1. 284f, dated 1455). This notice. which names WISer as suonatore scolaris, is the
only known reference to Waser as a roosician of any kind. Wright does not, however. connect his
discovery directly with Lunelli's arguments. (see "The Related Parts of Trent 87 and gr, p.100.)
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attempts to elevate Trento's Cathedral School into a maitrise on the

Cambrai model, where young boys sang the virtuoso works of

Ockeghem and DUfay. Yet the mid-fifteenth-century archives from

the Cathedral, although they are reasonably complete, do not suggest

the presence of any such establ!shment.28 The Cathedral did indeed

have an organist - sometimes even more than one - but ,10 references

to hired or specially designated singers are to be found in rav-ords

contemporaneous with the Codices.29 If any regular choir was

present, it must have been small, and more or less amateur in

status. (Wiser himself, whose copies (eveal him as a musician of

only modest capacities, provides the best testimony on this last

point. 30) Little more could be expected. in view of the histories of

comparable establishments so far studied on the Italian peninsula;

the -Italian- hypothesis anticipates by several decades the

widespread cultivation of polyphonic church music there.31 In short,

w"'i!o t!'to t'!'tni"e nf t!'tc ~~+"'c,.f"a' ~ .-f its S"'h"O' ""i,.. ...+ \&,.... !! ............•• :::-_ •• -_ _ ......, ,..,,\ooIft ...,w ,-...... V.v I '."~.'" •• 011 Ilo.yO

28 The archives of the Cathedral of Brixen, a city further north on the Brenner Pass where a
famous choir school did in fact flourish throughout the Middle Ages. provide a model for the
documentation of such a case. There, from the earty fourteenth century on, exprlCit references
can be found to the selection and funcfJng of choirboys a~ their training in specifically polyphonic
practice. See Johann Rosbichler, "Oas Ins:itut der ChorXnaben zu Brlxen-, 5amrrier fUr
Gesch_=hte und S~tistik yom Tirol, Vol. 3 (Innsbruck, 1806), pp.172-92. and Leo 5antifaller. Das
Brix.'7er Domkapitel ifJ seiner personlichen ZUsammensetzung im MittBlalter, vol. 1 (Innsbruck.
1924).
29 Spilsted, di Bonetti and Carlini/Curti all provide ::~ta!!ed accounts o~ organists in Trentc's
Cathedral of St. Vigilius. See -Codex Tricientinus S3", pp.187-a3; -La \:;appe::a de~ dlJomo di
Trento-, pp.112-115; -ll Ouattrocento-, pp.12-13.
30 Margaret Bent has determined that in his initial wor1< as a copyist. Trent 90 (in which. as she has
shown, he re~uced Trent 93) Waserwas extremely cautious and closely dependent upon his
exemplars, reproducing, for instance, both their errors and the corrections of these; he also made
many errors himself, particularly with regard to pitch register. His copyirtQ style, in other words,
does not seem to reflect a professional degree of IT'~icaI attainment. see Margaret Bent, -rrent
93 and Trent 90: Johannes WISer at WorX-, I CtXiici fTXJSicali TrentinLAtti dBI convegno Laurence
Feininger, ad. Nino Pirrotta and Danillo Curti (Trento, 1986), pp. 84-111.
31 Giulio Cattin, -Ctllrch Patronage of Music in Fifteenth-Century Italy-, Music in Medieval and
Early Modem Europe, ed. lain Fenlon (Cambridge, 1981), pp.21-36, argues that the fifteenth
century saw a marked expansion of choir-schools at the cathedrals eX northem Italy, but shows
these as functioning at a fairly primitive level, as rega~ polyphony, untU well towards 1500.
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used material now in the Codices, as Lunelli claimed they did, those

forces cannot reasonably be used to explain, in and of themselves,

the collection's existence or configuration. They were, in the mid­

fifteenth century, simply not advanced enough to have made serious

inroads upon much of its contents. The preoccupation with their

history enjoined by the -Italian" hypothesis constitutes, in short, a

red herring in any discussion of the Codices' origins and

significance.32

The -Italian- hypothesis, further, involves a wide range of

preconceptions and assumptions about the physical nature of the

Codices themselves. Among these, perhaps the most basic has to do

with chronology. lunelli, guid&d by a vision of a function for the

Codices in Trento's daily civic life, made a suggestion that Wiser's

work on them proceeded strictly in connection with his civic duties

as a schoolmaster. But this suggestion, once accepted, brings with

it set of t.:umini for Wiser's activity which seem, on any other

grounds, extraordinarily restrictive: since Wiser was installed as

rector seo/arum sometime in the late 1450s, and had retired from

the post by June of 1465 (when another man was recorded as holding

it)33, lunelli's argument entails a conclusion that almost the

entirety of his work on the Codices was completed during this

32 see also Suparmi Elizabeth saunders, "The liturgies of Trent ane Brixen in the Fifteenth
Century", MD 39 (1985), pp.173-93. By showing that no pecuraarities of local Trent liturgy are
reflected in the repertory of the Codices, saunders eftectio"ely discounts theories as to their use
for Pl'blic wo•.ihip in the Cathedral.
33 Wlight'S 1455 document, cited above, is the earliest mention of Wiser in Trento. and places
him at the Cathedral School. Trento, Archivio capituJaria, Instnunenta CapituJaria XI, f. 69v, dated
June 8, 1465, mentions one "Dominus Petrus" as rector scolarum. Since ft.65r-v in the same
volume, dated April 17, 'i465, mentions Wiser as still holding the post, his retirement from it rrust
have ocamed that same sering.
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relatively short period of time, pushing back by several years the

chronology offered by Adler and Koller.34 Given the enormous s:zc

and complexity of Trent's repertory, it seems doubtful that such

rigid a priori c""nstraints, set up without any consideration of the

music itself, can contribute much to meaningful discussion of the

stylistic trends embodied there. Consistently, in fact, writers who

do not share Lunelli's beliefs have dated Trent music (particularly

that in Trent 89) later than those who do;3S their objections have yet

to be met with any convincing stylistic arguments on the part of

writers favoring the 1465 terminus. And, perhaps even more

disturbingly, a too-confident acceptance of Lunelli's model seems to

have exerted, up to now, an undue influence on attempts to gather

34 Lunelli further contended. in a passage recapitulated by Spilsted. that the Codices were
entirely finished. if not already forgotten, before 1475 at latest, since otilerwjsg they would have
included rrusic reflecting the St. Simon alit. whlch sprang up in Trento during that year. See
"Toward the Genesis of the Trent Codices-, p. 61, and -Codex Tridentinus 93-, p. 174; see also
Lunelli, -La patria dei codici musical! Treiitini", p.127. (Lunelli's assurrexion. of course, was that
Trento had its own resident composers to provide such rrusic· one since s:'lOwn to be highly
questionable.)

Adler and Koller, while conced'ng that~ greater part" of the rnate:ial in~ later Codices
might have been copied by around 1465. had put the completion and ;;,inding of Trent 91,
particularly, as late as 1480. (see -Introduction-, p.xx.)
35 For instance, Gottlieb. who favored Wolkan's model, placed rruch of the music from Trent 89 in
the mid-1460s; see "The Cyclic Masses of Trent 89-, pp. 194-98. Specifically, he dated both
Touronrs Missa Monyel and his Missa Sine Nomine. Nos. 516-19. to as late as1475. on the basis
of their style.



19

the physical evidence - specifically, watermarks - which must, in

the end, either confirm that model or disprove it.36

Also significant is the view imposed by the "Italian"

hypothesis of Wiser's typical prOC'3U~ieS, or "style", as a collector.

In Lunelli's view, Wiser assembled most of his music during that

period of his life when he was most closely bound to Trento itself.

He would have been, therefore, largely a passive recipient of music:

he would have had to obtain much of his material from musicians

travelling across the Brenner Pass between Italy and northern

Europe, depending on whatever personal connections he himself, or

his close associates, might be able to form. Certainly he could

haidly have been better situated for this purpose, living as he did on

one of the busiest overland trade routes in Europe; musicians in

those days were constantly travelling between the courts and

ecclesiastical establishments that employed them, and the well­

documented Drang nach SOden, which brought such enormous

numbers of Flemish musicians to Italy for the better part of two

centuries, must have been funneled !argely through Trento. But still,

his acquisition of material would most often have been determined

36To date, Saunders's unpublished dissertatio,., ("The Dating of the Trent Codices from their
Watermar1<sj represents the 0~1y attempt to correlate watermar1<s in the later Trent Codices with
dated archival equivalents. In their current form, her assertions concemin~ the exact dates of
papers in these collections are unsupported by any full citation of or comment upon the archival
equivalents she claims to have found; neither does she provide photographic evidence bearing
either on the Tram marks or on their proposed equivalents. The forthcoming published version of
her work may fill some of these lacunae. In the meantime, ~r extremely earty termini ante quem
tor xth Trent 88 and Trant 89 (respectively ca.1462 and ca.1466), may be taken partly as
reflections of her strong belief in lunellrs hypothesis of YtlSer as rrosic teacner, and
consequently treated as somewhat flexible. The followi~ study 'I.ill call into questior., particularty,
her dating of Trent 89, and will show that some of her conclusions regarding the watermarks of
Trent 91, although they afford a much later date for the completion of that collection, are open to
similar doubts.
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by its momentary availability. The "Italian" hypothesis, then, all but

postulates a view of the Codices as minimally organized

manuscripts, assembled very rapidly (within the few years of

Wiser's Cathedral School tenure) under circumstances which

effectively prohibited any kind of repertorial choice or planr'!lng,

instead inviting random juxtapositions of unrelated music.37 And

this view has tended to discourage, in advance, the identification of

overall stylistic, repertorial, or notational trends within the Trent

repertory.

The "Italian" hypcthesis has, further, confused discussion of

the Codices' physical origins through frequent and emph0.tic

repetition of formulations such as, "The Codices were copied in and

for Trertto."3S Such statements, for the sake of rhetorical impact,

conflate two issues which should remain separate.

Petei 'tv'iight has now shown conciusiveiy that the two oldest

manuscripts, Trent 87 and 92, were brought into the collection from

outside Trento, in near-complete or even bound torm. 39 These

volumes ended up, then, being "for" Trentc, in that their owners and

users I:ved there, without having been created "in" that city. The

37 Gerber, for example, concludes tl1at WISer did try to impose liturgical plans en ~~rt stretches.
at least, of Trent 88, but that these broke down in the the execution, ,taking] second place to
c!1ance arrivals of fascicte-manuscrlpt sources· ("Transmission and Repertory·, p.45ff.).
38 See, e.g., Bonetti, "La CappGlla roosicale di Trento·, p.120, or Saunders, "The Liturgies of
Trent and Brixen; p. 173.The Census-Catalogue of Musical Manuscripts (American Institute of
Musicology, 1985-88), pp.224-29, reflects the fixity of this conclusion eve:l in the international
literature with tM si~ statement for each of the later manuscripts, ·Copied in Trento·.
39 See Wright, ·A Source-Critical Study", p.9S ft. and 252; compare, however, Bent's conclusion
that Trent 93 may have been aeated in close proximity to WISer, during a period (the mid-1450s)
when he seems already to have been settled in Trento. (see Wright's document, cited in note 24,
and also ·Johannes WISer at Wor1<", p.97.) See also Richard James Wright, "The Battre Section of
Trent Codex sr, Ph.D. dissertation, Indiana University, 1975.
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same situation, obviously, could just as easily obtain for parts, at

least, of the younger Codices: fascicles or groups of fascicles

ultimately destined "for" Wiser's collection in Trento could have

been copied, b~ him or by further scribes, "in" a number of other

cities - just as, conceivably, others could have been copied "in"

Trento "for" use somewhere else. Instead of testing such scenarios

empirically, though, recent inquiries into the physical formation of

the younger Codies have fallen back, at an early stage, on certain

assumptions posited by the "Italian" hypothesis.

In the "Italian" view, the key proof of the manuscripts'

physical origins in Trento (initially developed by Garola for the

"repatriation" proceedings) has always been the correlation of

watermarks in the paper they contain with those found on documents

drawn up in Trento itself, now in the city's archives. Many

gatherings do show such correlations, and so were probably prepared

for copying, at least, ir Trento as well. Yet a fair number merely

approximate marks known in Trento; others (inclUding some, as we

will see, in Trent 91) fall short even of this. Strictly speaking,

then, evidence about the origins of these marks is as yet missing,

and they are "Trentino" by association oniy. But thus far, no effort

has been made to identify them more closely within the framework

of an "Austrian" hypothesis, so complete has been the acceptance of

the "Italian" generalization.40

40 SaunQers ('"The Dating of the Trent Codicesj lists a total of 37 watermarks in the Codices 90,
88,89. and 91. Of these, she identifies only two as ·equivalents· to rr.arXs found on documents
actualy in Trento. The majority of her citations rely instead Oii Gerhard Piccard's published and
unpublished catalogues of watermarks, with many examples correlating specifICally to documents
from Lower Austr.a. (See, for instance, the -oxhead" discussed below in fascicles 1-4,5, and 7 of



22

Another physical feature potentially relevant to the question

of the manuscripts' origin is rastration; this has received, up to

now, no systematic investigation. Most fascicles in the iater Trent

Codices (88-91) do show evidence of ruling with just one rastrum, a

single-staff mode! about sixteen milimeters high, which marks its

products with a characteristically narrow second space (from the

top or the bottom, depending on which way the scribe held it). These

fascicles, probably, were prepared in a single location where the

rastrum was kept, which might very likely have been Trento itself.

But exceptions do exist: fasicles 19 and 20 in Trent 91, as well as a

group of fascicles in Trent 89, were clearly ruled with other rastra,

and so might have been prepared elsewhere.41

In any event, it is obvious that even secure proof as to the site

of a given fascicle's assembly and preparation does not necessarily

indicate the site of its use. Scribes could easily have carried

prepared fascicles with them, and taken their copies at whatever

places they visited. Chapter Three will adduce one case, in Trent 89,

where this may have happened: Wiser copied a Credo there directly

from its concordance in a fascicle now part of Munich 3154 and,

Trent 91.) saunders does not, however, diSQJss the implicatio~.s of this circumstance for the
provenance of the manuscripts.

Most of the Codices' marks are at least similar to those known in Trento archives. Even here.
though, there are exceptions: one is the "oxhead" design of Trent 91's fa..ccicJe 20, to be
discussed further below.
41 The "Trent rastrum" gives spaces measuring 4mm, 3.75 mm, 4mm.. and a "wide" 4mm., for a
total span of just cver 16 mm (slig~ less in Trent 88 and 90). In fascicles 19 and 20 of Trent 91,
both central spaces measure about 3.5 mm, so that the overall span is closer to 15 mm. In Trent
89, fascicles 3, 4, 21, 27, and 35 (all on paper with a "mountain" watermark. and ruled without
sid6lines in brown ink) show a narrow top space. These differsnces, while small (when compared
to those visible, for instance, in Munich 3154) remain quite constant throughout fascicles and
even fascide-groups, so that they may well reflect the use of different rastra similar in design, not
just the same tool fitted with d'lfferent pens.
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when Wiser saw it, probably already in Innsbruck; the following

chapter will argue, on somewhat different grounds, that substantial

pC'rtions of Wiser's wurk on Trent 91 (as well as that by other

scribes) were done outside of Trento itseif. These portions of the

collection, and others (inclUding several contributions by scribes

other than Wiser) for which similar demonstrations may eventually

be possible, couid still have been destined "for" Trento, despite not

having been copied "in" the town itself.

The "Italian" hypothesis has also led to an unduly simplistic

evaluation of the many scribal hands present in the later Codices.

Lunelli, as we have seen, focused on Johannes Wiser, the most

frequent contributor there, as an autonomous collector gathering

repertory in connection with his pedagogical duties at Trent's

Cattiedral School. For a writer who accepts tt·,is view, it is naturai

to conclude that the scribes whose hands appear alongside Wiser's

were his assistants, if not his pupils; Gerber, for instance, offers

such an interpretation of Trent 88, where she identified (in some

cases rather tenuously) thirteen contributors apart from Wiser.42

But while Gerber was able to show that Wiser edited, in some sense,

the work of many of these scribes,43 a number of further

contributors to Trent 89 and (especially) to Trent 91 were free of

any such supervision. One of them, in fact, even challenges Wiser's

traditional status as the chief scribe of Trent 89 since. as will be

42 See '"Transmission and Repertory-, Chapter 2, for complete accounts of Trent 88's scribes.
Gerber's Scribe IV is actually Johannes WISer writing in his later style, which is found throughout
Trent 91.
43 Gerber ('"Transmission and Repertory-, pp.19-2S) presents evidence of WISer'S editing activity
in the work of her SCribes II, Ill, and VI, and cites his addition of texts to rTlJSic copied by other
scribes as weD.
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shown below, about half of that manuscript (text as well as music)

is in his hand; this scribe, further, himself acted as editor for at

least one piece in Trent 91. Further, other secondary hands,

particularly in Trent 91, show up in connection with undocumented

paper types, in independent fascicles - a configuration suggesting

origins outside Trento altogether. A number of Trent contributors, in

short, merit more serious investigation, as potential peers of

Wiser's, than has yet been accorded them by the -Italian- hypothesis,

Wi-lich has seen them merely as his amanuenses in an over-

simplified historical view.

Wiser's own career, so far the best-documented of any Trent

contributor's, also takes on a distorted shape under the -Italian­

hypothesis. Since he is thought to have prepared the Codices for the

Cathedral School, the portion of his career preceding his retirement

as rector sea/arum, the putative end of his work as a copyist, has

always excited more interest than have his activities afterwards.

Once the assumeo connection between the School and the Codices has

been broken, though, that picture changes. And much remains to be

investigated, for after 1465 Wiser may well have spent much of his

time outside Trento. Table 1.1 lists his appearances (mostly in the

.:ap~city of w~tnt:ss) in the Acta Capitu/aria of St. '!lgl!1:;s, the

Cathedral of Trento, during the period 1465-1480 - years when an

-Austrian- hypothesis could have him still actively copying.44 These

records show a recurrent pattern, alternating stretches (from two

44 Lune/li apparently took no special note of these entries, sines by merely listing WISer as a
witness they provide no particular documentary evidence about his career. (Those cited in "La
patria dei Codici Trentinr were mar1<ed in blue pencil, either by Lunelli himself or by Vigirio
zano6ni, the Chapter Archivist with whom he fr8C'!uently consulted.)
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to three months to a year in duration) or fairly intense participation

in Cathedral affairs with gaps of increasing :ength, which may mark

Wiser's journeys outside Trento on business connected, possibly,

with his emplcyment by Hinderbach. Such journeys could only have

expanded his opportunities to encounter and to collect new music.

The attempt to reconstruct them, though, has yet to be made.

The -Italian- hypothesis, then, has served in large part to

complicate the study of the Codices with incautious assumptions. It

rosts on an unrealistic historical reconstruction of the:r

compilation and first use; it has imposed unduly tight chronological

restrictions on their creation; it has postulated a fundamental lack

of order and selectivity in their contents, and it has oversimplified

the questions bearing on their physical formation. Sut meanwhile,

proponents of the -Austrian- hypothesis, ever the years since it was

first introduced by Adler and Koller and then pc!emicized by Wolkan,

have done almost nothing to counteract the -ltaliCiI"!- claims with

new documentary research, or with systematic historical

investigation. This situation has now begun to change, though,

than~s to the insightful re;cent work of Peter Wright. While Wright

does not address the -Al!stiian- theory of the Codices' formation as

such, his findings provide a new framework in which that theory may

be modified and developed, with potentially fruitful results.

Two aspects of Wright's dissertation studY, which focuses on

the earliest Codices, Trent 87 and 92. are fundamental here. His

investigation of the holograph will of the priest Johannes Lupi

erabled him firc:t to conf:,.m '"nelii's ea"lie" s"""es·;"" ....a. I , ... :- ,. ..; , '"'l:lIl:lI LIV" Lal L I-I.!IJ!
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was the scribe chiefly responsible for the related portions of the

two manuscripts, which once formed a single collection.4S But

unlike Lunelli, he did not locate Lupi's activities in Trento itself.

Instead, he showed that the bulk of Lupi's collection probably

originated during the priest's documented period of residence· at the

imperial Court, in the late 1430s and early 1440s.46 Wright's

discovery of direct copying relationships between Lupi's

manuscripts and those portions of the Aosta Codex most closely tied

to the Imperial Chapel support this conclusion; similaily, his

identification of Lupi's hand in a fragment from a large choirbook,

now preserved at Zwettl but likely prepared for the Imperial Chapel,

may be evidence that Lupi served as a music copyist for the Court

itself.47 Wright's ~indings, in short, prove something very close to

Wolkan's case - but only for the two Codices Wolkan specifically

exempted from his theory.

Wright's further investigations into Lupi's holograph will

suggest, though, that his conclusions may have some relevance for

the later Codices as well. Most of the will concerns the disposition

of Lupi's large collection of musical intruments among a group o~

clerics, some of whom are designated only !:>y their Christian names.

Wright, taking up an idea originally Off6i6d by Lunelli, proposed that

these men were, like Lupi, musical amateurs. Again, though, he

45 Wright's demonstration may be fOJ.md in -A Source-Critical Study-, pp.89ff.(see also note 20
above.)
46 Wrighfs disco~'ery that Lupi served as chaplain to the young Duke Sigisroond of the Tyrol
during this period permits the conclusion that he lived at least part of the time at the Imperial Court.
where the orphan3d Duke spent his minority (1439-1446) in semi-captivity. See -A Source­
Critical Study", p. 96.
47 See "A Source-Critical Study-, p.96. Wright has found lupi's hand in a fragment at the Zwettl
Bibliothek des Zisterzienemittes { MS. s.n.}, wr.ic.~, he suggests, came frcm the Il'T1)6riaJ ChapeL



27

differed from Lunelli in his evaluation of the significance of their

activity: some of them, he suggested, were co-contributors with

Lupi to the early portions of the Trent collection.48

This idea of an amateur circle of contributors applies very

readily to the later Codices as welL To an even greater extent than

Trent 87 and 92, the later Codices (especially 89 and 91) are, as

remarked above, the creations of many hands. It is easy to picture

them, by analogy with Wright's theory, as the joint works of a whole

group of scribe-musicians - indeed, of the S~:lme group concerned

with Lupi's manuscripts, its membership modified over time.

Johannes Wiser, who likely knew Lupi, would have been at the center

of this later group, as Lupi was at the center of the earlier one.

The theory of an amateur group also works well to explain

several otherwis6 puzzling aspects of the Codices' physical makeup,

quite apart from their composite nature. !t has sometimes beer.

suggested that they could never have been used fer actual

performance, on two main grounds49 : for one thing, they are quite

small - by no means large enough for any kind of a choir to read

from; for another, scribal corrections have been made to them very

48 Among the most important and best-documented individuals mentioned in Luprs will are
Johannes Sulzbach,a Canon of the Cathedral of S1. VigilitJs. a~d Johannes Freudental, a
Mansionarius at the same institution. Acleric named only as -Dam. Arrbrosius- is probably
Ambrosius S1aspek, a canon at the cathedral who also served for a time as a chaplain to Friedrich
III, a position which probably entaUed residency at the l~riaICourt.
49 For instance, Martin Staehelin, in "Trienter Codices u:lC1 Humanisrrus-, I Codici Mwicali
Trentini...Atti del Convegno Laurence Fei:')inger, ed. Nino Pirrotta and Danilo Curti (Trente,
1986), pp.158·169, expresses grave doubts as to the Codices' practical usefulness. In this he
follows Char1es Hamm, who sees them entirely as "large repositories never meant for
performance.- (See -'nterrelationships between Manuscript and Printed Sources in the Early
Sixteenth Century: an Overview", Que/lenstudien zur MusiJc der Renaissance, ed. Ludwig
Finscher (WiesbadenlWolfenbuette!, ~983), pp.1-13.)
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unevenly, with some pieces being heavily marked while others are

scarcely performable as they stand.so While these features do tend

to argue against regular use by any formalized group, they are not

necessarily drawbacks from the point of '!:ew of a small amateur

circle. The surviving fascicles could have sufficed for three or four

singers (one on a part) to read from, and clear signs of wear on some

of them suggest that they were indeed used in this way Sl; amateurs,

toe, might have been somewhat unsystematic about entering

corrections in their copies, possibly simply abandoning the attempt

to perform any they found too seriously flawed.

But the group model, in combination with Wright's discoveries

about Lupi's background, is most helpful in that it provides both a

new basis and a new motivation for further research into the

-Austrian- hypothesis. The Trento clerics belonging to Wiser's

hypothetical circle were. like him, essent:ally bur-eaucrats in the

ser.ice of an Imperial dependency. Some. including Wiser later in

his career, may have travelled outside Trento; others may have had

ethnic ties to regions elsewhere in the Empire. or even outside of it.

Working together, they could have accumulated a wide range of

50Bent, ·Johannes WISer at wone, pp.95-96, citss a number of corrections in Trent 90 whicn
·could be accounted for by the subsequar:t application of musical commonsense or of
perlormance testing of the pieces.- An exa~1e of ::In -'J"!>erlormable- COpy, on the other hand,
would be the sequence Lauda Sion salvatofem in Trent 91, ff.164v-66r, which garbles and omits
long stretches of the contratenor. (A number of the Mass Propers in the same sedion of Trent 91
are, to some degree, simiJarty afflicted.) Pieces like this might, of course, have served as models
for larger copies, which would have absorbed any necessary corrections.
51 Gerber has zrgued this point very strongly for certain fascides in Trent 88 (-rransmission and
Repertory-, pp.6-7). Also relevant, perhaps, is the sma:1 ~ograph published as a fronte~e
to the second volume of the Glogauer Liederbuch, in its -old edItion-: this shows a fifteenth­
century wooden carving, part of the Brockendorl Altar former1y at the Church of 51. Elizabeth in
Breslau, of three angels singing from a book uncannily li<e one of the Trent Codices. (see Das
Glogauef LiedertxJc;J, ed. ~eribert Ringmann and Joseph Klapper. Das E."be :)eutscher Musil< 8
[Kassel, 1936J, p. ix.)
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musical contacts in cities other than Trento, obtaining material

there for later inclusion in the collection - or, possibly, making the

personal arrangements that permitted copying in Trento itself out of

the holdings of foreign musicians passing through the town. Given

their political situation, though, these men would have been bound

above all to the Imperial Court at Wiener Neustadt, and to the

musical life proceeding there, just as Lupi had been in his day. Thus,

in place of the somewhat simplistic picture offered by the

traditional -Austrian- hypothesis, with Hinderbach as collector and

Wiser as scribe, Wright's group model can otTer a richer view of the

Codies as the joint creations of a number of autonomous (and

potentially traceable) individuals - all the while maintaining,

though, the central tenet of the -Austrian- theory, that the Codices

reflect primarily the musical life of Vienna and of the nearby Court.

The group model further suggests a specific formulation of the

role traditionally assigned, in the -Austrian- hypothesis, to Prince­

Bishop Hinderbach. This aspect of the -Austrian- theory has always

occasioned difficulty, for nothing about the Codices suggests that

Hinderbach himseif owned them, or participated in their copying.

Lunelli and Spilsted were both doubtless right to point out that their

bindings are far less elegant than those of the other volumes

surviving from his collection, and that they bear no trace of his

hands2 ; certainly contemporar/ testimon~es to his stature as a

humanist and a bibliophile inciude no specific mention of musical

interests. Yet it is hard to imagine that a man of Hinderbach's

52 Spilsted, -Genesis-, pp.62-63.
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erudition would have remained indifferent to the furor of collecting

activity proceeding on his very doorstep; his choice of Wiser as his

personal chaplain suggests. rather. that he might have maintained

some substantial degree of contact with the amateur circle.S3

It seems just possible. in fact. that the circle could have

served Hinderbach as a kind of private cappella. The i~;titution of a

household chapel for the Prince-Blshop had apparently already been

formalized for some time when the Council of Trent began its

meetings in 1546. and the then Prince-Bishop (also a Cardinal)

Madruzzo volunteered his own establishment. which probably

numbered about six singers. to provide music for some of the

Council's worship services.54 Hindel'oach. then. could reasonably

have begun to retain a group of similar size - recruiting soma of its

members. as did his successors. from among the cleiic-musicians

53 WISer partic:..!!a.'1y !'!"..:st ha':e had a CCiiSiderable degfe8 oj personai comaa with Hind~rb2ch.
Spiisiao"s aiterJ1)t to piace him in Vienna during his student days, identifying him with one
Johannes organista who matriculated at the University there on Noverrtler 2. 1454, suggests a
kind of varia."!t of Wo!<an's sce:-.a.":.c, since the young Hinderbach too may hav$ been livirl{; in
VI8Ma for at least part of that same year, and the two could conceivably have come to know one
a"lOtt,er. (See -Codex Tridentir..ss 93-,p.173, and also Wright's comments, -A Source Critical
Study", p.101. see, too, von Hofrnann-Wcllenhof, -Hinderbach-, p.219.) More to the point, for
the purposes of the later Codices, is WlSef's documented appointment as Hinderbach's personal
chaplain around 1470; see the document cited in note 10 above. C;ince atter ;~inderbach's death
WISer took up a post as Tridentine Chancellor, which represented the peak cf his offICial career
aM ~uir~ "'is presence at the Imperial Court, it further seems reasonable that connections he
had iormaci there, either through Hinderbach or during time spent as Hinderbach's agent, may
have helped him to attain it.
54 Conciiiar records include a payment to -Giovanii Contini, maestro di cappella del
Reverendissirnc CCirdincilg di Trento [etJ compagni cantori-; see G. Calenzio, Documenti inediti e
nuovi lavori letteratisul Conc,'!.io di Trento [Rome, 1874J, p. 8 (quoted in Bonetti, "La Cappella
rT1.JSicaIe del Duomo Oi i.e!il\>-, p.i3). Romano Vettori, -La rTlJSica neJ Rinascimento, in Dalla
Pclifonia aI Classicismo, pp.49-86, points out that while some scholars have maintained, on the
basis of this payment record. that the Cardinars singers provided the Council with aD of its rTlJSic
for its entire initiaJ year, it is more probable that the task was rot~ed among singing giVUps brought
(and paid) by the various Legates present there.

The small size of these groups, including the Prince-Bishop's. may be inferred from that of the
professional chorus sent from Rome to replace them during the Councirs second year, which
presumably wolJid not have represented any redudion in rrlJSical forces: :: rlJmbered only six
singers. or one voice on a part for most polyphony 01 thzt day.
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resident at the Cathedralss - towards the end of the previous

century, although no documents have yet been located to furnish

evidence that he did. If this were so, the Codices would have been

assembled not just for the entertainment of the musicians who

contributed to them, but as accompaniment for the private devotions

of Trento's cultured Austrian ruler.56 As we will see, certain

liturgical aspects of Trent 91, particularly, fit quite well into such

a theory.

The Trent Codices, then, have not been well served by the

"Italian" hypothesis regarding their origins, which sprang less from

a desire to understand them objectively than from a need to claim

them as cultural property. But the rival "Austrian" hypothesis, in

the new and modified form presented here, has the potential to

explain effectively and fully the actual na~~re of the collection as

we find it. With this proposition in mind, let us now turn to the

specific questions posed by Trent 91 itself.

The Physical Formation of Trent 91

The need for a nE.W and detailed study of Trent 91 s~ems. in a

sense, surprisinr:,. In the century since their rediscovery, the Trent

Codices have figured prominently in countless studies of fifteent~-

55 Vettori argues that forces of the Cardinars househok1 chapel may have overlapped, at least to
some degree, with those employed by the Cathedral rRinascimento·, p,.77), Which had by this
time achieved a higher professional level than in WISer'S day.
56 The rrosic used by a private cappella of irregular status couk1 have remained the property of
the singers who used it, rather than passing into the Prince-Bishop's own library. Thus
Hinderbach's clerics couk1 eventually havs left their holdings (the CocfICeS) to the Cathedral
Chaj::ter's library.
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century music, and must be counted among the most famous

manuscripts from that era. Yet because writers have consistently

regarded the whole vast complex together as a quarry for studies of

particular genres or readings of particular pieces, rather than

differentiating the manuscripts as individual sources requiring

separate analyses, the only substantial study along codicological

lines remained, until very recently, the Introduction written by

Guido Adler and Oswald Koller for the first publication of Trent

material in 1900. That situation has begun to change, thanks to

recent studies by Peter Wright of Trent 87 and 92, by Tom R. Ward on

the second half of Trent 92, by Margaret Bent and Gary Spilsted of

Trent 93, by Rebecca Gerber of Trent 88, and by Suparmi Saunders of

watermarks found in all of the Codices.57 Understanding of the

individual natures of the manuscripts has been, through each of

these studies, greatly advanced. But meanwhile, Adler's and

Kollei's original assessment of Trent 9; as an appendix to the great

collection, overlaid with random additions and in general less

interesting than its fellows, has been left unchallenged.

Such assessment has, moreover, ied to something like a tacit

negative judgment of Trent 91's repertory itself. The other Codices

transmit a respectable number of works by the best-known

composers of the earlier fifteenth century, identifiable, even where

attributions from the the Trent scribes themselves are lacking,

through a broad field of concordances. But Trent 91, as it happens,

contains mostly anonymous unica. Some of these are Mass Ordinary

57 Wws article is !he Structure of the Maroscript Tr 92·1-, MD 35 (1981): 127-47. The other
wc:1<s are dad abc'w'a iii nota 2.



cycles; the majority, though, belong to the less glamorous chant

paraphrase genres such as hymns, Magnificats, and Mass Propers,

forming part of the vast seCl of anonymous fifteenth-century

repertory based on chant. For the purposes of the original DTO

series, which was geared explicitly towards the publication of

large-scale works (or songs) by "great" composers, this part of the

Trent collection was thus doomed to neQlect from the start. And

even today, very little music from it has been pubiished; it remains

the least known, and the least frequently cited, of all of the Trent

manuscripts. The present dissertation, as the first extended study

of Trent la1, aims to rectify that situation, through a new evaluatiorl

of its repertory's place in the larger context of fifteenth-century

developments.

The manuscript Trent 91 is in folio format, measuring 33 cm

long by 22 cm wide on the outside. Its leaves average 30.4 cm by

20.5 cm, with little variation; all of paper, they have been trimmed

at least Orlee. Seven bookmarks on the covers and flyleaves reflect

the volume's passage from the Trento Chapter Library to Vienna and

back.58 The binding is of untooled, coffee-eolored leather over

bOards, with two simple metal closures; it reproduces an older

binding, which was discarded (along with those from the other

58 The most recent label records the Castello del Buonconsiglio's recent change of status from a
Museo nazionale to the Museo provinciale of the Autonomous Province of Trento; two labels.
inside and outside. show the manuscript's official shelf rornber there, 1378. The inside front
cove!' bea.rs the s+.amp ot~.e .A;.;~~~ M:.....st!y at O..!!t'..!re aoo Edt_LCat!c~; aMtt-~r ~~I ~r,? in
German and patently the oldest. is p."Obab1y from the the Trento Chapter Library. Finally, two ex
libris markers for the City of Trento show its patron saint. Vigilius. on the frort and back inside
covers.
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manuscripts} during a restoration carried out in 1975-76, possibly

because the restorers did not believe it was the original.59 No

information was recoioed concerning this discarded binding;

apparently, the restorers turned up no discernible traces of a

previous, different binding order.60 Later in this discussion, though,

we will see that such traces may quite possibly have been there: the

manuscript's present shape may be in some respects different from

that in which its original owners left it.

Trent 91 is composed of 22 fascicles, now center-stitched

with modern thread through original holes. All but three are

sexternions, displaying an orderly pattern of conjugate leaves, with

watermarks visible on one leaf of each bifolium; in one f)f the

exceptions, fascicle 19, the last of twelve folia was excised, while

the other two, fascicles 7 and 20. have apparently always been

quinions. There are no inserted leaves. Arabic folio numbers 1

through 259 appear in the upper right-hand corners of recto sides;

aii are modern, added in Vienna. No original page numbers, gathering

signatures, indices, or other numbering systems survive in this

manuscript.

59 Wright reports. as information he received orally from the Castello's librarians. that only the
endpapers enclosed in the discarded bindings were from the fifteenth century (see -A Source­
Critical Study-, p.6); the bindings themselves were probably from &'le sixteenth.
60 A fuR report on the restoration of the rnatlJSCripts at the Monastery of santa Maria di Rosana in
Pontassieve was submitted to the Castello U:nry; Gerber gives it in full. (See "Transmission and
Repertory-. p.17.) The records of the Fabrica of the D'.Jomo, the first place one might look for
dooJrnA"';I"! ~vitj~oce a~I_,! e!!he!" the c!ig!~ or !he e==:"'j b:~:~, aP"a ftagii-oii:ary at
best for the pre-Conciliar period. and havd so far offered no help. The few, largely i!legible
remnants of original gathering siV:-.atures and paginations in the CocfIC8S 88-93- wiD be disc ISSed
below.
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Trent 91 contains no fewer than seven scribal hands beside

that of Johannes Wiser, the main scribe within the later Codices.

Differentiation of these contributors is, in fact, the first step

toward a proper understandlng of the manuscript: their scripts

interrelate with other features of the manuscript - namelY paper

type, paper p:-eparation method, and repertorial organization - to

r~~ea! internal repertorial groupings which were, to a substantial

extent, revised when the book's component fascicles were bound

together in their present form. In other words, Trent 91 is not an

originally continuous manuscript confused by later interpolations,

as most accounts of it (including Adler's and Koller's) have implied.

It is, rather, a post facto compendium of several smaller,

repertorially separate collections, many of them in hands found

r.owhere else in the Codices. These ·sub-manuscripts" must be

evaluated essentially as self-contained units, created independently

from one another - and, in severa! cases, from the Trent collection

in general. The following discussion will describe each of them in

turn, in the order imposed upon them by the binding; as will be seen,

though, this bound order does not necessarily reflect either their

disparate origins or their relative chronological ages.

Fascicles 1 through 4, 5, and 7, jUdging by their identical

layout, were prepared for the copying process essentially at the

same time. They will be referred to here as a single "preparation

group". The following discussion of the methods used to prepare

3S



them also applies. allowing for minor differences. to the

manuscript's other ·preparation groups·.

All six fascicles in this first group use paper with twin forms

of an ·oxhead· watermark unique to this mam'script. shown in

Illustratior. 1.1. This mark resembles closely Piccard's Ochsenkopf

no. xii/901. for which he cites examples datable between 1468 and

1473 ; it also approximates that on a Trento document of the mid­

1470s. 61

The six fascicles were pricked - after folding. to jUdge by the

uniform size. appearance. and location of the holes throughout each

fascicle - at all four corners. and nine times along the right edge at

:r.tervals of about 3 cm. leaving generous margins (now about 5 cm)

at bottom and top.62 Margin lines were added with a drypoint stylus

on both the right and left sides of each fol1o: up to th~ center of the

fascicle. the impressions can be seen on the recto side. but

thereafter shift to the verso, implying that that sheets were

unfolded, separated. and spread flat during this operation.63 Staves

61 Saunders ("The Dating of the Trent Codices", p.103) cites this same published example in
connection with the later of the two dating ranges Piccard offers for it, 1470-73. The Trent
watermark is not actually identX:aJ in its measuramarts , as she claims, to either of Picca!'d's
examples (e.g. it is 139 rTm. high, while his desigr.s are between 107 and 115 mm.), but it is close
enough to them to permit dating to the early 1470s. See Gerhard Piccard, Die
Wasserzeic.'7enkartei im HauplStadtarchiv Stuttgart (Stuttgart, 1961 ft.), Vol. 2, no. xiV901;
Piccard's examples come from Ansbach, Augsburg, Hochstadt, Unz, Neuenstadt, and
Wallerstein.; a similar mark on a Treiito document of the early 14705 seconds the proposed
dating, though, and suggests that the mark was known in Tranto as well as in Lower Austria. see
Chemelli and LuneID, Filigrane Trentine, pp.1So-S2.
62 The proGedura of pricking after folding SHms to have been standard in the assembty of the
iater Codices. Probably it was done with a fine-pained, very sharp awl. The equivalent of a
modem ruler rTlJst have been used to place holes with the neat uniformity evident in most
fascides. See Leslie W. Jones, "Picking Manuscripts: the Instruments and their Significance-,
Sfecu'um 21 (1946), pp.389-403.
63 Rufing wfth light ink, as seen in other preparation groups. was a more usual techniqua in the
Trent Codices, as in the fifteenth century generally. The Trent scribes' variations in procedure
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were apparently added as soon as the side ruling had been finished.

The fascicles were not sewn together until their principal contents,

at least, were complete, as soveral accidental blots between

conjugate leaves, made when these contacted one anothei bafon:: the

ink on fresh copies had dried properly, demonstrate.64 The neat fit

of consecutive marginal holas, however, implies that whatever

configuration of sheets occurred in the pricking and ruling phase

was more or less retained.

Nine staves were ruled in, their top lines oriented to the

marginal guide holes, in grey ink.65 The uniformity of measurements

between lines of individual staves (4 mm, 4 mm, 3.5 mm. and 4 mm,

top to bottom, indicates that a rastrum approximately 16mm wide

was used to make all of the staves, but the disparity of distances

between them (from 12 to 15 mm) shows that it drew only one staff

at a time.66 Considering the inherent awkwardness of the procedure,

the results in this first group of fascicles, especially, were very

tidy.

constitute, though, the most easily visible index to different "preparation groups·, See T.S.
Pattie, "The Ruling as a Clue to the Makeup of a M~ieval Manuscript·, The British Library Journal
1 (19;5}, pp. 15-21.
64 See, for instance that between 197v and 186v in Trent 91.
55 The ·grey· ink, faded (largely during restoration) from its original black, was probably a mixture
of carbon and ~m arabic. The inks we now see as various shades of brown, elsewhere in the
rnarlJSCript, were black also when they first dried; they were probably made from iron filings mixed
...i::-; ~ak gall, plus additions (Logwood, indigo, or Prussian blue) which caused them to change
color differentty over the years. This second ink is very acid. and has burned completely through
many forlCl in Trent 91. (Other factors, such as the weight of the paper, being equal, the degree of
such damage is a good clue to the use of the same ink in diverse locations,) See Martin Cunha,
"The Care of Books and Documents·, Ccdicologica 5 (1981), pp.59-78.
66 This ·preparation group· seems to be a product of the "Trent rastrum·, discussed above, with
its characteristc narrow space.
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Fascicles 1-4, then, form the first ·sub-manuscript· within

Trent 91, conce"trated, as Chapter Three will show, on Franco­

Burgundian Mass Ordinaries, together with two motets. (See Diagram

1.1.) The first layer set down there is in grey ink which perfactly

matches that used for the staves, suggesting that the entire batch of

·oxhead· paper (including fascicle 5 and 7, that is) was prepared for

copying at the time the collection in that first layer became

available.

The initial copyist involved was not, as Adler and Koller first

noted, the Trer.t cleric Johannes Wiser.67 Scribe A, who made his

single contribution to the Trent collection in these fascicles, writes

a small, fine, and facile hand. (See Table 1.2.) A few features are

distinctive: C clefs are a small pair of joined boxes, with a slight

extension of the downward stroke that joins them; F clefs have

small, neat flourishes and go, like the C clefs, well in on the staves;

the term "bassus· appears consist6ntly over the second contra rart.68

What makes SCiibe A unique among Trent contributors, though, is his

use of humanistic cursive for text; Chapter Three will evaluate more

fully this script and its implications for the origins both of Scribe A

himself and of his musical exemplars.

67 A...40:" and Koller suppliEld a facsimile of SCroe A's work on Trent 91, f. 34v (OTO \/01. 14,
facsimile no. VIII), but offered no specific comments about him.
68 Since WISer probably copied the part designations he found in his exemplars, his tenninology
is fairly varied. But the term "bassus- never appears alone (without -contra- or "tenor" as prefix, as
in SCrbe A's work) in his copies, nor in those of his regular assistants. This is potentially an
indication of Scribe A's sophisticated background. since at the time these copies were made
(ca.1473), the "bassus- designation was just coming into cornnor. use, as the compositional
concept and practice behind it (that of a contra operating entirely below the tenor) gained ground.
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I., the remaining pages of fascicle 4, left blank by Scribe A,

two further scribes make their debuts, with the anonymous

additions also discussed in Chapter Three. The first of these, Scribe

B in the presant account, is actually Johannes Wiser, the principai

contributor to the later Trent Codices.

Ad!er and Koller, evaluating Wiser's work across the Codices

88 through 91, spoke of a ·cramping" of his hand supposedly visible

in Trent 91, as evidence of its later production.69 But actually the

opposite seems to have occurred: idiosyncrasies occasionally visible

in Wiser's earlier script emerge, in Trent 91, with a new

flamboyance. (See Tabies 1.3a and 1.3b.) Some of these, which may

reflect a change to a broader-nibbed pen, can also be traced in

secondary layers of Trent 88 and 89: the script in general is larger,

and shapes with terminal flourishes, such as F-clefs and custodes,
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tend toward exaggeration. Wiser's most reliable characteristic,

though, remains the narrow C- clef common to the earlier

manuscripts, hastily drawn just outside the left staff edge, with the

right stroke longer than the left and connected to it by two pairs of

accurately horizontal bars. Large mensuration signs, as in Trent 89,

go well out in the margin. Wiser's music script as a whole has a

slightly leftward ductus; his text script is, as always, a near­

vertical, markedly polynorphic bastarda cursiva. The same pattern

69 Adler and Koller assessed the script ira Trant 91 as -enger. gr~mncher, kritzflger; or in short
more indicative of advanced age in the copyist, than that of Trent 88 and Trent 89. This was a
major fador in the chronology they advanced for these thr86 maruscripts. A similar opinion about
Trent 90 - since shown to be be, instead, the hesitant work of a beginner - led them to misplace it
in the sequence. after rather than before Trent 88 and 89. ,-Introduction-, p.xvi.) As will be
remarked below, WISer'S copy of the motet Perfunde caeli rore, datable to about 1474, helps to
date precisely this -late- script style.



of initial design for part designations seen in Trent 88 and 89 --~

or -£ and t::' or ~ for Contra and Tenor respectively - marks his

contributions throughout the manuscript.

As a last addition to fascicle 4, Scribe C copied a Credo

setting. Next to this was bound, as fascicle 5, his copy of yet

another full Ordinary cycle. Shorter pieces in the same gathering,

including a pair of antiphons which iink the two fascicles directly,

were added by Wiser, as Diagram 1.2 shows. For both his Mass and

the Credo, Scribe C used a new, greyish-brown shade of ink; he must

thus have worked apart from, and probably later than, Scribe A, who

usacl a pure grey shade.

Scribe C's hand (see Table 1.4) lacks the fluidity of Scribe A's,

or even of Wiser's. He tends to demarcate the beginning of each part

by placing the initial clef slightly inward on tile staff. His script

for both text and music is widely spaced, with semibravas and

minim heads carefuliy diamond-shaped. Mensural signs are inside

the staff. When Scribe C makes an error, he scrapes away the

offending passage before making the correction, rather than simply

overwriting as Wiser and Scribe A do. He never writes part

designations, although hf/ does write his own texts in a piuiTlp

bastarda cursiva. The small cues he provides instead, in the far left

margin, are one of his signature characteristics.

Scribe C shares many of these attributes with another Trent

copyist. This man was responsible for long stretches of Trent 88,
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where he figures as Gerber's Scribe 11170 , and for about half of Trent

89. (See Table1.4a.) Both his music and his text hands are extremely

similar to Wiser's, and for this reason his contributions to the later

Codicss havs long gone unrecognized.71 In many instances, in tact,

his text hand is almost impossible to differentiate from Wiser's,

particularly since he adopted the same style in part designations.

Yet certa:~!y hs deserves a status, among the Trent copyists, second

only to Wiser's own, particularly in that part of the collection now

bound as Trent 89, for which he may have also helped to gather or

locate exemplars.72 Scribe C's hand was probably modelled on that

of Scribe III (to borrow Gerber's designation); this helps to define a

place for him within the regular (possibly resident) community of

Trent scribes, although he contributed only to Trent 91.

The final member of the initial, grey-ruled preparation group

is Fascicle 7. Like the first four gatherings. it contains the work of

an "outsider", whose hand appears nowhere else in the Codices. (See

Table 1.5 and Diagram 1.2.) Scribe D used a dark rust-brewn ink

70 see '"Transmission and Repertory-, [Ch.2}. Samples of -SCribe lII's- work may be seen in Trent
88,1. 73 ff., and Trent 89, ff.1v ff.
71 The features that differentiate this hand from WISer's are fairly subtle. Among the rrosical
syrrtlols, e-clefs are most visible: the horizontal strokes are wider apart than WIS6i'S and slant
sharply upward. -Indentation- is visible at the the start of parts (especiallyd~s and altus),
custodes are relatively regular in formation, and square shapes have sharp bottom comers. Letter
forms opposed to WISer'S inckJde capital S,C,D, G, and 0, small b, h, I, n, and x. The two text
hands are, however, so close that many cases prove il'Tl)OSSible to differentiate reliably; the
possibility that WIS3r texted some (or even most) of Scribe II/'s copies rrost remain open.
Scribe Ill's work will be more extensively discussed in a forthcoming separate essay.
72 As Reinhard Strohm has shown, the Trent collection includes two separate and differing
transmissions of the Missa Caput. One of these, with its five movements in various locations
within Trent 90 (as a copy of Trent 93*) and Trent 88, is Wiser's 'NOrk; the other, coftl)lete within
Trent 89, is SCribe Ill's. While Strohm himself did not draw a cflStinction between the two hands,
his analysis of the substantial differences between the two readings suggests that Scribe III may,
on occasion, have obtained repertory for the Trent collection through channels quite separate
from WISer'S. see -Ouellenkritisd1e UntersuctlJngen an der Missa 'Caput', WolfenbUttJer
Forschungen 26 (WolfenbOttel, 1984,), pp.153-176.
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(implying that his work, like Scribe C's, postdates Scribe A's) to

copy, self-contained in one gathering, a fifth Mass Ordinary cycle,

Vincenefs Missa 0 gloriosa regina mundi. 73 Striking features of D's

script include the absence of em:1-iines, sharply upward-slanting C­

clefs placed well in on the staves (F-clefs are not called for in t~is

piece), short minim stems, and custodes like small check-marks.

Scribe D originally entered only text incipits in the tenor and lower

contra parts, and it was Wiser who texted these lines fully

throughout the Gloria and Credo movements, using a darker brown

shade of ink. Since elsewhere Wiser almost invariably left lower

parts untexted, his efforts here might reflect his perception of some

special feature (or perhaps the mere presence) of the lower-voice

texting in his exemplar.

Editing activity involving text also forms a significant link

between fascicle 7 and fascicle 10, the latter of which belongs to an

entirely different preparation group. On the first fct,;r openings of

fascicle 10, Wiser copied a polyphonic Genealogy setting, with text

taken from the Gospel according to Matthew. Scribe D then made

additions and readjustments of text in both discantus and tenor,

using the rame rusty shade of ink here as he did for the Vincenet

cycle. When Wiser added, in D's ink, the Et cum spirito tuo formula

on the back verso of the Mass fascicle, and headed it with a rubric

directing its use with the Liber generationum, he was obviOUsly

planning for some physical link between the two fascicles. In fact,

73 The Touront song-motet on which the cycle is based also appears in Trent 91. as an addition
(probably made atter binding) at the end of fascicle 15. immediately p:'et"..eding Vincenet's other
Mass in Trent 91; see Diagram 1.5 below. Chapter FIVe wil! COrTlTlent further on this QraJrnstance.
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a close repertorial connaction is very likely; Chapter Five will

return to this question at greater length.

II.

Fascicles 6, 8, 9, and 10 comprise a second preparation group

within Trent 91. Among these, 6, 8, and 9 use paper with twin forms

of a -scale- watermark (henceforth -scale-1-; see Illustration 1.2),

while 10 is a composite of two paper types, the only one :n Trent 91:

its outermost :::>ifolio has a -mountain- watermark, similar but not

identical to that found in Trent 89, while the remaining folios show

the scale-1 mark of fascicles 6, 8, and 9.74 {See Illustration 1.3; the

chronological implications of the stray -mountain" bifolio will be

considered below.} All four fascicles were pricked and ruled by the

same method as 1-5 and 7 (though less neatly); the staves were

made with the same type of rastrum, this time using dark brown ink.

Unfortunately, neither of the the watermarks in this group can as

yet be dated with full confidence.7S

Fascicle 6, as a self-contained copy by Wiser of an Ordinary

cycle in five movements, was bound with the initial -sub-

74 This account of fascicle 10's structure differs from that given by Saunders. who states that a
sinr,le -s.-..G~- sheot there encJoses five -mountain- sheets.
7S Saunesrs cites Piccard, Wasserzeichenkartei. VoI.S. Abteilung 5, no. 344 as an -archival
equivalent- to the Trent mark; as with Piccard's Ochsenkopf reference, the two designs are
similar, but not identical. (E.g., chain Jines are 75 mm. apart in Piccard's example, and 70 mm. apart
in Trent 91.) As the following discussion wm show, toe, 1468 may be too early an estimate for the
date of these fascicles. Compare also similar rnarY.s in Tranto documents of the earty 14705.
given in CherneJli and LuneUi, Filigrane rrentine. pp.148-49.

The -mountain- mark is more difflCUl to date, since it is of a type ubiquitous in midcentury
papers in Trento. as elsewhere. (See Cheme16 and LuneUi. Filigrane rrentine, p.222.) Among
published references, possibly the cIosast is Briquet. Les FiI'!1ranes, vol. 3, no. 11761, cited from
Innsbruck. Staathaltereiarchiv (TIroler Landesregien.mgarchiv) Codex no. 110 (-Registratur von
SigisrTlJndj which is dated 1466. (This can be contrasted with Briquefs no. 11760. also from
Innsbruck but dated 1455, which is not a good match.)

43



manuscript- comprising fascicles 1-5 and 7, whose primary layers,

at least, all center on such repertory. (See, again, Diagram 1.2.) On

its final leaves, ff.70v-73r, Wiser added a Latin contrafact of a song

by Busnois, and then two Sequences and a Communion for feasts of

the Apostles; these works, because they bridge the endleavesof

fascicles 6 and 7, provide evidence that Wiser himself joined these

together, despite their origins in different preparation groups. As

Chapter Five will show, his decision may reflect upon the origins of

the two Masses ccpied there.

Fascicles 8 and 9, by contrast, inaugurate what appears to be

the second -sub-manuscript- in Trent 91 with an assortment of

Marian Office music. (See Diagram 1.3.) The largest pieces there

are settings of the Antiphons associated with Compline in post­

Tridentine liturgy 76: one of Alma redemptoris mater, two of Salve

regina, and two of Regina caeli laetare. The two paired settings

WSiS most likely intended as "twin" works; the first Salve regina

has its cantus firmus in the tenor, the second in the discantus, while

the Regina caeli laetare set reverses that pattern. Fascicle 8 also

contains a series of Marian Antiphons, with texts from the Song of

Solomon. This Office collection is prefaced, though, with the Marian

Communions Ecce virgo concipiet and Ave regina caelorum - a

circumstance which will occasion further comment in a moment.

Wiser ended the Marian coileetion with the second Regina

caeli, copieri "fit!) the first opening of fascicle 9 but thematically

76 In the fifteenth century, these pieces were not necessarily associated with Compline service,
tendi~ to appe~r. '"Cre often, as MagnifICat antiphons at Vespers, sometimes repeated for the
Nunc dimittis at Compline.
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connected to its counterpart in fascicle 8. He then used first of the

empty folios left in fascicle 9 to add three pieces for the Easter Day

Mass: the Kyrie Lux et origo, the Gradual· Haec dies, and the

processional hymn Saive festa dies. At some later point, the

presence of these works must have justified his insertions of the

Antiphon trope Aile dei filius on the last verso of fascicle 8, and of

anot~ler Easter Kyrie on fascicle 9's first recto, intv the surrounding

Marian Office material.

The remaining material in fascicle 9 continues this same shift

towards Mass repertory. On ff.99v-103r, Wiser set down two

paraphrases of Gloria chants; next, on tf.1 03v-1 06r, he copied a set

of paraphrased Kyries and another Gloria, with rubrics specifying

their use for Sunday Mass (Dominicale). Apparently, he then turned

to fascicle 10 to accommodate more of the same large influx of

Ordinary repertory; on the empty folios following his Genealogy

setting - which, as noted above, tormec the gathering's initial

contents - he added a Credo, and then two Sanctus settings. The

addition of this material must have induced him to dissolve the

physical link he had once planned between fascicle 7, with its

Vincenet Mass, and the Genealogy (fascicle 7, as noted above, has the

introductory formula for the Genealogy on its back verso), for

between fascicles 9 and 10 he added a furth9r Sanctus setting,

drawing their contents together into a kind of extended plainsong

cycle.

When the manuscript was bound in its present order, tne

presence of this Mass Ordinary materiai seems to have determined

the placement of fascicles 9 and 10: they constitute a suppiement
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to the ·sub-manuscript· of Mass Ordinary cycles in fascicles ~

through 7. (Fascicle 8, which actually interrupts the Ordinary

succession, presumably owes its place to its tight connections with

fascicle 9, through the paired Regina casH settings and the

clustered Easter repertory.) The final appearance of the manuscript,

though, fails to provide any real guarantee that Wiser (or any of his

colleagues) decided upon or approved this bound oider. Wiser's

addition between fascicles 9 and 10 confirms his approval of their

pairing (in contradiction of his original intention); similarly, the

repertorial coherence of his additions to the final leaves of fascicle

8 with entries near the start of fascicle 9 shows that he probably

placed these together as well. But the items on the outer leaves of

the three-fascicle unit (the first folio of fascicle 8 and the last of

fascicie 10) de not blend nearly so inevitably with their

surroundings.

46

To reconstruct a '" al+or"'ative nri,..i",~1 shar\J'~ ~f'\" Tre"'+ 01 '-1.10•• ,,,\,,1,, I • ,"I .~ ...~. • I ,., ..." IV' •• ••• ....,., •• v

must now proceed to the ·sub-manuscript· made up of fasicles 11

through 15. These gatherings belong to a third preparation group,

which differs from the earlier two in its use of inked rather than

dry-ruled side-lines; it also shows marked signs of hastier, more

careless preparation procedure. As Diagram 1.4 indicates, this

collection contains a series of paraphrased Mass Proper chants

interspersed with some items for the Office: most focus on the

Christmas and the Easter seasons, but full cycles for the Dedicati~n

of a Church and for the feast of Saints Peter and Paul are also

present, together with a number of Marian pieces.



In Diagram 1.5, though, we can see that the order of these

fascicles may once have differed substantially, and that they were

quite possibly meant to be joined, in some earlier plan for the

collection, with fascicles 8. 9, and 10. The Marian Introit Vultum

tuum deprecabuntur, foilowing the Sequentiary in fasicle 15 (itself

overlaid on the fascicle's original contents, a pair of contrafact

settings77 ) could have introduced the Marian items now in fascicle

11; the two Marian Offertories ending fascicle 11 would then have

led, in tum, to the Communions (noted above) which open fascicle 8;

Marian Office music, continuing into fascicle 9, would then have

followed up the Mass collection.

Very like!y this entire large paraphrase assembly - which, as

the following chapter will show, makes up a single, liturgically

unified repertory - was copied at a single stretch; an original layer

in all seven fascicles, perfectly uniform in script style and ink

color, is easily distinguished from the ~ew later additions.78 The

initial group of Easter items (all in a slightly darker shade of ink)

were then entered as a small secondary layer, following the Marian

Office music; finally, Wiser added another extended series, this time

for the Ordinary, and to accommodate this took over fascicle 10.

As both Diagrams 1.4 anc 1.5 demonstrate, Wiser's additions to

the outer leaves of the seven fascicles involved in the paraphrase

collection provide no absolute assurance that he himself approved

77 These contrafaets were recently identifIed by David Fallows as portions of Martinrs Missa Coda
di Pavon. see his "Songs In the Trent Codices: An Optimistic Handlisf', in I CodICi Musicali
Trentini.
78 Most items are copied in dark bmwn ink on slightly lighter brown staves. Th~ later additions Da
pacem domine (f .118v, endIng fascicle 10) and 0 gJariosa regina (f. 178v, endIng fascicle 15) are
easy to distinguish by ink color; elsewhere, subtler differences o~ script style (including part
designations) mark later additions (e.g., Missus ab arce, ending fascicle 11).
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their reorganizat!on from the logical order just discussed above into

the somewhat confused order in the manuscript's present-day

binding. The only kind of addition that can provs such supervision is,

as we have just seen, one that links the outer leaves of adjacent

bound fascicles, a:-Z\) ;-;0 such fcdcicle-bridg!ng entries occur in this

collection except within the group 12-15, which presumably

retained their original configuration. Arguably, Wiser's single-leaf

additions to fascicle 11 (0 sapientia and Missus ab arcs ) make

more liturgical sense in terms cf the present-day order than of the

proposed original order: both apparently relate to the group of

Christmas items found in what is now fCiScicii1 j 2. On their

evidence, it seems most likely that Wiser (or one of his fellow

collectors) did indeed decide upon the present-day bound order of

Trent 91. But the placement, at least, of fascicles 8, 9, and 10 as

members of the Mass Ordinary sequence begun in 1-7 could instead

have been effected by the same iater custodians of the collection

(perhaps Chapter Librarians of the sixteenth century) who disca"ded

the original bindings, trimmed the leaves of the manuscript, and

added the new bindings which were, in turn, dis~arded in the

restoration of 1975-76. Even the possibility of such an event can,

obviously, put the whole question of manuscript order in the Trent

collection into a new and potentially disturbing light.

In the meantime, the links between fascicles 11-15 and the

group 8-10 must guide the discussion of the dating of both paper

types. Fascicles 11-15 show twin forms of a second "scale"

watermark (henceforth "sca!e-2"), which has no published
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analogues.79 (See Illustration 1.4.) Saunders dates this mark as late

as 1480-83, while placing the scale-1 mark in fasicles 6 and 8-10

back in 1468. In view of the contemporaneous use of both groups

demonstrated here, though, her estimates seem unworkable, unless

the paper in fascicles 8-10 lay unused fer almost two decades.

Spilsted, on the other t.and, found a close parallel to scale-2 in a

Trento document dated 1476, and cites a number of analogues to

scale-1 in other documents from the mid-1470s.80 His findings,

then, encourage the placement of composition and copying dates for

the extended paraphrase collection, on both its papers, at ca.1475 ­

an estimate which, as Chapter Two will show, accords well with its

stylistic ~haracteristics.

III.

A fourth preparation group, made up of fascicles 16, 17, and

, 8, reintroduces the -mountain" watermark first found in the outer

bifolium of fascicle 10. (See Diagram 1.6.) These pages are ruled in

dark brown, with ink sidelines, and music and text in the same

shade.

Each gathering was initially self-contained: Wiser seems to

have obtained several small groups of pieces and copied them in the

79 Compare Piccard, Wasserzeichenkartei, Vol. v, AbteiJung VI, nos 91-99, which date from
1475 into the earty 15005.

A related mark also appears, tantalizingly enough, in portions of the Codex Specialnik, a source
whose usual dating after 1500 stands on somewhat flimsy ground. see the reproductions given
in Dobroslav Orel, "Der Mensural<odex SpeciAlnik: Ein Beitrag zur Geschichte dar Mensuralrnusik
und Notenschrift in BOhmen bis 1540-, Ph.D. cflSSertatior., University of Vienna, 1914, p.13.
80 For Saunders's views on scale-1 (and objections to them) see note 75 above. Her proposed
archival equivalent for scaJe-2 is Trento, Archivio di stato, Archivio vescoviJe, sezione latina, Capsa
vii, no. 54. Spilsted's document is from the same archive, Capsa xxvi, no. 32. See -Dating of the
Trent Codices-, pp.104 and 204, and -Codex Tridentinus 93-, pp.119f.
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liturgically mixed orders of the original transmissions, using, at

first, a fresh fascicle for each installment. Fascicle 16 began as a

copy of an Ordinary cycle, without the Agnus, attributed by Wiser to

Vincenet (f.179r), while fascicie 17 opened with a group of

paraphrased hymns from the Sanctorala, and fascicle 18 with the

Easter Sequence Mundi renovatio. 81

Apparently lacking further Sequences, though, Wiser continued

fascicle 18 with another group of paraphrased hymns and a

Magnificat. He also extended the Vespers collection already begun in

fascicle 17 with a series of Marian antiphons and two further

Magnificats. Vespers items (a fourth Magnificat and two hymns)

also entered the final pages of fascicle 16, although this at first had

been reserved for Mass ordinary Items; it was the presence of these

last pieces, doubtless, which prompted the binding (by Wiser or by

his successors) of fascicle 16 with the Office music of 17 and 18,

although its initial Mass Ordinary contents might have entitled it to

a position nearer the ·sub-manuscr:pt· of fascicles 1-7.

Two features differentiate this paraphrase coliection, with its

concentration on Office items, from the larger group of pieces for

Mass ~l1d Office in fascicles 8-15. Following the initial entries in

all three fascicles, ink colors and script styles vary as if to reflect

sporadic additions of single items or of small groups of pieces over

a consioeraoie period of time, perhaps years. (Diagram 1.6 notes

81 As win be shown in Chapter Two, the sequence is actually part of the paraphrase repertory in
fascicles 8-15. Like the Genealogy in fascicle 10, which also be!ongs in that repertory, it seems to
have come into WISer's hands some time befaie he copied the other paraphrases (ca.1475).
Fascicle 18, then, would have been used last among the -mountain- fascicles, perhaps
concurrently with fascicle 10, which incorporates a single sheet of -mountain- paper along wi:h
the scale-1 type.
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these differences in detail.) This contrasts markedly with the large

sweeps of uniformity in the first collection, and suggests that while

these pieces were available to Wiser in some unified format ­

reflecting, as Chapter Two will show, their origins in a single

compositional center - the repertory in fascicles ~ 6-18 came into

his hands, instead, in small increments, perhaps even from different

sources. Many of the pieces in these gatherings also contrast with

the other paraphrases, which all use normal white notation, through

their use of east-European Lorraine neumes (often but incorrectly

equated with German Hufnagel 82) for cantus firmi. As Chapter Two

will show, this notation accords with other evidence to show that

the pieces themselves are likely of east-European provenance.

The second hymn added to fascicle 16, a setting of Ad cenam

agni providi, is by Scribe E. (See Table 1.6.) His music hand

markedly resembles Wiser's, both in the formation and placement of

the C-elefs and in the shapes of most of the notes, but the wide,

tentative spacing of the musical text and the erratic ductus, as we!!

as the different text hand obvious from the textual incipits and the

part designations, set it apart. (See Table 1.6.) While Scribe E's

contribution to Trent 91 is modest, it provides a remarkable proof of

continuity in the Trent collecting tradition: Peter Wright was able

to identify his hand in the final layer of Trent 87, earliest of the

Tieiit maiiU5c,ipts and the product, as we have seen, of Lupi's

82 See Solange Corbin, "Neumatic Notations, III: Central Europe-, in The New Grove Dictionary of
Music and Musicians (1980), esp. Figure 11. Corbin shows that central and eastern European
neumatic script, derived from Lorraine rather than 51. GaD prototypes, never took on the snarply
pointed extremities characteristic of the true German Gothic style known as Hufnagel.
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circle.S3 On the same basis, though, E's presence indicates that

fascicle 16 (and, because of their common paper type, 17 and 18 as

well) are aiiicng the c!der components of Trent 91.

IV.

Fascicles 19 and 20 are both independent copies of Ordinary

cycles similar to fascicle 7; both were, like fascicle 7, contributed

by scribes who 00 not appear elsewhere in the Trent corpus. But

these scribes, in contrast to the other ·outsiders· A and 0, did not

work on paper that Wiser and his assistants were also using: each of

their fascicles bears its own elaborate ·oxhead· design. (See

Illustrations 1.5 and 1.6, and Diagram 1.7.) The measurements of the

two different rastra used to rule these fascicles also disagree, as

noted above, with those of Wiser's usual rastrum traceable in most

of Trent 91. All of these circumstances suggest that fascicles 19

and 20 were not only copied but also prepared outside cf Trento:

they might, in other words, have been exemplars for Wiser, rather

than parts of his collection, if some special circumstance had not

given him possession of the originals.

Neither watermark in these two fascicles has been precisely

dated. But the ·oxhead· mark of fascicle 19 resembles that in some

83 See -A Source-CriticaJ Study-, pp.78-79. Wright also cites SCribe E's contributions to Trent 88
(ff.384v-386r: Gerber, however, sees this as WISer'S work) and Trent 89 (ff.57v-58r; numerous
other contributions could have been adduced from the same manuscript). WriQht dates the Trent
87 specinen as only slightly later than the main layer of the maroscript. This would if1"4)t)' that
SCribe E was involved in the colledior: for nearly as long as WISer; while no attempt has yet been
made (by Wright or in the present stud),) to work out a chronological ordering of his contriJutions.
such an exercise would. like the analysis of changes in WISer's hand, offer an important index to
the relative ages of parts of the collec:tion.
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Trento documents dated to the early or mid-1460s; it may, then, be

among the older watermarks in Trent 91.84

The present fascicle 19 seems to have beE'tl ~sse'11bled, in P~.~,

from the unused portions of another, older gathering. An initial

repertorial layer entered into that gathering must have included the

near-obliterated music on the present fascicle's front recto

(f.215r), apparently copied by the same scribe who later entered the

main contents of the present fascicle.8S (The facing leaf, which

might have contained the discantus part of the same composition,

was cut away and discarded.) The second bifolium of the present

fascicle contains, on its back verso, a setting of the hymn Urbs

beata lerusalem, which, since it also appears in Trent 90 86, helps to

confirm an early date for the paper and the original entries in

fascicle 19. Scribe G, who copied the hymn in Trent 91, may in fact

have contril--uted some other items to Trent 90. (See Table 1.8 and

accompanying Example.)

The principal contents of the present gathering is the

anonymous Missa Sig saId und heil, prefaced by an Introit Salve

sancta parens set with the same clefs and finals, which brings the

cycle into the special Marian genre known as the Missa de Salve. 87

Scribe F (see Table 1.7) set it down almost calligraphically; his

84 Chemeiii and Lunelli, Filigrane Trentine, p. 150 cites similar marks in the Innsbruck section of
the Trento Archivio vescovile principato (sezione latina) from the 1460s.
8S See Chapter Five's discussion of this piece, which David Fallows has identified as a work by
Touront.
86 The concordance is Trent 90, f. 330r (110.1041); see the discussion in Chapter FIVe.
87 Missae de Salve have been doaJmerted at major cathedrals of the Low Countries (Cambrai,
Tournai, Bruges) and were probably in use elsewhere as weD. Strohm indicates that Masses used
for this purpose at Bruges were cof1'1)iled from individual movements until close to the century's
end; Trent 91's, then, might be among the ear1iest fully cydic examples of the type. See Reinhard
Strohm, Music in Late Medieval Bruges (Oxford: Oxford University Press, 1985), p.23.
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script is strongly similar to D's equally professional in its

flourishes.

The watermark of fascicle 20 bears little resemblance to any

listed by Piccard, but its basic motif - an oxhead surmounted by an

elaborate crown - seems, on the evidence of his catalogue, to have

attained its Maximum popularity in the 1480s; probably, then, this

fascicle should be considered as one of the later portions of Trent

91.88 Its watermark may, in fact, resemble one of the designs found

in the Glogauer Liederbuch, a source also dated, usually, ca.1480.

The Liederbuch, a Silesian source, also contains clear parallels to

Scribe H's text hand (see Table 1.9), which shows the extreme

proclivity toward looped fQimS characteristic of east-European

bastarda script89 ; Chapter Four will show how the music Scribe H

copied, a Mass cycle, may further the idea of an east-European origin

for this fascicie. H left his work somewhat incomplete, so that

Scribe Iii, who here served as editor, had to fill in some part

designations and text. On several openings, notably that fer the

88 PIccard, Wasserzeichenkarterei, Vol. IL'3, Abteilung xv; see, for instance, no. 188, ca. 1481.
89 The Glogauer Liederbuch's watermarks have not yet been photographed, since the
manuscript has only recently been recovered from its wartime storage, but Heribert Ringmann, its
first editor, published descriptions of these which pttrmit some comparison. (See his -Das
Glogauer Uederbuch (urn 1480r, ZfMw 15 (1932),49-60. Ringmann was unable to find a parallel
for this design (fourth in his list of watermarks) in Briquefs catalcgue; Trent 91's mark has none
there either.

SCribe H's fonnation of h, b, d, and 9, shaNing a constant tendency to tum ascenders and
descenders into right- and left-sweeping ornaments respectively, finds dear parallels among
surviving examples of -Bohemian- script from midcentury. For co~rison with the Glogauer
li~rbuch, see .!~-sie Ann Owens, ed., Krakow, Biblioteka Jagie:lonska. Glogauer U6derbuch,
Renaissance Music in Facsimile, vol. 6 (New YorkILondon: Garland Publishing, 1986); almost any
folio exeo.rted by the main saibe shows some of these features. For a basic definition of the
~ type, see Joachim Kirchner,SCriptura Gothica Ubraria (Munich, 1966), Tabula 64a, bastarda
currens. Bohemia ca. 1469-75.

The two modem editions of the Glogauer Uederbuch are Herbert Ringmann and Josef
Klapper, ads., Das Glogauer Li8derbuch, Das Erbe Deutscher Musil< Vols. 4 and 8 (Kassel:
B~renreiter. 1936 f.), and Christian V~erlein. Das Gloga.uer Uederbud':, Das Erne Deutscher
Musil< Vols. 85 and 86 (Kassel: B~enreiter, 1981). (EDM 4- Deutsche Liederund Spielstiicke;
a- Ausgewahlte lateinis::he 5aae : 85-86- [remainder of the Latin-texted pieces].)
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initial Kyrie, Scribe H seems, specifically, to have left out his own

calligraphic initials in anticipation of others more elaborate still.

This might suggest that the Trent collectors obtained the fascicle,

possibly as a discard of some kind, from a collection far more

pretentious in its presentation than most of Trent 91.

v.

The linked fascicles 21-22 comprise a final subgroup within

the manuscript, again with Wiser as copyist. (See Diagram 1.8.)

While they use the same type of paper, with a "mountain" watermark,

as fascicles 16-18, their margin lines are much less heavily inked

in, and the ink used for both these and the staves is a lighter fUSt­

brown than in fascicles 16-18. These last two fascicles, then, must

have been prepared on a separate occasion.

Music and text in the main repertorial layer of both gatherings

match the staves exactly, implying a quick and orderiy copying of

the three Mass cycles there. Two songs. copied on the manuscript's

final pages, are easily recognizable as additions by Scribe E, who

used here the same grey ink as for his contribution to fascicle 16.

Scribe E's presence works, as in fascicle 16, to push the

copying date of these Masses back towards the mid-1460s, even in

the absence of good 'Natermark data. Also, Wiser's script and layout

here recall hls work in p':'r'!!(1!"'5 of Tr&nt 88 and 89 prcb~~!y from

that same period: his F-clef flourishes, for example, are stm

modest in comparison to those of the mid-1470s paraphrase

collection, and his mensuration signs are placed within the staff, as

in his earlier work. His conjunction of Mass cycles in a series,
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linking successive fascicles, is, too, a pattern familiai from Trent

90 and 88. And as subsequent chapters will show, the repertory

copied both here and in fasc!cles 16-18, which use the same paper,

fits comfortably with a composition data in the mid-1460s;

particUlarly some Vespers pieces in fascicle 17 show traits

suggesting even earlier origins, such as fauxbourdon-like centra

lines, parallel cadences, and a general absence of imitative

technique.

Assembling all the information now at hand - tentative

documentation of watermarks, script analysis, reconstructions of

repertorial groupings, and preliminary stylistic observations - we

can now put forward the following chrono!ogical summary for the

various components of Trent 91.

A, Fascicle 19 (single Mass Ordinary cvcle)

The paper itself may date from the 1460s, and an older layer of

repertory in the fascicle includes a concordance with Trent 90, a

manusciipt apparently completed ca.1460. The fascicie's main

contents were apparently added somewhat later, but it can still be

considered as one of the oldest parts of Trent 91.

8. Fascicles 20-21 (three Mass Ordinary cycles) and 16-18 (Vespers

"sub-many script")

While the "mountain" watermark design found in both these

preparation groups has yet to be dated precisely, similar marks are

most frequent in Trent archives during the mid-1460s; another

"mountain" design in Trent 89 has been dated by Saunders to
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ca.1466.90 ·:J:.:;ar's script, e~pecially in fascicles 21-22, matches

samples datable to approximately that same period. The presence of

additions, in both collections, by Scribe E, who was already active

ca.1440, arguesag.~nst any much later date, as do stylistic features

of the repertory itself, particularly in the Vespers collection.

However, fascicle 18, which begins with a Sequence simiiar to

those in the later paraphrase collection of fascicles 8-15, may have

been used some time after the others within this group, perhaps

concurrently with fascicle 10, which contains a single sheet of

"mountain" paper and also records paraphrase repertory congruent

with that in the later collection.

C, Fascicles 1-5 and 7 (Mass Ordinary settings)

As shown earlier, the two firmly datable pieces in Trent 91 are

copied into these fascicles. One, Busnois's In hydraulis, sets a

terminus post quem fer them at 1468, and the appearance, as a iater

addition by Wiser, of Perfunde caeli rore, composed in 1473,

suggests that year as an approximate later limit for the first layer

of entries by Scribe A. Preliminary evaluation of watermarks

suggests the same span between 1468 and the mid-1470s; as the

following chapter will show, watermarks in the concordance for In

hydraulis in Munich 3154 (a reading closely re:ated to its Trent

counterpart) confirms this estiiiiate.

90 See Saunders, "The Dating of the Trent Codices-, p.91.
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p, Fascicles 6 (Mass Ordinary) and 8-15 (cham paraphrases)

Saunders identifies the scale-1 mark in fascicles 6 and 8-10 with a

Piccard example dated ca. 1468, while relating the scale-2 design in

fascicles 11-15 to a Trento document dated 1480, Given the

repertorial continuity between the two groups, however, Spilsted's

archival dating of the scale-2 mark to ca,1475 represents a more

reasonable average fOi both groups. Wiser's script throughou~ the

eight fascicles displays the exaggerated flourishes and other

mannerisms identifiable with his style after ca.147391 , and

characteristics of the repertory itself, such as the fluent use of

imitation in the paraphrase items, accord well with an idea of both

compositional and copying dates ca. 1475.

Support for the order of components presented thus far may be

drawn from the inclusion of a single sheet of the -mountain- paper in

fascicle 10, which othel".'\fise uses the scale-1 paper type: a scribe

would have used u~ the last remalni~g sheet of an old paper supply

as he prepared fascicles otherwise of new paper, rather than taking

up a new type of paper while still preparing fascicles frcm an older

supply,

E. Fascicle 20 (single Mass Ordinary cycle)

The basic design oj the watermark in tnls gathering became most

popular in the 1480s, and it may one of the youngest in Trent 91,

dating from ca.1475 or later. Its resemblance to a mark in the

91 An approximate date for WISer'S late style. as remarked above. may be inferred from his work
on Perfunde cael; rare.



Silesian Glogauer Liederbuch, from ca.1480, may also prove

significant, since both the scribe's hand and the music he copied (to

be discussed in Chapter Four) have associations with the eastern

reaches of the Empire.

The boul'.u u,dar of Trent 91, then, does not at all reflect the

relative ages of its components. The younger material, in divisions

C and 0 above, was placed first, while the older material, in

divisions A and 8, followed, divided by what is possibly the

manuscript's youngest materia! in division E. Such marked disparity

between the bound order and the chronological ages of the

manuscript's components implies that some deliberate ordering

process determined their final arrangement. The following section

will take up this Question. examining its significance not only for

Trent 91, but for the Trent collection as a whole.

Repertoria! Order in the Tient Codices

As we have already seen, two mutually opposed trends of

opinion about the origins of the Codices have given rise. in scholarly

writings. to two different scenarios of their creation. According to

the "Italian" model, the collection was compiled primarily by one

man, the priest Johannes Wiser, who was motivated by his needs as

a music teacher at the Cathedral School in Trento. Wiser is thought

to have done this work within a very short period of time, a decade

or less, within Trento itself; he is also thought to have acquired his

exemplars largely on his own initiative. capitalizing on the wide

variety of sources that became available to him as the result of his

S9



60
residence on a busy European trade route. The "Austrian" scenario

instead puts this same priest, Wiser, in the employ of the Prince­

Bishop Hinderbach, ruler of Trento. In this view, the collection may

be seen as accumulating more gradually, over much of the two to

three decades in which Wiser could have worked for Hinderbach, and

as deriving primarily from the musical establishments in Vienna and

Wiener Neustadt, wr,ere Hinderbach (and, through him, Wiser

himself) had connections at the Imperial Court.

The present study advances what amounts to a revised version

of the "Austrian" hypothesis. This theory, relying on the recent wJrk

of Peter Wright, lays new stress on the large number of Trent

contributors other than Wiser, who may be, to some extent,

identifiable with a circle of musical amateurs in Trento. While

conceding that some of Wiser's work on the collection was

completed before 1465, during his tenure at the Cathedral School,

the revised theory goes beyond even the traditional version of the

"Austrian" modei in assigning more importance to Wiser;s activities

after 1465 - when he may, along with some of his fellow­

contributors to the collection, have had opportunities to accumulate

repertory while travelling in the service of the Prince-Bishop. With

the information just gathered concerning Trent 91, we can now

proceed to test the valid;ty of the revised "Austrian" hypothesis. In

two fundamental respects, it proves to explain quite efficiently tht:

characteristics just uncovered in this single manuscript - and to

apply, potentially, to much of the rest of the Trent collection as

well.
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First, it seems clear, even through the approximate and

provisional chronological information offered in the preceding

section, that parts of Trent 91 are considerably later than even the

most generous estimates for the completion date of the Codices

allowed by the -Italian- hypothesis. That theory, as explained above,

sees the bulk of the collection as having been completed by 1465,

with the supposedly la~9st additions (such as In hydraulis, in

Scribe A's collection) in place by ca.1470, or at any rate before

1475. Apparently, though, the collection that became Trent 91 was

scarcely begun in 1465, and was still growing well into the mid­

1470s, if not even later. Thus it could have had little to do with

Wiser's activities at the Cathedral School, which according to the

-Italian- hypothesis provided his main motivation to copy music.

Given this new evidence, and bearing iii i:iiiid the other weaknesses

of the -schoolmaster- contention (already discussed in the chapter's

first section), we should now be asking just how much 'Nisei's

duties as magister scolarum could have had to do, in fact, with any

of his copying activity. The revised -Austrian- hypothesis, here, can

provide a more realistic motivation (membership in an amateur

performing circle - one doubiing, perhaps, as the Prince-Bishop's

private cappella ) as well as a more appropriate chronological

framework for Wiser's involvement with the collection.

The concept of an amateur circle of scribes and contributors

also accords well with the present account of Trent 91 as a post

facto assembly of diverse compor.ents, gathered over a considerable

span of time, and bound without respect to the chronolCf of their
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copying. This new fOFmuiaiion, too, questions certain IOilg-standin{;

assumptions about the Codices.

Much writing or. the later Trent Codices rests upon a belief

that the four large volumes we now have represent, in some sense,

the goal of the collection activity: Wiser (as the single leader of the

enterprise) is assumed to have envisioned his work, from the start,

more or less in its present format. To this end, he is said to have

collected, in each instance, ·enough material for a codex· ,92 and then

to have bound it more or less in the same order in which he had

copied it.

This concept is workable enough with regard to certain parts

of the collection. A large part of Trent 90, for instance, was (as

Bent has shown) copied continuously in its present bound order, from

the single exemplar Tfent 93*.93 Gerber has demonstrated, too, that

substantial portions of Trent 88 were most likely copied as they

presently stand.94 But for other portions of these manuscripts, and

for the whole of Trent 89, which is made up almost entirely of

independent fascicles,9S the idea of continuous copying is much more

difficult to defend. And for Trent 91 J as we have seen, it fails to

work at ail: when its older portions were copied, their binding with

92 See Spilsted. -Codex Tridentinus 93-; ~.1 08-117. ~ntj C'-.erber, "Transmission and
Repertory-, p.40.
93 Bent discusses the contiooity of WISer'S procedure ~~ T:,c~~: iii ....VIS&f' at Work-, p.93.
94 Gerber (Iransmission and Repertoryj provides good evidence that the initial and central
portions of Trent 88 were copied essentially as they stand. She makes this. however, a principle
for the formation of the Codex as a whole, and so does not fully follow up the i"l)flCations of
fascicles such as no.9, which clearly belongs to a preparation group seen again only rTlJCh ~er"
in the rnanusaipt, in fascicles 15-21 .
95 In Trent 89, approximately h:--If the fascicles are independent copies of Mass Ordinary cycles,
with front recto a."'ld back verso either left void or filled in with obviously later additions.
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its later portions, which are at least a decade younger, could hardly

have been foreseen. Trent S1 must have remained for some time, in

other words, in an unbound state - a state equally easy to envision

for the other portions of the Trent Codices which do not fit the

continuous-copying model.

If the Trent Codices were in fact compiled by a group of

collectors working together, as the revised wAiJstrianWhypothesis

suggests, this is just the situation to be expected. The n~hJral state

of their collection, gained piecemeal and at a leisurely pace, would

have coincided with the units just delineated within Trent 91: either

individual fascicles, or small groups of fascicles linked in wsub­

manuscripts· (the latter possibly copied in long stretches from pre­

existent larger collections, in the Trent 93*·90 pattern). Both

these formats (particularly the independent fascicles) might,

further, have proven convenient for performance by three or four

singers within the group.

During the relatively protracted process of assembly, these

units could have been organized by WstackingWthem together, or

otherwise joining them in some provisional fashion. Organizational

control over the whole could then have derived, in large part, from a

good memory on the part of just one person (Wiser), or perhaps

accumulated - and the music in them had, after a period of use, lost

some of its novelty • the collectors would have found this

provisional system awkward. They would have seen a need to store

their holdings, in effect, by binding them together into a book. If
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they in fact performed this operation every few years, they would

have ended up with just what we now have: a set of volumes whose

paper types and musical contents fall into an approximate but still

clearly discernible chronological sequence. Some sections - copied

not too far apart in time - would be on similar paper; some overlap

of these papers would, further, occur between volumes, for the

storage operation might take place while a certain type of paper was

still in active use, leaving unbound some of the fascicles most

recently copied.96 The finished books would remain, though, only a

post facto compilation of copies that saw their main period of use

in quite another state. (The fragments surviving in the collecti?n

Trent 1947 1-6 are a reminder, too, that there may have been even

more music available, but not chosen, for binding - partic'Jlarly on

the secular side of the repertorial spectrum.97 )

The revised -Austrian" hypothesis, then, appears to hold some

promise as a means of explaining the configuration of Trent 91, and

oi clluch oi th6 Trent coiiection in generaL in the foiiowing

chapters, we will see if it can gain further support from the

Codices' repertory itself. Before turning to that project, however,

let us consider further another issue profoundly connected with any

96 Overlap of this type ocaJrs between Trent 90 and Trent 88, and between Trent 88 and 89,
constituting a key factor in the chronology now accepted for them. It was first nctad fr" Masukata
Kanazawa. "Music for Vespers in the Fifteenth Century-, Ph.D. dissenation. Harvard University,
1966.
97 Trent 19471-6 consists of six small units of music: 1947-1 is part of a liturgically mixed
plainchant cor.ection (whose exact provenance has not yet been detenninecf),1947-2 has organ
tablatures. 1947-3 is a fragmentary printed discantus partbook. 1947-4 has various French and
German secular items. a'ld 1947-5 and 6 are again fragmentary prints. The whole is USlOaIy dated
(because of the prints) somewhat later than the Coaices, ca. 1480-1!12t'. but the~ c-f tM
fourth fragment is possbly identical to Gerber's SCribe II, who added a single item to Trent &3.
ff.7Ov-i1~. (See "Transmission and Repertory-, p.25.)



65
discussion of the manuscripts' origins: that of repertorial order in

the finished Codices.

The Trent collection has many times been described in

unflattering terms as regards repertorial order - ·miscellany· being

perhaps the most tactful expression applied to it.98 To a great

extent, this evaluation rests upon the widespread assumption just

addressed above: that the Codices are continuously copied, in the

format and order we now see. Sometimes, such assumptions result

in evaluations of individual Trent volumes as the inferior

counterparts of other surviving sources of fifteenth-century sacred

music demonstrably planned and executed in their piesent form - of

the Gaffurius Codices, for instance, or of the Modena choirbooks.99

These comparisons prove unprcdiJctive because they are

fundmentally unjust. Most other surviving sources of sacred music

from the period were designed for professional singers working in

formal establishments, and consequently maintain a fairly high

standard of orderliness, arranging music by geiiie, accoiding to iis

liturgical use, or even by composer. Since the Trent manuscripts

were never associated with any truly professional performing group,

they cannot be expected to resemble the cources such groups left us,

in terms of consistent applications of ordering procedu~es.

98 See, for instance, Bonettfs citation of Dr. Clemente Lunelli's corrvnent, which she uses to
open her discussion of the Codices: ·Sono un vero pasticcio: (-La cappella del Duomo di
Tremo·, p. 116.) Hamm's evaluation (in ·Interrelationships between MatlJSCripts and Printed
Sourcesj is also representative: ·Coherent, overall organization of contents is foreign to them"
99 See, for instance, Charles Hamm, -Manuscript Structure in the Dufay Era·, AcM 34 (1962),
160-184, where the earlier Trent Codices 87 and 92 represent a class of randomly compiled
sources, reflecting onfy ,he availability of fascicle-manuscripts·, versus other sources which
group their contents delibGrat61y.
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More often, though, an assumption that the Codices were

copied as they stand today leads writers on an opposite tack: the

volumE1S are seen as completely unplanned entities, divorced from

any idea of practical use, and instead copied start-to-finish, as

music became available for inclusion, with little or no editorial

selectivity exercised in the process. IOO This idea; too, is

unproductive, for it is contrary to common sense. Far from

comparing the Trent collectors with professional musicians, it

relies, instead on a notion that they were guided by some special,

presumably -medieval- or -humanistic- mentality whereby sheer

possession of copied music was a goal in itself.l0l For if the

scribes, having once gone to the trouble to copy pieces, planned on

finding these and using them, in any practical sense at all, at some

future point. it seems unlikely that they would have wanted to

maintain the copied order of their work in binding, even assuming

they could have reproduced this: five thousand pages of cantus

collateralis ordered on no other basis would surely have been as

much of a nightmare for them as for us. Thus, while the finished

Codices may not have been the goal of the Trent collectors' activity,

in the same sense that the Milan or Modena choirbooks were the

intentional creations of their compilers, any idea of their use for

practical music-making implies that at least a minimal degree of

editorial selectivity and ordering went into their assembij.

100 See, e.g., Bertran E. Davis, ad., The Collected Worlcs of Vincenet. Recent Researches in
the Music of the Middle Ages a"!d Early Renaissance, vo!s. 9 and 10 (Madison, Wi.: A.R. Editions,
1978), Preface, p.xii; Davis places the Vincenet Missa Sine nomine in a -newer layer" of Trent 91
than the Missa 0 gloriosa becaJse it happens to appear farther back i!'1 the manuscript
101 See especially Staehelin's interpretation of the Codices (in "Trienter Codices und
HurnanislT1Jsj as lein] Ausdruck eines spezifisch ~rnanistischen Sammeleifers-.
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In three of the four later Codices, in fact, an intentional

o·v'erall organization along liturgical lines is quite readily

apparent. 102 Trent 91 and the earlier Trent 88 use a governing

scheme shown in Table 1.10. Sorting out original layers of repertory

from later additions, and applying a bit of generalization, we can see

that both manuscripts begin with cycles and individual items for the

Mass Ordinary continue with Mass Proper cycles and Vespers pieces,

and then close with a supplement of Ordinary cycles, mostly copied

into single fascicles. (In both manuscripts, inter-fascicle additions

confirm that these schemes were created at least in part by the

original scribes themselves, although later rebinding, as we have

seen in Trent 91, may have distorted them to some extent.) Wiser's

first manuscript, Trent 90, is similarly ordered: its first fascicles

present Mass cycles in the old-fashioned format of its exemplar

Trent 93 (a formally structured collection probably produced outside

the Trent amateur circle), with movements in separate sections, and

five gatherings' worth of miscellaneous Office material then lead,

on the Trent 88 model, to a further series of Mass cycles. Even the

exceptional fourth case, Trent 89, tends toward a similar plan in

that it keeps its non-Mass items together, bunched into three groups

of three fascicles each, amidst its prevailing sequence of Mass

cycles in separate gatherings.

But thasa liturgical outlines, while unmistakably present, are

very general, so that many aspects of order in the Codices r~uire

102 Johannes Lupi's probable holdings, Trent 87 aoo 92, rrost be considered as a separate
problem, since they underwent at least one rebinding proceSS at some earty point in their history.
and have lost all but the most approximate outlines of generic or liturgical organization. .
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further explanation. Something other than liturgical considerations

must have dictated, for instance, that the first fascicles of Trent 89

should be where we find them, rather than in the last third of Trent

88, which uses interchangeable paper; similar kinds of reasoning

must have led to the creation of Mass ·appendices· for both Trent 88

and Trent 91, rather the inclusion of all their Masses together

within the front portion of each manuscript. Since simple liturgical

or generic considerations do not entirely explain the clearly

intentional orderings we find, then, it seems necessary to

hypothesize that the Trent collectors considered something like the

origins or the stylistic affiliations of the pieces within their

independent fascicles and ·sub-manuscripts·, as they ordered these

for placement within a permanent binding.

Certainly some such postulate is Gssential in any a~tempt to

make sense of the layers of later additions to the manuscripts, by

any account one of the most striking and perplexing features of the

collection. In the fourth fascicle of Trent 91, for instance, a Te

deum and a Credo stand beside a Latin-texted secular motet and a

song contrafact; in the sixth, a song contrafact, two Sequences. and

a Communion follow a Mass cycle; in the last fascicle, two secular

songs set down without text form a postscript to three Mass cycles.

The generic confusion of passages like these must make us wonder,

at times, what the Trent scribes could have thought they were doing.

It is probable. of course, that many additions were made

simply because space was available for them in manuscripts already
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bound.I03 This seems to have been the ~se, for instance, with the

chant paraphrase items (including the Sequences and the Communion

mentioned above) sprinkled through the first fascicles of Trent 91;

these, as Chapter Two will show, are adjuncts to the larger

pararhrase repertory copied into fascicles 8-15 of the same

collection, although they seem to have come to Wiser's attention too

late for inclusion theie. To keep track of additions of this type, the

coll6Cturs could have ielied on something like a tabula for each

finished manuscript. Such a list in fact survives for one of Lupi's

volumes, Trent 92, because it was bound in with the music; others

like it, governing Wiser's portions of the collection, could have

remained unbound, and so perished in the course of time. These lists

would have been geared to page numbers or gathering signatures

subsequently trimmed away in the rebinding process that evidently

took place between the fifteenth and the eighteenth centuries.I 04

A tabula system would, however, have proven cumbersome in

certain respects. it wouid, for one thing have required constant

updating, since additions to the collection were apparently quite

frequent; the list governing Trent 92, in fact, fails to reflect the

103 Completely ef11)ty fascicles (made from a single kind of paper, not used elsewhere in either
codex) bound into both Trent 87 and Trent 92 even suggest provision, at the time of binding, for
entries to be made later, since very few blank leaves remained elsewhere for that purpose. see
Wright, -A Source-CriticG: St~y-, jjp.S2-~

104 see Ward, ~Trent 92-1-, p.xxx, and Wright, -A Source-CriticaJ Study-, pp.65-67. The index in
question replac3d a precursor (also bco..:nd into the volume) which governed Trent 92-1 alone:
comparison of the two shows how additions accuroolated.

Gathering signatures do exist in Trent 92-1 and in parts of Trert 87: these are disaJssed by
Ward and Wrigtt. (Wright also cites an old folio f1Jmber partially visible in Trent 92-11, '.144-; see
-A Source-eritical Study-, p.7.) Spilsted rCodex Tridentinus 93-, p.1 '5) cla!ms!hat some were
legible in Trent 88 (and refleded the bound order of the manuscript) when he saw it, although
either mildew or restoration has now reduced these to blurs: Gerber, who worked with the
restored manuscript, mentions no signatures.
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final layer of additions there. But more importantly, it would have

been difficult to apply to the collection in its unbound state - and at

least some of the secondary and tertiary layers in the manuscripts

surely predate their bindings. It seems natural, then, to presume

that the collectors often entered new music - particularly when

they had a range of unbound and still partially empty fascicles to

choo~e from - according to the same principles tha! eventually

guided them in combining their fascicles and sub-manuscripts into

books: pieces related in origin or in stylistic characteristics

belonged toether. With this kind of system, one or two good

memories could have continued to exert organizational control over

the collection. despite the frequency of additions there.

The following study. then, will begin with a proposition that

repertorial order in the Codices. as they stand today, reflects to

some extent their creators' perception of its significance. (As noted

above, though, the preservation of the original fifteenth-century

order shouid be confirmed by fascicle-bridging entries, given the

possibility of its disturbance in later rebindings.) For unlike the

-Italian- hypothesis, w~iic~, tends to view the Codices as hastily

assembled in an unlikely place. the modified -Austrian- hypothesis

advanced here encourages their evaluation as the work of real

connoisseurs with some musical skill and taste, and with the

opportunities, moreover, to obtain music in several eminent centers

of production and performance. In this analysis, the arrangement

these collectors finally chose for their vast holdings can amount to

a kind of mapping of the musical world they knew - to a point. at
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least, where it merits far more serious consideration than it has yet

been given.

A Plan for the Study of the Trent Codices

The following four chapters will turn from the general

discussion of Trent 91 's origins to a closer study of the repertory

the manuscript contains. This repertory will b9 approached, to some

extent, in terms of the ·sub-manuscripts· delineated above on

paleographical grounds, but considerations of genre will also play an

important role in its analysis.

In the following chapter, we will first turn to the large

paraphrase repertory preserved principally in fascicles 8-15 of

Trent 91 This repertory, as will become evident, provides specific

support for the ·Austiian· hypothesis of the COdices' iormation, for

the chants on which it is based were those used, in all probability,

at the Imperial Court. By demonstrating that the Court wa~ in fact a

center of sophisticated poiyphonic composition, as well as

polyphonic practice, the paraphrase repertory lends new credence to

the •Austrian· idea that it was also the center of musical life for

the Trent collectors, inclUding Wiser, who may have journeyed there

in connection w1th his employment by Ui ...~ ... ,....... ,..h
......... '11;;1..,0."'11.

The third chapter will then take up Scribe A's collection in

fascicles 1-4, which will be shown to reflect, by contrast. the

musical culture of northern France and Burgundy. This repertory
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reveals special ties to the work of Johannes Martini, a Flemish

composer who may have spent some time within the creative circle

at the Imperial Court. The fourth and fifth chapters will then

address Trent 91's collection of unique, anonymous Mass Ordinary

compositions. All of these, as will be shown, are traceable with

some certa:!'lty tC' t~e same Imperial Court composers responsible

for the paraphrase repertory covered in Chapter Two, reflecting

their distinctive applications of compositional techniques derived

trom the larger world of Franco-Burgundian music. In both of these

discussions, Martini's name will emerge once again: as we will see,

he may have participated in the particular traditions of Mass

Ordinary composition embodied in Trent 91, and may, further, have

carried something of these traditions. through his own work, back

into the mainstreaM of musical development in Itaiy and western

Europe.

In summary, this study aims to show that the "Austrian"

hypothesis of the Codices' origin is not only valid, but is necessary

to the proper appreciation of their significance. Trent 91

particularly, in this view, proves to be no mere miscellany of the

century's overall trends, but rather a specific and carefully ordered

record of the chief musical developments at the Imperial Court

during the later 1460s and early 1470s. And those developments in

themselves, as the following discussions will demonstrate, played a

far more significant role in the development of the whole of western

music during the fifteenth century than has yet been recognized.
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Chapter Two:
Plainchant Paraphrase Compositions in Trent 91:

Trent, Passau, and the Imperial Court

Most of the pieces prec;erved in Trent 91 are not, in the

strictest sense of the term, original compositions. Thay are,

instead, arrangements, or paraphrases, of ecclesiastical chants,

designed for use in the Ordinary and Proper portions of the Mass, and

in the Offices of Vespers and Matins. The purpose of this chapter

will be to examine these works closely for the first time, to

determine their stylistic characteristics, and, principally, to

establish for them a new and somewhat surprising historical

relevance.

Paraphrase te-chnique is one of two major approaches to the

use of preexistent chant material in the fifteenth century,1 the other

1 The practlca of aj'i'angiilg compieie chants in polyphonic settings (rather tt-.an just portions of
chants, as in organa! practice) began more or less with the century, and princ:ipaIIy in England.
The earliest exarT1)les are to be found in fragmentary English maooscripts of the late fourteenth
and ea.1., fifteenth centuries (e.g., LoBM MS Sloane 1210, with a single hymn setting). The
hymns of the Apt rnaroscript, ca. 1400, QI'6 the earliest continental examples, but failed to start
any widespread trends there. The Old HaJJ rnaru;cript (with repertory ca.141 0 or eatfl8r, copied
ca. 1420) has a sizeable paraphrase coUection, consisting of Ordinary chants set in conductus-like
fashion with the caf\tl.JS firrros as middle part. Other English sources (e.g., the Fountains
Fragment) then add to this repertory, expanding its range of chant subjects and paraphrasing
techniques to the point where midcentury collections (the Egerton, Pepys, and Ritson MSS)
consist largely of paraphrase compositions in aliliturgic:aJ genres; in general, interest in these
persisted longer in England than on the western continent. (See Margaret Bent, "Sources of the
Old Hall Music", PRMA 94{1967-68], 19-35, and Andrew H~hes and Margaret Bent, "The Old
Hall MS: A Reappraisal and an Inventory", MD 21 ('967),97-148, and Ann Besser Scott,
"Coherence and Calculated Chaos: the English Co~rs of Modena, Biblioteca Estense
A.x.11 (lat. 471 )," Ph.D. diSS9f1;:rtw,n. I.!,,!v~rs!!y ~~ Ch:cagc, ~g~; CCmpGi6 also ~dgdf S.
Sparks, Cantus Firrros in Mass and Motet [los Angeles: University of California Press, 1963],
Chapters One and Two.)

Paraphrase technique reintroduced on thf:t continent about 1420, QUic:kly reached a vigorous
maturity in the earty works of Oufay, Binchois, Uebert, Janue, and others of the same generation.
These composers replaced the conductus-style approach favored in ear1y English practice with
free melodic elaboration of the chant in the discanttJs iiOG; their rTlJSic is preserved in sui;h
sources as BL, ModS, Aosta, and the earlier portions of the Trent collection itself. (see Sparks,
Cantus FirTrllS, Chapter Three, and David Fallows, Dufay [London: Oent, 1982], Chapter 11, the
best discussion of this paraphrase type presently available.
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being cantus firmus technique. A cantus firmus composition, such

as a Mass or a motet, uses its preexisting material as scaffolding

for an extended essay in free composition. The borrowed material ­

which often comprises only an excerpt from a chant, as in the case,

for instance, of the Caput melisma - is usually placed in the tenor;

there, it acts as the organizational basis for the newly composed

voices, which dominate the actual sounding result. Paraphrase

composition has a contrasting aim: like the four-part chorale in a

later age, it merely presents traditional service material in a

modestly ornamented polyphonic format. To this end, the whole

chant is placed in a texturally prominent position (usually in the

discantus, but sometimes in the tenor 2), .with melodic additions

(cadence formulae, for example) and alterations (such as the

excision of very long melismas) applied to bring it into line with

fifteenth-century melodic style and syntax, while two or three

(occasionally four) newly composed parts supply ....'hat amounts to a

harmonization. Then as now, such compositions were evidently

considered modest, utilitarian affairs, and were seldom signed with

their composers' names. All of those in Trent 91 are, as a result,

anonymous.

As Chapter One showed, the chant paraphrase compositions in

Trent 91 are concentrated in fascicles 8 through 18 of the

2 Early English chant settings favored a central- or Iower-part placement of the preexisting
melody. with minimal omamentation. while sflghtly later Burgundian settings tended to use it in the
di~ntus, with the ""Ore generous melodic omaments which, strictly speaking, constitute
paraphrase. The Trent 91 repertory is. in general of this second type; tenor placement of the
chant is less usual. However, later German paraphrases. such as those in the choirbooks Jena 35
and Weimar A, often revert to si~, low-voice presentations resembling tl"'.e English type.



distinguished by paper type, by style of compilation, and by

repertorial emphasis. Fascicles 8 through 15 use paper with two

-scale- watermark designs, dating probably from the mid-1470s, and

were filled, for the most part, rapidly and contnuously; Diagram 1.5

shows how, in their original ordering, music for the Mass Proper in

fascicles 12 through 15 led to a Marian collection in fascicles 11, 8,

and 9, which was later overlaid with Mass Ordinary settings (copied

in a second round of activity) which extended into fascicle 10.

Fascicles 16 through 18, made with the -mountain--marked paper

probably from the later 1460s, are by contrast a Vespers collection,

copied (as shown in Diagram 1.6) in several small increments.

This chapter will focus exclusively on the first and larger of

these paraphrase collections, that in fascicles 8 through 15. It will

be concerned chiefly with the exploration of a new discovery

concerning these works, a discovery which binds them together into

a single laige iepertory: the chants arranged in paraphrase there all

belong to the rite of the Diocese of Passau, which in the fifteenth

century comprised most of present-day Austria. With a high degree

of probability, then, the paraphrase compositions themselves are of

Austrian origin.

Claims of this type for an exact match between a given chant

rite and a given body of paraphrase compositions are usually

piOblematic for two main reasons. First, it is diffiCUlt to define

precisely the melodic content of a particular local chant tradition;

second, paraphrase technique - which is, after all, a form of

stylistic translation - has a strong tendency to disguise a chant

prototype through melodic ornamentation. In the present case,

75
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though, both of these difficulties are moderated by special

circumstances, making possible a clear line of argument.

Musical definition of the Passau rite, on the one hand, is

greatly aided by the existence of two prints from the early sixteenth

century: a Gradua/s (1511) and an Antiphona/s (1519).3 Despite the

sizeable chrono!ogical distance between these sources and the Trent

collection (a problem to be addressed in a moment), they provide a

more useful basis for paraphrase analysis than might most

manuscripts. They amount, in effect, to an intentional and formal

definition of the Passau rite's melodic content, issued with the

sanction of the Diocese's highest authorities;4 manuscripts, usually

complied for the use of individual institutions, do not as a rule

profess this kind of explicit authority with regard to an entire

regional rite.

The problem of ornamentation in paraphrase, on the other hand,

is largely sidestepped iii the particuiar variant of the technique USed

by the Trent 91 works. Often called contrapunctus tractus, 5 this

styie relies upon a simple presentation of the chant melody,

3 Both prints are now available in magnificent facsimile editions. See Christian Vaterlein, ed.,
G,aduaJe PatavierJS6 (Wl8n, 1511): FaksimiJe and Antiphonale Pataviense (W~'7, 1519):
FaksimiJe, Das Erbe Deutscher Musik, vots. 87 and 88 (KasseVBaselllondon: Barenreiter, 1985
and 1987). These facsimiles were made from prints preserved respectively in the Austrian
National Ubrary (S.A.79.A.4) and the Bavarian State Library at Munich (Res. 20 Uturg. 11e). Both
were printed by Johannes Winterburger of Vienna.
4 See the verso of the title page to the Graduale, where the printer (Winterburger) specifies the
p!'~ject's a1m ct =et::::~ ~~ iag-..laf,zii.w ~assau uSc ij-lioughoui ihe geographicaiiy iarge
diocese.
5 The term derives from German theorists of the sixteenth century; see, for instance. Gallus
Dresslerus, Praecepta MusicaB Poeticae, 15631641, p. Sf.. DisaJssions of the style may be found
(to select few examples) in Hermann Zenck, -Grundformen deutseher Musi<anschauung- and
-Die Musik in Deutschland von 1450 bis 1550-, both in his HZ': Numerus und AHektus (pp.19-36
and 37-54); in Martin Staehelin, De' GrOne Kodex de, V'tadrina: Ene wenig beac";t~t~ Vue/Ie zur
Musik des $pAten 15. und frOhen 16. JahrhundBrts in Deutschland (MainzlWl8sbaden: Stainer.
1971), passim.; and in Martin Staeheiin, Die Messen Heinrich Isaacs BemlStuttgart: Paul Haupt,
1977), vol. 3, pp.l9-20. and in Vatertein, Das Glogaue,UedBrbuch, p.344.
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consistently using longer values than those in the accompanying

parts. Sizable stretches of breves and longs in the chant-bearing

voice result. These can be readily compared to the melodies

presented in the two Passau prints - and found, in the majoriLY of

cases, to match nearly perfectly. Illustrations 2.1 a and 2.1 b, which

juxtapose a sample chant-baaiing line (from the antiphon 0 (Iorens

rosa ) with its proposed prototype in the Passau Antiphonale , show

how even the ligation patterns used in the chant reappear in the

polyphony: such shared configurations strongly suggest that both

the paraphrase composer and the printmaker, although they worked

some forty years apart, drew upon closely related sources. Table 2.1

shows the Trent 91 paraphrase pieces aligned with their proposed

sources in the Passau rite, and indicates the degree of congrlJerlce

found in each case.

Before leaving Trent 91 's second paraphrase repertory - which

will not be discussed further in this chapter - it is worth observing

that a preliminary evaluation of car.tus firmi in the hymns copied

there supports the thesis just advanced for the pieces in the first

paraphrase collection, in fascicles 8-15: the Vespers collection too

appears to be of lower-Austrian origin.6 Since the melodies upon

which its hymns are based are not included in either of the Passau

prints (although the Antiphonale gives incipits for their texts7),

6 Two meiodies, the Marian Antiphon Salve regina and the Dedication hymn Urbs beata
ierusalem, are set in both collections. (see appropriate Diagrams.) In both cases, the Vespers
collection uses neumatic notation for the cantus firTnJs, while the larger collection has normal
white notation. No substantial melodic variants, however, exist in either case, further supporting
the idea of closely related, though not identical •origins for the two collections.
7 The AntiphonaJe gives incipits, for instance, for bullet celum Iaudibus at First and Second
"aspers in the Common of Apostles (Ii .245r, 249v). or for Urbs beata lerusalem at the same
points in the Dedication observance (ff.239r, 244v).



arguments concerning them cannot proceed in quite the same

fashion. However, Table 2.2 shows that the majority of their

melodies, as we!! as their texts, can be correlated with the

fourteenth-century Klosterneuburg Hymnary, a manuscript published

by Bruno Stablein as a representative of Austrian practice, and

traced by him to Klosterneuburg itself - a city just east of Vienna,

and similarly part of the Diocese of Passau.8 On this evidence, most

of Trent 91's hymns could have been used in the Passau rite, along

with the pieces in the larger collection; certainly all of their texts

appear in manuscript and print presentations of the Passau Breviary

from the early fifteerth century on.9

The potential significance of a Passau prove:1ance for Trent

91's paraphrase collection is readily apparent. At the end of the

fifteenth century, the huge Diocese of Passau included the

heartlands of the Holy Roman Empire - the city of Vienra itself, as

well as the nearby fO:1ress-pa!ace of Wiener Neustadt, a ~~!!1clpa!

seat of the Hapsburg Emperors prior to about 1480.10 Hence, as

Gerhard-Rudolf Patzig established over thirty years ago, it was

8 See Bruno 5tablein, Hymnen, Vol. I of Mo"urnenta Monodica Medii Aevi (KasseVBasel:
Barenreiter, 1956), pp.209-247 (edition) and 565-578 (discussion of the source's provenance).
The Table also locates some of Trent 91's hymn melodies in the last portion of the Codex
Specialnl'k, and in a Psalter from Pressburg, near the Austro-Hunganan border; these may be
consulted in B. Rajecky, MelodiatUm Hungariae Medii Aevi (Budapest,1956).

Table 2.2 is based, with some modifICations, on the camus finnus identifICations given in Tom
R. Ward, The Polyphonic Off1C6 Hymn, 1400-1520: A Descriptive Catalogue (Rome: American
Institute of Musicology, 1980), which incorporates Ward's earl:er dissertation study, "The
Polyphonic Office H)mn from the Late Fourteenth Century Until the Early Sixteenth Century-,
Ph. u. oissertatlOn, university ot Pittsburgh, 1969.
9 See the Tables of Off;ce orders given in Georg-Hubertus Karnowka. Breviarium Passaviense:
Das Passaue, Brevier irn MittelaJte' und die Breviere de, aJtbZyerischen Kirchenprovinz,
MQnchener Theologische 5tudien 44 (Erzabtei 51. Ottilien: Eos. 1983), pp. 318-326.
10 The city of VI8Ma was made a nominally separate diocese in 1469, but this seems to have had
little. if any, effect upon its liturgical practice; see VaterJein. GraduaJe Pataviense, Preface, p.v.
Wiener Neustadt remained part of Passau until 1784.

For a disaJssion of the lrJl)erial Court's residence at Wiener Neustadt c1Jri.'1g the 14605 and
14705, see Heinrich FJChtenau, De' junge Maximilian (Munich: Oldenbourge. 1959).
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Passau's rite that furnished Heinrich Isaac, greatest of the

composers retained by the Emperor Maximilian I, with the basis for

much of his monumental Choralis Constantinus, a cycle of

paraphrases covering the entire church year.11 Th~ chant

paraphrases in all of the Trent Codices have long been cited, in a

general sense, as antecedents to Isaac's work.12 Now, though, the

establishment of Passau's rite as tn.e cource of a well-defined group

of pieces there - the first paraphrase collection within Trent 91 ­

makes possible a newly precise historical reconstruction. Wiser

evidently preserved, in these central fascicles of his last

manuscript, a paraphrase tradition already flourishing in the chapel

of Maximilian's father and predecessor, the Emperor Friedrich III (r.

1439-1493) - a tradition which Isaac, a generation later, was to

carry to its highest level of artistic fulfillment in the Choralis

Constantinus.

The nsmainder of this chapter wiii be divided into three

sections. The first section will undertake a thorough stylistic

11 See Gerhard-Rudolf Patzig. "Uturgische Grundlagen und handschriftliche Uberlieferung von
Heinrich Isaacs 'Choralis Constantinus", Ph.D. dissertation, University of Tubingen, 1956.
Excerpts from this work were published as ....einrich Isaacs 'ChoraJis Constantinus· - eine
posthume Werksammlung-, in 8ericht aber den Intemationalen rnusikwissenscchaftlichen
Kongress der Gesellschaft fOr Musikforschung. Kasse/1962 (KasseVBasel: ~renmiter, 1963).
pp.114-116.

While Patzig's conclusions hav~ won wide acceptance. subsequent studies have uncovered
numerous minor variants. not addressed by his study, between the rassuu prints anc:l their
settings by Isaac and his successor at the IfllIerial Court. Ludwig Senfl. As Vaferlein (Graduale
PataviIJrtSIJ. Preface, p.v) poi!'"!!! out: !he!e '.!a!'!a~~ rr':ay ~~!y th: ~th C=~iS·"c~.wd~iCiii a
special GradJaJ used exclusively by the lfTl)8rial Court, which differed in certain small details from
the Passau rite to which, on the whole, it adhered. Some of the minor differences between the
Trent 91 paraphrases and their models in the Passau prints may prove exprlCable along the same
lines, as ITlJCh as through the chronological gap between the sources. .
12 See, for instance. Walter Upphardt, Die Geschichte des mehrstimmigen Proprium Missae
(Heidelberg: Kerle. 1950), pp.32f. Lipphardt cites comments to the same effect by both Haberl
(in his announcement of the Codices' discovery; see Chapter One, note 5) and Wolfgang
~tephan (in Die ButgUrldi&-;'';6-Niedarl:rtdische Motette zur Zeit OCkeghems [Kassel:
BMenreiter, 1937].)
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examination of Trent 91's Passau paraphrases, in order to establish

their consistency and uniformity as a repertory. It will show,

further, how this repertory links up with another body of

paraphrases drawn from the same chant rite and preserved in a

source roughly contemporary with Trent 91, the Glogauer Liederbuch.

A second section will then assemble arguments supporting the

identification of this extended Passau repertory with the vanished

choirbooks of the Imperial Chapel from ca. 1470. It will focus first

on liturgical evidence - on establishing, that is, a unique link

between the paraphrases and the Passau rite, as distinct from the

rites of other Dioceses nearby - and, subsequently, on the evidence

for a large-scale musical establishment capable of producing the

paraphrases at Friedrich's court of the 1460s and 1470s; it will be

shown that composers :n the imperial Chapel had already founded a

paraphrase tradition years before the Trent 91 pieces were written.

Finally, the chapter's conclusion wiii evaluate the potentiai

historical importance of the par~phrase collection in Trent 91: as

evidence of a thriving practice of polyphonic composition at the

Imperial Court, carried on independently by composers resident

there, it makes possible an entirely new evaluation of the

manuscript's other contents.
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The Paraphrase Repertory Based on the Passau Rite

Trent 91 's is not the oniy paraphrase repertory to show

affiliations with the rite of Passau. A still more extensive

selection of such pieces is to be found in a source best known as the

Glogauer Liederbuch. 13

The G~Jgauer Liederbuch (actually comprising three paper

partbooks) has yet to be sUbjected to thorough paleographical

scrutiny. Following the assembly of a partial edition in the 1930s,

it was, like many of the Prussian State Library's other manuscript

treasures, hidden for safety during World War II, and believed lost

afterwards; a new edition, mads from a microfilm, was already

complete when the source once again turned Up.14 Clearly, though,

this collection is roughly contemporaneous with much of Trent 91.

It is also similar to the Trent sources in general in that it was

compiled for private or amateur use in a sma!! cit'! (in this case

probably Glogau, in Silesia) on the edge of the Imperial Court's

cultural orbit. 15

The Glogauer Liederbuch (hereafter called Glo) contains a

sizeable repertory of secular music, including polyphonic songs of

both German and foreign origin, as well as textless instrumental

pieces. This repertory has, from the time of Glo's discovery,

attracted most of the scholarly attention directed toward the source

13 Forf••111 citations of the published presentations of this source. which include two partial editions
and a facsimile reproduction, see Chapter One, note 89.
14 VAtertein. who prepared the new edition of the Uederbuch, was able to consult the original
maroscript only for corrections to his transcriptions; see Das Glogauer Liederbuch, Vorwort
(Nachtrag), p.vii.
15 For the arguments concerning the source's provenance, see VAtertein, Das Glogauer
Liederbuch. pp.347-348.
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(as its "Liederbuch" sobriquet attests). Glo's Latin-texted

paraphrases, however, make up the bulk of its contents: it was

designed, like the Trent Codices, as a predominantly sacred source.

Glo's ties to Trent 91 in this sacred repertory have long been

recognized. The many concordances linking them (see, again, Table

2.1) are even sufficiently close in their readings to have elicited

theories whereby one source could have been copied directly from

the other, despite their survival hundreds of miles apart; a common

parent source for the two is now acknowledged as the more likely

explanation. 16 But this idea takes on its full significance only with

a realization of the striking stylistic consistency between the

entirety of Trent 91's paraphrase repertory and those other pieces in

Glo whose cantus firmi are also traceable in the Passau rite - a

category comprising many, though not all, of the Latin-texted items

there. 17 (See Table 2.3.) Concordances, in other words, make up only

one category of links between these collections.

Several stylistic factors operate to bind the two repertories

together from a musical standpoint.

16 Heribert Ringmann, who prepared Glo's first modem edition, believed that some kind of
acquaintance between Bishop Rudolph of Breslau and Johannes Hinderbach, Prince-Bishop of
Trent, led to a direct copying of one source into the other; since he subscribed to Wolkan's theory
regarding the Trent Codices, he placed this contact in Vienna. (One factor Ringmann found
particularly persuasive was a number of successions of items common to the two sources; see
Tables 2.i and 2.3.j Vcli~ri~in. whiie he ciies this idea. does not endorse it. pointing out tnat
closer inspection of the readings debars any possibirrty of a direct filiation between them; he
argues instead for a common parent source. (See Ringmann, EDM 4. p. 101, and V~er1ein.
p.346.)
17 VAter1ein traced cantus firmi not found in the Passau prints in three principal manuscript
sources: the CasJau Antiphonaie. the Kutterb~rg Gradual, and the Neumarkt CantionaJe. all
fifteenth~ntury sources apparently created in the Bohemian cities whose names they bear.
Some further items were traced to th6 Breslau Agenda. a 1496 print. (see Das GJogauer
LiedtllUuch. p.346.)



1.The treatment of cantus firmi

Like the Trent 91 paraphrases, those in Glo present their

Passau-derived chants largely as straight successions of breves,

with occasional longs, rests. and modest syncopation patterns; if

the chant is placed in the discantus part, it will also acquire a·

modicum of cadential crnamentation, but tenor chant lines are

usually not modified even to this extent.18 As with the Trent 91

paraphrases, this simplicity of approach renders the chant

prototypes of Glo's paraphrases relatively easy to reconstruct. To a

substantial degree, though, those pieces in Glo whose melodies and

texts are not present in the Passau prints favor a more active,

ornamentally oriented melodic line, suggesting that they do not

share the common origin proposed here for the Trent 91-Glo Passau

repertory. Examples 2.1 a, b, and c show some chant-derived lines

for comparison.

2.Rhythmic language

The preference for cantus firmus in straight, unornamented

breves leads to a predominance of imperfect time, signed either ~

or C2, among the Passau settings of both Trent 91 and Glo. Perfect

time does provide some variety, though, in alternate verses of most

Sequence settings; perfect time in diminution (signed 02) is also

tho l'\"oOr~1I ... :..... ~,. .. ,. ~_... ~ ......I.._- : .. _-- '--'-- -n'- 'na"y more.,: ""~II ."', a ,gn IY'L1ICJI iLl::I:I::», Ut::lIlg r eUgl II

18 For ready iIIustartions of the differences between discantus and tenor cantus firmus treatment,
see any of the sequences in either Trent 91 or Glo, which use the two textures alternately in
successive verses.

83
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popular in Gio's non-Passau repertory.19 In both perfect-time

contexts, the paraphrase line includes more passing tones and other

ornaments than appear in imperfect time.

Accompanying voices, in this repertory, move faster tha~ the

part bearing the chant, generally in semibreves against its breves.

Dotted semibreve-minim patters are frequent, and ma:1Y involve a

dissonant cambiata or echappee on the minim, resolved by skip.

Semiminims occur mostly where the minims in such patterns

subdivide. On the whole, the rhythmic language is strongly metric,

as the accompanying parts reinforce the steady tread o. the chant.

with OnlY occasional and transitory efforts at syncopation.

Cadences, without exception. fall on the downbeats of tempora.

(Transcriptions Nos. 8-13 may be compared here with Examples 2.2a

and 2.2b from Glo.)

3.Vocai texture

As Table 2.4 shows, the vocal textures of the Passau wor'r(s in

Trent 91 and in Glo present a surprisingly unified picture. Three­

part writing, the only kind eligible for preservation in Glo, is also

the norm in Trent 91. The relations of the three parts to one another

are, further, highly predictable. suggesting something like a

coherent policy for the creation of accompaniments in both

repertories.

Tenor lines, as is evident in the Table, are usually cleffed

either a fifth or a seventh below the discantus. depending upon

19 See, for instance, Glo Nos. 104 (the Antiphon Pax aetema, from tha 8raS:~ ,A";8i.d<:). most
perfect-time items in GJo are hymns not traceable to the Passau rite but also not necessa."i~1
excluded from it.
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whether the discantus itself, normally the chant-bearing part, is

authentic or plagal. To put this another way, the tenor, in these

paraphrases, always occupies an authentic range between the

discantus (chant) final and the transposition of that same tone an

octave down (the tenor's own position in cadences on the final). Two

distinctive sounding textures result: if the chant-b6aiing discantus

is itself authentic, it will move against the tenor mostly in sixths,

octaves, and tenths, isolating the melody from its accompaniment to

some degree; if, on the other hand, it is plagal, it will tend to create

with the tenor a denser texture of thirds, fifths, and sixths. This

kind of predictable difference in the handling of authentic and plagal

chants, traceable in both repertories, does much to argue for their

common origin.

The contratenor, meanwhile, is cleffed consistently a third

be!ow the tenor, in both authentic and plagal paraphrases from both

iepertories. it has a considerabiy wider range than the other two

parts, though, because it combines the functions of a contratenor

bassus with those of an old-fashioned middle-part contra:

frequently, it runs in fauxbourdon-like parallel fourths with the

discantus, although it also executes octave leaps at final cadences.

In Trent 91 's few instances of four-part paraphrases (see

Transcriptions Nos. 10 and 12) the contra bassus retains this same

position and nature, so that the presence of a second contra,

coextensive with the tenor line, results in a sometimes

impenetrable texture. Occasional duos, though, provide variety in

both three- and four-part writing. Examples 2.2a and b, aga!r!,

illustrate these characteristics in pieces from Glo; they may be



compared to the three-voice items in Transcription Nos. S, 9, 11, and

13 from Trent 91.

4.lmitation

Imitation makes a distinctive contribution to the Passau

paraphrases in both Trent 91 and Glo, especially in pieces where the

chant is carried by the discantus. It appears principally in the form

often called -preimitation-: in the interludes between phrases of the

chant, the accompanying tenor (and often the contra as well) sounds

the initial intervals of the cantus firmus either a fifth or an octave

below its actual point of entry, usually in rhythmic diminution. Two

or three such rounds or preimitation may turn up in the course of a

setting, while the chant's other phrases appear without introduction.

Examples 2.3a and b show this procedure in pieces from both Glo and

Trent 91.

Apart from these specific points of musical style - paraphrase

procedure, rhythmic vocabuiary, vocal texture, and the use of

imitation - two further musical factors operate to bind the Trent 91

and Glo paraphrases of Passau chants into a single repertory.

One of these is the phenomenon of -twin- paraphrases, or

settings of the same chants seemingly designed to be used in pairs:

one places the melody in the discantus, the other in the tenor. Near­

identical versions of the chant, as well as strikingly similar

contrapuntal frameworks for it, strongly suggest a compositional

rather than a post facto pairing; in fact Bruges archives, at least,

specifically record the preparation of such paraphrase sets, which
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were doubtless useful in liturgical situations such as processions.20

Table 2.5 lists pairs of this kind in Trent 91 and G!o. As is evident,

two pairs are unique to Trent 91, while two others share one

member with Glo. One pair, however, bridges the two sources: Trent

91 has the tenor setting of the Antiphon 0 sapientia. while Glo has

the discantus setting. (The Glo work is pUblished as No. 30, in EDM

85.) The chant lines in these two works are identical, down to their

ligation patterns and to the fermatas both place on the c (c') near

the close of the melody; clearly they are as much a unit as any of the

piiars whose members both appear in Trent 91. Repertorial overlap

of this kind argues, even more powerfully than yet another

concordance might do, that the two collections drew upon the same,

much larger paraphrase assembly as source.

A similar bond may be deduced from pieces such as the three

Readings from the Prophet Isaiah, used at Christmas Day Matins.

(See Table~ 2.1 and 2'3 fer the specific locations of these works.)

Trent 91 and Glo present separate settings of the three texts,21 but

these can be seen to elaborate their common chant basis, a Reading

Tone,22 in strikingly parallel ways: their application of cadential

tones and other ornaments is roughly similar; Trent changes to

perfect time in passages where Glo employs syncopation; brief

20 See Strohm's comments on a set of polyphonic processional antiphons copied in Bruges
during 1380-81, in Music in Bruges. p.16.
21 The texts themselves also vary between the two pari:; of settings. This is not necessarily a bar,
though, to their derivation from the same rite: Kamowka (Das Breviarium Passaviense, p.328,
note 1562) states that while the beginnings of the three Christmas Readings were aJways
uniformly placed (at Isaiah 9:1, 40:1. and 52:1, as seen in both sets here), t~ir exact length and
makeup varied from SOl.Jrce to source.
22 On the -Germanic- Reading Tone underlying all six pieces, see Theodor GQllner, Die
mehrstimmigen J;turgischenLesungen, MOnchener Veroffentlichungen zur Musikgeschicht9
(Tutzing: Schneider, 1969), Chapter 1.
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passages of imitative writing, in much the same style, crop up at

the same textual points. In short. while no explicit common

material (apart from the Tone itself) links ~he two works, they show

a similarity of approach sufficiently marked to imply that one might

be a kind of recomposition of the other, created within the same

circle of paraphrase practitioners. The same relation obtaiiis

bdtween the settings of Sequence melodies represented in both

collections. It makes practical sense that such chants, needed for a

variety of liturgical purposes, should have been available in more

than one polyphonic format for the use of a single establishment;

perhaps. too, a natural preference for novelty led to the periodic

production of fresh settings, although the techniques of

paraphrasing involved remained as constant as the chants

themselves.

An assembly of the Trent 91 and Glo paraphrases also shows

that, togethei, they display a iiturgicai unity and coherence greater

than that in either collection taken on its own. As Tables 2.1 and 2,3

show, settings tend to cluster around the same feasts, with the two

groups less often duplicating than supplementing one another in

provision for those feasts. At Chrismas, for instance, Glo provides a

responsory for First Vespers, Trent has one for the first Nocturn of

Matins. and both provide Verbum carD factum est for both Matins

and Seccnd Vespers, together with the Matins Readings from Isaiah;

for Christmas Day Mass, Trent 91 provides an Alleluia, and Glo a

Sequence. At Easter. ;:;~ch cc!'eetion includes three items for the

;>rocession before Mass, and another for the Vespers procession;

Trent 91 also has five items for Mass, one of which (the Sequence
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Victimae paschali laudes ) has a parallel in Glo. As the cha~ter's

next section will show, too, the collections make together a near­

complete provision for the Commons of the Blessed Virgin, in a

unique Passau formulation.

With these liturgical, repertorial, and stylistic factors

working to bind them together, thGn, :t makGs sense to consider

Trent 91's paraphrases on Passau chants together with those related

to the same rite in the Glogauer Liederbuch as the remnarats 01 a

single large paraphrase repertory emanating from a single

compositionai center. It seems, too, that other manuscripts of the

same age and general provenance as these two may bear further

witness to the existence of such a repertory. The Strahov Codex, for

instance, contains several settings of an Easter Sanctus melody

known in monophonic form almost exclusively from the Passau

rite;23 the Codex Specialnilc. contains a Marian Votive Mass, closely

matched in style to the Trent 91/Glo repertory, and based on chants

prescribed in the Passau Graduale for this liturgical occasion24;

even the earlier Trent Codex 88 (ff.94v-95r) contains a G!oria, added

23 Of Strahov's fIVe Sanctus settings, three are based on this melody. Snow, who knew only of its
unique marlJscript reading in the Bohemian Kuttenberg Gradual. interpreted its presence in
Strahovas evidence of that ccllcetJcn's Bchem~n o!' S!!es!ar! I)r!gin It ic; ~Iso set. though. in Trent
91. on ff .114v-115r, where it certainly figures as part of the uniform paraphrase repertory in
fascicles 8-15.

Snow characterizes two of the Strahov settings as simple. even crude, but the third (No.15) he
rates highly, suggesting that it may be the work 0: Johannes Touront. See Robert J. Snow. "The
Manuscript Strahov, D.G.lV.4T. Ph.D. dissertation, University of Illinois. 1968, p.78.
24 The Codex Speci3lnik has, on p.327 ff.• a Marian Mass including almost all of the items
specifl8d by the Passau rite for Marian Votive Masses in Advent: the Introit Rorate cae/i. the
GradJal A summa CBelo, the Alleluia Propheti sanai, and the 5equence Mittet ad virginem.
(see the GraduaJe, f.170r; the Offertory Ave Maria and the Comm.mion Eccs virgo concipiet
appear, with another setting of the Sequence, in Trent 91, as Table 2.1 shows.) Both a Kyrie and
a Sanctus from Passau's Marian Ordinary repertory are also present in the Specialnik cycle.

Stylistically, the Marian cycle is very close to the Trent 91/GIo repertory. Although SpeciAlnik is
usually dated later than both these sources (ca.1500), then, the possbiity that it includes a spart
of the same repertory should remain open. See Orel, -Dar MensuraJkodex Specialnik-.
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in Wiser's -late- hand, which uses the Gloria Paschale melody of the

Passau rite and fits precisely with the stylistic profile of the Trent

91/Glo repertory.

The common denominator among all of these sources is, of

course, their creation within Imperial territory, by musicians with

cultural and political ties to the Holy Roman Emperor and to his

capital ~~ \A!!ener Neustadt. The most logical location for that single

large, Passau-based paraphrase repertory upon which all of them

evidently drew is, then, the Imperial Court Chapel itself. In the next

section of the chapter, we will now consider the liturgical and

historical background for this assertion.

The Imperial Court as the Source of the Paraphrase

Repertory

In order to establish a convincing link between the paraphrase

repertory of Trent 91 and Glo (which is shared to a lesser extent, as

we have seen, by other manuscripts from various parts of the

Empire) and the Imperial Chapel of Friedrich III, we must answer

twO principal questions. First, is it possible to show that the

paraphrases could have come only from the rite of the Diocese of

Passau, which was (in all essential respects) that of the Court

itself? If their Passau provenance is certain, then their assignment

to the Court Chapel seems fairly secure, since no other musical

establishments of comparable sophistication seem to have existed

within the Diocese of Passau during the later 1460s and early
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1470s, when they were composed.25 If, on the other hand, their

affiliation with Passau is ambiguous, the possibility remains open

that they came, instead, from one of the larger musical centers

flourishing in nearby dioceses - with that of Duke Sigismund of the

Tyrol, at nearby Innsbruck, as a leading candidate. As a second

question, is there in fact evidence to support an idea of a genuinely

·sophisticated· musical establishment - one capable of independent

polyphonic composition in a fully modern style, as opposed to a mere

performing force for polyphony - at the court of Friedrich III?

Completely satisfying answers to both of these questions must

rest on a far broader base of research than is presently available.

With regard to the first, the systematic study of German chant

dialects - and, especially, of the relevance of such dialects to late

fifteenth-century polyphony - has scarcely begun. And with regard

to the second question, a long-standing tendency, in historical

writing about the fifteenth century, to view Germany and Austria as

a culturally backward region, dependent upon imported polyphony,

has substantiaiiy discouraged attempts to study such

establishments as did exist, so that archival investigations into the

Imperial Court and its neighboring institutions within the city of

25 Strohm, "Naiive and Foreign Poiyphony·, and Gruber, ·Beginn dar Neuzait· sumrroanze the
available evidence on th:s issue. (Both draw upor. the fundamental earty study of J. Mantuani,
Geschichte der Musil< in Wien (Vienna. 1904],2 vols.) Although several establishments in the
city of Vienna itself probably produced some polyphony, the music (and particuJarly the chant
arrangements) most likely connected with them tended to be simpler in style than the Trent
91/GIo paraphrases. often relying on black notation. Some of the paraphrases in Trent 91's
fascicles 16-18 may in fad come from such Viennese institutions, with the Cathedral of St.
Stephan as one leading possibility. A forthcoming extended study will explore this question
more fully.

See also Ian Rumbold, "The Compilation and Ownership of the 'St. Emmeram' Codex (MuSS
Clm 14274t. EMH 2 (1982), 161-236, and Reinhard Strohm, ·Zur Datierung des Codex St.
Emmerams", in Wolfenbiittler ForschJngen 26 (Wiesbaden, 1983), pp.229-238.
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Vienna have remained confined, at least for the purposes of musical

history, to a fairly superficial level. The present discussion, then,

can make no attempt to hide its preliminary and inconclusive nature;

it can merely assemble some of the information now available, and

point out potentially fruitful areas for future research.

Let us first turn to the problem of Passau's chant melodies and

of their relation to the Trent 91/G!0 paraphrases. Illustration 2.2

shows the group of five dioceses known collectively as the Bavarian

Church Province (bayerische Kirchenprovinz). Passau, as can be

seen, is geographically the largest of these; it is also probably the

oldest, with Christian traditions reaching back into late Roman

times.26 The structure of the Kirchenprovinz dates from 798, when

an edict of Charlemagne established SalztJurg as an Archbishopric,

with Passau, Regensburg, Freising, and Saber'! (soon afterwards

replaced by Brixen) as its Suffragans. This hierarchy still obtained,

at the time the Trent Codices were created, as the ecclesiastical

substructure of the Holy Roman Empire, with the hereditary

Habsburg lands themselves lying (as the start of the chapter

observed) largely within the Diocese of Passau.

Passau's chant rite evolved from an importation of Roman

tradition via the ancient see of Metz, farther west; this process was

completed before 750, roughly contemporaneously with the

imposition of Roman use in Frankish territories. The Passau rite

then began to establish its independence from western traditions

26 The following accourt of the Diocese's h:story draws largely upon Karncwka. Das BreviariJm
Passavien5e, pp.1-10.
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duriilg the twelfth century. By 1470, when a synod was held at

Passau under Bishop Ulrich von NOssdorf, it had become a well­

defined liturgy with distinctive repertorial characteristics; a chief

aim of the synod, in fact, was to establish regulations {backed up

with penalties} ensuring uniform use of the rite throughout the

diocasa.27 Essentially in this form, the Passau rite was then

formalized and preserved in a series of prints {including tha Gradual

and the Antiphoner used in this study} which continued to appear

periodically until the diocese adopted Post-Tridentine Roman use in

1608. Such pronounced stabilization, at around the time that the

Trent91/Glo paraphrases were composed, makes feasible the

comparison of these works to the prints prepared several decades

later.2a

The rite of Passau stood apart, to a substantial extent, not

only from that of Rome, but from that of its four companion dioceses

within the Archbishopric of Salzburg, largely because resident

monastic orders exercised greater influence, politically and

liturgically, in the other sees than in Passau.29 Still, Passau's

historical status as one of five closely knit ecclesiastical

territories has obvious consequences for the assignment of specific

provenance to the Trent 91/Glo paraphrase repertory. The

27 Cofl1)are Saunders's account of similar procee<jings, a few years earlier, in the neighboring
diocese of Brixen ("The Uturgies of Trent and Brixen-, p.182).
28 Karnowka, Das BreviariJm Passaviense, pp.6-7, cites a first edition of the printed Passau
Breviary in 1481. A few changes were made in two editions appearing in 1490, which thereafter
served as models for subsequent prints up until 1608. Other printed litt!!'gical books for the
Passau rite included thr6e Agendas (1498, 1500, and 15i4), a Directorium (1518), a diurnale
(1520), a Missal (rrultiple editions after 1494), and a Psalter (1490). For bibliographical details,
see David Crawford and James Borders, Renaissance Liturgical Irrprints: A census (data base,
University of Michigan, Ann Arbor, Michigan). I thank Professors Crawford and Borders for
allowing Me to consult the Census in its present preliminary fonn.
29 See Kamowka, Das Breviarium Passaviense, pp.8-9 and 401-402.
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paraphrases use chants found in the Passau rite, as this is defined

by its early-sixteenth-century appearance in print: this much is

clear. However, the Passau rite shares many, even most of its texts

with neighboring dioceses, as surviving non-noted sources

(Breviaries and Missals, principally) from these other rites show.

And while comparison of melodic traditons is difficult, since the

rites of Salzburg, Freising, Regensburg, and Brixen never defined

their melodies in print as did Passau, it seems extremely likely that

the five traditions shared melodies as well, or at least used very

similar versions of the same melodies. Thus we confront the

question that began this discussion: could a paraphrased melody

apparently fitting into the Passau rite also fit into that of a

neighboring Diocese - and thus prove traceable, as a composition, to

a center other than the Imperial Court in Passau?

Until the extant manuscript sour:es for melodies from all five

Dioceses have been systematically evaluated and compared - a major

undertaking, not attempted in the present study - any answers to

this question will have to remain at least partly in the realm of

surmise. A few preliminary comparisons, though, bear out an idea

that Passau's melodic repertory will prove distinctive enough to

establish its status, some day, as the definitive progenitor of the

Trent 91/Glo paraphrases. Example 2.4, for instance, shows

readings of the short Marian Antiphon Sicut lilium inter spinas from

both the Passau and the Salzburg traditions; as is evident, the

paraphrase (Example 2.4c) clearly favors the Passau version.

Similarly, comparisons of non-noted sources from Passau's

neighboring Dioceses to the Graduale and Antiphonale from Passau
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itself suggest that future research will confirm an assignment of

the paraphrases to Passau alone, and thereby to the Court Chapel. In

some cases, texts set within the paraphrase repertory simply do not

show up in rites other than Passau's. Brixen, for instance, does not

specify the use of the Sequence Mundi renovatio, nor of the

processional Antiphons Cum rex gloriae and Sedit angelus ad

sepu!chru!n, in the course of its Easter liturgy: this would tend to

disqualify it as the source of Trent 91 's settings of those texts.30

In other instances, the paraphrases include texts which, while

not unique to the Passau rite, are only there grouped into the kinds

of important and unified liturgical configurations which most

clearly invite musical elaboration. The most significant among

these configurations is Passau's Commons for the BlessGd Virgin

Mary. These were especially important in the Passau rite, since

every Saturday they displaced the normal Office observances of the

day.31 Table 2.6 shows, in its left-hand columns, the Office items

dictated by the Passau Antipnoner for use in Commons services. As

the asterisks indicate. musical settings survive in the Trent 91/Glo

repertory to match nearly all of these items.32 Only through the

Passau liturgy, though, can they be marshalled into such an orderly

30 Paraphrases for certain Saints' days are also found in the Passau rite. but net in the
neighbonng traditions. For instance. the feast of 51. James (July 25) is celebrated, in the Passcu
rite. with a Second Vespers. which includes the MagnifICat Antiphon Adrnirans Chri.sti. set 0;:) GJo
No. 129. In the neighboring traditions. this item most often fails to appear. since the Second
Vespers of 51. James is replaced by the First Vespers of 51. Anne. See Kamowka. Da.~ Breviarium
Passaviense. p. 35.
3~ See Kamowka, Das Breviarium Passaviense, p.9.
32 VAterlein (Das Glogauer Liederbuch, p.364) identifl8d the group of five Antiphons used at
First Vespers in Passau's Marian Commons through their appearance earlier in the AntiphonaJe as
Matins Antiphons for the Nativity of the Blessed Virgin. (In the Commons. only their textual incipits
ale given.j Const:\:juentiy. iie uif:W no particular connection between :liese wor'1\S and t~rt: otiiei
Antiphons concordant between Trent 91 and GIo, which are designated for second Vespers of
the Commons.
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pattern: the rightw2rd columns on the Table show that even where

Passau's neighbors use some of these texts (a different selection in

each case) in their own Marian Commons, they fail to present them

in the unified series evident in Passau. Elsewhere in Europe, Maiian

devotions on Saturdays were important occasions for polyphonk:

performance.33 Since the Passau rite, then, can unify a majority of

the Marian paraphrases in Trent 91 and Gio into a single coherent,

even continuous performance series, it seems to be the correct

prototype. Further inquiry into the sources is now needed to support

this conclusion.

Our second question concerning the Passau paraphrase

repertory - the question as to the artistic status of Friedrich Ill's

chapel - is somewhat easier to answer comprehensively and

positively. On the whole, Friedrich's musical establishment has

fared poorly in the lottery of historical preservation; the short

accounts by Hans Joachim Moser and Hellmut Federhofer remain the

only first-hand studies of documents bearing on his chapel partly

because - as both these early researchers reported - so few such

documents survived.34 Still, sufficient material does remain to

substantiate an idea that polyphony was indeed practiced at

Friedrich's court well before the marriage (1477) of his son, the

33 See Strohm, Music in 8ft/gas, p.86. for comments on this point.
34 Mose(s study of the Illl)erial Court establishment is part of his biography Paul Hofhaimer: Ein
Lied- unrl Orgelmeister des deutschen Humanismus (2nd ed. Stuttgart, 1929: rpt. Hildesheim:
OIms. 1966), 00.10-11 and c. 170. note 16. See also Hellmut Federhofer. -Oie Niedertander an
den HapsbUrgerhofen in OSterreich-, Anzeiger der Oste"eichischen Akadem;e der
WlSSenschaffen, Jg. 1956, no. 7, pp.102-120. Both these studies are summarized by Gruber,
(-Beginn der Neuzeit-, pp. 183-190), who also refers to more recent (rod still largely unpublished)
archival worK by Or. Roland ScMffer of Gtaz.



future Maximilian I, to Mary, daughter of and heir to Charles the

Bold, brought about closer ties to Burgundy and to its musical

chapel.35

Who were the musicians of Friedrich Ill's Chapel? Both Moser

and Federhofer were concerned to show that some of them were men

born and trained in France or the Netherlands, since in the historical

framework to which both men subscribed (and which, on the whole,

still prevails), this was a necessary preliminary to any claim that

polyphonic music had a significant place in the Chap'3l at all. Moser,

the first to undertake a study of Friedrich's establishment,36 drew

on Geschaftsbriefe (miscellaneous official correspondence)

preserved in the Styrian State Archives from Graz and Wiener

Neustadt. He assembled a small number of references to singers and

other musicians dating from about 1465 to 1470, some of whom as

he noted, had Flemish-sounding names: Arnold von Fleron and Arnold

Pikart (1466), Egidien Garin and Hansen Bubay (1467), and Nicolas

Mayoul (1468; this musician is documented at the Burgundian court

as well). Federhofer, building on Moser's findings, then sought to

show that the Franco-Netherlandish component of the Imperial

Chapel actually antedated Friedrich's reign. As evidence, he cited

the anonymous mourning motet 0 Romanorum rex for Friedrich's

predecessor, Albrecht II (r.1437-39), which names as participants

35 Strong emphasis is nonetheless placed on Burgundian influence in Louise Cuyler. The
Emperor Maximilian f and Music (london: Oxford University Press, 1973). (This work remains the
most extensive study in English of Austro-German roosic up to ca.1520. although it presents no
new archival data of its own, for Friedrich's reign relying instead upon Moser and Federhofer.)
See, tor instance, Cuyler's reference (p.9) to a -general agreement- that compositions by
composers resident in the EfT1)ire during the mid-fifteenth century -are generally archaic in style-.
36 As Moser points ou"t. Mantuanrs studyI Musii< in Wl8n, deals almost entirely with the city of
Vienna itself. providing no specifIC account of forces at WISner Neustadt.
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(and presumably Chapel m3mbers) five singers with apparently

Flemish names; he also adduced a letter written by Friedrich very

early in his reign (1443) to the Bishop of Liege, Johannes Loos,

which requests special arrrangements concerning benefice payments

to several Liege singers then in Imperial employ. A leading figure in

both motet text and letter is ths Fleming Johannes Brassart

(ca.1370-ca.1445) who, as Keith Mixter's researches have

subsequentiy shown, had actually entered Imperial service even

earlier, under Albrecht's predecessor Sigismund, in 1434.37 A

Franco-Nether!andish presence, then, was well established at the

Imperial Court by the time the paraphrases in Trent 91 were written

in the early 1470s.

At the same time, though, Moser's work uncovered a

substantial number of apparently German names among the court

musicians in this same period. The court organist in 1465, for

instance, was one Anton Kcharfreyt; Peter Stuppan (1466),

Matthesen Siesier (a Silesian?), Hansen Hoflinger, Caspar Tretzler,

and Hansen Wustensteiner (all 1467) are mentioned as singers.

Moser's conl~lusion that German and Franco-Flemish forces

constituted separate forces within the Chapel is, however, probably

unfounded;38 more likely Germans and foreigners worked side by

side, so that any list of possible contributors to a Court repertory,

such as the Trent 91/Glo paraphrases, would have to include both.

Since no names recognizable as those of composers appear in

the tiny sampling now available of records from Friedrich's

37 Keith Mixter, -Johannes Brassart: A Biographical and Bibliographical Study-, MD 18 (1964) and
19 (19bS), 37-62 and 99-108.
38 See Moser, Hofhaimer, p. 10.
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establishment of the 1460s and 1470s, the making of such a list

must be largely a matter of conjecture. On the Franco-Flemish side,

four names suggest themselves:

Johannes Touront. Touront was first suggested as a member of

the Imperial Chapel by Guillaume de Van, who identified him

with a -Tirion- named ln the funeral motet for Albrecht 11.39

This would place Touront in the Chapel as early as 1439, but if

he was at that time still fairly young (in his mid-twenties) he

could still have had a hand in producing a paraphrase repertory

there SOrT,S thirty years later. At least one piece firmly

attributed to him does bear some resemblance to that

repertory: the troped Offertory Recordare virgo mater (Trent

89, ff.137v-139r, with concordances in Glo, Strahov, and

Specialnik, sources already suggested as joint repositories,

with Trent, of Imperial Chapel repertory).40 One cf Strahov's

settings of the special Passau Easter Sanctus (discussed

above) has also been put forward by Robert Snow as Touront's

work.

Touront, to jUdge both by his name and by the style of his

known works, was most likely born and trained in the west,

possibly within the same northern French circle as Ockegherr.

and Busnois.41 Given his utter obscurity in western sources,

though, his strong showing in central- and eastern-European

39 See Guillaume de Van, -A Newly Discovered Source of Early Flfteenth-century 5acred
Polyphony-, MD 2 (1948),5-74, esp. pp. 14-15. Federhofer cited and approved the suggestion
in -Die N:ederl~nder", pp. 102·103, note 1.
40 Touront's setting of the Offertory uses the trope Ab hac familia. included in the Passau
GraduaJe (f.172r).
41 His name might even suggest family connectior::~ with the city of Tours, roN known to have
been important in the careers of both Busnois and OCkeghem.
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sources seems most readily understandable if he is placed,

from a relatively early point in his career, either at the

Imperial Court or (perhaps later) at some other eastern center,

such as the court of Matthias Corvinus in Budapest.42

Subsequent chapters of this study will show that his

contributions to the Trent Co(jjces, particularly, place him

among the most influential composers of his era anywhere in

Europe.

Barbjngan t , A few of Barbingant's works appear in western

sources,43 and he is also described in two commentaries from

the early sixteenth century as a member of Ockeghem's circle,

active in or near Paris.44 At the same time, though, no

documents at present tie him to any western institution,

Since he is credited with an instrumental work in the Glogauer

Liederbuch - Der Pfoben Schwanz (-The Peacock's Tail-) , one of

a group of similarly titled dance-like pieces in that source,

42 CorJ1)are the similar conclusions reached by Eileen Southern, -Foreign Music in German
ManuSCiiiJiS oi iiltt Fiiieenih Century~, JAMS 21 (1968), 258-285, through a study of Touront's
seaJlar music i n Germanic sources,

Touront has also been associated with -Bohemia-, through a reference in the text to his cantio
Chorus iste pie Christe, preserved in the Strahov Codex. (See Peter GUlke, ~ouront-, in MGG
[1966].) Given the fluidity of ,associations between texts and musical works in Touront's output
generally, though {see Cnaptor FIVe), this kind of evidence is less than solid: Chorus iste may be
a contrafaet,
43 Barbingant's Missa Terriblement suis fortune appears in both SP B80 and Verona 759, and a
Mass attributed to him by Char1es Harrm (see the discussion following in Chapter Four) is in SP B
80 as well as in Trent 89; the French-texted songs attrituted to him are included in such important
chansonnlers as Dijon, Mellon, and NivelJe-de-la-ehaussee, see Charles Warren Fox, -Barbireau
and Barbingant: A RevieW', JAMS 13 (1960), 79-101,
44 Barbingant's name appears in two sources connected with Paris and the circle of OCkeghem
there: in Guillaume Cretin's lament on the death of OCkeghem (1497) and in EJoy ~Amerval's
Livre de/a deablerie (1508), where it is modified to rhyme with Ockeghem'~. (See Christopher
Reynolds's discussion of Barbingant in "The Origins of sa" Pietro B 80 and the Development of a
Roman saaed Repertory-, EMH 1 (1981). 257-304.)
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some Of them most likely of German provenance 4S - an.';; since,

as Chapter Four of this study wlli argue, his Mass in Trent 89

belongs to a particular sub-genre of Ordinary cycles most

likely created at the Imperial Court, he could have spent some

part of the period ca.1460-75 in residence there, perhaps

afterwards returning to Paris and its environs.46

Yincenet. Vincenet spent his final and only docl'mented decade

in Naples, dying there in about 1478; presumably he belonged,

like Barbingant and Touront, to Ockeghem's generation, born

about 1420. His works appear alongside Touronrs in a number

of eastern European sources, including Trent 91, which

preserves his Missa 0 gloriosa regina (on a Touront model).

Chapters Four and Five will present some arguments - drawn

from from h:s works rather than, as yet, from documents - for

placing him, during the 1460s, among the musicians of the

Imperia! Chapel.

Johannes Martini. Reinhard Strohm has already suggested that

Martini composed a number of works for the court of Duke

Sigismund of the Tyrol, at Innsbruck, before his employment at

4S In GIo, see also No. 13, Der Katzen Rote: No. 113, Der Ratten Schwanz : No.122, Der Fuchs
Schwanz, and No. 137, Der Kranich SchnaDel. However, some pieces given titles of this type
are actually textless presentations of Franco-Flemish songs: in G1o, No.8, Der SeycJen SChwanz,
is Caron's Helas. que pourra devenir, and No. 24, Der Fuchs SChwanz, is the anonymous Aims
que voukJra.

The attrbJtion of Der Pfoben (or Der Pfauen) SchNdnZ to Barbingant is made not in GIo, but
in t!".e SChadel Liederbuch (f.48v). The piece also appears in Strahov ,.ld SpeciaJnik.
46 By an interesting coincidence, the sflghtly later COf1'1X)ser with whom Barbingant has
historicalJy been confused, Jaques Barbireau (d.1491, maitre de chapelle of Notre Dame
Cathedral in Antwerp) is known to have traveDed to eastem Europe in the service of the future
Emperor Maximilian. see Fox, -A Review", p. 79.
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Ferrara began in January of 1473; Strohm points to works in

distinctively German veins such as La martinella (a relative

of the instrumental ·Schwanz· pieces discussed above) and the

Missa In Feuers Hitz, on a song known :n both the Glogauer and

Schedel songbooks.47 While it is certainly possible that

Martini had ties to Innsbruck, it seems at least as likely that

he was known to the Imperial Chapel as well. Isaac's career, a

few decades latar, testifies to close ties between the Court

and the musical establishment at the Cathedral of the Imperial

city of Constance, where Martini evider:t!y worked in the early

1470s.48 Further, contrafacted excerpts from one of Martini's

two Masses on German models - the Missa Der Pfoben Schwanz,

based on the Barbingant work just discussed - formed an

initial layer in Trent 91 's fascicle 15, shortly afterwards

taken over for Sequences from the Passau paraphrase

repertory.49 This manuscript conjunction suggests Martini's

proximity to the parent paraphrase collection, and even raises

the pcssib!!ty that he personally contributed some

paraphrases; the contrafacted Mass itself also emulates

important stylistic features of Touront and Vincenet, as

Chapter Five will show. Martini's presence at the Imperial

Court around 1470 would also explain his later friendship with

the great organist Paul Hcfhaimer, who began his boyhood

47 see the diSaJssion following in Chapter FIVe of this cycle and another on Barbingant's De"
Pfoben SChwanz, just discussed above.
48 See the discussion of Martini's career following in Chapter Threa.
49 See Diagram 1.6 and accomparrjing comments.
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training at the Court at about that date.50 (The relative levels

of the Innsbruck and the Imperial Court establishments

ca.1470 might, in fact, be gauged by the young Hofhaimer's

decision to go to the Imperial Court for his musical education,

rather than to Innsbruck, which was much closer to his

family's home in Ratstadt.)

Moser also put forward two composers as possible Austro-

German contributors to the Imperial Court repertory of the 1460s.

Erasmys Lapicjda. traditionally, this composer is assigned a

prodigious lifespan (ca.1440-1547), and is said to have

composed (in ever-modernizing style) well into his nineties.51

Moser pointed out that Lapicida's first biographer cites his

service under Friedrich III; it seems likely that an earlier

Lapicida, active through the 1460s and 1470s, was confused in

that account with a younger composer of the same name who

served Maximilian ! and his successors.52

Arnold Schlick. Moser suggested that Schlick (ca.1445-1515),

who is reasonably well documented in Maximilian's service

after 1499, may have begun his career in Imperial service

under Friedrich, to judge from his description in documents as

50 See Moser. Hofhaimer. p. 9. Moser cites a Latin eulogy by the humanist Konrad Celtes (d.
Vienna. 1508). which describes Hofhairner's boyhood instruction in singing and organ playing at
the l~riaJCourt. Hofhairner joined the InnsbIUck establishment only in 1478. as court organist.
1:;1,.. """'- . ... • _. •.• - "- N G D" f 1,1 • ndM ..
- ~ VU liTldl n~IY. L..aPOCJ3. cras~ . I ne ew rove 'iCtlOnary 0 ""USIC a USlClans

~1980 00.).
2 Moser, Hofhaimer, p. 11; COf1l)are Gruber. "Beginn der Neuzeit-. p.188.
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"Imperial composer" from a very eariy point in Maximilian's

reign.53

Further research may reveal, too, that some of the obscure

attributions in the Trent Codices, often cited as references to "local

composers", may actually relate to otherwise unknown Austro­

German artists in Imperial Court service.54

The search for traces of Friedrich's musical establishment has

long baan hindered by a strong presupposition that the political

troubles he suffered throughout much of his reign, in combination

with his constant lack of ready money, made advanced cultural life

at his court impossible: serious Imperial investment in music is

thought to have begun only with the reign of his son Maximilian, who

had benefited by his years of exposure, in Burgundy, to a first-class

musical chapel. This seems too easy an assumption, however. The

Court's musicians, like the Emperor himself and his family, would

have led a peacefui and comfortable, if not luxurious existence at

Vviener Neustadt, well away from the Emperor's embroilments in the

outside world. Since, too, music was a highly economical form of

ornament for a Renaissance rUling establishment,55 the modest

degree of material splendor enjoyed by the Court is no bar to its

53 Moser, Hofhaimer, p.11. See also, Hans Joachim Marx, ·Schlick, Arnold", The New Grove
Dictionary ofMusic and Musicians (1980).
54 See the attrbJtions to such figures Christopherus Anthony, Benigni. Collis, Const~ns,
Andreas Tallafangi Calabriensis (?), Hert.ludoviaJs Krafft, and Tressorier scattered through the
Codices.
55 see the observations on this point in Lockwood, Music at Ferrara. Chapter 17. On life at
Wiener Neustadt it., the period 1460-80, see Josef Mayer, Geschichte von Wiener Neustadt
(Selbstveriag des Magistrats Wl&ner Neustadt. 1926), vol. 1.
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having employed excellent musicians, including westerners ­

particulariy since many of the princely houses of Italy began only

after 1470 to compete seriously, with offers of high salaiies and

generous benefices, for the services of Franco-Netherlanders. The

little substantial information available about Maximilian's youth

makes clear, moreoever, that he received his musical training early

in life, before his move to Burgundy; his determination to assembie a

first-rate musical Chapel during his own reign reflected, apparently,

no mere acquired taste.56 A fresh search of archival materials from

Friedrich's era might, then, pruv~ far more hJitful than many

writers have assumed.

Even in the absence of new archival discoveries, though, it may

well prove possible to construct a history of the Imperial Chapel's

activities through a reassembly of the chant paraphrases created

there. Keith Mixter laid the foundations for such a study with his

demonstration that eight Introit settings attributed in the Aosta

Codex and in Trent 93*-90 to Johannes Brassart, who was hired by

the Emperor Sigismund in 1434, were most likely composed

sometime within the following decarie. during Brassart's tenure at

the Imperial Chapel.57 Two further Introits in the same source group

by Johannes del Sarto, named as Brassart's colleague in the funeral

56 Fichtenau, Der jungfl Maximilian, Ch. 2 discusses the information on this point available from
contef1l)Orary or near -contef1l)Orary sources such as the Weiss!<unig woodcuts and Grlinpeck's
Historia: the first of these, especially, implies that the Prince couJcl himself play and sing to some
extent. But Cuyler (Maximilian I and Music. pp.6-9) has influenced subsequent writing by taking
sharp issue with this view, claiming that the political disruptions of the 14605 made such education
if1l)Ossible, and that Maximilian's first exposure to high musical culture took place at the
Burgundian Court.
57 see Mixter, -Johannes Brassarr, and also Keith E. Mixter, ed., Johannis Brassarr Opera
Omnia, Corpus MensurabiJis Musicae 35 (Rome: American Institute of Musicology, 1965),
Introduction, p. xii.
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motet for Albrecht II, likely have similar origins.58 And as Strohm

has suggested, the whole vast complex of paraphrased Introits which

includes these ten works, preserved in Trent 93*, in its copy Trent

90, and in the Strahov Codex may have been assembled at the

Imperial Court.59 These Introits, like the other paraphrases

elsewhere in the Trent 93*-90 and Strahov collections which may be

associated with them, generally use a style of chant presentation

more ornate than that seen in Trent 91, so that the tracing of

prototypes for them among the Passau chants might prove

comparatively difficult. Still, closer analysis may help to show a

unified overall trend of stylistic development. The same process

could then be carried chronologically farther with an examination of

the paraphrase repertory of Trent 88, which probably dates from the

later 1450s or earlier. Although a number of cycles there, designed

specifically for use in Votive Masses, have now been identified with

some security as Dufay's works (from the 1440s)60, a large body of

further paraphrases (some also arranged in cycles) remains to be

traced: possibly DUfay's paraphrases were at some point assembled

58 see Mixter, Brassart, Introduction and also •Johannes de Sarto·, The New Grove Dictionary of
Music and Musicians (1980 ed.).
59 Strohm, "Native and Foreign Polyphony·, p.222; see also the stylistic analyses (offered without
SpecifIC historical conclusions) in Frohrrot Dangel-Hofmann, Der mehrstimmige Introitus in
Quellen der 15. Jahrhunderts (TUtzing: Schneider, 1975).
60 The attritxt.ion to Oufay of frve Proper cycles in Trent 88, first proposed by Laurence Feininger
some four decades ago, has been newly substantiated by Alejandro Planchart in a forthcoming
study. see also David FaJJows, ·Oufay and the Mass Proper Cycles of Trent 88" in I Codid fTlJsicaJi
Trentini, pp.46-59.

Gerber ("Transmission and Repertory·, pp.179-181) takes issue with Planchart, viewing the
cycles presented in Trent 88 as probable conflations of separate items, only a few of which can be
securely "nked to Oufay.
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together with others, of diverse origins, at the Imperial Court, and

Wiser's exemplar for Trent 88 was the result. s1

In this historical view, Trent 91's paraphrases would have

been drawn from a new, stylistically unified repertory created as a

whole, around 1470, specifically to replace the diverse collection

gradually accumulated at the Court over the past three decades.

Because its long-note style of cantus firmus presentation and its

systematic use of preimitation relate it so clearly to the

distinctively German polyphonic style aiready evident in secular

music during the same period, and soon to become essential to

sacred music as well, this second paraphrase repertory deserves a

special status for the influence it must have exerted in its own

time. Its characteristic techniques were, in fact, taken up and

further developed in another Court paraphrase repertory created,

after three more decades, to replace it in turn: !saac's Choralis

Constantinus.

Table 2.7 shows the texts set in common between the Trent 91

repertory (which contains almost all of the Mass items in the Trent

91/Glo assembly) and the Choralis Constantinus, considered

together with Isaac's settings of Ordinary chants from the Passau

rite. Most of the overlaps between Proper items involve, as is

evident, Book II of the Chora/is. No special affinities need be

61 Fallows, "The Mass Proper Cycles·, p. 50 shows that t/".e ronfiguration of the Proper cycJes in
Trent 88. in a contiroous series linking several fascicJes into a sizeable sub-manuscript, suggests
that WISer and SCribe III, working together. copied them from a large finished source where they
appeared already a5S8nt>1ed in their present order. Fallows rightly points out, though, that
WISer'S similariy continuous copy of Trent 93- in Trent 90 gives no hint as to the ITlJltipie layers of
entries immediately obvious in its source. so that the exemplar for Trent 88 might have been
csimiJca1v confla.ted from may repertoriaJ layers. Only further rTlJSicaI investigation, in other words,
carl e.naa.~ish the integrity of the ·cydes· laid out in Trent 88.
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expected here since (as Patzig showed) Isaac relied in this division

of the work on the local :-ltc iJilied at Constance Cathedral, where the

pieces had been commissioned, rather than on that of the Imperial

Court. But the few parallels involving Bocks I and III Ci the great

pri:lt, which do draw on Passau material, are more suggestive.

Example 2.5 gives !saac's setting of the Trinity Sunday Introit,

Benedicta sit sancta trinitas, for comparison with the Trent 91

setting, Transcription No.13. Despite Isaac's more comprehensive

use of imitative technique to involve all four voices and every

phrase of the cantus firmus, his setting remains remarkably close to

the Trent piece in its formal layout. Both pieces intone the first

two words in the discantus; both make an initial cadence on c--c'

over a, at trinitas; both make gestures toward closure with each of

the three words atque indivisa unitas, using similar tonal

constructs; both delay the discantus entry, through preimitation, at

confitebimur ei; and, although the final phrases of the two works

differ greatly, both add a climactic high d- to the chant line near its

conclusion. Similarities of the same type crop up betvveen almost

all of the parallel settings listed here; Isaac's Ordinary settings,

particularly, reveal his interest in the simple cantus fractus style

of chant presentation evident in their Trent 91 counterparts.52 It

seems possible, in short, that Isaac was familiar with the Court's

older paraphrase repertory, including the settings now preserved in

Trent 91, before he replaced these works with his own, and that he

62 See Staehelin's discussion of this point in Die Messen Heinrich Isaacs. pp.15-21.
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made some conscious effort to reformulate the stylistic features of

some examples he found there.

Summary: The Significance of the Trent 91 Paraphrase

Repertory

This chapter has sought to identify a large group of the chant

paraphrases preserved in Trent 91 as the remnants of a still more

extensive paraphrase repertory composed, around 1470, for use in

the Chapel of Friedrich III, Holy Roman Emperor. The argument began

with the identification of chants from the rite of the Diocese of

Passau, to which the Court Chapel would essentially have adhered,

as the melodic prototypes for the the Trent 91 pieces. A second

section then proceeded to merge Trent 91 's collection with that of

another manuscript from the opposite corner of Imperia! territory,

the Glogau6i Liederbuch, whose concordance ties with Trent 91 have

long occasioned comment; the two collections together were shown

to contain a liturgically coherent cross-section of what was

probably an even larger repertory of Passau paraphrases, which both

could have obtained (perhaps indirectly, in the case of Glo) from the

Court itself. Finally, a third section concluded the chapter with the

description of a continuous paraphrase tradition preserved in

Germanic sources and potentially traceable to the Court Chapel,

starting with Johannes Brassart, ca. 1440. and extending to Heinrich

Isaac. ca. 1500 (both composers whose employment at the Court is
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documented), and comprising Trent 91's paraphrases as an

intermediate stage.

Neither the liturgical nor the documentary evidence needed to

support this theory, in any of its three steps, is as yet complete.

But as a whole, it finds a preliminary validation in the striking

unity displayed, both in musical style and in manuscript

configuration, in the paraphrases of Trent 91. It also fits well with

the ideas advanced in Chapter One as to the use of parts, at least of

the Trent collection by a private cappella in the service of Prince­

Bishop Johannes Hinderbach in Trento: while paraphrases ~f Passau

chants would have no particular relevance to Trento's public

worship, where the rites of Salzburg, Brixen, Rome, and Aquilea

contended for dominance,53 they would be natural inclusions in the

private devotions of the Prince-Bishop, who might have chosen to

use for such purposes the liturgy of the Imperial Court and of

Vienna, his home city.

The identification of a paraphrase repertory from the Imperial

Court is, potentially, of very great consequence to the understanding

of other repertory preserved in the Codices. For one thing, the

uniform appearance of Wiser's work in the section of Trent 91 where

it is preserved - which, as Chapter One showed, seems to have been

executed primarily in two or three large installments - constitutes,

in this light, evidence that he copied the pieces from their original

and comprehensive source, namely the choirbooks of the Imperial

Court; his rubrics implying cross-references to other pieces not

63 see Saunders, "The Liturgies of Trent and Srixen-, discussed in Chapter 1, note 36.
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found in Trent 91 suggest further that he took only a small selection

of the pieces available to him there.64 The paraphrase collection,

then, may provide concrete support to the modified "Austrian"

hypothesis presented in Chapter One, which opens up the possibility

that much material in the Codices was in fact copied outside Trento.

But beyond this, the paraphrases ar~, in themselves, highly

attractive works, for all their functional nature, and attest to

considerable skill on the part of their composer or composers. On

the basis they provide, it is newly possible to consider some of the

lengthier and more sophisticated works, such as Mass cycles, which

survive anonymously in the Codices, as works possibly created by

this same group of Imperial composers. For while, up to now, any

impulse to make such attributions has been largely checked by the

ac~ance of documentary proof that Friedrich III retained

polyphonists of particular distinction, the level of proficiency ar.:~

of musical imagination displayed in the paraphrases positively

invites a reevaluation of his Chapel's accomplishments - and,

specifically, of its role in creating the repertory preserved in the

Trent Codices.

The remainder of the dissertation will take up this challenge

with respect to Trent 91.

64 For instance, WISer provided a reference to the Alleluia for the Nativity of the Virgin with the
ADeuia verse for Corpus Christi (See Table 2.1.) The two Alleluia :nelodies are the same, but no
setting for the Nativity appears in Trent 91.
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Chapter Three

Franco-Flemish Repertory in Trent 91:

The Frontispiece Collection

According to time-honored custom, the fifteenth-century

editor who ordered the components of Trent 91 for binding would

have tried to begin his volume with a work or a group of works

which he considered to be in some sense special. That the initial

four fascicles of the man~scripts of the manuscript stand apart

from the rest of its contents is, then, no surprise. And their

distinction is not far to seek: the works they contain are drawn

from the most prestigious musical tradition of fifteenth-century

Europe, that of Cambrai and northern France.!

This chapter must consequently have a focus very different

from that of the essay which preceeds it, on the paraphrase

repertory from the Imperial Court, and from those that follow,

which deal with the Mass Ordinary settings likely from the same

center. Whereas these other essays are concerned to show that

1 This corrvnent assumes, of course, that the present placement of fascicles 1~ refJects the
original binding order of Trent 91, arrived at by WISer and other compilers, undisturbed by allY
rebinding that may have occurred later. As Diagram 1.1 shows, the authenticity of the present
succession 3.4,5 can be guaranteed by inter-fascicle additions or copies, while 1 ancl2 could
conceivably have been reversed or differently placed in the original binding. But since this would
have constituted such a substantial and seemingly senseless revision of the original manuscript,
the present discussion will assume that 1 and 2 were originally bound as they now stand.

Of the hancful of items from Trert 91 selected for pubfeation in the original DenkmaJer series,
almost all came from these initial fascicles: the Missa CIJaJ in orO volume 120 (1970), pp.17-46,
edited by Rudolf FIotzinger; both Omnium bonorum plena and In hychulis are in Jahrgang VII,
volume 14-15 (1900), pp.105-111 and 11 '-119, acited by Adler and Koller; Accueilly m'a Ia belle
(in contrafaet) is in Jahrgang XI-I, volume 22 (1904), pp.75-76, again edited by Adler and Koller;
Vous marchez au bout du pied appears twice, once in volume 14-15, pp.236-37, and once in
Jahrgang XIV-I, volume 28, p. 116, edited by Johannes Wolf, from its appearance in another
source, Munich 328-31.
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Trent 91 draws primarily on an important tradition based relatively

near Trento itself, in the Chapel of the Imperial Court, this chapter

must instead explain how the manuscript came to include music

imported from the great court and church establishments of

northwestern Europe, the region where most singers and composers

of polyphonic music were still born and trained.

The chapter will fall into three main sections. The first of

these will examine the relationships between Trent 91's readings, in

its -frontispiece collection-, of four Franco-Netherlandish works,

and the concordances for these elsewhere. The second section will

then gather the evidence afforded by these comparisons together

with documentary and paleographica! observations to argue that the

frontispiece collection came into Trent 91 through the agency,

direct or indirect, of the composer Johannes Martini, already

mentioned in the previous chapter as a possible Franco-Flemish

member of the Imperial Court circle. Finally, the third section will

examine the anonymous and unique repertory within the frontispiece

collection, and will show how it may fit into Martini's oeuvre - into

his apprenticeship in the west, his mature years at Ferrara, and,

possibly, into the transitional period which, as this study argues, he

may have spent at or near the Imperial Court. The chapter will, in

short, offer a specific theory as to how certain Franco-Flemish

repertory came to enter the Trent collection - and will in the

process, show how one Franco-Flemish composer, Martini, could have

functioned as an intermediary between the larger musical world of

western Europe (including Italy) and the more insular creative

community within the German-speaking lands.
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Trent 91 and its Concordances

As was explained in Chapter 1, the frontispiece collection is

principally in the hand of Scribe A, which appears at no other point

in the Trent collection. Diagram 1.1 shows how this scribe used the

first two fascicles for self-contained copies of Mass Ordinary

cycles, Johannes Martini's Missa Cucu (ft.1 r-12r) and Guillaume

Faugues's Missa La basse danze (ff.13r-24r). He then began a third

gathering with another Mass Ordinary cycle, anonymous and unique to

this manuscript, on the Marian antiphon Regina caeli laetare

(ff.25r-33r). Loyset Compere~s motet Omnium bonorum plena fitted

into the leftover pages (ff.33v-35r) of the same fascicle, but to

finish his copy of the next piece, Antoine Busnois's In hydrauJis,

Scribe A had to begin a fourth gathering (ff.35v-37:-, with the break

at 36-37). On further pages there, he copied a four-part setting a

plainchant Gloria (ff.37v-39r) and, finally, a group of five

Benedicamus domino settings in two and three parts (ff.39v-40r).

All of these copies, as Chapter One explained, are identical in ink

color and script style, supporting an idea that Scribe A worked

continuously from a single assembly of exemplars. The remaining

pages of fascicle 4 were, by contrast, taken over for a

miscellaneous and chronologically sporadic series of additions by

Johannes Wiser (Scribe B) and one of his associates, Scribe C.

Two of Scribe A's inclusions argue particularly strongly that

he - or the owner of the exemplars from which he copied - enjoyed

privileged access to at least two of western Europe's most

prestigious compositional centers. (For the sake of simplicity, the
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following discussion will assume that Scribe A himself was the

owner of the exempiars; the next section of the chapter, however,

will return to this problem.) One of these works is Compere's

Omnium bonorum plena, tied by both David FallCJws and Gerald

Montagna to large and splendid Marian ce:'emonies held at Cambrai

Cathedral around 1470;2 the other is Busnois's In hydraulis, a

personal homage to OCkeghem composed during Busnois's early days

at the Burgundian Court) Both are virtuosic showpieces, whose

occasional texts limit their subsequent usefulness: that only one

example of each survives, apart from Trent 91, implies that both

were copied infrequently even in the centers where they had been

composed. Scribe A's possession of them thus implies, in turn, a

Speci31 status for him - namely, that of a professional Franco­

Flemish musician, trained or employed in the circles surrounding

Dufay at Cambrai and Busnois at the Burgundian Court, where these

rare, highly topical works were k!'!own and first performed.

Examination of the concordances for these and for the other

works in Scribe A's collection provides some evidence to support

this assertion.

2 Fallows (Dufay, p.78) suggests that the motet was written for the forma: veneration of a famous
Marian icon on October 16-17,1468, by the French and Burgundian chapels jointly. Gerald
Montagna instead suggests that it was first perfonned at the even larger ceremony marking the
dedication of Cambrai Cathedral to the Blessed Virgin on July 5,1472; he points out that some of
the musicians mentioned in the text are unknown in Cambrai and Burgundian Court records, and
may have been deJegates from other centers. See his ·Caron, Hayne, Co~re: ATransmission
Reassessment·, EMH 7 (1987),107-57.
3 Higgins dated In hydraulis between April 1465 and June 1467; see nv;,,·:n hydraulis Revisit~,
cited in Chapter One. note 8.
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1. Compere, Omnium bonorum plena

Let us first consider the concordant reading of Omnium

bonorum plena, located in the third fascicle (ff.27v-30r) of the

Roman manuscript San Pietro B 80. Christopher Reynolds dates this

copy to about 1475; both he and Charles Hamm identify the fascicle

that contains it as part of a ·supplement· to the manuscript,

containing works newer than most of those in the main corpus, and

copied towards the end of the period that saw completion and

binding of the whole, 1474-75.4

The variants listed in Table 2.1 rule out any possibility of

direct filial relationship between the two readings, even allowing

for their differences in format. Yet some striking similarities ­

such as the erasure on SP B 80's third discantus line, which corrects

an error left untouched in Trent 91 - argue for a common model not

far in the background. (See Ex. 3.1.) Chapter Four will address this

question further, showing how Scribe A and Nicolas Ausquier, the

Roman scribe, might have come to consult closely related

exemplars.S

In the meantime, though, it seems clear that Scribe A's

reading is the more authoritative. In contrast to Ausquier, he shows

a marked facility with details that might have stemmed from

experience with the piece in actual performance. Sigla, for

instance, appear far more consistently in his copy than in

4 Christopher Reynolds. -Sari PIetro S 80·, pp.2S'7-304. qeynok~ datec the manuscript
precisely through archival notices of payments to its copyists. His article (drawn from his Princeton
University dissertation) supplements an earlier study by Charles Hamm, "The Manuscript San
Pietro B 80-, RBdM 14 (1960), pp. 40-53.
5 See "San Pietro B 80·, pp.27S-279. Reyfll.j:ds ide.1tifjalj Nicolas Ausquier as the principal
creator of SP B 80 principally through the discovery of payment receipts signed by him.
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Ausquier's, clarifying the piece's complex distribution of internal

duets.6 Flat signs, too, are supplied at junctures where Ausquier

gives none, and in several cases act to prevent conflicts otherwise

sure to arise in an initial performance attempt, as Example 3.2

shows. And Scribe A's text underlay is better;7 even within the

cramped space of Trent 91, he provides something close to a

workable text for all four parts, while Ausquier contents h:mself

with incomplete phrases or incipits.8 As Example 3.3 indicates,

particularly the discantus part in Scribe A's copy suggests a

considered matching of textual syllables to musical phrases quite

exceptional for its time, while Ausquier's copy hardly surpasses the

casual norm. Finally, Table 3.1 demonstrates Scribe A's accuracy: he

corrects all of the errors found in SP B 80 while himself missing no

more than a pair of rests.

An exemplar directly reflecting a composer's own copy or

parts, used in &etual performance, would probably incorporate all

the advantages that Trent 91 boasts over its Roman concordance.

Scribe A not only possessed such an exemplar, but went to the

trouble to reproduce it minutely; this tends both to further the idea

6 Ludwig Finscher, Loyset Compere (ca. 1450-1518): Life and Wo!1:s. Musicological Studies and
Documents 12 (American Institute of Musicology. 1964), pp.131-39, analyzes this work in full,
~iving formal diagrams.

see Ludwig Finscher, ad. Lorset Compere: Opera omnia, Corpus Mensurabilis Musicae ser.
15 (American Institute of Musicciogy, 1961), vol. 4, Preface, p.iii. Finscher describes Trent 91's
as ·probably the older [reading] and certainly the more dependable one, especially in the
underlaying of text.·
8 Both readings give complete text only in the discantus. Saibe A, though, gives usable tenor
text for both partes, where Ausquier's provision is irregular. SCribe A also comes cJoser to
providing a workable undertay for altus and bassus; although Ausquier provides about twe-thirds
of the same words, his placement of them makes far less sense. versus the discantus. than does
SCribe A's.

Detailed ar..-:l rrou.iically fe&ible text underl~ in aD parts is a rE9J1ar feature of Scribe A's work;
see especially the Missa Regina cae/i, q.v..
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that he was himself a professional musician and to enhance his

status as a collector, suggesting as it does connections with the

central creative musical circle at Cambrai itself. If the composer

Johannes Martini can, on biographical grounds, claim such

connections, then Trent 91's redaction of Omnium bonorum plana

might constitute, as the following discussion will show, a first hint

that he and Scribe A had something in common.

2. Busnois, In hydraulis - and other concordances with Munich 3154

Busnois's motet In hydrauJis , the only item for which Scribe A

provided an ascription, follows directly upon Omnium bonorum plena

in Trent 91.9 Like Compere's piece, it has just one surviving

concordance, this time in the manuscript Munich 3154.

A large and heterogeneous compilation not unlike Trent 91

itself, Munich 3154 is made up of materials copied between about

1466 and 1511 in Innsbruck, the capital city of the Tyrol. It was

most likely used by the court chapel there, which belonged to

Sigismund, the last Duke of the Tyrol, in Wiser's day, and passed into

the employ of the Emperor Maximilian I not long after.Io:n hydiau;is

is in the seve"th fascicle of Munich 3154, occupying ff.27v-29r.

lhomas Noblitt has dated the paper of these pages, on the basis of

9 The ascription appears in the centei iOp of the copy's first verso, and seems to be in SCribe A's
hand and ink.
10rhe basic works on Munich 3154 are two articles by Thomas Noblitt, "Oas Chorbuch des
Nikolaus leopold (MOnchan, Staatsbibliothek, Mus.Ms.3154): Repertorium-, AfMW 26 (1969),
169-208, and -Die Datierung der Handschrift Mus. Ms. 3154 der Staatsbibliothek MOnchen-, Mf
27 (1974),6-56. Professor Noblitt's edition of the source is to be published soon in Das Erbe
Deutscher Musil<.
A his!ory of the musical chapel at Innsbruck, under both Sigismund and his heir, Emperor
Maximilian I, is to be found in Walter SeM, Musik und Theater am Hof zu Innsbruck (Innsbruck,
1954), Chapters 1 and 2.
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its watermark, to the period 1471-74. 11 As was shown in Chapter

One, this is roughly the same span indicated by watermarks for

Scribe A's fascicles, so that the two papers are nearly identical in

age. Further, the two copies were made from the same exemplar ­

presumably that in Scribe A's own collection.

In a sense, this is not surprisir'!g, given the geographical

positions of Innsbruck and Trento. Any musician travelling on the

the Brenner pass would probably have stopped at both places, sharing

material with both groups of local collectors, who must themselves

have had contacts with one another; also, both groups would have

maintair.ed Ii;-.ks with the musical chapel of the Imperial Court, and

with other Austro-German establishments farther north. Of Munich

3154's numerous concordances with the Trent manuscripts, listed in

Table 3.2, several others (marked with asterisks) in fact show

evidence of similar closely related transmissions. These form a

background for the particularly significant case of In hydraulis.

a. Trent 89, Credo, ff.404v-408r.

Johannes Wiser's copy of an anonymous Credo12, now in the

35th fascicle of Trent 89, may be not just closely related to its

concordance in Munich 3154, but, may be, instead, a direct copy from

that source.

The evidence for both direction and directness in this

transmission - from Munich to Trent, and not the other way, with no

11 see Noblitt. -Die Datierung-. p.46.
12 Noblitt (-Die Datierung-) eives an attribution to Nicasius de Clibano in connection with a third
concordance for this piece, Cappella Sistina 51, ff.178v-180r, but this has no apparent basis.
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intermediary stages - is furnished by the unconscious habits of

Wiser himself. As Margaret Bent has shown in her comparison of his

work in Trent 90 with its exemplars in Trent 93, Wiser was an

extraordinarily literalistic copyist. Not only was he reluctant to

undertake any substantial changes to the musical text of his copy.

but he often went to considerable trouble to reproduce even

insignifica~t graphic aspects of his originals - down to correction

signs and doodled marginalia.!3 In Illustrations 3.1 and 3.2, we can

see how this tendency may have brought about the strong overall

visuai simiiariiy immediateiy evident between wiser's copy in Trent

89 and its concordance: Wiser, in this instance, actually suspend9d

many of his normal practices as a copyist in order to induige his

literalistic proclivities fUlly. (See also Table 3.3, accompanying

the Illustrations, which summarizes both evidence and

counterevidence in the present discussion.) He wrote part

designations which differ in style and placement from his regular

format (compare Table 1.3a and b); he texted all four parts, rather

than, as usual. just the discantus, replicating quite exactly the

underlay in Munich; he took over abbreviations - an for ante, ho for

homo - which elsewhere he never used.. And finally, he reproduced

Munich's errors: for example. in the bassus. at lEt incarnatus est, he

reproduced the ambiguous ligature placement (which the Innsbruck

scribe himself had tried to clarify); again. in the same part. at Et

unum dominum , he followed Munich in omitting the dominum.

13 See Bent. "WISer at Work-. p.95.
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This demonstration of a direct filial relation between Munich

3154 and Trent 89 has, potentially, great significance for a new

understanding of the Trent collection in general. Firzt, It suggests

that, on at least one occasion, Wiser copied music for the collection

outside of Trento itself: while the Innsbruck fascicle could, of

course, have passed through Trento at some point, its physical

connection to the preceding portions of the collection argues agains

this,14 whereas the independent and self-contained fascicle

containing the Credo in Trent 89 would have been easy to carry on a

journey. (That fascicle begins, too, with an entry by a hand

otherwise unknown in the Codices, and so presumably that of a

scribe from outside the regular Trento circle, who may have been

one of the Innsbruck musicians.lS) And if Wiser copied outside of

Trento once, he could have done so on any number of further

occasions; any automatic assumption that material in his

mar.uscripts was copied in Trento itself is, on this evidence, invalid.

Furthermore, Noblitt's watermark dating of the Credo in Munich

3154 to the period 1475-76 shows definitively that the traditional

14A textless piece entered on ff.76v-nr links the eighth fascicle of Munich 3154, which contains
the Credo, to the seventh. See Noblitt, -Oie Oatierung-, Table p.39.

The Credo's cantus firrnus, the ubiquitous Credo I, offers little help in tracing its provenance. In
style, though, the paraph~e rese!'!'!b!es the Credo !setti~ at the end of fascicle 4- !!"! Trent 91,
which will be tied in a subsequent section of this chapter to an essentially Germanic tradition.
Chapter FIVe, further, will offer comment on the transmission of works such as this from northern
centers, including the Imperial Court an:! Innsbruc:k, to Naples, arguing that its appearance in the
Neapolitan source CS 55 (see note 23 below) is not, by any means, evidence of its origin south of
the Alps. (See, however, the following note.)
15 The work's appearance on six-line staves led BenveRJto Oisertori to evaluate it as an
instrumental composition. (See L.'unica composizione sicuramente stromentale nei Codici
Trentinr, Collecteanea Historiae Musicae 2 [1956], pp.135-45.) It bears an attribution partly in
roosical cipher, which may be construed as -Dom. Andreas TaLAFAgi Calober(zCaJabriensis?) At
least one Innsbruck singer by the name of Andreas is doaJmented (Senn, Musik zu Innsbruck,
p.14), but this man has the wrong surname (Utelmann or Eytelmann). Further researr.h on Trent
scribes may produce a closer identification.
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terminus ante quem for Trent 89 in the mid-1460s is also ill

advised. The Credo copy there, if it was taken from Munich, must be

almost a decade later, and other additions - if not the main contents

of some fascicles - could easily date from that same period or

slightly earlier. 16

b.Trent 89, Magnificat, ft. 394v-396r

The anonymous Magnificat copied by Wiser into the present

34th fascicle of Trent 89 shared an exemplar with Munich 3154, ft.

13v-15r. (See lIIustiation 3.3 and 3.4., and Table 3.4.) The essential

identity of all ligatures, rest patterns, and (for the most part)

details of text underlay argues for this conclusion. Difficulties

arise only with certain changes of format (including one

reassignment of parts), which would have required initiatives

unusual for Wiser, if he, rather than the !nnsbruck scribe,

undertook them against the exemplar.

One peculiarity of Wiser's copy suggests, though, that he had

an exemplar that resembled Munich - and that he was, in fact,

actively trying to improve upon it. Tired of ledger lines on the

discantus's first staff, he changed his clef from the c2 used

throughout Munich to c1 , but on the fourth staff slipped unwittingly

16 see Noblitt, -Die Datierung-. pp.42-43 and 48. Noblitt (who cites the collaboration of Piccard
in his work on Munich 3154) devoted special attention and discussion to the fascicle in which this
Credo appears. since it corrbines paper of an earlier date (1456-69) with the considerably
younger type used for the Credo.

saunders dates the fascide in Trent 89 contair:~'lQ the Credo to ca. 1466. making that year oor
termioos ante quem for the rnaooscript as a whole. (See Chapter One. note 31.) But the Credo.
which appears as a secondary layer there. is further followed by a Mass cyde (the Missa Deutscher
Lieder. disaJssed in Chapters Four and FIVe) which rTlJSt have been added later still. The Mass
breaks off with its BenediCluS section. suggesting possibie continuation in a further fascicle ­
which 'tNCU1d support an idea that Trent 89's component fasciclGs were not yet bound when both
these secondary layers were copied ca.1475.
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back into c2, and ended by having to change his new clef back into

conformity with his 6xemplai.

c.Trent 91, Magnificat, ff.209v-210r

A second Magnificat immediately following this first one in

Munich 3154, on ff.15v-16r there, may stand in a sibling relation to

its concordance in Trent 91, nOW part of the eighteenth fascicle.

(See Illustration 3.5 and 3.6., with Table 3.5.) Here, too, a number of

common errors, together with identical patterns of ligation, rests,

and text underlay, must counterbalance differences of format and, ir.

one verse, of scoring. But again, a slip in Wiser's copy suggests that

he was experimenting with an exemplar that looked like Munich.

This time, after making a start with the altus part in c4 - as before,

to avoid ledger lines - on the first staff of the recto page, he

slipped into the c3 also used by Munich, and had to insert a

corrective clef below a semibreve rest.

Th,;$ chronological relationship of these two pairs of

concordances is not easy to establish. Noblitt dates the paper on

which both Magnificats appear in Munich 3154 to the period 1466­

69; Saunders places the paper of the Trent 89 copy around 1466, and

the Trent 91 copy, as was shown in Chapter 1, probably dates from

about that same period. I7 But Noblitt also indicates that the scribe

17 Sie -Die Datierung-, p.46, and saunders. -Dating of the Trent Codices·, p.91. senn
documents one instance of contact between the rTlJsicians of Trento and Innsbruck that falls into
a suggestive timespan: in 1466. the InnsbnJck court organist and Kapellrneister Nikolaus
Krorrosdorfer rode to Trento to recruit two choirboys for his chapel. (see Musik zu InnsbrucJ<,
p.16; tnis notice could also. incidentally, serve as evidence that talented children were as a rule
recruited from the Trento Cathedral school, rather than completing their education there.)
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responsible for both pieces in Munich worked sporadically, over

several years, on the fascicles where they appear; there is, then, no

reason to assume, because the two pieces are adjacent in Munich,

that they arrived either there or in the Trent collection

simultaneously, though this is certainly possible. They are, in fact,

so disparate in style that in origins, at least, they probably had

little to do with one another. This could account for their

assignment, as additions to their respective fascicles, to widely

different parts of the Trent collection. (The second section of the

chapter will examine further the placement of the Trent 89 work,

which relates to its surroundings in a particularly suggestive

manner.) Bcth concordances testify, though, to an ongoing contact

between the musical establishments in the two cities, a background

against which their common use of a single exemplar for In
~

hydraulis appears quite natural.

Evidence for this last relationship will now be presented under

three main headings. (See Illustrations 3.7 and 3.8, with Table 3.6;

see also the edition of In hydraulis cited in note 1.)

First, the two copies share a number of common errors. Most

significant of these is the mutual miscounting of tenor rests in both

partes. In the prima pars, both manuscripts show rests identically

patterned, with both lacking the necessary f1nal pair of longae , and

reflecting a common inaccuracy in their models. In the secunda

pars, the patterns of rests is again identical, but only as far as the

seventeenth pair. At this point Munich breaks off, leaving the part

three breves short, while Trent 91 gives two further pairs followed

by a breve rest, thus ending up with three extra longs. The problem
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here might have been a blot or some other defect in the common

exemplar; ihe !nnsbruck scribe would have stopped copying at the

point of illegibility, while Scribe A, acting perhaps on a better prior

knowledge of the piece, would have proceeded, getting at least the

final breve rest right. In general, Scribe A is again the more.

accurate of the two copyists, correcting a total of seven errors in

Munich 3154, while making only three fresh errors. (These slips in

opposite directions suffice, of course, to rule out the possibility

that either source was copied from the other.)

Ligatures and rest patterns are, almost without exception,

identical between the two copies, and constitute a second line of

argument. The one case where a rest pattern varies, as well as one

of just four cases where ligatures do, can be explained by the

exigencies of line breaks in one copy or the other; the other three

such cases can at least hypothetically be related to line breaks in

the exemplar. IS In other respects as well, visual similarities are

striking. The sigla given in altus and bassus to mark the tenor entry

in the prima pars are not only similarly placed, but similar in form:

the altus is marked with ,r. ,the bassus with 1':'\.19 Mensuration

signs are identical and identically placed within the staves; the

single exception here, Trant 91 's C2 versus Munich's ~ for the tenor

of the secunda pars, is clearly a later addition (by another hand)

outside the staff. Flat signatures for the secunda pars also vary

18 The rest patterns at the start of the secunda pars bassos vary because Trent starts the part on
a fresh staff: the sem:b.re'Je ligature fg near the end of the third staff in the secunda pars altus
succumbs to a page break in Munich. The other ligature cfJfferences may be simi\arty explicable; for
instance the breve ligature ed near the start of the third bassus staff, secunda pars, in Munich, is
broken in Trent, possibly because it occurred over a line end in the exefl1)lar; the other
differences simi\arty put Munich a little -aheacf of the exe"l)lar.
19 Scrbe A's usuaJ fann is .r· only, so that his use of r:- here is signiflCal1t.
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somewhat, but here, too, Scribe A's use of supplementary flats in

both discantus and bassus seems to fit with his known tendencies,

while Munich's omission of flats in the bassus part could be due to

simple oversight.20

A final point concerns the layout of the proposed common

exemplar for In hydraulis. As in the case of Omnium bonorum plena,

striking differences in format divide the two copies: Scribe A adopts

the pattern standard for the Trent Codices - as for almost all late­

CEntury manuscripts - with teiior beneath discantus on the left of

each opening, while Munich 3154 presents the tenor ·Iast·, at the

lower right of each opening. But a common exemplar that looked

very much like Munich 3154 can be reconstructed from Trent 91,

thanks to Scribe A's cancellation in the first staff of the bassus for

the secunda pars. As he copied this pasage, his eye jumped to

another semibreve ligature on g-d, now near the end of his second

bassus staff (compare ligatures 55 g-d); in Munich, these two points

are directly vertically aligned, near the start of the second and third

lines of the bassus part. (See Illustration 3.Sa.)

Scribe A's absentmindedness here may actually provide another

piece of evidence that he enjoyed extraordinarily privileged access

to central sources of the ·....orks he copied. The layout chosen tor In

hydraulis in Munich 3154 , with the tenor given on the lower recto

side of the opening, is just as odd for that manuscript as it would be

20 The provision of abundant accldentals and signature flats is so rTlJCh a part of SCribe A's normal
style that differences in this regard hardly count as stemmatic evidence; he would probably have
been more meticulous than the lnnsbruck scrbe in reproducing his exer11>lar's, and added a few
of his own to boot.
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for Trent 91.21 It is, however, found several times in another

manuscript, Brussels 5557 - most consistently, in fact, in the

Busnois compositions copied as a secondary layer there.22 Scribe A's

exemplar for In hydraulis must thus have resembled the primary

surviving source of fifteenth-century sacred music from the

Burgundian court itself. Perhaps it is not coincidence that his

spelling of Busnois's name - Busnoys - is the same one used in

Burgundian records.

Two basic scenario~ can be constructed to explain the use of a

common exemplar for In hydraulis by Trent 91 and Munich 3154.

First, the two copies could have been taken in Innsbruck and in

Trento, respectively, as their common exemplar passed between the

two cities in the hands of a musician journeying down (or up) the

Brenner Pass, presumably on a journey between Italy and the

Imperiai lands north of the Alps. Or, alternatively, both copies could

have been taken fruro an exemplar fixed in some third location; the

Imperial Chapel comes to mind as on":' point ~f common reference.

We will take up beth these possibilities further in the next section

of the chapter, which examines the problem of Scribe A's identity.

In the meantime, though the discovery of this concordance

relationship acts to enhance further SCilbe A's status as a collector:

the derivation of both its surviving copies from a single exemplar

21 The other copies made by this Scribe (aJso an •A·. in NcOlitt·s scheme) all use the standard
discantusltenor/altuslb2ssus presentation, though sometimes this is complicated through a
verse-by-verse presentation, as in the MagnifICat concordant with Trent 89.
22 See, in Brussels 5557, the Busnois pieces on ff.48v-50r, ff.69v-70r, f.76v, and ff.83v-90r.
Flynn warmington has assembled evidence supporting Edgar Sparks's theory that these wor1<s
are Busnois autographs. See· 'A Very Fine Troop of Bastards?' Provenance, Date, and
Busnois's Role in Brussels 5557,· paper delivered at the N::tional Meeting o~ the American
Musicological Society, Philadelphia. OCtober 25, 1984.
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confirms the idea that It: fwdr;:{;,'!s was known to a small circle

only, and that ownership of it implied some standing in that circle -

some degree of direct contact, that is, with either Busnois, the

work's composer, or OCkeghem, its dedicatee.

3. Faugues, Missa La baSS8 danz8

Faugues's Mass has a single but complete concordance in the

Vatican manuscript Cappella Sistina 51 (ff.5Sv-67r), which, as

Adalbert Roth has recently shown, was copied in Naples during the

late 1470s, and subsequently taken to Rome, for use in the chapel of

Sixtus IV (r. i 471-84), together with another volume in t~e same

series of large choirbooks, Capella Sistina 14.23 Faugues is also

represented, in this pair of sources, by his Missa L'homm8 arms in

CS 14 (ff.138v-149r). His place in the Neapolitan repertory is thus

fairly prominent, for a composer on the whole so little favored by

the chances of preservation,24 and this may have resulted from the

theorist-composer Johannes Tinctoris's evident knOWledge of and at

least qualified esteem for his work: several citations from his

23 Neapolitan provenance for the two manuscripts CS 51 and CS 14 is demonstrated in Adalberth
Roth, -Studien zum friihen Repertoire der Papstlichen Kapelle unter dern Pontifikat Sixtus IV
(1471-1484): Die ChortJOcher 14 und 51 des Fondo Cappella Sistir.a der Biblioteca Apostolica
Vaticana- (Ph.D. dissertation, Johann Wolfgang Goethe-Universitat, 1982),
24The only works by Faugues to have survived with attrbrtions are four Mass ordinary cycles.
Besides the Missa La bass8 danze and the Missa L'homme anne, a Missa J6 suis en fa mer (or en
ramel) survives uniquely in ModO: George SChuetze was also able to identify the Missa Le
serviteur, through a citation by TInc:toris, in its reading !n Trent 88. where it is wrongly attributed to
Ockeghem. (Compare Gottrleb. -I ne Cyclic Masses of Trent 89-. p. 120, linking OCkeghem
instead to an anonymous Mass on the same subject in that ~Ilection.) All four works are purlShed
in George C. SChuetze, ed., Opera Omnia Faugues, CorleCted Works No. 1 (Brooklyn, N.Y.:
Institute of Medieval Music, 1960). See aiso George C. SChuetze, An Introduction to Faugues,
.,..S·lCO.......;,.~' C'6.·"j·les v""2 (B-...I....- '" y. ·-.-.itut- o~ "~"':.a\i"'! l'u.,,,, ~~~f".)
.. ,... ~IVQ' ~i.IU ,\,II. "'''''''1'1111, ...... Uk>ll L'Cf • mCfUI'lIII7 cu M ~, 1;:7QU ..
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Masses are scattered through both the Counterpoint treatise and the

Proportionate, though not ;tlways in the most laudatory contexts.25

The differences between the Trent 91 version of the Missa La

basse danze and its Neapolitan counterpart are summarized in Table

3.7. As is readily apparent, these fall for the most part into two

major categories. Where the Trent copy uses a pattern of dotted

minim plus semiminim, CS 51 prefers minor cotor ; where Trent has

long values, CS 51 tends to present shorter repeated tones. On the

face of it, nothing much more than scribal piefeftrfJCe seems to be at

stake here. The identity of most clefs, mensural signatures, and

ligatures, the similarity of manuscript layouts, and the presence of

a few probable common errors suggest, rather, that both copies

stand fairly close to some common parent source.

But a few other differences between the two readings take on

a heightened significance in the light of Faugues's other contribution

to the Neapolitan complex. The Missa L'homme arme, copied into CS

14, appears in two other manuscripts. Of these, Verona 761

(ff.112v-123r), a late-fifteenth century source possibly also from

Naples, gives essentially the same reading. But a third source, the

2S Tinctoris, as a prestigious member of the Neapolitan court chapel, probably aided in
the preparation of CS 14 and 51 and could have approved Faugues's inclusion there. Presumably
he had corne to know Faugues's work not only in Naples, but during that same period of personal
proximity when their names appeared together in Compere's motet; Paula Higgins has recently
documented Faugues's employment. during the 14605, at the Sainte-chapelle in the French c;:y
of Bourges. (see Paula Higgins, -Antoine Busnois and Musical Culture in Late Flfteenth-century
France and Burgundy", Ph.D. dissertation, Princeton University, 1987, pp.257-259.j Higgins's
discovery may also justify Schuetze's interpretation of Faugues's mention, in Omnium bonorum
plena, as one among regis omn~ canentibus - all the [French] lOng's singers.
Schuetze reproduces all TI.1Ctoris's mentions of Faugues (Introdudion, pp.2-8) and also
transcribes the notice concerning him in an anonymous Spanish treatise probably of Neapolitan
origin. ca. 1486, a!cngs!de _~!".a!!nes Martini.
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manuscript Modena M .a.1.13, or ModO, takes issue with both of the

others.26

Major structural differences, realizing fundamentally opposed

plans of internal repetition, render the relation between these two

readings much more complex than that between the Missa La basse

danze concordances. The Missa L'homme arms, in other words, must

have been partially rewritten between the copying of its two

readings, while with the Missa La basse danze only variants of

short-range significance are in question. Yet one analogy does

emerge, involving the notation of the tenor cantus firmus versus the

other three parts. In the concluding sections of the Gloria, the

Credo, and the Sanetus in the Missa L'homme arme, the signature for

the three outer voices is /11. !n 9ach case, CS 14 gives the tenor line

with a signature of €; its values are to be doubled against those of

the other parts. ModO, on the other hand, writes out the tenor's

doubled values in these same sections, giving the part a signature jO

to match the others. As Table 3.7 shows, exactly this relaticnship

obtains between the two readings of the Missa La basse danze: CS

51 gives the tenor line in e, Trent 91 in Jif, against the other parts in

J2f. Here, however, the difference is confined to the first two

movements; after that point, Trent 91 reverts to a signature G for

the tenor, with vaiues coubled against those of the other parts.

Tinctoris himself provided scme certainty that the Neapolitan

manuscripts contain the original readings of these tenors. In a

26 No speciaJ full-length study of ModD exists as yet. Or. its compilation ca.1481 , and its relation
to MartiniS oeuvre, see Lewis Lockwood, Music in Re,..aJssa,'1C8 Ferrara, 1400-1505 (Carrbridge,
MA: Harvard University Press, 1984), pp.222-224 and 233 ft ..
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famous passage from Book III, Chapter 3 of the Proportionale, he

condemned the practice of signaling doubled va~ues, versus the other

parts, through ~ majo;--prolatlon signature, calling this the error

anglorum in recognition of its early use in English tenor Masses; he

also cited Faugues as one of the "barely literate" composers who

used it.27 The vehemence of Tinetoris's reaction against the

procedure, which after all had been quite standard for two or three

generations preceding, must indicate that in ~he 1470s it was

rapidly going out of fashion. No work in ModO, a manuscript

completed about 1480, includes it.

Other differences between the readings of the Missa L'homme

arms confirm a general trend of notational slmpiification and

stylistic updating in ModO. For instance, the altus part, which

derives canonically from the tenor, is fully written out there, while

in CS 14 it must be read from the tenor line itself. Again, the

Ferrarese scribe uses dotted minim-semiminim patterns, in

preference to CS 14's minor color, which was receding from

common use during the 1470s.28 Further, several sectional cadences

in CS 14 in which the bassus executes an octave leap appear, in

ModO, in a "V-I" configuration, with bassus joining the tenor on the

lower final; this difference too reflects widespread change in

practice over the 1470s. (See Example 3.4.)

27 Johannes Tinctoris. Proportions in Music, trans!. Albert 5eay (Colorado Springs: Colorado
College Music Press, 1979), pp. 36-38. As Tinctor'1S notes, lhe l:se of this corroination was part
of the L'horrrne arme tradit~n, objectionablfl though it was in his eyes. The original combination
of the Missa La basse danze, with e versus..f1', comes closer to his suggestion for a notationally
proper presentation of the idea, superior to the standard e versus 0 (although, as he admits, the
diminished signature i~lies a'ast tempoj.
28 On the significance and history of minor coior, see Staniey Boorman, -Notationai Speiiing and
$cooal Habit", WolfenbUttJer Forschungen 22(1980).
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Modernizations along these same lines divide the readings of

the Missa La basse danze. The Trent copy prefers dotted patterns

over CS 51's minor color, and at least one octave-leap cadence in CS

51 is modified to a ·V-I· pattern in Trent. And other variants, while

they form a iess explicit trend, could be construed as minor

improvements of the Trent version over the Neapolitan, eliminating

dissonance or ciarifying structural detail, as shown in Exampie 3.5.

Differences of this last type are at their most numerous and

least equivocal in the first two movements of the cycle. And since

in those same movements a marked modernization of the tenor line

also takes place in Trent, it becomes possible to argue that the same

kinds of revision intervened between the Naples and the Trent

versions of the Missa La basse danze as between the Naples and the

Ferrara versions of the Missa L'homme arms - or, rather, that such

ievision was actively underway at the time that Scribe A made his

copy for Trent in the eariy 1470s, which reflects the process in its

first two movements.

ModO, the Mass collection from the chapel at Ferrara, contains

not only the Missa L'homme arms, but another, unique cycle by

Faugues, the Missa Je suis en fa mer (or Je suis en I'amer). Already,

on this basis, we can assert that Faugues occupied as prominent a

place in the Ferrarese repertory as in the Neapolitan. Thus it seems

reasonable to suggest, further, that a Ferrarese concordance for the

Missa La basse danze could have been included either in the lost

final portion of ModO or in its fragmentarily preserved companion
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volume, ModE, 29 and that such a concordance would very likely have

included the same kinds of modernizations observable in the Missa

L'homme arms. Insofa~ as Scribe A's copy, then, reflects the

beginnings of this very process, it stands in a close relation to ModO

at Ferrara.

4. Martini, Missa Cucu

One further concordance exists for Scribe A's collection in

Trent 91, providing, this time, a direct link to ModO and Ferrara. The

present last leaf of ModO contains, on its verso side, the discantus

and tenor parts for the Kyrie of the Missa Cucu, which opens Trent

91. The tabula of ModO ascribes the Mass - which, apart from its

first page, has vanished from the volume - to Johannes Martini.

This concordance relationship is of a nature entirely different

from those just discussed. Even given the ModO reading's

fragmentary state, it is clear that the two manuscripts present

radically opposed versions of the work. These are shown in

Examples 3.6a and 3.6b. As is evident, both the surviving sections of

the ModO movement are much shorter than their Trent 91

counterparts. While it is possible that ModO's is the original version

and Trent 91 's a later expansion, the relative ages of the

manuscripts argue otherwise: since ModO is the younger source, it

more likely presents a heavily edited later version of the work,

whereas Trent 91 presel'Ves the more prolix original. The patent

aesthetic superiority of ModO's reading, even in its fragmentary

29 On the probable size and scope of ModE and its status as a companion volume to ModO. see
Lockwood. Music in Ferrara. pp.222-224.
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state, confirms such an opinion. Its Kyrie, particularly, dispenses

with the rather aimless writing after the original m.15, modifying

the final cadence to eliminate rhythmic fuss, and to set out more

effectively the long-range discantus descent c"-b'-a' by way of

conclusion.

In summary, then, the examination of the four concordances to

Trent 91's frontispiece collection has revealed two important

common themes. First, Scribe A's readings for two of the works

there - Omnium bonorum plena and In hydraulis, in themselves rare

and specialized pieces - suggest strongly that he was a coileetor

specially familiar with the high-ranking musical circles where they

were created. In the case of Omnium bonorum plena, his copy

reproduces some features possibly drawn from a composer's own

annotated performing version, while in the case of In hydraulis,

both extant readmgs derive from the single exemplar upon which he

drew. Faugues's Missa La basse danze (which also, of course,

originated in northern France) and Martini's Missa Cucu then

establish a second affiliation for Scribe A with the musical

establishment at Ferrara, as represented by the Mass collection

ModO.

This second, Ferrarese connection can be amplified somewhat

through a reconsideration of one of the secondary concordances just

tjiscu~~e'j between the Trent collection and Munich 3154, the

Magnificat found in Trent 89. (See item 2b above.) In four parts,

with a contratenor bassus, the Magnificat l!ses thA paraphrased

psalm tone as a basis for imitative writing, with climactic passages
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of melodic and rhythmic sequence; it is, in short, recognizably close

kin to better-known Franco-Burgundian settings by such figures as

Busnois and Martini, composed in the late 1460s or early 1470s. it

was added to the Trent 89 fascicle following three other

compositions (two Kyries and a Magnificat) in a less sophisticated

style. In binding, however, it seems to have brought about the

placement of its fascicle next to the Missa Clemens et benigna by

the Burgundian master Caron, which now makes up fascicle 33 of the

manuscript.30 (See Diagram 3.1.)

The Caron Mass, although it is in Wiser's hand, has a connection

to Scribe A's collection in Trent 91 through its use (for both text

and music) of grey ink identical in shade to Scribe A's; grey ink is

sufficiently rare, in both manuscripts, to occasion special notice)1

The Mass has one concordance, in ModO. While substantial

recomposition of some passages divides the two readings, the strong

visual similarity apparent on almost every opening (see the

examples in Illustrations 3.9 and 3.10), as well as the commonality,

for the most part, of musical content, suggests that here, too, some

extended sibling relationship may obtain between the two surviving

copies.

A Franco-Flemish Scribe A, in other words, could have carried

with him, as part of his special repertory from Cambrai and the

Burgundian Court, an exemplar of the Caron Mass. Wiser could have

30 see Montagna's arguments strengthening Caron's links to the Burgundian Court, in "Caron.
Hayne. Compere", pp.117-130. Montagna presents Caron as a member of the Burgundian
rTl.ISicaI circle somewhat older than Busnois. displacing an earlier picture of him as "an ttaraan
Kleinmeister" VOUM9f th(m PJartini.
31 Fascicle 33 also-shows the late (ca.1473) style of WISer'S hand described in Chapter One, with
large F-elef flourishes and mansural signs outside the staff.


















































































































































































































































































































