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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
larger context of musical developments during the Renaissance.

The first chapter, which centers on an extanded account of
Trent 91's ohysical formation, challenges scme widely accepted
hypcthieses concerning the genesis of Trent 91. While for many
years schoiars have viewed the later pcrtions of the Trent collection
as the work of a single scribe, Johannes Wiser, active in Trento
itself from about 145F to 1465, both the configuration and the
contents of these manuscripts, inciuding Trent §i, can be more
coherently explained by analyzing them &s 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. Specific 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 use chant melodies and liturgical orders appropriate for the
Diocese of Passau, and so may be from the Imperial Chapei at Wiener

Neustadt, which lay within that Diocese’s jurisdiction.



Chapter Three next turns to tiie 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 suggests, togetner with
physical features of the copies themselves, ‘*hat this nirst pbrtion
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 seories of Mass Ordinary cycles previously
considered io pe, like the repertory of the first four tascicles,
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 amcng them Johannes
Touront, whose wcik is known aimost exclusively in manuscripts
from Imperial tsrritory. 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 ltaly.
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PART I: TEXT



Chapter One

Introduction: On the Creation of Trent 91

The manuscript Trento, Museo Provinciale d'Arte, Castello del
Buonconsiglio, Ms. 91 beiongs to tha series of seven volumes known
ccllectively 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.l With about
1900 items, mostly sacred and all in white mensural notation, they
form together the largest singie musical coliection to have survived,

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

As a preliminary to the detailed physical analysis of the
Ccdex Trent 91, the subject of the present study, a few remarks
about earlier literature on the Codices in general may help to define
scme of the issues that affect understanding of anv one of them. |In
a sense, such an exercise seems redundant: their outward history
and their role in musicclogical writings since their rediscovery,
which occurred just over a century ago, have been skillfully
summarized recently by several other investigators c¢f individual

manuscripts.2 But to a greater extent than usually recognized,

! The manuscripts have been assigned the shelf numbers 1374 through 1379, retaining their
original order, at the Museo Provinciale (formerly the Museo nazionale) in Trento, where they have
been kept since their retum to the Trantino in 1934. Because studies and publications made
before that date used their old shelf numbers from the Cathedral Chapter Library, so these have
generally been retained in subsequent literature.

Trent 88, 89, and 90 are marwioth volumes, with respectively 422, 425, and 485 folios; Trent
93 has 382 folios; Trent 87,92, and 81 are smaller, with respectively 265, 262, and 259 folios.
2 The following recent dissertations on the Trent Codices all contain summaries of the
intemational literature about them: Gary Richard Spilsted,"The Paleography and Musical
Repertory of Cocex Tridentinus 93°, Ph.D. dissaitation, Harvard University 1982, which



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, brought 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 ccolisction, but they had certainly
been there at least since 1746, when the first catalogue cof
Cathedrai archives was drawn up ; in a second cataloque. made in

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

incorporates an earlier article, “Toward the Genesis of the Trent Codices: New Directions ard
Findings", Unive:sity of Westem 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 earlier article, "La datazione dei codici musicali Trentini,
Trento 87 e 92°, Studi Trentini di Scienze Storiche 60 (1981), 29-44; Rebecca Gerber, "The
Manuscript Trento, Museo Provinciale d'Arte, MS.88: a Study of Fifteenth-Century Trarsmissicn
and Repertory”, Ph.D. dissertation, University of California at Santa Barhara, 1984; and Peter
Wright, "The Related Parts of Trent, Museo Provinciale d’Arte, MSS.87 (1374) and 92 (1379): a
Faieographical and Text-Critical Stucy™ (Ph.D. dissertation, University of Nottingham, 1386),
which incorporates throe earlier articles, "The Compilation of Tr 87-1 and Tr 92-11°, EMH 2
(1983),237-72; "The Trant-Aosta Relationship Reconsidered”, in | ccdici musicaii Trentini al centi
anni del loro riscoperto: Atti del Convegno Laurence Feininger..., ed. Nino Pirrotta and Danilo
Curti (Provincia Autonoma di Trento. 1386), pp. 138-157; and "On the Origins of Trent 87-1 and
92-1I*, 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 cn the Codices in Trentino pubiications, the following
discussion is also much indebted to Antonio Cariini and Danilo Curti, “Il Quattrocento e i codici
musicali”, in Dalla pokifonia al classicismo: il Trentino nella musica (Trento: Centro di Cultura
Antonio Rosmini, 1981), pp.7-48.



3
numbers they still bear today.3 (The seventt: codex, separated from

the others at some point between the cataloguing operations,
reappeared in the Chapter Library during World War |, 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 fifteenih-century manuscript
material to be cited in his biography of the composer Guillaume
Dufay.5 When Haber! explained to the Cathedral Chapter authorities
tha"great‘importance of the manuscripts they had brought i‘orward in
response to his inquiry, they initially offered to sell these to him;
following his refusal, they next approached the British Museum, and

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

3 The eartiest list of the Cathedral Chapter's holdings (both its books and its documents) is the
mane-ecrint Repertorium omnium documentarum quae in Cathedralis Ecclesias Tricsntinas Divi
Vigili custodientia observantur. This exists in three copies, one dated 1746 (in the Archivio
Capitolare, unnumbered), one 1752 (in the Biblioteca Capitolare, unnumbered), and 1758 (in the
Bitlioteca Communale, MS 1065)}. All were continually updated untii a new fist (under the same
title, and kept today, unnumbered, in the Archivio Capitolare) was made by the librarian Stefenelli
in 1848.

In the early Repertorium, the Codices had only the communal signature “BL”, supplemented
by a note "Liber musicus MS = 3alii consimiles”. Stefenelli relisted them, in his entry no. 156, as
"Musica voiumira sex chartacea - MS notata ad v.87, 88, 85, 5C, 91, 92°; on a leaf appended to
his catalogue, a later hand gave these numbers bracketed with a note, "Libr di musica venduti dal
capitolo nel 1901". As Spilsted has noted, thess later eriries show thai the seventh manuscript,
which bears only the earty signature "BL", had been separated from the main group in the interim
betweer. inventoriss.

4 This Codex was found by Oskar Ulm, a Trentino musician and scholar, ini 1574, but was first
described publicly by the musicologist Rudolf von Ficker in 1924. (See Rudolf Bockholdt,
“Notizier: zur HS Trient 93 und zu Dufays frihen Messensatzen®, AcM 33 /1961), pp.40-41. Von
Ficksr gave the manuscript the number 93 to place it in series with the first six; an asterisk is used
to distinguish it from the Biblioteca Capttolare volume which already bore that numbei.

5 Haberf's monograph on Dufay appeared as the first of three volumes in his Bausteine fiir
Musigeschichte (Leipzig, 1885-88) and also as an extended article ("Witheim Du Fay:
monographische Studie Gber dessar Leben und Werke®, VjMw 1 [1885], pp.357-530; this
includad the initial announcement conceming the Codices' reappearance.

Haberi evidently sent something like a form letter to many small Bbraries like Trento's; Spilsted
reports that Father Laurence Feininger once examined a copy of such a letter. (See "Codex
Tridentinus 93°, p.29.)



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 pivneer, Guido Adler, and to his assistant, Oswald
Koller, for systematic study and' transcription, with the aim of
publishing as much as possible of their contents in the series
Denkmadier der Tonkunst in Osterreich. 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 which remains

the cornerstone of all subsequant 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 ordering has

8 For full accounts of the transactions, see Maria Bona di Bonetti, "La Cappella del duomo di
Trentc dalle origini al secolo XVI," Civis 5-7 (1978-79), pp.96-131 and 69-83 (esp. p.116), and
Cailini and Curti, “ii Quattrocento”, pp. 22-24. The Austrian Kaiserliches und Kdnigliches
Ministerium fir Kultus und Unterricht concluded the purchase.

;/'Tlr:; series Denkmaler der Tonkunst in Osterreich published excerpts from the Trent Codices as
ollows:

14-18 {1200} Introduction (an extended essay on the origins and makeup
of the Codices) by Guido Adier and Oswald Koller; thematic index for the entire collection
{excluding Trent 93}, selected compositions
Jahrgang X1-1, volyme 22 {1904): comrections to the Index; secular music; three Masses on O rcsa
bella
»ahrgang XIX-|, volyme 38 (1212): Mass Ordinary cycles by Dufay, Ockeghem, and others
Jahrgang XXVII-l, voiume 53 (1920): iisbert Plenary Mass; selected smaller works (sacred and
secular)

Jahrgang XXX1, volume 61 (1924): Thematic !ndex for Trent 93; Masses and Mass sections
Jahrgang X, valume 76 (1933} Motets

Yolume 120 (1970): Mass Ordinary cycles by Martini and cthers

8 Adler and Koller cited the three motets near the opening of Trent 91 as evidencs for its
completion in the 147Cs, as follows. In hydraulis, because it names (in its texted concordance,
that is) Charles of Burgundy "Count of Charolais” rather than as Duke of Burgundy, must predate
his accession as Duke in June of 1467. (See Paula Higgins, "In hydraulis Revisited,” JAMS 39
(1986), pp. 36-86; Higgins also Getermines that the work must have been written after April 13,
1465.) Omnium bonorum plena, because it mentions Dutay as living, must predate hic death in



since been refined, but has never been chailenged in its essentials.
it places Trent 87 and 22 as the oidest manuscripts, completed by
1440; Trent 88, 89, and 90 follow as a middle group, assemblied
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
mereily been preserved in Trento's library, but had very likely been
assembied 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, Vigiiius.®

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

1474; Perfunde caeli rore refers to the marriaga of Duke Ercole d'Esie of Ferrara in the summer of
1473.

Adier's and Kolier's placement of Trant 89 at around 1465 (and, with it, the main body of their
second group of manuscripts) was basec primarily on its inclusion of a poem celebrating the
Tridentine Prince-Bishop Johannes Hinderbach's election in that year; they believed, though,
that ths colisction was oniy pariiy finished when the poem was added there, and was completed
and bound some time later. (See "Introduction”, p.xix.) However, subsequent writers (see, e.9.,
Spilsted, "Genesis”, p. 61) have seen the same poem as an addition to the aiready bound Codex,
.guei:m back Adler's and Koiiers date range substantially. This point will be discussed further

w.

9 The following compositions have "local” referents:
L.Trent 90, f. 464r (N0.1142) Virtute cuius presideat, in honor of St. Vigilius, as a contrafact to the
anonymous sona, Hellas mon cueur.

Trent 89, ff.141v-42r (N0.594) Gaudic summo celebrare, as a second text honoring St. Vigilius,
given with a setting of Ut queant laxis.

Trent 90, £.376v.(No.1090) A simiiailv 4~ ble-texted Ut queant laxis, attributed to Christofferus
Anthony.
I.Trent 90, f.463v (No.1141) A contrafact /mperitante Octavianco to the anonymous song Pour
F'amour qui est en vous. honoring Prince-Bishcp Georg Il Hack von Themeswald (r.1444-65).

rent 88, f.250v-51r (No.394) An anonymous second text modifying the original words of a

hymn, Advenisti desiderabilis , weicoming an unnamed Prince-Bishop to the city, probably again
Georg |, who had fled the city during the civil disturbances of 1463 (not 1448, as Spiisiad has it)
and unde:iock to retumn there in 1465 (but died en route).

Trent 88, ff. 336v-37r (Nc.452), An anonymous double- texted hymn, Advenisti
desiderabilis/Laiucas Sion, honoring Georg |l on, presumably, the same occasion.
lil.Trent 89. f. 199r (N0.642) Clerus istius venerancus urbis, an anoinyimous poem (not set to any
music) welcoming Johannes Hinderbach upon his arrival in Trento as Prince-Bishop (September
21, 1466).
See Adler and Koller, "Introduction”, pp. xvi-xvii. For transcriptions and transiations of the texts,
see Gary Spilsted, "Genesis”, pp.68-70.



Johannes Wiser as the most important contributing scribe in the
manuscripts Trent 88 through 91, and provided some initial
documentation cf this man's career as a priest and bureaucrat
resident in Trento.10 But the six volumes, they concluded, had
actually bsen created at the behest of the wealthy humanist and
bibiiophiie Johannes Hinderbach, who became Provost at the
Cathedral of Trento in 14585, 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 Thatigkeit eines
obscuren Priesters zu danken ist...Als Fropst hatte Hinderbach Zeit,
Mittel, und Gelegenheit, das Werk in Angriff zu nehmen, das wahrend

seiner bischoflichen Regierung zu Ende geflihrt worden ist."11

Two further volumes of Trent music appeared in the DTO series
before the outbreak of World War |, which effectively interrunted
the publication project. Adler's and Koller's researches then played

a substantial although unintended part in what happened next.

Following the Allied victory, ltaly took over from defeated
Austria the whole territory of the Aito 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 Bonelli's already published mention of a
Johannes Wiser present in Trento for a translation of relics on August 27, 1472. See B. Bonelli,
Monumenta Ecclesiae Tridentinae , Notizie istorico-critiche della Chieca di Trento, vol.4 (Trento,
1765) p.148.

11 Adler and Koller, “Introduction”, p.xx. The most extended study of Hinderbach's life to date
remains that of Victor von Hofman-Weilenhof, "Leben und Schriften des Doktor Johannes
Hinderbach, Bischofs von Trient (1465-86)." Zeitschrift des Ferdinandeums fir Tirol und
Vorariberg 37, Foige 3 (innsbruck, 1893), pp. 203-62. Armando Costa, in / vescovi di Trento:
Notizie-Profili (Trento: Edizione Diocesane, 1977), provides a useful chapter devoted to
Hinderbach.



various city archives from the region, transported by the Austrians
during a century of domination to their own administrative centers
in Innsbruck 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 snhouuld be returned there along with other such
documents, despite their separate (and legally valid) sale to Austria
three decades earlisr. 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 publicaticns, including a study of the
newly rediscovered Trent 93* (which had also been sent to
Viennal3), could be completed. All seven books were then, in 1934,
taken back tc Trento. Trent 93%, as part of the Chapter Lihrary,
went to the Cathedra! Archives there; the others were placed, as
national treasures, in the liorary of the Museo Nazionale (now the
Museo Provinciale d'Arte) at the Castello de! Buonconsiglio, the

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

12 Gerola's original study of the Trent watermarks ic evigently lost, but 46 of his sketches were
reproduced by Renato Lunelli (“I codici musicali de! "409,” Trentino 10 (1934), pp.163-69, and
later reprinted in Aldo Chemelli and Clemente Lunelli, Filigrane Trentine, Patrimonio storico ed
artistico del Trentino 4 {Assesorato alle attivita culturali della Provincia Autonoma di Trento, n.d.).
See also Suparmi Elizabeth Saunders, “La datazione”, p. 30. Bonetti, "La Cappella del duomo di
Trento", p.117, describes Gerola's role at the Tribunal.

13 See Bockhokdt, "Notizier”, p.41.



This dramatic postwar "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-irzlire
from Vienna for a small It2li2n town, where experts’' access to them
would be more difficult; the general climate of strained relations
between Austria and Itaiy, so recently at war, did nothing to
mollify their sentiments. Rudolf Wolkan, in 1921, spcke 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, Wolkan essentially carried Adler's and Koiier'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
Hinderbach had done this not in Trento iiseif, but in Vienna,
nominally the Imperial capital, during his long residence there as a
student at the University and as a protegé of the Imperial Chanceilor
Asneas Silvius Piccolomini. After his elevation as ruler of Trento,
Wolkan argued, Hinderbach had brought the finished Ccdices 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 paleographic

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

14 Rudolf Wolkan, “Die Heimat der Trienter Musikhandschriften,” StMw 8 (1921), pp.S-8.



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 Imperial Court and the University,
participated in a rich, internationally connected musical life, than in
» gnall Italian market town like Trento - which, he did not hesitate
*~ noint out, could scarcely have mustered the resources either to
uce or to assemble the music of the Codices without the

«itervention 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 niederdsterreichischen
Ursprungs und haben mit der Pflege der Kirchenmusik in Trient nur
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 alle Jainrhunderte
nur wenig beachtet blieben und zu neuem Leben erst dann erweckt

wurden, ais sie in ihre alte Heimat zurlckkehren konnten."!S

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 cevaloping 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 outsiders realize - a source of

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

5 Wolkan, *Die Heimat," p.8. Wokkan specifically exempted Trent 87 and Trent 92, from his
theory (p.5), agreeing with Adler and Koller on a north-ltalian origin for these books, but a note
from the journal's editor (p.8) claimed them as "German" 100, on the basis of notational practic2.
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considered themseives culturally much closer to the Austrians than

to the ltalians.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.
Tne dominant political faction there, however, was convinced that
the region's future lay with Italy, and during the interwar years
made a highiy seif-conscious 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 executsd by the Austrians during World
War [, as a local hero. Battisti's remains were removed from tneir
resting place and interred in a miniature versicn ¢f the Victor
Emmanuel monument on a knoll overiooking 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 iust a few years earlier - they themselves, for the most

part, having fought on the Austrian side.17

16 Even today agitation for a seccession of the Tyrol from Htaly continues, markec by sporadic
outbreaks of violence such as the recent (October 1988) bombing of the ancient church at Eppan
(a gesture attributed to talian partisans resisting the threat of separation). For a history of the
problem, see Antony Evelyn Alcock, Geschichte der Sidtirolfrace: Sudtirol seit dem Paket 1970-
1980 (Vienna: Wilhelm Braumuller, 1382).

17 Sor different views of the Battisti saga, see Giovanni Lorenzoni, Cesare Battisti and the
Trentino (New York: ttalian Bureau of Public Information, 1918}, and Claus Gutterer, Unter seinem
Galgen stand Osterreich: Cesare Battisti - Portrat eines Hochverraters' (Vienna-Frankfurt-Zurich:
Europa, 1967).
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In a somewhat more tasteful vein, the reclamation of Trento's

Codices was a similar cause célébre for the new government. The
manuscripts constituted an impressive "proof” that Trento had
participat.d in the glcriss of ltalian Quattrocento culture; they had
been taken away, iike so many other monuments to that culture, by
lo 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

nossibility of Austrian cultural claims upon the Codices.18

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 supnrrt and extend Adler's and Koller's origina!

conclusion that the Codices had in fact originated in Trento.

First, Lunelli found documents to show that the scribe
Johannes Wiser, the chief contributor to Wolkan's propos2d Viennese
group, the Ccdices 88 through 91, had iived in Trento, and not in
Vienna, between 1459 (at latest) and 1465, serving in the post of
magister scolarum at the Cathedral School and, Lunelli believed,

copying the material now in the Codices; he also assembled further

18 For an exceflent summary of this literature - one fully aware cf the polemics involved, athough
understandably somewhat biased on the ftalian side - see Carlini and Curti, li Quaitrocento™, pp.
29-36. The inaugura! asticle in the ltaiian campaign appeared as early as 1910 (Francesco
Menestrina, “I codici musicali Trentini del secolo XV™, Alto Adige 22/23 [1910]); subsequently,
Renato Lunelli's publications in such local organs as Nuovo Trentino, Trentino, and Adige were
most influential.

19 Renato Lunelli, "a patria dei codici musicali Trentini®, Note d'archivio 4 (1927), pp. 116-28.
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notices that implied Wiser's corntinued 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 through his provisional identification of another leading
figure, possibly also active as a scribe, in the Codices’ histoky.

This was the priest Johannes Lupi, who held a position as organist at
the Cathedral, and left a holograph will listing, besides a number 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, Lunelli then
countered the "Austrian® argument, in his owr 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: "lo Hinderbach non [ha] messo mane in tale
raccoita”.2l They became, in accordance with the nationalist

perspective just outlined, creations by and for the musicians

20 peter Wright rediscovered this will (which had been misplaced , in Lunelii's day, within the
Cathedral's archives) and identified its script securely with that of the major contributor to Codex
87; on this basis, he has vindicated Lunelli's suggestion, identifying Lupi as the owner of the
earlier Codices 87 and 92. For the full story of the the will, together with a transcription, see “The
Related Parts of Trent 87 and 92°, p. 85ff. Lunelli's suggestion that the "sex libri™ mentioned in
Lupi's will were identical with six of the seven surviving Codices has, hcwever, proven impossible
to uphold in its original form.

See also Suparmi Elizabeth Saunders, “The Dating of Trent 93 and Trent 90," in / codici musicali
Trentini...Atti del Convegno Laurence Feininger..., ed. Nino Pirrotta and Danilo Curti (Provincia
Autonoma di Trento, 1986), pp. 65-67; Saunders provides a photo of the document, together
with summary biographies of persons mentioned in it.

21 unelfi, "La patria”, p. 128.
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resident in Trento - and evidence, above all, that a rich, Italianate

Renaissance culture had flourished there.22

In the more 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 hypotheses concerning the formaticn of
the collection have evolved from their pcsitions. To these we will
now turn, calling the one "Austrian”, the other "itaiian”, in

recognition of their origins.

The "Austrian® position first emerged in the works of the
German historian Hans Joachim Mosar, 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 simply.
the repertory of the Imperia! Court at Wiener Neustadt; several
other German writers of the period followed his lead.23 Helmut
Federhofer, writing for 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 Athough Lunelii discovered that Johannes Wiser, the main scribe of the iaier 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 ltalian side of the exchange.

23 see especially Moser's Paul Hofaimer (Stuttgart, 1929; mpt. Hildesheim, Olms, 1966), p.10.
See also, e.g., Hermann Zenck, "Die Musik in Deutschland von 1450 hig 15853°, in H'Z: Numerus
und Affektus, Studien zur Musikgeschichte, ed. Walter 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, "Habsburg”®, The New Grove Dictionary of Music and Musiciaris (1960), who
state, “The Trent manuscripts were compiled primarily for the usa of [Emperor] Frederick's chapel
at the instigation of Johannes Hinderbach, imperial secretary, later Bist.op of Trent.”
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for tiie Codices' Trentino provenance, inscfar as these rested on

cxts with locai 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 offenkindig in einem engen Zusammenhang mit
rient stehen, warscheiniich auch hier und deshalb wohl auf den

Wunsch Hinderbachs hin entstanden sind."2S

Meanwhile, Lunelli and a few followers defined a rival "ltalian”
(or, more properly, "Trentino™) hypothesis. Central to this was
Lunelli's discovery that Wiser for several years held a post as
magister scolarum in Trento: because, Lunelli reasoned, Trento's

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

24 Hellmut Federhofer, "Trienier Codices”, Die Musik in Geschichte und Gegenwart (1566); see
esp. cols. 668 and 670-71.

25 Gemot Gruber, "Beginn der Neuzeit”, in Die Musikgeschichte Osterreichs, ed. Rudolf
Flotzinger and Gemot Gruber, (Graz/Vienna/Cologne, 1977), vol.1, p. 185.

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

preserved in the Codices for use in pedagogical exercises there. As a
specific alternative to the “Austrian™ picture 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 Enaglish and American authors had no
inherited nationalistic axes to grind: his ideas rest, to a greaier
degree than do those of the "Austrian” side, on work with Trento's
archives, and moreover are compellingly oxpressed. In many recent
discussions of the Codices, they have thus come to outweigh the

"Austrian" arguments in importance.2?

This may, however, have been on the whole an undesirable
development, for the "ltalian™ picture of Wiser as schoolmaster-

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

26 Especially for Trentino historians whose implicit purpose was the promotior: of local cultural
achievements, Lunelli's surmise has metamorphosed into fact: some such writers, today, will
confidently adduce the poiypnonically proficient Cathedral School as the clinching evidence for
the C%dnces Trentino origins. See, for instance, Bonetti, “La Canpella de! duomo di Trento",

.106 and 112.
27 spilsted was originally responsibie for bringing the "ltalian™ hypothests, in Lunelli's writings, to
wider interational attention, and supported them wholeheartedly; see "Genesis”, pp.62-63. For
Saunders's views, see, for instance, "The Dating of Trent 93 and Trent 80, p. 66. Gerber, whose
study of Trent 88 laid great stress on the large amount of previousiy uni scognized “German"
music there, might have had the best occasion to reconsider the “Austrian” point of view as to the
manuscripts’ origin. Even she, though, stops far short ¢f this; although she accords Hinderbach
at least an indirect role in compiling some portions of the collection, she refers on several
occasions to Wiser's duties as schoolmaster as the principal motivation for his work. (See, e.g.,
"Transmission and Repertory”, p. 6.) By contrast, Louis 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 $o many of the Masses he studied in Trent 89 impressed him as
"German" in style and provenance.

Wright, whose studies as yet have not directly concerned the lzter Codices, has not expressed
explicit opinions about their compilation. He has, however, uncovered the earliest known
documentation of Wiser's duties at the Cathedral School (Trento, Archivio Capitolare, Instrumenta
Capitularia IX, f. 284r, dated 1455). This notice, which names Wiser as suonatore scolaris, is ine
only known reference to Wiser as a musician of any kind. Wright does not, however, connect his
discovery directly with Lunelii's arguments. (See "The Related Parts of Trent 87 and 92, 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 establishment.28 The Cathedral did indeed
have an organist - sometimes even more than one - but no references
to hired or specially designated singers are to be found in rscords
contemporanesus with the Codices.2® If any regular choir was
present, it must have been small, and more or less amateur in
status. (Wiser himself, whose copies reveal 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

while the cheire of the Cathedra! and its Schoo! mi

----- AL I\l vind

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 early fourteenth century on, explicit references
can be found to the selection and funding of choirboys an< their training in speciically polyphonic
practice. See Johann Rosbichier, "Das Ins:itut der Chorknaben zu Brixen", Sammier fur
Geschichte und Steatistik vorn Tirol, Vol. 3 (innsbruck, 1806), pp.172-92. and Leo Santifaller, Das
Brixaer Domkapitel in seiner persénlichen Zusammensetzung im Mittelalter, vol. 1 (Innsbruck,
1924).

29 gpilsted, di Bonetti and Carlini/Curti all provide =2tailed accounts of organists in Trents's
Cathedral of St. Vigilius. Ses "Codsx Tridentinus 537, pp.187-83; "La Cappeiia de! duomo di
Trento®, pp.112-115; "l Quattrocento”, pp.12-13.

30 Margaret Bent has determined that in his initial work as a copyist, Trent 90 (in which, as she has
shown, he reproduced Trent 93) Wiser was extremely cautious and closely dependent upon his
exemplars, reproducing, for instance, both their errors and the corrections of these; he also rnade
many errors himsetf, particularly with regard to pitch register. His copying style, in other words,
does not seem to reflect a professional degree of musical attainment. See Margaret Bent, "Trent
93 and Trent 90: Johannes Wiser at Work®, / codici musicali Trentini...Atti del convegno Laurence
Feininger, ed. Nino Pirrotta and Danillo Curti (Trento, 1986), po. 84-111.

31 Giulio Cattin, “Church Patronage of Music in Fifteenth-Century italy™, Music in Medieval and
Early Moder Europe, ed. 1ain Fenion (Cambridge, 1981), pp.21-36, argues that the fifteenth
century saw a marked expansion of choir-schools at the cathedrals of northem italy, but shows
these as functioning at a fairly primitive level, as regards polyphony, until 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 "ltalian®™ hypothesis constitutes, in short, a
red herring in any discussion of the Codices' origins and

significance.32

The "ltalian® 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, guided by a vision of a function for the
Codices in Trento’s daily civic life, made a suggestion that Wiser's
wcrk on them proceeded strictly in connection with his civic duties
as a schoolmaster. But this suggestion, once accepted, brings with
it set of tarmini for Wiser's activity which seem, on any other
grounds, extraordinarily restrictive: since Wiser was instailed as
rector scolarum 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 Cndices was completed during this

32 See also Suparmi Elizabeth Saunders, "The Liturgies of Trent and Brixen in the Fifteenth
Century”, MD 39 (1985), pp.173-93. By showing that no peculiarities of local Trent liturgy are
reflected in the repertory of the Codices, Saunders effectively discounts theories as to their use
for public woi ship in the Cathedral.

33 wright's 1455 document, cited above, is the earliest mention of Wiser in Trento, and places
him at the Cathedral School. Trento, Archivio Capitularia, instrumenta Capitularia XI, f. 69v, dated
June 8, 1465, mentions one "Dominus Petrus” as rector scolarum. Since ff.65r-v in the same
volume, dated April 17, 1465, mentions Wiser as still holding the post, his retirement from it must
have occurred that same soring.
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relatively short period of time, pushing back by several years the
chronology offered by Adler and Koller.3¢ Given the encrmous size
and complexity of Trent's repertory, it seems doubtful that such
rigid a priori cunstraints, set up without any consideration of the
music itself, can contribute much to mearingful 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;35 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 otnerwise they would have
included music reflecting the St. Simon cult, which 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 musicali Tremiini™, p.127. (Lunelli 's assumption, of course, was that
Trento had its own resident composers to provide such music - one since siown to be highly
questionable.)

Adler and Koller, while conceding that “the greater part” of the matesial in the later Codices
might have been copied by around 1465, had put the completion and uinding of Trent 91,
particularly, as late as 1480. (See "Introduction”, p.xx.)

35 For instance, Gottlieb, who favered Wolkan's model, placed much of the music from Trent 89 in
the mid-1460s; see “The Cyclic Masses of Trent 89", pp. 194-98. Specifically, he dated both
Touront's Missa Monyel and his Missa Sine Nornine, Nos. 516-19, to as late as1475, on the basis
of their style.
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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 procedures, 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, therefcre, largely a passive recipient of music:
he would have had to obtain much of his material from musicians
travelling across the Brenner Pass between lItaly and northern
Europe, depending on whatever personal connections he himself, or
his close associates, might be able to form. Certainly he couid
hardly 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 Sdden, which brought such enormous
numbers of Flemish musicians to ltaly 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 dissertation {"The Dating of the Trent Codices from their
Watermarks®) represents the only attempt to comelate watermarks in the later Trent Codices with
dated archival equivalents. In their current form, her assertions conceming the exact dates of
papers in these collections are unsupported by any full citation of or comment upon the archival
equivaients she claims to have found; neither does she provide photographic evidence bearing
either on the Trent marks or on their proposed equivalents. The forthcoming published version of
her work may fill some of these lacunae. In the meantime, her extremely early termini ante quem
for beth Trent 88 and Trent &3 (respectively ca. 1462 and ¢a.1466), may be taken partly as
reflections of her strong belief in Lunelli's hypothesis of Wiser as music teacher, and
consequently treated as somewhat flexible. The following study viill call into questior;, particularty,
her dating of Trent 89, and will show that some of her conclusicns 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 plannihg,
instead inviting random juxtapositions of unreiated 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 "ltalian® hypcthesis has, further, confused discussion of
the Codices' physical origins through frequent and emphatic
repetition of formulations such as, "The Codices were copied in and
for Trerto."38 Such statements, for the sake of rhetorical impact,

conflate two issues which should remain separate.

Peter Wrignt has now shown conciusively that tne two oldest
manuscripts, Trent 87 and 92, were brought into the collection from
outside Trento, in near-complete or even bound form. 39 These
volumes ended up, then, being "for" Trentc, in that their owners and

users lived there, without having been created “in" that city. The

37 Gerber, for example, concludes that Wiser did try to impose liturgical plans cn chort stretches,
at least, of Trent 88, but that these broke down in the the execution, “[taking] second place to
chance arrivais of fascicle-manuscript sources” ("Transmission and Repertory™, p.45ff.).

38 See, e.g., Bonetti, “La Cappsila musicale di Trento”, p.120, or Saunders, "The Liturgies of
Trent and Brixen,” p. 173.The Census-Cataiogue of Musical Manuscripts (American Institute of
Musicology, 1985-88), pp.224-29, reflects the fixity of this conckisicn even in the international
literature with the simple statement for each of the later manuscripts, "Copied in Trento".

39 See Wright, “A Source-Critical Study”, p.98 f. ard 252; compare, however, Bent's conclusion
that Trent 93 may have been created 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 Work™, p.97.) See aiso Richard James Wright, “The Battre Section of
Trent Codex 87", 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, by 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 physica! formation of
the younger Codies have fallen back, at an early stage, on certain

assumptions posited by the "italian” hypothesis.

in the "ltalian” view, the key proof of the manuscripts'
physical origins in Trento (initially developed by Gerola 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 ieast, 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 associaticn 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 “ltalian™ generalization.40

40 sayncers ("The Dating of the Trent Codices") lists a total of 37 watermarks in the Codices 90,
88, 83. and 91. Of these, she identifies only two as “equivalents” to marks found on documents
actually in Trento. The majority of her citations rely instead o Gerhard Piccard's published and
unpublished catalogues of watermarks, with many examples correlating specifically to documents
from Lower Austria. (See, for instance, the "oxhead" discussed below in fascicles 1-4, 5, and 7 of
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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 mede! about sixteen milimeters high, whicih marks its
products with a characteristically narrow second space (from the
top or the bottcm, 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 cther rastra,

and so might have been prepared elsewhere.4!

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 nocw part of Munich 3154 and,

Trent 91.) Saunders does not, howsver, discuss the implications 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 fascicle 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 (slightly 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 overali span is closer to 15 mm. In Trent
89, fascicles 3, 4, 21, 27, and 35 (ail on paper with a "mountain™ watermark, and ruled without
sidetines in brown ink) show a narrow top space. These differances, while small (when compared
to those visible, for instance, in Munich 3154) remain quite constant throughout fascicles and
even fascicle-groups, so that they may well reflect the use of different rastra similar in design, not
just the same tool fitted with different pens.
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when Wiser saw it, probably already in Innsbruck; the following

chapter will argue, on somewhat different grounds, that substantial
poertions of Wiser's work 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 demcnstrations may eventually
be possible, couid still have been destined "for® Trento, despite not

having been copied "in" the town itself.

The "ltalian™ 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
Catriedral School. For a writer who accepts this 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 coniributors 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 a2s the chief scribe of Trent 89 since. as will be

42 gee "Transmission and Repertorv”, Chapter 2, for complete accounts of Trent 88's scribes.
Gerber's Scribe [V is actually Johannes Wiser writing in his later style, which is found throughout
Trent 91.

43 Gerber ("Transmission and Repertory”, pp.19-25) presents evidence of Wiser's editing activity

in the work of her Scribes !, lil, and V1, and cites his addition of texts to music copied by other
scribes as well.
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shown helow, about half of that manuscript (text as well as music)

is in his hand; this scribe, further, himself acted as editor for at
ieast 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 "ltalian® hypothesis,
wiiich has seen them merelv as his amanuenses in an ovér-

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 "ltalian”
hypothesis. Since he is thought to have prepared the Codices for the
Cathedral School, the portion of his career preceding his retirement
as rector scolarum, the putative end of his work as a copyist, has
always excited more interest than have his activities afterwards.
Once the assumed 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
ss) in the Acta Capitularia of St. Vigilivs, the
Cathedral of Trento, during the period 1455-1480 - years when an
"Austrian® hypothesis could have him still actively copying.44¢ These

records show a recurrent pattern, alternating stretches (from two

44 Lunelii apparently took no special note of these entries, sinca by merely listing Wiser as a
witness they provide no particular documentary evidence about his career. (Those cited in "La
patria dei Codici Trentini® were marked in blue pencil, either by Lunelli himself or by Vigilio
Zanolini, the Chapter Archivist with whom he frequently consulted.)
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to three months to a year in duration) of 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 empicyment by Hinderbach. Such journeys couid only have
expanded his opportunities to encounter and to collect new music.

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

The "ltalian™ hypothesis, then, has served in large part to
complicate the study of the Codices with incautious assumptions. It
rasts on an unrealistic historical reconstruction of their
compilation and first use; it has imposed unduly tight chronoiogical
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 physica! formation. Sut meanwhils,
proponents of the "Austrian” hypothesis, cver the years since it was
first introduced by Adler and Koller and then polemicized by Wolkan,
have done almost nothing to counteract the "!talian” claims with
new aocumentary research, or with systematic historical
investigation. This situation has now begun to change, though,
thanks to the insightful recent work of Peter Wright. While Wright
does not address the "Austrian” 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 52. are fundamental here. His

investigation of the holograph will of the priest Johannes Lupi
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was the scribe chiefly responsible for the related portions of the
twe manuscripts, which once formed a single collection.45 But
unlike Lunelli, he did not locate Lupi's activities in Trento itself.
Instead, he showed that ihe 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 reiationships between Lupi's
manuscripts and those portions of the Aosta Codex most closely tied
to the Imperial Chapei support this conclusion; similarly, 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 of
clerics, some of whom are designated only by their Christian names.
Wright, taking up an idea originally offsred by Lunelli, proposed that

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

45bOWright‘s demonstration may be found in "A Source-Critical Study”, pp.89ff.(See also note 20
above.)

46 Wright's discovery that Lupi served as chaplain to the young Duke Sigismund of the Tyrol
during this period permits the conclusion that he lived at least part of the time at the Imperial Court,
where the orphanad 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 Zwett!
Ribliothek des Zisterzienerstiftes { MS. s.n.}, which, he suggests, came from the Impsrial Chapel.
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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 weli. 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 same 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 otherwise puzzling aspects of the Codices' physical makeup,
guite apart trom their composite nature. !t has scmetimes bsen
suggested that they could never have been used for actual
performance, on two main grounds4d: for cne thing, they are quite
small - by no means large enougn fcr 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 Lupi's will are
Johannes Sulzbach,a Canon of the Cathedral of St. Vigilius, 2nd Johannes Freudental, a
Mansionarius at the same institution. A cleric named only as "Dom. Ambrosius” is probably
Ambrosius Slaspek, a Canon at the Cathedrai who also served for a time as a chapiain to Friedrich
1, a posiion which probably entailed residency at the Imperial Court.

49 For instance, Martin Staehelin, in "Trienter Codices und Humanismus®, / Codici Musicali
Trentini...Atti del Convegno Laurence Feininger, ed. Nino Pirrotta and Danilo Curti (Trentc,
1986), pp.158-169, expressas grave doubts as to the Codices’ practical usefulness. In this he
follows Charles Hamm, who sees them entirely as "large repositories never meant for
performance.” (See “Interrelationships between Manuscript and Printed Sources in the Early
Sixteenth Century: an Overview”, Quelienstudien zur Musik der Renaissance, ed. Ludwig
rinscher (Wiesbaden/Woifenbuette!, 1983), pp.1-13.)
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unevenly, with some pieces being heavily marked while others are

scarcely performable as they stand.50 While these features do tend
to argue against regular use by any formalized group, they are not
necessarily drawbacks from the point of view ¢f a smaii amateur
circle. The surviving fascicles could have sufficed for three or four
singers (one on a part) t6 read from, and clear signs of wear on some
of them suggest that they were indeed used in this way 5!; amateurs,
toc, might have been somewhat unsystematic about entering
corrections in their copies, possibly simply abandcning 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 motivaticn for further research into the
"Austrian” hypothesis. The Trento clerics belonging to Wiser's
hypothetical circle were, like him, essentially bureauecrats in the
service of an Imperial dependency. Some, including Wiser iater 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

S0Bent, “Johannes Wiser at Work®, pp.95-96, cites a number of corrections in Trent 90 whicn
“could be accounted for by the subsequent application of musical commonsense or of
performance testing of the pieces.” An examole of an "unnerformable” copy, on the other hand,
would be the sequence Lauda Sion salvatorem in Trent 91, ff.164v-66r, which garbles and omits
long stretches of the contratenor. (A number of the Mass Propers in the same section of Trent 91
are, to some degree, similarly afflicted.) Pieces like this might, of course, have served as models
for larger copies, which would have absorbed any necessary corrections.

51Gerber has 2rgued this point very strongly for certain fascicies in Trent 88 (“Transmission and
Repertory”, pp.6-7). Also relevant, perhaps, is the smail photograph published as a frontespiece
to the second volume of the Glogauer Liederbuch, in its “old edition": this shows a fifteenth-
century wooden carving, part of the Brockendorf Altar formerly at the Church of St. Elizabeth in
Breslau, of three angels singing from a book uncannily like one of the Trent Codices. (See Das
Glogauer Liederbuc:.), ed. Heribert Ringmann and Joseph Klapper. Das E-be Deutscher Musik 8
{Kassel, 1536}, 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 ail 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 ofter a richer viewx of the
Codies as the joint creations of a number of autonomous (and
potentially traceable) individuals - ali 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
hand52; certainly contemperary testimonies $0 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 gpiisted, "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.53

It seems just possible, in fact, that the circle could have
served Hinderbach as a kind of privaie cappeila. The i-stitution of a
household chapel for the Prince-Rishop 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 Hinderbach, then, could reasonably
have begun to retain a group of similar size - recruiting soms of its

members, as did his successors, from among the cleric-musicians

S3 Wiser particularty must have had a considerabie degree of personai contact with Hinderhash.
Spiisied’s aitempt 10 piace him in Vienna during his student days, identifying him with one
Johannes organista who matriculated at the University there on November 2, 1454, suggests a
kind of variant of Wolkan's scanaric, since the young Hinderbach too may have been living in
Vienna for at least part of that same year, and the two could conceivably have come to know one
ancther, {See "Codex Tridentinus 93",p.173, and also Wright's comments, "A Source Critical
Study”, p.101. See, t00, von Hofmann-Wellenhof, "Hinderbach®, p.219.) More 1o the point, for
the purposes of the later Codices, is Wiser's documented appointment as Hinderbach's persona!
chaplain around 1470; see the document cited in note 10 above. Since afier Hinderbach's death
Wiser took up a post as Tridentine Chancellor, which represented the peak: ¢f his ofiicial career
ar requirad his presence at the Imperial Court, #t further seems reasonable that connections he
had formaa there, either through Hinderbach or during time spent as Hinderbach's agent, may
have helped him to attain it.

54 Conciiiar records incluce a payment to "Giovanii Contini, maestro di cappella del
Reverendissime Cardinale di Trento [et] compagni cantori™; see G. Calenzio, Docurnenti inediti e
nuovi lavon letterati sul Concilio di Trento [Reme, 1874], p. 8 (Guoted in Bonetti, “La Cappella
musicale del Duomo ai T.&nio", p.73). Romano Vetton, "La musica nel Rinascimento, in Dalla
Pelifonia al Classicismo, pp.49-86, points out that while some scholars have maintained, on the
basis of this payment record, that the Cardinal's singers provided the Council with all of its music
for its entire initial year, it is more probable that the task was rotated among singing groups broughi
(and paid) by the vanous 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 Council's second year, which
presumabiv wouid not have represented any reduction in musical forces: X numbered only six
singers, or one voice on a part for most polvphony of that day.
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resident at the Cathedral35 - towards the end of the previous

century, although no documents have yet been located to furnish
evidence that he did. !f 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
"ltalian” 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™ hypocthesis, in
the new and modified form presented here, has the potential to
explain effectively and fully the actual naiure of the coliection as
we find it. With this propositior 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 new and detailed study of Trent 81 seems, in a
sense, surprising. In the century since their rediscovery, the Trent

Codices have figured prominently in countiess studies of fifteenth-

55 vettori argues that forces of the Cardinal's household chapel may have overlapped, at least to
some degree, with those employed by the Cathedral ("Rinascimento”, p,.77), which had by this
time achieved a higher professional level than in Wiser's day.

56 The music used by a private cappella of iregular status could have remained the property of
the singers who used it, rather than passing into the Prince-Bishop's own library. Thus
Hinderbach's clerics could eventually have left their holdings (the Codices) to the Cathedral
Chapter's fibrary.



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 bv
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
individua! natures of the manuscripts has been, through cach of
these studies, greatly advanced. But meanwhile, Adler's and

s originai assessment of Trent 91 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 semething like a tacit
negative judgment of Trent 91's repertory itself. The cther Codices
transmit a respectable number of works by the best-known
composers of the earlier fifteenth century, identifiable, even where
attributions frcm 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 ward's article is “The Structure of the Manuscript Tr 92-1°, MD 35 (1981): 127-47. The other
werks are ctad above in note 2.
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cycles; the majority, though, belong to the less glamorous chant
paraphrase genres such as hymns, Magnificats, and Mass Propers,
forming part of the vast sea Gif 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 neglect 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 91, aims to rectify that situation, through a new evaluation

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

developments.

The manuscript Trent 81 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 once. 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-colored leather over
boards, with two simpie metai closures; it reproduces an older

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

58 The most recent label records the Castelio del Buonconsigiio's recent change of status from a
Museo nazionale 1o the Museo provinciale of the Autonomous Province of Trento; two labels,
inside and outside, show the manuscript’s official shelf number there, 1378. The inside front
cover hoars the stamp ¢f the Austrian Minctry of Culhure and Education: anathar lahal thara in
German and patently the oldest, is probably from the the Trento Chapter Library. Finally, two ex
libris markers for the City of Trento show its patron saint, Vigilius, on the front 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.s® No
information was recorded concerning this discarded binding;
apparently, the restorers turned up no discernible traces of a
previous, different binding order.6C 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 visibie on one leaf of each bifolium; in one nf 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 253 appear in the upper right-hand corners of recto sides;
aii are mogdern, 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 Castelio's librarians, that only the
endpapers enclosed in the discarded bindings were from the fifteenth century (see "A Source-
Criticai Study”, p.6); the bindings themselves were probably from “e sixteenth.

65 A tull report on the restoration of the manuscripts at the Monastery of Santa Maria di Rosana in
Pontassieve was submitted to the Castello Library; Gerber gives it in full. (See "Transmission and
Repertory”, p.17.) The records of the Fabrica of the Duomo, thef’rs‘placaone r'ughtlookfor

documpmarv avidence ahoist either the original or the secondary bindings, ars fragmemary at

best for the pre-Concahar period, and have (] far offered no hels. The few, largely tlegible
remnants of oniginal gathering signatures and paginations in the Codices 88-33* will be discussed
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 understanding of the manuscript: their scripts
interreiate with other features of the manuscript - namely paper
type, paper p-reparation method, and repertorial organization - to
reveal 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 bv later interpciations,
as most accounts of it (including Adler's and Koller's) have implied.
It is, rather, a post facto ccmpendium of several smaller,
repertorially separate collections, many of them in hands found
rowhere else in the Codices. These "sub-manuscripts” must be

evaluated essentially as self-contained units, created independently

from one another - and, in several cases, from the Trent collection

in general. The foliowing 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



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 manuscript, shown in
lllustratior. 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
intervals of about 3 cm, leaving generous margins (now about 5§ cm)
at bottom and top.62 Margin iines were added with a drypoint styius
on both the right and left sides of each fclio; up tc the center of the
fascicie, 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 identical in its measuremeants , as she claims, to either of Piccad's
examples (e.g. itis 139 mm. high, while his desigrs are between 107 and 115 mm.), but it is close
enough to them to permit dating to the early 1470s. See Gerhard Piccard, Die
Wasserzeichenkartei im Hauptstactarchiv Stuttgart (Stuttgart, 1961 .}, Vol. 2, no. xii/901;
Piccard's examples come from Ansbach, Augsburg, Hochstagdt, Linz, Neuenstadt, and
Wallerstein.; a similar mark on a Treiito document of the early 1470s seconds the proposed
dating, though, and suggests that the mark was known in Trento as well as in Lower Austria. See
Chemelii and Lunelli, Filigrane Trentine, pp.150-52.

62 The procedure of pricking after foiding seems to have been standard in the assembly of the
iater Codices. Probably it was done with a fine-pointed, very sharp awl. The equivalent of a
modem ruler must have been used to place holes with the neat uniformity evident in most
fascicles. See Leslie W. Jones, "P-icking Manuscripts: the Instruments and their Significance®,
SEeCUIum 21 (1946), pp.383-403.

62 Ruling with light ink, as seen in other preparation groups, was a more usual techniqu2 in the
Trent Codices, as in the fifteenth century generally. The Trent scribes’ variations in procedure
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were apparently addec¢ as soon as the side ruling had been finished.
The fascicles were not sewn together until their principal contents,
at least, were complete, as several accidental blots between
conjugate leaves, made when these contacted one ancihier oeioie tne
ink on fresh copies had dried properiy, demonstrate.6¢4 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 awkwarcdness 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 Madieval Manuscript®, The Bntish Library Journal
1 (1§75}, pp. 15-21.
64 gee, 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 gum arabic. The inks we now see as various shades of brown, elsewhere in the
ipt, were black also when they first dried; they were probably made from iron filings mixed
win cak gall, plus additions (Logwood, indigo, or Prussian biue) which caused them to change
color differently over the years. This second ink is very acid, and has bumed compiletely through
many folia 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”, Codicobogica 5 (1981), pp.59-78.
66 This "preparation group” seems to be a product of the “Trent rastrum", discussed above, with
its characteristic narrow space.
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Fascicles 1-4, then, form the first "sub-manuscript® within
Trent 91, concentrated, 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 perfsctly
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 Trent 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” apgsars consistently over the second contra part.68

- 3
V]
~*
3
1'})
Ply
a
o
W
(4]
il }
Cl
Q
»

A uimique among Trent contributors, though, is his
use of humanistic cursive for text; Chapter Three will evaluate more
fully this script ano its implicaticns for the origins both of Scribe A

himself and of his musical exemplars.

67 Adisr and Koller suppliec a facsimile of Scribe A's work on Trent 91, . 34v (DTO vol. 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 terminology
is fairly varied. But the term "bassus” never appears alone (without "contra” or "tenor” as prefix, as
in Scribe 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 commor: use, as the compositional
concept and practice behind it (that of a contra operating entirely below the tenor) gained ground.
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In 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 pressnt account, is actually Johannes Wiser, the principai

contributor to the later Trent Codices.

Adler and Koller, evaluating Wiser's work across the Codices
88 through 91, spoke of a "cramping™ of his hard supposediy visibie
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 lavers of Trent 88 and 89: the script in general is larger,
and shapes with terminal flourishes, such as F-clefs and custodes.
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 polyriorphic bastarda cursiva. The same pattern

89 Adler and Koller assessed the script in Trant 91 as "enger, gramiicher, kritzliger,” or in short
more indicative of advanced age in the copyist, than that of Trent 88 and Trent 89. This was a
major factor in the chronology they advanced for these three manuscripts. A similar opirion 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 I 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,
inciuding 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

used a pure grey shade.

Scribe C's hand (see Table 1.4) lacks the fluidity of Scribe A's,
cr even of Wiser's. He tends to demarcate the beginning of each part
by placing the initial clef slightly inward on the staff. His script
for both text and music is widely spaced, with semibreves 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 he does write his own texts in a piump
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 have iong gone unrecognized.’! In many instances, in fact,
his text hand is almost impossible to differentiate from Wiser's,
particularly since he adopted the same style in part designations.
Yet certainly he 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 Il (to borrow Gerber's designation); this helps to define a
place for him within the regular (possibly resident) community of

irent scribes, althcugh 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-brcwn ink

70 See "Transmission and Repertory”, [Ch.2]. Samples of "Scribe !iI's™ work may be seen in Trent
88, . 73 ff., and Trent 89, ff.1v ff.

71 The features that differentiate this hand from Wiser's are fairty subtle. Among the musical
symbols, C-clefs are most visible: the horizontal strokes are wider agart than Wissi’s and slant
sharply upward. “Indentation” is visible at the the start of parts (especially diccantus and altus),
custodes are relatively regular in formation, and square shapes have sharp bottom comers. Letter
forms opposed to Wiser's include capital B,C,D, G, and O, small b, h, |, n, and x. The two text
hands are, however, so close that many cases prove impossible to differentiate reliably; the
possibility that Wisar texted some (or even most) of Scribe lii's copies must remain open.

Scribe iI'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 variqus locations
within Trent 90 (as a copy of Trent 33°) and Trent 88, is Wiser's work; the other, complete within
Trent 89, is Scribe lII's. While Strohm himself did not draw a distinction between the two hands,
his analysis of the substantial differences between the two readings suggests that Scribe Ill may,
on occasion, have obtained repertory for the Trent collection through channels quite separate
from Wiser's. See "Quellenkritische Untersuchungen an der Missa ‘Caput’, Wolfenbdttier
Forschungen 26 (Wolfenbuttel, 1984,), pp.153-176.



(implying that his work, like Scribe C's, postdates Scribe A's) to
copy, self-contained in one gathering, a fifth Mass Ordinary cycle,
Vincenet's Missa O gloriosa regina mundi. 73 Striking features of D's
script include the absence of end-iines, sharply upward-slanting C-
clefs placed well in on the staves (F-clefs are not called for in this
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 exempilar.

Editing activity involving text also forms a significant fink
between fascicle 7 and fascicle 10, the latter of which belongs to an
entirely different preparation group. On the first four 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 came 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 generatiocnum, 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 after binding) at the end cf fascicle 15, immediately preceding Vincenet's other
Mass in Trent 51; see Diagram 1.5 below. Chapter Five will comment further on this circumstance.
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a close repertorial connsction is very likely; Chapter Five will

return to this question at greater length.

Il

Fascicles 6, 8, 9, and 10 comprise a second preparaiion group
within Trent 81. Among these, 6, 8, and 9 use paper with twin fcrms
of a "scale” watermark (henceforth "scale-1"; see lllustration 1.2),
while 10 is a composite of two paper types, the only one in Trent 91:
its outermost bdifolio 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 lilustration 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.’

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
sirale "scale” sheat there encloses five "mountain” sheets.

75 Saunders cites Piccard, iasserzeichenkartei, Vol.5, Abteilung 5, no. 344 as an "archival
equivalent” to the Trent mark; as with Piccard’s Ochsankopf reference, the two designs are
similar, but not identical. (E.g., chain lines are 75 mm. apart in Piccard's example, and 7C mm. apart
in Trent 91.) As the foilowing discussion will show, toc, 1468 may be too earty an estimate for the
date of these fascicles. Compare also similar marks in Trento documents of the early 1470s,
given in Chemelli and Lunelli, Filigrane Trentine, pp.148-49.

The "mountain”™ mark is more difficult to date, since it is of a type ubiquitous in midcentury
papers in Trento, as elsewhere. {See Chemelli and Lunelli, Filigrane Trentine, p.222.) Among
published references, possibly the closast is Briquet, Les Filigranes, vol. 3, no. 11761, cited from
innsbruck, Staathaltereiarchiv (Tiroler Landesregierungarchiv) Codex no. 110 ("Registratur von
Sigismund™) which is dated 1466. (This can be contrasted with Briquet's no. 11760, also from
innsbruck but dated 1455, which is not a good match.)



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 Aposties; these works, because they bridge the endleaves of
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 Aima redemptoris mater, two of Salve
regina, and two of Regina caeli laetare. The two pairea settings
were most likeily intended as "twin" works; the first Salve regina
has its cantus firmus in the tenor, the second in the discantus, while
the Regina caseli laetare set reverses that pattern. Fascicle 8 also
contains a series of Marian Antiphons, with texts from the Song of
Solomon. This Office colleciion is prefaced, though, with the Marian
Communions Ecce virgo concipiet and Ave regina caelorum - a
circumstance which will cczasion further comment in a moment.

Wiser ended the Marian coilection with the second Regina

caeli, copiers anto the first opening of fascicle 9 but thematically

76 I the fifteenth century, these pieces were not necessarily associated with Compline service,
tending to appear, mere 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 Alle dei filius on the last verso of fascicle 8, and of
another Easter Kyrie on fascicle 9's first recto, into 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 ff.103v-106r, he copied a set
of paraphrased Kyries and another Gloria, with rubrics specifying
their use for Sunday Mass (Dominicale ). #fpparently, he then turned
to fascicle 10 to accommodate more of the same large influx of
Ordinary repertory; on the empty folios following his Genealogy
seiting - which, as noted above, formed the gathering's initia!
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
petween fascicles 9 and 10 he added a further Sanctus setting,
drawing their contents together into a kind of extended plainseng
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 casli 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
colieagues) decided upon or approved this bound order. 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
tascicie 10) dc not blend nearly so inevitably with their
surroundings.

Teo reconstruct an alternative, corigina! shapz for Trent o
must now proceed to the "sub-manuscript” made up of fasicles 11
through 15. These gatherings belong to a third preparation group,
which diffars 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 ssasons, but full cycles for the Dedication
of a Church and for the feast of Saints Peter and Paul are also

present, iogether wiih a number of Marian pieces.
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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. foiiowing the Sequentiary in fasicle 15 (itself
overlaid on the fascicle's original contents, a pair of contrafact
settings’??) could have introduced the Marian items now in fascicle
11; the two Marian Offertories ending fascicle 11 would then have
led, in turn, to the Communions (noted above) which open fascicle 8;
Marian Office music, continuing into fascicle 9, would then have
fcliowed up the Mass collection.

Very likely 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 few later additicns.7’8 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 icok over fascicle 10.

As both Diagrams 1.4 and 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 contrafacts were recently identified by David Fallows as portions of Martini's Missa Coda

c;iPavon. See his "Songs in the Trent Codices: An Optimistic Handlist™, in / Codici Musicali
rentini.

78 Most items are copied in dark brown ink on slightly lighter brown staves. The !ater additions Da

pacem domine (f.118v, ending fascicle 10) and O gloriosa regina (f. 178v, ending fascicle 15) are

easy to distinguish by ink color; eisewnere, subtler differences of script style (including part

designations) mark later additions (e.g., Missus ab arce, ending fascicle 11).



their reorganization 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 prove such supervisicn is,
as we have just seen, one that links the outer leaves of adjacent
bound fascicles, and =& such lascicle-bridging 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 (O sapientia and Missus ab arce ) make
more liturgical sense in terms ci the present-day order than of the
proposed original order: both apparently relate to the group of
Christmas items found in what is now fascicie i2. On their
evidence, it seems most likely that Wiser (or one of his feliow
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 collecticn
(perhaps Chapter Librarians of the sixteenth century) who discarced
the original bindings, trimmed the leaves of the manuscript, and
added the new bindings which were, in turn, discarded 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 "scale-2"), which has no published
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analogues.’”® (See lllustration 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 for almost two decades.
Spilsted, on the other hand, 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.

I,
A fourth preparation group, made up of fascicles 16, 17, and
18, 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, Wasserzeichenkartsi, Vol. V, Abteilung VI, nos 91-99, which date from
1475 into the early 1500s.

A related mark also appears, tantalizingly enough, in portions of the Codex Specidinik, a source
whose usual dating after 1500 stands on somewhat flimsy ground. See the reproductions given
in Dobroslav Orel, "Der Mersurakodex Specidlnik: Ein Beitrag zur Geschichte der Mensuralmusik
und Notenschrift in BShmen bis 1540", Ph.D. dissertation, 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 scale-2 is Trento, Archivio di stato, Archivio vescovile, 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 23", pp.110f.
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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), whiie fascicie 17 opened with a group of
paraphrased hymns from the Sanctorais, 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 ffems; 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-manuscri

pt" of ¢
Two features differentizte this paraphrase coliection, with its
concentration on Office items, from the larger group of pieces for
Mass a2nd 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 ¢f small groups of pieces over

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

81 As will 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 belongs in that repertory, it seems to
have come into Wiser's hands some time befois he copied the other paraphrases (¢a.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 with
the scale-1 type.



these ditferences in detail.) This contrasts markedly with the large
sweeps of uniformity in the first collection, and suggests that while
thcse 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 16-18 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 cther evidence to show that
the pieces themselves are likely ¢f sast-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-clefs and in the shapes of most of the notes, but the wide,
tentative spacing of the musical text and the erratic ductus, as well
as the diffarent text hand obvious from the textual incipits and the
pari designaticns, set it apart. (See Table 1.6.) While Scribe E's
contribution to Trent S1 is modest, it provides a remarkable proof of
continuity in the Trent coliecting tradition: Peter Wright was able
to identify his hand in the final layer of Trent 87, earliest of the

" o~ - o -~ ? .
i

anuscripis and the product, as we nave seen, of Lupi's

82 gee Solange Corbin, "Neumatic Notations, IIl: Central Europe”, in The New Grove Dictionary of
Music and Musicians (1980), esp. Figure 11. Corbin shows that central and eastemn European
neumatic script, derived from Lorraine rather than St. Gall prototypes, never took on the siarply
pointed extremities characteristic of the true German Gothic style known as Hufnagel.
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circle.83  On the same basis, though, E's presence indicates that
fascicle 16 (and, becauss of their commen paper type, 17 and 18 as

well) are amicng the older compeonents of Trent 91.

v.

Fasciclss 19 and 20 are both independent copies of Ordinary
cycles similar to fascicle 7; both were, like fascicle 7, contributed
by scribes who ao not appear elsewhere in the Trent corpus. But
these scribss, in contrast to the other "outsiders®™ A and D, did not
work on paper that Wiser and his assistants were also using: each of
their fascicles bears its own elaborate "oxhead" design. (See
lllustrations 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 ccllection, 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 gee "A Source-Critical Study”, pp.78-79. Wright also cites Scribe E's contributions to Trent 88
(.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). Wright dates the Tren:
87 specimen as only slightly later than the main layer of the manuscript. This would imply that
Scribe E was involved in the collection for nearly as long as Wiser; while no attempt has yet been
made (by Wright or in the present study) to work out a chronological ordering of his contributicns,
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 collectior:.
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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 seams to have been assembled, in part,
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.85 (The facing leaf, which
might have contained the discantus part of the same composition,
was cut away and discarded.) The sacond 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 contriruted 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 sdld 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 ce 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.

85 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 (no.1041); see the discussion in Chapter Five.

87 Missae de Salve have been documented at major cathedrals of the Low Countries (Cambrai,
Toumai, Bruges) and were probably in use eisewhere as well. Strohm indicates that Masses used
for this purpose at Bruges were compiled from individual movements until close to the century's
end; Trent 91's, then, might be among the earfiest fully cyclic 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 strcngly 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 ponularity in the 1480s; probably, tnhen, this
fascicle should be cnnsidered 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 aiso 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 {crms 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 incompiete, so that
Scribe iii, who here served as editor, had to fill in some part

designations and text. On several openings, notably

hat for fhe

. e ab

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 permit some comparison. (See his “Das
Glogauer Liederbuch (um 1480)", ZfMw 15 (1932), 49-60. Ringmann was unable to find a paralie!
fﬁ; this design (fourth in his list of watermarks) in Briquet's catalcgue; Trent 91's mark has none
there either.

Scribe H's formation of h, b, d, and g, showing a constant tendency to turn ascenders and
descenders into right- and left-sweeping omaments respectively, finds clear paraliels among
surviving examples of "Bohemian™ script from midcentury. For comparison with the Glogauer
Liaderpuch, see lacsie Ann Owens, ed., Krakow, Biblioteka Jagieilonska, Giogauer Liederbuch,
Renaissance Music in Facsimile, vol. 6 (New York/London: Garland Publishing, 1986); almost any
folio executed by the main scribe shows some of these features. For a basic definition of the
script type, see Joachim Kirchner, Scriptura Gothica Libraria (Munich, 1965), Tabula 64a, bastarda
currens, Bohemia ca. 1469-75.

The two modem editions of the Giogauer Liederbuch are Heribert Ringmann and Josef
Klapper, eds., Das Glogauer Liederbuch, Das Erbe Deutscher Musik Vois. 4 and 8 (Kassel:
Barenreiter, 1926 {.), and Christian Vaterlein, Das Giogauer Liederbuct, Das Erbe Deutscher
Musik Vols. 85 and 86 (Kassel: Birenreiter, 1981). (EDM 4= Deutsche Lieder und Spielsticke ;
8= Ausgewdhlte lateinische Saize ; 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 prssentation 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 rust-
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 siaves exactly, impiying 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 Scrite 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 'vatermark data. Also, Wiser's script and layout
here recall his work in portione of Trent 88 and 89 precbably from
that same period: his F-clef flourishes, for example, are still
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 familiar from Trent
90 and 88. And as subsequent chapters wili show, the repertory
copied both here and in fascicles 16-18, which use the same paper,
fits comfortably with a composition date in the mid-1460s;
particularly some Vespers pieces in fascicle 17 show traits
suggesting even earlier origins, such as fauxbocurdon-like contra
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 chronolegical summary for the
various cempenents of Trent 91.

The paper itself may date from the 1460s, and an older layer of
repertory in the fascicle includes a concordance with Trent 80, a
manuscript apparently compieted 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.

While the "mountain” watermark design found in bcth 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.1466.9¢ ‘Wisar's script, ecpecially in fascicles 21-22, matches

samples datable to approximately that same period. The presence of
additions, in both coliections, by Scribe E, who was already active
ca.1440, argues against any much later date, as do stylistic features
of the repertory itself, particularly in the Vespers coliection.
However, fascicls 18, which begins wiih 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 | 7 (M Ordi tings)
As shown earlier, tha two firmly datable pieces in Trent 91 are
copied into these fascicles. One, Busnois's /In hydrauiis, sets a
terminus post quem for 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 ths
following chapter will show, watermarks in the concordance for /n
hydraulis in Munich 3154 (a reading closely reiated to its Trent

counterpart) confirms this sstimate.

90 See Saunders, "The Dating of the Trent Codices”, p.91.
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D. Fascicles 6 (M Ordi ) | 8-15 (| | )

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 for both groups. Wiser's script throughout 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 weil 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 otherwise uses the scale-1 paper type: a scribe
would have used up the last remaining sheet of an old paper supnly
as he prepared fascicles otherwise of new paper, rather than taking
up a new type of paper while stili preparing fascicies frcm an older

supply.

i i i !
The basiC design oi ine watermark in this gathering became most
popular in the 1480s, and it may one of the youngest in Trent 91,

dating from ca.1475 or later. lits 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 caeli rore.
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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 bound u.Ger of Trent 91, then, does not at all reflect the
relative ages of its components. The vounger material, in divisions
C and D above, was placed first, while the older material, in
divisions A and B, followed, divided by what is possibly the
manuscript's youngest material 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.

Renertorial Order in the Trent 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 "ltalian”™ modei, 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
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residence on a busy European trade route. The "Austrian” scenarid

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 iwo to
three decades in which Wiser could have worked for Hinderbach, and
as deriving primarily from the musical establishments in Vienna and
Wiener Neustadt, where 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 work
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 importarce t¢ 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 validity of the revised "Austrian™ hypothesis. In
two fundamental respects, it proves to explain quite efficiently the
characteristics just uncovered in this single manuscript - and to
apply, potentially, to much of the rest of the Trent coliection as

well.



First, it seems clear, even through the approximate and
provisional chronoiogical 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 "ltalian® hypothesis. That theory, as explained above,
sees the bulk of the collection as having been completed by 1465,
with the supposedly latgst additions (such as I/n hydraulis, in
Scribe A's collection) in piace by ca.1470, or at any rate before
1475. Apparently, though, the collection that became Trent 31 was
scarcely begun in 1465, and was still growing well into the mid-
1470s, if not even later. Thus it couid 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 in mind the other weaknesses
of the "schoolmaster® contention (already discussed in the chapter's
first section}, we should now be asking just how much Wiser'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 mctivation (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 comporents, gathered over a considerable

span of time, and bound without respect to the chronolqy of their

61
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copying. This new formuiation, too, questions certain long-standing

assumptions about the Codices.

Much writing or the later Trent Codices rests upon a belief
that the four iarge 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
collecied, in each instance, "enough material for a codex",92 and then
to have bound it more cr less in the same order in which he had

copied it.

This concept is werkable enough with regard to certain parts
of the collection. A large part of Trent 80, for instance, was (as
Bent has shown) copied continuously in its present bound order, from
the single exemplar Trent 93*.55 Gerber has demonstrated, too, that
substantial portions of Trent 88 were most likely copied as they

presently stand.94 But for ather nortion

[ {})

of these manuscrists, and
for the whole of Trent 89, which is made up almost entirely of
independent fascicles,5 the idea of continuous copying is much more
difficult to defend. And for Trent 91, as we have seen, it fails to

work at ail: when its older portions were copied, their binding with

92 gee Spilsted. “Codex Tridentinus 92", po.108-117, and Gerber, “Transmission and
Repertory”, p.40.

93 Bent discusses the continuity of Wiser's procedure in Trent 58 in “Wiser at Work”, p.93.

84 Gerber ("Transmission and Repertory”) 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 implications of
fascicles such as no.9, which clearly belongs to a preparation group seen again only much “later”
in the manuscript, in fascicles 15-21.

5 In Trent 89, approximately half the fascicles are independent copies of Mass Ordinary cycles,
with front recte and £ack verso either left void or filled in with obviously later additions.
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its later portions, which are at ieast a decade younger, could hardly
have been foreseen. Trent 51 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 modei.

If the Trent Codices were in fact compiled by a group of
collectors working together, as the revised "Austrian" hypothesis
suggests, this is just the situation to be expected. The nztural 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 "sub-
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 tascicles) 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 "stacking” them together, or
otherwise joining them in some provisional fashion. Organizational
contro! over the whole could then have derived, in large part, from a

good memory on the part of just one person (Wiser), or perhaps

covaral it wihan a enfinianth, |
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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.% The finished books wouid remain, thcugh, only a
post facto compilation of copies that saw their main period of use
in quite another state. (The fragments surviving in the collectizn
Trent 1947 1-6 are a reminder, too, that there may have been even
more music available, but not chosen, for binding - particularly 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
of mucn of the Trent coiiection in generai. in ine 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

%6 Overlap of this type occurs between Trent 90 and Trent 88, and between Trent 88 and 89.
constituting a key factor in the chronology now accepted for them. [t was first ncisd in Masukata
Kangzawa. "Music for Vespers in the Fifteenth Century”, Ph.D. dissenation, Harvard University,
1966.

87 Trent 1947 1-6 consists of six small units of music: 1947-1 is part of a liturgically mixed
plainchant coliection (whose exact provenance has not yet been determined), 1947-2 has organ
tablatures, 1947-3 is a fragmentary printed discantus partbook, 1947-4 has various French and
German secular items, and 1847-5 and § are 2gain fragmentary prints. The whole is usually dated
(because of the prints) somewhat later than the Codices, ca. 1480-1520, but the scribe of the
fourth fragment is possibly identical to Gerber's Scribe II, who added a single item 1o Trent 83,
ff.70v-71r. (See "Transmission and Repertory”, p.25.)



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 regafds 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 present form - of
the Gaffurius Codices, for instance, or of the Modena choirbooks.9?
These comparisons prove unprcductive 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 arderliness

- LY. Y v

, arranging music by genis, according io 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 resembhie the sources such groups left us,

in terms of consistent applications of ordering procedures.

98 see, for instance, Bonetti's citation of Dr. Clemente Lunelli's comment, which she uses to
open her discussion of the Codices: "Sono un vero pasticcio.” ("La cappella del Duomo ¢
Trerto”, p. 116.) Hamm's evaluation (in “Interrelationships between Manuscripts and Printed
Sources™) is also representative: "Cohirent, overall organization of contents is foreign to them.”
99 gee, for instance, Charles Hamm, "Manuscript Structure in the Dufay Era®, AcM 34 (1962),
166-184, where the earlier Trent Codices §7 and 92 represent a class of randomly compiled
sources, reflecting only “the availability of fascicle-manuscripts”, versus other sources which
group their contents deliberately.
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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
volumes 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.!00 This idea. t0o0, 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 iiself.101 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 reprodiiced 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

editerial seisclivity and ordeiing went into ineir assembiy.

100 see, e.g., Bertran E. Davis, ed., The Collected Works of Vincenet, Recent Researches in
the Music of the Middle Ages and Early Renaissance, vois. 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 O gloriosa because it happens to appear farther back in the manuscript

101 see especially Staehelin's interpretation of the Codices (in “Trienter Codices und
Humanismus”) as Teinl Ausdruck eines spezifisch humanistischen Sammeleifers®.
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In three of the four later Codices, in fact, an intentional

overall 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 ccllection probably produced outside
the Trent amateur circle), with mcvements 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 pian 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 these liturgical outlines, while unmistakably present, are

very general, so that many aspects of order in the Codices require

102 johannes Lupi's probable holdings, Trent 87 ang 92, must be considered as a separate
problemn, since they underwent at least one rebinding process at some early 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 liturgica! 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 liturgica!
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 sssential in any atempt 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 Ssguences, 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 mads

simply because space was available for them in manuscripts already



bound.103 This seems to have been the case, 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
paraphrase repertory copied into fascicles 8-15 of the same
collection, aithough they seem to have come to Wiser's attention tc
late for inclusion there. To keep track of additions of this type, the
COIIBCIOTS couild have relied 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, goverring Wiser's portions of the coliection, 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 eighteentn centuries.104

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 Ccompleteiy empty 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 eisewhere for that purpose. See
Wright, "A Source-Critical Study”, pp.62-53

104 5ge Ward, “Trent 92-I, p.xxx, and Wright, "A Source-Critical Study”, pp.65-67. The index in
question replacad a precursor (also bound into the volume) which governed Trent 92-| alone;
comparison of the two shows how additions accumulated.

Gathering signatures do exist in Trent 92-1 and in parts of Trent 87; these are discussed by
Ward and Wright. (Wright also cites an oid folio number partially visible in Trent S2-1l, 1.144%; see
A Source-Critical Study”, p.7.) Spilsted ("Codex Tridentinus 93°, p.115) claims that some were
legible in Trent 88 (and reflected the bound order of the manuscript) when he saw it, although
either mildew or restoration has ncw reduced these to biurs; 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
choose from - according to the same principles that eventually
guided them in combining their fascicies and sub-manuscripts into
books: pieces related in origin or in stylistic characteristics
belonged toether. With this kind of system, one or two good
memoriss could have continued to exert crganizational 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, refiects to
some extent their creators' perception of its significance. (As noted
above, though, the preservation of the original fifteenth-century
order snouid be confirmed by fascicle-bridging entries, given the
possibility of its disturbance in later rebindings.) For unlike the
"ltalian” hypothesis, wtiich 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 bs 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 "Austrian” hypothesis of the Codices' formation, for
the chants on which it is based were those used, in all probability,
at the Imperial Court. By demonstrating that the Court was 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 connecticn with his employment by Hinderbach.

The third chapter will then take up Scribe A's collection in
fascicles 1-4, which wili be shown to refiect, by contrast, the

musical cuiture of northern France and Burgundy. This repertory



72
roveals 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’nty to the 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 mav have narticinated in the particular traditions of Mass
Ordinary composition embodied in Trent 91, and may, further, have
carried something of these traditions, thicugh 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

wvost of the pieces preserved in Trent 91 are not, in the
strictest sense of the term, original compdositions. 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
relevancse.

Paraphrase technique is one of two major approaches to the

use of preexistent chant material in the fifteenth century,! the other

1 The practics of amainging compiete ¢chanis in poiyphonic settings (rather than just poitions of
chants as moroanalpractica)beganmreorlesswiththece@ry.andpdncipauyin England.
The earliest examples are to be foiind in fragmentary English manuscripts of the late fourteenth
and early filteenth centuries (e.g.. LoBM MS Sloane 1210, with a single hymn setting). The
hymns of the Apt manuscript, ca. 1400, are the earliest continental examples, but failed to start

widespread trends there. The Old Hall manuscript (with repertory ca.1410 or earfier, copied
ca. 1420) has a sizeable paraphrase collection, consisting of Ordinary chants set in conductus-like
fashion with the cantus firmus as middle pant. 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 £gerton, Pepys, and Ritson MSS)
consist largely of paraphrase compositions in all liturgical 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 Hughes and Margaret Bent, "The Old
Hall MS: A Reappraisal and an Inventory™, MD 21 (1967), 97-148, and Ainn Besser Scott,
"Coherence and Caiculated Chaos: the English Compesers of Modena, Biblioteca Estense
Ax.11 (lat. 471),- FPh.D. dlsseﬁahoﬂ l In"’""’" of ""“""gc 49 N, Sl hsal G aiso C\‘.‘gaf .
Sparks, Cantus Firmus in Mass and Motet [Los Angeles: University of California Press, 1963],
Chapters One and Two.)

Paraphrase technique reintroduced on the continent about 1420, quickly reached a vigorous
maturity in the early works of Dufay, Binchois, Liebert, Janue, and others of the same generation.
These composers replaced the conductus-style approach favered in earty English practice with
free melodic elaboration of the chant in the discantus iine; their music is preserved in suchi
sources as BL, ModB, Aosta, and the earlier portions of the Trent collection itself. (See Sparks,
Cantus Firmus, Chapter Three, and David Fallows, Dufay [London: Dent, 1882], 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 fine with
fifteentn-century melodic style and syntax, while two or three
(occasionally four) newly compoesed
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 2 through 18 of the

2 Early English chant settings favored a central- or lower-part placement of the preexisting
melody, with minimal omamentation, while slightly later Burgundian settings tended to use it in the
discantus, with the more 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 simple, low-voice presentations resembiling e English type.



distinguished by paper type, by style of compiiation, 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 cont.nuously; 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 fascicie 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. !t wil
be concerned chiefly with the exploration of a new discovery
concerning these works, a discovery which binds them together into
a single large repertory: 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
ic for iwo 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,
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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 Graduale (1511) and an Antiphonale (1519).3 Despite the
sizeable chronological distance between these sources and the Trent
collection (a problein 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
compiied 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 sidestspped in ihe particuiar variant of the technique used
by the Trent 91 works. Often called contrapunctus fractus, S 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.,
Graduale Pataviense (Wien, 1511): Faksimile and Antiphonale Pataviense (Wien, 1519):
Faksimile, Das Erbe Deutscher Musik, vols. 87 and 88 (Kassel/Basell.ondon: Barenreiter, 1985
and 1987). These facsimiles were made from prints preserved respectively in the Austrian
National Library (S.A.79.A.4) and the Bavarian State Library at Munich (Res. 20 Liturg. 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
nroiect's 2im of defining and reguianizing Fassau use ilrougnoui ine geographicaiiy iarge
diocese.

S The term derives from German theorists of the sixteenth century; see, for instance, Gallus
Dresslerus, Praecepta Musicae Poeticas, 1563/64¢, p. 61.. Discussions of the style may be found
(to select few examples) in Hermann Zenck, "Grundformen deutscher Musikanschauung® and
*Die Musik in Deutschland von 1450 bis 1550, both in his HZ": Numerus und Affektus (pp.19-36
and 37-54); in Martin Staehelin, Der Grine Kodex der Viadrina: Eine wenig beacthitsie Quelie zur
Musik des spaten 15. und frihen 16. Jahrhunderts in Deutschland ( Mainz/Wiesbaden: Stainer,
1971), passim.; and in Martin Staeheiin, Die Messen Heinrich Isaacs Bem/Stuttgart: Paul Haupt,
1977), vol. 3, pp.19-20, and in Vaterlein, Das Glogauer Liederbuch, 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 comparecd to the melodies
presented in the two Passau prints - and found, in the majoriiy of
cases, to match nearly perfectly. lliustrations 2.1a and 2.1b, which
juxtapose a sample chant-bearing line (from the antiphon O florens
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 congruence
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 cantus 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 lowar-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 texts?),

6 Two meiodies, the Marian Antiphon Saive 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 firmus, while the larger collection has normal
white notation. No substantial melodic variants, however, exist in either case, further supporting
the idea of closely reiated, though not identical , origins for the two collections.

7 The Antiphonale gives inCipits, for instance, for Exultet celurn laudibus at First and Second
Vespers in the Common of Aposties (1.245r, 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 well 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 fifteenth century on.®

The potential significance of a Passau provenance 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 fortress-palace of Wiener Neustadt, 2 principal

seat of the Hapsburg Emperors prior to about 1480.10 Hence, as

Gerhard-Rudoif Patzig established over thirty years ago, it was

8 See Bruno Stablein, Hymnen, Vol. | of Monumenta Monodica Medii Aevi (KasselBasel:
Barenreiter, 1956), pp.2039-247 (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
Specidinik, and in a Psalter from Pressburg, near the Austro-Hungarian border; these may be
consulted in B. Rajecky, Melodiarum Hungariae Medii Aevi (Budapest, 1956).

Table 2.2 is based, with some modifications, on the cantus firmus identifications given in Tom
R. Ward, The Polyphonic Office Hyrmn, 1400-1520: A Desc-iptive Catalogue (Rome: American
Institute of Musicology, 1980), which incorporates Ward's earlier dissertation study, “The
Polyphonic Office Hymn from the Late Fourteenth Century Until the Early Sixteenth Century”,
pn. D. dissentation, University ot Pittsburgh, 1968.
9 See the Tables of Office orders given in Georg-Hubertus Kamowka, Brevianum Passaviense:
Das Passauer Brevier im Mittelaner und die Breviere der altb2yerischen Kirchenprovinz,
Mlnchener Theologische Studien 44 (Erzabiei St. Ottilien: Eos, 1983), pp. 318-326.
10 The city of Vienna was made a nominally separate diocese in 1469, but this seems to have had
little, if any, effect upon its liturgical practice; see Vaterlein, Graduale Patavienss, Preface, p.v.
Wiener Neustadt remained part of Passau until 1784.

For a discussion of the Imperial Court's residence at Wiener Neustadt during the 1460s and
1470s, see Heinrich Fichtenau, Der junge Maximilian (Munich: Oldenbourge, 1953).
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Passau's rite that furnished Heinrich Isaac, greatest of the
composers retained by the Emperor Maximilian [, with the basis for
much of his monumental Choralis Constantinus, a cycle of
paraphrases covering the entire church year.'! The 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 the 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 llI (r.
1439-1493) - a tradition which Isaac, a generation later, was to
carry to its highest level of artistic fulfilment in the Choralis
Constantinus.

The remainder of this chapter wiii be divided into three

sections. The first section will undertake a thorough stylistic

11 See Gerhard-Rudolf Patzig, “Liturgische Grundlagen und handschriftiiche Uberlieferung von
Heinrich Isaacs "'Choralis Constantinus™, Ph.D. dissertation, University of Tubingen, 1956,
Excerpts from this work were published as "Heinrich Isaacs ‘Choralis Constantinus” - eine
posthume Werksammiung®, in Bericht Uber den Internationalen musikwissenscchaftiichen
Kongress der Gesellschaft fir Musikforschung, Kassel 1962 (Kassel/Basel: Barenreiter, 1963),
pp.114-116.

While Patzig's conclusions have won wide acceptance, subsequent studies have uncovered
numerous minor variants, not addressed by his study, between the Fasszu prints and their
settings by Isaac and his successor at the Imperial Court, Ludwig Senfl. As Vaterein (Graduala

Pataviense, Preface, n.v) nainte aut, these vardants may imohs that hath somassers worksd fiom a

special Gradual used exduszvely by the Impenial Cour, whnch dﬂered 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 explicable along the same
lines, as much as through the chronological gap between the sources.

12 gee, for instance, Walter Lipphardt, Die Geschichte des mehrstimeigen Proprium Missae
(Heidelbberg: Kerle, 1950), pp.32f. Lipphardt cites comments to the same effect by both Haberl
(in his announcement of the Codices’ discovery; see Chagter One, note 5) and Wolfgang
Stephan (in Die Burgundisciis-Niecarldncische Motette zur Zeit Ockeghems [Kassel:
Barenreiter, 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 in the imperial Chapel had aiready founded a
paraphrase tradition years before the Trent 91 pieces were written.
Finally, the chapter's conciusion wiii evaiuate the potentiai
historica! importance of the paraphrase 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 oriy 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 Glogauer 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, hidcen for safety during World War I, and believed lost
afterwards; a new edition, mads from a microfilm, was already
complete when the source once again turned up.'4 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 ar amateur use in 2 sma!l city (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 For tull citations of the published presentations of this source, which include two partial editions
and a facsimile reproduction, see Chapter One, note 89.

14 viaterlein, who prepared the new edition of the Liederbuch, was able to consult the original
manuscript only for corrections to his transcriptions; see Das Glogauer Liederbuch, Vorwort
{Nachtrag), p.vii.

1S For the arguments concerning the source's provenance, see Viterlein, 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.'®¢  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 ail, of the Latin-texted items
there.'7 (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 Heribent Ringmann, who prepared Glo's first modem edition, believed that some kind of
acquaintance between Bishop Rudolph of Breslau and Joharnines 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
Tabies 2.1 and 2.3.) Vaieriein, whiie ne ciies inis idea, does not endorse ft, pointing out that
closer inspection of the readings debars any possibility of a direct filiation between them; he
argues instead for a common parent source. (See Ringmann, EDM 4, p. 101, and Vateriein,
p.346.)

17 viterlein traced cantus firmi not found in the Passau prints in three principal manuscript
sources: the Caslau Antiphonaie, the Kuttenberg Gradual, and the Neumarkt Cantionale, all
fifteenth-century sources apparently created in the Bohemian cities whose names they bear.
Some further items were traced to the Breslau Agenda, a 1496 print. (See Das Glogauver
Liederbuch, p.346.)



1.The treatment of canius firmi

Like the Trent 91 paraphrases, those in Gio 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.'’® 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 rot present in the Passau prinis 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 2.1a, b, and ¢ 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 ¢
er 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 O2) is also

=S, Leng marginaily more

18 For ready illustartions 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 altermately in
successive verses.
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popular in Gio’s non-Passau repertory.'® In both perfect-time

contexts, the paraphrase line includes more passing tones and other
ornaments than appear in imperfect time.

Accompanying voices, in this repertary, move faster than the
part bearing the chant, generally in semibreves against its breves.
Dotted semibreve-minim patters are frequent, and many involve a
dissonant cambiata or échappée 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 texiure

As Table 2.4 shows, the vocal textures of the Passau works in
Trent 81 and in Gio 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 cne another
are, further, highly predictable, suggesting scmething 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 aeterna, frem tha Brasiau Agende), most
perfect-time items in Glo are hymns not traceabie to the Passau rite but also not necessarily
excluded from it.
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whether the discantus itself, normaily 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 finai). Two
distinctive sounding textures result: if the chant-bearing 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 plagai
chants, traceable in both repertories, does much to argue for their
common origin.

The contratenor, meanwhile, is cleffed consistently a third
below the tenor, in both authentic and plagal paraphrases from both
repertories. it nas a considerabiy wider range than the other two
parts, though, because it combines the functions of a contratenor
bassus with those of an oid-fashioned middie-part contra:
frequently, it runs in fauxbourdon-like parailel fourths with the
discantus, althcugh 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, again,

illustrate these characteristics in pieces from Glo; they may be
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compared to the three-voice items in Transcription Nos. 3, 9, 11, and
13 from Trent 91.

4.Imitation

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 we!l 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 Glo. 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 O 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 ¢ (¢') near
the close of the melody; clearly they are as much a unit as any of the
piars 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 coliections 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 Tables 2.1 and 2.2 for the specific iccations of these works.)
Trent 91 and Glo present separate settings of the three texts,2! 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 gee 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 paris of settings. This is not necessarily a bar,
though, to their derivation from the same rite; Kamowka (Das Breviariurmn Passaviense, p.328,
note 1562) states that while the beginnings of the three Christmas Readings were aiways
uniformly placed (at Isaiah 9:1, 40:1. and 52:1. as seen in both sets here}, their exact length and
makeup varied from source to source.

22 On the "Germanic” Reading Tone underlying all six pieces, see Theodor Géilner, Die
mehrstimmigen liturgischenlLesungen, Munchener Verdffentlichungen zur Musikgeschichte
(Tutzing: Schneider, 1969), Chapter 1.



88

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 suificiently 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 obtains
between 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, togsther, they dispiay a iiturgicai unity and coherence greater
than that in either collection taken on its own. As Tables 2.1 and 23
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 caro factum est for both Matins
and Seccnd Vespers, together with the Matins Readings from lIsaiah;
for Christmas Day Mass, Trent 91 provides an Alleluia, and Glo a
Sequence. At Easter, sach collection includes three items for the

procession 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 chapter'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, then, it makes sense to consider
Trent 91's paraphrases on Passau chants together with those related
to the same rite in the Glogauer Liederbuch as the remnaiits of 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 Specialnik contains a Marian Votive Mass, closely
matched in style to the Trent 91/Glo repertory, and basea on chants
prescribed in the Passau Graduale for this liturgical occasion24;

even the earlier Trent Codex 88 (ff.94v-95r) contains a Gloria, added

23 Of Strahov's five Sancius settings, three are based on this meiody. Snow, who knew only of its
unique manuscript reading in the Bohemian Kuttenberg Gradual, interpreted its presence in
Strahov as evidence of that ccliecticn's Bohemian or Silesian origin It is also 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 t may be the work of Johannes Touront. See Robert J. Snow, "The
Manuscript Strahov, D.G.IV.47", Ph.D. dissertation, University of lllinois, 1968, p.78.

24 The Codex Specidinik has, on p.327 ff., a Marian Mass including almost all of the items
specified by the Passau rite for Marian Votive Masses in Advent: the Introit Rorate caeli, the
Gradual A surmmo caelo, the Alleluia Propheti sancti, and the Sequence Mittet ad virginem.
(See the Graduale, f.170r; the Offertory Ave Maria and the Communion Ecce 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 Speciainik cycle.

Stytistically, the Marian cycle is very close to the Trent 91/Glo repertory. Although Specidinik is
usually dated later than both these sources (ca.1500), then, the possibiity that it includes a sparn
of the same repertory should remain open. See Orel, "Der Mensuralkodex Specidinik”.
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in Wisers "late” hand, which uses the Gloria Paschale melody of the

Passau rite and fits precisely with the stylistic profile of the Trent
91/Gio 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
capita! at Wiener 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 lmperial Chape! of Friedrich lll, 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 a!! essential respects) that cf 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 111?
Completely satisfving 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,
nas substantiaily 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 Sirohm, "Naiive and Foreign Poiyphony”, and Gruber, “Beginn der Neuzeil™ summarize the
available evidence on this issue. (Both draw upon the fundamental early study of J. Mantuani,
Geschichte der Musik in Wien (Vienna, 1904], 2 vois.) Although several establishments in the
city of Vienna itself probably produced some polyphony, the music (and particularty the chant
arrangements) most likely connected with them tended to be simpler in style than the Trent
91/Glo parapnrases, often relying on black notation. Some of the paraphrases in Trent 91°s
fascicles 16-18 may in fact 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 lan Rumbold, “The Compilation and Ownership of the 'St. Emmeram’ Codex (MuBS
Clim 14274)", EMH 2 (1982), 161-236, and Reinhard Strohm, "Zur Datierung des Codex St.
Emmerams”, in Wolfenbattler Forschungen 26 (Wiesbaden, 1983), pp.229-238.



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/Glo paraphrases. lllustration 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 siructure of the Kirchenprovinz dates from 798, when
an edict of Charlemagne established Salzburg as an Archbishopric,
with Passau, Regensburg, Freising, and S&ben (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 Hoiy 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

28 The following account of the Diocese's history draws largely upon Kamcwka, Das Breviarium
Passaviense, pp.1-10.
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during the twelfth century. By 1470, when a synod was held at

Passau under Bishop Ulrich von Nlssdorf, 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 throughcut the
diccess.2? 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.28

The rite of Passau stoed apart, to a substantial extent, not
only from that of Rome, but from that of its four companion dioceses
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 Compare Saunders's account of similar proceedings, a few years earlier, in the neighboring
diocese of Brixen ("The Liturgies of Trent and Brixen", p.182).

28 Kamowka, Das Breviarium 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 1430, which thereafter
served as models for subsequent prints up until 1608. Other printed liturgical books for the
Passau rite included three Agendas (1498, 1500, and 1514), a Directorium (1518), a diumnale
(1520), a Missal (multiple editions after 1494), and a Psalter (1490). For bibliographical details,
see David Crawford and James Borders, Renaissance Liturgical Imprints: A Census ( data base,
University of Michigan, Ann Arbor, Michigan}. | thank Professors Crawford and Borders for
allowing me to consult the Census in its present preliminary form.

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 difficuit, 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 sources for melodies from all five
Dioceses have besen 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/Clo 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



95
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
sepulchrum, in the course of its Easter liturgy: this would tend to
disqualify it as the source of Trent 9i's settings of those texts.3°
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 Blessed Virgin
Mary. These were especially important in the Passau rite, since
every Saturday they displaced the normal Office observances of the
day.3!' Table 2.6 shows, in its left-hand columns, the Office items
dictated by the Passau Antiphoner 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 nct in the
neighbonng traditions. For instance, the feast of St. James (July 25) is celebrated, in the Passau
rite, with a Second Vespers, which includes the Magnificat Antiphon Admirans Christi , set a> Glo
No. 129. In the neighboring traditions, this item most often tails to appear, since the Second
Vespers of St. James is replaced by the First Vespers of St. Anne. See Kamowka, Das Breviarium
Passavienss, p. 35.

3! See Kamowka, Das Breviarium Passaviense, p.9.

32 vatericin (Das Glogauer Liederbuch, p. 364) identified the group of five Antiphons used at
First Vespers in Passau's Marian Commons through their appearance earlier in the Antiphonale as
Matins Antiphons for the Nativity of the Blessed Virgin. (In the Commons, only their textual incipits
are given.) Consegquenily, he diew NO particular CoOnnNection Detween ese works and ihe other
Antiphons concordant between Trent 91 and Glo, which are designated for second Vespers of
the Commons.
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pattern: the rightward 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. Eisewhere in Europe, Marian
devotions on Saturdays were important occasions for polyphonic
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 lll's
chapel - is somewhat easier to answer comprehensively and
positively. On the whole, Friedrich's musical establishment has
fared poorly in the 'ottery 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 Bruges, .86, for comments on this point.

34 Moser's study of the Imperial Court establishment is part of his biography Paul Hofhaimer: Ein
Lied- unr Orgelmeister des deutschen Humanismus (2nd ed. Stuttgart, 1929; mt. Hildesheim:
Oims. 1966). p0.10-11 and . 170. note 16. See also Helimut Federhofer. “Die Niederlander an
den Hapsburgerhoten in Osterreich”, Anzeiger der Osterreichischen Akademie der
Wissenschaffen, Jg. 1956, no. 7, pp.102-120. Both these studiss are summarized by Gruber,
("Beginn der Neuzeit”, pp. 183-190), whe alsc refers to more recent (and still largely unpublished)
archival work by Dr. Roland Schaffer of Graz.



future Maximilian |, 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 cf Friedrich IlI's Chapel? Both Moser
and Federhofer were concerned to show that some of them were men
born and trained in France ¢r 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=l at all. Moser,
the first to undertake a study of Friedrich's establishment,36 drew
on Geschaéaftsbriefe (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 Flamishi-sounding names: Arnold von Fleron and Arnold
Pikart (1466), Egidien Garin and Hansen Bubay (1467), and Nicolas
Mayoui (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 O Romanorum rex for Friedrich's

predecessor, Albrecht Il (r.1437-39), which names as participants

35 Strong emphasis is nonetheless placed on Burgundian influence in Louise Cuyler, The
Emperor Maximilian | and Music (London: Oxford University Press, 1973). (This work remains the
most extensive study in English of Austro-Gemman music 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 Empire during the mid-fiteenth century “are generally archaic in style”.
36 As Moser points out, Mantuani's study, Musix in Wien, deals almost entirely with the city of
Vienna itself, providing no specific account of forces at Wiener Neustadt.

97
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(and presumably Chapel mambers) 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 Liége singers then in Imperial employ. A leading figure in
both motet text and letter is tho Fleming Johannes Brassart
(ca.1370-ca.1445) who, as Keith Mixter's researches have
subsequently shown, had actually entered Imperial service even
earlier, under Albrecht's predecessor Sigismund, in 143437 A
Franco-Netherlandish presence, then, was well established at the
imperial Court by the time the paraghrases in Trent 91 were writien
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 Slesier (a Silesian?), Hansen Hoflinger, Caspar Tretzler,
and Hanser: Wustensteiner (all 1467) are mentioned as singers.
Moser's conclusion 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, wou!d 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 (1965), 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 largeiy 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 in the funsral motet for Albrecht 1I.39
This would place Touront in the Chapel as early as 1439, but if
he was at that time stiil fairly young (in his mid-twenties) he
could still have had a hand in producing a paraphrase repertory
there somig thirty years later. At least one piece firmiy
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
wOork.

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 Ockeghem
and Busnois.4! 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 Fifteenth-Century Sacred
Polyphony”, MD 2 (1948), 5-74, esp. pp. 14-15. Federhofer cited and approved the suggestion
in "Die Niederlinder”, pp. 102-103, note 1.

40 Touront's setting of the Offertory uses the trope Ab hac familia, included in the Passau
Graduaie (1.172r).

41 His name rmight even suggest family connectior:= with the city of Tours, now knowri 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 Codices, particularly, place him
among the most influential composers of his era anywhere in

Europe.

Barbingant, A few of Barbingant's works appear in western
sources,4® 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 Compare the similar conclusions reached by Eileen Southern, “Foreign Music in German
secular music i n Germanic sources.

Touront has also been associated with "Bohemia®, through a reference in the text tc his cantio
Chorus iste pie Christs, preserved in the Strahov Codex. (See Peter Galke, "Touront”, in MGG
[1966].) Given the fluidity of associations between texts and musical works in Touront's output
generally, though {see Chapter Five), this kind of evidence s less than solid: Chorus iste may be
a contrafact.

43 Barhingant's Missa Temiblernent suis fortuné 2ppears in both SP B 80 and Verona 759, and a
Mass attributed to him by Charles Hamm (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
chansonniers as Dijon, Mellon, and Nivelle-de-ia-Chaussée. 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 iament on the death of Ockeghem (1497) and in Eloy d"Amerval's
Livre de la dezbierie {1508), where it is modiiied 1o rhyme with Ockeghem's. (See Christopher
Reynolds's discussion of Barbingant in “The Origins of San Pietro B 80 and the Development of a
Roman Sacred Repertory”, EMH 1 {1981), 257-304.)
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some of them most likely of German provenance 45 - and since,

as Chapter Four of this study wili argue, his Mass in Trent 89
belongs to a particuiar 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

Vincenet, Vincenet spent his final and only documented decade
in Naples, dying there in about 1478; presumably he beionged,
iike Barbingant and Touront, to Ockeghem's generation, born
about 1420. His works appear alongside Touront's in a number
of eastern European sources, inciuding Trent 91, which
preserves his Missa O gloriosa regina (on a Touront model).
Chapters Four and Five will present some arguments - drawn
from from his works rather than, as yet, from documents - for
placing him, during the 1460s, among the musicians of the

Imperial Chapel.

Johannes Martinii, 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 empioyment at

45 In Glo, see also No. 13, Der Katzen Ffote ; No. 113, Der Ratten Schwanz ; No.122, Der Fuchs
Schwanz, and No. 137, Der Kranich Schnabel. However, some pieces given tities of this type
are actually textless presentations of Franco-Flemish songs: in Glo, No.8, Der Seyden Schwanz,
is Caron's Helas, que pourra devenir, and No. 24, Der Fuchs Schwanz, is the anonymous Aime
que vouldra.

The attribution of Der Pfoben (or Der Pfauen) Schwanz to Barbingant is made not in Glo, but
in the Schedel Liederbuch (f.48v). The piece also appears in Strahov 2.1d Specidinik.
46 By an interesting coincidence, the slightly later composer with whom Barbingant has
historicaily been confused, Jaques Barbireau (d.1491, maitre de chapelle of Notre Dame
Cathedral in Antwerp) is known to have travelled to eastern Europe in the service of the future
Emperor Maximilian. See Fox, "A Review", p. 79.



102
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 in both the Giogauer and
Scheds! 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. lIsaac's career, a
few decades later, testifies to close ties between the Court
and the musical establishment at the Cathedral of the Imperial
city of Constance, where Martini evidently 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.4® This manuscript conjunction suggests Martini's
proximity to the parent paraphrase collection, and even raises
the possiblity 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 Pau! Hofhaimer, who began his boyhood

47 See the discussion following in Chapter Five of this cycle and another on Barbingant's De”
Pfoben Schwanz, st discussed above.

48 See the discussion of Martini's career following in Chapter Threa.

49 See Diagram 1.6 and accompanying comments.
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training at the Court at about that date.5¢ (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 Lapicida. 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.5!
Moser pointed out that Lapicida's first biographer cites his
service under Friedrich lll; 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 Caeltes (d.

Vienna, 1508), which describes Hofhaimer's boyhood instruction in singing and organ playing at

the Imperial Court. Hofhaimer joined the Innsbruck establishment only in 1478, as court organist.

31 Ses Cihimar Wessely, “Lapicida, Erasmus”, The New Grove Dictionary of Music and Musicians
1980 ed.).

gz Moser, Hofhaimer, p. 11; compare Gruber, "Beginn der Neuzeit", p.188.

C3
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"Imperial composer” from a very eariy point in Maximilian's

reign.s3

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
iong bssn 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 bagun 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, wouid
have led a peacefui and comfortable, if nct luxurious existence at
Wiener 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 spiendor enjoyed by the Court is no bar to its

53 Moser, Hofhaimer, p.11. See also, Hans Joachim Marx, "Schiick, Amoid™, The New Grove

Dictionary of Music and Musicians (1980).

54 See the attributions to such figures Christopherus Anthony, Benigni, Collis, Constans,

éndreas Tallatangi Calabriensis (?), Hert, Ludovicus Krafft, and Tressorier scattered through the
odices.

55 See the observations on this point in Lockwood, Music at Ferrara, Chapter 17. On life at

Wiener Neustadt in the period 1460-80, see Josef Mayer, Geschichte von Wiener Neustadt

(Selbstveriag des Magistrats Wiener 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 salaries 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.5¢ A fresh search of archival materials from
Friedrich's era might, then, prove far more f-uitful 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 jaid the foundations for such a study with his
demonstration thai eight Intrcit settings attributed in the Aosta
Codex and in Trent 93*-90 to Johannes Brassart, whc was hired by
the Emperor Sigismund in 1434, were mest likely compesed
sometime within the following decade. 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 junge Aaximilian, Ch. 2 discusses the information on this point available from
contemporary or near -contemporary scurces such as the Waisskunig woodcuts and Grinpeck's
Historia; the first of these, especially, implies that the Prince could himself play and sing to some
extent. But Cuyler (Maximilian | and Music, pp.6-9) has influenced subsequent writing by taking
sharp issue with this view, claiming that the political disruptions of the 1460s made such education
impossible, and that Maximilian's first exposure to high musical culture took place at the
Burgundian Court.

57 See Mixter, "Johannes Brassart®, and also Keith E. Mixter, ed., Johannis Brassart Opera
Omnia, Corpus Mensurabilis Musicae 35 (Rome: American Institute of Musicology, 1965),
Introduction, p. Xii.
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motet for Albrecht Il, likely have similar origins.5¢ 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.5® 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 dev_elopment. The same process
could then be carried chronologically fariner with an examination of
the paraphrase repertory of Trent 88, which probably dates from the
later 1450s or earlier. Aiithough 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)8C, a iarge 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 Frohmut Dangel-Hofmann, Der mehrstimmige Introitus in
Quellen der 15. Jahrhunderts (Tutzing: Schneider, 1975).
60 The attribution to Dutay of five 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 Fallows, "Dufay and the Mass Proper Cycles of Trent 88" in | Codici musicali
Trentini, pp.46-59.

Gerber ("Transmission and Repertory”, pp.179-181) takes issue with Planchart, viewing the
cycles presented in Trent 88 as probable conilations of separate items, only a few of which can be
securely linked to Dufay.
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together with others, of diverse origins, at the Imperial Court, and

Wiser's exemplar for Trent 88 was the result.61

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 repertcry 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 aimost all of the Mass items in the Trent
91/Glo assembly) and the Choralis Constantinus, considered
together with lsaac's settings of Ordinary chants from the Passau
rite. Most of the overlaps between Proper items involve, as is

evident, Book Il of the Choralis. No special affinities need be

61 Fallows, “The Mass Proper Cyclas”, p. 50 shows that the configuration of the Proper cycles in
Trent 88, in a continuous series linking several fascicles into a sizeable sub-manuscript, suggests
that Wiser and Scribe 11, working together, copied them from a large finished source where they
appeared already assembled in their present order. Fallows rightly points out, though, that
Wiser's similarty continuous copy of Trent 93° in Trent 90 gives no hint as to the multiple layers of
entries immediately obvious in its source, so that the exemplar for Trent 88 might have been
similatv conflated from may repertorial layers. Only further musical irvestigation, in other words,
can estalish the integrity of the “cycies” laid out in Trent 88.



108
expected here since (as Patzig showed) Isaac relied in this division

of the work on the local ritc used at Constance Cathedral, where the
pieces had been commissioned, rather than on that of the Imperial
Court. But the few paraliels involving Bocks | and 1ll ci the great
priat, 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"-¢'
over a, at trinitas; both make gestures toward closure with each of
the three words atque indivisa unitas, using similar tonal
constructs; botnh deiay the discantus entry, through preimitation, at
confitebimur ei, and, although the finai 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 bstween almost
all of the parallel settings listed here; Isaac's Ordinary settings,
particularly, reveal his inierest in the simple cantus fractus style
of chant presentation evident in thsir Trent 91 counterparts.62 |t
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

52 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 Ill, 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 achered,
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 Imperial territory,
the Glogausr Liederbuch, whose concordance ties with Trent 91 have
long occasioned comment; the two coliections together were shown
to contain a liturgically coherent cross-section of what was
probably an even larger repertory of Passau paraphrases, which beth
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
configurafion, 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 cappel/la in the service of Prince-
Bishop Johannes Hinderbach in Trento: while paraphrases of Passau
chants would have no particular relevance to Trento's public
worship, where the rites of Salzburg, Brixen, Rome, and Aquilea
contended for dominance,83 they would be natural inclusions in the
private devotions of the Prince-Bishcp, who might have chosen to
use for such purposes the liturgy of the Imperial Court and of
Vienna, his home city.

The identification ¢f 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 81 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 Brixen™, 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.6¢4 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 ars, 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
atssnce of documentary proof that Friedrich ill 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
Alleuia verse for Corpus Christi (See Table 2.1.) The two Alleluia melodies 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 tc 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 manuscripts 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.l

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 foliow,
which deal with the Mass Ordinary settings likely from the same

center. Whereas these other essays are concerned to show that

1 This comment assumes, of coursa, that the present placement of fascicles 1-4 reflects the
original binding order of Trent 91, amrived at by Wiser and other compilers, undisiuroed Ly any
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 and 2 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 criginal manuscript,
the present discussion will assume that 1 and 2 were originally bound as they now stand.

Of the handful of items from Trent 91 selected for publication in the original Denkmaler series,
almost all came from these initial fascicles: the Missa Cucu in DTO volume 120 {(1970), pp.17-46,
edited by Rudolf Flotzinger; both Omnium bonorum plena and In hydraulis are in Jahrgang VI,
volume 14-15 (1900), pp.105-111 and 111-119, ecliited by Adler and Koller; Accusilly m'a la belle
(in contrafact) 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-1, 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 Trenio 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
cf 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 paleographical 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 regertory 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 iartini's Missa Cucu (ff.1r-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 hydrauiis,
Scribe A had to begin a fourth gathering (ff.35v-37r, 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
priviieged 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 Compére's
Omnium ktonorum plena, tied by both David Falluws and Gerald
Montagna to large and splendid Marian ceremonies held at Cambrai
Cathedral around 1470;2 the other is Busnois's /n hydraulis, a
personal homage to Ockeghem composed during Busnois's early days
at the Burgundian Court.3 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
special 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 known 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 formai veneration of a famous
Marian icon on October 16-17, 1468, by the French and Burgundian chapels jointly. Geraid
Montagna instead suggests that it was first performed 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 delegates from other centers. See his "Caron, Hayne, Compere: A Transmission
Reassessment”®, EMH 7 (1987), 107-57.

3 Higgins dated In hydraulis between April 1465 and June 1467; see nui “!n hydraulis Revisited™,
cited in Chapter One, note 8.
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1. Compére, Omnium bonorum plena

Let us first consider the concordant reading of Omnium
boncrum plena, located in the third fascicle (ff.27v-30r) of the
Roman manuscript San Pietrc B 80. Christopher Reynclds 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 compietion 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 twc readings, even ailowing
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 consuit ciosely related
exemplars.3

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, "San Fietro B 80", pp.257-304. Reyrokis datec the manuscript
precisely through archival notices of payments fo its copyists. His articie (drawn from his Princeton
University dissertation) supplements an earlier study by Charies Hamm, "The Manuscript San
Pietro B 80°, RBdM 14 (1960), pp. 40-53.

5 See "San Pietro B 80", pp.278-279. Reync.ds identitied 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.¢ 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 underiay is better;? even within the
cramped space of Trent 91, he provides something close to a
workable text for all four parts, while Ausquier contents himself
with incomplete phrases or incipits.® As Example 3.3 indicates,
particularly the discantus part in Scribe A's copy suggests a
considered matching ¢f 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 actual performance, would probably incorporate all
the advantages that Trent 91 boasts over its Roman concordance.
Scribe A not only pessessed such an exemplar, but went to the

trouble to reproduce it minutely; this tends both to further the idea

6 Ludwig Finscher, Loyset Compére (ca.1450-1518): Life and Warks, Musicslogical Studies and
Documents 12 (American Institute of Musicology, 1964), pp.131-39, anaiyzes this work in full,
9iving formal diagrams.

See Ludwig Finscher, ed. Loyset Compére: Opera Omnia, Comus Mensurabilis Musicae ser.
15 (American Institute of Musicsiogy, 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 compiete text only in the discantus. Scribe A, though, gives usable tenor
text for both partes, where Ausquier's provision is irregular. Scribe A also comes closer to
providing a workable underiay for altus and bassus; although Ausquier provides about twc-thirds
of the same words, his placement of them makes far less sense, versus the discantus, than does
Scribe A's.

Detailled anc musically feasible text underizy in all parts is a regular feature of Scribe A's work;
see especially the Missa Regina caeli, qQ.v..
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that he was himself a professional musician and to enhance his

status as a collectcr, suggesting as it does ccnnections with the
central creative musical circle at Cambrai itseif. If the composer
Johannes Martini can, on biographical grounds, claim such
connections, then Trent 91's redaction of Omnium bonorum piana
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 /n hydraulis , the only item for which Scribe A
provided an ascription, follows directiy upon Omnium bonorum plena
in Trent 919 Like Compeére'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 Empercr Maximilian | not long aftsr.1C /n hydrauiis
is in the seventh fascicle of Munich 3154, occupying ff.27v-29r.

Thomas 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.

10The basic works on Munich 3154 are two articles by Thomas Nobiitt, "Das Chorbuch des
Nikolaus Leopoid (Minchen, Staatsbibliothek, Mus.Ms.3154): Repertorium”, AIMW 26 (1969),
169-208, and “Die Datierung der Handschrift Mus. Ms. 3154 der Staatsbibliothek Manchen®, Mf
27 (1974), 6-56. Professor Nobilitt's edition of the source is to be published soon in Das Erbe
Deutscher Musik.

A history of the musical chapel at Innsbruck, under both Sigismund and his heir, Emperor
Maximilian |, is to be found in Walter Senn, 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 ccllection.

In a sense, this is not surprising, 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 coilectors, who must themselves
have had contacts with one another; aiso, both groups would have
maintained links 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, {f.404v-408r.

Johannes Wiser's copy of an anonymous Credo!2, 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

11See Nobiitt, “Die Datierung”, p.46.
12 Noblitt ("Die Datierung”) gives an attribution to Nicasius de Clibano in connection with a third
concordance for this piece, Cappella Sistina 51, #.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
insignificant graphic aspects of his originals - down to correction
signs and doodled marginalia.13 In lllustrations 3.1 and 3.2, we can
see how this tendency may have brought about the strong overall
visuai simiiarily immediaieiy evident between Wwiser's copy in Trent
89 and its concordance: Wiser, in this instance, actually suspended
many of his normal practices as a copyist in order to induige his
literalistic proclivities fully. (See also Table 3.3, accompanying
the lllustrations, 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 Et 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. First, 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.!5) 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
manuscripts 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

144 textless piece entered on f.76v-77r links the eighth fascicle ot Munich 3154, which contains
the Credo, to the seventh. See Nobilitt, "Die Datierung”, Table p.39.

The Credo’s cantus firmus, the ubiquitous Credo |, offers littie help in tracing its provenance. In
style, though, the paraghrase resembles the Creda | setting at the and of fascicle 4 in Trant 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 and Innsbruck, 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 Benvenuto Disertori to evaluate it as an
instrumental composition. (See "L'unica composizione sicuramente stromentale nei Codici
Trentini™, Collecteanea Historiae Musicae 2 [1956), pp.135-45.) ii bears an attribution partly in
musical cipher, which may be construed as "Dom. Andreas TalLAFAgi Calober(=Calabriensis?) At
least one Innsbruck singer by the name of Andreas is documented (Senn, Musik zu Innsbruck,
p.14), but this man has the wrong sumame (Utelmann or Eytelmann). Further research 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, ff. 394v-396r

The anonymous Magnificat copied by Wiser into the present
34th fascicle of Trent 89 shared an exemplar with Munich 3154, ff.
13v-15r. (See lllustration 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 cnly with certain changes of format (including one
reassignment of parts), which would have required initiatives
unusual for Wiser, if he, rather than the innsbruck scribe,
undertook them against the exemipiar.

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 Nobilitt, “Die Datierung®, pp.42-43 and 48. Nobiitt (whe cites the collaboration of Piccard
in his work on Munich 3154) devoted specia!l attention and discussion to the fascicle in which this
Credo appears, since it combines paper of an earlier date (1456-69) with the considerably
younger type used for the Credo.

Saunders dates the fascicle in Trent 89 containing the Credo to ca. 1466, making that year her
terminus ante quem for the manuscript as a whole. (See Chapter One, note 31.) But the Credo,
which appears as a secondary layer there, is further followed by a Mass cycle (the Missa Deutscher
Lieder, discussed in Chapters Four and Five) which must have been added later still. The Mass
breaks off with its Benedictus section, suggesting possibie continuation in a further fascicle -
wiiich weuld support an idea that Trent 89's component fasciclss 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 exempiar.

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 51, now part of the eighteenth fascicle.
(See lllustration 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, in
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 ¢4 - as before,
to avoid ledger lines - on the first staff of the recto page, he
slipped into the ¢3 also used by Munich, and had to insert a

corrective clef below a semibreve rest.

The chronological relationship of these two pairs of
concordances is not easy to establisn. 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.17 But Noblitt also indicates that the scribe

17 Sie “Die Datierung”, p.4€, and Saunders, "Dating of the Trent Codices”, p.91. Senn
documents one instance of contact between the musicians of Trento and Innsbruck that falls into
a suggestive timespan: in 1466, the innsbruck court organist and Kapelimeister Nikolaus
Krombsdorfer rode to Trento to recruit two choirboys for his chapel. (See Musk zu Innsbruck,
p.16; this notice could aiso, 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 usg of a single exemplar for /n
hydraulis appears quite natural.

Evidence for this last relationship will now be presented under
three main headings. (See lllustrations 3.7 and 3.8, with Table 3.6;
see also the edition of /n hydraulis cited in note 1.)

First, the two copies share a number of common errors. Most
significant ¢f these is the mutual miscounting of tenor rests in both
partss. in the prima pars, both manuscripts show rests identically
patterned, with both lacking the necessary {inal pair of /ongae , 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; ine innsbruck 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, aimost 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.18 |n 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 o , the bassus with=> .19 Mensuration
signs are identical and identically placed within the staves; the
single exception here, Trent Si'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 pattems at the start of the secunda pars bassus vary because Trent starts the part on
a frech staft; the comibreve ligature fg near the end of the third staff in the secunda pars altus
succumbs to a page break in Munich. The other ligature differences may be similarly 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 exemplar; the other
differences similarly put Munich a little "ahead" of the exemplar.

19 Seribe A's usual form is -+ only, so that his use of =" here is significant.
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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 tenor beneath discantus on the left of
each opening, while Munich 3154 presents the tenor “last”, 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 rear the end of his second
bassus staff (compare ligatures SS 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 lllustration 3.8a.)

Scribe A's absentmindedness here may actually provide another
piece of evidence that he enjoyed extraordinarily privileged access
to central sources of the works he copied. The layout chosen for /n
hydraulis in Munich 3154 , with the tenor given on the !cwer recto

side of the opening, is just as odd for that manuscript as it would be

20 The provision of abundant accidentals and signature fiats is so much 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 Innsbruck scribe in reproducing his exemplar's, and added a few
of his own to beot.
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for Trent 91.21 It is, however, found severa! times in ancther
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 scenarios 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 ltaly and the
Imperiai lands north of the Alps. Or, alternatively, both copies could
have been taken frorn 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 io0 enhance further Scribe 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 (also an "A”, in Noolitt"s scheme) all use the standard
discantus/tenor/altus/bassus presentation, though sometimes this is complicated through a
verse-by-verse presentation, as in the Magnificat concordant with Trent 89.

22 gee, in Brussels 5557, the Busnois pieces on ff.48v-50r, ff.69v-70r, £.76v, and ff.83v-90r.
Flynn warmmington has assembled evidence supporting Edgar Sparks's theory that these works
are Busnois autographs. See " ‘A Very Fine Troop of Bastards?' Provenance, Date, and
Busnois’s Role in Brussels 5557," paper delivered at the National Meeting of the American
Musicological Society, Philadelphia, October 25, 1984.



confirms the idea that /n Ahycrauis 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 basse danze

Faugues's Mass has a single but complete concordance in the
Vatican manuscript Cappella Sistina 51 (ff.55v-67r), which, as
Adalbert Roth has recently shown, was ccpied in Naples during the
late 1470s, and subsequently taken to Rome, for use in the chapel of
Sixtus IV (r.1471-84), together with another volume in the same
series of large choirbooks, Capella Sistina 14.23 Faugues is also
represented, in this pair of sources, by his Missa L'homme armé 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 mayv have resulted from thg
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 frithen Repertoire der Papstlichen Kapelle unter dem Pontifikat Sixtus |V
(1471-1484): Die Chorblacher 14 und 51 des Fondo Cappelia Sistiria der Biblioteca Apostolica
Vaticana” (Ph.D. dissertation, Johann Wolfgang Goethe-Universitat, 1982),

24The only works by Faugues to have survived with attributions are four Mass ordinary cycles.
Besides the Missa La basse danze and the Missa L'homme arné, a Missa Je suis en la mer (or en
r'amer) survives uniquely in ModD; George Schuetze was also able to identify the Missa Le
serviteur, through a citation by Tinctoris, in its reading in Trent 88, where it is wrongly attributed to
Ockeghem. (Compare Gottlieb, ~ine Cyclic Masses of Trent 89", p. 120, linking Ockeghem
instead to an anonymous Mass on the same subject in that ~oflection.) All four works are pulished
in George C. Schuetze, ed., Opera Omnia Faugues, Coliected Works No. 1 (Brooklyn, N.Y.:
Institute of Medieval Music, 1960). See aiso George C. Schuetze, An introduction to Faugues,
Musicologica! Studies, vel.2 (Brookiyn, N.Y.: instituls of Medieval Music, 1580).
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Masses are scattered through both the Counterpoint treatise and the

Proportionale, though not always 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 color ; where Trent has
long values, CS 51 tends to present shorter repsated tones. On the
face of it, nothing much more than scrital prefeience 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 armé, 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

25 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 come to know Faugues's work not only in Napies, 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 1460s, at the Sainte-Chapelle in the French ciy
of Bourges. (See Paula Higgins, "Antoine Busnois and Musical Culture in Late Fifteenth-Century
France and Burgundy”, Ph.D. dissertation, Princeton University, 1987, pp.257-253.; Higgins's
discovery may also justify Schuetze's interpretation of Faugues's mention, in Omnium bonorum
plena, as one among regis omnibus canentibus - all the [French] king's singers.

Schuetze reproduces all Tinctoris's mentions of Faugues (Introduction, pp.2-8) and aiso
transcribes the notice concerring him in an anonymous Spanish treatise probably of Neapolitan
ongin, ca. 148§, alongside lohannes Martini.



130
manuscript Modena M .a.1.13, or ModD, takes issue with both of the
others.26

Major structural ditferences, realizing fundamentally opposed
pians of internal repetition, render the relation between these two
readings much more compiex than that betwsen the Missa La basse
danze concordances. The Missa L'homme armé , 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 Sanctus in the Missa L'homme armé, the signature for
the three outer voices is &. !n sach case, CS 14 gives the tenor line
with a signature of €; its values are to be doubled against those of
the other parts. ModD, on the other hand, writes out the tenor's
doubled values in these same sections, giving the part a signature 2
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 €, Trent 91 in &, against the other parts in
2 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 himse!f provided scme certainty that the Neapclitan

manuscripts contain the original readings of these tenors. In a

26 No special full-length study of ModD exists as yet. Or. its compilation ca. 1481, and its relation
o Martin's oeuvre, see Lewis Lockwood, Music in Renaissance Ferrara, 1400-1505 (Cambridge,
MA: Harvard University Press, 1984). pp.222-224 and 233 ff..
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famous passage from Book Ill, Chapter 3 of the Proportionale, he

condemned the practice of signaling doubled va'ues, versus the other
parts, through a maior-prolation 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 Tinctoris's reaction against the
procedure, which after all had been quite standard for two or three
generations preceding, must indicate that in the 1470s it was
rapidly going out of fashion. No work in ModD, a manuscript
completed about 1480, includes it.

Other differences between the readings of the Missa L’homme
armé confirm a general trend of notational simpiification and
stylistic updating in ModD. 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
ModD, in a "V-I" configuration, with bassus joining the tenor on the
lower final; this difference too refiects widespread change in

practice over the 1470s. (See Example 3.4.)

27 Johannes Tinctoris, Proportions in Music, transl. Albert Seay (Colorado Springs: Colorado
College Music Press, 1979), pp. 36-38. As Tinctoris notes, iite use of this combination was part
of the L'homme armé tradit.on, objectionable though it was in his eyes. The original combination
of the Missa La basse danze, with € versus &, comes closer to his suggesticn for a notationally
proper presentation of the idea, superior {0 the standard € versus O (although, as he admits, the
diminished signature implies a “fast tempo®).

28 On the significance and history of minor coior, see Staniey Boorman, "Notationai Speiiing and
Scribal Habit®, Wolfenbdittler 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 pessitle 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 armé - or, rather, that such
revision was actively underway at the time that Scribe A made his
copy for Trent in the early 1470s, which reflects the process in its
first two movements.

ModD, the Mass collection from the chapel at Ferrara, contains
not only the Missa L'homme armé , but another, unique cycle by
Faugues, the Missa Je suis en la 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 seither in the lost

final portion of ModD or in its fragmentarily preserved companion
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volume, ModE, 29 and that such a concordance wou!d very likely have

included the same kinds of modernizations observable in the Missa
L'homme armé . Insofa- as Scribe A's copy, then, reflects the

beginnings of this very process, it stands in a close relation to ModD
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 ModD and Ferrara. The
present last leaf of ModD contains, on its verso side, the discantus
and tenor parts for the Kyrie of the Missa Cucu, which opens Trent
91. The tabula of ModD 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 ModD reading's

L d

fragmentary state, it is clear that the two manuscripts presen
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 ModD movement are much shorter than their Trent 91
counterparts. While it is possible that ModD's is the original version
and Trent 91's a later expansion, the relative ages of the
manuscripts argue otherwise: since ModD is the younger source, it
more likely presents a heavily edited later version of the work,
whereas Trent 91 preserves the more prolix original. The patent

aesthetic superiority of ModD's reading, even in its fragmentary

29 On the probable size and scope of ModE and its status as a companion volume to ModD, 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 coilector
specially familiar with the high-ranking musical circles where they
were created. In the case of Omnium bonorum plena, his copy
reproduces some features pcssibly drawn from a composer's own
annotated performing version, while in the case of /n hydraulis,
both extant reaqings derive from the singie exempiar 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
ModD.

This second, Ferrarese connection can be amplified somewhat
through a reconsideration of one cf the secondary concordances just
discussed belween 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 uses the 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
sufficientiy rare, in both manuscripts, to occasion special notice.3!
The Mass has one concordance, in ModD. While substantial
recomposition of some passages divides the two readings, the strong
visual similarity apparent cn almost every ¢
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 sSee Montagna's arguments strengthening Caron's links to the Burgundian Court, in "Caron,
Hayne, Compére™, pp.117-130. Montagna presents Caron as a member of the Burgundian
musical circle somewhat oider than Busnois, displacing an earfier picture of him as "an ltafian
Kleinmeister® vounger than Martini_

31 Fascicle 33 also shows the late (ca.1473) style of Wiser's hand described in Chapter One, with
large F-clef flourishes and mensural signs outside the staff.











































































































































































































































































































































































































































































