
1 

 

 
© Robert J. Mitchell 2025 

 

 

TEXTING IN EARLIER FIFTEENTH CENTURY SACRED POLYPHONY 

with particular reference to the repertory of the Trent Codices and related sources 

Robert J. Mitchell 

 

2025 

 
Thanks for assistance in producing this study go to my draft-readers Margaret Bent and David Fallows. 

Help with other materials from Bonnie Blackburn, Mike Beauvois, Reinhard Strohm, Nick Sandon, 

Daniel Leech-Wilkinson, Michael Scott Cuthbert and the late Peter Wright is also gratefully 

acknowledged. 

 

1. INTRODUCTION 

This study addresses problems involving the application of text to sacred music in the approximate 

period 1400-1460, with special reference to the contents of the Trent Codices. I will attempt to show 

that there was little or no standardisation in setting text to part-music, and sometimes a widely differing 

variety of practices. I also attempt to show that a best-practice editorial full text policy is suitable for 

some sophisticated part-music from the years 1440-1460, but additionally I will argue that such a policy 

cannot be applied uniformly to all extant styles of vocal music for the period concerned. 

This is only a short study of a large subject. Its purpose is to give those who are relatively new to editing 

fifteenth century music a step forward based on my long experience of dealing with texting in 

compositions of the time (from roughly 1977 to beyond 2020). Like everybody else I learned partly by 

making mistakes, and hopefully absorption of what I suggest in the following pages will make learnersô 

attempts to handle texting far more confident than they might otherwise be. I make no claims to rectitude 

or authority here, and I write on this subject merely because I have trod its paths more than most other 

scholars. For most of this study I have pursued those paths empirically, and the lack of relevant 

theoretical sources has certainly not been a disincentive. For most guidelines proposed in this study 

there will be exceptions, and I make no claim to have been exhaustive about such exceptions. Much of 

what I suggest concerning lower-voice text could be substituted by a more theory-based approach to 

ligatures than I allow here, plus perhaps generalisations about incipit-texted and partially imitative 

textures not really needing text. But I know for sure that such approaches would short-serve much of 

the music concerned.1 

The main difficulties with text in earlier fifteenth century sacred music are related to the musical 

textures and text presentation in voices which are not fully texted. Slow-moving Tenor and Contratenor 

 
1 There is an additional layer of complexity here in that an increasing number of fifteenth century sacred pieces 

in more than one source are now capable of being analysed as adaptations or second versions of previous copies, 

and sometimes this involves doubling or halving of values and changing of mensurations, adding or deletion of 

ligatures, and so on. For some small examples see Bent, M., óNew Concordances for Dunstaple, Cooke and 

Binchoiséô in Cook, J., McDonald, G. and Whittaker, A. (eds), Manuscripts, Materiality and Mobility. Essays 

in Late Medieval Music in Memory of Peter Wright (Libreria Musicale Italiana, Lucca, 2024) pp. 151-162. 

Additional texting can also play a role in how a modern editor views a single work. For example, the Zacara Gloria 

tro. Laus et honor in Old Hall (f. 28v) is the only extant source for this piece with a ligatured and untexted Contra. 

It seems possible that the trope in other sources might not have been part of the original work. 
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parts often cannot accommodate the quantity of text which the Superius voice above them is given. 

Also in many continental manuscripts from the end of our period such Superius text is often entered in 

a compressed and imprecise manner.2 Modern editions reflect these difficulties in various ways. A few 

merely give the unhyphenated text largely as it appears in the source used.3 Others attempt to reproduce 

more or less the exact underlay of the source used, which may not have been the intention of the musicôs 

composer.4 Quite a few editions attempt to resolve underlay problems by moving syllables around, 

either out of a sense of being practical or because of a sense of aesthetics. Some also add editorial lower-

voice text.5 The difficulties with text here are compounded by the certainty that Latin pronunciation 

was not standardised in this period, and also by the probability that our sense of text underlay aesthetics 

was not the same as that of a musician of the fifteenth or sixteenth century.6  

I begin with presentation of a few examples to show how widely fifteenth century attitudes to musical 

text may have varied. Firstly, I refer to Dufayôs Iuvenis qui puellam (not a sacred piece, but rather a 

mock discussion in terms of canon law whose allegorical references seem to concern the Council of 

Basle).7 Its use of fauxbourdon and syllabic passages reinforce its relationship to styles of sacred music 

current around 1440. I refer to it here because the rhythms of its syllabic passages tend to reflect the 

poetic feet of its text, which is most unusual for its time. 

  

 
2 Pieces in continental sources sometimes appear to be quite scrappily copied alongside readings in English 

concordances, such as in the fragmentary source illustrated in Plate 9. Plate 8 (even though its music has no 

continental concordances) illustrates another insular source with what looks like clear textual intentions. 
3 For an example see Albert Seayôs edition The musical works of John Hothby (d. 1487) (CMM 33, 1964). 
4 See GŤlke, P. (ed), Johannis Pullois Opera Omnia (CMM 41, 1967). 
5 For much of this study I will be referring to my extensively texted online editions of Trent 89 and 91 (hereafter 

89 and 91) on the Oxford DIAMM website (https://www.diamm.ac.uk/resources/music-editions/trent-codices/) 

with the manuscript sigla followed by page numbers for individual music passages. My reason for this is that these 

series provide reference to a conveniently large body of music in a single format which is edited consistently. 

Throughout this study, many pagination references for scores are only referred to by their start point (i.e. óp. 34ô 

for a whole Mass cycle or motet). This is merely to save space. 
6 This point about aesthetics is particularly observable for English-speakers in the text underlay of the recent 

edition of Thomas Whythorneôs 1571 songs for three, four and five voices (respectively Antico AE 31, 39 and 38, 

2000-2004) and also in the general underlay policy in early volumes of Stainer and Bellôs The English 

Madrigalists series edited by Edmund Fellowes. 
7 The piece is incomplete in its only source and lacks the ending. Further, see Trumble, E., óAutobiographical 

Implications in Dufay's Song-Motet "Juvenis qui puellam" in RBM 42 (1988) pp. 31-82. Trumble does not discuss the 

rhythmic feature mentioned here. The text of Iuvenis qui puellam consists of prose for its first surviving section and 

metrical stanzas for what remains. For recent work on it see Alejandro Planchartôs online Dufay edition 

(https://www.diamm.ac.uk/documents/165/24DuFay-Iuvenis.pdf). The text of the first section is taken from a letter 

of Pope Eugenius III, ñAd Aesculapium presbyterumò, found in the proceedings of the Third Lateran Council 

(1179). Dufay would have had access to this because of his canon law studies in the later 1430ôs. Planchartôs 

Guillaume Dufay; the Life and Works (2 vols, Cambridge and New York, 2018), II , p. 408 disputes the musical 

settingôs accepted dating slightly.   

https://www.diamm.ac.uk/resources/music-editions/trent-codices/
https://www.diamm.ac.uk/documents/165/24DuFay-Iuvenis.pdf
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1. Dufay, Iuvenis qui puellam, opening of first duple section; 

 

2. Dufay, Iuvenis qui puellam, end of surviving final section; 

 

Secondly (and more or less oppositely) the start of the second section of the Credo from the óJo. Bassereô 

Mass in 89 gives the word óCrucifixusô with a most unusual rhythm.8 

3. Jo. Bassere, Credo from the Missa Sine nomine, opening of second full section; 

 

Third, the following extract from the Missa Zersundert in 91 shows words from the Credo text being 

adapted to the anacrusic rhythm of a pre-existent song model by repetition of syllables.9 

 
8 D89 p. 961. 
9 D91 p. 788. This Credo presents what seems to  be a series of song references in its Superius, and the anacrusic 

behaviour of the Superius and Tenor here is probably derived from the melody of the mostly lost song Tu auf 

mein allerlibste (part of which survives as incipits in the quodlibets Glogau no. 117 and Leipzig 1494 no. 159). 

Perhaps even worse than this example in terms of setting Mass Ordinary text is a passage from the Credo of 



4 

 

© Robert J. Mitchell 2025 

 

4. Missa Zersundert, Credo, 160-164; 

 

Added to these rare extremes we also find text in probably revised pieces and contrafacta where certain 

liberties seem to be taken. Notably in the Missa Au chant de lôalouette in SP B80 where dense and 

sometimes awkward upper-voice wordsetting in the Gloria and Credo suggests some drastic revisions, 

perhaps due to the work being shortened.10 Likewise, Spec contains two pieces which look like 

contrafacta of secular works whose Superius parts are untidily underlaid with successive parts of the 

Credo text rendered like verses.11 

In between these instances, much triple-time music of the era from Ciconia to Dufayôs later years moves 

in what a previous writer called the ójuxtasyllabic styleô.12 Meaning that where the music has anything 

like full text, the Superius tends to lead in a texture where the lower voices have less text than the latter 

or where the lower voices textually ócatch upô with the Superius towards the ends of musical phrases. 

But even to admit the likely existence of such a haphazard method of text-setting in fully underlaid 

music only seems to pose more questions than it answers. Such as where and when lower-voice text is 

needed or not, the priorities in which text and music were entered in some sources, and most importantly 

a question of consistency. Are there indeed any grounds for attempting to text earlier fifteenth century 

sacred polyphony with a degree of editorial consistency? These and other related issues are matters 

which I hope to address satisfactorily in the following sections, whose headings are set out below. 

2. Surviving treatises concerning text underlay, and principles followed in the remainder of this study. 

3. How to determine the necessity of lower-voice texting, and identifiable types of music in preceding 

style periods which seem to require consistent text policies. 

4. Full text in pieces from the later part of our period. 

5. Precedents for types of texting amongst sources earlier than 1430, and text preceding the copying of 

notation (in carefully made manuscripts from before 1400 this tends to be the norm). 

 
Martiniôs Missa Cucu where the words of the Tenorôs Credo text are interrupted by the óCucuô call of the cycleôs 

binding musical material (D91 p. 573). 
10 SP B80 ff. 1v-9r. Published in Moohan, E. and Steib, M. (eds), Johannes Martini: Masses Part 1. Masses 

without Known Polyphonic Models (A-R Editions, 1999)  p. 212.  There is also an online transcription by Agostino 

Magro at http://ricercar-old.cesr.univ-tours.fr/3-programmes/EMN/MessesAnonymes/sources/86.pdf. 
11 Spec  pp. 166-167, both for are three voices and respectively referred to as Patrem řehtavé and Patrem Jirkovo 

in the manuscriptôs index. The first name means a óneighingô Patrem and the second means the Patrem óof Georgeô. 

For more information on individual names for pieces in Spec see Mráļková, L., Behind the stage: some thoughts 

on the Codex Speciálník and the reception of polyphony in late 15th-century Prague in Early Music 37 (2009)  

pp. 37-48. 
12 See Villard, L., Text underlay in the Mass Ordinary of Dufay and some of his contemporaries (Ph. D. 

dissertation, Illinois University, Evanston, 1960) pp. 37-43. 
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6. The development of textural density in fifteenth century sacred music. 

7. Superius parts with two or more slower-moving supporting parts. 

8. Homophony and near-homophony. 

9. Imitative and largely free composition. 

10. Chant paraphrase. 

11. Lower voice cantus firmus. 

12. How text might have been applied in performance, and the likely variety in vocal ensembles. 

13. Other studies of texting. 

14. Conclusions. 

ééééééééé 

 

2a. SURVIVING TREATISES CONCERNING TEXT UNDERLAY, AND PRINCIPLES 

FOLLOWED IN THE REMAINDER OF THIS STUDY. 

Apart from casual references to text distribution in a treatise who some authorities regard as the work 

of a certain óEgidiusô, there appear to be no surviving works on setting text to music prior to the early 

fifteenth century.13 Don Harrán published an article in 1978 which gives and discusses the surviving 

parts of two treatises on texting, each of which is incomplete. Both may come from the Veneto. The 

first may date from around 1420 and the second may be from before the mid-century. Both are in Italian 

and the leaf containing their remnants is bound together with treatises by Gulielmus Monachus and 

Antonius de Leno.14 The rules that each texting treatise gives are basic and seem to be intended for 

general musical instruction rather than for experienced musicians. I paraphrase the principles and rules 

given in the first treatise below. 

1. There is no logic in how to adjust words to melody beyond that in the mind of whoever writes out 

the melody in notes. 

2. Melodies can carry as many syllables as are required. 

3. Syllables always go with the note written above them. 

4. Never break ligatures by assigning more than one syllable to single ligatures. 

5. Align notes and syllables properly. 

The second treatise gives equally straightforward instructions which I paraphrase as follows. 

1. Deliver the syllable (i.e. sing the syllable) on the note with which it is aligned. 

2. Keep singing all notes on the same syllable until the next syllable is reached. 

3. Be careful to specify [in copying] where a syllable is to be sung. 

4. Never place a syllable on any note of a ligature other than the first. 

5. Syllables may occur on adjacent beats (i.e. tactus or semibreve pulses) or on beats still further apart. 

6. Syllables are not to be placed between beats (i.e. they are not to be placed under notes that are not on 

tactus or semibreve pulses). Harrán discusses the precise intention of rules 5 and 6 above, which seem 

to indicate - for example - that in a measure of six minims in O mensuration syllables may only occur 

under minims 1, 3 and 5. 

 
13 Bent, M., The Motet in the Late Middle Ages (Oxford, 2023) pp. 17-18 contests the usual attribution of this 

treatise on motet writing to Egidius de Morino, also suggesting that its date may be nearer 1400 than the normally 

accepted dating in the last quarter of the fourteenth century.  
14 See Harrán, D., óIn Pursuit of Origins: The Earliest Writing on Text Underlay (c.1440)ô in ActaM 50 (1978) pp. 

227-240. The original language and English translations of practically all theoretical material given in this section 

can be seen in the same authorôs Word-Tone Relations in Musical Thought: From Antiquity to the Seventeenth 

Century (MSD 40, Stuttgart, 1986), Appendix, pp. 360-489. 
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The next most significant writings on text underlay come from the sixteenth century. They are in an 

unusual chronological order because the ten principles of text underlay in Gioseffo Zarlinoôs Le 

Istitutioni Harmoniche (1558) are followed by Kaspar Stockerôs De musica verbali of ca. 1570, which 

gives rules that were observed by óolder composersô as well as general principles concerning text 

underlay.15  It becomes apparent from Stockerôs discussion that his óolder composersô rulesô refer to 

music written before Zarlino, who was a disciple of Willaert and whose motets generally reflect a more 

syllabic style of writing than is apparent in the music of previous masters.16  

For the sake of simplicity I give Zarlinoôs rules here first, largely as paraphrased in the account of 

Zarlinoôs works published by Gustave Reese.17 

1. Long and short syllables should be combined with notes or figures of corresponding value óso that 

no barbarism is heardô. 

2. Only one syllable should be sung to a ligature. 

3. A dot augmenting a note should not be given a new syllable (meaning that an augmented note can 

only receive a single syllable and must not be split). 

4. A syllable is not to be assigned to a semiminim or to notes of smaller values, or to notes immediately 

following such small values (this rule is meant to apply to music where the tactus is on the semibreve). 

5. Notes that immediately follow a dotted semibreve or minim and are of smaller value than the dots 

themselves (i.e. a semiminim after a dotted semibreve) are not normally given a syllable. 

6. If a syllable has to be given to a semiminim, another syllable may also be given to the following note 

(again this rule is meant to apply to music where tactus is on the semibreve). 

7. A syllable must be given to a note - whatever its value - at the beginning of a piece or after rests 

within it. 

8. In plainchant, neither words nor syllables should be repeated (presumably Sanctus chants would lie 

outside this rule). 

9. At the close, a penultimate syllable may be combined with a number of notes but only if it is a long 

syllable. A combination of several notes with a short syllable would produce a barbarism. 

10. The last syllable must coincide with the last note of a piece. 

 

All  of these rules except the second are occasioned by a sense of aesthetics. Not all of them are 

consistent with material to be discussed in the following sections, and in due course I will describe 

exceptions to rules 1, 2, 5, 6, 7, 9 and 10. 

 

2b. Kaspar Stockerôs writing on text underlay. 

 

Stockerôs treatise De musica verbali (probably written around 1570) illustrates a scholastic method of 

writing about texting with humanist influences. In his first chapter he states that ñmusicians are 

shamefully ignorant of the method of how to apply words to notes, a discipline not easy to learn without 

rulesò. He also objects to solmisation as a teaching method, and subsequent chapters deal with basic 

 
15 See Lowinsky, E., óA Treatise on Text Underlay by a German Disciple of Francesco de Salinasô in Meyer, E. 

(ed), Festschrift Heinrich Besseler (Leipzig, 1961) pp. 231-251. 
16 See Lewis, Mary S., óZarlinoôs Theories of Test Underlay as Illustrated in His Motet Book of 1549ô, in Notes 2 

(1949) pp. 239-267. For the purposes of this discussion the sixteenth century accounts of texting by Lanfranco 

(1533) and Vicentino (1555) are not used. For these, respectively see Harr§n, D., óNew light in the question of 

text underlay prior to Zarlinoô in ActaM  45 (1973) pp. 24-56 and the same authorôs article óVicentino and his 

rules of text underlayô in Musical Quarterly 59 (1973) pp. 620-632. I omit Lanfrancoôs rules because - as Harr§nôs 

study shows - Zarlino partially cribs them. Giving a full account of Lanfrancoôs thinking would also obscure the 

dichotomy in my account here between Zarlinoôs rules and Stockerôs assembled practices of older musicians. I 

am, after all, writing about fifteenth century practices and not those of the following century. Further on Zarlino 

see Goldman, D., óA New Look at Zarlinoôs Theory and its Effect on his Counterpoint Doctrineô in Theory and 

Practice 16 (1991) pp. 163-177. 
17 Reese, G., Music in the Renaissance (revised edition, Norton, London and New York, 1959) p. 578. 
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theory and practice in music in addition to the potency of text when it is set to music. In his third chapter 

he asks ñshould a composition be sung in any other way than that intended by the composer?ò and after 

dealing with further elementary theory matters he asks if it is legitimate to apply Zarlinoôs underlay 

rules to music not composed according to their practice. He answers this question by saying that he 

firmly believes such principles existed before Zarlino, and he then lists five obligatory rules followed 

by older composers. These are as follows, with some paraphrase of their content. 

 

1.  Do not force a greater number of syllables onto a smaller number of notes. 

2. Count the dot as one with its note (which equals Zarlinoôs rule 3). 

3. Each ligature receives only one syllable (equalling Zarlinoôs rule 2). 

4. If several notes appear on the same pitch, each one of them receives its own syllable (I take this to 

mean immediately successive notes at the same pitch). 

5. The first syllable goes to the first note, the last syllable to the note (agreeing with Zarlinoôs rules 7 

and 10). 

 

These add nothing aesthetically new to Zarlinoôs rules, and the ónewô rules 1 and 4 here are as self-

explanatory as the rest of the derived rules given. Stocker also provides commentaries to his list. The 

commentary regarding rule 1 describes a situation where many notes are given at the beginning of a 

piece to few syllables, but where towards the end of the piece more syllables in the text than available 

notes remain. In this eventuality some syllables may be left out, or notes must be divided, or syllables 

must be given to small values which do not normally receive them. Stocker adds that examples of such 

situations will not be found in the works of Willaert and his followers, but instances occur in works by 

older composers. Unfortunately the musical examples that should accompany this passage are omitted. 

 

He also asks ñhow does it happen that we find more notes than syllables?ò and replies to this by giving 

the composer or the singer as the cause. If the composer gives more notes than syllables then such a 

situation may be due to imitative construction or other means of musical construction to emphasise 

either an important sentence or word in the text. If the singer gives more notes than syllables, this may 

be due to ornamentation. 

 

In the commentary to rule 2 Stocker describes why dotted rhythms occur, saying that they either reflect 

the correct stresses of text (i.e. in the word óDominusô with a short note for its second syllable) or 

because of contrapuntal necessities (for example, in the classic preparation of a dissonance). He also 

allows a concession here in the eventuality of ótoo many syllablesô, namely that the two parts of a dotted 

note may be separated providing the separation does not result in the second note offending the ear as 

a dissonance. I imagine that what he had in mind is illustrated by the following example, but he also 

says ñin case of doubt, it is always safer to follow the rule not to separate the dot from its note.ò 

 

5. Realisation of a likely exception to Stockerôs rule 2; 

 

 
 

In his commentary to rule 3, Stocker admits that ligatures can receive more than one syllable if 

necessary. Rule 4ôs commentary section also allows an exception, namely that if the first of two notes 

at the same pitch is a semiminim or shorter, a syllable may be given to just the second note or may be 

omitted altogether. Again the musical example which follows this passage is missing, which is 
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particularly unfortunate. He continues that this exception particularly applies when the first note is 

preceded by a note of the same length and so appears to be tied, and the note afterwards can go without 

a syllable because it follows a semiminim. Lowinsky illustrated Stockerôs probable intention here as 

follows. 

 

6. Realisation of an exception to Stockerôs rule 4 (adapted from Lowinsky, op. cit.); 

 

 
 

Stockerôs exceptions to his fifth rule firstly concern internal syllables in whole musical texts. He regards 

placement of all of these internal syllables as musically random. However, if the first or last syllables 

in a voice have a ligature, then rule 3 for ligatures overrides rule 5. He then proceeds to five optional 

rules of older composers. 

 

1. The syllables of each penultimate or antepenultimate note - providing that they are accented - may 

accept several semiminims. 

2. An isolated semiminim often receives a syllable, and in this instance the following note receives a 

syllable too. 

3. If two notes which are minims or semiminims follow a dot and their value taken together equals that 

of the dot, neither they nor the note that follows usually receive a syllable. 

4. Occasionally two minims or semiminims take one syllable, which is applied at the first note and held 

out for the second. 

5. If many semiminims or smaller notes go together they receive one syllable, which comes under the 

first note. 

 

Most of these optional rules concern the text-setting of melismata. Rule 1 here equals Zarlinoôs rule 9, 

rule 2 is the same as Zarlinoôs rule 6, rule 3 is the same as Zarlinoôs rule 5, and rule 5 has a similar 

context to Zarlinoôs rule 4. His commentaries on these optional rules of older composers contain the 

following observations. Regarding rule 1, Stocker differentiates between accents in single words and 

the importance of certain words within sentences, and says that an educated musician ensures the 

agreement of grammatical and musical sense. I take this to mean that melismata on unimportant words 

such as óetô or óinô are discouraged in polyphony, and likewise melismata on word combinations such 

as óet inô or óqui proô are thought to be unstylish. 

 

Concerning rule 2, Stockerôs arguments can be summarised as meaning that a texted semiminim with 

an untexted longer note following it can sound odd. He adds that if a texted semiminim is followed by 

small values, then only the first of these small values receives a syllable. 

 

On rule 3, he stresses that the speed of the semiminims concerned makes the appearance of a syllable 

on a longer note immediately following them uncomfortable. 

 

Regarding rule 4 (a preference for minims being used for text in pairs) his desire for the syllable to 

appear with the first of two such minims is the result of tactus normally being counted at semibreve and 

not minim level. Where a minim is followed by a note twice its value, the second note should be 

regarded as an accessory to the first. Lowinsky realised Stockerôs probable intentions here as follows. 
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7. Realisation of a commentary example to Stockerôs optional rule 4 (adapted from Lowinsky, op. cit.); 

  

 
 

Stocker comments on his rule 5 preference for syllables on the first notes of melismata containing small 

values as follows. Not only does a composer usually start ordering his counterpoint from the beginning 

of such a passage; singers tend to do likewise when they embellish starting with a simple melodic figure 

(i.e. it would be rare for a Renaissance singer to begin an embellished phrase with a series of simple or 

large values). 

 

Lastly in connection with optional rules of older composers, Stocker discusses matters relating to 

Zarlinoôs rule 8 and its prohibition of word and syllable repetition in plainchant. He says that when - 

towards the end of a piece - so many notes remain that a sentence can be repeated, repetition is favoured 

to prevent the singing of a long melisma on an accented syllable. He adds that frequent repetitions cause 

óaversion and disgust in the listenerô, that text repetition sometimes occurs in polyphony out of 

necessity, and that repetition sometimes occurs because the importance of a certain portion of text has 

to be impressed upon the listener. He adds that phrase or word repetition for emphasis of meaning is 

also a habit of poets and orators. Stocker then gives a list of optional rules of modern composers. These 

are as follows. 

 

1. All minims and notes larger than a minim receive a syllable. 

2. A series of semiminims or smaller notes - however many they may be - receives only one syllable. 

3. A note following immediately upon semiminims or fusae - whatever its value may be - continues the 

same syllable as the previous small values. 

4. Repetition of text should be shunned, and repetition of single words should be shunned more than 

that of sentences. 

5. Short syllables should take a short note, and long syllables should take a long note. 

 

Rule 1 here is very similar to Zarlinoôs rule 1. Rule 3 resembles Zarlinoôs rule 4, rule 4 is similar to 

Zarlinoôs rule 8, and rule 5 is again similar to Zarlinoôs rule 1. Stocker again gives commentaries to 

these rules, but these need not concern us here nor their application to music of Willaertôs generation.18 

Lowinsky gave a full comparison of the application of Zarlinoôs and Stockerôs underlay rules, but again 

that is outside the present subject-matter. What matters here is that Stocker is practically our only 

witness to the habits of composers regarded as óolderô in the first half of the sixteenth century. His 

writings clearly touch upon the following situations which we will encounter several times again in 

following discussions. 

        

Too many words for the notes given (see older obligatory rules, commentary 1).   

Occasional split values (see older obligatory rules, commentary 2).    

Ligatures needing more than one syllable (see older obligatory rules, commentary 3).  

The likely existence of repeated notes in cadential clichés (see older obligatory rules, commentary 4). 

Pieces or single voices ending with ligated values (see older obligatory rules, commentary 5). 

 
18 Stocker is far more prolix and elegant in his original language than I allow here, and those who take interest in 

humanistsô comparisons of oratory and music will take much pleasure in his reasoning. However, the otherwise 

very accurate and eloquent account in Lowinsky, op. cit. is slightly confused because on p. 237 (first full 

paragraph) the information on Stockerôs five obligatory rules of older composers has its descriptions of the rule 2 

and 3 commentaries in the wrong order.  
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It would be possible to contrive a set of óobligatory older rulesô for texting in works before Willaert 

simply by compounding common features of all the older rules given so far. However, working in that 

way to edit music not necessarily written with such principles in mind might be procrustean or might 

end up being prohibitive rather like the workings of species counterpoint. Nevertheless for a laboratory-

style way of applying similar rules see the information from Albert Munnôs 1991 thesis in section 13. 

 

 

ééééééééé 

 

2c. General principles for realising text underlay. 

Having dealt with the relatively sparse information that survives from theorists, there are certain 

principles followed in the remainder of this study which depend partly on the rules previously given. 

 

(i) I take realised text underlay here to mean that the score and one-stave examples in the following 

pages have had their text-syllable positions in the originals adjusted frequently, and voices without text 

have sometimes had editorial text added. The purpose of such realisation is restoration: namely, an 

attempt to enhance what survives of the music and to bring it back into the world of performance without 

giving the singers too much work other than to read and sing what they see, and at sensible performance 

speeds too. In providing guidelines for such restoration I am well aware that many manuscripts prior to 

the 1430ôs use music notation copied after text was entered, and I deal with samples of such sources in 

section 5.  I am discussing music that was exclusively sung, and mostly sung either to text or to wordless 

vocalisation or a mixture of both. There is a school of thought which considers the singing of 

solmisation syllables for supporting voices in late medieval polyphony, but I have never seen this 

investigated on paper or heard it done effectively.19 Likewise if there is anybody reading this study who 

believes in the exclusive use of instruments for supporting parts in fourteenth and fifteenth century 

polyphony, they will find no support for that belief here. However, see section 11 for possible uses of 

instruments in cantus firmus parts.  

 

(ii) I think it logical that in measured music there is a general preference for a syllable to be placed on 

a strong beat. This particularly applies to supporting voices. Exceptions are likely to occur in four 

instances. Firstly where a plainchant cantus firmus is involved, or secondly with upper-voice plainchant 

paraphrase if the latter is not so figurative as to have a merely vague resemblance to its parent chant. 

For examples of the latter I refer readers to section 10 on chant paraphrase. The third exception concerns 

vocalised prelude and postlude passages in part-music; some of these might have been wordlessly 

vocalised. Such preludes largely belong to secular pieces by Binchois, Dufay and others in Ox 213 and 

similar sources. The fourth exception is with anacrusic two-note entries at the same pitch as in Examples 

16 and 17 following. 

 

 
19 Two related early fifteenth century Latin three-voice secular pieces by Egardus and Martinus Fabri mention a 

certain óBuclarusô who is encouraged to return home (probably to the Low Countries) and sing ógamautareô. 

Further, see Strohm, R., Music in Late Medieval Bruges (Oxford, 1985) pp. 111-112. Apart from occasional 

solmisation references in combinative chansons these pieces are amongst the very few polyphonic pieces before 

Josquinôs Missa La sol fa that mention or involve solmisation in their texts. Both are canonic. The Fabri piece 

(Sinceram salutem) is published in Strohm, ibid. p. 211. Egardusôs piece (Furnos reliquisti / Equum est) is in 

PMFC vol. 13 p. 214. 
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(iii) Despite the seamless texture of much mid fifteenth century polyphony, most music of this period 

is essentially measure music which uses regular tempus groupings of two or three semibeves.20 Much 

of the complexity of O mensuration style in the later part of our period is achieved by the use of 

conflicting accents and varied harmonic pace. For example, rhythms such as Ã   Ã  occur frequently, 

and standard cadence formulas can be halved or doubled in speed to achieve varied rhythmic effects. 

 

8. Touront, Missa Sine nomine II, Credo, 74-75;21 

 

 
 

9. Touront, Missa Sine nomine II, Sanctus, 34-36; 

  

  
 

Here we are dealing with the contrast between lesser and greater rhythms. This is an extremely 

important principle in connection with texting problems, since deciding where a strong accent lies can 

help to determine the best position for text syllables. However, in rhythmically sophisticated polyphony 

the positioning of strong and weak accents is not always easily detectable, and sometimes might not 

even be relevant for editing purposes. In pieces from the middle to the later parts of our period the 

contrasts between lesser and greater rhythms often make up quite complex textures, and the task of 

identifying strong musical stresses is best done empirically through performance. For example, in O 

mensuration and faster-moving passages in sesquialtera or dotted-C, repeated singing or playing 

through will often be crucial in deciding whether the rhythm Ã   Ã   (or its halved equivalent) should 

have its first and third values stressed or its first and fourth. I find that as triple rhythm in fifteenth 

century works becomes slower and more intricate, I often unconsciously seek in aural terms for duple 

patterns rather than the triple measures of the written music. Hopefully that is only natural as people 

seek mental anchorage points for anything melodically and rhythmically organised. 

 
20 Many of the arguments in the following pages are taken from my 1989 Ph. D. dissertation The Paleography 

and Repertory of Trent Codices 89 and 91, together with analyses and editions of six Mass cycles by Franco-

Flemish composers from Trent Codex 89 (2 vols, Exeter University), I, pp. 301-305. 
21 For the complete pieces in Examples 8 and 9 see D89 pp. 64-73 and 73-78. 
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Duple mensuration polyphony - despite there still being questions about its speed when used internally 

following triple sections - to tends to move in implied greater measures of two or three-measure units.22 

The theorist Johannes Hanboysôs Summa super musicam of ca. 1370 mentions compound and purely 

duple rhythms, but this is a rare citation.23 Very occasionally one finds fifteenth century secular pieces 

whose duple measures easily fall into a greater triple measure rhythm, such as the textless Dy plumlein 

(Schedel no. 5). One of the adaptations of the famous O rosa bella also does this, although the original 

song may not have looked quite like the famous version and might not even have had the same text.24 

It is far more common to find duple mensuration part-music where a series of duple measures in pairs 

is succeeded by a cadential formula using a triple greater measure, as in the following examples - where 

dotted lines have been inserted to show where the pre-cadential triple unit seems to begin in each case. 

 

10. Anon, Magnificat Tone 5 (88 ff. 337v-338v), 30-38;25 

 

 
 

  

 
22 Duple-meter pieces whose greater measures fall into triple patterns occur in Machaut, as in motet 8 (Qui es 

promesses / Ha Fortune / Et non est, published in PMFC vol. 2 pp. 134-136) where the organisation of the Tenor 

is triple. Threefold greater measures in Machaut can also occur in duple-meter pieces without organised Tenors, 

as in the two-part Rondeau Quant jôay lôespart (PMFC vol. 3 p. 145). There are also Trecento antecedents in 

secular pieces using the duodenaria signature. 
23 This concerns the division of the breve into eight and indications of ólonga mensuraô, which are relevant to 

smaller values in English fourteenth century polyphony. Further, see Lefferts, P. (ed), Regule, by Johannes 

Hanboys (University of Nebraska Press, 1991). 
24 For the adapted version see D89 p. 1896. 
25 This and all other 88 examples are taken from my own editions rather than published versions. 
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11. Domarto, Sanctus from the Domarto-Cervelli Mass, 128-135;26 

 

 
Related to this quite common style feature is the tendency for cantus firmus works or pieces with 

internal long-note parts to fall into triple greater measures for relatively long stretches of internal 

sections. Examples of this occur in the Credos both the Quand ce viendra and Mon oeil Masses in 89.27 

 

(iv) Stockerôs optional rule 4 for older composers mentions a preference for minims being used in pairs 

for single text syllables. In the mensurations where minims naturally occur in pairs (O, C and their 

derivatives) this may apply and the same may also apply to pairs of semibreves, particularly if they are 

ligated. The following fourteenth century examples respectively illustrate these minim and semibreve 

preferences. 

 

12. Anon, Kyrie from the Sorbonne Mass, 51-58;28 

 

 
 

 

 

 

 

 

 
26 D89 p. 403. 
27 The first of these Masses is probably the work of Busnois, and the second has an attribution to Touront. For the 

relevant section in the Missa Quand ce viendra see D89 pp. 912-916, where the rhythms of the outer voices are 

subordinate to the triple greater rhythm of the cantus firmus Tenor. In the second full section of the Missa Mon 

oeil Credo (D89 pp. 868-873) the triple greater measure full section is preceded by a reduced-scoring passage in 

which triple greater measures do not seem to be in use. 
28 See PMFC vol. 23a p. 3. 
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13. Anon, Gaude virgo immaculata (US-NYpm f. 1v-2r), 42-50;29   

 

 
 

Likewise in the mensurations where minims naturally occur in threes (dotted-O and dotted-C) I would 

expect some single syllables to be underlaid to three-minim groups, and where syllables have to be 

underlaid to notes involving simple coloration I would expect at least some underlay to follow the 

rhythms of the colored values. The following two examples illustrate these minim and coloration-

pattern preferences. 

 

14. Machaut, Nes que on porroit, Superius, 39-40;30 

 
 

15. Dufay, Gloria (88 ff. 384v-386r), 33-37;31 

 
 

(v) Start-of-phrase repeated notes at the same pitch with only the first syllable being texted are quite 

common, particularly in the earlier part of our period and also amongst English works until at least the 

middle part of our period. There are plenty of examples to show that same-pitch repeated notes at 

strategic musical points within a work were tolerated both before and during our period. Same-pitch 

repeated notes with one syllable for the first of two notes occur in one or other of the upper voices at 

the opening of Vitryôs motet Tuba sacra / In arboris, and in the anonymous and slightly later motet 

 
29 PMFC vol. 17 p. 118. 
30 PMFC vol. 3 p. 123. 
31 Published in Dufay Opera Omnia vol. 4, no. 21. 
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Dantur / Quid scire.32 Machautôs motet 21ôs Introitus section opens likewise.33 Jacopo da Bolognaôs In 

verde prato has one upper voice at its start which does the same.34 In the revised edition of Dunstableôs 

collected works repeated same-pitch notes with one syllable on only the first note likewise occur at the 

start of Sanctus no. 6, Agnus no. 14, Salve Regina mater mire no. 45 and Salve Regina no. 63.35 The 

following examples illustrate such repeated notes in typical contexts. Example 16 gives part of a song 

from before 1430 which has a vocalised postlude to a phrase of text. Example 17 shows a typically 

English anacrusic use of repeated pitches in the Superius of a Sanctus setting. 

 

16. Briquet, Ma seul amour (Ox 213 no. 224), Superius, 9-14;36 

 
 

17. Blome, Sanctus (Ao ff. 248v-250r), Superius, 8-15;37 

 
Example 17ôs usage is amply reflected in the definitely English five-part Ave Regina celorum setting in 

89, where the shortish text is set to two extended sections and where there are four such triple-time 

anacrusic entries in the first section.38 The same piece also features some same-pitch repeated notes in 

its second section which are not allotted any syllables at all.39 A similar texting policy to that in the 89 

Ave Regina is also found in the reconstructed version of Dunstableôs Descendi, where again there is a 

relatively short text set to two extended sections. Here too we find some repeated same-pitch notes 

which have no syllables allotted.40 Likewise the 89 equal-voice Mass (which seems to be musically 

connected to the latter Ave Regina) also contains some instances of two identical pitches at the start of 

phrases where only the first note is texted.41 For some reason, anacrusic entries using single pitches in 

this style of music seems to be more restricted to triple sections than duple ones. However, lack of more 

insular duple pieces or sections to examine makes that generalisation less than firm. Persuading readers 

that this style feature is genuine rather than a mere editorial conceit is difficult because it goes against 

the grain of modern ideas regarding wordsetting. Inspection of the instances cited above should help to 

convince readers that my citations here are in earnest. 

 

Other situations where same-pitch repeated values at the start of phrases might be found are in Kyrie 

settings (where there may be long melismata on the last syllable of óKyrieô or the first syllable of 

 
32 See PMFC vol. 1 pp. 88 and 104. 
33 PMFC vol. 3 p. 13. 
34 PMFC vol. 6 p. 97. 
35 See MB 8 (revised edition) at the respective pages 12, 33, 113 and 152. 
36 For the complete piece see EFCM vol. 2 p. 13. 
37 EECM 47 p. 5. 
38 D89 pp. 1955-1965. See the Superius at 35-36, plus the second voice down at 41-42 and the third voice down 

at 83-84. This setting is also found as a fragment in a page from a large and probably insular choirbook that was 

found at Lausanne. Further, see Staehelin, M., óNeue Quellen zur Mehrstimmigen Musik des 15. und 16. 

Jahrhunderts in der Schweizô in Schweizer Beiträge zur Musikwissenschaft III (1978) pp. 57-83. 
39 See the Superius at 152-153 and the second voice down at 165-166. 
40 MB 8 revised edition no. 73, measures 9 and 15. Since this reconstruction was made by matching up music from 

two different fragments, there may have been aspects of the texting in one of these sources which did not agree 

exactly with texting in the other. 
41 See D89 p. 1937 measures 42-43 (Sanctus) and p. 1939 measures 137-138 (Osanna II opening, two upper 

voices), and p. 1941 measures 12-13 (Agnus, in third voice). 
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óeleysonô) or at the start of extended pieces which involve some degree of mensural complexity.42 To 

take an example of the latter, the beginnings of the Gloria and Credo from Barbingantôs Missa Sine 

nomine in 89 open with asynchronous movement in the Gloria and Credo (each involving two Superius 

Dôs against longer values in the supporting voice, illustrated in Example 18). The Agnus opening also 

has two Superius Dôs at its Superius start (breve and then dotted minim, in Example 19) which seem to 

indicate repeated pitches to a single syllable. Therefore in Example 18 I propose a repeated same-pitch 

note at the start of the Gloria Superius, so that the Superius singer(s) might have been able to set the 

relatively slow pace for the intricate sections which follow. 

 

18. Barbingant, Missa Sine nomine, Gloria, 1-3;43 

 

 
 

19. Barbingant, Missa Sine nomine, Agnus, 1-4; 

 

 
 

Domartoôs well-distributed Missa Spiritus almus (found in 88 as well as in another four sources) has 

the same problem at the start of its Kyrie and Sanctus movements - in other words an O mensuration 

Superius opening with breve D semibreve D which unavoidably results in a same-pitch repeated note 

for the Sanctus but which leaves the Kyrie probably needing a solution like the one in the previous 

examples - and for more or less the same reason (that is, a musically complex piece requiring a precise 

setting of speed by the rhythmically initiating parts). 

 

 

 
42 See the Kyrie of Fauguesôs Missa La bassedanse for repeated values in D91 p. 883 (Superius, 21-22) and p. 

886 (Superius, 116-117). 
43 For the whole Mass see D89 pp. 925-946. In the edition I have followed the same practice for the Credo as in 

Example 18. 
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20. Domarto, Missa Spiritus almus, Kyrie, 1-4; 

 

 
 

(vi) Regarding final notes, the exceptions to Stockerôs fifth obligatory rule allow for a voice to end a 

work with a ligature - in which case the last syllable of text will not be under the last note. There are 

some very clear cases of all such voices in a single work having final syllables on ligated penultimate 

notes, and in the following example the underlay of ó-menô is also suggested by the ornamental minims 

in each part preceding this syllable. 

 

21. Henricus Tik, Missa Sine nomine, Credo, 220-225;44  

 

Other than cases like the latter and all final syllables synchronising with final notes, all pieces under 

discussion here fall into the following categories. Firstly, those where a chant-bearing voice is ligated 

at a final cadence but where surrounding parts are not. Secondly, those where a single voice is held over 

to deliver its final syllable after the others have sung it.45 Third, where the final note in one or more 

parts involves some sort of rhythmically feminine cadence.46 Fourth, there are works where the final 

syllable is given before the start of a melismatic postlude passage, as in Dufayôs famous Ce moys de 

May and also in Ciconiaôs Doctorum principem (in the latter the two upper voices have different texts).47 

(vii) The treatment of similar or identical cadential clichés within single works often seems to require 

an element of consistency. Typically, the essential voices of much fifteenth century polyphony (the 

Superius and Tenor) end a piece with a sixth-to-octave cadence with a seventh-to sixth suspension as 

 
44 D89 p. 379. 
45 For an example see D89 p. 906 (ending of the Gloria from the Missa Quand ce viendra).  
46 For an example see D89 p. 16 (the halfway point in the Credo from a probably English three-voice Mass). 
47 PMFC vol. 20 p. 93. 
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in the last two measures in the outer voices of Example 15. At the close of a section this suspended note 

in the Superius need not always receive a syllable but this seems to be a good place for a penultimate 

syllable, particularly when the suspension is preceded by syncopated dotted values as at ó-bisô and óPon-

ó as in the following example. 

22. Anon, Missa WŤnslichen schºn, Credo, 85-87;48  

 

If an O mensuration section draws to its close with a long melisma in all voices, should the penultimate 

syllable be delayed until an almost-final suspension as in the latter example? Probably not, as there is 

little to say that repeated pitches as in the Superius of measures 86 and 87 above must receive syllables. 

Indeed, Example 6 (a realisation of Stocker explaining how repeated values sometimes work) shows 

that such repeated values are permissible, and in longish and concluding melismata the repeated values 

resulting from syncopated dotted values seem acceptable if sung to a single syllable as below. 

23. Anon, Missa O rosa bella III (ModC version), Kyrie, 65-76;49 

 

The recognition of greater and lesser measures within a triple mensuration work can also minimise the 

importance of dotted syncopated groups as in the following example, where the Superius has a syllable 

on óce-ô that implies a pre-cadential clichéd cadence in greater measures. 

 

 
48 D89 p. 91. 
49 D89 p. 595. 
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24. Anon, Missa Le serviteur II, Credo, 57-60;50 

 

In duple mensurations one particular type of melodic usage looks significant but it seems to have a 

history of misrepresentation in editions, and therefore I give six examples of this particular cliché and 

related passages to show that what I suggest might have been fairly common fifteenth century practice. 

Editors of various works seem to want to avoid upper-voice texting like the repeated Aôs in the 

following examples but I see little reason why.51 The parent chant for Example 25ôs Superius paraphrase 

is a passage which has the rising ligated notes D A Bb to óse-ó and then ó-culiô set to two Aôs. 

25. Attamasch, Credo, 194-201;52 

 

Two passages from the well-distributed Clibano Credo setting suggest likewise. The parent chant 

passage for the first excerptôs Superius paraphrase is óDeum de Deoô set to G F A G G, and the second 

uses óet mortuosô set to F A followed by ligated G F and then G. 

 
50 D89 p. 354. 
51 For some instances of capable editors probably avoiding the issue here, firstly see Plamenac, D. (ed), Johannes 

Ockeghem, Collected Works vol. I (1927 and revised edition, 1959) pp. 30 and 40 (Superius parts of the Missa Au 

travail suis Kyrie and Agnus at 1-3 in each case). Secondly see Davis, B. (ed), The Collected Works of Vincenet 

(A-R editions, Madison, Wisconsin, 1978) p. 5 systems 2-3 (part of a three-voice Mass otherwise edited in D91; 

for my texting of the same passage see D91 p. 835). 
52 D91 p. 324. 
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26 and 27. Clibano, Credo, 70-74 and 181-183;53 

   

   

The previously cited plainchant melody snippet for óet mortuosô seems to encourage the placing of a 

syllable on the Superius G above at the first note of measure 78 rather than on the second G. For those 

unfamiliar with the idea of the repeated Superius notes here, a similar situation seems to be unavoidable 

in a Superius paraphrase Regina celi setting from ca. 1450. 

28. Anon, Regina celi (88 ff. 222v-223r), 51-60; 

 

 
53 D89 pp. 2037 and 2041. This Credo setting survives in five sources, including Petrucciôs Fragmenta Missarum 

1505. 
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A similar situation with repeated notes occurs in one of the 91 chant settings, and in the following 

example some Superius texting looks out of step with the lower voice greater duple rhythm. 

29. Anon, Nigra sum (91 ff. 92v-93r), 10-20;54 

 

If we tolerate repeated the Superius notes in the cadential clichés in Examples 28 and 29 (which seems 

unavoidable) then the most important question for me regarding Examples 25-27 is why should similar 

repeated notes at pre-cadential points be avoided? Trying to hide such a feature arguably creates a 

double standard in the text treatment of almost identical melodic motives. Lastly regarding this 

particular cliché in duple rhythm, another likely example can be found in the freely composed texture 

of the Credo from Tourontôs Missa Sine nomine I. The following passage occurs as part of a series of 

redicta-like phrases that repeat triadic and cadence-like figures on C, which are all in duple greater 

measures (measures 79-126 in the movement concerned). For the purposes of Example 30, the first 

greater measure consists of 95-96 and the following measures are therefore all reckoned in pairs of 

greater measures. 

30. Touront, Missa Sine nomine I, Credo, 95-102; 

  

If the syllable ó-ptu-ó were not on a strong beat in the previous example, it would constitute the only 

significant Superius weak-beat entry in the entirety of the cut-C section partly illustrated. In further 

consideration of Examples 25-27, it would of course be logical for modern editors to want to alter my 

texting to avoid the repeated same-pitch notes in the Superius. But then - as happens so often in editing 

fifteenth century texting - doubt might set in as to what is actually the best (or the least worst) solution. 

To end my discussion of this particular texting trait, I advise that where such repeated notes seem 

unavoidable in duple rhythm they should be tolerated rather than edited out or airbrushed out using 

offbeat texting or editorial word repetition. 

 
54 D91 p. 254. Further regarding duple mensuration chant settings where the Superius paraphrase texting is not 

consistent with greater measures in the lower parts see section 10, Example 84. 
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In four-voice textures there are often repeated notes at cadences in the Contra primus (or óaltusô) part 

as follows, which should usually not be taken as a sign that editorial repeated text is needed. 

31. Salve Regina (89 no. 47), 167-176;55 

 

I conclude this discussion of cadential clichés with mention of some unfamiliar melodic forms which 

may confuse those who have not encountered them before. First amongst these comes a usually English 

cliché in either triple or duple meter as in the following exampleôs Contra - which is borrowed material 

since this is from the O rosa bella II Mass that uses the famous songôs Superius as its Contra. 

 

32. Anon, Missa O rosa bella II, Agnus (90 ff. 370v-371v), 141-144; 

 

I am unsure whether any examples of this cliché exist either in this form or in its usual duple form (i.e. 

in semibreves and minims) where either of the Côs in the penultimate Contra measure here call for a 

syllable. 

Finally, some examples are given below of Superius and Tenor clichés which likewise tend to occur in 

works of English origin. All of these are taken from the first Mass in 89 and the equal-voice Mass in 

the same manuscript.56 

 

 

 

 
55 D89 p. 1243. 
56 D89 pp. 1-28 and 1919-1943.  
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33a-g. Miscellaneous cadential clichés; 

33a. 

 

33b. 

33c. 

 

33d. 
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33e. (Examples e-g are from the equal-voice Mass); 

 

33f. 

 

33g. 

 

 

(viii) This section concerns anticipatory function, called óstandard Contratenor functionô in a previous 

study by David Fallows quite justifiably, since it is often a Contratenor part that is involved in the 

following action.57 A three-part piece proceeds until it reaches the end of a phrase, and then the 

Contratenor halts before the resulting cadence or creates continuity with new movement before the other 

parts. Sometimes this prior movement is imitative (as in Example 34 below, where the Contra in the 

lowest voice here) and sometimes it is not as in Example 35 where the Contra is the middle voice. 

 

 

 
57 See Fallows, D., Robert Mortonôs Songs: A Study of Styles in the Mid-Fifteenth Century (Ph. D. dissertation, 2 

vols, University of California, Berkeley, 1977), I, p. 53. 
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34. Frye, Salve virgo mater pia (88 ff. 70v-71r), 35-41; 

 

35. Bourgois, Gloria tro. Spiritus et alme (88 ff. 323v-327r), 63-67; 

 

 

Anticipatory function can more rarely be found in a duo, or a Tenor part or Superius part. Respective 

instances are illustrated in the following two extracts (in Examples 36 and 37 following, the Tenor is 

the third part down). 
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36. Anon, Missa ñO2ò, Agnus, 16-23;58 

 

37. Cervelli; Kyrie from the Domarto-Cervelli Mass, 63-70;59 

 

 

Readers will observe that I have tailored the texting for the anticipatory voice in each case,  so that it 

finishes its text phrase before commencing new rhythmic movement. In cyclic Masses and Mass 

Ordinary settings anticipatory function is more common in fully scored sections than in duets, and it 

can also occur in four-voice textures as in the following straightforwardly imitative context where the 

two Contratenors are the second and fourth parts down. 

  

 
58 D89 p. 191. 
59 D89 p. 387 (this Kyrie is only found in SP B80). 
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38. Anon, Salve Regina (88 ff. 61v-64r), 10-19; 

   

(ix) This section concerns the way in which Superius voices often lead in syncopated passages. The 

topmost part is nearly always the most rhythmically active in fifteenth century vocal music, and this 

usually also applies in motets where there are two more or less equal upper parts.60 In the following two 

examples, the Superius leading in textual terms (Example 39) seems to be much more common than a 

textually leading lower voice (Example 40). 

39. Domarto; Gloria from the Domarto-Cervelli Mass. 91-99;61 

 

  

 
60 Perhaps the most notable early fifteenth century exception to this rule is Cesarisôs Rondeau Je ris, je chante 

(EFCM  vol. 1 p. 20) which has a highly active Contra in comparison with its outer voices.  
61 D89 p. 392. 
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40. Barbingant, Missa Sine nomine, Gloria, 163-169;62 

 

In chant settings involving sections with plainly given Tenor cantus firmus, the type of text-setting in 

Example 39 is very common and 91 contains what appear to be a composer-set of Sequence settings 

with similar treatment of Tenor chant passages involving textually leading Superius rhythms.  

41. Anon, Victime pascali laudes (91 ff. 151v-152r), 68-87;63  

 

(x) This section concerns text repetition in polyphony, or rather repetition of parts of a musical text. 

The first evidence of significant textual repetition in part-music seems to from the Trecento, two 

significant examples being in a two-voice Sanctus by óLorenzoô in P568 which has a text repeat at 

óPleni sunt celi et terraô and Paolo da Firenzeôs three-voice madrigal Godi Firençe (probably dating 

from 1406) which repeats its first word several times.64 These instances are paralleled by the emergence 

of óbird virelaisô in the French Ars Nova repertory which repeat some text for onomatopeic reasons 

such as in Vaillantôs famous Par maintes foys. Within a few years in Italy song traditions developed 

which also tended to involve some textual repetition. Such as short Ballate including repetitions of text 

phrases set syllablically,65 and longer Ballate such as the Ciconia setting of O rosa bella which likewise 

 
62 D89 p. 931. 
63 D91 p. 1122. Further regarding this batch of Sequence settings, their straightforwardly common properties and 

also a connected setting in Glogau see my monograph Trent 91; first steps towards a stylistic classification on the 

DIAMM website, pp. 7-12.  
64 For these examples respectively see PMFC vol. 12 p. 73 and vol. 9 p. 130. 
65 See Fuggir non posso from Mancini, published in PMFC vol. 11 p. 76. 
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repeats text phrases.66 One Zacara Gloria (based on his song Rosetta) also repeats a part-word at óomni-

[potens]ô in a single voice, and another by Ciconia has ógloriamô repeated in same-pitch imitation and 

the same rhythm between two upper voices.67 

In sacred music styles from the 1420ôs onwards, we find Mass Ordinaries developing beyond the 

musical scale of previous compositions of the same type. Typically we find Gloria settings by English 

composers whose length is dictated by their structural Tenor schemes, or Sanctus settings which are 

more extended in both musical phrases and length than their Ars Nova predecessors. In the latter 

extended type of Sanctus, it is logical for performers to expect more text than is usually allotted to Pleni 

sunt and Osanna sections. But before we - as editors - fill our scores with multiple editorial text repeats 

prompted by the merest excuse of dotted-rhythm clichés with repeated pitches, I argue that at least some 

of this music might be allowed to keep its superbly melismatic style without further textual interference 

as in the following two examples. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
66 PMFC vol. 24 p. 144.  
67 For these two instances see PMFC vol. 13 p. 19 and vol. 24 p. 26.  
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42. Anon, Missa Meditatio cordis, Sanctus, 95-130;68 

 

 
68 Strahov f. 89v-91r. 



31 

 

 
© Robert J. Mitchell 2025 

 

43. Anon, Missa Du cuer je souspire, Sanctus, 213-252;69 

 

The latter plea is probably going to be difficult to accept for those used to singing sixteenth century 

Masses with multiple word repeats at textual points like óin excelsisô. Suffice it to say here that there 

 
69 D89 p. 841. 
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are going to be occasions when repeated same-pitch notes more or less demand some word repetition 

such as in a rather archaic and fanfare-like Tone V Magnificat setting in 89,70 in a Tone IV Magnificat 

setting that has a protracted final verse which prolongs ósecula seculorum. Amenô,71  plus a particular 

instance in the 89 Missa Le serviteur II where repeated same-pitch values give us little choice but to 

apply significant word repetition in the quantities that I disapprove of immediately above. 

44. Anon, Missa Le serviteur II , Sanctus, 62-91;72 

 

Additionally I have encountered the odd phenomenon of a couple of sections from fifteenth century 

Masses which seem to call for a repeat of their first word or text syllable. In each case the section 

involved is a Christe. The first is the Christe section from Cervelliôs Kyrie in SP B80, which repeats its 

first word.73 The second (involving a repeat of óChri-ó in the Superius) occurs in both versions of the 

Kyrie from the Missa Wiplich figur.74 Possibly such usages have antecedents in thirteenth and fourteenth 

 
70 D89 p. 1590. The three-voice Tone V setting which precedes this piece in the edition takes a further liberty with 

text by extending part of the standard Magnificat text (giving óAbraham Isaac et Jacob et semini eius in seculaô) 

probably just to underlay a passage in unison imitation.  
71 D89 pp. 1527-1528. 
72 D89 p. 360.  
73 D89 p. 387. 
74 D89 pp. 29 and 36. The second version of this piece adds a Contra to its second section and has the wrong clefs, 

resulting in the music being transposed a third down. 



33 

 

 
© Robert J. Mitchell 2025 

 

century repertories. Finally regarding repeated notes, one will occasionally come across passages which 

seem entirely illogical to modern eyes, such as the behaviour of the higher Contra in the melisma on 

óOô in the following example. 

 

45. Fleron, Salve Regina / Le serviteur (Mu 3154 no. 60), 167-270;75 

 

 

(xi) This section concerns the splitting and joining of note values to accommodate texting, which is 

mentioned by Stocker (in his commentary to rule 2 of obligatory older rules) and also in two fifteenth 

century instances which are clearly documented. Generally I am not in favour of large-scale note 

splitting to accommodate text, but in examples such as the second section opening of Barbingantôs Sine 

nomine Gloria the Tenor would otherwise proceed in long notes whose texting otherwise might look 

odd in comparison with the outer parts. In this instance (the Tenor is the middle voice in the following 

example) one might well ask what part of the Gloria text could the unsplit Tenor carry convincingly.76 

 

 

 

 

 

 

 

 
75 The Superius here is quoting from the Superius of the song WŤnslichen schºn in one of its syllabic passages, 

but in this motet that syllabic passage is unavoidably set to óOô in the Salve Regina text. Beneath this Superius is 

a Tenor (the third part down) giving an elaborated version of the Salve Regina chant, and above the Tenor is a 

first Contra with two instances of same-pitch repeated notes which cannot be texted with anything other than óOô. 

For the published edition in Noblitt, T. (ed), Der Kodex des Magister Nicolaus Leopold (4 vols, Das Erbe 

deutscher Musik 80-83, Kassel, 1988-97), II (1993) no. 60. 
76 D89 p. 930. Possibly if the Tenor notes were not split here óQui tollisô would suffice as its text, omitting 

ómiserere nobisô. At the same halfway point in the Credo there are similarly long notes (ibid. p. 936). As in the 

Gloria my note-splitting here puts textual sense first, but óEt incarnatus estô would happily fit the unsplit notes 

here instead of my óEt incarnatus est... Virgineô. No cantus firmus of conventional type appears to be involved in 

either of these Tenor passages. 
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46. Barbingant, Missa Sine nomine, Gloria, 98-117;  

 

There are two reasons why fifteenth century scribes adapted existing music by splitting lower-voice 

notes extensively. Firstly, there is some evidence that scribes working in northern Italy around 1430 

adapted pieces by northern composers with mostly vocalised supporting parts to accommodate more 

text.77 One such example concerns Arnold de Lantinsôs three-voice Mass in Ox 213 and BU 2216 (the 

former manuscript comes from the Veneto and the latter probably spent significant time in Brescia). In 

the latter source Tenor parts have been texted and have split notes in the first three movements, and the 

BU 2216 version edits out a section of equal upper voice texture at the start of the Gloria and replaces 

it with a more normal texture involving a Superius and two supporting parts.78 The Mass in question is 

a simply written piece chiefly using triple meter and the editing concerned could not have involved any 

great degree of work. The likely parent piece for this Mass (Arnoldôs O pulcherrima mulierum) 

similarly has a texted Tenor in BU 2216 whereas Ox 213 has longer Tenor notes.79 BU 2216 also revises 

the fermata passage at the end of this motet.  All of this revision was no doubt done by somebody seeing 

that this music could easily accept more text in at least the Tenor, probably due to a change in purpose 

or fashion that had begun to avoid wordless vocalisation.80 

The second instance of lower-voice editing comes from another north Italian source, the fragment 

P4379-II. This contains a version of Binchoisôs Ballade Amours mercy which has text in its two lower 

voices as well as its Superius part. As with the Lantins Mass, this is achieved by splitting larger values 

 
77 Here I intend no nationalistic distinction between Italians and northerners. In the wake of music coming from 

the church councils, scribes of either or other nationalities might have been involved. 
78 Variant readings and differing passages from both sources are presented in van den Borren, C. (ed), Polyphonia 

Sacra: A Continental Miscellany of the Fifteenth Century (The Plainsong and Mediaeval Music Society, London, 

1932, repr. 1963), nos 1 (Kyrie), 2 (Gloria) et al. 
79 See van den Borren, ibid. nos 43 and 43bis. Concerning the likely connection between this motet and the Mass, 

see Strohm, R., The Rise of European Music 1380-1500 (Cambridge, 1993) pp. 176-177 and Widaman, J., The 

Mass Ordinary Settings of Arnold de Lantins: A Case Study in the Transmission of Early Fifteenth-Century Music 

(Ph. D. dissertation, Brandeis University, 1987). 
80 A good recent recording of this Mass (by the groups Capilla Flamenca and Psallentes, Ricercar label CD 207, 

2003) splits Contratenor notes as well as Tenor values. 
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in triple units (breves in O mensuration or semibreves in dotted-C) into two. It serves as an example of 

how a chanson could be óenlargedô for a special performance instead of having a Superius sung to text 

with vocalised lower voices.81 Indeed, even within the latter performance option there are also pieces 

which require partial text in a lower voice that might otherwise be vocalised.82 But of course the 

existence of the adapted Lantins and Binchois examples does not mean that absolutely every other early 

fifteenth century piece of the same type either can (or has to) be treated in the same way as here, and 

such enlargement would be difficult to set out in standard fifteenth century copying formats for a 

Rondeau cinquain. I refer readers to sections 3, 5 and 8 for more identifiable types of early fifteenth 

century part-music where consistent text policy is applicable. 

A few split notes within extended free composition seem to be permissible in order to make short 

passages of probable homophony clearer or to give a lower voice contextual sense where its rhythms 

might otherwise only allow an incomplete text phrase like óConfiteor baptisma éremissionem..ô.83 

Even if a copy of a motet, Gloria or Credo is not detectable as an adapted concordance of something 

slightly older this might apply, such as in Example 48.84 Some long-note cantus firmus parts in Masses 

also seem to call for split values so that at least some text may be applied to a typically awkward Tenor 

with extended values. But not all of these can carry text. To take two examples, the Tenor of the 89 

Missa Du cuer je souspire only has two basic configurations (triple and duple) which it repeats 

throughout at different pitches (see Example 43 for part of the duple cast of the Tenor). Neither short 

Tenor phrase happily excepts short phrases of Mass Ordinary text or even the text of the parent song, 

so it is likely that this Tenor was vocalised for two very good reasons. Firstly, instrumental rendering 

of such a Tenor might have been difficult since it involves some accidentalised pitches. Secondly, to 

allot this Tenor part to any medium other than a voice would make the work sound unstable or maybe 

leave the listener thinking that it is without sure foundations. Similarly, Busnoisôs motet in honour of 

Ockeghem in 91 and Mu 3154 (In hydraulis) has a repeated three-note pattern which is again repeated 

at different pitches and has triple and duple guises (with three of these guises in total). Unless these 

passages were sung to óOckeghemô it is hard to think of another text that might be suitable. Again, 

wordless vocalisation here might be the least problematic solution and the D C D / A G A of the Tenor 

might be representative of three fleur-de-lys emblems on a heraldic shield.85 If editors do wish to split 

lower-voice notes for the sake of text, I ask that their split-note solutions to textual problems keep to 

simple values and are not too artful; even altering a Tenor or Contra to suit editorial text constitutes one 

level of contrivance and a second level above that would perhaps be expecting too much from the Tenors 

and Contras who originally helped to sing this music. 

Splitting (and joining and omitting) notes is also part of common practice with Psalm and Magnificat 

Tones in the way that they are usually written in both medieval sources and modern Solesmes chant 

books. The same was sometimes expected of singers using polyphony, as is clear in one Superius-

 
81 See the abundantly clear musical examples and photographs of relevant sources in Slavin, D., óIn support of 

óheresyô: manuscript evidence for a cappella performance of early 15th-century songsô in Early Music 19 (1991) 

pp. 179-190. 
82 For example in courtly songs which have passages of inter-voice-part conversation between a man and a woman 

like Dufayôs Estrinés moy and Paulletôs Jôaim. Qui? Further, see Earp, L., óTexting in 15th-century French 

chansons: a look ahead from the 14th centuryô in Early Music 19 (1991) pp. 195-210. 
83 For an example of note-splitting in a probably homophonic passage see D89 p. 1292, first system on page (part 

of the Strahov version of the motet associated with the Missa Hilf und gib rat). 
84 The Touront Mass illustrated in Example 30 has a rarer transmission problem, namely that the concordant 

reading in Strahov often appears to simplify readings in 89. Therefore in the inferior Strahov version of the Credo 

several Tenor values need to be split to create some sense of coherent texting.  
85 Further see my edition of the work in D91 (no. 128), the commentary on it (D91 pp. 1054-1058), and Jaap van 

Benthemôs article óText, Tone, and Symbol: Regarding Busnoysôs Conception of In hydraulis and its Presumed 

Relationship to Ockeghemôs Ut heremita solusô in Higgins, P. (ed), Antoine Busnoysé (Clarendon, 1999) pp. 

215-253. Also see Higgins, P., ñIn hydraulisò Revisited: New Light on the Career of Antoine Busnoisô in JAMS 

39 (1986) pp. 36-86. 
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paraphrase Magnificat Tone III setting from 88 where the copying of the first polyphonic section is 

predictably skeletal for a work with repeated verses. This setting is rather like later falsobordone settings 

and the performers are expected to omit some notes and join others in order to perform all of the verses 

competently. The published edition of this work faithfully sets out what the manuscript provides, but 

more in the way of text and editorial bracketing is needed to make it easily performable. 

47. Anon, Magnificat Tone III (88 ff. 249v-250r), 1-9;86 

 

 
86 See Gerber, R. (ed), Sacred Music from the Cathedral at Trent (Monuments of Renaissance Music 12, Chicago 

and London, 2006) p. 754. The small number of more or less obligatory note-joins in this setting are matched by 

a similar but very minor need for joined notes in the repeated verses of the Dufay Tone III/IV Magnificat setting 

(see D89 pp. 1553-1559; not all sources for this piece agree on how its texting should work). 
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(xii) This section concerns ligatures. All of the theory sources previously cited say that a ligature should 

only receive one syllable, and only Stocker allows that ligatures may sometimes have to accept more 

than one syllable. Ultimately the óone syllableô ligature rule derives from chant, where its application 

invariably makes sense. But fifteenth century music copyists wrote ligated passages of polyphonic 

voices where lower-voice texing simply becomes impossible if all ligatures are observed as one-syllable 

entities. The mensuration of the following two examples (from ca. 1450 or after) is O2 as in Example 

35, where there are three imperfect breves to each grouping of a perfect long. Any two of those six 

semibreves within the space of a perfect long can be ligated either to each other or to values larger than  

a semibreve, resulting in the underlay of Example 48 below (where note-splitting and ligature breaking 

has been applied) or the comparatively chaotic underlay of Example 49 - which is the same passage as 

in Example 48 but with no ligature breaks or note-splits. As can be seen, the ligatures in Example 48 

do not even allow for the realisation of imitative texting. 

48. Missa O2, Credo, 21-24;  

 

49. Missa O2, Credo, 21-24 with the one syllable per ligature rule strictly applied; 

 

These attempts to apply texting suggest that not all lower-voice ligatures are valid for the purposes of 

text underlay. But having used a fairly ligature-filled passage to present my case, three other things have 

to be considered here. Firstly in works with more than one surviving reading some ligatures tend to 

agree, and might be valid for the purposes of text positioning. Secondly in Superius paraphrase pieces 

the chant-carrying upper voice tends to preserve a number of ligatures used in its parent chant, as in the 

following example. 
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50. Anon, Veni sancte spiritus, reple tuorum (D89 edition no. 10) 17-28, together with the matching 

portion of the chant elaborated in the Superius (from LU 1997 pp. 1837-1838);87 

 

 

Thirdly in quite densely textured pieces such as these, readers might well ask what I have against lower-

voice vocalisation as opposed to lower-voice texting. The simple answer is that I have no objection to 

vocalisation: such pieces may have tended to acquire lower-voice text when singers realised imitative 

possibilities, and filling in the gaps intelligently is what happens when text is added - either ad libitum 

or by the more painstaking method of incremental inspection by panel or by score. It is also important 

to remember that very many fifteenth century composers or revisors may not have had the relative 

luxury of textual inspection by score.88 

Additionally it seems that some ligatures in voices which are not chant-derived must be functional in 

the sense that they carry a syllable and are also authorial (that is, part of the original piece). Normally 

in any given example which involves a high level of free invention the ligatures in one voice of a passage 

 
87 The pieces represented in Examples 36, 48 and 49 may be the work of the same anonymous, who has a 

preference for using O2 and may be responsible for a group of similar-looking pieces in 88 and 89. Further, see 

Mitchell, R., óThe Advenisti / Lauda Syon composer and his likely contributions to the later Trent Codicesô in 

Plainsong and Medieval Music 13 (2004) pp. 63-85. Since writing this article I have also come across the 

Discubuit Jhesus setting in 88 (f. 335v) which is a Tenor cantus firmus Respond setting having much in common 

with the O2 works discussed in this article - both in style and in terms of numerical features. 
88 For an example of texting in a Tenor part which is not the same as the texting in a parent chant, see Bent, M., 

óText Setting in Sacred Music of the Early 15th Century: Evidence and Implicationsô in G¿nther, U. and Finscher, 

L. (eds), Musik und Text in der Mehrstimmigkeit des 14. und 15. Jahrhunderts: Vorträge des Gastsymposions in 

der Herzog August Bibliothek Wolfenbüttel, 8. bis 12. September 1980 (Göttinger Musikwissenschaftliche 

Arbeiten 10, Bärenreiter, Kassel, pp. 291-326) Example 9, from Leonelôs three-voice Ave Regina setting in Old 

Hall. 
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will conform to principles of strong accent more than those in the other voices, as in the lowest voices 

of Examples 41 and 50. Here and frequently elsewhere the ligatures which appear to be non-functional 

tend to be those involving longs and breves. In the passage below the middle voice seems to have a 

syllabically functional ligature at 133, and the two upper voices have arguably functional ligatures at 

136-137. Examples such as this seem to confirm that many lower-voice ligatures in works of around 

1440-50 are scribal decisions having no necessary significance for text underlay. 

51. Anon, Missa Le serviteur II, Gloria, 132-141;89 

 

Ligatures often seem to impede the creation of matching underlay between imitative voices. In such 

cases I would usually preserve the imitation and disregard the ligatures, as I have in Example 52 below 

at óQuoniamô and also in Example 48. 

52. Touront, Missa Sine nomine I, Gloria, 97-116;90 

 

If two semibreve, breve or semibreve/breve ligatures occur simultaneously in diferent voices, both 

ligatures are probably functional and authorial and should be observed as syllable carriers. 

 
89 D89 p. 351. 
90 D89 p. 41. 
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53. Barbingant, Missa Sine nomine, Sanctus, 96-100:91 

 

Oppositely, the principle of strong accent may be disregarded if two or more voices of an imitative 

passage are similarly ligated. 

54. Touront, Missa Sine nomine II, Gloria, 152-155;92 

 

 

A series of ligatures may be taken to mean that a single syllable is extended rather than each ligature 

requiring a syllable. 

 
91 D89 p. 943.  
92 D89 p. 41. 
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55. Touront, Missa Sine nomine II, Sanctus, 68-77;93 

 

It should be evident from the flexibility of the foregoing principles that the use of ligatures in mid 

fifteenth century part music is a complex issue, and one that cannot easily be dealt with. As soon as 

some ligatures in a work are recognised as syllabically functional and authorial, those will probably 

modify the application of strong accents advised earlier.94 Sometimes I have had three or four attempts 

at text-setting before achieving a satisfactory version of a particular piece (ósatisfactoryô here meaning 

a complete listening with little or no sense of editorial hiatus). Newcomers to fifteenth century textures 

are advised to try the exercises in section 9 before attempting those in section 7. This is because section 

7 deals with earlier fifteenth century works (partly from the 1420ôs) where single-syllable ligature 

observance is likely to be more frequent. Section 10 on chant paraphrase also provides further examples 

which are best avoided by beginners until they are confident with the types of piece exemplified in 

section 9. 

(xiii) Occasionally a piece will be found whose text looks unsatisfactory with its music because it is 

probably not the original. The text given might either be a contrafactum which fits badly (as in Stella 

celi / So ys emprentyd and the Johannes de Quadris Gaudeat Ecclesia in 88) or will be a text that fits 

the music a little less well than the text normally given with the music in other sources (such as the 

alternative Sacerdotes incensum Domini text given with Tourontôs Recordare in Spec).95 In the event 

 
93 D89 p. 76. 
94 Other specialists have raised doubts about the validity of ligatures in secular mid fifteenth century repertory. 

See in particular Fallows, D. óA word about ligaturesô in Early Music 41 (2013) pp. 104-107, and also Perkins, 

L., óToward a rational approach to text placement in the secular music of Dufayôs timeô, in Atlas, A. (ed), Papers 

read at the Dufay quincentenary conference (Brooklyn, 1976) pp.102ï114. 
95 Stella celi and Gaudeat Ecclesia are published in Gerber, op. cit. pp. 163 and 175. Both have texts which seem 

to be too short for the music. The latter can possibly be improved by adding more text from its parent text source, 

which is part of a rhymed office by Julian of Speyer. Regarding the Spec twin texts for Tourontôs troped Offertory 

setting, see D89 pp. 1456-1457. 
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of a text that obviously looks too short for the music another might be substituted editorially.96 Likewise 

it sometimes happens that a reading for a single work in the chosen source is woefully inadequate 

compared to concordant readings.97 If possible, use another source instead. 

(xiv) Finally in my series of general guidelines I briefly touch upon unusual wording or non-Latin text 

which students may encounter. For example óhuicô, which in fifteenth century musical usage seems to 

be a one-syllable word. Also óetiamô (whose usual three-syllable rendering can occasionally be replaced 

by the  Gallic two-syllable óe-tiamô) and words ending with ó-tieô as a single syllable as in Example 12. 

Plus óremissionemô which in a Gallic rendering could be a four-syllable óre-mis-sio-nemô. Finally, 

óKyrie eleysonô, which some sources give as a single word (Kyriele son).98 The syllabic treatment of 

óeleysonô or the four syllable óe-le-y-sonô varies, with some settings clearly indicating four-syllable 

renderings and others seeming to need óe-ley-sonô applied instead.99 Mid-century Kyrie settings are also 

the most likely pieces where some degree of word repetition needs to be applied, even if not in all of 

the voices of individual settings. I define óneedô here to mean that the finished editorial workings in a 

modern score leave no repeated same-pitch notes apart from those covered by melismata on the various 

syllables of óKyrieó or óeley-ó. 

ééééééééé 

 

 

3. HOW TO DETERMINE THE NECESSITY OF LOWER-VOICE TEXTING, AND 

IDENTIFIABLE TYPES OF MUSIC IN PRECEDING STYLE PERIODS WHICH SEEM TO 

REQUIRE CONSISTENT TEXT POLICIES. 

 

(i) Certain types of earlier fifteenth century musical textures have common properties which seem to 

invite common texting policy. First amongst these are structured motets in three to five voices (usually 

in three or four parts) where the upper voices are equal in range or nearly equal and carry a shared text 

or a different text in each voice. Beneath these upper voices are usually a Tenor (which does not always 

use a cantus firmus) and sometimes a filler Contra which tends to be grammatically inessential. 

Sometimes these lower parts move in sustained values as tends to happen in the lower voices of Philippe 

de Vitryôs four-part motets. When a chant-based Tenor is in evidence such a Tenor cannot always be 

sung to its cantus firmus text. This is because the rhythmic configuration of these Tenors is sometimes 

different from the text-and-music relationship of their parent chant. Such Tenors may therefore have 

been vocalised as well as the Contra parts. David Fallows has highlighted the Tenor of Dufayôs early 

Vasilissa ergo gaude as a typical example of an untextable organised Tenor.100 

 
96 My own experiments with Stella celi suggest that the Salve Regina text will fit this motet reasonably well, but 

even that might not be right because the piece might have originated as a troped Kyrie belonging to a Mass cycle. 
97 For an example of a poor reading in 88 see the three-voice Gloria in Gerber, op. cit. p. 1098. This has 

concordances in Mu 3154 (ff. 10v-11r), Spec (p. 430-431) and the Avezzano fragment (I-AVZcv MS P, Rocca di 

Botte, Busta N. 5, fasc. 25 ff. 2v-4r).The first of these concordant readings is easily superior to that of 88. Also, 

Bent, op. cit. Example 15 compares text positioning in different readings of a single Ciconia Gloria. These suggest 

the likelihood that imposing modern Latin accentuation criteria upon all of a single workôs texting is anachronistic. 
98 The very short Kyrie to Ockeghemôs five-voice Missa Sine nomine (published in Plamenac, op. cit. vol. II p. 

77) seems to benefit from texting in which óKyriele sonô etc. is a five-syllable word.  
99 For a clear usage of four-syllable óe-le-y-sonô see the early Dufay Kyrie published in Sandon, N. and Marrocco, 

W. (eds), The Oxford Anthology of Medieval Music (Oxford, 1977) p. 203. 
100 See Fallows, D., Dufay (Dent, London, 1982) p. 105, where joint examples demonstrate the incompatibility of 

this motetôs cantus firmus text (Concupivit rex) with the motet Tenor derived from the chant. 



43 

 

 
© Robert J. Mitchell 2025 

 

Frequent recopying of structured motets means that some of their surviving copies are at the ends of 

remote transmission lines, and some of these readings of text as well as music are unreliable.101 The 

Franco-Cypriot manuscript Turin J.II.9 preserves 41 motets from ca. 1410-1420, mostly in Latin and 

in which the upper-voice texting seems clear, in which the lower voices rarely carry text, and where the 

Tenors are not very often chant-derived. Most of the ligatures in the upper parts may therefore be 

functional and authorial.  I suspect that these motets (maybe written in the isolation of Cyprus) were 

not frequently recopied and therefore I also suspect that the source presenting them is authoritative.102 

Its upper-voice texting rarely conforms to modern ideas of underlay aesthetics and not even to some of 

the rules presented in the previous section. The following example illustrates the usual vertical texture 

and also the mostly subordinate lower parts in the Franco-Cypriot motet collection. 

56. Anon, Iubar solis / Fulgor solis (Turin J.II.9 motet 5), 37-42;103 

 

Motet 9 in the Turin collection is not structured, and similar non-structured but motet-like pieces occur 

in western repertories with some of them belonging to an Italian motet tradition. In these pieces some 

lower voices have text. Ciconiaôs O felix templum has two passages where an otherwise untexted Tenor 

initiates unison imitation.104 His Venecie mundi splendor / Michael has a Tenor that behaves likewise 

and O virum omnimoda has a Tenor which is clearly intended to be sung with text throughout.105 There 

are other works from the Italian motet tradition which have internal Tenor text in an otherwise untexted 

part, and there are also short freely composed works for two upper voices plus a non-organised Tenor 

that does not carry text, for example Jhesu salvator seculi / Quo vulneratus by Hubertus de Salinis 

which survives in four sources.106 Therefore the early fifteenth century structured motet and shorter 

works similar to the latter are easily identifiable categories in which general text behaviour is clear. 

Importantly, their supporting voices do not always require text and where text sometimes occurs in a 

Tenor (as in O felix templum) that text need not even be complete. Additionally, some early cyclic 

Masses imitate the Tenor organisation and vocal texture of structured motets. The famous English Missa 

Caput has more or less consistently  bipartite cantus firmus presentation and seems to need its two upper 

 
101 For an example see PMFC vol. 5, critical notes p. 20 (mangled text variants in the Ch reading of Aleynôs motet 

Sub Arcturo / Fons citharizanicum / In omnem terram). Ch also has Italianisations in some of its French texts. 
102 For another part-source that is probably reliable and authoritative see Margaret Bentôs introduction to EECM 

62 (2022) which suggests that some works by Burell, Damett, Sturgeon and Cooke in the later layer of Old Hall 

may be autograph copies. All four were amongst the clerks and chaplains of King Henry V, whose chapel inherited 

the manuscript from its original owners (the chapel of Henryôs brother Thomas Duke of Clarence). 
103 Published in Hoppin, R. (ed), The Cypriot-French repertory of the manuscript Torino, Biblioteca nazionale, 

J.II.9 (4 vols, 1960-63), II, p. 17. The example is taken from my own edition of this piece. 
104 See PMFC vol. 24 p. 69, and the Tenor at measures 29 and 86. 
105 PMFC vol. 24 p. 81. 
106 See van den Borren, op. cit. pp. 276-277. The two sources for this motet which are infrequently mentioned are 

Stras and SanL. 
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voices (a Superius and high Contra) sung to Ordinary text and its Tenor sung to cantus firmus text. 

However in the first three movements the lowest voice (another Contra, which tends to use sustained 

values) possibly does not need any text at all and can be vocalised.107 There is, of course, a world of 

difference between the pieces from Turin J.II.9 and Q15 mentioned beforehand and the Masses in the 

later Trent manuscripts, but what is of chief interest here is the type of vocal texture that seems constant 

in motet-like works in all of these repertories. 

(ii) English works written in score make up a second easily identifiable type of music with clear texting 

intentions. These are mostly from the fourteenth and early fifteenth centuries, and the text is almost 

invariably written under the lowest of the voices (of which there are usually three). Much music in the 

original layer of Old Hall is copied in this format, along with a large quantity of badly preserved 

fourteenth century insular sources which give a variety of setting types written in this manner: Mass 

Ordinaries, short Sequence settings and devotional works, and very occasionally ceremonial pieces as 

found in US-Nypm. This type of copying occasionally allows for a small amount of jagged alignment 

due to topmost parts having the most notes. The latest significant source of this type is Selden B26 (ca. 

1425-50) which contains carols as well as sacred music. Not all polyphony in this composite manuscript 

is given in score, but some of the settings therein which are copied in this format are rhythmically quite 

complex whereas Old Hall generally reserves score copying for descant-type chant settings and some 

of its Mass Ordinaries. There are also continental fourteenth century antecedents for Mass Ordinary 

settings which tend to be homophonic and whose text delivery seems to be syllabically simultaneous in 

all voices.108 

(iii) óA versiô Gloria and Credo settings where the texturally alternating duet passages have both voices 

texted but where one or more supporting lower voices are probably vocalised as in type (i) above. Gloria 

and Credos nos 3 and 4 in the Ciconia edition are of this type, as is Gloria 6.109 

(iv) óA versiô Gloria and Credo settings with all voices texted. There are surviving examples by Zacara, 

Binchois, Guillaume le Grant and others.110 

(v) Continuous-texture Gloria and Credo settings with all voices texted, copied in choirbook format. 

For early examples before our period see the Credo by óBonbardeô in Apt,111 plus a two-part Gloria by 

óChassaô in the same source.112 There are also examples by Ciconia and in Turin J.II.9.113 Continuous 

texture with all voices texted also covers rare instances like Gloria no. 7 in the revised Dunstable edition, 

which gives successive parts of its text to three different voices prior to its óAmenô section.114 

Conventional texting in category (v) becomes important towards the mid-century when the cyclic Mass 

repertory expands. 

(vi) A texture consisting of a type of three or four-part piece (usually sacred) in which the Tenor and 

Contra have interlocking anacrusic phrasing, making it difficult to see how text could successfully be 

applied to such voices as in the following example.115 

 
107 See 89 p. 1105 for my edition with texting arranged in this way. 
108 See the Ivrea Gloria tro. Et homo verus (PMFC 23a p. 138) and the Apt Jacobus Murrin Credo (vol. 23b p. 

238). 
109 For these works see PMFC vol. 24 pp. 13 and 30. 
110 For the Zacara example (Credo Deus Deorum) see PMFC vol. 13 p. 109. For Binchois, see Kaye, P. (ed), The 

Sacred Music of Gilles Binchois (Oxford, 1993) p.1. For Legrant, see EFCM vol. 2 (1959) p. 53. 
111  PMFC vol. 23a p. 224. 
112 PMFC vol. 23a p. 100. 
113 For Ciconia here see the Gloria-Credo pair in PMFC vol. 24 p. 1, and for Turin J.II.9 see the Gloria-Credo pair 

in Hoppin, op. cit. vol. II p. 12.. 
114 MB 8 revised edition p. 14. See D89 pp. 1932-1934 for a section of a Credo which gives incipits implying 

similar text treatment to that in Dunstable Gloria 7. 
115 Hoppin, ibid. vol. I p. 27. For a four-part example from the mid-century see the Gloria D89 p. 2031, which 

also contains repeated same-pitch notes in its lower parts. 



45 

 

 
© Robert J. Mitchell 2025 

 

57. Anon, Gloria (Turin J.II.9 no. 4a), 20-35; 

 

(vii)  óTrumpetumô type lower voices in which there are fanfare motifs and anacrusic lower-voice entries 

as in type (vi) above. Again, the very nature of these lower voices often seems to exclude the addition 

of editorial texting.116 

So far we have dealt with types of music where the clear presence of text in original sources (or the lack 

of it in lower voices) seems to tell us much about likely performance practice. For the types of music 

discussed, frequently set shorter texts (as in Kyrie and Sanctus settings) often conform to types (ii) and 

(v) above. Now we come to more difficult cases where text may be absent from lower voices for 

significant reasons. 

(viii) One or more texted upper parts above slower-moving lower parts in freely composed pieces which 

simply cannot accommodate upper-voice text because they contain more extended values. Examples 

are numerous. I start here by citing Tapissierôs three-voice Credo as an piece from early in our period 

which represents a common type of Credo setting in which the Superius treats the text fairly syllabically, 

and in which the rhythmic pace of the lower parts is not too different from that of the top part. Only the 

óAmenô section in the Apt reading of this piece seems to be intended to have full text.117 The óRoy 

Henryô Gloria in Old Hall is another work that only requires lower voice text at óAmenô.118 Thirdly as 

a slightly later example of chanson-influenced style I mention the freely composed Credo from Reginald 

Liebertôs Marian Mass, probably composed by 1430. This multisectional movement features supporting 

 
116 For an example see Cousinôs Missa Tube in 90 (published in DTO 120 pp. 3-16. The Gloria (ibid. p. 5) starts 

with so many repeated same-pitch notes that editorial lower-voice text underlay is not feasible.  

Despite Paulus Paulirinusôs oft-quoted reference to singing óin the manner of the French trumpetô, the existence 

of fanfare-like pieces in StrasC like the famous Tuba Gallicalis and Heinricus de Libero Castroôs Virgo dulcis 

atque pia (PMFC vol. 23a p. 371) persuades me not to exclude the likelihood of at least some polyphony being 

played or accompanied by instruments, as does the Bobik Blasen piece in NurS 9a. 
117 PMFC vol. 23b p. 244 and EFCM vol. 1 p. 61. 
118 Published in CMM 46-I p. 21. 
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voices in which there is little or nothing to suggest the addition of editorial text, and at measures 88-

121 the lower voices behave similarly to those in Example 57.119 

For a fourth example of type (viii) I refer readers to the five-part canonic motet Regis celorum genitrix, 

in which there are three sections in double canon. The three lower voices in each section (which form 

one of the canons throughout) contain many sustained values and it is unlikely that they could 

accommodate the text of the two upper parts. Since these lower parts have some accidentalism they are 

also probably best vocalised rather than played.120 

For a fif th example of type (viii) I take a five-part motet from 88 which has the text O sidus Yspanie, 

although this might be a contrafactum.121 As with the previous piece cited the texture consists of two 

upper parts which are texted plus three supporting lower voices. Again, the latter with their sustained 

values seem not to need text apart from a single trio passage in the second section where the upper 

voices are silent. Here a single editorial text incipit for the lower voices would suffice to fill what would 

otherwise be something of a musical void. 

(ix) Already with the last example I impinge upon a very large texture category, namely pieces with 

mostly vocalised lower voices that clearly need at least one or two lower-voice incipits owing to groups 

of repeated minims or semibreves in their lower parts. Amongst these I number early examples like the 

Rezon and Velut Gloria settings in EFCM volume 2, cantilena motets with melismatic Superius parts 

by Dufay, Brassart and others which only need lower voice text at fermata points, and Dunstableôs 

three-voice Sancta Dei genitrix. The latter needs lower-voice text at two homophonic passages and in 

the final óAmenô section but does not seem to require lower-voice text elsewhere.122 Likewise the lower 

voices in the Gloria of Dufayôs early Missa Sine nomine only seem to require a few texted entries 

throughout in parts which are probably otherwise best vocalised.123 

Similarly, the five-part Magnificat Tone V in 89 has fanfare-type imitation at the start of all of its verses, 

some of which require text at the start of lower-voice sections while others do not.124 But this might be 

an archaic piece in a source which otherwise preserves mid-century and later repertory. Groups of same-

pitch minims in the lower voices of Johannes de Quadrisôs Gaudeat ecclesia also imply that occasional 

incipit texting is needed in these voices, but the text of this piece may be a contrafactum since the given 

text as it stands does not fit the music well.125 Pulloisôs four-voice canonic Gloria has two lower voices 

which require the same treatment as in the Johannes de Quadris piece.126 My purpose here in citing 

works from Italian, English, central tradition and possibly Germanic repertory (the 89 Magnificat) is to 

show that texting lower voices with occasional incipits and otherwise vocalising them wordlessly was 

 
119 Published in EFCM vol. 3 pp. 81. Another good reason for citing this particular piece is that it is performed 

exactly as mentioned above on the 1996 Lyrichord CD Echoes of Jeanne dôArc (LEMS 8025, Schola Discantus 

dir. by Kevin Moll). 
120 D89 p. 1319. There are also insular canonic works which have double-row texting for the different portions of 

text that canonically derived voices are intended to sing; the syllable stresses in these do not always conform to 

modern Latin accentuation standards. For an example see the Dunstable canonic Gloria in the Tallinn fragment 

(EV-TALtm, Franz 8.2/1a, f. 3r) 1996. Further see Bent, M., óA new canonic Gloria and the changing profile of 

Dunstapleô in Plainsong and Medieval Music 5 (1996), pp. 45-67). 
121 Published in Gerber, op. cit. p. 637 and DTO 76  p. 75. 
122 MB 8 revised edition, no. 47 (p. 119). 
123 See the Planchart edition at https://www.diamm.ac.uk/documents/181/01_Du_Fay_Missa_sine_nomine.pdf. 

The Gloria does not seem to have textable lower voice material until the Tenor incipit at ómiserere nobisô (144) 

and thereafter imitative writing and some further lower voice incipits seem to call for text in the short passage up 

to and including óJhesu Christeô. All parts also seem to need text for the extended óAmenô section. Regarding 

texting in the Credo of this Mass see section (x) following.  
124 D89 p. 1590. 
125 See Gerber, ibid. no. 6 (p. 175). 
126 Gülke, op. cit. p. 24. Some lower voice incipits need to be editorially added to accommodate repeated notes at 

the same pitch. 

https://www.diamm.ac.uk/documents/181/01_Du_Fay_Missa_sine_nomine.pdf
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a widespread practice. It also seems to apply to some early cyclic Masses, and I refer here to a poorly-

preserved Mass whose movements are split between 88, 90 and 93. This work is oddly and archaically 

dissonant in places (perhaps signifying a composition date in the 1430ôs or 40ôs) and its frequent lower 

voice behaviour with sustained notes can be seen in the following example. The signs *---- and ----* in 

the score are useful inventions of my own, and tell singers where to start and stop singing text incipits 

and to start or end vocalised passages. 

58. Anon, Missa Avecu?, Gloria, 8-17;127 

 

(x) This category covers unconventional three-voice works where the degree of imitation involved 

implies extensive incipit texting for lower voices. In this connection some of Dufayôs early Mass 

Ordinary settings are particularly relevant. Typically the young Dufay took the syllabic style of Mass 

Ordinary exemplified by pieces like Tapissierôs Credo and the Example 57 cursiva Gloria and in one 

piece made this style of setting into a technical tour de force involving frequent imitation plus textural 

and rhythmic variety.128 The Dufay Credo concerned in Q15 (which is paired with a Hugo de Lantins 

Gloria) is probably the result of Dufay encountering this composer and his imitative experiments.129 

 
127 The Agnus is published in Gerber, op. cit. no. 8 (p. 202) and the Gloria and Credo in Gozzi, M., Il manoscritto 

Trento, Museo Provinciale dôArte, cod. 1377é (2 vols, Turris, Cremona, 1992), vol. II p. 52 

(edition of Gloria and Credo) & vol. I p. 85 (giving a brief listing and discussion of the various movements). The 

Sanctus remains unpublished, and the cycleôs title óAvecuô is only partly legible. Conceivably it might have read 

óAvec un éô or perhaps even óAve cuius éô.   
128 The term cursiva occurs in Ox 213. Rapid dispensation of text in upper voices seems to derive from fourteenth 

century motets, and there is also another antecedent in Rondellus type pieces of early fourteenth century insular 

origin. 
129 For the Dufay piece see Besseler, Dufay Opera Omnia vol. IV p. 17. The relevant Hugo de Lantins Gloria is 

printed in the same volume, but the two settings do not really constitute an integrated pair. 
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The lower voices of Dufayôs Credo are full of imitative answers, some of which are supplied with text 

incipits while others are not. Are we right to try editorially texting absolutely all imitative occurrences 

here? If text is used thus, it results in a setting which really needs fully written out underlay. Perhaps 

this is not quite right, and maybe some of the lower voice imitative answers should be left as vocalised 

material. A similar but less complex texture is found in the Credo from Dufayôs Missa Sine nomine, 

where lower voice text is possibly needed at the chordal óPatrem omnipotentemô opening, and where 

there are incipits at óAmenô in both lower voices. In between these points imitation between the upper 

and lower voices might call for short passages of additional lower voice text at ógenitum non factumô, 

ópassus et sepultusô and óqui locutusô. But again the need for such texting is not established.130 

Another early Dufay Gloria and Credo pair has textual telescoping plus passages of text in all three 

voices followed by likely vocalisation (or, in the case of the Superius and middle part here, syllable 

extension). This has fourteenth century antecedents and otherwise occurs in the two upper voices of 

Queldrykôs four-part Gloria from Old Hall (a piece otherwise much like a structured motet) and also in 

the same pair of voices in a four-part Gloria and Credo by Loqueville.131 But it is unusual to find this 

sort of alternation in each voice of a three-part piece without a lowest part in extended values.132 

59. Dufay, Gloria (Besseler edition vol. IV p. 3), 8-15; 

 

As in the previous Dufay Ordinaries mentioned here, these movements require a varied approach to 

editorial lower voice texting and this Gloriaôs homophonic ending may require underlay in all voices. 

(xi) The remaining two types of texture that I wish to highlight are in the territory of Superius chant 

paraphrase settings. The most common of these is a type of Introit setting current from ca. 1430 to at 

least 1460, usually for three voices and consisting in its fullest form of three sections. These are the 

Introit antiphon (its first section, usually preceded by a chant intonation), its verse (again, usually 

preceded by another chant intonation) and its doxology or óGloria Patriô section. Liebert and Brassart 

may have been amongst the first composers to write such pieces, of which there are large quantities in 

most of the Trent manuscripts and Strahov.133 In the second and third sections the writing is sometimes 

syllabic and homophonic, and may feature fauxbourdon. In such instances the lower voices of these 

 
130 See Planchart, op. cit. 
131 For the Loqueville Gloria-Credo pair see EFCM vol. 3 p. 11. For the Queldryk Gloria see CMM 46-I p. 93. 
132 The likely syllable extensions here in the upper voices of Example 58 prompt me to mention the old theory of 

melismata which end texted phrases of Dufayôs music being óinstrumental postludesô, which probably began in 

in the writings of Sir John Stainer, Hugo Riemann and others. Further, see Leech-Wilkinson, D., The Modern 

Invention of Medieval Musicé (Cambridge, 2002) pp. 23-26 and 31-35. The idea that the singer(s) of the Superius 

in the Gloria above might have briefly picked up a rebec or a recorder just to play the three notes in measures 13-

14 or the middle partôs notes at 10-12 is absurd. 
133 For a relatively late example (Salve sancta parens) see D91 p. 1102. For others see D89 pp. 1985-2006. I have 

given editorial lower-voice text to all of these pieces, but the D91 setting could easily manage with vocalised 

lower voices for its first section, as could the Rorate celi and Salve sancta parens settings cited above in the group 

of D89 settings starting on p. 1985. However, other settings in this D89 batch have internal first-section duets and 

in one case pseudo-imitation (in Spiritus Domini on p. 1999). Such factors prompt the addition of editorial text. 
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settings need text, and the short verse texts involved would not have been difficult for singers to 

memorise. But in the first sections of such pieces editorial lower voice text is not always necessary - 

particularly if the texture does not involve fauxbourdon, imitation, filler -passages without the Superius 

or same-pitch repeated values. Even where imitation is involved one or two short lower voice text 

incipits therein are sometimes better than full editorial text, although the latter can of course be 

attempted for an óenlargedô version of a setting. The advantage of visualising such Introit first sections 

as chiefly vocalised is that they release us from the idea of fifteenth century Tenors and Contras as 

experts in Biblical and patristic texts who knew many of these Introit texts faultlessly by heart. Indeed, 

many such singers might not have been anything like as literate as this. In the 88 Mass Proper collection 

the same text policy as above sometimes also applies satisfactorily to non-imitative sections of other 

Propers such as Gradual, Offertory and Communion settings. 

(xii) The final type of texture to be listed is related to the previous type of category since it concerns 

hymn settings which use chant paraphrase. As above, if more than one or two verses of a hymn setting 

were sung in polyphony it would have required the singer(s) to know the text. With hymn texts typically 

ranging from three or four verses each to the thirteen stanzas of the famous Ut queant laxis, it is unlikely 

that the singers of lower voices without underlay in such settings knew all such verses. In settings which 

are non-imitative, which have continuous texture and which do not use fauxbourdon, wordless 

vocalisation is again a practical choice for Tenor and Contra voices. Two short settings of Iste confessor 

which are next to each other in 88 are good instances of this policy. The following example is from the 

second of these settings.134 

60. Anon, Iste confessor (88 f. 240v), 19-38; 

 

This is merely one option for the texting of hymn settings, and the sources are certainly not consistent 

in the way that they present these pieces. The immaculately copied original layer of ModB consistently 

 
134 Published in Gerber, op. cit.  p.732. 
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gives Dufayôs hymns with multiple verse texting in the Superius parts and the accompanying verse of 

parent chant, plus incipit-texted lower voices on the facing page. With such clear and beautiful copies 

as these it would be easy for lower-voice singers to glance leftwards in order to read their sung text. 

Similarly, the Strahov compilerôs hymn section has a few examples of Superius parts with multiple 

verses underlaid - albeit less tidily than in ModB and on a much smaller page size. The late fifteenth 

century fragment Linz also contains a setting of Urbs beata Jherusalem where somebody has tried to 

underlay text to the Tenor (see Plate 1). My editions of the hymns in 89 and 91 all have text underlaid 

in their lower voices, but this is because I wanted óenlargedô versions of these works and also because 

some of them contain imitative work. In the few pieces of this type therein which resemble Example 60 

the editorial text could just as easily be dispensed with.135 

To conclude this section, my references above have given interested parties much to look up but this is 

because I intend a comprehensive coverage of the types of sacred music concerned. 

ééééééééé 

 

 

Plate 1. Linz no. 44, Urbs beata Jherusalem. Note added lower voice text in fifth stave. 

 

 
 

 

  

 
135 For examples see 89 nos 105a and 114, where this possibility is mentioned in the relevant critical notes. 
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4. FULL TEXT IN PIECES FROM THE LATER PART OF OUR PERIOD. 

 

In this section I take some samples of works which I know well, and I demonstrate the detailed options 

in how to treat their texting plus familiar problems which will be encountered. There are four musical 

samples. The first two have almost complete text in all voices and the second pair require editorial 

intervention in the form of added underlay. 

 

(a) The Agnus Dei from the 89 equal-voice Mass. 

 

The three Tenor-range voices in this movement (illustrated in Plate 2 and Example 61) exchange top, 

middle and lower-voice functions sporadically, and the piece is not chant-dependent. The following 

table approximates the voice function exchanges which occur throughout, with as much accuracy as 

can be expected from counting measures as single units. 

 

Table 1. Voice functions in Example 61. 

 

Section Measures Superius 

function 

Contra 

function 

Tenor 

function 

Agnus I 1-5 Voice 1 Voice 2 Voice 3 

 5-10 2 3 1 

 10-12 2 1 3 

 12-15 3 - 1 

 15-19 1 - 3 

Agnus II 20-25 1 - 2 

 25-29 2 - 1 

 29-32 2 - 3 

 33-45 3 - 2 

Agnus III 46-53 1 2 3 

 54-59 2 1 3 

 59-75 3 2 1 

 75-77 2 1 3 

 78-84 1 2 3 

 85-87 2 1 3 

 88-100 1 2 3 

 

 

In what seems to be a freely composed texture such as this, the behaviour of Superius-function phrases 

in single voices will mostly tend to determine how text is underlaid. Plate 2 gives the original. Circle-

numbered syllables in Example 61 indicate texting which I have adjusted despite what the manuscript 

seems to imply, with ñ1ò in the score for the first voice and ñ2ò and ñ3ò for the other voices. Such 

syllable adjustments are often necessary when working from many fifteenth century sources. One of 

the few where this difficulty does not occur is the original layer of the late fifteenth century source 

Verona 759. This is because the text hand in those pages is much smaller than most normal text hands 

which copy underlay. The original layer of ModB is another source which is lucid in its texting.136 

 
136 This might prompt the suggestion that a study of texting is better attempted using just these neatly copied 

sources. However this idea be countered by arguing that neither presents the varied repertory of the Trent 

manuscripts, and also that any deductions made about texting using just those sources might narrow the time-span 

to which any established rules apply. Regarding the actual validity of some of the ModB texting see my comments 

on Jonathan Kingôs studies in section 13. 
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61. Agnus Dei from the Missa Ad voces pares; 

 

 
 

 

 

 

 

 



54 

 

© Robert J. Mitchell 2025 

 

 



55 

 

 
© Robert J. Mitchell 2025 

 

 



56 

 

© Robert J. Mitchell 2025 

 

 
An initial inspection of this example and its labelled syllables in comparison with the photograph of 89 

might suggest that little or nothing is definite about the editorial texting process. But basic logic starts 

to yield answers quite easily. I want readers to imagine that they are facing an untexted score here, and 

that they only start to visualise texting exactly as I describe the process below. 

 

1. Firstly, there is no doubt that some sort of chant intonation is needed. Agnus Iôs lower voice then 

proceeds with G G G F F F G (up to the first note in measure 7). Logically this batch of notes should 

each receive a syllable, which results in óqui tollis peccata mun-ó in this voice being dispensed with. 

 

2. The upper voices above this passage have imitation at 1-5 which their underlay should reflect. 

 

3. At 6-7 in the first voice the repeated values seem to suggest underlaying of ó-cata mun-ó so that the 

latter syllable coincides with the same syllable in the third voice. The second voice at 5-7 will have 

underlay synchronous with the other parts. 

 

4. The above decisions have all been taken despite the 1ôs, 2ôs and 3ôs in the score indicating manuscript 

text positioning at variance with our placings. But so far I do not think that anything is really in doubt. 

The next question is where does ó-diô properly belong. Interpeting 89 literally will  result in ó-diô in 

voices 1 and 2 being placed under their last notes in 8 - but a look at the first voice here in 89 shows 

that the syllable is placed exactly where it is to avoid an upward tail on the system below it. In the third 

voice in 89 ó-diô is under 9,3 - an aesthetically not unpleasant choice which is viable. But the simplest 

solution is to place the ó-diô syllable under the first notes of 9 in each voice.  

 

5. At 9-10 the underlaying of ómisere-ó is prompted by the repeated same-pitch notes in voice 3, and 

the final syllable of this word (-reô) can be retained for the cadence at 12 (not indicated in 89, but again 

this is a logical choice). It is quite common in this repertory for a word such as ómiserereô (written 

without most its syllables separated) to be editorially expanded to last for a number of measures. 

 

6. ónobisô - despite the manuscriptôs text positioning - can have its first syllable in voice 1 given to the 

start of a phrase in 13, and voice 3 can receive the same syllable in measures 12-13 as a same-pitch 

anacrusic entry (which is not uncommon in English works of this type and vintage: see section 2c part 

5). Both voices can also have ô-bisô given to the final cadential note in this section. 

 

7. The words óAgnus Deiô at the start of section 2 are underlaid with an important principle in mind, 

namely that fifteenth century singers might have wanted to get rid of text syllables with óone per 

measureô if there were a greater number of measures than syllables. Therefore, óAgnus De-ó has its first 

three syllables here underlaid to the first three measures. This leaves óDe-ó as a melisma covering three 

measures before the cadence and this wordôs final syllable. 
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8. At 25-26 I assume another same-pitch anacrusic entry for óquiô in voice 2, and in the following 

measures I place ôtol-ó in the second voice at 28 because the first note of this measure has an upward 

leap of a fourth after the previous measure. Arguably this is enough of an intervallic hiatus to justify a 

syllable being placed here, and the other voice here has had the same syllable put in the same place. 

Note that in the third voice there is an entry on a part-word at ó-lisô (29). 

 

9. ópeccataô in voices 2 and 3 has its syllable placement mostly determined by the repeated same-pitch 

notes in voice 3 at 30-31, and the cadence on E at 32 is a good place to begin ómun-ó in both voices, 

since later in this passage both voices are animated in minims and show no signs that a further syllable 

is needed in measures 32-35. 

 

10. The placement of ómiserereô is influenced by its manuscript positioning in the third voice and the 

repeated Fôs in the second voice at 39-40. The syncopation at 43 in the third voice seems to be a good 

place for the first syllable of ónobisô, as this anticipates a cadential cliché in the second voice at 44-45. 

 

11. Placement of ó-gnusô after the start of the third section and also óDe-ó is influenced by the ligatures 

in the third voice, and there seems to be no reason for the two voices above voice 3 here to have 

asynchronous underlay. 

 

12. óquiô in both lower voices at 58-59 takes anacrusic entries, and this word is omitted in the first voice. 

 

13. ótol-ó in the second voice takes another anacrusic entry with the other voices following it as soon as 

possible with the same syllable at the start of the next measure; ó-lisô then follows at the next cadence 

(68). So far in section 3 here, the duple measures seem to fall into two-measure pairs and none of the 

underlay suggested for this passage is seriously at variance with the idea of duple greater measures. 

 

14. The underlay of ópeccataô is prompted by the syncopation in voice 2 at 69, and also the pre-cadential 

answering phrases in all voices at 72-75. 

 

15. The middle of this section seems simple, since ómundiô will take a phrase ending with a cadence on 

D (75-84) which features some changing-note material, and ódonaô will benefit from being placed where 

the two-voice imitation occurs at 85-89 in voices 1 and 2. 

 

16. ónobisô seems to be prompted by the voice 1 syncopation at 89, and ó-bisô in the two upper voices 

seems to fit nicely in the cadences at 95 which involves a ligature in voice 2. What voice 3 does here is 

open to debate since it is silent at the cadence. Possibly ó-bisô best follows the ligature at 93-94. 

 

17. ópacemô seem best treated with its first syllable at 96 in all voices, and its second syllable on the 

final note in all parts. A commonsense lesson can be derived from points 15-17 here; where there are 

three or four phrases and three of four words of text to be underlaid, one phrase will usually cater for 

each word. 

 

Out of all of these 17 or more underlay decisions, perhaps the only two which are less than definite for 

me are the placement of ô-diô in the third voice at 9 and the placement of ó-bisô in the same voice at 93-

94. Both of these instances could just as easily have their syllables moved respectively to 9,5 and 94. 

 

What results here is a movement in which imitation is largely respected by the wordsetting and where 

most repeated notes at the same pitch are treated as relevant for underlay of successive syllables. One 

could of course try to finalise a less polished version in which more manuscript positionings and 

ligatures are respected than here, but I think that to do such a thing would only leave doubts in the mind 

of its deviser and those doubts would multiply if the same person attempted a similar exercise with a 

similar fifteenth century piece. The stages of underlaying text described here are a significant part of 
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what I mean by the best-practice approach mentioned at the start of this study: the latter example has 

been texted with a degree of care and some weighing-up of most of the practical options involved. 

Additionally, should this piece have concordant readings some of the individual decision processes 

might take longer. My final comment on this piece is that I selected it specially for teaching purposes 

for a significant socio-cultural reason. Since its voices are more or less equal in range it can be sung 

easily at a variety of pitches to give students some idea of how the texting sounds in performance. 

Thereby it avoids problems with fifteenth century textures that are commonly encountered such as lack 

of strong-voiced individual Superius singers and high Tenors owing to the prevailing matching of voice 

ranges to music scored for S A T B ranges. 

 

(b) The 89 Beata viscera setting. 

 

This short piece (illustrated in Plate 3 and Example 62) adds a degree of constraint in that the part 

normally called the Tenor has a chant cantus firmus. This is given in chant notation in 89 which is 

monorhythmic apart from three values (two internal notes and the final long). The cantus firmus texting 

in the Example 62 follows that of a commonly used version of the chant (LU 1997 p. 1268) rather than 

any underlay peculiarities which 89 might feature. Normally I would use a contemporary or roughly 

contemporary chant source for texting comparison rather than a Solesmes chant book, but the two 

versions of the chant differ very little. 

 

It appears that no ligatures need to be broken and there is very little difference between my texting of 

Example 62 and the original. In the chant-based Tenor the minor texting differences are at the following 

points: 

 

viscera 

-verunt 

eterni 

Patris 

filium 

 

In the Superius there are even less differences. These are at the following places: 

 

viscera 

-verunt 

eter- 

filium 
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62. Beata viscera;137 

 
 

Contra differences are likewise minor, at these occur at the following points: 

 

viscera 

virginis 

portaverunt 

Patris 

Filium 

 

 
137 D89 p. 1918. 
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Some of these differences are only listed because the score requires word extensions where the 

manuscript gives single words without separating syllables. The degree of convincing texting here is 

unusual in a mid-century source and similar examples can be found in equally short Da pacem and Deo 

gratias settings, where sometimes there is just the Superius text written in full.138 My argument here is 

that in such short pieces there is little need for artifice, and usually not enough complexity for a scribe 

to have to move syllables because of possible collisions with note-tails on a stave below. Chant settings 

in the same style as Example 62 are quite rare: this piece is part of a set of descant-like Proper settings 

copied with the 89 equal-voice Mass and probably used in conjunction with it. More common in the 

later Trent manuscripts and Strahov is a similar type of chant setting which usually has its Tenor in 

Gothic neumes. Most of these seem to come from the German-speaking world, they can cover a wide 

range of settings types such as Mass Ordinaries, Introits and Responds, and the texting in their freely 

written voices usually involves more editorial intervention than has been applied here.139 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
138 For examples see D91 p. 193 (a Da Pacem setting) and Kaye, op. cit. pp. 187 (Binchoisôs Da pacem setting) 

and 188 (his Deo gratias setting). 
139 For a Sanctus with its Tenor in chant notation see D89 p. 2057. For further settings of this type see Strahov ff. 

42v-46v (six Introit settings with chant notation Tenors and a Kyrie with a chant notation Superius). There are 

also two Kyries and one Gloria with chant notation parts on ff. 61r-64r and other examples of the same sort of 

texture elsewhere in this manuscript). 
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My third example is radically different, and is the second of five sections in the Credo of the four voice 

Missa Puis que môamour in 88. This Tenor cantus firmus Mass has full sections which use the Tenor 

of Dunstableôs chanson of the same name, but no pre-existent material from the song is involved in the 

section in question which is given as Example 63 and illustrated in Plate 4. This trio is a forerunner of 

similar reduced-scoring sections which occur in Masses by Faugues and others, and these tend to consist 

of a series of short panels with differently scored duets and three-part textures. The anonymous 

composer of this Mass certainly puts óeverything in the shop windowô here. There are various sorts of 

devices such as three-part unison imitation (71-73), a cadential drive passage with cross-accents (75-

82), polymensural writing (83 onwards), changing-note imitation in two of the voices (88-90), close 

imitation at the fifth between the two upper voices with some imitative activity from the third voice 

(99-109) and sustained values in two of the parts against an active middle voice (111-116). To help with 

the variety of textures here the middle part has a range of just over two octaves, and apart from the 

opening lower-voice incipits only the Superius is texted. 

 

The 88 texting is imprecise in places, and - even to the most sceptical eye regarding editorial underlay 

- extensions of words written without separate syllables seem to be needed. Is full text actually required 

in the lower voices? I would answer this by referring readers to the lowest-voice repeated values at 69, 

the exact unison imitation in all voices in the same stave system, and the changing-note imitation in the 

second system of the exampleôs second page. The imitation at the bottom of the second page is also 

relevant here: all of these passages would sound very odd indeed if editorial text was not applied. 
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63. Anon, óGenitumô section from Credo of the Missa Puis que môamour;140 

 

 
140 88 ff. 88v-89r, published in Gerber, op. cit. pp. 355-357. 
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The best way to treat this very varied texture is to isolate stretches of the music where there is a degree 

of certainty about what to do with text. As with the first example in this section the whole process is set 

out in numbered stages below. 

 

1. The closing passage (111-119) gives ófactusô under 114 in the Superius. It seems logical to stretch 

this word so that its second syllable begins where there is a repeated same-pitch note in one of the lower 

parts (at 118).141  

 

2. Moving backwards, óEt incarnatusô at 97-99 can receive more or less homophonic treatment, but 

starting with óestô at 99 the underlay has to be placed with regard to imitation. My solution realises the 

imitation as exactly as possible at 99-106, and then stretches óVirgineô (given at 106 in the manuscript) 

to the cadence at 110. 

 

 
141 The contour of the Superius at 111-119 is similar to that of Credo V at the same textual point (see LU 1997 

p.74) but I doubt that this section gives a genuine chant reference here because the LU 1997 passage cadences on 

D rather than the final G cadence of this example. 
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3. Moving back to the beginning, I have realised the lower voicesô texting by allowing the catch-up 

principle to apply at 63-69, and adjusting the manuscript position of óPatriô. Hopefully this is not too 

contrived. 

 

4. The passage involving three-voice unison imitation at 69-74 has been realised by allowing both lower 

voices to accept óomni-ó as the imitatively answering syllable to óper quemô in the Superius at 69-70. 

Otherwise there might be discontinuous lower-voice text in the ensuing measures. 

 

5. Following óomniaô there is an extended rhythmically active passage leading up to the cadence at 82. 

As in the manuscript I begin this with ófa-ó on a cross-accented value, but 88 gives ó-ctaô under Superius 

81,2. It seems more conventional to move this syllable back to 80 so that the voices below it can be 

seen to have rhythmically similar movement for a reason (i.e. change of syllable). 

 

6. The passage where the Tenor changes to dotted-C is problematic. Once more here I apply lower voice 

catch-up, and I arrange the texting so that ósalutemô (given in the manuscript with ósalu-ó at 88,3) begins 

at 88,1 and extends to the end of the changing-note passage at the cadence in 91. 

 

7. ódescendit de celisô is texted with the middle voice anticipating the Superius, and with the lowest 

voice in the score following the rhythm of the middle voice where the anticipation begins. Such 

matching underlay seems to be frequent in many instances where lower voices begin imitation. 

 

These processes cover the whole section, and I am confident that the result parallels the meticulous way 

in which the composer put this section together. Such a policy for texting of course also implies that the 

original might have been just as carefully texted, which is something that the version in 88 does not 

reflect. Neither do I think it possible that really well informed lower-voice singers could be expected to 

realise all of the imitative underlay in this section as some sort of ad libitum process. Quite simply there 

would be too much work involved. 

 

My fourth sample is again radically different. This is the second half of the Credo from Ockeghemôs 

Missa Caput. The whole Mass is in 88 as well as Chigi and the latter seems to show that some editing 

process had been involved before it was entered into the latter manuscript. Both readings for this section 

are shown in Plates 5 and 6. The Credo in both readings differs in terms of some breves being divided 

into semibreves, or semibreves being made into breves. Evidently somebody was dissatisfied with the 

piece as they received it, which is the only probable reason for the alterations. 

 

This is one of two well-known Ockeghem works with cantus firmus in its lowest voice (the other being 

his four-voice Salve Regina). Since this Mass was entered into the gatherings which now make up 88 

its composition is likely to precede the early 1460ôs. By the time that the Chigi version was copied 

(probably after 1500) various versions of this Mass might have been in good circulation for roughly 40 

years, no doubt with some versions accurately copied and texted and others being less accurate. The 88 

version is not particularly good. Like Chigi it confuses voice-names for the lower parts (which is 

understandable in view of the lowest part unusually being the cantus firmus) and the section in question 

has no text apart from sectional incipits. 
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64. Ockeghem; 88 version of the second Credo section from the Missa Caput;  
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