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Abstract

This dissertatiomttemps to re-contextualise the late fourteenth and early fifteenth
century musical ptnomenon now referred to as thies subtilior, in terms ofour modern
understandingf it, as well asts relationship to wider late medi@ culture. In order to do
sol re-examine therocesses used to formulaestingretrospective definitions, ideft a
few compelling reas@why their reevaluation's needegdand propose aritarnative
approach towardshis goal. My researchasled me to analyse the modern preoccupation
with this repertoire, both in musicology and performaacel to explorextenal influences
impingingon our attitudes towards itdlaving outlinedcurrent attitudes and the probleof
their crystallisation, | seek to-4@ntextualisehem withinmedieval culture througasurvey
of the surviving physical evidence. The resultoiggervations highlight the difficulties we
face when looking at the materiadhbove all, they point ghe problems created by using
narrow definitons of this style, whether theaee technical, geographiemporal or
intellectual. My observationshel somelight on the scale, complexity and relevance of the
Ars subtiliorphenomenonThenext stegs tolook at the music itselby analysing the use
and function of stylistic featuraébatdistinguishthe style As my goal is to conceptualise the
styleas a whole, and not merely isolate interesting events withheitariety of stylistic
featuresexamineds wider than tlesetraditionaly defined asharacteristic oArs subtilior.

A series of casstudiesexamine hevalidity and usefulness afy conceptualisationgnd
attemptto couple modern inquiry into techniqguath an understanding ds place within
medievalculture and societyln my conclusion, | attempt to bring the different strands
together by proposing a new conceptualisation oftisesubtiliorwhich takes our

understanding of medieval history and thoughtterns as startingooint, andorovesuseful

also in a modern contexMy proposalrevolves around the concept@iceptionality

within aculture that seekiggitimacy | have formulated it to make sense of the apparent
appeal of this music to medieval performers, audiences, patrons, composers, compilers and
collectors Status and meaningascreated by attracting attention to a work as a whole, or
specific locations withints music or text, through the deviation fraderor newly created
norms. At the heart of my conceptualisation though, are its modern implications. My goal in
this work is to transcentthe technicalities of thArs subtiliorand supply scholars and
performers withthetoolsto interpret and perforriis music expressivelyfinding meaning in

thisunique musical phenomenon.
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Bibliotheque Nationale, Fonds Francalg5
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Padua, Biblioteca Universitaria, 684 &

Padua, Biblioteca Universitaria, 1475 &
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Padua, Biblioteca Universitaria, 1115

PaduaBiblioteca Universitaria658

Padua, Biblioteca Universitaria, busta 2/1 (from 1283)

Padua, Biblioteca Universitaria, busta 2/2 (from 1225) &

Padua, Bibliotea Universitaria, busta 2/3 (from 675) &

Padua, Biblioteca Universitaria, 1106
Paris,BibliothéqueNationalde Francef. n. acq. fr. 22069

Parma, Archivio di Stato, frammenti musicale, Busta i{f/@nmenti
musicale)

Cambridge, MagdalenCollege, Pepys Library 1594
Philadelphia, University of Pennsylvania Libraries, Fr. 15
Philadelphia, University of Pennsylvania, Charles Patterson Van Pelt
Library, Latin 36
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AfM
AM
BIJHM
CAMLR
CMM
CR
DM
EM
EMH
FSM
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IRASM
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JMT
JOWG
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MA
MD
MTS
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MS
MSD
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RBM

RIM
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RR
SBM
SIM
SM
SMASH
SRLL
TAB
TIM
TMQ

Archiv fur Musikwissenschaft

Acta Musicologica

Basler Jahrbuch fur historiche Musikpraxis
Canadian Association of Music Libraries Review
Corpus Mensurabilis Musicae

Current Musicology

Die Musikforschung

Early Music

Early Music History

Freiburger Schriften zur Musikwissenschatft

Greek and Latin Music Theory

Giornale Storico della Letteratura Italiana

Higher Education

Harlaxton Medieval Studies

Internatioral Review of the Aesthetics and Sociology of Music
Journal of the American Musicological Society
Journal of the Early Book Society

Journal of the History of Ideas

Journal of Music Theory

Jahrbuch der Oswald von Wolkenst&esellschaft
Journal of the Royal Musical Association

Jahrbuch des Vorarlberger Landesmuseumsvereins
Music Analysis

Musica Disciplina

Music Theory Spectrum

Die Musik in Geschichte und Gegenwart

Music & Letters

Musica e storia

Musical Studies and Documents

Proceedings of the Musical Association

Polyphonic Music of the Fourteenth Century
Plainsong and Mgieval Music

Perspectives of New Music

Revue belge de Musicologie / Belgisch Tijdschrift voor
Muziekwetenschap

Rivista italiana di musicologia

Répertoire International des Sources Musicales
Revue de Musicologie

Romantic Review

Schweizer Beitrdge zur Musikwissenschaft
Sammelbande de internationalen Musikgesellschaft
Studi Musicali

Studia Musicologica Academiae Scientiarum Hungaricae
Studies in the Romance Languages and Literatures
The Art Bulletin

The Journal of Musicology

The Musical Quarterly
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T™T The Musical Times

TNI The National Interest

TVNM Tijdschrift van de Vereniging voor Nederlandse Muziekgeschiedenis

UH Urban History

B Ballade

Cr Credo

Gl Gloria

K Kyrie

R Rondeau

San Sanctus

Vv Virelai

C Tempus imperfectum prolatio minor mensuration (modern 2/4 time)

O Tempus perfectum prolatio maior mensuration (modern 3/4 time)
Tempus imperfectum prolatio maior mensuration (modern 6/8 time)

n Tempus perfectum prolatio maior mensuration (modern 9/8 time)

For c | ar i tngnies apgearkneagpitals, ariless the context requires octave
differentiation.
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Introduction

It is widely acknowledged by both performers and scholars of medieval music that
something special happened French musian the late fourteenth and early fifteenth
centuries. At first glace, every aspect of this repertoire seemsrgimng, from its technical
and virtuosic exuberance, through its survival nearly exclusively irFFnemch sources, to

our inability to locateplausiblesituations and occasions for its performance.

Scholars coined many terms to describe this phenomesnroging fromFin de siéclgo
Late ars novafrom Avantgardeto Mannerism Each term carried with it its own
connotations, significations and prejudig@ver the last hal€enturyit was the termirs
subtilior, coined by Ursula Giinther in 1988hich became the mostidely used name for
this musi¢ and a myriad of studies and performances attempted to defiroewvitt worked
and what itmight havesounctdlike. By now, many of its technical elements are understood,
much historical knowledge has begathered and its sound has slowly seepedacéalemic,
concertgoing and recordinguyingaudi ences 6 consciousness. St
yet resulted in a consensus o briginal context ofitis musig its sound or aestheticsVe
do nothave an explanation forts rise anddecline nor acoherent conceptualisation through
which its contents can be understood.

One dissertation cannot aim to set the record straight on all these accounts, and | do not
pretend even to attempt to answer evergggion pertaining to th&rs subtiliorin this stuly.
Indeed, whole sections diis thesisare dedicated to arguing that gaps will always remain in
our knowledge and that interpretation is never likely to remain stable. That is attes all
reason fo continued scholarship. My aim here is to take a step back @awigate the state
of our knowledge and understanding of Ars subtilior, reconfiguring and widening its
scope in order to suggest a possible synthesis of the informMipapproachmnterpretshe
deviation from normal practice and the confinen@mhusical, technical and visual
expectatios as a central stylistic, practical and social characteri3inis idea can assign
meaning to the musical extremities found in this music, teamshg them from virtuosic
experimentation into a stylistlanguage. The formulation of thisusical language can

explain the longevityand popularityof the Ars subtilior, factors which remain an oddify

'SeeUr sul a Ge¢nther, 6 DM svi(63), pp. 821. ars novaod,
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this music is interpretedsa playon abstractechnicalities. This oncept of &6t r ansc
e X p e c tadso offermassdcial use for this musin associatiorof this musiowith
uniquenessselfawarenesand authoritywould haveappeal to the social pretention of all

who were involved in itsgpduction and consumptiorit can therefore reinforce the role of

the Ars subtilioras a relatively longasting, socially expedient, expressive cultural force

within music history. Rather than a style singiandedly aiming at complexity, it can

supportits own mainstream usage, and encompass different degrees of preoccupation with its
different characteristicsHaving such a contextualised understanding of this style can act as a
gateway to performers and scholars. The formulation of an expresgvadgnwithin which

this music operates can allow the analysiésf subtiliormusic foralternative modes of
expressioron top of its technidaconfiguration. In turn, his can giveperformersaccess to

this musico6s andpreaths revwdimo itg moadrn réconstraction and
consumption, disseminating these findings and their emotional sensitivities to audiences at

large

It has long been recognised that in evaluating both modern output and historical
documentsmaterials cannot be takanface value. Both the study and understanding of
history are always influenced by external forces, be they different aspects of the materials
analysed, modern cultural and political context, or the personality of those undertaking it.
Performances ang@cordings are nearly universally taken as manifeswatibpersonal
artistic creativity and expressiornalysingsuchcreationswhich are based on or deal with
historic themescausedurther problemsvithin the relationship between product and the
original cultural context of the materials usedn top of the prsonal, ahistoric and
expressive consideratiomghich come into play, the availability of personnel, format
limitations, audience expectations, and an enhanced exposure to commercial atd mark

forcesare also major influences on the final performance outcome.

Awarenes®f such external influencees noprotectmy own workfrom their powey
as the most banal of comparisons can attest. The way | approaas gebtilioris very
differentto the way Ursula Guinther did when she coined the phi&gecarry different
ccultural baggag® have access to different materials and have different goals in undertaking
our work. These unavoidably influence the outcomes of our reseBinehcontexin which

Gunther coined the term is discussed in nut@®il inChapterl below. For the sake of
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comparison it should suffice to point outthatad e mi a was central for G
with her subject. It furnished her with her training, wasgateway to this repertoire, and

was the intended resonating chamber for her work. Her formulatidrsubtilior
characteristicsvastherefore designei includedistilled, technical, irrefutable criteria which
answeedthe academic demand of styefinition at the time of her writing. | came to this

music through performance, appreciating it and its sources before knowing what it is and
where it comes from. As a result, it is important for me to approach scholarly work in such a
way as to make itsutcomedransferrable into the realm of performané&pressive

performance requires the formulation of a musical language with which to understand the
works performed. This language can of course be intuitive, or be formed by a culture wholly
differentfrom that in which the music performed was conceived. Historicaihded
performerghough,have to acquire a range of stylistic musical languagesition and

sensitivity are still important in this process, but so is understanding. Therefore, m

rethinking of Ars subtiliorstyle requires the formulation of an interpt@émusical language

by which this music can be understood and expressed, as well as analysed and contextualised.
Such amusical languages undoubtedly far removed from our owns formulation involve

the same kind of intellectual adjustment required to understand any aspect of the Middle

Ages, but with the added difficulty ¢tfieemotional connotationsf any music It follows

that in order to avoid modern musical intuition wliEfiningthe expressive qualitiesf the

Ars subtilior, one has to follow the same large analyticaite requiredor all scholarly

reevaluation. Recognition of our current conceptualisations and their origins can help

decipher their relevance. Undenstling the limitations of our knowledge dagip

contextualisehe music without being presptive. Searching within theausical and social

context for clues can enable us to propose a tentative model for an appropriate stylistic
language Probing sucla model can help determine if the resulting stylistic language is
acceptable, namely, capaloemaking senseof the Ars subtilioron its own termsnd within

its original cultural <cont e;artdapplicableiniisl i n t hi
performance.This thesis will attempt téollow through this proces

Chapterl will follow the chronological historiography of thought and practice concerning
Ars subtiliormusig from the inception of modern musicology to the present. The history
presened here does not attempt to discuss every art@m@veryconcert in which this music

has featured Instead, some demonstrative instances will be highlighted in order to show the
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changing influences on the preoccupation with this topic. Exposing Saimese political,
institutional, economic or personal influences can better our understanding of past
scholarship and recordings. It can allow us to ignore statements which are irrelevant to our

current cultural climate without dismissing the entire argant.

Chapter Zevolves around the surviving musical sources. It takes as its starting point the
multiplicity of attitudes to thé\rs subtiliorattested to by the preceding chapter. The music
manuscripts are used to discern the relevance and exuiffecént aspects of this style
within late medieval culture artd trace some of the interactions betweenArgesubtilior
and other cultural forces. The examination will progress from the uncontroversial
relatively unconventionallt will start with some thoughts about thelevance of different
criteria for determining styldollowed by the identification of an uncontroversial reference
point. This reference point is provided by a group of manuscripts wdnde grounds of
their survival ad size haveformed the basis of modern conceptualisatioinArs subtilior,
regardless of their medieval importance or centrality. After examining the relationship
bet ween Gg¢ n tcHamatedsatioaf this sjyle ana the contents of these
manusripts,therelevanceof these parametets other sources is evaluated. The discussion
then broadens to include other parameters which become relevant when considering
manuscript sources and their conteAtlarge number of sourcésconnected tdéhe ddined
6f ormative group6 of ma n u-ascriptiorppandsconcondanéeu gh ¢ on
are examined and assessed for thegree of relevande ourunderstanding of what we may
term Ars subtilior. This construction highlights the difficulty iegarating single
determinants of style, or limiting the definition Afs subtiliorto a small number of sources.

It presents this phenomenon as a widespread and flexible cultural force, which was not
unified under a single goal or usage, and which mahawmédifferent guises to become

relevant to relatively wide sections of society.

Thefollowing chapter continues the investigation of the surviving evidence, but this time
in search of socially contextualising information away from the music itself. \tWiag to
trace patterns of patronagad the careers of individuas array ofelevant sources is on
offer: from literary references (including song texts) to administrative documentation; from
private communication to overarching cultural clichésfroa s cr i pti on patter ns

subsequent use and history. Each order of evidence comes with its own difficulties. All
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medieval evidence suffers from some degree of incompleteness. Furthermore, each kind of
evidence has a different level of relevaaoel usefulness to attempts at defining style.

Finally, there is often a disparity between the information given by different kinds of sources,
or between it and the musical evidence. To furtherptate things and ash@pter 1

attests, problems of itpretation are also important heféhese include thentensity of

analysisof different materials, intentionality imodernpreoccupatioras well asn medieval
production and problems of identificatioof historic personalitieall contribute to

undemine the asy formulation of awverallpicture The chapteexploresthese problems,
providingexamples of individualsor cours relevant to thérs subtiliorfor each one The

resulting mass of information demonstrates that even with the tentatevestatr

knowledge, it is clear that this phenomenon was widespread and circulated in a number of
social strata, reinforcindne similar conclusions o€hapter 2 It also highlights that a

definition of this style would have to provide a mechanism toadéxmiot only its musical

contents, but also its social relevance and performance possibilities.

In Chapter 4the musical features of the style take centre stage. Sections from individual
works are presented in order to descthmetechnical workings dhis style but more
importantly, thé practical effect as structural and expressive compositional téalsvith
the manuscript survey oft@pter 2 the behaviour of features which are not usually
consideredentral to theArs subtiliorwill also be exanined. This is due to the centrali
such elements as melodic construction and harnmmmniodariesn the definition ofany
integrated musical styleOn top of such unavoidable characteristics, other tendencies such as
generic distribution, voice artdxt setting possibilitiedanguage and character of &xnd
theuse ofsequences aranon instructions are explored as the formulation of a stylistic
language cannot be based only on the exceptional. The sum of features exdsoined
suggedst thatthe less extravagant stylistic features play an important part in giving this music
its unique characteand should not be excluded from consideratidhe chapter concludes
with the detection of trends within these features and their combination, cedsadso
through temporal and geographic affiliations. The concepts of exceptionality and of a graded
approach to the use of each technique are combined to form an expressive and functional
palettein the hand of a skilled composer. The chapter ends wighort discussion of the

margin of error in our appreciation of local phenomena within this mitsgxplores some
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of the effects of both medieval and modern errors, as well as the consequences of legitimate

editorial decisions ishaping our attitudesn the technicalities and aesthetics of this style.

Chapter 5 consists of four case studies. Here Itestlidity of theattitudesput forward
in Chapter 4 concerning thigfferent stylistic features dhe Ars subtiliorand theusefulness
and practality of the conceptshatgovern them Sincean accepted, convincing
transcription ofS Uciredor R o d e r Angelorsind psalafCh, f. 48v) has yet to come to
light, this song is used here to examirs subtiliorexpression away from its sounding
resuts? Instead, an examination of the expressive content of structural elements such as
setting, register and modal behaviour is looked at, augmented by similar analyses of its text,
notation and visualAmour mdha diodA,t 3eldd)aaniCaser t
be considered traditionalArs subtiliorballade. It is taken here to exemplify the effective
structural planning undertaken in theeof different stylistic features, and their combination
into a meaningful whole. It presents thies subtilior as a coherent language, rather than a
style interestonly in the eccentric and incomprehensible. The relevance of works which do
not show clear and obvious grounds for identificatioAmssubtilioris examined using the
anonymousle suis cellu(Paris, ff. 154 & 156154v & 156v). Theecent rediscovergf this
work offers a unique opportunity to approach an unknown work with attitudes formulated
elsewhere, testing their validity. The last case study takes the most widely copied songs of
theperi od, whi ch DacegueRoul pahse Moh a mrséPar maiatesl | ant 6s
foiss, Gui | | au meDegaetit pdMand thesanonhydnsukur a jour ma vieOr sus
vousdormestrgd e | angui s,add&radiment sont Besir et Esperancélany of
these songs are not generally considered as belongingAostisabtilior, but all of them
were copied al so i nrhanusdrigtsedefioedd @hapte2t showiegatgr ou p 6
the very leassome relevance toithstyle Through an analysiof some of the different
formsthatthese songs take in different sources, their appeal to compil@rs stibtilior
music will be examined, leading to the wider question of the relationship between an
apparently specialist taste and the surroundingleinstyles. The chapter will end with a
discussion of the ways in which each case study fits into a wider notAns stibtilior, and

the effect single pieces have on our idea of this style.

2|t seems reasonable to believe that S Uciredor is an inversion of Rodericus, as one is a very likely name
and the other one is not. | shall therefore use the inversion for the rest of my dissertation. Se&@for207
more details concerning psible identifications and political affiliations.
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The concluding chapter consists of my own proposal for timeuiation of aconceptual
frameworkfor understanding thars subtilior. It tries to rethink our concepts of what
defines thestyle, of its technical and expressive workingadof its place within social and
intellectual medieval culire. The model ibased on a shift from theansgressioof
expectations as a central but mostly unconscious element in the process of stylistic change
into a prime and mostly sedfware stylistic characteristic. Attention is attracted by deviation
from inherited norms, kich still govern contemporaneous production of more functional
types of music, as well &om newly formedexpectations created within a pieddeaning
and expression are therefore created by the combination of transgressing techniques used, the
degreeof use, and the interactions between the locations marked out as important by these
transgressions and the text or overall structure of the work. The plethora of stylistic features
which are open to minute manipulation result in a style which valsggymg worth, ability
and authorityto the exceptionaktill allows subtle expression, and does not demand absolute
extremes of each womkhich is affiliated to it | believe its process is simple enough to
permeate the unconsciousness of practitionersaofyraultural layers, but at the same time is
versatile enough to make sense even of the most extreme examplearsfshbtilior
repertoire. This model alsditsin with our understanding of thtellectual, social and
political currents of the timelt can transform our interpretation of this music into a useful
social and political tool in the legitimisation effortsasfstocratic, bourgeois and intellectual
patronsa weapon in the arsenal of composers, performers and compilers competing in an
expanding musical markegnda statusgiving, highregister source of intuitive pleasure to its

audiences.

I n short, this wo rAis subtibonetxrperse sosni va tsyeba r cbhy fwoh
the intentional angurposefukreation and manipulation ofeaningi emotional or
intellectuali within the fabric of composed musi@he formulation of such a language will
allow us to better understand compositional processes, allow performers to amplify this
musi c6s ¢ ont e rundsrpinitsnconpurpion and en@ymend in labth its original
and current contexts€ven if my stylistic model is generally accepted and is found to be
beneficial to our historical understanding, analytic study and performance possibilities, it is
unlikely to be the only vidk solution to theArs subtiliorconundrum. There will still be
much work to be done in clarifying the details of the resulting stylistic language and its

interaction with societybs pressures. I n an
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synthess, even competing definitions would have to be reconsidered in a wider view of this
style where no element pertaining to it is to be sidelined or marginalised. My suggestions
should therefore be seen as a starting point for debate rather than iBreily, | find vital
importance irthe ability ofmy ideato bring together historical and analytical research and
performance under the same concepli@ahework | believe much can be learned by having
closer links between the two activities, to the bé&nheot only of musicians and scholars, but

also of audiences and through them@neral culture.

Before progressing to the work itself, | would like to thank all those who taught me
everything | know or tolerated me while | was at it. As theyt@wénnumerable to count, |
would like to privilege here but a few of those who participated more actively with the
development of this dissertation. First, my heartfelt thanks to Yolanda Plumley and Giuliano
Di Bacco for their supervision and support, skilfudlyd patiently stirring my work into more
productive avenues, and offering helpful comments on many versions of each chapter. Deep
gratitude is extended to all those who kindly shared with me some of their unpublished work,
or helped me in conversationttone my ideas. Along with Yolanda Plumley and Giuliano
Di Bacco these include Marc Lewon, Karin Paulsm&erith, Mark Everist, Anne Stone,
Martin KirnbauerJ acques Boogaart, Q@Gancartzgk@rgwfokdoveusgo n, P a:
Mi c Bangko, Tamsyn Ros8teel and Andy Elliot. Thanks to Philippe Vendrix for giving
me permission to ugelevant facsimile imaged.am ever thankful to all those who helped
me with my English, Latin and French, including Elizabeth Rumsey, Yolanda Plumley,
Giuliano di BaccoKatharine HawntiMarc Lewon, Leofranc Holfor&trevens, Nicoletta
Gossen, Emma Cayley, Fabrice Fitch, Els Janssens, Kirsty Whatley, Giovanni Cantarini, and
Nicolas Savoy.l blame Jonny Tyack fagending me down thi®ute. | would not have been
able to conplete this work without the invaluable support of family and friends. On top of
those already mentioned, | would like to thank my parents, brothers, sister and cousins, both
through blood and law, as well as Randall Cook, Alainrdfalat, Gawain Glentoi;abride
E. Lewon, the Potters, and of course Julian and Wilfred. Finally, and with an apology for
being a bit too early for the theme of this work, | would like to dedicatalissertation to

my wife with the only words which describe my feeling:

Moncuer, mbéamour et quanque je de
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1. Ars subtilior research and performance z a historiography

Studying history is never objective, as the layers of interpretation heaped on the Middle
Ages can attest. This is easily demonstrable even when looking iassitidch aim to
explore not the Middle Ages themselves but subsequent attitudes to this peddtas
special relevance to artistic production concernifigliherefore, when considering both
scholarly and musical performances concerninghitsesubtilor, three main considerations
should be kept in mind. First is factual authenticity, meant not as an absolute comparison
between past and present, but to the validity and completeness of the scientific argument and
the integrity of its translation intoepformance. Second, one has to consider the cultural
context from whichthework arises, both in terms of the state of scientific and technical
knowledge at the tim@nd of the overall intellectual and political atmosphsravhichit is
surrouneéd Third is the relationship between the work and its acknowledged background.
This involves its interaction with similar endeavours, as well as the personal, expressive and
individualistic core which led to the inception of the work in the first place. Tieviog
survey will attempt to make use of these guidelines in its examinatitrs cubtilio s

modern history.

The coining of the termArs subtiliorto refer to music demonstrating features such as
special noteshapes, crosythms and syncopation thian approximate chronological
correspondence with the Great Schism (:3487) did not mark the starting point of
preoccupatiowith this style? It did not even mark an endpotatthe use of earlier tags such
aslate Ars novaandMannerismor to musiological attempts to find more suitable ones,
creating at times a confusing noktermsboth in professional and popular literature. Still,
this is a very small corner of a varied and widaging period, which itself tends to receive

disproportionallyittle attention in both research and performance. In order to understand its

% See Norman Frank Cantdnyventing the Middle Ages: The Lives, Works and Ideas of the Great
Medievalists of the Twentieth Cent§ambridge: Lutterworth Press, 1992); Marcus Bliflinking Medieval:
AnIntroduction to the Study of the Middle AdBasingstoke: Palgrave Macmillan, 2005); Veronica Ortenberg,
In Search of The Holy GrafLondon & New York, 2006), and mb e r t ®reding of th@Middle Agés i n
Umberto Ecofaith in Fakes: Essayd ondon:Secker & Warburg, 1986), pp. @b. An attempt to systematise
an approach to deal with creative representation of the Middle Ages is found in AndyR&iiwéeation and
Representation: The Middle Ages on F{IrhD. diss. for the University of Exetearfhcoming).

‘“See G¢nther, o6-I2a UntiHutherdéfinitiopspare atterhpded for different characteristics
of this style, the termArs subtiliorwill be used in a similar fashion.
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early context, my survey will begin with the emergence of modern musicology, and include

also some of the wider attitudes towards medieval music and the Middle Ages.

This chaper will follow the continuous gathering of knowledge and its availability to the
general public through performance, presenting it side by side witgxtemalirrelevant
influences which shaped the opinions and products considered. Consequenttetiedsm
available today will not only be presented, but some light will be shed on their contextual
relevance. It will proceed chronologically in six sections. The first contextualises the
emergence of modern musicology before its institutionalisagieimining the context in
which the first musicologistconsidered theiown efforts and the way they treated their
materials. The second section will describe the activities of the first generation of
institutionalised musicologists as regards medievaiocpand the problematic aspects which
plagued their endeavours and left a mark on subsequent scholarship. The following section
starts off with the first modern performances of medieval music, and examines the
developing attitudes and competing defimsdor theArs subtiliorbefore the coining of this
term. Section four encompasses Ursula Gg¢gnth
revival of interest in this repertoire in the decade following her act of legitimisation. The
next period describabke establishment of both study and performandesubtiliormusic
in the 1970s and 1980s, and the new pressures on it, from the business world without, and the
ideas of New Musicology within. The last section traces the fragmentitidaology in
study and performancdiscernable in the 1990s and the new century, as far as can be
discerned from such a short distance. The chapter concludes with some provisos to the
schematic separation of the attitudes described, and some overarching remarksneptieern

needto distinguish this repertoire from its historical surroundings.

Pre-institutional musicology

The history of musicology does not begin wi
institutionalisation itself did not happen in a vacuunie Tathers of musicolody Sir John

Hawkins, Charles Burney, Johann Forkel, and Frantmégph Fétis, to name but a féwall

® Sir John HawkinsA General History of the SciencedaRractice of Musi¢London, 1776); Charles
Burney,A General History of Music from the Earliest Ages to the Present Redadhich is prefixed a
Dissertation on the Music of the Ancieivs (London, 1776, 1782, 1789, 1789 respectively); Johann Nisolau
Forkel, Allgemeine Geschichte der Muglleipzig, 17881801);Ueber die Theorie der Musik, insofern sie
Liebhabern und Kennern nothwendig und nitzlicii@sittingen, 1777)Ueber Johann Sebastian Bachs Leben,
Kunst und Kunstwerkg.eipzig, 1802), amongther publications; Francei®oseph FétiBBiographie universelle
des musiciens et bibliographie générale de la mus{Buaassels, 183544).
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shared a common intellectual environment. Researching music before the institutionalisation
of musicology wasssumedo be thedomain of thevell-to-do male amateur. He would be
expected to be able to operate independently and fund his own activitiesjvelvitably led

to the results of his activitidseingpersonal and individualistit.

When these early writers dealt witlements pertaining to medieval music, they either
catalogued information without interpretingat,analysed the music search of precedents
for phenomen#&rom their own tim€. The second approach, while allowing for the
appreciation of the genius raged to create this music, necessitated a view of medieval
music as Othe bottom of the historical pil ed
prevailing popular notions concerning the middtges in the mighineteenth century.
Whether positiver negative, attitudes towards this period were heavily imbued with notions

of primitivism 2

Throughout the nineteenth centuhe institutionalisation of musicology was led by
Germanspeaking countries. The teusikwissenschaitself appeareds edy as 1827 in
the title of a work by Johann Bernhard Logier, and was widely used by the early’1860s.
Institutionaliastiorfirst occurred in the conservatory. This institution was a softer target for
reform, beingourely musical and less traditionalist843 saw the opening of Felix
Mendel ssohndés new conservatory in Leipzig.

® See Finn Mathiasseiihe Style of the Early MotgiCopenhagen, 1966), pp-19, or for a musicological
quarrelwhi ch seemed to have |l ed to the avoidance o
of the Modal Theory: A Remar kabl e HBW,ixs(@0019, pg. 8¥ t
120.

" For catalogues see Martin Gerbert, Freilverm HornauScriptores ecclesiastici de musica sacra
potissimun{St Blasien, 1784) and its supplements by Chd&dsmondHenri de Coussemaker 8criptorun de
musica medii aevi nova series a Gerbertina alti@taris, 186476). As examples of early histcal research
see Raphael Georg Kiesewet@geschichte der européisatbendlandischen oder unsrer heutigen Musik
(Leipzig, 1834), where an evolutionary model of music history is presented, leading constantly upwards towards
the musical epitome of the &ad 9" century;Schicksale und Beschaffenheit des weltlichen Gesanges vom
frihen Mittelalter bis zu der Erfindung des dramatischen Styles und den Anfangen déreiymg, 1841)
selected musical incidents with the express goal of showing a developlimniiedding to the invention of
opera, or Carls von Winterfeldphannes Gabrielli und sein Zeitalt@erlin, 1834), where music before 1600
is referred to as a OHeilige Tonkunstdé (a haovedy musi ca
For Kiesewetter, Fétis and Perne, see also Daniel bégikinson, The Modern Invention of Medieval Music
(Cambridge, 2002), pp. 15852.

8 This tag is used in every chapter of Ortenb&rdsearch whether the context is the purity of the English
Church or the self justification of Romantic ideals.

® SeeJohann Bernhard LogieBystem der Musikwissenschaft und der praktischen Composition mit
Inbegriff dessen was gewoéhnlich unter dem Ausdrucke GeBassl verstanden wir@Berlin, 1827, translated
into English the same year),add ncent Duckl es and Jann Pasler, OMusi cc
2. Origins: Mu s Gove Mosig @nlirsesl. L.aVlacy (Accesaed £08Dctober 2007)
http://www.grovemusic.com

f a due
he Rece
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institution was to provide fAhigher education
branches of music regarded as a scienceaamd ¥ Thisémeant the inclusion of history

and analysis in the curriculum, which gave the impetus for new concepts of analysis and
interpretation (such as hermeneutics) to be developed there. By the end of the nineteenth
century, conservatories saweth r r ol e as Ot he defenders of tr

developments with suspicion. As Peter Cahn put it,

AMusic from Bach to Beethoven was regarded a:
and tested basis for musical education. More modern t@ndd not be banned from

the piano classes and operatic training, but
a secure foundation for their opinions above all on the works of Bach, Hafedeln

Mozart and Beet hovenod KeBloch Sansewdtozy, Frapkfum, u a | repo
18834, ppt 8ff). o

Older music, it seems, is barely worth mentioning. As institutions geared towards
training performers and promoting performances, conservatories defined the tastes of the
wider public. The conservatpgraduate was to disseminate such attitudes to the rest of the
public, be they lay listeners or the first generation of musicologists working their way into the

universities at the time.

University and concert -hall: the beginnings

Tuition does not necearily equate with rigorous scholastic preoccupation. Those music
courses which were offered in nineteenth century universities were mostly designed for the
cultural enrichment of gentlemastholars rather than famprofessional preoccupation with
music. Such attitudes to musteaching were of course common as far back as the Middle

Ages themselve¥

19 See Paul Rontsded.), Bericht {iber die ersten 75 Jahre des Kéniglichen Konservatoriums zu Leipzig,
erstattet zum 28pril 1918( Lei pzi ng, 1918); GeoAlge BAf tSearu Gibvesr3, 46.L eH dp
Music Onlineed. L. Macy(Accessed 10 October 200t} p://www.grovemusic.cogrand Peter Cahn,
6Conser vat o-19%5%3sGermany ant ceftral Edrope (ii) 1849 1@dve Music Onlined. L.
Macy (Accessed 10 October 200W)p://www.grovemusic.com
"Peter Cahn, 6 Co nisl®458.&ermany amdscentrah Eutope (i) BABO 1Grdve
Music Onlineed. L. Macy (Accessed 10 October 208#p://www.grovemusic.com
2 For the number, rank and status of tutors and courses concerning music at Leipzig University3n 1872
see James Morgan Hu@erman Universities: A Narrative of Personal Experience Together With Recent
Statistical Informé&ion, Practical Suggestions, and a Comparison of the German, English and American Systems
of Higher Educatiof New Yor k, Press of G. P. Putnambés Sons, 187
http://www.archive.org/details/germanuniversitiOOhartudfor Medieval attitudese® Christopher Pag&he
Summa MusiceA ThirteenthCentury Manual for SingeygCambridge, 1991), p. 116 on the use of music
treatises in schodkaching, and notes there the use of more general Latin texts.
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The first stable, nopersonal chairs of musicology were established in Gespanking
countries towards the turn of the nineteenth cerfturance éllowed in the beginning of
the twentieth century, while England and Italy (for different reasons) took longer. As late as
1915 Waldo Selden Pratt could still postulate thiétmay even be that sometimes there will
be in the faculties of certain largesin i t ut i ons a prof e¥%her ship of
conditional, even apologetic tone of this remark shows that a full generation after the
establishment of musicology as a university discipline, its existence in this context was still

not taken for granted

Most early musicologists turned their gaze, at least to a degree, towards periods preceding
the musical CanofT. This, presumably, differentiated them from their conservabased
counterparts, andlasused to bolster their newly found positions witkihe university. The
foremost preoccupation was with periodisatio
by singlingout leading historical figures and describing their activitiesrowing
terminology from established disciplines such as gdragrd art history, philology and
textual criticism*® This borrowing was useful to both scholars and audiences: the use of pre
existing terminology allowed scholars to contextualise their activities within the accepted
culturatscientific framework, andtahe same time supply readers with recognised points of
reference while dealing with new information. As with earlier efforts, forays into the
historical unknown were undertaken in comparison with the present. Editions were published
andattempts at raanstructed performances were made, but the music they contained did not

become part of mainstream cultdfeThus musicologists found themselves working on

13 Strasbourg created the first readership (1875) and professorship (1897), Gustav Jacobsthal being
appointed to both, Vienna followed in 1898, where Guido Adler was the incumbent of the new professorship.
Individualised,oneo f f appoi nt ments did occur earlier. See Pame
traditions of Musicology, 4. Germany and Austria, (if'I®e n t Grovg Music Onlined. L. Macy (Accessed
10 October 2007Mttp://www.grovemusic.com

“Wal do Selden Pratt, TMQr (1®B) mpp 16, esp.fp. 161 W0n6 of thelclogsy 6

of Prattds hypothetical professor would be to fAunfold
itsi ntell ectual dignity among other scienceso. See al ¢
Brazilian Bishop: TAMLR kkix{Aogust 2001Mpps33@, esp. p.@6. 0 ,

*See Glen Stanley, O6Musi coyl,og(yl) AHils tGovsiMcisipl | i nmeetsh oodfd
Onlineed. L. Macy (Accessed 10 October 208%p://www.grovemusic.com

®See, for example, the overvi e@r ioff i TM@son(pel,r efforts
1934), pp. 1748, esp. p. 172.

" Editions included CharleEdmondHenri de Coussemakdr,uvr es compl tes du trouv
Halle (Paris, 1872); Hugo Rieman8gechs bisher nicht gedruckte dreistimmige Chan@agipzig, 1892); Sir
John Stainerzarly Bodleian music 1: Dufay and his contemporafidsw York & London, 1898); Guido
Adler and Oswald KollerTrienter Codicesi-ii, in Denkméler der Tonkunst in Osterrejotiv, xv, (190Q
1904);GuidoAdler, Trienter Codicesiii, in Denkmaler der Tonkungt iOsterreich xxii (1912); Rudolph von
Ficker and Alfred OrelTrienter Codicesiv, in Denkmaler der Tonkunst in Osterrejdii (1920); Rudolph von
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materials detached from their own culture, the details and influence of their activities

remaining argely within the walls of academia.

This created an unseen rift within the field of musicology. On the one side there was
research dedicated to furthering understanding of the Canon. As the music it dealt with was
routinely played, its results tricklatbwn to society at large through translation into
performance. Audience and professional feedback could then keep musicottagisah
check. On the other side, work on materials from outside the Canon was not subject to
outside technical and aestleetritiques, allowing it to be more dogmatic. Ngpecialists
would be exposed to it only when the results of such research were taken up to furher non
musical, political or ideological concepts. Suitable musicological work could be circulated
by the sate in order to promote nationalism, for instance. In this context, no intellectual
challenge can be valid: criticism from within the nation would not only be irrelevant, but
could be considered ideologically harmful and therefore potentially dangentutolibe
state and the individualitic. Criticism from without would be completely expected, and

priori dismissed on grounds of it being politically motivated.

As there was no public demand for performances of music from without the Canon,
realisatons of medieval music had to remain linked eittiegctly to scholarshipor to the
same normusical forces which adopted favourable results from scholafstig.such, early
concerts were all spectacl es, wmbthesemicetohe mus:i
some other idea. They were to be enjoyed as curiosities, as-dasaat events, as
educational or cultural enrichment, or maybe even at times as presenting objects of ridicule.
Thus, all medieval concerts in the first third of the twenteghtury could be understood as
markers of authority and tradition for the host institution. They all contained anthologies of
the entire medieval repertoire, and were presented as distinctively different from the musical

Canon.

Ficker, Trienter Codicesv-vi, in Denkmaéler der Tonkunst in Osterrejdki, Ixxvi (1924, 1933) (the s&s was

continued with Rudolf Foltzingef rienter Codicesvii, in Denkmaler der Tonkunst in Osterrejaxx (1970)).

On November 1%, 1895 four Viola players form the Royal College of Music performed a few Dufay songs at

the end of a paper by SirJoBrt ai ner . See Si r -cdntuty MS. Baoladf Vioeat MusicdmA Fi f t e ¢
the Bodl ei an RMALbxi @89%6), ppOX2.0r d 6,

'8 For links to scholarship see previous footnote. For the wider context and programmes of the Sainte
Chapelle,Pars ( 191 4) , Leipzig (1922, 1924), Vienna (1927 <ce
Swiss (Zirich, Bern and Basel, 1928) concerts, see E@élinson, The Modern Inventigrpp. 4855,
especially footnotes 118 and 138.
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Not yet Ars subtilior

None of the anthologgoncerts mentioned above contained a siAgéesubtiliorwork,
even though the two manuscripts which contain the bulk of this rhadiiready re
emerged by the time musicology entered the univel$i8oth Ch andModA were
dramaticdly introduced to the musicological community in an 1869 pamphlet by
Coussemaket’ As the detailed study promised in this publication never materialised, it took
some time for musicologists to get access to thessuscriptstontens. Once this
happenegdthe problematic relationship this music had with the accepted evolutionary
accounts of music history made its reception difficult. As there was no appetite to change the
evolutionary concept, it was much easiediemiss it as an anomalyhe Frenchféliation
of this music, in content and interest, complicated #iagher?' The surge of nationalistic
feeling following the Napoleonic period and the politicisation of intellectual endeavour were
coupled with the rise of historicism in all the hunsdici disciplines during the nineteenth
century. The German dominance over musicology sealed the fate of attitudes towards
A Fr e n c h &arlyroorsmewtators ignored it with ease, dismissed it as of bad quality, or
as disappointing on grounds of supedidi i t vy . A piece could be des

2

chiefly f or ?andevencéredriohflidwig, pne of the more reasoned voices of

the time, wrote that,

Ailt is an extremely difficult task, to try ae
Ballades, for example from the Codex Chantilly, with regards to its melody and rhythm;

how disappointing is the kernel that hides behind the shell! With its array of well over a

dozen simple note fornisquite apart from the various colours of those rfotms, often

1 Both PR andPit were aailable to French scholars from earlier on in th8 déntury, but as their
(relatively smaller)Ars subtilioroutput was mixed in with a host of other styles, it did not create special interest
or recognition of the phenomenon as a separate entity.
% Sge CharlesEdmondHenri de Coussemakdres Harmonistes du XIVe sié¢ldlle, 1869), and Anne
StoneThe Manuscript Modena, Bi bl i (Lim&ditdce PG5 @ 122 TheU. M. 5. 2
same publication also announced the resurfacing of other sources $uctCaswas bought from private
Florentine hands by the Duke of Aumale in 186&e Solanda Plumley and Anne Sto@mdex Chantilly,
Bibliothéque du Chéateau de Chantilly, Ms. 564: Introduction Badsimile(Brepols,Epitome Musical:
Turnhout, 2008)pp. 103112. ModA was first referred to in 1868 in Antonio Cappéeipesie musicalilei sec.
XV, XV, XVI(Bologna, 1868). See Anne Stoffdae Manuscript Modena. 21.
1 The Duke of Aumale for example, was intereste@linchiefly for the motet texts which linked it to the
French (and therefore his) royal family. See Yolanda PlumleAamth e St one, OBuying Books,
Past: Owning a Medieval Manuscr i pJXEBSvin(2004), ep. 30X, t eent h a
esp. pp. 840.
2 See Harry Ellis Wooldridgélhe Polyphonic Period, Part II: Method of Musical Art, 13D80Q in The
Oxford History of Music I[Oxford, 1903, p. 42, reproduced in LeedNilkinson, The Modern Inventiam.288
(footnote 24). The comment referring to a work by Cesaris, hardly the first name on the list of expeAinsental
subtilior composers Wil kinson also analyses Riemannbés- sidelini
century style, in light of the prevailing intellectual, political and religious attitudes of his day on-pp. 28
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two of these colours next to one another in the samei ribtg, fortunately, unique in the

history of music . . . What a different effect, on the other hand, the Italian Trecento has on
28 5

usto

The complete lack of public performances in ethaudiences could evaluate such
statements did not seem to bother the authors of these claims, or prevent their tacit

acceptance.

By the end of the nineteenth century, two more sources containing a substantial number
of Ars subtiliorcompositions rappeared. Both-P andOx attracted attention to their main
repertorial corpus with little consideration given to the minahity subtiliorpresence in
each? This can be further demonstrated by the reeanplete lack of interest shown
towardsCyp, which coud not demonstrate direct ties to any well known composer, popular
repertory, or fashionable ideological cause. This manuscript was rediscovered by Wilhelm
Meyer in 1902, and even though it was seen by Ludwig and Wolf, a published inventory of it
appeareanly some twenty years later, in an article dedicated to the descriptions of new
source<” In a review of the 1999 facsimile edition of this manuscript, La&@kinson
describes its modern history as havtionng fAibegu
citing Richard Hillowell Hoppin as its main (if not sole) champion in the 1960s, and the
renewed interest in it appearing only after a conference dedicated to it iA®1992.

A better technical understanding of the entire medieval repertory was acthiemegh
Johannes Wol fds book on ?tThisnewfousdaocesgibiliygf men s u
did not seem to change the intellectual attitude and emotional response to the music of the
Ars subtilior. While the music of the Middle Ages grew in popujakietween the wars, this

BFriedrich Ludwi g, 6Di el anherhhrusSeaiheniiirsddeler Miersatiokaled e s 1 4 .
Musikgesellschaftv (1902-3), pp. 1669, esp. 46. Translation taken from the reproduction in L-gédtinson,
The Modern Inventigrp. 162.0n r esear c her s 0 -rdatesals sek ibid. ppf6 antd b78.i r sour ce
4 EP was first described in Adolfo Bartolindici e cataloghi, VII:1 manoscritti panciatichiani della
Biblioteca nazionale di Firenzg&kome, 1887)ForOxs ee St ai ner & s p dhabovec ati ons i n
®SeeHe nrich Besseler, o6Studien zur Musik des Mittel a
J a hr hu Afdleir (Jusep1925), pp. 16252. The inventory appears on pp. 217, the Meyer, Ludwig
and Wolf connection on p. 209, footnote 5.
% See aniel LeeckWi | k i n s o nThe¢ Godex J.IE9wTorino, Biblioteca Nazionale Universitaria:
Facsimile Editio®@PMM, x (2001), pp. 994.
%" See Johannes Woleschichte der Mensurdotation(Breitkopf and Hértel, 1904 he importance of
thispublicatn i s rehearsed in Ott o-10i4r0AMY] dspring, 1948y, pphd2n nes Wo l

where it is claimed that, iThere was at that time onl
the same field. Friedrich Ludwig[...]Jehn a pri vate scholar | iving in Potsd
Afopened the floodgates for a copious stream of new in
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repertory did not receivesubstantial boost until the 1948sThe negative attitude towards

Ars subtiliorsong is evident whenever the matter was addressed directly. Heinrich Besseler

cl ai med this musisthe &l & &nrem wisoseicreativee powers aeemptieec t

w a n @ astablishing the notion of and of eramusic and coining the still popular tetate

Ars nova Thrasybulos Georgiades, following Nazi and racist ideas, dismissed the entire

musical outputofte f ourteenth century as fAa distract
writing tangential to the forward mar®th of s
A single positive voice in relation to the generation preugdiufay was that of Erna

Dannenann, but it did not turn out to be particularly influentfal.

These attitudes are mirrored also in early recordings. In 1957 Gilbert Reaney surveyed
the available recordings of medieval muidde concluded that very little medieval music
can be fand on record, and the little there is appeaanly within anthologies such as
Anthologie SonoreHistory of Music in SoundiseaulLyre, andArchive From this meagre
crop only one paragraph tre#tss subtiliormu s i c . Reaney mar kgk as fno
by Guillaume de Van for its inclusion of four songs fr@mand a Gloria and a ballade from
Cyp. While consideringth€ypr ecor di ng t o be fieGheecordingigo, he
to be fibadly and nd Nowonderdhese tegordipgidmdt settmee d o .

public'simagination on fire®*

8 Mathiassen links the surge of interestirs antiquapolyphony between the World Wars to a rebellion
agairst Romanticism and a new taste for professionalism in the adeusf SachlichkeitSee, Mathiassefhe
Style of the Early Motep. 11. A different evaluation of this apparent surge in the popularity has to do with an
attempt to revive easy musigakig at home as both a political and econ¢
arsenal.Germany was also spearheading this development. Johanne$3é&ifichte der Musik in
all gemeinverst2andlicher For m, Er st er(Leipzigj 1b25)Siagpi e Ent wi
und Spielmusik aus alterer Zeit hasmegeben als Beispielband allgemeinen Musikgeschichteeipzig,
1926), andChor- und Hausmusik aus alter Z&itV (Berlin, 19261927), were all publications aimed at such
audiencesClearly, Ars subtiliorhad no place in such a context either.
29 An opinion softened only when he could detect an Italian influence at work. See Heinrich Besseler,
Musik des Mittelalters und der Renaissafieetsdam, 1931), translated in Jehoash Hirshi@@rgMusic of the
Late Fourteenth Century: A study in Musical S{gaD. diss. for the University of Pennsylvania, 1971), pp. 1
on, where other examples abound.
% See Thrasybulos Georgiad&glische Diskanttraktate aus der ersten Hélfte desJabrhunderts
(Munich, 1937) pp. 6B and 83, translated in Lee®Milkinson, The Modern Inventiarp. 186. For more on
Nazi musicology, see Pamela Pottdnst German of the Arts: Musicology and Society from the Weimar
Republic to the,(Mewdaved Londont1938Y. 6 s Rei ch
%1 See Erna DannemanBie spétgotische Musiktradition in Frankreich und Burgwod dem Auftreten
Dufays(PhD. diss. for Heidelberg University; Leipzig, Strassbourg, Zirich: Heitz & Cie., 1936).
¥See Gilbert Reaney Gr @ke ¢ iMe waid (Agri, $95%), pm 180190h e

¥See Reaney, o6Medieval Musicod, p. 189.
¥See also Denis Stevens, 6The Musicianés Gramophone
TMT, vc (February, 1954), pp. 88. He ends hisreview lamemty t hat , ASeveral of these

worth having. Others fall down through lack of careful supervision during actual preparation and recording of
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Reaneyds emotive comments underline an i mp
medieval music after WWII, namely its gradual independence from the academy, and the
establishment of fee arulsy fhissssified fransa calturplneed i t ab |
to move away from the immediate past, combined with the new availability of materials
following the foundation of the American Institute of Musicology and the compliiten
movement. This change did ratcur instantaneously, and would not have happened at all

without musicology providing a critical mass of information for performers to work with.

The 1940s saw a musicological resurgence in interest in the technicalities of the style, as
well as biograhical and archival worf® Aesthetic appreciation was sfidir the most part
avoided. The i mpetus for change was Willi A
repertoires accessible to more researcflets.it, Apel coined the still commomanrerism
term. By treating this repertory in a separate chapter he established it as an independent unit.
Apel described the more complicated works as
and therefore fAintell ect ormdnced BypHe 1950s heithads © n o't
softened his approach, probably due to the-postr , posi ti vistic, dédback
with its uneas@boutthe previously dominant speculative concéptin the introduction to
his edition ofArs subtiliorsongg(in itself an extremely influential publicatiof} Apel refers
back to the statements made in his notation book and remdrkaToday, dfter more
extended studies in this field, | “sHeould pre
then went on touggest the unsuitability of using current or later historical harmonic

analysismethods when looking at this music (without suggesting an alternative), and tried to

the material. There are many errors in the musical examples given in the Handbook, but | doastamigetie
wi | | mi nd. After all, this is only medieval musi c. O
% LeechWilkinson, The Modern Inventigrp. 78. For more trends and their explanation through context
see ibid. pp. 140, 180.
% See Friedrich Gennriclibertragungsmateriatum Abrb der Mensualnotation des XIV. und der ersten
Halfte des XVJahrhundert{NiederModau, 1948), designed as a collectior
notation book. The sixteen plates fr@h are enumerated in Elizabeth Randell Upfbime Chantilly Codex (-
CH 564): The Manuscript, its Music, its Scholarly ReceptfinD. diss. for the University of North Carolina at
Chapel Hill, 2001), p. 133. This is also the time of the first recordings analyzed by Greene.
3" See Willi Apel, The Notation of Polyphonic Mus§008160Q (Cambridge Mass., 1942). The 1949 print is
available online attp://www.archive.org/details/notationofpolyph017670mbp
% Apel, The Notationp. 403. Inthe nextpageh concedes t hat, Aithere are a ni
guite remarkable for their musical qualities and char
%9 For this force in general musicology, see Joseph Ker@amiemplating Music: Challenges to
Musicology (Cambridge, Mass.: Harvard UnivdssPress, 1985), published alsoMssicology(Fontana,
London, 1985), pp. 35 9 . For a similar case concerning-Machaut,
Wilkinson, The Modern Inventiampp. 182184.
40 see Willi Apel (ed.)French Secular Music ém the Late Fourteenth Centui@ambridge Mass., 1950).
41 Apel, French Secular Musjg. 7.
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date pieces according to degrees of complexister still, Apel comparedrs subtilior

rhythms (approvingly) to Stravinsky, claiming medieval musicians were able to execute
rhythmic combinations which were considered impossible to execute by musicians of his
day*? This view demonstrates a complete forsaking of the evolutionary developmental
model. This attitude is interesting in itself as it led to the creation of another popular tag for

this repertoire, namely @svantgarde*?

Theimpactof these works was very weni the most positive attitudes were expressed
in alecture to norspeciailsts which was published in an artiaellection nearly three
decades after it was given. The 1950 edition was extremely influential, but more for the
music It contained than for i1its introductory
was undoutedly his still commonlyused notation book. It is also interesting teertbat in
spite of his change afpinion Apeldid not revise his negative pronouncements in any of the
subsequent editions and reprints of his bfolccordingly, his earliest anthost negative
view became the most influential one, shaping the attitudes not only-ohéabeval
specialists, but also of music students and performers in general.

Before Apel, scholars tended to analyse change according to differences between musical
instances in a group of chronologically organised manuscripts. By opting to analyse stylistic
and notational change as independent of manu
attitude towards dating and style. As one could not build on a dbgioal succession of
objects, an alternative method of organisation and differentiation had to be defined. This led
to the Aprimacy of the songds composer in de
form as the most significant characteristi¢ oh e  s*bTig is of Gourse useful, and to a
degree has medieval precedéfitsut should be adopted with some ambivalence. After all,
the accidental route wurvival andhe sometimes erratic ascription habits of medieval

scribes should make us vergutious in thinking that the amount of works surviving by any

“?See Willi Apel, 6Mat he ragteiscAs td mdX | Mu s iCoMisioa gtntoe dNMi dSa
Arte Figurativa nei secoli X116 , T 018 ottpbrel1%7ZTodi: Accademia Tudertina, 1973), pp. 185, esp.
pp. 1624, reprinted as Willi ApelMedieval MusiqStuttgart, 1986), pp. 12253, esp. 15052.

“For the lasting nature of this tag see Maricar men
voit et me regarde de Jacomi de Senleches, un example de-jasantd e musi cal e au temps de
JeanPierre Darrigrand (ed.),'amour courtois des troubadours a Féb(Brthez, 1995), pp. 14355.

4 See UptonThe Chantilly Codexp. 142. Apels discussed at length ibid. pp. 1B88.

“5 Upton, The Chantilly Codexp. 137.

“8 The standard organisation of Troubadour manuscripts follows individuatpogiosers arranged
according to social rank. Macharémede de ForturendCyp demonstrate awares& and preoccupation with
form as a systematisation tool.
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one composer is indicative of his original output, or that we have the right ascriptions to the
right pieces, or that pieces transmitiewnymously are nan fact by a composer known to

us?’

In the notation bookA\pel restrictedhis repertoire to northern Italy and the bordering
regions of France. This tentative view was then amplified, notabGdoybosj and became
consensu® The 6episode in the soulrbsonatesdodayevenrs s o
though its factual basis has been refdffe@his designation is doubly dismissive, both in the
use of the term O6episoded which i mplines an u
general relevance as mirrored in its suppageographical distribution. Another negative
label which took root at this time wéis-de-siécle® hinting at abnormality and temporary
departure from taste and reason.

As materials became more accessible, reinvigorated musicologists examined specific

technical characteristics, as well as archival or biographical eviderwile these efforts

“"The discrepancy between the works ascribed to Machaut outside of his cellecksdmanuscripts and
his actual output is demonstrative on all three accounts. While the latter presents hiimeasifigere of
fourteenthcentury artistic production, relying only on the former would paint him as a minor composer
compared to Solage and Trebor. Without comparison with the coleatdd sources, we would not have
known t hat most swvivinghreothér aourted werevactually by him. For the wrong
ascriptions irStr, see p. 99 below. For a list of Machaut compositions and their ascriptions outside his
collectedwor ks manuscri pts see Wul f Ar | tGroveMibi Ohlimea.tL. Guill a
Macy (Accessed 25 November 200&ip://www.grovemusic.comlt does not include the appearancé/af
fin est mon commencemeamidIta missa esin PadA (Oxford part). See Michael Scott @hbert,Trecento
Fragments and Polyphony Beyond the Co@hO. diss. for Harvard University; Cambridge, Massachusetts,
2006), p. 117. For double, conflicting or wrong ascriptionShirsee Plumley and Ston€pdex Chantilly pp.
149152. A number of @ices within the\rs subtiliorrepertory were ascribed to known composers on grounds
of similarity of style. See the caselad mont Aordiscussed pp. 108 below. For an extreme case in which
style consideration led scholars to believe that pieces amifferent to be by the same composer is that of Jean
Haucourt / Johannes de Altacuria. $ehardHallowell Hoppin and Suzanne Clerixe j eune, 6 Not es
bi ographi ques sur q uLedcologaes derMégimontilledn5ss : f rLadna-r adidemdo,v a : Re
etudes sur la musique du XIVe sig@aris, 1959), pp. 692 (esp. p. 77) and Reinhard Strofrhe Riseof
European Music1380500(Cambridge, 1993), p. 140 for claims that the two must be different people, and
arguments countering this notionim¥ anda Pl uml MGG2 Pdsdrented, 8, colst8®8, and
OMusicians at Laon Cat hedUHxx@dooR), ppi®B4. ear |l y Fi fteenth C

“8See ApleThe Notation p. 403 and Ot frenchSeeulardssic of(the Eourteenti) , 6
Centuryb y Wi | ITMQ, &pvie(Ocfober, 1950), pp. 66810, especially p. 607.

“For a supporter of this view, see for instance Rei
Provinci al Musi cd, i n T(eds)Conpamndohviedienal amchREnaBsanceé Musid-a |l | o ws

(Berkeley California: University of California Press, 1992), pp558, esp. p. 58; &6The Ars N
G e nTVOIM xxxiv (1984), pp. 10931, esp. p. 118, arkhe Risepp. 624. For the revised point of viesee

Pl uml ey, O6An OEpisode in the Sout ho? EMH, =i (3003),pa. | i or an
103168 or Anne Stone, OMSxg200®rpp.3BWAt i |l i or in Parisbo,
®Most notably Nino Pirr otptatca polfodi@drancimlidra al@rindippou bt i | i t a

del &BMNID(IO48), pp. 125132.
*L For one area of technical preoccupation see the acrimonious and inconclusive exchange concerning key
signatures in Edward EIl i as d oSiMigmsaktyur edsT hien FERianrcltyi oo loyf
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resulted in an increase of knowledge concerning this repertory, most studies tended to avoid
musical, harmonic and aesthetic analyignterest in theirs subilior phenomenon was

growing, but it remained sporadic in nature. While being acknowledged, it was still regarded
as somewhat unapproachable, esoteric or secondary to the established areas of musicological
activity such as the oeuvre of Machaut, Dufayther Magnus Liber Organi. This was the

context in which the termrs subtiliorwas coined>

A new beginning

Géentherbés own circumstances pl aywartravélar ge p-
restrictions, G¢gnt her Iioahgrwork. Ironsadly, thisighwehey 6 s t r
abetter overall grasp of late medieval music than any other scholar at the time other than
Besseler, who worked with the same transcriptions in the 1920s, but went on to work on later
periods. In comparison to Beeler, Gunther had the advantage of being able to approach the
subject with less ideological baggage. Following an interview witR*erechWilkinson

explains this difference as follows:

APartl vy, this was due t o tHerewayastarwanman di nary
working for a doctorate in medieval music in Germany. The disapproval of her

supervisor, Heinrich Husmann, forced her to form her own view and spared her
(exceptionally for a German student at that time) the close supervision of assdmilar

TMQ, xxxi (April, 1945), pp. 2272 6 O ; Richard Hall owel | Hoppin, OPartial
Early13-Cent ur y JBMSWi, (Awumd, 1953), pp.19215; Edward Elias Lowinsky,
Views on Conf | i JAMS i, gAutGmnglasa)t pp,r1@2640 and Richard Hallowell Hoppin,
6Conflicting SilJyMSax (Gumeer, 1856)vpp. &l Aot her case is G¢gnthe
work. See GuntheZehn datierbare Kompositioneter ArsNova ( Hambur g, 1959); &éDie An
Di mi nution in der HaAMIxsid¢lB60), dpt12 Chadbed | el 0d@Tdh des t e
perfectum di minutum i n dA&8VExviHI®260) 272 971 C&banieat bar a 0B &
des sp?2ten 1MD,xv(196h)rph. 3Bldaedrxiti 4952), pp. 15174. For codicological studies
seeNi no Pirrotta, MDJii(19p ppi 14%38,chnd v (185¢)cpp. 4364 2; o1 1 Codi ce
Estense lat. 568 e la musica framiae i n | t @tli dela Raale Actd@d@ndaddi Scienze, Lettere e Arti di
Palermq iv, 56 (194446),pp. 1011 54; G. Reaney, O6The ManuscMD,wit Chant.
(1954),pp.54 13, O6The Manuscript Oxf oMds cMDpUIBE pm73Li brar vy,
104, 6The Manuscript Paris, Bi blIMDoxiv{l96q)up.3BBalted onal e Fo
Schrade, &éThe Chr onol olgycolloques tiehWegimoiitEd55N(Parie 1969, ppFata nc e 6
62; Richard Hall owel | Hoppin, 6The CyMDxi@as7),pp.ench Rep
79-125; Hoppinand Clerck e j eune, ONotes bi ogJlormapnbsiCqania,udmusicken zanne C|
liégeois et son tempBrussels, 1960). Anodh important if not direct contribution was Kurt von Fischer,
Studien zur italienischen Musik des Trecento und frithen Quattro@aitn, 1956).

%2 0n this tendency in postar medieval musicology see Leedfilkinson, The Modern Inventiarpp. 187
203.

*3 Hirshberg sensed this change taking place in the late the 1950s, but claimed that at the time of his writing,
a revised synthesised general attitude towards this period had not yet materialised. See Hitshbéugic of
the Late Fourteenth Centyrp. 6.

> Held on 17 June 1998.
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with a line of his own. Consequently she had no choice but to work from the ground up,
taking the materialstohaidabove all the musi c &nd the publ i

By 1963 Gunther has already demonstrated the scientific usefolhassvell as the
need for more attention to be given to the music of the latter fourteenth c&€nfimpugh
material has been published to make it all but impossible to dismiss this repertoire as
uninterestingr irrelevant. Coining a new term to replace BekselLat® Ars novand
A p e manserisnmhad as much to do with the expressed purpose of doing away with the
baggage with which these terms came, as with the stated and more musicological attempt at
better defining the limits of style periods in the Istieldle Ages>’ It was most and foremost

an act of legitimisation.

Fall

This act was very timelyt he decade foll owing G¢nther os
the treatment of thArs subtilior. By its end, all the polyphony fro@yp, Ch, most of
ModA, andcollections fromPR and other sources were available in modern edition
accompanied by a steady stream of dissertations and articles, dealing with style and

chronology, biography, notation, theory, and manuscript stdti&sis period also saw the

%5 LeechWilkinson, The Modern Inventigrp. 185.

*5 To the list given in footnot&1 one should ad®er musikalische Stilwandel der franzésischen Liedkunst
in der zweiten Halfte des 1dahrhundert§PHD . diss. for the Univer<eéntuy of Ham
Mot et and i tMD,Xiélo58) pp.2v6eBn t 6,D-d@rPrabbem bei Motetten des spaten 14.
Jahrhundertsd, (ednFeEdrhriitemnicld Bess&ldr zum sechzig&eburtstagLeipzig,
1961),pp. 1687 8; &6 Di e Mensural notati on AW Xix-X(1962),pp.8 i n Theo

28; 6Chronol ogie und Stil der  AMoowgload), pp.iddlineln Guidl 16aDu me
Musiker des Herzogs wvo B e MD, xvid (1963), pp. 7995.
G¢nther, 6Das Ended, p. 107.

%8 Editions included Richard Hallowell Hoppin (edQypriot-French Repertory (15c.) of the Manuscript
Torino, Biblioteca Nazionale, J.1I, €MM, xxi (4 vols) (American Institute of Msicology, 19663); Gordon K.
Green,The Secular Music of the Chantilly Manuscrigtisée Condé 564 (olim 104(BhD. diss. for Indiana
University, 1971), included all the music not yet available in other publications; Ursula GuntheFlfed.),
Motetsofte Manuscripts Chantilly, Mus®e Cond®, 564 (olim
(olim lat. 568) CMM, xxxix (American Institute of Musicology, 1965); Willi Apdrrench Secular
Compositions of the Late Fourteenth Cent@yol. CMM, liii (A merican Institute of Musicology, 1972);
Nigel E. Wilkins,A 14"-Century Repertory from the Codex Reina (Paris, Bibl.Nat., Nouv.Acq.Fr., 8ZV),
xxxvi (American Institute of Musicology, 1966). Other works included Margaret Paine Hass&lmaalfrerch
Chanson in the Fourteenth CentyBhD. diss. for the University of California at Berkeley, 1970); Willi Apel,
6The Development of French SecuMBbBxxviNI®&E), pp.4BA;r i ng t he F
Ursula Gintherg Pr o bl e ms osf Noavtai nagn di nA Agsstind dilnd(ed.),libamr &, niow a
italiana del Trecento | V: Att i mdsikdalt8mpCdeiBgocaeissio i nt er n
Ssuoi rapporti c onCertaklo 1922 tuglie@ 196}, sottoa pafeiip deliacsBocieta Italiana
di Musiclologia(Certaldo, 1975), pp. 28301, Hirshberg,The Music of the late Fourteenth Centudysula
G¢nther, 6Zur Biographie eiAM xxdlO64KmppMpg2o 9 st @Bi "er BaAlrlsa
auf Mathieud e  F BID, xix5(1965), pp. 69B1; die Mensuralnotation der Ars No§idNors S. Josephson,
OVier Beispi el AfMcoeir(1920), pp. 48u8b;t i0lRoodredr,i cus ,MDAmvg el or um Ps
(1971), pp. 112 6 ; Mar garet Bent, ad KuMD ad(1RD,q@p. 330 Wwdlf Musi c
Frobenius (ed.)Johannes Boens Musica und seine KonsonanzenleBhd ii (Stutgart, 1971) available also at
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releag of the first commercial recordings Affs subtiliorsong, introducing it also into the

public imaginatiorr?

This did not mean the end of the marginalisation of the music in question, especially as
far as anthologies and telsboks were concerned. Thdseoks had by their very nature the
largest readership and influence on 1specialists. Hirshberg notes that the 10 pages
Jacques Chailley devoted to the period 13435, in his 196%istoire musicale du moyen
agediscuss only Dunstable, his English tamporaries, and the early years of Binchois,
Duf ay and what he t-Eremdshsstheofi®8urguptdoanc
problematic position thArs subtiliorholds in musiehistory coursgoprogrammes and in
newer textbooks by Yudkin, Atlas anddppin. Tanay felt the need to criticise other labels
oft his repertoire for being fial ways adequate
nor mo within the c onHswwrythreeoahd adalfdexadesaftei ve of n
G¢ nt her bastofdegitingsationa All these instances demonstrate how entrenched

dismissive and problematic attitudes towards this style remain even to thfs day.

Before progresingany further, the newly relevant dichotomy between research and
commercial performnce requires a few words about the relationship between the two

activities.

As a general tendency, the more the entertainment industry is involved in performance,
the less influence scholarship hakhe early performances and recordings had marginal
commer ci al rel evance, making their justifical

entertainmendriven productions enabled some scholars to disregard performance as artistic

http://www.chmtl.indiana @u/tml/14th/BOENARSM_MVBM&824.htmt Wul f Ar 1 t, &éDer Tr act ¢
ein Beitrag zur Mus iSBM E1072g ppd3&s3 ;i AVisg eslu bEt.i IWidrkdon,s, OT
A Revi sed DB, svi@963),tpp.65mMmsbd;, Kurt veopnl yFitsoc hNeerE. O RWi | ki nsd A
Codex HRb,xvi@d®w3),pp.7578; Gil bert Reaney, O0NeMD, 8dle65;es for
pp.5367;Ur sul a G¢nther, O6Die 6anonymend Kompositionen de:
AfM, xxiii (1966),pp. 7P 2; O6Bemer kungen zum 2l teren frangkfMsischen
xxiv (1967), pp. 232 52; oO6Das Manuscript Modena, BiMDkxoet eca este
(1970), pp. 1767.

*See Studio der frihenMiksi, 6 Fr ¢he fr abad zVegéler Musiikel ai 6 (Tel e
Wer ko AWT 8043, 1964); Studio der fr¢ghen Musi k, 6Joha
1972); The Kingbs Singers &iDavei dEaMumg odwu,s iwlf CCmsuont yo
(EMI SLS 863, 1973).

%0 See Hirshberglhe Music of the Late Fourteenth Centysy6; UptonThe Chantilly Codexp. 145, and
Dorit Tanay, OfiNos Fays oi{@entu@lophtsmata rNca ttulree éMu s iFocoaulr t Aeveanrt
JHI, lix (1998), p. 2951, esp. 29, anNotating Music, Marking CultureThe Intellectual Context of Rhythmic
Notation, 1250140Q (American Institute of Musicology, 1999).
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distraction from rigorous factual research, or allowed knowledgeablermers to replace
authenticity with postmodernist interdisciplinarianism or emotional succour as the goal of
their work® This state of affairs has the potential to limit the scope of research, and allow
the acceptance of mamypinformedperformancesPerformers were always exposed to
popular imagination and prejudices, general fashion, economic restraints, entrepreneurial
ambition, and attitudes towards performers and the act of performance. As performance

became more businessiented, these influene s became centr al®

to perf
This led to a growing reliance on notions of taste and opinion in performances, which could

then be used to justify the unconscious entrenchmentsififormation®

Musicologists and performers also tendise different language when discussing similar
phenomena. The shared tendency to be influenced by previous worksjadgdateby it
defines etiquette for each activity. This makes crossover work problematic and translation
from one idiom to the othet &mes very difficult®*

Musicians often have difficulties in accoml
the way the music works and the scientific |
concerning what i s oholars aitiquing perfanpancesvorarécordings Ma
find it difficult to separate the legitimacy of their objective knowledge from thanays
relevant subjectivity of their taste, let alone the modern cultural history which led them to

form their aesthetic pferences, or the nenusical pressures endured by the performers.

Still, a complete separation between study and performance was never aimed for, and is
not conducive to either activity, as each brings diffecemisiderationsn treating the same

%1 For scholarly attitudes see Leedfilkinson, The Modern Inventiorpp. 188189. Thewebsite of the
Mediva! ensemblefww.mediva.couk announces that, fAMediva's credo is
previous times and go beyond authenticity experimenting with jazz, improvisation, theatle d anc e 0 . I n
introduction notes to the booklet of his 6Triste Pl ai
follows a brief account of the seemingly neebanging landscape of cruel and senseless human behaviour with
the following, typich | y candi d and poignant words: iFor me, for
transformation to a better place has involved delving into the world"b€&8tury Burgundian music [. . .] This
recording also represents our quiet revolt to the pregsntrorld in that we believe in the wonderful phrase:
iless is moreo |[. . .] We would Iike to share with yo
that they can touch some of yours. oo

2See p. 447 and 4951 below.

%3 This is one of the main jrts of LeechWi | k i e dodérs Inventiobook, even though he seems
keener to demonstrate this process in relation tosmteeof the divide than to the other.

% See Joseph Kerma@pntemplatingViusic, pp.182-217.
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mateials. Performing scholars or researching performers are rather cofnarahthe

marketplace often blurs the border between the two. Scholars are often asked for their expert
opinion in reviewing recordings or concerts, and performers are frequenttytasieach or

expand on their supposedly wétlunded ideas and choices. In such instances, another gap
becomes apparent: namely between the extent
set of decisions necessary for performatic&he personigation required to overcome it is

always evident when scholarly formats are used to describe artistic endeavour, whether it is
dealt with directly or swept under the carpet.

Performers have to confront another linguistic gap: the medieval musical dgrigua
markedly different from that of the Canon. As a result, many performers resort to using
external means to ignite Arsgdlbtileontesesa@ usualiyt er e st
its presentatiomsincomprehensibler psychedelic, or linkig it with nonmusical ideas that
attract attention away from the musical style it&&lfCommercial and scholarly interests can
coincide, as the 1973 use of the tékmantgardein both article and recordingotes to

describe thérs subtiliordemonstrate®®

For a host of cultural and practical reasons, no major ensemble has yet taken the
subtilior as their main preoccupation, making it impossible to discuss trends pertaining only
to it. Subsequently, this style plays a minor part also in studibe oélationship between

scholarship, culture and the performance of medieval MUsitie recordings mentioned

% See the involvement of Gilbert Reey with the London Medieval Group, Christopher Page with the
Gothic Voices, or the scholarly work of Pedro Memelsdorff.

®pPage begins 6Going Beyond the Limits: Experi ments
1 4 4 BM) xx (August, 1992),pp. 84459 by announcing that, ATo study the
is to approach the edge of a cliff. We can go so far and then the evidence abruptly comes to an end, leaving a
sheer drop into a sea of troubles where performers must navigate agbgesttba n . o

See Safford Cape, 6The MaScoreuvt(199@ppps3Saandixxvi t s Per for
(1960), pp.28®; Andrew Parrot, O6Per f orbeEMjviQrtobdalOTrp ppt46885; Mas s o0 n
Andrea von Ramm, 018q iy &iiji(X080F ppr 1i72y0 ; MuGshirci sSPolyphoeyr Pag e,
Bef or ginHolv&rdMayer Brown and Stanley Sagéels) Performance Practice: Music Before 1600
(New York: W.W.Norton & Company, 1989), pp.-190 6 ; 6 Goi ng beyondi g,hebdArismi t s 6;
Subtilior Repertory EMsxxxi2003) pp.ridah ;e P&Iii mp etsda 6t,he Mi ke
and Performance in Early Music Recordingd paper giver
September 118" 2005), available ohttp://www.charm.rhul.ac.uk/content/events/s2Greig.pédin example
of a work pertaining to performance undertaken from a more purely scientific stance could be found in Daniel
LeechWi | ki nson, OArti culBEMixkxn(20033ppsel8Subtili or Songb,

% See p. 44 below. It is perhaps notable that the first commercial recording sdibtiliorsong (see
footnote59 above) was promoted with the romanpicture of a biresong to excuse the vagrancies of the style.

“See Apel, 6The Developmentd, p. BMEHiasmdMMsmeodvs Vdih
SLS 863/ OC 191 0541D).

O For articles that do treat this theme, see footn®femd107, and pp. 49 below.
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below are but a few of those presenting this repertoire. The entire pad siibtilior

recordings represent bufractionof the output oensembles interest@uthis music. Many

of the best known specialist medieval ensembles avoid it altogether in their recordings. |
havechosen the examples belowrgpresent both general trends and their specific relevance
to Ars subtiliorproductions]eaving the task of compiling a complete discography for another

opportunity’*

Art, science and everything in between

The newly invigorated Oback to basicsd att]
parallels with the analytic approach to performarder dr ea v on RBamMmm@ s car e e
article is a good example hefe As a member of th&tudio der Friihen Musi&nsemble and
a teacher at th8chola Cantorum BasiliensiBamm was instrumental in shaping the face of
medievaimusicperformance in the thirdugqrter of the twentieth century. Her article centres
on the technical and expressive requirements of performing different medieval repertoires,
systematised in order to demonstrate the variety the period bff@rse Ars subtiliorcomes
out as an intelltualised and inexpressive style which gives special attention to striftture.

The attempt to make performance a scholarly activity builds on approaching the performance
act (and use of singing technique) in a scientific way, rather than by followingturre

research. Whether notone agrees with the results, her timing, location and popularity

meant that these attitudes had a wiaeging influence on continental musicianship. The

very fact that thé\rs subtilioris treated independently demonstratesacceptance as a style
period. Thus the performing community followed in the footsteps of scholarship in treating

this music as separate and saifitained.

" The recording by Ensemble Organum discussed below (pp) #¥lthe only one of 32 releases to contain
Ars Subtiliormusic (the first track of this CD was used alsoinagoml at i on of the ensembl eb
Ensembles which worked extensively with this repertoire are Gothic Voices (six out of 23 CDs include at least
oneArs subtiliorwork), Ferrara Ensemble (four out of ten CDs), Alla Francesca (four out of 13 CDs) and
Huelgas Ensemble (five out of 51 Releases). Four out of the nine CDs by Mala Punica are constructed upon the
Ars subtiliorrepertory, with minor appearances also in some of the other five (the inclusion of a Matteo da
Perugia contrat enorArdana22) &dsemiblesrwhichawpided thia nepkroody in their
recorded output include among others Anonymous 4, Hesperion XX / XXI;Y\elwPro Musica, the
Clemencic Consort, Ensemble Gilles Binchois, Sequentia, Micrologus, the Hilliard Ensemble, ®iabolu
Musica, Ensemble Unicorn, and La Reverdie.
“?See Ramm, 6Style in Early Music Singingbo.
“Al1t is not the aim of the chart to discuss these s
presented by a singer fimr EatrHer Muisn ge rSs .ndg,i nR@Amm,p . 6 2t0y
" For her, central to its successful execution is an understanding of the meaning of the text, of the
sociological context of the work, vocal agility, and rhythm (referring to the impulses of the language). Of
secondary imprtance ar&langreiz(interplay between sound and meaning, formal organisation, etc.), diction,
and melodic expression. Of least relevance is the character and sound of the language, personal narrative
expression, control and changes of vaiegister, ¥brato, and improvisation.
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The late 1970s and early 1980s saw a push towards the scientifafgteriormance and
the industrialisationof education. In the universities, the pressures to adopt busiuekds
and demonstrate usefulness led to the popularity of publitdrigg edifices andonceiving
new systematisation techniqu&sln performance, this led to a renewiadolvement of
scholars in musical production, and the vogue for recording entire, exteleéited
repertoires® This systematic approach to performance was attractive as it made recordings
scientifically justifiable and easier to label, catalogue @modhote’’ The scientific
connection waslsosupposed to appeal to researcher and student, hinting that such

recordings should find a place in scientific libraries, thus opening a new market.

Some of the earliest examples of recordings entirely deditatheArs subtiliorfall into
this category® Turbulent musicologicaimes,though, prohibited their straightforward
reception. 6Ce Diabolic Chanté was presumed
which would systematically record tkemplete oeuvre of known lafeurteenthcentury
composers. The promise did not materialise, as its timing made it an early vietim of
cappellatheoryled criticism’® Reviews both irGramophonendEarly Musicmade a point

“For a general account concerning English universit
Uni ver siti es PHEaxxn(1982), pp. 19R1®. An @xaraptke Dfdargscale editing is Gordon K.
Greene (ed.}rench Secular Music: Manuscript Chantilly, Musée Condé §6RBMFC, xviii -xix, Monaco,
19811982).1 n t he realm of analysi s, see Jehoash Hirshberg
Pol yphoni c Chans on s 06 StudiesnirMdsizdiogy iniAarort oeOtto BH AlbrdcfKdsseld . ) ,
and Basel, 1980), pp. #2. This remains attractivd-or a recent impressive example of interdisciplinary
systematisation, see Cuthbdrtecento Fragmentsvhere, on top of the mathematical language tsed
represent information, the appendix to Chapter 1 also includes explanations of mathematical models of
probability and instruction in computer programming to demonstrate their practical use in the context of his
subject.

% See, for exampleStanley Booman (ed.)Studies in the Performance of Late Medieval Music

(Cambridge, 1983). I n G¢gnther 6s c oreentury BMlusitwitbn t o t hi s
Texts Revealing Per f230),ste nonctudeB thad thet niodem dgdbipllp . 2 5 3
performances of medi eval music to be done from origin
performero6s | abour when this i de adholarlyscontributionsstd@Dai nabl e.
booklets, or the involvemewnf Page with the Gothic Voices below.

"l'n the marketplace, scientific useful netmsdwas easi
collections.

See Medieval Ensembl e oifSelcard caa h'QiéedulyatDSleOG77d a Per u g
(1979)6 Ce Di a b dOiseauL@e"Blorilegium" DSDL 704P, (1983, rereleased Becca "L'Oiseau
Lyre"475911CD) ; Ensembl e Or ganHampniadMGnolidHMA 1981521 886i1el | y & (
released 2006).

" For this assumption, see David Fallows (rew}e, 6 The Medi eval Ensembl e of Loc
Chant 6 Decca FI| oEM, kiégtobern9o8B)Spp. 555580 hérecording was a victim of two
more unfortunate happenstances: the wuse ephrasReaneyds n
chosen to head the recording (see Gilbert Reggky,Early Fifteenth Century Musji€MM, xi vol. 4
(American Institute of Musicology, 1969), pp.-136 , poi nted out in Fall 8wsd revi e
concy gis{Ch, f. 31v) justbefoe a sati sfactory resolution of the song
Laurie Koehler, Oé6SebaminbvsonnoMudobannMBr@ii vierods 0

(1982), pp. 95L18. For more on this piece see pp. 117, 181, 190 ard43dbelow.
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of emphasising negatively thise of instruments in over half of the songs preséfited.

Fall owds review of this r ecorAtssabgliormssicial so i n
not often recorded as it is particularly unfitting to studio recording habits, and aspects of it

make record producers unedSy.

Thea-cappellamov e ment i s noteworthy for its prete
a calculated attempt at influencing popular tastes and opinions concerning perfdtmance.
The positivistic attitude and conscious attémappresent its results as objectively correct
affected the music of th&rs subtiliormuch as it did the rest of the lateedieval repertoire:
it characterised medieval music as clean, clear, blended, and uninvolved, tending towards the
abstract and awayom the personal and expressiVeThat Sound was as important as
Concept idorneout by the relative lack of interesttime Ensemble Organum recording,
which kept a rather strict separation between voices and instruments, betdadmather

different soundaesthetics.

The booklet text of the 6Codex Chantillyd
scholarly introduction (in this case by Ginther) and personal justification by the ensemble
director (Marcel Pérés). The inclusion of a scholtakt in such recordings gives them an
authoritative character, a place in the cutting edge of musical prodtiténd,an added
justification as a bridge between education and entertainment. As a counterweight, the first
hal f of P®r sdthetcanpléxityj ssangkreskiard diffiealty of this music,
while the remainder deals with the limitation of scholarship. Themes discussed include the

reconstruction of a lost oral tradition to match the surviving written one; his belief in a non

¥ ain Fenlon (review), 6The Medieval Ensemble of Lo
7 0 4Gdamophonelx (1983), p. 958. While Fallows, being the better established and more careful reviewer,
presats his preferences as w&hown opinions which may or may not be true, Fenlon has no qualms about
being blunt to the point of rudeness, and dismisses this element of the recording without even feeling the need to
justify himself. This and other caseg @&xamined in LeecWilkinson, The Modern Inventigresp. p. 137.

! Fall ows, 6The Medieval Ensembled, p. 557.

¥Central articles were Christopher Page, &éMachaut 6s
Voices or Instruments in the #4Century Chas o 1EKI,,v (October, 1977), pp. 48491, and David Fallows,
6Specific I nformation on the EmMsiedndb |-1g3pn Stati/9Co mposed F
Boorman (ed.)Studies in the Performance of Late Medieval M{&&mbridge, 1983). The chraigs of this
movement is extensively described in Le&¥ikinson, The Modern Inventiarpp. 88156. For the seldware
manipulation of public taste, see ibid. pp. 107,-133.

83 LeechWilkinson, The Modern Inventigrpp. 92, 134132. For other, neintentional outcomes see ibid.
pp. 1431 4 3. For other origins of the &cappkliaBRee nvaoiiscseasn caeebs,t |
EM, xxi (1993), pp. 45Z1,andDo n al d G r-readigg;Notés $na gappellaPerformancdr a c tEMc e 6 ,
xxiii (1995), pp. 124150.

¥ This, like many other recordings, stresses the use of new, corrected editions, or work directly from the
manuscripts.
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dogmatc treatment of both music and instrumentation in the middle ages; the search for
freedom and grace when dealing with the del.

and tone for this music.

These two contrasting approaches to performangenvolved, abstract clarity versus
increasingly subjective exoticisincame to dominatthe performance of medieval music,
with English (and to some extentddish-speaking) groups tending to the former, and those
active in mainland Europe moving towards theelat That this split was entrenched in the
1980s suggests that both approaches went in different diretitreir reaction to the main

new force in musicology at the time, namegw musicology

New musicologyas fuelled both by academic work in etHields (especially literary
criticism), and noracademic processes such as the rise of civil and human rights movements,
commercialism and individualism. With its emphasis on freedom of approach and
subjectivity,it was as relevant to medieval musicaay other topic. Still, the contempt
shown by its proponents towards traditional concepts of the objectivity (or even relevance) of
terms such as History, Truth and Knowlediig not penetrate far into medieval
musicology?® Attacks on authenticity, ciital technique, and positivism as either impossible
or passéwere less harmful in the medieval context, as positivistic attitudes were still yielding
enough new information so that questioning them was irrel&%ahs. the majority of
resear ch adedtd staywdearlof questions of authenticity, musical analysis and
performancenew musicologhad little with which to compensate scholars for the positivistic
sacrifices it demanded. The foremost champions of medieval resistance to this trend were
Brett, Strohm and Befi.

% This manifested itself in the avoidance of the more creative musicological attitudes in medieval
scholarship. Foan appraisal of such approaclasszoomusicology, music geography and theomusicology (as
well as better established attitudes, see @GWLR i ci a De
xxxii (2004), pp. 2442, also available at
https://www.library.yorku.ca/ojs/index.php/caml/article/view/1356/679

®For such attacks see Richard Taruskin, 60n Letting
Musicd ogy and PréM, if(1082nppn3d& 69; Edward Toner Cone, 6The Au
Cri t iJAMSxrxiv (1981), pp. 118; ForrelevantpriK e r man wor k, dveskcal SyataxinTr ei t | er
the Middle Ages: Background to an Aesthetic ProlddphM, iv (1965 6), pp.75i 85; dOn Historical
Criticismd TMQ, liii (1967, pp.188 205;dThe Present as Hista@ypYNM, vii (1969, pp.1i58.

8See Phi IFacipg theMesid EM, x (6982, pp.347 350; Reinhard StrohndMusical Analysis as
Part of Musical History , i n Raf f alendemze B metadiinelld rieadca nysicologica: Atti del
Convegno Internazionale (Latina 2B Settembre 199@Florence, 1995)pp.61i8 1, and t o a degree
harpe de m®l odi ed oder Duansg &Ku nisnt weerkmaan ns DAaddabesdeerr, ZHieeli
S. Leopold and N. Milleteds) Das musikalische Kunstwerk: GeschichtsthetikTheorie: Festschrift Carl
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Medieval scholars stuck to their strepgints and invigorated their positivistic efforts
and when possibleattemgiing to translate their findings into musical performance. These
activities included the reformulation of musicahfuage and analytical technidii¢he
affiliation of stylistic development with intellectual rather than sociological tréhgisre
archival researcH the publishing of facsimile editior’dand the editing and translatiog

theoretical treatise¥.

Dahlhaus zum 60. Geburtstéigaaber, 1988) For the sense of impending crisis and an attemptitahe ranks
together, see Margaret Bent, 6FaMTicxxdirfld86)ym.l88BEani n Cont e
address given in her capacity as president of the American Musicological Society at the plenary session of the
meeting of the AmeriagaMusicological Society, the College Music Society, the Society for Ethnomusicology
and the Society for Music Theory in November 1985. Bent also revisited and expanded on the argument in
Mar garet Bent, O0The Gr ammar of siBGristle @ollindJdusld (ed:TonBIr econdi t
Structures in Early MusiNew York: Garland, 1998), pp. 450.

8Most importantly Sar ah F-GdnturgRolyphany 8om8&mralimimaiyt y i n Fou
Re f | e cIMT, on($986), pp. 350. A wider cotext for her work is given in LeeeWilkinson, The

Modern Inventionpp. 157215 ( The similar formulation of the API P ¢
Cantorum Basiliensis counters Leedhi | ki nsonés argument that eAi s approa
capellat r adi ti on) . Anot her analytical model proposed to
Reaney, OModes in the Fourteenth Century, in Particul
Fischer (ed, Organice Voces: Festschrifoseph Smits van WaesbergAensterdam, 1963), pp. 13143), was

based on hexachords. See Hirshberg, OHetypesalsoor dal and
originated in this decade (Harol d St enaissanéeower s, 6Tona

Pol y p BAMS @iy (1981), pp. 428t70), but made relevant to medieval music (Peter M. Lefferts,
6Signature Systems and-CBEamalr yTFp e fMNhiv (CH95.eps BIFGEN) t eent h
and in particulaArs subtiliormustc (Yolanda PlumleyThe Grammar of Fourteenth Century Melody: Tonal
Organization and Compositional Process in the Chansons of Guillaume de Machaut and the Ars Qubtilior
York, Garland, 1996)) only in the next. A less overarching approach can be $2@mél LeechNilkison,
06MachRoget, lossnd t he Probl em o fMAHIAT984y,ppMR8 i ¢ Anal ysi sé,

8 See Dorit TanayMusic in the Age of Ockharithe Interrelations between Music, Mathematics, and
Philosophy in the Fourteenth CentyihD.diss. for the University of California at Berkeley, 1989).

®See Walter Pass, 6Die Musik in den midMexial terlich
xcciii (1979), pp. 372874, Craig WrightMusic at the Court of Burgundy, 138419: A Documentary History
(Henryville, Pa., 1979); Andrew TomaselMusic and Ritual at Papal Avignon 13a103(UMI Reaserch
Press, 1983); Lewis LockwooMusic inRenaissance Ferrara 1461605: The Creation of a Musical Centre in
the Fifteenth Centurfy Ox f or d, 1984); Frank D' Accone,:il6odiceai nuova f
San L or e nSMii(1984),pbd 831; Reinhard StrohnMusic in Late Medieval Brugé®xford 1985);

Charles Everett -Beetvery BA&l FphohienMWMASHsav(1B§2)t Redi sco
pp, 519; The Introductionof he 6 Ar s Novad into East Centr al Europe:
(PhD. diss. for City Univertisy of New York, 1984);
Hungary: An Examinati on SMASHROXIUI990Fppas8Ime nt ary Sourcesd,

%1 See F. Alberto Gallo (ed.),codice musicale Panciatichi 26 della Biblioteca Nazionale di Firenze
(Florence, 1981); John Nadas and Agostino Z{&ds) The Lucca Codex: Il Codice Mancifiiucca, 1990);
David Fallows (ed.)Oxford, Bodleia Library, MS. Canon. Misc. 218Chicago & London, 1995Karl Kiigle,
Isabella Data andgostinoZiino (eds) Il codice J.11.9, Torino, Biblioteca nazionale universitaflaucca,

1999); Anne Stonéed.) | | Codi ce U (LMreria Masitcale(ltdioal 2003); Yolanda Plumley and
Anne Stondeds) Codex Chantilly(2008). It is clear from this list that tie's subtiliorwas an unintentional
beneficiary of this trend as many sources peripheral to this style were published before the central ones.

2 See Jan Herlinger (ed. and tranBipsdocimo de Beldoandi, Contrapunctus: A New Critical Text and
Translation in GLMT, i, (Lincoln, 1984); Oliver B. Ellsworth (ed. and trang:he Berkeley Manuscript
University of California, Music Library, MS. 74élim Phillipps 4450), A New Critical Text and Translatidm
GLMTii (Lincoln, 1984); Philip Evan Schreur (ed. and trangbje Tractatus Figurarum, A New Crtical Text
and Translationin GLMT, vi (Lincoln, 1989).
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Performers not involved with thA capellamovement were more exposed to the social
and intellectual trends embodied mgw musicologyAs a result, a growing sense of
personalisation and exoticism characterised their projects. An early incident of theftren
portrayingArs subtilioras difficult, mystical or psychedelic can be found in Erdem
P.A.N.ds O6Arso6 Magt dhedaokiegtéxt (bytAlejandro Enrique
Planchart), programming, performance style, and indeed critical receptipairalin the
direction of the 6al tlamsnhatth ivlieed bmairrkgta b | €l hteo
dazzIle at first sighto, some pieces fAcan be
The place of the performer is thus elevated, whileigherlers should just allow themselves
to be swept away. This very much conforms to the romantic (as well as business oriented)
concept of performance. Add to this the sug
hashish, and the mysterious, exditicmot outright subversive) quality of this music gains
dramatic i mportance. T h e -pgductan peéhriquéslalsox i bl e r
help bringabout an air of uncertainty and unpredictability to this recording. In an editorial
review from amaon.com, David Vernier writels h athis,recdiiding effectively captures the
mood and spirit of an age that experienced the horrors of the Black Death, the Hundred Years
War, the great papal schism, and the appearance of great literary works Sheh as
Canterbury Talea nd t he p o e *rSgmedriglistPrevieweasrstack  their guns,
and even as late as 1994 centred wholly on disapproving of the combination of voices and

instruments?

By this point, the voic@istrument argument became ratheritge. Not much new
information has been gathered, but simple repetition was not satisfac®upporters of
purely vocal performance tried finding technical and aesthedisons for discouragirige

use of instruments, many of whiahenot valid?” Many ensemble leaders, having to work to

% New Albion 021 CD, 1989.
“DavidVerner (editori al review for Amazon.com), O0Ars Ma
http://www.amazon.com/Seculidusic-Chantilly-Codex/dp/BO00000R2J
% See Daniel Leechvilkinson (rer i e w) , 6 Ens e mb | &M, Rir(May, 4394), pfA 83B38No v a 6 ,
% Inconclusive attempts to breath new life mto the discussion can be fobndimni s Sl avin, 61 n
AHer esyo: Ma n u s c a c¢appellaPErfoimdneenotEarly fl5éen ttunrey Edoxix §1994),
pp.1789 0 and Lawr ence EeantupyFrentlfGhansomsiigok Ahead ftosntthie 14th
Cent &M, y6(1991), pp. 19410. For a favourable but not more convincing attempt to translate their
ideas into perfformrace see Page, 0Going beyond the | imitso.
°"In his review, LeectWilkinson interprets the aesthetic choices of the group (softness of instruments
compared to voices, later also apparent in the work of Ensemble Ferrara) as technical limitations, making his
point invalid. He also claims performances including instruments have to be quick, which in my view depends
entirely on the specific instruments and players and in no way is the result of the very use of instruments. A
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survive and nearly always being instrumentalists themselves, kept using instruments, hanging
on to scraps of evidence or inconsistencies in sspoappellaargumentgo justify their

position, or simply ignored thepposition’® Thus, this argument gradually lost its integrity.

One side tried promoting aesthetic preferences on technical grounds while the other obscured
technical limitations with aesthetic reasoning. Both arguments made use of scientific

language talo so.

Towards a new century

The culmination of these pressures led to a sense of fragmentation in both performance
and study in the 1990s. Some ensembles took subjectivity to the extreme, allowing
themselves immense creative freedoms. This is obedwlped by the entertainment
business, where spectacles are attractive to both organisers and audiences. The most
influential of the more extreme examples immediately relevant tArheubtiliorrepertoire

is Pedro Memelsdorff and Ensemble Mala Purica

Mala Punica recordings and performances follow minutely orchestrated scores, not only
of the original melodic lines, but also extensive preludes, postludes, interludes and additional
voices, highlighting specific characteristics of a piece, or sir@gtively expanding

them?1%®

Even such expansive arrangeméntsearly created to inject interest and excite modern
audience¥'i claim to be done in the name of probing the limits of scientific truth. This
claim is substanti atieadn bygs M& mgid cldiofrifd 6sc mhe@lpa

booklet (by Memelsdorff), claims h aNo musiGal notation could be more precise, intimate

third point was that the use of instnents rules out a harmonic conception and understanding of this repertoire,
which is again entirely circumstantial.

% Promoters also tended to support instruments, as variety and-sloamgees usually figure highly on their
wish-list.

“Relevantrecordips are O6Ars MAeahat2l | 1993%) al bFarmAI31®F),dant & (
O0Mi ssa ChEaalvie®e nh®96¢) , an HBratd83®B8246322000).i | 6 (

Wror a didactic examplSesunfontagiri ena téi Evnio fayt ,t wineleaeQii @ o o ir a é
attract attention to the quotations the Vielle (playing the tenor part) stops playing while they are sung (only in
conjunction with the quoted text). F oAndraly soaletr cr eat i v
(OH®Ilrasl 6Av, whi ch i s expand diche seation bna the intr8dicdidh 6f@ numhec | udi n-
of new melodic ideas. Taken in a similar tempo, athwaugh of the notated music (it is impossible to say how
many times, if at all, thislitttecanni ¢ wor k was intended to be repeated)
follow certain tendencies. See Yol anda Plumley (revi
EM, xxvi (august, 1998), pp. 49802.

191 Many performances are alsiswvally planned and orchestrated, including special stage arrangements and
lighting effects. At times Memelsdorfbnducts the other musicians.
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and | ess ambiguous then that used by Matteo
chromaticism, every vocal inflectiom,ach t i ny ornament and instru
on to suggest that all 1 f not most previous
summary, superficial judgement on his sondisng before arriving at any real understanding

of t hetmbat amids recording deciphers the notat
andeSttome smresponsori al rMotAat i onshepuas pfes

instruments.

These extraordinary -cufai b asatedtipaptiekkhioicewi t h .

of instrumentation was fAup to uso, as was th
sectiwhnastd t he édsolob6 instruments play under
the instrument al i nt &iras well asghe yse df wotal dgnamics t he s e

and agogic$ are given a scientific guise by being presented as experimdntgoffey f
di fferent solutions in each pieceo, or as fo

medieval theorists such as Rpe de Vitry and Nicole Oresme.

This attitude not only presents the performea astuosic-genius, but adds an extra level
of mysticalgenialityconcerning the arrangement (and arranger). Inexplicable magic has to

be administered to turn the survigimaterials into palpable works of a¥.

Here again, scholarship (together with critique) and musical production operate in
unconnected plains, making the resulting discussion between them meaningless. Not only are
the instrumentation choices made daling the talents of the director and those he or she
wants to work with, a large part in the way materials are dealt with follow entrepreneurial
ambitions rather than scholarly responsibilifi&The scientific justification or discrediting

of the auralesults becomes therefore a game undertaken fescientific (and sometimes

“syuych attitudes are well established aMalthausan be tr g
Passionthr ough t o Fi cSedenurd gincipesThe pesanal regponsibility this attitude entails
(especially when the arranger also conducts) is not dissimilar to romantic orchestral habits where a clear
borderline is drawn between the creative genidsthose executing his bidding. It has little to do with the
reconstruction of medieval performance practices.
193t is very difficult to imagine Memelsdorff believing that his realisation of each piece is the only
scientifically correct or historically @arate possibility, even if we do understand the heavy compositorial and
instrumental involvement to be his genuine belief stemming from objective scholarly analysis, rather than an
outlet for his impressive creativity and outstanding instrumental skitan therefore understand the continual
emphasis on the scientific validity of these recordings only as part of the marketing package, it playing a similar
role to the choice of publicitg hot | ocati on or concert dtresadi ndd, thom.c
p. 136139.
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norrmusical) means, and cannot be seen as an open, frank discussions about the best way to

get closer to historical accuracy.

The lack of unity in scholarly attitudes resultadargescale projects tending to inhabit
clearcut borders and stand as satitained unitd®* Larger works were of course
accompanied by a steady stream of more specific artf€léghe cumulative sum of these
activities had a substantial effect, he twoArs subtiliorcentred conferences hemming in
this period can attest. While the 1992 conferenc€ymcan still be seen as an effort to
spark scholarly interest in this repertoire, the 2001 conferenCd ovas a platform for a
confident exchangefavell established older views and well founded new ideas: a re
assessment of the larger picture emanating from previous scholarship, rather than a plea for
attention, foray into the unknown, or an act of §edfification’°® A need for further re

assessent, redefinition (and perhaps even renaming) of Alne subtiliorphenomenon

1% See StrohmThe RiseAnna Maria Buss@erger,Mensuration and Proportion Signs: Origins and
Evaluation(Oxford, 1993); Lawrence Earfguillaume de Machaut: A Guide to Resea(blew York, 1995),
and David FallowsA Catalogueof Polyphonic Songs 1448180(Oxford, 1999). For more direct relevance see
Yolanda PlumleyThe Grammapor Anne StoneWriting Rhythm in Late Medieval Italy: Notation and Style in
the Manuscript Modena, Bibliotedas t e n s e , (PhD..dist. f&r Havéard University, 1994).

sSee Andrew Wat hey-136%andAagldPre@rceh oMu si3 GMH, ix @290)at i ons o,
pp. 129174;Terence Sa | | vy , 6 Fr e n ¢ hTh&Riatego$ Origimof therChamnsommier Ciilan

MuséeCond ® 56406, i n Kei t (eds)Eouwstlp hiterstunetl Cuureiard Cénhtexi(dtreaht,

1990), pp. 50%21; Keith PolkGerman Instrumental Music of the Late Middle Ages: Players, Patrons and

Performance PracticéCambridge, 199 ) ; Ursula G¢gnther, 6Composers at the
Avignon: Research in the Vatican Archives(ds) in Barbar

Musicology and Archival Resear¢Brussels, 1994), pp.32ZB3 7; Chr i st i aonu |Bze rRyeegra r diéPoo u r
Ein neu entdecktes Handschriftenblatt mit franzésischen Chansons aus dem Anfang des 15. Jahilfiiaderts,
li(1994),pp.5%7 7; Thomas Brothers, O6Sharps i n BMexdv®e fudo: Qu
(1995), pp. 25; Chromatic Bauty in the Late Medieval Chanson: An Interpretation of Manuscript Accidentals
(Cambridge, 1997); Reinhard Strohm, 6Centre and perip
Fifteenth Centuri esIOWQix (1996/97Y ppN\o2BB0;Qures t Stomsd, O6Che cos
pi % sot tiarseubtiliorrgdRiM, kxdi (1996)0pp. 13 1; 6 Gl i mpses of the Unwritt
Ars SubtiliorWo r kMDGI,(1996), pp. 59 3 ; Yol anda P uAilsienyinthe Ga®iAtsdlava:on an d
The Case ofEsperanceand theEn attendant o n =M, xviii (1999), pp. 287363; Christopher Pag®usic

and Instruments of the Middle Ages: Studies on Texts and Perfornfatdsrshot: Variorum, 1997); Margaret

Bent, O6Early Papal eddapaliMssit and RapdkMusitiams irdLats Medieval and

Renaissance Rom@xford, 1998),pp.83; John N8das and Giuliano Di Bacco

Sources of Polyphony During t HPepalGuseand MsBiansintated, i n Ri c
Medieval and Renaissance Ro(eford: Clarendon Press, 1998), pp-34£ . 7 John N8das, O0A Cas
Reading of Simone Pr oden Recerdarexs(1998), ppS237.1 azzo e il Sapor

1% For theCyp conference see Ursula Giinther andiwig Finschel(eds) The CypriotFrench Repertory
of the Manuscript Torino J.I1.9: Report of the International Musicological Congress, Paph@$s Rfarch,
1992 (Neuhauseistuttgart: American Institute of Musicology, 1995) and p. 29 above. F@filwanference,
see Yolanda Plumley and Anne Stdads) A Late Medieval Songbook and its Context: New Perspectives on
the Chantilly Codex (Bibliotheque du Chateau de Chantilly, Ms @)pols: Turnhout, 2009). An added
illustrative point of the differentharacter of these meetings can be seen by the connection between each of
them and the publication of the facsimile of the source with which it defaile the 1992 meeting gave the
initial spark to begin the work on publishing a facsimile edition, B@l2Zonference was supposed to celebrate
the publication of a facsimile edition worked on in advance.
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emanates from the conference proceedings. This can be seen as part of a fashion in itself, as
this period saw the publication of a number of introspective studies conceraipgtesses

of modern scholarship and its relationship with performafice.

As well as questioning the processes of modern scholarship, many more specific works
ensued, reappraising the traditionailgld beliefs which older work brought about, this again
mostly in selfcontained, individualistic pushé¥ As new discoveries still come about, pure
positivistic and archival studies were still appearifiggugmented by traditionalthemed

books and article¥? performancerelated discssions***and interdiscipinary research*?

WThis started alreadygapelid t@and®aGree @ddiheGEMmadridc hcont i n
Upton, The Chantilly Codexd_eechWilkinson, The Modern InventignrAnnette KreutzigeHerr, Ein Traum
vom Mittelalter: Die Wiederentdeckung Mittelalterlicher Musik in der NeyBeihlau, 2003), John Haines,
Eight Centuries of Troubadours and Trouveres: The Changing Identity of Medieval (@asibrige, 2004);
Bruce HaynesThe End of Early Music: A Per i §@entigoxfordr mer 6 s Hi
2007); Margar et BentEM, x{iNauembercl®9?)j 967, hnd sf toairsei thisyetyd
work. Onthistrendasawhadee e El i zabet h Aubrey, book review of OEi
Trouv res: The Changi n gNotesdxie(RODS), pps 38889, espe 388.v a | Musi c o,
19870 the previous footnote one may add Jason StoddselCaptive Scribe: The Comteand Culture of
Scribal and Notational Process in the Music of the Ars SubfiRtiD. diss. for the University of New England,
2002) Plumley & StoneCodex Chantilly Stone,The Manuscript Modena 6 Ar s subti l i or in Par
the Fountain-Hmage and |l rony i n Ci &b, hoixin(#Z081), ppSHR8 90ne Pf amt ayn é &
OEpi sodebd.
sSee Mark Everist, 6A New Source for the Polyphony
Nouvell es Acqui si ti oandaPlmleyandArins Stofers) 2L@it6 MDeadlievaln Y o |
Songbook and its Context: New Perspectives on the Chantilly Codex (Bibliothéque du Chateau de Chantilly, Ms
564)(Brepols: Turnhout, 2009), pp. 2&30 1 ; Pl uml ey, OMusi ci anstsffers,p6 ALaon Cat
riddle and a song: Playing with signsina 1dte nt u r y ENdHaxxui (2008, pp. 124179; and the
ongoing saga of reassemblibhgc, see John Nadas and Agostino Ziifibe Lucca Codex ¢ Newmly
Discovered_eavesof theLuccaC o d eSMdxxiv (2005), pp. 323, detailing discoveries in 1996 by Giorgio
Tori and 1997 by Sergio Nelli.

s5ee Sarah Fuller, O6Exploring Tonal Structure in Fr
Cristle Collins Judd (ed.J;onal Structures in Early Msic(New York: Garland, 1998), pp. €87; Busse
Berger,Mensuration and Proportionsigns Jason Stoessel, 6Symbolic Innovat:i
Senl eAM lexs(D999), pp. 136164; A Fifteenth Century Response to a Musical Text: The E@itsibe
in Chantilly, Bi blioth que du Mus®e Cond®, ms. 564 (C

and John A Philipgeds) Music Research: New Directions for a New CentuPyoceedings of the 25th

National Conference of the Musicologicalctety of AustraliglLondon: Cambridge Scholars Press, 2004), pp.

38394; Robert Crawford Yo dmgorumpgaatiripydibdoReceroafexxt(20@8), Angel s:

pp.522; Pedro Memel sdorff, 66Le grantdadPsesiudgi-&éyrsichl Bat
Martin Linde and Regula Ragpds) Provokation undrradition: Erfahrungen mit dealten Musik(Stuttgart: J.

B. Metzler, 2000),pp. 583 and err at a s he esandthé &pymg pdosessioha mediegai gn ? Th

manuscript: The Codex Modena, Bi BMXoo(20813, pp. 5R3.ense, U. N
a n dizadra donnaCiconia, Matteo da Perugia, and the Late MedidvalContratenod , i n Phi |l i ppe Ve
(ed.), Johannes Ciconia,Musicien de la Transiti@urnhout: Brepols, 2003pp. 23378; Elizabeth Eva Leach,
6Learning Fren®®e mtyu rSy nEy i éMayh005)pp.252 70; Anne Stone,

Composerds Voice -CantheylL8bergFobBoteree@babe SCiaomda esd, i n
musicien de la transitioiTrurnhout: Brepols, 2003), pp. 1604 ; Rol and Jackson, oO6Guill au
Di ssonance i n Fourt e ewbtlin(20032008)upp.WA9MNm e sc Is. MUoised hson, (
Roads Lead to Rome: Mul tifarious Stylistic Tendenci es

Subt i MD,loi (2008-2008),pp. 79 7; Ol i ver Huck, O6The MuasdEarlyof t he A
FifteenthCentu y M uMDi li (2003-2008),pp. 991 1 9; Yol anda Pl umley and Anne
8
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This of course had performative implications. The twin pressures to follow either the
authority of a scholar or the geniality of a grdepder created a sleek, aware and able kind
of performer, a consummate professional. He ottakes pride in the technical ability to
perform perfectly under whatever restraints

insightful articles are the best and most relevant gateway to this #orld.

Greig goes through t he soahavisut'aExpressiomandt s 6 o f
phrasing should be part of professionalism, but as both Greig and-\&lahson felt the
need to emphasise this point, one can deduce that many performances only reach the level of
exactness'® His writings centre on the nemusical influences in the creation of his scene
and performance style. These include econqaressures, businessodels and promotion
techniques, gender issues, musical education and its accessibilityreadicy habits,
performance and concegtiquette, modern attitudes towards individualism and collectivism,
singing technique, psychological and developmental traits, and the link between technology
and aesthetic ideals. Many of these influences are traced back to particularly English
historicaltral i t i ons, an orientation towards O0small
popularity of minimalist aesthetics in the 1980s and 1990s. One cannot hope for a better
demonstration of the dtest tenuous link between scholastic ideals and perforenativ

outcomes, even in situations where the link was supposed to be explicit.

PictureSongs and the Relationship between the Song Reper:t
Yolanda Plumley and Anne Stofeds) A Late Medieval Songlo& and its Context: New Perspectives on the
Chantilly Codex (Bibliothéque du Chateau de Chantilly, Ms $B#gpols: Turnhout, 2009), pp. 3@8.

MSee Greig, O6Ars Subtilior Rep&insonwopAdSicglaoinke
Song nne Sreflexive Sodgs and their Readers in the Late Fourte@rghn t &M, yx&i (2003),
pp. 186193.

125ee Yolanda PlumleyPlaying the Citation Game inthe Lafeo u r t e e n t BM, x®e (8003),r y 6 ,
pp.2639; Ol ntertexeenh®€k nt yr y nl@l lkaxeis(Augustr 2003), pp.3537;
060Crossing Borderlines: Points of Contact between the
Re p er tAdrhixve (2004), pp. 323; The Art ofGraftedSong Citation and Allusion irthe Age of Machaut
(forthcoming); Suzannah Clark and Elizabeth Eva Ldads) Citation and Authority in Medieval and
Renaissance Musical Culture: Learning from the LearriBdydell Press, 2005Anna Maria Busse Berger,
Medieval Music and the Art of Mery (University of California Press, 2003} lizabeth Eva Leaclt§ung
Birds: Music, Nature, and Poetry in the Later Middle Age€or ne | | University Press, 20
Machaut, the Ars Subtilior, an denztWelkereds) Borderlne Bemd ad e s 6,
in the Fourteenth and Fifteenttentury MusiqMiinster, 2009), pp. 198 1 9; o6 Nat ur edanicdFor ge an
Production: WritingRe adi ng and Per for mi ng SRhet@idBeyondiVolda DelightCar r ut |
and Persuasion in the Arts of the Middle Ad€ambridge, 2010), pp. 725.

8See Donald Greig, 6Ars Subtiebdongp.o6Singatd hhe o
remains specific to the English scene of which he is a part, but manypafihis are just as relevant to
freelance performers in other scenes.

Y4 Technical security (or its facade) is essential, relevant knowledge appreciated, as long as it does not
hinder the execution of directiogstorthaimegedoopmant¥

"5Greig, 6Ars Subtil-Workinponl98Ar DacukhatiegcArs Sub
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Many recent groups acknowledge both the incompleteness of historical evidence and the
host of external influences active in its translation into performance. Thus, the coumterpart
following orders became the personalisation and indepenadétice performers giving
them. The confessed need for personal interpretation kept a distance between source
material, influence and outcome. No ideological affiliation, pretence of acaoiracy
historicity is required. Justification for
retrospective audienegppreciation or success due to market forces. The end of the booklet
text (written by MichgGondko,acali r ect or ) accompanying La Mor

from Cyp expresses this notion so:

Since hypotheses and performadeeisions can always be questioned, predamt
performers of medieval music (indeed any performer of music predatrage of sound
recording) would love to be given even the smallest opportunity to verify their
performances against the background of historical reality. As this is impossible, and
historical science cannot answer all the questions, it would seem tsedtstribe to the
ideals expressed by the anonymous authdtaeir haut et liement chant@nd is indeed
the only way to™attain fauthenticityod

This song describes the act of singing and
It does not give meh specific information, but claimsthéits i ngi ng | oudl y and
a clear, accurate and polished voice, never entitles a man to call himself a musician, whatever
anyone ma ¥ andegded on to praise the knowledge of harmony, sweetness of
expression, softness, skill, a real feeling for and deep knowledge of the melody, syncopation,
ornamentation, proportion, grace and doing all these things in moderation. Any kind of
specific interpretation of the attitude expressed is therefore conypdgteh to the

performers.

The acceptance of such views can be seen in the reviews of this recording. Ilvan Moody,
detecting an apologetic undertone in the boo
performances of this calibre there is little need focEdgleading. The members of La
Morra é sound as though they ha%leotheri ved with

6 a Morra, 6FI|RAMEERAMOGIR,2@08)] t ®6, (
7" The translation is by Ann and Paul Bridge and is taken form p. 21 @fHeooklet. As the incipit of
the song suggests, a Iliteral reading could substitute
"8 van Moody, review: 6 MiMsoixc(Februap,mR007)hpe. 13#9,ksblpe Ages o,
138.
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words, personalisation of the music overrides any other arguments and gives complete

justification to whatever choices were made to arat/the resulting recording.

Whil e creating programmes that o6worko i s t
6 s c hol at® Symiaranitudes, though, casasily justify the separation of music from
its context*?° More worryingly, ignorantor disinterested performers can hide their
shortcomings as secondary to their virtuosity, exuberant personality and performance skills.
This latter kind of attitude inevitably results in treating all styles of music alike, creating a

kind of postmodernist gt anachronistic selxpression, all done in the name of historicism.

Conclusion

No historicalormetdh i st ori cal survey can e¥cMype the
aim here was not to give an exhaustive account of all research and performance géotainin
the Ars subtiliorin modern times, but to describe some of the processes and accidental
influences which contributed to its rather disjunctive appearance to the wandering eye. As
such, it is unavoidablgkewed For the most part, it is futile to atth merit or reproach to
these occurrences, as every character in the story works within the constraints of their own
time, place and abilityHowever, sme intentions could be considered more worthwhile than
others, and athe surviving evidence changesme works can beonsidered to beo longer
relevant. A clear and visible sense of goal will hedfegorise which workselongin which
camp. Those who are interested in the business of science or in entertainment allow
themselves to disregard work cisbed by those interested in pure historical research. Some
arguments can be forsaken if it is recognisedttietuarrelling parties are using
incompatiblevocabularies or have different reasons for engagement. If solutions are
genuinely looked for, ébates should be redirected following clearer understandings of the

participants®é background and once the terms

19\Working from the original or preparing newitons, textual analysis, and keeping apace with current
research, recordings and notions pertaining to the music performed. This information is gleaned from years of
being an ensemble member and many discussions with its leaders.

120g5ee, for example, Xasx , 6 SaiXAc ph Gudimit | iAo it 17 2997)wnere songs by Jacob
de Senleches are performed by 1apecialists on four Saxophones and presented in alternation with modern
compositions.

12lgeeHayden White 6 The Hi storicial ade&t ias Rober@mry. A€Canary
(eds) The Writing of History: Literary Form and Historical Understandifddadison, Wisc., 1978), pp. 482.
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This does not make the overall picture any simpler. Change and progress are not linear,
as both printedrad recorded media may have a longer lifetime and dissemination pattern than
thepersons from which they originateéeople do not necessarily follow changing fashions,
as the current recording project by ensemble Tetraktys suggests. This project atesllgve
to record the entire Chantilly codex, aligning it with the compéetéion movement
prevalent after the War, but does so in an interventionist manner akin to that exemplified by
ensemble P.A.N and Mala Punica ab&eStill, unlike published medjaeople can also
change their mind¥>

Furthermore, musicological research is much supported by work in other fields such as
philology, history, philosophy, literary criticism, etc. Each one of these disciplines supports a
similarly nonlinearhistory. A large number oénsemblesiot mentioned above recorded and
performedArs subtiliorrepertoire, be it extensively, or very occasion&dfyEach group
represents a mix of different degrees of each of the attitudes presented above, as comparative
reviews ca attest:® Indeed, it is arguable whether a performance following a single attitude
and completely ignoring the rest can exist. Ensembles mix and match performers as well as

repertoires, with thérs subtiliorplaying a minoipart in their output, or evenone at alt*

What is clear is that both research and performance found the distinction bAraeen
subtilior and other styles worthwhile, even if the borders and reasons for doing so vary
greatly. The attention it received giminted a host of spedafcultural andechnical changes
which supporits separation from other musical materials, but a coherent and generally
accepted mechanism for defining this style or contextualising it is still missing. This work
does not pretend to collect and disentaradl these complications in one go. By attracting

attention to this history, arfdllowing it up with surveys of both our knowledge and its

122 g5ee pp. 30, 44 and 45above respectively. Only the first CD of the series has yet to be tbksise
Tet r aCodey Ghantily Volé6 ( Et cet er a R3Z1A&011628372R00 CThd ®did has
already been recorded, but has not yet been released.
25ee Apel 6s changiaboaeti bud&gnpher 84Obelomange of hes
124 For example, Gothic Voices, Ferrara Ensemble, and Alla Francesca deal regularly with this repertoire,
while The New London Consort, Las Huelgas Ensemble, Capilla Flamenca, the Clemencic Consort, perform in
only occasionally.
yol anda Plumley (review), O6A More Subtle Art?o. T
by Mala Punica, Ferrara Ensemble and Las Huelgas Ensemble follow the surviving materials which they claim
topresenii n ot her wordeahevrtdegree of Adcr
126 performers change over time or according to the requirements of specific programmes. In many
ensembles the only stable member is the ensemble | ead
Unknown AvieAve2088,,2006), wiith marries the complete works of Solage with simple, mostly
monophonic works by Machaut. For different levels of interest in this music see fobtraiieve.

52



shortcomings, it aims to reassess that knowledge in as coherent as possible afagtiion
would then serve asfoundation for the meaningful interpretation of the music itsdtis B
but a step in the quekidr finding a unique place for th&rs subtiliorin our intellectual and
performance culture. With the awareness of the modern history of treatingpibjsste can
better asses the interpretation of the historical evidence to be presented in the following

chapters.
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2. Ars subtilior manuscripts and distribution

The previouschapter focused on modern perceptions and evaluations Afglsibtilior
phenomenn. It presented a history of attitudes, highlighting the relationship between
modern, subjective influences and the materials at hand. The examination of both scientific
and practical manifestations of the preoccupation wthsubtiliormusic demonsttad the
variety of outcomes which arose from working with largely shared matdriglsindertaken
by different personalities with conflicting goals and within different fashions. Before even
reaching the original ma t dreadydé coloutethlyy ms el ves,
myriad of nonrelated ideals and contedtiven presentations of this repertoire.

The coming chapters will examine the extent and limitation of our understanding of the
Ars subtilioritself, and the way the music, its creation;fpenance and consumption fit into
a larger cultural contextThis chapter centres on surviving musical objects, wWliiapter3
will concentrate on the historic figures of composers and patrons that emerge from a wider
range of sources. Both surveyoallfor a contextualisation of the information that has been
passed down to us in terms of the time, plac
collection, as well as the interplay betweenAlg subtiliorand society at large. Each survey
will group pieces of evidence according to a common theme or a shared cultural context.
This methodology will demonstrate that thes subtiliorconsidered as a cultural force
embodies a large degree of variation and flexibility, and does not conform to any narro
definition reached via a small set of specific instances. This assertion will be demonstrated as
relevant to the geography, technical usage, linguistic context, and stylistic differentiation of

this phenomenon.

In the past,te study ofArs subtiliorstyle has tended (as with most such endeavaars)
concentrate only on the largeale, complete surviving sources. In past studies, a few
sources have been signalled out as i mportant
status and consideréeks interesting. It is only natural that scholarship tends to preoccupy
itself with the main repositories of any chosen style, because dealing with larger and more
complete sources may offer a seemingly more coherent and richly contextual pictuee for th

musical repertory concerned. Forming a core repertoire established a standard by which
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more fragmentary evidence could be understood. However, this approach has its own hidden
snares: by following it, one must believe that the chances of survivaloafree correlate to

its original importance, and the narrowing of perspective this requires can create a false
coherence in representing a style. Itis easier to find common stylistic features when only a
few sources are considered centrahis, howeverprivileges featurebound inworks

contained irbetter surviving sources.

Ch andModA have traditionally been taken to represent the core repertory Afshe
subtilior. Accordingly, these sources will form a starting point, but for my conceptuatisatio

of a 6formative groupd for t hi s PRrRandClype, I wi |

Before expanding on this stylistic O6format|
involved in choosing criteria for determining this style. Thehalldook in greater detail at
different elements pertaining to the perceived subtiliorstyle, both in relation to the
6f ormative groupdé and to the picture arising
stylistic parameters proposed Gyinther in her 1963 article will be examined. These
parameters will be augmented by investigation of other manuselgted musical
relationships, including Urtext and realisation, text and music, physical context, genre and
register, and the appeararafenusic in other artistic and intellectual contexts such as
theoeticaltreatiseswall-paintings, tapestries and others. | will end with an overview of the
resulting picture that emerges when regarding the surviving materials in this manner,
suggesting reliance on a combination of a larger number of parameters rather than the mere

appearance or otherwise of a select group.

A work analysing and contextualising the more fragmentary sources or those in which
this repertoire occupies a secondary positias yet to be undertak&,and | cannot hope
for any completeness in the details of the survey here. These elements are mirrored in my
grouping of sources to be discussed. As my aim here is to demonstrate the large number of
sources and degree of vadyi@vailable in them, | have chosen to categorise sources
accordingo a single characteristic relevant to my purpose, and sacrifice the complexities

found in thecircumstances of each source wiserutinised morelosdy. The linking of

127 For such work in relation to Northalian fragments, see CuthieTrecento Fragments
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sources here shtalitherefore be seen as subjective and retrospective in character, not

necessarily implying tangible, historicaliemonstrable medieval ties between them.

Criteria for judging style

Cataloguing works of art or music according to style is inherentlyigmudtic Creative
activity has inbuilt noFhomogeneous tendencies. Therefore, diyrgot to definestrict
common criteria for a large variety of instantas tocut externally defined borderlines
throughtheirregularities of the artefacexamined.Technical criterid be they specific
dates, sources, language, geographical affiliation or historical pefisanaeisually taken as
guiding lights in such activities, but any such choice diminishes the importance of uniformity

within its musical content<®

Any defined style has to have a core group of stereotypical works that embody its most
i mportant el ements (in our case these are pr
cannot be found, one has to question the need for adstfitgtion at all. Problems arise
when a mixing of elements, or divergence from a norm, occur. These problems are enhanced
whena retrospective definitioof styleis made becaudhe relationship between it and
specific works is assessed using a different stdr@ithan the one available at the time of
their creation.

I interpret G¢gnt her idrsadecabthely weee apfartafd y |l i st i ¢
legitimisation procesk as an attempt to establish the core group of works necessary for the
musicological aceptance of thArs subtilioras an independent sty€. Viewed as such, her
efforts were extremely successful. It also follows that they should not necessarily be taken as
clear borderlines between this and other more or less contemporaneous stysescritdrea,
then, while stildl very useful, cannot be see

murkier borders.

In coming to isolate criteria, further difficulties arise. One such problem is the question
of uniqueness. Let us take mudicitation as an example. Demonstraldlys subtilior

composers frequently cit eGleancntekanpleslatethed t o e a

128 5ee, for example, Fallows, Cataloguepreface and p.1, where it is explained that the time of a
manuscriptds copying takes precedence over the time o
inclusion in his catalogue.

129 For the context of her definition see pp-Babove.
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EsperancendEn attendangroups of song&>° or the crossitation apparent betwe&oit
tart tempreandPour ous revoir or betweerDame quifusa n d  Ma ®é fartune'd's
Still, this cannot be taken as a defin#ug subtiliorcharacteristic as works using peristing

materials can be found in large numbers much edffier.

Even G¢nt her 6s  darthegecorehis subtitioestyle cambe foand in sther
contempoary repertoires. It is not uncommon for instance, to find syncopation in the Italian
style, where consecutive proportions are a matter of course, and flagging to denote tertiary or
binary diision alsocreats the possibility for contrapuntal proportioh. The Italian system
alsoincluded thesemibrevisnaior, which has no place in the pure Freak nova
notational style, but was picked up againArg subtiliorcomposers Dragmae are notan
inherent part of the system, but are rather common, especially when French notation was used
to write down Italian musit** Proportions, special noghapes and syncopation can also be
found in works by composers traditionally associated with imméddistsequent styl€s®
One has therefore to ask whether the mere existence of a defined criterion is enough as a
stylistic determinant, or whether considerations of degrees and combinations of usage should

come into play.

0see Plumley, 6Citation and Allusionbd.
131 Each couple exchanges they refraine and first lines of text and nBaiitartappears iModA, PR,
Str, Pr andVorau, Pour vousonly in CaB. Dame qui ftiappears uniquely iRR, while De fortunecrops up in

Ch,PR,Str,Tréemand seven Machaut manuscripts. For more on t
franz°®sischen Lieds?2tzenMDwvi(l¥WR)pep.N6Ba Ghdngebatthed Bulst i | i
Fountai nd; Pl uml ey, OPlaying the Citation Gamed; OAnN

¥5ee Ardis Butterfield, OR€petiut iy ARMCRVEINMMApPPL at i on i
1-23; and Yolanda Plumleyhe Art ofGraftedSong The most condensed manifestation of this trend is still to
be seen irfrriedrich Ludwig,Repertorium organorum recentioris et motetorum vetustissim{ldalie, 1910).

¥Eor but one exampl e olassaliyonoaoandSo,if. #32v,FP,4.88y.Pit andi ni s o
93w-94). This song has a syncopated sequence lasting fdyrivesunits ending both form parts. Consecutive
proportions are menti one dPomdriumefd3ly (see RalpMGliffocdiRest,The da P ad
APeemiumodo of Mar Afranslationsandorifical E@munengary (MA thesis for Washington
University, St. Louis, 1980), pp. 284, and are routinely used in much of the Italian repertoire. A typical

example for the use of syncopatidoyr different divisions (.p., .i., .0. and .q.), and contrapuntal proportion
resulting from flagging can be seeninthethpear t v er si on of Intperialseddndgucoff. da Pad o
XCv-XCl |) . Here and for t hreefrersts otfo tdhi csurdves saddad i atn,

which curves back towards it. gemiminimas therefore a flaggeshinima Semdbrevismaidr r ef er s t o a
semi brevis with a st emgmgo itsemibevigvithdtermsimbaethr ddeons. and 0
134 See the discussion Bit on pp. 66 below for a manuscript where stylistic and notational systems do not
necessarily match, and where Italian works are at times notated in a more complex manner than the French ones.
1% See Guillame u f aRewkitezvous(Ox, f . 126 v) o re sdyegte(Ox 57)L @nrttiei n 6 s
possible relationship between these two works see David Fallnvsy (J. M. Dent, London, 1982), pp. 288
For further, even | ater examfpil ®s$u lsB3HM XOE@AIOE)Pp. Fal | ows ,
40.
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Another complication is that dfierarchyi when criteria abound, it is indgble for some
to take precedenarver others.The choice ofdnguage othe adoptionob Fr enchness 6 ¢
be taken as criteaj andarean important element in the distribution of the style. Yet
compositionatechnique places the Latin chanson€mandModA firmly in the Ars
subtilior tradition. The repertory d?it blurs stylistic languages even between the established
French and ltalian traditions, since many of its more complex and technically extravagant
songs are in Italian and some of those with French incipits are very sithjyiée are forced
to search for a hierarchy between single catand their constellations. It can, for example,
be proposed that complex syncopation is higher up iAtseubilior hierarchical ladder

than the verbal language of the setting.

Some criteria can even be misleading. If one considers geographic distribution as a
straightforward signifier of the extent of this phenomenon, one is in danger of not taking into
account the function of this musio different cultural contextsAdaptations of this music
may change its character, meaning and use, as could different relationships between a host
culture and that of the repertame¥eds origin,

A further difficulty is one of intent: it is very alluring to define a search for complexity as
a criterion, as such a concept would allow for different kinds of complexity to cohabitate.
The problem here is that in order to translate such a pofroen musicological convenience
to a useful tool for the understanding of the past, one would have to assume that complexity
was the prime concern of all composers of the time, and that less complicated works are
therefore somehow less worthy, interegtar significant than the complex ones, rather than
simply expressing different things or representing different traditions.

I n choosing criteria for the following dis:
chose to begi n wiriteria arf@d (gorexamieertheé degreerta winichrihay arec
applicable in the larger group of sourcédy remaining criteria have been selected to present
other physical elements that can be gleaned from looking at the surviving musical

manuscripts, and that dduassist the search for suitable and useful stylistic definitions.

136 On the use of Italian and French notational systems see {Jpb&@w.
137See pp. 692 and case study 4, pp. 248 below.
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I O&l O AOE A subtitiolr MandscriptgE

Finding a group of core sources is an essential step in defining the particularities of any
style. In their search, modern scholars aredd to give prominence to both quantity and
exclusivity. These concepts are designed to give a wide base of evidence with which to
work, while avoiding as much as possible outside interference. However, it should always be
keptin mind that neitheraf he s e par amet ers may have been
context. A medieval reader may well have considered a grodps&ubtiliorpieces in the
same manner whether they were compiled separately or as part of a more varied collection.
Quantitymay well have indicated interest in a particular style, but was probably influenced
by problems of availability as much as attitude. In choosing central sources ailsoatethe
mercy of random survival patterns. If we are missing vital informatiermmnay unknowingly
assign misplaced importance to elements considered secondary in the middle ages. The
reappearance (or existence) of an Easimopean source containing German songsrsn
subtilior style may seem to us unlikely. Faced with such gacbbve would have to
reinterpret the role of language in this style, as well as its geographical relevance. Thus, the
analysis of our partial knowledge as the complete set of original facts puts us in danger of
being led away from the historical fact the very application of logic and system. Still,
since we can only work with surviving materials (and to an extent with those we know we
have lost), we have to proceed with this approachitalaeefully and with reservation$Ch
andModA undoubtedly bst combine completeness and exclusivity as far as sunAvsg
subtilior collections go, and are therefore a fitting stadpagnt in the search for definition.

Chis a parchment manuscript containing 64 folidgch include the numberint3-72,
arranged in five fascicles, and containing 112 different works, with one song copied twice.
Its first missing fascicle was removed very close to the time of copying, and replaced (before
the middle of the fifteenth century) by an index and two pietareleax by Baude Cordier.
Plumley and Stone have recently concluded @tatvas most likely copied in or near
Florence between 1408 and 1418 in the cultural orbit of the Pisan Popes, using a number of
exemplars, sometimes more than one for each piecEhis implies that the scribe had an
element of control over his materials, and exercised choice when penning the music. It even

seems that some works were rewritten following the availability of a new exelfiplar.

138 plumley and StoneSodex Chantilly pp. 1434 and 17982.
1391bid. pp. 1445, whereLamech, Juditi{Ch, f. 45) is discussed.
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Current thinking placeslodA both temporally andepgraphically much closer ©h
than previously supposed. The earlier layer (gatheriny§ lis thought to be produced
around 1410, again in connection with the Pisan papacy, and the later layer (gatherings | and
V, dedicated to the works of Matteo der®gia) in the 1420%?° It is still considered possible
that the same hand copied the entire manuscript. Qlikets original first gathering is now
lost, having been removed before the addition of the second layer. It currently contains 104

compositiors on 51 folios.

Both Ch andModA display a preference for secular music in French and a clear interest
in notational creativity. Both contain an unusually large number of compositorial ascriptions,
as well as a large percentage of directly or indirestigicated works. They are linked by 13
concordances, this being the largest number of concordances with a single manuscript for
both sources. The fact that both are missing a fascicle should remind us that we do not

possess complete anthologies.

Currently, all specific dating proposals f@h works (with the exception of the even
earlierDe petit pelby Machaut) are confined to the last third of the fourteenth century, while
in ModA datable workstraddle both sides of 1468 In both sources it is thminority of
songs for which such dating is possible. They cannot therefore be taken as proof for the time
of origin of the source.Va A o6seonn (Chndobfe)hasiaesr Ga c
no specific dating. It is possible that it originatexfore 1400, but both stylistic trends
apparent in it and details of Reyneaubs empl

could easily lead to a later datify.

Texts inModA demonstrate an interest in ecclesiastical and norlteran matters
while still maintaining a link to northern French patrons and poets. Thd3le stow links
with wider WestEuropean circles, and especially with the higher French and Iberian
aristocracy.ModA is also more varied thabh in terms of genre and languages. Put

140 Stone, The Manuscript Modenap. 1089. Music by Matteo is found only in three other fragments:
Parma, NYB andBern. For a theory challenging the unity of these two gatherdng their personal link to
Matteos e e Memel sdor ff, &édWhat 6s i nfhedCapBvie §anilipp.,32140wtherel t s 1 e v i
extensive commentaries ddh andModA appear in Chapters 2 and 3 respectively)

1“1 Eor tables with the datable works@h see StoesseThe CaptiveScribe pp. 436. A table with
speculative dating for songs frddodA can be found in Ston&Yriting Rhythmpp.6970.

192SeeHigini Anglés,6 Gaci an Reyneau am K°nigshof zu B&rcelona
A. Rosenthal (ed.%tudien zur Msikgeschichte: Festschrift fir Guido Adlarm 75. Geburtsta/ienna,
1930, pp. 64-70.
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crudely, it seems that while the two compilers were working in similar contexts, the compiler
of Ch was aiming for Frenchess, while that dflodA only FrancophiliaCh gives the
impression of a collection of interesting foreign music, wNtEA adopts he foreign to fit

a new cultural surrounding.

The relative homogeneity of style found in these sources, the similarities in their content,
and the joint discrepancy between their content and the mainstream indigenous music of their
time and place of origi suggestCh andModA to be specialist collections. This stylistic
selectivity and differentiation must have conveyed meaning in the eyes of the compilers.

This in turn allows us to talk in terms of a more or less unified and acknowledged style.

Viewing Ch andModA in such a way, one can be drawn to defineftsesubtilior
phenomenon as a northern Italian expansion of French practices. The general delight in
complexity (and notational creativity in particular) has then to be seen together with the
Obhernessdé of at b bas Itgrdsyntalyecanseyed status and worth to the
performer, listener and dedicatee all at orfeech a view meshes well with mainstream
scholarship, but it is a gross simplificatiohwo other large reposit@s ofArs subtilior

musicsurvive andgshedadifferent light on the impetus for using apcbmotingthis style.

Cyp is a large collection of music from the Lusignan court of Cyprus. Its 159 parchment
folios are divided up into six sections: newly congmbshants for the offices of St. Hylarion
and St Ane (ff. 1-28); seven Glori&Credo pairs and three additional Gloria (ff-2B); 41
motets, eight of which have French texts (f:%9; 102 Ballades (ff. 3839v); three
inserted leaves containing a Mas&le in four movement (ff. 139¥42); and 21 virelais and
43 rondeaux (mixed, ff. 14B58). The manuscript originated in the court of Janus Il at
Nicosia (14131420), and probably travelled to mainland Europe with his daughter Anne for
her marriage to auis of Savoy in 1434. It was copied by a number of hands, but following a
single plan. There are no compositorial ascriptions, and all the works in it are unique. While
the wider musical context also gives room to simple compositions, the extreme
propationality and synopations found within it affirnits relevance to thArs subtilior

phenomenon?®

143See example4-6, 4-26, 4-28, 4-42, 4-64,
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PR contains 220 works on 122 paper folios (with an additional four modern flyleaves
attached at the rear). The repertory of this source is dividechiet® $ections: the main part
of the manuscript (sectiondl) is thought to have originated in the first decade of the
fifteenth century in Padua or Venice (again, a connection with the Pisan Papacy is likely), the
last section (I1l) was added circa 1438401** Section | contains 102 Italian compositions
from the fourteenth and early fifteenth centuries, with three inserted French songs. Section I
contains 76 French songs, one Flemish ballade, one Italian ballata, and two keyboard
intabulations from theame period. Section Il contains 34 French and one Italian work from
the Dufay period. Ascriptions are very rare, and entirely lacking in section Il which is of
relevance here. 22 out of the 79 French songs in this section have concordancesan either
bothCh andModA. On the whole, the remaining 57 pieces tend to be less extravagant than
the concordances. Still, syncopation is rife, proportibealviouroccurs as a result of
special noteshapes (even though their use is mostly ornamentatjomensural clashes.
There are instances of sght, retrograde and proporti@anorsin compositionsand a clear
interest in polytextual song is manifested by seven of the first twelve works in the French

section having more than one texted vdite.

These two manuscripts reflect a very different attitud&rsosubtiliormusic. PR
presents the French and Italian styles separated, but side by side, promoting a
conceptualisation of the French stykerapresenting a different forofi expression rather
than presenting a b &ythesituationi®mmpietly reverses.olt. Wi tt
originated in a French court presiding over a-Roench population, and can therefore be
seen as an attempt to align itself with its parent culture, and avoigpenseof it as
different, remote or diluted. Neither source demonstrates an interest in notational complexity
for its own sake. Both manuscripts contrast simpler and more complex pieces to a larger
degree than d6h or ModA. Itis already clear thato 6 o sizefits-al | 6 def i ni ti on

suffice.

4-67,4-70, 4-72, 4-78, 4-82t0 4-834 below.
%4 These dates and locations were the basis for an article exchange between Wilkins and Fischer. For its
conclusion and the similarities between their positiondsees c her , O Repl y t o N. E. Wil Kk
145 For proportional behaviour and special nstepes sellercy ou mortf. 84;Adea mon cuerf. 81v; for
mensural clashes s&en vos por meyf. 12v-13; En discort son desiff. 70; examples fostraight, retrgrade
and mensuration canonic compositios Reene sans pef. 68; 1l vient bien f. 63v, andPasserose de biayté.
65v-66 respectively.
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Before considering specific difficulties and stylistic parameters in more detail, a few
words about the scale of tles subtiliorphenomenon are in order. Three out of the four
sources described above ax¢remely rich in concordances. If one accepts them as main
repositories of style, then one has to acknowledge that this repertory has links with scores of
other source$’® Of these linked sources, a number may have originally beendasje
codices dediated to this repertoiré’ and each of them hésrther concordances elsewhere.
There is always the possibility of important sources having disappeared without trace. The
independent tradition found @yp should remind us that other traditions may &lave

existed with no concordances with our chosen group.

Some of these songs must haveDebesgeerfouli ncr edi |
pensesurvives in twelve different musical manuscripts; the anonyrdousa jour la vieand
Ma ¢ h aDe pebditpe in ten (hnoAMachaut) sources eaddy sus vous dormes trgmd
Vai | IPar maindes foys nine copies eacliEn discourt sont Des@ndJe languisn
eight each, and so dff In comparison, such high numbers are unheard of in the Italian
tradition, een though this repertoire benefits from a tradition of creating anthology

manuscripts#°

Chronology

Even in G¢gnther ds or i giAm subtiliotsyléwitmthetperiodn, t he
of the Great Schism was presented as a practical guidelimgh(adpports her association of
the style with Avignon) rather than a clear bort?frThe Schism may have contributed to
the social and cultural context within which this style could thrive, but its temporal

boundaries cannot be seen as absoluteftyoints for preoccupation and interest in this

146 Ch has concordances in 47 manuscriptedA with 40 andPR with 52. Excluding doublings, these
three have concdances in 75 other sources.

147 See p. 74 below.

8 De ce que foul pensgppears irCh, PR, Trém, FP, Str, Pit, CaB (twice), Ghent, Fa, McV andMu. It
is also referred to in the anonymolsctatus de MusicéPenn36, in a tapestry now the Musée des Arts in
Paris, and its text is copied inBm6221% Jour a jourin PR, Str, Trém, Pit, Fa (twice), FP, WolkA , WolkB,
MuEm andLoCot; De petitpeuin Ch, ModA, Trém, FP, SL, Pit, CaB, Ghent, Nur25 andPr; Or sus vous
dormes trogn PR, Str, Pit, Fa, Ghent, L029987, Iv, Copenl7andPadC; Par maintes foys Ch, Str,
Gr/Dart, Bcl/Leclercq, Luc, MUEmM, WolkA , WolkB and a newly identified Latin contrafactumBase(Kir)
(I would like to thank Martin Kirnbaudpr sharing his discovery with me prior to its publica)icEn discortin
PR, Str, Fa, Ut, MUEm, Bux, Vien5094andWarsaw8054 Je languisn Pr, Str, Pit, FP, Pr, Ghent, Basel
Parma. See also Strohmdés notion of an internatdional re
9, and case study 4, pp. 248 below.

199 5ee Cuthberflrecento Fragmentp. 6470.

see G¢nther, o6D&s Ended, pp. 116
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music. A quick examination of manuscripts which hold concordancesOhitModA and

PR shows greater continuity as they are to be found in sources ranging from the 1360s to the
1430s, and presented side by sidén both earlier and later works! The possible dating of
Matteo d&rePdsolbijioadg 26 can place evenofsome of
the repertoire beyon d®ant@der$ampdsisonsisschdse mpor a l
Ma ¢ h aDe peditpe andDe toutes flours o r  VRamé doacented@oulz amigto

which the date 1369 is appended in the manusaevgt® considered suitable for inclusion in

Ch andModA even without a modernising fourth voice.

Such potential expansion of the tempdiraits of Ars subtiliorrelevance can easily
accommodate generational and stylistic change within it. It may, therefore, call for the
creation of subdivisions in our understanding of the style. These could centre on
geographical affiliation, specifitnhes or events which linked individuals to one another, or

the different functions the music was created to ftifil.

Many manuscripts do not limit themselves to newly composed works: a source such as
Str offered musical products spanning a century of amsitpn. One should therefore
guestion whether the appearance of a work in any given source is due ttoHdaie
relevance at the time of the manuscriptds cr
Distribution patterns and exemplar avhilday may well have blurred the place and date of
origin of many works. It is likely that many scribes did not know where and when the pieces
they copied originated. Acknowledging this, we may want to question the relevance of our
abilitytodiscernaengés age and provenance for a compi
Interpreting the selection offered by each source could then follow musical interest in the

case of more specialised collections, or pure availability in less homogeneous ones. Either

*LForIv (one concordance witBh and one wittPR) s ee Ge¢nt her, O6Pr-8ikdrlems of d
Kugle, The Manuscript Ivrea, Biblioteca Capitolare 11Studies in the Transmission and Composition of Ars
Nova Polyphonyin MS Ixix (Ottawa: Institute of Medieval Music, 199pp. 467 and 759. For Ox (two
concordances witlh, one of which can also be foundModA, and other links with thérs subtilior) see
Fallows,Oxford pp.192 0; Pl uml ey and SSomgsb6éoCordierbs Picture
132 5ee StoneThe Manuscript Modengp. 1017.
133 Geographic divisions could, for example, separate between works written in France for French audiences
and those written elsewre for other audiences; important locations or points in time may include the musical
meeting offered by the wedding of Jean de Berry and Jeanne de Boulogne in 1389, @ntipbogment of
Johannes Symonis dit Hasprois and Johannes Haucourt in thepapal at Avignon between 1393 and 1403,
see pp. 96 and 8brespectively. Different cultural functions can separate betwessubtilioras the
dominant style at the time and place it is written, or its use to denote otherness, or between publi@naffici
private use. For Apel déds subdivision on stylistic gro
6Probl ems of Datingé6.
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the enire available repertoire was included (under certain guidelines), or the act of selection

and copying denotes relevance, however distant the original context of a work.

Notation

Notational complications have always been of prime importance in discus§ithris
style!** One would expect, therefore, to find a notational emphasis in all, or at least most, of
the sources containing it. While it was obviously important in the eyes of some composers
and compilers>® even the place of this central element isa®clearcut when considering a

wider selection of manuscripts.

Al ready i n the 0Arspsubtilrtonecan find warks ip whiclotheryt h e
lack of notational signification of their complexity is a central element of their
presentatiod>® Most works do not inhabit one extreme or the other, using special note
shapes moderately if at all, and in an unambiguous manner. In these works, the notational
use can be seen as pragmatic and unrelated to their expressive content. A functialeal attitu
is embodied by the notational habits founyp, where any nosstandard proportional use

is marked by a mensuration sign and explained in a Gastmction®’

Some of the concordant sources demonstrate an altogether differentGlesd,
Ghent113 theadded French layers BP,**® or the newly rediscoveredParis fragment!*°

See Ge¢nt her, 6-Dans theEranthkdby Lugwig.and Afdebpp-28nd 312 above.
1% gee, for example, bar i e Kohl er, o6Subtilitas in Musicad; Jaso.
Stone-Reb6Bekfve Songsb.
% This is the case in most canonic compositions with relativly extreme examples being (attr.) Johannes
Ci c o hdray@uwssoley(Luc f. LXXXIII); Il vient bien(PR, f.63v), andPasserose de biaute pure et fine
(Pit,f. 262 5v ) . I't is also relevant in the uSieonagyfgistnot at i ot
(Chf . 31v),; Cor ¥eaialmipaswrigModat IBr) o0b6asnd Bart holAteneus de Bo
psallentefModA f. 37v). See pp. 1890 below.
'"1n this source, red coloration is regarded as a mensuration shift in which augmentation and diminution
rules apply. Interpreting proportion changes marked by fragsemiminimeblack, binary ones or red ternary
ones appear in 85 works) and indicatorsedgquitertialdragnee, regular or flagged, and) is taken for
granted. Special instructions appear to convey proportiord p8/1, 4/1, 3/2, 5/2, 712, 2/3, 4/3, 5/3, 7/3, 8/3,
10/3, 3/4, 9/6 and 9/8, with up to eleven of these used in one piece (SedfiRibelow).
%8 The second to the fifth layers of addition contain 27 songs, all but one are French and 18 are transmitted
textless. The first of these layers was added soon after the completion of the main corpus of the manuscript
(around 140Pand contains 13 of the most widely distributed works of the fourteenth century. The next layer,
added in the first two decades of thé"t®&ntury, contains 10 works: twmicacopied into the main body of the
manuscript, and eight copied in the endhaf source as a separate fascicle. This second group contains one
unica one work by Bartolino da Padova, and six songs concordan@Witbr all but two of which this is the
only concordant source. The next layer consistoof) tempdy Antonio da Cridale (added also touc after
1420). The final layer (copied between 1430 and 1450) consists of three textless woukéc@are by
Dufay (also inOx andBol2216 and one by Cesaris (also%tr) to whom songs are ascribed als&im
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are all notated in the simplest, most traditional way possible, using the most straightforward
means available. At times, even normalorationis avoided, even when the musiatated
is complex and would be made more readable by its inclusion, or where more florid means

are used in concordances.

Pit raises questions about what should be considered special, as well as about the division
between notational systems. 14 of then@B8ks with French incipits also appearGh,
ModA or PR, providing a substantial link with th&rs subtiliorrepertory*®® Still, the vast
majority of the French works in this source do not present any special notational usage. The
picture is rendered me complicated by the rest of the music in this source: only 34 of the
161 Italian songs on offer (as well as the Benedicamus of the five mass movements) are
notated in the purely Italian system. The rest of the Italian repertoire, notated in the French
style, makes use afemiminiméflagged in both directionsfiragnmae; void notation;
leftwardslower-flaggeddragmae; rightwardsdoubleflaggeddragmae; and different
mensural combinations to mirror changes of division in the Italian sy§teNone of these

shapes are explained, but they are all easily understandable from their context.

Even the meanings of the basic notational tools do not seem to have beeh Stdble
example, swaps the interpretation of full and vaatbration assigningsesquiterta to the
former, anchemioliat o t he | atter. Even within the o6fo
used to show the same effect that it seems that at least for some composers the creation of a

personal, individual notational style was a part of theift*®?

19SeeEverist A Newly Discovered Sourcedéd and pp. 237 bel oy
deeply for allowing me to see his article and discuss this source prior to the publication of his discovery.

180 All but four of the French songs are transmitted with onljnaipit. Of the four texted songs, two are
by composers heavily represented in this source by their Italian output (Francesco Landini and Paolo da
Firenze).

181 Semiminimeccur in 77 of the 127 works, and denote a binary or tertiary division ofitiiena 15
works contain both kinds afeminimimeadding a proportional element to that of the special-sbépe.
Interestingly, the direction of flagging is constant within each layer of the manuscript, but contradictory in
comparison to the otheDragmaeare used instead of coloration. Void notation is used when coloration on the
brevislevel is required, but also to signiggsquialteran a C mensural context, and once (ff. 788) to signify
dupla A void semibrevizan also signify two out of a growgh threesemiminime Leftwardslower-flagged
dragmaestand for dottedninime and rightwardsloubleflaggeddragmee are used in the same way as a void
semibrevigo denote two out of a group of threemiminime When only O and C appear they are usetthén
normal fashion, but C can also stand foiin which case is used to signify the standard meaning of C. The
four mass movements and the song which is inserted between them (fL3BAwse the traditional O and C
signs to signifyempus but with the rarer addition of two or three dots to sigmifglatio.

1821 would like to thank Karin Paulsmeier, who encouraged me to think in this direction in conversations
concerning a large group of composef®r the data on which this notion is based saarkPaulsmeier,
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The varying attitudes towards the use of notational complexities, coupled with the
wholesale borrowings of notational elements between the Italian and French systems (when
notating music of either style), seem to indicate a fluidity of notatigemioach'®® It should
remind us that though the translation of tiométs and their division into visual signs was
very important to some composers and compilers, it cannot be seen as a universal, all
encompassing prerogative of tAes subtilioras a whole The lack of it cannot bar a piece

from being considered as part of this style.

Even in works where notation and visuality take cestage, the meaning and impetus
for use of these technigues may noestshhat di r ec
many visual innovations were the resafian intellectual attempt to express scientific
concepts through music, and can therefore be seen addtencers rather than trend
setters-®* Our growing understanding of the role of the visual in moimtechniques and
memorybased culture suggests that encoding music with visual information may be seen as a
practicalaide-memoireakin to those used for the internalisation of téXtsThe typicallyArs
subtilior transposition of visual elements fromtials and marginalia into the music itself can
be seen in this |Iight, making a songb6s conte
a specific, welpresented source. The same shift in the position of visuality can also mark an
06 kcnr 0 wd 6 enhamak the status of composers, performers and patrons involved with this
music also when it is not performed. Visuality was of course used also expressively, but it

seems that a purely musical view of this phenomenon may not be t&fable.

Style

The caegory of style is very large, as standard definitions of style routinely include
harmonic and melodic behaviour, compositional techniques (such as imitation and sequence),

and so on. As these parameters of style will be considef@dapter4 below, | wil limit

Notationskundé, Die Notation des spaten 12. bis 14. Jahrhundgaghcoming). For the specific case of
Senleches see Jason Stoessel, 6Symbolic Innovationé.
183 For a short description of the two systems and their interaction irgsbtilior (including the
assertion that special nesbapes are essentially Italian and mensurations changes are essentially French in
character), see Anne StoWgriting Rhythmpp 188208. For more practical links as regarding proportional
behaviour, se Paulsmeief\otationskunde
184 See TanayMusic in the Age of Ockhamiotating Music, Marking Culture 6 AiNos Faysoms Cont
Natureéeobd.
185 For the application of such techniques for the memorisation of texts see Mary CarittibeBsok of
Memory: A Stug of Memory in Medieval Cultugsecond edition: Cambridge, 2008), p. 100 among many
others. For memory in music see BuBsrger,Medieval Music and the Art of Memory
®see Uri Smilansky, O6A Labyrinth of Sypalke6ul Paged, F
HMS xxi (forthcoming) and pp. 1890, 1957, 2256 and 2889 below.
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myself here to the parameters Glnther used when coining thétsrsabtilior, namely
crossrhythms (i.e. proportions) and syncopation. Gunther did not give exact guidelines to
the nature, extent or complexity of proportion and syncopation seegefor affiliation with

her new term. For both parameters, the question of degree leads on to that of uniqueness.

With syncopation, a single shift brevisunit can be found in a number Afs nova
works. Expanding thArs subtiliorto include evey piece which includes this technique

at®’ Machaut also used more extensive and

would leave very little room for a matukes nov
complex syncopation®ftenironed out in the Schrade edition), as do the works of his Italian
contemporarie$®® It seems thain order to separatérs subtiliorsyncopation from the rest,

one has either to require a minimum length, or the use of composite syncopation.

As with notational complexities, the lack of syncopation cannot exclude a piece from the
Ars subtiliorrepertory as some sources strip works of their syncopafihsore tellingly,
some works irCh which are regularly referred to as personifyingAlne subtiliormake very
sparse use of this technique, if at'4fl.Assigning a minimum length or degree of comphexit
will only increase the size of this group. Finally, phrases which sound to us syncopated do

not necessarily use the medieval syncopation techique.

Proportional usage seems to create a clearer separation betwAenghbtiliorand
earlier styles, bt here too one should remember the use of {acgée consecutive
proportions in earlier motgenors, and the use of both organisational and divisional
proportions in the ltalian systet? Separation betweefrs subtiliorand later styles is even
harder,as proportional signs and relationships were used throughout the fifteenth century and

67 See pp. 174 and 290 below.

188 See, for example, the tripluni Bose lizorintempsverdurewhich ends with fousemibreveslisplaced
by aminimapause in a context (while the other voices operate in O), For Italian examples see fobd3ote
above.

%9 The version ofle languisin Str (f. 67v) breaks down into smaller rhythmical units all but one of the
many syncopatiain this song.

170 See for instance the B sectionfafmeux fumeeproduced as exampde23 below, or Matheus de Sancto
Joharste @nnce nodéES/nul annemi

"1 See, for exampldluis que je sui fumeuiCh, f. 34v) ex. 4-68 and ex4-70and discussion dfaynour
p. 176 below.

Eor motet tenors see, Firnissimefidaninpdesto,san@eatrinitas ppe de Vit
Alleluya Benedictusr Anne Walte s Robertson, 6Which Vitry? The Witness
Roman de Fauvél, i n Dol o Heasng theMotetOxidrd 1D97), pp. 531, esp. 5. For
proportions in the Italian system sge57, esp. footnoté33above. Footnot&é68above shows a polymensural
example also in Machaut.
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beyond,occasionally alsin ways very similar té\rs subtiliorusage. Sometimes,
proportional use seems to be a continuatioArsfsubtiliorpractices, but mostly mustbe

considered unrelated®

Urtext and realisation

Modern historical musicologyasbeenmuch preoccupied with ideas of compositional
authenticity and correctness. This, coupl ed
genius in Western cultureed to the concept of Urtext. Performers and audiences want to be
presented with a standardised final product which they can rely upon and recognise from one
performance to the next :totheddmposensource & setected,g | e,
or a conflation of all available sources is undertaken, the edition claims to present the best

possible version of any given'piece, mirrori

Fr om Ma Yo Biu(whétker it is read as autobiographical or not), we can sarmi
that some composers did attempt to contrerémnoved performances of their music, but it is
hard to judge the degree of success of this involveM@rthe more general relationship
between written work and its realisation seems to have been vemngdiffélo begin with,
the role of memory in performance (and transmission) was much more central, and from the
poetic and corrective freedoms undertaken by compilers and copyists, it seems that they
considered themselves a legitimate part of the creatoeeps.’® The famous proclamation
t hatt, sthoul d not be that theorists cannot nof

Tractatus figurarum al so signi fies Berformersoé indepen

13 See footnotd 35above, or for further removed usages, see the proportions foundreith@l3or the
propori on and syncopation techniqgque used by John Bal dwin
174 Admittedly, medieval music is slightly less prone to this fashion due to the common occurrence of
widely varying versions of the same work. See, f@maple, Hendrik Van der Werf and Gerald A. Bomtle
Extant Troubadour Melodies: Transcriptions and Essays for Performers and Sciidéentsester, New York
1984) where all surviving versions are presented side by side.
17> See Daniel LeecWilkinson (ed.) ad R. Barton Palmer (transGuillaume de Machaut, Le Livre dou
Voir Dit (The Book of the True Poetf@arland Publishing, New York, 1998), Letter (p. 1224) concerning
the performance and instrumentation adequat®lésrque on porroit This song islao discussed in Ardis
Butterfield, o6The Art ofNe&Repeud ®EMp: (2008)iph 2462. 6s Bal | ad
% For the use of memory see Buserger,Medieval music and the Art of Memorkor attitudes towards
scribal involvementee St . Bonaventurads quadrupl e dementarunron of boc
at http://www.franciscararchive.org/bonaventura/opera/bon01014.himere I.Quaracci Opera Omnia
S.Bonaventurai (Rome, 1882), pp. 18 are faced with a literal English translation.
"7 See Schreufractatus Figurarumpp. 723. Texts which discuss performance practice are also
instructive in this regard. One particularly relevaraenp | e i s Mat heusArapastiBannat o Joha
T Nunc surgunfOH, ff. 111+112), which chides singers who multiply their notes when performing in front of
an important dignitary. Seéndrew Hughes and Margaret Bgptls) The Old Hall ManuscriptCMM, xlvi
(American Institute of Musicology,9691973, vol. i, pp. 41923 and vol iii, pp. 43}.
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As already noted abovef60, 62-3), theArs subtiliorrepeatoire is blessed with multiple
concordances. Versions found in the different sources can vary greatly. Some sources show
very little interest in texts. Different sources use different notational means for essentially the
same music, and the number ofces and their identity may also chariffe Smallerscale
changes in melodic and rhythmic behaviour are very common. These variations can
sometimes (in the case of texting or notatiechnique) indicate what was considered
essential and what superfluoas Jeast in some specific contexts. At other times they may
well be accidental and a result of the quality, availability and circulation of exemplars.

Two groups of concordances stand out as inherently different from the kind of variance
described abovyenamely intabulations and adaptations. Both these groups can be seen as
detached from thArs subtiliortradition on the one hand, and as evidence of its widespread
allure and distribution on the other. Virtuosic intabulations for workdhpModA andPR
can be found ifra, Bux andPR itself. Their virtuosity and use of special nsteapes should
not obscure the fact that musically they are simplificatimrtheir originals:’® The most
i mportant coll ections of adaoewrdWVakfé,sandc ar e C
WolkB) andPr. Oswald, who through his official travels and contact with the Emperor was
exposed to a wide cultural fieidnc | udi ng Benedict Xl 1 18&ds Avign
texts to existing melodic materials, treating a melodgéyolins in the same way he
reworked a tenor by Binchoigr contains reduced, standardised, simplified and textless
versions of known songs in a npresentational context which hints at a more functional
kind of usageé® In both kinds of reworking thehoice of pieces demonstrates their

popularity and distribution, but as the final outcomes and their probable new function was so

18 For attitudes to text see pp.-43136 and 194 below. For a comparison of the notation of
concordances betwe&h andModA see Annette Bowel)ntersudiung der Notation von elf Kompositionen im
Repertoire der "ars subtilior* ausgehend von den Konkordanzen der Manuskripte Modena, Biblioteca Estense,
alpha.M.5,24 (olim lat. 568) (Mod) und Chantilly, Musée Condé 1047 (@pJomarbeit for the Schola
Cantoum Basiliensis, Basel, 2001). The most common vdiserepancies concern the addition or exclusion
of a fourth voice (for exampld | 6 a r mehy Grimade appears with four partsGh but in three parts in
PR. See also case study 4, pp. Z48bdow), but many other variants appear: all but the first songrimre
transmitted with two voi ce Bepetihpeyhichbag three veiesi@hands uc h as
four inModA. F r a n c DesNaruissuigontains a different contratenor@h and inPit andPR. Matteo da
Perugiads new contrat enor Medd andRasmafdd & new voicestd aitwoayt c o mp o s i
composition or replace an existing voiceveR the unique contratenors foundMiachE can be included in this
groy. For changes in modal configurations see pp-6.2dd 1467 below.

179 Fa supplies us with the closest examples in musical practice for the shapes describ&daotéties
figurarum but it also simplifies the works included in it, and uniformly redutem to two voices.

80 The adherence to fublack Frenckstyle notation with writterout mensural indition ( mi, ma, i
mi and i ma added before the beginnings of the cantus lines) also indicates that the compiler tried keeping
things as simple as possible. A similar kind of reduction can be fouvidlin but as that source offers only
one song cogid into the margin, it is harder to discern the contextual purpose of presenting it in this way.
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far removed from the worksd original context

tradition.

One further form of variadn can lead to the consideration of more rather than fewer
materials as relevant to tles subtiliorphenomenon, namely ornamentation. We have very

few examples of extensive ornamentation, but those we do possess are rather startling.

ModA ff. 23v-25 mntains a Credo by Zachara. This work survives in five other sources,
but only in this version is the cantus ornamented in what can only be tAmnedbtilior
style!® Str, f. 24 contained an outstanding version of Mokmsis tout dous visrtitled
Mol e n d i n u m'®dThe cantus af thidpiece is written twice, with different ornaments
each time. The first ruthrough uses binary division, the second a ternary division. The
tenor and contratenor parts are presumably to be added to either (¢eadpehoth) of
these versions, creating the possibility of a constant mensural coSintiminimend

flaggeddragnae are used, as well as diminished notafith.

It is tantalising to think that such habits may have been widespread. If any retigious
secular work could receive such treatment (perhaps not even confined to the cantus part), it
would potentially enable amyrs novawork to be transformed into what audibly fits into the
Ars subtiliorcategory. If we accept that a medieval listener wibuot think of ornamentation
as changing the essence of a piece, this could explain the appearance of simpler or older
worksinthed f or mat iofe nmpprnauwspcd i pts: they can al ways
is deemed appropriat&® It would make thee pieces notated withrs subtiliorrhythms
different in three ways from those which were not. These inclusions could have ereated

specificcompositionaintention (which might thenot be followed in performancd)ring to

81See ex4-49and4-50b e | o w. A full transcription can be founc
Trad i t i o n&l. The five oth& concordances B®@v, Gr/Dart, PadD, Warsaw378andQ15.
pjiscussion of this source are always tentative, du

study and partial copy undertaken by Coussemaker in 1B6&.manuscript itself was destroyed by fire in
1870. See Charles van den Borrdesmanuscrit musical M. 222 C. 22 de la Bibliothéque de Strasbourg (XVe
siecle) bralé erl870, et reconstitué d'apres une copie partielle d'Edmond de Coussgivateerp, 124).
BAs no text survives i n iCistangpsng imthikkeofttdssiersiongsy of t hi s
instrumental in conception. This would make it even more interesting, as it will be the earliest instrumental
version surviving to be written out consecutive voices chansstyle rather than in score, therefore possibly
indicating ensemble performance.

See Stone, 6Glimpses of an Unwritten Traditiond.
difficult to train oneself to incorporatesquialtera, sesquitertia or even sesquiquarta proportions when
ornamenting simpler |ines. Genuinely improvised exa

where, if anything, ornamentation was kept under control for the sake of the recording
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a piece such a level of lifulty that would probably not be spontaneously improvigedr

been inserted for some other, Aexchnical purposes, be it structural, visual or expressive.
There will stildl be scope for discussion of
this difference is analytic, and in many cases makes no audible or notational difference.

2-1. Heinricus Hessman de Argentoratostella pig Str, f. 73v, breve22-5
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2-2. Heinricus Hessman de ArgentoratoStella pig Str, f. 73v, breves34-71
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A group of pieces fronstr can act as an example hereEnn terra(Heinricus
Hesseman, ff. 3082), aSanctus/Agnu@enricus de Libro Castro, f. 37v), andella pia
est Maria(Heinricus Hessmann de Argentorato, f. 73v). These works all present simple
lower voices with a more florid cantus which makes use of special note shapes to denote half
minimeandsesquitertigproportion*®’ Stella piain particular hagn improvisatory quality to

its cantus. One can well imagine a simpler underlying structure which is embellished with

18 Jazz or the classicédian traditions demonstrate the high level of complexity attainable in both
personal and ensembdgiented improvisation, weakening this interpretation.
181 both these examples, the small staves show my simplification ofrihesaaelody Here andri the
following examplesthe brevesndicated follow the numbesf brevisunits from the beginning of thtenor
voice, also when combinations of mensurations are used.
87 Note-shapes are not standardised, with flagdemaeoftenrepresenting halfninimeand flagged
minimerepresentingesquitertigproportion, contrary to the prevailing usage. It is hard to determine whether
the inconsistencies and ambiguitieStnar e due t o the original scyngbe, his
or all three. From the amount of corrections and mistakes in the surviving copy, it seems Coussemaker was not
a particularly reliable copyist.

72



sometimes proportional ornaments (X and2-2). If this is so, neither the sgal note

shapes nor the rhythms they produce have much to do with inbuilt compféxity.

Style, text and language

The link betweer\rs subtiliorand Frenchness was always considered central to the
style!®® On closer inspection though, a substantial nurobexamples do not fit easily with
this assertion. While most of tiAes subtiliorrepertoire comes with French texts, Latin
features heavily already in secular compositiorthé® f or mati ve gr o'¥po6 of
Even without the possibility of ornamition, motets, liturgical and seifiturgical Latin
pieces inArs subtiliorstyle make up a substantial number, whether they are newly composed
or contrafactad? The piece whose music and notation is most easily taf§gesubtiliorin
Str is in Italian®? Even in primarily French collections likex one carfind works in Italian
which include harmonic and rhythmic progression typical of this $¥l&s has been
already mentionedhe use of French notation with special relb@apes or mensuian
changedor Italian music wa widespread® Some sources contain some Frestfle songs
in Germanic language€® All this seems to indicate a growing independence between style,
notation and language, at least as far as local occurrences are concernedafgesteasl

trend.

A further weakening of the tie betwe@ns subtiliormusic and the French language can

be seen in texting patterns of the French works themselves. EMenii, the scribe of the

18 Such habits can fit in well with improvisation of dance music. Instrumental performance of this piece
has indeed all the characteristics db@ssa dansa

89 For the early modern affiliation see pp-2&bove. A medieval example of this notion can be seen in
the works of composers who composed in both French and Italian such as Ciconia and Antonelldala Case

9 Three inCh, eight inModA. | do not know of any secular piece in Latin notated in the Italian system.
Even when Zachar da Teramo uses Latin or Ligitmtexts, he uses the French notational system.

191 5ee, for example, the content@jfp describel on pp. 61 above or the discussion of religious genres in
figurr 4-1 and pp. 1280 below.

192The cantus part dde bon paroleby Nucella tr, f. 86v) includes frequent standard and proportional
mensuration changes (C, O andre combined ansesquialterasesquitertisandsubsesquitertiare used)as
well as flaggd minime dragmae, doubleflaggeddragmaeand void notation (including voisemibrevisnaior
and voiddragmag. The tenor and contratenor are not complex in their notation, but they join in with the cantus
on some protracted and rather complicated syrt@opsm noralignedbreves units (even when they are the same
length), and so on. A section of this song is transcribed as@. &orPit see p. 66 above. All the Italian
anthologies (apart frofRoss) follow suit to some degree.

19 5ee, forexamplerPe posi t us | Boichii e nl $ i(fseédv3, mmseatidns of thisareproduced
in ex.4-36 and4-40 below.

1% See p. 66 above.

1% Wwith partial texting (sometimes incipits only), fragmentary searand corrupt spellings, it is sometimes
hard to distinguish between medieval German, Flemish and English. Sources with such materialBR)clude
Str, Ghent, Lei andUt.
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older layer seems to have been uninterested in indidatmginderlay, and did not usually
transmit residual stanza¥ Many sources do not transmit any text for the majority of their
French works, and such transmission occurs more sporadically in many others. This can be
regarded either as a problem in thewlation of the materials, or as a sign of at least an
occasional tendency to favour music over t€tThis is interesting, as the discarding of the
French text detracts from the otherness of this music, and thus changes its possible
relationship with 6 host culture. The separate interest created by text and music is apparent
also in noAmusical circulation of chanson texts. A number of suchdakt collections

offer concordances drs subtiliorsong*®® Again, nonFrench interest in both French tex

and Frenckstyle music in this period seems widespread, but the specific linking of the two in

practice was not a prerequisite.

Physical context

One can separate the sources with tiesrsosubtiliormusic into four categories:
dedicated manuscriptsylered manuscripts; mixed manuscripts; and musical additions to

primarily textual sources.

Compl ete, dedicated manuscripts such as th
comprise the minority of sources surviving. Even the inclusion of the eMaehaut
manuscripts and two Wolkenstein collections, which have concordanceShyihodA and
PR, do not change this pictut&’ Concordances also appear with manuscripts dedicated to
Italian music, but their main repertoire is not relevant here. Theaeship with collections
of motets and Massovements is more ambiguotf8. The contents of some fragments
sugges that we may be missing further dedicafad subtiliorcollections. Potential
candidates includBarma, Ut, Bol596, CaB, Paris, Bern, Ghent, Bud andpossiblyAutun,
andBernA421.%*

1% See StoneThe Manuscript Modengp. 4243.

97widespread textless transmigssocan be found iRit, FP, Pr, Ghent, Bud, and more sporadic textless
copying inStr, Ut, ModA, Iv. The idea of textless circulation would be interesting in itself.

19 Amb*, Desch* JP*, Lon*, MachM* , Pn6221* Penn* Tul0*, Visconti*, andWm*. See Plumig,
060Crossing Borderlinesd.

199 For Machaut sedachA, MachB, MachC, MachE, MachF, MachG, MachK , Vg, PeandPm; for
Oswald, se&VolkA andWolkB.

20 Relevant Italian collections a&xg, SL, Lo29987 motet collections ar&rém, Iv, probablylLei342a
and collectbns of masses adpt, Q15, Gr/Dart . For a discussion of genre and the role of sacred music in this
style see pp. 118 and 12830 below.

1 The single surviving bifolio oParma for example is foliated 233 and 242 hinting at the extent of the
loss. It isof course possible that these manuscripts originally had substantial sections dedicated to other

74



It is common fomanuscripts to be copied in a succession of diffdegetrs. Clear
examples relevant to ths subtiliorareFP andPit, where relevant layers appear as a
unit2%? These sources (as well as manthers) also display a much more integrated layering,
with relevant works added in lefiver space&’® Ox andStr haveArs subtiliorrepertoireas

part of their older layer, to which much was added ffer.

Manuscripts containing a mixture of styles pegticularly interesting as they hint at a
peaceful coexistence. With the exceptiofPB where the separation is relatively strict,
these sources tend to be a bit more eclectic in their content and ordering. TheseBiolude
Luc, Breslau, Cam5943 PadA, PadB andPadC. In these sources one can find a seemingly
unordered mix of Mass movements, motets, Itafigthe composition andrs subtilior

works?%®

The last group of manuscrgare those in which musical insertions are added to primarily
textualmanuscripts. Inserti@may be of immediate relevance to the text that surrounds
them, as in the cas®fBerk andOx842where songs are added to mtigieory treatises.

Many other cases involve seemingly random insertions of a small number of worksireith
the margins or on a single I€3f. These are not necessarily unplanned afterthoughts, as the
famous harghaped version dfa harpe de melodim Chic (f. 10) can attest®” As further
examples of surprising insertions of musical representation,aonalso append to this group
musical appearances in ntextual circumstances. These would include the fresco depiction

of southerAFrench or Aragonese Mass music in the church oh&éden in Brittany?°®

repertoires. They are mentioned here as their remains consist wholly of'latentdry Frenctstyle chansons.
To this list one can add manuscripts wheeeknow (more or less) what we lost suctBaisandTrém, even
though their contents were mixed.

22Ep, ff. 101w109; Pit, ff. 120+127. PR can also be included here, it having an even stricter separation
of layers. The layers &P are detailed in footrte 158above.

‘S gee alsdrém, MUEm, SL, Iv, Ghent133 Nur9, the first section oblt, or to a lesser extehb29987.

Mgstri s particularly interesting as the music contain
l ayerd i s taken her e-blalsnotationgeven thaughrsich a divisiontwill puha wiork byf u | |
Dufay (f. 108) in the earlier layer, and one by Cesaris (f. 115) in the later.

2 The last five surviving pieces in the Oxford parfPafdA are an anonymous, unique, textless, possibly
fragmentarySones ces nachares apertmiefibwed by a uniqué&anctusdy Barbitonsorisbonna so6i 6t 6, f a
by Landini,Ma fin est mon commencemégtMachaut, an&us une fontainky Ciconia.

2% gee, for exanlp, Vorau, Melk, or LPR.

“’See Til man Seebass, 6The Visualisation of Music Th
Me di aev al SthnlepBoorman (ed.jtudies in the Performance of Late Medieval M¢Sambridge,

1983), ppl19-34, esp. pp27-30.

5ee Ursula G¢gnther, 6Les anges musicienkeset | a mes
sources en musicolog{#980), pp. 1094 36 and O6Unusual Phenomena i-n the Tre
Century Pol yNDyoowii (€984 ps 87108, esp. pp. 10709.
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the tapestry referring tbe ce que foul pense the Musée des Arts in Paris, and the (now

lost) bejewelled embroidery ddadame je suis plus joyeuixn Char |l es dB8°0Or | eané

Genre, setting and register

In sources where systematic organisation is apparent, genre is often used as a tool in the
ordering of pieces. This is most clearly showiCiyp,”*°but is also evident i€h where the
songs are clearlgeparated from the motets.

The distribution of forms in the rest of t|
towards secular musicrimarily for the balladé* This is borne out also in secular
insertions in motet collections. The disruption of the planned generic unity of these sources
shows that the full use of available space was more important than organisational generic
considertions?*? The generic unity of collections of liturgical repertoifef for example)
is due to practical reasons, and does not therefore demonstrate cultural preferences. The
fragmentary state of most other sources makes exact counting impossible.

Even & the time of coining the terr@rs subtilior, Glnther noticed that the division
between sacred and secular is not only generic but also st§fifsi@eping in mind the
degree of mixing of genres described above, the possibility of ornamentation, and
biographical evidence ofrs subtiliorcomposers, | believe the two groups are harder to

separate than they first appé4r.It is clear that the function of secular and of liturgical

YSee Seebass, 6The Visualisation ofoMAsBhcdpCharR@&sse
d6Orl eans, Fortunes Stabil nes: -Jodmn(eds)drbeKingisQuaiiandi n Li nn
Other Prison Bemg(Kalamazoo, Michigan: Medieval Institute Publications, 20@%0 available at
http://www.lib.rochester.edu/camelot/teams/fsintro.htm#iddtnote 7. The 1414 payment tbe attire (276
pounds, seven shillings, six pertoeirnoig included the purchase of 960 pearls, 568 of which were used for the
music of the song with four pearls used for each note (142 notes in all).

“0gee p. 61 above.

#1LCh offers 71 ballades, 17 ronaiex, 13 motets and Adrelais; ModA offers 33 ballades, 12 vireki
nine rondeaux, four ballatas, two madrigals, two canonic works, two motets, three Mass movements, one caccia,
and one hymn in fasciclesIV, and eight Mass movements, eight rondeaaxeavirelais, three ballades, three
contratenors (two for ballatas, one for a rondeaux), three motets, two ballatas, and one unidentified fragment in
fascicles I/V;PR has two ballades and one virelai inserted into the Itakmtion, and 41 ballades3 firelais,
eight rondeaux, two intabulations and one ballata in the French. Seedfitjlr&ow.

%12 Concordances identify the forms of 27 out of the 35 songs copiedr@. Of these, 20 are ballades,
six rondeaux and onereiai. The slightly earlielv (probably from the early 1360s) is an exception here: from
the 16 complete secular additions to this source (two enigmatic textless additions on ff. 54v and 65 which make
use of special notshapes and consequerdlysquitetia proportion are not counted here), six are rondeaux, five
virelais, and five are canonic compositions. No ballades appear.

5ee G¢gnther, o6Das Ende6, p. 116.

ZFor ornamentation seep.-21 above:; for composerso bi edbaophi c | in
esp. pp. 8&0.
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works was very differerit as were the mindset of both performers and lisgnbut the

overriding cultural contexts would stay intimately linked. In many cases it seems that

composers saw it more appropriate to explore structural, contrapuntal and contrastive forms

of complexity in religious compositions, leaving technical aaspnal expression to their

secular work, but even here exceptions abound. Matteo da Perugia had no qualms about
composing Mass settings in the style of his chan8b=sd five songs ilCh use isorhythm,

a technique closely associated with the motet tepersince the earlrs nova The by
thencenturiesold tradition of combining secular and sacred texts in motets, and Zachara da
Teramobébs habit of reworking materials from h
vice-versa seem to indicate at $ahe possibility of an intimate link, and of stylistic

equivalence between the two groups.

Similar subtendencies concerning melodic and structural complexityatsarbe
discerned within the secular forms. On the whole, the ballade form seemed bebave
chosen for writing more complex music, but this is in no way universal. Of the other two
French forms, virelais tend to display greater proportional complexity, while all isorhythmic
songs use the rondeau foffi. The fact that we can only discermtencies may suggest that
the choice of genre, and the genreds | ink wi
it was so, these expectations could then be confounded in order to attract specific attention
and create more complex mearsAY

Onecan see a similar pattern when examining the distribution of the number of voices of
a piece in relation to its genf&. In Cyp, all but one ballade are written in three parts. Four
virelaisand eight rondeaux are written in two voices, one rondeawhagérts'® The two
part works tend to be simpler, but again, not univers#ilynour s me di t (fquéi | n
150) includesemiminimedragnae, and flaggeedragnae (resulting insesquitertia

proportion), as well as some syncopatiénu i n @rarainpliede \waie joigf. 152v) is

#5g5ee p. 129 below.

% For the distribution of proportions in relation to genr€iyp see figured-78 below. The table shows
that the piece with the largest number of proportiorteigsources thevirelaiJ e pr ens doé@mour nor i
154). Virelais are also used more often for naturalistic songs. For the formal reasons for using the rondeau for
isorhythmic composition, see p. 120 below.

2" This idea is central to my interpretation of this styf@r its general application see pp. Z#below.

“To avoid the éurtext trapd6 discussed on p. 69 abov
single-source units.

219 The exceptional ballade & doulcement me fait AmourdNulz vrais amas ne se doit repent{ff. 127-
127v) which has four voices. The four part rondeau is the last work in the manuscript. All four voices are
canonic, and use a range just under two octaves.

77



interesting in that both voices are texted and share the same range (not uniquely in this
source). The voices indulge in frequent imitation, and varied usetafculminating in a
very protracted diminished third the B sectiod?’ Of the 81 relevant songs RR nine are
presented in two parts, and twelve in fétlr Ch makes a clearer organisational use of the
number of voices: the fourth surviving fascicle was reserved forgfattircomposition&®*

The fifth fasctle opens with nine foypart motets, followed by a group of four thigsrt
motets. The distribution of twpart songs, though, does not seem to follow a logical
order?”® Here,twepart composition does not convey sin
Pour ce que j@e say gaireff. 26) uses complex syncopations, laiggale isorhythnin both
voices using an extremely complicatatea and extended, easily avoidable dissonances.
HasproigNoyonds Puis que je suumeux(f. 34v) likewise uses protragtl syncopations, as
well as manyand variedoroportions. Rodericus Angelorum psalaff. 48v)is arguably the
most complicated composition to have come down Ui none of these works was a
third voice apparently anticipated, and indeed, the twai\8aog voices are written in such a
way as to make it difficult to fit a third voice in. Even in a sourcefitewhere some of the
French compositions are clearly reductiéfis)otational and musical simplicity does not

correlate with the number of vais.

On averageArs subtiliorworks seem to be longer and more expansive than works of
surrounding style&® Here too, size does not necessarily correlate with notational or musical
compl ex i t ylourparCompakChef.rld) s notated in a veryavoluted way
(even when stretched out on a normal staff rather than its circle), but is very brief. So is his

Amans ames secretemé€@k, f. 123) which holds the highest ratio between number of notes

0 gee ex4-39 below.

22L A further threeare notated in two parts but include a hidden canonic voice. Th@#ousongs appear
closer to the beginning of this part of the manuscript, while theplvbcompositions were copied more
towards its end.

222 The separation is not completely conseqiiestie fourpart songl(aus detur multipharidoy Petrus
Farbi, f. 16v) appears in the first three gatherings, and among the 23 songs in the fourth fascicles, seven are
threepart. InterestinglyDe ce que foul peng®. des Molins, f. 53v) andar maintefoys(Johannes Vaillant,
f. 60-59v) which appear in thregarts here appear in four parts elsewhBRandCaB (twice, and with
different triplums) for the former, ari8icl/Leclercq for the latter. It is also interesting that tel/Leclercq
triplum stengthens the proportionsésquitertiseffect. Ch is obviously concerned with complex music, but it
does not necessarily give the most complicated version of each piece in it. See case study-43pipe248

B pour ce que je ne say gairélbhannes M#ant, f. 26); Puis que je sui fumeukiasprois/Noyon, f. 34v);
Angelorum PsalaS. Uciredor s, f. 48v).

224 For Pour ce que jsee ex4-8, 4-37 and4-75; for Puis que he sisee ex4-68, and forAngelorum psalat
see case study 1, pp. 226 below.

2% Out of the 33 French compositions added to this source 10 are in two parts, the rest in three. The four
texted works are aih threeparts.

?%0n long piecesifif or exampl e, see Everist, 6A New Sourcebd.
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and proportion signs in all three voic&S.At the otter extreme, the new piece discovered in
Paris is extremely protracted while displaying no particular notational or proportional

complexity®?®

Rather than resulting in a random picture, this evidence suggests a system of tendencies
and deviations. The frdem suggested above for the choice of form and complexity level
seems to be extended also to other kmge organisational tools such as the number of
voices and the length of the settings. If such a model is accepted, each choice becomes an
additionalexpressive tool in the hands of the composer. This attitude can of course be
extended to other organisational and technical criteria. The use of canonic voices, for
example, was a popular deviceArs subtiliormusic, but the range of complexity in pés
that use it is again very larg€ No surviving collection presents a single register of music.

To a lesser degree thanQyp 1 or for that matter most other secular souicegsenCh and
ModA present works with varying degrees of compleXifyAs mare overtly practical and
contextually stable, liturgical and paraurgical collections tend more in the unified
direction.

Between theory, art and practice

A notorious hostility existed betwedtusicusandCantorin the middle age®' Even
when treatise deal with practicalities, many are either copies of older works or concern
themselves only with the liturgical sphere. However, a number of works concern themselves

with Ars subtiliorrelated themes while seemingly drawing their inspiration from

2 Ten proportion signs appear 23 times in a piece with 153 notes (including 15 pauses), resulting in an
avarage of 6.65 notes per propor Arssubilmle sclaygdgé.n SThiohr
The Rise p . 141, and is discussed and tr-apnsgsbbedndn Pl u
mentioned al sroefilne x9tvoen €S, 0 ndégSsedl-60 apd pp. 1624,4186 beloBre e al so e x.

8 gee case study 3, pp. 283 below.

Cor d toat pad ®mpass notated in a circle, includes multiple proportional changes and frequent
syncopations.Passerose de biauteas already mentioned as a mensuration canon in fodtdéi@bove. For
Ciconi ads prlerayau doleyduc f. EXXKIID) see p. 190 below.FromCh one can also add the
musically (but not not at i gemandrvwi)layplsewsvdischhistacharpeai n of S
demellodie Thelvcanoni ¢ songs AnsraywseulefModa o 40Maate simpedis character.

One can imagine that the 2 canonic workRitnand the seven iStr were attractive primarily for their canonic
nature, even if in other respeti®y are no more or less complicated than those works surrounding them.

20 For examples of simpler songs@M see case study gp. 24878, or the different levels of complexity
in Solageds out p+bandaod2 betow. sThatthis cambeogisped evdnOn4elatively small
fragmentsisshowniRob C. Wegman, O6New Light on Secul ar Pol yphc
Fifteenth Century: TIRMA cCAINE0D,pm B8#R07Fespapy 18@ in relation,to
Ams64, Lei, andUt. For the mixing in the Paduan fragments see foot2@&above.

Blsee Christopher Page, O6Musicus an dedsyGmpaodianéo, i n Tes
Medieval and Renaissance Mu§lidniversity of Califonia Press, California, 1992), pp.-78.
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performance. Aspects derk and theTractatus figurarumhave already been mention€4d.

Berk is also interesting for its comments on rgtandard notational usage, the acceptance of
sesquitertiaas part of normigractice (both in theoretical descriptions, amdimnecessary
inclusiors in musical examples), and the expansion of tonal range to match the extreme usage

in practice®®

Generating extreme accidentals was not new in itself, what is special here
(perhaps with t hAes masicacand@x849) is the dractiBab comedtsand
the availability of songs which make use of théhThe Tractatus figurarunis chiefly
noteworthy for itsArs subtiliorrelated notational and rhythmical preoccupation, and for its
historic association with Philipoctus da%&rta, even if the association is probably fanciful,
and the system described in it is not used in the surviving vocal repéttoités also
interesting for differentiating between kinds of syncopaff8riThe smallefTractatulus de
figureshas similafeatures, and some Parisi&tebrew musicstudenmnotes are interesting
for their 1ink wit h® Wwailsomaattitudesexgtessddiin tdeeed s mu s
writings may be helpful, none of these sources deal directly with performance or help us
interpreting specific piecé&® They can only serve to demonstrate the variety of ideas,
options and possibilities supporting the perforgside of the phenomenon, and demonstrate

again its wider geographical and temporal distribution.

I have mentioned thmusicatornamental artefactelevantto theArs subtiliorduring the
discussion ofhe physical context and popularity of this mufSic The more common route

2325ee pp. 75 and 69 above respectively.

%3 see EllsworthThe Berkeley Manuscrippp. 5067 and 122129, also available at
http://www.chmtl.indana.edu/tml/14th/ BERMAN_TEXT.html

““For a survey of earlier and related expHasions of
For theArs musicaeseeBoen ff. 73v-89v and Frobeniugohannes Boersn d St oArseSubtili@rihh e
P a r, p. 87G. For examples of such pieces see485 and4-65 below.

2% gee SchreuiThe Tractatus Figurarunpp. xi, 9 and 66. The closest notational usage Fajrbut for
ornamental purposes, ratttban the original proportional one. The Tractatus de diversis figuris is also
attributed to Philipoctus, as well as to Egidius de Murino. For text translation and discussion see Charles
William Warren,Tractatus Diversarum Figurarum, A Translation andn@aentaryPhD. diss. for The Ohio
State University, 1962), available alschétp://etd.ohiolink.edu/send
pdf.cgi/Warren%20Charles%20William.pdf?acc_nums#d37641520

2% gee SchreuiThe Tractatus Figuraruppp. 2024, and p. 175 below.

%37 For theTractatulus de figuris et temporibirs Sevillg, ff. 93-94v, seeF. Alberto GalloMensurabilis
musicae tractatuli, Antiquae musicae italicae scriptqi@slogna:Universita degli Studi de Bologna, Istituto di
Studi Musicali e Teatrali Sez. Musicologia, 1966), pp. -85, also available at
http://www.chmtl.indiana.edu/tml/14th/ANOFIT_TEXT.htmFor the Hebrew treatise FiM70 see Israel
Adler, Hebrew Writings Concerning Music in Manuscripts and Printed Books from Geonic Times up to 1800
RISM B IX 2 (Munich and Duisburg, 1975), pp.8%,an d St oArssSubtiliori me Par i-88 p. 385
400.

238 For this problem see pp. @® and 97101 below.

29 5ee pp. 7% above.
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for displaying the pervasiveness of musical activity in daily life is through artistic depictio
and literary descriptions. Perhaps with the exception dDéhee que foul pensapestry,
depictions are never specific enough to enable direct affiliation witAreubtilior?*°

Outside influencesn and symbolic attitude® wall-painting or bookproduction can make it
hard to draw specific information even from contextualised depictions such as the singers in
the margin ofCh, f. 37. Structural necessity and poetic licence similarly problematise the
rare examples of specific literary referenas] even free prose writing does not usually

give us all the information we neét. Once more, the sense of a widely distributed

phenomenon arises, but with the proviso of much unquantifiable evidence.

Conclusion

Taking into consideration the large numbé&Ars subtiliorsources, the varied
surroundings in which this music is found, the different ways in which it is treated and the
functions it could fulfil, a number of observations can be made. First and foremost, | hope to
have demonstrated thecomple t y of defining exclusive par an
chosen parameters are useful as general guidelines, and successfully performed the task for
which they were conceived, but they are not sufficient when looking in detail at the
extraordinarymusical output which has come down to us. | belibe¢only a consideration
of Ars subtilioras part of a larger cultural, neachnical context can meaningfully separate
this music from surrounding styles. Such consideration can allow for a motddlgxie
frame for this phenomenon, as local cultural forces react differently to changing pan
European pressures, and can accommodate more variety in the musical tools on offer, and the

way and degree to which they were used.

The sourcamaterials examed in this chapter seem to indicate that elements at least of

the Ars subtiliorphenomenon were popular and widely distributed, and that they were

20Even in this case it is not clear what kind of version of the song was in the minds of the commissioners
of this work. See Fall ows, fagies52)i fic I nformati ond, P
241 The foremost example of a direct but problematic literary reference is Solazzo performance (on an
Organett o) LaHarpesde méloeiem eB B u dliSappratni 6 See Santorre Debenec
Sollazzo e il Saporetto conm@trime di Simoné’rudenzard GSLI, xv (1913), pp. 104. The relevant verses
also reproduced and discussed in Agostino Ziiiiig Codex T. Ill. 2, Torino, Biblioteca Nazionale
Universitaria, Introductary Study and Facsim{lelM, 1994), pp. 1078. A good example of inconclusive prose
description is Fr oi ss achangorss, rondigueotr tv iorfe Isaixz ¢ | tea kesn tsd rntga
We cannot tell which or how, or even what kind. Gaston Fébusisasubtiliorworks dedicated to him,ub
there is no reason to believe that they were the only pieces he listened to. See Armel H. Diverdearted.),
Froissart, Voyage en BéalnManc hester, 1953), p. 68, cited in Fall o
Wilkins, Music in the age of ChaucéCambridge, 1979), p. 25, as well as the discussion of dedicatory works
on pp. 967 below.

81



incorporated into a widarrayof other cultural contexts ranging from the highly intellectual

to the frivdously decorative, and presented side by side with a wealth of other musical and
artistic phenomena. Mixing and-existence inevitably leads to a blurring of borders. The
surprising lack of preoccupation with text and language in many of the sourgestsutpat

the style gradually became less tied to its inherent Frenchness. While a degtkernésd

is often maintained (textless transmission can even be regarded as such a differentiating sign),
it seems that i n manyidecaithe i 6 o nforeithet ¢ s £6 was
composition or inclusion in manuscripts. Furthermore, the adaptations, arrangements and
ornamentation oArs subtiliormusic (let alone compositional choice of mixing systems,
notations, styles and genres) could sinyglif or alternatively music from other styles could

be made to conform tars subtiliorexpectations, thus bringing music of different styles and
contexts closer together.

It was also shown that for many of the choices available for both composers and
compilers, no strict set of rules can be applied. When ordering in sources is apparent (many
sources seem to have been copied at random; this is especially noticeable in later additions
which usually do not follow the ordering decisions of the earliegrigy it is usually done
according to formal characteristics such as number of voices or genre rather than according to
alphabetical order, style or complexity. The matching of style and complexity with structural
elements such as number of voices or fewhiows some guidelines, but is by no means
universal. Even in the case of notational technique, elements of complexity, personalisation,
or standardisation were open to local preferences, and not necessarily linked to the difficulty
and complexity of tt music. A picture arises of a varied and vibrant culture, in which the
expression of creativity comes in nearly as many forms as it has examples, and which resists

the setting down of aesthetic é6rights and wr

All this can lead to a more radicalcenceptualisation of the style. First, it can be
regarded as being as international as the style which bears that title. Secondly, thrsvhole
subtilior phenomenon can be seen asusicatculturalregister wihin both local and pan
European culture. This would allow for an easshebitation betweeArs subtiliorand
other repertoires within one source or one ¢
materials are simpler or in a different style altogetfdrirdly, the meaning of compositional

choice and therefore expressive language of the style can be formulated as reactions,
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fulfilment or abortion of a series of expectaphethey structural, formal, visualr, as will
be demonstrated lateaydible Before delving further into these ideas with regard to the
music itself, one should first assess them in light of the interrelationships betvgeen
subtilior music and society.
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3. Composers and society

The large number of compositional ascription€mand ModA have already been noted
in Chapter2. The naming of composers in music manuscripts seems to be a general (if not
universal) trend towards the end of the fourteenth century, and is mirrored also in
manuscripts containing music in the purely ltakyle?*?> One can infer from this trend a
changing attitude towards the status of composers and performers, as well as to the
relationship between a work and its creator. It also makes it possible for us to form a wider
view of the careepaths availabléo musicians and to identify patterns of patronage. Such
examinations serve to anchor the music more directly to the world around it. Much research
has been undertaken in pursuit of biographical evidence of late fourtmanitiry and early
fifteenth-certury composers, their patrons and centres of acti/ityn light of the wealth of
information available, | will not attempt a comprehensive summary of current knowledge
concerning all composers in this chapter. | will concentrate instead on specifiowtase
can be used to illustrate some of the problems we face when consiliexisigptiliorrelated

musicatproduction and patronage.

Many limiting factors influence our understanding of musical activities in this period.
Some factors pertain to theny survival of relevant medieval materials. Some concern the
juxtaposition of conflicting information, and the reliability, strengths and weaknesses of
every order of evidence. Yet other factors arise from the modern analysis of surviving

materials andelate to problems of nemomogeneity and interpretative intent.

This chapter is structured around an expansion of these three areas of concern, providing

examples for factors pertaining to each of them from both central and peripheral Aubs of

42 Before the end of the century the only direct compositorial ascriptions surviving are as part of personal
collections which place poetry before music (Troubadérouvére, Adam de la Halle, Machaut). Others are
deduced via ascriptions in texturces (Vitry, Perotin, Leonin), or use of notational technique (Petrus de
Cruce). On the other hand, whole layers in sourceRldssi Pit or FP are completely lackingn ascriptions.

See also Ludwig Finscher, O0Di e AENt st elhdividuglitaduads Ko mp on
I ndi vidual stil i n delRASMui £197k), pd. 438421 4. Jar hundert sé,

23 This is not to say that there is not more work talbre. For more on the imbalances in modern
researchseepp. 11312 bel ow. For the centrality of these issu

(1963); ¢

example O6Die Musi ker des Herzogs von Berrybo
6Composers a

Ball ade auf Mathieu de Foixdé6 (1965); and
other works of related scholarship see Chapter 1 above.
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subtilior activity. By presenting both extremes side by side | hope to avoid what Tomasello
termed At he Great Court theory of music Hist
variety of instances without implying uniformity or completeness of this sdffejhe aim

of this chapter is to provide the reader with a sense of the (at least partial) assimilation of the

Ars subtiliorphenomenon in those who came into contact with it. At the same time it

encourages a certain wariness of definitive assertions demacholarship, as unavoidably

they have to rely on rather problematic factual foundations. As | have chosen to present an
overall picture rather than an exhaustive list, the centres and personages described below will

be referred to in the context afst one issue, even though many of them could in principle

represent a number of the problems examined.

The names discussed below are taken from those sources deemed most relevant in the
previous chapter. Most ascriptions appedtlinor ModA. Forbrevi y 6 s sake, only
source identification will accompany each name and that only if it is not present in these two

central manuscripts.

I The surviving materials

Incompleteness

The most obvious problem arising from the information that has come dowrigohe
erratic nature of the survival of records. This problem has already been mentioned in the
context of musical sourcé®, and is just as relevant for the discussion of payrolls,
inventories, correspondence or any other-baged documents. To denstrate bw all-
pervadng this problem is, one can inspect a well researched and richly documented centre
considered by many to be a central hubus subtilioractivity, namely, the papal court of

Avignon ¢

"See Andrew Tomasello, 6A Footnote on Aragonese Mas
Court Theory oMVD,ilN995), pp. 98 19se5p0 3000 ,

24>3See pp. 59 and 74 above.

248 Through biographical evidence and dedicatory materials, attempts were made to liGk lawith

ModA to Avignon, only to be discounted in the mosttoglae studies. FoEQhs ee G¢nt her, 6Zur Bi
Pirrotta, ol c Music at the cBust bBargunady pp,1328/and thérdverview and

reevaluation in Plumley and Storihe Codex Chantillypp. 1123, 17982. ForModA see Suzanne Clercx
6Johannes Ciconia et | a chr on dMnpg Leacoltbgues denwégimontlit al i en s
11955 Ldars nova: Recueil d(Pagig, 1089% pp. 1480respl 14U musi que du

(Gunther and Pirrotta thought only sowfehe repertoire originated there, but not the source itself), and
summary and reevaluation in Stofide Manuscript Modenap. 6266, 1089.
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In the highly politicised atmosphere of théeldourteenth century, the Avignonese cliria
in common with the other curiahd Episcopal courtsrivalled secular courts in lavish
ostentatiorf?’ Indeed, profane demonstrations of wealth, authority and political strength
were commonly used as toolstire attempts to legitimize rivalling popes during the Schism.
Through the centricity of daily prayer and the maintenance of private chapels, the providers
of musical services had a strong standing within religious establishments. The system of
familiares and the tradition of recruiting papal singers from the private chapels of the
cardinals and archbishops, made it possible for popes to chogsesstarefully and

maintain highstandard$?®

The papacy in Avignon was a well established centre of artistianusical patronage
throughout the fourteenth century. Vitry and Muris are well documented there, and four
surviving motets are dedicated to m@hismatic popes. As far as releveomposers go, the
only preschignatic link of anArs subtiliorcomposewith Avignon is a tentative

identification of Guido as Guido de Lang#8.

The Early schismatic Avignonese papacy was well supported and well organised. It
inherited much of the prechismatic papal infrastructure, and emjdthe relative safety
offeredby its French supportefs’ The ease with which Clement VIl could demonstrate his
cultural strength can be seen in the list of his singers. It contained Matheus de Sancto
Johanne, Johannes de Alte CAéacuria, Haucourt)Johannes Simonis de Haspre
(Hasprois)and Johannes de Bosd@1(5), with tentative identifications placing also

Goscalch, Magister Franciscus and Johannes de Janua in his empfgyment.

247 See Tomaselldylusic and Rituglpp. 401, 45, with comments on each Avignonese Pope on-gp. 1
8SeeGil i ano Di Bacco and John N&§das, 6Verso uno 6stil
papali e cardinalizie durante il Grande Scisma (3841 7) : il caso di Johannes Cico
Collectanea I. Drei Studien von Giuliano Di Bacco, John NadasNo el O6 Regan ,Capetlagd Adal ber
Apostolicae Sistinaeque Collectanea Acta Monumenta lll. (Vatican City: Biblioteca Apostolica Vaticana, 1994),
pp. 7 74.
2% For the city of Avignon see Yves Renouard (trans. Denis Betfi@) Avignon Papacy, 1305103
(Archon Books, Hamden, Connecticut, 1970) and Tomaddilsic and Rituaglpp. 308; for Vitry and Muris
there see ibid.pp.18; Dedi cated motets are di sculy,dkeahdfortheBent , 0
identification of Vaillant sed omaselloMusic and Ritualp.227. It is no longer accepted that Vaillant should
be identified with the papal singer Valhant / Johannes Valentis who died in 1361. For a rare admittance of an
opinonc hange seRr @hlnd me,peZ966dat i ngo
%0 see TomaselloMusic and Rituglpp. 3942; George Holmesurope: Hierarchy and Revolt 132045Q
(Blackwell Publishers, Oxford, 2000 second edition), pp-432
%51 0n Petrus de Godescaut see Tomaskllgsic and Ritualpp. 65, 92.For the identification b
Franciscus in Avignon see Andrew Tomasell o, O0Notes bi
and Marcel Pere@ds) Aspects de lausique liturgique au Moyen Ad€réaphis, 1991), pp. 26280, esppp.
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Benedict Xlll inherited political as well as musical strength, keeping the services of Alte
Curie and Hsprois. He also employed Senleches as harpist while still Cardinal of Aragon.
A tentative identification of Taillandier as Petrus Taillenderoti shows him as a law student in
Avignon in 1393. Benedictds subsesgpameyt 1 s ol
are musically evident. The only tentative association that can be made towards th#hend o
schism is for S Uciredas one of the many Roderici active in the curia at a time when only
parts of the Iberian Peninsula remained loyal to Bengdict c*% Missieal dediations
serve to link also Phijloctus da Caserta and Egidius de Francia to AvigritendApt has
long been considered as having an intimate link with this Papal court. Even those scholars
who do not acknowledg@pt as a source udeby the papal chapel itself accept the notion

that the repertoire it contains circulated in the city, and to a degree originated within it.

In the midst of this wealth of information, bad luck has it that both account books and
curial records of supplation letters between the summer of 1398 and the spring of 1403 are
lost?*° Tomasello points out that this period has potentially great musical significance, as the
turmoil in which the papacy found itself during these years may well have caused at least
some of the employed musicians, even those wlt
escape from Avignon, to seek employment elsewhere. The existence of such lacunae even in
the best documented courts, in &hvesiEomposers
significant. It raises the possibility that every known composer (along with the repertoire

circulating in his previous locations of employment, of which we also cannot be sure) may

264-5. On conflicting identificatio of Johannes de Janua and his possible links to Avignon, see Biene,
Manuscript Modenapp. 801.

®2For the later career of Alte Curie see Plumley, 6N
Codex Chantillypp. 1367 (Sancto Johanne walead by 1391); for Senleches see Higini Andtéstoria de la
musica medieval en Navar(Ramplona, 1970), p. 225; for Petrus Taillenderoti see Marcel Foubtétutset
Privil ges des universit®s fr amnolume2Paris, 1808),puw3B9sand eur f on
for the musical i mpl i cat i on MosicanB Ritugpp.i7@2t Fosmoile arrttbs hi ps s
identification of Rodericus see p. 207 below.

3See Giuliano Di Bacco, 6The [shdaRumieyfand®hrieStoneoct us de
(eds) A Late Medieval Songbook and its Context: New Perspectives on the Chantilly Codex (Bibliotheque du
Chateau de Chantilly, Ms 564)urnhout: Brepols, 2009), pp. 3®;Bent , O6Early Papal Mot et
discussim of the @ Avi gn o ithe RenpseripttModengp. 90101. St on e,

%4 For a detailed study of the construction and origiApf see Tomaselldylusic and Ritualpp. 12750.
This is another ascriptierich source, naming Loys, Baralipton, Orles, 8u&Suzoy), Jacobus Murrin,
Defronciaco, Depansis, SertisSortes), Pellisson, Taillander, Chipre, Tapissier, Perrinet, Fleurie, and
Guymont. It also contains work ascribed elsewhere to Cordier, Vitry, Prunet (=Perneth), Peliso and Johannes
Graneti as wll as other, still anonymous compositions.

#>TomaselloMusic and Rituglpp. 6869.
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well have spent substantial periods in locations unknown,t¥ asd that patrons subsidised

many more musicians than our records suggest.

Relevance and usefulness

It is very rare for the documentary evidence that did survive to refer explicitly to the kind
of music making discussed here. When it is possible toageithe kind of musical activities
composers were paid for, most cases seem to have had very little to do Witk sbtilior.

This can well be demonstrated by the musical activities of the competing Roman curia.

Fromits very beginnings, the Romang@&y was less secure and stable than its
Avignonese counterpart; militaliry, economically and politically. This, coupled with Urban
VIéds more ascetic tastes, was mirrored in a
Avignon®’ Indeed, the foremost musldaures that spent time in Rome or worked in the
curia (Johannes Ciconia and Antonio dit Zachara da Teramo respectively) were not engaged
in direct musical services by the Pope. Notable figures among those who did give musical
services in the papal chapnclude Ugolino de Orvieto, Nucell&tf), Nicolaus de Frangens

(Aosta), and perhaps Egard&.

Dedicated works are also fewer, and do not create links with other compdsassfor
connected sources, Di Bacco and Nadas supply two lists of sourcesioneh t hose ft ha

be associated with contacts made by foreign and native musicians in Rome during the early

%6 For a reevaluation of the activities of even a well known, documented and researched musician, see the
di scussion of Ciconiads ti mdeaipml RChea piedbsDi, Ba@co pgpnd '’
%7t should also be noted that our knowledge of the Roman chapel is much more fragmentary than that of
Avignon. See Di Bacco and-50heratlse,prordiiehce of Palap singersth ap el s €
this chapel islso discussed in light of the need to form a new curial administration with personnel from loyal
territories.
#8\We know Ugolino only as a theorist, but his capacity as an active musician suggests he might have
dabbled with composition as well. SeeDicBao and N8das, 06T h-B0; NReelasgsimosChapel s o,

Il i kely identified as Nicolaus Ricii de Nucella Campi
first motet inApt, dedicated to John XXIIl, names Nicolao as its composer.idemgification of the composer
as de Frange is not secure, with other candidates bei

Discovered Source of Early Fifteesthe nt ury Musi c: T hD,iif6e48) pp. 5Meespupp.cr i pt 6,
12-4), andNicolaus Grenon (Marian Willlner Cobiithe Aosta Manuscrip#A Central Source of Early
fifteenthcentury Sacred Polyphorfi?hD. diss. for New York University, 1978), pp. 283). See also Bent,
O0Ear |l y Pap al-30NEgardestissnét docypnpntech2 Ro me, but see Reinhard St
Egardus and Other Ital6 | e mi sh cont act soL 6 Arns Nouvlia oi tCaslltiAtticiel (deedl. )T, r
congresso internazional e "(CeGao922tuglio 084 Certaldul992; a del Tr
pp. 41 68.

See Bent O6Ear |y -3Papaand Mbit eRascoc,o papnd 2N§das, 6The Pa
interpretation of the text dingelorum psalagiven below (p. 2080) may link Rodericus to either Roman or
Avignonese curia.
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decades of the Great Schismo, the other of
the repertory of the papal chapels during their tsatdD71 4 128° The sources of the first

list contain only a small number Afs subtiliorinsertions (inGR I/Dart, Cortona 1/2).

The second list includes al&tr, SL andBov.

In Rome, as in any other ecclesiastical or secular court, the role ofapel evas the
everyday performance of the Mass and Services. While we can expect the inclusion of
polyphony on special occasigrchaplains were primarily performing monophonic ctféht.

Identifying a composer as a member of a chapel does not necesdarilyoth information

as to the depth of his patroesn&Gpercalfdtci sn syHiep

polyphonicsecular composition. As secular music was often not part of their duty, we cannot
even be sure that secular works by chaplains wesadet to be heard by the chapel owner,

or had anythingjbobbédo Wnthheh®omaad&wri a,
a papabkcriptor. This makes it likely that his music was known in the environs of the Roman
curia, but he was not chosear that job for his musical skills, and we cannot immediately
presume that he mixed the two different aspects of his cAfeer.

Throughout our period, most payment records pertaining to musicians use only general
professional categorisations such as ciap) jongleurs, minstrels, or trumpeters. These
records do offer us a sense of the scale of musical professionalism at a given time and place.
Still, even when personal identifications occur, they are not enough to make stylistic claims

on their output.The many cases where musicians are referred to as a collective without

*DiBacod and N§das, 6The Papal Chapelsd, p. 59.

1A notable exception her e i-6hapkleinmBouyes, wBarerpolypliosy c hap e |
was performed regul ar | y Musicanmd Masiians at the Saie@dapdieacithea Hi ggi ns

Bourges Palace, 1405 5 1 i5 Angelo Pompilig Donatella Restani, Lorenzo Bianconi and F. Alberto Gallo
(eds) Atti del XIV congresso della Societa Internazionale di Musicoldgidogna, 27 agostb 1 settembre
1987, Ferrarai Parma, 30 agosto 198ii (Free Papers)Turin, 1990, pp. 689701, esp. p. 691.

®?5ee N§das, John Louis, O6Further notesSMaw Magi ster

(1986), pp. 1682 and xvi (1987), pp. 1786. From his contractual obligation to teach music and produce an
antiphonary for the Ospedale di Santo Spirito in Sassia, Rome (1390), we know he was famous for both his

musical and scriptorial abilitySeeAnna Esposi to, OMaestro Zaccara da Ter

antifonario per 1rli6tOs pierd ad aRecelitiansVIE9R, oI, esp. pp. 175.

This work was not necessarily knownthe curia. He was hired for musical services only later, by the Pisan
pope. We may of course, be missing vital information here. The nmstuaexample of this kind is the career

of Machaut, who held a number of secretarial and ecclesiastic positions, none of them directly connected with

musi c. On the gap between musical and adminastrative

wealth of information about known musicians is uncovered, but none of it pertaining directly to musical
activities.
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individual naming should remind us that the names we have may well be only a minority of

actual practitioners.

Even well documented careers do not necessarily correlate with spstisitcs
knowledge. Jean Rogier de Watignies had a long and illustrious career, giving musical
services to fna Spanish duke, three French du
period 13781415%°® He was associated with the most important naisientres of the time,
where many composers were acti¢e This can lead one to speculate that even if the lack of
surviving ascriptions to him does indeed represent a disinterest in composition, he was
probably close enough to Mss subtiliorminded ctleagues to take part in the performance,
and perhaps distribution, of relevant materf&tsSuch activities would potentially allow us
to speculate that he was an active member iAtlesubtiliorphenomenon. A different
reading of the surviving infornti@n could support speculation also in other directions, such
as Watignieso6 i mportance in thoethathestri buti on
specialised in the more functional aspects of musical service, and kept away from
professionally unnecessaryraplications.

It is very hard to find occasions when a useful constellation of musicians performed in a
context which fits this music. Even the few descriptions of performances we have do not
supply this informatioi®’ This can strengthen the notion oé#rs subtiliorbeing but one
register of musical production, which-egisted with many others, and was perforrex
least at time$ by persons brought together for that purpose from seemingly unrelated

official capacities®®

Disparity between musical a nd non-musical evidence

The gap between the surviving musical and-mursical evidence is even greater than the

problem of finding relevant performance spaces. Let us take the French court of Cyprus as

263 TomaselloMusic and Ritualp. 247.
4 For his colleagues in Avignon see TomaseWloisic andRitual, pp. 6669. For contemporary beried
hol ders in Laon cathedral s-6e Plumley, O6Musicians at
Attempts were made to suggest him as thh@ntel usi ve F
activities of the secular courts which employed Watignies see pp(Adagon ad Berry) and 102 (Burgundy)
below.
%% his travel Watignies worked beside composers now thought of as bridgiAgsteabtiliorwith the
|l ater, simpler style such as Grenon, Charite, Font ain
pp. 4-5.
7 See footnot@41above.
%8 For a social contextualisation of such a system see ppl B@low.
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an example. The music @yp attests thafrs subtiior was part of the musical currency of

the Lusignan kingdom, but it is the only such specific link. The lack of ascriptions in this
source makeit impossible to conclusively pair this output with any individuals active there

at the time, or differentta between registers of musical activities within this c8rt.

Further problems such as incorrect ascriptions, the unlikelihood that the surviving music is
representative of original output (we know it is not complete), and the complications offered
by oral tradition, improvisation and adaptation, emphasise how partial our impression is, and
how tenuous our conclusions must remain where we find matches between ascriptions and

non-musical documentatiof{®

The question of ownership and usage of music maipasevill be discussed in more
detail further on, but the sometimes random and surprising elements of distribution and
participation are also relevant. The references fou@hiall link its music with
professional musicianship and the higher echelomiseoéristocracy of France and the
Iberian Peninsula. Still, there is no questioning the factGhawas in the possession of the
Florentine Alberti and Spinelli families in the fifteenth century, and that the most likely use
of collections of French sgs in their cultural milieu was aftglinner entertainment by the
daughters of the famil§/* As the content o€h is uniquely unsuitable for such use, it is
perhaps more likely that its appeal to both families was as a cultural trophy. Nevertheless, as
hard as it would be to imagine ngmmofessional readers interpreting the many notational
subtleties in this source, the rather improbable idea of amateuaristocratic performance
of Ars subtiliorsong in midfifteenth century Florence arises. This ppisus to reexamine
(among other things) the relationship betwee
and the wider dissemination and resonance of the cultural force to which their endeavours
belonged. Tracing biography and patronage isyamebugh to assess the influence and

distribution of single proponents of musical cultéfe.

29 For the role of Velut®x) and Hanelle see Andrée Giselle Simdrde Manuscript Torino J.11.9: A Late
Medieval Perspectaron Musical Life and Culture at the Court of the Lusignan Kings at Nic@di& diss. for
the University of Akron, 2005, available lattp://etd.ohiolinkedu/send
pdf.cqi/Simard%20Andree%20Giselle.pdf?acc_num=akron1135006@86.16475, where other influences are
also considered. In any event, the use of the music away from the presentation copy remains unclear.

20 gee, for example, footnol¥above and p. 99 below on the gap bet we
musical output and the pattern of ascriptions to him outside his colectdd manuscripts.

21 See Plumley and Ston€pdex Chantilly pp. 1739, esp. 177.

"2 For arother famous incident see footn@42 below.
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i . Order of evidence

Constructing a biography involves a reliance on a wide range of different kinds of
information. Evidence can be of varying degrees of reitgpédxactness, relevance and
general helpfulness. Each different kind of evidesmarce has its strengths and weaknesses.
A few of these types of evidence will be considered here, highlighting the pitfalls ef over

reliance on any single one of them.

Composer names

About a third of discernable composersoé nal
placename. These appear as direct references as with Antonellus da Caserta, in a corrupt or
disguised form as with Defronciaco, or as a vague referenceingguaterpretation as some
suggested is the case with Sol&felnformation concerning the origins and probable place
of education and training can be extremely useful both in reconstructing personal biographies
and tracing stylistic patterns. Still, @must keep in mind the possibility that a name is
inherited, referring to an ancestral affiliation which may, to all intents and purposes, be
obsolete. Some children were sent away even for the early part of their education, and their

subsequent careeould take them further away fromather than back to their birthplaté.

Most of the placenames connected with composers stem from two distinct geographical
areas: either from the northern half of Italy, or from the Low Countries and northern and
easten France€’®> Many more composers can be traced back to these two’atbasthere
is no reason to suppose that the selection we possess is representative of the names or places

of origin of the overall community of composers. The addition of pfecees an simply be

“For some possibilities, ®Hee Plumley, O6An O6Episoded
2" For an analysis of diocese of origin and subsequent benefices of papal singers in Avignon see
TomaselloMusicand Ritual pp. 20620; For a warning against direct geographical affiliation according to
name see Sandr a [Christide deRizamaHer LiferaedWorgbwy) ,Chéar i ty Cannon Wi

Speculum Ixii (1987), pp. 222225, esp. 223. Evenifsmog |t al i an affiliation could
Pizand refers to her fathersd origin and not her own,
was from the diocese of Cambrai, and not of Tournai as the-péane would suggest. See T@anmal | o, O Not es
bi ographiquesdé, p. 272. For patterns igroranmanmm»val edu

(Medieval Childhood) (Tel Aviv, 1990), p. 298.
25 talian names include Andera da Firenze, Antonellus da Caserta, Antonio da Cikigg)leAntonius
Zachara da Teramo, Bartholomeus da Bononia, Corradus de Pistoria, Johannes Janua, Matteo da Perugia, and
Philippoctus da Caserta. Northern names include Bernard de @tmyClericus de LandedJf), Egidius de
Pusiex, Guillaume de Machaut, Hpre r t de Sal i ni s, JehanCharees)eJohannes6 Abbe vi
de Altecurie (or Haucourt), Johannes Franchois de Gembl&1ids),(Jean de Noyer©k), Nicolaus Frangens
de Leodio Aosta), lacob Senleches and Jaquet de Noyon. Going a bit frdiséone can include also
Henricus de Libro Castrés(r) in this group.
?’® See the results of Tomesellos analysis referred to in foo®7@tabove.
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an identification tool (for example, to di
people in international centres such as the papal curiae), or be a product of local traditions.
We should keep in mind the intentions of the coergilof manuscripts from which we draw

these names as well as their access to reliable information. It is even possible to view full
ascriptions as signs of foreignness, be it in comparison to compositions for which the

composer was evident, or as the deration of a minority.

Patronage

Direct patronage offers a definite link between the two figures involved. As the kind of
people who were able to provide patronage tended to be better documented, this is an
important source of information concerning thee, location and context of musical

endeavour.

It has already been mentioned that many employment agreements were centred on
activities which are not relevant to tAes subtiliorcontext (p.89 above. A further element
with obvious consequences thie importance of this link (and thus for the créeilisation

between the musician and a specific court culture) is that of the longevity of the relationship.

The kings of Navarre had a direct link with Machaut, and in later years also paid Jacob de
Senleches and Jaquet de Noyon for their services. Tentative identifications are found also for
Perrinet and Pykini’’ Such a collection of musicians would have placed Navarre as a
musical centre of the first degree, if not for the fact that some of theisgive identifications
must be discounted, and that Senleches and Noyon stopped there on their travels rather than
enjoying long standing patronage. The presence of these two musicians in Navarre on the
same day in April 1383 is a very interestingssiog of paths, and may allude to an interest in
the kind of music we know they produced. Still, it surely cannot be compared to long service
somewhere else in assessing the importance of the different centresits sbtilior

phenomenon as a whol&he fact that Noyon was there on a political errand from the

2" The link with Machaut is explored in Eai@uillaume de Machaypp. 338; for payments to Senleches
and Noyon see Plumley, 0AnN ArdgEgHissradeldmuisiqa medievial®n For
Navarra, p. 225; one of three candidates is named as the compd3émiaz,La musica en la Casa Real
catalancaragonesa duante los afios 1336432 (Barcelona, 1979)pp. 109111, and for the Navarre affiliation
of Pykini see G¢gnther, O6Zur Biographied, p. 12, an
parrot: Music at t he c &ratk DaefemaBsaadbAadret Varieesj MusicBlegy b ar a
and Archival Research / Musicologie et recherches en archives / Musicologie en archiefon(i@nzesds,
1994), pp. 35891. See also p. 109 below.
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Visconti court rather than as an active musician diminishes the centrality (or even likelihood)

of a musical exchange on this occasith.

The interest and commitment of the court of Johan | abgan and Yolande de Bar to
French culture seems both extreme and genuine in its artistic appreciation. Machaut was well
known and | iked there, and Johands interest
manuscripts in Avignon demonstrates that this wastanest in a living culture rather than
in the relics of greatneds’ Jaquet de Noyon worked for Aragon, Trebor dedicated works to
him and has been tentatively identified there, as were Rayneau, Lamida8)i, Perrinet
(Str), Sortes and Senleches. goa also started organising some of his minstrels in groups
of four (cobla), but the documentations did not as yet shed light on whether these groups
were created to perform polyphony or were dedicated to other forms of light entertaiffment.
Long-standingpatronage did not translate to geographic stability or cultural isolation of the
musicians enjoying it. Johan of Aragon, like many other aristocrats, regularly sent his
musicians to the minstrel schools in the Low Countfi&sThe official purpose of tre trips
was to learn new music from the international gathering of performers, and to buy new
instruments and manuscripts once they had arrived at the final destination. These trips to the
north though, took minstrels through many other centres of nasitiaity where cross
fertilisation may well have taken pla8&. Musicians could remain in the employ of one
patron while serving anothérfor example, in 1376 Johan of Aragon borrowed two harpists

from Jean de Berry, the gesture being reciprocatedd i®en Berry borrowed some of

2’8 For the Visconti see pp. 168, 105, 1078 and ®7 below.

“*Machaut 6s posthumous | e g aGuiffaumerde Naphaiipm 59615 forthe s cr i b e d
procurement letter see Goméa musicaenlaCasaReal p. 198. See al BrenchNbangs c ar men
inAragond e Ter ence BYolahda RlumieRand /i@ Gtofexis) A Late Medieval Songbook and
its Context: New Perspectives on the Chantilly Codex (Bibliothéque du Chéateau de Chantilly, KBy &gals:

Turnhout, 2009), pp. 2461.

#05ee Gomed,a musica en la Casa Reglp. 335 (oncoblag, 40-1 (three identifications for Senleches,
all contested), 98 (Reayneau, sortes), 991 (Trebor), and 108 (Lambuleti, Perrinet). For Noyon, see
Pl uml ey, O0An & whee bigilugtrious papeer (rdséntling that of Waigim its scope) and
extensive travels are described, also in an attempt to explain-tyecation between him and Hasprois on
Puisque je sui fumeyh, f. 34v). Without the slim evidence of the unusual double ascription of this work,

Noyon would havesuffered the same uncertain fate as far as affiliation tAtheubtilioris concerned.
Pl uml eyds survey exemplifies a number of the probl ems
political activities at the time, both in the activitefsindividual musicians and in relationships between courts.

#lsee Maricarmen G- mez, OMi nst EM kvii(Bayhleo) pp.213n t he | at
216.

®25ee Plumley, O6A2 o6Bpi sothgpotphpsi $2¢ onrisienrtexts ng Noyor
while en route to the minstrel schools.
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Johanos *mivatignies; atréady.mentioned for his extensive care@0(pbove),
seemed at certain times to have enjoyed double employment, referring to himself as
simultaneously singer to the Pope and Duke of Budgum a number of documents of
13957%

Medieval courts were highly itinerant entities. The inclusion of musicians in these travels
meant that a single musiciand6s personal sphe
t he mai n si t scouwtfandthatcities mipde primary dourt was not considered
particularly active may have temporarily turned into major centres of musical exchange when

other musical retinues with access to manuscripts travelled througlithem.

Although Charles V cahe linked in one way or another to Philippe Royllart, Machaut,
Johannes Cuvelier and Hasproi$there is a lack of evidence for longstanding and regular
royal patronage of thars subtilior. Perhaps surprisingly, given its general cultural
importance, msicologists tended not to include Paris in the list of important centres for the
development of this styleNevertheless, Stone has recently suggested it as a location of
origin for many characteristics #is subtiliorstyle, enumerating Billarddx), Cesaris,
Cuvelier, Goscalch and Vaillant as documented in Paris, and Cordier, Guido, Hasprois,
Noyon, Haucourt, Solage and WMselnwti raos sis us pSd «
also notes that as both Philip the Bold and Jean de Berry maintaireghiyvconstant
presence in the capital, it too should be regarded as an important point of musical contact and
exchange®’ Other composers linked to the capital are Fleurie, CarQ#&B)( Tapissier,

Grenon, Suzoy and Galidt Especially in a city suchs Paris, musicians could operate

Eor a more detailed account of such exchanges betw
OEpi soded p. 127. The document referriLangiscaenlat hese sy
Casa Realp. 181, doc. 165 and pp. 188 doc. 194 respectively. The communications with Louis | of Anjou
are also explored there (pp. 212 1) , as well as the surviving evidence

(pp.116117). Louis employedaquet de Noyon and Matheus de Sancto Johanne, and had a song dedicated to
him by Philipoctus da Caserta.

% see Tomaselldylusic and Rituglpp. 2467.

25 For the greater usefulness of a social/political map over a geographical one in consideringtioiseep
see StoneThe Manuscript Modengp. 956.

“Royllart through dedication; on Mauilduaewe Mashayte | at i on
pp. 4246; Cuvelier throughnemu si ¢ a l empl oyment, see G¢gntédrer, O0Zweli I
retrospective affiliation of Hasprois with Charles, s

®’"See Stone, 6The Ars S4hbndp. BI5cespectivaly. Pari s6, esp. pp.

28 For Fleurie see HanrBtableinHarder,FourteenthCentury Mass Music in Fraegin
MSD, vii (1962),pp.69-70; for Carmen and Tapisier see Wrightysic at the Court of Burgundp. 12734; for
Grenon, lbid.p.98B; f or Suzoy see Reanep77-8.dhliotas liMdedmoParisr i pt Chan
through the use ofhismusici Vai | | ant 6s school . See Stone, O06The Ars
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independently of patronage, being appended to the university, or maintaining their own music
schools instead. Its political centrality would certainly have offered opportunities for other
musicians to visit it as part ttieir official dutiesi be they in the retinue of a travelling court,

on political or diplomatic missions, or en route to the minstrel sclio®en if no concrete

proof of these movements has yet been unearthed.

An extreme example was the wholesalegfarral of the royal court of Jean Il to London
during his captivity. The move included P. de Molins, and would have offered a contact
point with J. Alani, presumed to have been under the employment of Edward lll, and

Matheus de Sancto Johanne, who in8L@@s in the service of Queen Philigpa.

Dedicatory works

Many links between composer and patron have been made on the evidence of pieces
dedicated to specific persons or events. This kind of evidence takes centre stage with
composers such as Solage dinebor for whom it is not yet possible to demonstrate definite

identification or find any other biographical evidence.

Jean de Berry employed Paulléxq), Legrant Ox), Cesaris, Grenon, Charite and de
Bosco in Bourges, and maintained links with Machaligcuria, Vaillant, and Cuvelie’’
His second wedding with Jeanne de Boulogne in 1389 is considered the impetus for a
network of songs, including works by Solage, Egidius Augustinus, Trebor, Franciscus and
anonymous compositions, making it an importasint of contact between composéts.
The wedding also brought Berry into close contact with Gasétrusof Foix (who was the
legal guardian of his new bridefébu® e xt ensi ve musi cal l i nks ha

to believe thaCh originatedinhé or his sd&cessorodos court

5ee Wat hey, 6 T-f@e Mblns),cl460151, 1P (Alani), arél 144151 (Sancto
Johanne).
**Hi ggMosicéand pM6389 £.i anBér,ryods | i wkesshipoiMadhEaka c haut a
di scussed in Margaret Bent, AVDhoexvii1883)hpp. 6332, ésp.p.bE cr i pt s
He also employed Fontaine and other musicians associated with other styles. The separatioflztween
subtilior andInternational style are not always clear cut. See, for example, the reworking of Fontaine and
Grenonds work by Matteo da Per ufrssbtilornvacesttdlater di scussi on
sounding compositions on pp. 36 below.
“1Thisoccasioniséxensi vely dealt with inl6®lumley, O6An O6Epi s
22 5ee overview in Plumley and Stoi@ndex Chantillypp. 1123, especially the views of Gombosi,
Reaney, and Green. Anonymous songs and motets, as well as works by Grimace, Franciscusai@uvelier
Trebor are dedicated to Gaston Fébus, Trebor also dedicated one song to his heir Mathieu. See also Yolanda
Pl uml ey and Uri Smi | an sRegenerafidd:@d.iterarg Historyrof EDrape, il3fi818a |l | ac e,
(Oxford University Press, Forthcomig ) . For hints concerning R&lrfor mance
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Still, one has to consider the possibility that dedicatory and commemorative works do not
necessarily imply a physical presence or personal link. A dedicated song can be sent as a
musical gift?**a political calling card, oa propaganda tool. A work extolling one of the
rival popes, for instance, may be more useful for diplomatic negotiations with secular
authorities which have not yet declared obedience or are willing to swap allegiance than
within a loyal curia. A song ecomemorating an event can therefore be written in preparation
for it, during the event itself, or at any time after it took place. Retrospective composition is
most <clearly seen i rFuidnsdeeon thesdeahwtQueeaElear®e nl e c h
ofCsti | e andArmesanonrsl @ floro® st he death ofOdachaut
pandulfumdescribingthe Malatesta pilgrimage of 1890 the Holy Land. Their role as
dedicatory songs would not be diminished had they been written at an allied tfrathe
i mmedi ate) court, by a composer who had no p
subsequently performed elsewhere. There is no reason to assume that each and every

dedicated work was ever heard by the person (or at the event) to whichsit refer

References, citations and ascription z poetry, literature, music

Textual links or literary references and descriptions are also widely used to link people to
each other, to occurrences or to places. When it is possible to disconnect such references
from artistic constraint and conventions or from any political or personal agenda, they can be
taken at face value. Cuvelierbés disparaging
house of Portugal (where Hasprois and Salinis were at times docunféfted), Cor di er & s
statementappended to hisout par compasgCh, f. 12), that he was from Reims could
perhaps be seen as such cases. Other, more literary references can be more problematic.
Many instanceof medieval namelropping can be seen as conveyafrauctoritasor as
adhering to convention where factual exactne
Cesaris, Carmen and Tapissier amazed Paris with their music certainly attests to their fame
and to an exposure of their music within someadrar circles. It does not in itself indicate
that one or all of them spent substanti al pe

knowledge of their work is personal or direct. The attribution in some later copies of the

293 Musical gifts were not uncommon. The Sauaysignan wedding of 1434 involved not only the
presentatono€ypas part of Anne 6 dormboceof g pair di biind fiddle glayerstséneas @ e
gift by the absent Duchess of Burgundy. For the possible use of songs by Senleches as musical gifts see
Strohm, o6fiLa harpe de2 m®l odi eod, pp. 308 and 311
sSee Maricar men G- meiz,d e LRer tmugadlc:i einnrse dme mtoi on de J
RM, Ixxiii (1987), pp. 99106, and Stonéhe Manuscript Modenap. 878.
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Tractatus figurarunto Philipoctus da Caserta anfithe Berk Treatise to Goscalch can be

seen in the same light® They are as likely (if not more) to be a stamp of approval or an
attempt to show authority as they are a result of a better informed scribe adding to his original
text The exampl e b $apokrettoseatinpte2dlialipge) is also relevant

here, as it cannot be determined how and why he chose to mention the works he did, and
whether this choice was influenced by Hantual consaints such as rhyraecheme, length

or any other technical or aesthetic preference.

The act of borrowing and reworking existing musical or textual materials necessarily
imposes some kind of technical and aesthetic relationship between the old and Wwew
As it seems that the concept of quotation involved assimilatiopratteer than friction with
the new work, the citing composer has either to adapt his new songs to his chagearpre
material, or find suitable quotation material which fitsqiengés structur al ,
thematic backdrop®® This should warn us against the idea that the materials we find quoted
in new compositions are necessarily representative of the entirety of materials available to the
composer when he decided to engagé this technique. Borrowing may demonstrate more
than a familiarity by the composer of the new work with the older composition. In a culture
which did not revolve around the composer it is likely that quotations were intended to be
recognised by thearget audience, and therefore represent the musical currency alse of non
specialists. While a group of related compositions may indicate a common?dfigin,
guotations do not necessarily imply a personal meeting between the two composers: it is
highly unlikely that Matteo da Perugia ever met Machaut, a fact that did not stop him in
engaging with some extensive citationd o e o0 | dsongs $his eechBique is therefore
potentially onesided, and in more borderline cases, or when one song in anonynoaius,

be hard to determine the direction of the citation.

2% gee SchreuiThe Tractatus Figuraruppp. 39 and EllsworthThe Berkeley Manuscrippp. 135, and
Di Bacco, O6The mytho.
2% A quoted line of text has to be incorporated into the rhgoteeme. Most musical quotations are
incorporated within songs which use the same mode and mensuration as the original, and many also use
unifying melodic and rhythmic ideas to link old and nexgt®ns. A good example of such a sonBasne qui
fut (PR, f. 56v), mentioned as an example of croitation p. 57 above, which seamlessly interacts with
Mac haDetditsne even using the endi rlgscadnceldfahe Asdart 6 s f i r st
creating a musical rhyme betwegnscadence and refrain. Another piece which uses the same technique with
Ma c h aSe je tnepleinfMa d a me mE€laf. lehg alsp takes on mensuration and motifs from the
older work, but fails to incorporatthe quoted material into the normal repetitive structure or a unified modal

ot}

cont ext. I nterestingly, whRerrortMe(5djente pldisdVioBle f.42g1 a quot e

3), he made sure the modality and mensuration of his new work figegutited material, but made no attempt
to conceal the borrowing by adjusting his melodic, harmonic or rhythmic style to the old song.
"See Plumley, 6Cit acEtratemdaagrogp ofssbngsusi on6é6 for t he
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As stated at the beginning of this chapter, ascriptions are invaluable to scholars
attempting to contextualise music in society. Sadly, the amount of anonymous music coupled
with cases of confliag or incorrect ascriptions mark even this fundamental evidence as

potentially unreliable.

This is most evident in areas which can be regarded as peripheralis thebtilior. It
was already pointed out that Gernsreaking courts and musicians sedritehave
incorporatedirs subtiliormaterials into a different traditicii® Still, on the borders with the
French speaking world one can find more active participatidmsrsubtiliorrelated
activities, such as the work of Laufenburg/Libero Cas$to)@nd Hessmanrsgr) in the
Upper Rhineland, and of Johannes BarBdrt ) in Aacher’®® Some of the consistent
patterns of false ascription 8tr clearly suggesh gap between fame and knowledge. It
seems that the scribe recognised Machaut as a naafambus musicauctoritas and
proceeded to attribute all of the most popular songs of the period t8%hiFhis lack of real
knowl edge of Machautdos output manifests itse
songs in this sourc&!

In mostcases, though, one can suppose that ascription patterns are a direct result of
personal knowledge in the case of local production, or the quality and availability of
exemplars of further removed musfé. Unascribed music probably attests a lack of
knowledg rather than an intentional decision on the part of the scribe to hold back
information. The reworking and additions of ascription€Iimncan be read as signs of the

availability of new exemplars or later input by a more knowledgeable #fand.

2% This still demonstrates a degree of expesamd interest, See pp. 70 and-B92

2% German musicians are documented throughout Europe, again implying that the cultural distinction did
not necessarily correlate with national and lingual ones.

390 Che qui vol penefDe ce que foul pensby P. de Molingf. 36v); Jour an jor la vie(Jour a jour la vié
anon. (f. 48)Par mainter foygPar maintes foysby Johannes Vaillant (ff. 6566). Popularity here manifested
by an exceptionally large number of concordances, see p. 63 above and case study 4/&peAe.

1 De Fortune(f. 66v);S e v o u f. 78)fDe wutesflsurgf. 95v). For more on the ascription pattern
of Machaut 6s wor kworksumarsiscripes seb focineté ol | ect e d

392 For hints at personal invatwment or knowledge see the ascription of works by Matteo da Perugia in
ModA andParma, or to Paolo Tenorista iRit. For Matteo see Ston€he Manuscrtpy Modengp. 5260, and
for Paol o, see Reaney,-5 6AfihterestMaoade shis regaptmaybatheiasciptionp p . 3 4
pattern inPR, where the early Italian layer contains only four ascribed songs, and that to otherwise little known
or completely obscure composers, the early French sections no ascription, and the later layer ti@ssascrip
only eight works.

393 35ee Plumley and Ston€pdex Chantilly pp. 14352
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Personal and administrative documentation

Having no artistic pretention or public, ntggalistic appeal, documents such as payrolls,
letters and court proceedings are more trustworthy from a factual point of view. Sadly, as
explained above in the context of thefe@ssional demands from chaplainsd9), they do
not tend to refer to specific musieaking. Apart from direct employment, other important
sources of information include the supplications for benefices, acquisition of private property,
private and offi@l correspondence, and other esfépayments or brushes with the legal
authority.

The statistical importance of patterns of requesting and obtaining benefices is comparable
to that ofbirth-place Particularlywhen retirement was considered, it is difficult to
imagine that musicians would have searched for benefices in familiar places, perhaps in their
homelands. A well studied case of such a concentration of benefices held by musicians is
that of Laon cathedrdf* In her study, Plumley identifiaso fewer than 18 musicians
holding a benefice there during the period of the Schism, including Watignies and six other
identified composers. These were leading musicians of the day, many of them serving
extended periods in the most prestigious courtsydhiiey those of the Papal curia, Burgundy,

Berry and Aragori®®

Some important correspondences were already mentioned in the context of the Aragonese
court (p.94above). The dedication of time and effort by the highest aristocracy to their
musical persamel demonstrates the status and importance of their activities. As these
correspondences tend to be dated and archived, they provide us with clear details of specific
links between the persons involved or discussed. Still, suchdsiteanges tend toeat
specific occurrences without exploring their background or context (which would have been
clear to the original correspondents). Many times they give partial information, or refer to
future plans, some of which perhaps never materialised. It ie@xcgy rare to find in them

any hints concerning specific stylistic phenomena.

s5ee, Plumley, 6Musicians at Laonbd.

3% The six composers are Fleury, Haucourt, Grenon, Be@ait, (Charite and HulinApt). The fact that
many of them were local to the argteengthens the potential importance of navest France and the Low
Countries as a central component in the dissemination of and education in styles precediegltbe so
Internationalstyle The importance of this area is also highlighted by Tortmad®sbth in terms of the origins of
the papal singers of Avignon, and the distribution of their benefices. See Tonmsisslio and Rituglpp. 206
15.
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Single,oneo f f payments are useful i n tracing mus
demonstrating the musical sphere of influence of specific courts. An example of the extent of
sud travels can be seen by the relatively frequent payments to the musicians of Giangaleazzo
Visconti made by the Grand Master of the Teutonic knights, and attests to their appearance
before the German Emper8f. None of these payments refer to musiciansdaye or hint at
the kind of music performed (interestingly, the instrument played is sometimes specified)
making the relevance of these occasions tAtisesubtilioruncertain. As far as we can tell,
it is just as likely to have been Jaquet de Noyon gpwff his subtle compositions, as it

was aballi expert offering dance accompaniment in the purely Italian style.

The history and use of musical manuscripts

The history of manuscript sources is mostly independent of the persons responsible for
their cantent. Composers may not have been aware of collections in which they are
represented. Once such a collection was created, its durability, mobility aneystatgs
gualities gave it the potential to have a larger sphere of influence for a longerthanatid
the activities of some composers during thei
famous personality in his lifetime, it is his books which allowed his work to be appreciated in
Aragon in the 1380%" While there is no known evidencegoggest that Senleches travelled
to Italy, the inclusion of his works i@h, ModA, PR, Chic andPadB allowed his work to

live on and be influential in the north Italian cultural orbit.

As for locations for the copying of manuscripts, the importancearéfRte should be
extended to include the possible compilatioi©bfas well as the copying &, SL andPit.
The Veneto is also important in this contexas Q15, PR and possibl\Bov originated

there3%®

3% 0On the leading role the Viscontis played in #irs subtiliorphenomenon, see the following discussio
as well as pp. 94, 105 and 187 For the musical activities in the Teutonic headquarters of
Malbork/Marienburg seB a we § Ga,n céalrhcez yMku s i ¢ al Culture of the Teuto
Middle Ages: Music in the Marienburger Tresslerbuch (:392 0,%9fgrtbcoming . For Giangal eazz
imperial ambitions see Eric Russell ChambefTihe Count of Virtue. Ghgaleazzo Visconti, Duke of Milan
(New York, 1965).

%97 For the Aragonese context see p-Padbove.

BrEorchSee p. 59 above; for other Florentine sources ¢
Medi eval FAhgelo lRompilie DonateilarRestani,orenzo Bianconi and F. Alberto Galjeds) Atti
del X1V congresso della Societa Internazionale di Musicoldg@dogna, 27 agostbd 1 settembrd 987, Ferrara
T Parma, 30 agosto 1987 (Round Tables) (Torino, 1990), pp. £36. Many other important €cento
sources were compiled there, and the city also hosted the activities of Andrea da Firenze, Antonio da Cividale,
Corrado da Pistoia and possibly Johannes de Janua; for sources from the Veneto se€Oxkédiay&odleian
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We have knowledge of the early history of onlfgev of our central manuscripts. Some
tantalising possibilities concernirgh have already been mentioned, as well as the formal
entrance oCyp into western European circulatiéff. The Burgundian and Visconti libraries
were also important, with the iddiitation of Trém in the former, and the inclusion of many
musical and textual sources pertaining toAhe subtiliorin the latter. Machaut manuscripts
seemed to be available in a number of leading French courts including the royal library and
those otthe Dukes of Berry and Burgundy. It is harder to determine the actual use of such
sources, the degree of access working musicians had to them, or the speed with which their

contents became obsolé&t8.

The Burgundian dukes were famed for their musicabpaiye. At one time or another,
they employed Cordier, Tapissier, Chassa, Cling#n),(Altacuria, Grenon, Benoit, Cesaris,
Carmen and Perrinet, with other known composers (Egardus, Royllart, Hugo Boy Monachus
(Lei) and Gemblanco) demonstrating links teittsphere of influenc&! Inventories of their
library, taken in 1404, 1405 and 1420 give a picture of the music readily available for use
there®? The 1420 inventory includes a reference to the continuous Ugémf(or a source
much like it) for feastlays, implying the relevance of older music also iftasgate,
composerrich centres. Sadly, it is impossible to say whether only the main religious corpus
was reused, or whether the secular insertions were also still deemed to be of interest some

half a century after their composition.

Should we therefore consider every chaplain in Burgundy as familiar with or a practical
participant inArs subtiliorper f or mance, or every one of Berr
Machaut 6s o0euvr ehatas fanhoosurugiciang & ateendgneecat the 11434
SavoylLusignan wedding, Dufay and Binchois would have had accé3ggon its arrival in

Europe?

Library, p. 4, or for morepecific Paduan sources see CuthbBrecento Fragmentpp. 924. OnBov, see
Ziino, The Codex T. Ill. 2esp. p. 114..

39 gee pp. 61 and 112.

310 For Trém in Burgundy se&Vright, Music at the court of Burgundpp.147-58,andBent , 6 A Not e o
t he D p.218fqg the widganging activities of the Viscontis see Nadas and Zilie Lucca Codexp.
34-49; on the Machaut manusciptf theDukes of Berryand Burgundy sefootnote290aboveandEarp,
Guillaume de Machautip. 48 or Wright, Music at the court of Burgundpp. 140, 142 and 148 respectively

311 Some of these identifications are rather tentative, including Cordier as Fresnel and Chassa as Hulin. See
Wright, Music at the Court of Burgundpp. 1324 and 60 respéively.

312 \Wright, Music at the Court of Burgundgp. 1407.
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Apart from on official occasions, it is difficult to determine whether ordinary musicians
would havehadacess t o their patronsd® manuscripts.
freedom, will or even notational knowl edge t
beyond the practical demands of their duties. After all, some of these collections were
sunptuous and expensive presentation copies, not designed for the use of household
employees. The business of collecting and producing diverse and exotic cultural phenomena
was not necessarily concerned with current, popular styles. The Visconti librangany of
1426 for instance, contained 87 French and five Occitan manuscripts. While some of these
were modern collecti@of new texts, others were new versions of old romances or indeed
very old books® The persistent interest in and collection of Tradour and Trouvére
manuscrips throughout the fourteenth century is a good example of the possible gap between
local and current cultural production and the interest of bookmakers and cofféttors.

iii.  Interpretation

Much of Chapterl was dedicated to the graction between modern society and
scholarship. It highlighted the different ways in which materials are interpreted by different
people in varying contexts, and the resulting gap between the original evidence and our
filtered understanding of it. Inigsection | will examine inherent interpretational difficulties
which are not the result of a unique context, but are unavoidable in histeddalhyed
research. In the examples of each difficulty a specific context will then be used to

demonstrate s workings in practice.

Intensity of analysis

The degree to which specific courts, objects, places or persons attracted scholarly
attention cannot be expected to accurately parallel their medieval centrality and importance.
On the most basic of levelgtwlarship tends to work with whatever survives, then with what
we know is lost, and only as a final resort with what we are not sure ever existed. As detailed

above (pp85-91), our records suffer from many lacunae, and there are incompatibilities

313 see Keith BusbyCodex andContext, Reading Old French Narrative in Manusc(iRodopi B.V.;
Amsterdam, New York, 2002), vol. 1, pp/6-82, esp. 778 for the Visconti acquisition of an eaffiyurteenth
century book at the beginning of the fifteenth century.
314 gee F. Alberto Gallaylusic in the Castle, Troubadours, Books, and Orators in Italian Courts of the
Thirteenth, Fourteenth and Fifteenth Centur{elsiversity of Chicago press, 1995),%4 f or Gi angal eaz z
additions of Provencal poetry to the Visconti library, and Chapter 1 for a more general survey of the
dissemination of the troubadour poetry and music in Italy, or Hdlitight Centuriespp. 213 for lists of
musical collections affoubadour and trouvére repertories, most of which was collected retrospectively, and
many times far removed from this musicds original sph
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betweea the information we are looking for and that which medieval writers found necessary
or useful to document. These two factors create a situation in which we cannot establish a
coherent and complete contour of medieval activity and importance, let allmweiton our

attempt to reconstruct a past musical culture.

Patterns in research also follow preséay accessibility of the surviving materials. The
degree of accessibility to sources, availability of editions, including the creation of printed or
online databases, all influence the intensity with which different topics are engaged. This is
as relevant today with the development of digital resources as it was during the first years of
medieval musicology with the order and location of the resuidazirthe medieval
manuscripts themselvéS A related phenomenon is studéeacher relationships, which
can, under certain circumstances and in certain educational systems, lead to the perpetuation
and entrenchment of certain attituded directions of tudy, as LeectWilkinson has

recently suggested in the case of 1950s Gerrfidny.

Popular as well as scientific interest tends to concentrate on identifiable, central
personalities or occasions, and pay less attention to the anonymous and marginal.d3his ten
to lead to an eagerness to attribute anonymous works to named composers and geographic or
temporal meeting points. An exampld.ss mont Aor{Ch, f. 22v), which displays sequential
and harmonic elements also found in parts of the oeuvre of Solagen@tedstyFumeux
fume Ch, f. 59). This has led to a musicological consensus that this anonymous work should
be seen as part of Solageb6s oeuvr e. Pl uml ey
compositions related to the Berry wedding of 1389yvhich Solage contributed other songs,
seemed to strengthen this notion, even though it is known that a number of other composers
(and the famous anonymous) also contributed works to that océasidowever, Solage
wrote music of very different characseranging from the very simpl&res gentil cuerCh
f. 50v), to the notationally extravaga® 6 a i n c, €h f.e86).t Itasi just as likely that the

315See pp. 282 and 478 above for the different intensity of work @h andCyp, and the impetusf
their facsimile editions, as well as for the renewed interest in this music following the publication of notation
books or editions. For ongoing selective or partial-@atabasesww.lib.latrobe.edu.atiMDB,
www.diamm.ac.ulor the new text databade chante ung chanAn Archive of Medieval French Lyricsee
http://jechanteungchant.orguk

3% See LeectWilkinson, The Modern Inventigrp. 185.

See Pluml ey, 6 A0, thesfiliatowmd thi®song pith Solapeidrepeated on p. 155.
This composersd oeuvre and style is congniYdlandaeed mor e f
Plumley and Anne Stongeds) A Late Medieval Songbook and its Context: New Perspectives on the Chantilly
Codex(Bibliotheque du Chateau de Chantilly, Ms 564) (Brepdlsnhout 2009), pp. 4%1.
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compiler ofCh included an anonymous piece which included stylistic traits he appreciated,

as it is hat he copied additional works by Solage without ascribing them. If we imlagine
montAoms being by some other composer, who had
1389 wedding, there is nothing to prevent us from considering the similarities dételoéed

reaction of one composer to the other. Indeed, this should be expected as textual and musical
homage and borrowing characterises the entire group of songs written for this occasion,
including the ascribed ones. As virtually nothing is known aBoldage or the composer of

Le mont Aonit is impossible to determine which came first. If we see the ascriptions of the
works of Solage as a sign of his involvement in the subsequent circulation of this group of

songs (or at least as a testimony thatnmveeer did circulate them had an awareness of

Sol agebdés output), it seems unl i kleimgntAothat he
if he was indeed its composer. Thus, the appearance and perhaps circulation-of the un
ascribed_e mont Aortogether \ith the wedding songs ascribed to Solage may serve to

weaken the attribution of this song to him.

Another important meeting point, to which many ideas, contacts and sources are as a
matter of course connected, is the Council of Pisa, and by extensiBisdinepapacy. Stone
considers the Council as the direct spur for a group of Latin somgsdA by Bartolomeo
da Bononia, Corrado da Pistoia, and Zachara da Teramo, as well as a celebratory motet by
Salinis. The likelihood that its environs were the nligsty place for the compilation of
ModA, Ch andPR is suggested abové® Even from the relatively meagre surviving
documentation relating to the earlier musical patronage given by Pietro Filargo (the first
Pisan Pope, who took the name of Alexander V) strong links with Matteo da Perugia as
well as Himbertus de Salinis are clear, and a shared context with Johannes de Janua and
Blasuis is implied® His ties with the University of Paris as well as the Visconti court make
him an important connecting fige, versed in a number of p&uropean traditions. Both

Ciconia and Zachara dedicated works to him.

The crosgoad conditions surrounding the Pisan council are evident, making it an ideal

place for intellectual and cultural meetings and exchangespbathas and materials. This

%18 See StoneThe Manuscript Modenap. 6975 and 878, as well app. 5962 above.

319 See StoneThe Manuscript Modenap. 6690, especially p. 83 where she suggests that all the group of
unique I talian composdilddilOns nweéoembwridiytamd fioat hg4@abnbi
On the careers of Matteta Perugia and Filargo see Stowaijting Rhythmpp. 4451.
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makes it look like the most likely candidate when trying to find a location for many specific
histories and developments. When looking at each case in isolation this offers no problem,
but when stepping back and looking a 8tyle as a whole, the suspicion arigega

historical imbalance may occur, especially when each identification is based on partial and
fragmentary evidence. It may happen that a single event, person or location will always seem
to be the best canditga This can even be due to a lack of specific knowledge. Our

knowledge of the Pisan council suggests much scope for musical activity, but is too vague to
allow us to discount any specific affiliation. It is hard to believe that with the plethora of
political, cultural and personal links demonstrable at the end of the fourteenth and beginning
of the fifteenth centuries, a single event is responsible for such a large proportion of cultural

exchange.

It so transpires that at present, the musical actvitehe courts of Burgundy and Aragon
have been extensively researched, while those in the courts of the many cardinals of the
period are relatively untouch&®. The literaryfumeursociety, to which two songs {h are
dedicaté, has attracted much attem while the musical activity df 6 a rségrateested to
by another song in the same source, didfffloPapal archives have been examined with a
fine-toothed comb, while additional leaveslafc keep turning up in the library of Lucca,
archives like th@ne in Cividale have not been given much musicological consideration, and
private collections remain inaccessible. A small number of central figures, places and
occasions are assigned singular i mportance a

extension marginalising) this cultural force as a whole.

Intentionality

As both modern scholarship and medieval production inhabit a context, it is all but
impossible to avoid at least a degree of-nasical ideological or cultural influence on their

produds, be it conscious and manipulative or unconscious and benign.

320 One example for a composer working only in such courts and not moving on to patronage from higher
members of religious or secular society can be found in Jean Jordan de Fleury who setiietbasaalLaon
cathedral (1385 to his death in 1409) after serving cardinal Jean de Turre in 1374, the bishop of Langres in 1378

and cardinal Hugues de-Bta r t i a | in 1385. See Plumley, O6Musicians
%21 The Fumeursongs are Hasprois/Noy#tuisque je sui fumeugCh, f . 34v) FumaunfumeSol| age d s

(Ch,f.59).L6ar bre eeckedAiInd &md@pfgs2vP aéar work relating to theumeursee

PatriciaUnruh Fumeur 8 Poetry and Music of indamdBadkgraundi | |y Cod:

(PhD. diss. for The University of British Columbia, 1
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As explained above fp24-9), medieval musicology has from its very origins been
divided along linguistic and political boundaries, with modern political events influencing the
attitudes anéssignment of worth to the cultural past. Such manipulation atedydenizing
of entire periods and repertoires has receded from more recent scholarship, but institutional
structures, funding possibilities, and simple interest in the immediate alot#hestill make
language and geography influential in scholarly undertakiffghe artifice of such division
is further highlighted by the lack of correspondence between medieval political and linguistic
boundaries and those of today.

Parallel fields &study are also influential in directing musicological scholarshpe
deeply ingrained perception of the Dukes of Burgundy and Berry as instrumental in shaping
the new fashions in the visual arts associated with fifteenth century culture, was ghnallele
music history through an emphasis on their nurturing of musical talent representing the newer

Internationalstyle rather than their consumption of the oldles subtiliorrepertoire®?

The different reasons for collecting and producdhng subtiliormusic can be seen as
different kinds of medieval intentionality. The Visconti courts of Milan and Pavia are other
locations proposed for the origin BiodA andCh, and the nurturing of the entifes
subtilior style*?* The imperial ambitions of Giangalear¥isconti were certainly mirrored
in the feverish cultural activity in his court, and it is clear that some of this activity related to
the Ars subtilior. Philipoctus da Caserta, Ciconia, Antonello and Solage dedicated works to
various members of the \denti family, and Jaquet de Noyon was directly employed by
Giangaleazzo. The famous historiated Pavian versita bfrpe de melodiéChic, f. 10)
suggests at least thedmeworks by Senleches circulated theten*, a Visconti collection
of lyrics (aparently originally set to music) also includes texts of songs by Matteo da

Perugia and Johannes de Janua foudddA .3?° A further text manuscriptmb*)

322 Courses taught in Englisspeaking universities for example, tend to put less emphasis on incorporating
scholarship in other layuages than do their counterparts in Germany.

335ee Higgins, 6Music and Musiciansd p. 689 on the t
musical legacy of Jean de Berry.
$24See StrohmiThe Risepp. 5960;6 Fi | i ppotto da €askerin, Lombardi aa, fr

della Seta and Franco Piperfeals) In cantu et in sermone: A Nino Pirrotta nel suo 80° complegRiarence,
1989),657 4; ODi pl omatic Relationships bet we@molandae Chant i |
Plumleyand Anne Stonéeds) A Late Medieval Songbook and its Context: New Perspectives on the Chantilly
Codex (Bibliotheque du Chateau de Chantilly, Ms §64¢pols: Turnhout, 2009pp. 2294 3. ; Bent, OEar |
Papal Mo t e-8, anil Nadas and Zid@he Lidta Codexpp. 3449 who affiliate alsd_uc to the
Visconti.

5ee Plumley, 6CrossinwhBoerd&pl age$é, | ppksl18o0o this

107



suggests familiarity with works by Zachara da TerdffioThe Visconti also offered

patronage to PiatrFilargo and the Malatesta, suggesting contact with further composers, as

well as the potential availdity of musical materials. Fir gods musi cal | i nks
beendiscussedbove®’ The Malatesta employed one Nicholaus, suggested by some to be
identified as Nucella, and had dedicatory songs written for them by Blasius and Bartolomeo

da Bologna&?® The Visconti also supported much indigenous cultural and musical

production, and collected varied curiosities including antiquated music and litéfdture

The Visconti eagerness for multiculturalism may well have been genuine, but it does
seem to suggest a link with their more general international pretentions which were
manifested in their pursuit of familial and feudal allegiances. Showing masteoyholocal
and foreign musical styles could thus be seen as part of a political agenda involving the
assertion of legitimacy to their subjects combined with the demand for recognition as worthy
by their prospective allies. This can be contrasted with thetiragonese attitude, which
seemed to have been participative, genuine, constant, and unrelated to the political and
cultural implications of favouring one taste over another, and the attitude of the Cypriot
Lusignans, who made use of French musicenthf ace of | oc al cul ture &

effort 3%°

The problem of identification

Problems with the materials and their interpretation unite in the frequent difficulty
experienced in coupling composer s probtemsnes wi t
are compound. An entire group of composersao
pseudonyms. These include Cordier, Borlet, Trebor, Grimace, S Uciredor, and Solage,
certain of which are more plausible than others. If these are pseuddhgralsances of

identification in noamusical documents are diminished, since these pseudonyms may not

%5ee David Fallows (review), EMXh(®@991), pr t9d423&spdpe x ( Co d e
121, and Stonélhe Manuscript Modenap. 7475 (Zachara) and 81 (Matteo and Janua), where a privately
ownedVisconti* source from around 1390, which replicatem* but shows even stronger ties to the Visconti,
is also mentioned.

%'Seepl 05 above. Filargods |links with the Visconti w

FEor Blasiusd dedicated song to the MAdMahuscsipta and t
Modena pp. 758. On Bartholomeusee Gilbert Raneyo6 The |t ali an Contribution to
Bodl ei an Libr ar,inF. ABexto @allo (dd.). DcA.r s2 Nd&/a | taliana del Tr e
Convegno Internazionale 122 luglio 1969 sotto il patrocinio della Societa Internazitendi Musicologia
(Certaldo, 1970), ppl43 64, esp. 4534

39 5ee p. 103 above.

3305ee pp. 94 and 100 for Aragon, and 61 and33®for Cyprus.
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have been used as regular nicknames (as was the case with Zachara), or deemed unsuitable

for use in official or legal context.

Another common difficultyencountered is inconsistency in the spelling and form of
names, which is complicated further when these are translated into different languages. Thus,
whil e Hasproisbéd forenames are common and eas
Symonisi Jehan Simi), his surname appears also as de Haspre, de Haspra, de Aspre,
Asproys and Haprose. As has alreadgnmentioned fpotnote47), even direct translation
of common names like Haucourt to Altacuria can (in combination witdr déttors) throw

modern scholars off the scent and causeasiptions>*

It is also not uncommon to be able to affi]
with more than one historical figure. Alternatively, even when only one identification is
found, many times it remains tentative or inconclusive. Valhant, Goscalch, Franchiscus,
Prunet/Perneth/Perrinet, Sertis/Sortes, Cordier, Chassa, J de Climen, Johannes de Janua,
Taillander, Nucella, Pykini, Alani, Trebor, Rodericus, Fleury, Benoit ance@gierd Gtr)
were all attached to more than one historical figure at one time or afStiRykini is now
believed to have worked for Wenceslas | of Luxembourg and Brabant, while holding a
canonry inBrussels. Other attempts at identification affiliateah with Cardinal Guy de
Boulogne, Jean bf France and Charles Il of Navarté. That such wideanging variety
exists for a large group of composers should remind us of the fragile character of the overall

picture we are able to construct.

Some surviving names, such as Chipre and Defronciaco, only imply geographic
affiliations but otherwise remain elusive. Blasius, Depansis, Garinus, Guymont, Cornelius
(Str) , Graneti, Jehan Lebeuf dO6AbbRPQrlesl | e & Po
Petrus FabriSale, TanelBol596) and Tristani Bol596) remain for the time being
completely obscure. A number of ascriptions, many appeariAgtinmay not refer to a
composer6s name at al |l . Some, | i ke Bombarde

piece, while others, like Barapton, may turn out to be unexplained pneumonic devices.

¥lEor different names and their meaning, see Tomasel

%32 For such a difficulty evenwithn @ narrow context see Plumley, 6Mus]i
where it is mentioned that Jean de Berry employed simultaneously two men named Charite.

33335ee p. 93 above.
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Some have even been suggested to be a technical sepdeatios between consecutive

settings of identical texts (Sortes, Depandis).

In attempting to asses the suitabilifypossible identifications, many modern constructs
have to be used. Some, | ike Apel bés stylisti
conception of historical development, can have their credibility and relevance challenged if

the tools used irheir reasoning are considered no longer applicible.

Here again we encounter the problem of anonymity. Anonymous works were all
composed by someone somewhere. It is safe to assume that while some are by composers
already known to us, others are not.oked at from the opposite perspective, it is also
reasonable to suppose that the surviving music is not necessarily a representative sample of
most composersé6é output, and that cases of er
as no means of thetorroboration exist Those works by Machaut which appear outside his
own manuscripts are instructive here. I f we
only on these appearences, we would only have five surviving ascriptions to him, three of
which arewrong>3® We can also postulate that at least some of the many identified
musicians for whom no concrete evidence as to their practical activities survive, also

contributed to this style as performers, composers or distributers.

Chronology

Considenngthe different problems with our knowledge and its interpretation, it is hard to
establish definite timeframes for tAes subtiliorstyle, let alone a linear developmental
theory to contain it. One may even ask whether the concept of unconscious
develgpmentalism is at all relevant in such a smifare cultural context. We may decide to
think instead of changing, revitalising, repeating fashions and preferences, reacting to time,
place and context’

3¥s5ee Tomasello, O6Not-272 biographiquesoé pp. 269
3%geepp.3Babovead Uptonds cr it iTheuChantily Codempe 13858. i deas i n
33 The two correct ones iBh, the wrong ones iBtr. See footnotd7 and p. 99 above.
337 0n the happy coexistence of new, local songs with old, fomigs inModA see StoneThe

Manuscript Modenap. 967.
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A few researchers offered lists of datable wdfksThis helps in giving an historical
picture, but is problematic for a number of reasons. Apart from the vagrancy of survival, one
should consider that only a certain kind of work (mostly dedicated ones) tends to be datable,
and are not therefore represaite in either general production or copyipatterns. Itis
possible to compare two occasions for which we believe we have connected works (for
example the BerrBoulogne wedding and the council of Pisa), examining the difference in
character betweeihem in order to define a process of change. While being alluring, this
technique has the potential danger of massaging occurrences into temporal and stylistic
linearity, disregarding the specific political, personal and geographical influences
surroundilg each event. There is no reason to believe that works written in the orbit of an
extraordinary event and fed by the meeting and exchange of materials between leading
cultural practitioners are in any way representative of their surrounding, everyda.cuit

will therefore be hard to deduce from them any general cultural shifts.

We can trace meaningful sections of the careers of only a minority of relevant composers.
Even within these tentative contours, we have no way of datingledicated compasons.
While the combination of all these partial segments of information can give an overall
impression, withArs subtiliorrelated activities stretching over a period of at least five or six
decades, this picture remains rather hazy. A considerdtits innerworkings requires
more knowledge and further research, even in order to base a general trend on more solid
ground>*

This story can be complicated even further. Throughout the Mgk, there exists a
discrepancy between the time and cohtéxhe composition and of the copying of mu¥tt.
The appearance @frs subtiliorworks in later collections demonstrates that they were

considered relevant even without their immediate context. Compilest have thought

338 To those mentioned already in footnd#l above should be added GuntheDat i er bar e Bal | ade
II; Stone,The Manuscript Modenap. 11231; Plumley and Ston€odex Chantilly pp. 184200.

%39 For the possibility of stretching the limits of tAes subtiliorin both directions see pp. &3above.
Among the specific dates which suppor tDamédoscenehntai m ar €
T Doulz amiggiveninCh( f . 26v), and t Bresduselal¥odA,d. 16) s reféaingtoel426 s
at the earliest in Ston&@he Manuscript Modenap. 1026. If one includes related theoretical writin@én
for example), one can push the boundariendurther. See also pal98below. A useful discussion of
di fficulties with dating music appears in G¢gnther, OF
our timelines, which change with the advances in scholarship, can be found,inBénA Not e on t he Da

340 see for instance the production of Trouvére and Troubadour manuscripts and the content of the Visconti
library in the late fourteenth century (p. 103 above), or the range of music collected in sourcePRicDxas
or Str (pp.62-5, and 75 above).
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them worthwhile for inclusioeven when detached from the fashion that formed them, and
this is if we imagine compilers being at all aware of the’§aT.extual alterations in
concordances within the traditional képan of this style demonstrate that interest in this
music transgressl even the most venomous of political dividf&sThe character of the early
layer of Ox, and mix of music irstr, makes it clear that this music had at least some

relevance deep into the 1430s if not later.

A further element in this phasing effectietuse of sources once they are compilégp
must have had some intrinsic value (apart from its sheer size and beauty) to merit its
inclusion in a dowry in 1434. Evidence concerning the subsequent use of some Machaut
manuscriptsTrém andCh, has alreaglbeen discussed aboVE. Every other source must
have had its own history of use, however inaccessible this story is to us today. While some
surely lost their relevance rather quickly and became relics of past fashion, others must have

enjoyed a longerral more regular practical use.

Conclusion

When combining all the different problems pertaining to the surviving information and
the way it is treated, one can easily come to believe that our understanding of the place of the
Ars subtiliorphenomenon withi the society that created it is indeed very meagre, and will
always stay partial. We have concrete evidence of so many things we know we have lost that
it is difficult to believe that there are no other pieces of information we do not even know

existed. The phenomenon as a whole must have resonated further than we can detect.

This brings into even sharper relief the fact that the body of evidence we do possess is
large and varied. The surveys given above demonstrate again how widesprasad the
subtilior phenomenon must have been, even without detailing every link identified between
musician and place or patron which has come to light. We know very little about the copy
exemplars and their availability. Still, the variety of patrons and their traalpled with
the independent travels of musicians and their changing affiliations, weave intricate

circulationpatterndor the relevant musical materials. Important courts, churches, events and

%1gee p. 646 above.
2The refrain of Pharlésibgn®GeteoisChdfadsvandViedAt( b 3l reads
O6Par |l a souverayne papBovgui Sd9pppewtiet €S emenad, 6svbuV e
sbapepeCl ement 06, making the piece more palatabl e when
3 5ee footnote290and310, pp. 102 and 91 above respectively.
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personalities seem to act as meeting points for cultuchlagyge, and as spurs for new
production. Their nundr and variety makig impossible to see th&rs subtilioras restricted

to a small geographical area or even to a single echelon of society. It is clear that the high
secular and ecclesiastical aristoxy created the conditions and led the way in fostering
cuttingedge musical production, as they did in most other cultural activities or musical
styles. Still, we have encountered interestt by the professional inteflentia(in the

university and te fumeursociety, and by the bourgoi$ 0 a sedeandthe ownership of

Ch). Minor aristocracy and less extravagant devotional use should also not be ruled out,
especially when remembering the adaptations this music was subjected to. It setras that

Ars subtiliorreactedfar and wide ito society in one form or another.

In all the evidence discussed in this and the previous chapter, the evidence of actual
performancsof specific pieces was negligible in comparison with the amount of music
surviving and the evidence of musicianship during this peff8dThis is true even for times
and locations where we could pioint a number of composers working together for long
periods. It is true that most of our sources simply were not interested in the kpetdic
information we are looking for, but the problem may well go deeper than that. We would
have expected at the very least to find more evidence of payments to groups of musicians
working in combinations that fit the requirements of this music.th&time being | leave
this question open, as the only way | find around it is incorporated into-my re
conceptualisation of the entire definitionAfs subtiliorpresented ilChapter6. In the
meantime, | would like to turn to the music itself, and $és features and their use can help

us understand and contextualise the physical evidence we possess.

344 Eor one case which comes close, see foot2dismbove.
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4.  Features of Ars Subtilior style

The preceding chapters concentrated on the surviving physical objects relevamtrio the
subtilior phenomenon and thveays in which modern scholarship and performance
interpreted them. This presented a varied history of a widely distributed and flexible cultural
force, both in terms of its medieval manifestations and its modemempretations. This
chapter will exjore aspects of the inner workings of the music itself, concentrating on the
different choices available to composers working within this stglacewe knowthatsome
composers wrote in more than one styfdt is clear therefore that at least in some
circumstances there existed a conscious differentiation between the stylistic bbittikg
of different styles. Understanding the choices composers faced can enable us to determine
the characteristics of a musical language, which in turn might pro@dieadle context for

interpreting individual works.

The chapter is divided according to largmale stylistic features, each in turn slitided
to examine more specific usages. These features include genre and register; mode, setting (of
voice parts awell as text), and pitestructures; melody and counterpoiritythm and
notation; visualitytext and language. After the different features are presented, a number of
issues arise. First, possible stylistic timelines and their relevance to a medieypaker will
be considered. Following that, the role of the margin of ernatjta influence on our
concepbf what is and is not possible in this style will be discussed. Finally, the overall
picture arising from the different stylistic uses andtegues is presented, with suggestions
as to its implications in practicd.suggestsome techniques had a direct practical and
structural use, enablirtge creation of longer musical sentences and extended forms.
Nevertheless, | propose the synthesithete practicalities witBxpressiity. This is
achieved through model for attracting attention and assigning expressive impottiatioe
deviation from local or structural expectations. This mechanism is followed up in the next

chapter, where its efulness and validity is examined by looking at individual case studies.

3°The clearest cases are Johannes Ciconia, Antonello da Caserta, Johannes de Altacuria and Zachara da
Teramo, but many others (such as Cesaris and even Landini) could also be added to the list.
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For every styleelement, a general summary of the technical manifestation of its features
will be followed by examples of different degrees of its usages, their context and
conseqences. As in other places in this work, | resist the temptadigive a
comprehensive list of works and sources examined. Instead, more general indications of how
widely used these techniques were will be given, and the general variety of instances and
locatiors will be mirrored by the choice of exampleresented. Problematically but
unavoidably, the search for the borders of this style gives special emphasis to the more
extreme occurrencé€s® Still, the goal of this chapter is to examine the trenmistandencies
of this style. As a result, the loss of numerical exactness in the distribution of each technique
does not diminish the validity of the argument. While presenting the different degree to
which each feature can be used would be a valuadlentboning my ideas further, my
inability to do so within the space allowed for this dissertation is immaterial for the

construction of my argument.

This is not to say that | believe a graded approach to the analysis of technical and
aesthetic parameteirs Ars subtiliorstyle is not in order. On the contrary, on a number of
occasions | question the use of cataloguing works purely on the exiéemntberwise of a
certain characteristic in thefff. Furthermore, the stylistic features discussed indhépter
have a wider range than those typically associated witArhsubtilior. This isbecauseny
examination is undertaken in order to examine the workings of this style as a whole, and not
only tomark out the clearest elements that differentidt@ih other styles. Generic,
harmonic and melodic characteristics cannot therefore be left out. This approach led me to
widen what we may think of as tiAes subtiliorstylistic language. thereforedescribe
important but less extravagant stylisticrelnts which have been largely ignored in treating
this style such as sequencing and external syncopatfomther, already defined
characteristics had to be reconceptualised, such as tonal structures, the use of canon
instructionsor visuality. Even widly researched features such as internal syncopation and
proportional rhythms had to be considered as technical tools within a stylistic norm, rather
than seldefining extremes. Finally, the attempt to understand these appearances as a
coherent languaded me to proposthat it is the combination of and relationships between

these featuewhichassigis expressive meaninig this style, rather than their individual use.

%8 For mae on the friction between the marginalised and the extreme see pp1 2&ow.
37 3ee, for example, pp. ESabove.
8 For my differentiation between internal and external syncopation see pp.H&l6w.
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a. Genre and register

These featureconcernlarge scale musical structuring. They akscamine the interplay

between musical structuasd the place this music inhabits within its overall host culture.

Genre

As far as structural organisation is concerrfad, subtiliorcomposition adheres closely
to the FrencliFormes fixe$*® As mentioned laove (p. 61 and 7§ genre was sometimes
used as an organisational tool. This allows us to think that such formal choices carried with
them certain expectations. To determine popularity of usage, it makes sense to turn to large,
varied and independenhd t s such as t heanddriptseramingdine gr oup o
Chapter2. Figure4-1 presents the distribution of forms in these four collections. It
demonstrates a clear preference to the ballade, ev@ypinwhere the religious section is

given pride of place.

4-1. Genericdistribut i on i n the Ars subtilior éformative groupd of
Ballades | Rondeaux | Virelais Motets Mass Other Total
sections
Ch 707 17 12° 13 - - 112
(62.5%) | (15.18%) | (10.71%) | (11.61%)
ModA 36 18 19 5¢ 11 15° 104
(34.62%) | (17.31%) | (18.27%)| (4.81%) | (10.58%) | (1442%)
PR’ 43 8 29 - - 3° 83
(51.81%) | (9.64%) | (34.94%) (3.61%)
cyp" 102 43 21 41 21 - 228
(44.74%) | (18.86%) | (9.21%) | (17.98%)| (9.21%)
Total 251 86 81 59 32 18 527
| (48.63%) | (16.32%) | (15.37%)| (11.2%) | (6.07%) | (3.42%)
Total 228 85 74 58 32 14 491
Ik | (46.44%)| (17.31% | (15.07%)| (11.81%)| (6.52%) | (2.85%)
a Not counting the double copying ©fes gentil cuer amoureux
b. Counting alsd.a harpe de mellodie
c. CountingbottS e v 0 u sandrhé eew toatstenor composed for it.
d. Including EgardudCaccialike work Furnis reliquisti quare Equum est salutare
e. Nine of which are purely ltalian compositigre an inidentifyable fragment
f.  Counting only the early French section and the three relevant works inserted into its Italian part.
g. One ltalian song by Landiaind two instrumental intabulations.
h.  Not counting the Chant section.
i. Including the 4vyfully canoric Tousiours servir ie veuil la douce flowhich is clearly texted and marked
out as a Rondeau, with mid and final cadences for all voices.
j- All copied pieces
k. Excluding concordant doublings.

349 A much lesser degree of formal choice existthinreligious sphere, making the discussion of stylistic
form-usage in this context practically irrelevant. Generally speaking, stylistic development in the religious
sphere, while being full participants in mafs subtiliorpractices, tended to emplises continuity rather than
difference. The early appearance of isohrhythm , or the persistence edd¢aigeproportional structuring are
but two examples of the difficulty of using religious compositions in separating one style from the other. The
disaussions following therefore, concentrate mostly on secular composition.

116



Some exceptions do occur. They include other liturgical or-Bemrgical compositions
(the hymnPuer natus in betheleem ModA, the works by Hessmann 8tr), straight
canonc compositiongtwo in ModA, one inLuc), ard Frenchstyle contratenors for Italian
compositions (two itModA).

Many of these identifications are clear structurally (followanyertandclos patterns or
textunderlay patterns when applicable), but only nominal in application. Partial texting, or
the absence of text altogether, makes the identification of a song sS0Ddboase douce
Franse(Ch f. 29, one line of text appears under the canassi rondeau, unhelpfidr
performance. Unless some form of instrumental arrangement emgrdvisaton is

considered, a singer will only be able to sing it once through with the text provided.

One could of course define other characteristics of genre egesule. The polytextual
chanson can be one such gibup genré>’or the category can be widentedinclude all
songs with more than one texted voite One can idetify a rise in the popularity afiddle-
songs, encompassing the extraction of additional voices from the written niatexsiyell
as textual riddles (for examp&umitekarissimj ModA, ff. 11v-12) or notational ones (such
asSi con cy gistCh, f. 31V). This group can also include vague textual references to people
or places, but in this case, it could at times be hard to determine whether such references were
conceived of as riddlesy just seem enigmatic to us due to the loss of relevant information
and context>® Other subgenres (with a degree of overlap) could be-ssflexive songs,
visual songs, or naturalistimitative works®>* These sulgenres do at timestry formal
prefeences. Whenanonic workgbe they straight or retrogradeave a fixed formthey

tend to be rondeauxThis is a natural choice as there is an inbuilt cyclical element to this

%0 Four Ballades, three Rondeaux, one VirelaChy three Ballades, five Virelais iRR; one Rondeau in
ModA; one Ballade irCyp, all in all eighteen occurrences out of 424 relevantgos i n t he o6f or mati v
sources (counting concordances as separate occurrences).
%1 Adding to the above a further Rondeau and three VirelaBhirtwo canonic works and a Rondeau (not
including Italian songs) iModA; two Virelais inPR; four Rondaux inCyp, new total amounting to 31
occurrences.
%52 Two works inCh; five in ModA ; three inPR; one inCyp; probably seven istr; five in Iv; two in Pit;
one inLuc; one inPadA, sum of 27 works.
%33 Knowing which side of the SchisAngelorum psaladriginated would simplify our task of interpreting
its text (see p. 2080 below). For a modern (but not medieval) riddle solved, see Pluinlayit p i s de 6
1501 where the standasdo | our s me nt i Quangayneicuearelconsidered. 6 s
®YForselfref | exi ve songRebkexiSvtenBon§edfor Virginia Newe:
Memorizing: The Transmission and Resolution of Retrograde Canons from'taed&arly 185Cent ur i es 6,
EM, xviii (May, 1990), pp. 21&834. Visual songs are examingp. 18590 below. Naturalistic songs include
some of the most popular and widely distributed songs of the time, inclBdingaintes foyandOr susvous
dormes ForPar maintes foysee pp. 2552 below. For attitudes to art and nature see LeaehgBirds.
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form. More practically, its avoidance ofivertandclosendings foritherA or B sections
conducive for canonic compositidtT. Less obvious is the (less universal) preference for the
Virelai in the composition of naturalistic pieces. This may have to do with the original
lighter character of the form, or with the incrediblider distribution of some relatively early

examples such @ar maintes foyandOr sus vous dormeboth of which use this form.
i . Register

Every living musical culture requires a multitude ofecasting registers. The search for
C 0 mp o stwities indetaken inChapteBhas al ready mentioned med
requirementgor signal music, dance music, light entertainment and daily devotional music.
Here as in every other musical culture, registers appear even witbatlatd Artmusic. A
consumenf troubadour songs could alternate betweBastourelleby Marcabru and a
Planhby Bretran de Born. A nineteenth century lover of Italian opera could indulge
him/herself with an evening of high drama at the opera house, or with simplified
transcriptiongdesigned as parlour music. In the contexAis subtiliormusic, such
awareness is doubly important. If we see it as a leading aesthetic in the production of French
music over a period of a number of decades, it is reasonable to expect it to bditiniota
number of the musical registers demanded by the saoietlgichit originated. This culd
suggest that we can be justifiedaostulatingdifferent layers of functionality and complexity
within theArs subtilior. On the other hand, it is ltato imagine works in this style used for
some of the more functional musical purposes such as dance accompaniment, or military
signalling. The entirérs subtiliorcan therefore be seen as but one register (or a cluster of

registers) within a larger hostilture.

A change in registral identity can be detected when the music changes context. For most
of this period, the musical sources do not offer us a parallel French intermediary style to
bridge the gap between amusic and unwritten, purely functial musical habits. If we
consider théArs subtiliorto be a result of underlying cultural forces, it is reasonable therefore
to expect that in 1380s or 1390s France it would demonstrate at least some flexibility, and
incorporate works from more registefsthe musical spectrum. Thisowid result in works

which are based ofirs subtilioraesthetic and stylistic principles, awoid exploiting them

%5 As counterexamples, sé&m la maison Dedalu@erk, p. 62), which has a canonic tenor and contratenor
but is a ballade, dra harpe de melodi€Chic, f. 10), which incorporates a canonic second cantus but is a
Virelai.
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to their extreme&>® This flexibility creates fewer welliefined borderlines between it and

other contemp@neous musical production, and blurs the separation between it and the

preceding or following musical fashions. When looking at the populardyosubtilior

music within an Italian context, one would expect the thriving indigenous musical output
whichoper ated alongside it to fulfil most of s
stylebds registral rel evance. The specificit
naturally create better defined borders for this phenomenon, as the nadpisdment into

different cultural registers is removed, and it would constantly be faced with competing

cultural currents?’

The assignation of register is complex and has also to do with use and aiaditnde
as well as compositional componentdheBimple designation of audible complexity as a
registral barrier is hampered not only by the importance of notation in this style, but also by
the probable improvisation and ornamentation techniques used at tHetienerreliance
on setting charactestics such as length or number of voices as differentiating elements is
also problematic, as the general tendenddrsisubtiliortowardslonger settings is by no
means universal. Some genres (especially religious settings) have stricter, practical
constaints on their lengtf>® While an inerest in fowpart or even fivepart composition has
been demonstrated on a number of occasions, it does not coincide neatly enough with other
musical characteristics to be of wea strict determinanit’

%Seepp.104and19Bwhe e t he different levels of complexity a
output are described as an outcome of such cultural needs. Diffesesubtiliormainstreams are examined in
case studies 2, 3 and 4 and summarised on pp32&elow.

%7 The sudy of globalisation has proposed varying processes for the integration of foreign and local
cultures, as well as their processes. A clear description of these ideas can be found in Peter Ludwig Berger,
OFour Faces oTNIl G120, pC280 t urepr i nted in Patrick OO0 Mea
Mehlinger and Matthew Kraifeds) Globalization and the Challenges of a New Century: A Reader
(Bloomington: Indiana University Press, 2000), pp.-2¥9available also at
http://bss.sfsu.edu/fischer/IR%20305/Readings/four. nsuccinct account of these ideas and application to
Taiwanese society is availableatHsluang Mi c hael Hsi ao, O6Coexistence and
Globaliet i on and Localisation in Contemporary Taiwand, P
(eds) Many Globalizations, Cultural Diversity in the Contemporary W¢@xford, 2002), pp. 4&7. These
processes and interactions become relevant tArtheubtiliorif French culture is thought of as the globalising
force of the time. They allow for the simultaneous replacement of Italian traditions (such as Italian notation),
and synthesis and coexistence of the two in a single cultural context.

%8 Seepp. 71-2 above for ornamentation and pp. 385 below for a discussion of visuality.

%9When setting a Credo, on the one hand there is no leeway in shortening the amount of text to be
included, and on the other, the context of the mass (especially dttivegss not intended for one of the great
holidays) limits the maximal length which would still be practical.

305ee pp. 78, 12730 and case study 4 pp. 248 below. For exceptional fiveart compositions see pp.
128 and 265.
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Form is noinecessarily a registral identifier, but tendencies within one style to prefer one
form over the other can inform us of the association connected with each. As the main
vehicle forArs subtiliormusic, the Ballade tends to be used for the largest and most
extravagant works, making it the first choice of hrglgister compositionHowever, his is
not universal, as the simple, straightforwBame sans pgiModA, ff. 28v-29)
demonstrates. As a general trend, Rondeaux and Virelais tend to be simpleadtechadr
is possible to think of the use of the form as having less exceptional and more everyday
connotatios, setting up an expectation for inclusion in a lessiggortant cultural register.

A single page irCyp (f. 151) contains four such Rondeauks with Ballades, this is by no
means universal. The preference for the Rondeau form for canonic chansons has already
been mentioned above (W1 7-8). The formal avoidance ouvertandclosendingsalso

resulted in all isorhythmic chansons using fbisn.*** Cyp juxtaposes very simple

examples with complex Virelaissuchlae pr ens d 6 (& bdd)which engployst ur e
9/8, 413, 3/2, 916, 4/1, 5/3, 5/2, 7/2, 3/4, 7/3, 10/3 and 2/3 proporfibasa Rondeau like

Tant est douce la morsu(e 146) inwhich the cantus works its way through all four
mensurations while the tenor and contratenor remain constant. Many other instances do not
fit the mold. Six works by Senleches survive, three Ballades and three Virelais. Senleches
follows the trend by abosing the Ballade form for his lament on the death of Queen Eleanor
of Castile, as well as for his petgxtual complaint about the statenousicianship, and the

Virelai form for his descriptive and natuimitating compositiond®® On closer inspection,
though, he uses similar musical and technical elements in all his works, and indeed chooses a

Virelai for his fully canonic compositio,a harpe de melodie

Nevertheless, the relative tendency of ballades towards gravitas and other secular genres
to opimism or playfulness remains. Hints atthe expectationsttached to the choice of
form, and explaimo st ¢ 0 mp o snematshing forim anid costent in their
compositions. Apart frorthe establishment of an understandaiglem, theseexpectations
can help us mark out pieces as speciahleyghoice ofa surprising form otheuse of a form

%1 Five isorhythmic songappear irCh, one of them copied also ModA and one more appedrsPit. On
the complexities of the Rodeaux@, see Virginia Newes, O0Deception, Rev
of the Chantil | yYolahdadPdumleyiamd Althe Gta(els) A Bate Medieval Songbook and
its Context: New Perspectives on the Chantilly Codex (Bibliotheque du Chéateau de Chantilly, ¥Bs&dls:
Turnhout, 2009)pp. 1543.
%2 gee figured-78 below for the distribution of propaanal rhythms irCyp.
33 35eeFuions de gidJe me merveil J 6 ay p Latharge de nselodiandEn ce gracieuxamps
respectively.
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in an unexpected way. For example, it is possible toAegeélorum psalaas a work aiming

to convey authority in a neecclesiastic context. This readingi@xplain the use of a

secular genre instead of the motet, and make sense of the insistence on the musical ballade
form even though it clashes with the songos

b. Mode, Setting and Pitch -Structures

Questions pertaining to the systemic consgrbehind medieval composition have
created some acrimonious debates, andthesubtiliorrepertoire has not escaped

controversy°>

Pitch -Structures and Tonal Systems

In thar statistical analysis, Leffésand Plumley demonstrated that medieval contjusi
in general and\rs subtiliorin particular tended to hone in on specific kinds of tonal centres
and use repeating patterns of surrounding gstehctures®® Their findings are valid and
valuable, but tend to avoid interpreting the aestlatit pradtal concepts which led to the
formation of the tendencies in the tonal structures they deffietliready in defining the
behaviouroh i s types heffdrtsdemonstratethe importance of this structural system
by attractng attention tevardsArs subtilior pieces which manipulatein a selfaware
manner®® | would like to add to their efforts here by offering a conceptualisation of the
notion of pitchstructures based on medieval terminology and ideas, which can gite rise
and act as a backgroutwlthe patterns they identified in the music. This is important as |
believe that in order to attach meaning to the manipulation of the system, we first have to

understand the way in which it was conceived at the time.

The tonal typesystem defines theelationship betweefinalis, range, medial cadence and
key signaturelnit,two pairs of O maj or 0 a nidalisGanoritesa 6 pi t
stepapart are defineftalledalphaandbetg), to whichan additionalindependentd mi nor 6
tonecorstellationis appende@namedgamma. Each typeappears irmadifferent location

according to the key signature: two flats placealpdapair on Bflat and C, thébetapair a

%4 See case study 1, pp. 226 below.

%53ee footnotéla bove, or Sar ah deaddFanteeriBénilicy Eranch SPrig;sAc o u r
O0Medi eval 6 Per s [EMH, tvi (1988), Be6ll®& er ed ? 0,

%%see Lef fer-Bystemd6 RAing n dteuGradmeay |

%7 See pp. 4843 above for the outside pressures which may have influenced the laiyuageh these
findings were expressed, and their emphasis on sound statistical evidtheang as a point of departure.

¥sSee Leffersgsteéeds-Hnapur 244
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fifth away on F and G, and tlgammatype on D. The same relationships are miained

with one flatin thesignaturewith thealphapair on F and G, thieetapair on C and D and
thegammaon A. This is repeatedlso for a natural signature and one with a single sharp.
Thefinales are rangespecific (measurkaccording to the cans), and two medial cadences

are described for each type, one above and one beldimalis, the relationship remaining

stable in the different key signatures. The behaviour of other voices around these sonorities

does nonecessarilyaffect their clasfication.

While awareness of these patterns is useful in understanding the choice available to
composers and the border between normative and exceptional use, | believe their
reformulation as aesthetic principles adds to their importafke.location®f most medial
cadences for instance, falh the two sonorities which naturally support plagal cadences in
any tonal type or key signatut€. This tendency can be presented as an independent
aesthetic preference, betraying a degree of standardisatidmndn authentic cadencese
strong and plagal cadenca®weak, regardless of the tonal system used. This simple
guideline leads directly to the relationship between medial and final cadences which the
60t onal typeod smplcityeand ppcticality is mastkely to hbvie beers |

formative for mainstream medieval practitioners and not only speci#{fists.

The identification ofinalis locations in relationship to pitch constellations can also be
rethought from a medieval perspective, usingcirecept of combining hexacherd
constellations to form an underlying ndteld structure. Different notéeld structures
naturally mark out some pitches as more central and others as very weak. In a combination
of only natural and hard hexachords fastance, G is a very stroffigalis location
(catalogued abetat o n a | type in Lefferts and Plumleyds
the result of purely practical considerations, as not only can one construct on top of it all the

perfect intervals (CD, g), and repeat the exercise for each of the new notes (adding F, A, c,

d, g6), but the same process can obvert appli ed
cadencesnamely, a tone above tifiealis( A gener ati ng D, E, a, g, b
Ahlhamoni c0 possibilities are vital i n polyphot

central sonority on the other hand, falls on the first hurdle as it requires a degree of correction

¥9See Leffersgst @®s gnap urMeSamaapdi2P| uml ey,
370 For acase where medieval terminology is used, but without a system or method arising (and therefore
with no interpretative relevance), see Josephson, 0Mas
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even for the fifth necessary for final sonorities. The use of hexagHarthe construction of
a notefield seems natural as it was such a strong concept in medieval musical thinking, so
much so that even referring to an inflection asiar afa sign would create immediate

associations with it.

Lefferts and Plumley doiscuss the range of each type as a combination of overlapping
hexachords, but consider key signatures as wholesale transposition of the’!Gamuty
opinion, this approach has two drawbacks. First, the choice of signature according to it
becomes mostlif not purely practicaf’> Second, the transposition of the entire system

makes explaining works which move from one signature to the other more cumbersome.

My less rigid concepial adaptations useful in finding a reason for the use of different
key sgnatures which maintain the same relationships. Rather than seesigrkayres as a
transposition of the entire system, the egmance of accidentals in a k@gnature (or indeed
anywhere in a piece) can be understood as a specific hexacipesbdingt he oO0def aul t
settingé of a combination of natur al and har
some | ocations on the Gui dagivngthecorpdsemacdw and s
pdette of possibilities. This concept can be thought othasgractical manifestation of the
coniunctatheory which preoccupied contempir#heorists. ldoes not limit the possible
location of added accidentals, agiges both a theoretical and practical framework to the

octawe-specific naturef inflections in medieval notatiomand practice

As well asaccommodating bettéine frequent changes found in many pieces of the time,
this approaclereatesa mechanism with which tonal structures could be expressively
manipulated. A composer can choose to buckrératby using a nestandard combination,

a stretched or problematic combination, or an ambiguous combination in which two voices

inhabit the same space but opeiatdifferent hexachord¥’?

A special combination appearshiotes pour maojModA, f. 13v), where both tenor and

contratenor have-Bharpmarked in their signature while the cantus has none, presenting a

31 see, for example, Plumleyhe Grammarp. 910. They go as far as to suggestrberectaandficta
notes available in each transposition.
372 0n the possibility that the use of different signatures was a result of the technical constraints of the
performing group for which a wor k wasl34ibhdomnded, see t
373 See pp. 243 below for the combination of all these possibilities in a single wiels(is cellvi
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stark contrast to the normal combination in which the lower voices daeflat more than

the upper voiceThe fact that probably everyif the cantus should be amended tsharp

in performance does not change the uniqueness of the structural choice. All the voices of this
piece are notatedd no techical or practical reason) in adalef, again marking the piece out

as special. An exangof a stretched combinationcanbe seedam dame mE&R congi |
f. 14v), where contratenor and tenor have two flats while the cantus has none. An ambiguous
combination is shown in théh version ofDe Narcissugf. 19v), in which the tenor has one

flat and the contratenor two, even though they have the same clef and use the same range.

A final variant could béey signatures which are inherenthcomplete like in
Angelorum psalatCh, f. 48v), where both voices have a signature -dfafand Eflat
(omitting the Bflat) throughout, or the more common usage of notating only-@et Beside
an Fclef. Alternatively, the strange signature usedmgelorum psalatould be seeasa
practical result of this system, as it would be meaningless tcaitediwo hexachords a tone
apart where a tone assignedabas nami half a tone below it’* Again, this
conceptualisation does not invalidate the Ot

interpretative direction.

What seems, in any specificstance, a conscious choice, can of course be a result of
uni ntentional corruption or s DerNarcissasgas ancy of
copied into seven sourc&s. The contratenor iCh is different from all other discernable
sources. While peenting the same three voices, BRversion has no signature for the
cantus, and both other voices begin with one flat which disappears for the refrain, Bitd the
versionhas a stable flat for the cantus, no signature for the tenor, and two flatghibuotor

the contratenor.

A hexachordal notéield system is not in itself prescriptive when it come&dia
additions. Some combinations would make ficta additions more likely as even structural
sonorities may need to be altered in order to creafeqgions®’® Still, ficta inflections can

operate just as well as | ofteasionandpliscorgotasr s 6 o f

374 For more on this song see case study 1, pp2B0selow.
3> These ar€h, PR, Pit, Trém, SL, Bud andAutun.
378 5ee, for exampléyotes par moidiscussed p. 128 above and ex-2 below.
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structural systemic shifts withiepiec

e377

The need for such insertions within a problematic

system is clear in thieit version ofDe Narcissugex.4-2). The first three extended

sonorities in this example would create a diminished fifth in a structural cadence, a

diminished octave and an augmented octave respectively if performed as written. In
proposing a solution to this passage one has tadmnrite likelihood of each of the voices

changing their note, the degree of harmonic and melodic chromaticism wanted, and the

importance of exact imitation between the voices. The simplest solution would be to ignore

the contratenor key signature andifdo use B and E naturals.

4-2. Magister Franciscus,De NarcissusPit, f. 33w+34, breves58-66
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8
Tensionbuilding, local direction pointers can be seen in a work sucD éista stella

(FP, f. 17, ex.4-3), which wses a number of protracted, infted sonorities without changing

the tonal centre and modal framework of the song. The appearancehaifpand Fsharp

in an F piece are not in themselves surprising, as they can be used in an authentic cadence

towardsa normalouvertsonority. That a different interpretation was intended here can

perhaps be seen in the length of the inflections, their appearance so close to the ending of

each of t his

4-3. O Lieta stella FP, f. 17, last sevebrewes
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"7 The insertion of local, directional inflections are clear in the extreme such 428x4-35 and4-65
below. The use of unnecessary inflections to create dissonance is a main theme in case study-27 pp. 226
below, and systemic shifts are examined in more detail in case study 3, g8 Balow.

378 Eor other works which contain similar infleco n s
80

Lead to Reamebo,

pp.

before
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Regular systemicshiffa p p e ar i nDe pettpdua aorng desy popular iirs
subtilior-related source¥? In it, each form part statuninflected and with no signature, but
half-way through the cantusat (and in some sourcesftat) is introduced, with the other
voices following suit when necessary. A degree of variety exists between sources: the scribe
of Pr (f. 260-260v) was vey sparse with accidentals and ignores most of this structural
significance, while that oEh (f. 18v) went so far as to write it out as a signatthrange
from no flats to two flats. The song is centred on C throughout, but the change in hexachord
constelation creates a shift from G as the main coustarority in the unnflected sections

to a strong pull towards D in the inflected ones.

Plumley notes this as a characteristic of some C bafgth-minor type songs (two flats
signature)® That a strature with two flats, a minor third above tfiealis and a whole tone
under it was chosen for such structural play sterme only natural. The structure itself
contains an element of duality as double leading tone cadences towards their main sonority
can uncontroversibf incorporate also B and E naturals, making this game alluring.
Furthermore, the normal appearance of structures with combinations of no, one or two flats
make this tonal duality more sustainable. A similar piece notated only withsskauld
certainly have stood out more, but would also encourage the reader to see the inflections as
local rather than systemic. The same group of works can therefore be described as expanded
two-flat works with a (finalis, or as demonstrating an undehbnd conflicting notdield.

While the former is more specific, the latter legitimises to a larger extent the structural shift
and the partial and ambiguous combinations which the music goes through on the way from

one system to the other. Each defomthas contexts in which it has better use.

The potential for chromatic richness described in tonal structures with a lowered third and
seventh, may indeed be a reason for their popuf&fityvhile not exhausting the enharmonic
possibilities of the Pytlgiorean system, this nevertheless offers the most flexible starting
point for chromatic explorationExample4-4 below does not have-fat in the signature,

379t is copied inCh, ModA, FP, SL, Pit, twice inCaB, Ghent, Trém, Pr, andNur25, as well ad/g,
MachA, MachB, MachC, MachE, andMachG, making it the mostopiedsongs othe period. For
transcriptions of both th€h andModA versions and a discussion of it as a part of a group of other popular
songs see case study 4, pp.-Z83esp. pp. 268 and ex5-12 and5-13 below.

30 5ee PlumleyThe Grammarp. 19. OtheArs subtiliorsongs which include shifts towards flatter modal
areas i nc|FuadchoisErgnchdigModAd s f . 11) S&md n%¢h,d g6t & dlsale
suis celluj case study 3 pp. 2248 below.

1 These includalphaminor andbetaminor works in thePlumleyLefferts system, whickomprise of
37% of Machaut éds out pGht See PlumleyThe%GPammafp. 20he wor ks i n
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and their insertion as ficta is not strictly necessary. It is brcugyletto demonstrate how
easy it is even for relatively simple works to exploit a nearly complete chromatic scale, the

only undivided tone being the first step abovefihalis.

4-4. Qui ses fais tres bienneomprent Cyp, f. 99v, ending.
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Here too it seems thatrs subtiliorcomposers used, adapted and expanded upon earlier
conventions as a central creative impetdidarge number of pieces useariety of
techniqus to exceedtructural and modal conveosin one way or another. Thean lead
us to think of the manipulation of the ndteld or tonal type structeras an expressive tool
rather than a subonscious accident. Thus, the structural and modal dualidg gletit peu

may explain its populéy in sources of the podlachaut generation.

i . Voice and text setting

Structural elements pertaining to setting techniques include the number and type of
voices, theiranges and hierarchigchniques of texsetting, the number of texted voices,

and attiudes towards the reworking of existing materials.

By far the most commooombinationof voices (as in earlier and later French styles) is a
textedcantus part, augmented by lower tenor and contratenor voices sharing the same range.
Variants in the songepertoire involve a change in the number of voices, in texting pattern, in
voice combination or in two or thre®f theseelements®? Two-part composition is not
uncommon or speciélten out of the 33 French worksHit, thirteen of the rondeaux and
virelais inCyp, and all the compositions copiedn haveonly two voices. The
organisational importance of the seventeen-fiart songs irfCh has already been pointed
outabove(p. 78. Twelve more foupart songs are found PR, two inCyp, and one in

ModA. Eight threepart works with more than one texted voice (be it the darter a

32 A combinatia of all these elements can be found in canonic compositions. See pp.-B%rid 136.
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differentong are found irCh, five in ModA, seven irPR, and one irCyp. Five songs in

PR incorporate a triplum instead of a contratenor.

Religious forms show different pattern of variation. Motets of this period sti# all
structured over a pregiven melody (predominealign), andremainpolytextual, creating a
requirement of at least three voices. The standard motet settirignf@sr parts, buthree
part motetspr threepart versions of foupart works were still rather popular. On the early
side Iv has three sucBolus tenorversionsModA has aSolus tenowersion for one motet
and one Mass movemei,both cases presented side by side witHfuherersion. InCh,
the motet group prominently starts with eight fgart works (with an additional foypart
motet given only in it$Solus tenowersion) followed by four threpart works. InCyp,
where a degree of standardisation is evident thrawiglthe preferenc®r four-part motets is
even clearer, with only four thrgeart motetsnterspersedmongt 37 fourpart ones. The
five-part version oAppollonis eclipsatum Str (fewervoiced versions found ifirém, SL,
lv, BarcC, BarcA, Vien5094 PadC, Lei2515 LPR andTarr2) and Matheus de Sancto
J o0 h a rAre padtdibamind Nunc Surgun{OH) are according to our current knowledge

singularexception®

Interestingly, Mass composition can follow either the chanson or the motet model. The
possih | ity to égo both waysd (as well as full
text context. The experimentation with adapting both the motet and chanson compositional
models may be due to the relatively late rise in popularity of composinghmoiic
Ordinariumsettings, this occurring at a time whigoth these models were already well
established. The 34 Massovements irApt, for example, present a varied picture with
twelve appearing fully texted, seven with one untexted voice and 15 vathrttexted
voices®* As far as voice numbers go, the majority of works are in three voices, with one
fully-texted Credo having four voices and one fidyted Gloria and three further semi
textedworkssporting only two. Similarly, of the 17 Massovemelts in the main corpus of
Cyp, two fourpat GloriaCredo pairs are fullyexted, three threpart pairs have only one
texted voice, and all other (paired or not, thi@efour-part) have two texted voices. This

dualism manifests itself not only in thember of voices and their texting patterns, but also

33 For the possibility of a fifth voice for MachaDee petit petsee p. 265 below.
34 Counting is complicated by some erratic texting habits in the Kyrie sectiomyathe eight troped
pieces.
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in the use of other notational and stylistic technigiédhus, Matteo da Perugia set a Gloria
in a traditional fowpart isorhythmic motet style, with two texted upper voices moving in
traditionalArs mvarhythms and the textless slawoving lower voices repeated in
diminution ModA, ff. 3v-4). This may have been matched vatredo in the style of a
threepart chanson with one florid texted voice which uses melodic gestures typical of his
secular corpositions, augmented by involved, quictoving and textless tenor and
contratenor, and including thredferentmensurations, special nesdapes (resulting in
sesquitertigproportion), and protracted syncopatioM®o@A, ff. 7v-9). The two styles of
composition do not Ave to be kept completely apart. Thigvidert in another Matteo three
part Gloria ModA, ff. 49v-50, ex.4-5) where the tenor is a slemoving chant setig which
repeats in diminutionOne texted voice behasin a traditional motetype way using only

Ars novarhythms and combinations, while the second, higher texted voice, presents special
note-shapesproportions, syncopations and generally the kind of melodic movement

prevalent in ®atteods chansons.

4-5. Matteo da Perugia,Et in terra, ModA, ff. 49v-50, breves50-54
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Hymns show a similar lack of umifmity in their voice setting and texting patterns,
perhaps for the same reasons as polyphonic Mass settings. They are also less common,
making it harder to discern patterr@neinstance of tts varietycan be seen ji\pt, f. 14v.

This sideincludes wo anonymous hymng€hriste Redemptor Omniymwhich is a
straightforward, fully texted, homophonic three part work, @odditor alme siderurwhich
hasavery simple homophonic and texted cantus and tenor, augmented by a much more
active and fastemovinguntexted contratenor. The single hymrMadA in comparison
(Puer natus in betheleerh 19) uses the same text patteriCasditor alme siderurbut

35 n StableirHarder,Fourteenthcentury Mass Musitand parallel transcription iBMM, xxix), the
discussion is constructed around the different techniques of Mass composition.

3t is of course impossible to determine whetthgs is a conscious compositional choice or whether we
have here another case of written doAwe subtiliorornamentation.
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creates a typically chansdiRe relationship between the voice#herethe untexted
contratenor typicallyvinds its way around the tenor, bridging cadences, while the cantus is

much freer and uses some special 1sbigpes resulting in proportional rhythms.

The number of voices does not necessarily relate to the complexity of the work. Four
part songs tendatbe simpler in terms of notation, rhythm and structure than manyphree
compositions, and while many twaart compositions are simple in style, the riddle chanson
in Ox842and the three twpart works inCh are all extreme and extraordinary in one \way
another.The characteristics of the twaart compositions iCh were already referred to
above, andJt pateat evidentefOx842, ff. 45v-46) adds to them a preoccupation witi
notated shifinto all four mensurations as well as probably the mosemsficta in the

repertoire®’

Nevertheless, the organisation@H suggests that the very inclusion of a fourth voice
made a pi ece s pec Havkveritis hatdhoassasavhethdr a €insple oyr e s
part song would be held in higher onder esteem than a complicated thpssgt composition.
Genres also suggest an inbuilt tendetoeyardsdifferent forms of complexity. While a
degree of crosever clearly existed, the Motet template naturally led to an emphasis on large
scale, structuratomplicatiors such as isorhythm and petgxtuality. The lack of canonised,
pre-given material in secular genres meant that they lent gdeessmore easily to
concentratioron the cantus line, making them more suitable for more virtuosic proportional,
rhythmic and melodic expansions. Suepreori differences make a registral comparison
difficult, but they hint that elements such as number of voices or-fmae structural
organisation were considered important enough to rival (under certain circoesttre

stylistic elements favoured by modern scholarship ofttsesubtiliorphenomenon.

Sincemost of our surviving sources are not French, ascertaining text undecdianately
can beparticularlydifficult at times. For example, it seems that e@ugh the texts of the
inner fascicles oModA were copied after the music, the scribe was not particularly
interested in aligning it exactf® Many Italian sources do not supply any text for much of

their Freach repertoire® Underlay was sufficientlymportant to thé®R scribe though, as

%7 For theCh songs see p. 78 abovelt pateat evidenteis transcribed as ex-35 below.
%8 See StoneThe ManuscripModenapp. 412, and Ear p™Ceémtewrtyi &8, pm. 1595
39See pp. 73+ above.
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many works have realignment lines, showing the exacepiaatof syllables in locations

where the vertical alignment is misleading. Still, we have to work with what we have, and as
long as interpretative sense camfiede of the alignment of text and music in the manuscript,

it can be read as intentional. Even when exactness is impossible, elements such as the
location of melismas and distribution of text can still be discerned. The Frendetixg

tradition is sructurally freer than the Italian. Some songs still maintain the traditional
melismas on the first and last wemf textlines (ex.4-6), but it is also very common for
word-spacing to move towards a more equal distributian4€’). Other songs turn the

positions around, and include such long melisase make it nedy impossible to maintain

a textual link between the two parts of a loféext (ex.4-8 and4-23).

4-6. Raison se plaintCyp, f. 98v, cantus, first line of text
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4-7. En un gardin, Ut, ff. 21v-22, cantus, first line of text
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4-9. Bartholomeus de BononiaQue pena maiorModA, ff. 37-36v, cantus, Bsection

4-8. Johannes Vaillant,Pour ce que jeCh, f. 26, cantus, Asection
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The freelom to move from one extreme to the other created a variety diitgdighting
possibilities: a word or phrase can be given prominendkddyunchingof syllables together
making it more comprehensiblélternativey, anelismamay be inserted in an expected
location thus drawing attention tot° The placing of texaccording tahe constellation of
strong and weak locatignvithin thebrevisunit can also be more easily exploited. Akkse

elements can be seen in X9 above.

While the overall texting patterns follow the traditional scheme, the contrast between the
swift declamation in the firgberson statement of the third musical line and its melismatic
surrounding is striking. This linaf text is further mdced by the use of special netbapes
and a proportion. AMeo is the only stressed
rhythmic or melodic strongpoint, emphasising the ego of the speaker and his separation from
the crowd. The effectiveness of téxtation can also be seen at the beginning of the section,
where every syllable of Al mprobad comes on a
ear expects this ordering to continue, and therefore much attention is given to the next
syl |l abdetlo Aiwmoer it surprises the eawthautra an un

particular sense of melodic leading or preparation.

4-10. Matteo da Perugia,Puis que la mortModA, f. 7-6v, beginning of B part
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The discrepancietween textual and musicalwythmical stressing is by no means new
to theArs subtilior, it is found in every rhythmical style of composition. It does take on a

new meaning in this context, as this technique can be seen as a tguivaleat to rhythmic

390 For a similar technique by which Machaut bunched together important syllables orsitegle
declamation see Nicoletta GessMusik in Texten, Texte in Musik: der poetische Text als Herausforderung an
die Interpreten der Musik des Mittelaltg®dmadeus, 2006), pp 18 Gossen also notes the tendency to
highlight important text by voicerossing between cantus and tenorl§b). Both techniques are echoed in
S e nl e EdoesgddCh, f. 17), the former at the beginning of the B section, the latter at the beginning of
the refrain.
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syncopation, to be used in tandem with its n

regular rhythmical phraséex. 4-10).3%*

Emphasising certain words phrasesvas taken tehe extremewith the use of long
rhythmical values and homophonic setsnmany timeswith acoronaor congrence signs
eitherabove eackonority or abovéhe centrabnes The highlighted plase is usually (but
not universally) the name or motto of the dedicatee of the (exid-11 and4-21

respectively) wi t h 6Jesu Chr i sinreligiousmorks®Amenoé hi ghl i g

4-11. F. Andrieu (Deschamps text)Armes amour- O flour, Ch, f. 52, refrain beginning
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There can be no doubt what the ballade is about, even if the scribe did not seem to

recognise the individual in question.

It is hard to deermine the degree to which the use of ranges within settings is due to
practical or aesthetic reasons. Lefferts signald-aoteux fum¢Ch, f. 59) andAngelorum
Psalat(Ch, f. 48v) as the highest and lowest extremes both in terms of their range #sd fina
location®* It is clear that both pieces are unique and tend towards the extreme in other ways
(the first in the use of ficta, the second in that of +sbt@pes and proportions), which may
lead one to believe that the choice of range is part of thessipe content. On the other

hand, the tendency of Trebor to use low settings (five out of his six surviving songs use F

A similar renewed emphasis on this twehefleitwague can b
used to complement flexible short nat&@lues by blurring the otherwise very strict larger rhythmical
organisation.

392 A counter example iSoute clertCh, f . 13), where the congruence sig
the importantworéd r ever se 6, per haps a sundusioversueharacteiaohtheftegtst at i on o

¥See Leff ersty,stéeSnisgonatpur el 24 . Other linking el ement
Josephson, O6Many Roads Lead to Romedé, p. 94.
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clefs for tenor and contratenor, sometimes coming close to challenging Solage for the
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4-12. Qui n'a le cuer, Cyp, f. 152v, beginning
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4-13. Dame vailans Amis detant - Certement PR, f. 53v, beginning
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Departures from the standard division of pairs of high and low voices set a fifth apart
(with the second high voice omitted for thue&rt settings) are especially common in canonic
compositions and multexted @ poly-texted works. In purely canonic compositions and
when only the top parts repeat canonically this is a technical nec&3dityirregularly
texted workgex. 4-12 and4-13), the blurring of the hierarchical organisation of the parts and
the temptatiorio useimitation may go towards explaining the allwfesamerange or

irregular voiceconstellations.

The reuse of older materidka affects the length and scoring of new settings. In this
context | refer only to the reworking of entire geisting songs, and not to local quotations,
even though they too affect compositional elements such as the choice of mensuration and
tonalstuct ur e. The setting of older text in nev
of Ma cBeaute padfateModA, f. 13) is not new or unique to ties subtilior®*® The
novelty inArs subtiliorre-settings lies in their attitude towards oldausit. Whether a new
contratenor is added to an old polyphonic compaosition or a monophonic songuiagdke
basis of a new composition, the new voices do not try to imitate the style and aesthetics of the
old work, but force a new aesthetic upon tH€mThis creates a degree of salfiare cross
stylistic tension between the new and the old, o’ttsesubtiliorand other contemporaneous
styles. Thus the new contratenors appeariidanhE can be seen to represent the new
stylistic preferencesf the cbsing decades of the fourteenth centuagher than as
reworkings within *¥svohbhet 6beoungignel fesuylta. v
Par maintes foyn Bcl/Leclercq (see pp256-62 below) only serves to intensify the existing

imitatonandcossr hyt hms i n the piece, Matteo da Peru

39 When it is only the lower voices which participate in the canonic progression, the traditional
combination is usually maintaineskePasserose deidute(PR, f. 65+66, Pit, ff. 26-25v) or En la maison
Dedalus As an exceptionl,.e ray ausoleyl (Luc LXXXIII, attributed to Ciconig is purdy canoric butin two
different octaves, with two higr voices and a single low one.

3%t is not easy to find examples as it is often difficult to trace the origins of the texts used (or faven to
out whether they are original or not). Still, one can point towards the canonic setfjngrofye voy le dut tens
venireas part of the first layer &P (f. 90v) which uses ltalian style and notation to set a trouvéere text by
Renautde Trie. SeehTfe odor e Karp, O0The Textual OrJAMSxr of a Piece
(Autumn, 1967), pp. 46473. Fora f amous | ater example, see Dufayods (a
Vergenebella (Ox, f. 133w+134).

"See Pedr o Mieadetosmdor ff, 6

¥sSee also Bent, o6The Mawhéraitissuglestedihatthe compilaMdchE pp. 70
was not responsible for the added voices, and that they may even be attributable to Machaut himself .
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times insert his own stylistic traits into the hostpositior®>° Interestingly, Matteo does
not only look to the past for inspiration, but gives the same stylistic treatmentks lmor
composers more usually associated with the im@vnationalstyle, or the parallel Italian

Trecentocompositions'®°

A similar trenddefying strategy can also be seen in two works in
Ch, even though the sevorking route is less well document&d.Un orible pleini Adieu

vos coman(Ch, f. 13v) seems to be constructed over agxisting song placed in the tenor
(ex.4-14). That this is the case is suggested by a number of elements: The melody has a
strong modal character typical of simple monophonic songs. It also has its own structure,
with each melodic line repeated twice in a single hearing of both A andiBrsefthe A

section even hasuvertandclosendings for the repetitions). Finally, likelte tres doulz
roussignoli Roussignoulet du boandJe voy le bon tens venthe tenor is written using
semibrevesor all notes apart from the last note of eaentenceand is underlayed

syllabically throughout.

4-14. Un orible plein- Adieu vos comantCh, f. 13v, beginning of tenor

1
e
R ESeE s =S S SSSSSSSSSsSSs==
8 A-dieu vos co - mant bau - dour jo-lie - -te et bon u - sa-ge

The cantus melody which was added on top of this melody incorporates some
syncopation, but is relatively simple (ek15). Its sentencemirror those of the tenor
exactly, even though the rhyme scheme of the A setaidiis not identicaf®® Looked at in
isolation, the structural duo looks like an unassuming little song, which could even be

included in thdnternationalstyle and would not be out of place in the newer laye@of

In mostArs subtiliorworks it is the cantus which is the most active, and includes the most
extravagant technical complications. While the contratenor participates in such activities, its

nomal role is to bridge over resn the cantus or react to it in some other way. In this song

¥perhaps the cl ear eSevtoca s el ésneesdontratend focitieapied ird s
ModA f. 5v (its final cadence appears as 1.9 below). For aesthetic and technical
contratenors IlszadtaDemaldbsdor f 2546

“OWorks of the newer style to whichlerneequedMddAdl., a new c
45y, or Fontaied Bour wus teniy Parma, f. 1v (orig 233v). The treatmentof Fonteins song i s i ntere
the song was simplified (second texted voice dropped) before the new contratenor was added. Trecento songs
receiving this treat me ilthonima zovédMatig, 3\Bly andTa e spleviddnaa Pa d o v a é
(ModA, f. 44v).

01 Other songs seem to be based orgpiev en t enor s, He trecdbulzdoussigndlBor | et 6 s
Roussignoulet du bo{€h, f. 54v,PR, f. 53) andJe voy le bon tens ver(iPR, f. 67).

““Thecantus uses an 6abbad pattern, while the tenor h
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however, the contratenorodés behaviour 1is cl
going against theorderly sentence structure, and uses nsE®uitertia passages to
destabilise the rhythmic unity of the song (4x16).

4-15. Un orible plein- Adieu vos comantCh, f. 13v, beginning of cantus and tenor
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Other elements also suggest that this voice is a late addition. It is very erratic, showing a
degree of melodic leading only when the other two are particularly immobile (fifth and sixth
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brevisunits). It adds a considerable amount of harmonitdngsecond and fourthrevis
unitshere and ex4-38 below). And finally, its reaction to the nestandard cadential

formulae is somewhat forced: both cadences appearing in the excerpt above work-in a two
part context, but are surprising in a thpat one. The first cadence uses non-stse

motion in the tenor which rules out the traditional siépe progression of the contratenor
towards the fifth. In the second cadence, the tenor progresses towards the fifth under the

cantus (rather than an octave), leaving the contratenor with fewer ptesibil

O bonne douce Frang€h, f. 29 ex.4-17) has an even simpler structural duo, this time
without incorporating prgiven materials. In this case, the added contratenor, which
transforms the duo into akrs subtiliorpiece, is marked out by a visual clue. While the
cantus and tenor are wan in the standard fubllack notation with sprinklings of fulled
groups, the contratenor is written in #iedllow throughout, marking it out on the page and
creating constargesquitertigoroportion. The same rhythm could easily haween notated

with a single sign in the beginning of the voié&’

4-17. O bonne douce FranseCh, f. 29,breves8 - 18
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se, he! doulx pa - is ont maint tou-te bau - dor. quan [me] sou-vient de

Both examples are interesting for the way in which stylistic development seems to be

ofl owing babkwampbdsedénfremmpl e st yflaes hbiaocnke diént o

%3 Eor more on the visual side of this piece see p-7LB&low, which include also a facsimile of it as figure
4-85.
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compl exi ty. As with Pl umAresubtibordd i Stedneds i de
movement®* this realisation raises further questions about the relationship and interaction

between the two skgs. My opinion is that the aesthetics governing both styles must have

had many points of contact as fashion shifted from one to the other. It is after all

inconceivable to think of each style as operating in a void with no relation to earlier musical
production, other contemporaneous attitudes, or newly forming preferences. Again, my

attempt to formulate a language fans subtiliorstyle and a mechanism for its formation and
disintegration is in part designed to ease the identification and interpnetdsuch cross

overs?®

As a final element of scoring, | would like to stress a structural trait which has in recent
years been sidelined by musicological concentration on sonorities and their 8ff&ss is
the hierarchy of voicgarts in medieval@yphonic composition. Perhaps as part of the
attempt to create a musicological ment al shi
behaviour was centred completely on chords and sonorities, and the exclusion of other
structural element®’ In order tomake her system aiight, it had to demonstrate a cleart
separation from the preceding attitudes to medieval music composition and consumption as
l'inear . As with my r e a dAisaubtiliogthe n€eg tointeract 6 s d e f
with the nusicological mainstream may have hindered the portrayal of medieval subtlety.

That sonority was invaluable in the planning, composition and understanding of music
does notule outa conceptual voice hierarchy. The number of appearances of a cadential
progression in which the cantus and tenor progress in parallel fourths and the contratenor
lands on the fundament of the sonority is negligible. When music is quoted, it is the

YWsee Plumley ameé PiSomeaséaCordier

405 For the interaction between thes subtiliorand other earlier, contemporaneous and newer musical
forces see also case study 4, pp.-248below.

4% This trend was also linked to consoriented performance habits boosted byateeppellafashion.
For some of this argument (which hfi completely spurious), see lokeWilkinson, The Modern Inventigrpp.
1189.

“’See Fuller6 On  Sonor i-5oi SamdFullep pend®nci es and Resol ution:
Progressi on Mus iJlBwox (Atomnal®92), pp. 21-2. Her assertion that the chordal
supremacy is shown by the behaviouSefus tenowroices is not sustainable, as looking at the first such voice
in ModA (Et interra, ff. 3w4) attests The tendency of sucloices to incorporate most of the lowest sounding
notes is purely practical: in order to justify the copying of the new voice it has to be sufficiently different from
the workoés original tenor. The pr obkeaoverwithout dent i fyin
creating structural dissonances with the upper voices. The only locations where one can be sure to avoid this
possibility is where the contratenor moves below the tenor, as the contratenor has to be consonant with all other
voices in thes locations anyway. This tendency can therefore be seen as technical, practical or even mechanical
one, rather than a choice driven by considerations of sonority.
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contratenor which is first to be excluded. When voices are exchange\eisthe cantus

or tenor which is revritten. Most cases of insertions of extreme dissonance occur in the
contratenor, and away from the structural dfoEven when tenor and contratenor exchange
notes while keeping a single sonority, this is done in auehy as to maintain a consonant

interval between cantus and tenor.

The constant exchange of the lowestkeradithe sonority between the tenor and
contratenoo f S uPictagoagex.4-18) can be taken as an example. In her analysis,
Plumley concluded that the lower two voices were conceived as a unit, and are concerned
with sonority not melodic leadin]® While not going so far herself, this might suggest
interchangeability. @ closer inspectiothough the cantugenor duo remains consonant also
when the tenor note in the middle of the sonority. h& contratenor never sounds a fifth
below the tenor in a perfesbnority The two lower voices may well have been conceived of

asa pair, but | see no reason to think of them as transgressing the hierarchical norm.

Structural fourths appear only between contratenor and one of the other voices, and very
rarely between the structural@uA change of sonority created by a low caténor note can
therefore be seen as commentamttoe structural duo or as astighli sing effect. A
manifestation of the different possibilities can be seen in the unusual choice of ending given
by Matteo da Per ugi ao sSewaswb e« tModAgf. &\, exd-09y. f or
The choice can be seen as an interpretative freedom with which the contratenorista may
choose to undermine, enrich or follow the structural duo, and mark its ending either by leaps
or by chromaticism. The contratenor does not simply take ogepté of the tenor in
normal progressions and cante required consonaabetween the other voices. Its
behaviour should therefore be interpreted differently. The few exceptions that can be found
to any of these guidelines can be seen as part ejressive structure of the work that

contains them.

408 5ee, for exampleyn orible plein de aué Adieu vos comarntiscussed in pp. 139 above ad ex.4-38
below,orAmo ur md a ircase stude?; pp.a#BEbelow. Counteexamples can be seen in the two
part compositions, where a dissonance has to appear between the structural vole89) (@s. well as works
l'i ke Preposilt ws hBr idiushows iimexd-40 belowe. t a

49 5ee PlumleyThe Grammarpp. 25961. She does mark cadential progressions as locations where
melodic leading takes ovand traditional roles are reasserted.
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4-18. Suzoy,Pictagoras Jabol et Orphey<h, f. 30v, beginning
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4-19. Guillaume de Machaut (cantus and tenor)Se vous n'estedModA, f. 34 & Matteo da Perugia (contratenor),
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i . Modal b ehaviour

There is no doubt that modes played a central part in the conceptualisation of music
throughout the middle ages, and that their everyday relevanceowstsntly evident through
the singing of chant and recitation of psafifsThis is not to say that the practicalities of the
church system could be directly transplanted onto polypABnwith the changing styles of
polyphonic composition, the monophorilgaonceived medieval modality endured wave
after wave of assault. 't surely remained a
minds, but many parameters of polyphonic composition made it secondary in everyday use.
Considerations of sonority g@abilised both the modal pitaonfiguration and their
hierarchical structures. The addition of tensémihancing or intervatorrecting accidentals
brought in pitches foreign to the original mode, and the placement of perfections above and
below a giverpitch imbued it with polyphonic importance, no matter how wesgosition
was in the modé*? This also suggests that the number of voices can affect harmonid usage
underfifth cadences are more common in tpart works. | would suggestatthis is
because such a progression does not leave a satisfactory cadential progression for a
contratenor, and was therefore avoided in tuae composition. In order to create a
sounding thregart equivalent, it is the contratenor which has to sound the Idteraind
the cantus and tenor maintain the normal octave relatioffShifhe use of undfifth
cadences in later twpart song and in works where the contratenor masubsequent
addition hints that it being less prevalent should not necessary meas ¢onsidered

inherently oldfashioned, but simply less practical in certain vaiombinationg*

“1%For the prevalence @rs subtiliorcomposers who spent most of their days singing monophony see p. 89
above. On the early construction of the monophonic system see Christopher Sdhanidgnia Modorum,
Eine gregrianische Melodielehr§Amadeus, 2004). As both modality and metygling involve the
interpretation of the relationship between privileged and unprivilaged pitches, and between those and other
stylistic characteristics, | chose to differentiate themdgarding modality as those influences emenating from
monophonic church usage, and tetygles or pitchstructuresas as the end results of the interaction between
these influences and the demands and possibilities of polyphonifyutes®nal compositip.
“1 One such (in my eyes, misguided) attempt can be found in Christian Béegachord, Mensur un
Textstruktur: Studien zum Franzdésischen Lied des 14. JahrhunideBisinefte zum Aflvkxxv (Stuttgart:
Steiner, 1992), whi chdanasDicsocuonutresreeéd. i n Ful |l er, 6 Mo
412 A clear example is the undéfth cadence, especially in modes where the fourth degree is not
particularly strong.
“Bgeeexd-19above for the case of Matteo da Peimilargi ads ne\
case idJn Oriblei Adieu vos comarglso discussed above as possibly a later contratenat-{&and4-38).
This technique was also used in songs apparently conceived in three partskuclaas gr an(PR,fdesespoi r
65v), where the final cadence shows this structure.
14| efferts uses this cadential characteristic as a main argument for datiageat evidentefex. 4-35
bel ow) t o-pehé oildmiMgaHickawotldreseltrinat being an extremely early example of
prevalent mensural change and exceptional melodic and harmonic language. | would favour the latter two
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Leading accidentals can be used just as effectively to destabilise standard modal
progressions as clarifyg ambiguous one@x.4-20). Swift and surprising shifts from one
leadingsonority to another, or from a leading sonority to an unexpected perfeaionreate

a sense of disjunction and disorientation rather than modal richness.

4-20. Antonello da Caserta, Amour mé le cuer misModA, f. 32v-33, beginning of Bsection
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Modal centres here are on D (beginning of section), C (thadis destabilised by the
lower fifth in the contratenor, resulting in an F sonorigy)fifth and sixthbreves another
lower fifth on the fifthbrevis further weakened by the leap arrival in the tenor) and E (tenth
brevig. None of these centres are particularly surprising irdmitan work, but their swift
succession creates a senteestlessness. The strongest effect is created in the first modal
shift with the abrupt shift from a doubieflected leading sonority to D (end of second

brevis to a surprising C/F sonorify>

el ements and place the song a good f sienasiumsumréiagsn | at er
a piece conceived in two voices. See Lefferts, O0A ri

“I>For more on this song, and the place these effects have within its overall structure, see case study 2, pp.
226-37 below.
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Congruence signend to further accentuate their imporarby inserting an added layer
of chromaticism (ex4-11and4-21). This creates melodic or harmonic discord which

transgresses the modal feeling. The next excerpt is taken frorhyatich piece’™®

4-21. Jo. Cuvelier,Se galaasCh, f. 38, refrain beginning
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Many works weaken the modal feeling by avoiding the perfection coubert choosing
instead to stop on a leading sonority. This effect is further enhanced when the leading
sonority chosen does not lead directly tiveithe final modal centre or the next sounding
sonority (beginning of the songx.4-22). This audible disjuncture can be an effective tool
even when the location of the medial cadence is not in itself unusual. It can be detected in the
songs from which both the previous examples were taken, even though the positions of the

canbustbot es are compatible with the songsb®o

4-22. Central sonorities inAmour m'a le cuer misand Se Galaas

Amour m'a le cuer mis Se Galaas
Beginning ~ Ouvert Clos Beginning  Ouvert Clos
&
4 o
A - —+ —e it — —# — i
o1 PR ——
8

In extreme casg®x.4-23, 4-35and4-65), inflections can be so prevalent that any

coherent sense of mode is at least momentarily obliterated.

“®For other examplesseeJpses on, 6 Many Roads-7.Lead to Romed, pp.
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4-23. Solage Fumeux fume Ch, f. 59, Bsection
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Even dess literal transcription than the above will be extraordinary and completely
disorientating in terms of mode. While certainly being the most extreme, this is not the only

piece where such chromatic sequencing general plethora of accidentals takésce?’’

Melodic inflections can of course also change the modal chagretzty. Until recently,
S u z oPyctagoras Jabol et Orphewsas knowrnonly from concordances iG@h andBov.
Both theseversions agreed on aii@tural in the fourtbrevisunit (see ex4-24), making the
s o n firsh ghrasesound as @rogression from a strong F sonority, via an important but

unstable intermediary C to a finatfiat. Recently, a new concordance whscoveed in

“17 Another famous example i mont Aor(Ch, f. 22v;FP, f. 103104, see ex4-65 below), but see also
the erratic f i c tBanteaidtdRrPtlavy whch destabilBsevehat wauld dtherwise be a very
straightforward composition. For a lesser known extreme exampl&t peteant evidentgiex. 4-35 below).
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Paris, which includes aurprising Gsharpinflectionin this location:

'8 This inflection

immediately usurps the importance of the C sonority and points towards D as an important

centre, which was previously nearly rexistent. This even colours the following Fs,

previously acentral goapoint, as an unstable locationa D orbit. The inflection also

causes harmonic tension as it clashes with a C in the Tenor, making it an even more unlikely

addition without the evidence of the new source. Neither choice of structuratissnor

would be surprising in adBat piece. The two versigrareshownhere only tademonstrate

how a single inflection (which would probably not be addeficés) can change the local

modal configuration.

4-24. Suzoy,Pictagoras Jabol et Orphey<h, f. 30v & Paris, f. 153 first textline of cantus
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As will be suggested with a number of techniques, local expectatitmin a single

piece are most easily created at its beginfithdrom the modal poinaf view, this can be

achieved by creating a surprise or sending mixed signéistab e

(ex.4-25).*%°

4188 e e

Everi st

6A New Sourceb.

s o naprstellatipn t ¢ h

Thertda. f f erence i

“9See pp. 156, 178, 272, 276 and 291 below. A specific assertion of this in relation to modal behaviour
can be found in Plumley,he Grammarpp. 14763.
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4-25. Bartholomeus da BononiaQue pena maiorModA, f. 37, first two brevesof cantus
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The notated Blat and Gsharpsuggest both plagal and authentic caégussibilities
towardsA and creat uncertaintyn the modal direction of the song. The strange melodic

progressions created by many of these surprising accidentals lead us directly to the next topic.

c. Melody and counterpoint

As with previous elements, expansion seems to be the prevaolivegpt inArs subtilior
compositionalso in regards to melody and counterpoiitakesthe form ofelongation,
transgression, elaboration or complicatioo$ novabehaviour. Ambiguity and
confounding expectations seemed to be a prime source ghtatia time wheArs nova
concepts of melod harmony and rhythm we established enough to form a template of

expectations upon which deviation attracts attention and enables creative expression.

Both linear and vertical languages are clear continnsitid FrenchArs novastyle.
Melodic formulations, such as leading by stepwise motion whdakiorg up lines with leaps,
as well as the rhythmic structures of the four basic mensurations, are maintained. The
harmonic concept of the resolution of impetfto perfect within an elaborated skeletal

structure remains in force

Rhythmicelemens are discussed separatelydvelpp. 160-85). | will concentrate here
only onsomeArs subtiliortechniques which transgress the melodic and harnfosioova

usage.

i. Melody

Melodic expansion can work on a variety of different levels. Elongation is the most
obvious. On the whol&rs subtiliorlines are longer than those of preceding or subsequent
styles. Melodies which are not rhythmically or proportionally conapdid tend to
compensate with directional or modal ambiguity. This can easily be seen by comparing
examplegl-15 and4-17 above where the cantdenor ducseems to fithe modern style,

with examplel-6 to 4-9, which are undoubtedlrs subtiliorin character.Melodies which
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use prominent syncopatioex. 4-26 and4-27) or proportiongex. 4-27 and4-28) canafford
to use more a conventional modal framework. Many times they present clear modal goals
which are arrived at through easily discernable successfatirectional sonoritieslt seems
that while differentArs subtiliorfeatures were frequently combined, it was deemed sufficient

to use one prominent feature at a time in order to support elongated lines arfd*forms

4-26. Amour en un bea vergier, Cyp, f. 108v, beginning of cantus
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4-28. Sur toute flour, Cyp, . 137, first textline of cantus
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The use of difficult intervalliprogressions and their combinations is not unique to the
Ars subtilior*?®but like other elements it was taken to the extreme in this period. While
cantus ling have their fair share otish intervals (see examplé<20, 4-23, 4-25, 4-35, 4-44,
4-45 etc), it is oftenthe disjunctive style of the contratenor which offers the mdtuli
progressiongex.4-29,4-30and4-31). Thi s i s perhaps due to the
on the hierarchical ladder. This may allow composers to compromisecedeading, or if

“2LFor a structural exchange of single prominent effects see case study 2,-8. [&g6w.

422 The change of timsignature is not in the original, but was made in order to represae clearly what
should be sesquioctav#9:8 proportion) on theminimalevel (quaver in the transcription) within a context of
tempus imperfectum prolatio maior

423 See BrothersChromatic Beautywhere chapters are dedicated also to the trouvéraogpeMachaut,
and Dufay.
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taking a positive view of such progressions, allow them to insert unusual progsession

unsuitable for the structurdlia®?*

4-29. Puis quatrementPR, f. 75,brevesl0-14 of contratenor
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The piece from which thextractabovewas taken is not particularly exuberant
melodically or rhythmically. The harmonic context dictates B améfdrals in first and
third brevisunits respectively. It is very common for a leap towards a leading t@ne in
cadencial progression (whether fulfilled or not) to create augmented intervals. Matteo da
P e r u g ntraténsrs arecfull of such progressions. The commonly resulting intervals are the

major seventh and augmented fourth, but augmented fifths occallas w

4-30. Matteo da Perugia,Puis que la mortModA, f. 7-6v, brevesl4-15 of tenor and contratenor
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Melodic diminished fourths are characteristic of Mafexantus lines, but as can be seen
from examplegl-9 and4-23, this is by no means uniqueor8e pieces take such intervals as
their centraimelodic motif In Tre gente, pure fleur de l{[€yp, f. 137v) for example, each
strophe preseasseven Gs h a IF eaps in the cantus, two of them markingdlus ending
and the beginning of the musical rhgnm the refrair(see ex4-44). A number of other
filled-in diminished intervals, conflicting ficta and other forms of harmonic and melodic

destabilisers maki¢ clearthatthis is an important feature of the song.

241 would be very wary of taking voiesehaviour as a proof of either instrumental or vocal performance.
From the technical point of view, both are clearly possible. Even when looking at styles in which a separation
between mus for vocal ensembles and instrumental ensembles is relatively clear (music around 1500 for
example), there is enough stylistic cras®r to think of those differences as aesthetic rather than technical.
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4-32. Puis que ameCyp, f. 107, beginning
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A group of pieces fronCyp (ex.4-32 and4-33) uses an augmented scale as their first
melodic movement (sometimes creating considerable harmonic friction), showing the

centrality of this effect.

In addition to those mentionegb to now in this sectigmmany other piecepresent
unusual and surprising usef inflectionto such an extent that it seethsy use this
technique mainly in order tstand outand attractttention(ex. 4-34, 4-35 and4-36).

4-34. Petrus Fabri, Laus detur multipharig Ch, f. 16v, beginning
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4-35. Ut pateat evidenteitOx842 f. 45+46
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4-36. Prepositus Brixiensis,| ochi d'una ancolletg Ox, f. 24v, beginning of B section
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i . Harmony

As mentioned above, the basic concept of harmonic progression was carried through into
the Ars subtiliorfrom the FrenclArs nova However, he tendency towards different speeds
of movement in the different voices ruled out a heavgmek on parallainovement as in the
more or less contemporary Englislyhtingandfauxbourdon techniques, or the kind of
harmonic models described later Guilielmus Monachu&® This freedom from
standardised modetseateda sense of independence from the underlying consonant
structure. Examp#4-37to 4-46 and4-50to 4-54 all include inserte@voidable dissonanse

4-37. Johannes Vaillant,Pour ce que jeCh, f. 26,breves21-22
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Many piecesusewritter+in inflectionsto create discoravithin an underlying consonant

counterpoinf:?®

425 0n the origins ofauxbourdorsee Ann BesserScat , 6 The Beginnings of Fauxbo
I nt er p rlJ&MSaxivi(Aamuin, 1971), pp. 34363. For Monachus see Eulmee P&k Preceptis Artis
Musicae of Guilielmus Monachus : A New Edition, Translation, and Commdaby, diss. for Ohio State
University, 1993).

“®An interesti ng BontebalEFR, foldy),iwserdlassnaonid tansion created by the
many unusual inflections does not raise the level of dissonance. For an expansion and contextualisation of this
technique see Antohel o d a AQmosuerr tnadbas il case studye2rpp. B2E33 below.
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4-38. Un orible plein- Adieu vos comantCh, f. 13v, beginning oB section
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Je le sai bien et si w peus pro - ver

4-40. Prepositus Brixiensis,| oc hi dléa)@xaf. 24vibrevesl3-18

~ f . K.\ s o 0 O ’T - :‘ ° °
)7 | [ N I« = = | 13 1 I I | I e N
V.t b‘ \. Y 4 ] BRI | WD) D] | 1/ | I 1 [ T | g | 'V I [ 1 Y 4 |
[ fan P | |74 | 174 |74 I 14 1 [ 1 | | | I [ 1/ | ry |
\;_)V v T T | | [ | T |4 T ]
8 - ta, d'un pn-col-le-ta che - ci- - de
- po, ve - hy, sto col-po, de - sple ta - b - to,
| . ‘ I , | | I | ;
Y 1 [ I | | | | \ | | | | | |
y Y [ ] | | P | | | | | I | |
N7 =D [ D o | = | D
ANV [ e | I | .
D)) —
\ \ \ ;
4 | A | I | } | Jk\ |
‘ o i - — ] i gt Ce- L#L'_'m
- Hr I | n| | [ |
O] = T | \ I | I
8

On the whole, cadential progressions seemed to have gone through a degree of
standardisation Stil, the strength of cadences washject tahe samenanipulaion
techniques described by Fuller in relation to MacH&uEurther subtlety wasreaed by
insertingunexpeced or surprisindgnarmonicandmelodic behavioum the buildup towards
theexpectd leadirg-tone cadencstructure This resultedn either heightened dissance or
unfulfille d harmonic syntax, or of courbeth*?®

““See Fuller, 60#60Samdr 6fTemssé&ncpes Bs4d Resolutionso.
28 More normal forms of dissonance, mostly resulting from stepwise progression towards cadences, are
descrikd i n Jackson, O6Guil |l aume -48ewnith\pecidl mlevanceaaties Di ssonanc
subtilior on pp. 42, 45 and 48. This is a rather selective collection of specific instances of dissonance, presented
in rather anachronistic terms (pp-4® or exampl e, includes a comparison be
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4-41. Amour me dit Cyp, f. 150, beginning
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4-42. Sur toute fleur, Cyp, f. 137, final cadence
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4-43. Jo. Olivier, Si con cy gist Ch, f. 31v,closending
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4-44. Ters gente pure et nete fleur de,li8yp, f. 137v,closcadence
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handling of dissonance), and does not attempt any stylistic contextualisation or understanding of how

dissonance interacts with other stylistic features.

429 A recording of both exampldeom Cyp using the indicateficta can be found by ensemble La Morra,

de beault®bd tracks 4 and 10.
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The expectationf an underlying consonant structure can alsthbartedusing

displacement This is very common in syncopated passdges4-45, 4-46 and4-47).

4-45, Bartholomeus da BononiaQue pena maiorModA, f. 37-36v, brevess-9 of B section

4-46. Marcus, FP, f. 16v, ending
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Themanipulationof expectations can of course work both waysnour néa le cuer mis
which hasuntil now been used to demonstrate harmonic peculiarity, dissonance, and striking
use of inflections, begins in a particularly consonant fashion, avoiding nearly all dissonances,
even in most passingote and syncopated passa(gEalsopp. 232-36 below) Othersongs
(ex.4-48) mark themselves out as special by maintaining a very low level of dissonance
throughout, even when syncopation does occur.
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4-48. Antonio da Cividale, Long tamps FP, f. 38
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As with highly syncopat passages, proportional complications can also allow for an
easing in harmonic and contrapuntal strictnegSemparing the uwornamented (ex4-49) and
the ornamented (e4:50) v er s i 0 n s edo for exammea shaws that rGetodic
gesture in the cantus often take precedence over the maintenance of consonance.

4-49. Zachara da Teramo,Patrem omnipotentemQ15, f. 88v90, breves41-44

1 N — re— T . — ]
T D] | N T | | I r 4 |
J Y
de- - - -um de de - o

L) | .

YT T T I I T I ]
V.t b e I ~] I | | 1 | |
[ £ Y4 | 1 @ [ J = |
ANIY | T | = 1
oJ ' T

8 de - um de de - o

h o @ o ]

)" | | | ﬁ e | | 1 Iy T ]
ANSYJ T - ) T I T 1
~e) T i
8 de - -um de de - o

4-50. Zachara da Teramo,Patrem omnipotentemModA, f. 2325, breves41-44
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A similar pattern camlsobe discerned in compositioméich use proportionithout
showng any relation to ornamentatigax. 4-51).

4-51. Je ne puis avoir plaisirModA, f. 20v, breves33-38
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Rather than viewing this phenomenon as a lack of skill, or attempting to identify an

underlying hierarchy ofompositonal elements, | would suggest that harmonic tension from
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imperfect to perfect and rhythmic friction resulting from syncopation or proportion are
directioncreating toolsatthe composés disposal Intensively using one technique at any
given pont makes other techniquesdundantor the duration ofts appearance. We should
then approach harmonic thinking as one of many compnaittools rather than an

underlying codified set of rules to be adhered to (as was acdemtethe renaissance
onwards). In a musical culture wheae underlying, sometimes barely discernable consonant
structure is enough to fulfil the theoretical demands of counterpoint; where rules are
overridden to attract local attention; and where easily avoidable dissonanteds® have

been savoured rather than begrudgingly accepted, these different tools mayexét.co

Nonethelessan effective use of one can legitimatise paying less attention to another.

Stark dissonanceslsoappear due to structural decisiordary canonic compositions
present a higher degree of dissonance4&2), perhaps demonstrating again that the

attention giverto imitation allowed a relaxation of adherence to directional harrfithy.

4-52. Jacob de Senlecheg&a harpe de melodieChic, f. 10,brevess-9
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At times of course, the recourse to dissonance was due to a general reference to the text,
in order to highlight specific words, or even without any tedroc textuajustification
whatsoeverl n t he f ol |l owi ng e x-eefapntia compauntialootbis f a mo

contemporariesé notational techniqué& can be

be seeé&mnazl a eirfinPmiddeberis maxDdse par vousA quick

“*®This can
t he e c Wespesof 161D shighothig ieby momeandassingularly Medieval

l ook at
phenomenon.

“'0n this songds text see Gg¢nt heWwrtng Bhytempm d69i8&ter , 6 Das
06The Composer 6% Steesselfhe CaptiveSpirhepl2046 and O6Symbwoatiicond, pp.
1389, and Tanay, O0fANos f ay390 ntsBectoweterne tNwaet uF i@geoiTor, e ep pa n d2

toutenaventur®evi si t edd, i n Yol an(eda)A BPateMedieeaySormgibodk ardrithh e St one
Context: New Perspectives the Chantilly Codex (Bibliotheque du Chateau de Chantilly, Ms @4)pols:
Turnhout, 2009), pp. 16¥8. Jackson, O6Guill aume de Maoffelsaadier and Di sso

examples of sometimes very similar progressions devoid of textual jastific
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4-53. Guido, Or voit tout, Ch, f. 25v,breves21-22
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Dissonanceglike extreme point of range and voicessing, can be used to attract
attention to certain locations within a text, marking them out as importart-gix but also
t he word étiabovednd thenchange of md marked by the dissonance in ex.
4-40).4%2

4-54. Medee fy Ch, f. 24v refrain beginning
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Whil e discussing Matt e osthiitaghPhe inserjonaféesyv r e wo r |
contratenor voices, Memelsdorff identified n:
dissonances attheclaox of the song® they accompanyo.
d. Rhythm and n otation
Both musicologisgtand performersonsistently found rhythm and notation the most
appealing features @frs subtiliorstyle*** This is not surprising, as these elements are
perhaps the clearest and mapparent characteristics which separate this from other styles.
Both elements are of course governed by larger aesthetic and intellectual trends, but as they
are such central themebgeseelements will again be discussed separately.
“2Jackson, 6Guill aume de Manakesthetclaim thalcombinations of ma@jar e 6, p

thirds and minossixths over the tenor were used by Machaut and Matteo da Perugia to single out important
words. Sadly, the details with which &epports this claim are rather problematic.
“3Me me | s tizadrdDfo,nnéad6, p. 252.
434 For this theme throughout the preoccupation Witk subtiliormusic see Chapter 1, esp. pp-318
above.
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I Note-shapes and coloration

As | have alreadydemonstratedbove notational usage iArs subtiliorrelated sources
can vary greatly and tends to be inconsist&htnstead of following historical and technical
traces of usage, | opt here to characterise the different appsbehind it. In general, it is
possible to separaters subtiliornotational usage into two parallel approaches: the practical

and the creative.

The first approach puts audibteusic at its core. @ibes, composers and theorists
reacedto the needand demands of their host culture and, with vetatck themasthe most
useful means, attemgadto codify signs ér both existing and newdgxplored aural
phenomena. Such attempts can be intellectualised and systematic (as is the case with
theorists), ointuitive and to a degree counterproductive (aBans where complicated
constellations of perfectierules are required to compensate for the decision not to use
standarccoloratior). In both cases theew notational techniquese the result of corently
changing musical requirements and the lack of standardised vocabularacddusts for
some complicated notational usagmcethe use of one notational tool snowballs into

increasingly complicated meaafnotaing other musical effects.

| would suggesthatSans vous ne pufModA, f. 15v) wasonesuch case: recoloration
was used for the first digression from the overall O mensutagsalting in aaot uncommon
0i nvceloradi@d or t r an s.fThigmadaitimpossiblg tmuse thsame
technique to notate a succession of impeteeteslater on in the piece. Available solutions
to this situatiorwere the use of an additional colour (or hollowing), a new-sbtgpe, a
recognised shape used in a tstandard way o®s is the casherga changen mensuration

to C**® This (and the subsequent mensuration chebgek to O) occurs five times in the

43>See pp. 65. For a relatively wideanging example see Steese | , 6 Symbol i ¢ -1Blnnovati or
where tables showing notational usage in theory trea@eandModA are given. This was based on a fuller
account of notational grammar in tAes subtiliorin StoesselThe Captive ScriheChapters 4 and 5. He
considers the manipulation of neghapes and coloration as an internal mode of notation, with proportional
signs representing external signification. For piggecific examples see Baubntersuchung der Notation
Cyp is the exception to the incongsty rule, showing relatively strict notational guidelines maintained
throughout: only the normative kind of coloration is found; use of signs to indicate mensurations are consistent;
simple proportion (up teesquitertissignalled by ) shown by most coman or selfexplanatory signs
(fractions); more complicated proportions always accompanied by a canon instruction; and the efolynste
from without the traditional French system asmiminimeanddragmase both used consistently and in their
most common meanings.

43®The most likely candidate shape to be given a new meértimgsemibrevis maiot was probably ruled
out by the earlier appearancedsdagmae
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cantus and eleven times in the contratenor making the work look more complicated than it
is*3" Similar considerations may explain theewfdragmaeinstead of normatolorationin
theChver si on of Phi IDémpadoldulf.82)'d®ar th€ ass af threea s 6
different techniques to signisesquitertigproportion used simultaneously in all three voices
of Antonel |lAomdr B&as e MbdAOMIEW33, exid-65).7%

4-55. Antonello da Caserta, Amour m'a le cuer missesquitertia signification preves43-7)

s 2 4000 400000000t b0
Tenor | m i" ¢! i‘ ¢ ¢ ¢ EIO_
Contratenor B K 5 EIO ¢ OIE $$$$$$$$EO

As canorinstructiors rarely refer to notshape$:° non-standard use has to show a clear
context or follow discernable patterns from an accepted-farcabularyin order to be
understood. Thus, an addition of a tail or a flag above the note will tend to shorten its value
while comparable additions below it will create a lengthefithdJnexplainedccoloration
(including normal usage) tends to repres&su or subsesquitype proportions (normally
3/2, 2/3, or 4/3f** Half coloration( and i ndeed hal froverogpei®rEt as i n
in terraModA, ff. 46 and 49%0 respectively) represent half values and their combination.
In very different ways, theutput of both Senleches (being more systematic) and Matteo da
Perugia (rather more intuitive) is full of such sigas bothcomposers seeto creae their

own visual vocabulary to match their musical requirements. ,ldsri@ most other cases, the

43 The problem of successive imperfécevesforced a similar solution even on the organised and
systematic scribes @yp, as this source treats coloration of more than single notes as a mensuration change
fromf] or into O, where imperfection and augmentation rules apply.

“3¥The first use of red was to mark @miminime Interestingly, the scriblapsed into normal use in the
beginning of the B section, but returned to dn@gmain the repetition of the A sectiaioscadence in the
refrain (following a second appearance of theseahiminimg

3% Here again the original culprit seems to beuke of inverse red coloration in O, but this time
compounded by the need to find another sigrsémquialteran an O context. Erasures in the manuscript
testify to the scribebds attempts to coapanowpptll®2 t he sit
3, 2278 and 235 below.

4405ee pp. 174 below.

441 5uch a concept is already in evidence in the differentiation of kinssnoibrevein earlyArs novaand
is very useful in practice. Still, some interpretations of doflalggeddragma or of the ideas presented in the

Tractatus figurarunb uc k t hi's trend. See Stoessel 6Symbolic | nn
442 Different coloration types iCh andModA are presented in StoessBhe Captive Scribetable 4.1 (p.
195).
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meanng of these signs quickly becomes apparent when looking at groupings and context.

This is even true when oruéf signs appear without discernable comparatfs.

Bart hol ome u sQuapenaBaiofModA, fa3d-36v), has redolorationin a O
contet creating a shift to , leaving black holloveemibrevesnaioresto signify sesquialtera
This work includes some very special netepes. Halblack halthollow undefflagged
dragmaesignify dottedminimeas theyare always augmented aygemiminina directly
aftewards or after a short syncopatiorA black hollow lowertailedbreviscomes in the
context of a longer black hollow sequence. Black hologweswere already used to signify
imperfectbrevesin O. This unit though is in itsefferfect ad divided into three black
hollow semibrevesnaiores The combination of both shajeas can only mean a value
somewherén between those represented by the teapgnisableshapes. Once this is
realisedthe equation of &oid-blacksquareneadedsemilvevis maior(or tailedbrevig as
two suchsemibreves maies(or an imperfected voidlackbrevig becomedhe natural and
logical reading of this shape, even though an attempt to interpret it without its specific
context can be problematic and lead t@mgety of other outcomes.

This ability todigure oubthe notation seems to have been a part of the musical currency
of the time,and was perhaps used to show the authoritative ability of the composer in
creating personal notational devices, and tcedtifitiate beteen readers of different
abilities*** This fits well with the examples i®ue pena maigras the skill of the
misunderstood musician of the text is enhanced by the special notational use, and readers are
accepted into his circle only afterrdenstratinghatthey can perform the work and figure
outthe notation. The sorfgrtherhighlights such attitudes towards special reitapesas is
canoninstructionexplairs only the two proportiofindicating numerals, leaving the

interpretation of te myriad special notshapedo the reader

The second, creative approach to notation doedifietentiatebetween written and
sounding realisations ¢fiemusic. Both media interact with the idea formed in the

composeis head, and may therefore adgmssive layers teeading, performing and

“43For some processes in the creatid special notshape and their interpretation see Stoe3ée,
Captive Scribepp. 20713.
44 Eor an expansion of these ideas see pp-2B&low.
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listening to the work®® This usage is by definition setbnscious, intentionahnd assigns a
larger degree of importance to the act of notation than the other, pragmatic attitude. The
relationships between texsound and notation are varied. Songs can include references
between music and text which do not affect the technicalities of notation: Zachara da

T e r a BumitedkarissimiModA, f. 11+12) is a difficult piece to executas thetext
puzzlemakes plai, but it is notated as simply and clearly as the complex rhythms allow,
without any added complications. Other pieces present interplay between text and notation
which is hard to decipher acousticalfy. Yet other works present notated and audible
complexities which are not mirrored by the text to which they aré“deEertain pieces can

be said to play on all three aspects, sucBeagay perdu(Ox, f. 114), while many works

concentrate on just one asp&Ct.

To some degree, thwtationally creative dttude is present in all seteferential and
intentionally visual works. It can also be discerned in works which employ unnecessary
notational complications, especially those which cannot be heard in performance. Such a
songisBa u de ChAmas aneesetrstementOx, f. 123 ex.4-69 below), a diminutive
rondeau, none of whose three voices fill an entire line in the manuseriythich was
already mentioned for its extensive use of a large number of proportiorfEigviest of
these changes are unidentifiable in performance, and the piece could easily have been notated
without any mensuration change using only noroeédrationand a small number of

e450

semiminimenddragma Other examplearethe use of C in combination thidragmae

andsemibrevesmaioresfor all the many passagesich audibly operate in in Je ne puis

“>For evidence concerning musical manipulation in performance see{#g.adove. For more on the
visualelement in this style, its social significance, and its place in a mebassd culture see pp. 19%, 195
7, 284 and 286 below.

4% The grouping okemiminimé n G uQr bib tous(Ch, f. 25v) would have been audibly clear also
wi t hout t h eeoftoreeplifiesert signdto signify them. See also pp7188ow. While the
musi cal o ut c Biwon cyqissoudd complex thid dsfficulty is not the central puzzle which text
and notation presenth, f. 31v). See also pp. 181 and I8flow.

“"ThetextofAmo ur md a ilmentianed éor its motatsonal and audible effects on pp-5,4456,
and 18237 is stereotypical. See case study 2 pp-226esp. figuré-5 which presents it together with a
translation.

“8EorSe j 6 asye e eStdakeef, | edxSiev & S98.nSgtings optexts with &crbstics do not
necessarily parallel textual with musical complexity. Works sudPeaserose de biaute purefiete (PR, f.
65v-66, Pit, f. 25+26) where the contratenor is generated by reading the tenor in a different mensuration show a
degree of notational and visual complexity, but its text is as unassuming as the resulting musicalCsgtting.
includes manyristances where difficult musical outcomes are clearly and simply notated and set standard
courtly narratives.

“9g5ee p. 78 above.

“This song wa sArdsebsliore 5 b a y 6 a meaRBeapnldilhisdiscussed and
transcribed in Plumleyah St one O6Cosadngs®s ®#ndtmerti oredd exli vye iSmo nHt
p. 194.
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avoir plaisir (demonstrable also in examplé1 above), the indication démpususing C

and O angrolatio using red and black in theh version ofinclite flos orti(f. 41, standard
signification appears iModA, f. 15), or the mostly unnecessary useabrationto mark

out groupings which are anyway written out in an O context irfse je cuidoi€Ch, f.

27v)®! Itis clear that creativity is not confined to the most complex wovkhile some of
these variants undoubtedly occurred following problems of communication, availability of
exemplars and quality of copyifitfit is alsopossible to view the myriad ways in which
even the simplest musical effects were not&taeddicaie notaional creativity as marksiof
individuality. A composer could then put his stamp on his music by formulating a personal
notational system, or give extra weight to a specific piece by complicating its systemic
conceptualisation in a way not dissimilarctioosing a nostandard (and perhaps inaudible

in performance) kegignature®?

This extraordinary notational usage can only gain meaning when silhouetted against a
more stable background. Pieces composed with this attitude in mind tend therefore to be
unique finding individualistic solutions for a chosen departure from a perceived norm. This
necessary relationship between the extraordinary and the ordinary, if combined with the idea
thatmusiciansvereexpected to be able ioterpretthe music in frat of them(assuggested
onp.163abovg, can lead to a different realisation. Instead of distancing the two attitudes to
notation examined here, we can place thera simglecontinuumo r scale af
interpretabilityd . Unambi guous ongendlastamdard Butclear a nd o n
notational usage will be placed in the middle, andregéfrential and intentionally difficult
works putatthe other extreme. Performing or composing works from different loci on this
continuum can then be readfagherindicationsof status and ability for composer,

performer and audience, giving a social and practical context to technical decisions made in

“lsee al so G¢nther , J&ng pues avainpliem d ubnDgadt ,i epr.b a5r e(-6Bal | aden
(Incliteflosort) , and ODer Gi(denepuisavdr plaismpdSe j@clidoie

42 35ee pp. 59, 690and 99 above.

453 That some of these exceptional usages were intentional and probably conceived by the composer can be
seen in those instances where concordances use the same constellatits diVkide there is always the
possibility that one exempl ar was u<€ernlesftainrbottChl sour ce
andPR, as well as the stabl e use Madduceamdue ChpModAamd i on of
Ox or Medee fun Ch, FP, andOx may suggest intention rather than happenstance. Fesi¢gegtures see pp
1234 above, as well as case studies 1 and 3 esp. pp. 207, 223 afl 1238Bw. For the notational identity of
Senl eches, see nditoovead s wln 6§ Syamldo Ifiod ia compendia of not
outcome se@aulsmeierNotationskundéo whom | am grateful for this conceptual suggestion.

165



the proces®f composition or performance of such wafRE Works on the selfeferential

end would suggest upwaydiobile pretensions on behalf of composers, performers, patrons
and audiences, be that in an amateur, professional, bourgeois or aristocratic context. Mid
range compositions demonstrate an ease with the complexities of the style, not attempting to
provethemselves, but make practical use of the notational langéagesubtilior works

which contain no notational complexities in them at all may be said to disguise their
character, or simply concentrate on other stylistic features. The different locatitms

scale can therefore delineate use or immediate context, rather than suggest different
audiences.

i Mensuration, proportion and ¢ anon instruction s

As theprevious examples suggest, there is a large degree of overlap between the
conception and use abteshapes andolorationon the one hand, and proportisigns and
canoninstructiors on the other. This overlap is particularly prevalent in the simpler kind of
usage of all these elements (signifysesquitertidfor instance), and it is at times fitult to

decide why one tool was chosen over another.

Some workg such asAmans ameis make constant changes in botievisunit and its

di vision, creating a changing sense of O&ébeat

Others use a constdnmtevisunit, but regularly transgress it, creating groupings which sound

as if they belong to a different mensuration tat thritten(ex. 4-56 and4-57).

4-56. Musicorum inter collegia Str, f. 94v, tenor,brevesl1-20
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4-57. Musicorum inter collegia Str, f. 94v, tenor,brevis11 onwards, rebarred
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One may contend that if the performer does indeedtaiaia strict beat according to the
written mensuration, the musical result would be rather different in the two versiams. It

currently impossible to judge which attitude prevailed in practice. Tfaetatus Figurarum

454 Eor other discussion of statg#ving characteristics of this style see pp. 61,8%,1001, 1645, 187,
191, 1949, 277, 2889 and 297301.
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definition of sincopaandtraynour seems to indicate at least a theoretical preoccupation with

this questiort>®

Still, as the notational guidelines this treatise prescribes are not often
followed in practice, it is hard to asses how relevant the preoccupation was to performance.
It is perhaps more likely that neither a strict adherence to the overall mensuration pattern nor
constantre-barringdaccording to melodic context was ever an acknowledged standard

approach.

A particularly interesting case J& ne puis avoir plaisitModA, f. 20v;Ch, f. 24;PF, f.
104\-105) mentioned abov&® None of the versions use a stardicombination of
proportionalsignification and notshapes even though the musical result could be relatively
simply notated. While th€h andFP versiors use a prol@dmatic duplication of tools (both
use combined withdragmae with C appearing only when it is musically required), the
ModA version continuously uses C combined with special-sb&pes to signify divisions.
Different concordances can either demorstsaribal preferencesr the availability of
exemplarsn thdr choice between special negbapes and proportional shift. Heiwo,

contextual trends are hard to discern.

Some technical elements do make one choice more likely than another. Using
mensuratiorchanges to notate a sequence of impeldfemtesn orfj has already been
mentioned above (A.61-2). When more thraone option is available, the general tendency is
for longer sections to be notated with a mensuration change and shorter ones with note
shapes. Such a trend may indicate a concepfiorensuratiorchange as more theoretical,
intellectual or difficult while noteshapes as more pragmatic, maybe even intuitive, if a bit
harder on the eye and less comfortable to notate. The choice then becomes a balance
between scribal and interpretatiboanvenience and usefulness. Tlscourse, does not
apply toworks which centren specialuseof one or othetechnique or even the tension

between them. This seems to be the case in a work séctgalorum PsalafCh, f. 48y,

4>>See pp. 175 below. For a modern discussion of the interpretation of the difference between barring and
mensuration see Karl Kohn, &6TMB, éxviiRlannaoyt 188} ippp 28499 f Pol yp ho
Gr aeme M. Boone, 06 MBTSkxxiiiSpringJ 20009, pp. -%3| andiDaviddViawy,
0600Trespasser mesur eo: Met eTdM xxinWiMe, 2004), pp. 4826, Bothkigep honi ¢ S
of the argument being rather extreme pnoblematic. As a performing musician | would opt for a more
neuanced view, by which mensuration does not strictly correlate to strpssiagns as do modern bars, but the
overall counting according to different mensurations inevitably suggest stramdj@reaker locations following
the coupling or otherwise of melodic, rhythmic, harmonic and mensural points of arrival. Medieval awareness
to such noti ons Muaica68®e found i n Boenos

4®5ee p. 1646 above, a section of this piece appears also as%k. Str, f. 113 contained a piece entitled
Je ne puisbut the incipit catalogue suggests this was not a concordance of the song discussed here.
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case study 1, pp. BE226 below, where the cantus uses the most varied array ofsiatees
in the repertoire and the tenor presents the reader with a large number of ambiguous

proportional indications.

Three further elements prohibit the use of mensurati@nges: irregar groupings,
frequentchanges of grouping length, and compound syncopations between different
proportional elementsSenleches was a master of the first two techniques, and they are
widely used also i€yp.**’ Examples4-56 to 4-59 and4-63 below are taken frorstr, if

only to demonstrate that these phenomena areamdined to central sources and compaosers

4-58. Musicorum inter collegia Str, f. 94v, cantusbreves68-77
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4-59. Musicorum inter collegia Str, f. 94v, cantusbrevest8 onwards, rebarred
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The use of redhollow, full-red andull-black in the original notation BGumite karissimi
maintains the simplified singleote values while keeping the overalcontext, and without
the need for the unusual and constant mensural changes. Mensuration changes can create
more structural syeopation as voices sport different mensurati@xs4-62, 4-63 and4-69)

or sharebrevislength, buthavedifferentstartingpoints (ex.4-63, 4-68).%*®

7 See ex4-64 and4-72 below.
48 Technically speakig, neither of these techniques are syncopations in the medieval sense of the term as
the groupings within each voice follow their own standard mensural organisation.
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4-62. Matheus de Sancto Johanndnclite flos orti, Ch, f. 41, beginning of Bsection
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*# Missing section taken from ModA, f. 15

4-63. Nucella,De bon parole Str, f. 86v,brevesr-23
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* (G semibrevis instead of minima in manuscript

The interpretation of mensuration signs is relatively stable, witksteomdard use

occurring mainly when signs refer only to one mensural aspect (&thusor prolatio).***

Generally irregular usage of normal sigasdthe appearance of new signs or numeaeds

49gee, for example, the discussiormdlite flos ortipp. 1645 and ex4-62 above.
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explained in a canoinstruction*®°

Again, the use of candnstructionsin Cyp is the most
consequent and regujdout the attitude can be denstrated by the inclusion of a canon
instructionexplaining the relatively obvious numeralsQue pena maigmwhile not

explaining the very unusual nes@apes present. This habit can be rationalised by the lack of
convention or precedent within tAes rovasystem with which composers and scribes could
work and expedheirreaders to understan@heBerk theorist makes this clear when in
remarking that canomstructiors are used when it is not possible to read the music using

Afart d onl y.

There is anarked increase in the use of cammstructiors in Ars subtiliorcompositions.
This can be understood as a combination of practicality and aesthetics. The practical aspect
has just been explored as the conveyance of meaning fataotardised signs @stly
mensural indications) or deviation frafme normal meaning of accepted signs (also hote
shapes and colout§? The more aesthetic and visual useafion instructiosis less
concerned with the meanings of signs, and more stitictural elements sues the
extractionof hidden voices othe proportional repetitions of voice€anon instructionare
almostuniversallyin Latin.*®* Ch includes 1&anon instructios, ModA 14, Cyp 7 and even

in its incomplete state&str offers 11.

On some very rare gasions, theanon instructioms merely cautionary. This happens in

HasproigNoyonds Puis que je sui fumeych, f. 34v) where, rather problematically, we are

460 For example, a canon instruction explains #gmare(Paris, f. 153v & 159 usesO for sesquialtera
andrj for duplasesquiquart§9:4 proportion). On the other hand, none ofAlng subtiliorinsertions intd=P
have a canon instructioayen when it is necessary as in the caddexfea(ff. 107v-108).
61 5ee ElsworthThe Berkeley Manuscrippp. 17062.
“For instance the use of col or at Paplasbans@eddopgh,| owi ng i
f. 45v,ModA, f. 31,Bov, f. 5vor the canon instruction in tfh andParis concordances d?ictagoras Jabol
et Orpheugmissing inBov) referring to normal full black or hollow notation respectively. Phgtagoras
canon instruction isgniqueas it appears at the appropriate locatidgtin the musical text rather than being
given separately. It signifies a local occurrence, which has to be repeated (without indication) for the musical
reiteration in the refrain.
“3The only exceptions | am aware of appear in works where the canarciitsis have poetic pretentions
or are part of a visual statement. The last worRyp (Tousjours servirf. 158v)is appended by a French
guatrain containing instruction for the realisation of theqoula r t canoni ¢ f(Toaunpdreapass Cor di
is accanpanied by a series of rondeaincluding one concerning the canonic reading of the pid¢eChic
ver si on o fLaapede malodimcerposates the canon instruction into the depiction of a harp by
having it written on a scroll wrappedound the supporting column of the instrumginé canon instructiois
also in French in th€h versionof this songweakening thisrgument). All these canon instructions refer to
canonic voices rather than interpretation of signs marking them autw@sgroup (theChic version of

Senl echesés song is exceptional here as it refers als
found in some song t e xAndraysaule{ModA,s. 40 aotll vientdbiedRR, fPer ugi ad s
63v ) , M a Mahfia est ntois commenceméRadA, Oxford part,f. 56) andO dolce compagn(Ox, f. 135).
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told thatthemoduss perfect, or in th&tr version ofAppollinis ecclipsatur (f. 64-65),
whereanothemperfectmoduss indicated. Angelorum psalds uniquely enigmatiand
unhelRetulb @or de[ n] gbitingtbehihdflikearaevilphegstaay wed 6

allude to the deceptiveness of the gsnmptation or the myriad inversions it caimis.

Al ternatively, its vagueness, the |l ack of th
entire text is in Latin and the phrase appears as the penultimate line of the cantus text, may
suggest it is not meant aganon instructiomt all. Itcan herefore be understood @isher

an instance ofmistaken recopyings a textuaul commerdy evena general, nopecific or

notationally indicative commefit?
iii . Sequences

Use of both rhythmic and melodic sequesis rather widespread in thes subtiior
repertoire. Ilwasalready present in some previous styles, buptbéferation ofthe
techniquesuggests it aa stylisticcharacteristic oArs subtilior*®

SomeArs subtiliorusage remains relatively simple and straightforwaxd4-66). Even
in simple examples, it is common to find pseustarhythmic techniques in sequencasch
aswherethe length of the repeating phrase does not fit the overriding rhythmidexits
4-56t0 4-61, 4-66 and4-64). At other times, sequencespeatnot onlymelodic gesturehut

alsointervallic relationshipgex. 4-23, 4-65 and5-8).

Hirshberg even attempted interpretdifferent rhythmic formulae asdicatorsof time
and placeof composition but ourlimited historical knowledge makgthis attempt more
useful in demonstratindpe widespread appeaf certan techniques rather than their

chronology*®®

%4 For more on the biblical connotations of this phrase and on the piece as a whole see case study 1, pp.
206-27, esp. footnot&40and p. 210 below.

%> Early Trecentdfeatures some larggcale polyphonic sequencing, usually of very simple progressions.
For a typical example seé@vandose le man@ossi, f. 1v).Ars antiquaand Machaut style pieces feature
sequences more selth, and over shorter distances. For sequencesAnsasubtiliorcontext see exX-6 to
4-10, 4-23, 4-26, 4-35, 4-41, 4-43, 4-44, 4-48, 4-51, 4-54, 4-56t0 4-61, 4-63 t0

4-67,4-70t0 4-72, 4-74, 4-75, 4-77, 4-79 and4-80. Sequences feature in all the case studies presented in
Chapter 5 (from all the songs pr esentDepetitpcircluded sequenr
in case study 4).

%8 For one such motif, associated by Hirschbeitp 1380s Foix and Aragon, see HirshbéFge Music
pp. 281 and 296. For the problems with our knowledge which make such assertions problematic see chapter 3
pp. 84113. These courts are discussed pp. 86,9001, and 106 above.
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4-64. Pymalion qui moult subtilzCyp, f. 113, beginning
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The sequence, just liggoportion and syncopatipowas a useful tool both in terms of
attracting local attention, and in the creation of exgtexts. The repetition disorienthe
listener, who does not know how long it will last. This creates tension towards the
sequenceob6s i n gepropeling the rusic fensaodThachange nesulting from a
sequenceds end anmevmatesidl o thatext tewhich itosrselse @f t h
sequencesan therefore be regardedk@sngon a par with other directional compositional
tools, less extravagahtt not necessarily less effectitr@n proportion or syncopation. Its
relative modety in comparison with othekrs subtiliortechniques may account for the

relatively meagre attention it received in modern scholarship.
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V. Syncopation

While syncopation is traditionally seen as a defining characteoistie stylemany

works of unquestioride Ars subtiliorcredentials avoid this techniquear use itvery

sparingly*®’

Alongsidestraightforwardsimpler piece (ex.4-66), disinterest in syncopation

can be found also in workghere harmonic deviatiofex. 4-23, 4-35) or proportional

combinationgex.

4-67) takethe fore or in works where ursyncopated combinations of mensurations or
proportions are used to create rhythmic tenégon4-62, 4-68, 4-69 and4-70). Again a

purely techn

ical pproach to the definition of thigtyle seems lacking

4-67. Celle en quj Cyp, f. 131, breves 2-B5
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47 see pp.

57 an@8 above for a discussion of the extent and uniqueness of the use of this technique. The

discussion of syncopation here follows the conceptualisation of the technique by Johannes de Muris as the
displacement of recognisable rhythmic units in the middknother broketup unit (see, for example, Willi

Apel,6 The
22, Mur i s

ex.4-70.

French Secul ar Mus i cAMoxVii-xix (1846 T),pp. £729FespuR.t eent h

C

60 insistence on perf ect Arosuldilioicamtex, dutehe doacegt ni t i on
remained attractive, as can be seen by it inclusion in the Berkeley treatise (see ElBstoBbrkeley Treatise
p. 1769. This though, should not be confused with imperfedigarte anteas can be seen in the top part of

174



4-68. Johanres Hasprois / Jaquet de NoyorRuis que je suis fumeuxCh, f. 34v,breves20-26
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The Tractatus figurarundistinguislessincopaandtraynouras different kind of
syncopatiorf®® Sincopainvolves the displacement of identi¢akvisunits. Ex.4-68can
therefore be seen as a written out version of this technique. The definitragraguris
perhaps less cleaut, but it seems to indicate the combination of mensurations of different
lengths withminimaequivalence. Ex4-70shows this pattern. Both techniques are used one
after the other in eX4-63. The termdistinction is useful in discerning medieval thought
patterns. Still, th@ractatu®a ut hor 6 s i nbeevisadthe synaged unit, and the

inability to separate the two techniques in practice, makes their practical application minimal.

%8 See SchreyiThe Tractatus Figurarunpp. 204.
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They are also incapable to describe all forms of syncopation arising from mensuration

combinations found in practice.

Taking the survivig music as my starting pointwiould like to define tw, non
mutually-exclusive, kinds of syncopation: internal and external. By internal syncopation |
refer to a single voide gansgression of the borders of its basic rhythmical units following
the medkval definition, resulting in rhythmic tension between it and other voices. External
syncopation does not require tension between the voices; instead, it involves joint movement
which contradicts the overall general mensural hierarchy. This can beetine
combination with internal syncopation (when similar syncopations appear in all voices), or

independently, by placing stressweak points within thérevisunit.**®

Internal syncopation creates more friction between the voices, not only because of t
rhythmical disparity, but also as the phasing effect alimwthe introduction of dissonance.
This can be used to create a sense of diffiqetky4-71), or alternatively a floating but still
directional effec(ex.4-72).

4-71. Philipoctus da CasetraDe ma dolour Ch, f. 32, beginning
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89| leave open the question whether medieval composers would have conceived of this last possibility as
syncopation or not. Arguments can be presented on both sides, and penbapgrm would eventually be of
use for this phenomenon.
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4-72. Amour en un beau vergierCyp, f. 10v, beginning
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As with previous tools (and frequently in combination with them), both rhythmical and
harmonic disparity avoid consonant resting points and create forward propulsion, enabling
directional orientation throughothte long melodic lines

External syncopation is ane of a disorientation tool, creating structural or lssgale
need for resolution rather than localised propulsion. Still, as listarepushed out of their
comfortzone, attention is directed to the local occurrerteampled-73 showsrelatively
straightforward eternal syncopatigrwith a cadenal progression stresgy a weak point

within the mensural organisation.

4-73. Guido, Or voit tout, Ch, f. 25v, beginning
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External syncopation can also offer a more subtleceamtential option, using disparate
movement to obscure the underlying units, or-nadential, simultaneous movement landing
on weak locations and blurring new natural groupiegs4-74, 4-75). As with complex
internal syncopation and irregular rhythmic groupings, Senleches is the master of this

technique’’®

479Both techniques can also be seen inde&4, with a cadential progression in the penultimavisunit
and more subtle combination in its secdmmevisunit.
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4-74. Jacob de Senlechese me merveit Jay pluseurs fois Ch, f. 44v,breves19-24
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Examplesd-76 and4-77 present aubgroupof external syncopatigin which imitative
motifs are usedo blur rhythmic borders. This is especially effective at the beginning of
songs, when the underlying rhythmic structure is not yet clear.

4-76. Onques JacobCh, f. 27, beginning
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4-77. Toute clerte m'est obscur€h, f. 13, beginning
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Some of the examples above are rather extreme, and involve a combination of usages, but
even in its sim@r manifestations, the web of syncopation possibilities arstoiiain

additional, less extravagant but very effective to@daomposed s a.r s en al

Internal syncopations are regularly referred to, external ones are routinely underrated.
Thisisin partdue to the editorial practice of-tarring the music following strong cadeth
arrivals*™* This can underminthe tension between cadences and the underlying rhythmical
orientation & the piece, preventing the erteof this usage from being evidentdan
diminishingthe uniqueness of writtéin mensuration changé& Since externasyncopation
usually involves participation of more than once voicis iarely apparent when looking at
the original manuscript, makingless visual and therefore feattactive also to manuscript

readers.

V. Proportional r hythm

Both theattitude to andheuse of proportional rhythms are similar to those concerning
syncopated passages. They are also far from uniwepsabent, and when they appdaeir
use isoftenminimal. Indeed, while use of proportion formed the basis for many
compositions, one may well ask whether modern interpretation reads more into some usages
than medieval attitudegquire As has been discussed aboves(), the Italian notational
system acommodated both binary and ternary division ofrieimag as well as division
changes which result in a consecutesquitertiarelationship. These are still special

occurrences, both in Italian and French contexts, but they can be considered part of the

“IThisi s done throughoutChiGPMFErRedsi edi ki mnaatl Ghaether 6s
motets ofCh andModA in CMM, xxxix.
472 Eor more on editorial practicesseep.99 0, or the compari son between Gr
editions ofAngelorum pskat on pp. 213222 below.
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6audi ble currency6 of the ti me. One can f
cl ai m: t he Berdiand idegs conbemniospsquietiathase already been

473
]

mentioned (p80); only special signs for this proportion are ever ex@di '~ and even when

looking at a nodtalian context, proportional distribution seems to support this pattern.

Figure4-78 presents the distribution (including genre), combination and popularity of
proportional rhythms iilCyp, regardless of the techniques used for their notafiom it, one
can detect a number of patterr@t the 50 workshowingproportional rhythmsn this
source 37 (74%) ussesquitertiavhile only 29 (58%) useesquialteraor its multiplication.

Of the 37piecesusingsesquialtera33containit as thé& most difficult proportion (66% of

the whole, 89.19%f this group). In theesquialteragroup, only eightsongs(27.59% of the
group, 16% of the whole) do not include more complicated proportions. All but one of the
works containing proportionscludesesquialtergor its multiplication) orsesquitertia 28
(56%) songs use only one proportitwelve (24%) use two different ones, four (8%) use

three proportions, three (6%) use four different proportions, one (2%) song uses six, one (2%)

ten, and one (2%) twelve proportions.

4-78. Proportional rhythms in Cyp (mensural and noteshapes)

No. of
works

2/1 | 3/1 | 41 | 3/2 | 5/2 | 7/2 | 2/3| 4/3 | 5/3 | 7/3 | 8/3| 10/3 | 3/4

9/6

9/8

1(B)

4 (Cr, San,
2R)

2 (2B)

18 (G|, Cr,
9B, 4R, 3V)

3(1B, 1V,
1R)

1 (K)

1(B)

4" The only case | am aware of where an explanation is provided for the sigan indicator of

sesquitertid s A n t OresedubleodansViodA, f. 28v), where it applies to treemibrevigather than to
the usuaminimalevel. Its notation using colation is never explained.

“™The dupla effect afemiminimas treated as standard behaviour and not counted.
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8 (5B, 2R, X X

1V)

1B X X
1(B) X X
4 (2B, 2R) X X X
1(B) X X X X

1(R) X X X X
1(B) X X X X
1) X X X X X X

1(B) X X X X X X X X X

1) X X X X X X X X X X X

While sesquialteraandsesquitertiaare usedn virtually all genres, the more complicated
proportions are used only in the secular compositions. The distribditg@mies in the ten
songs with more than three proportional rhythms follows an expected pattern: six are
ballades, three rondeaux and one viréfaiwhile the three rondeaux use the simpler
combinatiors, the single virelai in this group bucks the trend afidrs the largest number of

proportiors in the entire manuscript.

The most striking elements in these statistics are the small number of worksugdich
proportional changas a Inchpin, and théisproportionatgopularity ofsesquialtera |
would sugest that the popularity of this proportion is due to its boraegdosition between
the normaknd the exceptional: it creates a strong audible effect while falling within the
expected technical level of musicianship. One can therefore imagine timeetihan two
groups of piecesvhenregarding proportional usage: those which ignore it completely, those
thatuseitasm a i s o nand tbosetworks which use it more moderately, as but one of

manyaccepted compositional techniqufé%

7> see discussion of genres pp. HL&bove.

47®This more graded view can of course be applied to most other tools discussed in this chapter. For a
parallel tripartite view of the different attitudes towards the style as a whole, see the discussion of the various
mainstreams detectable in relation to Are subtiliorpp. 27880 and 293 below.
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Conceptual usef proportional movement is most clearly evident in those pieces which
make numerous changes between many and varied proportions, as do the last three works
included in the table abov&’ It can also be observed in many of the visual worksSikeon
cy gst, Amans amesr O bonne douce Frase which will bediscussed later in this chapter.

In most of them the audible effect might be smaller than the visual or theoreti¢af one.

When used as a locadig tool, proportional movement operates in a similgiitan to
syncopation, inemuch as it creates propulsion through rhythmic frictinducesa sense of
disorientation, attracts attention to local phenomena and their resolution, and enables a higher
degree of harmonic tension. Using proportions is a mauberant show of complexity and
difficulty, but as such (unless both elements are combined, as in ex&8®lean be seen as
a potentially less subtle way of creating the required effect.

4-79. Antonello da Caserta,Amour méa le cuer mis ModA, f. 32v-33, breves41-51
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4" These songs afeuis que amé. 107), Sur toute fleuf. 137), andle prens damouf. 154)
respectively.

4’ The visual impact of these works and the tension between it and the overall audible effect of such songs
is discussed on pp. 1&® below.
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4-80. Philipoctus da Cserta,De ma dolour ModA, f. 26v, brevesl3-18 and 4045
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Other usages of proportional passagesnore structural. This can be seen in passages
where all voices change simultaneously (esplgcifithe change is into a newlgtroduced
proportion see ex4-79 andanalysisp. 23 below), creating a tension between sections
rather tharvoices. Structural locatiorssich as beginnings of musical repetitions in the
refrain (ex. 4-80) or ouvertandcloscadencegex. 4-81) can also be heralded by a proportion.
These structuralecisionsdo not of courséetractfrom the musical effects described above

when translated into performance, but serve to add a deeper underlying meaning to their use,
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far removedifom earlier notions of proportions as random, experimental, frivolous or

meaninglesé’®

Some complicated proportions were once considered too difficult for modern

performancé?®

Obut it is possible to find musical hintsatlead directly to performance. &h

three works irCyp highlighted for their complicated am®mpound proportions abot®.are

all designed to accommodate the perfornfenoportional passages lasting onlyeamibrevis

are easier to perform as andther@ref@meiththent ai ned
progress of the other voicésx. 4-84 includes two such brief proportionsThey can be

described as more ornamental than structlEakry complex proportion or series of

proportions lasting longer tharsamibreviends either with a clear cadential progression, a

pause, or botfex.4-82and4-83). Any one of these three options assists the performer in

aligning him/herself with the other voigesdin making the necessary adjustments in the

likely probability that strict mathematical relatsinipsare notadhered to This allows the

song to maintain a temporal integrity and move onwaatsrally*®*

¥ For a survey of attitudes towardss subtiliorstyle see Chater 1 above.

“Usee Apel, 6 Mat he ma-4,retesing &oBudtouta flesri He did think they Wvéres
performed in their original medieval context though.

81 See footnot& 77 above.

“B2gur toutefleurandPuisquemea ppear in the La Morraédés O6Flour de b
respectively. Both the compositional technique and its practical use by the performers are evident.
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4-82. Je prens damourCyp, f. 154, beginning of B section
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4-83. Sur toute fleur, Cyp, f. 137,brevess-11
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4-84. Puis que ameCyp, f. 107 breves62-67
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e. Visuality

Even though there is evidence to suggest that some of the use of varisbapse and
colorationtechniques were practical scribal needs rather than creativesettimy*®3 it is
not hard to present visuality as an importantnelet in the composition and copyingroany
Ars subtiliorcompositions.This is most clear in sefeferential songs and historiated

compositiong®*

Visual considerations in the compiling of music layeno meansewto theArs subtilior.
Anything from pacticality to decoratiorto complex and expressive manipulatiorthefpage
layout camalsobe found alsan earlier styles. A practical use of visual cues can be seen in
the alternating colours given to initials of residual strophes in most collections
monophonic songs. The opulent decoratioNlmassisted in reconstructing thempilation
of this source, and was analysed as paits@xpressive contefit> Perhaps the height of
intertextual and interdisciplinary play in medieval book productahé famou®al46
version of theRoman de Fauvéf® In all these instances though, the musical notation itself
is not affectedy the visual addition@ndremairs faithful to the demands and practicalities
of the generic fashions of the time and the ecoios and aesthetics of book production.

| would summarise the main aesthetic consideration in copying msaifull use of the
space allocate@dvenwhen this allocation left much of the page empty. On top of this
general concern, practical consialions can explain changes in layout. The stylistic move
from homophonic compositiorsiich asConductuuspr Aquitanian polyphony) to poty
textual motets pushed for a transition from the earlier score format to-sig&elayouts.
The greater flexibity in planning, the clearer voiagity in reading, and the gradually
establislkedranges ér different voices may explathe gradual shift throughout tiAes nova
from presenting voices side by side on the page to consecutive copying from the top down

following voicerange. The changed layout also served to strengthen the mnemonic

483 5ee introduction to théractatus figurarumdiscussed on pp. 69 above and-20felow.
“84For the visual impactofseiff e f er ent i al s ernegfsl esxeiev eStSoonneg,s 86.Se | f
“85The illumination of this collection of thirteenth century motets is discussed as part of its creation in Mary
El'i zabeth Wolinski, 06Ther COBWbexk(®92), mpn26R801L. Edwael HMont pel |
R o0 e s Bubiilitas add Delectatio: Ne m'a pashliéd in Eglal DossQuinby, Rober L. Krueger and E. Jane
Burns(eds) Cultural Performances irMedieval FranceEssays irHonor of Nancy Freeman Regdia
(Woodbridge: Boydell, 2007pp. 2544 analyses a specific relationship between music and illumination.
8¢ See Margaret Bent and Andrew Watlays) FauvelStudies:Allegory, Chronicle,Music, andmage in
Paris, BibliothequeNationale de France, MSdncais 146Clarendon Press, 1998).
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usefulness of the written pa§&. The central point which differentiates tAes subtilior
from all these considerations and uses is the integration of the visual elemetite migsic
itself, fromsignsandnotehapes t o t l®®InanArs suldtisorconext, one t
finds for the first time a substantial groupcoimpositions where either page layout or

notationaltechnique is manipulated to form an additional exjpvessol.

The layout of historiated compositions created at this isttee most striking and self
evident examplef Ars subtiliorinterest in matching visual, textual and musical
expressioff®® The choice of a circle, a circular labyrinth, a heathershape of a harp is
linkeddirectyt o t he text of the wor kssareenhfceddy songs
thespecialpositionof eachwithin theirhostsources. A less extravagant use of layout
involves the text rather than the music, asleaseai n  Ma cMadiruest nen
commencementhereall sources presethe text copied upsideown,favouringa visual
comment about the structure of the song over any practical considetativas underlay or

voice texting'®

A larger group of piees uses visual and notational elements within the standard song
layout of the time.Self-consciouse x a mp | e s i nQ@rhoit theg(Chfu2bw whére
the very noteshapegshatthe text complains about appear in the composition itself,
C o r d AmanstamefOx, f. 123), which portrays the secret described in the text by hiding
the relatively straightforward song behind constant mensuration ch®hdashe motet
Dardant desifi Se fus damer Nigra est sed Formos&h, f. 72v)colorationis usedas a
pun on the tendr text,while inS e n | eJe mensedveil Jaay pluseurs foigCh, f. 44v)
different mensuratiasin the canonic refraiare usedesuling in identically sounding but
differently notated voices, further emphasising the copying asying activities

complained abotin the textand attracting attention ta*°?

8" See pp. 18® below.
“®For more on this process see Smilansky, O6A Labyrin
“®These ar& e n | e lcetharpe de melodigChic) ,  C o Betleibennessagand Tout par compas
(Ch), and the anonymou&n la maison Dedas (Berk).
499 syrviving copies appear MachA (f. 479v),MachB (f. 309), MachE (f. 136),MachG (f. 153), and
PadA (Oxford part,f. 56). As itis a craltanon, copying the text upsid®wn is meaningless in practice.
91 On scholarly preoccupation withr voit toutsee footnoté31above. Sections of this song appeared as
ex.4-534-73. Scholarship concernirgmans amewas mentioneih footnote227 above and its beginning
appears as ed:-69. This song was usually referred to for its technical construction with only passing references
to the musietext relationship.
492 For the motet, see Alice V. ClardRpncordarecum Materia: The Tenor in the Fourteertantury
Motet(PhD. diss. for Princeton University, 1996), pp. 8L7For a facsimile and fuller discussiondd me
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More complex and subtle cressferences between notation, musical outcome and visual
impact can be seen in works where special notational elements are used unnecéhgarily.
sesquitertiacontratenor oD bonne douce Frang€h, f. 29 figure 4-85) mentioned above
can be seen as an interpretative comment on the text, demonstrating the virtue of France by
using the particularhjrs subtilior (i.e. French) technique of proportiét. The use of the
most extravagant and visually striking methdahotating this voice attracts attention to the
piece as a whole, and especially to this aspect of it, making clear the ca@mposer
interpretation of what the work is about. Similarly, references to a secretive underlying
dualism, special ability or competeness can be read into pieedsich use different
interpretations of the same notational tool in different volted\lternatively, it is possible
to argue that Senlech@adividualistic notational style may alé® due tan attempt to make
a visualstatement by which his works can be identifigtthis attempt is considered
successful, ibffered medieval cognoscenti a way of associating a number ofdgigter

compositions (as well as notational authority) with Senledhasraising hispersoml status.

merveili J 6 ay pdSealfiguestt86 and pp. 1957 below. A trangltion and further analysis can be found in
Stone, O0The Compo&emdsL&ac ke doRomapider ds§ & Fisal elegnerts to
mark-out specific texts see also pp. 22below.

493 3ee p. 139 and e#:17 above.

49“ModA presents three works where coloration has opposite meaning in the cantus than in the other two
voices:Matted3s Puis que la morff. 6v-7), Coradus de Pistorée Veri almi pastorigf. 36v), and Bartholomeus
d e B o nAstepsaléntesf.37v-38).
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4-85. O bonne douce FranseCh, f. 29, facsimile
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The importance of visual cues and visualisation techniques as practical memorisation
aids in a memorpased culture has been clearly demonstratedalyitBers. While deaing
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mainly with texts, she details the mnemonic importance of layout and spatial organisation on
the page, as well as the use of ornamentation and minfatieese elements were
undoubtedly just as important in musical collections, and give extra mdartimg

ornamentation and formatting of such sources. The shift from-gogoartcopying, for

example, can also be seen also as a mnemonamdidot solely aesthetic or stylistic, as it
clearly divides the page into sections and each voice is coditaitien just one areaThe

Ars subtiliortechnique of translating visual additions from the book into the music itself can
be seeron the one hands a further refinement of these techniques,cemthe others a bid

for theindependence of these piedesn the constraints of the sources into which they will

eventually be compilef®

Like the use of syncopation and proportion, uses of viswaignted techniques, wiil
not being universal, are widanging. Visuality does not necessarily have to lveréhe
addition of cues on the page. A discrepancy between written and heard can be achieved also
by supplying less visual information than necessary, be that notationally or by the inclusion
of hidden voices. The fashion for repeating motet tenorsnimdtion can be traced back at
least to Philipede Vitry, but the preference for notating the tenor melody only once and
adding acanon instructiomather than recopying it in the new rhythmic level changes the
visual character of such piec®.Self-referentialpieces canotic compositiols and puzzle
songs belong more comfortably in this group, and while some of the more straightforward
canonic techniques are not new in themselves, their enigmatic presentation hints at a

changing attitude towards theff.

The character of the visual aspect of mostaftrential and puzzle works is oppdso
that of the works mentioned above: normally, these songs look much simpler and less
conspicuous than when realised in practiéeient bien(PR, f. 63v) andO dolce compagno

(Ox, f. 135) have exalst the same structure 8a fin est mon commencemént, without

49 See Carrutherghe Book of Memorfpr a wide range of concepts and techniques used in the Middle
Ages: pp. 11722 examine the importance of pafgematting in the memorisation process and Chapter 7 (pp.

274-337) explores the ways in which visuahemonic elements were incorporated into medieval books.

9% For more on the practical and social consequences of this trend see-9he8d.

97 Signifying exact repetition by adding a number or using dashes occurred alreadsis #miqua
motet repenire.

“ For discussion of sRiecfhl epxiewes sS msreges 6Staomd , Nevbees ,f 6 Wr
Memori zingbod. A compar i Quodiactatarattribatdd o CicamiaModha fd28v) b et we e n
where even the inclusion of a canon instructiod a selfeferring text do not make the solution obvious, and
thelv canonic songs, which are all cleart and straightforward even when no canon instruction appears.
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the visual cuglook at first glance like simple twpart song$®® The most extreme cases are
probablyLe ray au sold (attributed to Ciconid,uc, f.L XX X1 I 1 ) , &ircahcyOl i vi er
gist(Ch, f. 31v) Le ray ausoleylcontrasts a soundirtgreefold proportion canofwhich

includesa constantlysoundingsesquitertiarelationship with a simplelooking single voice

in the manuscriptSi con cy gishotates all three voices and lodkse one of thesimpler

songs in the collection. Its execution in performance thanghudes upnotated changes in
mensuration as well akiplaandquadruplaproportions. The changes in this song are

vaguely hinted atn the text of the song, but the hints refer only to the first set of changes to

be applied to the cantus and to their repetition in retrograde order in the contratenor. Only

mel odic hints betray the need t oohinteggee at t he
given to the placement of any of the changes in the contratenor (which has to repeat the
process as well). It seems clear that not showing is the main point of this work, even though
this does not come out in performanddt. pateat evidentedoes not look simple, but as the

main structural element of mensuration change is not notated (but hinted at in the text), one

can include it in this group.

As was suggested for special nesteape usage,samilar Gscale of interpretabiliycan
alsobe magina for both over and undetwisuality. While overvisuality attracts attention
and challenges the readerfind solutions to it, undevisuality emphasises the ability of the
composer not only to conceive of the musical results, but to imaginevigwet impacf®
Both techniguealsodemand a good scribe for their copyiand perhaptheaddtion of
visual elements in some of thestoriated compositionshighly able performers who can
make sense of the information, and an appreciative andrgtv@ludience, patron or
manuscript owner wdcanfollow and enjoy suckubtleties.This implies a separation from
the common, everyday and mediocre. Visuality can therefore be seen as an important tool in
creating an exclusive community of musiciansisarts and consumers, each of which benefit
from the affiliati-comowdd& hcarmehaowveér edi.f f elrhamst 0
activities: using ovewisual techniques projects its exclusivity outwards, while under

visuality is more secretive andward-looking, reaffirming elitist membership.

499 For the tension betweehevisual effect andhe performance ofl vient bien seeG¢ nt her , -6 Fourt ee
century Music with Texts Rewedal i ng Performance Practd.i
%%f one follows the model of mental composition where voices are finalised if not conceived of
consecutively, the ability to compose a proportion or mensurati@ndagcomes much more impressive than in
a more modern process which involves writing from the outset.
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f. Text and language

It is generally acknowledged that tAes subtilioris essentially &rancophile
phenomenonYet, sincewe have already encountered the wide distribution of the, style
texless distributionand the use of a number of other languages, this is open to qudstion.
has already been suggestpp.(L12-3 and 1189 abov@ that as an entire cultural movement,
the Ars subtiliorhad its originsn a high register of mainstream French courtly and
intellectual life, underpinning the link between musical style gnedFrencHanguage. Late
medieval religious, cultural and intellectual life incorporated parallel use of vernacular and
Latin, making it only natural to have a substantial Latin contributdkrs subtiliorrepertory
coexisting with thérenchmajority >°? If anything, it seems that the exceptional use of Latin
in secular compositions was deemed more suitabdegsubtiliorstyle tharto the Italian
Trecentoor newinternationalstyles.®® As most secular Latin compositions seem to hail
from a papal context, this may be due to the cultural influence of the Babylonian Captivity, or
to the relative political and economic fortunes of the competing schismatic papal8burts.
The choice oArs subllior st y1 e f or Bl a s OreRaddulium moddameaulca t i v e
can be seen as an attempt to set it apart as special in an Italian context. Its use of Latin
therefore may have been dueastamodtowaadstheenguageod
religious and pious character of the pilgrimage it celebrateperhaps more prosaically,
becausé.atin may have been easier to understand than French to its original audience. In
songs s uc hQuadjact@tur ortha anangnsoudt pateat evidentefex. 4-35
above), the use of Latin may have been an attempt to match an elevated, learned language to

their intellectualised, esoteric musical language.

The introduction of other languages can only be seen in parallel with the cultural and
political contexs described ilChapter3. In the Italian realm, there are mixed messages
concerning the coupling of style and language. While Laégingle attempt at setting a
French textalsoincludessomestylistic adjustment-P contains a setting of an old Frénc

text as aaccia typically Italianin form, style anchotation®® Still, interpretingthe

1 5ee pp. 58, 690 and 734 above, but also the following pages and pp-24@low.
92 Most theory of course remained in Latin. $&470 discussed p. 88bove for an exception.
*30n zZachara da Teramo6s use of Latilf0above. rel ation t o
% See pp. 8® and 20810.
Sl andi ni OAdiu adio douse dame jolieound inPit, f. 62,L029987, f. 29 andSq, f. 164v The
relevant piece ifrP is Quan ye voy le dut tens ven{fe90v), which uses a poem by Renaut de Trie written a
century earlier. See footnod®6above.
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proliferation ofArs subtiliorstyle in Italy as part adlarger political legitimisation
programmaehat involvedadoption, collection and imitation, caelpexpain the retention of
the French language as a differentiating tag between one style and aAsthetone
example, Antoio da Gvidaled ¥ous soyes tres bien ver(usic, f. LXXIV) contairsonly a

few syncopations (mostly external) and no proportiargpecial note shapes. At first glance
its language is its clearest marker of difference. On closer inspection though, it manifests
itself as a selfeferential, undevisualised, puzzle song which requires repetitive straight and
retrograde reading ofobh tenor and contratentf® These characteristics align it with the
foreignArs subtiliorrather than with thenajority of the music collecteid this source, which
are Italian in stylé®’ The differentiating use of Frendly an Italianin this compositia
becomes meaningfim the context of this manuscripAs a second stage, this kind of
adoption and gradual assimilation, involving local production as well as isnpoentually
made redundant the need for foreign justification, and with it the ualitgrsf French

usage. The Iberian and Cypriot context centred more on cultural or individualsmport
generating fewer cultal dualitiesand therefore less pressure to incorpottagdocal

language.

The situation with the Germanic languages is addfarent, as appearancesAufs
subtilior-related repertoire occur within a distinctly different and very-baded culture
Most eastern concordances break the link between this music and the French laigoiage,
changing the mupgriaces® Jhefworks appearing/ifolkAnandWolkB
are completely reinterpreted andtexted. Other songs arewwrked into more functional
formats, and integrated into the religious sphteEm, BaKir ) or a functional domestic
setting Pr). A third group keeps its musical integrity but is transmitted textiBssl).>*
The few examples of music in the French stgleincorporatingArs subtiliorcharacteristics
but with Germanic text anarigin all hail from the border between the Imperial and French
spteres of influence. The works of Hesmann preserv&lrigontain special notshapes
and proportional behaviour, but maintain the Germanic tradition by opting for the more
neutral Latin"® In light of these trends, one can interprete¢bmposition of Frech-style

musicusingDutch or Germanexts PR, Ut, Ghent) as a bid fopolitical and cultural

% 5ee Nadaand Ziino, The Lucca Codespp. 45 (discussion) and 143 (transcription).

*"This is not diminished by the fact-tetedat most of
% For all three attitudes see also pp. 70 and aBove and 248, 278 and 298 below.

* See pp. 78 above and exX-1 and2-2 there.
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independence bine bordercountriesof the Empire, and a cultal affiliation with the

Frenchspeaking lands to the east.

Ars subtiliortexts mark a degred wariance from both precedy and subsequent song
lyrics.>*® The courtly love theme stifirevails inmuch of the repertoire, but to it are added a
considerable number of dedioag and commemorative texts, as well as-seférential or
puzzle textofthe sort di scussed -carboatddhese slevidtioris fromi n g
thethematicnorm fit well the notion of the origin d&rs subtiliorcomposition as linked with
high-register cultural products appropriate for the public sphere. Whether textworafe
public occasion, a society or group, or even an individual, it does not necessarily follow that
their practical use was of#f public performance. It only serves to mark out both text and
music as special, even when used to commemorate an eviemtpdvate, unrelated
entertainment. This majsoconvey an added importanteworks with more standard

texts:they can be seen as higdgister products for use at times which do not reguir

an

dedicaory text. The elevated musical styleatenmat c hed by el evated | ang

En seumeillantfor exampleuses the literary device of a prophetic dreasimon to frame his
poem>*? Allusions to biblical charactees well as to those of myth and romance become

very common, and are used both @ditatory and courtly text?

The available flexibility, as well as the allure of textual subtlety,ezmilybe
demonstrated in the works of Solage. He set a dedicatorfpteRtike Jean de Berry
(Saincy estojtCh, f. 36), a text for a private, neanistocratic societyFumeux fumeCh, f.

59, which with its many repetitions and alliterations shows a marked interest in textual

*10| jturgical texts are of course much more stable

*Stone goesasfarastosaytiasT he tendency to refer specifically

presentation, over and aboit® creation or performance, is in fact one of the principal attributes that marks a
song as belonging to the stylistic categonAog Subtilioo . See -BRebhexi 98eBineogrs 6 p.
also find a few complaints about the state of mustbénpurely Italian domain, mosbtably in pieces such as
L a nd MasichssnJacop da Bol Ospelatdselvagisveot t i ngs, or LDoglommaz o da
VvOoi.

*120n this device see Steven F. Krug@reaming in the Middle Agg€ambridge, 1992esp. Chapter 6
(Dreams and Fiction).

BEor dedicatory songsSeAleandre ef HectandSe dulyCésar Rolahtretedyo r 6 s
Artus J o h a nn e SeGalaas & le pussadt &rfus Ma g i s t e PhiténrPhitonsPhilpactussda
Case t Bas | e gr an tandPa& lezbordGededand many ethers. Similar use within courtly
texts can be found (Se @ameing TristanhyssousHelaiimmellLoQues Arthuse r 6 s
Alixandre e Paris o r  Saléxt@arge gud fat daa(this song incorporates a dedication in an acrostic, but
the text is courtly). This happens also in texts which do not fit either category, shiah asoPycigorasor
Vail l ant 6 s u rodqes JacabWhlelsudh alloseoms toccurred manyés during thérs nova
and before, one might count the intensityQuamt whi ch
Theseuglercules et lasonNe quierveoil and t he s o rCh@spart onthel sanme icuttunal tiend.
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effects), a text discussing clothing preferences seemingly unrelated to mudbluesers
gens voyCh, f. 58,FP, f. 106\107),>**and many courtly texts, some moralisihg Basile
Ch, f. 49v), othersabout theormentedover (Helas je voyCh, f. 57v), and yet others sweet
and laudatoryTres gentil cuer amoureyh, f. 50v, a rare example of a musical setting of
an Ars subilior virelai surviving in its full, threestrophel form). Corps fersnin (Ch, f. 23v)
andCalextongCh, f. 50)can also be counted as dedicatory as theyrporate acrostics, a
device which cannot be seen on the manuscript page or directly hearcdbimpeide. The
secretive, puzzike character of this technique may explain its first appearance and
popularity invernacular, polyphonidrs subtiliormusical settings'® Another form of

textual subtletyvhich Solage did not partake @an be found in soe puzzlesongs, where
the text itself iIs responsible fobBumhe nti ng a
karissimi  O1 iSiconecy gissndUt pateat evident@r™®

Conclusion

Far from being a narrow fashion pegged on a small number oficatbharacteristics,
the picturethat emergefrom the survey above is of a style which explores egpportunity
to exploit the system from which it originated. In a few contexts {p@-3, 1189 and191
above, its features seemed to suggest a-negiister cultural practice, useful both in the
public and official sphere, and in the private and appreciative context. The style seems to
differentiate the use dffs variouscompositional tool®oth quantitativédy and qualitativey.
The degree to whichach tool is used in any particular piece inflie=its character, content
and status above and beyond the localised audible effect and compositional usefulness of its
use. Each piecef course, includes many of these compositional tools, creatingtes mul

dimensional constellation which g anindividual overall meaning.

*“plumley,6 Cr o s si ng B o rddeggebts thissseng is linked with 4 @em which appears in the
Visconti collectionLon*.
15 A particularly interesting instance is thatTres gente pure net€yp, f. 137v) which incorporates a
Latin Marian acrostic withimvhat would otherwise be read as a standard courtly text, thus secretly changing the
wor kds meaning. Acrostics are found in earQOier sett.i
canenda Rex quem metroruinRex regunwhich spells ROBERTU® the acrostic of its motetus. Machaut
set numerological wordames to musiddinc une treze wiandDix et sept cinyj but refrained from composing
music to his anagrams and acrostics. This is perhaps due to the visual element of both techniquss$osthich
in using themusical layout, and do not come through in performance. For an example of acrostics in Machaut
poetry see James |. Wimsakhe Marguerite Poetry of Guillaume de MachantSRLL, Ixxxvii (Chpael Hill:
University of North Carolina Rss, 1970), pp. 4B. For anagrams in Machaut see Lawrereed. o o z e, O fi Mo n
nom t r oA NewlkoeksatheAnagram®f Guillaume de Machalitthe EnigmasResponses and
Sol ut RR boax§1988), pp. 53757.
*1% On different relationships between textd music see p. 1@8above. For more on these songs see pp.
117, 164 and 168; footno®9, pp. 181, 190, 194 and 279; and 535, pp. 130, 194, 194 and 279
respectively.
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4-86. Jacob de Senlechege me merveit J'ay pluseurs Ch, f. 44v, facsimile
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As abrief example, one may see h@ame ofSenle h dmndal, technical and structural

choices inJe me merveil Jay pluseurs foisome together tprovidean interpretative
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frameworkfor the song, evewithout analysing its transcription for specific motivic or

harmonic behaviout'’ T h e s o n gmpain abeut lovsstaodards of musicianship, and
composersd unacknowl edged °t ©pecaninterpretne ofhe ma't
Senl ec hes adesgh to placelsm aa & reliable outsider commenting on an
unsatisfactoryet commorpractieco f 6 un | a wf u lthérschomesnightaddn g . 0]
interpretative layerstothewqrk per haps subverti ngheurnusialt ext 6 s
largescale choice of transgressing the normal setting tradition by using two cantus voices in

a threepartballade separates this work from its surrounslitiyj While the choice of the

ballade form was perhaps made in order to give weight to his complaint, the use of two texted
voices is closer to the form of a motet, imbuing the work with some of the historical

importance, complexity and authority associated with that genre. In addition, the tortured

tone of the text is highlighted by the sense of unease resulting from the chosen polymensural
structure. Not ati onal c¢hoi adasthosety asdghbliseadh t he
two kinds ofcolorationand varied tges of halcoloured notes shototh notational control

and individual creativity. At the same time the different formeabdbrationportray the

mundus inversuone of the textvoid notaton is used to represent tie&pectecdeffect of red

coloration and rectolorationinverts its interpretation intperfecting (or extendingpinime
semibreveandbreves thus being more extreme than simple inversibhe sense of

transgression is stretiggned by the notation of the tedogefrain At the beginning of the

refrain the tenoshifts from to C. Rhythmically and musically though,progresssin O

for the rest of the song. h€ countedrevesunits are thereformo short to contain the

rhythmical and musical linehich singlemindedly transgresses therWisual attention is

given to the refrain in all voices, as they all have a mensural change at this point, which

forces a change ablorationcombination from red to hollow and vice versa in each of them.

The visual importance of the refrain is strengthened further byotia¢éion of the two cantus

parts (which progress canonically in this fepart) in different mensurations and therefore

using different notational means. This adds the concept of falsification to the audible

*17 Aspects of this song were already discuggedl77 and 187 above. Figuté6 above offers a

facsimile of it. Itis also discussed®t one, O The Co mpresdy erimardy inVeonisotbedé , pp.

relationship between composer, performer and audiencaend i n Leach, O6Naturebds Forg

with memory and performance takes centre st&mh provide translations of the text which are not included

here.An overview of Senlechesd |ife and other works can
8l each6s interpretation of the texts interprets o6fao

performing), which has no negative connotatioBse e Leach, ONat-8rebdbs Forged, pp.

*9This is by no means unique, but is still speciahi nc |l udes a SesZephi@s Sedupitee 6 s
Gu i dRoliinsmusé Je nesayfera nd V a Ddmk @oocendefitDoulz amis Polytextual songs are in
any case exceptional, but from the variety of combinations available, the most common are of four voices, with
two lower untexted voices, or with all voices texted.
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imitation theme&?® The visual effects attracttantion not only to specific locations within

the song, but to the piece as a vehwithin its host source, agaimmaking it stand outIn

addition to the canonic refrain, other audible effects include the joint refrain text, which
makegthe textmuch moreaudible; the complex internal and external ypation which

further destabilisthe music (mirroring the wonder and hopelessness of the speaker), and the
musi cal borrowi ng ©"nThe citation eoerwdrks ®rcaonontbereff ai r e 6 .
levels: it isillustrative, especially as the song quoted is itself involved in a web of citations; it
attracts the eagndtherefore highlights the word to which it is set, and finally it underpins

bot h Senl eche bultaral profi¢ciency byaliowing éhm to demonstrate their
knowledge. This, in a roundabout way, allows them to set themselves apart from the
unknowledgeable and talentedpeopleabout whonthe texts complain, turning the piece

into a statugyiving device. That the piece complains abdbé use of this very technique can
suggestthe kindofsef f f aci ng i rony often displayed in

first-persorspeaker?

More interestingly perhaps, it may turn the meaning of this text on its head, transforming
it into a aiticism not of those who use this technique, but of those who cannot use it well. By
extension, audiences and patrons which were indirectly blamed for putting up with this state
of affairs in the literal reading are now criticised only if they are nibti@lly proficient
enough to recognise the game played. This reading would result in different listeners
interpreting this song in opposite directions according to whether they noticed the quote or
not, and their degree of involvement or awarenegg®$ubtilior compositional practices.

While having enough appeal also for those who missed out on this centrahpuwan say
thatJememerveil J 6 ay p | wreaes aedte Witloin as elite, at least intellectually

and culturally if not socially.

’see p. 187 above. Since Leach readherthame 6forgi ngé
falsifying, her interpretation gives a different meaning to this visual game. Rather than seeing it as another
ironic |l ayer of the text, she explains the difference
reason, interpreand rework his materials. The ability to understand and make something new out of the given
materials then becomes the central stattap | yi ng ef fect of the soneg. See Le
Whichever reading is adopted, it can be understbatithis technique gives authority and implies a separation
of those involved in the creation and consumption of this song from the lesser worthy masses.

'See Plumley, 6Cit at-5 dhe ciatiordhasite same éffechwihethemammoderd 2 1
negative connotation is given to this word, or Leach©
contourd6 of an original i's ad&pted. See Leach, O6Nat u

2For Machautds techni que i Poetit Identiy inrGeitapne de Mashaue Ke vi n
(Madison, 1984), or Catherine Attwoddynamic DichotomyTh e Poet i ¢ i l-andkifeenthour t eent h
century French Lyric PoetrgAmsterdam: Rodopi, 1998), esp. Chapter 2, ppl @9 ( 6 The Al 06 and th
ThePoetc Al 6 in the Works of Guillaume de Machautd) .
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Not all of the techniques described in this chapter seem to have been as popular in every
|l ocation, point of time, or composefrades out pu
or geographic affiliation for the use of each one. The manipulatieame styleslements
(such as genre, setting, melody and visuality) seems to interest composers throughout the
time-period and places relevant to thes subtilior, while the centricity of language for the
style changed considerably in different conséxt On the evidence of thef or mat i ve gr c
of manuscripts, one may postulate that in the original French context Afgitseibtilior
phenomenon, deviation from the norm remained clusétre traditional expectations of the
systemincorporating mensation clashes and proportions already recognisable from the
Italian tradition, and using special netlrapes onlyor aspecial reason, be it technical or
expressive The slightly later Italian context can then be said to have brought with it a
tendencydwards more florid proportional usagewider range oflurational and rhythmic
values,and a keener interest in special Rst@pes, without actually complicating the style
any further’®* In Cyprus one can claim that an interest developed in wholly intgr and
more complex proportional relationships, as well as in the regular use of harmonic tension
and clashes dfcta. None of these assertiooanencompass even all those pieces which we
can safely associate with one or other of thesetgmporal ategories, and in light of the
myriad problems expressed in the previous chapters concerning the surviving evidence, such
assertions become not only haphazard but nearly irrelevant. The random survival pattern of
both music and other evidence which adiéis it to a specific time and place, the longevity of
written materials and their us€,and the wide circulation of materials and personnel during

this period are enough to frustrate masth statements.

The functional shift that alloweithe Ars subtilor ballade to challenge the hegemony of
the motet for the composition of works for official occasions was already mentioned above.
As these ballades were designed to raise the status of the occasion for which they were
composed, it is only natural thaegtended to emphasiseale, together wittechnical and
audible uniquenessThese statugiving qualities could then be extended to reflect on the
audiencs, commissioners, inventors and executdrthis music. These practical tendencies

filtered thraugh from the highest social and musical register into musical style as a whole

3 gee also the discussion of these topics in Chapter 2, esp. pp-BY, 854 and 769.

%24 One can see this as a first step in the directiohrefubtiliordite6 as descri bed in Pl uml
6 Cor @ s e PS ocnt desréaronological contextualisations see pp56hd 2958.

2> One can easily imagine medieval cultural practitioners not knowing how old a song is or where it
originated even while actively copying or distributing it
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(following the normal route of cultural change), creating an interest in expanding the
surrounding stylistic conventionandheading towards the extreme and the unusual. i§his

by no means the musicds sole purpose, but an
technical tools which attracted scholarship to this style can therefore be seen not as random
experimentations, or merely the writing down of the virtuosic meratation by performers,

but also as practical means of supporting expanded forms, propelling the music forward,
setting a scene and highlighting specific textual or structural elements. The musical language
that is then formed is relativistic in approachportance, worth, expression and localised
attention are derived via the extent, degree, direction and combination of deviamomny
discernable norm, be it rhythmical, notational, contrapuntal, textual, or relating te voice
setting or range. Usgntraditional or newlyformed expectatianis the key to such a

language, as without them there is nothing to deviate from. The basic expeeaserism

Ars novapractices (underlying structure, harmonic and melodic behaviour), on top of which

local expectations can be created using sequences and syncopated or proportional passages.

The variety of musical outcomes can range from the conservative to the extreme. We
cannot consider the formulation of borderlines and their meanings before condidering
margin of errotin our sources, editions and understanding of this.stydegescalequestions
relating to thignargin of errorevolve around the effects of single pieces on our
understanding of thars subtilioras a whole, and involve the need ¢onstant reevaluation
of emerging materials and the acceptance of the partiality of our knowledge. These issues are
dealt with at the end of the next chapter. Problems relating to notation and musical
interpretation are no less influential in discegnihe specifics of thArs subtiliormusical
language. They can range from simple errors by medieval or modern practitioners, to the
changing preferences which affect the making of unavoidable decisions in copying
manuscripts or the making of editionSven without dwelling on mistakes madempdern
editors, their choices are essential to the way larger repertories are thought of and Hfyested.
't has already been ment i o noeedbartvokyacCrdegetm e and

% For the working of this claim, sethe influence on scholarship tife first substantial editions of this
repertoire(to which the publication of notation books can be addqg@l9-34above, or Uptonés dis
Ap el 6s Thedhaktillyi Codexpp. 13458. Editions are perhaps even more influential when considering
the different approaches to ndmythmically-notated monophony, where editions can vary greatly according to
whether a rhythmical interpretation is adopted or not.
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musical rather tharhythmic units made external syncopation less discerrab@ther

cases concern contrapunt al ficta.oess @mtroversiallys of 0w
no editor can avoid the need to interpret the placing and duratfanassigns. Both
legitimateeditorial decisiongndenthusiastiovercorrection can homogenise the music

according to the ideas and aesthetics of those undertaking the work, especially when they are
applied over large swathes of repertoire by an individual or closely knit githip can

distort our perception dhe prevalence afertain musical aspects, especially if these are

more important to us than they were to the edi8tshis distortion does not render editions
worthless. Itis expanded upon here in order to hightlge factthat different editions are

not only more appropriate in different contexts, but represent the ideals and fashions in
operation at the time of their creation. Researchers and performers have different needs when
it comes to musical editiondt is very hard for one edition to cater for both groups. Within
musicology editions are invaluable, as they allow for harmonic considerations to come to the
fore and save much time and hard work in obtaining any kind of stylistic overview. They

also male accessible sources which are hard to reach and difficult to read. Their inevitable
weakness is in not being able to show all the available information, making theslaece

on a single edition dangerotfs.

On the other handt, is not only editorsvho make mistakes. There are ample examples
of scribes leaving pieces in various degrees of disarray, with whole sections unwittingly
transposed, or different voices lasting different lengtfisviost sources contain some scribal
corrections>* Finding miséng or extra notes or signs here and there is even more common.

Especially if the possibility of performance is kept in mind, one shalslohllow for a

2’ See pp. 17® above They are byio means alone in this habor a different approach, by which the
editor attempts to show as faithfully as possible the contents of the manuscript, perhaps to the detriment of the
ease of reading, see Stoes3éle Captive ScriheAppendix A.

> A clear case of personality or fashiaftiven preferences influencing scholarship can be seen in
Cousemaker 6s choi ceStr. While nousignlggists gan anly feed gratefurttmtrsuch a task
was undertaken, many would now use different critetizfimosing which pieces to copy and which to skip,
and adapt their copyingchnique to fit better the works in question or represent their context in the manuscript.
For a discussion of other technical and aesthetic differences between editions see GiintheF o-centiurye e nt h
Music with Texts Revealing Performance Practicebo.

|t s difficult, for example, to create editions of polyphonic works which show all concordances of a song
simultaneously as do Van der Werf and Bond'lire Extant Troubadour Melosk

*0lnch, for exampl e, a st rRhion, phitan(h 208) cesuitspntthe Bpartof Fr anc i
consisting of a different number of (equiaievesin each voiceQ bonne douce Franstiscussed pp. 139 and
187-8 above has also a written out edifion of the A section for tenor and contratenor but not cantus (see
figure.4-85), and a stretch of over bteves s mi ssing from the contratenor of
Inclite flos orit(see p. 165 and eA:62 above). These are by no means the only problems in this source.

*1For the correctionsiAmo ur mo a seegp. 22Bdalow.mi s
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margin of error in the reading of the original sources. This also includes the array of possible

soluions on offer when performers encountered a scribal error.

As we have to allow for extreme occurrences to appear as part of our understanding of the
style, | would propose that the test of the validity of a correction should be the inability to
reach a interpretative justification for the uncorrected version. For me this even holds when
concordances are avail abl e wibbadedcinepttah er 0 ver
lead to coherent and performable results, while maintaining enough flgxibiteact to
future changes in our understanding of the style and the way it Wdrtance an error is
identified, and unless structural clues such as repetition or sequential progression are
available, | would opt for the solution which requires thetlei@gree of notational
intervention with the original. Adding or removing a stem or a dot is preferable to changing a

complete shape.

If we combine the outcome of thearvey with those of previous chaptatseemshe
Ars subtiliorenjoyeda panEurgoean appeal, while interactingth andadjustingto fit
specific cultural and political needs, as well as compositional and performative requirements.
Encompassing courtharch and townhousé,coexisedwith other, simpler or just different
forms of wltural expression Rather than singlmindedly striving towarglextremity and
difficulty, every one of its characteristics can be said to operatescale of complexity and
subtlety ranging from the normative to the uniqua.short,Ars subtiliorwas a living,
influential, mainstream cultural force which has to be acknowledged in order to understand
both musical and cultural history. It now remainbé@skedhow we can use all of this
information to conceive of a stylistic languagéan we form dierarchy of tools and usages
according to which we should assign relative importance? Should we attempt instead to
attach specific expressive qualities to each tool and then analyse to what extent it is used in
each piece? Are we to be even more exéreand see all these tools as practical, technical
solutions in an expanding musical language, assigning them meaning only wifahyskil

combined by the hands of a capable composer?

As with every living and wtodified culture, | would imagine the trutib reside

somewhere in between all three approaches. As an example, from the evidence of the use of

32 35ee p. 2034 below for my personal experience of performing progressions which seem impossible on
paper.
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canoninstructionsand the retrospective efforts of theorists it seems that the use of external
signifiers for mensuration and proportional change steoms & more scientific approach to

music, while the interpretation of special nsteapes is more of a reaction to praciite.

One can therefore interpret this as a signphaportional naation was somehow more subtle

than the use of special nethapes Such an interpretation would be strengthenethbyuse

of Latin for canon instructios, and the general lack of explanatfonspecial noteshapes

One can then go further and assign different expressive interpretations to each usage based on
the prevous realisation, and assign more of an intellectual respectability to the use of the
former and a more performanoéented, individualistic attitude to the latter (or an attempt to
gain 6the best of al |l Awngelorindpsafases pp06-26b ot h ar e
below).

If such an idea iacceptedone can read into the uncharacteristically convoluted
proportional notation oBaincy estojtin comparison to the rest of Soldgeurviving output,
an attempt to convey an additional sensmstitutional importance to his most overtly
official and political dedicatory work. In the other direction, the use of unique and
unexplained notshapes irQue pena maiomay be a hint from Bartholomeus da Bononia
that he is not only a misunderstomaisicugas the flowery Latin text and proportional signs
accompanied by @anon instructiorsuggest), but also a virtuosiantor, proficient in all the
practical manifestations of musmgaking. Both of these examples confer an air of mastery
on the composers thugh their use and combination of the tools at their disposals. They
avoid attaching specific meaningsthe choice of one proportion or negbape over another.
All three approaches alluded to by the questions above gain interpretative relevance without
ruling each other out.

The same process of specification from the abstract demongisatteel use of
proportions and notshapes in the works of Solage and Bartholomeus da Bononia can be
undertaken for any comparison or combination of musical elem@ms.can compare
external syncopation with proportional use, assigning momentary disorientation to the former
and a prolonged disjunctive reaction to the latter. The two leading, directional techniques of

proportion and internal syncopation could be jutige differing in technique if not in

*35ee pp. 1671 above. For an exposition of the cultural context of the separation between internal and
external modes of signification (nestiapes versus mensuration signs), see StoésseCaptive Scrihep.
184-194. This theme is echoed dlighout much of his following two chapters.
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purpose proportions creating propulsion through disorientation while internal syncopation
leads on moreclearly and directly. Different inaudible techniques could be compared in
order to assess layers of secrasyb their relationship with visuality, their subject mattar
theiraudience. The list is endless, and even the relationships detailed here are only my
suggestions, and could also be interpreted differe@lyce these effects and meanings are
establishd, each work can be interpretesllhouetted against a web of relationships, choices
and combinations. Thegpproach allows a view @frs subtilioras expressive and structured,
dismissingtheremnant of older conceptualisations adstechnical experimntationby way

of a system rather than of tasté.

4-87. Bartholomeus da BononiaQue pena maiorModA, f. 37-36v, beginning
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As a postlude, | would like to add a more personal impression, resulting ffom m
experience as a performer and discussions with other performers and audiences. After a

piece is learned, digested and understood, most performers will agree that it is not the
proportions or the syncopations which mark it out as distidagysubtilior. These elements

become part of the logical progression of the melodic lines. The audience, not knowing how

difficult they are or how long it took to put them together, nearly always accepts them as
such. What marks this music as special in performsitigation is more often than not its
harmonic language and sense of freedom. Its flexibility, creativity and delight in the

surprising coupled with the meaningful, retrospectively logical dissonance. Thus, the most

*34The problem of relying on taste can be illustrated by an anecdote from Tp®Ghantilly Codexp.
132. While critiquing a 1913 publication by Johannes Wolf, she mentions his descriptlarQuible pleini A
Dieu vos commar{see pp. 13B above) as uninteresting and uninspiri@he challenges this judgement as
Ahar dl y f aihrafiecantfis lmeé presentgnicely syncopated counterpoint to the straightforwardly
plain . . . tenor. . .. The coatenor part . . . is indeed angular, but could (if transcribed more correctly) sound
quite jazzy when combined with the very stableqwa r t count er poi nWhiletier cant us
endeavour to transcribe her source more correctly is laudabléaitdgo accept her positive ascription of

and

ijazzynesso to this song as better founded aesthetica

especially as boththesasg composi ti on and Wol fds | udgazmpenmdf of
view.
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striking characteristic of the firshpase ofQue pena maioreproduced as eX-87is not its
use of syncopation, proportion, the Latin language or notational @atiphs. It is the
sounding Gsharp/Bflat/G discord in the secongrevisunit and subsequent, at times
tortured harmonic behaviour interspersed by moments of cdroead clarity.

My ensemble andperformecthis song(with voice and twad/iellesto heighten the
tension)in an illustrated lecture #e 2009 Plainchant and Medieval Music Society
conference in HuddersfieldVhile attracting attention, this seeminghypossible reading
was accepted without comment also by the most knowledgeable of audiences, who took it as
part of the musical language and indeed charm of the stylavitAsnost other audiences,
much of their enjoymerdamefrom the lack of orthodoxyral the mischievous creativity the

style conveys.
| separate and qualify these comments, as it could well be that the emphasis on harmony

is more a consequence of subliminal modern patterns of musical appreciation, even in those

familiar with medieval repgoires.
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5. Case sudies

In eachof the four case studies below, an individual work or a group of $engs
examinedn order to highlight specific aspects of thies subtiliorrepertoire. They
demonstratéhe practical application of some of the stylistancepts surveyed in the
previouschapterthe relationship between this style and other forms of musical production,
andalso serve to evaluate our conceptualisatiofrsfsubtiliorwhenfaced wih newly
resurfaced compositionsThe following analysesiWwnot therefore attempt to present each
song discussed in all its richness, but instead concentrate on a specific question, concept or
aspecbf this musical style

Angelorum psalatCh, f. 48v) is of unquestionablers subtiliorcredentials. It is of
specifc interest here becaut®e difficulties in interpreting its notatidmaveresulted irthe
lack of an accepted transcription for this song. The existence of comjtetirsgill
problemati¢ solutionsoffer us a unique opportunity for examining wkae consider to be
stylistically acceptable and technically plausible: a kind of inverse analysis where
musicological understanding is probed in order to reinvent a medieval work. In the current
context though, | will use the lack of a clear transcriptmexplore only the largescale,
structural and visual compositional decisions madaerprocess afs creation, in order to

find an expressive framework in which they could be interpreted.

Antonel | o Adreo uGa snedrat @oe\, & Al-02) isnd nsore typicahrs
subtilior ballade, and is relatively straightforward to transcribe or perform. This clarity will
be used to examine the practical, everyday ways in which the special characteristics of this
style were used as technical and esgive aids in structuring and propelling extended forms,

without aiming for extremities or requiring any textual justification.

Je suis cellu{Paris, ff. 154 & 156154v & 156v)is a newcomer to the modern scene,
having only been rediscoveratabouthe time | undertook this work. As it is technically
simpler than the previous works described, its incorporation intArheubtiliorfold may be
guestioned. | will use it here to examine thiegmationof some of the less extravagant

stylistic featues described in the previous chaptéo our understanding @&rs subtilior
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style and attempt tevaluate h i s relevange doghe style as a whole. Its recent arrival

on to the modern musicological scene will be useful later on in the chapterlwhkre

discusghe influence of specific single pieces on our understanding of the style as a whole.

The last case study will look at a number of widely distributed French songs aigich

found their way intdArs subtiliorcollections>*

Apart from offeing a better picture of a late
fourteenth century mainstream, these songs give rise to a number of questions that are of
interest here. Should we consider these s@mgsubtiliorcompositions? On what grounds

were they deemed interesting enough fatusion in specialist collections? What was the

relationship between the popular and the specialised? Once these questions are answered one

can go further and postulate on the degree to whicAmhsubtiliorwas integrated into the

sum of musical culte and production.

An overview of characteristictgchnicalitieshistorical context, and modern
preoccupationvill be offered foreach songA transcription with relevant remarks will
follow, leading to an analysis of the work according to the paraméé&alt with in each case
study. The chapter will then endith a more general discussion concerning the influence of
single works on our understanding of #es subtiliorphenomenon as a whobkmdthe
relevance of the works examined within this schemé#ferent currents and usages within
the styles will be discussed, as well as the relationsttiween the special and the ordinary,

the complex and the simple

Angelorum psalat

Angelorum psalais a twoepart Balladewith a Latin texttransmitted unigely in Ch (f.

48v) . | t SiUsr eadsocrrd ,b eadn dt olRadsr ¢ hmoadef npsi on DI

in the tenoP>® In the cantusipresents the largest variety of different rsi@pes in a single
piece, while the tenor uses traditional nsbtapes (with the addition dfagnee in the B

section), governed by five appearances of h
tenor begins and esaach of its three form parts witkd coloration(each new section
% This group has already been specified p. 63 above in the context of their manuscript distribution. Of the
group of seven songs with eight or more surviving concordances (outside the Machaut collections), only three
will be looked atn detail, namelyEn discort Johanne¥ a i | IPar maintes fois and P. Dedce Mol i ns

gue foul pense

®6Biting behind |ike an evil beast®d. This phrase

For possible interpretations of thisaiption see pp. 171 and 210.
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heralded also bjj), and useblacknotationin between. Both voices sport two flats in the
key signature, but these two ardl& and Aflat, with B-flat not signified throughout the

piece>’ It seems thatathing about this works straightforward.

There is as yet no convincimndentification for the composer of this worka line with
the explanation given in footnoBeabove, nest musicologists read the ascription as written
in retrograde and r ef e Bugdestegdentifibationsdoftber e t o a O
composer of this songereRodrigo de la Guitarrayr one or the other of the Johannes
Rogerii>® Contrary to older viewghese are by no means the only candidates. In the
archives of thé\vignonese papacfpr example, onecanfindmanye n cal | ed ORoder
especially in those periods of the Schism when Iberian support was crucial to its survival, and
concessions of graceviardsSpanish ecclesiastics grew exponentiallyithin this group,
one can also find musicailyriented men whee name could have been manipulated to an
i nvert ed OaRasaigioni Thasesiriclude hambertus de Rode, Ennecum Roderici
de Foa (or maybe Roa), Alfonso Roderici, Rodericus de Linya or Egidius Roderici to name
but a few>*® There is no case to sp@rt any one of these men as a better candidate than
another, or indeedbettercandidatehanknownmusicians such as Rogerithe name could
alsorefertoasamt 6 s or p |l a c Heithera noeDi Bagco prapost ih )Still, they

exist, makingan ascription by process of elimination untenable.

The text of the ballade may contain some clues to its cofsestfigures-1). When
compared to other such warkhe Latin text of the ballade coupled with its clear religi

imagerycould lead one to imagine an origin linked to one of the Papal courts of the

3" The only writtenin fictaare highEf | at s (an octave above the signatur
three appearances, and a higim@ural for the first note of the C section (all in the cantus).
*¥ForRoderigopd | a Guitarra see Reaney,-786Thé&oMaphsonj po6Roc¢
p. 113, and Maricarmen Gome&z,So me Pr ecur sor s of EM, kxgNogemizen 1992), ppLut e Scl
583593, esp. p. 585. At the time these identifications weade, he was the only Rodrigo known to have been
a musician. For the ascription to Jbdiannes Rogerii s
°%9 Lambertus de Rode is referred to in 13 FEnnecum Roderici wagericus capelleand familiar of King
Juande Castile, and asked for a benefice in the diocese of Oxoin in 1382; Alfonso Roderici was a cleric from
Burgen, who asked for a benefice there in 1404. He actedragis capelldor Henry Il of Castile, and died
in 1407; Rodericus de Linya was a féiari of Pope Benedict Xl and of Cardinal Tiransonensis. He died in
January 1410 and his benefice of the parish church in Saragossa was conferred to Geraldus Geraldi who was the
papalmagister capellat the time, suggesting perhaps a link between therten; Egidius Roderici was of
noble birth and was attested to as a singer and familiar of Queen Catherine of Castile in a document which
carries the ascription 6Genova 14096. Heartfelt than
unpublisted fruits of his archival labour.
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540

Schism>™ The discrepancy between the laudatory fixsttrainand the damning

continuation, the use of emotive and venomous language, and the lack of a mordlistic cal

repentance, may suggest that there is more to the text than a vague reiteration of original

sin>*! The alternative is to interpret it asallusionto a specific event, giving it meaning as

a political, probably even propagandist work.

5-1. Angelorum psalat text and translation.542

Angelorum psalat tripudium
musicorum pandens armoniam
orpheycam plectens sinphoniam
procul pellensyzanum fastidium

Qui operum fuit inicium
delictorum frangens constanciam
duplicatum ostendens animum
pomum prebensunctis letiferum

Ista gerit vices luciferi
que principi suppremo voluit
coequari set tafem corruit

In profundum abissinferi®*

Pestifera in qua superbia
Ingrata esleo et homini

[in] retro mordensit feraPessima
ante blandisit fausinnacui.

Let the dance of angels sifwy play] psalns
spreading the harmony of musicians;
plucking the Orphic consonance,

driving afar empty indifference.

He who was the beginning of works,
breaking the consistency dafimes,

displaying a doubled mind,

supplying the apple that brought death to all.

She performs the part of Lucifer,

who wished to be made equal to the supreme
prince, but fell at the last

into the depth of Hell

In which pestilential pride

ungraeful one fem], thou art tcGod and man,
biting behind like an evil beast

thou fawnest afore like the face of one innocer

The best candidate | can suggest for the female person referred to in the text is Queen

Joanna of Naples. Pope Urban VI washiarNaples and was therefore her subject, but
following his election to the papacy became a Feudal competitor. Initially, Joanna supported

Apart from the obvious references to the fall of L
Genesis 37:20, 33 (Josephbés betrayal by his brothers)
linkswere surely also made with St. Johnés Revelations,

apocalyptic connotations to the damning character of this song. | would like to thank Marc Lewon for sharing
with me his findings in this regards. Rbe context of the Latin songslihodA, See StoneThe Manuscript
Modena pp. 6978.

An interpretation suggested in Josephson, o6Roderic
Ma c h aFors fotius superbike O livoris feritasi Fera pessimd@motet 9), which received a political
interpretation in Kurt Mar KAMin(1988), ppoIwsS.c haut and t he Wi

*42| would like to thank Leofranc Holfor&trevens for this translation, as well as Marc Lewon, Giovanni
Cantarini, Nicolas Savognd Nicoletta Gossen for their help in translating and interpreting this text. Red letters
indicate ornamented letters in the original.

6rid is copied twice in the manuscript
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Urbanés chaot i> The §reup df French cavdinalslwh@ f8t.betrayed by

Ur bands behadiha terelecdon was mvalal charegéer mind. She quickly
withdrew her support of Urban anmivited the recalcitrant cardinate repair to Fondi and

hold a new election, where Clement VIl was elected in 18i$ starting the Schism. Her
allegiancedid not remain constant even after the second election, but she mostly sided with
Clement VIl and thévignonese caus€> Fr om Ur bands vi ewpoint, thi
charges of betrayal and the appropriatbthe godly authority to create and undo esp

making the accusations in the song plausible. Urban (with Catherine of Sienna at his side)
went on to excommunicate Joanna and act to remove her from her throne, supporting Charles
of Durazzo as the rightful King of Napl&€. Joanna was finally defest and imprisoned by
Charles in August 138and murdered in captivity in May 1382. As the female figure in the
text has a negative connotation, such identification would result in the song being connected
to the Roman papacy. The female person inh#ttentiresecond half of the entire text, is
spoken to directly, but is describedhassingalready fallen from grace. ldentification with
Joanna would therefore suggest a date between her excommunication and murder, namely
between 1380 and 1382. Timmst natural interpretation for the male figure (second
guatrain)inthesog i s CIl e me nt Clemenhtangratefllyabetsayed thei delyw
elected pope, showing his duplicity, while still presenting himself as worthy of the papal
position.Thereforethe comparison with the snake in the Garden of Eden is not out of place.
As far as Urban was concern€tement was a continuing nuisarared being the false

claimant, his demand for papal authoritguld bring eternal death (in the figure of the

poisonedtruit) to those who followdhim.

The choice ofArs subtiliorstyle, relatively less populam the Roman curia, could lze
propagandist decision, designed to show legitimacy and attract interest from the other side of

the fence.

If one gives moreveight to thdikelihood thatArs subtiliorworksoriginate from the

Avignonese papacy, the identification with Joanna becomes unsuitabtead, anore

For the conditions in Rome dur meanthefveofthd Great i on s e e
S c h i Spacalumixii (July, 1967), pp. 48%09.
%% See Clinton LockeTen Epochs of kurch Historyvol. viii: The Age of the Great Western Schi§fime
Christian Literatue Company, 1896), available alsottp://www.third-millennium
library.com/MedievalHistory/GREAT WESTERN_SCHISM_DOOR.html
¥ For some of the language used by St. Catherine see Renate Blurtésilski, Poets Saints, and
Visionaries of the Great Schism, 13¥817, (Pennsylvania State Press, 2006), pp53.1
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allegorical identificaton of the feminine character ihe textcould be proposedhe city of

Rome.Al'| accounts of the double election descr
the election of an Italian Pogaying a central part in the inception of the Schi$iThe

text would therfit in with the very beginningf the Schism. The Frenclrdinals who

elected Urban under duress in Romebelled against his authority when his behaviour did not

follow their expectations. It would have been easy for them to portray Edbdmplicitous

andthe origin of their probles) but it was the behaviowf the Romans after the death of

Gregory Xl and during the 1378 election which led to his translation in the first place. It

would not be out of character for the cardinals (or Clement once he was chdsas)dothe

legitimacy of thereturn of the nw divided papacy to Agnon in such language, and to use
musical propagandi st me an smterpretéd laseRomevitselfor nui s a
the brief episode in which the papacy left Avignon. The references to Original Sin further
discredittheR man papacy by highlighting the severi
betrayal and the sin of pridammmitted by the Roman populace. The text would then fit as

part of the legitimisation efforts of the schismatic group, be thiahg the 1378 elgion

itself, to celebrate the subsequent return to Avignon, or istubsequergfforts to recruit

political support. The venom used to describe a pope smustual. Een by subsequent

followers of the Roman papacy, Urban was regularly named anctelépis théestia

terribilis or ferra ultimain fifteenth-century versions of theéaticinia de summis pontificibus

or Pope Propheci€&® While this interpretation of the Prophies may not have occurred as

early as 1378, the w@dndhenfelotuhpsalfis raseet 6may awe
allude to this famous worlfurtherstrengthening the sofgyapocalyptic associations.

Whi chever interpretat.i ¢erapdssmdiattiestgndr asdription he r e

*'For historical context and different contemporanea
the Eve of the Gr ea tbysSafhellwondthen reférlody td Lacifer, the implicationsh e  a
towards Rome itself being its fall from grace following the newly justified move of the papal seat from it, or
perhaps a vague and general warning for its future.

*% see Blomenfelosinski, Poets, Saints and Visionarigsp. 16678 for the history and constant
reinterpretation of these prophecies. They were already used as propaganda tools in the election of popes at the
very beginning of the fourteenth century (ibid. p. 168), and manusesarly as 1410417 Rossi373
equate the beast of the apocalypse with Urban (ibid. p. 172). See also HélenéiMiillet, | i br o del | e i mi
dei papi 06 Storia di (Rome, 2002, pp 29 pM and 168 for mare deyectionseoly a | e
Urban as thdestia terribile

%49 For apocalyptic echoes in this text, see footis@@a b o v e . I't is tempting to rec¢
referred to in the last word of the text as a reference to a person. Indeed, Young interpeteference to
Pope Innocent VII from a Benedictine vantage point of 1403 (when Rogerii is documented as working in
Benedictds chapel) as he mai ntpaortolss btiehaadturbulanhtenare nt 6 s fp
as Roman pope frot104-06 were surelyinder close observation by Benedict and his circle ind40§ Yo un g,

0Antiphoné, p. 15). Sadly, this is unlikely, since o
than use O6innocui 6. Matiaiimtigabitds hardts imagine aa imdiréctspunebéirgo pr o b | €
made on a popeds name before it was even chosen and a
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surelystrengthened its alrdg present biblical echoes of brotherly betrayal, a notion easily

translated to fit the cardinalsé6é feelings

Modern scholarshipasformed an uneasy relationship with this piece. Some concerted
attention was given to it hjosephson, but as his solution did not seem to satisfy
musicological or performance needs and no better solution became evident, it has been more
or less ignored for a long peri6t. A recent article by CrawfarYoung was dedicated to
this song, and offed a substantially different solution, but again, without dispelling the
historical, musical and theoretical fog which surround¥'itNone of these inquiries
attempted a full musical, historical or expressive analysis of their outcome, concentrating
mainly on the technicalities of transcriptiofot many other songs have two articles
dedicated solely to them, makiAgigelorumseem disproportionately popular in
musicological circlesStill, mainstream musicology routinely ignores this work, or refers to
it in passing as an example of extreme difficyiigrhaps due to the inconclusive character of

these two studies

When looking at the manuscript, it seems that this song uses both unique signs and
uncommon interpretations of more standard orfagprisngly, usage does not seem to be
consistent: two groups of the same rsit@pe (red, loweitaggedsemiminimgappear in the
piece. In the first line of the cantus (see below) the group consists of nine notes while in the
third line it consists of eightBoth seem to occupy the space of samibrevis®? It would
be very unusual for augmentation to occur in the second group, as perfection rules do not
normally apply to special noghapes>® The alternative readirigunderstanding the shape
to representio different proportion$ would result in the proportional instability of a single

noteshape which is unique in tias subtiliorrepertoire, and hast occurred in a single

*’see Josephson 6Rodericuso6, and PRFCxxmel8swharee mar k
he admits thascgcr
46 i s provided herebo.

*Young, O6Antiphono. The musicological skirting
extensive appendix of Stoessehe Captve Scribewhere 69 of the most complex and outstandirgsubtilior
works are transcribed, but nahgelorum

%52\t appears that some correction was applied to the last of the signs in the second group. This might attest
to the scr i béprdblemendpeérsapstalsodona thebitedtarid inconclusive attempt to resolve
it. Greene interprets the second group as shorter than the first, but still does not use the same proportion in both
cases.

*33 Using perfection rules in such a context wontdke the interpretation of special nsteapes much
harder, and would go against the expectation of readers to figure them out in the context suggested pp. 163 and
1656 above.
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work since Petrus de Cruce (or ever since). Groups diokow notes are imbduced by a

, unless they begin with (line six) or only consist of (first line)ealbured notes. Is the
lack of a in these cases due ortythe scribal difficulty in fitting it in, or should they be
interpreted differently? How should the unicgeapes be interpreted? To what degree, if at
all, should we allow a doubling or tripling of nesbapes per value? As has been pointed out
by previous scholars? a typically stable tenor usually helps the reader to answer these
guestions. This is nothé case here, as the unexplained numerdkeitenor make this voice,
if anything, harder to understand. The only consensus available at the present is that the key
signature should be amended by-8a, or at least that such inflection should be noeiy

added agicta.>®®

Example5-2 presentsbthY o un g 6 s a reditionSbregdesthe€a ariginal. In
order to ease the comparison, theye beeme-barredto maintain the overall mensural
context Rhythmicgroupingshawe beersimilarly adjusted to maintain a reference to the
constant undeying beat. Colorationand special notshapesrenot shown irthese
transcriptiors, as the original ialsogiven In order to enable a contragahassessment and
comparison,ascoe ver sion of GreeneosbXfdlowedhyonei s pr €
of Youngo6s e dsi4t Somey buti by no engaasmlb df the changes rgdbese
scholars in their reading of the sourgere detailed in the critical apparatus of both

transcriptions, neither afhichareincluded heré>®

**jJjosephson, O6Roder iThaMusic, p.. 3L3L0B;; oHaidrysghpb.edIght i ph

%% Conceptualising a hexachecombination in whicha is sung on E and A would naturally result in the
use of Bflat. For more on pitcistructures and hexachordal systems see pp7124p. p. 124 above.

®®Josepronds ver si dibecausSr eeneidscltud@scri ption is entire
am unable to present a more satisfactory oristargedition myself.
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5-2. Rodericus Angelorum psalat Ch, f. 48v, original, Greene and Young
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5-3. Rodericus Angelorum psalat Ch, f. 48v,Greene'sedition

I'Sj

|

v

- )

14

I
! r
An--ge- -lo - - -rum psa-- - - - - - - - -

- pu_

tri -
i

lat
- - - -1t

- -ci -

- ni-

o--pe- --rum fu---- - -

qui

NP Q

asel )
o/

am———

_ 31

3113

7 SR

- stan- - ci

- dens Con- - - -

fran-- - - - ------

¥ 10

L
N
= 1)

|
DR

4

- pho- - ni- - - - am,

sin -

-pli-- - -ca-- - ---tum os- - - - ten--dens

- -phe-- - -y-- - ---camplec- - - - tens

or
du

a- -ni- - - -mam,

m- — — i N
‘. m \Jun < | m .u.||
R | =
i Y
| _ 3 1 =L
L_ ™ N v
o i L
w L) 2
4%.#. - H#.%
— 1] 8
E e
[=} H + =
. - 5
+8 . \ )
(] 1
i " '
I H_ ﬁhu H !
ik . e el
e L i
F Eﬁ . 8
Q . . g il
—_ | T g
I m | E
= a Ll IS ISyl

217



8

Vs 1
1 AT
(] .w M
B
B
Vi n M
(]
g [ Y
1
1
1
1
1
1
1
1
o
7 e .
1 T
§74 1.
A L)
Il =
1
1
T [ Y
Vi !
1
T TTTe
L . L
. )
oh
| | s e
1
1
. 1
1
4 hd kv |II..A
4~
— —_~
N [HE. N
S DNYe

»

N~ 17

prin -

qui

ri

cl -

=

[ ——

~e)

il

2

) J

-

-pre-mo

sup-

ci- - pi

|

J

)’ 4
V.
(N~

—a

tan -

set

-1i,

4

A

e-qua-

Lr

9

14 !
1 .
AL
N = :
! 1
+y E £
1
| 2
B [5)
o \ N
ol
ani '
N !
R
)
:
'
<
HH m o
d -
1
1 N
1
prim
1
g
41 =
7
pas ' pm QL
' 1 ﬁlll
1 _
i e
o .
AL
1
T 1
me
k=
Al
0|
o N
N |Whv
& e

N

218



- f)

PN

N
1y
A

1N
1WA

N
]

O

- fe-

- i

Pes -

ri.

=

T

)’
V.
(N " D

/]

- /)

in

-ra

~e)
8

/

re- -tro

ni,

mi-

ho -

et

De

€S

gra- - ta

pes- -

fe- -ra

ut

V.
(N U
ANIYV 4

A A~ A
5 L
n _ L
m T |
~
& . ' 0
=S IR ] .
- inl [ S N
1
1
Q
+— . f
, HA I 1
! )
L \\ n .
' ol ' o
1 J-\AT\\ 1 L
' w1
1
! I
_ . ]
QL \ '
1 | . Vll 1 .
_ _ o
1
T o
5 ] g
TR L,
.
a -
g QL
. L
1
1
1
H .
_ L . o
| 1] 5
' e, 8
= .
! -
1
1 <’
1
! T QL
1 1~
W Teh N |Whv
N N

219



p—
=T

[t
I |T\

7

al

- -di
- -ci

_pu -

tri-

- lat

psa- - -

-rum

-ni -

cunc- - -

bens

220

An-ge-lo - - -

5-4. Rodericus Angelorum psalat Ch, f. 48v,Young's edition
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Both Young and Josephson presented their efforts as a featakigue of how this song
works, as if settling the matter once and for&dllHowever, comparing the two editions
exposes major differences. Even the more common notational tools sirelg@mseand
redvoid colorationare transcribed differently. i$ also clear that both versions make many

corrections to the original, both in terms of notational signification and pitch. Neither is

>’ Greene was more cautious, but this is perhaps to be expected as this piece was a minor part of his effort
in the complete editond®h, and t he version he used was to al/l exte
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particularly strict in following perfection rules, nor presents a consistent system-of sign
interpretation. The resutig settings are hard to integrate with our expectations of medieval
counterpoint, cadence and sentence structure
critical apparatus and complete avoidancéatd suggestions (even for the final cadence)

make plain that he acknowledged this state of affairs, but could not present a better solution.
Young and Josephson, on the other hand, each consider their solution to be both close enough

to the source and adequate for performance or stylistic an&ysis.

With such a degree of uncertainty, it is hard to interpret localised phenomena
convincingly, or support the harmonic tendencies described by Joseéph&ren after
discounting reading errors, inconsistencies in interpretation, and the unremarkedgbéngin
a number of netinclear pitches from the original, one may assign different degrees of
stylistic likelihood to occurrences in the different editions. One can debate the likelihood of
strong, protracted and consecutive dissonawtésh appeaaway floma recognisable
cadential progression or underlying harmonic structure. Different interpretations of signs
may be more or less likely in late fourteenth century notational grammar, even when more
than one soluti on Awor kferaestheticitdneeptelikei s a cas e
600ckhamés Razoré to apply, making the simple
In light of the survey given in the previous chapter, one can argue that such likelihoods
should be judged according to the abilityfitdhem in into an expressive, interpretative
context. In this casstudy however, the lack of interpretative clarity will mean that only the
more formal stylistic characteristics described in the previous chapter will be commented
upon to set a contémal scene in which one may hope a future, convincing transcription may

be analysed.

It seems that in this piece, every attempt was made to create-eigter, subtle, but
direct statement. The use of a Latin texind an allegorical, enigmatic teadtthati can be

seerasa sign of authority and rhetorical accomplishment, on top of the suggestion that it

*8Josephson 6Many Ro a d7usesthisasdng (amondgRovhers) tb comment on Gadous
aspects oArs subtiliorstyle as a whole. Young opens lagelst recording projedEer r ara Ensembl e, 06
femenin-I'Avant-g ar de de J e a ArcaDaA855, @G0Bt hisversin df this piece

*9See Josephso, 6 RoderVamd 66 Many 1Rdads LEXduhg, Ro6mabdiphpn
pp. 134 goes into more interpretative detail of his technical choices, making them more approachable even
when the argument is not accepted. While a few of his observations stand also without accepting his
transcription, their formulation using anachronistic é¢prainting vocabulary serves only to blur their validity
(certainnots hapes | ooking |ike a beardés bl oody teeth, for
visual expressivity of this and other passages see pgt p2tow.
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hails from an ecclesiastic surroundf?d.The use of the musical ballade form, in spite of the
textds own struct ur e arhotetshttingy oan dlsh berseen@&s am at ur a
attempt to bring into play the expected seriousness and respectability associated with the

ballade, above all other strictly secular fornithie seeming disparity between text and
musicalstructure is interestinglt may suggest that either the text had an independent origin,

distinct from the musical setting, or that if they were conceived as a pair, whomever came up

with it was not particularly adept at secular or vernacular composftion.

The unusual tonal systechos e n, t he s o n g @ itsmangeadn bebsaidhta v i o0 u r
mirror the choice of language asdggessimilar connotations. The complex and extreme
key-signature contains echoes of theoretic and intellectual pretentfoidal orientation
is destabised by the norstandard combination of sonorities at the beginnings and ends of
the formparts (it is impossible to comment on internal cadences within each section). This
can be seen in the choiceafvertandcloss onor i t i es, anaofthhe tenor o
cantusdé musical r e p et ithe soogends with anifiae somoetyf, r ai n .
instead of a Hlat, which would have been expected after hearinglbgof the A section.

The very high range may allude to the medieval liteidegql of vocal and expressive

aesthetics, or again, simpbg a design to make this song stand dit.

An interesting nod towards clarity and directness (not to mention another mark of
difference) can be seen in the decisiosdorethe workfor only twovoices. The avoidance
of a contratenor diminishes the potential friction between the voices, and therefore
contributes to the clarity of what would anyway be a complex piece. The clear character
definition of the two voices (one concerned with relt@@s, the other with proportions)

would also be diminished by a third voice, as it would have to echo one of the other voices,

*0Asimilarusec an be seen i n Ba rQuéperamaewhee tiktextBmor@ ni a d s
personal, but the worth of the speaker and his detachment from the crowd which he opposes is strengthened by
the use of rather convoluted Latin. For more on the use of lmatins e cul ar composi tion and
association with papal contexts see p. 191 above. That Latin was not the only language with which Schismatic

popes were referred to in musical PaslebhohGedeprs i s attest a
51 This friction is less evident in other Latin ballades. Overall structural, syntactical and-phraber
organi sation follows the traditi oSanitekbriasimbrade templ at e

Bart hol ome o ArtepsalBntesescheintlze draditional rhymescheme. For such text ModA, see
Stone,The Manuscript Modenap. 6978.

*52 5ee the link with theoretical conceptions of the hexachordal system discussed-p@bt2@. This
holds even if this is the only way in which a thifést system can be notated using hexachord combinations.

*53 For the poetic idea of medieval singing §&ir haut et liement chanté€yp, f. 104v), already
mentionedonpp.50 above. On use of extreme rangegeseend t his
Leffertssy&é&Siegnsadt upes55ab&¥d and pp. 134
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bridge the two, or be simpler in character and notation. The very differentiation of the tools
used in the two voices suggestsasiempt to use every kind of subtlety on offer in one piece.
This was probably designed to add to its worth, anedbgnsion the validity of its tex{This

is taken even further in the repetitiveloratiorrstructure of the tenor, and in the use of the
most expansive, most prone to technical manipulation, and least common menstfration.
The (probable) changing meaning of a reduced number of signs in one votbe and
(possible) use of differesigns to signify the same rhythmic value in the other iniced

intellectual mirroring between the/o.

Thevery use of the special neshapes is telling. Even when temporal interpretations are
uncl ear, the composer s 0-slapstsivisuallg evidento Speciale u s e
noteshapes tend tqppear in separate, sebntained groups, and in certain repeated
combinations®® This cataloguing urge (which occurs in many medieval texts) can be seen as

an attempt to demonstrate knowledge or skill and therefore authority.

It is possible to interprehis mechanical approach as a sign of uneasethethse of
such signs, which is not to be found in the works of a composer such as Senleches. One can
go even further and say that #vgensive use ahythmic and melodic sequezgalso in
phrases whiclusemore standard notghapes betrays a general lack of compositional
confidence®® Alternatively, and in my opinion more interestingly, the preoccupation with
manipulating and repeating smaller melodic and rhythmic formulae can be seen as a central
elemenin the expressive context of the piece. Rather than a lack of confidence, it can be
read as showing compositional skillusing one of the popular musical effects of the time,
validating the text through constant repetition and emphasis. As thistkiagetition is

more commonly found in the religious sphere, its structural use can be seeatsnpt to

°%4 Awareness of largscale form was important itrs subtiliorworks, as the popularity of isorhythmic
songs attest. See pp. 77 and 120 above. For anothestaigecomposition ifj seeJe suis cellyip. 23748
below.

%% See for instance the middle of the first line of the cantus where there is a repetitionugiagyro
comprising of aninimg half red, a half redhollow semibrevisa taileddragmag a redsemibrevisand aminima
rest enclosed between two dots. Another group is the set of red and blackailpdsemibrevesnaioresin
the second half of the fiftline of the cantus.

%% See for instance the long section of sethibrevisandtwo flaggeddragmaein the middle of the third
line of the cantus, or the groups ofiénimarest followed by twaminime asemibrevisand otheminimain the
next line. The teor also participates in this gamaee the rhythmic unit of twmminimefollowed by two
dragnmaein its second line.
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synthesisé¢he religious and secular styles in a work which aims to bridge both worlds and

operate in the seam between tH&m.

More interestinglyit is possible toziew the visual impact of different notational choices
on a par with other compositional techniques in the creation of specific structural expression
and textinterpretations. Just asistpossible to read melodic higleints and lowpoints as
markers of important locations in the text, emphasis can be given to wotdsmeesic which
is characterised visuallyThe lowest note of the cantus melody (middle C) marks out the
words oO6armoni amb, Opell ens tviandum6égi SHtca ngd raintc
6profundumdéb, and 6ébl andi sdéd, which can be put
repels vanity, constancy is offered to all. By trying to usurp power, she betrayed her
pretentious, f | at thighpointsdEflat eotemth higher,anarked out Me |l odi c

further by the addition of an inflection bef
6abissi 6, and 6retrob6, offering O6[you wil/l]
together areas setthiredhollow notation®®®6 pr ocul pell ens vanum fas
prebens cunctis letiferumbé, Obébcoequari 6, O6ut b

snippets can be readl a snndcen, equatingthe offering of a poisoned apple withiving

away empty indifferencebo. Furthermore, the t
(the rhythmic sequences discussed above in the middle of the third and fifth line) mark out

6l uci fer.i gue principi suppr em@@Gnevamli inigt & ian dv:
Luci fer who wanted to be the supreme princebo
respectively. The second of these témxeés is further highlighted by being copied beside the

tenor incipit. It is therefore possible to constrawariety of competing narratives, all of

which strengthen the central ideas of betrayal and retributiocliagdcterisethe text as a

whole. Undoubtedly, a trained analytic ear would be able to discern a number of these

narratives also in performamgcas it is likely that the visual effects carry audible

" The appearance of a short isorhythmic effect (end of the fifth line and beginning of the sixth line of the
cantus) strengthens this ideA.threenote rhythmic structure (flaggetfagma minima flaggeddragmg
repeats on a four note melodic unit (three notes and a rest) which is in itself sequential, repeating a third lower
after nine notes. This reading counts on the second fladrggthain the first rhythmic grouping of the
repetition having lost its intended flag, bringing in another level of likelihoods, namely the kind of correction
necessary. In this instance, this correction is supported by the extensive use of sequenciegitaondirethis
voice, and the fact that otherwise this would be the only-ftaedingdragmain the piece. The many erasures
in this song may hint that it was problematic already for the original scribe, and that while seditehngewas
undertaken, th appearance of other, uncorrected problems is not out of the question. For a list of erasures see
Young. O6Antiphon6, p. 16.

%8 For another case of this device being used for visual expressi@ntz@ene douce Frangsp. 1878
above.
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consequences in performanée.Still, the heightened visuality of their notation strengthens
their importance, andisoallows the song to be meaningful away from performance as a

layered work of art

The combination of all the authoritgnplying, differencemarking and abilitysignifying
elementgdescribed above, come together as an attemptto eréatbee st of t he best
all possible aspect€Even without having a score with which to analgsallerscale
expressivity, the assignation of expressive qualities to compositional choices enables the
reader to conceive of this song as a work which takes every care to attract attention to its text
and onfer legitimacy and authorityn its messageSuch sentiments chime in perfectly with
both text interpretations suggested above, and the conception of this piece as a propaganda
tool in the most pressing argument of the dayamely, the Great Schism.

i T 00 I 6A 1A AOAO TEO

A number of sectionsof Anonel | o ddanoQ@a s end taahtwe alreadyst® mi s
used as examples in the previous chapter, as this song contains many obtisAvari
subtilior techniques surveyed® Here however, we areoncermdnot with the independent

appearance of eadeature and its details, but with the way they are put together to form a

structured whole.

This ballade, uniquely transmittedliodA (ff. 32v-33), was chosen to represent the
A hi gniddler a n g e OArsaudbtiliordomus. This group includes exided songs
which use a combination @éfrs subtiliortechniques as part of their musical language, but
without reaching (or indeed aiming for) extreme usage or any exceptional singularity. Much
of the repertoire can be put into this category, includingymeorks by Antonello and
Philipoctus da Caserta, Solage, Trebor, and Matteo da Perugia among others, as well as a host

of anonymous compositions:

*See Youngbéstioneoprthe Oretroexampiedensd passage for
>0 See ex4-20, 4-22, 4-55 and4-79 and surrounding discussions above.
®"1 Just one such songl4edee fu.As examples of the reverse, Zachara da Teramo and Johannes Ciconia

can be sa to have usedrs subtiliortechniques specifically to create extreme and singular compositions.

None of this is of course qualitative. For their use of this style see p. 299 below.
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ModA contains only one strophe for this balldflgure 5-5), which is as typidaan
Amour courtoigext as one can wish for, using no special vocabulary or grammar, and

incorporating no acrostic or other structural complication.

5-5. Anotnello da Caserta,Amour m'a le cuer mig text and translation®"2

Amourmbéa | e cuer mis Love so torments my heart

gue mayntesdis le jour mon corps tressu¢  that many times a day my body is covered in sw
et souvenffois pense et souvent sospire, and often am I lost in thought and often | sigh,
souventme cangie la colour et se mue, often my face changes its hue and alters;

en tel estat ma vie est tenue; in this state my life is trapped,;

pour cleasdebteusa sejour for he knows no true pea

celli qui est surpris de fin amour. who is captured by Courtly Love.

While the music containsome complex syncopation, three kindsaibration and the
proportionsdupla, two kinds ofsesquialteraandsesquitertiatranscribingt is relatively
straightforward. The unusual use wddtions for proportional signification in the cantus is
self-explanatory and does not requireamon instructiori’® Context can explain the three
different ways in which the simultaneosmssquitertissecton is shown in the three voices.

The cantus inaporates a number of proportional changes signified by the aforementioned
fractions, so it made sense to carry on withsystem for this proportion. The termrly
changes for short stretches and progresses relatively slowly and regularly, makiieg tbeas
visually comprehend the entire proportional section. This, combined with the unsurprising
inverse interpretation of recemibreves O, can perhaps explain why relatively standard
shapes were used, even if not with their most common meaningcoiitratenor has a

longer proportional section than the tenor and mavee quickly which requires a clearer
sign of separation from its surroundg@nd one which does not require the ability to
visualise the entire section. RRdllow notation answerall these needs. Stone remarks that
even the erasures in the copying of this work were done in order to ease its reading and avoid
ambiguity>’* | would go further and sagisothat the erasure in the cantus (substituting the

original red with blackhollow to signifysesquialteraon thesemibrevidevel in O) hasa

2| would like to thank Fabrice Fitch and Marc Lewon for their helghlie translation of this text.

*SBusseBer ger suggests that this technique is fAprobabl
cautious tone is understandable, as it appears also in the two compositions by Cordier @ddeditim a
number of sogs inCyp. See Anna MariaBusd®er ger, 6The Origin and Early His
JAMS xli (autumn, 1988), pp. 4033, esp. p. 403. This usage seems to be a practical reaction to the problem of
a lack of standardisation in the use of propaors@mns discussed p. 170 above. Goscalch uses similar fractions
in hisEn nul estatCh, f. 39v), but for signifying mensuration change rather than proportion.

>’ See Stonewriting Rhythmp. 1112,
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similar origin. Without the erasure, red would have to signify shortening in the cantus and
lengthening in the tenor. The scribe clearly decided that an unusuptaortional
interpretatiorof colorationis more understandable thaproportional one, and changed the
reading of the cantus to accommodate the use in the tenor.

As the transcriptioin examples-6 below shows, the contrater still contains a few
errorss6a) 6 mar ks wher gsemibrevis Eh itsh ewrmatntuesnc rai sp ta,
location of @ F-D c.o.p ligature in the sourc@ll these notes are transcribagminime All

four locatons are easily rectified through context or by examining the musical rhyme in the

refrain®> The transcri pti oncoloraians &rr.. . & etobwnidn cciact at

coloration and & b . h -héllow coloratidn oAl thrbel laatairikithe appearance of

an 0O0%*0.

The transcription in thepresented a second time, conahento a single page in order
to make it easier to form an enall impression of the songn this version, dissonant melodic
and harmonic behaviour, the location adportions, syncopations, imitations, and cadences
are highlighted.This graphic representatiasf the techniques found in tls®@ngmakeit
immediately clear that no bar passes without Antonedlngsome kind of typicallyArs
subtilior effect. This intiself suggests that the techniques involved were considered (at least
by him) essential in composing such an extended song as this one (performance of this one
strophe takeap tofour minutes). Furthermore, it quickly becomes evident that his use of

Ars subtilior techniques is carefully planned, following repeating patterns, manipulated each

time to form expectations only to frustrate them later, perhaps matching the mood of the text.

The details of these expectations, as well as an account of therstrocganisation of the

different compsitional techniques usefbllow thetwo editions

*">The replacement of twminimeby a c.o.p. ligatureni thecloscadence of the A part is interesting, as the
necessary visual manipulation of what appears in the source is substantial. This may act as a note of caution
against overeliance on the editorial guidelines | proposed on p. 201 above.

229



mis en
et sou -

cuer
pense

le
fois

vent

m'a

mour
sou

5-6. Antonello da Caserta,Amour m'a le cuer migModA, ff. 32v-33)

[ £ YA

" f)

I O [
B I -~ * SRR Py &
- 1 By O [
o I TR 1 A - S | g
e I i)
K | 10N i ' %]
L ! 108 6 ]
el | VO o s
af SN S 1 S 1 (O )
M v T 1T ™ M e o e
L . i 3
VLo i E
r|||¢ ﬁ | | ! [ 18 > .
N e . e .
L] T L1k e \ =
i\ S A s
e Bl T I , i
T ! ™
T | e HH .
4 H O HH L | _
Wim H Hh «
moLm o ]
I ’| [T I | 1 ||. I~ i
unuH I . ~ ~|
] IIH 1 B —aTTe |
nn iR oa < QT N SR Rn H ; o
1
~|J. 9 3 2 L_TTT® T b !
e o e ~ Tl ]
N O[T mEEE 1T
bR H o | [ «
knav ‘f\,f )\ 1] el ' i H
[ — e [T < i
:.H ~Y 1 - ' EERE I
et e THE ]
HHHH LI L RoR-)
R aw [ [ ] ! T . 1
. 17 [ T =TT up““h/ 1 9 e m m
A1 A (R L S N
My Egbam iy vEE
i m Ahl 4 . Ul N ’ +—
_ S
w0 < won Munmwd e * < .wco M.u NOo* N Wb M.ui )

230



—3

—3—

3

2.

II—I

—3—

< & =

=

— 1

P Hl T
L L ]
| ”mu Allr
™ 2Lmr NV s Wl
| 188 O HH L L
a w FV Tl T m. ™ ol
] T ] e = Ty
4\\ l\ En L TTT®
WH © e =TT 11N
1 11 L 7] Wis
; .% Ol L]
b M L LI L]
[ [y 1
W o V M |N
T T BE iy 1 |
H Pan
| | Ar I i 1] |N
| | o] 11 NI.‘ prm N
.RH.— w ]
(i
14 ML N LI v L |
P Vs
v b |
T L 1
SEll TP Y i
L L] L i TN T®
N 5 o] ; 5
|| an A
\
E U 1
T S L e T el T
Mu e unmwdoo Aunmwwoo Mu AunmwdS EN wwon

J—

tout

231



~—

S¢C

¥ 4 49

- jour

I
I

|¢ ||
wU © nv@

-

|« ' .\Hd— LHHT | 1
o7 .||.+ ™ Pan!
m i i
7 T4 o/ b
NI TITe N e
|1 =] LI [
m ~ u LHIC
- A L e [TT™
Vim .kng. e HVN
il ™ ||
L 7 T
v T i ol
N R . [ 188 L | L
11Te ol Ty
Wil = Tt [ aius
« L L LU L) 1
N\ »
== [T . o
m - il -v p | 3
o [TTT H+H H H+H
Pas
| S
TTe [ 1N, e L ||
L H’ ||||_v
Iq T
iR M g 1
O v |
L ||
1 O < O
™ ...IV s
ﬁ o (Y o N N
=T T = L
LI i
—_ I\ ™ e ‘2 1 e
S| e &
b | = - =4
e ;nuv '
TITe o
_ I
ﬁ & e BL T
+H O 1 L
O < [ 188 u“u
Mun ) Avnmwdoo nvanWS Munmwd O % <Py WS

| 117
e
L)
N TN n
!
L) 4r| . \N
il N
s L]
ﬁJ.
™ T [l L
i ol )
[ I
e A TTTe M v I M
T ili -v
® <
il UHE 2 |HE
e ||1H £
1 - S |
]
pani g I I
e o , 1]
H ™ N
Ex T e
Ty i Aﬁ - N »
e n Ar. N | .Hﬂ <
& NGe® N 0° NG P RGP

— £

232



Dissonances (dashes mark out first consonant
phrase)

Complex syncopation

Cadences (dashes signifying unfulfilled
cadentidprogressions, letters showing tonal
area)

Proportions (different shades of green for each
one)

Range highpoints

— |mitative entrances, upbeat motif
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