TEXTING IN EARLIER FIFTEENTH CENTURY SACRED POLYPHONY
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1. INTRODUCTION

This study addresses problems involvihg application of text to sacred music in gggproximate
period 14001460, with special reference to the contentthefTrent Codices. | will attempt to show
that there wadlttle or no standardisation in setting texidartmusic, and sometimes a widely differing
variety ofpractices. | Bso attempt to show that a bgstctice editoriafull text policy is suitable for
somesophisticated patinusic from the years 248-1460, but additionallywill argue that such a policy
cannot be applied uniformly to all extanglets of vocal musifor the periodconcerned.

Thisis only a short study of a largebject 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 tim@rom roughly 197 to beyond2020. Like everybody else | learned partly by
making mistakes, and hopefully absorptionofwlatdi gge st i n t he foll owing
attempts to handle texting far more confident than thigtotherwise be. | mke no claims to rectitied

or authority here andl write on this subject merely because | have trod itsspatre than mosbther
scholars For mast of this study | have pursdighose paths empiricallignd thelack of relevant
theoretical sourceBas certainly not been a disincenti¥®r most guidelines proposed inigtstudy

there willbe exceptions, and | make no claim to have been exhaustive about such exddptons.

what | suggest concerning loweoice text could beubstitued by amoretheorybasedapproach to
ligaturesthan | allow hergplus perhapsgeneralisations about incigiéxted and partially imitative
textures not really needing text. But | know for sure that such apmeaciuld shortseve much of

the music concernéed.

The main difficulties with text in earlier fifteenth century sacred music are related to the musical
textures and text presentation in voices whicmatéully texted. Slowmoving Tenor and Contratenor

I There is an additional layer obmpleity here in tha@nincreasingnumberof fifteenth century sacred pieces

in more than one sourege now capable of being analysedadaptations or second versions of previous copies,
and sometimes this involves doubling or halvifigzalues and changing of mensurations, adding or deletion of

l i gatur es, and so on. For some smal/l examples see
Bi nc h o iCeok@., McbonaldG. and Whittaker, A. (eds)Manuscripts, Materiality and Mobility. Essays

in Late Medieval Music in Memory of Peter Wriglhtibreria Musicale ItalianalLucca, 2024)yp. 151162.
Additional texting can also play a role in how a modern editor views a single work. For example, the Zacara Gloria
tro. Laus et honoin Old Hall (f. 28v)is the only extant sourder this piecewith a ligatured and untexted Contra.

It seems possible that the trope in other sources might not have been part of theveidinal
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parts often cannot accommodate the quantity of text which the Superius voice almovs tfieen

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

a compresskand inprecise manneérModern editions reflect these difficulties in various ways. A few
merely give the unhyphenated text largely as it appears in the souréegQtbeds attempt to reproduce

more oflesstheexacu nder | ay of the source used, which may
composef. Quite afew editions attempt to resolve underlay problems by moving syllantasd,

either out of a sense of being practical or because of a sense of aeSbhpetealso add editorial lower

voice text> The difficulties with text hereare compounded by the certainty that Latin pronunciation

was not standardised in¢tperiod, and also by the grability that our sense of tenhderlay aesthetics

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

| begin with presentation of a fesxamples to show howidely fifteenth century attitudes to musical
textmay have variedci r st | vy, I luvenis qui puellamfnoDaustceey diece, but rather a
mock discussion in terms of canon law wha#legorical referenceseem toconcernthe Council of
Basle)! Its use of faukourdon and syllabic passagesforce it relationship to styles of sacred music
current around 1440 refer to it herebecaus the rhythms oits syllabic passages tendreflect 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 &sthe fragmentarysourceillustrated inPlate 9.Plate 8 (even though its music has no
continental concordances) illustrates another insular sourcewvihlools like clear textual intentions.

SFor an exampl e s eEhe Adsitabworks ofSleha iaihby (cb THEIMM B3n1964).

“See GTI kdohanni® PullgisecOpera OmniEMM 41, 1967).

5 For much of this study | will be referring to my extensively texted online editibfisent 89 and 9{hereafter

89 and 91) on the OxfordDIAMM website https://www.diamm.ac.uk/resources/musititions/trertcodices)

with themanuscripsiglafollowed by page numbefer individual musicpassagesvly 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 refer&fa@es for
for a whole Massycle or motet). This is merely to save space.

6 This point about aesthetics is particularly observable for Engpslakers in the text underlay of the recent
edition of Thomas Whythorneés 1571 songs for three, f
20002004) and also in the genera under | ay policy in ear IThe Emglsh umes o
Madrigalistsseries edited by Edmund Fellowes.

"The piece is incomplete in its only s dutabiogmphisahd | ack
Implications in Dufay's Sonlylotet "Juvenis qui puellarmih RBM42 (1988) pp. 3B2. Trumble does not discuss the

rhythmic feature mentioned here. The textusenis qui puellantonsists of prose for its first surviving section and

metrical stanzas for what remains. For recent wank ito see Alejandro Planchadt s o bBufay redition
(https:/Amww.diamm.ac.uk/documents/165/24Dufayenis.pdj. The text of the first sectiois taken from a letter

of Pope Eugenius 111, oOofféudd inAhle prooeddiags ofahfnirdpLateran IiCguhcé r u m
(1179) . Dufay would have had access to tikiaeanbeaatds
Guillaume Dufay; the Life and Work2 vols, Cambridge and New York, 2018), p. 408 disputes thmusical

settingg s accepstightl. dati ng
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1. Dufay,luvenis qui puellamopening of first duple section;
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Third, the folowing extract from the MissZersundertin 91 shows words from the Credo text being
adapted to the anacrusic rhythm of a-@xéestent song modély repetition of syllable$

8D89p. 961.

9D91p. 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 meltidy mobstly lost songu auf

mein allerlibste(part of which survives as incipits in the quodlib@®gauno. 117 and.eipzig 1494no. 159.

Perhaps eveworse than thigxamplein terms of setting Mss Ordinary text is a passage fréne Credo of
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4. MissaZersundert Credo, 160164;
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Added to thee rare extremes we also find texpiwbably revised pieces and contrafacta whertain
liberties seem to btaken. Notably in the MissAu ¢ hant tedneSP B&where dees@and
sometimesawkwarduppervoice wordsetting in the Gloriand Credsuggests some drastic revisions,
perhaps due to the worbeing shortenetf Likewise, Speccontains twopieces which look like
contrafacta of secular works whose Superius rsuntidly underlaid withsuccessiveparts of he
Credo text rendered like vers'!

In between theeinstan@s much tripletime music of the era from Ciconiabufayd s | atmewes year s
in what a previous wr i t%Meaningthat whete themasic bgs anythirgs y | | &
like full text, the Superius tends to leeda texture where the lower voices have less text than the latter

or where the | ower voices textwually 6catch upo6 \
But even to admit the likely existence of such a haphazard method -setérg in tilly underlaid

music only seems to pose more questions than it answers. Such asneheteeriower-voice text is

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

a quetion of consistencyAre there indeed any grounds for attempting to text earlier fifteenth century
sacredpolyphonywith a degree of editorial consistency? These and other related issues are matters
which | hope to address satisfagly in the following sections, whose headings are set out below.

2. Surviving treatises concerningxt underlay, and principles followed in the remainder of this study.
3. How to determine the necessity of loweice texting, and identifiable types of musigpreceding
style periodsvhich seem taequireconsistent text policies

4. Full text in pieces from tHater part of our period.

5. Precdents for types of texting amongst sources eahim 1430, antext precedinghe copying of
notation(in carefully made manuscripts from before 1400 this tends to be the norm).

Martinib s Miusuwher e the words of the TenowésbéCrayWol ®é@st har
binding musical material®@1 p. 573).

10 sp B8Off. 1v-9r. Published inMoohan, E. and Steib, M. (eds)jphannes Martini: Masses Patt Masses
withoutKnown Polyphonic Modelg\-R Editions, 1999).212 There isalsoan aline transcrigbn by Agostino

Magroat http://ricercarold.cesr.univtours.fr/3programmes/EMN/MessesAnonymes/sources/86.pdf.

1 Specpp. 166167, both forarethree voices and respectively referred t®asemr ehtaw andPatrem Jirkao

in the manuTshcer ifpitrosst innadmeex . means a Oneighingd Patrem an
For more information on individual names for pieceSpecseeMral kova L., Behind the stage: some thoughts

on the CodexSpecialnik and the reception of polyphony in B¢h-century Praguan Early Music37 (2009)

pp. 3%48.

12 see Villard, L., Text underlay in the Mass Ordinary of Dufay and some of his contempo(&tiesD.
dissertation|llinois University, Evanston,1960) pp. 3743.
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6. The development of texturdknsity in fifteenttcentury sacred music.

7. Superius parts with two or more slowaoving supporting parts.

8. Homophony and nedromophony.

9. Imitative and largely free composition.

10. Chant paraphrase.

11. Lower voice cantus firmus.

12. How teximight have been applied in performaneaad the likely variety in vocal ensembles.
13. Other studies of texting.

14. Conclusions.

,,,,,,,,,

eeeeeeeee

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 cert aédemppéaEtg ledo sursivdng works on setting text to music prior to the ea
fifteenth century® Don Harra 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 toembidy. Boh are in Italan

and the leaf containing their remnargsbound together with treatises by Gulielmus Monachus and
Antoniusde Leno** The rules that eactexting treatisegives are basic and seem to be intended for
general musical instructiarather than foexperienced musicians. | 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 assiggimore than one syllable to single ligatures

5. Align notes and syllables properly.

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

1. Deliver the syllablei(e. sng the syllable) on the note witbhich it is aligned.

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

3. Be careful to speciffin 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 tbat are not
tactus or semibreve pulseblarré discusses the precise intention of rilleand6 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_ate Middle Age$Oxford, 2023) pp. 1718 contests the usual attribution of this

treatise on motet writing to Egidius de Morino, also sudgg#hat its date may be nearer 1400 thamtbrenally

accepted dating in the last quarter of the fourteenth century.

“SeeHarra, D., 61 n Pursuit of Origins: ThActaEF(IO7TB)est Wr it i
227-240.The original language and English translations of practically all theoretical material given in this section

can beseemmt he s ameWoatlionehRelatidrs iMusical Thought: From Antiquity to the Seventeenth
Century(MSD40, Stuttgart, 1986), Appéix, pp. 360489.
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The nextmost significantwritings on text underlagome from the sixteenttentury. Theyare inan

unusual chronologicab r d e r because the ten principlles of t
Istitutioni Harmonichg1558)arefollowed by Kaspa6t o ¢ Bemusdica verbalof ca. 1570, which

givesrules thatwere obsere d by 6ol der composersd as well as
underlay’® tbecomes apparent from Stockerddsréudiesst s s it @
music written before Zarlino, who was a disciple of Willaert and whose motets generally reflect a more
syllabic style ofwriting than is apparent in the music of previous masters.

For the sake of simplicity | give Zarlinods rul
Zar | i n spudished by Gustave ReeSe.

l.Long and short syllables should be combined wi!/
no barbarism is heardo.

2.0nly 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 syllableis 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 whetactus 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 notevhatever its value at the beginning of a piece or after rests
within it.

8. In plainchant, neither wordonsyllables should be repeated (presum&algctuschants 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 mnst coincide with the last note of a piece.

All of these ruls except the secorare occasimed by a sense of aesthetics. Not all of them are
consistent with material to be discussed in the following sections, and in due course | will describe
exceptionstorules 1, 2, 5, 6, 7, 9 and 10.

2b. Kaspar Stockerds writing on text underl ay.

St o c k er ®s musicaeeahaljprebably written around 1570) illustrates a scholastic otketf

writing about textingwith humanist influence I'n his first chapter he s
shamefully ignorant of the method of how to apply words to notes, a discipline not easy to learn without

rul eso. He al so objects to solmisation ais a tea
®See Lowinsky, E., 6A Treatise on Text Underlay by a
(ed),Festschrift Heinrich Besselékeipzig, 1961) pp. 23P251.

¥SeeLewi s, Mary S., o6Zarlinobdés Theories of Thowes2 Under |

(1949) pp. 23267.For the purposes of this discussion the sixteertitury accounts of texting by Lanfranco
(1533) and Vicentino (1555) are not wused. For these,
text underl ay ActaM 45r(1973ppp. 246 61 andd t he adideie/i aenhomds and
rul es of t ®&usical Quartbry59 (1878)pp. 626321 omit Lanfrana® ddarugredsb

study shows Zarlino partially cribsthemG vi ng a f ul | a c¢hinking would ats6obscusertifer a n c 0 6 ¢
dichotomy in my account here between Zarlinoébls rul es
am, after all, writing about fifteenttentury practices and not those of the following centiatyther on Zarlino

see Gol dman, D., 6A New Look at Zarl inoosThebrhandry and

Practice 16 (1991) pp. 16377.
17 Reese, GMusic in the Renaissangeevised edition, Norton, London and New York, 1959) p. 578.
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theory and practice in music in addititarthe potency of text whehis set to music. In his third chapter

he asks fishould a composition be sung andafteany ot h
dealing withfurthere | e ment ary theory matters he asks i f it
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 libisnfive obligatory rulesdllowed

by oldercomposers. These aasfollows, with some paraphrasé their content.

1. Do not force a greater number of syllablesoansmaller number of notes.

2Count the dot as one with its note (which equal
33Each |l igature receives only one syllable (equal
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(netg r e ei ng wi t h Zar | |
and 10).

These add nothing aesthetically newt Zar | i no 6 b e r tules sarfid 4 heredare as self
explanatory as the rest of therivedrules givenStocker ale provides commentarig¢s 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 sykabmay be left out, or notes must be divided, or sykkable

must be given to small values which do not normally receive them. Stocker adds that erésyubs
situationswill not be found in the works of Waert and his followerdbutinstan@s occur in works by

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

He al so asks fihow does it happen that bygwingfi nd mo
the composer or the singer as the caligbe 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 singesgnhore notes than syllables, titiay

be due to ornamentation.

In the commatary 0 rule 2Stocker describes why dotted rhythms occur, saying that they either reflect

the correct stresses of text (i . e. in the word
because of contrapuntal necessities (for example, inlélssicpreparation of a dissonance). He also
allows a concession here ingventualityo f 6t oo many syl |l ablesd, namely

note may be separated providing the separation does not result in the second note offeadimasthe
a dissonance. | imagine that what he had in mind igridltesd by the following example, but he also
says Ain case of doubt, it is always safer to foc

5. Realisation of alikelg x c e pt i onsrie®;, St ocker 6
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o) ‘
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Y 4\ | | | | | |
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\g)}/ = = I I E 1

et vi - vi-fi- can - tem.

In his commentary to rule 3, Stocker admits that ligatures can receive more than one syllable if
necessarfRul e 46s commentary section also all ows an
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 follahis passage is missing, which is
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particularly unfortuate. 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. Logkn illustratedSt o ¢ k e r 0 imtenpon bebeaad | e
follows.

6. Realisationofae x cept i on t o(adgpted tondownskyp. ait), e 4

o)

) 4 P | I
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NV A 1T 1 7 1

v 7 *do L o
pro Do - mi-no

St o cslexeaptdns to his fifth rule firstly concern internal syllables in whole musical texts. He regards
placemat of all of these internal syllables as musically random. However, if the first or last syllables
in a voicehave a ligature, then rule 3 for ligatures overrides ruldesthen proceeds to five optional
rules of older composers.

1. The syllables of each penultimate or antepenultimate -nateviding that they are accentedhay

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.

Mogt of these optional rules concdire textsetting of melismattRul e 1 her e equals Za
rule 2 is the same as Zarl i noosandmule®hadasimianl e 3
context t o Hiacominemtaridsson thasé aptioral ruléslder 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 thedugated musiciagnsures th

agreement ofjrammatical and musical s&n | take this to mean that melismata on unimportant words

such as 6éetd or 6ind ar e dnelsmatawmwadgcentbinationsspoh | y p h o1
as O6et i nabethoughttd bewnstylsh. o 6

Concerning rule 2, Stockerds arguments can be s
an untexted longer note followingaéin sound odd. He adds that if a texdechiminim is followed by
smallvalues, themnly the first of these smalklues receives a syllable.

On rule 3, he stresses that the speed of the semiminims concerned makes the appearance of a syllable
on a longer notenmediately following themncomfortable.

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 twices value, the second note should be

regarded as an accesstwythe first. Lowinsky realise8t oc ker 6 s probabl e intent
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7.Realisation of a commentary examplee St optidnadruleddgadapted from Lowinskygp. cit);

0 | | | |
[ | | | | | | T
[ SR SIS PR PR
| SR | | ~F fo”) I
Fy) f
con - fi-do in Do - mi - no

Stocker comments on his rulgBeference for syllables on the first notes of melismata containing small
values as follows. Not only does a composer usually start ordering his counterpoithidleginning

of such a passagéngers tend to do likewise when they embellish starting with a simple melodic figure
(i.e. it would be rare for Renaissancsinger to begin an embellished phrasth a series of simple or
large values).

Lastly in connection witloptional rules of older composers, Stockliscusses matters relating to
Zarlinobébs rule 8 and its prohibition of word an
towards the end of a pieeso many notes remain that a sentence can be repeated, repetition is favoured

to prevent theiaging of a long melisma on atcented syllable. He adi&t frequent repetitions cause
6aversion and disgust in the |listenero, t hat t
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 ewipmesiaingis

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

are as follows.

1. All minims and notetarger than a minim receive a syllable.

2. A series of semiminims or smaller notdsowever many they may beeceives only one syllable.

3. A note following immediately upon semiminims or &&s whatever its value may beontinues 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 Zarlinods rule 1
Zarlinods rule 8, and rule 5 is again similar t
these rules, but these need not concern usnoetdeir application to musif Willaertdt s genfer at i on
Lowinskygavea f ul | comparison of the application of Zze¢

that is outside the present subjewtter. What matters here is tiéiibcker is practically our only
witness to the habits of composers regaHsled as
writings clearly touch upothe following situations which we will encountseveral timesgain in

following discussions.

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

Occasional split valugsee older obligatory rules, commentary 2).

Ligatures neeidg more than one syllablgee older obligatory rules, commentary 3).

The lkely existence of repeated nefia cadential clichéésee older obligatory rules, commentary 4).
Pieces or single voices ending with ligated values (see older obligatory rules, commentary 5).

18 Stocker is far more proliand eleganin his original language than | allow here, and those who take interest in
humani stsé comparisons of oratory and music wil!/l t ake
very accurateand eloquentccount in Lowinsky,op. cit. is slightly confused because on 237 (first full

paragraphy he i nf or mat i on o n rul8stobotddr eomgosershasdesscriptiobd of theaute@ r y

and 3 commentaries in the wrong order.
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ltwouldbepossi bl e to contrive a set wofksbéforbWilagtat or vy
simply bycompounding common features of all tiderrules givenso far However, working in that

way to edit music not necessarily written with such principles in mind mightdoeustean omight

end upbeingprohibitive rather like thevorkings of species counterpoiievertheless for a laboratery

style way of applyingimilar rules see the informatidrom Al ber t Munnidsectidnd® 1 t hesi

,,,,,,,,,

eeeeeeeee

2c. General principles for realising text underlay.

Having dealt with the relatively spagsinformation that survives frortheorists, there are certain
principles followed in the remainder of this study which depend partly on the rules previously given.

() | take realised text underldnereto mean that thecore and onstave examples in the following
pageshawe hadtheir textsyllable positions in the originals adjusfegquently and voices without text

have sometimes had editorial text add€de purpose of such realisation is restoratimamely,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 theydessensiblgperformance
speedgoo. In providing guidelines for such restoration | am well aware that many manuscripts prior to
thel806s use music notation copied after text was
section 5.1 am discussing music that was exclusively sung, and mostlyestinegto text orto wordless
vocalisation or a mixture of botiThere is a school of thought which considers the singing of
solmisation syllables for supporting voices in late medieval polyphamy| bave never seen this
investigaed on paper or heard it doeffectively.'® 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 belieére However, se section 11 for possible uses of
instruments in cantus firmus parts.

(i) 1think 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 taroéour
instances. Firstlywhere a plainchant cantus firmus is involyeldsecondlywith uppervoiceplainchant
paraphrase ithe latter is not s€igurative as to have a merely vague resemblance to its parent chant
For examples of #nlatter | refer readers s@ctionl0on chant paraphrasthethird excetion concerns
vocalisedpreludeand postludgpassages in pamusic; some of these might have been wordlessly
vocalised. Such preludésrgely belong to secular pieces Binchois,Dufay and otherén Ox 213and

similar sourcesThefourthexception is with anacrusic twmte entries at the same pitch as in Example

16 and 17following.

¥ Two related early fifteenth century Latin threeice secular pieces by Egardus and Martinus Fabri mention a
certain 6Buclarusd who is encouraged to return home
Further, see Strohm, RMusic in Late Medieval Bruge®©xford, 1985) pp. 11-112. Apart from occasional
solmisation references in combinative chansons these pieces are amongst the very few polyphonic pieces before

J os gqui nléasol fsthas meationor involve solmisation in their texts. Both are canonic. The Fabri piece
(Sinceramsaluten is published in Strohmibid. p . 211. E g &urrbsursliussti /Equane &sts i

PMFCvol. 13 p.214.
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(i) D espite the seamless texture of much mid fifteenth century polyphony, most music of this period
is essentially measure musidich uses regular tempus groupings of two or three semibevegh

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.éxample, rhythms suasA A occur frequently,

and standard cadence formulas can be halved or dankdeéded to achieve variedythmic effects.

8. Touront, Miss&ine nominél, Credo, 7475

\
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NEEE
| YHEE

BN
d

e
g o
m & I

€

(ce) - - lis.

N o

«@)

(ce) - - - lis.

9. Touront, Miss&ine nomindl, Sanctus, 346;

34
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y ANaN | | 1 | | ) | | H
|  an WP [ I o | [ | | | T 1
<V s I e IO [ | | IE |
), T T &
-ba - - - - - oth.
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o) | | . |
[ o WA | | = 7 (@] -~ | |
?y I I I I A 11
-ba - - - - - oth.
1
0
p’ A I I i
Y 4 I I [ |

Here we are dealing with the contrast between lesser and greater rhythimads an extremely
important principle in connection with texting problems, since deciding where a strong acceant lies
help to determine the best position for text syllabiftesvever, in rhythmically sophisticated polyphony
the positioning of strong and weak accents is not always easily deteetathieometimes might not
even be relevant for editing purposés 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 perfornk@mcexample, in O
mensuration and fastenoving passages in sesquialtera or de@edepeated singing or playing
through will often be crucial in deciding whether the rhythm A (or its halved equivalepshould
have itsfirst and third valuestressedbr its first and fourth | find that as triple rhythm in fifteenth
cenury works becomes slowand more intricatel often unconsciously sedk aural termgor duple
patterns rather than the triple measures of the written nmdsjefully that is only natural as people
seekmentalanchorage points for anythimgelodicdly and rhythmicallyorganised.

20 Many of the arguments in the following pages are taken from my 1989 Ph. D. disseftai®aleography

and Repertory of Trent Codices 89 and 91, together with analyses and editions of six Mass cycles by Franco
Flemish composers from Trent Codex(8%ols, Exeter University), pp. 301305.

2 For the complete pieces Examples 8 and 9 s&@89 pp. 6473 and 7378.
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Duplemensuration polyphonydespite there still being questions about its speed when used internally

following triple sections to tends to move in implied greater measuifesvo or threemeasure unit$
JSumnaarsupemsisichh@afrcdn IBY0méntsons compoundndpurely
duple rhythms, but this is a rare citatidi/ery occasionally one finds fifteententury seculapieces
whose duple measuressily fall into a greater triplmeasure rhythm, such as the textiegplumlein

The

t heori

st

(Schedeho. 5). One of the adaptations of the famOu®msa bellaalso does this, although the original
song may not have lookeplite like the famous version and might not even have had the santé text.

It is far more common to findluple mensuratiopartmusic where a serie$ duple measureis pairs
is succeeded by a cadential formusing a triple greater measyas in the following examplesvhere

dotted lines have been inserted to show whererieadential triple unit seems to begin in each case

10. Anon,Magnificat Tone §88ff. 337v-338v), 3638,

1
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1
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22 Duple-meter pieces whose greater measures fall into triple patterns occur in Machaut, as in Quotegs8 (

promesses / Ha Fortune / Et non,gsiblished irPMFCvol. 2 pp. 134136) where the organisation of the Tenor
is triple. Threefold greater measures in Machaut can also occur inmepde pieces without organised Tenors,

as in the twepart RondealQ u a n t

secular pieces using the duodenaria signature.

BThi s

concerns
smaller values in English fourteententury polyphony. Further, see Lefferts, P. (d&@@gule, by Johannes

t he

di visi on

Hanboys(University of Nebraska Press, 1991).
24 For the adapted version sB&89 p. 1896.

25This and all othe88 examplesare taken from my own editions rather than published versions.
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11. Domarto, Sanctus from the Doma@ervelli Mass, 1283572°

128 .
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Related to this quite commatyle feature is the tendency for cantus firmus works or pieces with
internal longnote parts to fall into triple greater measures for relatively long stretches of internal
sedions. Examples of this occim the Credos both tH@uand ce viendrandMon oeil Masses ir89 27

(ivySt ocker 6 s topotder composers mentioas agpreference 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 semibretiesigpg if they are
ligated. The followingfourteenthcenturyexamples respectively illustrate these minim and semibreve
preferences.

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

51
1
/9 I — I I — T T ] — T — R — Pa— -
7\ = 1 1 1 1 1 | 1 1 T 1 | 1 | 1 | 1 T 1 1 | 1 1 I 1
S e E—C o S B St B =~ S A - M B B B I B B~ R 2 B 2 |
) o © T e O =
sce - le - rum et lar - gi - tor gra - tie, Que - su - mus pro -
9 ! I } I I I I (@] FTO I PN o) ]
A heo- o O = O = - O O ©
E)V ] I 1‘ - =7 [ I I 1‘ ! I I I I 1
sce - le - rum et lar - gi - tor gra - tie, Que - su - mus, pro -
1 1 ll
In 1 I I I T T I T ]
{An2E I I o O f o O—— i I
AN ] I e | ] I | = | E 1 I I E 1
e = —
26 DY p. 403.

2T The first of these Masses is probably the work of Busnois, and the second has an attribution toFathant.
relevant section in the Miss@uand ce viendraeeD89 pp. 912916, where the rhythms of the outer voices are
subordinate to the triple greater rhythm of the cantus firmus Tenor. In the second full sectioMisEtidon

oeil Credo P89 pp. 868873) the triple greater measure full section is preceded by a redoegdg passage in
which triple greater measures do not seem to be in use.

28 SeePMFCvol. 23a p. 3.
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13. Anon, Gaude virgo immaculatJSNYpmf. 1v-2r), 42-50;2°

42 #
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Ny hd o o o © =] =
. . . \_/
cum gau - di - o ge - nu - i - sti.

Likewise in the mensurations where minims naturally occur in thoeste@O and dotteeC) | would
expect some single syllables to be underlaid to thrigem groups and wheresyllables have to be
underlaid to notes involving simple coloration | wdbwdxpect at least some underlay to folltve
rhythms of the colored value¥he following two examples illustrate these minim and coloration
pattern preferences.

14. Machaut,Nesque on porroit Superius, 3910

39 4
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(v) Startof-phrase epeatechotes at the same pitch with only the first syllable being texted are quite
common, particularly in the earlier part afrqperiodand also amongst English works until at least the
middle part of our periodThere are plenty of examples to show that spiteh repeated notes at
strategic musical points within a work were tolerabeth before and during our pericB8amepitch
repeated notes withne syllable for the first of two notegcur in oneor other of the upper voices at
the opening o/ i t r y 0 Bubamacta é Ih arborisand in the anonymous and slightly later motet

2PMFCvol. 17 p. 118
S°PMFCvol. 3 p. 123.
31 published irDufay Opera Omniaol. 4, no. 21.
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Dantur/ Quid scire?Machaut 6 s motet 2106s |HxaowdpgawsdaneRdli ogn
verdeprato has onaippervoice at ts start which does the sarftéént he revi sed edi ti on
collected works repeated saipiech notes with one syllable on only the first note likewise occur at the

start of Sanctus no. 6, Agnus no. B4lve Rgina mater mireo. 45 andSalve Reginao. 63 The

following examples illustrate such repeated natdgpical contexts. Example Ifives part of a song

from before 1430 which has a vocalised postltala phrase of text. Example $Rows a typically

English anacrusic use of repeated pitches in the SuperiuSartius setting.

16. BriquetMa seul amou(Ox 213no0. 224), Superius,-94

() | | | r | - |
e —— ) S o =7 TO S H T H P ——
RS — “— —1 e — o = E— = S I W “Z—

e I

la du - rc do - lour que

17. Blome, SanctusA\p ff. 248-250r), Superius,-857’
8 1

O , [
. ——— — —— -] I = —| g — ]

DY) Sz © © = ~—— = g =

san - - - - - - - - - - ctus.

Example 19 ssage is aply reflected in thalefinitely Englishfive-partAve Regina celorursetting in

89, where the shortish text is set to two extended sectinhsvherethereare four such tripldime
anacrusic entries in the first secti®mhe same piece also features some sgitch repeated notes in

its second section which are not allotted any syllables #Alkimilar texting policy to that in thg9

Ave Rginai s al so found in the r ebDescemxiwner@adaa thereviear si 0 n
relatively short text set to two extended sections. Here too wesfintrepeated sampitch notes

which have no syllables allotté®lLikewise the 89 equatvoice Mass(which seems to be musically
connected to the lattétve Reginpalso contains some instancedwb identical pitches at the start of
phrases where only the first note is textelor some reasomnacrusic entries using single pitches in

this style of music seems to brerestricted toriple sections than duple ones. Howelack of more

insular duplepieces osections to examine makes that generalisation lesdithmrPersuadingeaders

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 nojtations here arin earnest.

Other situations where saméch repeated values at the start of phrases might be found are in Kyrie
settings (where there may be | ong melismata on

32SeePMFCvol. 1 pp. 88 and 104.

33 PMFCvol. 3 p. 13.

34 PMFC vol. 6 p. 97.

35 SeeMB 8 (revisededition) at the respective pages 12, 333 and 152.

36 For the complete piece sEECMvol. 2p. 13.

37EECM 47p. 5.

38 D89 pp. 19551965 Seethe Superiusat 35-36, plus the second voice down at4@ and the third voice down

at 8384. This setting is also found as a fragment in a page from a large and probably insular choirbook that was
found at Lausanne. Further, s8¢t aehel i n, M., ONeue Quellen zur Me hr s
Jahrhunderts Baohweiter Beitr&e husikwizsénsadhaftl (1978) pp. 5783.

39 Seethe Superiusat 152-153 and the second voice down at -lI¥5.

40 MB 8 revisededitionno. 73, measures 9 and 15. Since tbé®nstruction 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 SeeD89 p. 1937 measures 483 (Sanctuspnd p 1939 measures 1338 (Osanna Il opening, two upper
voices), and p. 1941 measuresI2(Agnus, in third voice).
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6el eysond) or at the start of extended “Toeces wl
take anexampleof the latter the beginningof t he Gl ori a and Cr &t fr om
nominein 89 openwith asynchronous nvement in the Gloria and Credo (each involving two Superius

D6 s ag aiwvalges in theosnppating voice, illustraiedExample 18). Thégnusopeningalso

has two Superi us (Bréveandthen dottes mignim pxampie dBvhich seem to

indicate repeated pitches to a single syllableerefore in Eamplel81 propose a repeated saipiéch

note at the start of the Gloria Superiss that tle Superius singer(s) might have been able to set the
relatively slow pace for the intricate sections which follow

18. Barbingant, Missa Sine nomine, Glorie8;#
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Do ma r t odssibutedeMiskeSpiritus almugfound in88 as well as imnother four sourcesias

the same problem at the start of its Kyrie and Sanctus movementgher words a O mensuration
Superius opening withreve D semibreve D which unavoidably results in a spited repeated note

for the Sanctus but which leaves the Kyrie probably needing a solution like the one in the previous
example - and formore or lesshe same reason (that is, a musically complex piece requiring a precise
setting ofspeed byhe rhythmically initiating pars

2S5See the Kyri e bafbassedansipurepsaded vaMds iD81a. 883 (Superius, 222) and p.

886 (Superius, 11617).

43 For the whole Mass sd889 pp. 925946.In the edition | have followed the same practice for the Credo as in
Example 18.
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20. Domarto, Miss&piritusalmus,Kyrie, 1-4;
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(vi) Regarding final noteshte excepti ons to Stockeros fifth obl
work with a ligature- in which case the laslyllable of text will not be undehe last note. There are

some very clear cases of all such voices in a single work having final syllables on ligated penultimate
notesandi n t he f ol |l owi ng - adldsuggestdd by the ordaenentaildings of 6
in each part preceding this syllable.

21. Henricus Tik, Miss&ine nomingCredo, 222254
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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 aloharihg 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 ottsehave sung # Third, where the final note in one or more

parts involves some sort of rhythmically feminine cadéféamurth there are works where the final
syllable is given before the start of a melismatistlude passage, asinu f ay 6 s Cefmmymdeu s
Maya nd al s o Doctoru@iprim@peniirethie kattethe two upper voices have different texfs).

(vii) The treatment oimilar or identicakcadential clichés witin single works ofteseems to require
an elemenbf consistency. Typically, the essential voices of much fifteestitury polyphony (the
Superius and Tenor) end a piece with a sigtbctave cadence with a sevemthsixth suspension as

44D89p. 379.
45 For an example sé289 p. 906 (ending of the Gloria from the MisSaiand ce viendia

46 For an example sé@89 p. 16 (the halfway point in the Credo from a probably English thioéee Mass).
47TPMFCvol. 20 p. 93.
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in the last two measuré@sthe outer voicesf 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 gofal plagggnultimate

syllable particularly when the suspension is preceded by symtpotted values s -kaits @ and O Po |
6asin the following example.

22. Anon, MissaWT n s | i c iy @redo,85-87Hee
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If an O mensuratiosection draw$o its close with a long melisma in all voices, should the penultimate
syllable be delayed until an almdgtal suspension as in the latter example? Probably not, as there is
little to say that repeated pitches as in the Superius of measures 86 anuedWadireceive 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 wasseemacceptable if sung to a single syllable as below

23. Anon, Missa0 rosa bella Ill(ModCversion), Kyrie, 6576:°
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The recognition of greater atesser measures within a tripteensuration work can alsoinimise the
importance of dotted syncopated groups as in the following example, where the Superius has a syllable
once® t hat i-cagehtialelishédacadencesin greater measures.

48 D89 p. 91.
D89 p. 595
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24. Anon, Missd.e serviteurl, Credo,57-60;>°
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- tem de - scen - - dit de ce - lis.

In duple mensurations oneapticular type of melodic usadeoks signifi@ant but itseems to hava

history d misrepresentation in editions, and therefore | gixeesamplef this particular clichéand

related passagés show that Wwat | suggest might have been fairly comrfifieenth centurypractice.

Editors of various worksseem to want to avoidppervoice texting liket he r epeated Abs
following examples but | see littteasonwhy!The par ent chant f oahré&sg ampl e
is a passage which has t hoe arnidsitirhge &l i9gat ¢ d rnt ovoe sA

25. Attamasch, Credo, 190152

194 £ —————— b |
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J O [ | | 1 I I | | = A <3 | =] Pl" r ) ‘FQ
7 [ I | 1 I I | | | I I | I D
[ B=| O | I T I I | | I I 1 1 I 1
N T I I
- 7i se - - - cu - li A - - -

Two passages from the walistributed Clibano Credo setting suggest likewise. The parent chant
passage for the first excedpSuperius paraphrases 6 Deum de Deob6 set to G F
uses Oet niroArfdlowedbyligaed@ F andthen G.

50 D89 p. 354.

51 For some instances oéipable edit@probably avoiding the issue hefiestly see Plamenac, D. (edphannes
Ockeghem, Collected Worksl. | (1927 and revised &tbn, 1959) pp. 30 and 40 (Superius parts of the Miasa
travail suisKyrie and Agnus at-B in each casepecondly see Davis, B. (ed)he Collected Works a&fincenet
(A-R editions, Madison, Wisconsin, 1978) p. 5 syster3s(@art of a threwoice Mass otherwise edited DB1;
for my texting of the same passage B&4 p. 835).

52D91p. 324.
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26 and 27Clibano, Credo, @74 and 18118353
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The previously cited plainchant mel ody snippet
syllable on the Superius G above at the first note of measure 78 rather than on the sEcomidoSe

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

in a Superius paraphraBegina celsetting fromca. 1450.

28. Anon,Regina cel(88ff. 222v223r), 5160;

51 b
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2 p=— i T i i i =t i i |
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I e I e I S B B B B B B B S R —
[{ar I [ I I I I I I i |
NSV 1 i I i i i i i i 1
N

53D89pp. 2037 and 204This Credo settigs ur vi ves i n f i ve s dnagmergasMissaiumc | udi n
1505
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A similar situation with repeated notes occurs in one ofdthehant settingsandin the following
examplesome Superius texting looks out of steith the lower voice greater duple rhythm.

29. Anon,Nigra sum(91 ff. 92v-93r), 1620;>*

10 1 T 1
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\g)y I | 1 | ! } I 1 e | | ! I I 1 [@ ] | 1
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| FanXd I | | | | | | [P T I | I | | |
| | = 71 A€ 1T ~ < | 1
W_A_{)_()_LE = - - o—0 o =

sed for - - - mo -  sa,

If we toleraterepeatedhe Superius notes in the cadential cleinéExamples 28 and 29vhich seems
unavoidable}hen themost importanguestion for meegarding Examples 257 is why should similar
repeated notes at poadential points be avoided? Trying to hide such a feature arguably creates a
double standard in the text treatment of almost identicglbdic motives. Lastly regarding this
particular cliché in duple rhythmnatherlikely example can be found in the fre@lgmposed texture

of the Credo f rSmemoniimulhedfalldwing padddge acaurs as part of a series of
redictalike phrases that repeat triadic and caddikeefigureson C, which are all in duple greater
measurs (measures 7226 in the movement concernedpr the purposes of Example 30, the first
greater measure consists of®% and the following measures are therefore all reckoned in pairs of
greater measures.

30. Touront, Miss&Sine nomind, Credo,95-102;

95

()
ANSY4 I I 1 I 1 I 1 1
D)
se cun - dum Scri - ptu ras
o)
o T T T = T = I T ]
= e e = e o O o
E)V I I 1 I 1 I 1 1
di e se cun - dum  Scri - ptu -
0
P’ RPN |2 I I I I I I ]
Y A\ ~7 [@ ] = Fo? 2 | | | [@ ] | | | 1
[ £an) Il | I | | O <3 I E I | |
NV 1 | I I I I I Py I 1
N\ 5) f o e =
(di) - - - e se - cun - dum  Scri - ptu

I f t he -parpweleandt bnea stiong beat in the previous example, it would constitute the only
significant Superius weakeat entry in the entitg of the cutC sectionpartly illustratal. In further
consideration of Examples 22, it wouldof coursebe logical for modern editors to want to alter my
texting to avoid the repeated sapitch notes in the Superius. But thess happens so often in editing
fifteenth century texting doubt might set in as to what is actually the besth@least worst) solution.

To end my discussion of this particul@xting trait, | advise that wheruch repeated notes seem
unavoidablen duple rhythmthey should be dlerated rather than edited out orbairshedout using
offbeat texting oeditorial 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 her e are often repeated notes at cade.l
as follows, which should usually not be taken as a sign that editorial repeated text is needed.

31 Salve Reging89no. 47), 167176%°
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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
clichéinet her triple or dupl e met e rwhlsis borrowad materidl ol | o wi
since thisis fromth® rosa bellallMass t hat uses the famous songb6s

32. Anon, MissaD rosa bella I} Agnus Q0ff. 370v-371v), 141144,

141 — #
() , | , , | , ,
b’ 4 I | I | I | | | I I | |
y 4N | - | I | O | | | | I | | H
H)yo—C — — | ¢ @ o — | @ do —»1 = —
S o
- - Dbis pa - - - - - cem.
t

- bis pa - - - - - cem.
0 | b \
i T - i - ] ] — il
Gt o fre 1o . 1 s | I
AN | 1 1 I o ® = r A = | IE i}
N [ o ® [~
¥ A
- bis pa - - - - - cem.

| am unsure whether any examples of this cliché exist either in this form or in its usual duple form (i.e.
in semi breves and mini ms) wh eCondrameasurehhere calbforat he C
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 Mas89iand the equaloice Mass in
the same manuscripft.

55D89p. 1243.
56 D89 pp. 1:28 and 199-1943.
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33a-g. Miscellaneous cadential clichés;

33a.
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33c.
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33e.(Examples g are from the equaloice Mass);

>

..Chri -

( 1003
4]

]
I
0

I

N
1
1
1
1
1

P A I I I T T T T T |
5 —o [ —o— { = I f o —1 f i | f
ANEY4 I IE I IE <3 ~ 1 O | - 1 | |
\3) © == .E.
- bis pa - - - - - cem
(viii) This section constandandSo ratnrt d tcea rpart ofryn d tuinart

study by David Fallows quite justifiably, since it is often a Contratenor parighatolved in the
following action®” A threepart pieceproceeds until it reaches the end of a phrase, and then the
Contratenor halts before thesulting cadence or creates continuity with new movement before the other
parts. ®metimes his prior movement is imitative (as in Exampk I3low, where the Contra in the
lowest voice here) and sometimes it is not as in Exanipleh&re the Contra is the middle voice.

5’ See Fallows, DRobertMor t onds Songs: A ifteedtlyCenifrfPIS D. glisertation, 2 t he N
vols, University of Chfornia, Berkeley, 1977)I, p. 53
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34. Frye,Salve virgo mater pi@88ff. 70v-71r), 3541;
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35. Bourgois, Gloridgro. Spiritus et alme§8 ff. 323w-327r), 6367,
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Anticipatory function can more rarely be found iduo, or aTenor part or Superiysart. Respective
instances are illustrated in the following two extrdatsExamples 36 and 37 followinghe Tenor is
the third part down
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36.Anon, Missa ®820, Agnus, 16
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37. Cervelli; Kyrie from the Domart€ervelli Mass, 6370;°
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Readers will observe that | have tailored the textimghe anticipatory voice in each casso that it
finishes its text phrase before commencing new rhythmic moverremtyclic Masses and Mass
Ordinary settings anticipatory function is more common in fully scored sections than in duets, and it
can also ocur in fourvoice textures as in the following straightforwardly imitative context where the
two Contratenors are the second and fourth parts down.

*8D89p. 191.
59D89 p. 387 (this Kyrie is only found i&P B8J(.
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38. Anon,Salve Regin#88ff. 61v-64r), 1619;
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(ix) This section concerns the way in which Superius voices often lead in syncopated pdssages.
topmost part is nearly alwayse most rhythmically active in fifteenth century vocal music, and this

usuallyalso applies in motets where there are imave or less equal upper pdit#n the following two

examples, the Superius leading in textual terms (ExaBf)lseems to be much more common than a

textually leadindower voice(Example40).

39. Domarto:Gloria from the Domart&ervelli Mass91-9951
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60 perhaps the most notaldarly fifteenth centurg x cepti on to thi s
(EFCM vol. 1p. 20) which has a highly active Contra in comparison with its matees.
51D89p. 392.
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40. Barbingant, Miss&ine nomingGloria, 16316982
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In chant settings involvingections withplainly given Tenor cantus firmus, the type of tegtting in
Example 3 is very common an81 contains what appear to be a compessrof Sequence settings

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

41. Anon,Victime pascali laude1 ff. 151v-152r), 688752
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(x) This section coneastext repetition in polyphony, or rather repetition of parts of a musical text.

The first evidence of significant textual repetition in patisic seems taorom the Trecento, two
significant examples being in a twoiceSanct us by PX6&8whichehaszaaext rapeat at
OPIl eni sunt Reaedlio ed athréevoiceanadrigad@soldi Firence(probably dating

from 1406 which repeats its first word several tinté$hese instances are paralleled by the emergence

of O6bird virelaiséd in the French Ars Nova
suchasnVai | | an tParsmaihtesfays Within a few years in Italysong traditions developed
which also tended to involve some textual repetition. Sushas Ballate including repetitions of text
phrases set syllablicalfy,and longer Ballate such as the Ciconia setting afsa bellavhich likewise

62 D89 p. 931.

reper

63D91p. 1122. Further regarding this batch of Sequence settings, their straightforwardly common properties and

also a connected setting@ogausee my monographrent 91; first steps towards a stylistic classificat@mnthe

DIAMM website, pp. 712.
64 For these examples respectively B&¢FC vol. 12 p 73andvol. 9p. 130
65 SeeFuggir non possdrom Mancini, published irPMFC vol. 11 p. 76.
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repeats text phras&sOne Zaara Glorialbased on his sorfigosettaalsorepeatsapawor d a-t 6 o mn i
[ potiemsda bsingle voice, and anot hetpitchipgnitatdnand ni a h e
the same rhythm between two upper vofées.

In sacred music style r om t he 1 4W®elfibdsMass rOvdimaries slevelopidgeyondthe
musical scale of previous compositions of the same type. Typically we find Gloria settings by English
composers whose length is dictated byirtsgructuralTenorschemes, or Sanctus settings which are
more extended in both musical phrases and length than their Ars Nova predecesbersatier
extendedype of Sanctus, it is logical for performers to expect more text than is usliattgd to Pleni

sunt and Osaransections. But before wes editors fill our scores with multiple editorial text repeats
prompted by the merest excuse of dottegthm clichés with repeated pitchesrguethat at least some

of this music might be allowed t@ep its superbly melismatic styléthout furthertextualinterference

as in the following two examples.

56 PMFCvol. 24 p. 144
7 For these two instancesePMFC vol. 13 p. 19 and vol. 24 p. 26.
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42. Anon, MissaVleditatio cordis Sanctus, 9330;%®
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68 Strahovf. 89v-91r.
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43. Anon, MissaDu cuer je souspireSanctus, 21:252;%°
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The latter pleas probablygoing to be difficult to accept for those used to singing sixteestiury

Masses with multiplevord repeats atextual points liked i n

e xSwufick istdo say here that there

69 D89 p. 841.
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are going to be occasions when repeated gztole notes more or less demand some word repetition
such as in a rather archaic and fandéte Tone V Magnificat setting i89,°in a Tone IV Magnificat

setting tlat has a protracted final vergeh i ¢ h

prolongs 0¢s €lcplusapartdac ul or un

instance in th&9 Missale serviteurl where repeated sanpitch values give us little choice but to
applysignificant word repetition in the quantities that | disapprove of immediately above.

44. Anon, Missdale serviteuil, Sanctus, 68172

2
6. \ 11 ] #
() |
o 1D | | I I I I I I I ]
V AW2Y I I | | I I P | P=N | I |
D o o
O+t~ oo to o 5 © 1o ———F ot t=—|
Y] o O [S I o) R — o
S — )
ex - cel - Sis, ...in ex - cel - sis, ..inex - cel - - - SIS,
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Additionally | haveencountered the odd phenomenon of a couple of sections from fifteamttiry
Masses which seem to call for a repeat of their ¥irgitd ortext syllable In each case the section

involved is a Christe. Thei r st i

firstword*The second

S

t he
(i nvotldviimg tah er eSpuepeetr i aufs ) 6 @hcrciur s

Chri st e SPB8)whiclorapedisito m Cer

Kyrie from the MissaWiplich figur.”* Possibly suclhisages have antecedents in thirteenth antsienth

°D89p. 1590.The threevoice Tone V setting whichreceds this piece in the edition takes a further liberty with

text byextending part of the standard Magnificat teyiting 6 A b r dshaaz st Jacole t

probably justo underlay a passage in unison imitation.
D89 pp. 15271528.

2D89p. 360.

D89 p. 387.

semini eius 1in

74D89pp. 29 and 36The 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.
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century repertoriegzinally 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
606 in the following exampl e.

45. Fleron,Salve Regina / Le servite(Mu 3154no0. 60, 167-270;°

(xi) This sectionconcerns the splittingnd joiningof note values to accommodate texting, which

mentioned by Stocker (in his commentary to rule 2 of obligattagr rules) and also in twidteenth

century instances which are clearly documented. Generally | am not in favour eédafgenote

splitting to accommodate text, but in examples such as the secondepetiimgjo f Bar bSinegant 6 s
nomineGloria the Tenor would otherwise proceed in long notes whedmg otherwise might look

odd in comparison with theuter parts. i this instancéthe Tenor is theamiddle voice in the following

example) one might well ask what part of the Gloria text could the un$plior carry convincingly®

5 The Superius here is quoting from tBaperius of theaongWT n s | i ¢ hirane o its sytlabic passages,

but in this motet that syl | aBdlveRegiadsxs BegeaththisSupenuaig oi dabl
a Tenor thethird part down) giving an elaborated version of 8s@ve Reginahant, and above the Tenor is a

first Contra with two instances of satpei t ch r epeated notes which cannot be
For the published edition in Noblitt, T. (edRer Kodex des Magister Nicolaus Leopdit vols, Das Erbe

deutscher MusiB0-83, Kassel, 19887), Il (1993) no. 60.

®D89p.930.Possi bly if the Tenor notes were not split he
Omi serere nobisdéd. At the same hal f waipid p83)nAsinthe t he C
Gloria my notesplitting hereputst e x t u a | sense first, but OEt incarnatu
here instead of my OEt incarnatus est... Virginebo. N C

either of thes@enorpassages.
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46. Barbingant, Miss&ine nomingGloria, 98117,

-di, mi - se - re - re no - - - bis. Qui

There are two reasons why fifteenth century scribes adapted existing musgilitiryg lowervoice
notesextensively 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.”” One such example concerns Arnold de Lantithseevoice Mass irOx 213andBU 2216(the

former manuscript comes from the \&o aml the latter probably spent sificant time inBrescig. In

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

BU 2216versionedits out a section of equal upper voice texture at the start of the Gloria and replaces
it with amore normal texture involving a Superius and two supporting fafte Mass in question is

a simply written piece chiefly using triple meter and the editing concerned could not have involved any
great degree of workThe | i kely parent pi ©q@chefrima mulielulhs Mas s
similarly has a texted Tenor BU 2216wherea$Ox 213has longer Tenor noté$BU 2216also revises

the fermatgassage at the end of this motatl of thisrevisionwasno doubt done by somebody seeing

that this music could easily accept more text in at least the ,Tjgtodrably due to ahange irpurpose

or fashion that had begun to avewrdless vocalisatioff.

The second instance of loweoice editing comes fromanother nortHtalian source, the fragment
P43791l. Thi s contai ns a v Amosar$ mercyhich haBtexnhicits wo lswers Bal |
voices as well as its Superius part. As with the Lantins Mass, this is achieved by splitting larger values

""Here | intend no nationalistic distinction between Italians and northerners. In the wake of music coming from
the church councilscribes of either or other nationalities might have been involved.

8 variant readings andiffering passageBom both sourceare presented in van den Borren, C. (Bd)yphonia

Sacra A Continental Miscellany of the Fifteenth Cent{ifjhe Plainsong and Mediaeval Music Society, London,
1932, repr. 1963), nos 1 (Kyrie), 2 (Glorigt)al

7 Seevan den Borreripid. nos 43 and 43bis. Concerning the likely connection between this motet and the Mass,
see Strohm, RThe Rise of European Music 138800 (Cambridge, 1993) pp. 17677 and Widaman, Jrhe

Mass Ordinary Settings of Arnold de Lantins: A Case Study in the Transmission of Early Fiteanihy 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 d@jedto two. It serves as an example of

how a chanson could be 6enlargedd for a speci al
with vocalised lower voice®.Indeed, even within thiatter performance option there are also pieces

which require partial text im lower voice that might otherwise be vocali§édut of course the
existence of the adapted Lantins and Binchois examples does not mean that absolutely every other early
fifteenth century piece ohe same type either can (or hasbetreated in the same way as here, and

such enlargement would be difficult to set outstandardfifteenth century copying formstfor a
Rondealcinquain | refer reades to sections 3, 5 and 8 for moidentifiable types of early fifteenth

century pardmusic where consistent text policy is applicable.

A few split noteswithin extendedfree composition seem to be permissible ineortb make short
passages of probable homophatgarer or to give a lower voice contextual sense where its rhythms

mi ght ot herwise only allow an i ncéornepniestseiotneext. . [
Even if acopy of amotet, Gloria or Credo is not detectable as an adapted concordance of something
slightly older this might applysuch as in Example 48Somelong-note cantus firmus parts in Masses

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

with extended values. But not all of these can carry text. To take two examples, the Ten@%of the
Missa Du cuer je souspironly has two basiconfigurations(triple and duple) which it repeats
throughout at different pitches (see Examgdor part of the duple castf the Tenor). Neiher short

Tenor phrase happily excepts short phrasedasfs Ordinarytext or even the text of the parent spng

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

of such a Tenor might have been difficult gritinvolves some accidentaligitches. Secondly, to

allot this Tenotpartto any medium other than a voias®uld make the work sound unstablentaiybe

leave the listener thinking that it is withaaurefoundatiors. Similarly, Busndo s 6s mot et i n ho
Ockeghem i1 andMu 3154(In hydrauli§ has a repeated thr@®te pattern which is again repeated

at different pitches and has triple and duple gujaéth three of thesguisesin totd). Unless these
passages were sung to O00Ockeghemé it is hard to
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 flede:lys emblems on a heraldic shiédf editorsdowish to split
lower-voice notes for the sake of text, | ask that their gpie solutions to textual problems keep to

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

level of contrivanceand a £cond level abovihat would perhaps be ecting too much from the Tenors

and Contras who originally helped to siings 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 wdimheny, ass clearin one Superius

8'See the abundantly clear musical examples and photo
6heresy6: man uasawmppélgerformanieadfearly ¥5c é mtr u r y Earlp Mugisl6 (1991

pp. 179190.

82 For example ircourtly songs which have passages of intgice-part conversation between a man and a woman

| i ke [egtiinégsynioya nd Paluddiem.&s8@Quih2r , see Ear'penturLFrench 6 Text i
chansons: a look ahead from thé't4e n t uHanyMusicI® (199) pp. 195210.

83 For an example of notsplitting in a probably homophonic passage B88 p. 1292, first system on page (part

of the Strahowersion of the motet associated with the Misdaund gib raj.

84 The Touront Mass illustrated in Example B@s a raretransmissiorproblem, namely that the concordant

reading inStrahowvoften appeart simplify readings il89. Therefore in the inferidBtrahowersion of the Credo

several Tenor values need to be split to create some sense of coherent texting.

85 Further seeny edition of the work irD91 (no. 128), the commentary on @91 pp. 10541058),andJaap van

Bent hemb6Bexatrt i Tomre, 6 and Symbol : R énchgdradlisandgts Basismed y s 6 s C
Rel ationshi pUt oh ®©r & mig Higgims® B. |(ed)sardoine Busnoys (Clarendon, 1999) pp.
215253. Alsoseddii ggi ns, P., Aln hydrauliso RevisitdAMS New Li

39 (1986) pp. 3®6.
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paraphrasélagnificat Tone Il setting fron88 where the copying of the first polyphonic section is
predictably skeletal for a work with repeated verses. This setting is rather likaledbordonesettings
and the performers are expected to guaine notes and join othersorderto perform all of the verses
competently. Theublishededition of this work faithfully setout what the mauscript provides, but
more in the way of text and editorial bracketing is needed to maksiit performable.

47. Anon, Magnificat Tone 111 g8 ff. 249v-250r), £9;8

In verse 2 miss
this measure.
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[2o] In verses 2 & 4 miss
5 - h -
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86 See Gerber, R. (edpacred Music from the Cathedral at Tr¢htonuments of Renaissance Muk®; Chicago

and London, 2006) p. 75&he small number of more or less obligatory Aofas in this setting are matched by

a similarbut veryminor need for joined notes in the repeated verses of the Dufay Tone IlI/IV Magnificat setting
(seeD89 pp. 15531559;not all sources for this piece agree on how its texting should work).
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(xii) This sectionconcermsligatures. 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 syllabl e. Ul ti mat el ym dhdne whére its eppleatiodnl a b | e ¢
invariably makes sense. Bfifteenth centurymusic copyiss wroteligated passages of gphonic

voices where lowevoice texing simply becomes impossible if all ligatures are observed -aykaide

entities. The mensuration of the following two examples (flcan1450 or after) is O2s in Example

35, where there arthree imperfecbreves to each grouping of a perfect long. Any two of those six
semibrevesvithin the space of a perfect longn be ligate@ither to each other or to values larger than

a semibrevgresultng in the underlay of Examplé&&éelow (where noteaplitting and ligatve breaking

has been appliedy the comparativel chaotic underlay of Examplé@4 which is the same passage as

in Example48 but with no ligature breaks or nesgits. As can be seethe ligatures irExample 48

do not even allow for the realisation of imitative texting.

48. Missa 02, Credo, 224;
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49. Missa 02, Credo, 224 with the one syllable per ligature rule strictly applied,;
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These attempts to apply textisgggesthat not all lowetvoice ligatures are valid fahe purposes of
text underlay. But having used a fairly ligatdilleed passage to present my caseeeother things have

to beconsidered here~irstly in works with more than one surviving reading some ligatures tend to
agree andmight be valid for the purp@s of text positioning. Secondly in Superius paraphrase pieces
the chantcarrying upper voicéends to preserveraumber of ligatures used its parent chant, as in the
following example.
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50. Anon, Veni sancte spiritus, reple tuoru(@®89 edition no. 10) 1728, together with thenatching
portion of the chant elabosat in the Superius (froiU 1997pp. 18371838)%’
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qui per di - ver- si - ta - tem lin - gua -

Thirdly in quite denselyextured pieces such as these, readers might well ask what | have lagainst
voicevocalisation as opposed to lowasice texting. The simple answer is that | have no objection to
vocalisation: such pieces may have tended to acquire Jovies text when singers realised imitative
possibilities, and filling in the gapstelligently is what happens when text is addezitherad libitum

or by the more painstaking method ofri@mental inspection by panel or by score. It is also important
to remember thatery many fifteenth centurgomposers or revisor®ay not have had the relative
luxury of textual inspection by scofg.

Additionally it seems that some ligatures in voices which are not aleited must be functional in
the sense that they carry a syllable anelalso autlorial (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 peces represented in Exampl@8, 48 and49 may be the work of the same anonymowkp has a

preference for using O2 and may be responsible for a group of slooking pieces in88 and89. Further, see

Mi t chel | AdveRsti/Ladd®yeo o mposer and his |likely contributio
Plainsong and Medieval Musit3 (2004) pp. 6385. Since writing this article | have also come across the

Discubuit Jhesusetting in88 (f. 335v) which is a Tenor cantus firmus Respond setting having much in common

with theO2 works discussed in thiarticle- both in style and in terms of numerical features.

88 For an examplef texting in aTenor partwhichis not the same dke textingin a parent chant, see Bent, M.,

dlext Setting in Sacred Music of the Early"Gentury: Evidence and Implicatiohs i n G¢nt her, U. an
L. (eds),Musik und Text in der Mehrstimmigkeit des 14. und 15. Jahrhunderts: Vortrage des Gastsymposions in

der Herzog August Bibliothek Wolfenbittel, 8. bis 12. September @®8@inger Musikwissenschaftliche

Arbeiten10, Barenreiter, Kassepp.291-:326) Exampl e 9, -vdice AvenRegirsettingin@d t hr ee
Hall.
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will conform to principles of strong accent more than those in the other voiceghadamwest voices

of Examples 41 anBi0. Here and frequently elsewhere the ligatures which appear to Hamational

tend to be those involving longs and brevasthe passage below the middle voice seems to have a
syllabically functional ligature at 133, and the two upper voices heygablyfunctional ligatures at
136-137. Examples such as this setntonfirm that many lowevoice ligatures in works of around
144050 are scribal decisions having no necessary significance for text underlay.

51. Anon, MissalLe serviteurl, Gloria, 1321418°
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N I 1 \ 1 T ] #
o |~ I I I | T =Y I T [ I | I ‘I i}
g) o ©
D .
mi - se - re - re no - - - - - bis.
’ T b ] T \
o ) T T | | | | | | | |
(> — { { S ——— i { p e ——m I — i
SV | = [@ ] T E I | T E < ~ | = © | I I I ]
\ o e = =
mi - se re - re no - - - - bis.

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

cases | would usually preserve the imitation and disregard the ligatures, as | have in ERdalue 5
at 0 Quamdals@imExampletd

52. Touront, Miss&ine nominé, Gloria, 97116,
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If two semibreve, breve or semibreve/breve ligatures occur simultaneously in diferent voices, both
ligatures are probably functional and awrihl and should be observed as syllable carriers.

89 D89 p. 351.
% D8Yp. 41.
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53. Barbingant, Miss&ine nomingSanctus, 9400
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Oppositely, the principle of strong accent may be disregarded if two or more voices of an imitative
passage are similarly ligated.

54. Touront, Miss&ine nomindl, Gloria, 15215592
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A series of ligatures may be taken to mean that a single syllable is extended rather than each ligature
requiring a syllable.

%1 D89 p. 943.
%2Dg9p. 41.
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55. Touront, Miss&ine nomindl, Sanctus, 6&7:23
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It should beevident 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 furaiteomd autbrial, those will probably

modify the application of strong accents advised edli8ametimes | have had three or four attempts

at textsetting before achieving a satisfactory version of a particular piecs at i sf act or yd he
a complete listening witlittle or no sense of editorial hiatusjewcomers to fifteenth céury textues

are advised to try the exercisesdation 9 before attempting thosesettion 7. This is becausection

7 deals with earlier fifteenth century worksp ar t | y f r ovheretsihgéesyllable 2igatbire )
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 confidéhttie types of piece exemplified in

section 9.

(xiif) Occasionally a pieceill be found whose text looks unsatisfactory with its music because it is
probably not the original. The text given might either be a contrafaatuich fits badly (as inStella

celi / So ys emprentyahd the Johannes de Quadbigudeat Ecclesian 88) or will be a text that fits

the music a little less well thahe text normally given with the music in other sources (such as the
alternativeSacerdotes incensum Domtnie x t g i v e n Redotddren Spegt Irotinetedest

9% D89p. 76.

94 Other specialists have raised doubts about the validity of ligatures in sexdlififteenth century repertory.

See in particular Fal |l owarlyMudic4dl @03) po X0407,arda@lsctPerkins,g at ur e
L., O6Toward a rational approach to text pl aPamemment in
read at the Dufay quincentenary conferefBeooklyn, 1976)pp.102 114.

% Stella celiandGaudeat Ecclesiare published in Gerbewp. cit.pp. 163 and 178oth have texts which seem

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

which is part of a rhymed office by Jarh of SpeyerRegarding th&ped wi n t e x t stropedOffertdfrp ur ont 6 s
setting, se®89 pp. 14561457.
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of a text that obviously looks too short for the music another might be substituted editbLigiguwise
it sometimes happens that a reading for a single work in the chosen source is woefully inadequate
comparedo concordant reading€.If possible, use another source instead.

(xiv) Finally in my series of general guidelines | briefly touch upon unusual wording draiimtext

which studedimay encounter . F o rin fikegnthrognturg muSitaluusagedseemsvtb i ¢ h
beaonesy | | abl e wo (wmhase u8ualshcesylfalee rendermd camccasionallybe replaced

by the Gallictwes y | | atbilaemmddle wor ds -endbdbngswathi dgle syll ab
Pl us o6remissionemd which i nsyd | @dniksdncd nrée n dreirnianl g
OKyrie eleysono6, which some s o%Thewlslcgeatmentois a s |
6el eysond or {Helysohbdbuwasiybbablwét hesome-syllablé t i ngs
renderingand ot her s s4epsd md & pp [¥Mie-dbntidyesrie sedtings are also

the most likely pieces where some degree of wordtitegm needs to be apptie even if not in all of

the voices of individual settings. def i ne éneedd here to meima t hat
modern scoréeaveno repeated sarqatch notes apart from those covered by melisroa the various

syl l ables of6.6Kyried or bel ey

,,,,,,,,,

eeeeeeeee

3. HOW TO DETERMINE THE NECESSITY OF LOWEROICE TEXTING, AND
IDENTIFIABLE TYPES OF MUSICIN PRECEDING STYLE PERIODSWHICH SEEM TO
REQUIRE CONSISTENT TEXT POLICIES.

(i) Certain types of earlidifteenth century musical textures have common properties which seem to
invite canmon texting policy. First amongst these are structured motets in three to five voigaidy(us

in three or four parts) where the upper voices are equal in range or nearly equal aaclcareg text

or a different text in each voicBeneath 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 valtesdssto happen the lower voicesf Philippe

de Vitryd s -pada motetsWhen a chanbased Tenor is in evidence such a Tenor caamays be

sung to its cantus firos text This isbeause the rhythmic configuration tifeseTenors is sometimes
different from the texandmusic relationship of theparent chantSuch Tenors may therefore have
been vocaliseds well aghe ContrapartdDavi d Fal |l ows has highlighted
Vasilissa ergo gaudas a typical example of an untextabltganisedrenor

% My own experiments witltella celisuggest that th8alve Regingext 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 88 see the thregoice Gloria in Gerberpp. cit. p. 1098.This has
concordances iMu 3154(ff. 10v-11r), Spedp. 430431)and the Avezzano fragmentAVZcv MS P, Rocca di

Botte, Busta N. 5, fasc. 25 ff. 24r).The first of these concordant readings is easily superior t@ti& 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 accentuationcritggam al | of a singl e workos t
% Thevery shortKy r i e t o O c-\loieggMiseaBidesnonfingpuldished in Plamenaop. cit. vol. Il p.
77)seems to benefitKyroml ee s b indylakdetwordwhisch 6i ve

% For a clear usagef four-syllablede-le-y-sorgsee theearly Dufay Kyrie published in Sandon, N. and Marrocco,

W. (eds),The Oxford Anthology of Medieval Mug@xford, 1977) p. 203.

100 see Fallows, DDufay(Dent, London, 1982) .05, where joint examples demonstrate the incompatibility of
this motet 6s Coacnpivilre)withithe mates Tehoe derived (from the chant.
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Frequent recopying of structured motets means that some of their surviving copies are at the ends of
remote transmission lines, and some of these readingxt as well as musiare unreliablé® The
FranceCypriot manuscripfTurin J.11.9 preservegtl motets fromca. 14101420,mostly in Latin and

in which the uppewoice texing seems cleain which the lower voices rarely carry teahd where the

Tenors are not very often chashierived.Most of the ligatures in the upper parts may therefore be
functional and autbrial. | suspect that these motets (maybe written in the isolation piu€ywere

not frequently recopied and thereddralso suspechat the source presenting thenaighoritative 102

Its uppervoice texing rarely confornsto modern ideas of underlay aesthetics and not even to some of
the rules presented in the previous section. Thewimg example illustrates thasual verticatexture

and also thenostly subordinat®wer parts in thé&ranceCypriot motet collection.

56. Anon, lubar solis/ Fulgor solis (Turin J.1l.9 motet5), 37-42;1%3
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Motet 9 in the Turin collection is not structureshd similamonstructured butmotetlike pieces occur

in western repertoriesith some of them belonging to an Italian motet tradition. In these pseres

lower voiceshave e x t . O felix templuah@sstwo passages where an otherwise untexted Tenor
initiatesunison imitation"** His Venecie mundi splendor / Michawes a Tenor that behaves likewise
andO virum omnimodé&as a Tenor which is clearly intended to be sung with text throuéfiditere
areotherworks from the Italian motet tradition which have internal Tenor text in an otherwise untexted
part, andhere arealsoshort freely composed works for two upper voices plosnorganised Tenor

that does not carry text, for exampleesu salvator seculiQuo vulneratudy Hubertus de Salinis

which survives in four sourcé® Therefore theearly fifteenth centurgtructured motet anshorter

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 inO felix templurp that text need noevenbe completeAdditionally, some early cyclic
Masses imitate the Tenor organisation and vocal texture of structured motets. The famous English Missa
Caputhas more or less consistently bipartite cantus firmus presentation andseesdits twaipper

101 For an exampleeePMFCvol. 5, critical notes p. 20 (mangled text variantsinGhe e adi ng of Al ey no:
Sub Arcturo / Fons citharizanicum / In omnem terya@h also hadtalianisations in some dfs French texts.

102 For another parsource that is probably reliable and auttatiie seeMar gar et Bent &8CMi ntr odu
62 (2022) which suggests that some works by Burell, Damett, Sturgeon and Cooke in the laterQdgétadf

may be autograph copies. All four were amongst the clerks and chaplains of King Hertmys¢ chapel inherited

the manuscript from its original owners (the chapel o
103 pyblished in Hoppin, R. (edfhe CypriotFrench repertory of the manuscript Torino, Biblioteca nazionale,

J.I1.9 (4 vols, 196663), Il, p. I7. The example is taken from my own edition of this piece.

104 5eePMFCvol. 24 p. 69, and the Tenor at measures 29 and 86.

1SPMFCvol. 24 p.81.

106 Seevan den Borremp. cit.pp. 276277.The two sources for this motehich are infrequently mentioned are
StrasandSanL
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voices(a Superius and high Contraling to Ordinary text and its Tenor sung to cantus firmus text.
However in the first three movements the lowest voioetteerContrg which tends to use sustained
valueg possibly does not need any textalitand can be vocalisétf. There is, of course, a world of
difference between the pieces frdmrin J.11.9 andQ15mentioned beforehand and the Masses in the
later Trent manuscripts, but what is of chief interest heteeitype ofvocal texture thadeems constant

in motetlike works in all of these repertories.

(i) English works written in scommake upasecond easily identifiable type of music with clear texting
intentions. These are mostisom thefourteenth and early fifteenth cernieg, and the text is almost
invariably written under the lowest of the voide$ which there are usually thieéMluch music in the
original layer ofOld Hall is copied in this format, along with a large quantity of badly preserved
fourteenth century insular sources which give a varietyetting typeswritten in this manner: Mass
Ordinaries, short Sequence settings and devotional works, and very occasieratipniapieces as
found inUSNypm.This type of copying occasionally allows for a small amourjagfed alignment

due to topmost parts having the most noté® latest significant source of this typ&SedderB26 (ca.
142550)whichcontains carolas well as sacred music. Not all polyphony in this composite manuscript
is given in score, but some of the settitigereinwhich arecopiedin this format are rhythmically quite
complex wherea®Ild Hall generally resengescore copying for descattpe chant settings arsbme

of its Mass OrdinariesThere are also continental fourteenth century antecedents for Mass Ordinary
settings which tend to be homophonic and whose text debesys to begyllabically simultaneous in

all voices!®

(iii)y 6A versi o Gloria and Credo settings where
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 ediéianof this type, as is Gloria'®.

(iv) 6A versi 6 Gloria and Credo settings with al
Binchois, Guillaumee Grant and others®

(v) Continuougtexture Gloria and Credsettings with all voices texted, copied in choirbook format.

For earlyexampleseforeour periods e e t he Cr e d oApbhtlyplus Btwepart &lorcaeyd | n
6Chassatd6 i n YThere asealsteexamplas bycCeconia andiunin J.11.9.1* Continuous

texture with all voices texted also covemge instances lik&loria no. 7 in the revised Dunstable edition,

which gives successive parts of its text to three different voices pritsth Amend S ecti on
Conventional texting inategory(v) becomes important towards the raientury when the cyclic Mass

repertory expands.

(vi) A texture consisng of a type of three or foypart piece (usually sacred) in which the Tenor and
Contrahaveinterlocking anacrusic phrasing, making it difficult to see tiext could successfully be
applied to such voices as in the feling examplé!®

107 See89 p. 1105 for my edition with texting arranged in this way.

108 See thdvrea Gloria tro. Et homo verusRMFC 23a p. 138) and tha&pt Jacobus Murrin Credos¢l. 23b p.
238).

109 For these works s@@MFC vol. 24 pp. 13 and 30.

110 For the Zacara example (CreDeus Deorusee PMFC vol. 13 p. 109. For Binchois, see Kaye, P. Téw),
Sacred Music of Gilles Binchof®xford, 1993) pl. For Legrant, seEFCMvol. 2 (1959)p. 53.

111 PMFCvol. 23a p. 224.

112PMFCvol. 23a p. 100.

113 For Ciconia here see the Gloiedo pair iPMFCvol. 24 p. 1, and fofurin J.11.9 see the Glori€Credo pair
in Hoppin,op.cit. vol. Il p. 12..

114 MB 8 revised editiorp. 14.SeeD89 pp. 19321934 for a section of a Credo which gives incipits implying
similar text treatment to that in Dunstable Gloria 7.

115 Hoppin, ibid. vol. | p. 27. For a fowpart example from the midentury see the Gloria89 p. 2031, which
also contains repeated saitch notes in its lower parts.
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57. Anon, Gloria(Turin J.11.9 no. 4a),20-35;
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(Vi) Trumpetumd type | ower voices i n wivdicedntriesher e a

as in type (vi) above. Again, the very nature of these lower voices often seems to exclude the addition
of editorial texting!®

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 (d§yie 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 uppegrars above slowemoving lower partin freely composed pieceghich

simply cannot accommodatgpervoice text because they contain more extended vakieamples

are numerous. I st ar t -vdice €redo &syan pietetfrommearly hayr pesosl i e r 0 ¢
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 toprdgrthe

6 A mesactionin the Apt reading of this piece seems to be intended to have full'tekth e 6 Roy
Henryd GQGldlatliisas amot her work that onl y*fhadiyms res | o
a slightly later examplef chansorinfluenced styld mentionthe freely composed Credo frdReginald
Liebertdéds Marian Mass, probably composuppdrtingy 1430

118 For an example s€8 0 u s i n GTsbeiM90gpablished inNDTO 120pp. 3-16. The Gloriaipid. p. 5) starts

with so many repeated saméch notes that editoriallowervoice text underlay is not feasible.
Despite Paul ugudtaed irefnmeasdsceoftto singing 6in the mannr
of fanfarelike pieces inStrasClike the famousTuba Gallicalisand Hei nr i cus \rgoduldsber o Ca
atque pia(PMFC vol. 23a p. 371) persuades me not to exclude the likelihood of at least some polyphony being
playedor accompaniebtly instrumentsas does thBobik Blaserpiece inNurS 9a.

17PMFCvol. 23b p. 244andEFCMvol. 1p. 61.

18 published iNCMM 461 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 Exampfé®s

For afourth example of type (viii) | refer readers to the fipart canonic motdRegis celorum genitrjx

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 tley coul
accommodate the text of the two upper parts. Since these lowehgagtsome accidentalisitmey are
alsoprobably best vadised rather than played®

For afifth example of type (viii) | take a fivpart motet fron88 which has the texD sidus Yspanije
although this might be a contrafactdfhAs 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 sitrglgpassage 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 | impinge upon a very large texture category, namely pieces with
mostly vocalised lower voices that clearly need at least one or two-lmigr incipitsowing to groups

of repeated minims or semibreves in their lower parts. Amongst these | number early examples like the
Rezon and Velut Gloria settings HFCM volume 2 cantilena motetsvith melismatic Superius parts

by Dufay, Brassart and others which only need |
threevoice Sancta Dei genitrixThe latter needs lowemice text at two homophonic passages in

the final O0Amend sect i on-voltaitéxt elbawbess’Likenise teedowen t o r e
voices in the GI or iSiae noniinemyustemytcdrequire a few textetéengissa

throughout in parts which are probably otherwise best vocdfided.

Similarly, the fivepart Magnificat Tone V i89 has fanfardype imitation at the start of all of its verses,
some of which require text at the start of loweice sections while others do fétBut this might be
an archaic piece in a sourgbichotherwisepreseves midcentury and later repertory. Groups of same

pitch minims in the | oweGaudeabdcdaesiasoimply thhtmtcasionale s d e
incipit texting is needed in these voices, but the text of this piece may be a contrafactum since the given
text as it stands doest fit the music welt®*P u | | o i-wibescanbni Gloria has two lower voices

which require the same treatment as in the Johannes de Quadri¥i¢geurpose here in citing
works from lItalian, English, central tradition and possibly Germanic repertorggtiiagnificat) is to
showthattexting lower voices with occasional incipits and otherwise vocalising them wordlessly was

119 published inEFCM vol. 3 pp. 81. Another good reason for citing this particular piece is that it is performed

exactly as mentioned above on the 1996 LyrichordEE®Oh oes of (LEMSBORE SdahdaDiscantus

dir. by Kevin Moll).

120p89p. 1319.There are also insular canonic works which have dexdsetexting 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 accentuaticsstandardsFor an example see the Dunstable canonic Gloria in the Tallinn fragment
(EV-TALtm, Franz 8.2/1af. 3r)1996.Fur t her s &aewRanonic Glorisl and thedchanging profile of

Dunstapl®é Rlamsong and Medieval Must(1996), pp45-67).

21 pyblished in Gerbep. cit.p. 637 andTO 76 p. 75.

122 MB 8 revised edion, no. 47 (p. 119).

123 See the Planchart edition littps://www.diamm.ac.uk/documents/181/01_Du_Fay_Missa_sine_nomine.pdf

TheGl oria does not seem to have textable | ower voice
and thereafter imitative writing and some further lower voice incipits seem to call for text in the short passage up

to and inclutdedag AUDheparChrabso seem to nRegadlingt ext f o
texting in the Credo of this Mass see section (x) following.

124 D89 p. 1590.

1255ee Gerbetibid. no. 6 (p. 175)

126 Guilke,op. cit.p. 24. Some lower voice incipits need todaktorially added to accommodatepeated notes at

the sameitch.
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a widespread practice. It also seems to apply to some early cyclic Masses, and | refer here to a poorly

preserved Mass whose movements are split bet@&&® and93. This work is oddly and archaically
composi ti onanditsfrequentowert h e

dissonant in placgperhaps sigif yi ng a
voice behaviour with sustained notes can be seen in the following example. The-sigarsf*---* in

thescore araisefulinventions of my ownand tell singers where to start and stop singing tektitac

and to start or end vocalised passages.

58. Anon, MissaAvecu? Gloria, 8177
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(x) This category coveranconventionathreevoice works where the degree of imitation involved

i mplies extensive incipit texting for I

ower

vV O

Ordinary settings are particularly relevaiypically the young Dufay took the syllabic style of Mass

Ordinary exemplified by

pi ec e s7clrsivR@loriadlaaginioses i er 6 s
piecemadethis style ofsettinginto atechnical tour déorce involving frequent imitatioplustextural
and rhythmic variety?® The DufayCredoconcernedn Q15 (which is paired with a Hugo de Lantins

Gloria) is probably the result ddufay encountering this composer and his imitative experiméhts.

127The Agnus is published in Gerbep. cit no. 8 (p. 202) and the Gloria and Cred@&iozzi, M.,Il manoscritto
(@ 6vAls, tTarris, CGremndna, 1993)vol7 él p. 52

Trento, Mus e o Provincial e

(edition of Gloria and Credo) &ol. | p. 85 giving abrief listing and discussion of the various movements). The

Sanctus remains unpublished and t he 6Avecud is

6Aveéduar perhapsé&ven

cyclebdbs title
6Ave cuius

only

128 The termcursivaoccurs inOx 213.Rapid dispensation of text in upper voices seems to derive from fourteenth
century motets, and there is als@tier antecedent iRondellus type pieces of early fourteenth century insular

origin.

129 For the Dufay piece see Besselufay Opera Omniaol. IV p. 17.The relevant Hugo de Lantins Gloria is

printed in the same volume, but the taettingsdo not really constitute an integrated pair.
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The lower voices of Dufdy €redo are full of imitative answers, some of which are supplied with text

incipits while others are not. Are we right to try editorially textagolutelyall imitative occurrences

here? Iftext is used thyst results in a setting which really nesfdlly written out underlay. Perhaps

this is not quite right, and maybe some of the lower voice imitative answers should be left as vocalised
materialA si mi | ar but |l ess compl ex text uSnenomiee f ound
where lowervoice text is possibly needed at ttieordalé Pat r e m o mapenm@ancwhére mo
there are incipits at O0Amend in both | ower Vvoi cCeé
and lowervoicesmight call forshort passages afiditional lowervai e t ext at dégenitum
6passus et sepultusd and 06 g uingidnotestablishetty . But agai

Another early Dufay Gloriand Credo pair hagxtualtelescoping plupassages of text in all three
voices followed by likely vocalisation (or, in the case of the Supemasmiddle parhere, syllable
extension). Thidas fourteenth century antecedents atgbrwise occurs in the two upper voices of
Qu e | dfouw-padGoriafrom Old Hall (a piece otherwise much like a structured motet) and also in
the same pair of voices in a fepart Gloria and Credo by Loquevilt¢.But it is unusual to find this
sort of alternation in each voice of a thygsat piecewithout a lowest part in extended valiés

59. Dufay, Gloria(Besseler edition vol. IV p. 38-15;

8 4 4 T i 1
) , [ R . | . | |
o I I I T I | T I T | T T I I I | | |
I 7 o e — [ S—=—— R S | B e B B = e B —— B B — R = S —
AN (] Py I ~ 1 1 I & A1 1 I < O I 1
. o o o
-ci-mus te, Glo-ri-fi - ca - mus te. ... pro-pter ma-gnam
N 4 | r——4— |
v
..A-do-ra-mus te, ..Gra-ti-as a-gi-mus ti-bi
T l ll Il \
y i f { I I fe—F—Fjto—n 14 I
[ Fan N =Y (@] I I | PN O I E | ! | | I ]
NV I Py 1 O 1 I 1 1 Il I 1
N o © o
..Gra -ti-as a - gi - mus

As in the previous Dufay Ordinariesentiored here, these movemsméquire a varied approach to
editorial lower voice texting andihGl or i adés homophonic ending may r e

(xi) The remaining two types of texture that | wish to highlight are in the territory of Superius chant
paraphrase settings. The most common of these is a type of Introit setting currecd.fid30 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
preeded by another chant intonation) and assarts doxo
may have been amongst the first composers to write such pieces, of which there are large guantities

most of the Trent manuscripgsdStrahov**3In 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 Planchargp. cit.

BlFor the Loqueville Glorie€Credo pair seEFCMvol. 3 p. 11.For the Queldryk Gloria seeMM 46| p. 93.

132The likely syllable extensions here in the upper voices of Example 58 prompt me to mention the old theory of
mel i smata which end texted phrases of Dufayb6s music
in the writings of Sir John StainerHugo Riemanrand others. Further, see Leégkikinson, D., The Modern
Invention of Medieval Music (Cambridge, 2002) pf23-26 and 3135. The idea that the singer(s) of the Superius

in the Gloria above might have briefly picked up a rebec or a recjoistén play the three notés measures 13

14 or the middHiZxisapsard.t s notes at 10

133For a relatively late examp(&alve sancta parehseeD91 p. 1102.For others seB89 pp. 19852006.1 have

given editorial lowetvoice text to all of these pieces, but 1h81 setting could easily manage with vocalised
lower voices for its first section, as could Rerate celandSalve sancta parersettings cited above in the group

of D89 settings starting on p. 1985. However, other settings irb@@dbatch have internal firstection duets and

in one cas@seudeimitation (in Spiritus Dominion p. 1999) Such factors prompt the addition of editorial text.
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settings need text, and the short verse tawtslved would not have been difficult fosingers 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, imitatiler -passages without the Superius

or samepitch repeated values. Even where imitation is involved one or two lslieet voicetext
incipits therein aresometimesbetter than full editorial text, although the latter can of course be
aterpt ed for an O6enl argedd ver si osuchdnfroitfiast seciong i n g .
as chiefly vocalised is that they release us from the idea of fifteenth century Tenors and &ontras
experts irBiblical and patristic textsvho knew many of these Introit texts faultlessly by heart. Indeed,
many such singers might not have been anything like as literate.dis thes88 Mass Proper collection

the samdext policy as abovesometimes also applisstisfactorilyto norimitative 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 soncern
hymn settings which use chant paraphraseabove, if more than one or two veysé a hymn setting
were sung in polyphony it would have required the singer(s) to know the text. With hyntgpeodty
ranging from three or four verses each takirweenstanzas of the famolt queant laxisit is unlikely

that the singers of lower voicedthout underlayn such settings knew alichverses. In settings which

are nonimitative, which have continuous texture amehich do not use fauxbourdprwordless
vocalisation is again a practical choice for Tenor and Contra voices. Two short settstgsoffessor
which are next to each other88 are good instances of thpslicy. The following example is from the
second of these setting¥.

60. Anon,Iste confessof88f. 240v), 1938;
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This is merely one option for the texting of hymn settings,thadources areertainly notconsistent
in the way that they present these pieces. The immaculately copied original IgaBEonsistently

B34 published in Gerbenp. cit. p.732.
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gi ves Dufay6s hy miexingiwihd Supenus pattsiapdlthe acecompasying verse of

parent chantplusincipit-texted lower voices on the facing page. With such clear and beautiful copies

as these it would be easy for lowaice singers to glance leftwards in order to read their sung text.
Similarly, theStrahovc o mpi | er 6s hymn section has a few exan
verses underlaid albeit less tidily than itModB and on a much smaller page sizle late fifteenth

century fragmentinz also contains a setting bfrbs beata Jherusalemvhere somebody has tried to

underlay text to the Tendsee Platd). My editions of the hymsin 89 and91 all have text underlaid

in their | ower voices, but this is because | war
some of them contain imitative work. In the few pieces of this type therein which resemble EG@ample

the editorial text could just as easily be dispensedith.

To conclude this sectiomy references aboveave given interested parties much to loolouptis is
because | intend a comprehensive coveradleadf/pes of sacred music concerned.

/////////

eeeeeeecece

Plate 1Linzno. 4, Urbs beata Jherusalemlote addedower voicetext in fifth stave.

https-//dig1 landesbibliothek at/viewer/resdriver?urn=urn nbmn-at: AT-O0eLB-4058896

135 For examples se#9 nos 105a and 114, where this possibility is mentioned in the relevant critical notes.
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In this section | take some samgpté works which | know well,andl demonstrate the detailed options
in how to treat their texting plus famili@roblems which will be encounterethere are four musical

samples. The first two hav@mostcomplete text in all voices and the second pair require editorial

intervention in the form of added underlay.

(a) TheAgnus Dei from thé9 equalvoice Mass.

The three Tenerange voices in this movemeiltustrated in Plate 2 and Example 6Xchangdop,
middle and lowewoice functions sporadically, and the piece is not cdapendentThe following
table approximateghe voice function exchanges which occur througheith as much accuracy as

can be expecteftiom counting measures as single units.

Table 1. Voice functions in Examplé.6

Section

Measures

Superius
function

Contra
function

Tenor
function

Agnus |

1-5

Voicel

Voice 2

Voice 3

5-10

2

1

10-12

12-15

1519

Agnus I

20-25

2529

29-32

3345

Agnus llI

46-53

54-59

59-75

75-77

78-84

85-87

88-100

RPINFEPINWINEFRPWNNRERRPRWDN

W WWW R WWNWERLNWRFPW

In what seems to be a freely composed texture such as thighaeiour of SuperivBinction phrases
in single voices wilmostlytend todetermine how text is underlaifllate2 gives the originalCircle-

numbered syllables in Examplé& tdicate texting which | have adjusted despite what the manuscript
seems to imply wi t h

10 in

t he

sSscore

for

t he

. Buch st

syllable adjustments are often necessary when working from many fifteenth century sGrees

the few where this difficulty does not occur is the original layetheflate fifteenth century source
Verona 759This is because the text hand in those pages is much smaller than most normal text hands
which copy underlayThe original layeof ModBis another sourcevhichis lucid in its textingt3®

136 This might prompt thesuggestiorthat a study of texting is better attempteging just these neatly copied

sources.However this ideébe countered by arguing that neither presents the varied repertory of the Trent

manuscripts, and also theaty deductions made about texting using just those somigas narrow the timepan
to which any established rules apgRegarding the actual validity of some of tfledBtexting see my comments

on

Jonat han

Kingbs

studi es

i n

section

13.
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Plate 289ff. 113w-114r (see Example 61)

© Castello del Buonconsiglio, Trentdtaly.
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61. Agnus Dei from the MissAd voces pares
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An initial inspectiorof this examplend

its labelled syllables in comparison with the photogra|89 of

might suggest that little or nothing is definite about the editorial texting process. But basktdnigic

toyield answers quite easily. | want readers to imagine that they are facing an untexted score here, and
thatthey only start to visualise texting exactly as | describe the process below.

1LFirstly,

there i

S

no

doubt

t hat

s ome

sort

of

proceeds with G G F F F G (up to the first note in measure 7). Logically this batch of notes should

each

receive

a

s yqui tolastpéceata mudh iicnh

trheissu | vt osi

cien boe i

2. The upper voices above this passage have imitatiod attiich their underlay should reflect.

3.At6-7 i n

t he

first

V Oi

ce the

repe-cataendrd vabutebasetl

latter syllable coincides with the same syllable in the third voice. The second voidevatl have
underlay synchronous with the other parts.

4The above

deci si

(0]

ns

have

text positioning at variance with our placings. But so far | do not think that anything is really in doubt.
8%iterslly gill r d ;nu Fdti pierd in@ g
voices 1 and 2 being placed under their last notes inu a look at the first voice here & shows
that the syllable is placed exactly where it is to avoid an upward tail on the system below it. In the third

The next

questido

ps opwbetl §

ng

a | ih théseoeelindicatingpamuscrigte s pi t e

voicein896d i 6 i s -anmesthetical®y ha@ unpleasant choice which islgidBut the simplest
solution i-di 6ospl hakl eéhender the first notes of
5,At9-10 the underidayisngrofmpd rmids dpiteh nothsen voice B,eardt e d s a

the final syllable of this wor¢tr edar b
this is a logical choigel t i s

gui te

eretaned for the cadence at 12 (not indicate89nbut again
common in this

without most its syllables separated) to be editoriatiganded to lagor a number of measures.

6.dobi-ddspite the

ma n u s-can hapetitd fgst syllabketin vgice & divenitoothei n g

start of a phrase in 13, and voice 3 can receive the same syllable in measlBess12 sampitch
anacrusic entry (which is not uncommon in Englisitks of this type and vintageeesection Z part

repertory

5. Both voicéssdagi akenotbavdedfinal cadential n
7.The words O0Agnus DeZafe uraerlaid witrean snpaatant pringiple irsngncl,t i o n
namely that fifteenth century singers might hav
me as Gtrreédbr @ wer e a greater number of nde ahsausr e st st hfa
three syll ables here underl ai & tac tah enefliirsana tclorve
measures before the cadence and this wordds finaea
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8. At 25-26 | assume another saspe t ch anacr usi ¢ ent inyhe folowingb qui 6
measures -4 ipd atcltee 6d®@dond voice at 28 because the
leap of a fourth after the previous measure. Arguably this is enoughirtteavallic hiatus tojustify 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 awantr d-l as 6 6 ( 29 ) .

9 .pe ® c mtvacés 2and 3 has its syllable placemaembstly determined by the repeated sapikeh

notes in voice 3 at 38 1 , and the cadence on E -4dtiB82bbshavghb
since later in this passage both voices are aniniat®ihims and show no signs that a further syllable

is needed in measures-33.

100.The placement of Oémiserered6 is influenced by i
repeated FOs i n-40.Ale syneomation at 43vundhe thied vace se@nts to be a good
pl ace for the first izatedalcadentiabclicoéin tite sexdnd wibe,at3ld s t hi s

11.Pl acemgmtuaftedtf hed st art of t he -& hiisr di nsfelcu @ nocne da nbdy
in the third voice and here seems to be no reason for the two voices above voice 3 here to have
asynchronous underlay.

12Ggui 6 i n bot h -b9dakes anacvusid entrges, and this VBoBl is omitted in the first voice.

13.4ol-6 i n the second voice takes another anacrusi c
possible with the same syl Hdlsloe tehtent Heo | 4 toawst ad f
(68). So far in section 3 here, the duple measures seem to fall inbméasure pairs and none of the

underlay suggested for this passage is seriously at variance with the idea of duple greater measures.

14.The underlay ofpe ¢ c & pramipted by the syncopation in voice 2 at 69, and also treageetial
answering phrases in all voices at72

15.Themiddleof t hi s section seems simpl e, since 6mundi
D (75-84) which features some changingppt e mat eri al, and 6donaé will &
the twovoice imitationoccursat 85-89 in voices 1 and 2.

16,6 nobi s seems to be prompted-bbgdthe vbhecewd sp
seems to fit nicely in the cadences at 95 which involves a ligature in voice 2. Whas do&g here is
open to debate since it-bisbsbéesntfall-®dve thdehtg

176pacemb seem best treated with its fionthda syl | a
final note in all partsA commonsenskesson can be derived from points 16 here; where there are

threeor four phrases and thres 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
meaet he pl acdeimbe nitn otfhed t hi rd voibde 6ati n9 tared stame
94. Both of these instances could just as easily have their syllableirespectively to 9,5 and 94.

What resultdhereis 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 whichemeanuscript posanings and

ligatures are respected than here, but | think that to do such a thing would only leave doubts in the mind
of its deviserand those doubts would multiply if the same person attempted a similar exercige with
similar fifteenth century piecelhe stages of underlaying text descriltentearea significant part of
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what | mean by the begpractice approach mentioned at the start of this study: the latter example has
been texted with a degree of care and some weiglpngf most of the practical options involved.
Additionally, hould this piece have concordant readisgme of the individual decision processes
might take longerMy final comment on this piece is thiaselected ispecially for teaching purposes

for asignificantsociccultural reason. Since its voices are more or less equal in range it can be sung
eadly 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 strongvoiced individual Superius singers amgh Tenors owing to the prevailing matching of voice
ranges to music scored for S A T B ranges.

(b) The 89 Beata visceraetting.

This short piecdillustrated in Plate8 and Example B) adds a degree of constraint in that the part
normally called the Tenor has a chant cantus firfis is given in chant notation 89 which is
monorhythmic apart from three values (two internal notes and the final long). The cantus firmus texting
in theExample 64ollows that of a commonly used version of the chakt {997p. 1269 rather than

any underlay peculiarities whid@9 might feature. Normally | would use a contemporary or roughly
contemporary chant source faxting comparisomather than a Solesmes chant book, but the two
versions of the chant differ very little.

It appears that no ligatures need to be brokertlzr@ is very little difference between my texting of
Example @ and the original. In the chabfised 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

© Robert J. Mitchell 202



59

AIEIUBIL IBISLEUONG I9P CIRIED © (z9 aidwex3 88s) ITOT-AQOT "H6SE dteld

rL_..JQu;_rF vm
= _:._txu ::ﬁgxu@

< M) i)
c%?# H.:. I Y m—

o
; |£L # fmz!mi?

fﬂ.«ﬂw f F .mue? P ir\e 4&«& C“ﬂ

e

© Robert J. Mitchell 202



60

62.Beata viscerg®”

] |
77 =i ' T

[}

O

(@]

(@]

ra

Sce

vi

a ta

Be

(@)

©
|,4|0U

O

(@]

O

O

Ma -

ra

vi sce

a ta

Be

O

Py
©

O
©

O

O
©

O

O

O

(@)

(@]

Ma -

ra

SCE

vi

DO A1

N

Contra

Tenor

1 A 1 e
0 o/l W - W
v L I (I E ]l
= =
_ of 0 ‘. s
s = |0 m T gl g
L L . 0 E 1] 0 ' 0 =
_ CE] e v v el 0 9
—- — O 0 _ \H 1T ! 1T _
m.. g nDu. O ' B 0 » »
T il 1] R Au i ] _ g
ol & | [llllbel||le| 8 6 | = ¢ |0
S|l S ---.oV_ ¢l 2 g = |l
q alll 2 [ v ¢ o gl]] o | 0
Ss [} ! m ~ m IH | ] |
£ of & gl » [F = MU | LM Wil |
H — 11 9 =~ @ =
1 m 1
| o _ ol L g 2 I o
T [T H il Al ' ¢ ¢
_ [0 _ \ _ _ ' Al
0 [l )
H ' H+H = A ' o
g wm | |9l = 0 6 ) )
o o B =N )
O HH e 2 lle el lel g T iy
ol S |0 i 0 1
(] 0 [} [ V (Ll G “ | IH 1 Illm 1 I_MII _
- 0 o | o ! _ : _ g gl
! . \ QL
s g = L9 = o il ¢
Gee NJox « N0 N NG o N oo DNLew
Sy~ I / N\ I I

Contra differences afikewise minor, at these occur at the following points:

viscera

virginis

portaverunt

Patris

Filium

137D8g 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 syllafles.degree of convincing textingereis
unusual in a migcentury source and similar examples can be found in equallyB3a@acemandDeo
gratiassettings wheresometims there is justhe Superius text written in fuf®® My argument here is
that in such short pieces there is little need for artifioel usually not enough complexity for a scribe
to have to move syllables because of possible collisions witkhtaitgen a stave belowChant settings

in the same style as Exampl2 &e quite rare: this piece is part of a set of deddanProper settings
copied with the89 equalvoice Mass and probably used in conjunction with it. More common in the
later Trent manuscripts ar8trahovis a similar type of chant setting which usually has its Tenor in
Gothic neumes. Most of these seem to come fronGHrenanspeaking world, they can cover a wide
range of settings types such as Mass Ordinaries, Introits and Responds, and the textinfyaelyheir
written voices usually involves more editorial intervention than has been applietfhere.

138 For examples seB91 p. 193 (aDa Pacensetting)andKaye,op. citpp. 18 7 O®8pacenshting s 6 s
and 188 (hiPeo gratiassetting).

19 For a Sanctus with its Tenor in chant notation38@ p. 2057. For further settings of this type Steahovff.
42v-46v (six Introit settings with chamtotation Tenors and a Kyrie with a chantitation Superius). There are
also two Kyries and one Gloria with chardtation parts on ff. 6164r and other examples of the same sort of
texture elsewhere in this manuscript).
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Plate 4 .88 ff. 90v-
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© Castello del Buonconsiglio, Trentdtaly.
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My third example is radically differerand is the second of five sections in the Credo ofdtievoice

MissaP ui s g u ein 88.6rhisnienor cantus firmus Mass has full sections which us@&gher

of Dunstabl eds ¢ hans o rexisteht matérial frasnahe songnsanvodved inlthe t no
section in question which is given as Example 63 and illustrated in Plate 4. This trio is a forerunner of
similar reduceescoring sections which oar in Masses by Faugues and others, and these tend to consist

of a series of short panels with differently scored duets and-planteextures. The anonymous
composer of this Mass certainly puts Oewefryt hi nc
devices such as thrggart unison imitation (7-¥3), a cadential drive passage with crassents (75

82), polymensural writing (83 onwards), changimae imitation in two of the voices (88), close

imitation at the fifth between the two upper s with some imitative activity from the third voice

(99-109) and sustained values in two of the parts against an active middle voidd @)1To help with

the variety of textures here the middle part has a range of just over two octaves, and apghg from

opening lowetvoice incipits only the Superius is texted.

The88texting is imprecise in places, andven to the most sceptical eye regarding editorial underlay

- extensions of words written without separate syllabéesn to baeeded. Is full text actuallequired

in the lower voices? | would answer this by referring readers to the loniest repeated values at 69,

the exact unison imitation in all voices in the sataesystem, and the changimgte imitation in the
second system of the exampleds secondepalgpe. The
relevant here: all of these passages would seangdodd indeed if editorial text was not applied.
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14088 ff. 88v-89r, published in Gerbeop. cit.pp. 355357.
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Thebest way to treat this very varied texture is to isolate stretchtbe afiusic where there is a degree
of certainty about what to do with text. As with the fegample in this section the whole process is set

out in numbered stages below.

1. Theclosingpassage (131 19) gives O6factusd under 114 in the
this word so that its second syllable begins where there is a repeateplittdnmete in one of the lower

parts (at 1184

2. Moving backwar ds99 can iedeiveimore arrlessahbnuophdnic aréatmént, but
starting with 6éestd at 99 t he unVysolutiomrgalisesate t o b €
imitation as exactly as possibled®1 06, and t hen st r &6 othemanusdvipt)r gi ne 6

to the cadence at 110.

41 The contour of the Superius at 2119is similar to that of Credo V at the same textual point (826997
p.74) but | doubt that this section gives a genuine chant reference here bechluk&9B8&passage cadences on

D rather than the final G cadence of this example.
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3. Moving backtothd e gi nni ng, [ have realised the-ul ower v
principle to apply at 68 9 , and adjusting the manuscript posit
contrived.

4. The passage involving threeice unisorimitation at 6974 has been realised by allowing both lower
voices to-6acacseptthedéoinmiit ati vely answering-7syl | abl
Otherwise there might be discontinuous loweice text in the ensuing measures.

5. Foll owing 6omniad there is an extended rhythm
As in the manuscrd potn laccbotedaadons, H8Bgi i sv-ensimdbr Supérias

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 déttegroblematic. Once more here | apply lower voice
catchup, and | arrange the texting so-0t mat 8@s al)u theer
at 88,1 and extends to the end of the changiig passage at the cadence in 91.

7.6descendit de celisbd is texted wi twiththelowestmi ddlI e
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 lowerbagzgsitation.

These processes cover the whole sectimal | 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 impties that
original might have beejust ascarefuly texted, which is something that the versiorBédoes not
reflect. Neither do | think it possible that really well informed loweice singers could be expected to
realise all of the imitative underlay in this section as some sad bitumprocess. Qite simply there
would be too much work involved.

My fourth sample is again radically different.
MissaCaput The whole Mass is iB8 as well a<Chigi and the latter seems to show that some editing
process had been involved before it was entered into the latter man@&sathipeadings for this section

are shown in Platésand6. The Credo in both readings differs in terafsome 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 optgbablereason for the alterations.

This is one of two welknown Ockeghem works with cantus firmus in its lowest voice (the other being

his fourvoice Salve Regina Since this Mass was entered into the gatherings which now ma&& up

its composition is |ikely to pcClgtverdien waslcepiede ar |y
(probably after 1500various versions of this Mass might have been in good circulation for roé@hly

years, no doubt with sonversionsaccurately copied and texted astfiersbeinglessaccurate The88

verson is not particularly good. Lik€higi it confuses voicanames for the lower parts (whigh
understandable wiew of the lowest paminusualy beingthe cantugirmus) andthesectionin question

hasno textapartfrom sectionaincipits.
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64. Ockeghem38 version of thesecondCredo sectiofrom the MissaCaput

[Co=%00]

97

95

est

¢ 2 o,
_ 0 m 1 1
I e o s
U 1 U 1
1 1
¢8| ||d| B
1 1 - -
Il s = 3
LT i 2 U
£
S
| £ ]
1 I = | = ]
A 28 i)
i
I
1
T £ T < It
m,n@u o Neo N

Et incarnatus est

lis.

103

gi

Vir

a

San cto, ex Ma - ri

tu

Spi - ri

de

([ ® ]

O

Vi

cto,

San

u

Spi - ri

de

est

#

#

112

O

P=Y
p

~

est.

ctus

mo

et ho

ne.

O

S o7 2 I S I @ ]

est.

ctus

mo

et ho

ne:

_gl

rax

© Robert J. Mitchell 202



71

121

Py
©

O

O

O

O

P=Y

=

no

bis

pro

Xus

Cru

O

=Y

P=Y

| 727 =

(@)

|

O

(@)

(@]

[@ ]

bis

no

pro

am

e-ti

xus

Cru

130

O

O

O

(@)

P=Y

©-

to,

e o

J o - ©

pul

se

et

Sus

pas

la

Pi

ti

sub  Pon

=Y
| 77 A

O

o

[@ ]

[@ ]

o 1 A €

=i

[@ ]

I
se pul

et

pas - sus

O
to,

la

Pi

ti-o

sub  Pon

¥

rax]
y O

139

Et

est.

tus

©

©O

in Spi - ri -

Lt

est.

tus

O
©

T

MO

Spi

in

. Et

rax
J O

. Et

© Robert J. Mitchell 202



72

© Robert J. Mitchell 202



