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I. THE MANUSCRIPT: ITS CONSTRUCTION AND CONTENTS

The codex Strahov D.G.IV.47 is a late fifteenth-century music man-
uscript written in white mensural notation and preserved in the library
of the former Strahov monastery. Once a house of the Praemonstratensi-
an order, the monastery is now a cultural institution devoted to the
preservation and cultivation of Czech arts and letters and is adminis-
tered by the National Literary Academy.l The manuscript was first
brought to the attention of the musicological world well over fifty
years ago by Dobroslav Orel, who examined it during the preparation of

 his doctoral dissertation on the so-called Speciafln:ﬂc Codex, Ms. II1.A.7
of the Museum at Hradec Kralove.? The Strahov manuscript has, however,
remained almost totally unknown despite the fact that Orel later dealt
with it in two published articles, one in Czech and one in German,3 and
the only other attention it has received is that accorded it by Dragan
Plamenac, who discussed the German songs in it in a paper delivered at
the International Musicological Congress in Cologne, in 1958."" and cer-
tain other aspects of it in an article published in 1960.7

General Description

The manuscript consists of 307 numbered paper follos measuring 22
x 18 cm. and is bound in buckskin-covered wooden boards attached to the
spine with metal hinges and provided with metal clasps. Nothing is
known of its provenance or history. The style of the literary hand,
1
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definitely Germanic, and the presence of threc German songs and of
hymns proper to the feasts of St. Procopius and St. Wenceslaus, as
well as settings of various paraliturgical texts popular in Bohemies,
suggest the eastern area of Silesia, near the Bohemian border, or Bo-
hemia itself, as the probable place of origin.®

Foliation occurs in the. upper right~hand cérﬁer of the recto
side of each folio. Two errors were made when the foliation was en- .
tered. The first of thene, which remains uncorrected, was the use
of the number 68 twice in succession. The other consisted in the
change from foliation to pagination be_ginning at fol. 100v and con-
tinuing through what is now fol. 123r. At this latter poilht the
person.entering the numbers realized his error and corrected his mis-

. ftake so that the foliation now continues consistently and without
further error from fol. 68PLS to the end of the manuscript. Folio
citations given later always refer to the corrected nunbering.

The manuscript also has received pagination, with these numbers
being placed at the bottom of each page, in the center. In this nu-
meration the numbers 91, 235, and 247 each occur twice and these er-
rors remein uncorrected. The manuscript thus consists of 614 pages.
Of these, 38 were lined bl:d‘.,' never received any music and nine remain
totally blank. The manusceript originally contained perhaps as many
as 17 other folios but these were cut or torn out before the folia-
tion and pagination were entered. |

On the basis of the arrangement of the contenﬁ‘;, almost exclu-
sively liturgical in nature, the manuscript may be divided into five

distinet sections, each containing primerily items of‘the same kind.
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3

Each sevison is composed of a varying number of fascicles consisting
of a verying number of foldings, six being the number most frequently
found.,

Scribes

The majority of items in each of the five sections is in the
hand of a single scribe, designated here as scribe 1, whose original
plan for the arrangement of contents within each section is still

| evident. His work was continued by scribe 2, who not only inserted
items on pages left empty by ;scribe 1, but also prepared several fas~
cicles of his own. It was also scribe 2 who assembled and arranged
the various fascicles into the form of the completed manuscript as

we know it today. A small number of items in the hand of a third
scribe, scribe 3, are to be found scattered throughout the manuscript;
these undoubtedly we;'e added after f(.ht; manuscript had been assembled
by scribe 2. '

TWd other hands occur in the manuscript, each limited to its own
individual fascicle in section 2. These hands are closely related to
each other in style but differ considerably from the three other hands
mentioned sbove; they will be designated as hands 4 and 5. A sixth
hand can also be identified in a textless fragment that was entered
into the fascicle written by scribe 4. Unguestiona.bly. the fascicles
written by scribes 4 and 5 were prepared in a scriptorium different
from that in which the other fascicles of the Strahov manuscript were
copied. They perhaps were brought to the place where the remainder of

the manuscript originated by some singer or composer when he entered
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upon employment there.

Faesimiles 1 throuch 5 contain representative examples of the work
of the five principal scribes. The confident and precise character of
hands 1, 4, and 5 suggest that these scribes were professional copyists
although the large number of notational errors to be found in the work
of seribe 1 raises the question as to how knowledgeable he was musical-
ly. Seribe 2 probably was a singer or composer rather then a seribe
and a number of corrections to the work of scribé\l appear in his hané.
Seribe 3 probebly was a singer also; in any case, the crudity of his

writing makes it evident that he was not a professional scribe.
First Section

‘The first saction of the manuscript is devoted exclusi&ely to In-

troit settings and extends from fol. 1 through fol. 46. These folios

| are grouped together into five fascicles, the first three of which
each consist of a gathering of six foldings, the fourth of a gathering
of two, and the fifth of a gathering of three. The first three fasciw
cles constitute the original nucleus of this section and contain 36
Introits for the more important feasts of the temporal and sanctoral
cycles of the liturgical year. Only 25 of these, however, are in tne
hand of scribe 1, who originally prep#red these three fascicles. These
are Nos. 2«8, 10-13, 15, 16, 18-22, 24, 26, 28, 29, 31, 32, and 35 of
the complete inventery. With but two exceptions, these settings occur
in exactly the same order as that required by the liturgical year, with

the temporal and sanctoral cycles merged together.
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Facsimile 2
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 Facsimile 3

" Strahov Ms. D.G.IV.47, 32v (64); notated by Scribe 3
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. Facsimile 5
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10

Fasciecle 1 originally opened with two settings of De ventre
matris meae, for the feast of St. John the Baptist, June 24, Nos. 2
and 3, and continued with Nunc scio, for the feast of Sts. Peter and
Paul, June 29, No. 4, and Scio cui credidi, for the Cormemoration
of St. Paul, June 30, No. 5. The remainder of the fascicle is de-
voted to Introits from the Cmon of the Saints; these are arranged
in a hierarchical order, according to the dignity of the category of
saints on whose feasts they are to be used. First, there are two
settings of Salve sancta Parens (Blessed Virgin), Nos. 6 and ?;’ and
one setting each of Mihi autem (Apostles), No. 8; Statuit ei Dominus,
No. 10; Laetabitur justus (Martyr-bishop), No. 11; Sapientiam sanc-
torum (Several martyrs), No. 12; and Os justi (Confessor, Abbot), No.
13. Between Nos. 9 and 10, on fol. 8v, occurs the textual incipit
only of still another Introit from the Common of the Salnts, In vire
tute tua (Martyr not a bishop). | _

In fascicle 2 the items in the hand of seribe 1 are Nos. 15, 16,
1822, 24 and 26. No. 15, Gaudeamus omnes, is used on various Marian
feasts and on those of several other female saints. No. 16, Rorate
caeli, now used on the Wednesday of the Ember Week in Advent, and on
the Fourth Sunday of that season, was, in the fifteenth century, often
used on all four Sundays in Advent.” Then, as now, it also was used
for votive Masses of the Blessed Virgin in the period extending from
the First Sunday of Advent through kebruary 2, the feast of the Puri-
fication. Nos. 18 and 19, Puer natus egt, are settings of the Imtroit
for the Third Mass of Christmas. Nos. 20 and 21 are the Introit for

Epiphany, Ecce &dvenit, and No. 22, Suscepimus, is for the Purifica-
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11
tion, February 2. The remaining items, Nos. 24 and 26, are settings
of Resurrexi, for Easter Sunday.

Those Introits by scribe 1 in fascicle 3 are Nos. 28, 29, 31,

32 and 35. HNo. 28, Terribilis est, is from the Common of the Dedica=- -
tion of a Church and No. 29, Protexisti, is from the Ccmmon for

| feasts of One Martyr in Paschaltide. Nos. 31 and 32 are settings of
the Pentecost Introit, Spiritus Domini, and No. 35, Cibavit eos, is
‘for Corpus Christi, the Thursday of the week following Pentecost
Week. Secribe 1 also intended to include the Intreit for Ascension
Thursday, Viri Galilaei, on fol. 27v, between Nos. 29 and 3.1. its
proper place liturgically, and the Introit for Trinity Sunday, Bene-
dicta sit, on fol. 32v,‘ between Nos. 33 ard 35, its proper place.
This is evident from the presence of the textual incipits of these
two Introits on the folios mentioned. No music has been entered on
fol. 27v and the following threa pages left empty by scribe 1. On
fol. 32v, however, scribe 3 partially erased the incipit Benedicta
git Sancta Trinitas and added there and on the following page a set-

ting of Spiritus Domini, for Pentecost (see Facsimile 3).

This survey of the original contents of these three fascicles
reveals that undoubtedly the intent of scribe 1 was to provide a
complete ysarly cycle of Introits for the principle feasts of both
the temporal and sanctoral cycles, arranged in the order in which
they would be used during the course of the liturgical year. Cer-
tain details of the arrangement, however, raise several guestions.
Why do two Introits, Gaudeamus omnes, No. 15, fol. 13r, and Terri-

bilis est, No. 28, fol. 25r, cccur out of their proper liturgical
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12
order? Why does the cycle begin with the feast of St. John the Ba;;-
tist, June 24, instead of with Advent? Why were so many folios left
blank by scribe 17 Why are a large number of Introits from the Come
mon of the Saints, as well as a small number from the regular sanc-
toral cycle, not found here? The following hypotheses are offered
as possible answers to these questions.

Sceribe 1 intended to prepare a complete cycle of Introits for
‘the church year. With this in mind he originally planned four fas-
clcles, of which we have here only the first three. In each of
these the first and last pages were originally left empty and were
not intended to contain any music. In fascicle 1, fols, lr and 12v
were indead left empty by seribe 1; the same is true of the last
page of fascicle 2, 24v and of fascicle 3, 36v. The opening page
of fascicle 2, 13r, however, contains the Introit Gaudeamus omnes,
and the first page of faseicle 3, 25r, contains Terribilis est.
These are the only Introits out of proper sequence and probably
were added by scribe 1 only after he had abandoned his intention teo
prepare a fourth fascicle, where they would have occurred in their
proper place in relation to the total cycle. '

In regard to the order of the fascicles, the original inten- o
tion of seribe 1 probably was that the fascicles follow each other
in the sequence of 2-3-1 rather than in the sequence in which they
occur here. Thus, assuming that Gaudeamus cmnes, the first item -in
fascicle 2, is a later addition, the cycle of Introits would open
with the Advent Introit Rorate caell, 13v, and proceed through fase
cicle 2 with those for Christmas, Epiphany, Purification and Easter.
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13

Fascicle 3 would have followed this fascicle, as it does now. If the

opening item of this fascicle, Terribilis est, is also considered a

later addition, we find this fascicle originally had as its first
item Protexisti, fols. 26v~-27r. This Introit is treditionally as- -
signed to the Common of Saints for use on the feast of One Martyr in
Paschaltide; thus, it occurs exactly at its correct place in regard
to the liturgical year since the preceding fascicle closed with a
setting of the Introit for Easter Sunday. The Introit Protexisti
would have been used for the Feast of St. Mark on April 25 and for
various martyrs whose feasts occur in Paschaltide, the most popular
of which, in fifteenth-century Bohemia, was St. Adalbert, April 23.
The item that seribe 1 next wished to include was the Introit

for Ascension Thursday, as can be seen from the textual incipit on

fol. 27v, Viri galilei Quid admiramini. That he did not include a
setting undoubtedly was because he did not have one available at the
moment. The fascicle continues with two settings of the Pentecost
Introit, after which is found the textual incipit only of the Intro-
it for Trinity Sunday, Benedicta sit Sancta Trinitas, and concludes
with a setting of Cibavit eos, for the feast of Corpus Christi. Thus,
it was intended to contain all the_adgitional material needed in Pas=- i
chaltide, as well as settings of the Introits of the only two post-
Paschaltide feasts of the temporal cycle that would have been called
for by the liturgical practices of that time.8

The first important feasts of the sanctoral cycle that occur af-
ter Corpus Christi, which may be celebrated as early as May 24 and as

late as June 21, are those of St. John the Baptist, June 24; Sts,
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KL
Peter and Paul, June 29; and the Camemoration of St. Faul, June 30.
Significortly, faseicle 1 of the present arrangement of the manu-
script o.izinally opened with Introits for precisely these three
feasts on fols. 1v through 4r, Therefore, it must be assmmed that
scribe 1 intended this fascicle to follow the fascicle concluding
with Cibavit eos. Thus, the proper sequence of fascicles should be
2-3-1, rather than that which occurs in the manuscript.

That these conjectures are not only ressonasble but probably
correct is made more evident, perhaps, by Table 1, which presents
in schematic form the contents of the three fasci¢les in their ree
arranged order. The Introits entered by scribe 1 are listed in the
first qolmn whereas column 2 contains suggestions as to which Ine
troits he may have intended to enter, when settinge ;f them became
available, on the pages he criginally left empty. The items en=
.ter‘ed by scribes 2 and 3 are indicated in columns 3 and 4, respec=-
tively, in order to show the manner in which they supplemented the
work of scribe 1,

From the manner in which sceribe 1 arranged the Introits in
these three fascicles it is obvious that his original intention was
to campile a camplete cycle for the entire liturgical year. Whether
or not he ever realized this intention through the preparation of
the necessary additionsl fascicle it is impossible to say. Neverw ‘
theless, it is evident that the fascicle would have contained prie
marily the remaining Introits from the Conmon of the Saints: In
medio, Sacerdotes tul, Justus ut palma, Clamaverunt justi, Multae

tribulationes, loguebar, Me exspectaverunt, Dilexisti and Cognovi.
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Table 1

Folio

Scribe 1

Left blank by 1 for:

Scribe 2

Seribe 3

Fasce 2

13r
13v-1br
14vy-15r
15v-16r
16v=17r
17v
18r
18v=19r
19r
19v=-20r
20v=21r
2lv=22r
22v=-23r
23v-24r
2hr
2hv

Fasc. 3

25r
25v-26r

26v=27r
27v=-28r

28v-29r

29v

30r

[Gaudeamus (15)]
Rorate caeli (16)

Puer natus est (18)
Puer natus est (19)
Ecce advenit (20)
Bcce advenit (21)
Suscepimus (22)

Resurrexi (24)

Resurrexi (26)

[Terribilis est (ZSﬂ
Protexisti (29)

Viri Galglaei
(incipit only)

Spiritus Domini (31)

s __ -

Dominus dixit
Lux fulgebit

Etenim sederunt

Vultum tuun

Resurrexi

Resurrexi

Nog autem, Benedicite,

~Sancti tui or Exclama-

verunt

Nos autem, Benedicite,
Sancti tui or Exclama-
verunt

Nos autem, Benedicite,
Sancti tui or Exclama-
verunt

Gaudeamus (17)

Resurrexi (25)

Resurrexi (27)

Spiritus Domini (30)

Resurrexi (23)
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28v=-29r

29v

30r

30v=31r
31lv=32r
32v-33r .

33v=3hr

3hv=35r
35v-36r

Fasce 1

lv-2r
2v-3r
3v-br
4y
bya5p
S5v=6r
6v

7r

7v=8r
8v-9r

9v-10r
10v

11r
1lv 22r
12v

Viri Galilaei
(incipit only)

Spiritus Domini (31)
Spiritus Domini (32)

Benedicta sit
(incipit only)

Cibavit eos (35)

De ventre (2)

De ventre (3)

Nunc scio vere (4)

Scio cui credidi (5)
Salve sancta Psz.ens (6)
Salve sancta Parens (7)
Mihi autem (8)

'
In virtute tua
(incipit only)

Statuit ei (10)
Laetabitur justus (11)
Sapientiam (12)

Os justi (13)

Nos autem, Benedicite,
Sancti tui or Exclama-
verunt

Spiritus Domini

Item from sanctoral
cycle

vibavit eos

Sacerdotecs Dei, Intret
or Salus autem

Sacerdotes Dei, Intret
or Salus autem

Spiritus Domini (30)

Spiritus Domini (33)

Salve sancta Parens (36)

Salve sancta Parens (1)

Mihi autem (9)

Spiritus Domini (34)

Os justi (14)
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Several other items from the Sanctoral cycle might also have been in-

tended for inclusion here, such as the misplaced Gaudeamus and Terri-

bilis est, on fols. 13r and 25r, as well as the Introit Confessio,
for the feast of St. Lawrence, August 10, the only other important
item that is unaccountsd for.

The fourth and fifth fascicles of this section were prepared by
scribe 2, whose principle of organization was a musical rather than a
liturgical one. The first of these, consisting of two foldings, fols.
37-40, contains five Introits, Nos. 37-41, in the hand of this secribe,
and in each of them the pre-existent chant occurs in a modernized form
in the superius. In the other fascicle, however, which consists of
three foldings, fols. 4l-46, the six Introits given there, Nos. 4449,
all utilize the chant melody in the tenor in equal values and notated
in its original neumes. That the intention of scribe 2 primarily was
not to complete the cycle begun by scribe 1 but rather only te add
those settings available to him can be seen from the fact that all but
three of the 19 Introits he entere&, either here or in one or another
of the first three fasclicles, textually duplicate items entéred by

seribe 1. (mly No. 38, Etenim sederunt, for the feast of St. Stephen,

December 26; No. 41, In medio, for the feast of St. John the Evange-

1list, December 27, and for Doctors; and No. 48, Nos autem gloriari,

for feasts of the Holy Cross, May 3 and Séptember 14, are settings of
texts not to be féuﬁd among the items already entered into the manu=-
script.

A1l five of the Introits entered by scribe 3 are textual dupli-

cates. One entry by him appears in each of the first three fascicles
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whereas the other two occur in succession, on the opening formed by
the last page of fascicle 4 and the first page of fascicle 5, fols.

Lov-llr. They are Nos. 14, 23, 34, 42 and 43 of the complete inven-
tory.
Second Section

The second sectlon of the manuseript contains, almost exclusive-
ly, Mass Ordinary items. It can be divided into five subdivisions,
the first of which 1s camposed of two fascicles, one a folding of six,
fols. 47-58, and the other a folding of five, fols. 59=68. These two
fascicles contaln a total of 22 settings of the Kyrie, Nos. 51-6;7 and
70-74, and one Kyrie-Gloria pair, Nos. 68~69. Another setting of the
Kyrie, No. 50.. a later addition by scribe 2 on the verso of the final
folio of the Introit section, belongs with this group of pleces.

The first fascicle, prepared by the scribe 1, opens with six Ky-
rie settings, Nos. 51l=56, in the hand of the scribe, and continues
with seven settings, Nos. 57-63, in the hand of scribe 2. .The last of
these, begun on the verso of the final folio of this fasclcle, is com=
pleted on the recto of the first folio of the second fascicle, prepared
by seribe 2, This fascicle continues with four more Kyrie settings,
Nos. 64=67, and the Kyrie-Gloria pair, Nos. 68«69, all of which are
also in the hand of scribe 2. It is inteiesting to note that here, as
in the Introit section, scribe 2 has arranged his items on the basls
of musical features. With but one exception, all the items he entered
in the second fascicle, Nos. 64=69, utilize the pre-existent chant in
the tenor in equal values and notated in the original neumes. The re-
maining five Kyrie settings in this fascicle, Nos. ‘. 7%, are in the
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hand of seribe 3, who made no entries in the first fascicle. Fols,

50v and 51r in the first fascicle and fol. 68v, the final page of the
second fascicle, are ruled but contain no music; all other pages in
thess two fascicles have received music.

The secord subdivision of this section consists of three fasci-
cles prepared by scribe 1. All are gatherings of six; one folio, howe
ever, has been removed from the third fascicle. The first fascicle,
fols. 68bis-79, contains a complete Ordinary by Touront, Nos. 75-78
and 81, and an anonymous Gloria-Credo peir, Nos. 79-80, which occurs
betwWeen the Sanctus and Agnus Dei of the Touront cycle. All pages in
this fascicle were used by scribe l. The second fascicle, fols. 86-91.
opens with four anonymous settings of the Sanctus, Nos. 82, 84, 85 and
86, in the midst of which seribe 2 later added a setting of Salve festa
dies, No. 83. An anonymous Gloria-Credo-Sanctus-Agnus Dei cycle, Nos.
87«90, fills the remainder of this fasclcle, with the conclusion of
the Agnus Del being notated on the recto of the first folio of the ne:;t
fagecicle. |

The third fascicle of this subdivision, fols. 92-102, originally
opened with three settings of the Alleluia of the Mass, Nos. 91-93,

" fols. 92v-95r. These are also in the hand of scribe 1 but it is evi-.
dent fram the number of staves to the page--eight, in ccntrast to the
nine found in the remainder of this fascicle and in the two preceding
ones--that these three items were copied at some previous time and in-
serted here for no specific reason. The sheets on which they are Write
ten form the four outer foldings of this fascicle. To these scribe 1
added two imner foldings, bringing the total to six, and then entered,
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immediately after the Alleluia settings and without any attribution,
a Kyrie and Gloria, Nos. 9% and 55, on fols., 95v-98r. The remaining
nine pages of this fascicle, 98v-102v, were ruled by scribe 1 but re
celved no music from his pen. Undoubtedly, his original intention
was to_ add here the items needed to complete the cycle he began on
95v, which has been identified through concordance as the Missa Ayo
visto lo mappa mundi, by Johannes Cornago. Two of these f9lios, 99v-
100r, now contain, in the hand of scé:i.be 2, the German song .Kain mier
ein trost, No. 97, and the final three, 10lv-102v, contain the begin-
ning of a Gloria, No. 98, also in the hand of scriﬁe 2. Four pages,
98v-99r and 100v~-10lr, remain without music.

The third subdivision consists of a series of 17 folios, 103-119,
the contents of which are all in the hand of' scribe 2. The exact man-
ner in which the sheets constituting theso folios are folded together
is not entirely evident from the microfilm of the manuseript. The
first page contains the conclusion of the Gloria that scribe 2 began
at the end of the preceding fascicle and the first opening has the be-
ginning of a Credo that is paired with it. The following five items,
Nos. 99-103, constitute a Mass-motet cycle by Fhilipi, complete except
for the Kyrie. Five of the remaining items, Nos. 108, 104, 105, 107
and 109, form an anonymous cycle whereas No. 106 is an isolated set-
ting of the Gloria. Three pages in this subsection have no music; two
of these, 104v and 119v, are ruled, and one, 105r, remains compleicly
blank.

The next two fascicles, fols. 120-131 and 132139, consbitute the
fourth subdivision. Both of these stand apart from the remainder of
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the manuscript in that each is written in a hand distinctively differw

ent from those encountered elsewhere in it., The first fasclcle, a
gathering of six, contains an anonymous Gloria-Credo-Sanctus-Agnus Dei
cycle, Nos. 110, 112, 114 and 116, in the hand of seribe 4. Four
other items have been added by scribe 2; these are two settings of the
Sanctus, Nos. 113 and 118, an Agnus Dei attributed to Philipi ffrancis.
No. 115, and a setiing of the antiphon Lumen ad reveletionem, No. 117.
On fol. 123r there is a textless fragment of a tenor part, No. 111, in
a hand not found elsewhere in the manuscript, that of seribe 6.

The second fascicle of this subdivision is now a gathering of
only four foldings. It contains, on fols. 132r-135v and in the hand
of scribe 5, the Kyrie, Glords and beginning of the Credo of a cyeclic
Ordinary, Nos. 119, 120 and 122, On the immediately following folio,
136r, occurs the conclusion of the Hosanna I and all of the Benedictus
from the Sanctus of the same cycle, No. 123. From this it is evident
that two inner foldings on which were written the remainder of the
Credo and the begimming of the Sanctus were lost before this fascicle
was incorporated into the manuscript. The cycle concludes with the
Agnus Dei, No. 124, The four remaining items of the fascicle, Lumen
ad revelationem, No. 121; Israel es tu rex, No. 125; Jesus Christus,

» No. 126; and an incomplete Sanctus, No. 127, were all entered by
seribe 2. The last psge remains blank.

The final subdivision consists of three fascicles, each a gath-
ering of six, and all items except for two added by scribe 2, Nos.

143 and 153, are in the hand of scribe 1, The first of these fasci-

clss, fols. 140-151, contains an anonymous Gloria-Credo-Sanctus-Agnus
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Del cycle, Nos. 128, 130, 131, and 132; the Gloria, Credo and Sanctus
of a cycle by Pullois, Nos. 133-135; and an unrelated piece for

'''' Christmas, Procsdentem sponsum, No. 129.° The second, fols. 152-163
contains an anonymous Mass-motet cycle that lacks the Kyrie, Nos. 136
141, and a troped Marian Offertory, Recordare virgzo mater, No. 142.
The last page of the fascicle also contains the first of the two ad-
ditions made to this section by scribe 2, a setting of Salve festa
dies, No. 143.

The final fascicle, fols., 164«175, opens with the Gloria, No.

1'%, of a Gloria-Credo-Sanctus-Agnus Dei cycle by Standly. The cycle,
however, is interrupted by two settings of the Introit Gaudeamus omnes,
Nos. 145 and 146, both of which probably were copied at some earlier
time and inserted here as the second and third sheets of this fascicle
vwhen it was constructed. The Credo of the cycle, No. 147, begins on
the verso of the folio on which the gsecond of the Introit settings
conciudes and is immediately followed by the Sanctus and Agnus Dei,
Nos, 148 and 149. This Agnus Del is followed by an Agnus secundum by
Pullois, No. 150, which belongs with the Pullois cycle in the first
fascicle of this group and it, in turn, is followed by an Agnus
tertium, No. 151, originally attributed to Standly, whose name later
was crossed out, probably by the scribe who entered it. The remain- |
ing items are a setting of the Agnus Dei and two of the Sanctus by
"flermik, " Nos. 152, 154 and 155, and the other addition made by
soribe 2, Nos. 153, Ascendo ad Patrem, the Magnificat antiphon for

Ascension Thursday.
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Third Section

The third section of the manuseript contains a great variety of
items intended for use in the Office Hours, at Marian devotions, in
processions and, optionally, at various places in the Mass liturgy.

It consists of 82 folios, Nos. 176-257, that are grouped together
inf.o eight fascicles, The first of these, fols. 176-183, originally
was a folding of six double sheets but the four last folios were tém
out before the foliation was entered and thus it now consists of but
two double sheets proceded by four single ones.

The first six of the nine items in this fascicle are in the hand
of scribe 1:.and are for the feast of Christmas. The first three of
thege, Nos. 156-158, are settings a 3 of the lessons from the first
nocturn of the Matins of Christmas, each of which opens with the bles-
sing, also set a 3, that was conferred upon those who sang these scrip-
ture readings. The next entry, No. 159, is a setting of a processional
hymn for Christmas, Dles est laetitiae, and this is followed by two Of-

fice antiphons, O sapientia, No. 160, and Haec est dies, No. 161. The
first of these is one of the great "O" antiphons that were used with
the Benedictus and Magnificat at Laudes and Vespers on the last sever-
al days before Christmas. In the late Middle Agés the cne given hare
comonly was used on December 24, as the last of the series, although
in earlier centuries and again today it occurs as the first and is now
assigned to December 1?,10 The other antiphon, Haec est dies, was, in
the fourteenth and fifteenth centuries, used in Vespers on two differ-
ent feasts, that of the Annunciation, March 25, and that of Christmas.l
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Here it 1s obviously intended for use on Christmes, perhaps as the
Benedictus or Magnificat antiphon or as an optionsl motet.

The remaining three items in this fascicle, Nos. 162-16k4, were
all entered by seribe 2 and none par‘ta:lhé to the feast of Christmas.
The first of these, O sacrum mysterium (=0 _sacrum convivium), is the
Magnificat antiphon for Vespers of the feast of Corpus Christi and
the second, O gloriosa regina, is a Marian item. ‘Ihg third is texte
less.

The second fascicle was prepared by scribe 2 and originally con-
sisted of two foldings. The first two folios were torn out, however,
before the foliation was entered and thus it now conslists of only
two single sheets, fols. 184 and 185, and contains only three items,
Nos. 165-167, all for Paschaltide. The first of these, a fragment,
appears on the top staff of fol. 184r and is the conclusion of the
discantus part of a setting of the processional hymn Salve festa dies,
the remainder of which must have been on the verso of the folio that
originally preceded it, the second of the two folios torn from this
fascicle. At the conclusion of thls fragment there occurs a canonie
inscription that reads “pausa unius temporis habebis secundum discante
um super Salve dies." The second item, ocn fcls, i&l»v-185r. is a set-
ting of Vidi aquam, the ceremonial antiphon used during the aspersion
of holy water before the principal Sunday Mass during Paschaltide. The
third item, on fol. 185v, is anotfxei' settlng of Salve festa dios.

The third fascicle of this section, fols. 186-197, was prepared
by scribe 1 and consists of six foldings. It contains 13 items, all
but two of which are for Easter Sunday or Paschaltide, a fact which
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explains vwiwv scraibe 2 inserted the small fascicle prepared by him ime
me?iatoly before this one. This fascicle opens with three settings
of the Marian antiphon Regina cseli, Nos. 168-170, in the hand of
seribe 1, the third of which is troped at the final allsluia. These
are rqllowed by another setting of Regina caeli, a setting of Also
heilig ist der tag, another of Salve feste dies and one of Alle dei
filius, all in the hand of scribe 2. The remaining six items, Nos.
175-180, are again in the hand of seribe 1. The first four of these
are, respectively, a setting of the Sequence, Alleluia: Sequence and
Cémnunion for the Mass of Ea.ster.‘ The fifth is a setting of the Se-
quence lauda Sion, for Corpus Christi, and the sixth is a setting of
Bonum vinum cum sapore, the first versicle of the Sequence from a
late medieval Mass parody in hunor of drinkers, the texts of which
are somewhat in the tradition of the Carmina Burana,l® The reason
for the inclusion of this item here is not clear; it is not impossi-
ble, however, that this Mass parody was still used, perhaps during
Easter weak, for the celebration of a Feast of the Fools, since as
late as 1435 the Council of Florence found it necessary to condemn
such practices.13

The contents of the fourth and fifth fascicles are almost all
Marian items and all are in the hand of scribe 1 except for a single
entry, O speciosa facta est, No. 192, added by scribe 2 on the open-
ing formed by the last page of the first of these fasclicles and the
first page of the second. The first fascicle, fols. 198-212, con=-
sists of a folding of seven double sheets and one single one, fol.
199, which occurs between the first and second foldings, at the begine
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ning of the fascicle., This fascicle probably consisted originally of

only six foldings, fols. 200-211, and contained only eight items, Nos.
186-193, the texts of all of which were used as antiphons for Marian
Office Hours, The first four of these, O generoga nata David, O lumen
ecclesise and two settings of O florens rosa, have postic texts dating
from the late Middle Ages, whereas the next three, Anima mea, Surge
amica and Quam pulchra, are settings of texts taken from the Song of
Songse. The last‘is a setting of Salve Regina. » H
The remaining slx items, Nos. 181-185 and 194, constitute a sepa-
rate group and can best be described as cantiones. They differ from
the antiphons not only in the bre‘yity of thelr texts but also in the
voice cambinations for which they are set. Three of them,' Nos. 181,
182 and 185, are composed throughout for a textless lower part entitled
contrapunctus and two texted discantus parts, one of which always be~
gins a perfection later than the other and forms a canon at the unison
with it for a considerable distance. Similar to these is No. 194, a
four-part setting with two imitative discantus parts, and a textless
contrapunctus and tenor. The other two, Nos. 183 and 184, are bipar-
tite items, the second part of which seems to be a refrain which, in
each item, is also set for a iextless, lower contrapunctus and two
texted imitative discantus parts. The first part of No. 183 also begins
imitatively in the tenor and discantus parts. The fact that all of
these items ’occur 'on the outer, seventh folding, fols. 198 and 212, on
the single sheet, fol. 199, and on the recto side of the first folio of
the six foldings containing settings of texts of Marian Office antiphons
fol. 200r, suggests that the outer folding and the single sheet were late
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er additions to an original folio of six foldings.

The second of the two fascicles devoted primarily to settings of
Marian texts consists of six foldings, fols. 213-22%, and contains ten
entries, Nos. 196-205, in the hand of secribe 1. The first of these is
the only item with a German text that was entered by seribe 1, Meyn
hrez freyden ist; the reason for its inclusion here is not evident.

The next eight entries are all Marian items, the texts of four of which,
Nos. 198, 201, 202 and 203, are from the Song of Songs. Tae other four
are settings of medieval poetic texts. One of these, Nos. 199, Ave
virgo speciosa, is the Magnificat antiphon for Second Vespers from a
rimed Marian Office’” and the music to which it is set is that of
Barbingant's Der pfoben sWwancz. Another, No. 200, is a setting of Flos
de spina, by Johannes Pullois, a poetic text often used as an antiphon
in Vespers of Marian Offices in Advent.15 The two remaining items are
No. 197, Alma redemptoris mater, which was still used as an Office an-
tiphon in the fifteenth century, and ﬁo. 204, O intemerata et in
aeternum benedicta, perhaps based on a Magnificat antiphon. The fasci-
cle concludes with No. 205, O Deus in quantis aviis, the liturglcal
usage of which is not known.

The sixth and sevent'.h fascicles of this section seem to have been
prepared as a unit and contain a variety of items, all in the hand of
seribe 1.16 The first of thess, a folding of six, fols. 2254236,
opens With three entries, Nos. 206-208, the text of each of which orig-
inally was entered only at the bottom of each page, at the conclusion
of the contratenor ﬁart. The incipit of the first of these is illegi-

ble; the second reads O pastor aeterne. The text of the third, the
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only one in which the text also has been underlaid in the superius
part, opens with the words Ave gemma claritatis and is taken fram a
rimed Office antiphon for St. Catherine of Alexandria, November 25,
the pa.tron saint of scholars. The fact that the texts of all three

of these items originally were entered only af the bottom of the pages
and that the second of them also occurs in Munich 3232 (Schedel song
book) with the text O beﬁta Marig and in Trent 90 with the inscription
De madame suggests that perhaps all three are contrafacta. The next
two items, Nos. 209 and 210, the first of which has only an incipit,

0 rosa bella, and the other no text at all, also may haw;e been destined
originally to be contrafacta that for same reason or another never re-
ceived their new texts.

Item No. 211, Natum infantulum, is a caﬁtio for (hristmas; it is
followed by what probably is a freely composed Marian motet, Sancta
Maria tu dulcedo. These, in turn, are followed by three motets, each
of which is bipartite in structure, with the prima pars notated in
tempus perfectum, the secunda pars in tempus imperfectum diminutum.

The first of thess, Adest dies celebris--In diebus illis, No. 213, is
in honor of St. Augustine, August 28, which suggests that perhaps the
manuscript was written for a cathedral where the canons followed the
Avgustinian rule, The second, Gaude flore virginali, is a Marian notet
that utilizes part of a poem by St. Thomas Becket in honor of the seven
heavenly joys of Mary.17 The third is a setting of the text of the
Magnificat antiphon for Second Vespers of Corpus Christi, O sacrum cone
vivium. That this item was intended for use as a motet and not as a

Magnificat antiphon is evident from its lengthy bipartite structure and
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fram the fact that the chant melod& traditionally used with the text
is not incorporated into it, as it was in the other setting of it, No.
162, All three of these items were probably written for use in the
Mass liturgy, elther at the elevation during the Canon, during the
distribution of Communion or at the conclusion of Mass. This is sug-
gested by the fact that during the fifteenth century optional texts
in bonor of the Blessed Sacrament or the Blessed Virgin regularly were
sung in the liturgy at the first two of these places and a motet in
honor of the Blessed Virgin or of the saint whose feast was being cele
ebrated nommally concluded the service.18 The fascicle continues with
a Marian item for Christmas, Natum jam collaudemus, No. 216, and cone
cludes with the beginning of one for general use on Marian feasts,
Nobis instat carminis, No. 217.19

The seventh fascicle, on the first page of which is notated the
remainder of Nobis instat caminis, consists of five foldings and one
gingle sheet, fols. 237-247, and contains nineteen complete items,
Nos. 218236, Thirteen of these are textless, which suggests that
perhaps this fascicle was intended to contain primarily contrafacta,
This conjecture is st;'engtheﬁed by several things. One is the identi=-
fication of the music of one of the texted items, No. 221, Congratula-

mini mihi, as that of the setting of Entrepris suis, by Bartolomeo

Brolo. Another is the appearance of internal repeat signs not only in
one of the textless items, No. 236, but also in the two lower parts of

one of the texted ones, No. 220, Ornatam monilibus, even though the

structure of the text in the superius does not pemmit a repeat at any

point. The presence of these signs indicates that the music probably

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



29
wag written originally for a secular text cast in one of the fomes
fixes; in these two instances the locétion of the repeat signs at
about only one-fourth of the way through the pieces suggests that of
the French ballade or German bar form. One of the texted items, Nos.
218 is for Christmas and three, Nos. 220, 221 and 222, are settings
of Marian texts whereas No. 234, Nova ins‘l'.ant cantica, 1s in honor of
St. Nicholas and No. 235, Nunc instant collaudare, is for the feast of
any bishop, whose name is to be inserted in the text at the point
where the abbreviation N(cmen) occurs. |

The eighth and final fascicle of the third section consists of
five foldings, fols. 248-251, all but the last two of which are in
the hand of seribe 1, The first item, No. 237, Beati qui esuriunt,
is in the form of a responsorial hymn and its text is derived from a
cantio that is preserved only in Bohemian sources.zo The content of
the text and the fact that the following two items are in honor of
St. Martin of Tours, November 1ll, suggest that perhaps this item also
was intended for use on that feast. The text of the first of the two
seitings definitely in honor of St. Martin, Domine Deus noster, No.
238, is an oration written in the classic Roman formm and style. This,
coupled with the fact that the tenor part is in the style of a sixthw
mode antiphon and is notated in equal values and consequently is proba-
bly a chant melody, makes it evident that the item likely was intended
for use as a votive antiphon at special devotional services in honor
of St. Martin, as a suffragiun at the close of Office Hours or in the
pre-Mass procession held on his feast. The text of the second item,

Martinus nam pusillus, No. 239, contains biographicai references and

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



>0

is a cantio. It is set for two discantus parts, a tenor and a contra-
tenor, all of which begin imitatively; stylistically it is related to
the cantiones found in fascicle four of this section, Nos. 181.185

and 194,

The next item, No. 240, is textless except for the inseription
fortune in the tenor and perhaps was intended tb be a contrafactam'.
It is followed by Videte, videte, which definitely is a contrafactum
and occurs in the Glogau song book with the text O intemerata. The
text used here is Deutérononw 32; 39-40, two verses from the Canticle
of Moses, the beginning of which, Attende, caelum, et loquor, was used
in the medieval Holy Saturday liturgy after the eleventh prophecy.

The liturgical usage of the two verses given here is not known. No.
242, 0 flos florens, is identical with No. 189, in the fourth fascicle
of this section. No. 243, Viminibus cinge, the tenor part of which is
notated twice, once in regular mensural notation and once with the
text placed directly on the staff on the appropriate lines or spaces
in a manner reminiscent of the notation used in the Musica Enchiriadis,
is a cryptic Latin piece with magical overtones; it perhaps was in-
tended for use at a non-liturgical New Year's celebration. No. 244,
§Eec_=iosa facta est, is a Marian item, perhaps a motet, the text of
which is, in part, identical with that of No. 195.

The remaining items entered by scribe 1, Nos. 245-249, are all
for Paschaltide. The first is a setting of thé ceremonial antiphon

Vidi aquam, three are settings of Salve festa dies and the last is the

antiphon Regina caeli, the finsl alleluia of which has the same trope

as does No. 170. The fascicle concludes with two extremely brief enw
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tries by seribe 2, each of which is for only two parts, They perhaps
were intended for use as responses to monophonic versicles; if this
is the case, they probably would have been i‘olldﬁed by an oration.
The entire text of the first, lNo. 250, is "Maria mater gratiae,! that

of the second, "Ave Maria, gratia plena, Dominus tecum,'
Fourth Section

The fourth section of the manuscript, fols. 258-286, is a collecw
tion of Office hymns and consists of three fascicles, the first two
of which are composed of six foldings. The third originally was com=
posed of five foldings but lost its last five folios before the foli-
ation and pagination were entered and now consists of what seem to be
five single sheets. The first two fascicles, fols. 258-269 and 270-
281, are primarily the work of scribe 1, whose intention here, as
with the Introits, was to compile a basic cycle for the entire church
year. The third fascicle, fols. 282-286, was begun by scribe 2, who
also made several entries into the two fascicles of seribe l. The
contribution of scribe 3 consists of one entry in each of the first
two fascicles and two in the third.

The first fascicle opens with a setting, in the hand of seribe 1,
of the votive antiphon Da pacem, No. 252, which probably was intended
'i:o gserve as & kind of dedicatory item for this section. The next
twelve items, Nos. 253-264, all but three of which are in the hand of
seribe 1, are Office hymns and precede the basic cycle for the litur-
gical year, which begins only on fol. 264r with No. 265, The first of

these is a setting of the even-numbered verses of the hymn Assunt festa
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jubilea, for the feast of the Visitation of the Blessed Virgin, July
2, and the second is a setting of the even-numbered verses of Confes-
sor Del lucidus, here assigned to the feast of St. Procopius, July 8.
The next two items, Nos. 255-256, are settings of the even-numbered
verses of O sancta wndi ﬁomim, for the feast of the Nativity of the
Blessed Virgin, September 8. They are followed by another setting of
the same hymn which was entered by seribe 2 and which remains textless.
No. 258 is a setting of the even-numbered verses of the Christnn'hymn
Veni Redemptor gentium, Next occur four settings of Quem terra, pontus,
aethera, Nos. 259-262, a hymn that has been used for many different
Merian feasts during the course of its history and for which no specif-
ic assigmment is given here. These are followed by the hymn Dies venit
victorlae, No. 263, for the feast of St. Wenceslaus, September 28, the
only hymn in the manuscript that provides a polyphonic setting for both
the odd and even-numbered verses--all others call for thé use of chant
in alternation with the polyphonically set verses. The final hymn of
this group. Quod chorus vatum, No. 264, entered by scribe 2, is for the

feast of the Purification, February 2. '

The basic cycle for the liturgical year begins on 264r, the right=
hand page of the middle opening of the first fascicle of this section,
with a four-part setting of the odd-numbered verses of Venl Redemptor
gentium, the Vespers hymn for Christmas at that time. It continues
with a four-part setting, optionally a_3, of the even-numbered verses
of A solis ortus cardine, No. 266, for Laudes of the same feast, after
which there occur two three-part settings of the even-numbered verses
of Veni Redemptor gentium, and two of the odd-numbered verses of A
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. Solis ortus cardine, The last of these, entered on fols. 265v-266r, is

followed by an opening, 266v-267r, both pages of which were ruled but
never received any music. Seribe 1 may have intended to enter here,
when one became available, a setting of the Vespers hymn for Epiphany,
"Hosgtis Herodes impile, gince the next opening contains two settings of
the cdd-numbered verses of the hymn for Vespers of Easter Sunday, Vita
sanctorum, decus angelorum, Nos. 271-272. The ﬁ.nai three pages of
this fascicle, 268v, 269r and 269v, originally were left blank by
scribe i, who continued his cycle in the next fascicle with settings

of verses from an Ascension hymr, Festum nunc celebre. The first two
of these pages later were utilized by scribe 1 himself, who added here
another setting of the odd-numbered verses of Vita se.nctormn:zl the
third page then was used by scribe 2 for ancther setting of Fastum
nunc celebre. Still later another addition was made by écribe 5. who
entered on the lower half of fol. 26Sr and without regard for the es-
tablished arrangqnent a setting of the third-mode melody usually as-
sociated with the hymn for Corpus Christi, Pange lingua ploriosi, but
which here erroneously is provided with the textual incipit of the
hymn Venl creator Spiritus. .

The second fascicle, fols. 270-281, contains thirty-one items,
Nos. 276=316. Twenty-one of these Were entered by scribe 1 as part
of his basic cycle, in addition to which he entered two items extrane-
ous to it. Scribe 2 made seven entries, five of which are Office
hymns, and scribe 3 made one.

The first three iteams in the fascicle are in the hand of scribe 1

and are settings of various verses of the Ascension hymn Festum nunc
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celebre, Nos. 276, 277 and 279, in the midst of which, on fol. 271r,
cccurs the only item entered here by scribe 3, a setting of the odd-

nunvered verses of the Vespers hymn fqr Pontecost, Veni creator Spi-

ritus, No. 278.  These are followed, on 27zr, by a setting in the
hand of scribe 2 of the even-numbered verse: of the same hymn. Per-
haps these two folios, 271r and 272r, originslly were intended for
settings of one or another of the Paschzltide hymns from the Common

of the Saints, such as Deus tuorum militiu.

The next five entries, Nos. 281-285, are again in the hand of
scribe 1. ‘he first of theseé is a setting of the even-numbered verses

of Veni creator Spiritus, the next three are settings of the odd-num-

bered vefses of the same hymn and the last is a setting of the odd=-
numbered verses of the hymn for Vespers of Trinity Sunday, O lux beata
Trinitas. The opening immediately following thése items, fols. 274v-
275r, was left empty by scribe 1; perhaps he intended to enter here
later a setting of the Vespers hymn for the Sundays after Pentecost,

Lucis creator optime. The first of these pages now contains another

setting of the even-numbered - s»ses of Veni creator Spiritus and the

second a setting of the even-numbered verses of Pange lingua, the Ves-

pers hymn for Corpus Christi, both in the hand of scribe 2. Next
there occurs another setting of the even-numbered verses of the same
hymn, No. 288, this one in the hand of scribe 1. It is followed by a

setting of the even-numbered verses of Ave Catherina, No. 289, a hymn

in honor of St. Catherine of Alexamdria; it is the only hymn in the
cycle that scribe 1 entered in the wrong place-~the feast occurs on

November 25. The next four items, Nos. 290-293, are settings of the
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odd-numbered verses of Pange lingua. All four were entered by secribe
1 and they conclude the temporal section of the cycle.

The sanctoral portion begins on fol. 278r with a setting in the
hand of seribe 1 of the odd-numbered verses of Exsultet caelum laudi-
bus, No. 294, the Vespers hymn for the feasts of Apostles and Evange-
lists outside of Paschaltide, the contratenor secundus of which is as-
cribed to Dufay. At the bottam of the same page there occurs the
first of the two extraneous items entered by scribe 1, Israel es tu
rex, the first verse of the responsorial hymn, Gloria, laus et ho .or,
The next page, fol. 278v, was ruled but contains no music. The sance
toral cycle continues on 279r with a setting of the odd-numbered ver-
ses of the Vespers hymn Ut _quaeant laxis, No. 296, for the feast of
St. John the Baptist, June 24. Immediately below it there occurs the
other extraneous item ehtered by scribe 1, Procedentem sponsum, a
Benedicamus Domino trope in the form of a cantio. The next page, fol.
279v, was left empty by secribe 1, who perhaps intended to enter here
later a setting of Aurea luce, the Vespers hymn for the feast of Sts.
Peter and Paul, June 29. It now contains a setting of verse 2 of Ut
quaeant laxis, No. 298, in the hand of scribe 2, who also entered on
the bof.tmn three staves of this page snd the next, 280r, a setting of
the respond and verse of Gloria, laus ot honor. The upper portion of
fol. 280r contains, in the hand of scribe 1, a setting of Gaude vis-
ceribus, No. 300, a Marian hymn geneia.'l.],v used on the feast of the As=
sumption, August 15, but often on other Marian feasts as well.

The next three items in this fascicle that are in the hand of

seribe 1 are from the Comon of Saints. These are Jesu corona virginunm,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



36
No. 301 (odd-numbered verses), for virgins; Iste confessor, No. 303

(odd-numbered verses), for confessors; and Urbs beata Jerusalem, No.

304 (second verse), fram the Oftice of the Dedicati<n of a Church.
On the bottom of the page containing the first of these seribe 2 later

entered a two-part setting of the verse of Gloria, laus et honor, No.

302, which is identical with the one he had entered earlier on fol.
137r, No. 125. The next item, No. 305, a later addition by scribe 1,
is a setting of the even~-numbered verses of thé Vespers hymn for the

feast of All Sain%é, November 1, Christe Redemptor amninm.zz The fi-

nal item of the fascicle was entered by scribe 2 and is a setting of

the even-numbered verses of Veni creator Spiritus.

The third and final fascicle of this section, fols. 282-286, con-
tains ten items, Nos. 307-316, all but the last two of which are in
the hand of scribe 2. The first three are settings of the odd-num-
bered verses of Vespers hymns f¥dm the Common of Saints: Deus tuorum

militum (One Martyr in Paschaltide), Exsultet caelum laudibus (Apos-

tles and Evangelists outside of Paschaltide) and Sanctorum meritis

(Several Martyrs outside of Paschaltide). The fourth, No. 310, is a
setting of the odd-numbered verses of the Vespers hymn for Trinity

Sunday, O lux beata Trinitas, and the two following are settings of

the odd-numbered verses of Ave maris stella, used at Vespers on many

of the lesser Marian feasts.. The next item, No. 313, is another set-

ting of Exsultet caelum laudibus, this time of the even-numbered

verses. No. 314, the last entry in the hand of scribe 2, is textless
but on the basis of the chant melody that appears in a modernized form

in the superius it can be identified as another setting of Sanctorum

meritis.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



) : | 37
In preparing this fascicle scribe 2 originally may have intended

to complete the cysle of scribe 1 as well as to enter other settings
of texts already included in it since three of the five texts for
which he provided settings are not to be found in either of the first
two fascicles. Scribe 3, hoﬁwer. again simply seems to have added
whatever items happened to be at his disposal, in this instance two,
Nos. 315 and 316, The first of these is a setting of the odd-numbered
verses of Ave maris stella, a 4, erroneously given the incipit Ave
Maria; the other is a setting of the even-numbered verses of Quem ter-

ra, pontus, aethera.
Fifth Section

The fifth and final section of the manuscript, fols. 287-306, is
devoted exclusively to settings of the Magnific;at ar;d consists of two
fascicles. The first of these, fols. 287-298, has six foldings and
contains seven complete settings, Nos. 317-323, and the beginning of
the superius part of an eighth, No. 324, &1l in the hand of scribe l. -
The second, fols. 299-306, now a folding of five with the last two
folios torn out, opens with the conclusion of a Magnificat and contin-
ues with three complete ones, all in the hand of scribe 1. These are
followed by three more entries, Nos. 328-330, the last of which is in-
camplete; all are in the hand of scribe 2., That this fascicle also
originally consisted of six foldings, the outer one of which was lost
before the fascicle was bound into the manuscript, is evident from the
fact that the superius for a verse 2 and part of a verse 4 on the last

page of the first fascicle, fol. 298v, No. 324, and the incomplete
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tenor part for verses 8 and 10 and the contratenor for verses 6 and

8 (verse 10 is a_2) on the first page of the second fascicle, fol.
299r, have been identified through a concordance as belonging to the
same setting. Therefore, a folio must be missing, the racto of which
would have contained the conclusion of the superius of verse 4, the
tenor of verses 2 and 4, and the contratenor of verse 2 (verse 4 is
a_2); on the verso there would have bsen the superius of verses 6, 8
and 10, and the beginning of the tenor part of verse 6. All parts of
verse 12 are missing and-one can only assume that these were never en
tered; logically they should have appeared on 299v, where instead, one
finds the beginning of the next setting, No. 325.

The first ten of the eleven settings entered by scribe 1 are ar-
ranged in a systematic manner in two groups of five each. In eachA
setting in the first group, Nos. 317-321, verses 2 and 8, 4 and 10,
and 6 and 12 are set to essentially the same musical material. The
third one, however, No. 319, is samewhat of an exception in that where-
as the superius parts fér verses 8, 10 and 12 are identical with those
for verses 2,4 and 6, the lower parts are not. The same exception
should be noted for verse 8, a 2, of No. 320, the latter half of the
lower part of which differs slightly from the latter half of the same
part in verse 2. In each of the fi;e settings in the second group,
Nos. 322-326, each verse receives unique treatment. No. 325, however,
might be an exception since settings for only three verses occur here,
assigned respectively to verses 2, 4 and 6. One might conjecture that
verses 8, 10 and 12 were to be sung to the same three settings and that

this Magnificat occurs out of proper order but one might also maintain
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that the settings for verses 8, 10 and 12 are missing because in every
instance in which these verses were to be sung to the same music as
Were verses 2, 4 and 6, this fact was clearly indicated by the under-
lay of the full texts or at least of the incipits of both the texts
beneatix the one musical setting to which they belonged and this does
not happen here.

Other principles of organization can also be detected. Within
each of the two groups those settings that havé the same sequence of
mensurations for the various verses are grouped together and those
settings that essentially are for three voices occur before those cal~
ling for four voices. Surprisingly, there seems to have been no at-
tempt to arrange them, even within groups, according to the canticle-
tone 6n which they are based.

The eleventh setting, in the hand of scribe 1, No. 327, stands
outside the arrangement described above and probably was entered same-
what later but before the entries of scribe 2.%7 It is a_3 and verses
2 and 8, 4 and 10, and 6 and 12 share the same music.

The remaining three settings, Nos. 328-330, are in the hand of
scribe 2. The first seems to provide music only for verses 2, 4 and
6 but, as in No. 325, verses 8, 10 and 12 may well have been sung to
the same music. The second explicitly calls for this arrangement.

The third is incomplete; the scribe simply stopped at the bottom of
fol. 305v and never continued on 306r, the last folio of the manuseript.
This setting, however, is preserved in its entirety in Trent 91, and

there it has a separate setting for each of the six verses.
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From this desceription of the contents of Strahov it is evident

that the compilers succeeded in assembling in one manuscript polyphon-
ic settings of almost all of the texts that would have been performed
in this manner in the celebration of the liturgy in the Germanic areas
during the latter half of the fifteenth century. The only missing item
of any great importance is the Introit for Trinity Sunday, Benedicta
sit, which at that time nommally would have been used on all Sundays
after Pentecost. Consequently, the Strahov manuscript is an excellent
example of a late fifteenth-century polyphonic Liber Usualis and un-
doubtedly was used almost daily for several years toward the end of
that century. Its withdrawal from use could have been prompted elther
by changing musical styles or by the even more drastic changes in li-
turgical practices and devotional attitudes that resulted from the tri-
umph of humanism at the beginning of the sixteenth century. Probably

it was prompted by both.

lpamdtnfk Nfroantho p{semnictvi.

2pobroslav Orel, "Der Mensuralkodex Specialnfk" (unpublished Ph.D.
dissertation, University of Vienne, 1914).

3Dobroslamr Orel, "po¥dtky uns1ého vicehlasu v éechfch (The Origins
of Polyphonic Art-Music in Bohemia)," Sbornik filozofickej fakulty
university Komenského v Bratislave (Miscell of the .Faculty of Philos-
ophy of the University of Bratislavas. I (1922), 143-214; "Stilarten der
Mehrstimmigkeit des 15. und 156. Jahrhunderts in Bdhmen," Guido Adler-
Festschrift (Vienna, 1930), pp. 87-91.

Iy

Dragan Plamenac, "German Polyphonic Lieder of the 15th Century
in a Little-Known Manuscript," Bericht iiber den siebenten internatio-

nalen musikwlssenschaftlichen Kongress, Kdln, 1958 zKassel, 19593. PP
21415.

5Dragan Plamenac, "Browsing Through a Little-Known Manuscript,"
Journal of the American Musicological Society, XIII (1960), 102-11.
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6Mrs. Jitka Snfzkovd, of the Conservatory of Music in Prague,
who kindly examined the manuscript in great detail for me and pa-
tiently answered many gquestions concerning its construction, hes in-
formed me that all of the identifiable watermarks in the manuseript
can be traced to paper manufacturers active in south-eastern Germany
in the last third of the fifteenth century, a fact that strengthens
this assumption..

“That this was the practice in Bohemia can be seen from the
fifteenth-century Kuttenberg Graduale, Ms. 15501 of the Austrian
National Library. This manuscript gives but one basic formulary
for use in all of Advent. This formulary contains only a single
Introit, Offertory and Communion but provides several different
lesson chants, some of which seem to have been intended for use
on the Sundays of the season, others for Marian votive Masses.

8Towand the end of the Middle Ages the use of votive Masses
on Sundays as well as on week days had become a common practice.
Thus, the Mass for Easter Sunday was used generally also on the
five Sundays immediately following Easter, that of Ascension Thurs-
day on the Sunday following that feast, and the Mass of Trinity Sun-
day or sometimes that of Pentecost on all of the Sundays after Pen-
tecost. Similarly, the Mass of the Fourth Sunday of Advent normally
was used on all the Sundays of that season. See Adolph Franz, Die
Messe im deutschen Mittelalter (Freiburg, 1902), p. 151. From this
fact it is evident that the cycles of Mass Propers found, for exam-
ple, in Trent Mss. 88 and 90 are essentially complete cycles in
terms of fifteenth-century practice.

A movement to limit the use of votive Masses on Sundays and
to restore the traditional formularies began at the very end of the
fifteenth century. One of the most influential figures in this move-
ment was the papal master of ceremonies, Johannes Burchardus, of
Strassburg, whose important Ordo lMissae appeared in 1502 and irmedi-
ately received wide circulation; see Joseph A. Jungmann, The Mass of
the Roman Rite, trans. by Francis A. Brunner (New York, 1951-55), 1.
135-33., _The early sixteenth-century cycles of Mass Propers such as
that by Isaac and those found in some of the Jena manuscripts reflect
this change in liturgical practice and probably were called forth by
the need for settings of many formularies not in use in the preceding
century. .

9Only a textual incipit appears here; presumably it calls for
the same text as that which appears in full in No. 297.

10gntiphonale Romanum (Rome, 1912), pp. 205-08.
11309 below, Chapter VI.

121me text of the entire parody is given in Franz, Die Messs,
Pe 7556 '
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13joannes Deminicus Mansi, ed., Sacrorum Conciliorum Nova et
Amplissima Collectio, XXIX (Paris, 1904), 108.

lh5ee Chapter XII for details.
155ee Chapter X for details.

16During the course of these two fascicles certain calligraphic
features characteristic of scribe 1 undergo gradual changes until at
the end of the second fascicle the hand is hardly recognizable as
his. Three other items entered by him, Nos. 273, 305 and 327, also
exhibit the same features as found at the conclusion of the second
of these two fascicles. Because one can deduce from their location
within the manuscript that these three items are later additions, one
may assume that these two fascicles were written somewhat later than
were thie others he prepared. ‘

17565 Chapter X for details.

laJungmann, The Mass of the Roman Rite, I, 133-34; II, 210, 214«
16, 404-06 and 457-58, See also Jules Houdoy, Histoire artistique
de la cathédrale de Cambrai (Paris, 1880), p. 87; and Frank Ll. Har-
rison, Music in Medieval Britain (London, 1958), p. 228,

19an alternate text, Stella caeli extirpavit, is given at the end
of the tenor part.

20pnalecta hymnica, I, No. 13.
2lsee above, n. 16.

225ee above, n. 16.

235ee above, n. 16.
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II. RELATED SOURCES

The total number of entries in Strahov is 330 but since ome of
these, No. 165, is a fragment and another, No. 111, consists of but a
single voice-part the actual number of complete compositions is 328,
Nine items, however, appear twice and thus the nnnbér ;f differeat com-
plet§ works is only 319,‘212 of which ~re unica. Consequently, the
manuscript substantially adds to‘the repertory dating from ai;ut 1445«
1485,

The remaining 107 different items are also preserved in one or
more of 29 other manuscripts. As can be seen in table 2, the majority
of the concordances exist in one or another of elaven manuscripts of
south-German origin, conclusive proof that Strahov bel.ngs to this
tradition. There are almost no concordances in manuscripts known to
be of Bohemian origin except, of course, for the Specialnik codex, and
it can hardly be regarded as a typical Bokemian source. There is no
real relationship, either, between Strahov and the manuscripts of
Italian or French origin esince most of the concordances found in these
are limited to a few exceptional pieces that enjoyed unusually wide-
spread popularity. Thus, it is evident that the compilers of the
Strahov manuscript followed the normal practice of the time and
assembled the music needed for the celebration of the liturgy of
their church from sources most readily accessible to them.

43
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17 (=146), 59, 268.
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315.

221,
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163, 322,

163.

141, 200,
200,

* For expla.natioh of manuscript sigla, see page L86.




III, THE COMPOSERS

The majority of the items in Strahov appear there anonymously.
Thirty-thiree, however, are attributed to one or amother of seven
composers, in addition to which the composers of twelve more entries
can be identified through concordances, The composer represented by
the largest number of settings is Johannes Touront, Ten items are
ascribed to him, four anonymous settings can be attributed to him on
the basis of other sources, and a fifth may possibly be his, Nothing
is known about his life but in view of the origin of the two principal
sources for his works--Strahov and the Spoci&in{k cédexm-one might
conjecture that he was a Czech, He may have been blind since the

most popular of his compositions, G gloriosa regina mundi, preserved

in eleven manuscripts, is attributed to a "Cecus" in Codex 431 of
the Biblioteca Comunale of Perugia. Those ascribed to him in Strahov

include a Mass Ordinary cycle, Nos. 75-78 and 81; O generosa nata David,

No. 186; O florens rosa, No. 188; Nova instant cantica, No. 234;
and two textless items, Nose. 233 and 236, The four items appearing
anonymously in Strahov but attributed to him elsewhere are

Recordare virgo, noe. 142; O gloriosa regina mundi, No. 163; a setting

of the hymn Pange lingua, No, 288; and Ave virgo gloriosa, No. 132.

No. 322, a Magnificat that is anonymous in Strahov, may also be by

him since it is ascribed to "Cecus" in Perugia Cod. 431, the source

that designates his O gloriosa regina mundi in the same manner,

45
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A Mass-motet cycle, Nos. 99~103; an alternate setting for the
first invocation of an Agnus Dei, No. 115; and a Regina caeli, No.
171, are indicated as being by a certain Philipi, Philipi ffrancis or
simply Phi. Nothing at all is known of this composer; perhaps he is
identical with the Phillipon of the Specialnik Codex, whom Orel iden-
tifies with Basiron.2

Five items are ascribed to Johannes Pullois, whose neame' appears
as pilois Johannes in Strahov, a relatively well-known composer who
spent a number of years in the Papal Chapel. Four of these are Mass
Ordinary items, Nos. 133, 134, 135 and 150, and the fifth is a setting
of Flos de spina, No. 200. A sixth item, O pastor aeterne, No. 207,
has been identified through concordances as a contrafactum of his
chanson De madame, which appears in one source with the text O beata
Maria,”

Standly, an obscure English composer previously known oﬁly from
a Mass Ordinary in Trent 88 and one or two motets, is represented in
Strahov by another Mass Ordinary, items Nos. 56, 144, 147, 148 and
149. An Agnus tertium No. 151, also was attributed to him originally
but his nahe has been crossed out here, seemingly by the scribe who
entered it. The stylistic discrepancy between this item and the
others attributed to Standly make it unlikely that it is a work of hisH

T™wo settings of the Sanctus, Noé. 154 and 155, and one of ihe
Agnus Dei, No. 152, are ascribed to a composer simply called *flemmik,"
a designation which undoubtedly is an indication of national origin--
flemish~-~rather than a proper name. The two Sanctus settings also oc-

cur in both the Specialnik Codex and Trent Ms. 88, in the latter of
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which the Agnus also appears, paired with the first of the Sanctus set-
tings. 1In Specialnik the Sanctus settings are both attributed to "flem-
mik" but they, as well as fhe Agnus Dei, appear anonymously in Trent Ms.
88.

Two items, Nos. 168 and 169, settings a 3 and a 4, respectively,
of the antiphon Regina caeli, are attributed to Batty (Batten?), anoth-
er composer about whom nothing is known. A three-part Sanctus attribe
uted him in Specialnik also appears anonymously in Prague Ms., VI.C.20a,
fol. 94r. Orel and Plamenac have suggested that he might possibly be
identical with the H. Battre, several of whose works appear in the fi-
nel fascicle of Trent Ms. 87.° This is not impossible although there
are considerable stylistic differences between the two settings of Bat-
ty and those of H. Battre. The Batty items are in a style approaching
that of the early Josquin generation and must date from about thirty
years later than those attributed to H. Battre in the Trent manuscript.

One textless two-part item is ascribed to a "watlin frew,! who
has been iden‘hified by Plamenac as Walter Frye.6 Another of Frye's

works, O florens rosa, appears twice in Strahov, Nos. 189 and 242,

anonymously both times.

Dufay's name also appears in Strahov, where it is spelled duffay.
It occurs, however, neither at the top of the page on which the compo-
sition it accompanies is entered--Nos. 294, a four~pari seiiing of the

hymn Exsultet caelum laudibusw-nor at the superius or tenor part but

rather at the beginning of the contratenor secundus, immediately after
the designation of this voice-part. Plamenac has examined this item

in detail and convineingly shown that only the contratenor secundus
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can be attributed to Dufay.7
The composers of five other works have been identified or the
basis of attributions found only in other manuscripts. BRerbingant is

represented by No. 199, Ave virgo speciosa, a contrafactum of his

popular Der pfoben swancz, and Bartolomeo Brolo by No. 221,

Congratulamini mihi, a contrafactum of his Entrepris suis par grant

lyesse. Nos., 94 and 95 have been identified as the Kyrie and Gloria

of the Missa Ayo visto lo mappa mundi by Johannes Cornago and No. 382,

which appears as an isolated Sanctus in Strahov, proves to be from a
complete cyciic Ordinary by Johannes Vincenet in Trent Ms. 91. Thus,
45 of the 319 different compositions in Strahov (as well as one
véice-part of another) can be definitely assigned to a composer,

leaving a total of 274 anonymous ones.

AAiPeter Gulke, "Johannes Touront," MGG, XIII, 592-93,

20re1, "Der Mensuralkodex," ps 90
3Peter Gilke, "Johannes Pullois," MGG, X, 1955-57.
#Peter Gulke, '"'Standly," MGG, XII, 1171,

5Plamenac, "A Little-Known Manuscript," pe 103; see also Orel,
"Der Mensuralkodex,' pe 292.

6P1amenac, "A Little-Known Manuscript," ppe 104-07; see also
Sylvia Kenney, Walter Frye and the '"Contenance Angloise" (New Haven,
1964), p. 28.

"Plamenac, "A Little-Known Manuscript," ppe 107-08.

¢
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IV. 1ASS PROPERS

Sixty of the items in the Strahov manuscript are Mass Propers.
All originully appeared anonymously but a modern hand has written

the name of Touront above No. 142, the Offertory Recordare virgo

mater. Also, with but a single exception, all concordances are anon-
ymous. The one exception is the concordance to the above-mentioned
Offertory that occurs in Hradec Kralovd Ms. II.A.7, the so-called
specidinfk Codex, where this item is ascribed to Touront. The attri-
bution of this item to Touront in this manuscript can be accepted as
correct because it is one of the principal sources for this composerts
music. Since Dobroslav Orel examined the Strahov manuseript during
the course of his study of the Hradec Kraflove’ codex it was probably
he who entered Touront!s name above the same item in Strahov.l

According to one writer there is a possibility that six of the
Strahov Propers, Nos. 9, 11, 12, 13, 29 and 31, are the work of Dufay.
These six items also appear in Trent Ms. 88 and are among the large
number of Mass Propers there that Laurence Feininger believes to have
been camposed by him. His arguments, briefly set forth in the preface
to his edition of these settings, Monumenta polyphoniae liturgicae

Sanctae Ecclesiae Romanae, Series II, I, are based on stylistic con-

siderations.? They are not totally convineing, however,-.and it is
safer to consider these items as anonymous. Thus, only a single item,

No. 142, can, with confidence, be attributed to a composer.

49
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The actual number of musically different settings of Propers is

only 57 since two items appear twice and a third is a contrafactum.
No. 2 is nothing more than a corrupt version of No. 3, one setting of
the Introit Gaudeamus was entered once by scribe 1 (No. 146) and again

by scribe 2 (No. 17), while No. 42, a 4, Ecce advenit, entered by

seribe 3, is a contrafactum of No. 36, a 3, Salve sancta Parens, en-

tered by scribe 2.3

Thirty-six of these 57 different settings are unica. Of the 21
which are also preserved in one or wmoure sdditional sources, the con-
cordances for 18 occur exclusively in one or another of the five later
Trent manuscripts, Nos. 88, 89, 90, 91 and 13, while concordances for
the other three also occur in Berlin Ms. 40098 (Glogau song book),
Munich Ms. 3154 or Hradec Kralove Ms. II.A.7.

The vast majority of the sixty entries, fifty, in fact, are In-
troits, 26 of which were notated by scribe 1, 19 by scribe 2 and five
by scribe 3. The remaining ten items are one Offertory, two Commun-
ions, three Sequences and four Alleluias, all of which were copied by
scribe 1.

Each of the settings utilizes in some manner, in one voice or
another, the chant melody traditionally associated with each of the
texts. In 44 of the 57 musically different settings it occurs in a
modernized form in the superius or, if the superius.is silent brief-
ly, in the contratenor, which is then the uppermost sounding voice.
In two settings it occﬁrs in the tenor with a similar treatment whilse
in nine it appears in the tenor in equal note-values. In the latter

case it is sometimes notated in its original chant form, sometimes all
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in breves in what might be described as white chant notation. In ei-
ther case each individunal note represents a durational value equal to
that of the tactus of the other parts. Finally, in two instances, the
chant is used in a modernized foxrm in one voice in one section of the
setting and in another voice in another setting, sometimes in a trans-
position. |

A detailed presentation of the facts on which these summary state-
ments are based is given in Table 3. Here are indicated the items enw
tered by each scribe, which items are unica, the sources for the con-
cordances for the others and the manner in which the chant is utilized
in each setting. Unless otherwise indicated (A = Alleluia, S = Se-
quence, 0O = Offertory, C = Communion), all items are Introits. The
"sign * indicates that the item is given in transcription in Appendix
I, the sign # that it has been published in Monumenta polyphoniae

liturgicae Sanctae Ecclesiae Romanae, Series II, I.

Mn examination of all the Mass Propers reveals certain signifi-
cant differences between most of those entered by scribes 1 and 2.
Before discussing the various stylistic aspects of the contributions
of each scribe, however, a few comments need to be made concerning ba-
sic approaches comon to all the settings in their use of pre-existent
materisl. For the moment, therefore, it will be sufficient to state
that the items entered by scribe 1 date, for the most part, from about
1440 to 1460 while those by scribe 2 were probably written between
about 1455 and 1475 (see below, pp. 60-64), Thus, the Mass Propers
date from two different style periods; those copied by scribe 1 are of

the middle to late Dufay-Binchois period whereas most of those copied by
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seribe 2 are representative of the early Busnois period and the tran-

sitional stage leading to it.

As mentioned above, the pre-existent material is treated in
three different manners. The most frequent, by far, is that in which
the chant is modernized, that is to say, reshaped according to the
prevailing melodic style, and placed .in the superius.u' The procedure
by which this was done, whether the composer was of the Dufay or
Busnois generation, was a relatively simpie one, First, the basic
musico~textual phrases were separated from each other by the inser-
tion of resis; occasionally, these basic phrases were themselves\ sub-
divided into smaller phrases when the textual syntax permitted. Then,
simultaneously with the modernizing of the chant in the superius, the
tenor was added. Only after these two parts were completed was the
contratenor written.

In reworking the chant the camposer usuzlly, but not always, re-
tained all the notes of the original; if any notes were omitted it
was generally fram cadential passages. For the most part only slignt
modifications were made in the chant at the beginnings of phrases,
with more extensive ones often being introduced as the phrases pro-
gressed. Also, the notes of the original chant were usually allotted
longer durational values than were the notes added by the composer.
The result of all these changes was a melodic line that was complete~
ly contemporary in style yet obviously patterned on a chant melody.

| In adding the tenor to the modernized chant in the superius the
composer generally observed two principal rules. The first of these
was that the tenor should slways cadence at the octave below the su-
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perius at the end of each phrase. The other was that each phrase,
other than the initial one, preferably should begin with an interval
other than that of the octave, usually a third or a sixth, between
the superius and tenor. The interval between the superius and tenor
at the beginning of the initial phrase generally was an octave, some-
times a fifth. The decision as to which of these two intervals to
use here does not seem to have been influenced by the degree of the
scale occupied by the first note of the superius, even though that
pitch was but rarely that of the final of th; mode. See, for example,
transcriptions 2 and 12 (Strahov Nos. 5 and 39), both of which are

settings of the Introit Scio cui credidi. The first note in the su-

perius of each setting is an a', the fifth of the mode of the chant,
yet in the first of these the tenor is an octave below it, in the
other a fifth. Illustrations of the other points made above can be
found in any of the transcriptions in which the chant is modernized
and in the superius.

The text usually appears in full in the superius of settings
utilizing the chant in that voice part. It is never underlaid in
full in a lower part in a setting of this kind; no more than a brief
identifying incipit is ever given for a tenor or contratenor part.
In a few instances the text of the superius is incomplete (Nos. 39,
40, 41) or only an incipit is present (Nos. 9, 11, 38) while one set-
ting is completely textless (No. 23). These exceptions undoubtedly
are the result of nothing other than scribal csrelessness.

The normal performance practice of most of the items in this

style calls for the use of a chant intonation and in every instance
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but two in which this is the case the intonation is notated immediate-

ly before the beginning of the superius part. Often it appears wWithe
out a clef sign. When this situation occurs sometimes it must be read
as if it had the same clef sign as the superius part but frequently it
must be read as if notated with a tenor or some other clef. In any
case, it probably was sung by the singer who performed the chant-bear=
ing superius. The two exceptions occur in Nos. 31 and 40. In each of
these the intonation immediately precedes the tenor part but in both
instances it must be read as if it had the same clef sign as does the
superius part. In Nos. 15, 23, 24 and 27 the intonation inadvertently
has been omitted whereas in No. 142 the composer treated the tradition-
al incipit polyphonically.

In the 11 settings which utilize the chant melody in the tenor
two different types c;f treatment occur. In two settings, Nos. 16 and
36 (=42), the chant is used in a modernized form in the tenor and it
is interesting to note that both of these are in four ’parts.5 Here a
procedure analogous to that used when the chant was to be placed in
the superius was followed. The phrases were separated by rests and re-
worked to bring the melodic line into confomity with the style of a
tenor part of the time and the superius was added in such a way that
‘it usually cadenced at the octave above simultaneously with the tenor
phrases. In No. 16, transeription 6, the superius has brief rests aft-
er its cadences with the tenor whereas in No. 36 (=42) it continues its

6

movement without any interruption. On the basis of harmonic style one

can assign these two pieces to about 1455-1460.
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In the remaining nine settings, Nos. 18, 26, 30 and 44-49, the

chant appears in the tenor without any changes whatsosver. All note
values are equal and no rests are inserted to articulate the phrases.
All the composer did to prepare his basic fr;mework was to compose the
superius above it.7

Two different approaches in the writing of the superius can be
found in the settings of this type. In the stylistically earlier ex-
amples the superiug usually cadences at the octave above the tenor at
the end of each of its phrases in one of two ways. If the penultimate
note of the tenor phrase is a step higher than the ultimate note the
superius usually has a 7-6 suspension-resclution figure or similar
melodic pattern over the penultimate note and then moves to the octave
above the ultimate note. If, however, the ultimate and penultimate
notes occur on the same pitch, the 7-6 suspension-resolution or simi-
lar figure in the superius occurs over the antepenultimate note of the
tenor, provided it has the necessary 2-1 melodic relationship with the
penultimate note, and the cadence concludes at the penultimate note of
the tenor. The superius then rests over the ultimate note of the ten-
or phrase. Examples of this can be found in No. 26, transcription 9,
measures 10-11, 16-17, 28 and 31-32. An example of the manner in which
the superius may be treated when a phrase of the chant does not cadence
in a 2-1 stepwise fashion either at the ultimate or penultimate note
cen be seen in measures 22-23 of the same setting. In settings with
this kind of treatment the original phrases of the chant melody are de=
lineated by means of these cadences, both through the melodicline of

the superius and the hammonic constructs that result from the relation-
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ship between the superius and tenor.

A different treatment is used in three of the settings that have
the chant in the tenor in equal values. In Nos. 47, 48 and 49 the
composer deliberately negated or at least obscured the cadential im-
plications of the various chant phrases by the marmer in which he con-
structed his other voice parts. Never do the other voices harmonical-
1y or melodically cadence simultaneously with the tenor phrases. See,
for example, No. 48, transcription 14. Significantly, the tﬁree setw
tings in which this kind of treatment is used are stylistically the
most recent of the settings and probably date from about 1470-1475.

Strahov No. 46, transcription 13,‘has both kinds of cadential
treatment. In measures 7-8 and 20-21 there occurs the type of treat-
ment described above as typical of the earlier settings while in meas-
ures 15-16 the cadence is obscured in a manner .typical of the later
settings.

The situation in regard to text is more complex in this group of
settings than it was in those that used the chant in the superius. In
Nos. 16 and 42 (=36), both of which are a 4 and use the chant in a
modified form, the text occurs only in the superius whereas in No. 36
(=42), a_3, no more than the incipit appears but it is found in both
the superius and tenor.® Also, in No. 18, the only setting a 4 that
uses the tenor in equal values, the text appears only in the superius.
Tt should be noted that this setting is of the same style as Nos. 16
and 36 (=42).

The remaining eight items that have the chant in the tenor in

equal values, Nos. 26, 30 and 44.49, are all a 3 and in a slightly
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later style than the others. In each of these the text appears in
full in the tenor, in addition to which it also appears in full in
the superius of No. 49 and partially in the superius of No. 30. It
is interesting to note that in the styliétically most advanced items,
Nos. 44-49, the tenor is given in its original chant notation while
in all the other settings it is notated in white breves.

In only six of the 11 settings with the chant in the tenor, all
of which are Introits, is there the customary soloistic intonation
and, surprisingly, this intonation is assigned to the superius in
every instance but one. The exception is No. 36, where it eccurs be-
fore the beginning of the tenor part, even though in No. 42, the
contrafactum of this setting, it occurs in the superius.9 In the re~
maining five items, Nos. 18, 26, 45, 46 and 47, polyphonic treatment
begins with the initial note of the chant. ‘

The two settings in which the chant is used in more than one voice
and in a transposition as well as at the original notational level are

No. 176, the Alleluia Pascha nostrum, and No. 179, the Sequence Lauda

Sion. 1In the first, transcription 17, the chant is always used in a
modernized form. In the respond it occurs in the superius at the orig-
inal notational level, in verse 1 a portion is transposed and in verse
2 it migrates. Verse 1 opens with twd-part writing between the superi-
us and contratenor and éontinues with two~part writing using the con-
tratenor and tenor and in both of these sections the chant appears in
the higher-sounding voice. In the next two-~part section, using the
superius and contratenor, part of the chant used in the preceding sec-

tion is repeated in the superius at a fourth below the notational
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level at which it normally would appear. In the concluding three-part

section it appears in the superius at the correct level. In verse 2
the chant, except for a very brief migration to the upper voice, oc-
curs in the contratenor, which here is essentially a true middle voice
because it but rarely moves below the tenor. Undoubtedly, the use of
the chant in the contratenor in verse 2 and its brief appearance in a
transposed position in the superius in verse 1 was prompted not by a
desire for variety of treatmenf. but simply by the excessively high
range of the chant, which extends up to an a' notationally.

Xﬂaenever the chant appears in the highest-sounding volce in this
setting this voice part and the tenoxj form the basic structural frame-
work and are related in the manner described above in the discussion
concerning the use of the chant in the superius., When, however, the
chant appears in the contratenor in a three-part section this relation-
ship often is transferred to the contratenor and superius and these
constitute the basic framework to which the tenor is then added. See,
for example, measurés 65, 81-82 and the final measure of the transcrip-
tion of this item, No. 17 in Appendix I.

In No. 179, transcription 18, the chant occurs only in the two
lower voices and because of its essentially syllabic character it was |
subjected to a minimal amount of modification, much of which was re-
stricted to the cadences of the various versicles. In the second pair
of versicles it is quoted with no changes whatever except for the in-
sertion of one semibreve rest.0

In the first two pairs of versicles the chant is assigned to the

contratenor at its nomal notational level. In the remaining versicles
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it appears in the tenor, transposed either to the lower fifth or the
upper fourth. Here, as in No. 176, this movement of the chant materi-
al from one voice to another and its transposition undoubtedly was
prompted by considerations of range for it is precisely those versi-
cles with a higher range that appear at the lower fifth, those with a
lower range that are raised a fourth and those with a middle range
that are untransposed and assigned to the contratenor. It is inter-
esting to note that in versicles 1-2 and 3-4, where the chant appears
untransposed and in the contratenor, the final note of the chant, g,
is used as the fifth, not the root, of the ultimate chord. By means
of this treatment the composer brought these two pairs of versicles
into tonal confoﬁmity with those in which the chant was transposed
down a fifth or up a fourth and in which the final of the chant, now
a ¢ rather than a g, always served as the root of the final chord.

On the basis of melodic and harmonic features those settings en-
tered by seribe 1 can be assigned to the years about 1440-1460. Three-
part settings in the style of the Burgundian chanson predominate and
give an admirable view of the evolution of this compositional approach.
In several items in this style the tenor frequently moves in parallel
sixths with the superius, the contratenor in fourths, and only the
skillful use of anticipations and suspensions in one or the other of
the upper voices disguises the harmonic simplicity of these pieces.

In other settings the tenor again moves to a great extent in parallel
sixths with the superius but the contratenor tends to avoid:parallel
moverent and freely crosses below the tenor. In what must be the most

recent of the settings in this style the tenor also tends to avoid par-
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allel movement with the superius except at cadences and the contraten=-
or appears below the tenor with great frequency and often moves by
leaps of a fourth or fifth.

The two principal hamonic csadential formulae used are the V116-1
and octave~leap cadences. These basic harmonic constructs are melod-
ically ornamented in the various ways usual in this type of writing.
Of particular interest in this regard is the use of the "under-third"

- melodic formula in th; contratenor when it does not appear simultane-
ously in the superius. This figure normally is found in the superius
alone or in both the superius and contratenor but rarely in the contra-
tenor only. An example of its use in this manner may be seen in
Strahov No. 10, transcription 5, measure 1l of the ordiginal contra-
tenor; vther settings in which it occurs are Strahov Nes., 3(=2), 8 and
22, |

Several of the settings, including some of those also found in
Trent Ms. 88, closely approximate the style of Dufay. Most of the
other items differ from these primarily in thelr use of a simpler, less
fluid and supple melodic line in the superius; also, parallel fifths
occasionally can be found in them. |

Imitation occurs in only three of the items in this group. In
two of these, Nos. 3 (=2) and 32, both of which are Introits, it oc~
curs but briefly. In the third item, however, No. 179, the Sequence
Lauda Sion, imitation occurs at the beginning of six pairs of versi-
cles and usually all three voices participate, even if only for two or
three notes. In a few of the Introits there are short passages in two

parts only (Nos. 4, 8, 11, 12, 13 and 15), and in three of the four
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Alleluigs in the manuseript (Nos. 91, 92 and 176) there are to be found
rather lengthy sections of two-part writing. In two items, Nos. 11 and
22, there is a brief section in a differant mensuration or proportio_n;
both of these are Introits.

The four settings a 4 entered by scribe 1, Nos. 7, 16, 18 and 142,
date fram about 1455-1460. Although» the melodic conflguration of the
superius parts of these items is not too different from tho;t of many
of the other items entered by the same scribe, they lie outside of the
Burgundian chanson style by virtue of thelr thicker texture and the
use of a second, lower contratenor part that often functions as a true
bass even though it does not yet descend into the lower ranges. See,
for example, transcriptions 3 (Strahov No. 7) and 6 (Strahov No. 16).
Imitation is absent from Nos. 7, 16 and 18 but occurs with considerable
frequency in No. 142, sometimes with all four voices participating.

A few of the items entered by seribe 2, Nos. 17 (=146) and 27,
transcription 10, for example, are in the style of many of those in the
hand of scribe 1. The majority of them, however,_axhibit_i‘eaturés more
characteristic of the Busnois generation and must date from about 1465-
1475.. In these settings an equally florid type of writing tends to be
used ih each of the parts (with the exception, of course, of those
items in which the tenor sf.ates the chant in equal values), and pafal—
lel tenths and sixths between any two of the veices occur with con-
siderable frequency. Imitation is used occasionally and in one _setf.ing,
Strahov No. 1, transeription 1, there is a long melismatic passage in
one volce against notes of long duration in the other two. The total

range is extended dowrward and in many of the items there is much use
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of non-quartal harmony. 11

Three new cadential formmulae also are to be found.

Example 1
a) "Authentic" b) "Deceptive" ¢) "Plagal"
)
g & o L& o J

The first of these performms the same basic function as do the

Vo

~I and octave-leap cadences and occurs with great frequency in
those settings which utilize the lower range. It is the only type of
cadence used in Strahov No. 36 (=42) but its exclusive use is excep=
tional; generally the VII6-I and octave-leap cadences continue to ap=-
pear along with it in these later items. What is of particular sig-
nificance is the tendency to limit the use of all three of these ca=
dences to the ends of larger sections armd to use the two other new
formulae, the "deceptive! and "plagal," at the conclusion of shorter
phrases where a less definitive, more tentative feeling of rest is
desired. This use of cadences capable of conveying a greater or les-
ser degree of finality and the judicious placing of them is one of the
more important features of the newer style. These various stylistic
features may be seen in Strahov Nos. 1, 46 and 48, transcriptions 1,
13 and 14,12

A few of the items entered by scribe 2 are transitional in nature
and contain elements of both the earlier and later styles. See, for

example, Strahov No. 9, transcription 4s here the cadences used are
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those typical of the earlier period but the use of the lower range as

Wwell as the parallel tenths between the superius and contratenor in
measure 8 are characteristic of the later period.

The four items entered by scribe 3 are not particularly distince
tive and belong to the transitional period. |

1see above, p. 1.

zLaurence Feininger, ed., Monumenta po oniae liturgicae Sanctae
Ecclesiae Romanae, Series II, I (Rome, 195?%. .

3The nature of the rela.t:.onsh:.p between the two pieces can be seen
by comparing them with their two concordances in Trent Mss. 89 (242v-
243r) and 91 (215v-216r). In both of these sources the piece appears
a 4 and with the text Salve sancta Parens. A contrafactum is possible
here because the chant melodies associated with the two texts are theme
selves essentially identical, that of Salve sancta Parens being no more

than a slightly modified version of Ecce advenit, the original of the
two plainsong settings.

“For a detailed discussion of this mamner of treating a chant mela
ody- in a polyphonic setting in the second quarter of the fifteenth cen-
tury see Edgar H. Sparks, Cantus Fimmus in Mass and Motet, 1420-1520
(Berkeley and los Angeles, 1963), ppe 43-05.

SFor a discussion of this type of treatment in the second and
third quarters of the fifteenth century see ibid., pp. 65«68 and pp.
191-92,

6'Ifhe first seven measures of this item, as found in Trent Ms. 89,
are printed ibid., p. 192,

7A discussion of this type of treatment appears ibid., pp. 91-93
and pp. 193-9%. Among the fifteenthecentury theorists who treat of it
are Guilielmus Monachus, De preceptis artis musice (C.E.H. Coussemaker,
ed., Seriptorum de Musica medii aevi, Nova series, Vol. III, p. 293 and
Pe 295) and Johannes Tinctoris, liber de arte contrapuncti, Lib. II,
Cap. 21 (Coussemaker, Scriptorum, Vol. IV, pp. 130=31

8‘Ihe full text appears in the superdus in both of the concordances
in the Trent Mss.

9The intonation precedes the superius in both of the Trent concor-
dances.
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10mese statements are based on a camparison made with the version
of the melody common to fifteenth-century chant manusecripts such as the
Kuttenberg Graduale amd St. Gall Ms. 546, not with the version found in
the Solesmes editions.

nFor a discussion of nonequartal hammony in secular music in the
latter half of the fifteenth century see Charles Warren Fox, '"Non-

Quartal Harmony in the Renaissance,™ Musical Quarterly, XXXI (January,
1945), 33=53.
12

For more detailed information concerning the use of these and
other cadences of the early Renaissance see Robert W. Wienpahl, "The
Evolutionary Significance of 15th Century Cadential Formulae," Journal
of Music Theory, IV (November, 1960), 131l-52.
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V. MASS ORDINARIES

Eighty-eight of the entries in Strahov are Mass Ordinary items
but because one Kyrie is entered twice (66=70) the number of different
compositions is only 87. Twenty-nine of these entries are plainsong
settings that utilize a chant melody in some mamer or other whereas
54 belong to one or another of the 16 musically unified cycles that
are represented in the manuscript by one or more items. The five re-
maining entries do not seam to be based on a chant melody nor have

they been identified ag members of a cycle.
Settings Based on Plainsongs

Twenty-two of the plainsong items are Kyrie settings, one is a
Gloria, five are settings of the Sanctus and one is an Agnus Dei, Ta=-
ble 4 indicates which of these were entered by each scribe, which are -
unica, the sources in which concordances for the others may be found,
the cantus firmus for each, the volce-part(s) in which it occurs and
the manner in which it is treated. The underscoring of an inventory
number indicates that the item is troped whereas an asterisk after a
number indicates that the item appears in transcription in Appendix I.

In the column headed Cantus Firmus the siglum MEL refers to the catalog

of medieval Kyrie melodies by Margareta Melnicki, Das einstimmige Kyrie

des lateinischen Mittelalters;t BOS indicates the catalog of Gloria

melodies by Detlev Bosse, Untersuchung einstimmiger mittelalterlicher
66
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Table 4

Scribe 1 Scribe 2 Scribe 3

Unica Others Unica Others Unica Others Concordances Cantu
50 MEL 1
51* MEL ?
52 Tr89 MEL 4
-5-3- Spec, Fran MEL 4
54 MEL 1
55 MEL ]
57 MEL ¢
— 59 Tr90, Mu3154 MEL :

60 MEL :

61 MEL :

£2 MEL !

& L

6l MEL :

65 MEL |

- 66=70 Tr90 MEL !

67 MEL |

68 MEL

70=66 Tro90 MEL

71(ak) MEL

72(ak) MEL

73 MEL

Yad MEL

69(a) BOS

85(8)*(ak) TH 2
Pe 1

113 (S) TH ?

Pe 1

118(S) TH :

Pe 1

127(8) TH 1

154(8) Tr88, Spec TH !

(alkt)
115(4) (xv:
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Table 4
Scribe 3 ) Chant in: .
mica Others Concordances Cantus Firmus 2:3: T;g;f 2;5;1 e:ﬁ:;
MEL 126 x
MEL 39 (I) migrating
Tr89 MEL 48 (II) x
Spec, Fran MEL 48 (II) migrating
MEL 18 (IV) migrating
MEL 171 (IX) migrating
MEL 78 (V) x
Tr90, Mu315h4 MEL 39 (1) x
MEL 111 migrating
MEL 39 (I) x
MEL 48 (1I) migrating
MEL 78 (V) x
MEL 18 (1IV)
MEL 48 (1I)
Tr90 MEL 18 (1Iv) x
MEL 18 (1IV) x
MEL 171 (IX) x
70=66 Tr90 MEL 18 (1V) x
71(ak) MEL 48 (II) X
72(ak) MEL 78 (V) x
.7—3. MEL 18 (1IV) x
74 MEL 78 (V) x
— BOS 23 (IX) X
TH 32, var, migrating
pe 118 (XVII)
TH 32, var, x
p. 118 (XVII)
TH 32, var, p 4
pe 118 (XVII)
TH 185 x
Tr88, Spec TH 49 (IV) wigrating
(XviI) x
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Melodien zum "Gloria in Excelsis Deo;"2 and Iil signifies the Sanctus
catalog cumpiled by Peter Josef Thannabaur, Das einstimmige Sanctus

der romischen Messe in der handschriftlichen ﬁberlieferu_ng des 11,

bis 16, Jahrhunderts.” The roman numerals in parentheses in the same

column are the numbers assigned to these melodies in all the various
current editions of the Graduale Romanum and Liber Usualis. Unless
otherwise indicated (G = Gloria, S = Sanctus, A = Agnus Dei), the
items are Kyrie settings.

All of the settings based on plainsong are anomrmoﬁs except for
No. 154, attributed to "flemmik," and an alternate setting of the first
invocation of an Agnus Dei, No. 115, which is asc:'t'ibed to Philipi
ffrancis. The majority also are unica, suggesting that many of them
are the products of musicians active at the place where Strahov was
compiled. Almost all exhibit the same general compositional approach,
stylistic features and methods of cantus firmmus treatment as do the
Mass Propers and, as before, settings entered by scribes 1 and 3 are
in a somewhat earlier style than those entered by scribe 2, many of
the entries of scribe 2 utilize the chant in the tenor in equal values
and it is interesting to note that all but one of the settings of this
kind entered by him, No. 61, have the plainsong notated in its original
neumes.l"' |

Only a few settings stand apart from the others by reason of the
rather free manner in which the pre-existent material is treated. OUne
of these is the first of the Kyrie settings entered by scribe 1, No.
51, transcription 19. Here the chant melody, appears in the op.ening

section in a modernized form in the superius but the treatment is ex-
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tremely free and the chant is clearly identifiable only in the first
nine or ten measures and in the last three or four. The remaining
five or six internal measures do not seem to utilize it at all. The
second section begins with the chant clearly present in the tenor in
long notes but once its identity has been established the camposer
makes almost no further reference to it. The final section is prob-
ably freely composed although certain motives found in both the tenor
and superius may have been derived consciously from the chant melody;
see, for example, measures 6 and 7 of the tenor part of this section,
the motive of which may have been based on notes 4 through 9 of the
original chant for this Kyrie.

Two other interesting examples are Nos. 85 and 154, both of which
are four-part settings of the Sanctus. In each of these the pre-exist-
ent material moves rather freely between the tenor and superius and ap-
pears in long notes as well as in a modernized form. No. 85, transcrip-
tion 20,‘ serves as an example of this kind of treatment.

A limited number of chant melodies is utllized in this group of
items. This is particularly true of the Kyrie settings, 19 of which
are based on one or another of only five different plainsongs drawn
from the more ancient and widely used portion of the Gregorian reper-
tory. One of these, MEL 39 (I), serves as the basis for three settings,
Nos. 51, 59 and 61, none of which is troped. This chant melody tradi-
tionally was reserved for use on Easter and the immediately following
Sundays and undoubtedly the three Strahov settings i:ased on it also
were intended for use on the same occasions.

The formal structure of the chant melody is AAA-BBB-CCC!, with C!
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differing from C only through the use of a few introductory notes.
This form is reflected in the polyphonic settings. Two of these, Nos.
51 and 59, each consist of three sections amd each section utilizes
respectively a single statement of A, B and C. In No, 51 the men-
suration of the sections is C, £ and O whereas in No. 59 all are no-
tated in f#. No. 61 consists of four sections, the i‘oﬁr’hh of which is
a setting of C!, and here the mensurations used are Kyrie (A): 0,
Christe (B): £, Kyrie (C): 0 and Kyrie ultimum (C?): O.

Five other Kyrie settings, Nos. 52, 53, 62, 65 and 71, utilize
MEL 48 (II), which during the later Middle Ages most frequently was
used for the greater feasts of the temporal cycle and sometimes also
on the prinecipal Marian feasts. In current liturgical books it has
the form of AAA-BBB-CCC!', with C! differing from C only in that it
contains a repeat of .the initial phrase. Iis original form, however,
must have been AAA-BBB-C!C'C', This is evident from the earliest
tropes written for use with this melody. In them the texts to be in-
serted into the final three Kyrie invocations all have the same num-
ber of syllables and this number calls for form C' rather than C.

Four of the five polyphonic settings based on this chant melody,
Nos. 52, 53, 62 and 65, are each coamposed of three sections, the first
of which always uses A, the second B and the third C'. In No. 52 all
three sections are notated in O and in No. 53 all are in f. Nos. 62
and 65 both have their three sections notated respectively in 0, £
and O. No. 71 differs from the other four in that it has two settings
for each section: AL (a_&4): C; A2 (. 3): 0; B (a #): C; i (a3):

0; c*t (2.2): C; and C'? (a.3): 0.5
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All five of these settings are troped. The text for Nos. 52, 62,
65 and 71 is Fons bonitatis.é in addition to which No. 52 has a second

text, Sacerdos sunmle,7 given at the end of its tenor part. The text

of No. 53 is Virginitatis amator,® In the late Middle Ages Fons boni-
tatis generally was sung at Masses in honor of the Holy Trinity and
thus the polyphonic settings with this trope probably were intended
for use on the Sundays after Pentecost since in the fifteenth century
& votive Masgs in honor of the Holy Trinity usually was celebrated on

those days. During the same period Sacerdos summe was used at the

first Mass of a newly-ordained priest9 and Virginitatis amator was one
of the tropes used on the greater Marian feasts.

That these liturgical assigmments were followed in Bohemia in the
fifteenth century can be seen from a manuscript Graduale of the period
that was written for use in Kuttenberg, a city located a few miles
east of Prague. This manuscript, preserved in Vienna at the Austrian
National Iibrary where it has the call number 15501, has on fols. 3v-
7r a large number of tropes, all of which are to be used with the same
melody, MEL 48 (II).]'0 These are arranged in proper liturgical order
and are assigned to the principal feasts of the temporal cycle, begin-
ning with Christmas, and to the more important Marian feasts. Among

them one finds Fons bonitatis with the inscription "Sancta Trinitate,"

Virginitatis amator with the heading '"De EMV quando placet" and Sacer-

dos sume with the designation "Novi Sacerdotis in Prima Missa."
In all troped Kyrie settings in Strahov the text of but a single
invocation is given for each of the three sections.m' Thus, the texts

of all the tropes in Strahov (and the same generally is true of these
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found in similar fifteenth-century polyphonic manuscripts such as the
Trent codices) consist of but three rather than nine versicles.ll
Even in No. 72, which has two settings each for A, B and C!, the same
versicles from Fons bonitatis are underlaid in each of the two settings
in each section. The texts of the tropes that are used in Strahov with
MEL 48 (II) are given below. It should be noted that the Chrisie ver-
sicle of Virginitatis amator differs substantially from all three of
those found in the original; it is, in fact, largely taken from the

Christe trope of Fons bonitatis.

Fons bonitatis

Kyrie, fons bonitatis, pater ingenite

a quo bona cuncta procedunt, eleison.
Christe, unice Dei patris genite,

quem de virgine nasciturum mundo mirifice

sancti praedixerunt prophetae, eleison.
Kyrie, ignis divine, pectora nostra succeﬁde,

ut digni pariter prociamare possimus semper, eleison.

Sacerdos summe
Kyrie, sacerdos sume, hunc novum respice
sacerdotem solemnizantem, eleison.
Christun hodie in altari cernite
tali specie sicut vere die parasceves
pro nobis pependit in cruce, elelson.
Kyrie, qui tibi novum elegisti sacerdotem,

fac ipsum hodie corpus tuum digne tractare, eleison.
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Virginitatis amator

Kyrie, virginitatis amator ineclite,
pater et creator lMariae, eleison.
Christe, hagie gigas fortis gemine,
quem de virgine nasciturum mundo mirifice
sancti praedixerunt prophetae, eleison.
Kyrie, qui incarnatus de Mariae ventre natus

sub nostra specie corpus elegisti Mariae, eleison.

Six entries, Nos. 54, 64, 66 (=70), 67, 70 (=66) and 73, utilize

MEL 18 (IV). The tropes Cunctipotens genitor and Rex virginum tradi-
tionally were used with this melody but.none of the Strahov setltings
based on it contains any indication calling for these or any other
tropes. Neither are any liturgical assignments given unless, perhaps,
the puzzling inscription found in the superius of No. 70, "Summum,"

was intended to designate one.12

On the basis of traditional usage
one may assume that these settings were used on various greater feasts
of the temporal cycle and perhaps on some of the Marian feasts.

The form of MEL 18 (IV) as it occurs in current liturgical books
is AAA-BBBLCCQY, with C! differing from C only in that it contains a
repeat of the initial phrase of C. This seems to have been its orig-
inal form since in the tropes used with this melody the number of syl-
lables in the text of the ultimate invocation always demands the use

of C! whereas the number in the texts assigned to the two preceding

ones calls for C.
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Two of the settings using this chant, Nos. 64 and 67, consist of
three sections, each of which uses, respectively, A, B and C; neither
has a setting of C'. In the first of these the mensurations are 0,
and O whereas in the second all are notaied in 0. No. 66 also consists
of only three sections but at its second appearance, No. 70, it has an
additional fourth section based on C! and labelled Kyrie ultimum. The
mensurations used in No. 70 are 0, f, C3 and O. Interestingly, the

| Kyrie ultimum does not provide a different polyphonic treatment for
the repeat of the initial musical phrase of C!'; rather, it sets it but
once and then simply inserts a repeat sign in all parts.

No. 73 also consists of three sections, the third of which uses a
repeat sign after the iﬁitial phrase and thus with one setting provides
for both the C and C* statements; the mensurations here are 0, £ and C.
The final section of No. 54 is also constructed in the same manner but
this entry differs from all the others based on MEL 18 (IV) in that it
provides two different settings for the initial Kyrie. All sections
are notated in O.

Four settings, Nos. 57, 63, 72 and 74, are based on MEL 78 (V),
which has the form AAA-BBB-AAA, and all four use the trope Magne Deus.]3
In its original version this trope contained references to Christmas
and Epipheny and generally was used throughout Christmastide. The
polyphonic settings in Strahov probably were used on a varisty of oc=-
casions, if one can judge from the assigmments given for Magne Deus in
the Viernna Ms. 15501, fol. 7r, which include St. Stephan, Circumcision,
Holy Trinity (!), Corpus Christi and several saints of local importance

such as Sigismund, Wenceslaus and Procopius. The use of this trope on
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such widely divergent feasts was made possible by the fact that the

shortened form of three versicles inwhich it generally was used in the.
fifteenth century lacked all references to Epiphany and most to Christ-
mas. The text of this trope as it appears in Strahov is as follows.
(It should be noted that thne Christe versicle in Strahov is not one of
those originally forming part of this trope; it does, however, occur

in many fifteenth~century chant sources, including Vienna MS. 15501.)

Magne Deus

Kyrie, magne Deus potentiae,

liberator hominis transgressoris mandati, eleison.
Christe genite, quem culpas Adae

qui venisti solvere, eleison.
Kyrie, cuius natus Emanuel

restauravit quod Adam primus homo perdidit, elelson.

Three of the settings using MEL 78 (IV), Nos. 57, 63 and 72, con-
sist of three different sections, that is to say, they provide a difw-
ferent setting for each of the two Kyrie sections and might be deseribed
as having the form A=-B-A! in contrast to the form of the original chant,
AmB-A; their mensurations are C, f, O; O, £, O; and O, C, O. No. 74,
hawrever, consists of but two sections since only a single setting of A
is used for both Kyrie statements; this results in the form A-B-A, with
the mensurations being 0, ¢ and 0.

The fifth and last of the more ancient chant melodies used for
plainsong Kyrie settings is MEL 171 (IX), on which two settings are

based, Nos. 55 and 68. Its formal scheme is ABA-CDC=EDE!, one of the
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more complex to be found in the older repertory. Various Marian tropes
were still used with this melody in the fifteenth century, including
Cum_jubilo, e the one originally associated with it, as well as other
more recent ones such as Angelorum Damina .15 Although none of these oc-
curs with the settings in Strahov, it is evident that at least one of
the settings in the manuseript, No. 68, was intended for use on Marian
feasts because it is paired with a Gloria setting, No. 69, that con-
tains the Marian trope Spiritus et alme.

Cne of the settings based on MEL 171 (IX), No. 55, consists of
but three sections, all of which are notated in f. Each incorporates,
respectively, melodic units A, C and E of the chant melody, that is,
the material of the first and third invocations of the first Kyrde and
the Christe sections and that of the first invocation of the final
Kyrie section. There is, however, nothing to indicate that the set-
ting of the A and C material is to be sung twice, as there is in No.
68, In this entry, each section of which is notated in O, polyphony
is provided for each invocation, with the sections using A and C cle#r-
1y labelled as serving for both Xyrie I and I and Christe I' amd I°.
A single setting of melodic unit D also serves for both Christe I2 and
Kyrie IIZ although here the material is notated twice, once with the
Christe text and once with the Xyrie text. Thus, this entry is the
only setting in Strahov of a Kyrie based on a plainsong in which the
performance practice is unambiguous, the only one in which it is fully
evident as to how nine invocations are to be a.clrx:i.eved.l6

The remaining two Kyrie settings, Nos. 50 and 60, are based on

late medieval melodies of Germanic origin, neither of which appears
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in current liturgical books. MEL 126, used in No. 50, has been found

in less than two dozen manuseripts, all of which date fram between
about 1400-1600.7 Tt does not seem to have been troped.t® In Vien-
| na Ms. 15501, where it occurs on fol. 16r (incorrectly cited in MEL

as on 15r), this chant has the form AAA-EBB-AAC, with C being con-
structed from material derived fram both A and B. The rubric indicate
ing its liturgical use reads "Canitur a.lterna:bﬁ.m de damina ferialibus
diebus et in octavis." The Strahov setting based on this chant, which
consists of three sections all notated in £, may well have been intended
for use on the same occasions. | '

No. 60 is based on MEL 11l. This melody has been found in but
about 60 manuscripts and was in use only slightly longer than MEL 126--
fran approximately ilLOO to 1700.]‘9 Also preserved in Viemna Ms. 15501,
18r-19r (not 17r, as cited in MEL), it has there the inscription "De
domina incidentale et de virginibus quum placet." In this source it
is also provided with the trope Clementissime, only cne of at least six
that were associated with this chant.20 It has the form AAA-BBB-CCD,
with D using in a transposed position material from A. The Strahov
setting based on this chant, No. 60, consists of three sections, all
notated in ¢ and utilizing respectively A, B and D. Surprisingly, the
D material appears here a fifth lower than its normal position in the
chant melody, resulting in a final cadence for this section that is a
fifth lower than those of the first and second sections. Undoubtedly,
the entire third section must be read a fifth higher than notated.

The only plainsong setting of the Gloria in Strahov is No. 69 and,

as mentioned above, it is paired with Kyrie No. 68. It is based on
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BOS 23 (IX), one of the oldest of the Gloria chants, and contains the
Marian trope usually associated with this chant melody, Spiritus et
2lme.?l It is cast in the bipartite fom frequently used for Gloria
settings of the period, with the second section beginning at Qui tol-
lis. Both sections are notated in O. In style it is identical with
Kyrie No. 68.

Three of the five plainsong Sanctus settings, Nos. 85, 113 and
118, are of particular interest because they all are based on a spe
cific variant of TH 32 (XVII) that is cited on page 118 of the Than-
nabaur catalog and listed as being preserved only in the Kuttenberg
Graduale, Vienna Ms. 15501. The inscription found with this chant in
this manuscript, on 48v-49r, is "Sanctus de martiribus." The original
form of the chant, however, is a very ancient one and has been used
on a great variety of feasts, as can be seen from the various tropes
for :1'1:.22 The fact that three different settings based on the vari-
ant were included in the Strahov manuscript makes it seem unlikely
that the compilers of Strahov intended it to have as limited an ap-
plication as that called for by the Kuttenberg Graduszle.

Two of these settings, Nos. 113 and 118, are simple and unpre=
tentious pieces that are not particularly distinguished by imagina-
tive writing nor are they devoid of awkward passages. No. 85, tran~
seription 20, however, is the work of a skillful composer who treats
the pre-existent chant in a greater variety of ways than is to be
found in any other plainsong Ordinary item. Regrettaﬁly. it is anon=-
ymous because it is one of the better settings of this entire group.

Tts style, in fact, is very similar to that of the four-part works by
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Johannes Touront, such as No. 142, Recordare. All that can be safely

said at the moment, however, is that, because it is an unicum and be- -
cause the exact form of the melody on which it is based has, to date,
been found only-in a Bohemian source, it may well have been camposed
by a (Czech?) musician active at the place where the Strahov manue
seript was compiled.

TH 49 (IV), the most widely used and most troped of all the
Sanctus chant melodies during the Middle Ages, serves as the basis
for but one setting, No. 154, the only plainsong item attributed in
its entirety to a composer, namely "flemmik." This setting is an un.
usually long and elaborate one and closely resembles No. 85 stylistie
cally. Undoubtedly, it was intended to be sung, as was the chant on
which it is based, only on the greater feasts of the church year.

The fifth of the Sanctus settings, No. 127, is based on TH 185,
a melody not found in current liturgical books but which occurs in
the Kuttenberg Graduale with the trope Deus pater judex ,;]usi‘.:’::l;:’t.a.e.23
No indication is given there as to its intended liturgical usage but
the text of the trope suggests that at Kuttenberg it probably was
sung on feasts' of the temporal rather than sancteral cycle. Unfor-

~ tunately, the Strahov setting based on it is incomplete; it lacks the
Benedictus and, seemingly, the second Hosanna. It is possible, however,
that here, as in all the other Sanctus settings in Strahov that are
based on plainsongs, the first Hosanna section simply was repeated
after the Benedictus because in TH 185, as in TH 32 (XVII) and TH 49

(IV), the same melody is used for both Hosamna statements.
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The only Agnus Dei setting in Strahov that is based on a plainsong,
No. 115, uses the chant that occurs in Mass XVII in current liturgical
books.’?'l" This chant, A-B=-A in form, is related musically to Sanctus TH
32 (XVII) in several ways and from about the middle of the fourteenth
century to the end of the sixteenth it was paired with it in chant manu-
scripts.2’5 In view of this and because No. 115 has the same kind of
cantus fimus treatment and style as do two of the Sanctus settings
based on TH 32 (XVII), Nos. 113 and 118, and because all three of these
settings were entered by scribe 2 in as close a proximity to each other
as possible in the fascicle prepared by scribe 4, one may safely assume
that the Agnus Dei setting was intended to be used on the same occa=-
sions as were the Sanctus settings Nos. 113 and 118.

The Agnus Dei setting consists of the usual three sections. They
are notated in £, ¢ and 0; surprisingly, the text of all three reads
'miserere nobis." It is possible that the original form of the setting
consisted of only the first two sections since the superius and contra-
tenor of the third section have inseriptions that read, respectively,
“primun alterum" and "primum (sc. Agnus) philipi ffrancis." Thus, what
appears to be the third section of this section may have been intended
to be an alternate setting of the first section and would thus be the
only section that may be attributed to the composer named at the cone
tratenor part.

Mass Cycles

On the whole, the Ordinary items based on plainsongs are of little

interest musically since the vast majority of them are nothing more
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than the most perfunctory kind of service music, another indication
that most of them probably were the work of composers active only in
the area where Strahov was compiled. This is not the case with the
cyclic Masses, however, of which there are sixteen represented in
Strahov by one or more items. These cycles are not only of musical
but also historical interest because they exemplify most of the dif-
ferent means whereby fifteenth~century composers established relation-
ships among the various items constituting the Ordinary of the Mass.
In each, of course, is found the simplest, most obvious and unsophise
ticated methods the use of the same style and finalis in all move-

| ments. Additional means, however, are used in most of them and with
but a single exception all of these methods are variants of but one:
‘the use of some kind of common musical material in same similar manner
or other in each of the movements. The exception, used with great
frequency and usually in conjunction with same kind of cormon musical
material, consists in casting correspofxding subdivisions of the vari-
ous items of a cycle in the same mensuration.

The items of each cycle represented in Strahov (including possi-
bly related motets) are listed in Table 5, the sources of concordances
to the cycles as a whole are given, the prinecipal unifying devices are
indicated and modern editions and transcriptions are cited. The cycles
are listed not according to their appearance in Strahov but rather ac-
cording to their unifying devices. DIQe refers to the series Denkmaler

der Tonkunst in Osterreich; MPL stands for Monumenta polyphoniae litur-

gicae Sanctae Ecclesiae Romanae, edited by L. Feininger; Giulke denotes

the Opera Omnia of Johannes Pullois, edited by Peter Gulke and pub-
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Table 5

A
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Composer and Title

Items in Strahov

Concordances

Unifying Devices

Modern Edition

1.

2e

3e

[

Se

7

8.

9.

Johannes Touront

Sine nomine (a 3)

Standly

Sine nomine (a 3)

Johannes Vincenet
De madame (a 3)

Anonymous
Sine nomine (a 3)

Johannes Pullois

Sine nomine (a 3)

Anonymous
F-fa-ut (a 3)

Anonymous
Meditatio cordis (a 4)

Anonymous
Sire nomine (a 3)

Anonymous
Sine nomine (a 3)

K~GeCmS-A
75-78, 81

K-G=C=S-AY? 2

56, 144, 147-149

s

82

S

86
G-C-5-A%

133-135, 150

G-C
97-98

G~C=S~-A
87-90

G-C
79-80

K=G-C-S-AT

108, 104, 105, 107, 109

Tr89; G-C-S-A

Tr91; K-G-C-S
Tr89; K-G-C-S-A
Tr00; S

Tr87; K-G-C-S-A
Tr90; G-C-S-A

Tr93; G-C-S-A

Tr89; K-G-C-S-A

Tr88; M

Tr89; K-G
Spec; C

Style and finalis

Mensurations

Mensurations, motto

Mensurations, motto

Mensurations, motto

Mensurations, mottos
initally and inter-

nally

Mensurations, tenor
(modified)

Mensurations, tenor
(strict)

Inconsistent use of
mensurations; tenor
at beginning and end
of sections only,
freely modified

Gottlied

Appendix I

Davis

Gottlieb

Opera Omnia

Gottlieb

Appendix I

Appendix I

Gottlieb
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10.

11.

13.

1k,

15,

16.

Anonymous
Sire nomine (a 3)

Anonymous
Sine nomine (a 3)

Anonymous
Sig sald und heil (a 3)

Philipi
Hilf und gib rat (a 4)

Anonymous
O rosa bella (a 4)

Anonymous
Rozel im gorten (a 4)

Johannes Cornago
Ayo vizto lo mappa mundi

@3

Anonymous
Veterem hominem (a &)

Anonymous

Veni creator Spiritus (a 3)

G

79~80

K-G-C-S-AT

108, 10%, 105, 107, 109

tn

G=C=S=A~M
99-103

K-G-C-S-A-M
136-141

G-CuS-A>
110, 112, 114, 116

K-G
94-95

G-CeS=A
128, 130-132

K=G=C=S=-A
119, 120, l22-124

Tr89; K-G
Spec; C

Tr91; K=G=C-S-A
(a_l)

Tr89; M

Tr89; K-G-C-S-A
Modl56; K-G-C-S-A

Mi2269; M (dif.
text)

7r88; G-C-S-A

Tr88; K-G-C-S-A

Tr88; K-G-C-S-A

(strict)

Inconsistent use of
mensurations; tenor
at beginning and end
of sections only,
freely modified

Inconsistent use of
mensurations; migrat-
ing melodic material
used imitatively

Mensurations, motto
and tenor (modified)

Mensurations, motto
and tenor (modified)

Mensurations, motto
(modified) and tenor
(greatly varied)

Mensurations, motto
and tenor (modified)

Mensurations, motto
and tenor (strict)

Mensurations, common
polyphonic material;

~ parody Mass (?)

Gottlieb

Appendix I

DTOe, 22

Appendix 1

MPL I-II

Appendix I
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lished by the American Institute of Musicology, 1967; Gottlieb indi-
cates Volume IT of the unpublished doctoral dissertation of Louis Gott=
lieb, "The Cyclic Masses of Trent Codex 89," submitted to the Univer-
sity of California (Berkeley) in 1958;20 and Davis signifies the dis-
sertation of Bertran Earl Davis, "The Works of Johannes Vincenet,"
University of North Carolina, 1960.

The cycle by Johannes Touront is thé least unified of all. It has
neither tenor nor motto nor is there any correspondence between the se~
quences of mensurations used for the various subdivisions of any two
items. One might even question whether all of the movements were writ-
ten at the same time because, even though all end with the same finaiis,
the Kyrie begins in an entirely different tonal area than do the other
items. The absence of the Kyrie from Trent Ms. 89, which contains the
other items of the cycle, also suggests that it might have been come
posed independently of them. Nevertheless, the work is of considerable
musical value and exemplifies one of the compositional approaches used
for a cycle when a composer wished neither to base the various items
on corresponding plainsongs nor to relate them through the use of same
cammon material.??

Two other Masses known to be by Touront are preserved in Trent
Ms, 89, Nos. 531-535 (fols. 47r-56v), and Nos., 682-686 (fols. 258r-
273r), and it is interesting to note that in the first of these there
also is no great degree of relationship smong the various items where-
as the second makes use of both a tenor and a motto.

The items constituting the Mass by Standly have only a slightly

greater degree of relationship than do those of the Touront cycle,
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This results primarily from the use of the same sequence of mensura-
tions in most of the items. The Kyrie, Gloria and Credo are all cast
in a tripartite form and in each the mensurations used are 0, ¢ and 0.
Furthermore, the first section of each of these three items begins and
ends with 2 hammonic coﬁstruct on g and the second opens with one
built on ¢ and closes with one on g. The third section of the Kyrie
and Gloria also open and close with chords on g but the Crede deviates
at this point and opens with one on ¢ but concludes, of course, with
one on g.

The Sanctus is divided into five sections, the first, third and
fifth of which, Sanctus, Hosanna I and Hesanna II, are the principal
ones ard thése are related to the three sections of the Kyrie, Gloria
and Credo through the use of the same mensurations: O, £ and 0. The
second and feurth sections, Pleni sunt and Benedictus. are a 2 and
have the same mensurations as the sections that precede them. The
first, fourth and fifth sections both begin and end with chords on g'
whereas the second and third, which alse close on g, open, respective=
ly, with constructs on d and f. The Agnus Dei may be incamplete since
only two invecations are given, the second of which is a_2. Beth are
notated in 0 and begin and end with chords built on g.

Despite the assertion contained in the article on Standly in Die

Musik in Geschichte und Gegenwart, the Mass is not based on a tenor;28

this is immediately evident from an examinaticn of the transcription of
the cycle given in Appendix I, Nos. 21-25. Neither has it a motto al-
though the Gloria and Credo do have nearly identical beginnings. In
this lack of a tenor and motto it is similar to the only other Mass
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known to be by Standly. Preserved in Trent Ms. 88, Nos. 436440 (fols.
314v-322v), it also uses neither of these devices; all of its items are
cast‘in a bipartite form, with the first section of each always notated
in 0, the second in C. It is of interest primarily because in each
movement the tenor and contratenor are always derived from a single no=-
tated part.

The other cycles in Strahov also make use, at least to same extent,
of a sequence of mensurations in their items, in addition to which they
employ other methods for strengthening the relationships among them.29
Four of them use the same or similar musical material, a musical motto,
at the beginning of each item. One of these is the three-part cycle by
Johannes Vincenet, the Agnus Dei of which is not preserved. The Kyrie
is tripartite and notated in C, # and O whereas the Gloria and Credo
are bipartite and written in C and £. The Sanctus is in three princi-
pal sections in C, O and O, between each successive two of which there
is a section a 2, the first in C, the second inv¢. Thus, the movements
are not too closely related by the mensurations of the various sections.
All of the items open, however, with the same musical phrase, the es-
sential elements of which are the melodic figures in the superius and
the tenor. The figure in the superius is immediately recognizable, as
is the one in the tenor because of the delayed entry of the superius,
and consequently it is evident to the listener that the various items
of the Ordinary are, indeed, intended to constitute a unified cycle.

Material derived from an opening motto may also serve to unify
the various sections of an item and here the melodic figure in the

superius is used for this. In each of the items this figure, sometimes
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transposed down a fourth or up a fifth, appears in a modified form
either at the beginning of the tenor or superius part of a second or
third section and thus helps to unify the various seetions within each
item.

An opening motto may also serve a symbolic purpose if it is de-
rived from a pre-existent work by calling to mind the text of that
work. The motto here probably functioned in this manner for many fif-
teenth=century worshippers. This Mass has always been considered to
be freely composed and hence cited as a Missa Sine nomine. BEven Davis,
whose doctoral dissertation dealt with the complete works of Vincenst,
says nothing more about this particular Mass than M"insofar as is known,
this is a through-composed Mass, Unity is provided through the use of
head-motifs and the sections are united also with respect to mode."30
It is probable, however, that instead of being a Missa Sine namine it
is a Missa De madame because the opening motives of the superius and
tenor are clearly borrowed from the same parts at the beginning of

Pullois! chanson De mademe au bien corps gentil.31 The motives in

both the superius and tenor of the Mass are, of course, cormonly en-
countered in the music of the mid-fifteenth century and had but one
or the other been used alone it would have been impossible to deter=
mine the specific scurce from which the borrowing might have taken
place. The use of the two together, however, clearly points to the
Pullois chanson as the source for the motto.

In all probability the Mass was intended for use on Marian feasts
since the chanson on which it is based would have been used as a source

for the motto not for musical reasons but because the text could be in-
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terpreted as applying to Mary. Indeed, the first line of it says much
the same thing as does the opening of one of the favorite antiphons of
the period: "Tota pulchra es, amica mea." Thus, the motto would also
have served to call to mind the text and thus the worshipper would
have been constantly reminded throughout the service of her in whose
honor the Mass was being celebrated.

The anonymous three«part Missa Sine nomine, No. 4 of Tabie 5, of
which only the Sanctus is in Strahov, is another of the Masses repre-
sented there that make use of a motto in addition to a sequence of
mensurations. The first four movements are essentially tripartite
and each uses the same sequence of mensurations: O, f and f. A brief
two-part section, however, occurs in both the Gloria and Credo between
the second and third sections and in both of these items it is in the
mensuration of the preceding principal section. The Sanctus, however,
contains two brief two-part sections, one between the first and second
and another between the second and third principal sections. Again,
each of these two-part sections is in the same mensuration as the sece
tion it follows. In the Agnus Dei the first invocation is in O, the
second, which is a 2, is in the same, and the third is in {.

All of the movements open with a motto in the superius that is
varied slightly at each of its appearances; it is also used at the be-
ginning of the tenor of both the Glorla and Credo but here 1t occurs
with note-values much longsr than those assigned to it in the superius.
It is impossible to determine if the motto was borrowed or not because

it is a figure only too common in the fifteenth century.
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Still another Mass that adds a motto to mensurations is the Pul-

lois Missa Sine nomine. Here the first three movements are tripar-

tite, with mensurations being 0, £ and O; the Gloria, however, has a
short additional section a 2 between the first and second principal

sections and, as usual, it is notated in the same mensuration as the
preceding section. The three principal Sanctus sections are in O, ¢
and f; it deviates from the pattern in the first three movements be-
cause Hosanna I, in £, is also used for Hosamna II, Only two invo-

cations are given for the Agnus Dei, the first notated in O and the

second, a 2, in f. If, however, the first also serves as the third,
the sequence of mensurations again is O, £ and O.

Each of the movements opens with a motto consisting of material
in all three voices. This motto appears in a somewhat different guise
in each movement but retains sufficient identity to allow it to be
easily recognized by a listemer. It has the appearance of being bor-
rowed fram a chanson; if so, the source has yet to be identified.

The fourth Mass that uses a motto is the anonymous Missa ffaut,
the title of which is derived from the first twp notes of the tenor:
fac. It is the most tightly structured of the motto Masses in Strahov
and perhaps of the whole period. Each movement consists of three prin-
cipal sections notated in 0, £ (€ in the contratenor) and O and, in
contrast to most motto Masses, the second and third of these sections,
as well as the first, have their own distinctive opening material in
all three voices. Furthermorse, the mottos for the three basic sec-
tions of each movement are related to each othér 'by the use of but one

‘melodic figure in the tenor, f-c-f; consequently, all sections in all
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movements open with the same basic harmonic constructs as well as the
same melodic movement in the tenor.

Still a further relationship is established by assigning, except
in the Sanctus, a common motto to the two-part sections that occur be-
tween the first and second principal sections of all the movements but
the firs'l',.32 These sections, all of which begin imitatively except
for that of the Gloria, use the mensuration of the preceding principal
section whereas their motto resembles, to some extent at least, that
of the following section. Only the two-part Benedictus section of the
Sanctus is not related to some other section by a motive, probably for
the reason that none of the other movements contains a two-part section
between their second and third principal sections. It is, however, re-
lated to the section that immediately precedes it in the Sanctus by
having the same mensuration.

The mottos for this cycle probably were freely camposed. This is
suggested not only by the designation that accompanies the Gloria and
Credo in Strahov but also by the musical material itself. It hardly
seems possible that such a great variety of motival material could
have been borrowed fran a pre-existent chanson or similar work and
still be manipulated as it is in the Mass. Thus, the Mass probably
was freely composed and not hecessarily intended for use on any spe=
cific feast.

Three other cycles in Strahov use, in addition to mensuration, a
common tenor in all movements as a unifying device instead of a motto.
One of these is the four-part cycle that derives its tenor from the
Introit of the Mass for the Friday after the Fourth Stmday of Lent,
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Meditatio cordis.’’ Because this cycle is preserved only in Strahov
a transcription of it in its entirety--it has no Kyrie--is included
in Appendix I, Nos. 26-29.

The Gloria, Credo and Sanctus are cast in a bipartite fom, the
first section of which is always notated in 0, the second in f. The
plainsong appears in full in the tenor in each section of each of these
items and at its every appearance it is assigned different durational
values and receives a minimal amount of different melodic coloration.
Certain basic principals of treatment remain constant, however. In
each of the three items the first section always opens with a muchede=
layed entry of the tenor (and the contratenor bassus) and the cantus
firmus is interrupted twice, always at the same places, by rests of
considerable duration. A similar pattern is found in the second sec-
tion except there the cantus firmus is always interrupted three times.

A slightly different scheme is used in the Agnus Dei. The tenor
of the first invocatiorn, notated in O, consists of the first two por--
tions of the cantus firmus that result from the insertlion of the rests
according to the pattern followed in the first sections of the other
three movements. None of the cantus firmus found in the second invo-
cation, which is a_2 and also notated in 0, whereas the third portion
of it is used for the final invocation, notated in #. Thus, the entire
Agnus Del is based on but a single statement of the cgntus firmus, two
portions of which appear notated in O, one in £.

The text of the tenor of this Mass suggests that it was intended
for Marian feasts., The full text, "Meditatio cordis mei in conspectu

tuo semper: Domine adjutor meus; et redemptor meus," is one that the
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fifteenth=century mind could easily have applied to the Virgin. This,
coupled with the fact that there are two scriptural passages that pos=-
itively support such an application, leaves little room for doubt.

The seriptural passages in question are both fram the second chapter
of the Gospel of St. Luke. The first describes Mary's reaction to the
visit by the shepherds at Bethlehem: "Maria autem conservabat omnia
verba haec conferens in corde suo,! (verse 19); the second her re-
sponse to the events that transpired during the visit to Jerusalem
when Jesus was twelve years of age: VEL mater ejus conservabat omnia
verba haec in corde suo," (verse 51).

The conjecture is strengthened further by the presence of a large
bipartite motet, Gaude Maria, in Trent Ms. 88, Nos. 416-417 (fols.
284v-286r)., The text of this motet is based on that of a Responsory
formerly used at Matins for the feast of the Assumption and that of
the Tract of the Marian votive Mass for LentBL" and it has as the tenor
of each of its two parts that portion of Meditatio cordis that serves
as the tenor of the first invocation of the Agnus Dei of the Meditatio
cordis cycle. In view of the fact that the tenor receives exactly the
same kind of treatment in the motet as in the Mass and because both
Mass and Motet are written in the same style and because some Mass cy-
cles of this period are known to have included a motet (cf. infra), it
is not impossible that this motet from Trent Ms. 88 belongs with the
cycle in Strahove Thus, if the motet does belong with the Mass Ordi-
nary, the use of a Marian text for the motet would indeed support the

proposal that the Meditatio cordis cycle was intended for use on cer-

tain Marian feasts and votive Masses.
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There are some indications that this cycle might be the work of
an English composer. The fact that the tenor is taken fram the
Gregorian repertory is one and the strict bipartite form of all its
items except the Agnus Dei is another., Still another is the peculiar
manner of notating certain cadential figures typical of a superius
part. The normmal manner of notating the figure in question is
0-“&-‘&) whereas in a great number of pieces known to be by Eng=-
lishmen it is notated l‘kol(n) . 'This figure, notated in the latter
form, appears twice in the superius of the Credo; it also appears
once in the Sanctus, however, notated in the usual form.

The absence of a Kyrie setting also has often been assumed to be
a characteristic feature of Masses by insular composers but it is be-
caning increasingly evident that this may not necessarily be the case.
Rather, it seems that it should be considered as indicative more of
the time at which a cycle was written than of the composer's nation-
ality. UWhen the cyelic Mass was in its infancy the Kyrie tropes still
enjoyed great popularity and consequently this item was viewed in much
the manner as were the Mass Propers and the texts of the tropes were
as closely associated with their melo'dies as were the Mass Proper
texts with theirs. And, just as no fifteenth-century composers would
have set the text of a Mass Proper without incorporating into the set-
ting the melody traditionally associated with it, so too, it seems,
they were almost as reluctant to disassociate the Kyrie tropes from
their melodies. Thus, they often may have cmitted the Kyrie from early
cycles because of the impossibility of incorporating into the setting
the melody traditionally associated with the trope. The argument that
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the Kyrle; with its trope text, was omitted fram early cycles because

its presence would limit the occasions on which the Mass might be used
is, of course, not a valid one. The vast majority of the cycles, both
tenor and motto, that were composed before about 1475 were, in regard
to their liturgical usage, as restricted by the symbolic implications
of the pre-existent material on which they were based as they would
have been by a trope text.

Around the middle of the century, hqwever, the popularity of the
Kyrie tropes began to wane rapidly under the ever-increasing influence
of humanistic ideals. Thus, the composer gradually became free to in-
clude the Kyrie in the cyclic Mass; because he no longer had to include
the trope text he no longer felt obliged to incorporate a pre-existent
chant in his setting. Consequently, the absence of a Kyrie primarily
should be considered as indicative of the time at which a cycle was
written and also, perhaps, of place because humanistic ideals first
manifested themselves at different times in different places.

The fact that most of the cycles lacking Kyries are probably by
Englishmen is explained by the fact that, during the first two or
three decades of its history that transpired before the advent of
strong humanistic impulses, it was primarily English composers who
cultivated the cyclic Mass. Thus, certain cyclic Masses, particular-
ly those based on tenors, probably lack a Kyrie not necessar..ly be=-
cause they were composed by Englishmen but because of the time at
which they were written. The lack of a Kyrie is not so much a

characteristic of a school of composers as it is of a pericd.
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Two more Ordinary items in Strahov are related by a common tenor

as well as mensurations. These are the Gloria and Credo, Nos. 79 and
80; it is uncertain whether they once belonged to a full cycle or
Were never more than a pair because no other movements based on the
same tenor have been found. Both are preserved only in Strahov and
are included among the transcriptions as Nos. 30 and 31.
| BEach of the ltems is cast in a bipartite form, with the first
section of both notated in O, the second in f. The tenor on which
they are based has not yet been identified; all that can be said is
that the melodic contour of the beginning does not suggest a plaine-
song. It appears but once in each movement in an almost identical
form, with the only discrepancies between the two statements result-
ing from the different durational values assigned to ité initial note
and to the lengthy periods of rest that interrupt it once in each
section. The tenor also is the lowest-sounding voice throughout most
of each movement although the contratenor descends below it occasion-
ally.

These various tenor features as well as the general hamonic and
melodic style suggest that this pair might be by an English composer
or written undsr the influence of a member of that school. One is re-
minded, in particular, of the Masses of Frye, especially his Missa

Nobilis et pulchra, the tenor of which is also the lowest~sounding

voice most of the time. It is, of course, impossible to determine
the feasts for which this pair was intended since the soucce of the

tenor is unknown.
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The remaining cycle that uses a tenor as the prineipal unifying
device is the Missa Sine nomine listed as No. 9 in the Table above.

The treatment of the tenor material in this Mass as well as the ap-
pearance of a chant melody, MEL 18 (IV), in the superius of the Kyrie
sets this cycle somewhat apart fram the others in Strahov. It does,
however, have a number of features in common with the Missa Sig sal.
und heil, No. 10 of Table 5, and both may be by German composers. In
any case, both stand.outside of the English and Franco-flemish tradi-
tions in several respects.

Sequence of mensurations plays but a small role in this Missa Sine
nomine., The Kyrie is tripartite and the first section is notated in O,
the second (a_2) in £ and the final one in C. The Gloria and Credo,
both tripartite also, have identical mensurations in fheir three sec-
tions: 0, £ and 0. The sections of the Sanctus, & 3 throughout, are
Sanctus: O, Hosamma I: 02, Benedictus: £, and Hosanna IT (=I): 02.
Only a single invocation of the Agnus is given and it is notated en-
tirely in O. From the manner in which the tenor appears there, how-
ever, it does not seem to be incomplete; rather, the one invocation
probably was intended to be repeated twice.

The basic tenor material consists of but two phrases, the first of
which is used as the tenor of Kyrie I, the second as that of M
(the tenor is silent during the Christe section). That is to say, one
phrase appears at the beginning and the other at the end of the item.
A similar disposition of the given material is followed in all the
other items. Thus, the tenors of the first section of the Gloria,

Credo and Sanctus all begin with a statement of the same basic melodic
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material as was used in Kyrie I, after which each continues freely for
the remainder of the section. The material used in the tenor of the
second sectlon of each of these three movements is freely invented in
a different manner in each of them and it appears imitatively in both
of the other voices in the Gloria and Credo. Each of these three movew
ments then concludes with 2 third section, the tenor of which consists
entirely of a statement of the second phrase of the given material.

The tenor of the single Agnus Dei invocation uses both phrases of the
pre-existent material., Here, however, the appearance of the first
phrase is preceded by free material in the tenor rather than by a se-
ries of rests. (Essentially the same thing occurs in the Sanctus al-
though there the material that precedes the initial phrase of the
cantus firmus is notated as a contratenor secundus. Thus, the Sanctus
and Agnus Dei both lack the initial two-part section that is present
in the other three movements.)

Because the tenor material appears only at the very beginning and
end of each item and always with different dura”ional values and melod=-
ic colorations its unifying role is considerably less than that which
a tenor nomally exercises. Other devices, however, compensate for
this to some degree. Because the tenor line has essentially the same
kind of melodic contour and movement as normally would be used in a
superius part, motives derived from it can easily be used in the two
other voices, as indeed they are, and thus the various sections with-
in a movement are unified by the motival and imitative use of material
derived from the cantus firmus. The various movements are also related

to each other in the same manner and the result is, to modern ears at
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least, a cycle in which the relationships among the various movements

are more cbvious than are those of a cyecle in which the tenor appea.rs.
in exactly the same form in all movements and the upper voices of one
movement are melodically unrelated to those of another.

None of the manuscripts preserving movements from the cycle pro-
vide any clue as to the source of the cantus fimus. There is a
slight possibility that it might be derived from a German mon~phonic
song, the beginning of which appears as the last element in the tenor

of two of the O rosa bella quodlibets found in the Glogau song book,
Nos. 118 and 119 of the cdnplete inventory.35 The second of these
uses a larger portion of the song fromwhich it is derived than does
the other and has the text "Ich far dahin and das muss sein." This
text and melody are preserved in toto in the Locham song book on page
9.3 6 Unfortunately, however, the melody is notated in an extremely
careless manner and differs enough from the one found in the Glogau
quodlibsts to suggest that the two sources represent variant forms of
it; perhaps the Glogau phrases were borrowed fram a polyphonic setting.
Thus, on the basis of the evidence presently available it is impossible
either to affimm or deny that the tenor of this Missa Sine nomine is
based on "Ich far dahin.” |

The Missa Sig s-dd und heil, of which only the Sanctus (without

the contratenor primus found in Trent Ms. 91) appears in Strahov, is

closely related to the preceding cycle both in style and in its imita-
tive use intermally of motival elements derived from the _pre-existent
material as unifying devices. It cannot be described as a tenor Mass,

however, because the pre-existent material, derived from a German song
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preserved in the Schedel song book, 122v-123r, does not appear as a
tenor in all the movements. Neither does it make much use of sequence
of mensurations as a unifying device; only the Gloria and Credo have
the same ones for théir three principal sections: O, f and O. Thus,
as mentioned above, it stands outside of the English and Francoeflem-
ish tradition of cyclic Mass composition in the same way as does the
preceding one. Furthermore, it is interesting to note that the open-
ing phrase of the tenor of the song from which it derives its pre-

existent material, Sig sald und heil, appears in one of the same quod-

libets in Glogau, No. 119, as does the opening phrase of Ich far dahin,
and the opening phrase of Hilf und gib rat, still ancther German song
that serves as a tenor for a eycle in Strahov.

The Mass based on Hilf und gib rat is ore of five cycles in
Strahov that use both a tenor and a motto in addition to a sequence of
mensurstions and is the only one of the five that is unique to this
manuseript. It is attributed to Philipi and lacks a Kyrie but has ap-
pended to its Ordinary items a motet, O gloriosa mater, that uses the

same tenor and motto in the same way as they. The motet is not unique,

however, since it is preserved also in Trent ifs. 89 with the texts

Salve regina and Gaude rosa speciosa but without the contratenor con-
cordans cun cmnibus that is found in Strahov as an optional fifth part.
A1l of the items, including the motet, are bipartite, with the |
first section of each notated in 0, the second in C2. .A full statement
of the cantus firmus, always with different durational values and melod-
ic colorations, is allotted to each section of each movement. The motto

that opens each movement consists primarily of the superius material
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since the contratenor primus with which it forms the opening duo varies

from movement to movement after the first few notes. The superius
material is derived from the beginning of the tenor and this, in turn,
seems to be derived from the German song mentioned above, Hilf und gib
rat, only the incipit of which seems to have been preserved as the re-
sult of its use in the tenor of the Glogau quodlibet. The four Ordi-
nary items and the motet are included among the transcriptions as Nos.
32-36.

Another of the Masses in this group also has a motet appended to
it. This is the four-part Missa O rosa bella and the motet is QO pater
acterne. The Ordinary items are well-known since they were published
at the very beginning of this century in volume 22 of the Denkmaler
der Tonkunst in Os'lr.os:t're:I.ch.3 7 This edition was a particularly inter-

esting one because its format made immediately evident the striking
differences between the two versions of the Mass that occurred in the
sources then known to preserve it, Modena Ms. 456 and Trent Ms. 89.
The version preserved in the Modena manuscript seems to be es-
sentially the original one whereas that found in Trent Ms. 89 is prob-
ably the result of an effort, by no means unsuccessful, to modernize
the cycle by reworking portions of the contratenors so that one could
be rawritten as a true contratenor bassus to as great sn extent as
possible. The only serious formal deviation fram the Modena version
that is found in the Trent manuseript occurs in the Agnus Del. The
Modena version provides a separaté setting for all three invocations
of this item, the tenor of the third being that portion of the cantus

fimus that was not used in the first invocation. Thus, in the Modena
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Agnus Dei the entire cantus firmus is utilized, just as it is in all

of the other items. The version in Trent, however, has no separate
setting for the thid invocation; rather, it calls for a repeat of the
first one and consequently the pattern established in the other four
movements in regard to cantus firmus disposition is violated. Another
significant difference between the two occurs in the second invocation;
in the Trent version it is a 2 throughout whereas in the Modena setting
it is g 3 to a great extent.

The first four items of the Strahov version of this cycle are in
basic agreement with the Modena version although in a few instances
certain specific melodic configurations, usually in the superius, are
those of the Trent version. The Agnus Dei in Strahov, however, amits
the third invocation and the second‘is a 2 throughout; thus, it basical-
1y agrees with the Trent version. Interestingly, the Strahov Agnus Dei

assigns the second of the two parts in the Agnus secundum to the contra-

tenor primus rather than to the tenor, as Trent does, and consequently,
is probably a more authentic version of the modernized form of this item
than is the one in Trent Ms. 89,

Fram what has been said above it is evident that the relationships
between the two versions and the three sources are complex ones that
will be clarified in all their details only by a considerable amount
of painstaking comparative study. Nevertheless, the basic relation-
ships are obvious: the Modena version is the earlier, essentially
original one, the Trent version is a later modernization and the one
in Strahov is a mixture of the two and includes a motet which, although

preserved in another source, Milan Ms. 2269 (Librone I), in but a sine
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gle version analogous to that of the Modena form of the Ordinary items.

A sequence of mensurations does not play too great a role in uni-
fying this cycle. This Kyrie is tripartite and the mensurations used
are 0, £ and O, The Gloria and Credo, however, are bipartite and the
sections are in 0 and f. The Sanctus also consists of two principal
sections, Sanctus and Hosanma I, in O and f, each of which is followed
by a section in the same mensuration and in which the tenor is silent.
Consequently, this movement is somewhat exc;eptional in that the cone
cluding section, consisting of both the Benedictus and Hosanﬁa II, is
2 3+ In the original form of the Agnus Dei, the first invocation uses
that part of the cantus fimmus that is found in the first section of
each of the preceding three items and in the Xyrie primum and Christe
sections of the Kyrie whereas the third invocation uses the remaining
portion (the tenor 1S silent in the Agnus secundum). The motet con-
sists of but a single section notated in O,

The tenor and motto are, of course, derived from the tenor and
superius of Dunstable®s O rosa bella, an obvious indication, confirmed
by the presence of the Rex virginum trope in the Kyrie, that the cycle
was intended for Marian feasts. The tenor appears once in its entire=
ty in each movement (except the Agnus Dei of the modernized version),
always with different durational values and a slight amount of varying
melodic coloration. The motto occurs at the beginning of ~ach move-
ment but no use is made of any common material at the beginning of the'

second sections except in the Agnus secundum of the Modena version,

which uses the opening motto in the superius and the first few notes

of the beginning of the tenor in the contratenor primus.
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Perhaps the most interesting aspect of this cycle, as it appears

in Strahov, and of the preceding one, Hilf und gib rat, is the presence

of the motets based on the same material. They are not the only exam-
ples of cycles with appended motets, however, since another occurs in
toto in Trent Ms. 88, Nos. 490-496. This is W, de Rouge's Missa
Escla;ve puist yl, the tenor and motto of which are derived from Bine
chois! chanson of the same name., ¥ “hermore, there are several other

such cycles, the Ordinary items of wnich are found in one source, the

motet in another. One of these consists of the Missa Meditatio cordis
discussed above and the related motet Gaude maria virgo, Trent Ms. 88,
Nos. 416417, Another is the Missa Soyez aprantiz (=So ys emprentid),
the Ordinary items of which appear in Trent Ms. 90 and San Pietro Ms,

B.80 whereas the motet that uses the same pre-cxistent material in the
same manner, Stella caeli exbirpavit, occurs in Trent Ms. 88, No. 204,

Still another example is the Missa Sume trinitati of Walter Frye,
found in Brussels Ms. 5557, and the moteﬁ Salve virgo mater pia, Trent
Ms. 88, No. 240.

The significant question in regard to these cycles is, of course,
the nature of the relationship between the Ordinary items and the ap-
pended motet. Three possibilities present themselves: 1) the Ordi-
nary items are based on the motet; 2) the motet is based 6n the Ordi-
nary items; 3) both the Ordinary items and motet were written simul-
taneously and are constituent members of what may be called a2 Mass-mo-
tet cycle. Manfred Bukofzer, in his article on Walter Frye in Die

Musik in Geschichte und Gegenwart, firut called attention to the re-

lationship between the Missa Sume trinitati cycle and the motet Salve
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virgo mater pia and, after assigning the motet to Frye because its

tenor and motto were identical with those of the Mass cycle, as-
serted that the motet undoubtedly served as a model for the Ordinary
items and that consequently this was one of the earliest examples of
the parody Mass.38 Sylvia Kenney, on the other hand, has suggested
that the situation is just the reverse and that the motet is based
on the IVI:-a.ss.39 The present writer, however, favors the third hypoth-
esls, namely that these Ordinary ltems and motets form Mass-motet cy=
cles that are the result of an experiment that took place primarily
in the south-Germanic areas from about 1%0-1455.“'0

What suggested the addition of a motet to the cycle of Ordinary
items was, of course, the same thing that prompted the musical unifi-
cation of the Ordinary items among themselves: emerging Renaissance
esthetic concepts. Efforts at unifying both Ordinary and Proper
items had taken place earlier and been abandoned, probably because of
the close relationship that existed between the texts of the Proper
items and théir chant melodies. (It was suggested above 'bhaf this
was also the reason for the omission of the troped Kyrie fram many
early cycles). Such early experiments include Dufay's Missa Sancti
Jacobi, ILiebertus! Maria.n cycle in Trent Ms. 92 and the series of
loosely related Ordinary cycles, each preceded by an Introit, that
occurs in the same manuseript. There existed, however, no relation-
ships between texts and tradition chant melodies in the case of the
optional motet customarily used at the end of Mass and thus there
was nothing to prevent the assimilation of these pieces into the cy-

cle of Ordinary items. Conseauently, for a brief period of time a
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number of composers seem to have attempted this further unification

of the various musical items of the Mass.
The third of the Masses that utilizes both a tenor and a motto,

albeit a very free one, is the Missa Rozel im gort(e)n, which is pre-

served also in Trent Ms. 88 and appears in both sources without a
Kyrj:e. Sequence of mensurations plays ba substantial role in this cy-
cle. The first three of the four items each have five sections, the
second and fourth of which are for a reduced number of voices in all
instances but one, the Pleni section of the Sanctus, and the mensura-
tions for these are O, O, £, £ and O. The Agnus Dei, however, is cone
structed somewhat differently., The first invocation is in 0; the
second, for a reduced number of voices is in O and f; and the third
is in. £.

The source of the tenor is unknown and the only clue to its iden-
tity is provided by an inscription in the tenor part of the Gloria in
the Strahov copy. This reads "Officium Rozel im gort(e)n andersch

franczosch. nkl

This probably means that the music from which the

tenor is derived usually was sung with a German text beginning "Rozel

im gort(e)n" but that this text was only a translation of or substitute
for an original French text. Because of the manner in which the materi-
al is used in the Mass it is impossible to determine if the original
was monophonic or polyphonic. Indeed, it is even impossible to recon-
struct with any real assurance the basic form that the melody had be-
cause in each movement the camposer not only freely repeated phrases

but also modified them to such a great extent by the use of melodic

colorations and different durational values that one cannot always be
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