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PHeFACE

I have maNy people to thank for enabling ne to undertake and

complete this dissertation,

Gonville and Jaius Jollege was my home in Jambridges for many
happy years, and a gram™ from the Linistry of wducation gave v« the
Jadvantapes of an education there which I should nrobably Not have
enjoyed if I had bhean porM twenty years earlier. by collepe, the
University of cambridge, the British council, the ltalian Govermnent,
and ny old school, Christ's Hospital, gesnerously provided funds which
took me to Italy for some ten mcnths, @Without this help, I should never
hava been abls to begin my work. The directors of mahy Italian, French,
Gearman and wnzlish libraries have creatly assisted ny work with their
kindness and unfailing efficiency. In particular I wish to rscord
my rratitude to the staff of the Jaubridge University Library, the
3odlaian Library, and the liusic Library of the Barber Institute,
sirmingham; ny special thawvke are dv2 to charlss Cudworth of tne
Pzndlebury Library, Cambridge,

My ackNowledgewr=ts to th: many scholurs whose work has mads 1ins
;‘-:msi.'rﬂt'are avident, on glrost z2very pege that follows. I also have
Lo thank ry friends tugn 3aillie, Peter le hHuray, Gilbsrt nearey,
Jerany Hoble and Jeniy Stavens for maty stirulating discussiong of
msdizval ™l weNoissanes muzic; N such a fres flow of ideas, New
‘rourtts becore coimon property, o™i tiie sun of individesl contrivutlons

eyt itude
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is due to him, what 1s bad is pyself alone,

Finally, I must record my gratitud- to ry wife, whose patiance
and faith havse helpad me through thes difficult labour of ass=rhling
this dissertation in its final snape: over thz nast morths, shie has

1

ittle of me save my back, as I sit at thie d=sk.

| 3rian Trowell,

v

Birminchaun., septerber, 19579,




CHAPTL ONE.

Int roductory.

Fift.e"th<century wnglish music is quite a recent field for the
fiistorian, In 1£97, Wooldridge included a few facsimiles of works by

Dunstable ond Benat in sarly snelish Harmony. In the first years of

this cemtury, Barclay Squire printed the first newa of the Uld hall

manuscript, and the Ltaingrs broupht out warly Bodleian rusic, with

Dlates of the S:21den ranuscript «nd sevoral snaller sources fron the
Bodleian Library. T[The noverent rathered irpetus with the putlication

of The 01d Hall Mahuscripnt in the 1930s, and with tha inclusion of

maly oMglish works in the Austrian Debkmiler. The last few years have

sz2n the fine coiplete editions of wnglish liediceval Carols, by Jonn

Stavens, and of the ks of Junstoble, by sanfrad 3ukofzer. Jwrerous

41121 rublications {111 oull the Leries; bet tie cbove are the Jand-

1

FOTKs by owhich ths New territory must b2 curvayed. The discussion and

aNaly-is of tuis rzpertory by a host of scholors, of course, hus covered

cuch wore pupsr than tie rusic itse1f. DNogel ohd Duvey still hove auch
tret is useful. in their pages; dooldridge his a srest d=al mors, Anongst
Lhie cany who have followed these, th2 contribution of isnfred Bukofzer
s beed by far th srestest: hiy bhook ond his articles nave besr
coNetontly o wy 2Ihow bo rerinu pe of o orafre ol lezarnive wnicn fow
ever hope to rivol in braadbtn o in depin, Holmrich deosaler is
Peose Dewy Phouon o msin irherasts 1o 00 fne yealn of conbinertal
cuch Lo say trat Dllurinates various cnases of elinn
‘ither directly, o1 by r=fleactei 1i-t, 1 have yentured
Lin over tre cpcestion of Yhor oriciTs ol panxliuraon; but gy own chanter
a” uniess hie Lot fivet cale Bis revargable invest-

} Tt R
rawxcoourden,
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Thurdton Dart, vatherine iiiller, Denia Stevens, Olivsr Strunk, o H.
.Fstiaﬁs§4 L L.Grezne, oylvia Kenney, L,Fesininpsr, Cnarle:s van dsn
Borren, Bertram Schofisld, and nany anhother. For the peheral social

and political backbround of the time, tners are the richly-documented

volumes of J.d.dylie and John Harvey. N.H;Frcre's facsimile editions
of the 3arum Antiphonsrrand Gradual, ‘and articles and books on th= Uses
of walisbury and of other cathedrals by him and by oth=ars, are of course
an indisnangable aid to the, study of wnglish sacred music ol the {ifteenth
century; it is high time that more work was done in this lins, particularly
for the music of the seguences, and for tlhe Non-LGarwe Uses 1N penaral.,
Happily, the Plainsongand risdiaeval Music Society is Now entering on’
& New saries of opublications,

John Harvey has shown us all what a vast amourt of material lies
r=zady for the historian's use in record publications of all kinds, and
in the pultifarious archives thut ure scott>rad through this coumtry.
Few nmusicians will have the tire or the learning to pursu- his retnods

‘at the leval h2 s0 =asily naintains in book aftar book; but by his

corments 00 nediaval and aMaissance rusic he hhs already done ruch to

interest nusical hiistorians in the kind of ‘'resecrch in breadth! which

nis’volunes so ravzaline and so raadable, It was throuyrn hiz work,
th

L4
Sl the b oof JLn iyl ie, 2t L firast leurred to find ny way about
Drdild-rine confusion of the nublist od wnd unpublished roysl records.
aust cursly cou”t it oa traredy tneh Suliofver Mever Gived to

regd Fre™ dwrrison's casic AN Mediaval Jritain, wirich aust be

o A e g R . 1. [P B :
finast o caorn o CUs LGl ~obtay e eaT o sual loned




renzat inforwation containad in his nag=s. Irevitably, too, he has

had to neglect much of the mnplish music which survivas abrosd, for most
h“-Bfakt stil]l remains unpublished. ‘

Finslly, I must acknowlsdge my dzbt to the twin volunes of Uustuve

Reese, Muzic in ths kiddle Ages and Music in the .cnaissance; thay are

nsrvels of orcanised and distilled learning, ricroco.nms of canturiez of
rusic; and they furmish a wondarfully clzar and ac.urezte guide to the
myriad runlications of reosearthers and historians in rany lancueyres

oV a™y yaars, *

diss:rtsation iz how 2nt’tled 'fwcdic urler tpe Joter

Pluntsranatst . vhan L firet startsd work, it wes ¢ l17ed Yirmelioh
1 Husicisns in Fiftesnth—century L¥ -1t Thic chenge of
5 1ithis exal.mation hera, It h:d baen known for 2 lone
ot thiore wooa oot irable '-‘_L‘A;,"-"'fv.it:,' of wrlisi music wnich

wrvivad only in continenta] courcess of tha fifteenth
for tlo syt eyt ST A oyt Thaly, My oords
inboartiny e by e oll e uod ssoar bl e ertnloe

HE]
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if there can bhs a conparison botwe N the spall wanbity of liturgical

rusic survivin: at hone a"! tne preot nass which exists abroad -

-f‘Tﬁtﬁher convinced m= that thers was No egsential difference in style

A betwesn the two repertories, thourh sarlier nistoriens hos tondad to

ragard thoer as distinct: tne rative sources huad siply not survivad,

Wit this dictirction susoandad, tihe oossibilitr arose btrot sor S°

sicicns Mired AN the rgMiscrints abrosd ri-nt after all have
spet bhedir Tives sorkine ot hooe in unglish enploynent, 1 tharefore

i

had Lo iﬁvn%ucr:be the galy sourcas in this country which richt

‘m}"."!: I
LIRS :
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these men, JSinge the crucial yesr

o]
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3 4 tn me
to fall in the reigns of deryy IV and vV, and 40 the winority of

Henry VI, I =xasined a1] tha unpublished household documents iﬂukhe
royal recerds of that time, Published records of all kinds also
aided we greatly in ny search., An investigation of the Nares listed

, in John Aleyn's motet Jub Arturo nlebs, which all scholars sesred to

arra= in dating at ¢ 1400, conwvinced ma that the work was far oldsr

o~

than this; hers too, the royal records nroved me right, thourh it
Ev | took me many weeks in the Public t=cord Office to sift {hrourb all
’ the possible documents, from as =arly as 1340, which right contain e
evidence, it the othsr end of the scale, John Harvey very xindly sant
ne his own transcripts of the iwoyal wardrobe Books frorm 1393-1451,

50 that I was able to chieck my ~Wwh copy, and to add to it his lists

B from. the years of denry V1’ pajority. Ihese central lists or tne
i el N .
! personnel of the Chapel doyal rave e o preagt pany Nares te hunt for in

"he osublications of the fwolls Jeries. The results of all this research,

soie o1 it amon: st archives, some aronN-st printed racords that have

pie

B - v . [ TR M . . + . . . . Y
. nitherto b=en 1i‘le used Ly musical historians, ars :bodied as a

biorraphical ‘ictionury in Apvendices Li-IV.

My problen Mow was to find a titls wnich would al

post Lf




. )
01d Hall is still strongly medieval in wany respects, while ‘he

'continental' repertory bslongs es=zeNtially to the e dr*j musical
-§~‘“‘E§aaissancc. I therefore chose a broad title, one which would allow
s+ me full libarty to travel back and forth in tiie &nd place as the

subject dernanded. I must smphasise tht this asccounmt of my research
does not aim to be a full discussion of every scrap of nusic thut -
' was composad between the accdssion of, say, wdward III, and the ,
murdsr of that excellent king;, ndchord ILL, & cortury onil a half later
Phis ssertal ion traces in oulina the rise and daclive of wm lish music
fros. the shadowy scimo]l of leynt's contepporaries, throush the
exoeriiants of the Cld HUll ranuscript, to the confidently noi<ed 1ina
% and firm hariofNic tread of DunNstuble and his conternporaries. I nave”
anoroached this task fromn the point of view of the store of ru sic
which survives abroad, for it seems to rne that only in thl° way can
we hone to corpansats for ihs lack of music in nors sources. A gap
wnich recains to be fillzd, eve” so, is the question of the orizins
,
oI the dncredihly rich polysnony of the oton ranuscrint; there Seens
to be Mo link here witio “he oredon inently thrzc-voiced sacrad music
wnich oracedad iv, Poerhacs it developsd in situ whers tiore were -~
fawnd tions witjer brou ‘ht together a nunbzr or hi nly-c:illed simgoers,
svehi as the collspes of ~ton und ning's,
vrost of wy analysi: of forms ani styles is containsi in th= lons
cnapter [I, whict, is a4 comchad four rourvi tne rors icportatt foreism
collactinns that cortain nplial misic ol the Pifteentr cantury, uch
3 list of =ovreas, and such a dese of analysia, could "oth rrove a
¥‘ Itbtle inidisotinle on thoedir own, L nwve srefarrad te ovary tis diaet;

- s thhurn Yhe godvichied Jayers toat raoclt g lach szina? sy stes and

, o e , ‘ . . 74
orderliness ) ths: nixture of flavours w11 perhars add suics to -clid

inicrvation, 1 navs nowevar trace ! ons contral puastio™ faroust the

seriold in g chanter of ihy owm, and Mo ledins 5o L onocgos ot tave solved
H - : n .. . -~
' 3 orabler tiat pas Nacced gt osatyy @ oscnclar's Rirhtar foe question of
‘ . - i
tre oorl e of Fatairdien anl Faux reien, wilon T bl owdr A7

!
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The reader has no doubt gained the impression that the coring
péées will be something of a rag-bag. He is right. There are subjects
for at least threq fat thesas in the following §agc3, ard I anx very
well aware that an =xtra year spent in erwbroidering this idea, a few
months more in probing thset hypothesis, would greatly improvs this
dissertatiofii” Bul time and funds ‘arc limited. If I have attempted

too much, I trust that the fault is a food one.




Any historian who wishes to give a proper account of snglish

music in the fifteenth deﬂtury 800N runs up against one central problen:
the lack of source material within this country. If we compare the
surviving shglish ganuscripts with the rich heritage of other Luropean
countries, particularly France and Italy, we discover a long gap in our
native tradition, a gap that stretches [rom Old Hall manuscript at one
end of ths contury to the hupe choirbooks of ston, Lanbeth and Gonville
and Jaius at the other. Tge only body of music which survives compl=te
is the repertory of carols and cahtilcnac% most of which are transmitted

in four sources spanning th= century: the Trinity holl (c.14307), the
Selden manuscript and MS Egerton 3307 of the British Fuseum (c.1450),

and the late Ritson collection (c.1500). In the vigour of the carols,
w2 can trace the genesral development of musical syntax over the coﬁrsc of the
century. The brilliant, spiky duet-ariting and irrational dissonances of
the Trinity holl, which is largely written in the syllabic rhythms of
major prolation, clearly show that this is solo music., The Selden
manuscript prefers perfect time to major prolation - the two versions of

the Agincoﬁrt carol point this neatly2 - and in this source we find a
smhother approach to dissonarcs, a more legato cast of m2lody, often witn
aquite o len- melisma over a =inrle syllable, and, for thz first time, the
iirectisn 'choms', topether with three-part writing., The w.gerton manuscript,
too, rzflects tnis change. In the hitson book, none of tha2 carols has a
prolation signature, and thes harmonic style is sven nore logical and flowing.
Thz curols, then, prove that in-wnhgland, as on the continent, the

favourite tine-si-natures of major prolation began to change to the smoother

teipus perfectum soon after lLBO? am! with this change can= tne gradual

e

dev=lopment of choral peolyphony, ths adoption of a long-breaths=d,
relismatic style of rmelody, and a sroother treatn=nt of dissonances. But
the carols are a native for: of wusic Mot founi outside the HSritisn Isl
triey are all writt~n in score; thourn full of vitality, *haey

inrorn and function, and tney sean unasbitions

Tore extended fligsnts or *he comMtesporary Yass an




for the comparative lack 8f any recorded native tradition of courtly love-
song; but they do not help us to writd the history of the lomger musical
forms of fifteenth-century wngland.

Qur material for this is very scanty, if we take native sources only.
There is no collection of Méss music to compare with the Crdirary-settings
of the Old Hall manuscript, for a start. There are a few fragmentary
leaves here and there, such as the M3 Add. C.87 of the Bodleian library (QE),
and ths Incunabulum C.47 of Pembroke College, Cambridge (EEEE); one tenor-
Masa survives entire in thchS J.i.V.18 of thse University Library, cambridge.

But evan for the period of ths wston manuscript, we have to depsnd on such

fragments as the York Massos% There is a similar lack of polyphonic

antiphons, though the thirteen in the Selden manuscript provide a little
material from the second quarter of the cantury. For the study of other
ritual forms we have only the restricted collection in mgerton 3307, which
is confined to Holy Week, and the MS 1236 of the Pepys Library, Magdalene
Sollege, Cambridge, a surprising jurble of iiturgical settings, many of
which are however rather poor stuff from a musical poirt of view.

Jompare this sorry nicture with the wide panorama of contemporary
French and 3urpundian nusic, and fifteenﬁh—centuny wngland woes indeed

seen to nave been a Land ohhe Musik. The anhswer to this charge, of

Lourse, is to rultiply the frapmantary sources of the time, inflating,
say, O, Pemb, Canbridge University Library Add.M5 2713, and the fragments
from Univergity College and pagdalsr <Colleps, Oxford? until they attain
in the mind's éye the dimensions of an avarapge continantal source:
volumes of about ~00 l=aves apiece, This pives us about a thousand leaves,
covered with polyphonic aettings of tne Urdinary of the tass, antiphons,
sotsts, what you will: between four and five nundred saparzte itens,
of which a mere nandful tave cone down to us, How is this sunken
tradition to be tapped 7

It has been known frop tne first that a2 large quantity of anelish
Iifteenti-century rusic survives only in continst ourcs No—oie has
pravisusly 3et out to search *hrourh all the Italian,
—panisn, Portuyuese, Z=lgian, danish,.zech ani aven Aimerican santuscripts

which contain snelisn music of the tim Appandix I telow represe™s a




first attempt to deal with this problem. It lists all the certain,
probable, and pggsible snglish music to be found in foreign sources

of the fiftcenth-éentury, excluding the works of John Dunstablc,‘w
which have been thoroughly dealt with by Bukofzcr.6 A few statistics
may help, here. There are 58 works which are certainly from Dunstable's
pen: 49 of them survive only in foreign manuscripts; nNine appear in
Bnglish sources, and only four of these are unique to this country; of
these four, three are mere scraps for a single voice. Turning to
Appendix I, we find a similer state of affairs. I estimate that at
least 182 compositions surviving abroéd were written by tnglishmen other
than Dunstable. If we add the number of anonymous works which for

various reasons also seem to be dnglish in origin, a conservative =stimate

raises the above figure to over Z30. For ths time being, though, it will

be best to stick to certainties. Of our original 182, only -1 are also
to be found on this side of the Channel. Adding in the works of Dunstable,

w2 find a grand total of 236 certain Znplish compositions in foreign

manuscripts, of which 26 are duplicated in this country. 120 of then are

‘scttings of the Ordinary of the Mass, including 15 Mass-cycles, some of

them incomplete, and 13 sets of paired movements; 78 are sacred works of
other kinds, =ubracing 15 isorhythmic motets, 39 Marian antiphons, 5
other antiphons, L sequences, L Magnificat, 3 hymns, and several

oddment,s from other parts of the liturgy; 37 are secular songs, settings
of 9 wnellish, 17 French and 11 Italian texts, amongst then. 11 rondeaux
and 7 pallades. Twenty-er:" composers are Naned, or may be identified
tnrouch concordances: Jonn Aleyn, Crristopher Anthony, 3edinghan, John
dunat, dlonae, J.Bodoil, #ytterins, nichard Cockx, Driffelde, Dunstable,
Forast, Walter Frye, John Hothby, Jervays, hichard rarkhan, Neweland, £nyif,
Plunzer, Leonal Powsr, Pyanour, OSoursby, Standley and Stone wrote sacred
worg3; and there i3 gacul r music oy Bedingnan, aanstable, walter rfrye,
iuoart lorton, i Lobertug de

salfridus de Anplicn, Hert, Jonn oty

. . - PN P . " . 4 o . PO -
Ansliag in aiiition) thera are nany pisces wiich are simply called 'wneliish!

y =+ib -
dnder i egdinegg TAnglicamis !, 'Anglicus!', ani Tle A7y
Thiy mugic was copled inte £ift=en large codices (one now rediced Lo

1 marm fragvent): aleavan 51 *her qre N nregantligss




. one in France and one in Belglum. In addition to these main. sodfces,"
there are thlrty smaller collectlon§, mostly chansonnlers, ‘and the Buxheim ,

_organ.: book which comtains contemporary arraﬂgements of some mnglish

0

. ~.2 works in organ tablature. (Fur a full list of sources, see the catalogue

of manuscrlpts_whlch heads Aggendlx I)* I have cxamlned most of the more
important ones for myself, and some of the chansonniers. The larger

- collections are given below in chromological order; unless otherwise
stated, each source probably originated in the area where it is now to

-~ . i -

~ be found, e

Bologna, Liceo Musicalé MS Q.15 (ollm 37), c.1420-40, Placenza..
: Bologna, Universita, MS 2216 ¢.1430-50, Brescia.
Cambrai, Bib.Municipale, MS 11; c.,1430-50.

92: Trent, Castello del Buon Consiglio, MS 92, first pt.; c.1440,
second part ¢.,1450. Copied in the Veneto? :

Tr 87: Ib., MS 87; c.1L40. ‘Copicd'iﬂ the Veheto?
) , Ao -Aosta, Seminario, MS without shelf—mark e 14L0-50,
——— - ModB : Nodena; BibiEstense; NS A.X.1,11 (olim lat.: 471); coliA0-1460,
©+ " MuEm : Munich, Staatsbibliothek, MS mus. 3224; ¢.1440-60, St .Emmeram,
Ir 88—90 Trent Ib,, MSS 88-90; c,lLh45-65,

Ir 93: Trent Archivo Capitolare, NS 93, c. 1L60 (essentlally a copy

, l,,of Traalll, S
" BR

* Tt will be uaefulito examine the first of thpse, BL, in some detail; |
~ this w1l1 stand us 1ingood stead WHe We com*‘t"ai§oﬁ§§‘tﬁ"léféTfsources.
'BL is a fat quarto volume with paper leaves, save for the central
parchment folio of most fascicles, which keeps the binding-threads from -

,htearlng the paper. . Italian scribes copied the manuscript in black
Jotation (except for one piece), apparently in Placenza. The 325 works

| which BL contains form the. most important single source of continental |
music composed in the firSt"third of the fifteenth century: 146 Mass-
sections, 119 motets, 38 other sacred works, and 22 secular pieces.

. The body of the volume was copled in the lgte lLZOs, more pleces were




added 1n the decade 1430-40, and. these lack the 1lluminated 1n1t1als
of the first. layer. There are elghteen English works in BL; half in

: the first. layer and half in the second; we also find two works by Zacar
(Antonlo ‘Zacara da Teramo) which have Ehglish connections, The following
table: sets out these twenty works w1th_thelr tlme-51gnatures and -~ - “ g

7

concordances._ ' ’
Original layer
No. Ff. I-Sig. Title o Composer, etc.
1 L 22t-3. Gloria 92 ' Gervasius de Anglia
. . ' OH, old layer, Jervays .

2 231- - (e ~ Credo (ed.8) ~ Johannes Dunstable Anglicus
» » Tr 92, old layer:

3 24'-5 . (g)oe Sanctus 28 Jo.Behet Anglicus
, ' : - Unigue; pairs with Agnus-
T T T *foliei«ﬁ?%  — _ -

2;'-6 R ) ‘Agnus 29  Jo.Benet de Anglla

‘ - Unigue; see No,3

86'-7° _ Gloria 137 © Zacar
| | ~ O, old layer; Muim, old
layer; WarU

6 109'-10 { 2L C _ De Anglia ;
' OH, old layer, Lyonel

7 156’-7 fK@)* ' Zacar angllcana
' ’ : S Warg

’ 159'-61 (0) : _'Anglicanum patrem'

T T T ey r,~JuBodoily

—
- =

9 204'-5  (0) ‘ Spes nostra 56 De Anglia
. - . — gnigy , I
10 205'—6 (O}€~ Benedicta es 55 DeAAnglla
_ BU ‘Tr 92 later sectlon

Salvs réglna—lég— Ieonellus Pa»eroff o
Unlque —-

Later édditions

2 170'-1 (0) Gloria L6 Binchois
. S L ( Bodoil;. pairs with no. 8 above),
Unique

L

Alma redemptoris ‘Anonymous o
mater-6 (fragment only here) Ao; ModB, '
o AY oA ’ ., Fores‘t Tz“_ge . N T . . x‘»/

L s e




(71-8)

22516

276'-7
277'-8

282'-3

(0)¢
mater (ed.LO)

(0)¢

Sub tuam
protectionem
(ed.51)

Quam pulcra es

(ed.id)

Alma redemptoris

Sub Arturo plebs

J {(e§3c):} s

-{225'his

Leonelle; 'Binchois! erased.
In extra fascicle inserted

after £.206"

Ao; ModBy, Dunstaple;
Ir 93

Jo .Alani

(£.225' at =nd of MS)

Ch

hegina cell letare Dunstaple
(ed.38)

Cce Ave reginak(hv).
116 .
Beata Dei
genitrix (ed.il)

Ao; MuL (fragment); FM

Leonel

0S; Tr 92, old layer.

 Binchois (erased?)

Ao, Bynchois; ModB,
Dunstaple; MuEm, _
Dunstaple; Tr 90

Dunstable
Ir 92,70ld layer; fo; ModB

Dunstable )
BU;Pemb; Tr’92;°0ld layer;

FuEm; Ao; DModB;

Aleyds isorhythmic motet Sub Arturo plebs will be discussed later oh,
in Chapter IV. It was probably composed in 1358, certainly before Aleyn's -
death in 1373,  and also makes an appearance in the Chantilly manuscript,

J&hich was copied in the 1390s. It was part of the continental repertory

well before the latergigflux of English music into fiftzenth-century

Cddly enough, Sub A?Eufﬁhhléﬁé

3 did not form part of the original compilation of BL, though it must be the

'f%' ‘—"-*—e%ées%—p&eeeA;rLingJma“gscrlnt
' truat Besseler's distinction between the two strata of BL with some

For example, the Glorla—Credo palr by Bodoil (nos.8 and 12

i'ln the tabié above) is split between the two layers, though the pieces

Another p01nt Gloria 27, by Benet,

sources, which is what concerns us “here.

In view of this, we ought perhaps to

scept1c1sm.

undoubtedly belong together.
certainly beloﬁgswith the Sanctus—Agnus pair nos.3-4 in the table; it
tallies with them in motto, style, and structure. Yet it only appears
in the latter part of Tr 92, which was not copied until the middle ‘of

the century. We must bear in mind that these English compositions were




not wriﬁten in Italy, in all'likelihood' the Italian sources are péripherai,
so far as mngllsh music is concerned and the music must have travelled
Vﬂmany hundreds of miles in someone's saddl&bags before reaching the hands
of an Italian scribe. So we must expect some confusion in the order of
chronolegy: music apoearlng in a late source may have been composed two
of three decades earlier. ' o

" We can_pevertheless learn something by treating a source as a

terminus ad guem. What can BL teach us 2 In the early layer of the volume

there are English works by Jervays, Dunstable, Benet (2), Power (2), Bod01l
and 'de Anglia' (2). Six of them are Mass-sectlons, two are Marian
antiphons; and one is a Marian sequence. In addltlon; we have Zacar's
two ‘'English! settingsfgffglgziga There are concordances with the earlier
part of OH, copied By ¢«1420 or earlier (Jervays, Power and Zacar); with
BU, copied 1430-50 (de Anglia); with the earlier layer of Tr 92, copied
c.1440 (Dunstable, Bodoil); with the later layer of the same MS, copied
c;lL5D (de Aﬁglia); and, in Zacar's case, with the older section of MuEm
and- the Polish MS Warl (Mufm was copied ¢.1440-60; I have no precise
information on the dating of Warl). BL, therefore, is :

(i) the last source to record Jervays' Gloria and Power's

(ii) the only source to record Benet's Sanctus-ignus pair,

De Anglia's Spes nostra, and Power's Salve regina
(iii) an intermediate source for Zacar's Gloria no.5
(iv) the first source to record Dunstable's Credo, Zacar's
_Gloria 1,7, Bodoil's Credo, and De Anglia's Benedicta

The works are scattered through the pages of the volume, with the
exception of the first four items, which the scribe has copied in-a bunch .=

as a pseudoémass by inglish composérs; and of the two short pieces Spes

.nostra and Benedicta es.
T T ——————

Excluding Zacar's works for the moment, we find thst major prolation
dominates in four pieces, perfect time in three, and imperfect time in two,

Power twice uses the error anglorﬁm‘ (as Tinctoris was to call it later),
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;}‘ L propértionél trick. The more florid an upber part became, the hardey

it WBs'to read, in the old prolation sighatures; so the composer has
here copled the upper part in doubled values. In one case he gives the
exact time-sighatures needed to solve the puzzle; in the other, he leaves
the performers to sort it out for themse&ves. Power also used these

| double time-signatures in a Sanhctus which survives in_ OH 9 Since these
three cases are the earliest known, he must have invented the technique,
It later became so common in the:isorhythmiC-motet that compos*ré nNever
bothered to indicate the relationship between the upper and lower volces.
hence the righteous anger of Tinctoris. At this date, however, the
device betrays the gradual ousting of the oldAprolation signatures.- The
growing love of English composers for deiicately figured upper parts was
slowing their music up. Major prolation served very well for the syllabic
discant style of the 'conductus' movements in OH; but it could not cope
with the more rapi@lyfmgving melismas of Power. Singers must have found
it difficult to tellithg black minim from the black semiminim, particularly

'in fast music. An intermediate solution to this problem lay in Power's
use of diminishgd perfect time for the top woice only. But when the

new style of melody began to affect the lower parts as well, the old
~framework broke down at last. Composers now preferred to adopt perfect
tlmem}n all v01ces, and at this p01nt too, with excepfions in the case

of 51m;iér music, they abanhdoned score notation, Not one of the

English comp051tlons surviving abroad is copied in score. It would have
beent an unfamiliar sight for contlnental 51ngers, of course; but the

"""miﬁ‘é@ntUnY‘SEiﬁEUAﬁS‘51§54éEé“d@n§*§€5?€‘ﬁ6f§tiﬁn‘for precisely those

works which we also find in continemtal sources. It is sighificant, too,
that these changes coincide with.the switch to void notation, which

is qulcker to write and easier to read. vThe 0ld 'conductus' style had
outgrown ita clothes.

This may seem a long dlgr3331on but it prepareS'the way for a
discussion of the second group of Lngl;sh works in BL. Here, with the
exception of Aleyn's motet, major prolation appears only twice, in the

last sectlons of Power's Ave regina and of Dunstable's am pulcra es.




In neitherrcasc,ig-it,the‘main,time—signature:of the movement, Five of
the works which were later added adopt perfgct time as the nomm; three
use impeffect time. The fashion has now cﬁanged.
The only Mass-section is the Gloria (no.12) which the scribe
attributes to Binchois. As I have obéerved above, this piece pairs
so exactly with Bodoil's Credo (no.8) that the attribution to Binchois
must be a mistake, The samre gopyist also ascribed two other works amongst
the later additions to Binchois, works which are indisputably English. -
~in one, and perhaps both of these cases, Binchois' name has later been
" erased. Gldfia‘and Credo alikg have been in print for somertimé‘no&,
in different editions., It is surprising that no one has yet noticed
how closely they are related.
Except for Sub Arturo plebs, all the othsr English works in this
layer of the source are Marian antiphons; only one, Dunstable‘;rv
Regina celi letare, uses the plainsong that belongs with the text. The
~ two antiphdns and the sequence which appear in the first compilation,
ont the other hand, are all three based on the chamt, Spes nostra =
and Benedicta es have their respectlve p131£;gngs in the dlscantus.
Power's Salve reglna, a most striking piece of music, sets the words of
that antiphon to the music of the chant Alma redem toris mater, which
is lightly decordted in the discantus, occasionally ‘migratingﬁ to the
lower v01ces. it presents an unusual m;xxure of two antiphons, each
used as a kind of trope agalnsﬁ the other, Here, then we find a- fairiy
pointed distinction between the two groups of English compositions,

flrst in the matter 0

- The concordances also support this dlstlnctIOH‘ there are none
~ with earlier sources, again with the “exception of Sub Arturo plebs.
" In each case, BL is the first source to transmit the musi;: Only one
piece is unlque. the Gloria by 'Binchois (Bod01l) There are links with:

Ch, ¢.1390 (no0.15)
gg, ¢.1430-50 (no.20) -
Tr 92 old layer, c.li40 (nos.17;19,20)
Pemb, c.1440(no.20)

OH, c.l413-22 (nos.l1,5,6,)
— D - CAMBHDGE,ﬁ,”, f
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ML, ¢.1l440(no.16)
08, c.1450 (no.17) .
ModB, ¢.1440-60 (nos.13,14,18,19,20)
MuBm, c.1440-60 (nos.18,20)
Tr 90, c.lik5-65 (nosl3,18)
Fl, ¢.1450-70 (no.16)
Tr 93, c.1460 (no.lk)
Finally it is interesting to Note that the scribe has copied the last

, five antlphons listed above into the same fascicle,
To sum,up the English music in the flrst layer of BL gives us some
idea of the development of English music in the years immédiately
following the completion of the 0ld Hall manuscript. The six Mass—

sections are all\}%ee constructions; they are not based on plainsong,

but depend for their main interest on the lively declamation, on the -
vitality of the treble melody, and on the skilful contrast of succeeding

sections. There are as yet no unifying plainsong tenors, nor,
1 éurprisingly, are the favourite Old Hall devices of canon and isorhythm
to be found. In Benet's paired Sanctus and AgNdg we comé across the —

first English use of the directions 'Umus' and 'Chorus'; this cannot be

claimed as an fnglish innovation, however, for no fewer than thirteen
continental composers also use such indications in this source. The
sequence Benedicta es and the two antiphons resemble most of the similar
settings in OH in that they are based on plainsong; but while the
English manuscript nevér puts the plainsong solely in the discantus in
__such pieces, in BL it has become the normal practice to do so. 4n
interesting contrast exists between Byttering's Nesciens matef(OH),
where the mlgrant plainsong occa51onally moves imto the treble, and
Power's Salve regina (BL), where “the migrant plainsong rarely leaves
‘the treble: there is a shift in emphasis here}o Amongst the Mass-
settings of OH, those by Excetré, Leonel, Oliver and Pycard sometimes
place the chant in the treble; in BL.the practise has also spread to
the polyphonic sequence and antiphon,
- The second group of English works takes us a stage further, Here
—~4we~come~upon%the.other“halﬁ‘gfyalagparahed%pgLxﬁQi.M§§§:§§Q§;9E§;_§§§A“*4
Glorlafwhlch matches Bod01l's Credo in the first group. So far as BL

: - /, T




is concérned, such élpair of related movements iq;nothing,unusual;,therc
) are, for exaﬁple, four complete Mass-cycles byyconﬁinental composers in
lthe volume, one of them in the original compilation (Dufay's Missa ‘
Sancti Jacobi, which includes items from the Proper) Since however
we find pairs of related;movgmg@@gﬁbeglnnlng to emerge in OH, it is
possible that the idea was transmitted to the continent by English
composers. As we have seen, Benet's Gloria 27, Sanctus 28 and Aghus
2 form an imperfect cycle, with no Credo surviving; this is certainly
as old as Dufay's cyele, which probably dates from the late 1420s,
Turnlng now to the inglish settings of amtiphons, we find that only onhe
out of seven uses the chant: Duhstable's Legina celi lstare.
Dunstable, too, places the plainsong in the treble, In the other six
pieces, the free and independent treatment of the Ordinary of the Mass,
which we have noted in the English settings of BL, has now spread to (
the antiphon as‘wéil; In all of these mo%ements, with or withoﬁt plainsong,
 the composers lavish most of their melodic and rhythmic skill on the -
discantué. This style first appears in the music of the early layer of
OH "so that the mngllsh cannoﬁrhave learned it from the contlnental
masters of Dufay's generation., They must have evolved the technigue
at the turn of the century, though how far they were indebted to the
French Ars Nova or the Italian Trecento still remains uncertain.
A word or two about Zacér's relationship with English music may
help a little here, His troped Gloria 137 (m0.5) is also copied in CH,

though it is now a fragment. It will be found, with his Gloria anglicana;
Musi i in which all

three parts are equaliy lively; each is provided with words. It does not
seem particularly Lngllsh in style~ and Wickham ILegge does not record the A

. trope Gloria laus et homor (not to-be confused w:.tlmthepmsb) in his
edition of the Sarum Missal. Like Machaut's Mass, the piece is unhified
by recurring motives. One of them first appears in the sixth bar,
another in bars 30-32. Towards the end of each section, we also find
shatches of rhythmic 1m1tatlon between tenor and discantus; this technique,

which obv1ously develOped from the hocket, was p0pu1ar amongst the English




Dunstable's miniature Gloria, no.7 of Bukofzer's edition,

Zacar's Gloria in OH shows the inglish absorbing Italian ideas;
the reverse is true of his Gloria ahglicana. The style is recognisably
Zacar's, for he possessed quite a distinctive musical pcrsohality. But
the harmony is much smoothéf, in spite,%f one extraordinary G-sharp
which produces,én 'ITtalian sixth', sufely a very early use bf what
Burney later called the 'extreme sharp sixth's, Again, the melodic tag
which flrst appears in the eighth bar recurs later on in the movement.
But the rhythms are much less bumpy than in Zacar's other Gloria, and ~
he employs the'time-signature ®, which was quite a favourite- amongst the
composers of {H. The word-setting is still fairly syllabic, though short
melismas sometimes appear. The rhythmic complications of the final 'Amen!
would have endeared Zacar to the heart of lLeonel Power,

Nbfhing'at all is known about Zacar's life. BL is a central source
~for his music: it contains twelve compositions from his pen, two of-

‘ ‘which eventually reached Poland by way of Germany.ll Eight of them -

material from his own secular songs into movements for the Ordlnary.
This Zacar is Not to be confused with Nicolas Zacharia, the papal
singerw(lLZO),”who\is carefully distinguished in BL as 'N.Zacharia'.12
One of our Zacar's works is available in print, the four-part Patrem
domlnlcalégaahlch Spllts Vatican Credo I betwsenh the upper two voices
in dialogue form, In bar 30 there is anocther Italian sixth, which must
clearly be abandoned if the Contratenor is used.13
~ We have Ty T
since it is the first continental source of the fifteenth century which
containg English music., It provides a link between the composers of

QOH and the later generation of Dunstable, Forest and Bodoil (the music
of Dunstable and Fofest only makes a belated appearance:in OH and was

clearly added many years after the original compllatlon) What can
the later sources tell us ? :
The next, in.order of time, is the MS 2216 of the University
~ Library, Bologna*(gg). Copied c¢.1430-50, apparently in a monastery in
~ Brescia, it is a smaller collection than BL, and bears signs of use.

-BL appears to have been a 'reservoir' manuscript, from which copies




¢
we%e made for practical purposes, while BU did duty. in the monastic
choir of San Salvatore, to judgé from the stained pages and dog-eafed
corners, The format is larger, 4O x 29 cm., as against BL's 28 x 20 cm:
approximately the size of O (Ll. 6 x 27. éem.). It is interesting
to Note that OH must have been one of ‘the earliest manuscripts from
which a smali éhoir, as opposed to anroup of three or four soloists,
could conveniently have read the music, though of course there is mno 7
indication in the source which expressly calls for choral performance.lh
The music of Eg is copied on paper in biack notation (with two

- exceptions). There are 92 works, together with 5 plainsong items:

32 Mass-movements (with no cycles of the complete Ordiﬂany, but a few
pairs), 34 métets, 20 secular songs,and a few other items. The
composers range in time from (Paolo) Tenorista to Binchois and Arnold

de Lantins, There are only four certain snglish works, which need not

~detain us long. They are:

No Bp T-s Title composer, etc

1 2L=5 " 11 ‘Gloria (ed.3) . Dunstable
Tr 92, old layer, Leonell;

Ao; Tr 90; Tr 93 (tw1ce, once ‘a mere :

T?égmenﬁ)gw"

8-3 " (0)C Benedicta es 55  Anonymous
BL, first layer, de Anglia;
Tr 92, later section, de Anglia.
Here imperfect.,

845 (0)e Quam pulcra-es Anonymous
. (ed.Lly)  BL; Dunstable; Pemb; Tr 92, old
layer, Dunstable, Mnmm, Ao,
““——""""‘“TEUEfEEEII‘T??ﬁ?—TEUTtapLe.

Anima mea leonel
liquefacta est  Here without contra.
{2v.) 135  Mufim; ModB; FM

None of these works is unique. In two cases BU is an intermediate source *~
(2,3); in the other two it is an original source (1,4). The last three
items are copied ih succession, though a later Kyrie has been inserted on

the bottom half of Pe 83 Ma jor prolation only appears in the"pOpular

‘Quam pulcra es.

time uses plainsong. Dunstable S Gloria is a full settlng w1thout

~




- duets, inlafstylc;that;ia_ngt,far%!?mqv;d:grpmVs;@ple discant, Here,
a;'in—his Credo from BL, the liturgical text is divided between the two,r

”'upper‘v6ié€§;WWho therefore” sifg different sections-of the words
simultaneouély{ This phenomenon occurs also in QOH, and May well have
been an English inV@htion.  Bukofzer pp&nts out that an early Gloria -
in TuB (233), a manuscript which is not known to contain any English
music, also uses this method; so we canmnot be too sure that this was

15 In view of the much higher number of English

an English idea.
examples, though, it might be more logical to assume that Gloria 233

is English; uhfortunately, I have never seen that source. This
'telescoping' of the text between two voices must. be distiﬁguished'from
the successive'dialogue! setting, where the text is divided between the
voices a phrase at a time; here, when one voice sings the words, the
other is either silent, or vocalises without “words, so that the complete
text is heard without impediment. This method . was common ehough\

on the continent: Zacar's Patrem dominhicale mentioned above is a case

in point, It is interesting to note that the Gloria by Dunstable which
is paired in other manuscripts with his Credo from BL is a unhique-case

___of telescgplng. the text has been split-between all three voices. If

we except the melismatic Amen, Dunstable has here short@ned his settlng
47*”*4”0f—the~610r1a ~text to- ambare thlrhy barsJ wlthout omlttlng a word. His

ozla from BU uses thv tlme—51gnature of dlmlnlshed perfectrtlme for the

o flrsffand last sectloﬂs Continental composeTS*geheraliy adopted this

metre around 1430, as a more comvenient way of rendering the old imperfecth

ime-with-major prolation {see the dlscu331on of Power! s~Salve reglna T
above‘)-j'6 it allowed them to keep the duple tactus of the old prolation
o 51gnature., The mngllsh seen to “have preferred ordlnary perfect time with- .

when they used prolatlon signatures, the mu31cal cadences often did not

coilmcide with the first semibreve of each perfectlon where a modern

“\\thtgg\yggiz place his barllnes) Dunstable s. Gloria is one of the
exceptions to& this very general observatlon :

w - Power's Alima mea llguefacta est is a settlng of the MArlan antiphon,
“"\“*WETTTTi“mﬁkes*ItsfEfnﬁ71qnnmraﬂeeeuliiL_sourcaa+_though without . its

~




third voice. In this work, Power too has adopted the flowing tempus

Eerfect of his younger compatrlots. The raﬂge of Power s development

between the twenty works from hlS pen that survive only in ﬁngllsh
sources and the twenty-flve that surv1ve abroad make him in many

 ways the most 1nterest1ng inglish compoéer of his time. Since he is
also the only Englishman whose music is to be found in quantity on
either side of the Chamnel, it is a tragedy that Bukofzer's complete
edltlon of hlS works Never found a publlsher.

“Two of the English works in BU are copled there anonymously It
is possible that one or two other items may also be English in origin,
such as the Salve regina 299 (p.80), which stood immediately before
the English Benedicta es, until a later scribe copied a lauda on the

blank page between; or the other Marian antiphon Ave regina celorum,

ave domina 280, which looks like a two-voiced reduction of a three=

part orlglnal analogous to Power's Anima mea., Both pieces seem
Engllsh in style; the former has the plalnsong trahsposed up an octave
—in thetreble, the latter has it—at pitch imthe tenor,  ~— T

”

The next group of sources were all copied in the middle years\of ‘
~ the century, though the repertory of some of¥themn3hows,th3tfthey'boﬂﬁaih o
earlier music than their fellows,r MS 11 of the Municipal lerary, Cambrai
jﬁegglsﬁ fgyg worcis IT re: it only contains one Znglish piece - Benet's
Gloriaﬁgg,,whioh forms part of a cyclic Mass less reliably attributed to
Power or Dunstable., It is a folio choir-book (c.50 x 53 cm) copied in
black notation, one of the first of its kind; it is also one of the

earliest manuscripts to contain sacred music only (excepting Znglish

sourceé) I have not examined it for myself. It is perhaps surprising

that it doesﬂnot transmit more than one EngII§h‘pleCE‘*SInce'Gambrai“*~‘*>ﬂ4*
‘was, much nearer to the mngllsh composers of the Duke of Bedford's

chapel than any -other surviving source.

_ The older layer of Tr 92 (£f. 1-143; nos.1365- 1509), is probably the o
next oldest source. Like all the Trent Codices, it is copied in void
notation; but it also contalns the only red notes of the collection (save
for one isolated example in Tr 87). This places it earller than Tr 87
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‘belongs to.

- v FASC.I
1 1 1370 Gloria (ed.3)
g %e II

1379 Sanctus’ (Jacet granum) (1) 31

- - FASC.III
1397 Gloria(Rex seculorum)(ed.19)

FASC, IV

T 1403 T}i{?ﬁé"ﬁ“
- 7:31@153@612&1 seculorum (ed.20)

— 44@meme 2%) -

- a»lidr» theseee;d;;rtof —g; ‘7972——,*'whrieh<lqek*red—notes'; and'sificg; dits
dnly othsr rival, Ao, is closely connected with Ir &7, as Bukofzer = . 7

- noticed, Tr 92 has priority here also. —The English music of the  —. - —
first layér of Tr 92 s showh in the table below, The 'table employs

) the accepted numbering of the musa.cal\ltems though it omits the folie ,

" leonell (Benet) =

numbers to.sva’ave space. I have however shown what fascicles the music

Leonellus {Dunstable)

~ BU, Dunstable, Bo; Tr 9(5\ Tr 93 (tw:Lce)

(Benet)
Ao; Tr 90; Tr 93 (tw;Lce)

"Ieonellus (Dunstable)

Ao (twice), Dunstable, Dunstapell
MzEm Ir 90, 93

Ao, Bonet; MuEm

‘Leonellus (Dunstable) — —

Unique

-Ieonellus (Dunstable) B
Ir 90 leonell; Tr 93, Ieonell

‘1446 Agnus Rex seculorum(ed.22)

1‘LJ+9- Ave. regina (ed.37)

ModB ModB, Dunataple ; FM

S mscar o
1426 Gloria (ed.9) Jo.Dunstapls
. - A—o
1427 Credo (ed.10) (Dunstable)
: , Pemb; Tr 90, 93
o __ EASCII O N
lh33 Credo ﬁ > Jo.Bodoil )
, © BL, first layer, Anglicamum patrem; Ao,
v . Patrem Angllcanum A
143k Sanctus 39 Benet ’
' - * e - ‘Unique
FASC .VIII

Leonelli (Dunstable)
Unique

(Dunstable) . - L

e e i



Av? mar:Ls stella l'l.l - "Leonel
' - 'Unique

gnus 26 7 (Benet) Leonel, cut away?
= | « Ao, Bomnet; Tr &7, 90, 93

FASC.IX S

Virgo prudentissima 123 “ leonel, cut away
R Unique

Tota pulcra es 68 ' Forest
. ModB, Forest

1460 Credo 5 _ Angllcanus :
' ' Ao; Tr 92, later section

1461 Gloria (ed.?) ~ Ho.Dunstaple
MuEm; Tr 90, 93
1462 Credo (ed.8) Dumstaple
. T BL, old layer, Johannes Dunstaple
Angllcus _ A

1463 Sub tuam protectionem (ed.51) - (Dunstable)
B BL, later section, Dunstable
o . Ao; ModB, 'Dunstaole

146k Gloria laus et honor (2v.)275 Amonymous . .
(English?); Unlque .

- 146 7577@1am7”fﬁ1§‘;ra es (ed.Lk) _ Dunstable, cut = - =
) BL, later sectioh, nstable, BU,Pemb;

‘ Ao, Dunstapell; Muum  ModB,

T ~ Dunstaple

EASCX

lh’?l Credo (Alma medemptorls) 61 Angllcanus (Forest'?)
—.  Unigque

1472 Credo 62-  (Forest)
‘ o Tr 92, later section, Forest

- ;f—{l@féaﬁcgg% S Angllcam lﬁoursbyib, ,7,,;7%,;

Tr 90,93

1L87 Gloria 2 32 bis ' Anonymous
- Unique, English?
1A91 Ave reglna (1) (Lv, )116 ~ (Power)
"~ BL, later section, Leonhel;
0S; Tr 92, later section;
Ao




FASC.XII

' Regali ex progenie - (Tenor)
Sancta Maria virgo 277

Hac clara die - (Tenor) Nova
efferens gaudium 276

Specialis virgo (ed.31)

Sancta Maria succurre
(ed.L9)

Orux fidelis (ed.39)

Mater ora filium 118

Hegina celi letare 120

D
Anonymous
Unicue., fnglish?

Anonymous
Unique. &nglish?

(bunstable)

ModB, Dunstaple

(Dunstable)
ho; Tr &7;
Ir 90

Jo.Duﬁstaple
ModB, Dunstaple

(Power)

ModB, Dunstaple;

- Tr 92, later section; ModB,

Ieonel,

(Power)

- Tr 90, Leonell

Out of a total of 145 items, 30 are certainly anglish, with the

possibility of four more.

No fascicle is exclu51vely English; the

other composers represéStéd are Binchois, Dufay, C. and N.Merques,

Liebgrt,‘legraht and Grsnon,
‘the Mass
Dunstable:

He had firm reasons on hls side,

I have followed Bukofzer in attrlbutlng

hiex seculorum, the Gloria 1370, and the uredo 1&27, to John

His attribution of the

Missa sine nomine to Benet also seems likely to stand: this Mass includes

the Agmus 1451, here ascribed to Power.

It has not hitherto beeh noticed

that the index of Ao gives Benet &5 the composer of the Gloria 1403; and
as Ao is mich more reliable in its attributions than Tr 92, 1 have followed

‘Bukefzeris-methods.lnAg1v1ngAhh;g work back to Benet.

Bukofzer also

- pointed out the unusual resemblafice in the treatmeht of the chant that

ex1sts between Anglicanus' Credo Alma redemptoris mater and Forest's

Ascendlt Chrlstus 65; acting Onihls suggestion, I have included the

Credo amongst the ‘works-of Forest.

(The motet is alse attributed to

Dunstable in Mde,.but in vlew of the style of the music, we are Justlfl°d

1n preferring the native ev1dence of CH, which ascribes it to Forest).




The  anonymous Sanctﬁs _Jacet granum pairsgfxactiy“With Benet's Gloria 30.

It is notable that thlrteen works out of the thirty appear anonymously
“in Tr 92. 7 -

Here are the English works, arranged,under their respectlve
composers: the numbers are those of the ~Trerrb catalogue, and works which ;
here make their first appearance are marked with (+)

Anglicanus(l): + Credo 1460°
Benet (L) : + Gloria 14,03
) Sanctus Jacet granum 1379
Sanctus 1434
Agnus 1451

Bodoil (1) : Credo 1433

Dunstable(15): + Missa Rex seculorum
’ +Gloria 1397
+Credo 1404
+Sanctus 1405
+Agnus 1446
+ Gloria 1426
o+ uredo 1427

+ Gloria lhél
Credo 1462

Gloria 1370
+ Specialis-virge 1500 (Isorhythmic motet)
- Crux fidelis 1504 (antiphon for Holy Cross)

Ave regina celorum, ave domiha 1449 (Marlan antiphon)
Quam pulcra es (Marian ant,)

-+ Sancta Maria succurre (Marian ant,)
Sub tuam:protectlonem ionem ( " "

Forest (3) : + Credo Alma redemptoris mater 1471 (?)
. + Credo 1472

: LT T T6f" pilcra ésXII59“(M§TiEn‘§nﬁJ)””’””* -
Power (5) - : + Ave maris stella 1450 (bymn)

Ave regina. (Lv.) 1491 (Marian ant. 9)
+ Mater ora filium 1505 ( " g‘
)

— —— — — — 4+ Regihg celi letare 1507 (" -
+ Virgo prudentissima 1456( "

Soursby (1) : + Safctus 1486




? English (L) s + Gloria 1464
'+ Regali ex progenie - Sancta Maria 149. (ISOJmOtet)
+ Hac clara die - Nova efferens lh98(Iso.motet)
+ Gloria laus et honor (prose) (2v.)

~Thi;\is the first really large quéntity of &nglish music to appear in

any continental source. There are works by Dunstable (15), including

a Mass cycle and two sets of paired Mass-sections; by Power (5); by Benet (L),
including single movements from two Mass-cycles; by Forest (3); by Anglicarnus,
Bodoil and Soursby (1 each); and four doubtful items. Of the latter, .
‘Gloria 1487 seems to me very English in style, and it is here copied next

to an &nglish work. Regali ex progehie - SafNcta lMaria virgo uses two texts
rarely set by foreigh composers at this date, while there are,examples of
each in OH and OS. The prose Gloria laus is twice set in Egerton 3307, and
here occurs in a run of inglish compositions. Hac clara die draws its :
text from a Lady-Mass sequence; only the tenor is isorhythmic, with-two
taleae and only one color. This is a procedure rare in English musie

at this time, thougb it is paralleled exactly by Duhstable s Sgec1alls

virgo, a few leaves further on,
These four anonymous works are all unique to Ir 92. So are Dunstable's
Credo ahd Aghuis on Rex seculorum, Power's ﬁve maris stella ahd Virgo
prudentissima, Benet's Sanctus (1434), and Anglicanus' Credo Alma
: fedemgiqtigimaﬁeig;whigh”lrhave ascribed to Forest. The concordances

with other sources run thus, in chronelogical order:-
%; (5) : 01d layer: 1433, 1462
_ Llater sec.:1463, 1465, 1491
(2) ¢ 1370, 1465
92, later section (5) lhé@ lh72 lh86 1L9l 1505
r 87(2): 1451, 1502
(12) : 1370, 1379, 1397 (twice), 1403, 1426, 1433,
1451, 1460, 1463, 1465, 1491; 1502 ]
ModB (8): 1449, 1L59, 1463, 1465, 1500, 1502, 150k, 1505 —
Pemb (2): 1427, 1465
‘MuEm (L4): 1397, 1L03, L6, 1465
08 (1) : 1191

~




Tr 90 (10) : 1370, 1379, 1397, 1405, 1427, 1451, 1461,
| 14,86, 1502, 1507 ’

Tr 93 (8) Same as Tr 90, except for 1502, 1507;
- ° 1370 and 1379 twice -

R(1) o L9

Eight out of the eighteen Mass-sections reappear in Ao, which is

first and foremost a Mass-codex; and seven out of the ten antiphons

also occur in ModB, which contains no Mass-music at all. The pattern

of concordances sﬁows clearly that the older layer of Tr 92 belonhgs with

the mid-century manhuscripts which all have many English pieces in commbn.
Nevertheless, it has a slight edge over the others, as we have observed

above. The works which make their first bow in this part of Ir 92,

therefore, are probably a little earlier than many of the compositions which 7
appear for the first time in slightly later sources, though we cannot be

too dogmatic over this point. One of the 'new' pieces that must surely

date back some years is Forest's Credo Alma redemptoris mater, the only

‘composition amongst this group which has a prolation time-signature.

Dunstable's isorhythmic motet Specialis virgo does not show the classical

form of the great series which survives in ModB: the two upper parts

do not share in the repeat of the talea, and there is no opening duet

(Albanus roseo rutilat, ed.no.23, also lacks an opening duet, while
that of Gaude virgo salutata, ed.no.28, stands outside the-:isorhythmie
scheme). Fﬁrthermore, only the middle section of the tenor is isorhythmic:

it consists of twice two taleae, without anX;color.

In this section of Tr 92, we also find the first examples of a Mass-
cycle éomposed on a liturgical tenor foreign to the Ordinary. The
f'English'were undeniably innvvatérs hefe.lY The ‘'tenor-Mass* resulted -
from the fusion of two techniques already existing separately in OH. First,
the use of a tenor which was nbt.taken from the ordinary of the Mass - we ~
- find this in the works of Pycard, Typp, and Penmard (OH, nos.25,83 and 857 ——

since all of these compositions are isorhythmic, it is clear that these

composers took over the“ideaxfrom the isorhythmic motet. Second, the

tendency to group movements of the Ordinary in related pairs, Gloria with

J N




- Qredo, and Sénetusrwith Agnus; Ieonel seems to have taken the fifst
step in this case, with three sets of paired movements in OH (nos.zi
~and 80 whlch are also isorhythmic; 18 and 73, which employ five
‘ voices; 11J and 133, whlch employ four). Palred movements, as we have
seen, are by this time fairly common on&both sides of the Channel, Dufgy
and Benet were apparently the first composers to extend this method to
all the movements of the Ordinary (see the d;scu331on of BL above),

Dufay also used a repeated.tenof in his Gloria de guaremiaulx (BL, no.
155), and a plainsong tenor treated isorhythmically in the later Agnus

Custos eg pastor (Tr 92, no.1558), which we may reasonably attribute
1

to him.

There are three Mass-cycles, or parts of them,intleold layer of

Tr 92. Benet's Agnus (1451) belongs to an umnaméd cycle which is
uhified by a motto opening common to all four movements: it does not

appear to be a tenor-Mass. His Sanctus Jacet grahum, however, belongs with

Gloria 30 and uses the same plainsong as its tenor, a respond for St,

~ Thomas of Ganterbuny, the other movements have presumably been lost,

_for composers did not normalLy palrrGlorla with oanctus. - The other
tenor-Mass, which is fortunately complete, is Dunstable s Missa Rex i
seéulorum, whose tenor is an antiphon for St.Benedict. Both composers adopt vfé
the same methods. The plainsong appears as the tenhor of each movemenﬁ, |
with most of the repeated Notes omitted. Yet it is never presented twice

in the same form: both Benet and Dunstable take great delight in moulding

the chant into'varled_rhythms for each movement, how keeping faithfully

to the notes of the plainsong, now adding passing-notes, and even interposing
passages which are not derived from the chant. Compare, for example, bars
89-100 of Dunstable s Credo (ed.no.20), with the plainsong: he has added

" 10 bars . Sowetlmes a section will be omitted, as Dunst 1“’651%9‘the‘mﬁsze~f~

to the words quOS‘erutos...v1vere', between bars 94-95 of his ﬁgggg (ed.

no,22). This-éort!of approachimak§s,tha_Ordinany of the Mass into a <
T ‘*serIeSAOf free-musieal variations on afunlfylng liturgical tenor. Its chief ]

advantage is that the composer can expand or contract each movement to suit

’the dif fering lengths of the texts: Dunstable's Aghus, for example, is

fifty-two sqmibréve§ shorter than his'ggggg. Benet's Gloria and Sanctus




-2 .

are much the same length - they will be found in the Musical Appendix.

The. composers also subdivide each movement into sectlons of varying

metre, and splltrthese sections in their turn into passages for duet .
and trio. In Dunstable's Mass, each movement starts in perfect time,
has a central section in imperfect time (diminished, in the Credo), and,
returns to perfect time for the close. The relative proportions of
£hese sections ery from roughly 3:2:2 in the Gloria to 7:2:1 in the
Agnus. Benet usés a similar-plan, but adds a second passage in
imperfect time at the ehd of his Sanctus.

Harrison points out that Dunstable paraphrases the tenor melody

in the opening duet of his Credo, and addssthat,this is also suggested
in the Gloria and Sanctus.l9 The reference to the chant in the Credo
is indeed unmistakable; though if Dunstable has imitated it in the

other two movements mentioned, then so have Power and the anonymous

“composer of the Mass Veterem hominem, in exx. 38 and LO of Harrison's

book. He also claims that Power 'pre—echoes! the plainsong in his

Mass Alma redemptorls mater, starrlng no fewer than four notes of the =~

dlscantus to show their derivation from the chaht: here aga1r5

" Dunstable uses the same opening, at a different pitch, for the contra
of his Credo LKex seculorum! It was a favourite beginning for scores
of Ehglish works at the time. Dunstable's Credo, which imitates ten

" ‘notes of the plgiﬁsong,mis a different matter; we can find a parallel

in his superb isorhythmic motet Veni Sanhcte Spiritus -~ Veni Creator,

which is an almost unique example of double cantus firmus. :This gives

us an even stronger reasoh to attribute the Mass Eex seculorum to.

Dunstable, for Power is not known to have used this device at all,

The CredO‘Alma redemptoris mater by Anglicanus (Forest?) may
or may - not have fo;&;aggart ofggh;;cle.20> The composer uses the whole |
antiphon for his tenor; once: repeated; the repeat omits the nusic.to

natura mlrantel, and ends this time at 'saNctum tuum genitoremLVZl

jSlnce the movement bears\\‘s tlmc—31gnatures ece, it must be quite an

early work Pennard!'s Credo from OH,cited above, is the only such
movement 1n%that source to ‘use a whole antiphon as its tenor, though

-Pennard does not repeat the chant: the piece is isorhythmic in-structure;.




with ten repeated taleae, and yet there is no color. In order to get
in the whole of the plainsong, he has had to abandon the usual repeat.
Foreét's work goes further along the same road. He does not even
trouble to use repeating taleae, aithough,he uses part of the chant
twice over. This work is a kind of half-way house between those
: isofhythmic settings of OH which use chants foreign to the Ordinary,
and the cycles of Dunstable and Benet in the first layer of Tr 92.
The repeat of the plainsong in Forest's Credo is probably a vestige
of the old isorhythmic golor: in the cycles of Dunstable and Benet
discussed above, this repeat has been extended to the successive
movements of the Ordinary, sach of which has now become one gigan£ic
color - though of course without the rhythmic severity of isorhythm.
Leaving aside the question of the other types of tenor-Mass,
we will now move on to the repertory of the next stratum of the Trent
codices, namely)the second part of Ir 92 and Tr &7 (exclﬁding the -
‘Battre? fascicles, which contain no knownvgnglish music). These.
two collections were copied by a scribe named Pumschucher, probably _
in the Veneto somewhere. Uopied &s a whole, they were in-all likelihood.
separate,unbound fascicles when t%;} came into the hands of Johann |
Wiser, the indefatigable copyist of the rest of the Trent manuscripts,
He had them bound in with other music, half in Tr 87 and half in Tr 92,
‘They were probably copied before 1450, Here is a list of the English '

'compositions in both MSS, which we shall Now consider as-a single whole:-

" Tr 92, (second layer)

| FASC XIII
1515 Gloria 4 1Bt in terra anglicanum! (index)
- o . - Unique
1516 Gloria 42 (Blome?)

: SR Unique
1517 Credo 43 Bloym

Unigue

1518 Credo 94 ‘Ricardus Markham
Unique

FASC XIV

Gloria Jesu Christe Fili Dunstaple (index: Dumstable)
Dei (ed.l5) Unique '

~

Sy
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1536

1537

1538

1541

1542

BT

1544

1545

Credo Jesu Christe Fili

 Dei (ed.16)

Gloria 27
0 crux gloriosa (ed.53)

Alma redemptoris mater
(1)113 AN

" Leonel

Dunstable (:Lndex. Dunsta)
Unique

Benet
Unique

~ Dunstabel

Mo_@’ Dunstable
/’r\

Ao, Leonelle- ModB, Dunstaple

FASC XV .xvx‘\

Ave regina (i) (4v.) 116

Quam pulcra es 124
Gaude Dei genitrix 274

Benedicta es 55 -

Speciosa facta es (ed.50)

Mater ora fllwm s

Veni Sancte Spiritus -
Veni Creator (hv.)(ed.S%)

Preco preheminencie - Inter

“natos (Lv.) (ed.29)

Credo 62

Sancta Maria, non est tibi

“similis (ed.L8)
Veni Sancte Spiritus -

Consolator optlme(ed 33)

Salve’ mater salvatorls
112

za§§;§111

Virgo. prefulgens avia
13k

 (Power)

(Power). | -

- BL, second layer, Leonel;

11_“_ 92, first layesr; Ao; _QLfS_
(Pyamour) '
ModB, Piamor

Ahonymous

Unique

De Anglia

BL, de Anglia; BU

(Dunst able)
ModB, Dunst%ple

Ir 92, old 1ayer, modB

Jo. Dumsta.ble
OH; Ao, Jo.Dunstabell; I'hL,
‘MeodB, Dunstaple

(Dunst.able)
ModB, Dunstaple

Forest ,
Ir 92, old 1a;rer

(Dunstable) ‘
ModB, Dunstaple
ModB, Duhst.aple
leonel

Tr 92, later sectlon ModB,
Dunstaple :

wWinchois (Standley) |
ModB, Sandley; here i.‘ragnent.only




e e A S i, Bl i1 T 8

1549  Aghus 269

1550 ‘Sanctus 262

1551 Sanctus 127

;552 . Agrus Efucﬁaviﬁlcor meum

58 -
- 1553 Credo 5

7 S FASC.XVIII -

/ .
1556  Agras (ed.lh)

1560‘. Sanctus 59

1562 Salve mater salvatoris
SR B

L nesxm

1568  Sanctus 229
1569 . Agnis 230

1570 sanctus (2v.) 227
T571  Agms 270
1572' Sanctus 38

Sancta Marla, non est tibi

—_—— T s

Salve reglna (trope' irgo
mater)_ﬁ_

C o FASCHXX
Régina celi letare 6

Salve regina (trope Virgo

Anonymous

-‘Unigue-

Anonymous

“Unique

Sorbi (Soursby)

2%_92 old’ layeér,; Ahplicantis; Tr 90 93

Driffelde
‘Unique

- (Anglicanus)

Tr 92, older layer, Anglicamis; Ao

Dunstable
Tr 87, (twice, second times)
Angllcus

(Dunstable?)

Unique: a note to this piece runs
npgmus huius ab angﬁerlorqjln 6to
folio", i.e.no.1556 above., :

- (Leonel)
Tr 92, later section, Leonelj
Mde Dunstaple

Anonymous
Unique

Anonymous
Unigue

Anonymous
Unigue
Anonymous
Unique
Jo.Benet
-Inique

Anonymous
. Unique-

Anonymous
Unique

Anglicahus
Unique

Dumstable (Power)
Ao; ModB, Leonel° Tr 90
Dunstaple




Ir 87
FASC.I

Gloria A(lma redemptorls
mater)99

Credo (Alma redémptoris
mater) 100

Sanctus (Alma redcmptorls
mater) 101

Agnus (Alma redemptorls
mater) 102

Credo 253

Agnus 3

Sanctus gi

rz'Agnus (éd,lh)

FASC.III
Credo 252

Gloria Jacet granum 30
"'Séﬁctus-gél

Salve regina (trope 1rgo

- Unigee -

'

(Power)
Ao leonell; Tr 90 93

(Poyer)
Agéﬂieonel
(Leonel)
Ao

(Leonel)
Ao

Anonymous
Unique

'Sanctus...Anglicanus' )

Unique; a note on the previous folio
runs "Cantus sequens scilicet sahctus
est cantus Anglicanus', ,

Ahonymous
Unique .
Bloym ( Blome )

ES

Anonymous
Unique; a note runs "Agnus non pertlnet
ad Sanctus".

(Dunstable)

Tr 92, later section, Dunstabl;

Tr 87, Anglicus

Anonymous

" Ao, in English fasc.

(Benet )

Tr &7; Ao, Bommet; Tr 90, 93
Ahonymous

Unique

DuHStable

mater) (ed.50)

‘ FASC.IV
—Credo 24 -

- ModB, Dunstable

Leonellus’ (Benet)
Tr 90, 937 part of Missa 31ne nomlna.




81;
82
97

101

102

- 10

107
C08)

122

123

.Agnus 68

Sanctus 25

Sanctus 107 o

sgns 26

Agnus 228

FASC .XI

Gaude virgo 310

Ks'rrie (ed.l)

- Ave regina 66

Sancta Maria SU.CCU.I'I‘G*

Sanctus (ed.l3)

(ed. h9)

“Kyris (trope Deus creaTtor)
(hv., canonic) 35

FASC.XII

127

Gloria J_é.cet granum 30

E_AD_C-_X_IE

-130— sancta—Ma;&&mnm

| .131

similis 303

" Beata mater (e_}iv.hz)

Kyrie Alma redemptoris
mater (trope Deus
regtor) 186

(Benet)
Ao, Bénnet (index) Tr 90, Dumpstabl;
’l‘r 93; part of Mlssa sine nomine .

(Power) ,
&.: Ieonel; Ao

g

~'(Benet) -
Tr 92, old layer; Ao, Bermet (index);

_’I_‘g 90, 93; part of Mlssa sine nomine

Anonymous -
Unique

Anonyﬁlous
Unique.

Ahonymous
Unique

Dunstable

_ Unigue

Forest
ModB, Forest

Tr 92, old layer (later added'f’), '

 ho; Mqu Dunstaple; Tr 90

‘Johames Behet
Unique

Jo,Dumstable
Ao, Jo,Dunstapell

Anglicus (Dunstable) '
Tr 92, later section, Dunstabl;
Tr 87

(Benet)

. Tr 87; Ao, Bonnet; ‘Ir 90, 93

Tr 92, later sectlon .

, Blmhm.s ('Jo,Dumstabl' erased)

Ao; MuEm, Dunstable; OS; ModB,

_Dunst aple

Anonymous
Unique

; ' . i
. iy
I B
. . i
A e e B T




~-134 -~ Gloria Alma redemptoris  ANonymous
_~mater 187 Unique

This now divided mahuscript holds the largest hest of English .

_coypositions that, we have so far come upon: L8 works which are
certainly inglish, and another 18 ahonymous pisces which merit
consideration. Allotting them to their various composers, we get the
following result (as before, works which make their first appearance

in this source are marked with a +; ulica are preceded by a dash - ):-

Dunstable (15) + Kyrie, 101

+ Gloria Jesu Christe fili Dei, 1519
+ uredo n n n " ’

Sanctus, 1560 ?
Sanctus, 122
Aghus, 16, 123, 1556

Preco‘preheminencig (is.motet), 1538
Veni 3Sancte Spiritts - Veni Creator (is.
~ motet), 1537
Veni Sancte Spiritus - Consolator optime
(is.motet), 1543

0 crux gloriosa (ant.for Holy Cross), 1523
Beata mater, 131

Salve regina (trope Virgo mater), 24
Sancta Maria, non est tibi similis, 1542
Sancta Maria, succurre miseris, 10j4
Speciosa facta es, 1535

_Power (10) ' Missa Alma redemptoris mater
' Gloria, 3
Credo, A
Sanctus, 5
. r Aghus, 6
Sanctus, 79 7 ’
"Salve mater salvatoris (sequence), 1544, 1562

+ Alma redemptoris mater, 1524

- Ave regina celorum; ave domiNa (1) y 1525
Mater ora filium, 1536
Salve regina (trope Virgo mater), 1577

Missa sine Nomine
+ Credo, 26

+ Sanctus, 78
Agrus, 80




Anglicanus (5) | =

il
3

i

+

Forest (2)

de Anglia (1)
Driffelde (1). -+
Markham (1) B
Pyamour (1) | +
v . Soursby (1)
o gpandley (1)
| ~ Anonymous (18) -+

H

|

|

t

|

|

I

]
|+

]
R

!
+

Virgo prefulgens avia (motet, fragment), 1545

Gaude Dei genitrix (sequence), 1527

Kyrie (canonie), 107-8 -
Glotria Jacet granum, 21, 127

Gloria, 1521 .
Sanctus, 1572

Gloria, 1515
Credo, 1553
Sanctus, 12
Agrus, 13 7

Regina celi letare;Alﬁ?é

Gloria, 1516 7
Credo, 1517
Sanctus, 14

Credo, 1541
Ave regina celorum, ave domina, 102

Benedicta es (sequence), 1531
Agnus Eructavit cor meum, 1552
Credo, 1516 . ‘
Quam pulcfa es, 1526 °
Sanctus, 1551

Kyrie Alma redemptoris mater (trope
Deus creator), 133
Gloria Alma—redemptorls mater, 134

Sanetus, 1568

+ Aghus, '156‘? )
Credo, 7

Credo, 20 (also 4o, in Engllsh fasc.)

Sanctus, 1550 :
Sanctus, 1570 (wrongly paired) ]
Banctus, 22

“Aghus, 1549 )
Agrus, 1571 (wrongly paired) -~ - v _

Agnus, 15

Agrins, 81 I

+ Salve regina (trope Virgo mater), 1575

Sancta Maria, non est tibi similis, 87, 130, lS?L

kGaude virgo (sequence?) 97

of the ungllsh works listed above are unlque

~




- to_this source: seventeen out of‘forty—eight. All the 'suspect‘
anonymous compoéitions are unique, except for the Credo no,20, which .

~ recurs in an exclusively inglish fascicle in Ao. Of the thirty pieces i
which are to be found elsewhere, by far the greatest number turn up Pl
in Ao (17/30) and ModB (16/30). Then follow the first layer of Tr 92 . o
(7); Tr 90 (7); Ir 93 (5); OH, BL and 05 (2); and BU, MuL, and MuEm
(1)« We are now in the middle - years of- the fifteenth century, a period
rich in sources.

 An exact_étudy of the variant readings in works that are common %o
.two or more sources would probably tell us a great deal about the route
that. the English music followed on its way into Ttaly, It is Notable
- that Aosta and Trent are 31tuated on two of the six great overland

trade routes imo flfteenth—century Italy, near the Great St.Bernard

ahd Brennher passes. Bukofzer has observed that Tr 87 and Ao sometimes

agree so closely:that they must go back to a common source: this is i
h shown, for example, ifi his edition of Dunstable's Sanctus (ed.no.1l3) -~ //“\<5/1
~and Sancta Maria succurre miseris (Ib.49); and also in the Sanctus and ”
: :xﬁiﬁ 7Aéggg@gof_Bcnetusfh&ssar31ne~ﬁomiﬁ3'(ib‘58297"Tﬁe Aosta version of Af?/ig
’L\\ Power's Alma redemptoris mater is also closely connected with the copy 1
in the later part of Tr 92, which is the sister volume to the first

section of TIr 87. There is also a high proportion of concordances r
between the two Trent sources and ModB; but here, by way of contrast, o~
thewvariants reveal that No common source was used. See, for examplé,
the different readings of nos.29, 32-3, 37, L2, L6, 48-9 and 53 of
Bukofzer's John Dunstable. A proper study of what the mimutiae of =
collation may reveal however will have to wait until a much larger
_ amount of thls music has béen transcrlbed and compared. | Ny
The second part of Tr 92 presents us with another interesting ~— ——
- phenomenon, QCut of the 63 works between nos.1515 and 1577, only eighteen
can be ascribad to“continental'composefs, though three more anonymous
pieces are #lsd continental, to judge from their style. Over half
of this long series of works is certainly &nglish: over two-thirds, if

we include the nine 'possibles',  This- 'clumping' of &nglish works




L0

- recurs in Ao, ModB, and to a lesser extent in Tr 90 and 93, Earlier

‘ historians such as Nagel and Davey, and later writers too, were so

" impressed by the sheer quantity of English music in Italy that they
felt fairly sure that Dunstable and his compatriots must have lived
and worked there.% When we come to look more closely at the
manuscripts, though, this impression vanishes. If Engiish composers
had written music in the course of their duties whilst living in Italy,
the music would surely have been copied into the sources piecemeal,
as it left their pels; and we should expect to find it mixed haphazardly
with the music of other continental composers such as Dufay, who a;e
known to have lived and worked in Italy. The fact that it appears
in the manuscripts in self-contained -fascicles, as it does in Ao and ModB,
is evidence of 'bulk buying', When the demand for &nglish music
became khown, and No doubt a fair price was paid to obtain it, any
enterprising travéller in that surprisingly cosmopolitan age might
have taken some with him on a journey., We even have a record of a

poor Scottish clerk who was rewarded in 1457 by the future Charles

_the Bold of Burgundy, for bringing him some musics: slgnlflcantly,
the traveller then went on into Italy.23

To return to our sources, after this necessany digression: the
Engiish repertory of the twin mahuscripts listed above includes ahother
complete tenor-Mass cycle, by Power, and Dunstable's paired Gloria
and Credo on Jesu Christe fili Dei. We also find three movements of

Benet's Missa sine Nomine, the Agnus which was also copied earlier
in the first part of Tr 92, and now the Credo and Sanctus as well;

- the Gloria which matches the Sahctus Jacet granhum is here too. There
is also a paired Kyrie and Gloris on Alma redeﬁgtoris mater; They
are anonymous, unfortunately, but since they are amongst the early
tenor~Mass pairs, use the favourite ﬁngllsh Kyrie trope Deus creator,
and are copled directly after an English work, they are probably
English too. Thesé two are not isorhythmic, but present the chant in
‘the same lightly coloured form as the tenor of each movement. There
is also the Agégg on Erubtaqib cor meum, by Driffelde, a good old

. Yorkshire name, The tenor of this movement is the verse of the -




“This respond appears as the tefor of aNother anonymous work, the Sanctus

~motto opening for each movement, We may therefore attribute the Sanctus

:possiblcAthat,somegaﬁgbha undvs;gnated,xﬁnnrsgmay«draw on liturgicals -

of .such-pieces are of English origin, it is possible that both these: -

‘has 1ittle contact with the European repertory, whilst at least ten

of the respond Regnum mundi, for the Nativity of a Virgin andVMartyr.

Regnum mundi which is copied in Tr 90 (n0.973) and Tr 93 (no.1804). Thia

seemed too good to be true, so I compared the two movements: each begins

in exactly the same way. Since the Q1rst three notes of the two

plainsongs are identical, it was quite an easy matter to write a 51milar

Reghum mundi to Driffelde, thereby increasing the quantity of his ]

known works by fifty per cemt. Each movement of the pair states its

respective plainsong twice, lightly coloured, in the tenor, The first
statement is in perfect time, the second in imperfect; there is how-
ever No isorhythmic relationship between the repeated statements of the
plainsongs, nor between the movements themselves, In the Sanctus,
there is a.return to triple measure for the second Osanna, which repeats '
the music of the first. ' .

None of the other English Mass-3°tt1ngs in these parts of Tr 92

and &7 seems to use a tenor foreign to the Ordlnary, though it remains

chants, There is in addition the Aghus Custos et pastor (Tr 92, no.

1558) already referred to above, paired by the scribe with Dufay's
Sanctus papale (Ib., no. 1561; and Tr 90 986). The latter oceurs on its

own in BL (no.107); so that the Agnus which keeps it company may be quite
an early continental example of the use of a 'foreign' tenor in the
Ordinary of the Mass, Another, cited by Bukofzer, is the Credo Alma

redemptoris mater byiJohannes de Gemblaco, or Jean de Gembloux, which
first occurs.in the early layer of BL (no.124)._ Since the majority

. composers were imitating English modéls, though Gembloux' Credo was

copied into the mahuscript before 1,30. Bukofzer poi?ts out however,
that theré’ngéh almost complete Mass-cycle onh a unifying tenor which ;_
appears as a late addition to the little-—known Cyprus Manhuscript TuB;
the body of this source also contains five~Gloria—Credo pairs dating
from ¢,1410-20, the period when OH was beihg compiled. TIuB, though,

K
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works from OH reappear in continental sources.

The earller ‘discussion of the older lgyer of Tr 92 sketched out
sohe of the relationships between the new English tenor—Masses and
the sources . at home. Of the similar pieces ih Tr €7 and the later |
sectlon of Tr 92, the anonymous Ezg;g and Glorla on Alms redemptoris
mater,—and Driffelde's Agnus*Eructévnt cor meum keep to the methods :

" established in Dunstable's Mass Rex seculorum, and Benet's fragmentary

cycle on Jacet grahum; the Alma redemgtorls pair, however, uses the

same form of the tenor for each movement The Mass Alma redemptorls
mater by Power, and Dunstable's Glorla-oredo pair on Jesu Christe °
f£fili Dei are, by contrast, new,departuree. The latter is fully

isorhythmic: each movement has the same tenor (a fairly common respord),

which is repeated once in diminution. ~Although there are Mo taleae,
there is a change of measure at a point of exact proportion in the

statement of the olalnsong tengf, whlch,produces a similar sffect of

 progressive diminution. Harrison observes that Tyes' Glorla\(OH

no;lé) also introduces a change ‘of measure w1th1n the isorhythmic

~  color, though here the composer has split his (unidentified) plain-—— —

song into two taleae., Dunstable breaks the chant into a succession
of equal notes; Tyes' tenor is a little more orhamental than this. At
flrst sight, one is tempted to imagine that because Dunstable's Gloria

-

‘and Credo are only a pair, while his Mass Hex seculoium unites the
entire Ordlnary - ﬁngllsh composers did not include the Kyrie in their

. cycles at this early date - then the pair must have been composed

before the complete cycle, However, the chronology of the sources tells
agalnst thls, admittedly, we are dealing with peripheral manuscrlpts,

as far as Lngllsh music is concerhed, and this alone would ‘not' allow

us to draw any fimm conclusions, But there is only onhe isorhythmic

- work of Dunstable's in the early layer of Tr 92, to compare with the
five that we find in the later section, and that work (Specialis virgo) -
appears to be an early attempt., . Moreover, the Gloria Jesu Christe £ili
Dei contains one startling modernism, which we cannot, parallel amongst
Dunstable's works in the older sources. At the cadence in bar 76, there

. is a perfect fourth, at that time considered a strong dlssonance, between




the treble and the tenor., It is no passing—note, but a deliberate
and considered effect at a structural p01nt of cadence, The contra
fills out the harmony by supplying the fifth below the tenor, We
find similar perfect fourths between tenor and treble in other works,
such as the Sanctus Da gaudiorum premia (in bar 77), and in all save
one of the isorhythmic motets. 2k dﬁnstable has abandoned the medieval
‘technique of writing the other parts one at a time against the o
. sacrosahct tenor; in places.such as these, he has first of all composed

his contra against the liturgical tenor, and then written the upper

part agaihstfthe harmonic combination of the other two voices., If we Y
dwish to investigate the development of harmonic style over this period,
this is the way to tackle the problem: first we must consider the

tenor and treble on their own; then tenor and contra; then discantus
| and contra. There is Not space to launch out on a detailed examination
here, but experiment shows that where a work is khown to be early,
then the number of 'irrational' dissonaxes between treble and contra
is far hlgher than it is in the case of a late work; we must of
- eourseeexcluderpgrfect fourths between treble and contra, if the  tenor
supplies a consonant root to the chord. It is fairly clear that the
conservative'English use of score Notation must have encouraged this

New feeling for tvertical' harmony,

Power's Mass Alma redemgtorls mater differs from Dunstable's paired
Gloriag and Credo in that there is no color inside each separate move- '
ment, though there is a change of time-sighature, as Strunk observed, o
at a point of exact proportion half-way through the tenor., The tenor =
is the same for each movement though the composer adds opening duets
in the Credo and Sahctus., The effect of the four times repeated tenor, i
then;.is~ofmfour immensely long taleae; oneﬁto each movement, with no co j
diminution, Power Gses only half of the antiphon, and transposes it down
"~ a fifth; the composer of the anonymous Kyrie and g;gg;g on the same

tenor, mentioned earller, transposed the chant down a ninth, Bukofzer %;4
suggested that Power s Mass was probably the earliest English cycle o™ ;
.a tenor forelgn.to,the Ordlnary. It seems to me, though, that Dunstable's
Mass Rex seculorum haw an equal claim, together with Benet's cycle on 1




Jacet grahum. Power was certainly the older composer; OH shows him

pairing movements of the Ordinary at an early date, and also
experimenting with isorhythmic tenors. But Dynstable's methods, as
I hope to have shown above, also link up with the experimemts of
other composers in OH. And the evidence of chronology which the
sources give us - admittedly slight - is on his side. Further,
Power's Mass was a later addition to Ir 87: the original fascicles

of the compilation, which are lettered in a contemporary hand, run

from the third to the thirteenth, while Power's cycle is in fascicle .I.
. It is perhapsbworth observing here that these original fascicles were
bound up in the wrong order; they now run: h,l,a,d,e,k,i,g,b,f,c (the
fifteenth century did not distinguish between 'i' and 'j'), To arrive
at the original order of the manuscript, then, we must read it in the
order Fasc. V, XI, XIII, VI, VII, XII, X, III, IX, VIII, IV, Since
there are apparently no English works in fascicles 15-18, which end the
section copied by Puntschucher, it is logical to assume that fascicles
1-2 belong with the lettered onhes, though they are slightly later; and-

that Pumtschucher's source of English music dried up immediately

afterwards. Whatever happened, we shall probably never be certain

who wrote the-first tenor-Mass cycle.

'Féw of the other works in the sources uhder discussion call for

extended comment here., For the first time, we find two pieces by

Dunstable which are written for four voices; only six such works
survive, and four of them are isorhythmic motets, Four-part
compositions are extremely rare amongst the English music surviving
abroad. Four voices are called for in a respond and an antiphon by

Power (110, 116), in Besnet's cahonic Kyrie Deus Creatorr}igtﬁqfabove

-{35), which is perhaps a special case like the canonic Gloria for six
voices in Tr 90 and 93 (244, a canon 6 in 3!); this work is very 7 S
probably Engliah._'AmongQE the later composers, Bedingham adds a fourth ‘
voice to the g;ggg of his Mass Deul aNgouisseux (12), Hothby follows

the example of Power in his antiphon ane es ista (§2), and Frye
imitates continental models in his Mass Flos regalis fitheldreda (69-72).
The Mass Veterem hominem (143-7), which is very likely English, also

~
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employs four voices. This gives a total of only 21 works out of the
‘mass of English music in foreigh sources. There are no four-voiced
~ tenor-Mass cycles to match those of Dufay and other continental

a-

mastefs,unless-we include the isolated example by,Bedingham. (It
remains a,possibility, though, that Dqﬁay was inspired by Dunstable's - ,
foﬁr great four-voiced isdfhythmic mdfets, when he added a contra ,. ?
beneath the liturgical tefors of his Masses). There seems to be a gap ‘
here, between the soRorous wriﬁing for up to five voices that we find
in OH, and.the‘extraordiharﬂydense polyphony that we find in the

Eton maﬁﬁscript; the two styles are of course poles apart. ‘ T

i
|
This survey of the sources has now reached the middle years i
of the fifteenth csentury. In examining the English repertory of BL, ?
BU,Ir 92 and Tr 87, I'hope to have established certain methods of \ & i
anglysis which suggest various lines of attack on the important

- questions of provenance, chronology, and the development of musical

" style. I have not transcribed the whole of this huge amount of music; —

until this has been accomplished, and until we khow a great deal more

about the continental music of the time, we shall probably not. get

very much farther in trying to decide‘whicﬁ of the many of the anonymous
pieces are English; Bukofzer was the only man who was thoroughly
familiar with both the English and the continental repertories.

Harrison's bdok suffers a little from a lack of comparisons between
English and continental music, though he makes a fine attempt; -
 Besseler's Bourdon und Fauxbourdon also has some penetrating things to -~ -
say about,somé aspects of Ehgiish musié;wéspecially the tenor-Mass '
-“cycle, but sometimes he seems réthef Eiased in favour of continental

| composers, particularly in the jatter of Fauxbourdon, The first
' essential, thodgh,'must,be to transcribe all the khown English music;

and it will be a labour of mahy years. .

- In considering the remaining sources, which can no longer tell :
us much about the chronology of English music at & formative time, |

it. will not be necessary to set out the concordances and aha;ysé the _}

-~
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make-up of the manuscripts in such detail. Ao and ModB keep most of

j,hjeir English music.in water-tight compartments, though Tr 90 raises.

ohe or two problems. TIr 91 comtainhs no Bnglish music, Tr 89 next to

none; Ir 86 has a couple of Masses by the later composer Bedihgha_m,

and Dunstable 's Puisque m'amour; T 93 is largely, as I have said, a¢

iatevfrepliga‘g;t‘ Ir 90, and only four of the added works seem to be

' English., The only sources which Need more than a word or two of

comment are Ao, ModB, Tr 90 and perhaps MuEm. The first of these for

“us to con51ger is Ao; it contains items fr—'emﬁkk though it mastrhavev

been copied at about the same time as ModB and MuEm. A list of its

English works follows: the Numbers are those of de Van's list.

— \
-
No.  Title ' Composer, etc.
~ FASC; I: Hand C ‘
k Beata viscera 213 Anonymous
- Unique i
5 Beata viscera 108 . Lememn. .
- Unique
6 Kyrie (trope Lux et " Anonhymous
origo) 231 ‘ - Unique
7 *’Kyrie Anonymous
- Unique

FASC.IV & Hand A

L0 Gloria Rex ssculorum (edsl9) Dunstable {and index)
: S Ao Dunstapell (index 'Dunstable’);

Tr 92, Leonellus; Mufm; Tr 90, 93 -

FASC.VI : Hand B

65 ; Gloria Rex seculorum “(ed. 19) Dunstapell (index 'Dunstable')
. See previous item,

- FASC.VII Hand B

68 Gloria (pd.h) : : Dunstapell (index 'Dunstable')
o Unique
70 Gloria Jacet granum 30 = Bonnet (index only)
I - - Tr 87 (twice); Ir 90, 93
71 Gloria 235 : ~ Anonymous
: ‘ Unique

"FASC.VIII : Hgnd B

72 Gloria 236 N Anonymous 4

que 7 A




- " EASC.XII : Hand B

94  Credo (ed 5) S Dunstapell

95 redo 5 , (Angllcanus)

- : : - Tr 92 (twlce), Angl:z.canus (once)

96 - Cred . I{nyi’f (cut- index 'Knyfft)
o - Unique. De Van failed to Notice the name.

97 . De Anglia (index only)
| : Tr 90, 93

98  Sanctus (e;i,lB) Jo.Dunstapell (index 'Jo.Dunstabel‘)
S ’ “Tr 87, Jo.Dumstable ;

: F'ASC XIIT Hand B

104, Sanctus Anglicus (ed.é) Dunstable (index only)
‘ Uniqgue '

Hand C

110 Sancta Marla intercede 150 (English)
. 0S;. here, 1nserted later.

FASC XIV : Hand B
. 121 Beata Deigsnltrix (ed, ).;J_)

Dunstable ModB, Dunstaple, Tr 50
FASC.XV : Hand B

126 Cre,glpig_ T De Anglla (index only) (Bodoil)
S ' : , 'Anglicanum patrem'; Ir 92,
J Bod01l

129 Agrus 271 bis V R Ahormnous
. ; Unigue

FASC.XVI : Hand B
Sanctus _2_22 - Ancnymous .
. Unique; discahtus missing, but must
‘have been-Sarum -5,

Alma redempteris mater(edd;e)) {Dunstable) - ~ -
BL, leonelle (‘Blnchols: cancalled),

A ModB, Dunstaple
Quam pulcra es (ed.ik) Dunstapell
: . - BL, Dunstable; BU; Ir 92,
'Dunstablc, Pemb; . I“hEm ModB,
Dunsgtaple

143 Regina celi letare(ed,38) (Danstable, cut off?)
‘ : BL, Dunstaple; MuL (fragment); FM

'Descendi in hortum meum 28k Anonymous
. : Unigue

i




145

146

L7

148

155

156

157
é
159

) 160

162
163

164

*fléﬁa; 265

158

g * FASC.XVIT :

Sanctus 25
S |

Ave regina celorum (Lv.) 116

Alma redemptoris mater -

‘Anima mea liquefacta 6k

Sancta Maria succurre

miseris (ed L9)
Gloria- (ed.?)

Gloria (4v.)(canonic) 238

Salve regina (trope Virgo
mater) (i) 121 -

FASC.XVIII :

Hand C /7

Bﬁf{'met (index only)
Tr 87; Tr 90,Dumpstabl; Tr 93; - —
part of i Mlssa sine nomine

(Power) : ‘
BL, Leonel; Tr 92 (twice), s

(Forest) ‘
'BL; ModB, Forest; Tr 90

. (Dunstable)
Tr 92, 87, 90 ModB Dunstaple

- (Dunstable)

Tr 92, Jo.Dunstaple N
Anonymous -

~ Unique; e 'fuginlLtemponm'
_ Anonymous

Unique

(Power)-.
Tr 92, Dumstable; ModB, Leonel;
Tr 90, Dunstaple

Hand C

Gloria 23

Gloria 36

Alma redemptoris mater 113
Sanctus Jacet grahum

tgrus 266 :

Sub tuam protectionem(ed.5l)

FASC LIX :

“Bermet (index only)
Tr 92; Tr 87 (Leonel, cut?); Ir 90 93;

gart of Mlssa sine nomine

Bonnetfﬂindex 'Bennet, *) -
Ca; Tr 90, 93; part of Missa sine Nomine

Bonet (index only)
Tr 92, Ieonell; MuEm

Leonelle
Tr 92, leonel; ModB, Dunstaple

(Benet)

“Tr 92, 90; Tr 93 (th.ce)

Anonymous
Unigue = = I

(Dunstable) ,
Bl, Dunstable; Tr 92; ModB, Dunstaple

Hand C

‘Gloria Alma redempt oris

mater 99

Credo_Alma redemptoris
mater 100

ASanctus Alma redemptoris
mater 101 S s

~

1eonell (index 'Leonel!')
IL 87', 90, 93 v

Leonel (index only)
Tr 87

(Leonsl)
Tr 87




1165 Agnus Alma redemptoris

(Lsonel) : R

" 169 Gloria (Isorhythmic) 103

170 Credo (Isorhythmic) 104

171 Gloria (iv.) (ed.11)

173 Credo 105

" 176 Agnus 149

172 Credo (4v.) (ed.12)

17k Credo 252 . = =

175 Gloria 48

 FASC, XXI

mater 102 Tr 87
166 Credo Da gaudiorum ‘Dunstapell o
o~ ~premia (ed.17) " "  Unique
167 Sanctus Da gaudiorum (Dunstable)
premia (ed,18) ~ Uhique

Leonell (index 'Leonel!)

Unigque; on Sarum 5

(Power)
- Unique; on Samm 1; in Ao the scribe

often names the composer r only for the
first item of a pair or cycle. :

Dungtapetln. - L
Unique ‘

- (Dunstable) u ' N
Unidue; exact pair with 171; see note
to 170 for pairing in po. '

(Power)
OH, Leonel

~ Anon ous,,,, o S R
Tr )

(Byttering)
CH, Bytterlng

Hand C o I

177 Gloria 237

178 Sanctus Li

‘179 Sanctus 128

s\

180 Sanctus 125

181 Agnus 126

‘(Engllsh)
OH, comtra and teﬂor only

Anonymous

Unique

Blome (and index)
Unique

Soursby (tails of !s'
that is left)

T — = ——— T T o S e —
—Uhique — S
< |-

“Soursby (not 'Souesby' as in de Van) ;
(Index 'Saursbi') T
Presumably paJ.rs with no.18l. .
Unique .

(Soursby ?) ‘ j
Unigue; the scribe rarely repeats the S
composer's name for the second item of

a pair; cf.167, 172.

‘and ty! are all




. Sanctus 95 o Neweland (not 'Nélbeland' as de Van says)
— - Unique
Sanctus 260 ' ' Anonymous
' e Unique

Sanctus 107 - ' (Power)
| o ~ OH, Leonel; Tr 87
, FASC.XXIII : Hand B
Gloria 221 Anonymous
: | : Unigue; pairs with 191
Credo 222 - : Anonymous
- Unique; pairs with 190
Nesciens mater 289 “Anonymous
- Unique
FASC.XXIV : Hand D

Veni Sancte Spiritus - Jo.Dunstapell
Veni Creator (ed.32) OH; MuL (fragment); Tr 92 Jo.Dumstable,
: ModB Dunstaple

Gloria (ed.3) (Dunstable)
BU, Dunstable; Tr 92, Leonell; Tr 90;
Tr 93 (twice, once fragment only)

_ Beata mater (ed.k2) - —— — —{(Dunstable) ~ —-
Tr 87, Binchois (Jo Dumstabl', cancelled),
Q§ MuEm, Dunstable; ModB, Dunstaple

Al

Ao contains fifty certain, and eighteen probable "&English works,
_ Ihe?volgimLWQg,copied 4in North Italy by four scribes, whom we have
distihguished in chronological order as Hands.A, B, C and D in the

catalogue above. In the earliest section (4), there is only one

English piece, Dunstable's Gloria Hex seculorum; scribe B re-copied it

unwittingly from aRother source, too - if indeed the separate parts of

the manuscrlpt were united at that date, which seems unlikely. It is

notable that Power s Mass Alma redemrptoris mater does not appear until 4
‘the third section (C), another ihdication that DunNstable's Mass-cyele - . ... —

“may have been written first. OScribe B was responsible for adding nhine

&nglish WOrks,~ihcludingfthe entirely English fascicle XII, which gives
us a new éomposer, Knyff.',Thurston Dart suggested, when I first noticed
this Name, that this might be the translation of Richard 'Cutellus',
author of the early discant treatise in the Bodleian Library, MS 842 -

there is a stroke across the '11' which could well be an abbreviation




s
’ manhuseript appears to consist of English works . Of these. remalnlng

51

for 'Cutelli' the genitive case. Harrison shows, however, that this

was the man's English name, ahd that he was active a little too early

25

for us to draw such a conclu31on Benat's,Glorla—Jaeet graHUM‘also

'appears 1hrthis section - another hlnt that this Mass—cycle may be

earlier than Power's, . L
Scribe C, however, is tha man for our money, Apért from most of

faséicles XIV and XV, which are largely devoted to the music of Binchois,

nine works in fascicle X{I, and three short pieces copied across the

end folios of adjacent fascicles, his entire contribution to the

fifty works, thirty-eight are attributable to English composers, whilst,

the remaining twelve are wholly English in style and'atructure, and

 appear separately, copied between the certain English pieces, not as 8_
;susplcious—looklng huddle of ghonymi all copied together in one place.

Finally, Scribe D added a seetlon at the end, including three works

" by Dunstable, the very English-sounding Ncsciehs mater (192), and an

anonymoué Gloria-Credo pair that may also be English.

It will not be necessary to list the mus;c,u4d61;4$s:eempesers

here, or to go into detail over concordances, The following table,
however, glves the number of works by each composer, and lists unica
and works whlch appear for the first time 1n this source,

Dunstable (19) : + Credo Da gaud/grum premia, 166
+ Sanctus Da gaudiorum premia, 167

+ Gloria (4v), 171
+ Credo (4w), 172

+ Gloria, 68

+ Credo, 9l
+ Sanctus, 98
(7 wnica) .
Power (12) : + Gloria (1sorhythmlc), 169

+ Credo (isorhythmic), 170 |
+ Beata viscera (commnion de BMV), 5
Benet (6)

Soursby (3): + Sanctus, 180
+ Agnus, 181

+ Sanctus, 179

_None uhigue or New




. . |
- ) .
| i
. o |

T Anglidéﬁﬁgi(ijré‘i h&£ uﬁique or New . - e C . 3 |

- Blome (1)

¢ + Sanctus, 178 o . | : {A f
— - . o . ' . i 4 i
Bod01l (1) = s not unique or new ?
8 Byttering (1) : not unique ornew . . - I
De Anglia (1) : Credo, 97.(£irst appearén;e) _
_ Forest (1) : Tnot_unique or New ‘
Knyff (1) : + Credo, 96 - " | -
Neweland (1) : + Sanctus, 162
~ (Bnglish) (2) : ot unique or New i
f Probably mngllsh works B i
copied by Scribe C(13) + Kyrie (trope Lux et orlgo)q .-
+ Kyrie, 7 - — - ' -
+ Gloria, 177 |
o o | + Gloria (canenic; Lv.), 150
) o B + Credo, 174 k » ,
o iSametus;A32 o

+ Sanctus, 179

Sanctus, 183

Agnus, 129 - LT
Agnus, 151 . o _ : :
Agnus, 159 :

, ‘Beata viscera (commmnion BMV), L
e + Descendi in hortum meum (antiphon), 1hh.

+ + + +

T4

AN

= Other possible #Einglish works: \ _ T

1

Copied by Scribe B (2): + Gloria, 71
+ Gloria, 72

_ . Copied QY' Scrlbe D m: + G‘TOTiV 336_* e et ;i,::;‘::;,,%—"»*
" + Credo, 191 | -

+.Negciens mater (antlphon), 192

The concordanhces with other sources "hold one or two surpriscs for
us., The most frequent are, as one would expect, with the contemporary




sources Tr 92 (15, 1 copied-twice), Tr 90 (13), Ir & (12, 1 copied-
-%wice); ModB (10), and Tr 93 (9, 2 copied twice); It is a little
unexpected, however, to find as many as 8 concordances with BL, 5

with OH, 3 wiﬁh 05, and one with Pemb., The other MSS involved are Mumm
(5); BU and MuL (2 each); Ca and M (l each). Nearly half the English =
comp031tlons in BL, then, also appear 1n Ao. And of the fifty works'?

e

in Ao which are certainly knglish, nine are to be found in tinglish
sources too — just under 20%. All these concordances with English

sources occur in the sections copied by scribes C (7) and D (2).

When one cénsiders how few native sources exist for English sacred
music of the fifteenth century, this percentage seems rather high,

It is equa}ly revealing to reverse the process, taking an English
sburce. Of the eight works in the Bodleian Library MS Add. C.8&7 (OC),
for example, three reappear on the continent (copied eight times in ' i
four different manuscripts): a proportion of over 37%., Indeed, if |
we count the three movements of the isorhythmic Mass on the tenor
Requiem‘eternam as a single unit, this figure rises to 50! Assume

_that this is a representative sample which will hold good for the i

lost part of this now fragmentary source; imaginhe the manuscript

restored to an average size, containlng perhaps 200 separate items, i
The percentage w1ll give us 7h concordanices with the knglish music

Now surv;ving abroad, & full hundred, if one takes the more generous ——

view, Another thought: the three pieces in OC with concordances

in continental sources are Bedingham's Sanctus, 19, and Benet's Gld;ia %
33 and Credo 37. It is thus very likely that the rest of the Mass

(16-20) to which Bedingham's Sanctus belonged, and the paired Credo

3L Which matches Benet's Gloria were also once to be found in the fine

codcx whichi was ripped apart lonhg ago to make fly-leaves for some - i

thrifty bookbinder. Yet before OC was discovered a few years ago, B
we should have had to assume, from lack of evidence, that these eight - s
works did not form part of the native English repertory, but were
composed by Enhglish composers living abroad. We can ﬁow re-unite
them with the home tradition - and their composers as well, who muster ﬂ

Le cdmpoéitions between them. As the years go by, more fragments are : a




Pparts Fémollssﬂs_e,, and one part imagination, I do rot see how the

" Gloria patri geniteque; this pairing is so unusual that the works must <

~ surely be all that remains. of a complete Mass-cycle. Scribe C copied _ L

Dunstable's tenor runs: "Da gaudiorum premia ' \ E

early, for if we‘allow Dunstable (d.1453) his three score years and
" ten, he would have been in his thirties at this time, Howsver, there

are recovered from bindings, more concordances are discovered,

If we interpret the evidence that exists with a mixture of nine
old theory of expatriéte English compgsers_writing for a continental,[;
market can much lohger be maintained, at least without substantial
reservations., It is manifestly untrue, in this instance, to say that
hi;£6ny can only be writtcn‘with hard facts.

Amongst the works unique to Ao are Dunstable's Credo and Sabétus ‘,,,5
on Da gaudiorum premia, which is the verse of the Trinity réspond

them after Power's Mass Alma redemptoris mater in fascicle XI1X, which

is entirely taken up with these two sets; since the first two works ¢
of the next fascicle XX are also Mass-sections on plainsong tenors,
it is clear that the scribe fully recoghised the form as a special

technique, and deliberately set these works apart.

da gratiarum munera
dissolve litis vincula
astringe pacis federa”

Harrison sugéésts that the words would have been aporopriate for the
coronation of the child king Henry VI as King of France, which took
place in Paris onh December 16 1431, Jeremy Noble, on the other hand,

has pointed out that the words are extremely ap ropriate to a treaty

ending a war; he put forward the signhing of the Treaty of'Troyes as

a likely occasion, which the Kings of ingland and France sighed on 9

April 11.,20.26 This seems much more likely to me : the dafe is Bot too

are other texts which would have served just as well for the signhing ‘ \-¥";,ﬂ
of a treaty. ' This particular text, as we have said, is a verse from '

a respond for Trinity Suhday. Now; ohe of the chief clauses in the

Treaty of Troyes was a contract of marriage between Henry V and the _
daughter of the King of PFrance, Catherine de Valois. And this marriage ﬁ:




;was_celebrated‘on 2 June 1420: Trinity Sunday. Certain features
of style support this dating. There is an unusually hlgh nunber of

accidentals in the course of the plece whlch ‘brings to mind some of

~theunexpected sharps—and flats in CH: they becane rare as-the century

progressed, Amongst them is the extraogdlnany F-sharp in bar 3 of

‘Dunstable's Sanctus, approached from & C!The rhythmic style of the

final cadence-bars of the Credo suggests the Italian Trecento, while
the broportional sophistication of bars 61-9 of the Sanctus recalls

the French music of the later Ars nNova. The treatment of dissonance is
far less rational than in most of Dunstable's works; and in two places’
he cadences on to a 10/5 chord, with the tenor holding the fifth above
the tonic in the contra, while the treble sings the tenth, The use of
a third in important cadences such as these is in itself an unhusual
experiment (bar 77 of the Credo, bar 69 of the banctus) In var 77

of the Sanctus, we find another perfect fourth between treble and tenor
at ‘a structural cadence, such as became common enough later on,

Whenever this cycle was composed, it was certainly an early work, amd

' the dating that I have put forward at least makes us realise that

Dunstable may well have started composing earlier in the century than
we had perhaps lmaglned Some of his earlier works may even have
been written during the period when the 01d Hall MS was being completed.
If he were then in his twenties, we should hot expect the music of
such a young man to appear in anh important royal CQllQCthn Aven
today, many an English composer has to wait until he is in his forties
before his works are approved by Authority: this country has the oldest
'young composers' in Europe. '

Dunstable s Now fragmentary cycle shares the technique of Power's

MaSs,Aima~redggg§otﬁngmater.*the“two movements gre built on the sama

tenor, which has exactly the same rhythm in each. The fact that
Dunstable uses No extended duets may hint that his work is older than
Power's. Only ‘one of the twenty-one isorhythmic compositions in OH
has such a dueﬁjwéﬁ&ighis isAan ekceptional case of pseudo-canbnic
writing: the anhonymous Credo, No.86. The motets by the later

composers Damett., Cooke, Sturgeonh and Byttering do however have brief




isorhythmic Gloria and Credo on “the chants of the Ordinary (Sarum

- however, the fﬁll‘ﬁlaék ‘Notes-show that the values are to be- halved,

introductions for two voices before the tenor enters - but never

mbre than a few bars. Later in the century, such opening duets or

i"'lnfroitus', as Dufay called them, became the normal practice,

“Another 1nterest1ng palr of Mass-sections is Power's unique

5 and 1 reSpectiQely) They are transcribed in the Musical Apgendix; - S -

The two movements are very different in texture and method, but the
idea of using an isorhythmic version of the chants of the Ordlnany
is common to both The Glorla is a long and complicated plece.

-,The tenor contalns a long talea which is repeated once, This source

°is copied in void notation, but Power s tenor contains not only full
black nhotes, but full and void red notes as well - the 651& ones in

the manuscript This composition is the sole example of four-colour -
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‘paralleled throughout Burope at this. date, so far as I know. The -

red void Notes here indicate imperfection of otherwise perfect notes,
a practice whlch was Normally shown by full black hotation, Here,

though the perfection of the notes is not affected; the full red

-notes also reguire the values to be halved, but here the perfect notes

becomé‘imperfee%Jas well, The’céloration of the other parts is Normal.

This puzzle of a teNor is repeated twice in progre551ve diminution, in

‘the proportions 3 : 2 :+ 1 . And, as if &1l this were not enough, the )

upper parts have different time-sighatures: the discantus reads (0)CO,
and the contra (8)08, The time-signaturesTefwthe tenor are as usual

not given, but must be understood as (3 x @) (3 x ¢) (@): perfect ‘mood
is to be understood, and quite possibly the very rare perfect 'maximood!

as well, The movement is a real case of the error anglorum, for the  — -

proper relationship between the conmtra and the discantus is not stated.

‘The drigins of this use of 'partial time-sighatures', to coin a phrase, ~
wers discussed in the comments on BL early in this chapter. Recalling

how the practice étarted,\we discover that the mensuration-sighs which

would properly expreas how these three parts fit together should run

as follows:




- 57

- discantus: @ ¢ @
 contra: @ 0 @

| tenor: 3x @ 3x¢ ¢
In point of fact, the implied diminutfon of the tenor and discantus
was left to the singers, who must have known the convention. Note
that the 'barred' versioR of the time-sighatures O and C above does
not‘imply that tEe music is to be suﬁg twice as fast. On the céntrany,
looking at the history of these sighatures from their first appearance
in OH omwards, we can see that it is the old prolation measure of
the contra whiéh has slowed up., In the transcription, therefore, I
have only halved the values of the contra, wﬁilst quartering those of
the other voices. ‘

The Credo which keeps the Gloria company is a rather simpler piece.
The tenor has No taleae; although the notes of the second half - except
the last - chresponéﬁin value to those of the first half the rests are
differently spaced., The tenor repeats once unaltered, and twice in

prbgressive diminution, in the proportions 4 : 4 : 2 : 1., The other

- two parts are both discantus, so that this piége takes after the style

of the fourteenth-century caccia; particularly in the opening section,

the two trebles chase sach other about in free imitation, At first
sight, it looks as if discantus 2 refers back, at the opening of the
second séction, to the music which discanfus 2 sang in the first section;
there are also resemblanlces between the E%JBt notes suhg by discantus 1
in the second, third and fourth sections., This is probably an aceident,
due to the limited compass of the upper voices over the constantly
returning tenor; it is not systematic enough to have been intenfional.
Since only the tenor is isorhythmic (and even then it has no taleae),

since Power employs the old-fashioned time-sighature of major prolation,

.and since the céecia—like structure has No other parallels sbroad at
“this time, we are probably justified in thinking that this movement

mist date back-a good many years in time. The same probably holds
good for the pairing Gloria,because of its extremg;y;complex notation;
on the other hand, the movement has the classical isorhythmic structure

of the later motets by Dunstable, Forest and Benet, and the total effect
of its conflicting metres gives the impression of a slightly bumpy

-
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perfect time. Nohe of the‘isorhythmié Mass-sections in Qﬂ uses

the—chahts of thé Ordinary ; as this pair does, though the cham

is uéed in most of the simpler discant settings. Power's methods here

arose from a fusion of*isd}hythm and Qiscanted plainsong, The

two movements probably date from theééériod a little after CH. They

poifnt unmistakably in the direction of the Mass-cycleon a unifying

isorhythmic tehor, though later‘examples of this kind always employ

a tenor foreign to the Ordinary. . |

There is not space here to discuss all of the English music in

’ Ao. In view of the fact that five compositions from QH recur in

this source, though, it would not do to pass on without mchtioning
the anonymous cahohic Gloria (no,150), which occurs in the English

fascicle‘XVII. This piece shows that the love of canon persisted

amohgéffEnglish compasers for some years after the copying of COH:
‘we have already Noticed Benet's camonic Kyrie in Tr 87, There

are three more canonic Gloria - settings ih‘zz 90, a}l anonymous;

they are quite preobably inglish too. For, so far as I khow, there =

m:arg:gnly Egﬁriﬁass—settings by continental composers which are

canonic from beginning to end like-the seven fine examples in OH. The
latter.comprise four settings of the Gloria, two Creeds, and how, thanks
to Dr.Harrison's enquiring eye, a Saftctus as well.27“ The continental
composérs Matteo da Perugia, Dufay, Hugh de Lantins, and one Anonymous
restricted {ﬁemselves to canonic settings of.the Gloria; there is
also a partially canhonic Gloria by Arnhold de Lantins, and a similar
Credo by Chieriéy.28 These pieces form a very small percentage of

continental lMass-settings; but one out of every sixteen Mass-settings

in OH employs canon, Harrison has this to say of the canohic pisces

A iﬁﬁgﬁ; rwihéy béidﬁg_fo the last pﬁaé&wa a féﬁfﬁééﬁ@ﬁéééh%ﬁf&'ﬁrgdiﬁbﬁx
rathér than to thé main movement of style in the early fifteenth
century, for;Canonic technique played.no part in the next stage of -
the history of the polyphohic Mass in England." This statement is
a little too sweeping, though it holds good for English sources alone,
Certainly we must consider Benet's Kyrie and the surely inglish Gloria

-




of -Ao; further, the continental composers never indulged in canonic
writing as complex as the canon 6 in 3 of the anonymous Gloria 24k,
 which occurs in Tr 90 (no.925); yet this would have presented
little difficulty to Pycard or Byttering, Quite near this piece
lie the simpler canonic settings of Gloria 245 and 246 (nos.927 and
932_in,theiMS)1gthough 266is closer to isorhythm than to canon
proper. We must assume that the English still kept their hand in
&t canonic writing in the middle of the fifteenth cemtury, if only
from timg to time. 7The openings of the four anonymous Gloria. -

'setfingé mentioned above are transcribed in the Musical Appendix.

Ao includes several composers whose Names ahd musical
totally unknown, outside this source; nor do we have any music in
English sources from the pens of John Bodoil, Blome or Sourshy.

Thié is a 1little surpfising, for thers are seven cofcordances between
the section copied by scribe C
- c.l413-22 to ¢.1450. Only Knyff does not belong to this section. There
--are four concordances with the older section of OH, and thrse of

these are pieces which occur nowhere else excépt in these two sources:
nos.173, 175, 176 and 184, all in the last two of the nine fascicles

' c0pied>ﬁy Scribe C.

copied at least twenty years apart, and at a distance of several

and three English sources ranging from

This unusual connection hetween two manuscripts

hundred miles, suggests that there may have been some special contact
-here; - ‘

By a fortuhate chance, we have slight evidence of such a comtact.
Scribe C bound together with his own work the fasciecles copied by |
Scribes A and B, adding the index at.the front of the manuscript;
-Scribe D later contributed the last-three fascicles and the odd leaf
~at the end,
certainly by Johannes Brassart, and a companion-piece in which he is
named in the text, first of a short list of composers and singers
who were in the sefvice of the Holy kioman Emperdor. The works in
question are Homanorum rex inclite - Fequiem, an isorhythmic motet

on the death of the iZmperor Albert (November, 1439); ahd Brassart's

In this last section we find two political motets, one




- named in the motet. Johanmes de Sarto is known asﬁéwééﬁpoéer from

‘Galer are unknown; Martin is too common a nName to allow us to identify

" and has a strong connection with the Imperial Chapel of the Emperors

. sgurces purely for their musical value, like the occasionhal motets of

O rex Fridrice - In tuo adventu, another isorhythmic motet on the
accession of the newly-elected Frederick III (February 1440). The
fourth and fifth verses of the former mention musicians who were

clearly members of the Imperial chapel:

.

Ergo Brassart cum Erasmo
Adam serva, Io. de Sarto
Iohannisque pariter

Tirien; Martin et Galer,
cahtores celeriter
psallite Cristo regi

Brassart was a member of the pépal choir from 1431. In 1443

he was however cantor principalis to the tmperor Frederick III, who,

|

in de Van's words, "ingloriously held the imperial sceptre for almost
half a century". The text of Romahorum rex inclite shows that the

composer was in Imperial service before 1439 - probably even then

he was cantor principalis, for he is first on the list of musicians

a couple of pieces in BL., Erasmus Adam - an Aryan name?- is uhkhown;
'Iohannisque pariter Tirion, Martin et Galer' must mean that these
three all share the:Christian name John, De Van suggests that 'Johannes

Tirion' must be Johannes Touront, composer of several short pieces

dating from the middle of the century. Johannes Mar@in/ahd Johannes

this man with the Martyn whose hame appears above one of the mensural

tenor-parts appearing in Lansdowne 462, Galer seems a German ﬁame.

O _rex Fridrice does not mention any musicians.

e

Scribe D's Qontrlbutinn then, may be datéd‘iater than 1440,

Albert and Frederick III. De Van concluded from this that Ao must
have belonged to the Imperial Chapel at the time of Scribe D, though
the evidence is not'completelyAconvincing: such occasional pieces as

BomaNorum rex and O rex Fridrice were no doubt re-copied into later




Dufay and others. Nevertheless, there was certaifly some contact
between the composers of the Imperial chapel and the North Italian
Scribe D, There seem to be two possible channels of communicationh.

The Zmpire in those days extended southwards to Trent, in the Tyrol,
though the nearest. Imperlal Free Cltyawas Augsburg, over a hundred

miles to the North; ahd westwards, beyond the Imperial Free blty of
Basle, it stretched to the Burgundian lands of the Franhche Comtd,
bordering on the Duchy of Savoy. Aosta belonged to Savoy at this

time, There is, as we have already shown, a close musical contact

: between Ao and the related sections of 23.87 and 92, which in some

cases must have shared a"ébmﬁbn source; this éafirgffthe Trent collection

however, cannot be shown to have originated in the Tyrol, though thc W

’

scribe's name, 'Puntschucher!, is clearly German. With such a large
qollectibn of music in therGerman Tyrol, at the opposite end of Northern
Italy, and with such a close relationship established between Ao

~and Tr 87 and 92, we shall obviously nhot be far wrong if we prefer

the route from the/impﬂrlal Chapcl via Trent to Aosta. But it should
be remembered that Aosta was part of Savoy at that time; that Amadeus
VIII was an extremely musical Duke, who employed Dufay from 1L34=5;
that his secretary from 1,39 was nohe other than the poet Martin le
Franc, whose le Champion des Dames (c.l4L0) affords the-first literary
evidence of the continental passion for English music; that Amadeus
abdicated in 1439, to become the Pope Felix V of Basle; that his son
Louis was an even more ardent lover of music; that Louis married Anne
of Cyprus, who quite probably brought the Cyprus manuscript to Turin,
which was also part of Savoy at this time; and that in the diocese of
Maurienng, twenty miles over the Alps from Aosta, the collegiate church
- of “Algusbelle observed the English Use of Hereford from c:1260 to 1580
(it was founded by the Savoyard Pierre d'Aigueblanche, who was Bishop
of Hereford from 12&0)?29 Neither Duke Amadeus Dor Duke Louis, on the
other hand, can YGﬁ be shown to have employed mhglish musicians; no-ohe
has searched the surv1v1ng archives for records of them. But we have
evidence of contact between Frederick III and English musicians., Two

years after his election, in 1L42, he sent a representative to England,

-~
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“who asked the Privy Council to help him find six Znglish sinhgers

for his Imperial Ghapel. The Council deputed the composer Nicholés
Sturgeon to assist'hiﬁ;BO We have No evidence that anyone actually
went, and I have not yet‘managed to locate any‘archiVCSQSurviving f}om
Frederick's court; but whether or Nnot ﬁ?ederlck succeeded 1n tempting
‘ any Engllshmen away, he was presumably after their music as well as
their voices, and no doubt his messenger returned home with several
quires of anglish music in his bagéaga. Certainly this would explain
how three,combdéitions by thz mid~century composer John Plummer

found their way into manuscripts in Trent and Modena' Plummer does
hot appear in the records until 1440, but he was a member of the
Chapel Koyal from 1441-2, precisely the year in which Frederick's

agent arrived. It is clearly high time that the accounts of Savoy
and, if they still exist, of the Imperial Court, should be searched
for #nglish musicians., It is guite possible that the names of the
composers Anthony, Blome, Bodoil, Driffelde, Knyff, Markham, Neweland,
-Soursby, 8tandley and Stone, who are not recorded in “ngland either
as musicians or ao'composers, hay lie hidden in these archi#es. Is\

it sighificant that Nho less than five of them have music in Ao?

o

We must put aside these interssting speculations, and turm to
our last two major sources, ModB and Tr 90. Little is known about

the former, A bare list of cohtents was published by the Associazione

dei musicologi italiani in 1916, but Mo proper investigation of the -

source has yet appearsd. This is Mot the place for such a survey,
butra few facts will help. There is a long section of Znglish music
in fascicles IX - XIV at the end of the manuscript, which only
_bEhtaiﬁS'one continental piece,'ﬁufay‘S'i@bththmﬁfimﬁﬁﬂiiﬁﬂzﬁﬂﬁr“"

jubar ~ Puerpera pura - Virgo post partum. This was omitted from the

earlier fascicle VII, where there are six others from Dufay's pen,
and added with the English series by Dubstable, Benet and Forest, in
fascicles XIII-XIV. All the English pieces are attributed to their
compoaefs iﬁ this séurce, though in four cases the ascription is

probably wrong. The mahuscript contains no music at all for the

- ~




Ordinary of the Mass. The first two fascicles cohsist entirely of

h&mn-séttings, all save one by Dufay; fascicle III is a miscellany
by Dufay and Binchois. IV is deyoted to settings of Magnificat by
Dufay, Binchqis and Dunstable, a series which runs over into the
first part of V. The remainder of V gnd the first part of VI hold

__._a miscellany of plainsong—seﬁﬁings,;Wﬁieh_ihciﬁaé antiphohs and
- two gffertories by Dufay, Binchois and Benoit; this may be the

' Frenchman Guillaume Benoit;Bl it cannot be John Benet, first on

musical grounds, second because the same scribe includes Benet in
the English section later on, and there spells his name correctly.
Two motets on St.Dominic, by Fedd (Jean Sohier), have bsen inserted
in this part of the source, by a later hand. Half—way through

" fascicle VI is the note 'Hic incipiunt motteti', though the rest

of the manuscript also contains some polyphonic settings of plainsongs.
The rest of VI, VII, and the first half of VIII, consist mainly of
motets, most of them isorhythmic, by Dufay, Grossin and Binchois.

At the end of this series we find Power's'respond Gloriose virginis

Marie, after whlch a later scribe has 1ﬂserted ‘ahother motet by

Dufay, two anohymous hymns, end the motet Hercules omni memorandus -

Hercules toto celebrandus, by the little-known composer Brebis; then

follows the Engiish section, Brebis' motet must have been written for
that great patron of Rehaiséance.music, Duke Hercules I of Zste -

the manuscript belongs, after all, to his library - who founded his
private chapel in 1471. At about that time, the Duke engaged a 'Misser

Gulielmo inglese, capellano' through his agent in Antwerp, a Bartholomeo
di Fiandra. (Full details are given in Appendix IV, under 'Gulielmo').

He was probably the 'Guglielmo di Fiandra' listed with 'Bartolemeo-

Ralmohdo as a member of the duke s chapel in 1475, for, there is no

" other 'Gulielmo" in the surv;v1ng ‘records; although he was English,

he came‘to Ferrara from Flanders, which might explain the addition

“'di Fiandra'. 32 ModB cannot havc been written as late as this, to

judge from its repertony, nevertheless, it is the one mahuscript which

Names every single composer for the Ehglish pieces, and this again

argues some personal knowledge of the tnglish scene., Valdrighi's




Lngllsh Names except our ‘Gulielmo’. 33 _
Of the 128 separate compositions in ModB, 53 are English. All
“the English works appear in fascicles IX - XIV except the Ma
by Dunstable and Power's four-part Gloriose virginis B
ohe of .the rare fifteenth-century finglish settingé_of he canticle;.
has been included in a fascicle specially reserved for Magnificat,
whilst the latter is only separated from the English fascicles by a
few worﬁsbwhich were filled in later on a few blank leaves,
follows a list of the Bnglish works; since a catalogue is not easily

available, the numbering is my own, and applies to Engllsh pleces

Title

LA FASC.IV

1 33-4 Magnificat Secundi
e Toni{ed.36)
FASC.VIII
2 T -Gloriose virginis
o  Marie (4v.) 110
FASC.IX
3 81 Specialis virgo(ed.3l1)
) 8l'-2 Quam pulcra es (ed.hl)
5 82'-<4  Salve regina (trOpe
Lo Virgo mater)(ed.L6)
6 84'-5 Gaude virgo Katherina
: (ed.52)
7 85'-6  Ave regiha celorum,
ave decus(ed.2})
8 861-8 Salve regina. (trope

Virgo mater)(i) 121

‘researches amongst the bste archives, however, do hot list any

only. Folio references are ‘however included,

deunstaple

.Dunstaple

, missing here)

nificat

rie :the former, ,

There

Composer etc.

Dunstaple
Unigue

leoﬁel
FM

Tr 92

Bl, Dunstable; BU; Tr 92,
Dunstable; Pemb;
Ao, Dunstapell; Mufm

~ Dunstaple
Ty 87, Dubstable; (most of £.83 is—

Dunstaple - - ~ i;
Unique '
Dunstaple

Unique

Leonel

Tr 92, Dumstable; Ao; Tr 90,
Dunstaple

¥



-

1k 93"k

9 . 889 -

ldi- 89 'f90

13 92'-3

15 94'-5

16 95'-6

Albamus roseo rutllat
(ed.23) . ’

- Sanieta Dei genitrix

(ed;h7)
FASC.X

Beata mater(ed.42) S

Salve regina mater
mire (ed.45)

. Dies digmis decorari
 (ed.26)

Quam pulcra es

Alma redemptoris mater -
Anima mea liqufacta

est-6L -

Christe sahctorum

- decus (ed.25)

17 96'=7

18 97'-8
19 98'-9

20 99'-100CA

21 1004’
22 100B-1

23 101'-2
2k 102%-3

25 lOB'-ﬁ

Ascendit Christus -~

Alma redemptoris

-mater 65—
Crux fidelis (ed.39)

myrrhae 117
Tota pulcra es 68

Speciosa facta es

(ed.50)
FASC.XI
Alma redemptorls
mater (i) 113

‘Tota pulcra es (i) 97

Ave regina (ed.37)

Toba pulcra es 136

Dunstaple
Unique

| Dunstaple
Unique

Dunstaple
Tr 87, Binchois (¥o.Dumstable' erased)
Ao' MuBim, Dunstable; OS

Dunstaple

Unique —_
Dunstaple

Unique

Piamor(not 'Priamor')
Tr 92

Forest
BL (fragmertt), ; Tr 90

- Dunstaple
Unique
Dunstaple (Forest) :
QH, Forest (fragment only)

Dunstaple
Ir 92, Jo.Dunstaple

" Ibo mihi ad montem — leonel

Unique

Forest
Tr 92, Forest; (there are two ff 100

in ModB)

Dunstaple
Tr 92

- ,
' Dunstaple (Power) :
Tr 92, Leonel Ao, leohelle (1ndex

TLeons1t) - e

Polumier , ,
Unique . ~
Dunstaple ' »
Ir 92; FM

Stone (Stoue ?)
Unique




26 104'-5 ' Ibo mihi ‘ad monbem ‘ Stone (Stoue ?)

) v myrrhae 135 Unique - f
27 105'<6. Descendi in hortum. Polumier 3
: - meum 96 Tr 90 (time values doubled, time- B
‘ - N o signature halved) ‘ |
28 106'-8 Veni Sanhcte Spiritus ‘Dunstaple L
T - Veni Creator (ed.32) . QH; Mul (fragment), Ir 92, Jo. ‘

‘ Du.mstable, Ao, Jdo. Dunstabe.'ll
29 108'-9 Qualis est dilectus 67 Polmier (Forest)

. T OH, Forest; Tr 90; Tr 93
. : . (texbless) -
) 30 109 Salve sancta parens 109 - Leonsl

Unique
FASC .XIT '

31 110 Mater ora filjum 118 - Leonel -
| , : Tr 92 (twice) :
. 32 110'-1 Anims mea liquefacts Leonel S t
| est (1) 114 - Unique
33 111'-2  Quam pulcra es 119 Leonel
' Unique
- 34 112'-3 Gloria sanctorum decus Dunstaple L
e €1 00 5 I o - Unique
35 113'-4' -Gaude virgo salutata - Dunstaple
- (4v.)(ed.28) Unique
36 115-- Sancta Maria, non est tibi Dunstaple
similis (ed.48) Ir 92
37 115'-6 Sub tuam protectionem Dunstaple o
(ed.51) BL, Dunstable; Tr 92; Ao
B 38 116'-7 Salve mater salvatoris - Dunstaple (Power) ‘
: v 112 7 . Tr 92, Leonel (twice; the name

first time only)

S .

| . 39 117'-8 Anima mea liquefacta est  Leonel

E o (41) 15 : BU, Leonel (without contra); B
o T : .o MuBm, leonmellusy BM. = .

13 N

I 40 118'~9  Ave regina 66 ~ Forest

! ‘ Tr 87, Forest B

11 119'-20 0 crux glorlosa (ed 53)  Dunstaple
. Tr 92, Dumstab

FASC .XIII

L2 120'-1 Tota pulcra es(ii) 98 Polumier |
' ,_ ' 0S (tenor incomplete);
Tr 90




L3 123'-5 Salve scema sanctitatis
o (Lv.)(ed.30)
L4 -125'-6 Tellus purpurium -
Splendida flamigero A1
L5 126'-7 Gaude~mai£yr - .
Collaudemus venerantes &3
L6 127'-9  Preco preheminencie
(hv.).(ed.29) -
L7 129'-31 Gaude felix Anna(ed.27)
&
o FASC XTIV
L8 131'-2 Veni Sancte Spiritus -
’ Consolator optlme(Lv )
~ (ed.33)
L9 132'-3  Virgo prefulgens avia 134
50 133'-L _ Beata Dei genitrix(ed.il).
51 134'-5 Alma redemptoris
mater (ed.,0)
52 135'-6 Lux fulget ex Anglia -
O pater pietatis 40
53 136! 7 SénééérMéfi;”éﬁééurre

%

miseris (ed.49)

" Dunstaple
Unique

Jo,Benet

Unique; isorhythmic motet on
St .Alban

Forest . '
Unique; isorhythmic motet

on a Virgin and Martyr

(St. Catherine?)

Dunstaple

‘Ir 92

Dunstaple
Unique

Dunstaple
Ir 92, Dunstable

Sandley

Tr 92, Winchois (fragment)
motet on a Virgin and Martyr
(St.Catherine?)

Duhstaple - -

BL, Binchois (erased ?)
Ag, Bynchois; Mubm,
Dunstable; Tr 0

Dunstaple
BL, Leonelle (‘'Binchois' cancelled)

/Ao' Tr 93 (textless)

Behet
Unique; isorhythmic motet on-St.
Thomas of Hereford (tenor and end

of contra missing: lower half of
£.136 torn out)

Dungtaple
Tr 92, 87; Ao; Tr 90 (here 1mperfect.
only beglnning of discantus left).

Three folios are missing from the final fascicle XIV, which

probably contained at least two more English compositions; one of

them may have been Dunstable’s Hegina celi letare, the only composition

amongst his antiphpns and motets which does Not appear in ModB in the
present state of the manuscript (excluding the textless isorhythmic

fragment, no,3L of Bukofzer's edition).

3




fSarum Calendar.

- Though there is Mo music for the Ordinary of the lass in ModB,
it is an extremely interesting collection from a liturgical point of
view."Thére are thirty Marian Antiphonstfor various occasions, by
Dunstable, Power, Forest, Plummer, Pyamour and Stohe; indeed, the-

last two are khown only throﬁgh their three antiphons in ModB -

- Plummer is alsp khownh from a motet oﬁMSt.Anne,.which survives in

Eﬁgland. There are only two aﬁtipﬁbns in ModB ngch are hot devotions
to the Virgin:ynoé.lg and 41, both antiphons on the Holy Cross, by
Dunstable., Then we have Power's introit anhd respond for the Lady-Mass

Salve sahcta parens (nos.2 and 30), and his sequence for the Virgin,

perhaps for the same occasion (no.38). There ars two more sequences,
both by Dunstable, on the Virgin again, and on St,.Catherine (nos.3k

and 6). ModB also preserves Duhstable's Magnificat: settings of

this canticle are very rare amoNgst the inglish at this date, and settings
of the other canticles are unkhown, There are-two Magnificat by John

Hothby, and another by Christopher Anthony, and that is all; the later

. Pepys MS 1236 however, has a setting of Nuhc Dimittis, with its

ant.lphon Lumen ad revelatiohem. Since the first polyphonhic settings

of Magnificat occur in fourteenth-century angland, this is a little
unexpectgd.BBQ
The other English works are all motets. One is Standley's Virgo

prefulgens avia, an apparently free composition on a Virgin and

Martyr; it was probably written for St.Catherine of Alexandria, and
the same is true of Forest's isorhythmic motet Gaude martyr, whose
tenor remains unidentified (nos. h9, h5)
motets by Behet, one on St.Alban, the other (Lux fu;g , unfortunately
incomplete) on St.Thomas of Hereford, whose synodal feast is not in the

Thers are two 1sorhythm1c

The tenor is entirely missing, ahd the contra from
the last few bars of the first color to the end,

however, to supérimpose the three sections of the piece, and arrive

It is possible,

at an'approximation to the lost tenor by eliminating any notes which -
would; produce unlikely dissonanhces with the upper voices. A
reconstruction is included in the Musical Appendix, together with

There is another isorhythmic

the other three motets mentiohed above,

-




motet by Benet in the knglish source OC, on St.Mary.Magdaleﬁﬁ;i
_”oﬁherwise ModB transmits the only English isorhythmic motets of
the middle years of the fifteenth century which were not wrltten
by Dunstable. It is surprising that Power has left us none, for
he used isorhythm with great assurahcelin the Ordinary of the Mass.
A1l the works in ModB share the classical structure preferred by
Dunstable, in which all voices are isorhythmic, the tehor has two
taleae and repéats twice in diminution, and the three sections are
writtenﬁtriplé, duple ahd triple measure respectively.

ModB of fers us the best cross-section we are ever likely to

find of English sacred music of the middle of the century, other than

_ ; .
the Ordinary of the Mass and isorhythmic motets., Thirty-two antiphons,

three sequences, a respond and a setting of Magnificat. This does

hot of course compare with the medley of smaller liturgical forms in
‘the Pepys manuscript;ibut it should give us some idea of how the English
cbmposers of the second quarter of ths fifteenth cantury used plainsong,
Oddly enough, only five out of these thirty-seven compositions are

-based ot the chant., Dunstable's Magnificat and AVe regina Celorum ave

domina orhament their plainsongsin the treble; his Crux fidelis, and
‘Stone's—Iboﬂﬁihi ad montem myrrhae present the chant almost unadorned
in the middle voice; and Forest's Ascendit Christus wuses a lightly
coloured ver§;o£'of the well-known Marian antiphon Alma redemptoris -

mater asits tenor. These are poor pickings, after the rich variety
of different treatments of plainsong which we find in OH. The two .
comparable sources in England at this time dlffer considerably in their

use of canhtus firmus. 08, predomlnantly a carol manuscript, contains

fourteen antiphons, a hymn and a prose. Two of the antiphons employ
plainsong: the first setting of Sancta Maria virgo (which is also in

the Aosta mahuscript), and Speciosa facta es. Both of them, as

Harrison points out, are examples of 'migrant' cantus firmus; in the

former, the chant is shared betweeﬁ tenor and contra; in the latter,
it moves easily through all three voices. One or two of the others,
like Hepina celi letare, make frequent allusions to. the chant, usually

in the tbp voice; but this cannot strictly be considered on a level with




the structural use of the chant which the former two pieces display..

The hymé, Eternc,rex a1tis§img,p1aces the chant in the treble of a
two-part setting, One other piece in this source unexpectedly uses
plainsong, but if cannot be claimed as a liturgical item: it is

-Glad and bllthe, a translation of the sequence Laetabundus. It is

“set for two voices, and as Reese observes, the treble uses the chant
of the sequence.3h

Egerton M3 3307 of the British Museum, on the other hand, presents
a different case, Ixcluding the Missa Brevis, the Passions,and the

motet Cahtemus domino, there are sixteen liturgical items in this source;

and only four of them do hot make use of plainsong.35 Fourteen pieces
have an ornamented version of the chant in thertreble; there is one

case of migrant cantus fimmuss; and in one item the chant is given to

the tenor, It appears from this comparison that when writing music for
votive antiphons, which were sung out of their proper litﬁrgical
“context, and indeed often used textslforeign to the liturgy, as
- Harrison has shown,36 composers felt free to abandon the familiar
 plainsongs and let their fancy wander - this is the case with the . ...
antiphons in OS5 and ModB;but when they composed music for sacred\
texts which were used within the framework of the liturgy, they preferred
to employ the traditional chants - this is what we find in the Holy |
Week music of the Egerton MS, Even so, there are exceptions om both
'sides. The musi¢ of most of the antiphons which survive abroad in
settings by English composers, however, does not use the appropriate
plainsong, Indeed, we havé already nNoticed two cases, Power's Salve
reginalggg (BL), and Forest's Ascendit Christus 65 (ModB), where a
composer has combined the text of ohe antiphon with the music of

~another, Forest's setting, which places a foreignh chant in the tenor,

can be explaihed'as”é’mﬁﬁét: his Alma redemptoris mater - ANima mea

liquefacta est, though it is free of plainsong, also combines the
texts of two antiphohs in the fashion of a motet. But Power's Salve

regina, which fuses the words and music respectively of two antiphons

in the self-same voice, is so far as I know uhigue.




- and sixty separate items; yet the composers of ohly fourteen of
, e coy ,

_ Since the medieval composer emerged from his traditional anonymity -

- in scores of cases, final proof may never be found., The best thing.

‘several years of burying that organ in manuscripts and editions

the scribe has broken up will be found re-united in Appendix I. Since

" concordances are the exception rather than the rule, unica have not ;

\

We must now journey back to Trent, on the last stage of our

todr, to examine Tr 90. (Ir 93, since it is largely a copy, will

need ho sgpérate description:héfe). Ir 90 cohtains over three hundred

them are named., No other source ofﬂtHiS'time - perhaps of ally time ' »ff;

is quite so baffling in its refusal to disclose the hames of the men

whose music covers its pages., By finding concordances with other k

manuscripts which are less reticent, and by sorting out movemsnts

which form pairs or cycles, we can attribute thirty-two of these N
movements to Znglish composers; fwenty—two ére Mass-sections from
the great cycle of O}dinany-setti“gs that stretches from the ninth
to the twenty-third fascicle of this large volume. We can be fairly
sure that they are not the only £English compositions in‘i; 90, but

to do is to list all the identified.and doubtful pieces here, though

we are certainly casting our nets too wide. Where there is some
reason for supposing a work to be English, a cross will be added’
after the underlined number which refers to the general catalogue
in Appendix I. Any English features are pointed out there, though in

somercases, 1 must confess, I have simply followed my nhose; however,

contagining English music have I hope, trained me to 'small the blood
of an Englishman', The numbers in the left-hand column are again those
of the catalogue in DTO 14-15. All items in fascicles IX - XXIII
recur in Ir 93, unless otherwise stated, The many Mass-cycles which

bean marked.

: Tr 90
No,  Title ) | Composer, etc. _
| | FASC . IX
896 Gloria Salve sakicta parens Avon,
(Lv.) 204
897 Gloria Quem malignus spiritus Anon, (English?)

139+ . cud




898

900
901

903

90L

905

906
907

908

909

910

912
9lL
915
916

918

919

922

Gloria. (kv.) 248

Gloria Fuit homo missus

a Deo 193
FASC X
Gloria O quam suavis 199

Gloria (Hex seculorum)(ed.l9) :
: Tr 92, Leohellus; Ao (twice),
—Dunstable, Dunstapell - -

Gloria Alma redemptorls
mater 22

Gloria Viri Galilei 242+

Gloria 33

Gloria 23

FASC .XI

Gloria(0 preclara stella) 241+

Gloria Jacet granum 30

Gloria Paratur nobis 202

Gloria 247

FASC.XII |

Gloria 249+

Gloria Ecce Maria genuit 240
Gloria Cuius maledictione 239
Gloria (ed.7)

‘Gloria 60

" Qloria (ed.3)

- FASC .XIII

Gloria (Alma redemptoris
mater) 188+

(Behet,)

Anon,
(Dunstable)

(Power)

Ir 89; Ao leonell

Anon,

(Benet,)
OC; MuEm, Benet

e

Ca; Ao, Bennet (index 'Bommet');
part of Missa sine homine

Ahon,

(Banet)
Tr 87 (tw1ce), Ao, Bonnat (1ndex)

Anon,
Anon,

Anon,

Anon,

Anon,

Anon,

(Dunstable)

Ir 92, Jo.Dunstaple

(H.de Lantins)
BL, H.de Lantins; MuEm, Forest

(Dunstable)
BU, Dunstable; Ir 92, Leonell;
Ao- Tr 93 (tw1ce, once fragment only)




_ “Gloria 243+
925 Gloria (canonic: 6v.) 244+ Anon,

FASC . XIV

926 - Gloria 250+ . Anon,

. 927 Gloria (canonic)rggi+ ‘=f Anon,

928  Gloria Dixerumt discipuli 190  Anon,
929 Gloria (O Patris sapientia)l97  Anon,
Gloria (canonic) 246+ . Anon,

FASC .XV

934 Sredo- Salve sancta parefs Aron,

(hv.) 205

935 Credo Quem ralignus spiritus Anon, (gnglish?
110 g .
936  Credo Fuit horo missus a Deo 13L Anon.

FASC XVI

, O quar suavis 200 ~ __  Anom. . .. .
940 ~ Credo 34 . (3enet) .
o : Pairs with Gloria No.90L. —

941 Crede 37 (Benet)
o : ' QC; Mufm, Benst

943 T Credo 24 , (Bemet)
_ ' Tr 87, Leonellus; see 23 for
_attribution to Benet. '

Ll Credo 256 | Anon,

947  Credo (ed.10) | (Dunstable) S

Tr 92 1427 (pairs with 1&26
Glorlq, Jo Dunstablﬁ) Penb

FASG JXVIII

9L8 Credo 54 , (De Anglia) :
T e ' Ao 'de Anglia' (index) B
949 Credo 148 (£nglish) |
| OH;-0U (both fragmentary)

950  Credo 257 ~ Anpn, ?

Credo Letare Jerusalem 255



. |  FASC.XIX
1953 Credo Dixerunt discipuli 191
954  Credo Homo quidam fecit 254
955 Credo O Patris sapientia 198
956 Credo 258 | U

N

FASC.XX

| 960 - Sanctus Salve sahcta parens Anon,
: (hv.) 206

961  Agnus Salve sancta parens Anon,
(kv.) 207

962 Sanctus Quem thalighus Anon, (English?)
spiritus 1lLl+ cud

963 Agnus Quem malighus Anon, (inglish?)
spiritus li2+ cud

961,  Sanctus Fuit homo missus a Anon,
Deo 195 ‘
| FASC XXI
967 Sanctus O quam suavis 201 Anon,
-~ 969 Sanctus Jacet gramum (ii) 32  Benet (under teror)

 FASC.XXII

971  Sanctus 25 : Dumpstabl (Benet)
s Tr 87; Ao Bennet (index);
part of Missasihe Nomine,

972 Agnus 26 | (Benet) |
: Tr 87; Ao Bennet (index);
see 971 above.,

973 . Sanctus Reghum mundi 57 ' (Driffelde)
Pairs with Agmus Eructavit

cor meum 58,

97L, Sanctus 225 ‘ Anon, v
, ] : Paired with Aghus below,

975  Aghus 226 . : Anon,
. ‘ ‘ Ses 97l above. -

976 Sanctus 264+ Anon,

FASC XXIIT:

977 Sanctus 127 S  (Soursby) o
‘ Tr 92 (tw(i(ce), Anglicanus, Sorbi




983

992)

1013

1025

1029

1030 -

98k

1026

Sanci:_'us 223+

Agnus 225-}

Satictus Jacet gramum (i) 3L |

Agnus Paratur nobis _3
Sanctus Rax seculorum (cd 21)

| FASC .XXIV
Agnus (partly hv.) 271 -
Sanctus ;gf.;v‘) 263+

Satlcta Maria succurre miseris

137

Ibo m:LhJ. ad montem myrrhae 288*

o FASC .XXV

| :&ve regina celorum mater (kv.)

Salve regina (trope Virgo

-mater) 297

(So ys emprentid)

Descendi in hortum meum 26 -

Pgired with Agnus 981 below;
Benedictus troped 'Marie filius'.
Aron, T '
Paired with 98D above.

(Benet) ,
Tr 92; Ao; Tr 93 (twice);
pairs with Benet!'s Glona Jacet

granum 30.
Anon,

" Leonsll (Dunstable)

Ir 92, Ieohellusy “Tr 93, I»eohelit

Tr 93
Zfion,

Tr 93, Benedlctus troped 'Marie
filius?'. -

(Frye)
Contrafactum with many ‘concordances,
also ascribed to Bedingham; see

1029 below. 7

Anon
Unique

(Frye)

Tr 90 (repeated); FM; Bux; and

ten chansonniers

Anon,’
Unigue

(Frye)
Tr 90; and seven chansonnlers,

agade, see no.990 above

(Plummer)
ModB, Polumier; here note-values

- are doublz:d and tlmc*s:xgnature
_halved., - -




Salve regina (iv) 302 ~ Anon, -
' ‘ Unique
| FASC.XATX |
lOiS  Beata Dei genitrix (ed.,l) ,\ (Dunstable) ' \ S
SR BL, Binchois (cancelled?); o
Ao, Bynchois; Mubm, -
Bunstable ModB, Bﬁnétaple o -
1049 Qualis est dilectus 67 (Forest)
_ o OH, Forest; ModB, Polmier;
. R Tr 93 (textless)
1050  Tota pulera es (ii) 98 (Plummer) ] .
E B ' , o OS; ModB, Polumier
1051 . Sancta Maria succurre (Dunstable) -
© miseris (ed.L9) Ir 92, 87; ho; ModB; -~ - - ==
o ‘ Dungtaple .
1052 Alma redemptoris mater - (Forest) -
, Anima mea liquefacta est &4 BL; Ao; ModB, Forest
1053  Quam pulcra ‘es (ii) 293+ Anon,
/ : Unigue
o '":"f’mm_""_ S e o = PASE XXX e - - -
1061) Virgo mater ecclesie 309 Anon,
1062 o Unique
1074, O rosa bella (ed. 5#) (Dunstable) S
' Yo (with 3 gimels) (13 concordances; Gymels unique) :
a 1081  Salve regina (trope Virgo Dunstaple (Power) B
- mater (i) 121 Tr 92, Dumstable; Ao; ModB, Leonel.
' FASC.XXTI o - s
- 1086  Ave regina celorum mater €2 (Frye) 3
- Ir 90; FM; Bux; and ten
‘ "chansonniers.,
1087  Ave regina celorum ave Anon,
. : (1ii) 282 Unique
1090 Magnj,flcat {primi ‘bonk} ‘8- Cristofferus Anthony V k.
| ‘ Unique
1091 Ut queant laxis 9 - Cristofferus Anthoﬁy v —-
' ‘ o o Unique :
) ’ FASC .XXXIII ) g
1098 Gloria (Deul angouisseux) 1l Bedingham Langenstelss : ' -

1038 -

FASC., XXVIII

Ir 88 o | kN




" Credo Deul angouisseux (4v.) 12 (Bedingham)
Tr 88

Sanctus 21 ‘ - (Bedingham)
Unique; wrongly united with 1098-9
above; a note to Ir 90, no,866,
) howgver, refers to these Mass-
~ sections as 'Missa Badingm'; paits
with Agnus 13101 below.

Agnus 22 (Bedingham)
: Unique; see note to 1100 above.

FASC, XXXVII

Sanctus 7 Cristofferus Anthony
Unigue

FASC, XXXVIII

0 rosa bella 161 Hert :
Unique; uses Dunstable's setting
as a basgis.

FASC. IXXTX
Sub tuum presidium 305+ Anon,
: Unigue
Regina celi letare 120 Leonell Anglicus
e e s - _ - Tr 9»27 - o

Superno nunc emittitur - le Bedingham
serviteur 154 V Unique; contrafactum

_ Beata es - Grant temps ay 153  Bedingham
. Contrafactum; appears in
chahsonniers.

Nesciens mater (ii) 290+ Anon,
: Unigue

%5

One or two of the attributions in the above list perhaps call for
some éémmgnt. The Mass Quem malighus spiritus (nos.139-42) is also to
15€mfbund in a manuscript of the Cambridge University Library, though
" it there has the troped Kyrie Rex genitor. The English source contains
a rebus or motto, 'long ioy bref langeur', in which the words underlined .
are rapresentedtby musical notes., Thurston Dart once pointed out to
me’thatithis might refer to the Burgundiaﬁ composer Gilles Joye; Dom
Anaelm Hﬁghes also ‘thought that it might have been written by a 'Joye',
ﬁhqugh he did not suggest Gilles.37 The correspondehce of nNames is




e

tempting; but there are various paints which make me reluétant fo
accept this idemtification. First, there is no known music by Gilles
Joye: only four secular pieces.38 He was a friend of Hobert Morton,
the Englishman at the court of Burgundy, who also wrote no sacred
music, or None that has survived. Seqend there is only one known
piece of sacred music written by a centlnental master which survives
today in England: part of Dufay's Caput Mass.39 Third, the style
of the anonymous Mass is very much that of an English tenor-Mass of
the middle third of the fifteenth century: it is written for three

~ voices, with the cantus firmus in the lowest, at a time when most

continental masters preferred to add a fourth part beheath the cantus
firmus. Fourth, the Cambridge version employs a Sarum trope for Holy
Innocents! Day.or the Thursday after Whitsunday, which I have hot
yet found in a setting by anj continental master of this.time.ho
Fifth, the fact that five movements of thelMass survive in bkngland,
and only four in Trent, shows that the English source is probably the

earlier. Finslly, the Credo of this Mass is ohe of those rare cases

-of 'double- gafhtus fimmus's in the opening duet , before the entry of the

tenor, the discantus draws on the plainsong of the Sarum Credo. The
only other examples of this device that have come my way are both by
Dunstable: the Credo of his Mass Rex seéulorum,and the isorhythmic

motet Veni Sancte Spiritus - Veni €reator. The composer of the Mass

e
Quem malighus spiritus remains a cipher for the present. The

%1!'
/
L
o r

.

jdentification of the unknown tenor may help us here, There is'atr
least the posslblllty that it may be a late work of Power'!s: the
motto 'Joye sainz fyne'! appears after his name in a list of admissions

to fraternity at- Canterbury Cathedral Priory. Full details are given

~in Appendix IV,

The Gloria no.918 is attributed to Forest in Mufm; in QL,‘however,

- it appears as the first movement of a Gloria-Credo pair by Hugh de

Lantins, These two pieces agree musically, and the first layer of

" BL is extremely reliable in its ascriptions, so that the Gloria

cannot be Forest! 8; we have included it only for the sake of 1nterest,
‘and to clear up the double attribution,




. source,

" Kyrie, none of which appear to be Znglish,
_ iivygd_m’th,gggtings of the remainder of the Ordinary, arranged in

" have been copled together,

79

No,969, Sahctus Jacet gramm, gives Benet's name under the
tenor, It does not pair with his(Gloria~3acet—g;g__; however, since
1t presents the plainsong.at a different pitch and has nothing in |
common with the Gloria. The real partner for Benet's Gloria is the
anonymous Sahctus Jacet granum, no.982 which has the chant at the

_correct pltch and beglns in the same way.

I am a little doubtful whether 'Cristofferus Anthony' was really
an Englishman, “
Christi;ﬁ'naééé the surname 'Anthony' looks &nglish, but we should

There were continental composers who had the same

" perhaps_bear in mind composers like Antonio da Cividalé'del‘Friuli,

or Antonio komano., These particﬁlar composérs are probably too early
for our Cristofferus, but they demonstrate the fact that 'Anthony!
may represent a continental surhame, The three works from Anthony!'s
pen do not seem very mngllsh in style, and are all unique to this

Both hymn and Maghificat were rarsly set by &nglish composers,
We have however included him on the list of Englishﬁen in the hope
—that other researchers may be able to find out more about‘thlshshadmgy

flgure.hoa

'Hert', who wrote an arrangement of Dunstable's O rosa bella
(n0,1127), is clearly an &English name ,, It is certainly not a Latin
surhame; and if he had been Germah\or‘FlemishD the German scribe
Johannes Wiser would have spelt the Name as 'Herz', 'Hertz', or i
possibly 'Hercz'. The Englishman Bedingham also tried his hand at
arranging O rosa- bella.

The first part of Tr 90 is a plahrned collection of Mass-music,
The early gatherings contain settings of the Proper and a series of
Fascicles IX - XXIV are

successive groups of Gloria, Credo, Sahctus and Agrus.
are kept gquite separate, though sometimes a pairing Sanctus and Agnus
bied together, The division of Mass-cycles into their

The first two

individual movements was vexy old~fashioned by this time, when even




the traditional arrangement of the chant-books was beginning.to alter

_in favour of the modern. grouping hy'MaSSes.bl In our list; five
ahonymous Mass-cycles have been split up in this way (twa of them
incomplete); and two sets of paired movements. We have already
discussed the Mass Quem malighus sglrltus. The four-part Mass
Salve sancta parens (20h~7) lacks a‘Kyrie - it was rarely set untroped
by the Bnglish - but the English hardly ever used a fourth voice im T
setting the Ordinary of the Mass. The Kyrie and Agnus of the- three-part
Mass Fuit homo missus a Deo (192-5) appear in Ir 88, nos.219-@0. The
tenor is the first respond at Matins for the Nativity of Stidohd the
Baptist. The cycle on O guam suavis (199-201) lacks Kyrie and Agnus;
like a later §nd mor;ffamous Mass, it is based on the antiphon to
Maghificat fok\uo:fﬁs Christi. Of the two anonymous Gloria-Credo
pairs, the first Dlxerunt discipuli, uses the antiphon at Lauds for

St . Martin, Arghbishop of Turin, who was venerated in the Sarum Use
(190-1); I have not yet succeeded in identifying the tenor of the
‘second, O Patris sapientia (197-8). The Sanhctus Hegnum mundi pairs
with Driffelde's Ag;ga Sructavit cor mewrn, and has already been
Wﬁexamlned above(jz__) The Gloria and Aghus on Paratur Nobis must be

all that remains of a cycle whose tehor is another antiphon for Corpus
Christi (202-3). Of the single movements which have plainsongs in the
tenor, Gloria 242 uses the Ascension antiphon Vird Galilei; Gloria 240

the agﬁiphon Ecce Ngria gemit, from Lauds at Circumcision (also used
for commemotrations of the Virgin); the Credo 255 employs the introit
Letare Jerusalem for Low Sunday; the Credo 254 draws on Homo guidam -fecit
ggggm, the antiphon to Benedictus for the second Sunday after Trinity;
and the Sanctusf;_j and 263 employ the trope Marie filius for the
Benedictus (the second is for four v01ces), this is part of the Sarum—

Sanhctus trope Sahcte ingenite gﬂnltor, which was suhg on greater doubles

and was often used only in the Bel’ledlctus.l’2 In OH the same Benedictus

tropé occurS«iwice,'in an anonymous discant-style setting, and in

Pycard's cancnic Sanctus (nos.96, 119); it is also used as the tenor
— ~of the sister-motets 3alvatoris magter pia (no.107) and Salve mater
Domlnl (n0.109, by Damett and Sturgeon respectively, Since I have
not yet traced this trope in a setting by a continental composer of




T

the time, these two Sanctus are quite possibly English, and also
the Aghus 224 which pairs with the first of them. Apart from the
- diplomatic cdpy of Ir 93,'all of these anonymous tenor-Mass settings
 are uniqueQ , | A , '
Mary of them are very likely to ke English. Of the 92 Mass-

sections in this part of the manuscript, 22 are English in origin,
" if we include the Mass Quem malighus spiritus; yet to my Knowledge,
only twenty can be allotted to continental composers, On the law of
.averages alon§, then, over half the rgmaining fifty ought to be Lnglish;

,{Hiérb¥ude estimate is supported by the large number of cycles, pairs
and single movements which use tehors foreigh to the Ordinary, a form
which was almost unique to England around 1430. It is unlikely that
English composers should have suddenly stopped writing tenor-Masses by
the middie of the century; and the great majority of the anhohymous

Mass-sections of Tr 90 still keep to three wices only, while ] -
composers such as Dufay, Ockeghem and Obrecht preferred the more mobile
L3

p harmony which a low=-lying contra secundus afforded them. Once

ST ﬁgai%*%hOﬁgh; ‘weare pi‘eveﬁ‘bedfromfmakiﬂg par‘b]"C[ﬂIaT dacisions.-in

particular cases by lack of material. Until someone has transcribed
not only all the music that is certainly Znglish, together with an even
greatef'amoﬁnt of continental music, we can have No very precise methods
of comparison, The scientist may send to the store-room for his litmus
papers, his selective stains and dyes. But the musicologist is hampered
at every turn by lack of published material: each man has to equip and
sugbly his owh laboratory, by making his ownh catalogues and transcriptions.
Perhaps, in half a century or so, the musical historian may possibly
hope to rivalafhe sensitive palate of the present-day coghoscehte of -
-‘the fine arts; for the time being, j;hough, our instruments remain blunt
' and- imprecise., It will be a long time before we can identify &nglish
fifteénth-centﬁry‘music on its style alone,
‘Statistics, ﬁzough, will not solve all our problems. There is ohe
English work in Tr 90 which we should unhdoubtedly have aséribed to an

unknown continental master, if Johann Wiser had not copied it under

A




~— ° the name of Bedingham: the Mass on Binchois} Qﬁénsdhu'ﬁeul aﬁgouisseuX'..

This appears to be the only khowh case of a parady-Mass by an English
Lb
ngd.

composer of this period; it is also an early example of its ki
Tr 90 has only the Gloria and Credo, which the scribe has wrongly
united with a Sanctuggggv, palr ‘which is very probably Bedingham's B ih
as well; the entire Mass is td be fou9dkin Tr 88, where it appears o A
~ anonhymously, with a Kyrie and Benedicamus Domino which also seem to
belong with it (10-15). Besseler draws attention to the four lMass-
cycles and a Gloria-Credo pair in Tr 90 which are the first real

collection of ‘chanson-Masses', but after mentioning Dufay's Mass

Se la f face ay pale and Ockeghem's cycle on L'homme arme he leaves the
_ subject without further discussion, k5 The Masses that he lists, -
- "~ which include W.de Fouge's cycle on Frye's ballade 'So ys emprentid',

are all cahtus firmus Masses, and draw on one voice of the chanson ‘ ,“;W
named in their titles, - Only the paired Gloria and _Credo on 'Herdo herdo!

appears to use a folksong ag its tenor. Usually the borrowed voice:

is the tendr of the original song, and is used as the tenor of the i
' Mass., An exception is the anonymoéus Mass on Dunstable's 'O rosa bella', .- - ——

which uses Dunstable's discantus as the nNew contra, transposing the
melody down a fourth (Tr 90 nos,1114-8). Bedingham's Mass Deul anhgouisseux,

however, ‘is anh Extremely free and florid treatment of both the tenor
L6

and the discantus of Binchois'! chanson. The borrowed material is

scattered through all three voices, and new material is imterposed at
will, Only a few of the chanson and folk-song Masses of the fifteenth

century have so far beén transcribed and edited, so that we cannot yet

be sure whether Bedingham was initiating or following a fashion here,

He is én individual figure amongst his s&nglish compatriots, a méEBer |

- . of Frye's generation, to judge from his music. He wss probably the
‘John- Bedyngham who was a founhder member of the Gild of Parish Clerks,‘
London, in 1449, and who was verger of the Koyal Free Chapel of St. ~
Stephen within Westminster Palace in 1458 - a post which thc composer Nicho-
las Ludford later held. L7 Nevertheless, he probably travelled abroad;
for his ballade 'Grant temps' sings the praises of golden 'Madame Florence',

whom he had long desired to visit: appropriately, it appears in a Florentine




mangscript. He usééAa téhofbbassus as a fourth voice in the Qggggi
of the Mass in question, which shows some feeling for the methods
" of coﬁtinental composers, though as we have said, this is not
strictly speaking a tenor-Mass. The way in which he divides the
materidl of Binchois' Song'through allwthree voices immediately

suggests the older &nglish technique of 'migrant' cantus firmus,

however; and the rhythmic complexity of his melodic lines, which

often burgeon into semiminims, élearly represent a later development
of the semitive figurations of Dunstable's upper parts; His sixteen
sacred wozks and five French chansons mark him out as an important
mid-century composer who deserves far more attention than he has so
far received from writers on knglish music. /The fact that we can

trace his career in England, where four of his works have survived,

should make us 2ven more chary of the idea that most of the &nglish
composers under discussion were expatriates working abroad: For

Bedingham is far more fcontinental' than most of them.

?

~ Heré we rust leave our detailed analysis of the more important

o sources of English music abroad. The manuscripts Tr 868-9 and ths
Florentine source FM contain a little more; but thers is Not enough
to justify a separate treatment of thése volumes. Such an investigation
would yield very little ﬁew material about the music itself., The
German mahuscript. Mulm perhaps.deserves a word before we pass on.
It formerly’Bélonged to the monastery of 3t.immeram, Near Munich. Many
scribes took turns to copy the music, which was written over a fairly
long period ahd appears in both black and void notation. It is a
peripheral source, as the large number of contrafacta reveals. There
_afe concordances with all the maﬁuscripts we have so far listed, from

Ware to Warsaw. Only nine pieces are dnglish: five are by Dunstable,

and we have two' each from Benet and Power., There are concordances with
CH, Eggg, oC and 08: neafiy half its small Znglish repertory is also
to be found.in this coumtry. It also contains the troped Gloria by

- "Zacar (137) which makes its first appearance in OH. Nome of these works




is unique to Mufm; the English music is.scatteredAthfough the.pagesa
fhouph there is rather more in the last two fascicles., The source
certainly has no connection with the Impﬂrlal Chapel.

I am afraid that the method I have adopted in this tour of Itallan
manusceripts may seem at first a 11ttlp unsystematic. My original
intention was to discuss sources and rusic in two separaﬁe‘chapters.'!
When I came to sketch these out on paper, though, it became clear that
the two subjects were so intimately connected that any attempt to
disentangle ths one from the other would have been vain, The dating
of the music, the chronology of the composers, developments of style;
the fascinating questions of wheggfk?usas composed, what links 1t
had with native sources, who took it abroad, who wanted to buy 1t
how plainsong was used, what forms the English invented - all these
matters cohcern music.and mamiscripts alike.. To have separated them
-would have meant repeating long passages in each dﬁépter; and an
Ianalysis of the sources without reference to the music they contéin

would in any case have proved dull wrltlng and duller reading, By

”sandw1ch1ng my "discussions of the music between my exarinations: of

the sources that housed it, I hope to have kept the resder's interest
alive and, at the same time, to have showh how music and manuscrlpt '
alike may be used to reveal each other. Bukofzer sketched the terraced
pyramid of musical history in a similar way in his last, and alas
posthﬁmously published paper, thouthI camnot pretend that my methods
are any match for his careful and aexperienced deliberation§%8 Nevertheless,
the foregoing pages may have started-some hares, and will I trust go
some way to convinecing future historians of English music that there is
a welles;ockéd library abroaqvto be had for the asking, and this at

a time when the total quantity of liturgical music surviving in home
sources would hardly fill a single shelf.




l.

I have used for convenience; the next column gives a folio reference

8.

- hy‘(ed.) are the numbers of the work in question according to Bukofzer's

NOTES TO CHAPTEE II

Published entire in John Stevens' fine edition, Mediaeval Carols.

liediaeval Carols, nos.8 and 29,
‘See Besseler's study of the changihg metre of continental music
at this time in Bourdon und Fauxbourdon, Kapitel VII,

See Harrison, Music in Medieval England, 259ff, He passes from
the Masses of Dunstable to those of the sixteenth century in
Just over ten pages, in a volume containing nearly five hundred.

University College, MS 192: , )

see Hughes, Medieval Polyphony in the Bodleian Library, nho.51, and
Bukofzer's review in JAMS V, 1952, 56. Magdalen College, MS B.II.3.
16.C: see Bukofzer, 'Some sources of Fifteenth-century &nglish Music',
no,7. For sigla of MSS cited in the text here and elsewhere see

the List of Manuscripts that heads Aggendlx I, , :

John Dunstable, bomglﬂtn Works. He may have missed one piece,
however, listed in Appendix I as Sanhctus Nno.59..

In this table, and in those which follow, the first column . gives a )

reference number which holds good forthat particular source, some-
times the numbering of an accepted catalogue, and sometimes a number

when it is needed; the third has the time-signatures employed or
understood in the course of the movement, verSO(represented by a
vertical stroke, recto by a plaln.ﬂunber. The 'Title' column gives
sufficient text to identify each piece, and these words are followed
by an underlined number which refers to the master-catalogue of
mnglish music abroad, in Appendix I; such underlined humbers through-
out this dissertation have the same meaning, Since Dunstable's

works have not been included in my catalogue, the references preceded

edition, John Dunstable, Complete Works. The right-hand column gives
the composer's name, if any, in the spelling of the source; underneath
this follow aNy concordances with other manuscripts, for which full
references will be found in Apoendix I. Time-sighatures, composers'
names, and titles, or parts of them,which are not given in the source,
appear here in brackets (). In each case, except for ModB, details
of the description, provenance, etc.. of the MSS are taken . from the =~
articles referred to in the List of Manuscripts which heads Appendix I.
Details of publication will also be found in this appendix.

Since this sequence is of York and Hereford Use, and Dunstable was a
cahon of Hereford from 1419, he may possibly have composed it.




10.

11.

12.

13,

14.

15,
16.

17,
18,

19.
20.

21,
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OH, no 113; Bukofzer discusses both. Sanctus and Credo by Power in
Studles in Medieval and Rehaissanlce Mu31c, L3, He complains that
the editors of The Old Hall Mahuscript have erred in doubling the
values of the lower voices when they should have halved those of. i
the top part, but this is a mere quibble. Incidemtally, he gets -
the time-sighatures the wrong way round himself hcre. e
L
-For Power's work, see Musical Appenhdix; for Bytterlng 8, éﬁe Old
Hall Manuscript (hereafter contracted to 'CH ed.'), I, 157.
For this interesting study in musical trade-routes, see Franciszkg
Merlan in Heese, Music in the nenaissarce, 74L3f.
He appears with a troped Gloria, f.145t=7; For information about "
both composers, see Reese, op.cit., 31ff.
Printed in BIO 61, no.VIII. R
For an interesting study of the changing size of MSS, see Besseler,
Bourdon und Fauxbourdon 139ff. He does not 1hclude.4ngllsh MSS. 4
Studies, 65. | o o .

See note 3, snglish composers continued to use prolation signatures
occasionally until well into the sixteenth cehtury.

See the sepurate examlnatlons of thls queotlon in Bukofzer, btudles,
217ff.,; Besseler, Bourdon, 151ff., Both agree remarkably well. See

AgélsggBquﬁzer,,'Fauxbearden—ﬁevisited‘, L6f.

- v
The scribe gives a nNote to the Sanctus which refers back six pages
to the Aghus. See the thematic catalogue in DIO 14-15; and 59.

Harrison, op.cit., 251ff.
For the attribution to Forest or Dunstabie, see Bukofzer, Studies,
L1; final attribution to Forest in Johnh Dunstable, No.6l.

If should be noted here that Bukofzer was not guite his usual exact
self in discussing the parallel treatment of the cham in Forest's
Ascendit Christus and Anglicanus! | Credo. A comparison of the two
pieces, which are prihted as John Dunstable, N0.60, and DTO 61,

no ,XLIX, shows that while the former breaks off as Bukofzer says,

at 'Virgo prius', the latter ends with the previous phrase. No
doubt the omission of 'natura mirante! misled Bukofzer into
confusing the passage 'Tu que gehuisti.,.genitorem' with the
succeeding 'Virgo prius': both phrases descend an octave. The chant

" is given in John Dunstable, 161.




23

2h.

25.

- 26. For Harrison's view, see Musi

27.

28.

29,

30.

31,

LHarrlson gives a full account, op. 01t., 49.

" He may even have been the mysterlous Guilielmus Monachus, whom I

Davey liked to imagine Dunstable 'pa351ng on into wealthy and:
cultivated Italy', and says of the other mngllsh composers that

'the archives of some Italian city may give us a distinct account
of some one of them, as of Hothby at Lucca' (History of English
Music, 61, 70). Nagel (I translate) speaks of 'Italy, where
without afy doubt Dunstable's chief activityiblossomed forth!,

and continues: 'No-one can say how many tokens of his art made .
their way nortlwards inh mahuscripts from the laughing South, and
taught attentive " hearers in fnglish mohasteries the néw style
of their creator' (Geschichte der Musik in England, II, 2) This
legend dies hard.

Marix, HiStoire, 20.

Including Specialis virgo, which as we have suggested is probably

one of the first; the exception is the textless motet (ed.34),

which has onhe talea thrice repeated, but no color - and here too,

only the tenor is isorhythmic. A special case, obviously, designed

to iljustrate a theoretical point. These fourths between treble

and tenor are Naturally less remarkable ih four-part writing, where .
a contra bassus spends most of its time below the tenor, ’

Music in Medieval Britain, L57, further reff, there., He was minor
canoh and later cardinal of St.Paul's Cathedral 1394-5.

Noble's suggestion, sese 'John bunutable. a line of approach and
a point of departure!,in The Musical Timss.

As if the-canonh alone were Not enough, Pycard also paraphrases
the plainsong Sarum (Sarum 3, with troped Benedictus Marie filius).
See Harrison, op cit.238, note 2.

These pieces are listed by Strunk and Bukofzer inh the latter's
Studies, 59. We use\'canonic‘ in the modern sense here, of course.

See John Harvey, Gothic England, 155, citing Nicolas, Proceedlngs
of the Privy Council, V, 218.

He was employed, like Blnch01s, by the Duke of buffolk. see Marlx,
Histoire, 177f. She suggests that he may have written the chanson o
Dfun cuer joyeux, preserved in Oxford, Bodleian Lib., MS Can,Misc. ~ -
213, but omits to mention the two pieces in ModB.

claim as ‘anh Englishman 1n Chapter v below.

Capelle, concerti e mus;phe di casa d'Este.
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33a. There is however a fragmentary setting of Nubc dimittis in
Oxford, Magdalen College, MS B.II.3.16.C. For fourteenth-century
settlngs, see Harrison, op.cit.Exx.125-6. Ex.126, taken from '
a fragment on a fly—leaf in the Bodleian Lib, MS Lat Th.e.30,
is umisual in that the first word, Magnificat, was set to measured
music, instead of being left €@ the beginner as custom demanded.
‘Harrison fails to point this out,\but the last few hotes and

the syllable ',..at! are clearly visible befors the section that |

he gives on p,346. This suggests that it may have been sung out
of its llturglcal context as a Marlan motet Arébproprlately
enough,‘Iﬁﬁv1ew of the woras.

: —
34s Reese, Mu51c in the Middle ﬁges h22 For a brief. discussion of
the 11turg1cal music in OS, see Harrlson op.cit., 298ff., 382..
Harrison gives the number of antiphons as fifteen, but the one
which he calls Funde virgo ter beata, 'in two parts throughout',
is réally the three verses of the preceding Ave regina celorum:
mater; this composition bears a Note to the section which is is to
be repeated after each verse, The verses do not seem to be
recorded elsewhere: all three share the same melodic outline,
which suggests that they may be variations on the same unknown
plainsong, They are invocations for women with child, for sailors
and for ginners.

%. Op.cit., 2956,

37. 'The text—om1551ons in the Creed!, in Collins (ed.) M;ssa "O
quan suavis", xxxiv.

38. For 1n£ormat10n about this composer, see Marlx Histoire, passim,
She does not list all his music.

39. In flyleaves belonging to a court leet book, Coventry borporatlon
MS A 3, first described by Bukofzer. o .

LC, See Frere, ~Th£~Use—e£fSazum, II, 207; for the text of the trope,
chkhamﬂLegg, The Sarum Missal, 3.

1Ga, If Anthony was mngllsh he was the only English composer to use
the continental method of Fauxbourdon, which leaves the middle
voice to be supplied at the fourth below the upper. See the
verse of his Maghificat quoted by Harrison, op.cit. 347. This
veny strongly suggcsts that he was a contlnental

LS

L1. ‘Bukofzer discusses this 1nterest1ng change in Studles, 2241,

h2; Text of the. trope in Wickham Legg, op cit., 542: see also 7, nNote
8; for the music, see G aduale Sarlburlense, ed . Frere, plate 17x




; . L3. The emergence of a true bass line in the middle years of %he
’ o fifteenth century is one of the central themes of Besseler's’
Bourdon und Fauxbourdon; see also Bukofz&r, Studies, 273.

Lh. Wb excgpt theA§aredyxﬁéés movemsnts of Zacar, which are almost.
unique for their time, He only applies the teghnlqns to single
movements, Never to the whole Qrdinary or even to a pair of . °
movements, See Reese, Music. 1n the renaissance, 32f,

. 45, In Bourdef und Fauxbourdon 2;uf/*"

T h5f For the chanson, see DIO lL-lE, 2L2: the contra. primug is the
original ,and has been sllghtly changed et cadences. However,
only tenor and discantus conhcern us- here, For Bedingham's
Mass, see DIO 61, LXVIff,

47, I am indebted to Dr,Hugh Balllle ﬁor information about Ludford
Dr.Baillie was alsa the first to discover the Bede-Roll of the o
Gild of Parish Clerks in the Guildhall Library, London, - See P
his article 'A London Gild of Nu31c1aﬂs , In PEMA 83. P

48, ‘'Changing Aspects of Medieval and ienaissance Music', in Mg i
XLiv, no.l., January, 1958 iff, | | . -

P
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CHAPTER THakE

« We began the last chapter with a lament for the lost sources
of'English sacred music of the fifteenth cenmtury. But if.these are
few and—fragmentary,;ﬁngliSh secular music cah hardly be said to
exist at all in native manuscripts»}rom the period c.lh25—75. Two

- collections which both date from é;lh25, in the Cambridge University
Library and the Bodleiah Library seem to contain a repertory which
harks back to the fourteenth century.l The two mamuscripts have
ohe English song in common; 'I rede thou be joly and gladt; both
sets of soNgs are almost exclusively written for two voices; both
include a few pieces with French textj;and both have a littlersacred
misic too., The formes fixes of Italy and France do nhot appear..
Lieese sums up the Snglish secular repertory of this period in half
a paragraph.2 Two later sources, MSS Ashmole 191 and 1393 of the

Bodleian Library, bring us into the years 1425-50, The former

contains six songs and the first few notes of a seventh; the latter

' _has ohly one song, and a carol, These pieces are almost all for two _

voices; usually both parts are provided with words, and the texts

are all English, There are "o additional verses, No repeat-marks, ho
sigha congfuentiae, no indications of 'ouvert' and 'clos', ndrmusical
rhymes, in short nohe of the outward or inward marks of the continental

formes fixes. Beyond these twd sources, there are No more manuscripts
in this country at all that are known to transmit secular courtly songs
of this time; yet such songs abound in continental sources. One need
not stir from the Bodleian lLibrary to combare three of the small
volumes mentioned above with the rich collection in MS Can,Misc.213,

a treasure-house of Burgundian and Italian chansons of the same pefiod,
copied in fifteenth-century Italy. One sighs, sends the manuscripts

‘back, and settles for the rich tradition of the carols instead.

Harrison, ihdeed4~§gmmggil¥<o'~u'~¢~, ifteanth-century secula

English music from his book ih a single sentence, which seems a little
3

curt.

_> ) . N
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For here again, the foreign sources can help us a little.

- Over thirty English songs, with texts in three languages, survive

abroad in as many manuscripts./ They are well-distributed in time

and place alike. Some of them were among the most popular songs

91

of their age. DunS£abl§, Bedinghag,‘Frye and Mbrtbniall composed

- sohgs which were amongst the nbstfﬁbpular in the continental

—~ repertory, some of them surviving in nine or more chansonniers and

larger mahuscripts. Bedingham's rondeau 'Mon seul plaisir' was
copied more frequently than any other English work of its time,

except.walter Frye's song-motet Ave regina celorum mater: both are

recorded No fewer than fourteen times apiéce. Yet the only link
we have between the native and foreigh repertories of English’
secular music appears to be the few nNotes of an incomplete and
textless. song which we described earlier as the seventh piece in
Ashmole 191: Bukofzer identified them as the first strain of

Walter Frye's ballade, 'So ys emprentid', which recurs in'seven

sources abroad.

are relevant to onhe of the maigﬁissues of this dissertation: how
closely aqgrthe ngtive' ahd ‘féreign' repertories of knglish
music related? Frye's song started life as an English ballade with
English text: it first appears, admittedly in a fragmentary state,
in an English manuscript. We may take it that English words infer

~ this ballade raises oNe or two points which ..

an English sudience, for ours is a language that rarely comes easily

to the Latin races, even today. The song then found its way abroad;

it was copied into the roughly contemporary chansomhiers of Mellon,

Pixébébourt, Laborde and the Escorial; the former gives Frye as

" the composer, and the fnglish text; the last three transmit the

song anoNymously with French words. All these,§ources contain a

repertory which points to the artistic circle of the Ducal court of

J

Burgundy, Finally, Frye's ballade found its way to Italy. In
a Florentine source it is ascribed to 'Bellingan', a garbled
rendering of 'Bedingham'; .in Tr 90 it has been adapted for sacred

use, aﬁd a Marian antiphon replaces its original text - and in the
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process, too, it has lost its formal character as a ballade. Last
"of all, the piece was copied without text at the head of the Méss
'Soyez empruntich' in the same source; here the shadowy figure of -
'G;levRouge' has taken Frye's tenor and used it unchanged as the
- tenor of a Mass-cycle. The Mass also appears in the still later
source MS B.80 of the_Archivio di'Sén Pietro, in the Vatican Library:
We have traced the pdth of Fiye's song in some detail here, It
teaches us some intgresting lessons, First, it proves ﬁhat at any
rate one song from the English repertory in cénﬁinental sources
started life at home in England; and though it seems to belthe
only musicél setting of a bailade to occur in &Zngl ish manuscripts of
the time, we may feel féirly certain that a good deal of music-has

been lost here, A large nNumber of ballades and a smaller proportion

of rondeaux and virelais survive without music .in fifteenth-century
English manuscripts, anhd it seems very unlikely that none of them
- should-have been set to music; and there are seven other songs in

foreign sources, at least four of them balladés;fwhich only occur

_ with Znglish words, and must therefore have been written for an

English audience in the first place.# Courtly love-song, théh,

had some foothold in English circles by this time, though the

native sources recording it have almost‘cdmpletely vanished.
Frye's 'So ys emprentid' is prqvide@ with French words in

most of the foreigh mamuscripts: were it not for the lMesllon

changonnier and the few textless Notes in Ashmole 191, indeed, we

should certainly have said that it was a French ballade written

abroad for continég£al listeners, like the songs of Robéft Morton,

"who -is khown to have spent much of his life at the cgurt’of Burgundy.5

The practice of adapting French text to an English song, however,

suggests that some of the works of other =Znglish composers who

cannot be shown to have held posts in foreign courts, such as

———— —Bedingham, may well have started life with £nglish text as well —= -
though they now survive with French words only. We also have evidence

that Morton's French songs were adapted for German use in this way,

N

<




"is too easy to forget that Norman French was used at the &nglish

and quite possibly for Italian use as_‘well.6 In any case, it

7///reourt_as<late»as the time of Heﬁny VIII, so that French text does _

<L

" Italy, this comes as no surprise,

not.really precluds English origin, The Duke of Suffolk employed

Binchois to set the rondeau 'ainsi que a la foiz my souvient' in 142L;-

and his steward-Guillaume Benoit,:himsel£mﬁu&te poééibly a composer,
read him French romances when he was ili at this time, This sensitive
and tragic figure was also a close friend of the poet Charles
d'Orldans during the latterf's long captivity in Zngland; the Freénchman
learnt English, and produced some of the best &nglish lyrics of
courtly love that survive from this tinﬁe._7 English may havé been

a bar to most French, Burgundian and Italian circles, but French was

quite familiar to most cultured Znglishmen of the fifteenth century.

Italian, on the other hand, was perhaps less familiar, as Dunstable's

'0 rosa bella' shows: the composer_obvioﬁsly did not understand the

J -structure of ah Italian ballata. The half-close at the ehd of the

first part of Dunstable's setting was clearly not intended to end
the whole piece, as the form of a ballata would raquire. The.

tripla which rounds off the second half must be the final cadence,
The song should therefore be sung through in its entirety and then

repeated with the second line of text; or else =ach half must be

- repeated on its own, The musiéal form will be, then, ABab or AaBb,

whereas ballata form would require ABbad. It is just possible that
Dungtable confused the form with that of & rondeau, and envisaged.

a repeat of both haives at the end, instead of only the first section;
this would give ABba#AB. In any event, the composer was Not familiar -
with the conventions of Italian verse., Yet the earlier setting by -
Ciconia, who lived in Italy, strictly respects the poetic form.

I have not had access to the Oporto manuscript, which contains a few
other pieces with Italian textrby~a GalfriduS‘and a Robertus de
Anglia; the latter May possibly by Robert Morton., Three works by

John Hothby also have Italian incipit®, though no further text is -

given; since Hothby is knownh to have spent most of his life in

9




_ During the second quarter of the fifteenth century, the

0ld mixture of sacred and secular music within a single manuscript

gave way to thgrseparation of the’twovrepertories; choir-bouoks grew
larger, chansonniers smaller, Some sacred sources continue to |
include one or two chansons, whlle mo§t secular collections have ,
a few sacred items, usually to begin and end the wolume. Nevertheless,q

the forms of the two classes of music became fairly distifct: the

sacred pieces which are found in chahsonMnjers are usually miniatures,

and differ little in style from their secular companions. Frye's

. motets belong to this category. Indeed, his famous Ave reging

celorum mater, though its musical form exactly reflects the words
of its liturgical text, is nNothing more than a ballade which omits

~the 'ouvert' ending to the first sectipn.lo' The rspertory of

- Znglish secular music abroad, then, is pretty sharply distinguished

from the repertory of Znglish sacred music abroad: the two types

hardly ever appear side by side in the same mahuscript, except for

LT
\

Frye's sainctes chansonnettes mentioned above., Of the Znglish

composers of sacred music whom we have discussed in Chapter II, .
only Dunstable, Frye and Bedingham are khown to have written secular
songs as well. (The textless 'Motectus' by Morton which Marix printed
as a saered composition is really a French song, 'Vive madamme!, as
the MS Pixdrdcourt rAVeals) It is therefore unllkely that we

shall ever be able to trace the dissemination of uncllsh secular

music in the scattered chansonniers of the fifteenth century.
RoberthbrtonAWas employed at the Burgundian court from 1457 to the
beginning of 1475, when he died. A 'Jehan Stuart', presumably a
Scot, was also in the Burgundian chapel in February 1470, though

~ his Name has vanished from the lists by lh7L412 According to

-Bukofzer, Van Doorslaer records a murber of unhnhamed Lnglish

instrumentalists in Burgundiaﬁ service at this time; these would o

13

no doubt be minstrels, who camnot be shown to have composed music.

Bukofzer also suggests that Frye may have been a colleague of Morton's;




'.Burgundian court. Frye's Mass Flos regalis Etheldreda, indeed,

Cockx, in a Burgundian source of the time of Charles the Bold,

_there is No archival evidence to connect these two men with the

which appears in this mahuscript, very probably has some connection

with Bly; this suggests that at any rate one work was imported

from #ngland, and quite possibly, f&hereforeT the others as well lh

We are perhaps on slightly firmer ground when we con51d r the ~

royal marriages which took English princesses abroad to strange

countries, In 14,68, for eﬁample, Charles the Bold of Burgundy

married Mafgaret of York, sister of Edward IV of England, Pirro

quotes the‘bontempora:y chronicler Olivier de la Marche, who says‘

that minstrels and trumpeters,; as many cnhglish as Burgundian, made

themselves 'very forcibly heard! during the wedding procession,

The chronicler luckily recovered the use of his ears in time to
enjoy the music at the banquet which followed. Amonst the items

2re a welcomes to the 'belle bergkre! from a lion, 'faicte % ce

propos, a teneur et dessus' - fromt legs and hind legs, presumably.
There was then a quartet of dohkeys and a quartet of flu&»playing
wolves, and this zoological concert finished with the song of “two

sirens who emerged from a large whale. 15 No doubt Margaret would

have taken-a few household minstrels with her to sweeten her sxile -

quife possibly the John Stewart who appears for a while in 1.470.

However, hypothesis based on chroniclers' tales is Mo basis for the
history of music, The only thoroughly reliable evidence would be
evidence of payments to @nglish musicians: chroniclers may have W
embroidered their Nagrrative, but when money changed hahds we may
be sure that the sum is exactly noted. And there is precious little
of pp%i\flnd of testimony, | ; '
Occasionally the text of a chanson»w1ll give us a tantalising
hint, Bedingham's 'Grant temps ai eu! spgaks with a rarely personal

note: instead of the familiar figures of the lore of courtly love,
the author tells of a long—awaited visit to 'Madame Florence dorde',

which he hasggg_lgggiachleved

some familiarity with contlnental models, I think we may take it that

«




this song at least was originally written in Freﬁch, and that
Bedingham really did visit the goldehfcity of Florence in the ¢
1ddle years of the century.lé' Bedingham also set 'ILe serv1teur'
though the rest of the text is missing: the piece appears s
17 Thls text - if it is indeed the ' o

same - also occurs in a famous rondeau by Dufay; thls perhaps argues

as a contrafactum in Tr 90

some acquaintance with French verse, and confimms the suggestion
that Bedingham travelled abroad. Bedingham has left us three
rohdeaux, a ballade, the concordantiae to Dunstable's '0 rosa bella’
and onhe piece, 'Fortune , which I have not seen. All except the |
concordantiae employ French texts, We find a high proportion of

H

ballades in the English secular reperto:y; if we except the works

of Morton, who was writing for a French public. Ballade form was

an overwhelming favourite among poets in fifteenth-century Engﬂ_and,l8
. . ,

though it was much less popular abroad, where the rondeau was

preferred., Five at least of the pieces in foreigh sources with

English words are ballades,and we must add one example each from
Bedingham and Hothby, with French and Italian texts respectively.

This again confirms that many of these pieces were not written

in the first place to meet the demands of continental fashion.
. Many of these English songs remain unpublished. Morton, who

was ah fmportant song-composer even by continental standards, has

been almost completely covered, thanks to the labours of Jeppesen,
Marix and Plamehac. Pirro mentions a song 'Ma dona bella' (170),

in the Escorial chansomnier, which I have not seen, Bedingham's

rondeau 'Mon seul plaisir' is transcribed in the Musical Appendix
below, together with Hothby's three songs with Italian text. I ~

regret that the pieces in the .Oporto and Strasbourg manhuscripts

must await a léter investigation. It is interesting to note,
nevertheless, that Alfonso V: King of Portugal 1438-8l, sent some ~

o .
of his musicians to lLondon in 1439 with the task of recruiting

English singers for his chapel.lg We do not know w — s

successful or not; so far as I khow, there is No English sacred

music in Portugal, but the Oporto_chansonnier must have been
" written fairly soon after 1440,




NOTES TO CHAPTER III.

Cambridge UniveLib., Add. MS 59L3; facsimile and (bad) transcriptions

in S.L. Mﬁ[éyeﬁ], Music, Cantelenas and Songs, Ete,, from an early

Fifteenth Century Mahuscript, 1906 (privately primted)., Bodlsian’

Lib,, NS Douce 381; facsimile in Stainer, Barly Bodleian Music, I,
plates XX-XXV, transcrlptlons in I;, 51-60,

Music in the Middle A cs; L22, We exclude the carols from our
-definition of 'secular', though they are hot of course liturgical
music, strictly speaklng.

-

Misic in Mediaeval Britain, xiii. It would have been an easy matter
to insert the word 'Sacred! into the title of the book. Ashmole MSS
191 and 1393 are available in facsimile in Stainer, op.cit., I,
plates XEX~XXXVI and XXVI-XXVIII; transcriptions in II, 6é1-73, For
English soNgs appear in forelgn.mahuscrlpts, see the complste list in
Appendix I, where all the information concerning sources and
publication of these pleces\yall be found,

Nos.178ff. of our catalogue; for texts and comment on English lyrics
at home in the fifteenth century, see hobbins, Secular Lyrics of
the XIV and XV Centurjesand Chambers, Ehglish Literature at the
Close of the Mlddle Ages, passim,

. See. Marix, Histoire, 209ff, and passim,

See Nos.167, 170, 173=5 in our catalogue. 175 also appears as
a opanlsh v1llan01co.

For Binchois and Benoit, see Marix, Histoire, 177f.; for Charles
d'Orldans, E.Steele (ed.), The English Posms of Charles of Orleans,
"Barly fnglish Text Society, Ord,Ser.215, 1941, ‘

See Bukofzer's observations in the notes to John Dunstable, No.5k.

See Appendix IV below.

. Prifted,with comments, in heese, Music in the senaissance, 9hf.

No.17L in our catalogue.




12,  Marix, Histoire, 261.

13, Bukofzer,»'An Unknown Chansonhnier', 30 and»note 73.<

(\7/4 . .

14. See nos.52¥§3,‘62-81 in.our catalogue.
' {

15, See Marix, Histoire, L2f., 106; Pirro (Histoire 116) suggésts‘veny
plausibly that the anonymous 'Prlnchesse of Youth' was written for
this occasion,

16, .The text of FM 176 (the only full ver51on) is rather corrupt but
seems to run:

Grant temps ai eu ‘et desirde

~ de uous re] uoir certaimmement

madame florence dorée
pour ce que ["] ay oui souuent
Dire de persone[s] bien cent

qu ell[ﬁ en] a plus [de] renommde
que soit desoux le flrmament

et de biaulte mieulx co_possee -

(line 2, ;dame‘ for ‘dorde'; 1.4, 'yoi'! for 'oui'; 1.6, ‘qui' for 'mgu').

17. Printed with Dufay's (which is wrongly ascribed to Isaak), in JTO
14-15, 2366£.

18. Fobbihs, op.cit., xlix, cites these figures from Miss Beatrice Geary's
researches into 1,211 fiftesenth-century lyrics:

) ‘Ballade stanzas - 243
______ Rouhdels - 9

Virelais - 3

19. l'&s, conc1do tembién el hecho que el rey Alfonso, en 1439, mando a
- londres mdsicos con el encayo de recoger elementos para la reforia
mu31cal de su capilla, precisamente =n tiempo de John Dunstable':
Anglds, La Musica en la Corte de los Heyes Catélicos, I, 39, citing
Iuiz de Freitas Branco, Llementos de ScieNcias Mu51cals, I1, 38 (Llsboa,

1931)




CHAPTSE FOUi..

The previdus two chaptéré have given us some cause to believe that
a fair émount of the fiftsenth-century Znglish music surviving abroad ray
have been composed for Sﬁglish use, though in many cases the destruction
and loss of Native sources ray nNever aliow us to proceed further than
inference. Nevertheless, there is a good deal of material which can tell
us more about the institutions of fifteenth-century £ngland which
zNcouraged polyphonic composition, the secular and monastic cathedrals, the
colleges, religious houses, and private chapels - particularly, of courée,
the Chapel koyal. There is also a mass of published and unpublished
evidence which can throw some light onh the biographies and activities
of composers and other’musicians of the time. Dr.Harrison has duplicated
much of my work in his book. My first task, however, wes to try to find
information about English musicians in Ttaly; accordingly, I have searched
through Italian publications, too Nurerous to list here, which dealt with
the musical life of the ﬁore important towhs and cities of fifteenth-
.ce“tury Italy: Liome, Florence, Venice, Mahtua, Milan, Bolognha, lodena,
Ferrara, 3Siena, Verona, Vicenza, CremoNa, Trent, Bergamo and Piacenza,
Amongst these pages there are hundreds of references to French, Flemish,
Burgundian and German musicians. Yet the onhly Englishmen who have left
any record are John Hothby, the '"Williasm' who served Ercole I of Ferrara
iate in the century,and a ‘'hobert' who was choirmaster in S.Petronio,
Bologha, at about the same time. There is No evidence that any of them
were in Italy before the 1460s, though Coussemaker states without authority
that Hothby started his travels in the 1440s. Taking a hint from Bedingham's
ballade 'Grant temps', which was clearly inspired by a visit to Florence,
I carried out some research into ﬁhe Medicean archives there, T was 7
- delighted to find an autograph letter of 1469 which showed that John Hothby
was oh fairly intimate terms with Lorenzo de! Medici.l But though there
were &nhglish merchants, envoys, mercenaries and condottieri in abundance,

No more musicians were-to Le found, It is pretty clear from this that

English composers and singers were hot employed in Ttaly for any length

- of time, for at least some of them would have left their names in account
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books, as their continental fellow-musiciahs did. Besides, the princely
chapels of Italy, which Tinctoris praises so highly, were only founded in
the 1470s.

would have a%tracted any large invasion of English musicians: the onhe

Until later in the century, there were very few posts which

institution Wthh would ‘surely have been the goal of any ambitious composer

or singer 1n Italy at that time was the papal chapel, whose ‘records contaln
‘no English name-until the last quarter of the century. Reese suggests that
the Gualterus Liberti who was a member in 1428 may have been Walter Frye;
but there is toco much of a gap between the pieces ascribed to 'Gualterius
Liberth', 'Gualtier' and 'Gautier' in the MS Can.Misc.213 of the Bodleian
Librany,rand the first music of Frye - who does not appear as 'Frye' until -
the middle years of the century.2 ,
If Englishmen went to Italy,

Bedingham seems to have visited Florence,

it was probably only for a visit, as
Perhaps he was oNe of the
Northerhers who went to -hear ANMtonio Squarcialupi, the great Florentine
organist., Burney quotes Christopher Landino, the composer's great-
Nephew. who talks of his illustrious aﬁcestor's corohation, and goes on
to say (1481):

ANTONIO s*rndned dagl‘Organl of whom it rmay be-said that,as rwany persobs

"But we have seen and heard in our own times the.celebrated

‘went from Cad;z, ‘the remotest part of Spaifl, to Rome, in order to see the
historian Livy;
and the most «distant regions of the North: crossing the sea, Alps and

Appenines, in order to hear the performance of Antonio”.

so maly most excelle™ musicians have come -frow England, - -

It is possible,
too, that a few fnelishmen may have accepted employment in the chapel of
Galeazzo Maria Sforza, Duke of Milan, who founded his choir in the early
1470s.
with a letter to fdward IV, dated 15 October 1471, asking his help in

) recru1t1ng 31ngero ‘cum spe oghima premiorum,,.qui tamen, 2t artem musicam,

There are no fnglish Names in the

He semt his musician 'Dominus Haynerius' to sngland “at that tlme,

et canendi suavitatem optime teneant!?,
'surviving recordsi though: most of Sforza's highly distinguished singers
seem to have been Flemish. It is nevertheless obvious from this and

other instances that English singefs were much prized at the time when
__ Tinctoris was prepariNg his Proportiofale. Strunk's translation of his

.comments onh English singing is at fault here: they cannot han been




'popularly said to shout while the French sing', 'Jubilére' was clearly

‘a great compliment, as a Venetian letter from the early sixteenth cenfuny

‘shows. 'Non cantavano ma giubilavano', 'voices...rore divine than human'
runs a fulsome account of Henry VIII's chépel. Tinctoris was pointing
the contrast between English performance and Bnglish composition. > Be
Eﬁéfﬁéglig‘hay,‘fﬁé‘infiuxgg\\bngllsh musie into- Italian sources of the
flfteeﬁthﬂcentu:y had long passed 1ts“7ﬂfﬁxfﬁimrt1me ‘of Sforza and
Ercole I, and any musicians who may have gone out to serve them cannot
have taken it with them.

The records of the Imperial Chapel, as we have seen, may well

contain English mﬁsicians; and possibly those of the Dukes of Savoy. ¢

" Since, however, I was unable to go and hunt through these archives for

myself - if indeed they still exist - this project must wait until some
researcher can find the time and the funds for this interesting task.
Meanwhile, it will be useful to return home to Lnglish archives and
publications, I have myself trahscribed the lists of musicians of the

Chapel Hoyal that exist in the iloyal Wardrobe Books and other documents

"in the Public Fecord Office, London, Mr.John Harvey has been kind enough

to lend me his transcripts for the period 1393-1451; this has enabled

- . . L™ .
me to check my own lists, and to add -from his researches ohe or two lists

__from the British Museum which I had not seen, and some lists for the latter -

part of Henry VI's reign, I have also examiNled documents reaching back
beyond 1350, since it seemed that some of the musicians named in John Aleyn's
Sub_Arturo plebs (1) might be found there, This motet affords an object
Jlesson in dating, and deserves some discussion here.

Tt has tantalised historians of music for somereighty years., As long
ago as 1869, Coussemaker published the text of the upper voice, which
sings the praises of fourteen Englijsh musicians; the éomposer, Johanhes
‘Aléﬁus, includes his ownh Name in the text of the conMtra. Attempts have
been made, from time to time, to establish the idemtity of Alahus and of
his distinguished colleagues, but thirteen of the latter have hitherto

rerained mere disembodied Names, Coussemaker himself suggested that this

group of musicians may have formed the chapel of Johnh of Gaunt, Duke of

lancaster (1340-99); as usual, he kept the source of his information secret.




77Probably he had seen the refercnce reprinted later'by'BannemannTANhieh—lists
a certain Jean Alain as companion to a group of minstrels serving John of

Gaunt at the court of Barcelona in 1396.-6 The identification of Alain with

Alanus has gained some acceptance: it is however unlikely that a minstrel's
compahion - probably,_judging from othem\contemporany account-books, some,
kind of servant - should have been at éhy stage of his 1life 'a composer
~of masic. |

Yore 51onificantly, 1t has beenh sugsested that Alanhus 1s the. same man
~as Aleyn, composer of a Gloria (la)found in the 01d Hall MS, Bukofzer gave
gqod reasons for this, and although it may.bé objected that the Gloria
ahd Sub Arturo are very different in style, we can point to eXéctly\
similar divergenhces in the works of Power and others. Now Dom Anselﬁ
Hughes had tentdtively identified Aleyn with John Aleyn, canon of Nindsor
who on his d€ath in 1373 left 'uhus Rotulus de Cantu musico! to St.George's
Chapel tnere.7 Bukofzer brushed this aside: it would not tally well with
the other khown dates concerning composers of the Old Hall MS; and fﬁrther-
more, Sub Arturo names a certain 'Ricerdus Blich!', whom Bukofzer equated
with Eichard Blythe, a member of Henry V's Chapel Hoyal in 1419°- forty-
six years after the death of John Aleyn of Windsor. Bukofzer then
_reméated~%haw¥ef@feﬁeﬂ—%ef 49—A}ai§~@ughgg;abOVe, and went oh to

St Paul's Cathedral, London, in 1421, and who died in 1.,37. Here the
matter has been allowed to rest.
~If Bukofzer wes right howevmr, certain features of the motet becih
4o look rather odd., The nmusic is decidedly fourteenth—cehtury in style:
dissonaNce is treated rather freely, and in the final color the composer
has excelled himself in rhythmical intricacies of astonishing virtuosity,
- which involve an unusual overlappihé of the isorhythmic patterns. The
“text, too, is closely parallelcd by two other fourteenth-century motets
also printed hy Céussemaker - a point to which we shall later return.
Finally, the oldsr ¢ source of Sub Arturo, the Chantilly VNS, has how bsenh
shown toicontain music dating from st least as early as 1369.8 The Gloria
from the Old Hall MS is written in score notatioh; it is a simple,

‘functional piece in the old-fashioned homopEony of the conductus style,

R




—— ——appareltly a fres composition with Mo cantus firmus. The three 6/5

chord dissohances which the edltors would like to emend are typlcal
resu+ts,of the medieval technigue of successive composition: the two
dissonant'voices make perfectly good sense when eachris takeh séparately
with the tenor, Bukofzer s analy51s Debms a little hasty, oh closer
inspection: the known dates conce rnlng 0ld Hall compOSers almost all -
refer to those represented in the leter additions to ths MS; but Aleyn's
piece belohgs to the oldest layer. Eichard Blythe, too, died in 1420

(see Appendix III), and seems to have besn Nhear the end of his career,

perhaps appeéfing on the books of the royal household in a purely
honorary capacity. Finally, if Sub Arturo lists sminemt dnglish
musiciaNs personally khown to Bukofzer!'s Aleyn of St.Paul's Cathedral,
who died in 1437, it is extraordihary thet Not ohe of his thirtzen
remaining collsagues has so far been discovered during my years of
research into the published and unpublished records of the early fifteenth
century. | | H

When and where, then, can we expect to find traces of Aleyh and
his friends? The answer lies in the text of the motet itself, and it

9

will be useful to reprint here the words of the upper voice:

o

“"““f‘th“?%ﬁjj*ftrtmffcrTiie%ﬁs—%ﬁi}&jfba~~—w—~~Mw—%f:\é%iif%~fﬁLae%%Dt~4iC-i%LraEE1i§ .

plaudat melos; laus orhata res Ricardi Blich, Johannis
psallatur altissimo. : - hechonh de Oxohia,
Anglis conferentur grata arte cuius multis annis
_ eventu piissimo. - fulsit Cantuaria.
2. bBEn militia cum clero 5. Sed G.Mughe, radix florum,
floret; musicorum vero ~ det. generibus melorum;
chorus odas jubilat, Zdmundus de Buria,
"e quibus modo sincero basis surea tehoris,
J.de Corbe emicat. . est, quem fovet curia.
3. (Cuius Non previses posco . 6. Princeps bellicus probavit
res, quas J.de Alto Bosco quas ex Blich G.res creavit, ;
reserat theorica, - rutilantes oculo; . ;
qua fuhgens vernat, ut Nosco, Episwich J.quas gustavit, = =~ !
G Martlnl practlca. ' mirae vocis modulo » co

o
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7+ Flos Oxoniae miratur, 8. Prepollet G.de Horarum
Nicholaus qui vocatur, ' Fonte lyra, vox non parum;
— - 7 mulcet auris Simohis
E;de Murlsto Jungatur Clementis os cuius clarum
his triplo mirifico. © mahus nitet organis.

9. Practicat Adam levita
- “precellenter, Quorum vita
sana diu vigkat,
ut et illis,-qua finita,
porte caeli pateat.

These patchwork verses give several strong hints to guide our
search. There is to be a great rejoicihg among the people, who are
well protected under the rule of"Arthur',.for some great godd fortune
thaet has befallen the &nglish (1); oh this occasion the knighthood and
ths clergy flourish together, while the musicians sing praises (2);
kings (perhaps 'tyrants') are also apparently present (L); and we hear
of a warlike prince who is a patron of music (6). We must look, then,

" for a moNarch who is likened to the legendafy King Arthur, for a warlike
.prince, and for a great occasion in English history when these two, and
perhaps other kings,'united in praise with the knighthood, the clergy,
and the musicianhs, .

“tarthur' may undoubtedly be identified with Edward III (1312-77),
King of England from 1327; and the 'warjike prince! would be his son
brilliant generals of hlS day odward IXI's long re=ign, which was
dominated by the Huhdred Years' War with France, remains onhe of the
greatest periods of £nhglish arms and knglish chivalry. On St.George's
Day, 1349, sdward fouhded the Order of the Garter in St.George's Chapel,
Windsor, directly imitating the idsals of the legsndary King Arthur, In
the words of ons chronicler, he renewid the hound Table and the Name of

- irture, and ordenid the Order of the Garter, making Sainct George the

0 . :
patrone thereof.l ' The 'great occasion' was presumably oNe of xidward's

spectaéular victories over the French. Sluys (1340) and Crécy (1346)

~gained the English 1ittle political or strategic advantsge, and these

dates would seem rather tog early for the style of 3Sub Arturo. By far
the strongest claimant is‘Z

he Black Prince's victory of Poitiers (1356),

where Jean le Bon, King of France, was taken prisoner. Poitiers snded

~




.
a decisive phase of the war and resulted 1n.th» TreatJ of" Brétlgny (1360),‘

whereby France was forced to cede vast areas of her territory to Zngland,

: -~ - and-to pay a rafsom of three million gold crowns for the release of her

king., ZAdward celebrated the battle by an unusually maghificent meeting
of the Garter Knights at Nlndsor Castle 1n 1358, on St beorge'" Day.

For this occasion he finishsd the hound Tower to house his Round Table.f ‘
.The-fest1v1t1es lasted some three weeks and attracted the attention of

all Surope. It was the peak of Edwa;d's career: among thercuests were

the royal cagflves John of Franhce (who lived at Windsor for three yeare)
Dav1d IT of Scotland and his queen, the Duke of Blois, and Philippe le
Hardi, first Duke of Burgundy. Here we find 'kingly ones' in abundance -
or 'tyrahts', if that translation is preferred: they were all enemies of
“the crown, Not until agincourt (1415) was there another such victory

for England; At Windsor, too, were the 'knighthood', the Order of the
Garter, anhd the 'clergy', the warden and canohs of Windsor: the order

and the college were Hdward's twin fohﬁdation, and certaiﬁly 'flourished
togethar!. ‘The ‘chorus of musiciaNs' would be formed, Mo doubt, by members

'othhe Chapel hoyal, members of the Black Prince's chapel, and some of

the Windsor canons, We should therefore expect to find traces‘of the

rusicians Named in Sub Arturo by investigating the archives and other

records surviving from the latter half of sdward III's reign.

) Surely enough 8 comparatively- supﬁrflclal search through the

| ”unpubllshed royal doouments of that time, and an exarinatioh of various
sources, reveal the names of many more of Aleyn's colleagues., My survey
has Nhot been exhaustive; and there are also coNsiderable gaps in the
chronoiogical sequence of the Exchequer accounts. A thorough investigation
would teke.years. Nevertheless, the evideice that has come to light should
serve its present purpose, and may help to stimulate fubure research. Let

us take the fifteen nusicians in the order in which the motet places them.
'JOHANNES ALANUS (John Aleyn) ’

o ‘S“”K_Eéﬁaii”III—ﬁT*mmﬁ‘nfmembereoffthenbhapeloﬁoyal from 1364, to 1373,
the year of his death, He stood high in the King's favour and received

mafy promotions ahd benefices from 1361. He left a roll of music to 3t.

: | George's Chapel, Windsor, where he had been a canon from at least as
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early as 1363. The King trusted him with a dellcate mission in Kent,

where Aleyn was to raise funds from various abbots, priors and others.

7 [OHANNES] DE CORBE (John de Corby)

See Appendix III. He occurs as a King's clerk in the royal accounts for

1364-8; and though these lists do not name Chapel clerks as such, we may
probably deduce from his promotions to the hoyal Free Chapels of 3t,
bteoﬁen (Westminster) and Bridghorth, that he was in fact a member of
the Chapel. He may have died in 1368. According to Aleyn, he 'shohe out
with a true heart from among the chorus of mu51c1ans y @8 a composer of

'unparalleled works ! , which were interpreted by:-

[CHAMNzS] DE ALTO BOSCO (Johh de Hauboys).

Hautboys is a Suffolk town, and was khown as ‘'de Haltobosco!' as eafly as
1200 A.D. In the fourteenth century it was also apelt Hoboys, Haultboys
and - more sighificently - Hauboys. For this musician who 'unlocks with
‘his theoretical writings the works of J.de Corbe' must surely be Nohe
other than John 'Hanboys', as he has hitherto been called. As &ither ~
has stated, there is Mo authority for the spelling 'Hamboys', His only
surviving treatise, 'Summa super musicam continuam et discretam,'.is
fourd in a fifteenth~century source (B.M.Aidd., MS €860). The hane is

ulequivocally spelt lHaﬂboys' by tne COOYlbt But the treatise, a

commentafj on Franco of uologne for the most part, nmust surelJ belong

to the fourteenth century, as Davey thought; it is even paired in the

MS with Pseudo-Tunstede's 'Quatuor principalia' which unhdeniably dates.
from that time. And if a 7ifteenth-century scribe were copying from a
fourteenth;century MS, this is precisely the sort of mistake that we should
expect him to make, for the Gothic letters 'u' and 'n' were identical in

form. Our only authority for the life of 'Hanboys' is Bales, whose

'bopk was published in 1557.11 ‘He stated that the theorist flourished

in the rulgn of Edward IV, in about 1470, and that he was given the
title of Doctor ofgﬁﬁéléﬁﬁy common cohsent, (Farmer said that he was
Aﬂt433Mbridg8—quV@¥sit¥;ubﬁ%mi*m%%e%s—lm#%%%%%#i4ﬁ;4ﬂ%u&}fg-wﬂBalesn—~—”77uﬂ
also attributed Tuhsted's treatise to 'Hahboys'; this suggests that he

was guessing the date of the author from the date of the MS, and lessenls




.

the weight of his'authority. Later writers such as Holinshed dutlfully
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echoed Bales. The 'Summa super mus1cam... does nNot mention John de

Coihy‘by Name, I have not so far come across anhy John Hauboys or

~ Hautboys in my search; in his treatise he is called ‘reverend', which

suggests that he may have been a friar or a monk, hldden in the

anonymlty of a monastezy.

G [[LBEETUS?] MAMTINI (Gilbert Martyng)
He 'blossoms forth, practising the theory of John of Hauboys', He
was apparently a composer, who learfed his trade directly or indirectly

from Hauboys.:A"Gilbert Martyn, the King's serjeant', was given a_

‘corrody at the cohvent of Benydon on Dect9_136l.lh This means that

he was certainly a clerk of the royal household, though we cannot
be sure that he was in the Chapel loyal. He was in holy ordsrs, for
the Abbess and Conhvent of Benydon were directed to find him a benefice.

Otherwise I have found No suitable 'Martyn' during my search,

RICA:DUS BLICH (sichard Blythe).

See Appendix III. He appears as a clerk of the Chapel foyal in 1413,

received promotions from Hehry V, and died in or before 1420, He must
have died a very old manh, if he was the Blich of Sub Arturo, whose
works pleased 'the pious and the kingly' in 135€. —

" JOHAMNES DE OXONIA (John de Oxford). = B —

He is paired with Hichard Blythe (see above), as a composer ‘with whose
art Canterbury shone for many years' (L). A *Sir Johnh de Oxonia' was
granted a cahonry of Chichester Cathedral by the Pope on Dec.15 1349,

at the request of the bishop elect, the prigr and the convent of Worcester;
he already held the church of St.Andrew (W’orcesﬁer)%5 The Pope

granted the same man a behefice in the gift of the abbot and

~convent of Gloucester on Feb.l 1351, on condition that he resighed St.

158 This man has mo

Andrew's and resided in his new living,

traccablé-conﬁection with music or with the moharchy. ~
'hTEéHSurhéﬁE’igUHSWEGEFNEBE?EEEgiﬁ‘56fﬁ‘§burcest‘it"rcadsﬂ{exemial

in Chantilly, 'Ozonia' in Bologna. But in verse 7, where (Oxohiae' is

certainly correct, Chamtilly reads 'Vxonie! and Bologha 'Exonie!. The

¢ ¢
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-confusion between '0O' and ‘&' was Notoriously common in . ﬁgllsh
sources of the fourteenth century, and if the ééibgna copyist could
read- 'onnle' for 'Oxonie!' in verse¢ 7, he could easily have made
the re verse error in verse L. If this is so, the name would run
"Johannes de Exonhia™ (ﬁJohn de Sxeper"), and in this case he would
be the John de Excestre who was in the'-UChapel Foyal in 1372-4, 1377,
and even as iate as 1396-7, under Riéhard IT (I have not yet had
time to examibe the records from the esrlier years of the lattér's

reign). This man must be the composer represented in the Old Hall MS.

See Appendix III.

G [ULIELMUS MUGHE] (William Mugge)

See Appendix III. Aleyn calls him the 'root‘of the flowers', presumably

a teacher, who was to 'tell of the orders of song'. He was in the Chapel
Royal in 1342-3, became 'custos' or warden of St,George's, Windsor, in
1349, and received many promotions from the King. He died shortly
before Feb.2L 1381,

SDMJNDUS DE BURIA (£dmund de Bury)
See Appendix IIT. Aleyn says that he was a -'golden foundation of the

tehor! -~ a great singer, apparently onhe of Muggé‘srprotégés at court,
m»hh_w__ikngppars in the accounts for 1359-77 as 'Sdmundus moNachus de Bury!,

though he does not seem to have been a member of the Chapel hoyal. He

may also have been g composer,

BLICH, G [ULIELMUS] (Wllllam Blythe).
See Richard Blythe above. He may have been related to Richard, which

could have given the latter early access to distinguished circles.

William seems to have been ahother composer, in the service of a 'warlike

. prince!, He is hot recorded in the service of =zither sdward III or his

son, .the Black Prince; but his works were 'savoured! (or pﬁrhaps'flavoured')
by the marvellous singing of John of Ipswich (see below), who was certainly _
& member of the-Black Princets chapel. —On Mar,16-1355, Thomas Perey, .

Bishop of Norwich, petitiofed the Pope on Blythe's behalf for a canonry
at Lincoln Cathedrgl, describing him as Msster of Arts, scholar of
theology, and his owh master and teacher, already holding the church of




 Bretilby (Eincoln); Blythe was granted a oaqury at Chichester Cathedral
"~ instead.™”  oOn May 22 1359 he was collated>£rchdeacon of Norfolk |
(Norw1ch) this was coifirmed by the Pope on Aug.L of the same year.l5
He apparently vacated the post for.some reason, for he was restored to
it on Sep.l), & month later.lo He still held it on Apr.L 1367, and
on Mar.1 1368.%7
ahother was appointed. His will is alsc at Lambeth Palace, dated 1373

He was dead, however,ibefore igr.13 1373, when

(Heg;Whittlesoye, 139): it makes Mo reference to music.

EPISWICH, J [OHAMNES] (John de Ipswich)
Also spelt Yeppeswichf Yppeswiz, Gyppeswich, Gyppewico, etc. A Dominus
William de YepesWich'was in the Chapel koyal in 1354. John, however,
was a member of the Black Prince's chapel, first recorded there on Nov,
10 1357.16

of a 'warlike prince', so that this is precisély where we should expect

He sahg the works of William Blythe (6) ubder ths patronage

to find him., He was frequently promoted by the prince: he becawe rector
of Bliston (Exeter) on June 12 1346 (Ib.I,86); was appointed dean of
_the Free Chapel of St .Nicholas in Wallingford Castle on Dec.20 1351,
where he is recorded again on June 18 of the following year (Ib.IV,36,54);
Was apparehtly presented to the church of 5t.Cride (fxeter) on Feb.21
1354 (Ib.II,57), and certainly to the church of Ilanteglos in the same
diocese-on-June i 1356 (Tb. IV,168). He was dead by Jan.l 1359, when
another man was suthorised to receive debts ow1ng‘t0\his\e§tgtg (Ib.,l52)
The date of his death gives us the latest limit for the conp031tlon \ of
Sub Arturo, in agll probability.
NICHOLAUS D& VADE FAM&LICO (Nicholas de Hunhgerford, llterally 'of the
hungry ford!).
He is described as the 'flower of Oxford! being grouped with John de Ipswich

~and £.de Muristo as onhe of a trio of singers. He was also uhder the
protection of the Black Prince,. A canon of S5t.Frideswide's Priory, Qxford
‘he was elected prlor on May 15 13h9, the election was dlsputed but mdwmrd

" IIT confirmed his appointment oh June 1 of the same year.zﬁﬁ*ﬁigxtéim
of office was troubled by frequent complalnts of indiseipline among the
canons, and he himself seems to have lost patience on at least onhe
.occasion: in 135) it was alleged that Nicholas, "with divers armed laymen, |
about the middle of the night on 1 July, assaulted the sub-prior and canons, |

.




while they were chanting mattins in the choir, broke the door of the
church, dragged some of the cahons from the choir and others from the
dormitory,to the effusion of#blood"...zo In 1365 he illegally traded
--his office, but the Black Prince intervened with the Pope to savelgim

from the cofsequefces of simony, describing him as 'his chaplaint,

Nicholas died, prior again, in 1370. ( . .

£.DE MURISTO (£dmund Mirtogh?)
He was the third of a trio of singers including John de Ipswich and
Nicholas dé Huhgerford,Chantilly reads 'et de muris coniungatur', which
may tempt us to reopen the guestion of the hationality of Johannes
aé Maris - Davey cites various authorities who thought him Eﬁglish.21 .
If 'de MuriéI was intended, howevér, he would surely be praised as.a
theorist rather than as a singer; furthermore, all the other names in
the motet are furnished with either a Christian name or an initial,
Probably we should follow the more reliable Bologha version: ‘s, de
muristo'. fven so, we are Not much Nearer an identification. Considering
the fact that the other two singersvfrom this group were connected with
the Black Prince, it is tempting to read the Name as a rehdering of
'adrund Mirtogh', recorded as a membsr of the Black Frince's éhapél on
Nov,10 1357.18'Q0r it may be a mis-spellifle of 'marisco' ('marsh'),

perhaQSfMarch,iCambridgeshire, or Marsh Barton, Devon,

- ¢lULIELMUS]E HORANN FOMTE (William Tideswell),
See Appeldix IIT. He was, says Aleyn, a singer who played the 'lyra' -

which could msan any stringed instrument, He was a 'Dominus' of the

Chapel foyal in 1354, and received a penhsion from the King -in 1349,
SIMON CLAMENS (Simon Clement ), )

See Appendix III, Aleyn callsihim a singer and organist. He was in the

vahapel Royal in 1377, and recei&ed benefices through the Black Prince's

good offices with the Pope in'1363 and 1366. :

. ADAM_LEVITA (Adam the deacon). )
He remains unidentified. An Adam Leche was a Klng s clerk in 1377
There may well be some dlspube about some individuals in the above

list of tentative identifications; but the general weight of the evidence




proves conclusively, to my mind, that Sub Arturo was composed during

the middle years of Edward III's reignh, and almost certainly for the
naghificent Garter celebrations at Windsor centring round St.George's
Day , 1358 It is unfortunate that we have No surviving Wardrobe
Books or. oth r royal rccords which cover the vital osriod 1355 - 60;
the Issue Rolls only rarely mention clegks of the Chapel Royal, who  * #
were Not naid directly from the Exchequer., But the fragmenfary |
‘biographies sketchzd above hinge about the year 1360, taking a rough
average; and I hope to have shown thet no other occasion of that

period fits in so well with the text of the motet. It is interesting,
tbo, to consider the~other texts which Coussemaker printed with_Sub |
Arturo: éaéh lists farous French musicizns, and the second, Apollinis
eclipsatur, is so close to the Lnglish riotet in some respects that it
appears to'be.an'answer to Aleyn's challenge. I have Not seen the music,
but the verses are in the metre of Adleyn's contra text); and according
to van den Borren,22 the Frsnch motet is built on the same plainsong

tenor, In omNem terram: 'Their sound is gone out into all lands...'

" It would perhaps be too much to hope that the comtra which begins

Zodiacum sighis lustrantibus, refers to Jean le Bon's rival ordsr of
knighthood, that of the Star!

Finally, ﬁhis reassessment conNfims thg_yigy_gf vom Anselm Hughes

that the 0ld hall MS contains music dating well back 1hto the fourteeﬁfﬁ‘
23

centuxy olnce the music of hoy chny appears in the original
compllatlon we may even have to resign ourselves to the idea that .
Henry IV, rather thah his son, was their royal composer. Be that as

it may, we can Now be certain that fourteenth;century’Ehglaﬁd'bfed a

school of composers whose works could stand comparison with the writing
of Chaucer and Langland, the painting of Gilbert Prince, the carving of
-Hugh Hérland, or the building of Henry Yevele., For the comuanding
virtuosity of Sub Arturo can hérdly have grown in a musical desert.
Apart from the verbal evidence of Aleyn's verses, oNe or two recently
discovered S Tra\méﬁts»~5§eh as Magdalen College, Oxford, MS Lat.
CCIXVIII, £.26, which preserves parts of two isorhythmic motpts are

now helping us to sketch in the outlines of musical development in
fourt eenth-century fingland; we can now begin to see that it.was not




at all the barren period that our scahty source matgrial had led-us to

believe. : o ‘ -

This exculsion into .the fourteenth cemtury teaches us the value of

archival and biographica1 résearch. I have hunted high and low,too, -
to try and find evidence that some of the otherwise unknown Eﬁglish
musiciahs, who are represented in foreigh sources of the fifteenth
century, were in fact practising their art in their native England, I

cannot claim to have finished this task by any means: there are a

‘score of wills which may hold information, for example, which I have

not yet had the opportunity to examine. There is such a mass of
biographical material on this and other to§ics, that I have thought it
best to arranhge it all in the form of a small biographical dictionary:
accordingly,.Agggndix'II lists the royal documents which record the

Names of members of the Chapel Hoyal; Appendix ITT gives New material

on musiciabs who were connect=d with the Chapel, arrangsd in alphabetical
order of Names; Appendix IV covers musicianNs who are Not kNown to have
been connected with the Chapel, and suggests identifications for certain

COmMpOSETrs .

=

“'IﬁTViEW“6f7H&TTTSUn*S“fiﬁE;ECCOUﬁt of the social and scclesiastibal
background of music in the later middle ages and (with due respect to
the title of his book) the early Eenaissanhce, it will hot be nNecessary
to cover the same ground twice over here. However, there is one point
on which I feel his book is rather misleading. He convincingly shows
that the building of a rood-loft in many pgzish churches from c.1450

usually meant that an drgan'was installed. From this he deduces that

“'the organtwas usually raised from the ground in this way, and“indeed

the weight of the evidence confirms this, He also notes that from

this period the accounts of many churches record, besides organs and

organists, the hiring of extra singers, ahd the acquisition of pricksoﬁg—
—_books . From here it is an easy step to infer, as he does, that 'there - —
is little evidence that polyphonic wusic was sung or played in parish

churches before the second half of the fifteenth century.25 But this

»
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view must be qualified. The survivibg accounts grow fewer and fewer,

the further back we search for them, Of course there is !'little evidence! ,
sinc¢ hardly any churches preserve accounts from before the second half
| of the fifteenth cemtury., This kind of 'strict' interpretation of the
= survivifg material, as we have seen, has already led scholars to banish
| into limbo the great mass of cnglish f&fteenth—century music which
ex13ts only in foreign sources. To take an example rather outside the
period we are discussing, Harrisop guotes Walters to show that nihe
. parish churches in London poséessed polyphonic music at the time of the
Reformation Iﬁventories; ohe hundred did not.26 Here again, the evidence
.cafnot be complete, sihce the inventory for St.Paul's Cathedral lists
no polyphonic music, as Dr Hugh Baillie has pointed out;27 yet we % i
ﬁ*; : know that St.Paul's was a musical celtre, abd other inventories show

that the cathedral indeed possessed music earlier on., We must conclude

from this that the inventories listed by “walters are imperfect, or , %%
[ at least iNcolsistent; or else that earlier dépredations had already taken i
: their toll of the music in some of the remaining churches by the time the }ﬁ

commissioNers arrived to list the effects. T $
In fact, where inventories still survive for the period before 1,50, i ’ﬂg
we do find ‘references to orgafs or music, and that in country churches too. i i
Dom Aelred Watkin's edition of early inventories for the archdeaconry of g
possessed a 'liber cantus organlel‘ in the early fourteenth century.
A fourteenth-century list for Sall Church mentiohs 'uhus liber vocatus
Orgeneboc ex collacione Johannis Holweye capellani', though the inventory
does not record any organs.29 Terrington St,Clement had at the same
period 'unus liber de novo cantu!, iﬁgﬁgh the entry was cancelled in 1368;
“this must be the 'newe song, as orgen or deschant! which roused the ire
; of Wyclif c.1380. 30 The church of 'Wygenhale Matrls Christi' possessed N
in 1368 'j quaternus de cantu‘, 31 j
A hunt through other sources rave#ls the presence of organs in- - |
parish churches, sometimes maibtained by the towh corporatiol he ;
Corporation of New Komhey, Kent, paid Johh Orgoner a shilling in 1391—2 4

for playing the organs in St.Nicholas ahd St.lawrehce, which he had done Rl
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since 1384~5; he died in 1398-9.32 On his translation to fxeter,

Bishop Edmund Lacy left to his successor at Hereford a pair of orgsns,
which the new Bishop was to ‘give to any church or chapel. 33, The

gild returh of 1388 for the Fraterhity of Our Lady in the lady uhapel

of All Saints, Northampton, shows that the sulfset service was

celebrated to the accompaniment of an, organ 3 Jonn de Pissale

(d 19 March 1373) gave a pair of organs for the use of Causton Church,
Ingworth, Norwich, 35 The Corporatiofn of Lydd, Kent, paid the vicar 6s.8&d.
fon the old debt for the organs' in 1,430-1, and there are refersnces to
payments in Zdward IV's time.- St .Andrew'!s Church, Norwich, '

37

possessed a pair of orgalls c¢,1400, Harrison notes the organs

in St.Mary's Church, Sandwich, Kent, which 'Sir John' repaired for a
shilling in 14L4L; the sawme church had an forgone boke for the orgonys
yn the rode lofte'! at about the same time.38 An early inventory

of 1307 for the Temple Church, London, mentions 'in the Great Church
two pairs of organs'.39 On the death in 1423 of Archbishop Bowet

of York, ah inventory of his many possessions was drawnh up, and the
r’proceeds of sale Noted: the list includes twenty shillings received
'pro uno libro magho de Crgahis!, and four pouﬁds ten shillinés '§r0
tribus paribus de organis oro capellai.AO As far back as 1297,

two London chuiches, St.Michael's, Kirkeby, and St.Andrew!'s, Hetbridge

Al I

eaeh possessed a nair of organhs, Aerhaps the most uhusual-rscerd

Leonard's bhapel, Hythe, Kent, for the year beginning 1 May 1412:

the wardens paid out a shilling for sik New viols in exchangs for six
old ones.hz Since I have found no other reference to any instrument
other than the organ in churches and chapels at this time, I sce™t a mis=—
translation here,

| N5 doubt maly of these raferences may have described small

portative organs, but their distribution in time and place aliks show

that orgens were Not an unexpected item inh any church's equipment.

Flade, in a Europeah survey of medlevaliorgdns, coﬂcludes that by

B e T R Y o <




the end of the . fourtventh centuqy, all ungllsh churches aMd
moNasteries pOSscssed an organ, BSince there were at this date few
rood-~lofts in smaller churches and chapels, some of these organs

must have stood- at floor level, like the Orgahs in the Lady-Chapel of
Westminster Abbey, whlch stood ;B;low on the stepf, with another pair
of greater organs in the wall above/phé@.LB Harrison has been rathef
too sweeping in this instance, - If one is to use anoﬁﬁis'aﬁaﬁ

inventories, ore must allow for loss of sources.

.
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NOTES TO CHAPTER FOU.

‘Fobertus de Anglia', Bedlngham s ballade is discussed in the
previous chapter,

Burhey, A Geheral History of Music (ed. Murcer) London, 1935, I 643f,
No doubt the trafslation is Burnay's,

The text of the letter is given in full in Motta, Musici alla corte
degli Sforza, 301. ‘

Ccoussemaker, Scriptores IV, 153-5; Strunk'!s translation is in Source
Headings in Music History, 195; for the Venetian letter, see Harrison,
Music ih Medieval Britain, 171,

Coussemaker, Les Harmonhistes du XIVe Bidcle, 12ff.; Dahhemann, Die
spitgotische Musiktradition in Frankreich und~Burgund,9.

The 01d Hall Manuscript, IT, vii and III, xii, note; Bukofzer's
remarks are in Studies, 76f.

See Reahey, 'The Manuscript Chantllly‘

I have standardised the Latin spelling and added punctuation; Bologha
presents the better text, but the corrupt wversion in Chamtilly is
useful in places. The mein variants are:- 1, 'conferent! (both) /
2,'J.de corbe sermicat' (Ch.); 'J.de corbrem ei micat' (Bo.) / 3,
‘preulsbs' (Bo.); 'pastores' for 'posco res' (both) 'marco! for
Martinit' (Ch.,) / L, 'olit!' for 'Blich' (Ch.); 'oxomia' (Ch.);
tozonia' (Bo.) / 5, 'rauge' for 'Mughe' (Ch.)}; '.G. dumudus de buria'
(Ch.);'.E.duamundus® (Bo.) / 6, 'vsilet' for Blich! (Ch.); 'epijs
vbich' for 'Gpiswich' (Ch.) / 7, 'G. flos vxonie'! (Ch.); fexonie' (Bo.);
'Racholays 1i' for '"Nicholaus qui' (Ch.) 'de bada famellico' (Ch.);
'et de muris cohiungstur' (Ch.) / 9, 'pageat‘ for practﬂcat‘ (Bo.i‘

G.F.Beltz, Memorials of the Order of the Garter, london, 1841,
xxxviii, For royal 'guests' at Windsor, see Ib,, 5; and J,Mackinnon,
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CHAPTER FIVE.

FABURDEN AND FAUXBOUADON

How, where and when did Fauxbourdon begin? It would be safe
to say that no other question in musical history has received so

much attention as this one, over the past twenhty years or so. Three

dissertations, a book, a round dozen of articles in learhed jourhals,

all dealing in whole or in paft with the origins of Fauxbourdon -

and still the crux remains: Faburden or Fauxbourdon? znglish ancestry,

" or French? At risk of boring those who have patiently followed the

arguments of counsel oh both sides over the past decade, I must add

vet another chapter to the bibliography and demand a re-trial: hew

evidence has come to light which shows that for all this time the

dispute has been proceeding from false premisses. First, however, ¢

we must summarise the main points made by prosecution and defence,

Francophiles anhd Ahglophiles, starting in the years 1936-7.
It was at this time that Bukofzer and Georgiades published their

valuable dissertations on the techhiques of English discant and .

Faburden,l They printed complete and accurate texts of all the

conhtemporary’ mahuscripts dealing with these practices, with full

commeNtaries. Unkhown to either writer, the American phllologlst

Sanford B.Meech had also published the thrse most important treatises

a year before,2 but unfortunately without calling in the services of

an expert in fifteenth-century muéic; his interpretations were therefore

faulty. Previous historians had relied on the inaccurate excerpts -

which Hawkins and Burney had included in their surveys., Bukofzer and

Georgiades, however, were ablv to show that writers such as Riemann
had gone far astray in their handllhg of discant and Faburden Both
agreed in dlstlngulshlng Faburden from &nglish discamt, The latter,

they held, was a way of extemporising a piece of music in three (or ~
four) parts, using chiefly &/5 and 6/3 chords, over a plainsong which
Afgbpeared in the lowest voice., Faburden oh the other hand they equated

with the continental manner of Fauxbourdon: it was a meahs of




improvising a piece of music in three parts by siﬁging the plainsong

- an octave above its original pitch in the upper voice, and accompanying

it throughout with similar 8/5 and 6/3 chords supplied this time by the
lower parts. At this point, though, Bukofzer and Georgiades parted
company. Georgiades maiftained the traditional view - which Wooldridge
had already questioned - that Faburden was exported to the continent
" in the decades following Agincourt (1415), as one feature of the well-
3 But Bukofzer found that the earliest
continental‘Fauxbourdon-pieces breceded the first references to the

khown contenance ahgloise.

English practice-by about a quarter of a century. He therefore came
to the conclusion that Faburden was an inglish adaptation of Fauxbourdon,
whereby the written res facta of the continental masters was converted
into a technique of improvisation on the lines of &nglish discant.u
All subsequent writers who have taken part in the ensuing dispute have
adopted one or the other of these positions.,
It is the purpose of this chapter to demonstrate that Faburden was

not in fact the same thing as Fauxbourdon, Since this fundamental

- change of view amputates onhe horn of the dilemma round which the dispute
developed, it will not be necessary to set out here all the arguments,
inferences and guesswork used on both sides of the controversy. But
we must take our bearings, Nevertheless. -The main combatants. in recent
years were Heinrich Besseler and the late Rudolf von Ficker, and they
adopted the views of their own pupils, Bukofzer and Georgiades respectively.
Their discussion centred on Besseler's important book Bourdon und
Fg_iuxbourdon,5
between 1951 and 1954.
Revisited,7
instaNces corrects Besseler's book. N.Wallin followed with some

and was carried on in the pages of Acta Musicologica
6 Meawhile Bukofzer had published Fauxbourdon

an invaluable article which complements and in some

.‘interesting conjectures which however fail to survive the scrutiny of
the philologist_.8 In 1957, Besseler felt that he was in a position
to sum up the course of the argument.9 Since then, Suzanne Clercx
has stepped in with further facts and inferences.lQ

An unusual feature of the dispute has been the part played by
the philologists. 1In 1953, Hermanhn Flasdieck took up the cudgels on




behalf of von Ficker to say that, contrary to the accepted etymology,
the” word Faburdon could Not have evolved from the word Fauxbourdon,
but must have preceded it.ll Gustav Kirchner replied in support

of Beéselér, upholding the conventional derivation, As a sort

of testimonial he quoted extracts only (!) from the comments of - |

four eminent colleagues to whom he had 'sent Flasdieck's article.
Their replies ranged from the non-committal to the reactiohary;
on the whole, No-one wished to abandon the accepted text~book
etymology without further enquiny, and one or two of Flasdieck's
arguments were questioned, Two years later Flasdieck replied to all
objections, even turning some of them to his own advantage in a
long article which exhaustively discusses every conceivable aspect
of the subject..:l'3 This article appeared in a philological journél,
and few musicologists will have taken the trouble to read it. The
philologists; however, must have seen it, and not one of them has
replied or raised any further complaint in two years. Since Flasdieck's
investigation remains the only detailed treatment of a topic which never
gave philologists any cause for serious thought until it was raised by
musical historians, it now seems likely to stand; and Flasdieck's.
conclusions are diametrically opposed to Besseler's. To go on talking
of disagreement among the philologists, and to dismiss Flasdieck's
learned and mihute examination as a minority view, as Besseler and Clercx
do,lh
however unNpalatable the facts.

The position today remains something of a deadlock. On philological
grounds, Flasdieckl5 maintains that the word Faburdon must have
preceded the word Fauxbourdon. For musical ahd other reasons‘Besselqr

still holds that the technique of Fauxbourdon was created and named by

is surely to try and exploit a situation which no longer exists =

~vDufay"il’l the Paris of 1427, where he met English musicians and decided ..

to transmute English discant by raising the plainsong from the lowest

- voice to the upper, thereby turning it into a res facta with an

: . 16
orhamented treble after the manner of a Burguhdian chanson, There

will be more to say about the detail of Besseler's;argument later on,
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Mme.Clercx conveniently summarises the outlines of the whole controversy

17

for us; Besseler's article of 1957 gives his latest puhlished views,
in Whiéh he has slightly modified his position in deférence to Bukofzer
and Flasdieck.
Even -before Besseler took up the question in real earhest, however;
a striking point hadﬂemérged from the work of Bukofzer and Georgiades.,
- According to them, nteither of the onLy’éarLy theorists who discussed
Faburden and Fauxbourdon at any length knew what he was talking about;
or if he did, he failed to express himself clearly on this ohe subject,
though in each case the rest of the treatise is lucidity itself. This
seemed at best a freakish coincidence. Had Bukofzer and Georgiades
misinterpreted the texts? Middle English is not always easy, even
for an Englishman, A fresh and unbiased examination of the anonymous
tract in the Lansdowne manhuscripts, which was copied by John wWylde
in the middle years of the fifteenth century to help him in his duties as
precentor of Waltham Hdly Cross, produced results which are decidedly
startling.J.'8 They are confirmmed, however, by a similar re-rsading of
_the treatise of Guilielmus Monachus, which was copied in Northern Italy
about a quarter of a century later.l9 \
It is worth reprinting the few sentences from the Lansdowhe Anonymous,

numbering ther and providing a modern tratsliteration; the sentences
are continuous inh the original:-

(1) The sight of ffaburdon with The 8ight of Faburden with his
his a cordis. . accords.,

(2) for pe leeste processe of For the least process of Sights,
sigtis natural and most in natural and most in use,ﬁj is
vse is expedient to declare expedient to declare the Sight of
pe sight of ffaburdun. Faburden,

(3) The wheche hape but .Z2o.sightis. The which hath but two Sights: a
) a .3de. aboue be plain song in  third above the plainsong in Sight,

sight be wheche is a .6. fro~ the which 1s a sixth from the Treble

pe Treble in voice. and a euyn  in Voice; and an even with the plain-
wt be plain song in sight pe = song in Sight, the which is an octave
wheche is a .8te.fro pe Treble from the Treble in Voice.

in voise, ' '

(L) These 20. a cordis pe ffaburde- These two accords the Faburdener must
ner must rwle be pe Mene of pe  rule by the Mean of the plainsong.
plain song,

t




' (5) ffor whan he shal be gyhne his

' ffaburdun he must attende to

be plain song and sette his
sight euyn wt peplain song, and
his voice. in a 5te.benepe pe
plain song

ahd aftir pt whepir pe plain
song ascende or descende to
sette his sih3t alwey bope in
rwle and space a boue pe plain
song inh a ,3de,

and aftir pt pe plain song
hauntip his course eyper in
acutis fro g solreut a boue to
‘G solreut be Nebe to close
dunward in sight euyn vpon pe
plain song, wvpon one of pese

(6)

(7)

keyes Dlasolre. Csolfaut Alamire

or G solreut, benethe

And yf be plainsong haunt his
course Pro Gsolreut be Nethe
doun toward Are. cohuenientli
pan to se be fore where he may
close wt. 20. or 3o. or‘Aeijgag
be fore eyber in Effaut benepe
or Dsolre or Cfaut or Are.

And al pese closis gladli to be
sunge and closid at pe laste
ende of a worde.

(10)And as_ofte as he wil to touche
be plain song ahd voide berfro.
excepte twies to gedir for bt
may not be, inhas moche as pe
plainsong sight is a 8te. to be
treble. and a .5te to pe and so
to eugry degre he is a perfite
corde, ahd .2o.perfite a cordis

_ of one nature may not be sulg
¥ to gedir in no degre of Descant,

(8)

(9)
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For when he shall begin his Faburden,
he must attend to the plainsong, and
set his Sight even with the plainsong
and his Voice in a fifth beneath the
plainsong,

And after that, whether the plainsong
asceld or descend, [he oughﬁ] to set
his Sight always, both in rule and
space, above the plainsong in a third,

And after that the plainsong haunteth
his course either in acutis from g
solreut above to G Solreut bensath, °
he ought} to close downwards in Sight
even upon the plainsohg upon one of
these keys: D Lasolre, C Solfaut, A
Lamire or G Solreut beneath,

And if the plainsong haunt his course
fromr G Solreut beneath down toward A
e, [he ought ] conveniently then to see
before where he may close, with two or
three or four thirds before, either in
F Faut beneath, or D Solre, or C Faut,
or A ke,

And all these closes [are] glaaly to.be
suhg and closed at the last end of a
word,

And as often as he will he ought to

touch the plainsong -~ and void there-

from - except twice together, for that
may Yot be, ihasmuch as the plainsong
Sight is an octave to the Treble and

a fifth to the Mean, and so to every
degree he is a perfect chord; and two
perfect accords of onhe nature may hot

be suhg together in no degree of Discant,

Kiemann thought>that Faburden was the same thing as English discant;

and so he had to emend the text with an abandon that would have done credit
+to Procrustes, resding lsbove'! for 'below' anc} standing the whple passage
Bukofzer and Georgiades righteously scorned such methods;

on its head.2°




but ironic&lly'enough; each,of them fell into a similar t¥rap on the
other. side of the road. Both imagined that. Faburden was the EngliSh
: version of Fauxbourdon, and tried to interpret the parégrgph accordingly;.
and both made very heavy weather of the task., In view of the authority
which their readings have gained - they have gone unchallenged for |
over twemy years - it wiil be necessény{fo quote their findings here,
‘Bukofzer's late summary in Fauxbourdon Hevisited™  usefully condenses
his own ideas and those of Georgiades. He reprimands our author in no
uncertain terms:— '

"The obscurity of the passage in question is due to

the fact that the English Anonymous hasvapplied the

practice of the transposing "sights", a great con-

venience in English discant, to fauxbourdon also,

where it makes little sense and encumbers rather

than facilitates improvised performance. cven more

disconcerting is the circumstance that £he Ahonymous

makes the essential point by implication only., He

does not state in so many words that in faburden the

cantus firmus is sung an octave above the original

pitch of the plainsong and that the meane doubles the

line at the fifth above the originael pitch... This

fundamental fact is tacitly assumed in what the

Anonymous actﬁélLy SayS.s« The éinger of the lowest

voice constantly holds a sixth or octave below the

treble and a third or fifth below the middle part.

Up to this point the directions are clear, but then

the author imtroduces the sights and beclouds the

issue. He does on to say that the faburdener may

visualise his intervals by reading the unison or upper
third of either the treble or the meane, In the case

of the treble the tead hoﬁe would sound an octave

,,‘AgﬁwauggffAW»—aqaeggmﬂ~i4y%msj%gatimm;inmiﬂmi,Cﬁuﬂ&~0fljjlegﬂﬁu1nea~ilwfiijdﬂ,

below. This far-fetched mahner of accounting for the

tenor explains the puzzling remark that the two sights




of the faburden, the unison and the upper third,

apply to both the treble and the meane, In either ‘ '

case the sighted notes sound below the read pitch’

in exact opposition to those in English discant,"

In order to turn this description of Faburden into ah improvised
equivalent of Fauxbourdon, Bukofzer has had to make the fbllowihg'
corfgctions and amplifications: that thé blainsong is tacitly assumed
to be sung an aectave above its original pitch; that the Mean is tacitly
assumed to double the Treble at the lower fourth; that it would 'becloud
the issue' to describe continental Fauxbourdon in terms of the sights -
when it would have been a perfectly simple matter to do so if the authorﬁ i
had wished to; and that the Anonymous states (in sentences (4) and (5) above )
that one and the same Sight may be applied by the singer of the lowest

voice to either of two voices lying a fourth apart, neither of which
is written on the peper in front of him - when thé whole ppint of the ,,j
Sights, as the very name implies, was that the singer could transpose - -
straight from the written plainsong,

] Georgiades does Not dwell oh the obscurity of the passage as Bukofzer

‘ does; but he too has to assume eine Verdnderung der Auffassunlg dcr\Tg;giQi ot

"in sight"” uhd "in voice", and an implied transposition of the plainsong
~ to the upper octave.ZZLV‘TEEBtrtwo*peintsﬁazg\gigﬁ}ito the meaning of

the passage as he undsrstands it, and would certainiixﬁiﬁi‘tzeﬂ~equallx,w,44,

vital to the unlettered singing-men of Waltham Holy Cross, for whom John L

Wylde compiled and edited these verhacular treatises. Now the onhe thing

that we are entitled to assume is that Wylde fouhd the instructions of

his anonymous source useful enough, and clear enough, to wish to copy

tham into his musical vade mecum. fere is'a fresh construe of what the
Anonymous says, anhd it contains no emendations or tacit assumptions at - i

all. The paraphrase is underlinéd: my comments are hot.

(1) This is a description of the Faburden Sight and of the intervals
- which it makes with the lainsong. The Faburden was the lowest voice, ~.

as Bukofzer and Georgiades agree, The Sight, called sometimes. the "

‘Tmagination', was the hote visualised by the singer at a stated interval n
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above or below the plainsong which he had under his eyes; while
visualisingrﬂhéi'sighted' npée, he sang a different note, again’ét some
preécyibed interval above or below the sighted note}‘ In short, it was

a system of transposition'which enabled one or more parts to be improvised
from a written plainsong, whereby the imagined intervals of the Sight
nevcr:weﬁt beyond the liﬁes and spaces of the four-lined plainsong staff.
In more familiar terms, a horn—player“ﬁishing to harmonise the note j
concert a' might visualise the upper third c' in Sight, knowing that

the sound actually produced by his F-horn would be the fifth below,f

in Voice - a major third below the concert a'. The terms 'Sight' and
'Woice! are used with admirable consistency in all the ﬂnglish‘treatisés
of the period, and there is No reason to suppoée any chanhge in their
meaning for this one passage. Note finally that our author does not
promise any information about the third voice of a Faburden-piece, though

he does in fact give some,

(2) As an example of the humblest technigue in 'Sight! - singing (it
is both the one that comes nost naturally and the one most commonly used),

- it is proper to describe Faburden, The author makes no distinction

between the technique of the Sights, as applied to Faburden, and its

application to other forms of discant.

" (3) The Faburden voice uses only two Siphts; Mamelys ——
(i) the sighted or imagined third above the plainhsong,
which sounds in Voice a sixth from [i.e.below] the Treble.

(i1i)the sighted unison with the plainsong, which sounds in

Voice an Qctavg below the Treble.

This is where both Bukofzer and Georgiadés went astray. Bach of them
assumed that the sighted third and unison actually sounded és a sung third
“or unison - in other words, that Sight and Voice wére identical; and since
we are also told that the Faburden sourds in Voice a sixth or an octave
«imﬁgwwd#ygiﬂpebleT it was an easy step to assume that the Treble must be
singing the plainsong itself, transposed to the upper octave. But Sight

and Voice are hot identical here,'as we may see from (5) below., Bukofzer

x(




“then set his Voice-a fifth below the plainsong, The interval of

and Georgiades g‘ot out. of this corner by assuming: (i) thét in

(3) the author omits to say that Sight and Voice are in unison,‘and
(ii) that in (5) he is referring to the Mean - which they held to be
the plainsong transposed up a fifth - as 'the plainsong', A4s we shall
find, there is in fact no contradiction whatever between the two
sentences, In (3), we are not yst told what the interval between Sight
and Voice is. The author is quite logical: first he must explain the
two Sights,and later on he will say what transposition is to be used.
Similarly, our horn-player mdst first learn how to finger and blow the
written notes in froMt of him before he learnNs how to select the crook
for his instrument, We are however informed that the sighted upper
third and unison will sound a sixth and ah octave respectively below
the Treble; but this is still a relative matter, for we do not yet
know the pitch of the Treble either,

(L) The Faburdener is to rzgulate the pitch of these two sighted

Notes from the 'Mean of the plaihsong!. Here the author states quite

unequivocally that the plainsong is the Mean, or middle voice, This is -

the crucial point, the vital distinction between Faburden and Fauxbourdon,

(5) When the Faburdeher begins to sinhg, he should look at Ehe firsf"
Note ofJ the. plainsong and imagine the uhison with it in 3ight: he should

transposition between Sight and Voice is therefore the lower fifth, Our
horn-player must select his F-crook. Now that we khow the pitch of the
Fab@rden, we also know'the pitch of the Treble. The Faburdener's sighted
'unison with theiplainéong sounds in Voice an octave below the Treble (3,
ii): it follows that the Treble rust be singing the fourth above the
plainsong, for the Faburdener has the fifth below,

(6) Thereafter, whether the ﬁlainsong rises or falls, the Faburdensr
should always set his Sight on the line or space- Eﬁ'the stafij a third
above the plaiNsong. The upper third in Sight yields the fifth below
in Voice (5):the resulting sounds will therefore lie a third below the
plainsong, This sighted upper third is also a sixth below the Treble

in Voice (3,i): here too, then, the Treble must be singing the fourth

-~



above the plainsong,

In other words, the Treble doubles the plaihsong
Mean at the upper fourth throughout. -

(7) If the plainsong lies high, between g' and g, the ;_Faburdener should

‘cadence by moving his Sight down to a uhison with the plalnsggg on the

23

a' or g.7..

notes d', cf, He will thus-end each phrase as he began it,

singing the fifth below 1“ Voice at all cadences,

(8) If the plainsong lies low, bestween g and a, the Faburdsner should

if possible lock ahead and see whether he may sihg up to four thirds in
succession before cadencinhg [;n Sighﬁ] on to f,d,c or @.23 As in (7),
he is to cadencefwith a sighted unison, sounding a fifth below the plain-

song, He is also recommended to sing up to four thirds in a row where
Note that a cadence on
to a plaiﬁéong a2 will require the Faburdener to sing the D below Famut -

an unusually low hote which could not be fitted into the hexachordal
24

possible, presumably to ebhance the cadence,

system except by using-the transposed blghts.

(9) All these cadehces are to be suhg quite freely on the last hote

~of ahy word Enithe plainsong]. ]

(10) As often as he likes, the Faburdener may touch the plainsong ‘[in
Sight] and leave it

ﬁ.e.sing a sighted unison followed by a sighted upper

third],,unlees“ Ematouches i@] twice in succession. That is forbidden, since

the plainsong Sight

E.e the unison between Slght and plainseng,; sounding - -

\\”*\\\\ékfiipgalgggr in Vpicél is an octave below the Treble and a fifth below

the Mean, and thus forms a perfect consohanhce with each of the other parts;

and two perfect consohances of the same kind may Not be suhg in succession
in any part of Discant,
perfect fifths and octaves: 7
olainsong will yield consecutive fifths between Faburden and plalnsong

This is the usual prohibition of consecutive

two successive sighted unisons with the

Mean consecutive octaves between Faburden and Treble,

To sum up,. here iw a fresh definition of Faburdsn in modern terms:
——-7In~aﬁﬁaburdsn:p;gce4 the plalnsong lies in the middle voice or Mean,
Below it, the tenor or Faburdener 1mprOV1ses in fifths and thirds by

imagining unisons with or thirds above the written plainsong and pitching
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‘his voice a fifth lower than the imagined notes.

He should begin with

~a sung fifth and mo¥e on in sung thirds, interposing fifths wheNever

"he likes, provided that he does Not sing two in succession; at the end

of a word in the plainsong he should cadence by singing a fifth, preceded
by as mahy as four successive thirds if the plainsong lies low, Cadence§
are to be avoided when the plainsong closes on b, e and their octaves.. |
The Treble doubles the plainsong Meanfth}oughout at the faurth above.

This then was Faburden as John Wylde and his anonymous author under-
stood the term. The interpretation given above is the only possible one,
if we assume that—éﬁthor and copyist meant what they wrote. It is now
clear that Faburden must have grown straight out of the earlier'practices
of &nglish discant such as Countertehor, Countergymel and Counter, The
sudden introductioh of continental Fauxbourdon, with its octave trans-
position of the plainsong in the treble, would indeed have been something
of a hovelty -‘though not perhaps such a break in the tradition as soﬁé
writers have supposed.25, But the Sights of Countertenor and Countergymel
also described by the English Anonymous already suggest ways in which an.
vimprovised voice may sing below the plainsong at times; and the singer of
the Counter Sight is told to keep his part beneath the plainsong through-
out the entire piece.zr Nor was Couliter a fifteenth-century invention, even,

Pseudo—Tngtede~(1351 ?) has a chapter on !Discanting beneath the Plainséﬁg'.

Tt ends thus: "...tamen dummodo discantaveritis sub plano cantu, mullus

potest discantare supra, hisi fuerit expertus de gravium yocum sadibus,
quia omnhes superiores voces ad graviorem vocem habent reddere concordiam...
These words give the clue as to how Faburden came into being. The
Sights which lay partly or wholly beneath the plainsong allowed the
discanter much greater melodic and harmonic freedom than English discant
proper, which was firmly anchored to its plalnsong bass. But they lost
1n gonority what they gained in varlety, for, as Tunstede says, only an
expert could supply a third voice on top. Faburden was a nheat, simple, !
and inevitably pbpular ahswer to the problem: if the lowest voice kept to  ~i
£1fths and thirds only beneath the plainsong, a third wice could then be
added at the fourth above it with no risk of collisions. The result would
sound, superf1c1ally, like the familiar progressions of English discant.
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But the bass would be more varied, ahd the technigues of the Trebls
and-Faburden voices were far simpler and could be picked up in one

lesson. Hence it must soon have become the most popular of the

techniques of discant, "the least process of Sights, natural and most

in use", 4 , ;

The clinching proof, however, is the fact that the new interpretation
at-last ehables us to explain the namé.Faburdcn in a convincing way. Vonh
Ficker held that the solmisation syllable Fa here referred to the interval
of a fourth between the two upper voices, so that Fa-burden meant Burden-
characterised—by—theafourth,28 This Will not do, for two reasons, First,
the Faburden is uhquestionably the lowest voice, which has nothing to do

with any fourths. Second, Fa does ot mean a fourth. It is the name of

the fourth degree of the hexachord; it does not stand for an intefval ’

but for the notes c¢,f, and b-flat. It was the most difficult syllable

of the hexachord to handle, for the hovice who was learhing his solmisation; *
and the difficulty turﬁed on the note b, which might be either b-fa or

b-mi.z?» In Faburden, however, the singer of the lowest voice never sings

. a b-mi. &very b sounded as a b-fa, including the low b-fa above Gamut

o
which Power does Not esven mention in his Tréatise upon the Gam. The

Faburdener can only sifg a b in Voice by imagining the f a fifth above in
Sight; and f-fa will always yield b-fa. Note that the Name must have

been inﬁented‘by someone listening to the total effect from the 6p£side,

and not by the Faburdener himself, When the Faburdener see a plainsong E

in front of him, he is perfectly at liberty to imagine a third above it,
g;éi in Sight (unless there is a b-fa sighature in the plainsong, of course),
gnd the result will be an e-mi in Voice, But for the outside listener,

the absence of the suhg note b-mi in the Burden, or lowest voice, must have
been a staertling novelty, |

Another result of Faburdehing a plainsong is - to use modern terms -

that the tonality of the music is shifted strongly to the area of the sub-

dominaﬁt: when~£he plainsong has its tonic, the Faburdener will be singing
the Tifth below, Does this explain the marked preference for the sub- -

dominant region which Besseley3o has noted in English music of the time?

Some medieval writers speak of the flat hexachord as being pathetic in
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character,3 and this may perhaps help to account for the puzzling
reference to cantus corohatus, scilicet ffaburdon, which occurs in gn
earlier tract from the Wydde mahuscript (f.58). The whole passage

_ becomes much clearer in the light of what Faburden really was:-

¥Cantus Coronatus Cantus fractus dicitur et ad nullum
gradum alligatur sed potest ascendere et descendere

in consonancijs perfectis et imperfectis indiffesrenter,

Et Cantus haturalis coronari potest.™

' Cantus coronatus must be the plainsong itself, called Cantus fractus

because it has to be turned into measured music as a Mean for.Faburdeniﬁg;

as<@ plainsong, it is obviously Not one of the 'degrees' or parts of

Englisﬁfdi§é£ﬂt, Nor is it to be accompanied in discam style; there
ifths) which it may form in conjunction with
the Faburden voice beneath; and finally the plainsong, or cantus haturalis,

is no restrictionon the number of imperfect consonances (thirds) or -
at this date - perfectﬁZ%?

may be *crowned' with an upper fourth by the Treble. Bukofzer gave up
this passage in despair, though not without suggesting that it preceded

the better-known description of Faburden later on in the manuscript by

32

- - - about forty years~ - a point of chronology which everyone seems to have

missed, Other references to Cantus coroNatus are rare. De Grocheo's

description refers fancifully to Chant Roxal.33 But Anonymous 2
' 3L

particularly assaciates falsa musica with cantinellis coronatis;

he defines falsa musica as gquando locatur b molle vel b guadrum in loco

non usitato...Ubi ponitur b rotundum dicitur fa. Sometimes falsa

musica is used out of necessity, ahd sometimes causa pulchritudinis, ut

patet in cantinellis coronatis., This suits our explanation very well, . i

though the date is surprisingly early. h
Finally, we should note that from the middle of the fourteenth ‘

century up to the time of the 0ld Hall mamuscript, the majority of plain- ~

song-settings in LEnglish sources place the chant in the middle voice. i

Faburden, as described by the f&nglish AnoNymous, therefore gew up plumb ¥
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in the centre of the English'tradition: there is no longer any call to
agsume that the English exported the raw material of English discant
to the contlnent, in order to re-import it as the finished article,
Fauxbourdon.35 Before moving on to this vexed question, though, it
will be as well to search the f#nglish sources for any evidence of
Faburden that may have Sﬁrvived in art music, and then to read

36

Guilielrus Monachus and the Scottish Anonymous again,”  bearing

in mind the early form of Faburden,

From its very nature, Faburden is uhlikely to have left manhy traces
in the art-music of the time. A4s we have séen, it was the lowliest and
easiest of the Sight techniques, and heither heeded nor merited the dighity
of a full realisation on exp;nsive paper or parchment, There is a
comparable lack of plainsong-settings in true English discant style. The
composers of the time usually preferred the more adventurous methods of

' Countertenor, CSgnter; and Countergymel, as Pseudo-Tunstede and Wylde's
aﬁthor describedithem; they would construct a two-part piece in this
way, and then add a third voice on top. Indeed the familiar sequences
of Faburden and Engiish discant proper occur most frequently where the
composer has Not used a plainsohg, but has coNhstructed a movemenf around

37 The obvious place to look for

‘a tenor or mean of his own making.
surv1vals of Faburden is amonNg unpretentious, funhctional music, such
o ‘ as the simple settings of plainseng-in the earlier layers of the 01d
|  Hall mahuscript, or the carols. Towards the end of the fifteeﬂth'
century, we find also a few tenor-parts labelled 'Faburden' and similar
ones which are not; and flnally there are the musical examples of the
Scottish Anonymous which belong (like the organ settlngs of Faburdens)
to the sixteenth century,
' According to Bukoner,38
mass movements and antiphons in the 0ld Hall manuscript which are
—- —ee%t&%nly~or_probalﬂy;basedggg‘plmLﬁggggﬁ,Nb fewer than thirty of these -
| have the chant in the middle voice throughout. Most of them, as we '
have said, favour‘the subsidiary practices of Countertenor, Counter and

1\/ )
Countergymel. Some examples which are particularly close to Faburden,

"there are fifty-seven 'conductus-style'!




octéves, which were clearly disliked: here too the anonymous compoaer

however, are the'fbllowingz

~

fl)’égﬁ_____é, £4105', - Anonymous. (III, 125-7)39 Apart from the opening

unison and two octaves in the course of the plece, the tenor accompanles

the plainsong Mean (Sarum 8) on all strong beats with fifths and thirds,
The treble proceeds more freely there is a parallel here with the
contlnental Fauxbourdons which also supply a contrgtenor sine Fauxboufd@n
as an alternative to the usual 'shadow' line at the fourth below the
treble; here the case is reversed, since the mean has the plainsong. The
mahy cohsecutive fifths suggest an early date for this piece; probably,

. like our third example below, it hails from the late fourteenth centiry.

(2) [Maria Er Exsulta? laude Genitrix, £.35', Anonymous (III, 51-53),
last section, BExcept for two octaves, one on a weak beat, the tenor
again has fifths and thirds below the mean throughout, Bukofzer failed
to identify the apparent plainsong in the mean. Here too the treble is

- more freely treated.

(3) Sanctus, £.87!, Anonymous (III, 32-33). It is worth giving

- this movement in full as ah example, omitting the repeated Osanna,

which is'by way of coMtrast built on a Countergymel., It can hardly be
an accident that the composer used these two distinct techniﬁueé to
point the contrast of structure. There are a few orhamental and ‘
unaccented pa851ng—notes, but otherwise the tehor and the plainsong
mean proceed entirely in fifths and thirds on all strong beats. The
chant ‘isagain Sarum § - may we detect the;hand@ci%hhﬁ;iamzjﬁxg§§§gr in

“this piece and in the Agnus Dei discussed sbove? Here, the treble

lightlyuornamgnts the fourth above the plainsong, except for six notes
(bars 9, 11-12 and 18); at each of these places the Faburden tenor has
consecutive fifths with the mean, so that a strict version of the

treble would yield consedutive octaves with the former. In most of the

English music of this period we find far more consecutive fifths than

was not ready to sacr1f1ca‘hls 5 seNsibility to a formal device.

ample 1 ,
Simllar cxamples may be found in the later Worcester Fragmentsho the
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_ in Fauxbourdon, Dr.Stevens feels that this makes the carol into too much

of Faburden, Plalnsong is surprlslngly rare amongst the carols; but qplte'

~writing it out, But apart from cadential suspen51ons ahd some orhamental

the carols, so that the piece appears to have been a special case from the

- to the upper octave - a fifth above the ornamented version in the treble

Tnewly-discovered Fountalns Abbey Mnscum mahuscript, Ll and the Fountains "L*““
Fragment,hz to Name only a few of the tattered sources whlch survive. -
Turnlﬁg to the carols of the flfheenth century, we find more traces
often the composers alternate solo and chorus, repeating the solo line in
a three-part setting when ‘the other vclcea\enter. One outstanding example
is Allelulgg A New work, from the Selden mahuscript, ff.21'-22 (no,30). L3
Here the upper voice of each two-part section (save the last) is repeated
at pitech by the middle voice of each succesding three-part chorus,
while the other voices execute a Faburden round it, The scheme is of

course Not mathematically exact: if it were, there would be no poimt in . o

passing-notes, tenor and mean proceed throughout in fifths and thirds,
The single uhison in bar 20 is the exception that proves the rule, though

a comparison with bars 7-8 would in fact tempt one to emend the note in

R g

question, The treble keeps very close to its fourth above the mean. A
convenient example is this section of the Verse:

- Example 2. -
Te Deum, from the later Ritson manuscript, ff.26'-27 (m0.95) has a .
special interest, for it is the only carol which bears the actual direction

’Féburdenfa Johh Stevens, Bukofzerhh and Catherine Millerl’5 have already

. discussed this carol. The Burden and Refrain carry the ornamented plaifisong
1??7ﬁaiﬁ‘Iﬁ“tﬁé*trebie—"transﬁﬁ"a’to the fourth above. The Burdends -

followed by the words ffaburdon Te eternum without any music. Dr.Stevens
has supplied a second Burden by repéating the music of Burden I and urnder-
layiﬁg‘the”ﬂew%Wards,Jaddingwg”@ga in the style of English discant.

Another'solution, proposed by Bukofzer, is to sing the plainsong Te eterhum

L6

of a special case: but the very direction 'ffaburdon! is unhique among

e

T

beginning, Bukofzer!'s suggestion makes some sefse of the word 'ffaburdon!,
and ensures that the. versg,gg eternum is sung to the correct liturgical music,
To sing the plainsong in Fauxbourdon, however, means transposing the chant.__ _Jj




“of Burden' I, whlch has the plainsong trahsposed to the upper fourth If

the Te eternum is sung in Faburden though, as the scribe directed, we
arrive at a much happier solution., Since the plainsong will then lie at
pitch‘in the méan, the treble will carry it at the fourth above its
original pitch; and this chimes in neatly with the 'prepared' trans-

7 posifiom of Burden I, An example will make this clear:

Example 3.

In view of this use of Faburden in a carol, another question arises:
should we use Faburden in some of the many unison passages that often
occur in the carols? See for example Alma redemptoris mater (No,23).
The moNophonic c¢arols (1A-10A) also tempt cénjecture.h7

Turning now to sources from the late fifteenth and early sixteenth -
centuries, we find.a New phenfomenhon: sdﬁe meNsural tenor-parts, three
of ther actually marked 'Faburden', which turn out to be the lowest
parts of Faburden-pieces - Faburdens proper, in fact. Since it was clearly

unnecessary to write out Faburdens in full, these tenor-parts presumably

. stand at the end of the period of development, Five of them have been

" recoghised for some time, anhd have been admirably described by Bukofzer

L8

and Denis Stevens™  First we have the three litanies from Lambeth 438
(f.80'). Bukofzer suggested that they might be Faburdens, and Stavens
confirmed thish'without however going further into the matter, Here are

the Faburdens, w1th the olalnsongs Suppll ed from £f.121'-122' of the same

mahuscTipt ¢
Examgle L.
If we adjust the values of the plainébng.notes here and there and add
a few cadential suspehsions, as the Scottish Anonymous and Morley suggest,

the Faburdens fit very well, In the first, the plainsong has to be trans-

.posed to the upper octave, as in Fauxbourdon. In the second it is kept

“at pitch, but is treated as the treble: the Faburden sings octaves and

sixths below it, again as in Fauxbourdon, In the third litany, however,
we have the origihal method of Faburden: the plainsong proceeds in fifths

and thirds above the Faburden Here then we have three different examples

of the later manner of Faburden In the first two cases, “the o third part
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— —must be suppliéd at the fourth below the plainsong; in theblast aﬁ ﬁhe
foﬁrth gbove. The style is severely functlonal for these litanies
were to be sung by three clerks mov1ng 1n procession, as the rubrics

show. The superfluous b quadratum in no.2 is no doubt a warning that
the part isnnqt a true Faburden, in'which, as we have seen, every b had

to be suhg as Eg; The b-flats Wthh are needed in no,3 also involve

the Faburdener in a few e-flats. After the Faburdens, and in the same
hand, the nameiggi};;@@,Dﬁdy' (Dundy') is written,

Moving o%”to the processional pselms Laudate pueri and Mexitu Israel,
50

Both

Faburdens - which are nhot labellcd as such in the mahuscript - imply an '

there is little to add to Mr,Stevens'! perceptive rematks.

_ octave transposition of the pléinsong, as in Fauxbourdon, They are
decidedly more metrical than the Lambeth pieces, which do not fall easily
into regular bar-lengths, except perhaps for no.2, Laudate pueri is

in g throughout. In exitu Israel, a much longer psalm, is in '@ for six

verses (not counting the- dlternate plainsong verses), has a sighature of
g for the next four, and reverts to @ for the last four, The Harley

; psalms are uhique in that they are a palimpsest: the plainsong totes have

been erased in a Sarum processional, and mensural hotes substituted. Like
va,the Lambeth litanies, they are written on a four-lined staff: in'thié we
may still trace their ancestry as Sights derived from a written plainsong,
Finally, there is an unspecified Faburden in the Bodleian Library,
) Digby 167 (f.31'), on a leaf which was printed in facsimile half a century
K ago?l The Faburden is written out in a rars stroke notation: like the ~
other two tehor parts on the same page, it must have been copied for a
minstrel or some unlearfhed performer who could read the pitch of the nhote
onh the staff, but had to work out its time-value by counting the number of

strokes, The music is uhderlaid with the words Eterhe rex altissime et

. rgdemgtor;‘ if the plainsong hymn .is transposed to the upper octave in
Fauxbourdon style, the Digby tune fits beneath it note for hote in octaves
' and sixths. The two other pieceé on the same folio are a tenhor by onhe
'"Frank', called Qgene note, which is supplied with a florid treble; and
another called Ag;pi'(Auxci?)‘bon youre delabonestren, Bukofzer identified
T the latter as a Bassé Dance, and thought that the former might also be onhe, j
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in the rhythm of thelguaterparia.jz These are odd companions for a’
plainsong hymn: all the other known Faburdens appear in service-books. No
doubt the tuheful office hymns with their repetitive metre were by far
the most- 'popular! part of the liturgy; and this grouping of Faburden
and Basse‘Daﬁce on the same leaf suggests that the improvisatidh of the

minstrels had somethlng in common with the discant techhiques of the S
church musician, »3 }\ o N

All of these written Faburdens appeér to have been copiedAin the

early sixteenth century, or perhaps in the last few years of the fifteemth,

Now, Wylde's maluscript was written in the middle of the fifteenth century,

while the earliest traces of Faburden in English art music occur in the
first layer of the (Old Hall mamuscript, by about 1400, These late examplés

of Faburden therefore represent the last developments of a long tradition,

William Dundy's Faburden was not quite the same thing as John Wylde's,
and this will enable us to explain some of the puzzling remarks of Guilielmus

Monachus.,

- For onhe thing, Dundy's Faburden-tenors and others like them must have

o

been copied out for singers unacquainted with the original technigues of
/Faburden: in order to turn these tenors imto a polyphonic setting in either
Faburden or Fauxbourdon, the upper two parts have to be derived from the
lowest by using the Mean and Treble Sights of English. discant, and as a
resﬁlt the plainsong will appear at the required pitch, in one of the

related but distinct technlques. EX'A<1ncludes (a) the form which we
recoghise as continental Fauxbourdon, with the plainsonhg transposed to

upper. v01ces. Fu:LhgImnrs,mDundyfugdsrstood,by_thsghﬁrﬁLiéhgzden three R

the upper octave in the treble, (b) a similar form which is found only

in British sources, where the plainsong is sung at pitch in the treble —
and accompanied beneath after the mahner of Fauxbourdon, and (c) the
~original form of Faburden as John Wylde described it. Of these techniques,
(a) was the most popular: four examples survive, while (b) and (c) muster
fonly one each.5h . Seﬁting aside'for“the moment the question of how these
forms developed, we shall Now look again at what Guilielmus Monachus and

the Scottish AnoTymous had to say on the subject of Faburdern and Fauxbourdomn, —




The treatise of Guilielmus has already provided a focus for some
dispute, Nothing is known of the author, save that his work dates from
the last third of the fifteenth century, and survives in a copy from that
period - not the original - made by a North Italian scribe. Bukofzer
has shown that Coussemaker's edition of the tract is incomplete and fanlty,
and he gives better readings which we shall adopt here.55 Besseler, V
‘Handschin and Bukofzer have disagreed over certain of Guilielmus' remarks;56
the.gist of their complaints was that the author had described under the
title Faulxbourdon two or three different styles, only one of which
was true Fauxbourdon (by this they understood the contihental model) - dnd
tHat Guilielmus attributed this to the fnglish school. Now if we read
Guilielmus with our nNew knhowledge of Faburden in mind, many of the
'‘difficulties' vanish. Indeed, he shows such an understanding of late

' flfteenth—century Faburden that one can hardly help concludlng that he

was English after all - .a view that has lately been out of favour,

He may perhaps have been the 'misser Gulielmo inglese!, a chaplain whom
<~Ba¥%holomeo 'di Fiandra engaged on behalf of the Duke of Ferrara in Antwerp

durlng the last third of the fifteenth century.57 Here are some of the

"reasons for this uneﬁpected conclusion,

Bukofzer has“convincingly.provcd that in the chapter De Modis Anglicorum,

Guilielmus apparently describes Znglish discant under the incorrect title
modus—faulxbourdon, 38. He explains there how to derive two “upper pafﬁs 7
frgmra,writhan,ienorrffIheﬁsupranusﬁisﬁtegamaglnevunlsonsrw1th and thirds.
bélow the tenor but should set his wice an octave higher, so that he in
fact sings octaves and sixths above the tenor, beginning and ending each

phrase with an octave: in other words, this is our old friend the Treble

Sight of English discant. The contra is to sing fifths and thirds above

the tenor, beginning and ending each phrase with a fifth, without using
“thé Sights, The musical examples make it quite clear that the result is
English discant, if the tenor is a plainsong, But Guilielmus' tenor is nhot

a plainsong; nor does his tcxtﬁgzgggribe a plainsong tenor at this point,

" He only “talks about 'tﬂ;W;;;;;', and further says that he is describing

Faulxbourdon as practised by the Lnglish, Now, we have already shownd that

Dundy, writing soon after Guilielmus, used the term Faburden in the

e e e s ST T S e S




. in the broadest sense and included Fauxbourdon under that heading,
Guilielmus, who wrote for the continental market, no doubt used the
current term Fauxbourdon in a similar way, and included Faburden in

~his definition, In short, there is No contradiction at all in his

chapter De Modis Anglicorum; he is merely describing the &nglish

practice of realising a thfee-part Fab@rden—piece from a prepared Faburdén-
tenor such as those we find in the Ia&beth mahuscript., We have shown above
that these tenors must be discanted in this way; the resulting plece may
be a true Faburden, a true Fauxbourdon, or a Fauxbourdon-at—pitch, but
the sare method - English discant - holds good for each. Guilielmus, it
seems, was not'such an ignoramus after all in this instance. How about
the rest of his treatise? A .
Guilielmus ' next chapter dealing with Fauxbourdon is the Hegulae

Contragunctilﬁnglicorum,59 ahd some writers have said that it flatly
contradicts what has gone before, It would be mors charitable to assume
that Guilielmus did not set out to confuse ahd mislead his pupils, In

~ the earlier chapter he told how to reconstruct a complete Faburden-piece
(in the meaning of the later fifteenth century) from the written tenor-
part. Wwhat he Now does is to describe Faburden-Fauxbourdon from another
ahgle: that of the singer who has in fromt of him not a prepared Faburdeh-
tenor,,but the plainsong itself. He talks here for the first time of a

—  cahbus firmus. - Here is the gist of what he writes:

R Tifwf;iiighfddn is a commoh &nglish practice.

(2) It is suhg with three voices, tshor, contratenor and suprahus,

(3) If it is sung in the English mahner, it should be assumed that

the supranus is the’ cantus firmus -- 'debet assumi suprahum cantum firmum
fesse}' ~-— and the said cantus firmus should govern the suprahus or cantus;

but this is to be understood in triple time, whether in mood, tempus or

. prolation: ——— - triple time, in contrast to the French manner, which
‘ . 60 ., .
adopted duple time about 1430, as Besseler has pointed out; it is worth

noting here that triple time-sighatures in mood, tempus and prolatioh

shows that Guilielmus knew what he was talking about. In this sentence he

is clearly describing Fauxbourdon proper, with the cahtus firmus in the

remained in use in English music until the sixteenth-eenbury., —This again
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treble; he does Mot say that the plainsong is to be transposed up an
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octave, but the succeeding example makes this clear (it is out of
place,as Handschin suggested% Bukofzer confimmed the fact); this must of
course be the reason for the curious phrasing of this passage, 'debet
assumi...débet regere supranum'. |

(L) The first note of the cantiis firmus should be doubled in -
;ggggg, - in order to allow the tenof to move up from the octave below
to the sixth, és in the example, |

(5) lf after the first‘ two notes [of the cantus firmus] there
should follow two [gucce331ve notpb at the same pitch, the first of then

should make an orhamental tran51tlon lead;;g,Qp to the second from below

-- 'prima debet facere transitum sive passagium sub eodem puncto et sono',
This too is Dhown in the example,
(6) The last note should also be expanded to make a similar

transition -- to effect a cadence, as in the example.

(7) Rauxbourdon, then, is to be suhg with three woices, kegpigg

to the stated rules, =-— i.e. (3=6) above _—

'sed quando habeat supramus pro consoNantiis primam, octavam et

reliquas sextas, et in fine concordiarum sit octava, hoc est habet sextas
et octavas pro consonantiis supra tenorem, contratenor vero debet tenere
dictum modum suprahi;

'sed quando habeat pro consonantiis tertiam et qulntam altas, hoc

st primam, quintam, reliquias-tertias, ultimus vero fihis concordiarum sit

quinta, ut patet per exemplum',

The force of this passage seems to have escaped the notice of earlier
writers. They took it that the second part of the quotation referred to
the contratenor, although the contratenor is Not given in the example

referred to, Surely the parallel construction 'sed quando...vero...sed

_quando...vero' and the use of the subjunctive mood imply a balanced contrast,

with 'suprahus' as the subject 'in each case. Otherwise Guilielmus could
pérfectly well have begun the first part with 'supranus habet...' and the
second with 'conmtratenor habet...' A translation should therefore run:i-

" But when the supranus has 1:717 1if the suprafis sho il for

consohances flrstggp octave and the rest sixths, with an octave at the end
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_ == ise, it has sixths and octaves as cohsonahces above the tenor =

then the contratenor should keep to the said maftner of the supranus;

but when it thé supranusJ hés for consohances the upper third and
fifth —= i, i.e.first a fifth, the rest thirds —- then the last chord must
be a | flfth as_it appears from the ex_ﬁple.

. First Guilielmus describes a Fauxbourdon—treble, then ' a Faburden— o .i-F

- meah in Wylde's manner, The example for the latter is missing, as is
the example for his hext paragraph; hor does he describe how to add a
third part -- perhaps the first 'sed' in the passage quoted prepares the
way for the coming exception to the rule that Fauxbourdon is sunhg with

three voices. Final proof that our translation is right occurs z2ight

paragraphs further on, where the author describes how to add a contratenor

bassus benNeath the tenor of a Fauxbourdon-piece. This can be donhe, says

Guilielmus 'si Faulxbordon faciat suprahum suum per sextas et octavas':
ah alternative form is.clearly impliéé:nand indesd his rules do mot hold
good for a Faburdenh-piece,
i (8) It was this paragraph in particular which aroused dispute
| vetwesn Besseler, Handschin and Bukofzers However, the manner of — T
| Fauxbourdon might be taken differently in our counltry, nhot by kegplgg |
»tp the above rules, but by keeping the actual cantus firmus as it stands

(or 'isfwritteﬁ'), and by keeping_the sane conNgohaNces stated above, in

synco atlonsgpy 51xths and flfths, the oenultlmate Note be;;g'a s;xhhjgandfgggm
the contratenor d01gg,llkewise as it shall appear from the exanple .

Bukofzer correctly held that 'proprium cantum firmum sicut stat' simply
means ‘'uNtransposed'; it would strain the Latin to say that 'sicut stat'’

refers to abseNce of orNamentation or to a res facta, as Handschin and 4,5
Besseler fespectivelg thought. Bukofzer goes\on: tthe inserted paragraph
fis actually a brief fégurn to English'discant which Guilielmus describes
more fully at another place in the treatise! —- in other words, in the

chapter De Modis Anglicorum. Bukofzer accepted the view that Guilielmus : -

was either Ttalian or wrltlng in Italy@ as an adopted continental: he

. therefore had towexplain.the»1apu§fnosJ*iﬁftherpassage»undew*discussion oy




~ saying that-English discant was also practised oh the continent, This - - |
is undeniable: but why, in that case, should Guilielmus describe inglish
discant as an especially continental practice, coMtrasting it with 'English' , -
Fauxbourdon? A4s we have found, he khew quite a lot about English music .

Assurme that 'apud'ﬁos' is Not a cohtrast, and that he was writing this

chapter frof the point of view of an &nglishran writing for continentals -
his title for this passage is after all Eegulae CoMbrapuneti Abglicorum — —
and the final pisce of the puzzle falls into place; Guilielnus, whom we

may Now call Williar the Monk, is here sxplaining thes specifically

- British practice ('apud nos') of Fauxbourdon with the plainsong at pitch

' in the upper voice and the lowest voices proceeding at the ususl intervals

below it.él The second of thz Lambeth litanies provides an ﬁxajple' and

,,,,, the practice is also de@gnstrated-by the Scottish Anonymous.

From a1l this we can see thet Guilielmis, writing towards the end
of the fiftsenth century, had a clear ideaz of what the terms Faburden and
Fauxbourdon then implied, He used the Frenhch word, preéumably because ]
his audience was continental, just as Dundy used thzs anglish word in T ]
sngland, Whatever the Mare, by this dabe Faburden and Fauxbourdsnwers
: regarded as much the sare thing, Guilislmus also kNew the insular
é ‘ practicz of Fauxbourdon-at-pitch., 411 in all, we may probably assume

that he was an inglish monk who, like Hethby amd the mysterious hobertus

. 62 . . A i
Angllcus, mzds Itsly his home forva tirs. 3incs, as we have shown, t

he was in fa ct well informed about Faburden and Fauxbourdon in -nglish .

“music - he does not so much as wentlohi Ny Freneh or BUrau“dlaﬂ

ontrlbutioh - his 1“blst’“ce that ingland was the hore of the tecnnigue .

can No longer be dlsrvgarded He is an important witness, if ws hear Bim

a - without prejudice. - - -~ - — - - S — S
: " The treatise of the 3cottish Anonyrous stands right st tae end of

the history of Faburden. Bukofzer and Georgiadss accepted the deting - .

tafter 1517' - the writsr quotes Ornithoparcus. Néith;} seems to have :
Noticed that there is a date included in the long chepter dealing with
Faburden, In a discussion of the Magnificat tones,63 the writer says:

10f thg;gunllk aucht townis the choristers ar ull,ﬁﬂpﬂﬁtaﬂliJ#%égLikgé—f : X

vss pe samy in Kirks of god throcht all christianytie mxcapt,pe n%ﬂjh:~ 7 i: !
of Scot@land send be 3eir of god ane thouwsand fyvehundret fyvftIe‘aﬂd au

cht’




3eir'., TLater than 1558, then -- surprising proof of the tanacity
of Faburden, ’
There is no need to dwell on what the Scottish Anonymous has to

say: Bukofzer and Georgiades sum up his clear (though longwinded)
directions very well.éh He does not describe the original form of

bassus that we find in Guilielmus' work. It is interesting to look

he does:
Sxample 5.
He has turned the plainsofs into triple measure, ignored the ligatures

ahd added anh extra bar at the end, Otherwise, this setting of the ™ /

manuscript. Note the written b-flats in the outer parts only; shd the

cautionary b-guadratum in the Counter. There can be little doubt that

a litany (£.94'), Te Deum (£.98) and Sanctus (£.9€), are traditional

13, he savs, tramposed to the fourth above instead of to the octave.
getting preserves the plainseng at its original pltch in the treble,
Salvator mundi (£.97). . Here agal"l as in the similar Lambeth llta“iy (

that the b is not to be sung as Fa.
'I'here is ohe other sixteenth-century source which might poss:Lbly

yield further ev:Ldence- the many fnglish organh pieces which are arra"lg

Faburden, but discusses everything fromw the viewpoint of Fauxbourdon, He

also explains several hybrid foms like the Fauxbourdon with comtratenor

through his musical examples, though: Mo less than six out of the eighteen
preserve the plainsong at pitch in the middle part, although he does not

usually bother to write out the mean himself., Here is an example where

?

-

seventh tone (ff.101'-2) could have furhished an e:?\alrple for John Wylde's

these examples with the plainsong at pitch in the micile part, which include

survivals from the older form of the previous cantury - though the writer

hlmself d scribes the’r o"lly from the point of view of the treble, which-

“one

no,

- 2), there is ah umMecessary o:guadratu.m in the tanor _part, warning the sﬂ’ger B

e- -

ments 6f Faburdens - usually Faburdenhs to plainsong hymhs, Slnce however‘ 7~\ff
the Normal plainsong-settings in the Mulliner Book, for exa.mple, tend to

_mwme—eﬁﬂﬁmﬁ’ﬁeeﬁﬁhlsﬂﬂm@mﬁw%

Not take us much further:. if the plainsongs wWere somet imes tran5posed

then their Faburdens were probably treated in the same way, so that we




cannot safely deduce which type of Faburden was used - whether Faburden
pfqper, Fauxbourdon, or Fauxbourdon at pitch., One example discussed ﬁy
Bukofzer is Redford's O Iux on the Faburden.65 Here the plainsong
would fit at its original pitch in octaves and sixths above the Faburden,

which is the bass of Redford's setting, 1In this particular piece we may
- also trace the chant, highly orhamented and tran§pqséd down a fourth,,in )
= - glmost-every bar of the middle part; this is almost certainly a coincidence,
i A1l these Faburden-settings for organ appear to have been used for

alternatim performance: presumably then, the other (choral) verses must

have been subg in Faburden, In a Normal alternatim setting'of plainsong,

the chant itéelf would be present thoughout; here, the Faburden has usurped

its place, so that‘ihe plainsong isvhéard only in the charal verses.. These
pre-Reformation organ bieces show how popular Faburden had,become.66 Even
Mbrley651597) rentions the gractice - admittedly with a rather highbrow @

sheer, ) » L

" The above is a first sketch for a New history of Faburden over two
" hundred years of English music, and much will have to be donhe before it is
varnished and framed, One point still needs further research: Besseler's
contention that Fauxbourdon was invented and named by Dufay in 1427, and
that the &nglish then took up the practice as a technique of improvisation,:
'we have seen that the original form of Faburden developed quite naturally
__from a fusion of extemporised discant and the Efglish preference for = . _ -
" placing the chant in the middle voice; and there are traces of Faburden
in EngliéhfédSical sources from about 1400, if not esrlier, Faburden could
- not have deveioped frbm.Fauxbourdon, then, since the earliest evidence for
-~ the latter decurs only i the late 1420s. Hitherto, the earliest known- -- - -~ -
- reference to the word 'Faburden' in English sources has been a Durham

! indenture of 1447. However, it is an easy matter to assignh a date to the : i
M. ° 7 letter which Richard Cliffe, secord vicsr-prebendal of Hémlngbrbugh'Coiiege,ﬂxgj
i wrote to his superior, jthe*?rror'of'ﬂurham;@ Cliffe held his-post from
1427 to 1460, so that ho-one has be??,f?%f4E9 use his unhdated letter as .

exact evidence., But he infoms the Prior that "a felay of ouris, Sir

— @~ | —John Rocliff, ye fifte vicare, has forsakyne his vicary, and is institute

-




~ and 1nducte 1n a perpetuall chauntery at Hull' And hérgoes on toi

request that the vacant post should be given to an unnamed acquaintance
of hls, now "at Llchfelde, in ye college, in-abitte”, who is "als wé

_her say, of comyng sufficiante in redynge and sigyng [élnglné] of
plane sange and te syhge a tribull til faburdun, als I have harde ye

} abilaste men of our kirke say and recorde of hyme®", I have found no

5*" 7 record of Sir John hocIiff in Hull; but turning to another page of

Thomas Burton's book, we find some useful lists of the vicars-prebendal
of Hemingbrough. 'John Rowcliff' was presented to his post on the 25th
of April 1427 and installed on the 20th November. The date of his
depafture for Hull is Not given; but ohe William Watkinson, no doubt -
e CLiffets wort@yffrieﬂd;”was*duIy“préééntéd"fd*ﬁbWEliff‘é”ﬁbét on the | f
27th of November, 1432. The letter was therefors written between 1427
and 1432, probably towards the end of the period. The temm Faburden,
then, wés current b§ 1432 in Hemingbrough~ (Yorks), Durham and Lichfield,

all of them provincial towns remote from such musical centres as london

and Windsor; so it must have been coined at least ten years before -

‘about 1420 or earlier, in fact. Indeed, Cliffe's letter rather suggests
that agz‘vicar~prebcndai in any college was expected to be able to sing
& treble to a Faburden-piece: if this was the casé, we are probably
justified in pushing the date mueh further back. No doubt churchmen

- resisted innovation then as they do today, taken~by and large. Note -~
I —WWW%%WM&W
' read and sing plainsong, and sing a treble to the Faburden '

The evidence of date confinms the evidence of style, therefore:
Faburden .preceded Fahxbdurdon.ﬂrDufay did not 'overtrump' English discant,
~ as Besseler maintgined: he was content td”fBllowuéﬁit]h(It would reglly  \
be better to abandon this metaphor: great composers do Mot usually wrahgle

for precedénce or count their tricks in this way) The question remains-

"the plainsong lay in the top voice instead of in the mean° Since mngland
——&———was the birthplace of the first Faburden, it seems only logical to assume

thaﬁytheiéister-tccﬁniqug of Fauxboa;aaﬁiﬁgg‘EIEB‘EEfH'(thqqgh\ﬂetfﬁémedj




on this side of the Channel; it would have travelled to the continent

as a technique of improvisation, to be adopted by Dufay and others as
the form that we find in the sources, partly art-music and partly B
extemporisation, The continental type first appears in the late 1420s:

what relatjon does it bear to true Faburden?
If the English had already taken the step of transferring the
1 "‘*"*””‘piéin§6ng‘f6’ihe treble voice by this date, the answer is simple enough,
; All that the continental composers had to do was to 'fix' the improvisation
on paper by writing down the essentials. If the English were still using

true Faburden exclusively, there are two possib;lities. Either the ,
continentals misheard the Lnglish treble 1line as the plainsong itsé;;\JM
an easy mistake f@r'li§tenéf§_rearéd,on”the French-Burgundian chanson,
particuarly if the English coloured the treble with additional ornament;

or else Dufay or one of his conftemporaries hit on the.idea of shifting
the chant to the treble, Which answefwis'the most likely?
The first, on the face of -it., But Besseler has raised two

objections: that the use of the chant in the treble was almost unknown

main musical interest lying in the decorated upper voice, was also
. : 0 .
unfamiliar to English composers before that date.7 Certainly, treble

cantus firmgg,was not” common in inglish music until the 14,20s: but it was

by no means uhheard-of. The first known use of chant in the treble is of
. Snglish ovigin, as Bukofser has showd,’) _and there are similar pieces =
to be found in fourteenth-cenmtury English music which are undoubtedly .
older than the Apt hymns.72 There -are eight (perh;bs‘nine) examples in
the 0ld Hall manuscript, one (or two) by William or John Excetre: the
former's career can be traced back to‘1384,73 the latter!s right back
to the relgn\of Edward III.W+ Three later examples by Leonel Power
and Oliver clearly foreshadow the methods of Dunstable.75 A11 these
o ,”,,bzgg;s occur in the earlleat ‘layer of the source, which-was probably e
copied when Dufay was still in his.teens, Furthermore, these settings
are part of a continuous tradition, while the Apt hymns appear to have

| 4%;-—~—f~heen—aﬁ'isoiatedfexberﬁﬁ@ﬂﬁ:’éﬁﬁfﬁ’clumsy ohe at that. By Durstable's




time, mean cahtus firmus was almost unkhows., for there is only one

‘exarple in his entire surviving output: apart from his isorhythmic
masses and motets, which do hét cohcernh us her=, there are two cases

of tenor cantus firmus, oNe with the chamt in the mean, and five where
Dunstable decorates the plainsong in the tréble.76 The same proportions

hold good for tha later ‘works of Leonel Power, and for those of Dunstable!

contemporarles — and Dunstable (d.1453) and Power (d.1445) bslong to
the geheration before Dufay (d.1474). The habit of placing the chant

in the treble is at least as English as it is continental.

Chanson style, in which the lower voices are subdusd to throw the

finely-draﬁh, decorated treble into greater relief, was also-well enough

khown to English composérsrofmbhe late fourtzenth and early fifteenth
centuries., Bukofzer quotes onhne tract which deals with fourteenth-

. N
century music, though it is written in a fifteenth-century hand:.whoever

wahts to compose a ballade, rondeau, Vlrelal, or psalm, says the anonym-

77

ous writer, 'fiat primo discanhtus'. The anonymous author of the

Juatuor p

English discant, says of the singers of the upper parts: ‘fr@hggfe debent
78

, describing a rudimentary form of

et florere notas prout magis decet'. He even has a chapter Wthh tells

how the sacrosanct tenor itself may be orNamented in this way. There

is very little secular music surviving in’English sources of the period,
admittedly, but we must &llQW»fe¥A@Q;:thlgé%giigﬁgéyCtloﬂ of mahuscripts —
77 Wﬁﬁﬁfggg‘bii’hted our knowledge of fourteenth-century snglish rusic for

S0, long.79> Chaucer wrote at least onhe roundel to«ma51c by a French

‘*Accmooser.?o AN importaht Fachaut mafuscript was for a time in ungllSh
p0556351on.81 And finally, the music of the -Old Hall manuscript shows .
that the Znglish had thoroughly absorbed chanson style. 82

even contains music by Mayshuet (Mayhuet de Joan or Matheus de Sancto

The source

Johanne), a French cemposer of the lats ars nova, abhd a GIorla by

Antonio Zachara da Teramo, a late Trecento composet .who has left us a jkiﬁ;n

] _Gloria angllcana elsewhere. By the time of Power and Dunstable, ever f_rr_
. - Knelish composer-used chialisoll style almost all the t1me,_w1th or without '”

a plalnsong in the treble; and 51nce there are ﬁhgllsh.works in this

style-in the same source that contalns the earliest Fauxbourdons by




83 -

it is clear that the &English had made this
1 language their own before the advent Qﬁ Fauxbourdon on the continent,
. A later withess, Martin le Franc, after pra1s19g the £nglish for thelr

'frisque concordanhce!, goes on to single out their melodic style for

. continental composers,

q | ‘ SpeCial mention'SL 'en faintg en pause et an muanCel —_— these are all
melodic terms. The pupils were Now teaching their mgsters., —

The English, then, were quite capable of developing Fauxbourdon
from Faburden without further assistalce from the conhtinent, The change

‘from meah to treble.cantus firmus probably took place about the middle

of Power'!s lifetime, before English music started to appear in continental
sources: by then the composer's interest had shifted from the mean to the
] treble, One- interesting example is the carol Abide, I hope it be the
% best,85 which occurs both in the Selden Manuscript, dating from about
1450, and in the Trinity Koll, which in s_pdte of its void nhotation is
probably some twenty years older. (The well-known Agincourt carol, Deo
racias, Angli T Ve been written within a decade of the
battle (1415), appears in the Trinity Roll with a prolation time-sighature,
but in the Selden manuscript in the later fashion of tempus perfectum).

- Abide, I hope... is'thedbﬁigrcarol in the older source written in tempus

gerfectum The burdens show the strong influenhce of Faburden, Burden
I, a solo, is repeated at pltch as the mean of Burden IL; there are two -

|
- ‘

*xjigf%f"%99§E§g§ﬁgﬁ;§ons betweenftenor/and~mean -but-otherwise the outer wices
_are very close to Faburden, In the later version, though, Burden II ; -
has been transposed down & fourth in its entirety: the result is that-- -——— =

" _Burden I now appears at pitch in the top voice, doubled fairly closely
by the mean at the fourth below. In short, what was a stylised Faburden
has now become a stylised Fauxbourdon-at-pitch. Was the scribe who edited

this carol deliberstely bringing it up to date? It is dangerous to proceed
too much by inferences; but I hope to have shown that there is No reasol :
why the inglish should-not have developed Fauxbourdon themselveé, and B

every reason why they should: Dunstable's music Is full of Fauxbourdob-like
passages in chanson style. The psalnodlc Eggnlflca is a flne example of




The other plainsong arrangements with the chant in the treble are not
psalmodic and are therefore far more elaborate, though passages like

the following, from Regina celi letare,87 are common encugh (the plainsong

notes are asterisked):
Example 6,
——— It seems reasofable enough to suppose that Fauxbourdon, Iike Faburden
grew from English stock on English soil. What support for this hypothesis
do the early continental Fauxbourdons offer? Besseler insists that Dufay

invented and named Fauxbourdon in the communion Vos gqui secuti estis,
part of his Missa SaNhcti Jacobi; the mass was supposedly written for
Robert Auclou, Dufay's friend and patron, who was-curate of St.Jacques
de la Boucherie, Paris, during a hypothetieal wisit in 1427-28 when

Dufay would have heard anglish music and met Znglish composers in the

retinue of John, Duke of Bedford, Regent of France, 8 Alas, Mme.Clercx

has shown that both Dufay and Auclou were almost certainly in Bologha 7
- throughout the period in qnestieﬁ;89"Thé‘faCt remaiﬁs that Dufay's - 7, 

communion is a very early Fauxbourdon, the first to be copied into the

Bologhns mahuscript, and the only one which -has a Latin canon explaining

how the missing comtra is to be supplied, (Too much has been made of

this canhon, perhaps: if‘Fauxbourdon,needed,an explanatory note of this kind,

o it is-onbly-Batural that It should be suppliéd for the first plece in the -
E— - - *“*””ﬂﬁﬁﬁﬂiseiﬁj?b‘ﬁfﬁ}‘“ﬁﬁ?‘foi?gbhe‘ﬂﬁsstﬁf’ ‘fkﬂﬁifZCI‘VW%S’fmﬂj]ng%ﬂaI?ﬂi‘ttrlﬂjzEpr“"*" —

~outrightthat Vos qui secuti estis was the first Fauxbourdon.90 He pointed

__out that Limburgia and Binchois had equal claims of seniority; and he |
91 ‘

showed that ohe piece by Binchois, Ut _gueant laxis, which appears,in. S

a source only slightly younger than the Boldgnarmanuscript, is unique in
its own way, just as Dufay's commuhion is, with its Latin tag. Ut queant
laxis, ‘'an altogether unprecedented kind of fauxbourdon', conhsists of -

two voices with a third to be supplied like any normal Fauxbourdon, but

with this difference: the wrltten volces are Not tvﬁor and dlscantus, but ;g‘"””

“tenor and contra -- the upper voice must be supplied at the fourth above-
the contra. The tenor moves in fifths and thirds beneath the given coﬂtra,

which has the plainsong 'transpesed to the upper fifth. The supplied - k v

discantus will come out at the octave above the original pitch of the

v




plainsong, anhd the piece will sound just like any other Fauxbourdon in

perfomance, Névertheless, this ubusual way of writing the music dowh

clearly shows that Binchois' hygn-setting had its precedent after all

in the original form of English Faburden. Plainsong (admittedly

transPOSed) in the mean, tehor in fifths anu thirds beneath it, upper
__voice to be supplied at the fourth above the mean —- this—is far too close

to the directions of John Wylde's manuscript for any coincidence., Ut

gueant laxis may even help to explainh how change from Faburden to Faux-

upurdon care about: many plainsongs lie rather low to be Faburdened as they

s%,and. The fairly common transposition of the chamt to the upper fifth

treble a fourth above the mean, 92 ~ ”

Judging from his recorded career, Binchois is a far stronger candidate

than Dufay for the honour of having transmitted Faburden to the contigégul

In lhzﬁlﬁé‘WESwiﬁ\ghefservice of William de la Pole, Duke of Suffolk; he ;

may eveh have visited the Duke's country seat;gE&§QQEQ;:;435L§@g£9;g§h;;g+_gf4{

“not ten miles from the town of Dunstable.93 Dufay, 6n the other hand, |

cahnot be shown to have had ahy persoﬂai'coﬂtact”wifh*thé'Ehgliéﬁﬁafgaiijr'7”

Binchois' compositions, too, often have a decidedly English cast of

countenance, so much so that sven fifteenth-century scribes were hard put.
- to it to distinguish between his works and thoserpf &ngl ish masters of
_the time, 9h74gpeyﬁraluo£4hlsuola;nsgnm—sett1ngs~areﬁa}a3fuﬁ1que inthat——

they are uNornamented, purely mechanical' Fauxbourdons with all three

of the much l&ter ungllsh Faburden-tenors, than to the Fauxbourdons of
Dufay and his comtemporaries, In short, they are probably an attempt to

put on paper the simple, functionsl Faburdens or Fauxbourdons which the
composer must have heard improvised by &nglish choirmen, It may have
been Dufay who-invented the French name and the characteristic short-

hand of thn written two-voiced Fauxbou1don, and who populurlsed the

But all in all, Dufay can No longer be claimed as the sole inyentor, let ~

alone the transmitter, of Fauxbourdon, It is far safer to draw conclusions

o
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frow fifteenth-century theorists and from the music that they

discussed, than to build up hypotheses about an improbable meeting |

betwz=n Dufay, speaking French in Walloon dialect, and Dunstable,

speaking Anplo-Norman French after the school of Stratford-atte-Bow

with a Bedfordshire accent, ,

__A fing]l word:  this sort of dlscoveny+ywhlgh,upsets an4§tg&ranb__i,,d,fﬂ§*' i
77 cannot be dealt with fully in the few 3

'fact' of musical history,

pages which this chapter occupies. A point which Needs more
1nvest1gatlon for example, is the linrk butwebn Faburden-Fauxbourdon

and the rare’ continental plalnsohg -settings whléh place the chant 1n

the middle voice 98 Bot wheh aii—is said ahd ==-.- aburdan _gnd _

Fauxbourdon were modest, uhspectacular music, carefully restricted to

a few humble occasions in the framework of the liturgy. Because

composers used forms for such simple and unpretentious functions, -~

office hymns, Te Deum, Maghificat, psalmody and so forth —- the music

itself likewise reduced to its barest essentials. A4s a result,
Faburden and Fauxbourdon present in a particularly clear form onhe of
the great changes underlying Kshnaissalce music: the urge tow%rds
controlled dissonance, towards the rhythmically dlsc1ollhﬂ57hgrro“y of :

EL8

3 . tne sixteenth century., Their real importance has been too much

axaggﬁrated by recaht eoﬂtreverales, and 1t 13 tlﬂe that we saw them

_ ,,;n,Lh@;,l:,Qw,n,,hum,blg setting once more, Thu- are a symptom, not a

cause. ~ ' ' ) o
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15.Jahrhunderts”, Ib., 26, 195k, 75ff. ,

— +
i T T T T T - T b 1

- In The Musical Quarterly, 38, Jan.l952, 22ff, : )

8. In Kongressbericht Bambers, Kassel-Basel, 195, 120-124; convincingly

refuted by Flasdieck in "Elisab. Faburden....", gp.cit.infra,203-216

In "Dds Ergebnis der Diskiission fiber "Fauxbourdon" "in Acta Musicologics
29, 1957, 185ff.; the editors then closed their columns to this
argument -- and who shall blame them? ’

A ari oiNa = - oy A 2 g 2 h. YA 1 2 s —
LAY W, “6‘——;—--!5.;—.(-—.5!_'- -——-gv-g-u=-=-———---——: ¥ e YIS ICO1I0DIE y L',U’ N ] B } {, !‘;‘.
Dec. 1957, 151ff. ‘ S BB B

In "Franz., fauxbourdon und frihneuengl. 'M", in Acta Phgicolpgjg, ‘




12 II 5 ¢ in NS,

18, . Hothby: Tard' il mio cor (ballade).
BMar; 16L. See No. 16 above. |
The sigha congruentiae in bar 22, and the musical repeat in bars 8-14
and 23-29, show that this must be a ballade, and this supports dur

supgestions for the forms of Nos.l6-7-above.

9 II L4-5 semibreve, minim, in MS,

10 II L followed by unneeded semibreve rest.

17 I-III must be transcribed in irregulaf metre, short of radical
emendation: either this cadence or the oMe in bar 20 must fall
oNn a weak minim; there are similar cadeNeces on to weak minims
in Diva panthera above, bars 14 and 16. Since these works
accompany a collection of theoretical treatises, rHothpy may
have been trying to catch his pupils out.

24 IT 6 minim in MS,

28-9 III a third too high in MS; compare bars 13-4,

19. Examples to Chapter Five.

Full referehces are given where each examrple occurs in the text.
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lé;men "Franzoslach faux-bourdon und fruhneuengllsch faburden (H,M,
: Flasdieck) Epilog zum Faburdon (R.v Ficker) Eine brw1derung“

&

13, in "Elisab. ngurden "Fauxbouxdon“ ang NE, Burden "Hefrain"'%n
Eglla, 7L, 1956, 188ff.

1L Béss eler, "Das urgeXM1s... , 187 hlS "Dufay in Eom", in Ardhlv fﬁr
Musikwissenschaft, 15, 1958, 2, again speaks of 'the overwhelming

154,

 15. "Elisab. Faburden,..", 238

majority of the Ang11c1sts' (my translation); Clercx, "Aux origines...",

16, '"Bas Ergébnis...",wi87j

17. Op.cit., 151-h.

18, British Museun, Lahsdowne MS 763, ff.116-116'. We shall -use the
modern spelling of 'Faburden' except in quotation: the early spelling
varies, For the sake of conhveniencs, we shall use 'Faburden! to
denote the original English fom, and 'Fauxbourdon' when referring
to the continental and later Znglish practice of transposing the

__plainsong an octave in the upper voice. By the later fifteenth
century, Neither English nor continemntal sources upheld thls

i i R A

distinction, but it will pmyzyuse,gu,l here, R SR

&

- 19. "De praeceptls artis musicae et practlcce compendlhéus llbcllus“ =
Cod.336,-FS Lat.1581, Iib.of S.Marco, Venice, ”1-&8‘ ~inéE de

:?beusacmakwik~€mriptorum Nbva Serieg, 11T, 1879'" )

20. See H,Eiemafn, Musiklexicon (1lth ed., rev.A.Zinstein), Berlin,1929,
3 : I, A93—A9L, and furthsr ref.,there,

ey

21, Ib. 27-28.

— 2. Op.cit., Lk N * V , S j

" 23, the the dislike of cadefces on to hor g in the plalnsong,vthese

© would yield Phrygian cadences on to'e and g (via b-flat) in the
Faburden vbice respectively. In fact, the music of the tlme




does Tnot always bear this out.

2. These low Notes beneath Gam Ut rarely occur in English music before

- the Etgn manuseript —- was transposition common? On the other hand,
the English Anonymous tells singers how to change the Sights when .

Countering in order to plunge deep below the plainsong, "yf ye haue

frequently ventured below the Gam.
25, Bukofzer, Geschichte..., 128, for example.

26. See Note 2.

27. E.de Coussemaker, -op.cit., IV, 294, Cap.XL, "Quomodo sub plano cantu
discantandum est', Here is Besseler's 'Bourdonkontratenor' -- in mid-
e fourteenth century! ‘ T

T
- s

28, YZur Schépfungsgeschidhte...", 121f.; Flasdieck, "Elisab, Faburden,,,"
216ff.; Besseler ("Das Ergebnis,..") objects that the term Faburdon
may Not be interpreted as the Guidonian Fa plus Burdon because there
is no other example in English where a omgos:Lta is headed by a

1isation syllable. He even quotes Flasdieck to his ownh purpose,

ecting to say that Flasdieck goes on to make hay of this argument,

e are plenty of Nnoun-plus - Noun compositae in Lnglish, and

technical jargon is full of unique word-coinings. No ole would deny

~-that the Latln word 'solm1sare', for exa.mpleJ was. formed from Guide's

|
o R e B £ N

"‘*"*"’*me,wmglm deI'IVEth*TTIf thesewrery syitabics fromthe hymr-8t ——
gueant. laxis was itself a ul’llque proceedlng. L

R R R O o

29. See for example 7the amusing poem from the late fourteenth century which N
Francis Lee Utley reprimts as "The Choristerd'Lament", in Speculum,XVI, :

3 a low voice®” (f.115'). And Binchois, whose musical idiom is often *
———--— - -———indistinguishable from the style of his English contemporaries, - —

1946, 194Fff, The wretched pupils speak of pat froward file, pat men —

clipis fa', and one says 'I fayle in pe fa: it files al mi fare',

30. Bourdon und Fauxbourdon, 11l4. g L

. . . -

32. Geschichte,.. 70-71.

31l. See for exemple-A.Pirro; Historis de la musique...., Paris 1940, 537 ,f



33. See the edition by J.Wolf, SIMG, I, 91.

3L. See E.de Coussemaker, Op.cit., I, 312: cahtus corohatus in the
" thirteenth century! . i '

35. Besseler, "Das Erge‘t?nis“,", 187,

36, 'The Airt of Musick', British Museum, Add.MS L91l; for Faburden f,JLff.

37. See Aleyn's Q;g;;§4 for example (probably before 1373), in the 0ld B
. H#ll MS, ff.5'46, published in The 0ld Hall Manuscript, edd.A. . L
Ramsbotham, H,B. LolllnafapgrDom Anselm Hughes, 3 vols, Burnham™ . |

'V"*’ and London I933 -38, I, 7-10.

38. In Studies in Medieval and LKehaissahce Music, London 1951,L47-48.

bt i

39. ueference to the edition (see note 37). The musical examples to -
this chapter will be found at the =2"d of the liusical Appendix. |

LO. See some of the pieces with the chant in the mean in these publications. ]
Do Anselm Hughes, Worcester Mediaeval Harmony, Burnham, 1928, (e.g. i
nos . 14—13) Luther A.Dittrer, The Worcester Fragmehts, American

- Institute of Musicology, 1957, nos.&a (not printed), &5. —

"‘“”*‘*”*‘ﬁi;“Tié“*ﬁﬁﬂxrtééﬂtTT‘C@THHIKY‘pD1y§ﬁKﬂQT*Iﬁ affﬁﬂlnt‘lfﬁf‘Kbbey"fmjfBUCk?LAWIV‘":*”;
- T H K Amndrews and Thurston Dart, in Music and Letters, 39, Jamuary,1958;
- 1ff,; and Denis Stevens' useful commeM™s in "The Second Fountains -
- .. _Fragment; a Postscript", Ib., April, 1958, 1,8ff. B

L2. British Museum, Add. MS LOO1lB, described by Bukofzer in Studies...,
86ff, Since this chapter was written, Frark Ll.farrison's magnificent
survey Music in Medieval Brltalﬁ(London 1958) has appeareds the first
complete examination of pre-Reformation music in fngland, this rich
volume is particularly excellent in dealing with the llturg1Cdl aspects
of medieval music. Ex.19 (pp.150~151) is a late fourteenth-century

o ””settlﬂgmof the*hymn G’qu beata TTlnltas, fror theEESSloane 1210 in

! ; r ; of~treble
cattus flrmus, w1th thp chant transposed an octave up —— but the
méan corresponds far more closely to the chant; transposed up a fifth,

o L3. FEeference is to Mediaeval Garols, ed.John Stevens, Musica




h5.

| L6,

L7.

L8,

L9

50.

k

Britannica IV, Iondon 1952.

"Fauxbourdon FKevisited", 32-33,

-

In Renaissance News, iii, 63. . =

See editorial Notes, op.cit,

Though I sing (9A) bears the stranhge heading 'le bon 1, don'- since :  5
R.H.kobbins reads this as 'le bouldon', I scented a reference to .

ﬂ_ﬂlBQurdin__ —of the XIVth and X¥th Centuries; Oxford ———- ;
1952, 13). But an examination of the MS confirmed Dr,Stevens! {
impeccable editorship: it must be the name of the tune. )}

Geschichte..., 123; "Fauxbourdon kevisited", 31,

"Processional Psalms in Faburdon", in Musica Disciplina, IX, 1955, L
105¢f. " ]

It is not clear from his article, though, that In exitu Israel
appears on ff.67-70 of the MS (British Museum, Harley 2945).

s ed J. otalner, 2 wls, London 1901 I,pl.

LI

In "bhanglng Aggects of Medieval . and kenhaissanhce Music" in The = *#. |
Musical Querterly, L4, Jan,1958, 16. :

The collections of me nsural tenor-parts in British Museum, Lansdowhs
MS 462 and the Vatican Lib., MS Reg.lat 1146 do not appear to contain

ally Faburdefs, This is hot so surprisihg for these tefors, Iike é*
those of the Bayeux MS, all seem to have been lifted from,polyphonla .
pieces.(See conccrdamces in Bukofzer, Studles...., 38-41). The fact

which the plainsong migrates between the Lahsdowne tenor and the middle
voice, shows that the tehors were not all jintended per se as counter-
points to plainsong, -




Ol A

Dr . Harrison has unearthed several more Faburden-tenors, some
monophonic and some embedded in polyphonic pieces = settings of
Faburdens for voices which foreshadow the later organ arrangements

of Faburdens, There are four single Faburden-tehors to Rogation Kyrie

- litanies (cf.the Lambeth MS) in the Bodleian Lib., MS, Rawl.liturg.

eol5, £f571=58 and 59'-60" (Not ff,.57'-61*, as stated in Musiec in
Medieval Britain, 411). They are all examples of Fauxbourdon, with
the octave transposition of the chant in the treble, The Pepys MS

~-—1236-of Magdalene College, Cambridge, cohtains—a-polyphohic setting

of the Faburden to ohe of these Litahies -- Dot Fauxbourdon, since
the chant fits in fifths and thirds at pltch above the tenor (Harrlson
op.cit., L1Off.). Ex. 140 (p.356) gives the Faburden on which
Sheppard built his setting of the processional psalm laudate guerl
(in the Gyffard part-books, British Museum, Add, MS 17802-5):
Harrison tranNsposes the plainsong up a fourth as if it were a case 1
— - of Fauxbourdoh, but—the chant fits at pitch in Faburder, The —
anonymous setting of Alma chorus domini, also from the Gyffard books ‘
(ex.189, p.393) is also based on Faburden: for the first two bars

of the example, the bass is the treble line of the Faburden trans-
posed downh an octave, for the last two, it is the Faburden-tenor
itself. All these settings are alternatim arrangements, This
suggests aNnother thought: 'several alternatim pieces quoted by
Dr.Harrison employ the chant transposed to the upper fourth (some-
times the lower fifth); and some are, he implies, built on the
Fauxbourdon of the chant similarly transposed, as is the Laudate pueri
of Sheppard already cited. Tranhsposition-to the fourth above is not
a regular practice in Fauxbourdon; but if a chant is Faburdened, then

* the treble naturally sings the chant at the fourth above, Applying

Occam's razor and seeking the simpler solution, we ought therefore
to assume that in any such alterhatim setting, the intervening
choral verses were sulg in true Faburden, not in 'Fauxbourdon-with-
the—plalnsong-transposed—to-the-upner—fourth" see for example the
3 fhe "

——processional- a_laus —ppLLO7E. ), -
r——preeessa:eﬁaél.—a%lphelkge_;‘&_eg#% {p+408, n,3), the troped lesson
Laudes Deo (ex.198, pp.LO0Of.) —- all from the Pepys MS -, Sheppard's

“respond and prose Gaude,

ose aude, gaude Maria (exx.19Aff., pp.397ff.,
from Oxford, Christ Church MSS 979-983), Iudford's sequence
Leetabundus (ex.188, p.392, from British Museum, Roy.App.L5-48).

By contrast, cases where Faquourdon (or Faburden transposed to the
upper fifth) have been used are: the anonymous hymn O lux beata Trinitas,

from Pepys MS (ex.177, p.383) - here again the mean is Slthtly more

faithful To the chant, transposed to the Iifth above —=, Dbar

setting of the hymn Exsultet celum laudibus from the same source (ex.
176, pp.382f.) - he uses Fauxbourdon - and the ahonymous troped
Kyrle Deus creator omhium from MS Archer 2 of the Shakespeare Birth-

554

styllsed Fauxbourdon

Geschichte...., 154ff. -7




i R iR et

~fﬂ4—f~f——Aﬂ4——4%ﬂasndaﬁ%@%ﬂ#kxﬂaﬁ%ﬂg&?ﬁee%1one&—ee@senant1ar&m -acutarun, Nota—equed————

- 58+ be&ssemaker,gggzgg_ oy 111, 288affs; see n,56 for the comments of - - —

63.  British Museum, Add.4911, £.102°,

Besseler, Bourdon ,,., 105-8; J.Handschin, "Eine umstrittene Stelle
bei Guilielmus Monachus", in Kongressberlcht Basel, 1949, 145¢F ¢
Bukofzer, "Fauxbourdon Revisited", 13-46.

57. See Appendix IV, 'Gulielmo',
™

Bukofzer,
59. Coussemaker, op.cit., 292aff, -

60, Besseler, Ib.106.

6l., Guilielmus' remarks about the supranus making syncopations with sixths
and fifths, and the contratenor doing likewise, ca” hardly refer to
the example of syhcopation at the end of the treatise, as Handschin
and Bukofzer suggest - even though the example is written in the
Treble Sight of &nglish discant. If the contratenor is there_supplied
at the fourth below the upper voice, the result is a cacophonous
sequence of accented seconds, when the tehor is ascending; when the
tenor falls, the effect is a more pleasing succession of 7/L chords
revolving on to 6/3 chords. The example is merely an illustration
of the paragraph before, "Regulae circa coghitionem syncoparum", which
deals with syncopation in two voices, not three., Guilielmus has used
Treble Sight here.as a useful way of getting both voices on to the B
same staff by writinhg the upper part an octave lower. He describes {
this practice eariier on {Coussemasker, op.cit. 291a)s *Nota quod ad ~ —

uhisohus -accipitir pro-octava's The faet- kat he -naturally uses- -~ = - -—
Treble Sjight in this way also hints that le is probably English,

<

62. See Appendix IV, 'Fobertus'.

1

6L, Bukofzer, Geschichte,.., 85ff,; Georgiades, Lnhglische Diskanttrgktate...,gj
95ff. 7 i

-
¢

65. "Fauxbourdon Revisited", 30; the piece is easily accessible (with one
or two other Faburden-settings) in Denis Stevens' edition, The
Mulliher Book, Musica Britannica I, London 1951,23f.




67.

66.

For further examples seée. H Jhller's’ examlnatlon of the collection

“in British Museum, Add.MS 29996, ff.158-178' - which has approving
‘comments from Thomas Tormkins in the seventeenth century! - in The
Musical . uarberly, XXVI, Jan. 1940, 50ff.3 some corrections in~
,Bukofzer, op.cit. Dr. Harrlson quotes some fyrther cases; Avery Burton's
organ setting of Te Deum (alternatim), for example (op. 01t., ex,187,
pp.390-391). Te Deum was regularly set in Faburden like this; the
two surviving choral settings of Te Deum, ohe by Taverher and one

Ajuxﬂ%ammx&,_aLSO—h&ve~tbe—uausaa}f%ranspesrtrjﬁ—of~8nrton43“pxeCé*-'”‘ §
down ohe tohe, Taverher's arrangement uses the chant itself; the
anonymous setting, like Burtonh's, uses either the Fauxbourdon bass
(chant trahsposed a tone below pitch in the treble) or the Faburdenh
(chant transposed down a fifth in the mean), Probably the former;
these are two possible ways of describing the same result., sither
would perhaps help to explain the further trahsposition which
invariably takes place in both orgah and choral arranhgements at vv,21
and 22 - the music moves down another fourth, right through to the

end-of the pisce (Op.cit., ““388-5yu;, ne

Thomas Morley, ed.H.A Harman, A Plain ahd Hasy introdagtion to
Practical Music Iondon 1952, 206f.; note that his example implies
Fauxbourdon-at-pitch,

S

Summed up in "Das mrgebnis,.. , Op.cit.

Printed by Thomas Burton in his The History and . Antugultles of the

Parish of Hemingbrough in the County of York (ed.and enlarged by .. . =

James Haine), Yorks, Arch. Soc ﬁxtrﬁ‘Sérles, No,1, York 1888,

Documentt - XIII; for Cllffe"and.Rocllff, pp.&e -3} for tye! rgaim'pe'

430~da&b%n-""”*“ S -

The setting of Sanctus in Gonv1lle and Caius bollege, bambrldge,
M5 331;, ff.1-1'; see Bukofzer, Geschichte..., 115. .

For example, the setting of the;rose—aiorla daus et homor in Dittmer, .
op.cit., 161f,; such pieces are-rare, but then so are the sources -
S it is cnough that the ] bablt per31sted and was’ deVeloped in the late




The See my article, "A fourteenth-century ceremonial motet and its
1 ‘composer®, in Acta Mus:Lcologlca, 29, 195'7, 651
75. For Power, see the edition, og.c1 oy III, 66ff., for Ollver, FIb.,
: 8lff'and 86ffo N _
76, See Bukofzer's edition, John Dunstable, Complete Works, Misica
A Britannics VIII, London, 1953,
77. Cambridge, Corpus Christi College, MS 410, pt.II. ff.7'~8; quoted
in Bukofzer, "Fauxbourdon Revisited", 38. Harrison cites a _
o~ - . fourteenth-century example of oumenbﬂlrtrebla in aLMagnl,t;gaj;
] . from’t_he/ﬁcﬁmaj%fj—ms% 77777 ® T T T T T
cases could be multiplied. :
78. Coussemaker, op.cit., IV, 294=5.
¥ 79. Mr.Denhis Stevens and lMr.Jeremy Noble are preparibg a lohg-heeded !
study and edition of English fourteenth-century mass-music == |
‘ fragments and all - which should help to fill this gap. '
80, “The note, I trowe, maked was in France“ (_arlement of Foules,

_____of Be:cmln 12’;.12+ it

line-677)~ ; e

G.de Machaut Musikalische Werke, II, Einleitung, Leipzig 1928 p.11¥,

rlote J..) B

o - R A b R e e b L
«

Was :[a.terq:«etl;xztr!'led,r apoarently (E.Iudsngiedgtrr

8z, 'Seei Bukbiﬁ‘zerr, Studies..., 54
83. Boioérié, C§nserv borio di :uz ica G-B.Mart ’ ':7 ; le),
S ’Q 15. - |
8L, D%Wﬂwwwo} -
85. John Stevens;ed.,v op.cit., nos.10 and 2. B )
] 86.> Bukofzer, ed., eriairi Dt;nstablfe,.nb.iv: -




A . Bologha MS (see n,83), ff.276'-277.

88, '"Das Ergebnis...", op.cit. -

S

89. QE.CiL., 160ff, N

90. "Fguxbourdon Revisited", 34.

91." Venice, S.Marco Lib. MS it. IX, 145, f.25; published in J,Harix,
Yes musiciens de la cour de Bourgogne an Ve . 51ecle, Parls 1937, 226.

92, There are ccmp031t10ns by other contlncntal masters which transpose
the plainsong up a fifth when it forms the mean, including two of
Dufay's hymn-settings —- both show strong influence of Faburden (see
G.Dufay, Simtliche Hymnen, ed.R.Gerber, Das Chorwerk, L9, nos.5
and 17, Audi benighe conditor and Christe redemptor omhium,

93, Marix, Histoire.,,, op.cit., 177ff. -

9L. See my paper, "Some English Contemporaries of Dunstable", in
Proceedings of the Koyal Musical Association, 81, 1955, &2-3.

95, See Besseler, Bourdon und Fauxbourdon, 162,

p—

-96.  Thurston Dart conwvincingly sugeests that the 'Faux' of 'Fauxbourdon’
‘may have referred to the use of falsetto for the octave,transp031tlng4
—— ~Since;-as weuhave—showﬁ——Faaxbeurdengﬁustghave developed from true
Faburden, the word may alse refer to the 'feigning' of the mnglish
sights, which would probably have puzzled the continental masters,
If however they understood the original form of Faburden, with b-flats
in-the lowest voice instead of the accustomed b-naturals, there IS o

translatlon of the Engllsh term. the b—flats 1nvolve falsa mus1ca'7
in the Burden, There are No khown examples of true Faburden in

- _ continental sources, on the other hand., ’

.\\'./.A' # - - - - e B

-

97. It is only fair to point out that Otto Ursprung correctly descrised
Faburden as long ago as 1931! See his Katholische Kirchehmusik, in
. Handbuch der Musikwissenhschaft, ed,Blicken, Potsdam 1931, 142. He




- does not seem to. have realised the J.mollca.tlons of what he was
' saying, nor did he have the reprints of Bukofzer, Georgiades and’
| Meech to help him, But inspired guess or No, he was quite right.
4 98, See n,92, Also Dufay's Whitsuhtide sequence Veni sancte'splrltus,
N - Trent C6d.92, £f.100'-101, no.1453, pub.in D.T.0. XXVII, Teil 1,
- Band 53, 29- We anonymous hymn Palge .I‘Tl—u_"j(jrjjcsj: , Ib: fﬁg— -
© -7 no.1431 pub. Imﬁﬁafw*sﬁeﬂwmmﬁsﬁomnﬁ—wz%ﬁw¥ i
there are further examples in the Bologna MS and among the works
of Binchois. , |
— - — T T 3
—— ——— - T e —‘—{ —_ — ,f
I




* APPENDIX I.

List of_Manuscripts'and their sigla

Aosta, Seminario Maggiore, MS without shelfmafk. See de Van,
Ge, 'A recpntly discoveresd source of early fifteentli~century
Hu51c' in Mu51ca Dlsc1pllna 11, l9h8 5ff.

Bologna, uonservatorlo di Mus1ca G B Martlnl, MS 109

Basel, Universitatsbibliothek, MS F.X. 1=},

Berlin, Kupferstichkabinett, MS 78 ¢ 28 (Hamilton h51)
Bologna, Conservatofio di Musica GVB Martlnl, MS Q.15

(ollm 37); list in de Van, G.Q Inventory of Mahuscrlpt

Bologna, Liceo Musicale, Q15 (ollm 37)', in Mu31ca DlsClQllna
II, 1948, 23Lff; see Besseler, H, 'S3ologha'! in MGG
Bologha, CoNservatorio di Musica G.B.martlnl, MS A.32;

- Padre Maftini's diplomatic copy of Fa.
British.Fussum, MS Roy. 24.d. 2. (Baldwin collection).
Bologha, Cohgservatorio... MS Q 16, )
Brussels, Bib.Koyale,” M5 5557; see Sylvia Kenney , - tOrigins
and Chronology of the Brussels Ms.5557' in Revue Belge de
Musiéologie VI, 75ff.

~~Bologna, Univarsith, MS 2216; sez Besseler, H.'Bologhe' in MGG,

Munich, Stsatsbib. MS mus. 3725; see Schhoor, ir Zeitschrift
fur Musikwissenschaft IV, 1921, 1ff. —

. Cambral, Bib. ﬁﬁﬂ101paie;*Mb 1i;~Se8 Besseler, H., 2
Mus Hovissenschaft VII, 1925; ZEkEfff\

“Foms, Bib. Casanstenss, NG 2856, T
Chantilly, Nusée Condd, MS 1047; see lLeaney, G., 'The Manuscript
Chantilly, IMSbe Condd 10471', in Musica Discipliva VIII, .195&,59ff'%
Cambridge, Magdalene College, Pepys Lib., MS 1236; see Byrd, D.M.,
M.Litt .dissertation, 'A Review of Fiftesnth-Century Church Music
in Englahd, with Special Heference to the Pepys MS 1236', in

the Cambridge University Library. A
Chansonnier Cordiforme, Paris, Bib. Nationale, MS Eothschild 2973.

 Cambridge, University le., M3 Jl V 18
Dijon, Bib.Publique, MS 517 '




uSCOIl&l, hOndSt“rlO, MS IV.a. ZL, ‘ses

ITter hispahicum', in SammelbinNde der Internationalen
Musikgesellschaft VIII, '1907,‘528ff.

Faenza, Bib.Comunale, MS 117; see Plhmenac yDey 'Keyboard Music

~ of the lLth Century in Codex Faenza 117t in Journal of the
. American Mu31colog1c&l Socizty IV 1951, 179ff. , N
Florenhce s Bib,Naziohale Jentrale MS Magliégécchlano XIX, llzibls'
see Besseler, H., in Archiv fir Musikwissenschaft VII, 192§}J238.
Fl 176 Florence, Bib.,Nazionale Centrale, MS Magl, XIX, 176.
- Berlin, Oeffentliche Wissenschaftliche Blb.(gl;m Preussische
‘Staafsbib.), MS Mus. L0098 (Z.98); Glogauer Liederbuch.,
014 print: lLe Jardin de PlalsaHCJ et Fleur de Rbthorlque c.1501;

see reprint in Droz, L, and Plaget A., Le Jardin de. Plalsancv, I,
1910 (text), and II (192L), Intrcduction et Notes,

Chehsonnier Laborde, Lib. of Conhgress, Washington, D,C., USA.

tellon Chansomnier, Yale University Lib., New Haven, Conn,, USA,
Modena, Bib.Estense, MS A.X.1, 11. (Qliﬂ‘ lat. L71); see
Associazione dei musicologi italiani, Catalogo, ser,VIII, 1916,15,°
Manich, Staatsbib., MS mus. 3232a (olim lat. 1427L), once St.
Emmeram; see Dezes, in Zeitschrift fdr Musikwissenschaft X,
X927, R _ T ’*””’”””“*”""”"?T
’ Munich, Staatsbib. MS FUS 322L; see Besseler, H., in Archiv |
fur Musikwissenschaft VII, 1925, 235, : -
Munich, Staatsbib., NS Cim. 351 olim Fus.323 :

R hansonnlar Nivelle de la Ch Chaussée., Parls,‘Blb G.Thibault.

Qxford Bodlejan Lib., MS Ashmole 191; see Hughes, Dom A.,

Medleval Polyphon§ in the Bodlelan Library,

Oxford, Bodleian Lib,, MS Add., C.87; see Hughes, op.cit. B
0ld Hall, St.idmund's College, The Old Hall MS; see Barclay Squire,.
W., in Sammelbinde der Interhationslen Musikgesellschaft II, 1901,
356ff.; corrections in Bukofzer, M.F., Studies, 36=7; edition by
Bamsbotham, A., Collins, H.B., and Hughes, Dom A., The Old Hall

Mahuscript (3 vo}s.) 1933-8




Qxford Bodlelan le., UanBrSlty College MS B 192 see Hughes,

og cit.
_ Oporto, Bib. Comunal MS 7lh

/ngord, Bodleian Lib., MS Arch, Selden B.26; see Hughes, Dom
A., Medieval Polyphofy in the Bodleian Libra;z.v
Cancionero de Palacio, Madrld B1b del Palacio Real, M 2.1. 5
Paris, Bib.Natiofale, Acq.Nouv Fr.MS h379 (part of Sev)‘;7~
Pavia, Bib. dell? ‘Universith, Cod.Aldini 362. -
Perugia, Bib. Comunale, MS 431 (olim G.20),
Chansonnier Pixérdcourt, Paris, Bib. Nationsle, MS frang.
15123 (olim suppl.frang.2637).
" Ricc 2356 Florence, Bib.Riccardiana, NS 2356; see Plamenac, D.,
' 'The "Second" Chanhsonnier of the Biblioteca Hiccardiana',
‘in Ammales Musicologicues II, 1954, 105ff., from which I have
taken much information. ‘ S _— |
icc 2794 Florence, Bib. Hiccardianha, MS 279L.
The nohan menuscript, Berlin, Kupferstichkabinett, M& 78 B.17
(Hami}ton 67L); edited byﬁM,Lﬁpelmanﬂ in Die liederhandschrift
des Cardinals de Rohan, 1923, : <
Seville, Bib, Colomblna,hb 5-1-43; thematic catalogue by Angles,
H., in Estudis Unlvers;§§r5§4C£E£I§ﬁ§ XIV 1929, 236Tf‘* o
corractions and reconstructlon of Sev and Par by Pldmenac, D.,
in Thc Musical. Quarterlz,XXXYII - XXXYIII, l95l—2 nos. Ly 1-2;

I have taken a great deal of 1nforrat10n from-the iatter.

o Hradec KrélovépgczechOSlovakla, Museum, uodéX‘bpec1aIﬁIk
Strasbourg, Bib., MS 222 C.22 (now destroyed); see van den Borren
’Ch., Le Mahuscrit musical 222 C,22 de la Bibliothdque de

- Stragbourg,.,, in fhales de 1'Acaddmie royale d'archéologie de

Belgique, IXXI-LXXIV, 3A3ff., 2721f., 128£f., and 71£f. res-
pectlvely

Thott  Copenhagen, Kongelige Bib., MS Thott 2918 see Jeppesen, K.,

~ Der Kopenhagenher bhansonnler, 1927.
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‘Tr'87—92 Trent Castello del Buon uOnSlgllO, MSS 87-90, 92; see DTO lA—15.
Tr 93 Trent, Archivio Capltolare MS 93; see DIQ 61. '




The: Gyprus manuscript , :Turin, Bib. Naz:Lonale, M J. II.9.
Veroha, Bib.Capitolare, Cod.DCCLVII,

Warsaw, Uﬁiversity Lib., MS without shelf;ﬁ}arllg(g_]_._'u_n St.Petersburg,
Imperlal L1b., s F.IL. 378) ]

AI’Ty othersourées wh:'[ch do not appear in the above central list have

" full particulars where they appear in the texty —




ENGLISH MJSIC SURVIVING ABROAD, LISTED UNDEE COMPOSEHS

The following catalogue lists all the known works by English
composers which survive in continental MSS, together with any
other works which may be attributed to them with reasonable
certainty. The music of John Dunstable has not been included,
since Bukofzer's John Dunstable makes this unnecessary; I have
however included one work which is probably from his pen and

has not been included in Bdigdfze'r'siegit:irbn.' I have found

little reason to disagree with any of Bukofzer's attributions

in the cases where sources disagree over authorship. Where

he has accepted a doubtful work into the Dunstable canon, an
entry will be found in this catalogue under the name of the
'rejected' composer, with a reference to the Dunstable editiony
the doubtful works which Bukofzér attributed to Bedingham, Benet,

Power and Forest are however given again here for the sake of

|
4

completeness., - —
The list is numbered in the left-hand column, for easy

\’r'eférence. Then follow:= (1) the composer's name (2) titles

of works, arranged under their liturgical headings (3) sources,

in order of preference, normally chronological (4) any further

fefmirks; observations dealing with Mass cycles, paired movements
——of the Ordinary, etc., will be found under the first workof

the group listed below. The catalogue is divided into(I) sacred

and (II) secular music. A similar list of possible and probable

English works follows the main catalogue; where an anonymous

work seems almost certain to be English, a cross (+) is added to

its number in the list, .Coﬂ raféeg‘a are listed under secular -

works, with a reference under their 'liturgical' title in the

catalogue of sacred music. If no composer's name is given

‘after a source reference, then the work appears amonymously im — -

that MS. All works are for three voices unless otherwise stated,




.and in 'white' or 'void' notation. For sigla of sources, see
List of MSS; the figures immediately following the gigla refer
to the folios or pagés on which the music stands, 'verso! ﬁeing
indicated by a stroke (!) after the number; the number of the work
in the MS follows'the folio reference, when a reliable ihventoxy
of the source in question has been published.

(I) SACRED WOEHKS
JOHN_ALEYN
Isorhythmic Motet

Suby Arturo - Fons citharizancium - In omnem terram
_ Ch 70'-1, Johannes Alarus (in contra) Black

notation.
BL 225'-6 and 225' big, Jo. Alani (Johannes
Alanus in contra). Black notation.
f£.225' bis was the original f.225', a parch-
ment folio containing the discantus. It must
have been lost or mislaid at an early date,
before the MS was bound up; the third scribe
(as I see it), who still had access to the
same master copy of the motet, repaired the

_ omission on a paper folio which was bound in
as a substitute for the missing original; and
when the parchment leaf was found again, it

'~ was added at the very end of the MS.

Faesmﬂ;e ef#Sh ini&leli‘ Sehr%f;ttaéelnﬁlt

5 ea UTO o, « PTODS c\' onposed 1

Surviving in English sources o

Single movement of the Ordinary

OH 5'=6 6, Aleyn. Black notation,
Prlrfbed OH ed. I, 7ff.

ANGLICANUS
ngd movements of the Brdana;x

, sa,mtus ) Tr 8’7 17'-8 12 "Cant.us sequena scillcet sanctus




est caritus 'Angliéaf!;lsm"r_(not'e'on previbus '
£.16'). Paired by the scribe with the
fouOWing Agl’lus (no.3).

Tr 87 181-20 13
See Sanctus no. 2 above. The piece is
English in style, though there is no common

motto.

Single movements of the Ordinag -

Ir 92 151'-2' 1515 "Et in terra anglicanum“
" Printed DFO 61, LI.

Ao 138'-40 95 .
Tr 92 105'-6 1460, Anglicamus
Tr 92 204~h* 1553 "

See &lso Bodoil, Forest, Saursby; de Anglia, supplement.
Ant iphon |
Regina celi letare

Tr 92 230 1576, Anglicanus
Chant not used.

CVHVRISTOPI'EK ANTHONY -

Single movement of the Ordlnagz

Magmficat (prim:L toni)
90 375'=6 1090, Cristofferus Anthony

. 'I‘r 93 16'-7 1600

Ut queant laxis

90 376' 1091 Cristofferus Anthony
On St.John.




—
Mass ¢y cles: )

10 Kyrie (Deul a.ngouisseux?)
' Tr 88 26'-7 23
10 - 15 form a Mass eycle..
The scribe has united this piece with
the &Hewiﬂg Gloria and Credo, which
are undoubtedly by Bed:mgham, and w1th
the Benedicamus Domino (no.l5 below).
Although its connection with Binchois!
chansorLLpnnt.;d Dro 14 - 15, 242ff.)
is far vaguer than that of the other
movements, including no.l5, the Kyrie
clearly belongs to this Mass; in the
rest of the cycle, the song. is paraphrased
with great freedom. The editor of DIQ 61
ignored both Kyrie and Benedicamus.

11 Gloria Deul angoulsseux '

Tr 88 27'-9 214

Tr 90 38315 1098, Bedingham langensteiss

~ Printed DIIO 61 LXVI,
'Langensteiss‘, or 'Longshanks' (Dom
Anselm Hughes' suggestion; literally
'Longbottom'), probably refers to Binchois
rather than Bedingham., The odd words 'De
langwesus' appear in place of  Binchois!' -
name over the chanson in Tr 88 no.345. On

~ the other hand, the scribe may have thought
that Bedingham wrote the song as well.

Credo Deul- angoulsseux (4v.) k
s&z%-sel 215

fl:r 90 386'-9 . 1099
. Printed DO 61, IXVII,. _
The scribe of Ir 90 did not - bnther to
repeat the composer's name here.
A tenor bassus is .added to this movement.

netus Deul angoud , A
: Tr 88 17'-9 208 o ) ~
Printed DIO 61, IXVIII. .
Although this Ssnctus=Agnus pair (13-11.%
- lies very close to the rest of the Mass

in Tr 88, they are not there copied as.one

sing;l.e unit, and are in different fascicles.




Agnus g“ﬁl;étig uisseux '
- Tr 88 19' 21 209
‘Printed DO 61, IXIX,

Benedicamus Domino (Deul angom.sseux)
- Tr 88 31 216
- Clear],v part of Bedn.ngham's Mass, though
this is the only known case where an '
"English composer includes an item from
thizmmm a Mass=cycle.(The Missg
S.Georgii in Tr 88 no.300ff, does not seem
English; it is a setting of the Proper,
‘almost certainly made for Georg Hack,
Bishop of Trent lhhhk-65 -- to this day
Italians attach great importance to the
feast of their name-saint or onomastlco)

Ir 88 h6'-7 ZZ,L
16~20 form a Mass cyclé, which we can
luckily attribute to Bedingham on the
strength of the Sanctus. Kyrie, Credo
and Agnus share a common motto opening,
whose outline is also present in the
-Gloria and Sagnctus. The s¢ribe clearly
believed that these movements formed a
cycle.

88 47'-9 226
3 30'-2 1613

88 L9'51 227
93 32t-L 1614

Bedyngham(discant,us and first part
, of contra only, next folio misPJ.ng). ’
r 88 51'-3 228 -
93 34'6 1615
OC has plainsong intonation Sarum 9.

Sanctus

r 88 53'=4 229 L

93 319-20 1799 v

The scribe of Tr 93 mtted to copy t.h:l.s

WO renme —3 : Ts} P W LI Y'es Ne
’&eﬂt&a@mth&eﬁtm of

the catalogue in DLQ 61, vi-x, failed to

notice this. I',n 93 has plainLng_intUmtion

Sarum 5.

A




Sanctus
. 90 3891-92 1100
"Pairs musically w:.th the following Agnus.
(ne 22)
The scribe has united this laair with the
- Gloria and Credo Deul .ahgouisseux (11 - 12
above); wrongly in this case. The editors
of the catalogue in DIQ 14 ~ 15 have
erroneously supplied the words Deul
angouisseux beneath the tenor of f this pair.
On stylistic grounds, these two pieces are
probably by Bedingham; further, the scribe
of Tr-90 copied them as part of a Mass
attributed to him; and a note to. Ir90
no,966 refers to Dufay's Gloria (no,llO.?.)
as 'post missam Badingm'.

Cont rafact:a .

Beata es - Gram: temps ay
See no.151 below

Sancta Maria succurre miseris - (Four une suis)

Vide Domine o
- BMR 104'-5 Bedyngeham
This and the next two items are late
l6th-century copies (in the Baldwin
Collection) of exercises in Proportions.

BMR 105%=6, Bedyngeham




JOHN BENET

‘Mags cz' cles 7

23 Gloria
Ca 20';-2. Black notation.
Ao 208'-10 155 Bonnet (index Bennet )
Tr 90 118'-20 905

" Printed JohnDunstable no.56; ] Dro 61,
LXII (not p.108 as stated in John
Dunistable, bat p.ll9)

Tr 87 favours Power, and Tr 90 Dunstable,
as the composer of various movements of
this Mass (nos.23-26 here). Bukofzer
rightly observed that Ao is a more
reliable gu:.de. The movements are united

aﬁomme&plainseﬁg +tenor, seo far unidenti- -
fied.

Tr 87 37'-9 26 Leonellus
r 90 193t=5 and 194B (inserted 1-folio) 943
r 93 263'-5 1774 B '
Printed John Dunstable no.57;DI0 61,LXIII,

25 Sanctus B S
Ao 194'-5 145, Benniet (index)
Tr 87 103'-L4 78
Tr 90 254'-6 971, Dumpstabl
iﬁ93 WIHOZ
Printed John Dunstable no.58; DLO 61,
LXIv,

Ao 207-8 154, Bennet (index)
Tr Wlhﬂ (i:stm_ ‘missing)
Tr 87 106-7 80,(leonel, cut away ?3)
Tr 90 256"-'7t 972
Tr 93 328'-9*' 1803
Printed John Dunstable no.59; DLO 61,LXV.

ey,

27  Gloria
’ Tr 92 165'-7! 1521 Benet
" Printed DIO 61, XIVI. -
In general . style, and in the motto opening
of the cliscalrl;\;tsz this worlris«:lea;ﬂy—




BL 24'-5, Jo.Benet Anglicus. Black notation, -?f
Facsimile in Early English Harmony I,
- pl.5)-2' Wolf Geschichte,IT - III, no.73.

BL 25'-6 Jo.Benet de Anglla. Black notation.

Paired movzméhts of the Ordinary

30 Gloria Jacet gramum

' o 82'-4 70, Bonnet (index)

r § 31'-3 21

87 Lplt-2' 127

r 90 123'-5 907

93-153'-5 1717

On St .Thomas of Canterbury. Respond in

tenor. Although the Sanctus, no.3l below,

is anonymous in all sources, it is the

correct partner for this Gloria. The

other Sanctus (no.32) is attributed to

Benet, but presents the plainsong at a

different pitch. The pair is presumably

all that remains of a complete cycle, since.

the Gloria was not normally paired with the

- Sanctusg; the isolated Sanctus was presumably
written for another occasion, probably
before the pair was composed.

31v Sanctus Jacet granum (i)
"~ Ao 214'-6 158
Tr 92 18'-9 1379 -
Ty 90 2715982

Tr 93 344=5 181)
Tr 93 35%61 1626

Sanctus Jacet granum (ii)
Tr 90 249'-50 969, Benet (under tenor)
Tr 93 321-2 1800, Benet ‘

oC 221 (no discantus{ lost with previous folio)
MuEm 1%5'-7 269, Benet -

Tr 90 116'-8 904 | :
74;15?Tf§?f56¢=3_i?33i ] -

—— SR . S, . .
£ Ay A - V]
RO 0P P a'

the next Credo (no.3h) ‘though the Credo is
pitched a!fifﬁhﬁh;gher possiblygthegclefé




35

wrong. This anonymous Credo must have been |
wrltten by Benet. hs ]

Tr 90 186'-8 940
e Tr '93'256'—8 1771

_ 1§gle movements of the Qrdma;x

Kyrie (canonic) (with trope Deus creator) (Lv)
Tr 87 130-1 107 and 108
Second discantus derived canonically
I, voices, not 3 as in DO 14k-15 (catalogue).
See Bukofzer, Studies, "85 n.59.

Ao 210'~2 156 Bonet (index) -

Tr 92 L4'~5 1403 Leonell

MuEm 111'-3 224

T~ Printed DEQ 61, LIV.

Benet 's . name sometimes appears - in the 1ndex
to Ao as 'Bon'; here it is further shortened .
to 'BS'. On the whole, Ao is a more reliable -
source, though the style of this piece would -
not preclude leonel Power as its composer.

0C- 221" and 224 (MS wrongly bound)
.M\Em 1,1t-2' 264, Benet

Tr 90 188'-9 941

Tr 93.2581'-9' 1772

Sanctus
Tr 92 226'-7 1572, Jo.Benet (cut away, but
—quite i:ggbimt. in catalogue DTO- ft&-lff) .

Tr 92 82123 1434, Benet :
" Facsimile in Apel,Notation;p.105 -

- Ise hmic mot.ets

Lux fulget ex Anglia - O pater pietatis - (Teﬁbr missing)
" ModB 135'-6, Benet (lower half of £.136
T missing, with tenor and eénd of contra).
On St Thomas of Hereford whose synodal

hded n—+h H ;-n-

mmxﬁ theﬂissonaﬁees be‘ﬁween

discantus and contra, and superimposing the
three colores, it is possible to suggest
what the t.enor ‘may have been, though I have
not yet been able to identify it.

> it Y




e Tellus’ purpurium - SpIendJ.da fIaE:.gero micuit - (Tenor)

" ModB 125'-6, Jo.Bemet

- The tenor is textless, and remains
unidentified. On St.Alban.

(a) Gaude pia Magdalena - (Tenor) 0 cerbe precipuus
OC 222'-3, Benett
~ on St.Mary Magdalene: tenor is a respond.
See Harrison, Music in Medieval Britain,
306 and ex.86

BENMET, BENNIETz see Benet.

BLOME

Paired movements of the Ordinary

Gloria
Tr 92 153'-4 1516 )
" Paired in MS with Blome's Credo (no.43)
There is no musical relat.ionshj.p, apart
from a general similarity of style; but
the scribe has paired these two movements,

Tr 92 154'-5 1517,,;,31@,,,,,,,,

Single movements of the Ordinary

*

Sancf.us
: Ao 248'-50 178, Blome (and index)

Sanctus L
Ir &7 20°-1 14, Bloym

BLOYM:see Blome,




Paired movements of the Ordinary

Gloria _ ' )

' BL 170'-1, Binchois. Black notation,
Printed Marix, Les musiciens, 160-3.
This Gloria pairs in motto and all
details-of style and structure with ~
“Bodoil's Credo (n6.47); they must —— —
both belong to the same composer. Both
contain the typically English breve
rests in all voices at once, and are
thoroughly English in style. Further,

though several English compositidns are
wrongly attributed to Binchois in the
sources of the time, there is no known
example of the reverse happening. There
is 1ittle doubt, therefore, that this
Gloria is English, and was written by
BOinlo_‘

- BL 158'=9 and 159'-61, "Anglicanum patrem".
Black notation, ' ,
Ao 176'-9 126, Anglicus (index: de Anglia) - . .
"Tr 92 79'~82 1433 J. Bo doil (index: Bo. doil)

: - Printed DIO &1, XI. S
DTQ 61 notes the unusual splitting of the
surname and suggests that the name should
_perhaps read 'Borromeno Doil'; the double
christian name which the 'J! would imply,
however, could not be paralleled at this

| time., It is likely that 'Bodoil' is French -

- -——or Italian phonetic rendering of 'Bodwill'
‘of Binchois', for this piece is three times
called 'English' in BL and Ao. <

B(')NET',, BONNET: see Benet

BYITERING

Single movement of the Ordinary

S OH 13'-} 1}, Byttering, Black notation. -
Ao 242'-k 175 -
Printed OH ed. I, 39ff. S -
*The first letter of Byttering's name is -
’ unknown; all the initials in OH where it ,
occurs have been removed.- - - .




" Surviving in English sources only

Single movements of the Ordinary

'R (a) Gloria (canonic)
: OH 14! 15, Byttering, Black notation,
Printed OH ed.I, L7ff., without fourth
(canonic) voice.
See Bukofzer, Studies, 81ff.

i} _ (b) Credo :
i | : OH 66'-7 75, Byttering. Black notation.
i 3 : ’ Printed CH ed. II, 149ff,

(¢) Credo (ffreeiyﬁisoriwthmic) - o v
- OH 72'-3 81, Bittering. Black notation,

" Printed OH ed. II, 203ff.

1 3 , Isorhﬂhmic motet

~.(d) En Kathennae solennia - Virginalis contio - Sponsus amat sponsum
CH 110*-1 136, Byttering, ‘Black notation.
Printed OH ed. III, 1L5ff.

(e) Nesciens mater |
o OH 38' 47, Byttering. Black notation.,

RIGﬁW Gﬁeﬂ

Fass cycle
L9 - Kyne(mth _trope Deus creator)

BR 20!-2 Riquardus Cockx;nos.49-53 form a
cycle on an unidentified tenor,

BR 22'-, hiquardus Cockx

BR 2);’-6, Riquardus Cockx -




&

. B

| -
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Single movemgnb of the Ordigggz
54,  Credo

Ao 142'-4 97, de Anglia (index)
r 90 205'=7 948
93 2768 1779

I*Wu

Sgguéﬁce

55 Benedlcta es celorum regina ‘

d i ' BL 205'-6, de Anglia. Black notation,

i o BU pp.82-3. Black notation. (First part of

| discantus missing).

Tr 92 177%+8, 1531 de Anglia.,
Printed DTO 76, 81,
”Seqpence of Ibrk and Hereford Use, N not
Sarum. It is nevertheless found in a
Sarum Gradual (Bodleian Lib., MS Rawl. )
Liturg. 4.3, £.71), according to Harrison,
Music in Medieval Britain, 88.

Antiphon

56 Spes nostra salus nostra
BL 204'-5, de Anglia. Black notatlon
For Trinity Sunday. - -

See also Anglicanus, Bodoil, Power.

~ |
DRIFFELIE

—E — . Paired movements s Ordi — =

57 Sanctus Reghum mundi o
Tr 90 258 and 259'-60 973
Tr 93 330-1 1804 :
Though anonymous, this piece pairs in its
motto opening and its tenor with the Agmu
Eructavit cor meum (no58). Tenor: 9th
~ - respond at Matins for Nativity of a Virgin
' and Martyr. The Verse of this respond is

Eructavit cor meum, - -

-  Tr 92 202'-3' 1552, Drm:elu
- See M0 ,57 b




Paired gioveme_nt of the 'Ordinag‘

59 Sanctus .
- Ir 92 212'-3 1560 . S ,
Since Bukofzer does not mention this plece in
the Introduction to John Dunstable, or in any |
of his writings, he mist have overlooked it, |
It bears a note on f,213: "Agnus huius ab an-
[teriore]. in éto folio", This must be £.207°,
which contains (with £.208) the Agnus printed
in John Dunstable, m.llq., this is paired in
Ir 87 with Dunstable's Sanctus, Mo.li of the
Complete Works, though there is no musical
connection beyond the fact that -both pieces
use Sarum plainsongs in their tenors. (The
_scribe's reliability is shown by his similar
note to Tr 92 no.1561, which unites Dufay's
Sanctus pspale to its fellow Agmus Custos et
‘pastor, boeth for the installation of a ponmtiff).
I have not yet-had a chance to transcribe this -
movement , which appears to have Sarum 5 in the -
Tenor, tra.nsposed up a fifth; the Agms in o
question also has Sarum 5 in the tenor, ,
transposed down a tone. A final judgment must -
await transcription of the whole piece.

FOREST

Single movements of the Ordinary
Gloria (isorhythmic)

BL 84'-5, H, de lantlns. Black notation. (Palred
7 yyith the next Credo in the MS, 85'-6, Hugo
de Larrb:mS° the two agree mus:l.cally)
‘MuFm 152'-3 274, Forest
Tr 90 142'-3 918
Tr 93 172'-3 1728
Probably by Hugo de Lantins, though the
movement appears in English surroundings in
+  MuBmi, Tr 90 and 93, The undeniable pairing -~
m BL settles the matter. o

61 Credo Alma miempjgrismten
' Tr 792 113'-h M?l Angllcanns

-
- Bukof h\ﬂ"tll.k :I--.htnm_.u out—how losely—

the treatment of the plainsong in this movement |




. i : (no 65 belcw) It should further be noted

| 1 » ) that this Credo stands next to another Credo
1 which is aseribed to Forest (no.62 below). The
rhythmic style strongly recalls Forest's
compositions,

62 Credo
. ITr 92 115'-6 1472

Tr 92 188'-90 1541, Forest (and 1ndex)
Printed DIO 61, XLVII.

Isor mic motet

63 Gaude martyr cum triumpho ~ Collaudeémus venerantes -(Tenor)

| ModB 126'~7, Forest

| . Tenor unidentified. On a Virgin and Martyr
-3 A c (st .Gatherme?)

Ant iphons

6l Alma redemptoris mater - Anima mea liguefacta est - Alma redemptons
mater
BL 186' (beginning of discantus only; rest of
186'~7 blank). Black notation.
Ao_ 196'-7 147 .ot
T T 7 ModB 94'-5, Forest .
Tr 90 3hl'-2 1052

Ascendit Christus - (Tenor) Alma redemptoris ‘mater
OH 57* 65 (beginning of discantus only),
" Forest. Black notation.
ModB 96'-7, Dunstaple .
N ~ Printed John Dunstable no,61; DIO 76, 53ff.

) The English source attests the “evidence of
style: this work is Forest's. Further, it
immediately follows another motet by Forest

(no.67 below) in OH . See Bukofzer's notes.

Av; regina celorum, ave
Tr 87 126'-7 102, Forest
ModB 118'-9, Forest.

4

Qualis est dilectus
- oH 56'-7 6L, Forest. Black not.atlon.

MdeJ.Q&-‘? Polmier :

Ir Tr 90 337 '-8 1049 .

T —————T et T




68" Tota pulcraes e e

o —Ir-92-30K'=5 1459 Forest (net. named in
- catalogue, DIO 14-15
ModB 99'-100A(first of two ff .100), Forest
~~ Printed DIO 76, 80ff. -

WAL.FREY: see Walter Frye.

WALTER FEYE

Mass cycles

Gloria Flos regalis Etheldreda (Lv).
BR 30'-2, W.Frye
- Nos,69-72 form a cycle on St.Etheldreda;
the chant inthe tenor is still unidentified. |
"~ The fourth voice is called Bassus. 1

Credo Flos regdlis Etheldreda (iv).
BR 32‘-&, W.Frye

Sanctus Flos regalis Etheldreda (4v).
BR 34'-6, W.Frye

Agnus Flos regalis Etheldreda (4v).
, .BR 36!=8, K*Enye

Kyrle Nobilis et pulcra(with trope Deus creator)
BR 38'-40 W.Frye
e Nos.73-7 form a cycle on the respond
'Nobilis et pulcra',for St.Catherine
of Alexandria, in the tenor.

74— Gloria Nobilis et pulcra
BR 40'-2, W.Fiye

75  Credo Nobilis et pulcra
: BR h2'-h, W Frye

Sanctus Nobilis et pulcra
’ BR 44 '=6, W.Frye

Agnus Nobilis et pulcra
, ~~ BR 4L6'-8, W.Frye

Gloria Summe Trinitati - o , -7
- BR 2'-5, W.Frye |
Nos.78-8l form a gxq;e on the Trinity, based _

vn*the‘respondgforﬂTrInity—Suna of‘KII
Saints' Day.
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| . 79  Credo Summe Trinitati

80 Sanctus Summe Trlnltatl
BR 8‘-10 W‘Frye

8l Agnus Summe Trinitati
BE 10'-12, W.Frye

-

Respond

82 Ave regina celorum mater
Wolf 1-2 (discantus: all of 1lst part and some
" of 2nd missing; tenor and contra of 1lst
part imperfect)
Sev 37'-8 37, Frye (cut off); tenor and contra
T of 2nd part missing,
Ber 47'-9 ("AW)
FM 29'-30
Tr 90 298'-9 1013 with florid and mechanical
2nd discantus (4v).
Tr 90 371'-2 1086
MhS 37'-9, Wal.Frey, with 2nd discantus added
— (hv).
Rice 2794 15'-6
Lsab 7a'-9 (discantus of lst part m1531ng)
Per g82'-3
Giog no L4
Spec 16' with added altus (4v).
Ver 53'=5 with added altus (same as Spec?) (Lv).
Bux nos.159, 160, 258 (organ arrangements)
Flemish painting in private collection
(reproduced in Pirro, Histoire, pl.VII,
facing p.80; Besseler, Die Musik, pl.XIII,
facing p.200); also on a banderole in an
imitation of this painting (see Bollettino
d'Arte 19245 158).
Printed in Vincent, A. J H., 'Note sur la
modalité du chant eccle51astique et sur son
accompaghement ', in Revue arshdologique
XIV 1857 679; Pirro op.cit.l53-4 (opening
only, with organ version t00);
heese, Music in the lienaissance, 94-5 ex.2L; -
Hingmann, Das Glogauer Liederbuch, I, 110,

Antlghons

83 0 florens rosa I S -
o | MuS 98!-101, Frey
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&y | 8, 0 sacrum convivium ;
: - ‘ - MuS 80'-2, Frey .
- . On Corpus Christi.

85 Trinitatis dies premitur
: ‘ : - MuS 72%-3, Frey
1F :  Comtratactug/
~ Sancta Maria succurre miseris - (So ys emprentid)
: “See no.l57 below.
Surviving in English i sources only
Prose ‘

5 : ,
H f (a) Sospitati dedit _ ‘
i3} , CMP 84'~5, Frye
N ~ On St.Nicholas.

GERVASIUS D& ANGLIA see J ervays

JOHN HOTHBY

Single movement of the Ordinary
86 Kyrle (w1th trope Cunctigot.ens genitor)
- : R —Fa pp.2-3; BMar p.63, Hothbi Carmelita.
The t.rope is not given in the MSS, but
the plamsong is used.

Canticles
87  Magnificat (guinti toni)
i A | Fa pp.82-3; BMar p.73, Hothbi.
3 — ‘ - Alternatim; starts at 'et exultavit®

88 Magnlflcat (octavi toni)
o ' Fa' pp 76—9, BMar pp.71-2 ’ Hothbi carmelita
Alternat:um starts at ‘et exultavit!?,

ﬂ lghon

89 Quae es .ista (I*V) N . ‘
~-Fa p.75; BMar-p.71, Hothbi charmelita
, Assumption BMV, Lauds.

T Versicle -

- 90 Ora pro nobis . & by
' Fa pp.kh-5; BMar p. ot
Visitat.ion of and Octave, before Lauds..




Unique setting of versicle. |
A most complicated puzzle in proportions.

| )
Other forms ‘ | - ' 5

Ave sublime triumphale
' Fa p.180; BMar p. Thy Hot.hbl
" No further text.

.7 JERVAYS | T

Single movement of the Ordinary

Gloria
: OH 26!-7 28, Jervays, Black notation.
BL 22'=3, Gervasius de Anglia, Black notation,
Printed OH led. I 114ff, . ]
KNYFF ‘
Single movement of the Ordinar
Credo

Ao 140'=3 96, Knyf (cut; index:Knyff)
De Van failed to record this surname.

IEQNEL, LEONELL, I.EONr..LIIJS LYONEI; See Power.
' RICHARD  MARKHAM

Single mvemerm of the Ordinary

Tr 92 156'-8! 1518 Ricardus Markham
Prim:ed DTO 61, L.

NO
W

NELBELAND see Neweland.

Single movement of theOrdm;{

Ao 254%v=6 182 Neweland
Not 'Nelbeland', as de Van spells the name.

PIAMOR: see Pyamour. : _ | ‘

PLOMER: see Plummer.




Antiphons

Descendi in hortum meum
ModB 105'-6, Polumiex.
Tr 90 309- 3:9 1030 (time-values doubled).

Tota pulcra es (i) ’
ModB 101'-2, Polumier

Tota pulcra es (ii)

0S 31'~2 (end of tenor missing). Black
notation,

ModB 120'~1, Polumier

Tr Tr 90 338'-).,0 1050
Facsimile of 0S in Stainer, Early Bodlela

- Music, I, pl. XCIV-X.CV transcription in II,

— lésﬁ;o

Qualis est dilectus _ :
See Forest, no.67 above.

Surviving in ish sources only —
Motet
Anna mater matris Christi (3v. or iv). - .
OC 222 and 224" (leaves bound out of order),

J.Plomer,

The fourth voice is an optlonal discantus.
The text is a compilation of responds from
the rhymed office of St.Anne: it could not
by sung as a respond in the liturgy.

POLBERO: see Power,

- POLMIER, POLUMIEE:see Plummer.

IEONEL PONER

Mass cycles
Gloria Alma redemptoris mater - \
: : & 1 ; ; 1
~ 'Pondera' at foot of 219' for 'Powere'?
Tr 87 3'=4 3
Ir 90 112'-4 902

' T 93 L2'-4
T 7 This early teror mass uses the well--
rknown Marian amtiphon (nos.99-102),
‘The whole mass. is printed,ed.Feininger,
Documenta Ser.Il, no.2. .




100 Credo Alma redemptorls mater
) Ao 221t-3 163 Leonel (index)
Tr 87 L'=6 L

Sanctus Alma redemptoris mater
Ao 223'-5 164,
Ir 87 6-7' 5
Clearly by Lecnel.

Agnus Alma redemptoris mater
do 224'-6 165
Tr & 7'-8' 6
Clearly by leonel.

Missa Rex seculorum:see John Dunsteble, nos.l9-22.

Missa Sine nomine, Credo and Agnus see above nos.2k, 26.

Pairéd movements of the Ordinary

103 Gloria (isorhythmic) ,
Ao 231'-3 169, Leonell (index Leonel)
The isorhythmic tenor of this piece is
the beginning of Sarum Gloria 5; the
seribe has paired it with the next Credo
(no0.104), whose tenor is an isorhythmic
version of the opening of the Sarum Credo.
‘Though the treatment of the upper voices and-
the isorhythmic plan differ in the two pieces,
the caccia-style Credo is probably by Power,
for the basic idea is common to both; and no
other English composer of the time used the.
chants of the Sarum Ordinary in this
particular way.

4o 233'-4 170 ;

Indexs 'Patrem cuius tenor est cantus de
feriali patrem'. See no.1l03 above. The work
appears in a series of cycles and paired
movements of the Ordinary by Power and
Dunstable (fascicles XIX-XX).

104, Credo (isorhythmic)

Single movements of the Ordinary
1057 Credo

~~—eﬂ—6}J—7%heodeiseaﬁ%&s—enﬁy—)—Bh&' s /k‘vA*f s

" notation,
o 238'—h0 173 (plalnsong intonation Sarum 1).
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109

. OH ?9'-1 79, Iyonel Black notation,
_E},L 109'-10, de Anglia,. Black notation,
Printed OH ed. II, 185ff.
Paired wrong:ly in BL with Gloria by Grossim. '

9&‘-5 1.12 Leonel. Black notatlon.
Ao 2571=8, 1Bk
TFE’? 10?51‘79 R
Printed OH ed. III 66£f .

Glorias see John n_Dunstable, no.3; Benet no.35

BgajLajlsma Earie v1rgirtis
4o 10" 5, Leonell (index: Leonel)
For lady-Mass Salve sancta arens, or
Assumption BMV.

Introit

Salve sanmc-:—t;parensr
ModB 109', leonel.
~ ~ For Lac\v-ﬁass of the same name, or Vigil

- .of - Assnmption BMV.,

Glor:.ose virglnis Marie (Lv).
ModB 74, leonel, .
FM 34,'-5

Hymn For Nativity BMV.

Ave maris stella
‘ ’ 'Pr 92 9‘7' J.ASO Leonel (?) -

- According to the cataltgue in ITO 1A—15 ’
the composer's name was then visible. This
is no longer the case, but this hymn is so
clearly English in style that we must

accept the evidence of the editors.

Seguence

_Salve mater Salvatoris

— 92 -193%=5 154k, Leonel
Tr 92 215-51 1562 -
I!bd,B 116'=7 -
" Printed John Dunstable no.éz, DTO 76, 58ff,
Sequence BMV, Ieonel!s on grounds of style
' (see Bukofzer*s nutea)

e e T T T
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Alma redemptoris mater (i) _

Ao 2121wy, 157, leonelle (index Leonel)

Tr 92 169'-71 152&., Leonel

ModB 100B-101, Dunstable (.'LOOB is the second

Jﬁtmiilwl. ,

_ Printed John Dunstable no. 60; DTO 53, 33f
(1st part).

Ao isfar‘more reliable than ModB inm its
ascriptions.

Alma redemptorls mater (11)
T - ‘See John Dunstable no.40; in Tr 93 this
piece is numbersd 1828, 1828A and 18268
in the catalogue (DFO 1h-15), not 1838 as
Bukofzer says.

Anima mea liquefacta est (i)
ModB 110'-1, Leonel .

Anima mea liquefacta est (ii) °

BU p.86, Ieonel Black notation. For two
voices, contra omitted.

MuEm 150'-1' 272, leonellus.
" Has alternative text in red 'Christus
resurgens '(antiphon for Easter Sunday).

'ModB 117'-8, Leonel

FM 32'<)
Facsimile of FM 32'-3 in Apel, Notation, B

p.135 (not of " the whole motet, as Apel rather

1mp11es).

Ave regina celorum, ave (i)-(4v).
0S 5'-6, Black notation,

A‘§L4ZZZA4844LeQQgligalmdagxﬁudd;unggggghf
Ir 92 132'-=3 1491
ko 1956 146
. ir 92,l7l'e2 1525 -~
Facsimile of OS in Stainer, Early Bodleian
Music, I, pl. XLII-XLIII, ‘
Printed Ib. II, 88ff.; DTLO 7, 210.

Christus resurgens

See no.115 above.'

Ibo mihi ad montem myrrhae

Mater ora filium
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Regina celi. letare

Virgo prudentissima

Gloria (isorhythmic)

Q’;;m': puIcm e;_,‘h, _ o ;,,;

ModB u_1'-2, Leonel

Ic 92 11»,2'-3 1507
Ir 90 I+58'-9 1136, Leonell Angllcus

: _Salve regina (w1th trOpe Virgo mater) (i)

Ao 203'-6 152
Tr 92 231'-3' 1577, Dumstable
Tr 90 366'-8! 1081, Dunstaple
Printed John Dunstable no .63; DIO 1&-15,
1918,
ModB is sllghtly more rel:.able than Tr 90 and |
" 92 in its ascriptions, but Bukofzer did
not rule out Dunstable altogether.

Salve regina (with trope Virgo mater). (111
BL 243'-5, leonellus Powero .Black notation.
Based on the chant 'Alma redemptoris mater';
migrant chiefly 1n discantus.

Tr 92 102' 1456, Leonel cut off? The bottoms
of the letters 'lL-e=0=—-e-l! are dlscermble, :
if one looks for them. :

- Surviving in English sources ’0’ 

Paired movements of the Ordinary

O 19'-20 21. Black notation,
Printed OH ed.III, [32]ff.(not 169, as
stated in Index I), -

Aseribed to Power with great plausibility
: 1n§ul:afze11, Studies, 59f. Common motto
with (b) ?

Credo (isorhythmic)
. OH 71'-2 80, Leonel, Black notation.
Printed OH ed.I1, 194 ff.

Gloria (5v). , ‘ o
Printed OH ed I 60ﬁ‘. _




Studles, b,3ff -

(d) Credo (5v) v » .
OH 61;,'-5 73. Black notation,
(Not)72 as given in Bukofzer, Studies, L,k,
eXel)e
Printed OH ed.II, 125ff.

(e) - Sanctus(4v). IR T e e B
A ~—@H 96'-7 114, leonel, Black notation, - |
Printed OH ed. III, 76.
Pairs with next Agm s (f): see Bukofzer,
Studies, 60ff.

(£f)  Agmus (Lv)
: | OH 107'-8 133, Leonel. Black notation,
Printed OH ed.III, 136ff.

4“§£hgle movements of the Ordinary

(g) Gloria
OH 17'-8 19, lyonel. Black notation,
Printed OH ed.I, 65ff. -

(h) Gloria (isorhythmic) (4v).
OH 18'-9 20, Leonel. Black notation.
' Printed OH ed.III, E}]ff (not 160, as
stated in Index I)

(1) Gloria o |
Printed OH ed. I, 70ff.

(3)  Credo |
OH 68'-9 77, Leonel. Black notation.
Printed OH ed.II, 167ff.

" (k) Sanctus - ‘
CH &1' 92, Leonel, Black notation,
Printed OH ed.III, 7ff.

(1) Sanctus .
; OH 83-3' 95, Leonel. Black notation.
Printed CH ed.III, 15ff.

OH 88' 105, leonel, Black notation.
Printed OH ed., III_ 36ff.




o 9312j, 111, Teonel. Black rotation,
Printed CH ed.III, 58ff . .

OH 95'-6 113, leonel. Black notation,
_ Printed OH OH ed. III 70ff.

OH 104" 126, I@onel. Black notat-:.on
Printed OH ed. III, ]_'Leff .

OH 105'-6 129, leonel. Black notation.
Printed OH ed.III, 128ff.

OH 106 130, Ieonel. Black notation.
Printed GH ed.III, 132ff.

Antiphons
~, (s) Ave regina celorum(ii)
- OH 36 46, leonel, Black notation,
Printed OH ed.I, 151f.
(t) Beata pi'Ogenies

, OH 38 L6, Leonel, Black notation,
——, - - Printed CH ed.I, 156

~ JOHN PYAMOUR.
" amtiphon
124 Quam pﬁlcra. es

ModB 93'-l, Piamor ('Priamor' is a myth').
Tr 92 172123 1526 |

Paired movements of the Ordinary

—X25 Sanctws — — ———— | — o
' : Ao 5517=3 180 Soursby. (index Saursbi)
De Van did not record the spelling from
the index of Ao; and he misread the 'r!

of'Sdursby' for an fe',




_.L 253'-h 181 )
- Paired by the scribe w1t.h Soursby's

~ Single movements of the _Ordinary

127 - Sanctus ‘
B Tr 92 127'-8. 1A86 Angllcanus ’
Tr 92 200%=2 1551, Sorbi

Tr 90 265-6' 977
Tr 93 336-7' 1808
Printed DIO 61, LIII.

128 Sanctus _
Ao 250'=2 179
The tails of the long 's' and 'y' which
are all that are left of the composer's
name , exactly match the scribe's writing
of the surname over no.l25 above.
—__Plainsong intonation resembles Sarum 2,

SORBI, SOUESBY: see Sourshy.
SANDLEY: see Standley.
STANDLEY

Mass cx‘éle '

129 Kyrie (canonic)
Tr 88 314'=5 436, St.andley
Two voices are given, the second marked
Tenor/Contra. Nos.129-33 form one Mass
cycle; each movement has a similar canon,
The whole Mass is printed in Feininger, L,
Monumenta, .

130 Gloria (canonic)

Tr 88 315'7 437

_ Credo (canonic)

Pr 88 3171-9 436
132 Sanctus(canonic) ~ . |
| Tr 88 319'-21 439

133 Agm;s (canonic) \
Tr 88 321'-2' 4O

Sanctus, though there is no common motto. N 1




Virgo prefulgens avia
ModB 132'-3, _Sandley
Tr 92 195' 1545, Winchois (d.'l.scant.us onily,

ine omplete )

end o.f a series of English works; in ModB
it appears in the wholly Engllsh f:Lnal -
fascicle XIV (in the: last six fasc:.cles

We may take it that Standley is th‘erefore

the composer.
On a V:Lrgm and Martyr (St.Catherine?),

STONE

Ant iphons

Ibo mihi ad montem nwrrhae
ModB 10h'-5, Stone (Stoue‘?)

Tota pulcra es
. » ModB 103'=j, Stone (Stoue?)

STOUE: see Stone
SUPPLEMENT

ZACARIAS DA TERAMO
Sigle moveménts of the Ordinary

137 Gloria (with trOpe Glorla laus)
. OH 28" 30, Black notation. (Tenor mlss:Lng)

BL 86'-7, Zacar. Black notation,
MaEm 37'-8' 72, Zacharie maius [ (1ndex)
WarU 18'f,
" Black notation.
Troped contra in BL and MJEm | MuEm only.
This and the following composrblon are

listed here for the sake of interest only:-- |

Zacharias was certalnly Italian,

-

BL 156'-7, Zacar. Black notation. 'Et in terra.

Anglicana®, - -
rU 16'f.' :
These two are the onJy works of Zacar w:Lth

T e e A R R e LAl
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Cug z&é*-e
R I_r'_'l ]
T Tr 93 130'- 31@ S T T
140 Credo Quem malignus spiritus : -
cuJ 21;8'-50 (tenor and discarrbus mperfect)
9?2&1*—2‘ 1765 T

- R ‘
1394
- English associstions; I have not included
- -'Mayshuet '(i.e.Matheus de Sanct.o Johanne
- ‘ ~ or Mayhuet de Joan).in this list, even
- though he was a French composer whose
music appears in CH. Such works of his
) that I haye been able to examine do not
- - R shewany sign of. Engllsh influence, _ +
Aronymous works also & earing in En ln.sh MSS - | ' ﬂ
Hega.sx@_lzé%,‘,,,¥;:\,? - T

(a) Kyrie Quem malignus spiritus (leh trope Rex genitor)
| CUJ- 24yt~
This Mass cycle{w:.th nos.139-l,2) bears in
CUJ the rebus 'leng ioy bref langeur',
with a long and a breve for the ébrrespongj,ng _
words, Thursten Dart once pointed out to me
that this motto may well refer to Gilles
Joye. On the other hang,there is no known
sacred music surviving, from his pen; and
a Burgundian Mass dating from his time (f1.
1462~d,148L) would more probably have used
four voices, not three, The trope Rex
, genitor seems to have been unknown to
-~ continental composers: at least, no settimgs

appear to have survived. The Kyrie is not
copied in Tr 90 and 93. (Thurston Dart -]

' ‘observes that the trope is for Holy Innocents'|

Day or guarta die Pentecostes, citing Frere,
Use of Sarum II 207). Since leonel Power's

motto seems to have been 'Joye sainz fine',
the Mass may possibly be a late work of his.
It is certainly English in style, and since
only one sacred gomposition by a continental
R , o ~ master is known to have survived in English
- - sources copied c.1425-75, we are on fairly
safe ground in. suggestlng that this Mass is
of English origin.

139 Gloria Quem mallgnus spiritus

" The plainsohg mtonatlon Sarum Credo 1




is woﬁt?ﬁ Inbc the @ger voice of the -
opening duet. This use of double cantus
firmus is extremely rare at this. per:.od.
The on. only parallel that comes to mind is

Dunstable's isorhythmic motet Yéni Sancte -
Spiritus (John Dunstable no,32). .

Sanctus Quem malignus spiritus . S

CUJ 2501=2 (contra mperfect) ‘é"‘
_Tr 90 23)4'-6 962
~ Tr 93 303 303'-5 1791

o T M 2 S I LI 25

Agnus Quem malignus spiritus -4
CUJ 2511'=2
Tr 90 237'-9 963
Tr 93 306!-8 1792

Kyrie Veterem hominem (with trope Deus creat.cr) (Lv)
Tr 88 264'=6 LO)

Thurston Dart has shown that this Mass
(nos.143-7) is probably of English origin:
see his letter in M&L XXXV 1954, 183, Thomas
Morley quotes part “of it in his Plain and -
Easy Introduction (ed.Harman,124).
The favourite English trope Deusireamr
lends further support to this attrlbution,
though four-part Masses by English composers
were rare at this date. The fourth voice
is called 'tenor bassus'.  The tenor is an |
Epiphany antiphon.

Gloria Veterem hominem (/v.)
Tr 88 1'-3 199

Credo Veterem hominem (Lv.) ' _
Tr 88 3'=5 200 o

Sanctus Veterem hominem (Lv.)
Tr 88 5'-7 201

Agrus Veterem hominem (Lv.)
. - Tr 88 7'-9 202

Slngle movements ~of the Ordinary

QH 62 708 (discartus missing) Black notation.
— S : %;w_zz;éin&gnw_ﬁaﬂbus oﬂy)
‘ “Tr 90 207'-9 949
‘I‘r 93 278'-80 1780
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9 Agms .- \' L T
CH 107 132 (dlscantus mlssing) Black notation,  —
Ao 2L5'-6 176
Antiphon

-150 Sancta Maria intercede S ‘
o 0S 3'-4. Black notation, 4
Ao 158' 110 - .
Facsimile of OS in Stainer, Early Bodleian
Music I, pl.XKXVIIT - XXXIX; ‘tﬁngcﬁbw
Ib. , 1I, 78ff b

®¢ 88 & & "¢ & 6. 8 & & & 3 T ¢ & s+ 2 0 s

(II) SECULAR WORKS

BhDINGHAM
151 Durer ne puis (rondeau)
Op 58'-9, Bedyngham de Anglia
: o Es¢ 6', Dunstable (f.7, with tenor and contra.,
, lost.)
Printed John Dunstable, no.6ék
Style suggests- Bedingham rather than
Dunstable. -

152 Fortune
' MuS 48'~9
" (7 Same as Op no.9, 'Fortune lasse-moy
la vie'; Pix 118!'-20, ‘Fortune a tort').

153 Grant temps ai eu (ballade)
, Pix 57'=9 .
Esc 33'-5
M 176 621-l, Bellingan
Tr 90 462'-3 1140, Bedingham (contrafactum w:Lt.h
~ Latin text 'Beata es!).
Bice 2356 29'-30
Printed DIQ 22, 70. .
Hefers to a Iong e ad—visit—to Madame
Florence ' '

154 Le serviteur (rondeau)
—_Tr 90 L61'-2 1139, Bedingham
Contrafactum with Latin text (prose?)-

'Superno nanc emittitur' underlald.- '
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- No further French text. Perhaps it had
‘ the samé text as Dufay's more famous
setting, published IEO l&-lS, 238f, mngly
attributed to Isaak.
Printed DIQ 14-15, 239f.
7 Same as MuS 123'-5, 'Le Serviteur', w:.th 5
- Latin text in contra: 'Celebris hic dies
agitur' ) i

- 155 - Mon seul plaisir L:cndean),,_, o

Berl 200=1 ("M")
FM 176 58'=9 Duffay
Ricc.2356 48'-9
MuS 22'-3 (Facsimile in Apel, Notation, 137).
Bas no,l115
Par 3'-k (quodlibet for two voices: discantus
" is Bedingham's).
C Text only:
o Roh 82'~3, (printed L¥pelmann no.137)
Nl ! : 7 British Museum, Lansdowne MS 380, 239!,
| . I - Jard 1IXII (verse 1 only) ~
i Appears as lauda in Laude spiritualj di Feo
Belcari,..e di altri..,, Florence 1863,
‘ I%II and CCXXXIV, '
Tenor used for a four-part song in Regensburg,
PmSke-BibliOthek COdoc 120 ppoz?l@-‘?o
Text of verse 1 used by Nino le Petit for a
song in Florence Conservatory B.2439,
Brussels Bib,Royale 11239, and Paris,
Bib.Nat.fonds frangais 1597; tenor of this
in Tournai, Bib. de la Ville, MS without

siglum, 19‘-20‘ Same text set differently
in Pams, Bib,Nat .fonds fransals 12744,

Lol

-

156 m concordantiae

- Ir 89 120 575 'ut posuit Bedingham*
Printed with Dunstable's song in John

‘ % . - ‘Dunstable no.54; DPQ-14-15, 229ff, For ~ »;
| - |
l

“ascription to Dunstable of the song itself
- o h—'~'wem°mss%s the name |
' I 3 %ﬁ%—%he%rliestmmatt:ibutes ]
the piece to Dunstable.

Pour une suis; see Frye, 'So ys emprentid'z,:- no,157 below,

s 4
R S = e
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ELLD) 7NfseeBe7 T B =
BORTON: see Morton. ‘ 3

WALTER FAYE

157 So ys emprentid (m
- OA 196'(first few notes of discantus only)
- . _Black notation, -
| Pix 55'=7, 'Pour une suis'

s Frye, 'Soys emprentid'

Esc 31'-3, 'Pour une suis'

Lab , 'Pour une suis' (discantus lost)

Tr 90 283'-4 990 (contrafactum with text
'Sancta Maria succurre miseris')

Tr 90 308'-9 1029 (textless)

FM 176 60'-2, Bellingan (not 61' as stated in
Bukofzer, An Unknown Chansonnier 25,
note 45), 'Pour une suis'.
Arranged as Mass cycle by G.le Rouge in
Tr 90, 1031-5; Vatican Lib., Archiwio di
San Pietro MS B.80, 71-80, 'Soyez empruntich’,
Bukofzer, op,cit., does not give the folio
reférences to lab or_M; neither of these
sources, Now in America, has been properly
investigated in print, and no catalogues are
at all easily available. One would have
expected closer references from Bukofzer,
who was usually exactness itself. His
attribution to Frye seems likely to stand:
perhaps Bedingham merely translated the song |
into French., EM 176 is often wrong in its

&}

!
i
i
i
4

ke L

ascriptions, and similarly mis-spells
- Bedingham's name at the head of 'Grant temps' !
: (no0.150). It is worth noting, however, that |

in three of the four sources that have the

French text, the work immediately precedes

Bedingham's ballade 'Grant temps': a striking |

coincidence (Esc, EM 176 and Pix).

158 Tout a par moy (ro eau) _

0'-2

MC 45'-6, Frye

WOlf h'-s e
Par Par 18'-9 (o1d 11'-2) .
I-ab 1112 (lat.er hand: Frye)

k4

— - l S

va VI XXV II Blmhois
Bux no 252 'Tant apart' (organ arrangement;)

| ;
‘l v; | | ‘ Riec 2356 63'=h i f
\i |
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o3
Tex% Eoh—83 (print.ed Idpelmann no.138), Paris,
Bib.Nat .fonds frangais MS 24315, 28%; Jgrd
LXXVII (Droz-Piaget. no.164).
Also set by Tinctoris for two voices (Segov:.a,
Catedral, MS without siglum, CCIIII'<CCV);
by Agricola, for three voices (Florence, .
Bib. del Conservatorio di Musica, Cod.B. :
2439, IXVIII'-LXX) and for four (Ib V'-VII, |
and Canti C No,cento Cll_'gnanta,mi, /f;
1504, 18'-20); and anonymously, for five
voices (Vlem‘!a, Nat .Bib. Cod.18746, 1m0,25),
with tenor!'¢ircumdederunt me'. Josquin's
. Mass 'Faisant regrets' uses part. 2 of the
rondeau (printed Smijers,A., Josquin des
Prés: Werken, Missen,III 33ff). It also
.occurs as & lauda in gude spirituali di
Feo Belcari..,e di altri, Florence 1863, ,
CXIX, )
Probably by Frye, on grounds of style, and o
because Mc is reliable in its attributions.

GALFRIDUS DE ANGLIA

e

159 Che faro io (2v).
e - . - Op ho.3, Galfridus de Anglia
160 O zemo suspiro (2v). L
Op no.h, Galfridus de Anglia
- ER _
161 O rosa bella = o -
: Tr 90 L4L'-5' 1127, Hert T
| A reworking of Dunstable's setting. -~
| JOHN . HOTHBY
162  Amor(rondeau?) ~ ‘
. Fa pp.l81-2; BMar p.75, Hothbi- ) .
- - — - — —— - No further text; -gignum cofigruentise .
suggests rondeau-form. - 1
- _ 7,_]:63,; mvw l'll:hBI‘E* S . “ 7*7

Fa p.l77, BMar P. 7).,,, Hothbi
- No further text; a cadence a third of thgk -
way through suggests that it may- ay-be a. shorb B
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E : 'onerst'anzrvﬁ;éi ;, or __zgm_e_, ‘l’here ig -
no 31gnum congruentiae in BMar,

164 Tard il mio cor (part 2: Tard:. sarte) (ballade)
Fa pp.178-9; BMar p.74

No further text. Clearly a ballade, though *
there is No ‘ouvert/clos' indication for = _
the first part. Since Fa contains various
theoretical works, it seems likely that the

last three items are examplesmf%h&three
formes fixes.

SR L

e e

ST T

|
i
~ N
i

ROBEKT MOKTON !

165 Clest temps perdu d'estre en amours (rondeau) " i
Sev 99! (discat™us only) completed by.- !
Par 31 (tenor and contra only) : :
Ricc 2356 82'-3
Ber 61'-2 Morton
»Cas 51'-2, Caron
FM 176 59 921-3
Printed as 'Est temps', from Per, in Marix,
Les Musiciens, 95.
Cas is unreliable in its attributions
, 'msquin, for example, becomes 'Bosfrin',
Bolkim', etc.) and presents a later, rather
smoother version of the rondeau;
Per is more reliable, and there the work
S .. _appears in a small group of four pieces by
Morton. We may conclude that this =~~~
comp031t.10n is Morton's,
p Cf. similar rondeau in Paris, Bib.Nat, fonds
: frangais 1719, 22, 'Ctest temps perdu de
servir sans conghoistre', printed in Frangon,-
M., Pobmes de Transition I-II, Cambridge
(Mass) and Paris 1938, XCI. Facsimile of
- ~Sev and Par in Plamenac,'The French -- - -
. Chansonnier' 1951, pl.VI-VII.

166 Cousine trop vous abusez (free form) \ - ,
~ Plx l7|_8 7 z . o3

o Elend du hast um ngen mich, Elent, Enelend du nﬁrambfangen—m:tgh—\

FM 176 95'~6, Mortoni.
N e , ) Printed in Plamenac, 'The "Second" Chansonnlqr' _

- ) MSic\/Supplement no.l.,

S | |

S 'see ho, l7h below. .

I1 sera pour vous: see no. 169 below. .




169 Lthomme arme

T6'7 ET’eroﬁffnaﬁroﬁéaﬂ e r——} o

Cas 92'-3, Morton
T No further text. _:Lgnum cor_:gmenbiae
in the middle shows that t.hJ.s is a. ndg
'La Perontina! mist be 'Péromne!, a figure
of French pastoral lore. S
Printed in Marlx, les Musiciegg 97f.

W - ’A"’V' T ""’*" B _': ¥

C07rd 30%-1 .

Wolf 47'-8 (? Marix, Histoire, 240, says 48'-<9)
Dij €748 (2 Marix, H1§t01re, 240, says 84L%'~5) |
Lab 55'-6 ;
Thott 26 (f.25, with discantus. missing)

FM 176 521=3, Mortoni

Ricc 2356 471-8
_ Per 78' ) -with-contra secundus
(4v),

BQ 136'-=7

B 109 121'-2

Bux n0.256 (organ arrangement)

\ " Printed Jeppesen, Der Kopenhagener
_Chansonnier, no,20. ’

_ Text only: Roh 185 (printed LSpelmann no.579);
Jard LXXII, 1st verse only (printed Droz-
Piaget no.18)

_Related settings by A.Greban, in Fome C Jena

Giulia, MS XITI, 27, 65'-6; by Tinctoris, 1

,_,,_#for four wvoices, on Morton's discantus
(Segovia, Catedral, MS without siglum XVI—F,
and for two voices, on Morton's tenor (Ib.,

~ CCIIIY). : N

M L4t-5 .
Discantus has text 'Il sera pour vous'. ’
"~ Cas 15677, Borton (with additional Bassus — —

" entailing 3 changss in ths origiral comtra).

Printed Marix, les Mugiciens, 96, lederer,

T mmﬁts v::rtxranythe sawe as M.

'Maistre Symon' or !'Symonet le Breton', and
__ _Bukofzer ('Avw Unknown Chansonnier' 19ff.)
suggests him as composer, although Morton's

P




Wghgjggq;ggghggggfkihuxbourdcn ca@gggggfpf o
M, which contains another (undisputed) work
of Morton's, can be paralleled in the rest
of his compositions; and from 1457-65 both

-these composers were employed at the ’
Burgundian court (Marix, Histoire, 193,209).
_Furthermore, the arranger 6f thg,{LAhomme
armé' tune, whichever he was, has split the
melody in ‘migrant* fashion between the
tenor and the contra - a technique which
immediately sets one thinking-of England.
The upper voice (in rondeau form) is topical ||
and refers to a 'terrible Turk'. This perhaps ||
connects with the fall of Constantinople in
1453, There is no reason why Morton should |
not have written this arrangement of the well-}
known song. |
Nb-one ‘has publlshed the version in NEA

Ma dona bella

Bsc: 127 Morton :
Pirro mentions this as a song of Morton*s,
with an Italian text in the discantus and
a French text(unspecified) in the contra
(Histoire, 118)., Aubry, in his Iter
Higpanicum II, 532, gives the text 'Je vis
tous jours en esperance' for Bsc, f.127';
since he only lists French chansons in his
catalogue, he does not state what is on
f.127. Pirro had obviously transcribed
the piece, from the way he talks-about it.

171 N'aray-je jamais mieux que j'ay (rond eau)
Pix 109%-10
I 291-30, Morton (conmtra 2 si placet:4iv).
Ese 130'-1
Par 14'-5
7Cord 32'=3
Wolf 6'-7 (Marix, Histoire, 240, gives 7'-8)
Q;jfllé'-? (CXIII'-CXIIIIS
Berl 17'-8 ("N")
Niv I'.II
Thott 2'=3 (not 3'-L4, as stated in Plamenac,
- 'The "Second" Chansonmier', catalogue).
FM 176 53'-L, Mortoni

- Plee 2356 57'-9 -
T Printed in Jeppesen, Der Kogenhagener

— Chansonnier, no.3.

Text only: Roh- n912k7£accord1ng to Marix; hot,
according to Plamenac; opp.cit); Jard LXXTI
(printed Droz-Piaget 10.110)

Related settings- Masses based on this song




- were written by Ghiselin-(Petrucci, 1503)
and Josquin (Missa 'Di dadi', Missa Libe
. 3, Petrucci 1514; reprinted Smljers, N
o Josguin des Pres : Werken, Missen, III,93ff. ),
there is an agnonymous four-voiced motet on
Morton's tenor, 'Gaude virgo decus morum'’
“{Verona, Bib.Capitolare MS DCCLV, 3:95:‘%?‘5;9
the song 'Helas n'avray ie mais mie
- ’ . not related to Morton's rondeau (:m
-7 67, and Cord 57'). o
, Text was later set by Claudin de Sermisy (in ‘
Trente et six chansons, Attaingnant, 1530);
and by Nicolas (de 1a Grotte"‘) in Mellange,
o™ Le Roy and Ballard, 1572,

- 172  Mon bien ma joyeux (free form) -

' ~ Pix 188'<9, Morton.(tenor:'Morton bien')

e s e ... Printed in Marix, les Muslclens, 98{‘ ‘
: No further text.

Motectus' see ro.174L below.

173 Vien avante morte dolente { ndeau)

Per 60'-1, Morton (textlass)
‘ Cas 63'-6, Basin (transposed down a fourth).
B Printed (from Per) in Marix, les Musiciens,9k.
‘ No-one seems to have noticed the concord-
ance in Cag before.
Cas presents a smoother and later version

than Per, and is unreliable in its
attributions. In Per, the piece is included
in a group of four songs attributed to Morton
His claim is therefore much stronger than
Basin's. The Italian text is perhaps not
that of the original; only the first line
“is given in Cas.

_ 174  Vive madamme par amours (free form) ,
Pix 48'-9 . ‘

Ricc 2356 15'-6, 'Elent' (no further text)

Per 63'-4, Morton, 'Motectus' (textless)

MuS 11'-12, 'Bnelend du hast umbfangen mich'
—PheFrench—text—must—be the original;

Py Marix printed the !Motectus' from Per as
= )  'a sacred piece {1£5 Musiciens, 240 0 ).

V The version of MuS was printed in Roaenberg s

Dag Schedelsche Liederbuch, no.l.

TmmgLﬁing of the Gexman version 1s -




175 (Textless) ( rquef.g?)

204

~ quoted in the"’qucﬁﬁéﬁ 117 of the
Glogau songbook (published in Reichsdenk-
_male IV and VIII),

(Textless): see no.173 above.

Per 62'-3, Morton, , .
Pal (as yillancico) T
" Printed (from Per) in Marix, Les Musiciens,
B —- . B¢ in Angl€s, Canhcionero
musical de Palacio, I, 3k, and (text o@IIL

23f. (Vols.V and X respectlvely of

Espahola

Menumenbos de la Mus:Lc

, general

ROBEHTUS DE ANGLIA

. 176 El mal foco arda

@ no,19, Ro.de Anglia

177 - 0 fallaze e ria fortuna

Op no.2, Ro. de Anglia

ANONYMOUS PIECES WITH ENGLISH TEXTS
178 Agwillare habeth standiff (ballade)(2v). |

Tr 88 209'-10 348
- Tedtt very corrupt, but clearly copied from
an English original: see Ficker's recon-
struction (g_ig XXII, April,1936,138-9)
The piece is cIe‘éf‘iy a ballade, as the
directions 'closs' (for 'clos'), the refrain

at the end, and the gigha cot_lgruentlae
1ndicate.

179 Klas alas is my chief song (ballade)

MC 77'=9
T Ascribed to -Frye by Bukofzer, and prmbed
by him in 'An Unknown Chansonmier'. I do-
not feel that other English composers' can
safely be ruled out for this piece, or for
no,181 below. The traits of style to which

Bukofzer points are common to many English

songs of the fifteenth century. Nevertheless,
in the only case where the composer of an .
English text has béeh named by a continental -
scribe, that ‘name is Frye s (see no.l‘)'B)

—

Stxras 107' 189
For this piece, and for nos . 1813, see




Thurston Dart 'Une con'Erl Tﬂ”&ngﬂzisvﬁ“

*lﬁ”Barbﬁ:nfems ‘me that he has since found

an English text which agrees with the

remaining words of the Strasbourg in¢ipit,

50 that we may be sure that this piece, and §

probably nos.ltl-B, are of English provenance.
81 ' Myn hertis lust(pallade)

See no.l79, Bukofzer gives no folio reference.

mstmsm%ﬂryer —_—

182 Princhesse of Youth (pallade)
Ese "~ Bsc 78'-80
" Printed in Bukofzer, 'The First English
Chanson on the Continent', 121f.

Proba English, like no kl'r ¥ above

- 183 For grief :
Stras 35, no.50
See no,180

184  Schak melodye
Stras 6}!—, n0.99
Perhaps instrumental? See No,180

185 Trurr - —— e e —
Stras 37 , o, 5h
. A more doubtful case than 1834 ,

(1II) SACRED WORKS - IN FOIETGN SOEHCES WHICH AIE PObSIBLY
ENGLISH

| paired movements of the Ordinary

186+ Kyrie Alma redemptorls mater (with trope Deus crea:ter)

—Pr87-k61-8-133
Pairs with no,187 musically, and as copied
__in the MS. Deus ereator wes a trope favoured :
by English composers.

lé'7+ Glorla Alma r redempt.or:.s mater = —
o Ir 87 lh8'-9' 131;

P ——
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Tr 93 179‘-81'
Pairs with ggnus no,.189

Agnus (Alma redemptorls mater)
Tr 93 361-1' 1827
T *ﬁfrvngﬂ;y* pa:n'edthh%eﬁe%, Saﬁc%tt&Jaeet
: grarmam- (i).

190 m&ﬁﬁﬁﬁﬁ?ﬁnﬁn"ﬁﬁﬂﬂmzuﬂﬁ
- Tr 90 158'-60 928 -
T Tr 93 189'-91I738 ——— ——
Tenor: Ant. at Lauds, St.Martin of Turin
(in Sarum calendar). Pairs with 191.

Credo Dixerunt discipuli
Ir 90 216'-9 953
n 93 288'-91 1784

Kyrie Fuit homo missus a Deo
' Tr 88 35'~7
192-6 form a cycle on the respond for the
Nativity of St.John the Baptist(Matins).

Glorla Fult homo missus a Deo
Tr 90 103'=~5 898
Tr 93 1314,'-5 1708

Credb Fuit homo missus a Deo
e T 90 1757 936
. Tr 93 243'=5 1766

Sanctus Fuit homo missus a Deo

Ir 90 239*=11 96k,
Tr 93 308!-10 1793—

_ Agnus Fuit homo missus a Deo
* ‘Tr 88 37'-§ 220 -
Gloria © Patrls saplentla : '
Tr 90 160!=2 929 :
Tr 9319143+ 1739

. s3I
—Pzirs—with-—ne 0198

I??g\fredc% ‘Patris sapientia . _
Ir 90 2211~3 955

_Tr 93 293'-5 1786

199 -Gloria © quam; suavis
' “Tr 90 108!'-10 900
Tr 93 13840 1710




199-201 fom a cycle , with w1tFtTfe

lost, on the well-known antiphon to
&gm.flcat Corpus Christi.
. e

: Tr 90 180'-2 938
Tr 93 248'-50

201 Sanctus Qﬁuam suavis

Credo O quam suavis

Ty 95 214, '~6 967
_____.ﬁ,,,,,,—ﬂg:-m 31&-‘-6 1?96

.~ 202 "Gloria Paratur mobis =~ .
: Tr 90 125'=7 908
Tr 93 155'~7 1718 ’
Pairs with Agnug no.203. Tenor is anhiphon
at Lauds, Corpus Christi. The other
movements of the cycle are missing.

Agnus Paratur nobis

Ir 90 272'-3' 983
Ir 93 345'-6 1815

Gloria 'Sﬁve sancta parens (Lv).

Ik 90:98t-100 896

Tr 93 128'-30 1706
204~7 formm a cycle on the Introit to the
Lady-Mass of the same name; the omission

of the Kyrie was an English practice., On
the other hand the addition of a contra

@gﬂxs_henaaihjh& ¢cof. in a tenor-Mass
was a continental device. Perhaps the
Kyxie has been lost.

Credo Salve sancta parens (4v).
T 90 1702 93i,
Tr 238'-40 176k

“Sanctus Salve saﬁ?ﬁa parens (4v).
‘ Tr 90 230'-2 960
TI‘ 93 299'-301 1789

A,gnus Salve sancta parens (Lv).

Pr—90-2324=4961
Tr 93 391"*3 1790
R R

208+ Kyrie (with- trope Deus cr;a?ber)
~ Tr 89 114'-6 573~ L
208~-12 form a cycle related by the unique
use of three tenor voices,” a device I
have met elsewhere ohly in a motet by

. - — O ST




° John Plummer (no.97a , which has an.

optional discantus/we'well., Although thereo
is little English music in Tr 89, this Mass
may well be English. The trope, an English
favourite, adds further weight to this
supposition,
Gloria : :
7%1; 89 107‘-9 569 -

Credo

Tr 89 109.-11 570 T

Sanctus

Ir 89 111'-3' 571

Agnus :
- Tr 89 113'-4 572

Kyrie
Tr 88 61 234 -

'Kyrie officii praecedentis proxlml'
i.e.,214~7 below. This Mass immedlately
follows one by Bedingham (nos.15-9 above)
which also has a Kyrie. The movements of
“"the pressnt cycle*are—bnglish in style,
except perhaps the Kyrie, which moves-in
mich faster note-values and may perhaps
have been added by a later contlnental

—master, s

Gloria
Ir 88 54'-5 230

Credo _ ' .
Tr 88 55'=7' 231

-~ Ir 88 58-9 232

216+ Sanctus

217+— Agnus o o
T Ir 88 59'-60 233

218  Gloria (4v).
e s

Tr 90 318!'-21 1036 :
T 218-20 form a cycle, with the Agnu
missing, united by a motto,beg;gning.Awwﬂ




209

~n

Perhaps not bngllsh, since it is written
~ for four v01ces.

Credo (4v).
Tr 90 321'-4 1037

Sanctus zhv).
Ir 90 251'~4 970
Tr 93 322'-6 1801
Ao 268'=9 190
Pairs with no.222; same motto and tenor.

Credo

Ao 269'-71 191

Sanctus (With Benedictus trope Mariae filiug) i
Tr 90 268'-9! (not =9, as stated in QI_

14,-15)980

Tr 93 339'-41 1811
The trope is taken from the troped Sanctus
Sancte ingenite genitor. I have not found
any cases where this trope is used by
continental composers of the time; and on
the other hand, it is used, also for the
Benedictus only, in a conductus setting
in the 01d Hall MS, and as the tenor of ‘
motets by Damett and Sturgeon. See Bukofzer,
Studies, 67. Paired in the MS with no.224,
the two discantus open with the same rhythm,

22J+ Agrus : R
r 90 269'-70 981 -
93 340'-1 1612

225  Sanctus
90 2608-1 974

> 93 3311-2' 1805
Paired by the scribe with no. 226.

r 90 262-3 975 (not 262' as stated in DIO
14-15). -
Tr 93 333-4 1806

-

227 Sanctus (2v).
Ir 92 223'-4' 1570
Paired*heregwi%huﬁgggg Ir 1571 (991270
below); the motto pairs with no.228,
however. _Thlrd voice missing?




Ir 87 107'-8 81

Tr 92 22012 1568
Imperfect? Paired with no, 230

- —— -

| Tr 92 222-3 1569

Single movemen$s of the Ordlgggyrﬁ

&yr1e (w1th trope Lux et origo)
Ao 11'-2 6

The Sarum melody of the troped Kyri
lies in the top voice in this. 31mple
conductus-style setting. Follows. an
introit by Leonel Power 1n the MS

232 Kyrie
& 12l‘70
Free setting; tenor strongly resembles a
'square! in style and construction,
232 bis Gloria ' Tr 92, 128'-30,14,87
233 ~ Gloria
TuB 29
Early setting with 'telescoped! texts,
: when this was very rare on the continent. 3
e i i --English? See-Bukefzer; Studies; 65—

234 Gloria (2v).
. MuEm 140'-1 263

- In a clump of English music., A reduction

_ of an originally three voiced composition?
235+ Gloria

- Ao 8L'-6 71

- FoXlows a Gloria by Benet Conductus style;

declamatory.

236 - Gloria

KOS BT=9 72

Ao 246'-8 177
444IQ_EngllahwfaaciclﬁngI,,hetween;mm1jﬂnﬂﬁ1
: which are certainly hngllsh

238+ Gloria (canonic) f
Ao 201'=2 150
In English fasclcle XVII. Strongly resembles o

e R T
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the ca,n,oglc works of @

239 Gloria Culus maled.lctione
) Tr 90 137'-9' 915
Tr 93 167'-9' 1725

240 Gloria Ecce Maria genult
Tr 90 135'-7 914

Py 9316507~ = e

_ Tenor is antlphon at Lauds Clrcumclslon- :
- ﬁs&ﬁ%ia%%ﬁhs—@ct%ef—%t 777777 :

Glorla O praeclara stella maris

Tr 90 120'=2 906

’I‘r 93 150t'=2 1716 :
Sandwiched between two works by Benet,
here anonymous. o

Gloria Viri Galilei
Tr 90 1114.'-6 903
Ir 93 1u4'-6 1713
Tenor is antiphon at Lauds, Ascension,
‘Sandwiched between works by Leonel and
Benet (here anonymous) in an apparently
English fascicle.

“Gloria (with trope Spiritus et alme)
Tr 90 152%«, 924
Tr 93 183'-5 1734
A trope favoured in CH by the Engllsh
Dunstable uses it too.

Gloria (canonic) (6év).
Tr 90 1546 925
Tr 93 185~7 1735
_ This fine multiple canon (6 in 3) must -
be English: at this time there were no

-———— --canons of comparable complexity written --- - —

by continental masters.

2L5+ Gloria (canonic)

Ir 90 158 927
Tr 93 189 1737 :
Canon 2 in 1, with a free contra, Seeing
- how close it lies to 244 in the MS, this
" is probably English too., The seribe does ]
not make it clear that the discantus should |
~start at the octave above the written tenor: i

‘otherwise dlssonances result. This Gloria

pr e e eSS S




in CH by Eytterlng and Pycard.

246+ Gloria (canonic)

“Tr 90 166'~7 932
Tr 93 210'-11 1749
This is an experimental canon, sharlng

o some features of the- isorhythmic motet-
: The dlscantus has two sets of words.

_reaches the first double

bar at ‘unigenite Jesu Christe!,he must go

--back and sing the same mu&i%again -to-the —

second text, 'Qui tollis... altissimus Jesu

Christe'. Fer the repeat. the two lower

voices have new music. 'Cum sancto...Amen!

is straightforward. So far as I know, this

““technique is otherwise unknown at this date,
though-one could regard the first part of the
movement as ah inverted isorhythmic motet,
the color appearing in the top wvoice -
instead of the lowest. It.recalls the
experimental uses of isorhythm and canon
which we find in the Old Hall MS, and may
well be Engllsh

Tr 90 127'=9 909
Tr 93 157'~9 1719

2h8 Glor1a (hv) |

Tr 93 159'-60" 1720

Printed DIO 61, XIV. Thestrange bursts of
choral declamation for four voices in this
piece, interspersed with long rests, are

- hard to parallel in the music of the time,
English or otherwise. The movement recalls

Jhe_la.t.gx;ials:._bgndqm,ithnugh the composer .
may have been aiming at the effect of
‘Faburden, this Gloria has no fellows in
similar style by knglish composers.

249+ Gloria

Tr 90 1327~} 912

- T 93 162'=4 1722

e e - The opening of this- movement is corrupt:-
- the discantus should have an alto clef,

—and a-semibreve ¢ should be-added before -

the first note of the tenor. The secticnal




__"*structﬁre‘and“fragmentary'Imitatixﬂr
~recall Bodoil's Gloria and Credo (nos, 'ff; o
L6=7

Gloria

Tr 93 187'-8!
o This piece is flanked by the canonic
~--—————Glorias no.2hi=5 above, which are probably
~ of English origin, In the melodic phra31ng,
.~ —gyncopations and harmonic Style—IEASGGEE¥
very Engllsh ‘

Tr 90 156'-7' 926 (not =7, as in DrO 14-15)

251+ Credo
Stras 108'-9 182, Lampens.
vThurston~Bart4has—Sﬁ'ges%edg%ha%—this
movement may be English, perhaps by
- -1ambe , who is represented by a conductus~
tyle Sanctus in the Old Hall M5('Une
cohtribution anglaise au manuscrit de
Strasbourg!'). :

252+ Credo , :
240'=2 174
Tr 87 30'-1 20 _
Flanked in Ao, in the English fascicle
XX, by known Engllsh works; next to a_Gloria Gloria
“by Benet in Tr &7. C‘rtaiﬁly‘E“I*§h in
B style also.

253+ Credo

- Tr»{ﬁ#9-}£}* S
Printed DTO 61 LII.
This work is mngllsh in its melodic
and- harmeﬁ&efstyle, in its use of- -
“coloration, and in the breve rests which
precede and follow the phrase 'sepultus
est! in all three voices. It ends most
unusually as a duet, and may be imperfect, ,
lacking a final full section. a

25l  Credo Homo quidam“fecit
) 90 219'-21 954

93 291'-3 1785
Tenor is antiphomn to BE
Sunday after Trinity.

255 Credo Letare Jerusalem
- 7nT1L$KlJZL34:6495Zf,,_
o 93 285'-8 1783
Tenor is 1ntr01t for Sunday &

s . . . ,




"Tr 90 195'-7 94k |
Tr 93 265'-7 1775 —

256 Credo o

Credo ‘ . S ..
T 90 209%=12°950 —
Tr 93 281'-3 1781

. Ir 90 2231-1:,' 956
Ir 93 295'-7 1787

259+ Sanctus
Ao 183 132 .
Aentyftenor=aﬂd~eon%ra*surv1ve, lightly
) ~ cancelled, The scribe cannot ever have
- -———————-had the missing discantus, for the -
contemporary humbering is contimuous: \ =
no leaf has been torn out. It is possible
to restore the upper part with tolerable
accuracy, since it was clearly a lightly
ornamented version of Sarum 5. The rest
- of the music in this series is by Binchois
and 'de Amglia'. Since Binchois favoured
the low F—clefs that are used here, the
composition may be his: it is sometimes
hard to tell his style from that of the |
English composers, and he also used Sarum B
plainsongs, on occasion. 5

Ao 256'-7 183
This work is certainly Engllsh' it appears
in. the English fascicle XXI, between works
by Neweland and Power. Sarum 2 lies in
the discantus. .

Ir 87 33'-4 22
~ Sandwiched beﬁtW&n ‘works by Benst and
Dunstable, Sarum 3 in dlscantus.

Very probably English.

262 Sanctus
‘ . Tr 92 199'-200 1550
e T C e e Sarum 2 in d:i.seeu'ﬂ;us'P

R 263 sm%mmmwwlm
L Tr 90 260-2 987 o
- Tr 93 353-5 1819




264+ Sanctus
' 90 263'—h' 976
93 334'-5"'
- Next to Soursby's Sanctus no.l27
Sarum 5 in tenor, which has the wrong
clef in the MSg

L
|H|'1

ey

- _— ———— e —— L e

- Ao 202'-3 151

R —English-in- %Wﬂﬁﬁbﬁhe SN
Engllsh fasclcle XVII. '

;
!

i

|
% ,::*

N
o
?‘
g
B
[0}

Ao 216'-7 159
An unusual essay in proportions, very ==
English in harmony and melodic outline,

e e " Copied 1nto EngI¥4h f58515154XVIII:\

ok

267+ Agnus . .

Tr 87 21'-2 15
Paired with Bloym's Sanctus (no.A45)
wrongly: the compositions are in different
modes, and the scribe has added 'Agmus non
pertinet ad Sanctus'. Sarum L in tenor; '
English in style, which mizht account for
the scribe's original mistake. Sandwiched

' between works by Blome and Dunstable in
T T o an apparently English fascicle (II).

268+ Agnus

Tr 87 108-8' &2 - ; ;
Copied %P the end &f an apparently English -
fascicle' (IX); conductus-style.

- TTP92'198L-9415k9 ST S
Occurs in a clump of nngllsh works, and

- is-Englich instyle.

269+ Agrus

Tr 92 225-6 1571
Next to a work by Benet in an apparently

Eng];sh ser:es. Ea:rgd, pxgbg bly 1n _error,

with Sanctus, no.227. o

271 Agrus (partly 4v).
' Ir 90 276-6' 985 .
=TT T —Pr93 349=9+1817 ——— — —- —

271 bis Aghus * Ag £.181 129 an. /




_ Introit.
272 Salve sancta parens .
MuEm 76'<7 148

Communion

273+ Beata viscera
o o - Ao 10 4

Copied next to Leonellls setting of the

same commumnion, and very similar in style.

Sequence

274+ Gaude Dei genitrix (Lv).
Ir 92 l73'~h 1527
_Sequence for memoria de BMV. Follows
a long series of English works in the
MS,. Hesembles Power's four-voiced

Gloriose virginis (109) and Ave regina
~ celorum (i) 5115).

Prose

275+ Gloria laus et honor (2v).
Tr 92 110 1464

Bastertide prose sung by 7 boys 'in
eminemtiori loco'; two settings for three
parts in Egerton 3307. This one, which
has the plainsong at pitch in the upper
of two voices, is here copied between two
works by Dunstable amongst a ssries of
English works.

Isorhythmic motets

\276 Hac clara die turma festiva - Hac clara die turma mulierum - Nova
' efferens gaudla

0 T T Tr 92°136%=7 1498
‘Printed DIO 76 85.
The text of all three voices is taken from
the sequence Hac clara die of the lady-Mass
Salve sancta parens. The whole sequence is
used. Brev.Sar.(Il 518) reads 'Nova afferens'.
Two. taleae one color- tenor only isorhythmlc.

~

Regali ex progenie - (Tenor) Sancta Maria virgo
0 Tr 92 13L'=5 1494 ' '
" I have not traced any settings of these
_ antiphons by continental composers at this
period, The former was. E@t by Fomlﬁs, in




the%ld Hall Piﬁ, in conducmﬁtyle. _The. .
“latter was set many times by the English, and
its chant is here used as the t.enor. ’

Angelorum esca

" o BM22'-3
Lauds, Corpus Christi, , though the texb
of this example 'differs at the end. This

~ copy is corrupt, Pairs with 'Substantiam
et dulcedinem! no,312 (2 for same feast)?

279+ Ave regina celorum,ave (with trope Fons totius Qurltatl )

. FMoai-8 . E———
Next to a work by Dunstable and very

Engl;skp;mst,yle, with- sa;muitaneeuﬁrew— 3

rests in all voices, etc.

Ave regina celorum ave (i) (2v).
BU p.62. Black notation,
Feduced from three voices to two ? (See
Power, Anima mea liguefacta est, no.1l4).
Plainsong in tenor.

Ave regina celorum ave (ii) v
BU p.69. Black notation,
~ Plainsong in discantus; conductus style.
Ave regina celorum ave (iii)
Ir 90 372'-3 1087

-Copied next to Frye's Ave regina celorum
mater (no.8l).

Ave reglna celorum mater (4v).
FM 30!'-2
Copied between works by Frye and Power
in an apparently English series. (fascicle
S III-IV). This is not the respond, which
‘répeats the end of the flrst section of
text., — - -

Descendi in hortum meum

s 40 -193'=l 1Ll - S
~ Gopied between works by Dunstable and

o e __._Bennet at thaheadof an English series,
‘Plainsong in discantus, most of the time
at the fourth above. Surely fEnglish,

-

285+ Gaude flore v1r,ginali (kv).
- Tr 89 170'-3, nos ,- 61‘7:8
-~~~ Herrison, Masic i

_ex.87, quotes this work, saying that




g

it is probably English, He calls the" style
inm evidence, and points out that the text
has the 'variatlons pecullar to it in
English Books of Hours and polyphonic
settings'. Against this, it seems to me
that the style is not partlcularly English
in the passage that.he quotes: the cadence
at the end, with its unresolved B-flat, seems
very clumsy; -and results from the
simultaneous use of the 'Fauxbourdon' cadence
in the upper three voices with the 'dominant'
bass in the second contra. There is moreover
-—only one proven piece of English music in thi
MS, and that is a secular song, Dunstable's
O rosa bella, with Bedingham's Concordantiae.
Qn the other hand, one must assume that
DriHarrison has made a search of many
continental Books of Hours and polyphonhic
settings of this antiphon, before venturing
- such a statement as the words quoted above.

286+ Gaude Maria virgo
FM 36'-7
Veny English in style and copied in the
apparently Lngllsh fascicle 1V, -

287 Ivo mihi ad montem myrrhae (i) (4v).
MuEm 50'-1 94. Black hotation,

Imitative opening. Chant not used.

288+ Ibo mihi ad montem myrrhae (ii)
Tr 90 284'-5 no. 991—2
‘Next to a work by Frye. Plainsong in the
discantus, transposed up a fourth. English
~in style. ,

Nesciens mater (i)
\ Ao 271'=2 192
So far as-1 know there are no. settlggs of
this antiphon by comtinentals though it was.
—fairly popular amonst English composers of
the time., The chant is in the contra, and
the whole treatment is thoroughly English.

Nesciens mater (ii)

Tr 90 4L6L'=5' nos 1143 -
Facsimils of £.465% in mie =15 pl. VII.
Very free paraphrage, if T the chant has
‘beenﬂmmx¥1ﬁra&i—fAAgaiana text favoured .
by‘thé‘Eninsh




'291Ar_§y£Iis est dilectus ' | -
- | Tr 88 330'-1 kL5

292  Quam pulcra es (i)

Tr 88 3291-30 4Lk
293+ Quam pulcra es (ii)

Tr 90 342'-3' 1053
Immediately follows a group of antiphons
(here anonymous) by ‘Dunstable, Forest and

,,,Eﬂnmmar,.ngcidedly English in style, Chant
not used,

Quam pulcra es (iii)
- : 2_ 89 218’-20 655

Regina celi letare

MuEm 58'-9 111. Black notation.
English in style.

Salve reglna (with trope Virgo mater) (i)
. - Ir 92 228'=9' 1575
Immediately followed in the MS by Angllcanus'
Regina celi and Power's settlng of Salve
regina (and trope). Plainsong in discantus?

Salve regina (with trope Virgo mater) (ii) =
Tr 90 305'-7, nos.1025-6
Chant not used.,

‘Salve regina (w1th trope Virgo mater) (111)
FM 37'-8 and 39'-42 (on £f,38'-9 the scribe

has made a false start with the wrong music, - 4

and cancelled it). In an apparently mngllsh
w;nfAﬁAﬂwfaanlglg,ﬁi\)!wvfff7477 -

X

;ﬂamvmﬂﬁiwfwaﬁmﬂup Power and

Dunstable; though in a different fascicle.
Chant orhamented in discantus. Old-fashioned
prolation time-signature.

3Q0+ Salvefreg;na (11)
o e - Ai&ﬂﬁm43ié}l-ﬁk%??9P'i*j'~ o
' - —Follows a workAbygBengt in the Eﬁf in

fascicle well-populated by English 1 music.e
Chant in discantus, freely paraphrased.




302

303+

Salverogina i) -

Tr 88 200'-3 343 = - - -
Chant in discamtus,. -

Salve regina (iv) : .
" Tr 90 324'-6' 1038

Sancta Maria non est tibi similis

304+

Tr 87 144'-5 130
Tr 92 228 157),
‘Next to a work by Dumstable in Tr 87
 Respond afd antiphon, The piece has
an mngllsh.flavour. T

Sancta Maria,succurre ﬁ;%erls
EhEm 93t~ 19k

305+

The4opening_resemblasADunstablsgﬁLsghting

(John Dunstable no.L9) and the layout of

x duets, full sections, and time-signatures is

‘ also*similar.‘BukOfZer thought this piece
English (Ib.p.183, notes to no.49).

Sub tuum presidium : : ‘

Tr 90 458 1135
Copied next to an antiphon by Power,
and English in style.

. 306 __Tota pulcra es (i)

307

Tr 88 331'-21 nos.hh647

_Tota, pulcra es (11) ]
88 33314h.and 333, nos,hAQ _and LL8 , :
" The scribe has filled in the second part
~ of this antiphon on the previous blank
A folio.
308 Tota pulcra es (iii) B o - .
i mOS3-kt )
- ~ Trope to Salve regiha’ S - 7 7 1
309 Virgo mater 7
| : Tr 90 350-2, nos.1061-2
Plainsong in contra (and dlscan@us?).
7 Unidentified texts \
310 .

s

Y o

"Gaude V1rgo, ‘que de cells

. Ir 87 121'=2 97
e Marian sequence?




o M h2'-h
- - o Antiphon from Seng of §ggg 87

Substantiam et dulcedinem A
TEM 23, -
~ On Corpus Ghristl? Second part of
!A
ends as a duet is it a polyphonic Verse,
o be completed by. the Hespond in choral

unison?






