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DOLORES PESCE

Introduction

his collection of essays about the motet of the Middle Ages and Renais-

sance grew out of a conference, “Hearing the Motet,” held at Washington
University in February 1994. This gathering offered scholars and performers
working in one or both of these periods the opportunity to share their ideas
about this repertory and to discover where their findings intersected and di-
verged. The conference generated a lively interchange that I hope will continue
through the availability of these papers in print. The volume additionally in-
cludes a few chapters by scholars who did not participate in the conference,
but whose work illustrates a vital approach to the motet today.

The title Hearing the Motet reflects an increasing concern among scholars
and performers with bringing to light the diverse ways in which these works
may have been heard in their own time. This quest involves investigations of
different sorts: examining the social-historical situation that may have prompted
the creation of a motet, whether a patron’s commission or an ideological re-
sponse on the composer’s part; discovering the performance context and func-
tion of a motet, particularly with respect to the liturgy; reading the texts to
uncover dual meanings possibly shared only by the composer and a select audi-
ence; reading the music to discover the attractiveness and innovative spirit it
offered in its own time; and reading text and music together to uncover the
ways in which composers made them serve one another to yield what can
rightfully be called “music-poetic” creations.

In carrying out these investigations, the authors in many cases expand
on traditional musicological methods. For instance, several essays present style
analysis in the service of chronological dating of a piece, but supplement it
with newly uncovered critical data on the composer or text under consider-
ation. Several authors explore the significance of a chant used in a motet; they
proceed beyond the most obvious liturgical connection, searching out more
precise answers in relevant local liturgies and supplementary iconographic evi-
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dence. One author, prompted by her new understanding of an upper-voice
text, examines a fourteenth-century motet and uncovers multiple layers of
structure in addition to the expected isorhythmic skeleton. In a majority of
cases, these expansions upon tried and true musicological methods involve in-
creased focus on the texts.

The volume’s chapters also offer a number of newer approaches akin to
recent work in literary criticism. One chapter presents a feminist rereading of
a fifteenth-century motet based on the Song of Songs. Various authors ask us
to consider the new historicists’ view that a given symbol can have multiple
meanings and that meaning is construed in different ways by different people.!
For the motet, the symbols can be musical and/or textual. A number of authors
use this concept of shifting, unstable meanings to assist the modem hearer in
finding a historical, liturgical, and conceptual framework outside his’/her own
and closer to the interpretive community of the time in which the motet was
written. Furthermore, the authors suggest that diverse contemporary audiences
could have responded differently to a given motet, that multiple interpretations
were possible. They reread, and might even have misread, a given motet. Ac-
cordingly, some of the essays provide multiple readings of the motet in lieu of
a “definitive” one.

Sometimes the various methodologies are juxtaposed in different chapters,
at other times intermingled in one. The volume is organized chronologically,
beginning with two chapters on the thirteenth-century motet and concluding
with two chapters on the late sixteenth-century works of William Byrd. In be-
tween appear fresh investigations into the music of Philippe de Vitry, Du Fay,
Busnoys, Obrecht, Josquin des Prez, Willaert, Lasso, and Palestrina.

IN HIS INTRODUCTORY REMARKS, first presented at the conference, James Haar
outlines the difficulties in defining the motet, given that it is not limited “by
period, genre, form, style, textual language, or performance medium.” Haar
provocatively raises issues that are addressed later in the volume: How often in
the fifteenth and sixteenth centuries did patrons provide not only the general
subject, but also the specific idea or invenzione for a motet? Can we assume
that composers alone knew the secrets of their art, that they did not intend to
share the “meaning” of a motet with others?

The chapter by Rebecca Baltzer and my own focus on thirteenth-century
motets, for Baltzer one of the largest complexes of motets built on a single
clausula, and for me a single motet characterized by its borrowing of preex-
isting materials. Baltzer examines the Et gaudebit motets to explain how the
earliest form was changed numerous times, through the addition of new music
and new texts. Despite the liturgical designation of Et gaudebit for the Ascen-
sion, many of the texts attached to the motet treat the Virgin. Whereas in the
past she and others have theorized that thirteenth-century motets with text not
associated with feasts were performed outside of the liturgy, Baltzer newly as-
serts that these Marian motet versions were in fact performed in connection
with the Ascension at Notre Dame cathedral in Paris. She first reviews evi-
dence linking the Et gaudebit clausula and its early motet versions to Paris.
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Her interpretation is further grounded in evidence that the clergy at Notre
Dame cathedral in Paris viewed the Virgin as having an essential role in salva-
tion that could be revealed within their cathedral.

The importance of the Virgin also surfaces in the portion of my chapter
dealing with the texts of Mout me fu grieffRobin m’aime/Portare. Its upper-
voice texts present courtly and pastoral love poetry in which a woman plays a
central role. Though the tenor melody Portare is found most often in connec-
tion with feasts of the Holy Cross, | note its appearance with a Marian text in
some chant sources, and provide evidence, both liturgical and iconographic,
that the concepts of Christ on the Cross and Mary with Child were linked in
late thirteenth-century France. From this vantage point, I argue that the mo-
tet’s composer may have intended the tenor Portare to carry both Christological
and Marian resonances that would have in different ways played off the senti-
ments of human love described in the upper voices.

I also ask for a reconsideration of how preexisting materials function in
this late thirteenth-century motet, which uses a rondeau from Adam de la
Halle’s Le Jeu de Robin et Marion as its middle voice and snippets from another
motet in its top voice, as well as the chant segment Portare in its tenor. I argue
that the motet’s composer achieved a calculated tonal design directed not by
the tenor, as we tend to expect, but instead by the borrowed rondeau melody,
which brings about changes in the other two voices. I liken the process of
modifying the inherited chant to what happened in medieval textual practice—
a creative rewriting of authority. This theme of a composer’s willingness to
alter a chant or even to select it in response to other materials resurfaces in
Margaret Bent’s study of a Fauvel motet and in Richard Sherr’s essay on Jos-
quin des Prez.

Anne Robertson takes a new approach to support the attribution to Phi-
lippe de Vitry of a motet in the Roman de Fauvel, Firmissime fidem/Adesto
sancta trinitas/Alleluia Benedictus es. She argues that a trained medieval musi-
cian would likely have used a chant version indigenous to the locales where he
lived and worked. Accordingly, she compares the Alleluia Benedictus es as it
appears in Firmissime fidem to some 70 versions found in Paris and northern
France, concluding that the motet version originated in Arras. Robertson then
adds significantly to our biography of Vitry by demonstrating the likelihood
that he originated from Vitry-en-Artois, near Arras. As to Firmissime fidem’s
connections with the Roman de Fauvel, Robertson suggests how the motet’s
non-Parisian tenor would have fit into the Roman’s plan in which earthly and
heavenly characters receive different music. She thus claims that by “hearing”
a motet tenor in this new, intense way, we learn something about its own
origin, the motet composer’s life, and the motet’s function within a larger artis-
tic creation.

Robertson also devotes a portion of her study to unveiling the thorough-
going numerical construction of this motet, musically and textually, a plan
that emanates from the chant’s “Trinitarian” allusion. This very aspect of the
Fauvel motets—musical symbolism—returns as a focus of Margaret Bent’s ar-
ticle.
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Bent discusses the Fauvel motet Tribum que non abhorruit/Quoniam secta
latronum/Merito hec patimur as an example of how a fourteenth-century work
could offer a rich sampling of “semantic, structural, and sonic counterpoint”
of both texts and music. Having identified an Ovidian letter as the source for
a couplet within its duplum text, Bent illustrates how this quotation infiltrates
both upper-voice texts, including verbal repetitions and the way in which the
Golden Section is realized. Given the couplet’s importance, she concludes that
the composer may have chosen it at least as early as, or before, the Genesis
source of the motet tenor. Bent also uncovers in the work a large-scale structure
in addition to its isorhythmic pattern; it involves the number three that is so
essential to the texts and to the music on a micro-level. Finally, she reveals in
Tribum/Quoniam the quotation of the beginning of another Fauvel motet,
Garrit Gallus/In nova fert, which itself contains a quotation of another Ovidian
line. In view of this network of allusions and some historical data, Bent specu-
lates on further meanings of Tribum/Quoniam.

Robert Nosow’s study of Du Fay offers an analysis of two motets written
during the composer’s employment in the Papal Chapel in Florence during the
1420s and 1430s, Mirandas parit and Gaude virgo mater Christi. Nosow’s
analyses support his contention that Du Fay applied different musical styles to
texts of a different sort: Mirandas parit, constructed in quantitative meter with
classical vocabulary and allusions, and Gaude virgo, composed in accentual
verse as an address to the Virgin, but without specific liturgical associations.
The broader-reaching implication is that Du Fay was responding to different
segments of Florentine society in both the choice of texts and the accompa-
nying styles—in the first case, to the wave of secular humanism associated with
the Medici and, in the second, to the lay piety that gave rise to confraternities,
construction of family chapels, and possession of prayer books. Nosow argues
that the two motets would thus have been heard in very different ways and
contexts by their respective audiences.

The broad issue of an interpretive community provides the backdrop for
Rob C. Wegman’s study of Busnoys’s Anthoni usque limina and its “hearing”
by a medieval audience and one today. Wegman suggests that we should con-
sider an array of possible meanings related to liturgical function, general medi-
eval religious beliefs, and the circumstances of Busnoys’s life in the 1460s and
1470s. He argues that the work is understandable as a personal votive offering
by Busnoys to his name saint, Anthony, possibly related to a dire situation in
Busnoys’s own life, yet simultaneously as expressing a communal sensibility
about disease, death, and dying. With respect to the latter, the issue of confra-
ternities raised by Robert Nosow surfaces again.

Paula Higgins addresses another Busnoys motet, Anima mea/Stirps Jesse,
in a reading that links it to dramatic historical events in the French royal court
in 1445-46, a revision of the previously considered compositional date of
1468. After establishing Busnoys’s use in Anima mea of a segment from the
Song of Songs that many consider “an erotic dream sequence,” Higgins draws
attention to the life of Marguerite d'Ecosse, wife of Louis XI, who died at the
age of 21 after she had been defamed by insinuations of infidelity by Louis’s
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courtier, Jamet de Tillay. In suggesting that Busnoys may have had this event
in mind when he composed the motet, Higgins draws on internal evidence
from another Busnoys work, the song Bel acueil, and previous connections she
has made between Busnoys and Marguerite’s literary circle. Higgins thus offers
a new feminist reading of Anima mea/Stirps Jesse.

While Robert Nosow asks us to consider Du Fay as a composer who re-
sponded to a new Renaissance cultural view, Jennifer Bloxam invites us to view
a composer of a slightly later generation, Obrecht, as someone who based his
Christmas motet Factor orbis on the model of a medieval sermon. Scholars
and performers have long puzzled over Obrecht’s intent in this monumental
five-part motet for the vigil of Christmas, characterized by its profusion of texts
and melodies. In her new approach, Bloxam examines the methods, structures,
and goals of medieval preaching in the late fifteenth century when Obrecht
lived, which she then offers as a compelling analytic context for hearing Factor
orbis. Bloxam begins by outlining the exposure Obrecht likely had to the type
of sermon that dominated the pulpit from the thirteenth into the early sixteenth
centuries, the university or thematic sermon. In her analogies between the
structure and methods of the sermon and the motet, Bloxam compares such
features as Obrecht’s inclusion of a text anticipating the Final Judgment with a
device common to Advent sermons, in which the First Coming serves as an
allegory for the Second Coming; and the joyful vernacular exclamations within
the motet are likened to an audience’s vernacular response to the Latin sermon.
Bloxam’s analysis brings us once again to the Virgin, who becomes the focus
at the end of the motet, justified by the fact that the Gospel reading on the
vigil of Christmas dwelt on the Virgin birth of Christ. Her hearing of this motet
in relationship to medieval preaching offers a valuable new methodology to
scholars studying the continuation of medieval ways of doing things in later
times.

Richard Sherr’s chapter on Josquin’s O admirabile commercium motet cy-
cle serves as a pivotal point in the volume since many of the issues previously
raised coalesce here. Whereas Baltzer concluded that the thirteenth-century Et
gaudebit motets were performed at the Ascension despite their Marian upper-
voice texts, Sherr argues that the O admirabile commercium motets based on
antiphons for the Feast of the Circumcision would have been heard in multiple
venues, specifically the liturgy for the Circumcision and a Commemorative
Office of the Virgin. The central point of Sherr’s study is that the antiphon
texts harbor ambiguities and multiple meanings that shift the attention between
the Incarnation of Christ and Mary. Thus the possibility for Christological/
Marian interpretations mentioned earlier in my essay reappears. Furthermore,
Josquin played the part of musical exegete by using transpositions of the chant,
text underlay, and word repetition to enhance the shifting textual subject.
Whereas Bloxam concludes that Obrecht, in modeling his motet on a sermon,
followed an expected path of textual elaboration, Sherr suggests that Josquin
may have played the part of radical exegete who “misread” his texts for dra-
matic effect.

Patrick Macey’s chapter directs us to another Josquin work, the motet O
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bone et dulcissime Jesu, and offers varied evidence to support a revised dating
and historical circumstance for its creation. By studying the provenance of its
text, Macey concludes that Josquin may have written O bone et dulcissime Jesu
for René d’Anjou, known as Good King René, sometime between 1477 and the
king’s death in 1480. Macey bolsters his argument by noting stylistic similarities
between O bone and Misericordias domini, the latter probably also commis-
sioned by a royal patron, Louis XI of France, sometime between 1480 and
1483. To James Haar’s opening question, “Did patrons provide more than the
general subject of a motet?”, Macey responds that these two works, and a third,
Miserere mei, deus, are Josquin’s musical testaments which “aptly express the
sentiments of three of [his] patrons as they approached the end of their days.”

Joshua Rifkin turns in his chapter to a topic that he has addressed else-
where, motivicity, a compositional phenomenon that becomes increasingly
prominent in the later fifteenth and early sixteenth centuries. After defining
what motivicity is and is not, and alluding to its use by Josquin, Mouton, and
others, Rifkin settles into a discussion of how Adrian Willaert carries this ap-
proach to new lengths in his motet Videns Dominus. Rifkin goes so far as to
describe what Willaert achieves as “a shaking up [of] an entire texture” through
details of motivicity—varied repetition, irregular transpositions, and obscured
articulations. Then, just as Robert Nosow viewed Du Fay as responding to the
new Renaissance cultures in fifteenth-century Florence, Rifkin suggests that
Willaert’s musical art might find an analog in the mannerism of Italian visual
arts around 1530. In both arts, he claims, one finds a self-conscious attempt to
distort the classical features of inherited models.

James Haar offers quite a different view of Orlando di Lasso and his rela-
tionship to earlier music. Working from Jessie Ann Owens’s concept of short-
termn historical awareness, Haar suggests that composers active in the middle
third of the sixteenth century engaged in a practice genuinely historicist in
intent—the use of cantus firmi within their motets in the manner of Willaert
and Rore preceding them. Of Lasso’s 15 motets using separately texted cantus
firmi, Haar distinguishes instances where the composer seemed faithful to the
old tradition, but more often used it as an appendage to his own style. He notes
that these motets, in addition to illustrating Lasso’s historicist intent, reveal a
particular textual feature: a number of the cantus firmi texts are epigrammatic,
some used historically as mottos. In one case we know the recipients of the
motet and the nature of the commission under which Lasso composed it. This
combined evidence leads Haar to speculate upon the likelihood that Lasso
wrote these motets for specific patrons, offering a complementary view to Pat-
rick Macey’s study of Josquin.

David Crook takes a different approach to Lasso’s music. Beginning with
the observation that Lasso turned from early chromatic experiments to a tamer
tonal language, Crook systematically outlines what he calls the “normative
tonal compass” used in Lassos’s motets. He shows that Lasso breached his own
norm in only limited cases, and then always to mirror or highlight the sense of
the text being set—instances that his listeners would have heard as meaningful
tonal excursions. Crook’s distinctive approach to tonal organization will offer a
useful tool to scholars of sixteenth-century music. Another valuable aspect of
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Crook’s chapter is the complementary view it presents to James Haar’s assess-
ment of Lasso as historicist. Crook explains the limited tonal compass of Lasso’s
motets as a “neo-Guidonian diatonic,” and speculates that Lasso may have
sought his tonal guidelines in an earlier repertory as a response to the
humanist-inspired historicism of sixteenth-century thought.

With Jessie Ann Owens’s chapter on Palestrina and his motet settings of
the Song of Songs, we encounter again the issue of composer as exegete. Ow-
ens first puts into perspective Palestrina’s turn to this rich love poetry by docu-
menting the widespread contemporary exegesis on this book of the Bible, refut-
ing along the way the claim of some scholars that Palestrina was in fact
composing “madrigals” acceptable to the Church. She then offers a rationale
for the composer’s choice of texts from within the Song of Songs, as well as an
analysis of his text-setting in one motet, Quam pulchra es. Whereas Sherr
suggests that Josquin played significantly on the ambiguities of the texts he set,
Owens argues that Palestrina mildly “reread” the Song of Songs’ syntactic struc-
ture to bring out meanings of his choosing. Finally, she speculates on what
Palestrina meant in his dedication to the Song of Songs settings when he spoke
of a “music somewhat livelier than I have been accustomed to use in ecclesias-
tical melodies.”

The volume includes a revised version of Joseph Kerman’s 1963 analysis
of William Byrd’s Emendemus in melius. Because this article has long offered
students one model of how to approach a Renaissance motet, I have considered
it appropriate to include it in this volume of current methodologies. Kerman
analyzes aspects of Emendemus in melius’s texture, melody, harmony, rhythm,
and dissonance (with a revised view of its tonality), and he then deftly reveals
Byrd’s reading of the text served by these musical elements. His chapter con-
cludes with a historical reckoning of when and why Byrd turned to Lenten
texts such as “Emendemus in melius” and suggests a musical model for this
specific work. Through his discussion of musical modeling and influences Ker-
man focuses our attention on one more way in which an audience may have
“heard” a motet.

Finally, in his study of the “political” vocabulary of William Byrd’s motets
from the Gradualia and Cantiones sacrae, Craig Monson revisits Byrd’s con-
nections with Catholic sympathizers in the 1580s and the composer’s use of
specific thetoric to reflect the plight of persecuted Catholics. Examining the
language of books and pamphlets published from the 1570s through the early
1600s, chiefly as part of the Jesuit “mission,” Monson explores the extent to
which the composer and Jesuit missionaries shared a common rhetoric. Per-
haps even more striking, Monson suggests that certain of Byrd’s motets, which
have never been singled out as political, may also have served the Catholic
cause. We gain a portrait of a composer offering his art to foster a larger com-
munal spirit, and, more significantly, evidence that it was heard in that way
by some of its listeners.

As A WHOLE, the volume revises our view of the medieval and Renaissance
motet in several ways. Many of the chapters contribute to a more balanced
understanding of the motet as a “music-poetic” creation. These essays testify
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that motet texts from the thirteenth through sixteenth centuries abound in rich
verbal meanings, explicit or implied, and that the composers, through their
musical settings, “read” their texts and brought them to life in a new and cre-
ative way. We see a varied music-textual interaction, whether reacting to classi-
cal meter or numerical allusions, writing an analog to a medieval sermon, or
highlighting “gallows texts.” On the other hand, in at least two chapters it is
argued that composers did concern themselves with aspects of the music viewed
largely apart from the text. The composer of Mout me fu grief/Robin m’aime/
Portare realized a cohesive tonal design directed by a borrowed rondeau mel-
ody; Willaert in Videns Dominus carried to a “distorting” extreme the very
compositional techniques that served unifying functions in other contexts.

A number of the chapters offer concrete evidence or speculations on the
specific make-up of the audiences for their respective motets. Some of the Et
gaudebit motets described by Rebecca Baltzer were heard by those attending
Notre Dame cathedral; Robert Nosow speculates that Du Fay wrote Mirandas
parit and Gaude virgo for a Florentine audience of secular humanists and lay
pietists, respectively; Craig Monson suggests that Byrd’s motets spoke especially
to Jesuits and their supporters in late sixteenth-century England. Nosow and
Monson in particular imply that the respective audiences for their motets
would have been acutely tuned in to the verbal rhetoric contained within
them. Would the audiences for other repertories represented in the volume
have been so primed?

Here we return to James Haar’s introductory query on whether we can
continue to believe that a composer may have written complicated meanings
into a motet without intending to share them. Robertson, Sherr, and 1 all
argue that the motets we discuss carried either veiled or dual meanings tied to
their respective chants. Robertson believes that a trained musician would have
recognized the version of Alleluia Benedictus es in Vitry's Firmissime fidem as
non-Parisian and accordingly would have understood its symbolic role in the
Roman de Fauvel. 1 suggest that certain listeners to the motet Mout me fu
grief may have interpreted it in relationship to a Christological and/or Marian
association of the chant segment Portare. In a similar vein, Sherr argues that
the dual Christological/Marian meanings of the O admirabile commercium
chant texts were exploited by Josquin in his motet settings, and that contempo-
rary audiences would have recognized his masterful handling of the shifting
subject.

What these three and other essays in the volume suggest is that there was
no secret art—that the most complicated of messages was to be shared, even
if with only a select audience. As remarked earlier, a motet may well have
communicated different messages to different audiences. Not incidentally,
James Haar reminds us that some of the manuscripts in which motets appear
were intended for repeated reading and study, making a “close” reading possible
in their own time, just as it is possible for us today.? Margaret Bent readily
agrees that intelligent contemporary appreciation of the complexities of music-
textual interaction she has uncovered in the Fauvel motet Tribum/Quoniam
must have depended upon some reflection outside of the performance.
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Some of the essays offer new details within certain composers’ biographies,
specifically Vitry, Busnoys, Josquin, and Byrd. As importantly, the combined
essays provide an emerging profile of the motet composer himself as a “reader”
in the broadest sense of the culture around him—of someone who knew liturgi-
cal practice, sometimes in more than one locale, who knew biblical literature
and its exegetical traditions, who moved in social contexts such as humanist
gatherings or political-religious dissenters, who understood numerical symbol-
ism and classical allusions, who wrote subtle memorie for patrons, and who
found musical models (real and theoretical) to emulate or “distort.” Whereas
some of these tendencies are more apparent in the Middle Ages and some more
so in the Renaissance, the essays suggest a continuity of concerns, that compos-
ers within this four-century span faced similar challenges in creating the mo-
tet repertory.

This volume of essays invites the reader to experience anew some motets
that are well known from performances and recordings, and some lesser-known
examples for the first time. In a few cases, the authors’ readings offer perform-
ers a specific guide to new interpretations of the repertory; in others, they may
engender a new approach, whether intended or not. For performers and listen-
ers alike, we offer these essays as stimuli for continued fruitful “hearing of
the motet.”

NOTES

1. Robert Darnton provides a lucid illustration of how this ethnographic approach
to symbols can benefit historians’ understanding of a given historical event. See “The
Symbolic Element in History,” Journal of Modern History 58/1-2 (1986): 218-34.

2. In the last ten years in particular, studies in literary history and in language
development have suggested the importance of author and reader relationships. Particu-
larly cogent is the monograph by Martin Nystrand, The Structure of Written Communi-
cation: Studies in Reciprocity between Writers and Readers (Orlando, Fla.: Academic
Press, 1986). He claims that “texts are explicit not just because of what they say but
also because of a range of devices . . . which accompany the text and cue readers as
to its interpretation” and that “in fact, almost all writers in actual rhetorical situations
address very particular readers about whom they know something” (104-5). In an over-
view of studies on orality and reading, D. H. Green suggests that we have missed a
mode of reception, namely the private reader. Referring to the work of Giinter Scholz
on the reading reception of vernacular literature, Green says: “Scholz is guilty of ignor-
ing what I should term the intermediate mode of reception, widespread in the Middle
Ages, in which a work was composed with an eye to public recital from a written text,
but also for the occasional private reader. One of the pointers to this intermediate mode
is the formula ‘to hear or to read,” originally at home in classical Latin literature, but
also to be found in medieval Latin literature, in legal practice, and in the various
vernaculars.” See D. H. Green, “Orality and Reading: The State of Research in Medi-
eval Studies,” Speculum 65/2 (1990): 277. Other writers who offer useful viewpoints on
authot/reader relationships are Walter J. Ong, Paul Zumthor, and Eric A. Havelock.
See their contributions in New Literary History 14/1 (autumn 1984).



JAMES HAAR

Conference Introductory
Remarks

he motet has an immensely long history, extending from the early thir-

teenth century to the present. We are met here to take up problems con-
nected with the first half of this eight-century span. The unifying thread in the
conference is that we will all be talking about motets; so it would be natural
for me to begin by offering a definition, an answer to the question “Motetus
quid est?” Natural, perhaps; but not prudent. A word that does not limit the
subject by period, genre, form, style, textual language, or performance me-
dium is resistant to precise definition.! In place of hazarding anything of my
own, [ will offer the well-known words of Johannes de Grocheio on the subject:
“The motet is music made for several voices, having multiple texts or a varied
arrangement of syllables, harmoniously consonant in all respects.”

This is true, if not particularly helpful, for the whole period under discus-
sion here. Grocheio does not go much further, though he does distinguish
motet from organum and hocket. Moreover:

This music should not be performed in the presence of ordinary people, for
they will not pay heed to its subtleties nor be delighted by its sound, but
should be [heard] in the presence of the educated and of those who seek out
the subtleties of art. Thus it is to be sung at festive gatherings of the latter,
whereas the song called rotundellus is meant for festivals of ordinary laymen.?

Elitist art, then; I give you fair warning.*

In its long history, the motet touches on nearly every aspect of sacred and
secular musical culture. It is at first linked with Mass and Office polyphony
through its troping of discant clausulae and its subsequent use of chant tenors.
Quite early on it has connections with secular song, both monophonic and
polyphonic. It is not, in its early history, intended for liturgical use but rather
for the festa mentioned by Grocheio, probably and in many cases certainly not

12



Conference Introductory Remarks 13

religious in character; but it may also be linked, text permitting, with extralitur-
gical devotional practices. By the early fourteenth century the motet is touching
the “outside world” in works of formal ceremonial intent, built on texts con-
taining political or moralizing messages, even doctrinal commentary. In the
fourteenth and for much of the fifteenth century the motet exemplifies what
might be called quadrivial culture, using arithmetic and the ancient science of
harmonics in textual-musical schemes of a complexity of design and depth of
allegorical reference we are only now beginning to sort out. At the same time
we see, with particular clarity in the motets of Machaut, evidence of what
might be called proto-humanist culture in manipulations of textual form and
layering of classical reference.

In these linkages the motet, in origin a parasitic genre, is often the bor-
rower of textual and musical features. It can be the lender as well: there are
motet-chansons as well as chanson motets in the fifteenth century; the organiz-
ing principles we know under the rather inadequate label of isorhythm are
surely important in the development of the cyclic Mass; chanson, madrigal,
and motet have important reciprocal relationships in the sixteenth century. At
times, in the period from ca. 1270 to ca. 1430 and again in the later sixteenth
century, the motet is of prime importance to the contemporaries and descen-
dants of Grocheio’s litterati. Sometimes, as in its beginnings and again in the
later fifteenth and early sixteenth centuries, it plays a more secondary role; but
throughout the period to be considered here and for more than a century after
it, the motet is something to be reckoned with.

Earlier study of the motet concentrated on features of musical style. There is
still much to do here, as several papers—those of Dolores Pesce, Anne Walters
Robertson, Joshua Rifkin, and Robert Nosow in particular—will show. To say
that the music is only half of a motet is to put simply the fact that serious study of
the text is of enormous importance. Recent work on fourteenth-century motet
texts, by David Howlett, Kevin Brownlee, and others, has shown us new ways of
approaching Grocheio’s “multiple texts” (plura dictamina); Wulf Arlt and Mar-
garet Bent join these with exciting musical analyses that give the texts and the
“varied arrangement of syllables” (multimodam discretionem syllabarum) their
proper role in the structure and allegorical significance of compositions now seen
to have far more delicately contrived character than was once thought.”> And An-
drew Wathey’s new study of the circulation in non-musical sources of Philippe
de Vitry’s motet texts shows us that these, like much fourteenth-century chanson
and madrigal poetry, were considered important in their own right.® It will thus
come as no surprise that all the authors not thus far mentioned are here con-
cerned in serious ways with motet texts—their choice, their “reading” by the
composer, their effect and affect on the listener.

The new importance accorded the words in recent work on the motet is
changing our view of the composer, now seen as a much more active reader;
rereader, or “misreader” of the texts chosen, even if not, as in the cases of Vitry
and Machaut, their author. We are now all agreed that if the cyclic Mass can
be studied primarily for its music, its unchanging text more often than not set
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in response to generally observed conventions, the motet simply must be ap-
proached as an amalgam of text and music. There are of course special prob-
lems here, notably in cases of contrafact texts. As we make studies of this kind,
old generalizations begin to wither; for example, the notion that the tenor can-
tus firmus was seldom related in meaning to the texts of the upper voices is
now being refuted, as is the idea that text in pre-sixteenth-century motets was
casually if not haphazardly sprinkled over the notes.

In connection with composition, choice, and disposition of texts I think it
should be kept in mind that highly educated and sophisticated motet composers
such as Machaut and Philippe de Vitry must have been in the minority even
in the fourteenth century. In the next century composition became more and
more the province of church musicians who may have had less expert knowl-
edge of and experience with verbal rhetoric, and who did not usually write
their own texts. I hope my voice will not be drowned in a chorus of no’s if I
say that Dufay might be the last composer who could work easily in the old
quadrivial-rhetorical mode, and even he abandoned it in part in his later ca-
reer. We should remember that much music in the fifteenth and sixteenth
centuries was written on commission, just as most paintings were done to or-
der. In the visual arts the patron, or a person of learning associated with her/
him, supplied not only the general subject but the invenzione or iconographic
program for the work; the painter or sculptor might and doubtless often did
modify this program as it was carried out, but did not normally initiate it.
Should we allow for this in music, even at the risk of taking away a little of
the glory we are now giving altogether to composers?

The title of this conference is “Hearing the Motet.” To hear in the fullest
sense is to understand, and that we are certainly trying to do. The kind of study
we are about to share in the results of can only be achieved through close
reading of verbal and musical texts. We are prepared to do just this; were
the contemporary “hearers” (in the full sense) of the motet so prepared and
so motivated?

We know from the recently published correspondence of Spataro and other
musician-theorists that, in the early sixteenth century at any rate, details of
musical structure if not meaning could be very closely scrutinized.” Some
sources, such as the Paris Fauvel manuscript and the Machaut manuscripts,
were surely intended for repeated reading and study as well as for performance.?
In the fifteenth century musical manuscripts intended for reading like books
tended to be chansonniers; but in the sixteenth century there were motet collec-
tions of works by Rore and Lasso that are not only sumptuous but were in-
tended for study, and were even provided with textual commentary.” T think
we can no longer be content with the view that composers of religious music
were satisfied if God knew the secrets of their art and cared not whether men
perceived them. We need to study the motet’s sources, textual and musical,
not just the convenient modern editions, to see whether they could have of-
fered and can still offer clues to some of the kinds of meaning we will shortly
be instructed about. Let us then begin to “hear” the motet.
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NOTES

1. For a discussion of the motet, including considerations of etymology, see Rolf
Dammann, “Geschichte der Begriffsbestimmung Motette,” Archiv fiir Musikwis-
senschaft 16 (1959): 337-77.

2. Emst Rohloff, Die Quellenhandschriften zum Musiktraktat des Johannes de
Grocheio, Media latinitas 2 (Leipzig: Deutscher Verlag fiir Musik, 1972), 144. The
Latin text is “Motetus vero est cantus ex pluribus compositus, habens plura dictamina
vel multimodam discretionem syllabarum, utrobique harmonialiter consonans.”

3. Ibid. The Latin is “Cantus autem iste non debet coram vulgaribus propinari,
€0 quod eius subtilitatem non {anim]advertunt nec in eius auditu delectantur, sed co-
ram litteratis et illis, qui subtilitates artium sunt quaerentes. Et solet in eorum festis
decantari ad eorum decorationem, quemadmodum cantilena, quae dicitur rotundellus,
in festis vulgarium laicorum.”

4. “Elitist” is perhaps too easy a word; it stands here for “those with appropriate
educational background,” meaning chiefly clerics, and perhaps university students. For
a challenging discussion of Grocheio’s remarks, and of medieval “audiences” in general,
see Christopher Page, “Johannes de Grocheio, the Litterati and Verbal Subtilitas in the
Ars Antiqua Motet,” chap. 3 in Discarding Images: Reflections on Music and Culture in
Medieval France (Oxford: Clarendon Press, 1993).

5. See Margaret Bent and David Howlett, “Subtiliter alternare: The Yoxford
Motet O amicus/Precursoris,” in Studies in Medieval Music: Festschrift for Ernest H.
Sanders, ed. Peter M. Lefferts and Brian Seirup, = Current Musicology 45-47 (1990):
43-84; Wulf Arlt, “Triginta denariis: Mustk und Text in einer Motette des
Roman de Fauvel iiber dem Tenor Victimae paschali laudes,” in Pax et sapientia:
Studies in Text and Music of Liturgical Tropes and Sequences, in Memory of Gordon
Anderson, Acta Universitatis Stockholmiensis, Studia latina (Stockholm: Almgqvist and
Wiksell, 1986), 97-113; Kevin Brownlee, “Machaut’s Motet 15 and the Roman
de la Rose: The Literary Context of Amours qui a le pouoir/Faus samblant m’a deceii/
Vidi Dominum,” Early Music History 10 (1991): 1-14; Margaret Bent, “Deception,
Exegesis and Sounding Number in Machaut’'s Motet 15,” Farly Music History 10
(1991): 15-27. For cogent analytical discussion of fourteenth-century compositional
practice, see the work of Daniel Leech-Wilkinson, particularly his Compositional Proce-
dure in the Four-part Isorhythmic Motets of Philippe de Vitry and His Contemporaries,
Outstanding Dissertations in Music from British Universities, 2 vols. (New York: Gar-
land, 1989).

6. Andrew Wathey, “The Motets of Philippe de Vitry and the Fourteenth-Century
Renaissance,” Early Music History 12 (1993): 119-50.

7. A Correspondence of Renaissance Musicians, ed. Bonnie ]. Blackburn, Edward
E. Lowinsky, and Clement A, Miller (Oxford: Clarendon Press, 1991).

8. The Roman de Fauvel survives in a number of manuscripts without music. For
the one containing the music, see Le Roman de Fauvel in the Edition of Mesire Chail-
lou de Pesstain: A Reproduction in Facsimile of the Complete Manuscript, Paris, Biblio-
théque Nationale fonds frangais 146, with an introduction by Edward H. Roesner, Fran-
cois Avril, and Nancy Freeman Regalado (New York: Broude Brothers, 1990). Machaut
is known to have collected and in part at least supervised the copying of his music; for
the central manuscripts, see “Sources,” in The New Grove Dictionary of Music and
Musicians, ed. Stanley Sadie, 20 vols. (London: Macmillan, 1980), 17:661-63.

9. For manuscripts of motets by Rore and Lasso, two magnificently decorated col-
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lections each containing a volume of music and one of commentary, see Kataloge
bayerischer Musiksammlungen, ed. Bayerische Staatliche Bibliotheken, 5/1: Katalog der
Musikhandschriften. Chorbucher und Handschriften in chorbiichartiger Notierung, ed.
Martin Bente, Marie Louise Géllner, Helmut Hell, and Bettina Wackernagel (Munich:
G. Henle, 1989), 54-58.



REBECCA A. BALTZER 1

The Polyphonic Progeny of
an Et gaudebit

Assessing Family Relations in
the Thirteenth-Century Motet

hen seeking a useful way to begin at the beginning, so to speak, in our

consideration of the motet in the Middle Ages and the Renaissance, |
decided to choose a clausula-based motet complex that exemplified as many
different types of thirteenth-century motets as possible. The motet complex
whose various texts are numbered 315-21 in Ludwig and Gennrich’s cata-
logues, all built on a single Et gaudebit clausula from the Ascension Alleluia
Non vos relinquam (M24), is perhaps the most widely traveled in the thirteenth
century.! The verse of the Alleluia, which comes from John 14:18, is a state-
ment made by Christ to his disciples: “Non vos relinquam orphanos, vado et
venio ad vos et gaudebit cor vestrum” (I will not leave you orphans; I go away,
and 1 come to you, and your heart shall rejoice).

The source clausula, Et gaudebit no. 2, appears m two manuscripts, the
Florence and St. Victor manuscripts. In F it is the first of several Et gaudebit
settings in the collection of separate clausulae in fascicle 5, beginning on sys-
tem 5 of fol. 161" and continuing on 162" 2 It is no. 15 among the StV clausu-
lae, found on folios 289—290" with the incipit of the vernacular text Al cor ai
une alegrance written in the margin beside the music.’> In motet form the
music appears in 10 manuscripts: Ch, F, Ma, W2 three times, ArsB, LoC,
Hu, Cl, Mo, and Ba (see the list of manuscripts and their sigla in Table 1.1).#
With a total of six Latin and two vernacular texts for upper voices, it exempli-
fies nearly all the types of motets composed in the Ars Antiqua: a Latin three-
voice conductus motet (in Chalons), an early Latin double motet (in F), a
reduced Latin two-voice motet (in ArsB, LoC, and Hu), two additional two-
voice Latin contrafacts (in W2), an additional Latin double motet (in Ma and
Ba, but, as is usually the case, with the tenor omitted in Madrid), a vernacular
double motet (in W2), a bilingual double motet (in Mo 3), and a bilingual
triple motet (in Cl); all are itemized in Table 1.2. The only significant type
not represented in this complex is the two-voice French motet.

17
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Tasik 1.1 Manuscripts and their sigla

ArsB Paris, Bibliotheque de ’Arsenal, MS 3517-3518 (Gautier de Coincy)

Ba Bamberg, Staatliche Bibliothek, MS Lit.115 (olim Ed.IV.6)

Bes Besancon, Bibliothéque Municipale, MS I, 716 (index of a lost collection)
Ch Chalons-sur-Marne, Archives Départementales, MS 3.J.250

Cl Paris, Bibliothéque Nationale, MS nouv. acq. fr. 13521 (La Clayette)

F Florence, Biblioteca Medicea-Laurenziana, MS Pluteus 29.1

Hu Burgos, Monasterio de las Huelgas, MS without shelf number

LoC London, British Library, Add. MS 30091

Ma Madrid, Biblioteca Nacional, MS 20486 (olim Hh 167)

Mo Montpellier, Bibliotheéque Interuniversitaire, Section Médecine, MS H.196

PaXV Paris, Bibliotheque Nationale, MS fr. 2193 (Gautier de Coincy)
StV Paris, Bibliothéque Nationale, MS lat. 15139 (St. Victor)

W2 Wolfenbiittel, Herzog August Bibliothek, codex guelf. 1099 Helmstad. (Heine-
mann no. 1206)

Of the eight texts for this motet complex listed in Table 1.2C, five belong to
the motetus. It has four different Latin texts, nos. 315, 317, 320, and 321 (two of
them Marian), and one vernacular text, no. 319. The main triplum melody
which first appears in the Latin double motet in the Florence manuscript has one
Latin text, no. 316, and one French text, no. 318. The latter is a pastourelle that
appears first in the double motet in W2; I should add that this genre of text looms
much larger in the motet than it does in the trouvere repertory—the idea of the
narrator riding out into the countryside and encountering a rustic maiden seems
to have seized the fancy (or rather, the fantasy) of clerical composers of polyphony
much more than it did the trouvéres themselves, who probably had better roman-
tic adventures about which to write poetry.

A unique melody for the triplum, sung with the same Marian text O quam
sancta (no. 317) as its motetus, appears in the fragmentary conductus motet
found in the Chalons-sur-Mame manuscript. And lastly, a unique triplum
melody and text (O Maria, mater pia, no. 317a) are included in the four-voice
bilingual motet that occurs in the La Clayette manuscript, with the French
pastourelle triplum (no. 318) here moved up to the quadruplum part. In sum,
the two triplum texts, Ypocrite pseudopontifices (no. 316) and El mois d’avril
(no. 318), each appear in three motets, and text 317, O quam sancta, appears
in six of the ten motets on this Et gaudebit clausula. The text of O quam
sancta is found without music in a Gautier de Coincy manuscript, Paris, B.N.
francgais 2193; and there was at least one more motet copy in the thirteenth
century, because O quam sancta is the ninth motet listed in the Besancon
index to a lost motet collection; we do not know what triplum went with it. O
quam sancta is also cited by the theorists Lambertus and Anonymous VII, so



TasLE 1.2 Motets on Et gaudebit no. 2

A. Clausula Sources

2v clausula in F, 161'-162"
2v clausula in StV, 289'-290%, with incipit of 319 in margin

B. Motet Types and Locations

The 2v Latin motet: W2, 187'-188"

Mot Virgo virginum regina (321) (= unicum text)
The 2v Latin motet: W2, 188*-189*
Mot Memor tui creatoris (320) (= unicum text)

The 2v Latin motet: ArsB, 117°~117"; LoC, 3'-4"; Hu, 94¥
Mot O quam sancta, quam benigna (317)

The 3v conductus motet: Ch, 6'~6" (beginning and end missing)
Tr O quam sancta, quam benigna (317) (= unicum music)
Mot O quam sancta, quam benigna (317)
The Latin double motet: I, 411v—4137
Tr  Ypocrite pseudopontifices (316)
Mot Velut stelle firmamente (315) (= unicum text)
The Latin double motet (with tenor omitted) Ma, 132-133"
Tr  Ypocrite pseudopontifices (316)
Mot O quam sancta, quam benigna (317)
The Latin double motet. Ba, 47°—48"
Tr  Ypocnte pseudopontifices (316)
Mot O quam sancta, quam bemgna (317)
The vernacular double motet: W2, 195—197"
Tr  El mois d’avril qu'ivers va departant (318)
Mot Al cor a1 une alegrance (319) (= unicum text [but see StV])
The 3v bilingual motet: Mo 3, 63'—66°
Tr  El mois d’avril qu'iver va departant (318)
Mot O quam sancta, quam benigna (317)
The 4v bilingual motet: Cl, 380"-381"
Qu  El mois d’avril qu'ivers va departant (318)
Tr O Maria, mater pia, vite via (317a) (= unicum music and text)
Mot O quam sancta, quam benigna (317)

C. Motet Texts and Subjects

315 Velut stelle firmamente On good priests
316  Ypocrite pseudopontifices On bad priests
317 O quam sancta, quam benigna Marian

317a O Maria, mater pia, vite via Marnan

318  El mots d’avril qu'iver va departant Pastourelle

319 Al cor ai une alegrance Secular love
320  Memor tui creatoris Admonitio

321  Vugo virginum regina Marian

19
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it clearly figured as part of the most widely known version of this motet.” It
deserves to be quoted in full:

O quam sancta, quam benigna / fulget mater salvatoris, / laude plena, virgo
digna, / archa Noe, lacob scala, vasculum pudoris, / aula redemptoris, / tocius
fons dulcoris, / angelorum gaudium, / lactans Dei filium, / regem omnium. /
Audi, salus gentium, / preces supplicantium! / Ave, virgo, lesse virga nobilis, /
super omnes venerabilis! / Spes unica, succurre miseris! / Inebrians animas
fons es admirabilis, / que tuos numquam mori deseris; / O anima, ex sordibus
vilis / hanc Mariam virginem expostula, / ut sit pro te sedula / exorare filium /
propicium, / una spes fidelium. / O genitrix, gaude in filio! Gaudens ego
gaudebo in Domino.$

(O how holy, O how kind, shines the mother of the Savior, a worthy maiden,
full of praise, Noah’s Ark, Jacob’s ladder, vessel of modesty, the palace of the
Redeemer, the font of all sweetness, the joy of the angels, who gave suck to
the Son of God, the King of All. Hear, salvation of the peoples, the prayers
of your suppliants! Hail, Virgin, noble rod of Jesse, venerable beyond all oth-
ers! Our one hope, aid us wretched ones! You are the awesome font which
fills souls to overflowing, you who never abandon your people to die. O my
soul, despicable in your filth, call on this Virgin Mary, that on your behalf
she plead constantly with her Son to be kind, she who is the one hope of the
faithful. O mother, rejoice in your Son! Rejoicing, 1 shall rejoice in the

Lord.)

There are other indications than the number of copies that this motet
complex was held in unusually high esteem in the thirteenth century. First, it
includes one of only three double motets to appear in the Florence manuscript,
and it has the only double motet (even without its tenor) found in the Madrid
manuscript. In the third motet fascicle in W2, which consists primarily of
French double motets not in liturgical order, this motet is the second one in
the fascicle, and just like the first one two folios earlier, it begins with an
illuminated initial, not just a flourished one. Last, the three-voice bilingual
motet version was chosen to begin fascicle 3 in the Montpellier manuscript,
where the double-page opening is decorated with historiated initials and bas-
de-page scenes. Clearly this motet was given unusual prominence, evident not
only by the number of extant copies but also by where they are placed. What
factors prompted such treatment?

The clausula—the only one found in both the Florence and the St. Victor
manuscripts—is in the classic style of Perotin, with a fifth-mode tenor and a
first-mode duplum that extend to 140 ternary longs, the equivalent of seventy
6/8 measures in transcription. Thus it is one of the longest clausulae in the
repertory, and it swings along through two tenor statements with the duplum
phrases sometimes coordinated and other times sharply overlapped with those
of the tenor. Ermest Sanders did not hesitate to attribute this clausula to Pero-
tin, and I see no reason to disagree with that attribution.”

A second factor in the prominence of this motet complex is that one and
possibly two of the texts may be the work of Philip the Chancellor (d. 1236).
Peter Dronke suggested a decade ago that the triplum text Ypocrite pseudopon-
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tifices (no. 316), which first appears in the F double motet, could well be a
work of Philip the Chancellor.? Its harsh tone of moral outrage at the corrup-
tion of bishops (and possibly popes, since pontifex can mean both), is, in both
sentiment and wording, characteristic of a number of Philip’s securely attrib-
uted poems. In a recent dissertation on Philip and his role in the music of the
Notre-Dame school, Thomas Payne also nominated the Latin motetus text
Velut stelle firmamente, which appears only in F, for inclusion in Philip’s
ocuvre.” The motet as a whole seems to contrast good prelates—those in the
trenches, so to speak—with their superiors, who are full of greed and hypoc-
risy.!% It is unusual as early as the Florence manuscript to find a double motet
with a sixth-mode triplum that in effect stratifies the rhythms of the voices in
the threefold manner we associate more with the later thirteenth century.!!
This triplum melody, which evidently replaced the unique triplum of the con-
ductus motet in the Chalons-sur-Marne manuscript, appears in all subsequent
three- and four-voice versions of this motet; once created, it had significant
staying power,

Three manuscript copies drop the triplum part entirely and include the
Marian motetus text that first appeared in Chalons, O quam sancta: the two-
voice motets in ArsB, LoC, and Las Huelgas. But two more versions without
a triplum and with contrafact Latin texts are in W2. One (Memor tui creatoris)
is an “exhortation to cleanse the mind by good works,” in Gordon Anderson’s
words.'2 Immediately prior to this motet in W2 is a Marian contrafact version,
Virgo, virginum regina—one Marian motetus (O quam sancta) was evidently
not enough. Virgo is a text of praise and petition to the Virgin, one that sounds
all the usual themes about Mary’s role in history and in salvation.

We might speculate that several manuscripts dropped the triplum of this
motet because their editor/scribes did not want the harsh polemic in the Latin
text of Philip the Chancellor. Yet at least two manuscripts offer a Latin double
motet version that retains the original motetus text, the Marian O quam
sancta, and pairs it with Philip’s virulent attack on the clerical hierarchy. In
this texting it appears in the rather early Madrid manuscript (though minus its
tenor), and once again in a later but somewhat conservative manuscript, the
Bamberg codex.

But there is possibly one way in which these seemingly unrelated texts do
connect. One of the roles of the Virgin in the Christian scheme of things is
her function as a type of the Church.!® This is explicitly acknowledged in the
text of O quam sancta when it speaks of Mary as the “palace of the Redeemer,”
aula redemptoris (in 1. 5). Just as Mary is both the palace of the Redeemer, in
that she bore Christ, and, through her intercession, the sinner’s best hope of
salvation, the Church is the house of God and the gate of Heaven—the “do-
mus dei et porta celi.” And when the house of God was defiled by a clerical
hierarchy who were hypocritical, deceitful, and false, so was the Virgin herself
defiled, a situation in which a polemical attack upon corruption as a call for
remedy is justifiable.

The last three motets in Table 1.2B have vernacular texts. The early dou-
ble motet in W2 has the French pastourelle text El mois d’'avril in the triplum



ExampLE 1.1 The four-voice bilingual motet in La Clayette (mm. 1-12)

f. 380V
~ —
RS = e e e e e
o ;
El mois
f. 3817

Tr.

Mot.

4 r — Y i
O quam 0 quam san - cta, quam be-ni - gna

)

- men-cent leur [chant], Par un ma-tin lez un bois che-vau-chantm'en a -
— —__——- :
%—-'- == e ¢ i
I ]
vi - a, Mi - se-re - re!
fn | — 1 |
af
Y L T 1 O
T 1] L 1 o IV I —1
¥ o |4 el r
Ful - get Ma - ter sal - va - to - ris,

—F
- lai; En u- ne sen-te pen-sant m’enen - trai, Quant vers a -
| —
L.} - o P o
. i 1 P ———{r t t —]
1 B . T 17 11
|[ T i} — 14 T _l—=“"]
Tem - plum De - i Dul - cor spe - 1,
» - e ———
*9_“'—“-,_ f = D = H—‘—p—Eq o= —p o
T N 1 iV o T L8 11 1 L.v 4 1
L | | L | 4 B —— ‘['L J_'L ! 4 1
Lau - de ple - mna, Vir - go di - gna,
) [ 1 !
- T

7
Ml
M
Rty
e
H L
ot

22



The Polyphonic Progeny of an Et gaudebit 23

ExampLE 1.1 (continued)
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and a Frenchified Provencal text (Al cor ai une alegrance), also dealing with
secular love, in the motetus. The latter text appears only in W2, though its
textual incipit is written in the margin by the clausula in the St. Victor manu-
script. The three-voice bilingual motet that begins fascicle 3 of the Montpellier
manuscript has the French pastourelle text El mois d’avril in the triplum over
the Latin Marian text O quam sancta in the motetus. When a cleric’s mind
wandered from contemplation of the Virgin, did it stray to imagine himself in
a pastoral encounter?

The final motet is the four-voice example in La Clayette, with a newly added
Marian triplum, O Maria, mater pia, that is unique to this copy. The text begins
with praise to the Virgin, in medias res addresses the listener and urges repentance
and devotion to the Virgin, and petitions her help to achieve salvation. When we
look at the music given as Fxample 1.1, we find that the newly composed voice
begins by largely doubling the quadruplum; in the fourth measure it doubles the
motetus. In measure 5 there are direct clashes with the quadruplum, but by mea-
sure 7 it is essentially doubling the quadruplum again. After this somewhat rocky
beginning, it finds a suitable niche between the motetus and quadruplum, and
works very well with the motetus voice for the rest of the piece. For these reasons
and because of the congruity of subject matter between the triplum and the mo-
tetus, one could well omit the French quadruplum voice and leave standing a
Latin double Marian motet.

James H. Cook has provided a useful stemma for the transmission of these
Et gaudebit motets that is included as Figure 1.1.}* The conductus motet in
Chalons-sur-Marne, which in the extant portion is not proved terminal® in
any of its variants, is a possible archetype, that is to say, the first motet version
to follow the clausula. Its text, O quam sancta, is the most widespread one.
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FiGure 1.1 Stemma for Et gaudebit motets

PaXV

Similarly, there are no variants to prevent the Las Huelgas two-voice motet
and the O quam sancta text in PaXV from being directly derived from the
archetype, so that is how they are represented. It would then have been a
decision of the Huelgas scribe to omit the triplum.

Hypothetical intermediary 1 would have contained the first double motet
version, which was then copied by hypothetical manuscripts 2, 3, 4, 5, and 6.
The first double motet at hypothetical manuscript 1 was very likely the Latin
double motet in F attributed to Philip the Chancellor, the texts contrasting
good and bad priests. If this be so, then hypothetical manuscript 5 contained
the first copy of the French text. If instead the vernacular motet was the first
double motet (which T think is far less likely), hypothetical intermediary 2 con-
tained the first copy of the Latin text. Regardless of whether the Latin or the
French came first, the Latin motets in F, Madrid, Bamberg, and LoC form a
family derived from hypothetical MS 2. LoC is a sibling of Ba that simply
omitted the triplum. The motets that branch from hypothetical manuscript 5
are the principal French sources—W2C (the vernacular double motet, which
is terminal because of its unique motetus text), Montpellier, and Clayette.
These three all share the French pastourelle text, but their differing other texts
make each of them terminal. Clayette, ArsB, and Montpellier all have the
Marian motetus O quam sancta, but ArsB independently omitted the triplum
and Clayette independently added a fourth part. Musical variants in the two-
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voice W2B and W2A indicate that both are reduced Latin contrafacts of the O
quam sancta motetus in hypothetical manuscript 5. W2B is the result of inde-
pendent action in this regard, but the variants in W2A, the Marian contrafact,
indicate that it is derived from W2B, the hortatory two-voice motet. This is the
only spot in the stemma in which one extant copy seems directly derived from
another extant copy. This stemma is of course a hypothetical construct, but it
is the simplest one that takes all the variants and their nature into account.'¢

There is, however, one striking group characteristic about all of these mo-
tet texts: None of them—not a single one—has anything directly to do with the
idea of Ascension, either as a feast day in the church or as an event in the life
of Christ. The text most frequently used, O quam sancta, quam benigna, does
conclude with tropic references to the idea of rejoicing in the Lord, which
reminds us that the tenor is Et gaudebit. But this in and of itself would not
make clear that the Ascension is what is being celebrated. In point of fact,
these motet texts simply ignore the Ascension.

If Perotin and Philip the Chancellor are jointly responsible for the Latin
double motet Ypocrite/Vellut stelle firmamente/Et gaudebit, then that tells us
one important thing about this motet complex: its avoidance of explicit men-
tion of the feast at hand was sanctioned by the highest levels of authority at
Notre-Dame. Furthermore, if the first text to be added to the clausula is indeed
O quam sancta, quam benigna, then this motet was, from the beginning, a
Marian motet on a non-Marian tenor. But whether it came first or not, this
Marian text is undeniably the favorite text, both early and late, for this particu-
lar motetus voice.

In a paper given in May 1993 at the Kalamazoo medieval conference,'” I
asked the questions “Why were there Marian motets on non-Marian tenors in
the early motet repertory? What function did they serve?” O quam sancta, a
Marian motet on an Ascension chant, is in the company of some fifteen other
motets in this special class, and one of the earliest is another one for Ascension,
Salve, mater, fons ortorum (309) on the tenor Captivitatem, from the M23
Alleluia Ascendens Christus. 1 noted that in thirteenth-century iconography the
Virgin is represented as being present with the Apostles at the Ascension as
Christ’s feet disappear into the clouds. That, however, is insufficient justifica-
tion for performing a motet praising the Virgin as part of a liturgical organum
whose text relates to the Ascension.

Ten years ago, when I first segregated this group of unusual Marian motets
from the rest of the early sacred motets, I would have argued against the idea
that they were ever incorporated into their parent organum composition and
performed at its proper place in the liturgy. But today I do not hesitate to claim
that these Marian motets were indeed intended for performance as part of non-
Marian organa, for the following reason: a great deal of evidence indicates that
the clergy of Notre-Dame viewed their role in life as making clear, as often as
they could, with whatever means they could, the essential role of the Virgin
Mary in salvation, and that there was no better place to encounter both the
Virgin and salvation than in her cathedral church in Paris. The clergy asserted
this primacy of the Virgin’s role and the connection of their cathedral with the
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Virgin in every way open to them.'® One such way was the provision of Marian
motets for important feasts between Christmas and the end of June, when Mar-
ian occasions in the calendar were few and far between. By assiduously as-
serting the role of the Virgin, the clerics who staffed the cathedral not inciden-
tally asserted their own.

In the case of O quam sancta/Fit gaudebit, we must admit that such an
approach succeeded admirably. Et gaudebit began its career as a Perotinian
clausula. Its first motet text was a Marian one that appears in eight different
musical manuscripts, in the index of another manuscript no longer extant, as
a text only in yet another source, and in citations by two theorists. This is
surely a record among thirteenth-century motets. It is, in fact, part of a flood
tide of Marian motets that surged ever higher in the later thirteenth century.
Given the nearly ubiquitous presence of the polyphonic progeny of this clau-
sula throughout the thirteenth century, perhaps it is not too far-fetched to say
that the heart of Et gaudebit no. 2 would have rejoiced, also, to know how far
and wide its offspring carried on.

NOTES

1. Friedrich Ludwig established the numbering for motets as well as the M (for
Mass) and O (for Office) numbers for organa in his Repertorium organorum recentioris
et motetorum vetustissimi stili, vol. 1, pt. 1 (Halle: Max Niemeyer, 1910; reprinted as
Musicological Studies 7, Brooklyn: Institute of Mediaeval Music, 1964). The number-
ing system is continued in Friedrich Gennrich, Bibliographie der dltesten franzisischen
und lateinischen Motetten, Summa musicae medii aevi 2 (Darmstadt: Author, 1958), a
bibliographic catalogue of the thirteenth-century motet repertory in numerical order.
More up-to-date in terms of recent manuscript discoveries is Hendrik van der Werf,
Integrated Directory of Organa, Clausulae, and Motets of the Thirteenth Century
(Rochester: Author, 1989); for the Et gaudebit complex, see p. 49.

2. Of the clausulae in this fascicle, it is no. 130 in Ludwig’s count (Repertorium,
1/1:82); for a critical edition of the piece, see Rebecca A. Baltzer, ed., The Two-Voice
Clausulae in Fascicle 5 of Florence, Biblioteca Medicea-Laurenziana, Pluteus 29.1, vol.
5 of Le Magnus Liber Organi de Notre-Dame de Paris, ed. Edward H. Roesner (Mon-
aco: Editions de 'Oiseau-Lyre, 1995), where it is no. 129. The manuscript facsimile is
by Luther Dittmer, Firenze, Biblioteca Mediceo-Laurenziana, Pluteo 29, 1, Publica-
tions of Mediaeval Musical Manuscripts 10-11 (Brooklyn: Institute of Mediaeval Music,
1966-67).

3. Facsimile in The Music in the St. Victor Manuscript, Paris lat. 15139, Intro-
duction and Facsimiles by Ethel Thurston, Studies and Texts 5 (Toronto: Pontifical
Institute of Mediaeval Studies, 1959). A transcription according to this source is in Jurg
Stenzl, Die vierzig Clausulae der Handschrift Paris Bibliothéque Nationale Latin 15139,
Publikationen der Schweizerischen Musikforschenden Gesellschaft, Serie II, vol. 22
(Bern: Verlag Paul Haupt, 1970), 199-200.

4. Published facsimiles and modern editions/transcriptions are cited as part of the
list of manuscripts in Van der Wexf, Integrated Directory, 147-58. The manuscripts
ArsB, Bes, Ch, and PaXV have not been published in facsimile.

5. For quotation and translation of the two passages from treatises, see Gordon
Athol Anderson, The Latin Compositions in Fascicules VII and VIII of the Notre Dame
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Manuscript Wolfenbiittel Helmstadt 1099 (1206) (Brooklyn: Institute of Mediaeval Mu-
sic, 1972), pt.1, pp. 354-55.

6. Text and the following translation are from The Montpellier Codex, Part 1V:
Texts and Translations, by Susan Stakel and Joel C. Relihan, Recent Researches in the
Music of the Middle Ages and Early Renaissance, 8 (Madison: A-R Editions, 1985), 13.

7. Emest H. Sanders, “The Question of Perotin’s Oeuvre and Dates,” Festschrift
fur Walter Wiora zum 30. Dezember 1966, ed. Ludwig Finscher and Christoph-
Hellmut Mahling (Kassel: Birenreiter Verlag, 1967), 241-49, esp. 247.

8. This attribution was first presented at the April 1985 Wolfenbiittel conference,
“Das Ereignis ‘Notre Dame’,” and subsequently published in Peter Dronke, “The Lyri-
cal Compositions of Philip the Chancellor,” Studi Medievali, 3rd ser., 27/2 (1987).
563-92; see 586—87 and 592 on this text. The Latin text with English translation can
be found in Anderson, The Latin Compositions, 1:346—48, and in Medieval Music, ed.
W. Thomas Marrocco and Nicholas Sandon, Oxford Anthology of Music (London and
New York: Oxford University Press, 1977), 96-99.

9. Thomas B. Payne, “Poetry, Politics, and Polyphony: Philip the Chancellor’s
Contribution to the Music of the Notre Dame School” (Ph.D. diss., University of Chi-
cago, 1991), 2:342 ff.; edition, 4:.919 ff.

10. This Latin double motet from the Florence manuscript is the only version to
have been commercially recorded; it uses the edition in the Oxford Anthology men-
tioned in n. 8 above. The LP recording is Medieval Music: Ars Antiqua Polyphony, by
the Pro Cantione Antiqua, Edgar Fleet, director (Peters International/Oxford University
Press, PLE 115, 1978).

11. The sixth-mode triplum, first-mode motetus, and fifth-mode tenor are clearly
differentiated by the amount of rhythmic activity in each voice; thus the triplum text is
considerably longer than that of the motetus. See Ernest Sanders’ comments about
this motet in “The Medieval Motet,” in Gattungen der Musik in Einzeldarstellungen:
Gedenkschrift Leo Schrade, ed. Wulf Arlt et al. (Bern: Francke Verlag, 1973), 524, and
in “Polyphony and Secular Monophony: Ninth Century—c. 1300,” in Music from the
Middle Ages to the Renaissance, ed. Frederick W. Sternfeld (New York: Praeger, 1973),
121-24 (with partial transcription and translation).

12. Anderson, The Latin Compositions, 1:345.

13. On Mary typifying the Church in medieval exegesis, see Adolf Katzenellenbo-
gen, The Sculptural Programs of Chartres Cathedral: Christ, Mary, Ecclesia (Baltimore:
Johns Hopkins Press, 1959), 59-61, and Margot Fassler, Gothic Song: Victorine Se-
quences and Augustinian Reform in Twelfth-Century Paris (Cambridge: Cambridge
University Press, 1993), 330-33.

14. Taken with permission from James H. Cook, “Manuscript Transmission of
Thirteenth-Century Motets” (Ph.D. diss., University of Texas at Austin, 1978), 1:212.

15. That is, at the end of a line of development or branch on the stemma, with
no offshoots.

16. Cook’s discussion of this stemma, to which I am indebted, is in “Manuscript
Transmission,” 1:208—17; the variants leading to the stemma are collated in 2:703-26.
This dissertation provides similar treatment for each motet in the La Clayette manu-
script that contains one or more Latin texts.

17. Baltzer, “Why Marian Motets on Non-Marian Tenors? An Answer” (publica-
tion forthcoming).

18. Other ways in which this idea was manifest at Notre-Dame together represent
a phenomenon too large to cover in the context of this chapter. I shall have considerably
more to say about it elsewhere.
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Beyond Glossing

The Old Made New in Mout me
fu grief/Robin m’aime/Portare

Discussions of the thirteenth-century motet have emphasized the presence
of preexistent materials, most notably a chant segment in the tenor, and
refrains, both textual and musical, in the upper voices. With few exceptions,
the discussions stop short of explaining how these preexistent materials interact
with newly composed ones. One is usually left with an impression that the
chant is an immutable guiding foundation above which other voices are added,
and that preexistent refrains tend to be merely incorporated within or grafted
onto otherwise new material.! With regard to the first point, I have recently
presented findings that tenor pitch organization usually, but not always, guides
a motet’s overall pitch organization: interactions among the three voices can
create new tonal emphases.? Ardis Butterfield has begun a reevaluation of the
second point, suggesting that motet composers engaged in a fluid process of
combining and recombining musical refrain units to the point where a distinc-
tion between preexistent and original cannot always be maintained. She views
this as a kind of creative play on the part of the composer.?

Against the backdrop of these recent studies, Mout me fu grief/[Robin
m’aime/Portare (Mo 7, 265)* offers a rich opportunity for futher investigation
of how preexistent materials function in a late-thirteenth-century motet. Schol-
ars such as Ludwig, Rokseth, and, most recently, Jeremy Yudkin, have noted
that the rondeau Robin m’aime from Adam de la Halle’s play Le Jeu de Robin
et Marion appears as its motetus;” in addition, its tenor contains the chant
segment Portare, and the triplum presents several fragments evidently drawn
from another motet.® Pierre Aubry, who had also remarked on this combina-
tion of preexistent materials, further commented on the “imprecise tonality” of
the work, apparently in a pejorative sense.” As I will show, the “imprecise
tonality” to which Aubry referred can be viewed as a deliberate manipulation
on the part of the motet composer: the borrowed rondeau directs the overall
tonal plan, and even brings about several changes in the chant itself, as well as
in the borrowed triplum materials. Thus, the three-part motet can be interpre-
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ted as a rich interaction of various strains, new and old, to create a distinctly
integrated sounding complex. This integration also extends to the motet texts,
where one finds a simultaneous presentation of several sacred and secular text
traditions involving the Cross, Mary, and courtly and pastoral love. The latter
part of this study will explore the various verbal interpretations that result from
this textual intersection.

ExaMPLE 2.1 PRESENTS THE CHANT segment as it appears in an early thirteenth-
century Notre-Dame missal, Paris, B.N. lat. 1112, where the word portare
instead reads sustinere. It will become apparent later in the study that doubts
remain as to whether this substitution has significance for interpreting the ver-
bal meaning of the motet. In any case, the final of the entire chant verse is g,
on which the sustinere melisma also ends. In this phrase and throughout the
chant, the pitch ¢’ is emphasized through reiteration, a common occurrence
in mode 8 chants.® g and ¢’ are distributed in sustinere so that ¢’ dominates
the first half, and then g emerges both through neighbor motion around it and
as the goal of a descent. Yet ¢’, already in our aural memory, returns as the
point of departure for that descent. Thus, this melisma creates a seesaw effect
between its two tonal poles.

An examination of the motet (Example 2.2, with reduction in Example
2.3) suggests that the composer altered the chant in response to the preexistent
rondeau melody that became the motetus. In that middle voice, the melodic
units A and B unfold as a refrain with a distinctive pitch structure, The A
phrase clearly focuses on ¢’, with neighbor motion to the semitone below,
while the B phrase unfolds a descent through the pitches g'—¢'—¢’. The only
contradiction to the ¢’ profile is the raised tone f4’, which momentarily empha-
sizes g'. To fit the tonal requirements of this preexistent motetus, the preexis-
tent tenor was altered by raising its f in measure 3 and by appending a final ¢’
in measure 5 (after the final chant note g) to provide an accompaniment to the
¢’ ending of the motetus. The integration of the two voices also extends to the
shape of the tenor as a whole, for, atypically, the repetitive structure of the
tenor follows that of the rondeau: its first half repeats with each statement of
A, its second half with each statement of B.?

Significantly, the integration of these two voices has created for the first two
phrases a pitch emphasis slightly altered from what is found in the borrowed
chant: the overall tonal thrust has been shifted to C, instead of G. Yet the mo-
mentary f§'—g’ inflection in the motetus is significant, since, as will become ap-
parent, that particular semitone gesture becomes the catalyst for a continued play

Exampie 2.1  Sustinere from Alleluia Dulce hignum (Paris, B.N. lat. 1112), fol. 169"
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ExampLE 2.2 Mout me fu grief/[Robin m’aimel/Portare (Mo 7, 265)
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on g’ in the triplum. This, coupled with harmonic progression towards G, ulti-
mately revives the inherent two axes within the chant itself, thereby contributing
to the tonal ambiguity of the motet’s ending.

Before proceeding further with my analysis of Mout me fu grief, | want to
state that my reading is based upon “hearable” features in its pitch organization,
that is, features that I, as a twentieth-century listener, can detect, such as tension,
resolution, movement, and stability. If one can judge by the lean pronounce-
ments of contemporary theorists, these could also have been the concerns of a
thirteenth-century listener. The theorists classify intervals as consonant and dis-
sonant, insist on ending a piece on a consonance, and allow that a relatively more
dissonant sonority itself becomes consonant by preceding a consonant interval.
They thus suggest that dyads of a particular tension have a tendency to move to-
ward a more stable goal (using stepwise motion, according to their examples).
Certainly the concept of resolution is implied in these remarks, even if it is not
explicitly stated. Given the theoretical evidence, one can reasonably argue that
tonal tension and resolution may in tum have been relevant issues for motet com-
posers and hearable features for their listeners. °

On the other hand, the theoretical evidence does not specifically inform
us about attitudes toward tonal unity in an entire piece. As a twentieth-century
listener with a background of common-practice music, I seek such unity—a
sense of closure that comes from returning to something heard earlier or at
least a sense that what I have heard “holds together” in some way. For someone
in the thirteenth century with chant as a background listening experience, the
issue of tonal unity may have been less dominant. But close examination of
numerous motet examples reveals that there were composers exploring ways to
make a piece cohesive in terms of pitch. For others it was apparently not an
issue of concern. What [ want to suggest here is that qualitative differences in
this regard do exist, whether or not listeners were seeking such unity. This fact
becomes apparent in the following remarks about other Portare motets.

An overview of the tonal designs of 16 other thirteenth-century motets
based upon the Portare chant segment (see Table 2.1) suggests that at least one
reason for the chant segment’s popularity was the variety of tonal treatment it
permitted. ITn Montpellier 5, 91 (see Example 2.4, m. 17), C is most often the
tonal focus, appearing as the highest pitch of the motet, in some cases preceded
by a leading motion over a tenor G. The motet ends on G (see Fxample 2.4,
m. 23) where the third a—c’ expands to the fifth g—d’ and the sixth a—f" ex-
pands to the octave g—g’. The expression “directed progressions” has been ap-
plied in cases such as these where relatively unstable, imperfect or dissonant,
intervals progress to stable perfect ones by stepwise motion—these are the
resolution-seeking dyads of thirteenth-century theorists mentioned above.!! Yet
despite the directed progressions here, the earlier emphasis on C and relative
lack of attention to G make this ending seem inconclusive and disconnected,
not cohesively linked to what comes before.

In Montpellier 5, 142, on the other hand (see Example 2.5), the motet
composer underplays C, giving it only occasional prominence—in measure 13,
for example, one finds an unstable sixth above it. But G is regularly prepared
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TaBLe 2.1  Thirteenth-century motets based on the chant segment Portare
or Sustinere

Sources*
Mo Ba Cl Others
5,81  portare 68 portare 53 portare
5,91 portare 51 portare 16 sustinere
5,96 portare
5,142 portare
5,148 portare Bes text mcipit
5,159 portare
6,233 portare N 77  portare
7,257 portare Tu 16  portare
7,259 portare 56 portare Bes text incipit
7,265 portare 81 portare Bes text incipit
7,296 portare
8,305 portare
8,335 portare
3,41 sustinere 19 portare 18 sustinere MiiB 15 no tenor
LoC 13 sustinere
Bes text incipit
6,188 sustine W2 257 sustinere
N 37  portare
R 20 portare
41 portare

*The item numbers for Montpellier follow those of Hans Tischler’s edition, The Montpellier Codex. Num-
bers for other manuscripts refer to item numbers within the manuscript according to Manuscripts of Poly-
phonic Music. 11th—Early 14th Century, ed. Gilbert Reaney, Répertoire International des Sources Musi-
cales B IV! (Munich-Duisburg: G Henle Verlag, 1966).

Ba Bamberg, Staathiche Bibliothek, MS Lit 115 (ohim Ed.IV.6)

Bes  Besancon, Bibhotheéque Municipale, MS 1, 716

Cl Pans, Bibliothéque Nationale, MS nouv. acq. fr. 13521 (La Clayette)

LoC London, British Library, Add. MS 30091

Me  Montpellier, Bibliothéque Interumversitaire, Section Médecine, MS H.196

MuB  Munich, Bayensche Staatsbibliothek, MS lat. 16444

N Paris, Bibliothéque Nationale, MS fr. 12615 (Chansonnier de Noailles)

R Paris, Bibliotheque Nationale, MS fr 844 (Chansonnter du Roy)

Tu Tunn, Biblioteca Reale, Vari 42

W2 Wolfenbuttel, Herzog August Bibliothek, codex guelf. 1099 Helmstad. (Hememann no. 1206)

by one or two directed progressions—see measures 11-12. Consequently, the
final cadence on G strikes the ear as a natural unifying ending for the piece.

Another Portare motet, Montpellier 5, 159, gives equal attention to both
pitches, C as highest pitch, and G regularly prepared with two directed progres-
sions. Because of the alternating, equal treatment of the two pitches, either
could be satisfying at the end. The piece seesaws, ending on G because the
chant segment ends there, but without any inherent tension leading to that
poirit.

In view of these three examples, Mout me fu grief (Fxample 2.2) reveals a
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ExampL 2.4 Excerpts from Mo 5, 91
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distinctively sophisticated tonal treatment of the chant segment Portare. 12 C is
established as the primary tonal focus: In measures 1 and 2, the ¢’s of the tenor
are placed consistently on strong beats, three out of four times carrying the
simple sonority ¢’—g’. More significantly, the C sonority beginning measure 2
is approached by means of two directed progessions: a third to a unison and a
seventh to a fifth. The other tenor ¢’ in measure 2 receives a less standard
preparation (see Example 2.3a, m. 2),!* but the ¢'—g’ sonority seems relatively
stable because it has just been heard several times in more convincing contexts.

After the arrival of the second tenor ¢’ of measure 2, neutral rather than
directed progressions (fifths move to fifths and octaves to octaves) dominate
from the end of measure 2 through the beginning of measure 4. Beginning in
measure 3, the circled notes of the motetus refrain clearly ring through, leading
to ¢’ in measure 5. Yet melodic and harmonic complications in measure 4
prevent a simple hearing of the refrain; g’, as part of the gesture f§'—g’ in the
triptum, is touched upon, then averted (leaving f}’' stranded), and directed
progressions to G are set up but not fulfilled (see Example 2.3a, m. 4).* In
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the averting motion, there is a neat segue in measure 5 from the triplum d’
into the motetus refrain.

The next two measures (mm. 6-7) set the first half of the rondeau refrain
to new words over a partial tenor repetition. As the highest pitch in the motet,
the high ¢” that introduces the section attracts attention in and of itself. But
tonal context enhances its importance. It rings through with an open octave
below, not only in the upbeat to measure 6, but also at the beginning of mea-
sures 7 and 8, and in the middle of measures 12 and 14.%°

The triplum design is of particular interest in the next full tenor repetition
in measures 8 through 12. In measure 8 ¢” moves quickly down to g’, which,
with its semitone inflection to and from f§’, remains the melodic focus
throughout this stretch of music. This design contrasts with measure 4, where
ft' was stranded. Furthermore, the harmonic resolution missing earlier now
takes place. As Example 2.3a, measure 9, shows, the major sixth a—f4’ does
not immediately resolve outward to g—g’, yet that octave does occur within
several beats; even though the second f§’ sounds over a b, the aural memory
of the tendency-ridden sixth a—f§’ remains so that the g—g" octave is heard as
a delayed resolution. This area then finally seems to realize the voice-leading
shown in Example 2.3c.

With G solidly established as the focus of measure 9, measure 10 is all the
more striking (see Example 2.2). Its counterpart, measure 3, presents a neutral
and exposed setting of the gesture f§’—¢’. In measure 10, on the other hand,
the motet composer enhances G by accompanying the gesture with a triplum
that settles on d’.'® In measures 11-12, the full g—d'—g' sonority remains
prominent, although now without directed progressions. With the return of C
in the middle of measure 12,7 the highly concentrated emphasis on G has
been dissipated.

The final tenor statement (mm. 13—17) presents an interesting conclusion
to the interplay between C and G. Once again the triplum’s g’s carry a C
sonority underneath and a directed progression leads to the C sonority that
begins measure 14. Yet even in the first measure of this statement, measure
13, the dissonant sonority a—e'—f#’ on beat 3 recalls G. By measure 15, the
triplum has reached g’, which remains the melodic focus for the rest of the
piece. Although in this case there has not been any harmonic preparation for
G, the f#'—g' gesture by now carries with it harmonic implications because of
its intensive treatment earlier. So, the exposed duo in the upper two voices at
the end of measure 15, which is exactly like the end of measure 10, creates a
sense of returning to the G area.

Finally, in measure 17, the triplum sounds its last g" against the motetus
¢’. Despite the weakened harmonic progression to G in these measures,'® the
secure dominance of the melodic gesture f§'—g’ right up to the end, coupled
with its harmonic “aural history,” creates an expectation of a final G sonority.
This is all the more so, given that the Montpellier version does not contain a
final tenor note ¢’, and thereby the exposed upper duo recalls the end of mea-
sures 10 and 15, which were firmly grounded in G.
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Thus, the integration of the f§'—¢’ inflection from the preexistent refrain
into the fabric of the motet as a whole has brought about the tonality described
by Aubry as “imprecise.” This close reading suggests that such a result was
carefully calculated by the motet composer. This motet setting offers a clever
realization of the dual tonal focus inherent within the chant fragment, even
from the moment of choosing Robin m’aime for the motetus voice. The play
upon the two tones goes beyond the seesawing observed in the chant itself and
in a motet such as Mo 159: in Mout me fu grief both melody and harmony
create tension between G and C, which becomes a primary goal in the cohe-
sive tonal design of the entire piece.

Four melodic snippets within the triplum, apparently borrowed from an
older motet, Mo 3, 37, support this tonal design.!” Example 2.6 presents the
four passages in Mo 37; the parallel passages in Mo 265 are indicated with
open brackets in Example 2.2. The first instance, “Mout me fu grief 1i departir
de m’amiete,” appears in a C context in both. The second passage, “son tres
douz ris mi fait fremir et si oell vair riant languir,” supports an A tonality in
Mo 37, while it is absorbed into the move from C to G in Mo 265. The third
passage, “Blanchete comme flour de lis,” appears in a predominantly C context
in both cases. In the fAnal instance, “Dame de valour, vermelle comme rose
en mai,” the passage supports a move to F in Mo 37, whereas it is incorporated
into the C—G interplay of Mo 265.

For a moment one should consider how this information about the inter-
action of voices in Mo 265 affects our view of the chant segment as the founda-
tion, the “authority” upon which the motet is based. This motet in particular,
but other Portare motets as well, suggests that motet composers considered the
chant as raw material that could be manipulated to different tonal ends, even
to the point of altering some notes and adding others.?? Certainly this is not
the common modern musical view of how chant segments are treated in
thirteenth-century motets. This very fluid process resembles the approach to
medieval texts, as writers like Mary Carruthers have explained:

No modern reader would think of adapting and adding to the work of someone
else in the way that medieval readers freely did, sometimes indicating the
difference by writing their own work in margins, but often not. . . . Rather
than condemning them for this, we should understand that such wholesale
private commentary is a form of compliment, a readerly contribution to the
text’s continuation, and a judgment that it is worthy to be a public source
for memoria. 2!

In short, changing a text contributed to its authority. Given this tradition of
textual glossing, our modemn use of the expression “polyphonic glossing” needs
revision. While in the past medieval scholars have viewed the tenor as the
immutable foundation above which materials are added, there is a growing
recognition that it was but one building block in a richly intertwined edifice.?

AN EXAMINATION OF THE TEXTS of Mo 265 reveals an interplay of textual tradi-
tions involving sacred and secular motives—the Crucifixion, Mary, and pasto-
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1al and courtly love. Just as the tenor melody sounds new in light of the bor-
rowed rondeau melody, these various texts enhance one another and radiate
additional meanings, both explicitly and implicitly, when combined:??

Triplum

Mout me fu grief li departir
de m’amiete,

la jolie au cler vis,

qui est blanche et vermellete
comme rose par desus lis,

ce m’est avis;

son tres douz ris mi fait fremir
et si oell vair riant languir.
Ha Diex, com mar la lessai!
Blanchete comme flour de lis,
quant vous verrai?

Dame de valour,

vermelle comme rose en mai,
pour vous sui en grant dolour.

(The departure of my dear sweetheart grieved me deeply, the pretty one with
the bright face, as white and vermillion as rose set against lily, or so it seems
to me; her ever so sweet laughter makes me tremble, and her gray-blue eyes,
languish. O God, woe that 1 left her! Little, white lily Aower, when will I see
you? Worthy Lady, red as a rose in May, on your account I suffer great grief.)

Motetus

Robin m’aime, Robin m’a;

Robin m’a demandee, si m’avra.

Robin m’achata corroie

et aumonniere de soie,

pour quoi donc ne I'ameroie?

Aleuriva!

Robin [m’aime, Robin m’a;

Robin m’a demandee, si m’avra).

(Robin loves me, Robin has me; Robin asked for me, and he will have me.
Robin brought me a belt and a little purse of silk; why then would I not
love him? Robin loves me, Robin has me; Robin asked for me, and he will
have me.)

Tenor
Portare

My interpretation will begin with the tenor, where one immediately faces
a challenge in determining the significance of the tenor cue Portare in light of
our belief that the motet originates in Paris.?* The chant segment Portare fits
the melody of the Alleluia Dulce lignum, used in Paris and elsewhere for two
celebrations of the Cross: its Invention on 3 May and its Exaltation on 14
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September.?® Yet Parisian chant sources use the word sustinere instead of por-
tare in this Alleluia verse: “que sola fuisti digna sustinere regem celorum et
Dominum.”? But two other pieces of evidence are relevant. The use of portare
in the Alleluia Dulce lignum in one non-Parisian chant source (Reims, B.M.
266), and in one source of clausulae probably from Sens (Paris, B.N. lat.
15139)%7 suggests there may have been a tendency to interchange the words
portare and sustinere. This speculation is confirmed in the language of the
Offices for the Exaltation and Invention of the Cross, where one repeatedly
finds the expression “que sola fuisti digna portare . . .”?® Given the liberal
use of portare in the Offices, its substitution for sustinere in the Alleluia Dulce
lignum in some motets may not have particular significance in determining the
motet’s origin.

But there is another fact to consider that does bear on interpretation and
possibly origin as well. In a source connected with Rouen (Paris, B.N. lat.
904), the same chant segment with the word portare appears in an Alleluia
Dulcis virgo for the Octave of the Assumption.?’ Alleluia Dulcis virgo also
reappears in a list of nine Marian Alleluias, without feast associations, in Assisi
695, whose other contents suggest connections with Reims and Paris.>* The
two manuscript appearances of Alleluia Dulcis virgo are significant; they indi-
cate that the chant segment for the motet under constderation and for other
Portare motets could in fact relate to Mary. Furthermore, their evidence sug-
gests a connection between the Cross and Mary, in the form of a contrafact
Alleluia.?! The texts for both Alleluias, where the sentiment of the Cross bear-
ing the weight of Christ is changed to that of Mary carrying him, presumably
both before birth and later as the Infant Jesus, are as follows:

Alleluia. Dulce lignum, dulces claves, dulcia ferens pondera, que sola fuisti
digna sustinere regem celorum et Dominum.

(Alleluia. Sweet wood, sweet nails, bearing the sweet weight, you alone were
worthy of bearing the Lord, king of heaven.)

Alleluia. Dulcis virgo, dulcis mater, dulcia ferens pondera, que sola fuisti
digna portare regem celorum et Dominum.

(Alleluia. Sweet virgin, sweet mother, bearing the sweet weight, you alone
were worthy of carrying the Lord, king of heaven.)

A fairly extensive group of Parisian chant sources does not list the Alleluia
Dulcis virgo for the Assumption or Nativity of the Virgin.3? It is also not found
in connection with the Assumption or Nativity in any of the other chant
sources associated with Rouen or Reims currently available to me,* or in an-
other 21 northern French chant sources examined during this study.3* On the
other hand, a two-part organum in the eleventh fascicle of W1 (fol. 197 old
foliation) presents another Marian contrafact of the Alleluia whose verse begins
“Salve virgo, dei mater,” and where the word sustinere is replaced by meru-
isti. > Additional evidence indicates that this particular contrafact with the
word meruisti was used as part of a Marian votive Mass in an early state of the
Notre Dame cathedral liturgy, but was dropped in the middle of the thirteenth
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century.?® Thus, the combined evidence of the manuscript study I have been
able to accomplish to this point suggests that the Marian contrafact version
Alleluia Dulcis virgo with portare is probably not Parisian, but that it was used
in some northern French locale(s), possibly in connection with the Assumption
or a Marian votive Mass.?’

What I want to present now is liturgical and iconographic evidence sug-
gesting that the concepts of Mary with Child and the Cross were linked in
France in the late thirteenth century when Mout me fu grief was likely com-
posed. Such a situation would increase the likelihood that the Cross chant was
actually contrafacted into a Mary chant in more instances than the few 1 have
discovered through a random sampling. Such linkage of the two concepts could
also possibly lead a motet composer to reflect on Mary even if he knew the
chant segment officially only in connection with the feasts of the Invention/
Exaltation of the Cross.

To begin with the liturgy, the Mary with Child/Cross connection reappears
in the Second Nocturn of Matins, fourth lesson, for the Assumption:

Hodie Eden novi Adam paradisum suscipit animatum, in quo soluta est con-
demnatio, in quo plantatumn est lignum vite, in quo operta fuit nostra nuditas.

(Today the Eden of the new Adam receives the living paradise in which our
condemnation was dissolved, in which the tree of life was planted, in which
our nakedness was clothed.)?® (emphasis added)

Since medieval legend held that the Cross grew from the Tree of Life, this
may be a loaded reference to Christ as the Cructfied Lord, borne by the Virgin
Mary.?® Sylvia Huot has singled out two liturgical sequences, both possibly by
Philip the Chancellor of Paris (d. 1236), that may be relevant. Regarding “Lig-
num vite querimus,” she states:

the Virgin and the Cross are presented as the two loci where the fruit of life
must be sought, and hence as two manifestations of the tree of life. Each
embodies a paradox that is part of the sacred mystery of the Incarnation and
Redemption:

Hic virgo puerpera,
Hic crux salutifera,
Ambe ligna mystica;
Haec hysopus humilis
Illa cedrus nobilis,
Utraque vivifica.

Here is the child-bearing virgin, here the salubrious cross, two mystical trees;
this one a humble hyssop, that one a noble cedar, and both life-giving.

The second sequence, “Crux, de te volo conqueri,” abounds with parallel
images of the Cross and Mary “bearing the fruit of life.”** It is also noteworthy
that on Good Friday, most likely in a para-liturgical context, there sometimes
appeared Lamentations of Mary or planctus at the foot of the Cross, where
Mary recalls Christ’s childhood and contrasts birth and death, happiness and
sorrow. Although Good Friday does not enter into the liturgical associations of
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the chant under consideration here, the Lamentations of Mary offer another
channel through which a thirteenth-century composer and his audience could
have become familiar with the Mary with Child/Cross connection.*!

The Mary with Child/Cross connection is supported by iconographic evi-
dence: in a number of diptych paintings from thirteenth-century Italy Mary is
depicted as mother with child, opposite Christ on the Cross. These dual images
present a striking parallel to the two chant texts: in both cases, Mary, as well
as the Cross, support Christ. Hans Belting believes that the diptychs come from
the sphere of the mendicant orders whose written statements also emphasized
these two images. *?

With respect to France, a handful of surviving ivory diptychs suggests a
French tradition of juxtaposing the two images in the late thirteenth century.®
It is also of relevance that the dual images of Mary with Child and Cross seem
to have originated in the Byzantine world.** As one scholar of Gothic ivories,
Charles T. Little, has remarked, a relationship between early Gothic ivory dip-
tychs and eastern icons would have been natural, considering the artistic ex-
changes that took place between the French and Byzantine worlds after the fall
of Constantinople in 1204.%* Apart from the direct interchange possible during
the thirteenth century, one can also consider the fact that the mendicant or-
ders, whom Belting associates with the dual image in ITtaly, were also active in
France in the thirteenth century, and therefore may have brought the image
north with them. Thus, there is ample reason to speculate that the dual image
of Mary with Child/Cross was known in northern France at the time under
consideration here, the late thirteenth century. 6

The presence of both Mary and Christ in representations of the Tree of
Jesse also seems significant, particularly since Mary is shown carrying the In-
fant Jesus in her arms in French examples as early as the twelfth century.?’
Although it is not the crucified Christ who usually appears on the Tree of
Jesse,*® the association of this tree with the Cross was made by a sermonizer as
famous as Peter Damian in the eleventh century. In his sermon “De exaltati-
one Sancte Crucis,” he wrote: “De virga lesse devenimus ad virgam crucis, et
principium redemptionis fine concludimus” (We come from the rod of Jesse to
the Cross, and we bring the beginning of redemption to its end).*’ Both trees
are linked to salvation, the Tree of Jesse a starting point, the Cross its culmina-
tion. Mary, who bears Christ in her arms on the Tree of Jesse, is by association
linked to the Cross and its redemptive mission. Thus, the language of the
liturgy, as well as various medieval artistic creations, support the notion that
Mary, as bearer of Christ, was commonly associated with the Cross in late
thirteenth-century France. As remarked earlier, this increases the likelihood
that the Cross chant may have been contrafacted into the Mary with Child
version, or that a motet composer who knew only the Cross version may have
reflected on Mary as well.

For the sake of argument, I want to assume for the moment that the com-
posers of Portare motets may have known both the Marian and Christological
versions of the tenor text, where sustinere is most usually associated with the
Cross and portare with the Mary version. This assumption allows us to question
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whether they might have intended to invoke one or the other image through
the choice of the tenor cue word. A survey of all the thirteenth-century motets
based on this chant segment (see Table 2.1) suggests that the answer is probably
no, which is not surprising since we established earlier that the words were
interchangeable within the Cross liturgy itself. But one motet, Mo 3, 41, com-
plicates the answer somewhat. The upper-voice texts of all the other motets
deal with love topics of various sorts.”® In Mo 3,41 (also the Clayette version),
the motetus voice treats the subject of Christ’s Crucifixion.”! In the version of
Bamberg, both the motetus and triplum deal with this subject.*? All the sources
that include a tenor, except Bamberg, use the incipit Sustinere, thereby sug-
gesting that motet composers chose this Crucifixion-related incipit when the
subject matter of the upper voice(s) was the Cross.*?

This complicated evidence of various sorts suggests that this chant segment
could have brought to a composer’s mind the Crucifixion, Mary with Child,
or both, regardless of whether he used Portare or Sustinere as a tenor cue.
Furthermore, given that different composers may have assigned different mean-
ings to the chant segment in various motets, one can also assume that listeners
with diverse prior experiences of motets may have “read” a given motet in
diverse ways. Not incidentally, I am assuming that the motets’ audiences in-
cluded individuals belonging to an inner circle who may have been “cued”
into potential dual meanings of a motet’s texts through the composer himself
or through their own intellectual game-playing.>* In light of this background,
the remainder of this study will offer three different interpretations of Mout me
fu grief—one relating it solely to the Crucifixion, one solely to Mary, and one
to the Cross and Mary; these readings suggest how a thirteenth-century com-
poser and his various audiences may have heard this motet.

The text of the motetus expresses the simple love of the shepherdess Mar-
ion for the shepherd Robin; she gives of her love willingly and is happy for the
gifts he brings. In the redaction of the poem found in the pastourelle from
which the motetus text is taken, the gifts were a cloak of scarlet, a gown, and
a sash.”> In the motet redaction, the gifts instead are a belt and silk purse,
perhaps intended to direct one’s attention to the area below the waist, and
hence bring sexuality to mind.*® The triplum text offers a different rhetoric,
that of the courtly lover who grieves for his departed lady. In contrast to the
happy woman of the motetus text, one finds a distressed man.

Taken alone, the triplum’s profane expressions of “pained love” and “lan-
guishing for love” could in a most general way lead to reflections on spiritual
love; this sort of association follows in the tradition of the Song of Songs, where
the expression “I languish for love” appears, taken to mean the soul longing for
union with Christ. More specifically, the suffering lover could evoke in the
manner of parody the Christological Man of Sorrows, who loved and suffered,
rejected by his people.®” But in view of the joyful motetus text, one also has to
consider a tradition which viewed the Cross itself as paradoxically the site of
suffering and joy—through Christ’s mortification, man’s spiritual redemption
was made possible. In a few cases, the Cross is even identified in the language
of the Song of Songs, as the nuptial bed, where Christ as bridegroom is united



Beyond Glossing: The Old Made New 43

with the Church; as such, it becomes an amorous meeting place.”® So, if the
associations of the Cross as locus of joy and sorrow, of metaphorical union,
were what came to the composer’s mind with the segment Portare, then one
can perhaps understand its appearance in a motet that deals with human love
evoking joy and sorrow, physical union and separation. Human and earthly
concerns are reflected upon side by side, as so often occurs in medieval art
and literature.

In a Marian interpretation of the motet, the most direct level of reflection
on Mary would lie in the triplum’s list of attributes: the coveted woman is
described as “blanche et vermellete comme rose par desus lis” (white and ver-
million as rose set against lily), “blanchete comme flour de lis” (white as a lily),
“Dame de valour” (worthy lady). The lily as a symbol of purity and chastity is
traditionally considered the flower of the Virgin; her Immaculate Conception
was specifically symbolized by the lily among thorns. She is also called a “rose
without thorns,” because of the tradition that she was exempt from the conse-
quences of original sin. The specific wording of the triplum, “Blanche et ver-
mellete comme rose par desus lis,” may be a twist on these established images.

Furthermore, this text overall may represent an affectionately playful allu-
sion to the Virgin who figured as a real person so prominently in the daily
existence of the French in the twelfth and thirteenth centuries.*® In a more
serious vein, by casting the coveted lady in language reminiscent of the Virgin
(including the reference to her worthiness), the motet composer may also in-
tend to elevate the lady and dignify the love.®® Another suggestive detail of the
triplum text is the male lover's mentioning the departure of his sweetheart,
which grieved him deeply. If the possible liturgical connection with the As-
sumption is considered, the departure could be interpreted as signifying Mary’s
assumption into heaven. Similarly, the appearance of “Marion” in the motetus
text may be another playful reference to Mary.®! Certainly the language and
some of the intentions singled out here may be standard in courtly love poetry,
but the possible Marian connection of the tenor justifies and intensifies such
a reading.

Finally, if the chant summoned both the idea of Mary with Child and of
Christ’s Crucifixion, the composer may have intended to bring into focus two
emotions experienced by Mary, one joyful and life-giving, the other sorrowing.
Mary was, after all, a central figure at the Crucifixion. Similarly, if the com-
poser had in mind the feasts of the Cross and of the Assumption, two opposing
emotions of Mary would again come into play, her sorrowing posture at
Christ'’s Crucifixion and her rejoicing reunion with the King of Heaven.®
These paired emotions of Mary seem significant in view of the upper-voice
texts which contrast joy and pain, fulfillment and loss, in both cases with the
woman in a central role.

IN CONCLUSION, THIS INVESTIGATION of Mo 265 and of other Portare motets
suggests that we need to continue broadening our understanding of the sophisti-
cated ways in which thirteenth-century motet composers worked. In a case
such as Mo 265 the composer was not merely layering a preexisting rondeau



44 Hearing the Motet

melody onto a well-known chant segment, but cleverly integrating into the
chant structural and tonal features of the borrowed melody,®® carrying this inte-
gration into the triplum voice as well. In the free treatment of the chant seg-
ment, one sees at work the same sort of creative rewriting of authority that is
apparent in medieval textual practice. As to the upper-voice texts chosen, it
seems certain that the motet composer intended to present the two sides of the
medieval secular love world, courtly and pastoral. By bringing these texts into
play with the Portare chant segment, the composer may have intended a more
complex reflection as well: that the joy and suffering of earthly love are another
manifestation of what Christ and Mary experienced in their redemptive
mission.

NOTES
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frain,” Journal of the Royal Music Association 116/1 (1991): 1-23.
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tetorum vetustissimi stili, vol. 1, pt. 2, Musicological Studies 26, (n.p.: Institute of
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7. Pierre Aubry, Cent motets du XIII° si¢cle, publiés d’aprés le manuscrit Ed. IV.6
de Bamberg, 3 vols. (Paris: A. Rouart, Lerolle, 1908), 3:102.
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9. Mark Everist, in “The Rondeau Motet: Paris and Artois in the Thirteenth Cen-
tury,” Music and Letters 69 (1988): 20, states that Mout me fu grief is the only example
of a rondeau motet “outside the Artesian repertory of a piece with a tenor structure
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apparently composed in Artois. See also Everist, French Motets in the Thirteenth Cen-
tury: Music, Poetry and Genre, Cambridge Studies in Medieval and Renaissance Music
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In Example 2.2, the phrases of the motetus are marked to show the rondeau
structure.

10. See my article “A Case for Coherent Pitch Organization,” 290-91, for refer-
ence to theorists’ remarks.
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11. I have adopted the expression “directed progression” in my article “A Case for
Coherent Pitch Organization.” 1t is also used by Sarah Fuller in her discussions of
fourteenth-century music: “On Sonority in Fourteenth-Century Polyphony: Some Pre-
liminary Reflections,” Journal of Music Theory 30/1 (1986): 35-70; “Line, Contrapunc-
tus, and Structure in a Machaut Song,” Music Analysis 6/1-2 (1987): 37-58; and “Ten-
dencies and Resolutions: The Directed Progression in Ars Nova Music,” Journal of
Music Theory 36/2 (1992): 229--58.

12. By the way, acknowledging that application of ficta could have varied, this
study adopts one possible reading that consistently applies F4.

13. Example 2.3a summarizes what happens, while 2.3b, immediately below,
shows the more expected voice-leading in which the sixth moves outward to the octave
g8

14. Against the preeminent ¢’ of measure 4, the triplum voice highlights the tone
f4'. The f4’ moves once to g’ in imitation of the motetus’s gesture from the previous
measure, but then remains stranded as the triplum flows into d’ in measure 5.

The harmonic movement too offers support for G, although again not fully real-
ized. Specifically, as Example 2.3a, measure 4, shows, the first f#' of measure 4 is the
upper tone of a dissonant major seventh g—f4’ which calls for resolution to the g—g’
octave. This does not occur, and one next hears f§’ as part of a b—d’—f#' sonority which
moves with one directed progression to a-¢’, whereupon « then immediately supports a
dissonant sonority a—e'—f#’. At this point, the voice-leading relates to Example 2.3c
where two directed progressions over a should expand to the g—d'~g' sonority. But in
the motet, although the tenor does move to g and the third expands to the fifth, the
complementary expansion of the sixth a—f}#’ to the octave g~g' is thwarted.

15. Although the triplum’s pickup descent to the first g’ of measure 6 could give
importance to that tone as a point of arrival, the imitative entry of the tenor on ¢’ (see
circled motive) once again reinforces C instead.

16. Also, on beats 2 and 4 of measure 10, g’ and f§’ appear with open octaves
below, a sound previously associated only with C.

17. Within the neutral progressions of measures 11-12, an imitative play between
triplum and motetus on a four-note motive (see dotted brackets) leads back to C in the
middle of measure 12.

18. When, in measure 16, the triplum picks up an undulating motion between
f4' and g’ analogous to what occurred in measure 4, the motet composer avoids a
harmonic tendency towards G by rejecting the f§' over the tenor @ he had used in
measure 4.

19. Given that Mo 37 is found in fascicle 3, part of the Old Corpus of Montpel-
lier, while Mo 265 appears in the presumably later fascicle 7, it seems reasonable to
assume that the composer of 265 adopted these four snippets into his own creation,
recognizing their potential for enhancing the C~G interplay that underlies it. Not inci-
dentally, Mo 37 is based upon a different chant segment than Mo 265.

20. In Mo 265, the change within the tenor of f to f4 and the addition of a ¢’ that
doubles the motetus pitch and is thus perhaps disguised admittedly constitute minimal
alterations to the chant, perhaps suggesting that the composer tried to retain its integrity
as much as possible even while responding to the borrowed rondeau melody.

Mo 296, Boine amours mi fait chanter liement/Uns maus savereus et dous/Portare,
is also of interest. This motetus also incorporates Ffs, contributing to a G tonal focus
initially. But a remarkable switch occurs in the second half where the motet settles
satisfyingly on F—the composer truncates the chant and manipulates the other two
voices as well to make this possible. Once again, Portare yields tonal variety.
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21. Mary Carruthers, The Book of Memory: A Study of Memory in Medieval Cul-
ture (Cambridge: Cambridge University Press, 1990), 214.

22. Certainly Renaissance scholars recognize this facet of cantus-firmus composi-
tion. Sarah Fuller has moved toward such an understanding of Machaut's motets in her
recent article, “Modal Tenors and Tonal Orientation in Motets of Guillaume de Ma-
chaut,” in Studies in Medieval Music: Festschrift for Ernest H. Sanders, ed. Peter M.
Lefferts and Brian Seirup = Current Musicology 45-47, (1990): 199-245. Though
Fuller does not have Machaut’s tenor chant sources to work with, she argues that he
apparently chose tenors that harbored particular tonal traits and that these tenors were
then exploited to fulfill the composer’s broader tonal plans. What I suggest here is that
the tendency to view the tenor as raw material was already in place among thirteenth-
century composers.

23. With the permission of A-R Editions, Inc., the translations are reprinted with
modification from The Montpellier Codex, ed. Hans Tischler, trans. Susan Stakel and
Joel C. Relihan, Recent Researches in the Music of the Middle Ages and Early Renais-
sance 8 (Madison: A-R Editions, 1985), pt. 4, 87.

24. The conjecture rests on the fact that the Portare motets are found with only
one exception in the Montpellier and/or Bamberg codices, thought to be products of
Paris. See Table 2.1. These as well as other thirteenth-century motet sources are dis-
cussed by Mark Everist in Polyphonic Music in Thirteenth-Century France: Aspects of
Sources and Distribution (New York: Garland, 1989), particularly chaps. 3 and 4.

25. In Paris at least it was adopted as well for the Reception of the Cross on the
first Sunday in August.

26. 1 want to thank Rebecca Baltzer and Nancy Lorimer for their assistance in
reaching this conclusion, based on examination of a number of Parisian chant sources.
See n. 32.

27. The information on this latter manuscript is taken from Jurg Stenzl, Die vier-
zig Clausulae der Handschrift Paris Bibliothéque Nationale Latin 15139, Publikationen
der Schweizerischen Musikforschenden Gesellschaft, Serie II vol. 22 (Bern: Verlag Paul
Haupt, 1970), 80-81.

28. In the modern breviary, for the feasts of the Exaltation and Invention, First
Vespers, the Magnificat antiphon reads “O crux, splendidior cunctis astris . . . que
sola fuisti digna portare talentum mundi, dulce lignum, dulces clavos, dulcia ferens
pondera.” In Matins, Third Nocturn, for both feasts one finds a form of both portare
and sustinere in the responsory: “Dulce lignum, dulces clavos, dulce pondus sustinuit:
Que sola digna fuit portare pretium hujus seculi.” For the feast of the Exaltation only,
Second Vespers uses as its Magnificat antiphon: “O Crux benedicta, que sola fuisti
digna portare Regem celorum et Dominum, alleluja!”—the latter phrase exactly like
the Alleluia verse.

For both feasts, at Matins, First Nocturn, one finds only a form of sustinere in this
phrase of the responsory Crux fidelis: “Dulce lignum, dulces clavos, dulce pondus susti-
nuit”; likewise, for both feasts at Lauds one finds “Dulce ferrum, dulce lignum, dulce
pondus sustinent” as part of the hymn Crux fidelis.

With the exception of the hymn, I have been able to verify all the language for
the feast of the Exaltation in a thirteenth/fourteenth-century Parisian noted breviary,
Paris, B.N. lat. 15182, fols. 354-360" With the exception of the hymn, 1 have also
verified the language for the feast of the Invention in a thirteenth-century source from
St-Vaast, Arras: Arras, Bibliotheque Municipale, MS 465 (893), fols. 383-385"

29. This source’s contents date from around the beginning of the thirteenth cen-
tury and it was probably written around mid-century. I am indebted to Nancy Lorimer
for her help in verifying various facts about this manuscript and others.
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30. This manuscript was kindly brought to my attention by Rebecca Baltzer. The
ways in which its anthology of sequences reveals connections with Paris are explained
by Margot Fassler, Gothic Song: Victorine Sequences and Augustinian Reform in
Twelfth-Century Paris (Cambridge: Cambridge University Press, 1993), 155-56, 170,
256, 323.

31. Given that the chant melody appears most typically in connection with Feasts
of the Cross, we can assume that the Marian text Dulcis virgo is a contrafact. See nn.
32, 33, and 34 for sources examined in reaching this conclusion.

32. The sources examined are those for the churches of Notre-Dame (Paris, B.N.
lat. 1112 and Paris, Arsenal 110); St. Victor (Paris, Arsenal 197 and Paris, B.N. lat.
14452); St. Genevieve (Bibl. Ste. Genevieve 1259); St. Germain-des-Prés (Paris, B.N.
lat. 14248); St. Magloire (Paris, B.N. lat. 13252); Trinitaires (Paris, B.N. lat. 1022); St.
Maur-des-Fossés (Paris, B.N. lat. 12054 and Paris, B.N. lat. 13255); Dominicans (Lon-
don, B.L. Add. 23935); and St. Denis (Paris, B.N. lat. 1107).

The Assumption and Nativity are the two Marian feasts for which the sentiment
expressed in this Alleluia text would be most appropriate.

33. Reims sources examined are Reims, B.M. 224, 264, 265, and 266; the other
Rouen source examined is Paris, B.N. n.a.l. 541.

34, These additional sources are connected with locations such as Arras, Com-
piegne, Chalons-sur-Marne, Dijon, Chartres, Bec, and Auxerre.

35. W1 (Wolfenbuttel, Herzog-August-Bibliothek Helmsdt. 628) is a source of
Notre-Dame polyphony apparently copied in St. Andrews in the 1230s. See Mark Ever-
ist, “From Paris to St. Andrews: The Origins of W1,” Journal of the American Musico-
logical Society 43/1 (1990): 1-42.

For the Notre Dame two-part organa and clausulae related to the Cross version of
the chant, Alleluia Dulce lignum, see Ludwig, Repertorium organorum, vol. 2, Musico-
logical Studies 17, (Brooklyn: Institute of Mediaeval Music 1972), 37-41. Ludwig desig-
nates the Alleluia Dulce lignum M22 in his catalogue. See also Hendrik van der Werf,
Integrated Directory of Organa, Clausulae, and Motets of the Thirteenth Century
(Rochester, N.Y.: Published by the author, 1989), 44-45.

36. A Paris missal, British Library, Add. 38723, has this contrafact version (text
only) as one of the Alleluias for the Marian votive Mass; this source, probably copied
before the mid-thirteenth century, represents a very early state of the Notre Dame cathe-
dral liturgy since its sanctorale contains no feast after 1200. The Marian votive Masses
in the later manuscripts, Paris, B.N. lat. 1112 and lat. 15615, do not contain this
Alleluia, suggesting that 1t had been dropped by mid-century.

That this particular contrafact version of the Alleluia played some role in the Pari-
sian liturgy at an earlier time is also supported by its appearance in the Bari Gradual
(Bari, San Nicola 85) (text and music) for Feria 5 of the Octave of the Assumption.
Rebecca Baltzer has communicated to me that she suspects the Bari Gradual represents
a twelfth-century state of the Paris liturgy that was altered at the cathedral of Notre
Dame in the thirteenth century, but remained current with the royal family who were
the patrons responsible for this volume.

37. Information on this contrafact at a later date appears in Alejandro Enrique
Planchart, “Guillaume Du Fay’s Benefices and His Relationship to the Court of Bur-
gundy,” Early Music History 8 (1988), 153-57. Planchart finds the Alleluia Dulcis
mater within the polyphonic propers of Trent 88; it is transmitted with two sequences
for the Virgin, Verbum bonum and Mittit ad virginem. Planchart states that these three
pieces were commonly used in votive Masses for the Virgin. [ have not been able to
determine when this practice of using the Alleluia Dulcis mater for a Marian votive
Mass was established, nor how widespread the usage was.
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The Alleluia Dulcis mater in Trent 88 reveals a variant wording of what appears
in the earlier French chant sources: “Dulcis mater dulcinato prebens ubera que sola
fuisti digna generare regem celorum et Dominum.” See Auctorum anonymorum mis-
sarum propria XVI, ed. Laurence Feininger, Monumenta polyphoniae liturgicae Sanc-
tac Ecclesiae Romanae, ser. 2, no. 1 (Rome: Societas Universalis Sanctae Ceciliae,
1947), 192-93.

38. This passage is taken from a modern edition of the Breviarium Romanum. Its
source is John Damascene’s “Oratio in dormitionem B.M.V. secunda.” The passage
itself does not appear in the liturgy of late thirteenth-century Paris. The earliest known
Latin translation of the sermon is found in the manuscript Karlsruhe, Bad. Landesbibli-
othek, cod. Aug. perg. 80, fols. 91V—106"; this manuscript dates from the tenth century,
providing a terminus ante quem for the Latin translation, with a terminus post quem
set at the first half of the eighth century when the sermon was conceived. It appears
that the sermon did not circulate in Latin translation in Paris or other areas of northern
France before or during the thirteenth century. See Bonifatius Kotter, O.S.B., ed., Die
Schriften des Johannes von Damaskos, 5: Opera homiletica et hagiographica (Berlin:
Walter de Gruyter, 1988), 56—57, 469-70; A. P. Orban, “Die lateinische Ubersetzung
von zwei Predigten des Joannes Damaskenos auf die Koimesis Maris: Einfithrung, Aus-
gabe und Amerkungen,” Byzantion 60 (1990): 23291 (the passage appears in this edi-
tion on p. 268, lines 140-42); Albert Siegmund, ,0.S.B., Die Uberlieferung der griech-
ischen christlichen Literatur in der lateinischen Kirche bis zum zwolften Jahrhundert
(Munich-Pasing: Filser Verlag, 1949), 177ff. I have not been able to find a related
passage in De fide orthodoxa, Damascene’s sole treatise that was really influential in the
West throughout the Middle Ages; it was widely quoted by, among others, Thomas
Aquinas. See Saint John Damascene, De fide orthodoxa. Versions of Burgundio and
Cerbanus, ed. Fligius M. Buytaert, Franciscan Institute Publications, text series no. 8
(St. Bonaventure, N.Y.: The Franciscan Institute, 1995). I want to thank Dr. Robert
Volk, who has succeeded Bonifatius Kotter as editor of the Greek works of John Dama-
scene, and Dr. Irena Backus of the Institut d’ Histoire de la Réformation at the Univer-
sity of Geneva, for their assistance in addressing this question.

39. See the entry on Baum in Lexikon der christlichen Tkonographie, ed. Engelbert
Kirschbaum, S.J. (Rome: Herder, 1970), 2:260—61, where the author states that the
Tree of Life became associated with three ideas: of Paradise according to Genesis 2-3,
of the end of time, and of the martyrdom of Christ. The last developed into a medieval
legend that the Cross was made from the wood of the Tree of Life or of the Tree of
Knowledge of Good and Evil,

40. Sylvia Huot, Allegorical Play in the Old French Motet: The Sacred and the
Profane in Thirteenth-Century Polyphony (Stanford University Press, 1997). The attribu-
tions to Philip the Chancellor are summarized in Thomas B. Payne, “Poetry, Politics,
and Polyphony: Philip the Chancellor’s Contribution to the Music of the Notre Dame
School” (Ph.D. diss., University of Chicago, 1991), 3:574, 577.

41. The Lamentations of Mary were not adopted into the liturgy, but were proba-
bly attached to the ceremony of the Adoration of the Cross. Mary planctus were written
in Paris as early as the twelfth century. See Karl Young, The Drama of the Medieval
Church (Oxford: Clarendon Press, 1933), 1:496. Solange Corbin comments that the
planctus appeared in the twelfth century and spread throughout all Christian countries,
though Italy was the favored locale. See La Déposition liturgique du Christ au vendredi
saint; sa place dans Uhistoire des rites et du thédtre religieux (Paris: Société d’Editions,
Les Belles Lettres, 1960), 210.

Finally, the language of Mary “bearing” Christ—although not explicitly linked to
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the Crucifixion—was very common in medieval French sermonizing as one way of
characterizing her motherly attributes. See Hervé Martin, Le Métier de prédicateur en
France septentrionale a la fin du moyen dge (1350-1520) (Paris: Editions de Cerf,
1988), 310-11; and Larissa Taylor, Soldiers of Christ: Preaching in Late Medieval and
Reformation France (New York: Oxford University Press, 1992), 112.

42. Hans Belting, The Image and Its Public in the Middle Ages: Form and Func-
tion of Early Paintings of the Passion, trans. Mark Bartusis and Raymond Meyer (New
Rochelle, NY: Aristide D. Caratzas, 1990), 133-38.

43. Whereas surviving examples in significant numbers date only from the four-
teenth century, it seems evident that there was a preceding experimental stage leading
to such developed artifacts with their standardized iconography. See Masterpieces of
Ivory from the Walters Art Gallery by Richard H. Randall Jr. with texts by Diana Bui-
tron, Jeanny Vorys Canby, William R. Johnston, Andrew Oliver Jr., and Christian
Theuerkauff (New York: Hudson Hills Press, 1985), 182. One finds tantalizing exam-
ples of half of a diptych, some of Mary and Child, some of the Cross, possibly from
the thirteenth century. This information has been conveyed to me by several art histori-
ans, among them Charles T. Little of the Metropolitan Museum of Art and Adelaide
Bennett of the Index of Christian Art at Princeton University. One such case where the
wings have been matched (the Crucifixion is found at the Toldeo Museum of Art and
the Virgin with Child in the Louvre) is dated differently by two scholars: Richard H.
Randall Jr. in The Golden Age of Ivory: Gothic Carvings in North American Collections
(New York: Hudson Hills Press, 1993), 63—64, argues for early fourteenth century,
while Danielle Gaborit-Chopin in Nouvelles acquisitions du départment des objets d art,
1985-1989 (Musée du Louvre, Paris, 1990), no. 20, pp. 52-55, insists that it is late
thirteenth century. Also, a group of north French triptychs include the Crucifixion and
the Virgin with Child in the central panel, one above the other. Raymond Koechlin
gives three such examples dated to the late thirteenth century, in Les Ivoires gothiques
frangais (Paris, 1924; repr. Paris: F. de Nobele, 1968), 2:22-26. The three examples
are found in vol. 3, pls. 19 and 20, nos. 45, 47, and 60. Richard H. Randall Jr. adds
another with the dating 1250-~70 in The Golden Age of Ivory, 53, item no. 36. Unfortu-
nately, Koechlin’s dates are not considered universally sound by many scholars today.

On the issue of French diptych paintings, art historians consider the earliest exam-
ples bearing these images to date from the second half of the fourteenth century. Vari-
ous studies are cited in Wolfgang Kermer, “Studien zum Diptychon in der sakralen
Malerei” (Ph.D. diss., Eberhard-Karls-Universitit zu Tiibingen, 1967), 120, 263.

44. See Belting, The Image and its Public in the Middle Ages, particularly chap. 5.

45. Charles T. Little, “Ivoires et art gothique,” Revue de I'Art 46 (1979): 64.

46. One other piece of suggestive iconographic evidence is mentioned by Wolf-
gang Kermer, in “Studien zum Diptychon,” 121-22. He remarks upon a French dip-
tych (possibly from Toulouse) which carries an inscription in the last decade of the
thirteenth century (the so-called Diptych of Rabastens). On the left panel are depicted
the scourging of Christ and his Crucifixion and on the right panel are depicted Mary’s
death and Thomas receiving Mary's girdle as she ascends into heaven. Here we find a
juxtaposition of the Crucifixion and Mary’s Assumption, the other Mary connection
mentioned at the outset of this discussion.

47. Arthur Watson, The Early Iconography of the Tree of Jesse (London: Humphrey
Milford, 1934), 79.

48. I have not found evidence that Christ is usually so depicted on the Tree of
Jesse. On the other hand, George Ferguson, in Signs and Symbols in Christian Art
(New York: Oxford University Press, 1954), 51, states: “The presence of the Crucified
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Christ in the Tree of Jesse is based on a medieval tradition that the dead tree of life
may only become green again if the Crucified Christ is grafted upon it and revives it
with His blood.” The entry Wurzel Jesse in Lexikon der christlichen Ikonographie, 4:551,
mentions a representation in which a Cross-tree grows through Mary carrying a crucifix
in its branches.

49. Cited in Watson, The Early Iconography of the Tree of Jesse, 52—53.

50. The two most common types of love lyric, courtly and pastourelle, predomi-
nate in this grouping. The grieving courtly lover appears most frequently, sometimes
claiming to assuage his thwarted love through song, and occasionally mentioning his
slanderers. In three motets pastourelle characters appear, engaged in typical merry-
making in two of them (Mo 265, under discussion here, and Mo 259). The third, Mo
3, 41, is discussed further in the text.

A third sort of love poem, the chanson de mal mariée, is found in Mo 142, 148,
233, where one or several women speak of having and enjoying a lover or of wanting
one.

51. Sylvia Huot discusses Mo 3, 41 in some detail in Allegorical Play. The triplum
is distinctive as a pastourelle text in which the shepherdess grieves for her lost lover,
rather than rejoicing in present merry-making.

52. LoC transmits a two-part version, whose triplum text is the same one found
in Bamberg.

53. As Table 2.1 shows, Bamberg always uses the word portare in these motets,
whereas Montpellier and Clayette include both words. One can reasonably assume that
Bamberg, despite its use of portare in Ba 19, intends to invoke the Cross as the principal
image in this particular motet.

The other appearances of sustinere in Table 2.1 are more paradoxical and further
the notion that portare and sustinere were used interchangeably. MO 6, 188 (also the
W2 version) uses sustinere, though the upper-voice texts are not related to the Crucifix-
ion, but instead use the language of the suffering lover, as do many of the other motets
that choose portare. Similarly, Cl 16 uses sustinere in a motet where the upper-voice
texts speak of pained sleep and of the pained lover in general; concordant sources use
portare here.

54. See Christopher Page, Discarding Images: Reflections on Music and Culture
in Medieval France (Oxford: Clarendon Press, 1993), chap. 3, particularly 8284, for a
discussion of who would have been included in a motet’s audience according to the
theorist Johannes de Grocheio. Page argues for a rather wide-ranging group that in-
cludes clerics and anyone who pursued “learning” at different levels and in various
disciplines. 1 hold that the nuances of verbal meaning suggested in the present study
may have been available to only a select part of this vast audience.

55. In the pastourelle, the words are “Robins m’acata cotele / D’escarlate bonne et
bele, Souskanie et chainturele.” See Friedrich Gennrich, Adam de la Halle: Le Jeu de
Robin et de Marion, Li Rondel Adam, Musikwissenschaftliche Studienbibliothek 20
(Langen: [author], 1962), 9.

56. 1 am grateful to Professors Norris Lacy and Samuel Rosenberg for engaging in
a discussion with me about the language of this poem.

57. See Isaiah 52-53, in particular 52:3: “He was spurned and avoided by men, a
man of suffering . . .”

58. Sylvia Huot, Allegorical Play, gives an example from a sequence by Philip
the Chancellor.

59. As remarked by Henry Adams in Mont-Saint-Michel and Chartres (Princeton:
Princeton University Press, 1905), 251, “The Virgin filled so enormous a space in the



Beyond Glossing: The Old Made New 51

life and thought of the time that one stands now helpless before the mass of testimony
to her direct action and constant presence in every moment and form of the illusion
which men thought they thought their existence.”

60. Or perhaps in the manner of parody to belittle it.

61. Another suggestive reference in the motetus text is to the gift of a “belt.” In
connection with the Assumption, one finds the legend of the holy girdle where the
Virgin, as she is transported upward by angels, throws down a girdle to the doubting
apostle Thomas to prove that she had ascended into heaven. See Anna Jameson, Leg-
ends of the Madonna as Represented in the Fine Arts (London: Longmans, Green, 1890;
repr. Detroit: Omnigraphics, 1990), 19-20. In the motet, the image is reversed in that
the man gives the belt to the woman, a change of the sort that cultural anthropologists
now call “inversion.”

62. In the First Vespers antiphon for the Assumption, one reads “Maria Virgo
assumpta est ad aethereum thalamum, in quo Rex regum stellato sedet solio” (The
Virgin Mary has been taken up into the heavenly bridal chamber, where the King of
Kings is sitting on a starry throne). For the Assumption the Offices thus adopted lan-
guage that included the image of Mary united with Christ upon her arrival in heaven.
Her reunion with Christ is cast in the language of the Song of Songs through the
allusion to a bridal chamber. I have verified this language in the thirteenth/fourteenth-
century Parisian noted breviary, Paris, B.N. lat. 15182, fols. 304-11.

63. Anne Robertson has suggested to me that the effect of the tenor combined
with the very audible rondeau melody is that of a “polyphonic tenor.”
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Which Vitry?

The Witness of the Trinity Motet
from the Roman de Fauvel

f Philippe de Vitry stands in the shadow of his contemporary Guillaume de

Machaut, it is only due to the haphazard survival of documents, for the
acclaim he received during and after his lifetime bespeaks a career of nearly
unparalleled proportions. Hailed by such personages as Jehan des Murs and
Petrarch, he was celebrated equally as purveyor of musical innovations that we
call the Ars nova and for his poetic, philosophical, historical, and mathemati-
cal writings. A politician and cleric of considerable skill, Vitry served kings and
nobles and rose high in ecclesiastical circles. But whereas the poetic and musi-
cal works of Machaut are well known to us due to his penchant for gathering
them into deluxe manuscripts, scarcely a note of music and only four poems
can be attributed to Vitry with any confidence. Likewise, his biography is thin-
ner than the one we can construct for Machaut.! Faced with this deficit, musi-
cologists have recently looked for clues to Vitry’s extraordinary career in some
less familiar, but promising, places.?

A potentially fruitful if untried approach is to attempt to strengthen the
musical attributions of Vitry’s isorhythmic motets through a study of their tenor
melodies. A number of his presumed works are cited in the Ars nova complex
of theory treatises, formerly attributed to the composer but now viewed as a
product of a teaching tradition that centered around him. This new assessment
of the treatises, recently put forward by Sarah Fuller,> does not remove the
pieces named therein from Vitry’s canon, and there is no reason to discount
his authorship on this account. One of these motets, Firmissime fidem/Adesto
sancta trinitas/Alleluia Benedictus es, is preserved in Chaillou de Pesstain’s
musical additions to the Roman de Fauvel (F:Pn, fr. 146, fol. 43) and in the
rotulus manuscript B:Br 19606 (no. 4).* Looking at this work afresh—literally
from the bottorn up—suggests a surer attribution to Vitry, a new focus for his
biography, and some revisions in our view of the transmission of the motet in
the late thirteenth and early fourteenth centuries.
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The Trinity Motet from the Roman de Fauvel

Firmissime fidem/Adesto sancta trinitas/Alleluia Benedictus es is a praise to the
Holy Trinity. The piece is constructed in two sections, defined by two state-
ments of the tenor color, and the reiteration of the tenor in the second section
is an early example of diminution. The Ars nova treatises that cite the work
emphasize its duple modus and tempus,® and a recent analysis suggests that
these and other binary features are a deliberate contradiction of the expected
emphasis on the Trinity.® The number 3 does nonetheless figure prominently
in the motet. Indeed, not only is “3” important here, but also the concept of
“3 in 1.” On one level this trinitarian allusion plays out in an interaction of
binary and ternary elements, focusing on the number 4, which is the sum of
3 + 1. Both poems contain numbers of lines divisible by 4, and this permits
organization of the texts into what are almost 3:1 proportions (see Table 3.1).
The motetus, a trope of the popular hymn for the Trinity Adesto sancta trinitas
(textual additions shown in italics in Table 3.1),7 has eight lines. The composer
assigns six lines to the first section of the piece and two lines to the second
section, beginning with the final syllable of line 6. This arrangement produces
a 6:2, or 3:1, relationship, barring the holdover syllable at the beginning of
line 7. We would likewise expect the 20-line triplum to divide after line 15 in
order to create the same 15:5, or 3:1 proportion. This is not quite the case,
however, because of the rests at the beginning of the piece. The triplum can
squeeze only 14 lines of text into the first section, leaving six lines for the
second section (Example 3.1).

Aside from these textual features, the music of the motet displays an even
more precise trinitarian orientation (Example 3.1). The organization of rhythm
is a case in point.® Whereas the modus and tempus are imperfect—and many
binary relationships in the piece stem from this fact—the tenor is set in perfect
maximodus in the first section through the alternation of longs and maximas.
This arrangement gives the effect of the old rhythmic mode 2. At the other
end of the rhythmic spectrum, the various combinations of semibreves produce
what sounds like perfect prolation in places where the groups of three semi-
breves are rendered, according to one of the recommendations for fempus im-
perfectum, as semibrevis recta, semibrevis minor, minima (M‘H) .9 As a result,
the semibreve is effectively subdivided into three minims. These two perfect
rthythms, the maximodus on the one hand and the triple subdivision of the
semibreves on the other, frame the imperfect modus and tempus. In Section
2, the quickening of the tenor is due to the rewriting of all tenor longs and
maximas in Section 1 as breves. Now the tenor talea, which extended over
three perfect maximodus units in Section 1, is stated within the time of one
unit, and this change once again illustrates the “3 in 1” concept. Although the
second section seems to abandon the maximodus, the overriding triple impres-
sion remains, with one “foot” of Section 1 (Jodod =) written here as five
equal breves, followed by a breve rest (JJ44J%)

Even the numbers of notes promote the theme of “3 in 1.” Table 3.2
shows that the tenor and motetus include 192 breves, all told. The triplum has



TaBLE 3.1 Text of Firmissime fidem/Adesto sancta trinitas/Alleluia
Benedictus es

Triplum (20 lines)
Section 1 (st statement of color) has 14 lines of text

Firmissime fidem teneamus Let us hold the faith of the Trinity
trinitatis patrem diligamus most firmly. Let us love the Father
qui nos tanto amore dilexit, who loved us with so much love
morti datos ad vitam erexit, that he raised to life those given to death,
ut proprio nato non parceret, that he did not spare his only Son,
sed pro nobis hunc morti traderet. but handed him over to death for us.
Diligamus eiusdem filium, Let us love his Son,

nobis natus, nobis propicium, born for us, gracious to us,

Qui in forma dei cum fuisset Who while in the form of God
atque formam servi accepisset. also took on the form of a servant.
Hic factus est patri obediens This he did, obedient to the Father;
et in cruce fixus ac moriens. he was placed on the cross and died.
Diligamus sanctum paraclitum, Let us love the Holy Spirit,

patris summi natique spiritum spirit of the highest Father and Son,

Section 2 (2nd statement of color) has 6 lines of text

cuius sumus gracia renati, through whose grace we are reborn,

unctione cuius et signati. and with whose unction we are marked.
Nunc igitur sanctam trinitatem Now therefore let us worship the Holy Trinity
veneremur atque unitatern and let us praise its unity,

exoremus, ut eius gracia so that we might be strong in its grace
valeamus perfrui gloria. and enjoy 1its glory.

Motetus (8 lines)
Section 1 (Ist statement of color) has 6 lines of text, less one syllable

Adesto sancta trinitas Be near, Holy Trnity,

musice modulantibus, while we sing [you] our music.
par splendor una deitas Equal splendor, one deity,
simplex in personis tribus, three persons in one,

Qui extas rerum omnium, who stands above all things.
tua omnipotenci- By your omnipotence,

Section 2 (2nd statement of color) has 2 lines of text, plus one syllable

-a sine fine principium beginming without end,
duc nos ad celi gaudia. lead us to the joys of Heaven.

54



ExampLE 3.1
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56 Hearing the Motet

TaBiE 3.2 Breve count in Firmissime fidem *

Section 1 Section 2
6 long (=12 breve) rests + 132 breves in triplum 48 breves in triplum
144 breves in motetus 48 breves in motetus
144 breves in tenor 48 breves in tenor
144 : 48
3:1

* Longs and breves are imperfect throughout the motet

a total of 180 breves, plus 12 breve rests at the beginning. All of these numbers
are divisible by 3. Section 1 contains 144 breves, and Section 2 has 48 breves,
demonstrating once again that the first section is exactly three times longer
than the second.!® The trinitarian symbolism likewise extends to the very folio
of the Roman de Fauvel on which the motet occurs (F:Pn, fr. 146, fol. 43).
Here an illumination shows three persons, and the poem mentions the Trinity
outright and offers a trio of adjectives to describe God: “Sire diex pere esperita-
ble/Tout pouissant, sage, immutable/Qui mainz en sainte trinité/En une
mesme deité.”

Textual and musical focus on the Trinity in a work of medieval sacred
music was certainly common, and Philippe de Vitry was no exception in plac-
ing numerology at the service of theology. But it is interesting that we find
elsewhere in Vitry’s oeuvre quite explicit mention not only of the Trinity, but
also of the “3 in 1”7 concept. His poem Le Chapel des trois Fleurs de Lis is
replete with this symbolism.!! Written in the 1330s to promote an aborted
crusade of Philip VI of Valois, the poem describes the three fleurs de lis—
knowledge, faith, and chivalry—which, acting in concert, will defeat the infi-
del in the Holy Land. Further references appear from time to time in the
poem, for example, in the invocation of the blessed triumvirate of the nation,
the apostle to Gaul Saint Denis and his two companions Rusticus and Eleu-
therius. And twice in the brief work, Vitry actually enunciates the “3 in 1”
concept: “Diex qui est treble en unité” (I1. 25, 1029), just as he incorporates it
in the triplum (“trinitatem veneremus atque unitatem exoremus”) and in one
of the lines he added to the motetus: “simplex in personis tribus” (Table 3.1).
While the Trinity motet cannot readily be associated with Le Chapel, written
some two decades later, it is clear that Vitry's idea of an appropriate symbolism
for the Trinity in his artistic creations embraced both the number 3 and the
idea of “3 in 1.” Surely we would press the case too far to suggest that his focus
on both parts of the symbol in Le Chapel des trois Fleurs de Lis strengthens the
attribution of Firmissime fidem to him. But certain it is that the ternary num-
ber, and more particularly the visible reduction of 3 into 1, is deeply imbedded
in both the motet and the dit.

In light of this, we might ask why the tenor color has 40 notes, rather than
39 or 42, both numbers being divisible by 3. Is this a result of the binary
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features of the work that stand alongside the ternary elements? Or is there
another reason for this number? Hardly stymied by the inconvenience, the
composer converts the 40-note tenor to a melody divisible by 3 through his use
of rests. We have already seen that the talea consists of five notes, arranged in
a mode 2 pattern. In setting the tenor in this mode, Vitry puts rests at the end
of each talea, and this arrangement yields nine longs (that is, longa, maxima,
longa, maxima, longa, maxima rest) in each segment. There are thus 72 longs
in the first section (nine longs in each of eight faleae), and this is contrasted in
the diminution section by the presence of 48 breves, resulting in numbers that
are both binary and ternary. '2

The rests that segment the tenor likewise emphasize the modality of the
piece. The division of the melody after every fifth note yields eight subgroups,
five of which end on the final £, and three on a.!* The second statement of
the color preserves the rests that defined the ends of each five-note group in the
first section, and thereby reiterates both the overall triple effect of the tenor
melody and the modal center on f.

The Origin of the Motet Tenor, Alleluia
Benedictus es

Our 40-note tenor thus pays homage to the ternary number through use of
rests. To return then to the questions posed near the end of the previous sec-
tion: Where did the composer get the melody of the Alleluia Benedictus es that
appears in the tenor? Did he alter it in some way? Or is he simply recording
faithfully a version he knew? Certainly composers often modify the chants they
choose as tenors, '* but they are not obliged to do so. In the case of Firmissime
fidem, there are reasons to believe alteration has not occurred.

First, we have already noted that had the composer changed the number
of pitches only slightly, he could easily have made the color divisible by 3.
Second, the fourteenth-century theorists who discuss the composition of iso-
rthythmic motets do not mention changing the notes of the chant used in the
tenor. Egidius de Murino and Johannes Boen say simply that the composer
should “select a tenor” and then “order and color it.” "> An anonymous theorist
of the late fourteenth century states: “the tenors ought to follow the nature of
ecclesiastical song; nevertheless they can begin differently as long as they end
similarly.” 1® What he means here is not that the beginning of the tenor should
be purposely recomposed, but rather that tenors drawn from internal melismas,
instead of from the opening of a chant, will not always begin with the charac-
teristic gesture of a given mode. Since the theorists seem neutral on the ques-
tion of melodic alteration, we should explore the possibility that the Alleluia
Benedictus es has not been modified at all and ask if our tenor represents a
particular local usage.

From the time of the appearance of Le Graduel romain of the monks of
Solesmes, we have known that different versions of plainchant existed in virtu-
ally every city and town in Europe prior to the Council of Trent.!” The use-
fulness of these readings to the medieval and Renaissance scholar as an aid in
localizing examples of cantus-firmus-based polyphony is clear from a number
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of recent studies.'® What has emerged from this work, among other things, is
that the identity of the place in or for which a piece is written may be embodied
in part in the very pitches of the cantus firmus. Normally, however, the com-
parisons made between cantus firmus and local reading have been used as
corroboratory rather than primary evidence. That is, they have sometimes
helped confirm the presumed origin of a piece, sometimes helped deny it, and
sometimes helped point to another locale altogether. Common to most of these
essays Is some a priori notion of the general area from which a piece might
come, based on knowledge of a composer’s whereabouts and of the liturgical
traditions (the saints venerated, the special offices) with which he was familiar.

The case of the motet Firmissime fidem, on the other hand, is unique.
Here the concept of “local usage” is clearly incomplete, for we have no direct
evidence other than the existence of the Alleluia Benedictus es as the tenor of
the motet. That is, we are unsure of the composer of the piece, and the main
source for the work, the Roman de Fauvel, is a secular manuscript with no
connection to a church and whose beginnings, although undoubtedly in Paris,
are nebulous at best. In leaning exceptionally heavily on the witness of the
reading of the alleluia in the tenor, therefore, we must weigh our conclusions
with particular care.

In fact, the precise nature of the correlation between local chant readings
and late medieval polyphony has not been fully explained. A thorough exami-
nation would require detailed study of the link between written evidence and
oral production in late medieval chant,' an inquiry that would differ from but
probably complement the work done by Leo Treitler and others on the earliest
notated sources. While it is beyond the scope of this essay to conduct such a
study here, a few remarks are appropriate.

We know that medieval composers often select the tenors of their poly-
phonic compositions from the plainchants of particular houses. Common sense
teils us that a musician who grew up in a certain tradition learned the music
of his church.? His musical experience would have differed had he been raised
elsewhere, and indeed, if his later wanderings took him to another establish-
ment, he familiarized himself with the music of that place. Scholars have long
recognized parochialisms in the plainchant repertories of the large geographical
regions of Europe: the Celtic tradition differs from the Mozarabic one, and
both are distinguishable from the Milanese rite, and so forth. What we do not
command to any significant degree, however, is the phenomenon that exists at
the micro-level of the medieval city, the individual town, the isolated church.

Here, too, ecclesiastical melodies were place-specific, and so oftentimes
were the tenors that were drawn more or less precisely from these local tunes.
The large number of similar forms that the tenor of the Trinity motet could
have taken, therefore, is quite astonishing, even discounting entirely the possi-
bility of deliberate melodic alteration by the composer. This melodic diversity
is only hinted at in the different versions of the Alleluia Benedictus es found in
Example 3.2.

What is noteworthy here is that to a medieval musician, the alleluia was
a specific melody, born of a specific place. This specificity was realized in at
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least two ways. First, in the teaching and singing of the alleluia on an almost
daily basis within the oral tradition, we must assume that mistakes in perfor-
mance could be noted and corrected with reference to the prototypical version
of the alleluia used by a particular church. And second, when a medieval
musician encountered a version of the tune from another place, that tune
would sound either “less correct” or “different,” just as the errant versions pro-
duced in daily practice sounded less correct or different from the local proto-
type. The art of memory in the Middle Ages held in reverence both verbatim
memory (memoria ad verba) and approximate or “gist” memory (memoria ad
res).”! The training that a church musician received certainly aimed at memo-
ria ad verba in terms of the music of the institution that was his host, though
this was probably rarely achieved due to fluctuations that resulted from the
reproduction of chants through techniques of oral composition. This desidera-
tum is evident in descriptions of singers’ duties, which invariably call for atten-
tion to the music of the church in question.

Our privileged view as music historians, on the other hand, is somewhat
skewed, for we are unavoidably swayed by the standardized melodies that were
propagated beginning with the Council of Trent and the rise of the print cul-
ture. Hence our prototype of this same Alleluia Benedictus es is formed more
through memoria ad res. That is, we might hear this chant as a sort of amalgam
of readings, something akin to the version in the Liber usualis. > We lack that
inculcated sense of the local melody—the sense that there is @ local prototype
for a tune—which would allow us to judge potential versions of the melody as
correct or incorrect, the same or different. We acquire that sense artifically by
singing or looking at a number of versions of the tune.?

In addition to studying comparative readings, how can we bridge the gap?
Since the element of geography is inherent in the problem, we might examine
folk song repertories for some models. For the ethnomusicologist, distinctive
regional variants in folk songs are remarkably persistent and tend to define a
style, even when that style is transplanted to another region. Some variants
may be only vaguely characteristic of a region, while others are what a scholar
of Scottish folk music has called “thumbprints,” or “brief but unmistakable
melodic turns.”%* We do have some sense of the “thumbprints” that distinguish
the large historical groupings of western chant—the triadic gestures presumed
to be indicators of Gallican chant, for instance.?® But these sorts of bold, tell-
tale signs do not differentiate the readings of a single chant in numerous lo-
cales. Here the variants are minor, not major, and hence we need a finer-
toothed comb to retrieve them.

In this sense, the multiple, yet very similar forms of a given chant in the
later Middle Ages are somewhat akin to the ethnomusicologists’ concept of the
“tune family,” as first forged by Samuel Bayard and later refined by James
Cowdery in their studies of British and Irish traditions.?® Bayard defines the
“tune family” as “a group of melodies showing basic interrelation by means of
constant melodic correspondences and presumably owing their mutual likeness
to descent from a single air that has assumed multiple forms through processes
of variation, imitation, and assimilation.” Cowdery enhances this idea to ac-
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count for similarities of formula as well as contour. This work shows that the
study of variant forms tells much more about classification of this or that ver-
sion of a melody, indeed about oral transmission itself, than about the “origi-
nal” tune.?’ If there ever was an Urmelodie for a given folk tune, we shall
never recover it, and it is irrelevant to try to do so.

The methodology for establishing a tune family, then, may be a promising
line of investigation in the study of late medieval chant, for “this or that version
of the melody” is exactly what we are after. In order to suggest the connection
of the Alleluia Benedictus es with a specific place, we need to hear not the one
Liber usualis version of the alleluia, but rather the many local readings pre-
served in late medieval sources. This we can do best through study of the
individual melodies. And if it appears from such comparisons that the alleluia
found in the tenor of Firmissime fidem was not altered, we may have a trust-
worthy line of evidence that could enable us to say something about its origin
and perhaps that of the motet as well. This is the situation that presents itself
in the case of the Trinity motet.

The Alleluia Benedictus es is an especially apt vehicle for comparison.
Because it comes from the older layer,?® this alleluia occurs in almost every
manuscript that contains music either for the feast or the votive Mass of Trin-
ity. Quite often the alleluia appears in both formularies within one and the
same source. And since exemplars for music of the Mass have survived in
greater numbers than those of the Office, it is possible to construct a compel-
ling list of readings of this chant from northeastern France. The present study
uses 70 different versions of the alleluia, taken from the thirteenth- and
fourteenth-century manuscripts listed in Table 3.3.%

Example 3.2 shows an array of differences in the first section of the alle-
luia. The readings are clearly linked, however, through Cowdery’s “conjoining”
principle, according to which the nearly identical second halves of the tunes
are joined with the first parts, which vary considerably after the opening ges-
ture.3® The chant is written on three different finals (f, g, c; see also Table 3.3)
and displays other variants at the level of detail.3! Since the Roman de Fauvel
was put together in Paris, our first inclination is to seize on one of the Parisian
readings as the model for the motet tenor. Apparently relying on the Parisian
Dominican reading in GB:Lbm, Add. 23935 (Example 3.2, line 4), Daniel
Leech-Wilkinson writes: “the original G-mode chant which provided the color
for Firmissime/Adesto is transposed by de Vitry to f.”3* His assumption that
transposition has occurred is premature, however, for Example 3.2 and Table
3.3 show that the Parisian versions of the Alleluia Benedictus es include both
f- and g-mode readings. Indeed the version on f appears in sources not only
from Notre Dame but also from the Left-Bank churches of Saint-Germain-des-
Prés and Saint-Victor. The g-mode reading is found in books from the abbeys
of Sainte-Geneviéve and Saint-Denis, and in the Dominican reading in
GB:Lbm, Add. 23935. And so, although we must bear in mind the fluidity of
these notated witnesses, it seems that the selection and possible manipulation
of our tenor might not have involved transposition at all, for the reading on f
is both available in Paris and prevalent in the rest of northern France.
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TaBLE 3.3 Manuscript sources consulted for Alleluia Benedictus es

Manuscript Genre Date Use Chant Final
B:Br 11 3824 gradual 13, mid Dijon, St-Bénigne, f. 136-136" f
3824 gradual 13, mid Dijon, St-Bénigne, {. 137 f
19389 missal 13 St-Martin de Quesnat, Brabant g
F:AB 7 missal 13/14 Noyon g
F:AS 437 gradual 13 Arras, St-Vaast f
444 missal 13, end Arras, St-Vaast f
F:DOU 113 gradual 14-15 Marchiennes (NE France) f
F:LG 2 (17) gradual 14 ?Fontevrault (near Tours) g
F:Lille 26 cantatorium/antiphoner 14 Lille, St-Pierre c
F:.LM 437 missal 14/1 Le Mans g
F:Pa 110 gradual 14 Paris f
135 missal 13/2 London or Canterbury, f. 118 f
135 missal 13/2 London or Canterbury, f. 224 f
197 gradual 13, end Paris, St-Victor f
279 breviary/polyphony 13 Bayeux, use of St-Sépulchre, Caen H
595 missal/breviary 13-14 Chélons-sur-Marne f
F:Pm 405 missal 13/1 Meaux, St-Faron f
411 (241) mussal ca. 1380 Paris, Notre-Dame f
F:Pn, lat. 830 rmssal 13/2 Paris, St-Germain I'Auxerrois, f. 161 f
830 missal 13/2 Paris, St-Germain |’Auxerrois, f. 162 f
842 missal 1325 Chalons-sur-Marne f
845 missal 14/2 Chalons-sur-Mame f
861 missal 14/1 Paris f
906 gradual 15 Amiens f
907 gradual 16 Le Mans f
1105 missal 1265-72 Bec, f. 109 f
1105 mussal 1265-72 Bec, f. 208 f

(continued)
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TaBLE 3.3 (continued)

Manuscript Genre Date Use Chant Final
F:Pn, lat. (continued)
1107 mussal 1259-75 Paris, St-Denis g
1112 mussal ca. 1225 Paris f
1337 gradual 13-14 Paris f
10502 missal 13 Sens g
10503 gradual 14 Franciscan g
10505 missal 14 Paris, St-Denis g
13255 gradual 13, end Paris, Cluniac f
14452 gradual 13 Paris, St-Victor, f. 62¥ f
14452 gradual 13 Paris, St-Victor, f. 637 f
16823 russal 13 Compiégne, St-Comeille, f. 103Y g
16823 missal 13 Compiegne, St-Corneille, f. 104* g
16828 gradual 14 Compiegne, St-Cormneille g
17310 missal 13-14 Chartres f
17311 missal 14/1 Cambrai f
17312 missal 13/1 Auxerre c
17329 gradual 13 Compiegne, St-Corneille c
F:Pn, n.a.l. 1413 gradual 1244 Chiaravalle, Lombardy g
1773 missal 13 Evreux f
F:Provins 11 missal 13 Sens g
F:Psg 93 missal 131 Paris f
99 missal/gradual ?13/714 Senlis f
1259 missal 13/1 Paris, Ste-Geneviéve, f. 134 f
1259 missal 13/1 Paris, Ste-Geneviéve, f. 250-250v f
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If the motet tenor was not transposed, did the composer alter the Alleluia
Benedictus es from which he derived it? Certainly he did if he modeled the
tenor on a Parisian exemplar. Sources from Paris preserve almost exactly the
same melody (Il. 4-7), the most common difference here being the presence
or absence of the repeated segment A’, along with the auxiliary figure (Var. 3)
that precedes it. Two manuscripts from Paris contain the second A’ (1. 7), five
do not (ll. 4-6). In virtually all other respects the Parisian readings agree
among themselves. Fxact repetition of material, then, seems not to be as im-
portant in distinguishing between churches as other kinds of melodic differ-
ence. Reasons for this are easy to conjure up: certainly the most common error
in written sources is the tendency of scribes to skip over short, repeated mo-
tives. More significant are variants that modify the melody in other ways.

Examples of small yet consequential melodic differences not due to repeti-
tion are evident in the manuscripts from Saint-Denis and Saint-Corneille-de-
Compiegne (1I. 8-10), which vary mildly from the other Parisian sources (1l.
4-7). Not only do the readings from Saint-Denis and Saint-Comeille write the
melody on g or ¢, but the missing note at Variant 4 and the added pitch at
Variant 5 are consistent in both houses. The importance of these variants in-
creases when we realize that they are preserved in several books over time: six
manuscripts dating from the thirteenth and fourteenth centuries. On the one
hand, these deviations establish the distinctiveness of the music of Saint-Denis
and Saint-Corneille compared with Parisian sources, and on the other they
bespeak the ties that existed between Saint-Denis and Saint-Corneille.** In
sum, it should come as no surprise that the place to look for matching readings
of the Alleluia Benedictus es is within the sources of a single church or in
books of demonstrably linked churches.

To return to the Parisian versions (Il. 4-8): if the choice of an fmode
reading for the motet tenor is not at odds with the standard Parisian reading,
the actual pitches are. Variant 1 shows a single g in the motet tenor, whereas
Parisian (and virtually all other) sources have two gs at this spot. At Variant 2,
the g that fills in the drop of a third from a down to f is omitted from the
tenor, whereas most manuscripts fill in the third. While Variant 2 is minor,
Variant 1 is significant, since none of the 70 sources surveyed, with the excep-
tion of those in lines 2 and 3 (to be discussed shortly), preserve the reading of
the tenor.

The discrepancies that remain are even more telling. Variant 3, as noted,
is a repeated f—g auxiliary figure of differing lengths that appears in practically
all readings, but which is significantly shorter in the motet tenor. “Motive” A
is a descending fourth that occurs in none of the Parisian books. Only with the
arrival of the aforementioned segment A’, an incompletely filled-in descending
fourth, does Paris begin to agree with the motet tenor, but even here the differ-
ences in the length of the auxiliary figure (Var. 3) stand out. Variant 3 and
“Motive” A thus determine the fluctuations in contour as well as length of the
various readings of the Alleluia Benedictus es, and for this reason, the motet
tenor, to one who was familiar with the Parisian dialect of this melody, proba-
bly sounded unusual.
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In view of these differences, did the composer modify a Parisian melody
to arrive at the version found in the motet? Previous studies of other motets of
Vitry argue against this, for where a plausible source for the tenor exists, the
“alterations” to the original chant involve the omission of only one or two
notes, usually repeated or passing pitches.>* No instances of wholesale compo-
sition, such as the insertion of segment A into a Parisian reading to create our
motet tenor, have been found in Vitry’s other works. Indeed, such extensive
remodeling is rare in the tenors of thirteenth- and fourteenth-century polyph-
ony. That is, normally the tenor is either quite close to a putative model, or it
is paraphrased to the point that it bears little resemblance at all to the chant.
The inescapable conclusion is that we need to seek a different source for our
motet tenor. As it happens, the twists and turns that must be performed to
make this melody conform to a Parisian reading are entirely unnecessary.

The Alleluia Benedictus es in Arras and Cambrai

The reason, of course, is that there is a perfect match for the motet tenor in
the manuscripts from Arras (Example 3.2, 1. 2). What is more, not one, but
two chants from the city corroborate the motet tenor, and the independent
reading from nearby Cambrai (l. 3) confirms most of the details. The similari-
ties between the versions from Arras and Cambrai and the contrast with read-
ings from other places demonstrate that the unique aspects of the tenor of
Firmissime fidem were particular to this region of northern France.

The Cambrai reading illustrates particularly well the difference between
essential and nonessential variants. Cambrai agrees with the motet tenor at
Variants 1 and 2, and it differs only slightly at Variant 3 (the extra g—f prior to
segment A) and in the omission of the second A’. While this latter discrepancy
would appear to loom large, it is probably negligible, for reasons mentioned
above in the description of the presence or absence of this very repetition in
the seven manuscripts from Notre Dame of Paris. Since the Arras and Cambrai
readings align so closely, we will postpone for the moment deciding which of
these two places may prove to be the origin of our tenor. Other factors will
cause us to prefer one city over the other.

It is understandable that the readings from Arras and Cambrai should be
similar. The ecclesiastical relationship between the two cities dates from earliest
times, and musical and liturgical connections between them abound.?* A sin-
gle bishop residing in Cambrai ruled both dioceses until the end of the elev-
enth century. David Hiley has shown that the two cities hold a large percentage
of items of the ordinary of the Mass in common, *® and the monks of Solesmes
point to some common links between Arras and Cambrai in the oldest, neu-
matically notated layer of the gradual.?”

The best explanation for the origin of the tenor of the Trinity motet so far,
then, is that it came from Artois or the Cambrésis. But there is one other factor
that bears on the question: the readings that match the motet tenor exactly
(Example 3.2, 1. 2) are from the Abbey of Saint-Vaast. No musical source
from the cathedral of Arras has come down to us, and this lacuna prevents us
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from assuring ourselves that the reading from Saint-Vaast would have agreed
with that from the cathedral. It does not, however, hinder the discovery that
the Alleluia Benedictus es was in fact used there. Five unnotated missals from
the cathedral from the thirteenth to fifteenth centuries all confirm its presence
in the liturgy of Trinity Sunday.?® And since the monastery of Saint-Vaast was
named for and held the relics of the first bishop of Arras, it is reasonable to
believe that a musical reading from the monastery would resemble a missing
one from the cathedral. Moreover there exists the very similar reading from
Cambrai, which had a close liturgical affiliation with Arras cathedral. The
weight of the evidence thus strongly suggests that the melody for the Alleluia
Benedictus es that is recorded elsewhere in the city at Saint-Vaast, and in
neighboring Cambrai, is a reliable witness of the tune that was sung in the
cathedral. In any case, we will see further on that the Abbey of Saint-Vaast
plays a significant role in this nexus of Arras—Cambrai associations with our
tenor.

Since the tenor hails from one of these two cities, the next question is
what the connection with the motet itself might be. There seem to be two
possibilities here: either the work was originally written for an institution in
Arras or Cambrai and then was reused in the Roman de Fauvel, or it was
composed expressly for Fauvel, drawing on a tenor from one of these northern
towns. For now we will explore the former possibility. What immediately
comes to mind is the intriguing notion that the city of Cambrai does in fact
provide a famous venue for a work for the Trinity. The axial chapel of Notre
Dame cathedral, which enjoyed a distinguished history in the fifteenth century,
was dedicated to the Trinity. Here it was that the petits vicaires and choirboys
sang a daily Mass after Matins. And, following the addition of a portrait of
Notre Dame de Grice to this oratory, Guillaume Dufay’s Marian Masses and
motets were sung around the altar on a routine basis.*

This record of musical performances in the Trinity chapel in the fifteenth
century raises our curiosity about the level of activity there at the time of the
composition of the Trinity motet in the early fourteenth century. Through
Barbara Haggh’s research into the endowments for this altar, we learn that
Michel, canon and archdeacon of Hainaut, founded two chaplaincies and ar-
ranged for his burial there in 1240. Around 1280, archdeacon of Brabant Ge-
rard de Pes added a third chaplaincy along with a weekly Mass. The fifth
chaplaincy was also founded in the thirteenth century. More important, per-
haps, was the establishment of nine petites prébendes in this chapel at the end
of the thirteenth century.* These foundations, although not specific about the
performance of music at the turn of the century, at least suggest a level of
interest that might have inspired the composition of a motet and provided for
its execution here, perhaps through an endowment.

The Trinity chapel in Cambrai cathedral thus offers a plausible site for the
performance of the motet. But as close as the Cambrai reading of the Alleluia
Benedictus es is to that of our tenor, the version from Arras is an exact match.
And, as it happens, similar circumstantial possibilities for the use of the work
existed at Arras as well. The original cathedral of Arras, once located in the
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cité, was destroyed during the French Revolution. As in Cambrai, the axial
chapel in the chevet at Arras was dedicated to the Trinity.* The few docu-
ments remaining from the church point to the same type of foundations at the
votive altars as are found in many other churches.* The liturgy and architec-
ture of the cathedral of Arras itself, then, may provide a rationale for the com-
position of a motet dedicated to the Trinity and based on a chant from the
repertory of this church.

But what are we to make of this? Arras was an important musical center
in the Middle Ages, its renown in the thirteenth and fourteenth centuries stem-
ming mostly from the cultivation of secular music, in particular that of one of
its famous citizens, Adam de la Halle.*® The Confrerie des Jongleurs et des
Bourgeois d’Arras arose in the thirteenth century in response to a miracle said
to have occurred in the cathedral, and the list of its members includes Adam,
along with a number of other trouvére poets and composers.* The roster does
not name Philippe de Vitry, however. If the Trinity motet was his creation,
did he in fact write it for the cathedral? Or does the use of a tenor from Arras
suggest something else?

In view of the almost total loss of records, we will probably never know
what the connection of the work with the cathedral might have been. But the
identity of the motet tenor with the reading of the Alleluia Benedictus es from
Arras is compelling, and so we must press the issue of what the use of the Arras
tune means. There is a possible answer here. Recent research has shown that
Vitry was resident in Paris in the second decade of the fourteenth century, at
the time F:Pn, fr. 146 (Fauvel), the earliest source for the motet, was put
together.** Might the Arras reading of the motet tenor suggest not his where-
abouts at the time of composition of the work, but rather an erstwhile connec-
tion with that city? The likelihood of this explanation increases dramatically
when we realize that a town called “Vitry” lies only a few kilometers to the east
of Arras.

The Town of Vitry-en-Artois, near Arras

As fortunate as we are to know the precise date of Philippe de Vitry’s birth (31
October 1291), we have surprisingly little to go on concerning where he was
born. The reason is simple: there are some fourteen towns named “Vitry” in
France, and all but one of them existed in the fourteenth century (Table 3.4).
Both contemporaries and later writers disagree on his ville natale. Poet Eus-
tache Deschamps (ca. 1346—ca. 1406) lists Vitry among the illustrious musi-
cians from the region of Champagne, no doubt believing that he hailed from
Vitry-en-Perthois near Reims, now known as Vitry-le-Francois.*’ Fétis, on the
other hand, points to the region around Arras, suggesting that “the name of
Philippe de Vitry was given to him because of his birthplace, for Vitriacum
is the Latin name of the little city of Vitry, in the department of the Pas-
de-Calais.”*8

Fétis notwithstanding, a study of the various Latin and French renditions
of “Vitry” (Victoriacum, Vitriacum, Vittri, etc.) yields little, since almost all
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TasLe 3.4 Medieval towns named Vitry in France

Town Department Archdiocese
Vitry-en-Artois Pas-de-Calais Reims
Vitry-en-Charollais Sadne-et-Loire Sens
Vitry-les-Cluny Sadne-et-Loire Sens
Vitry-le-Croisé Sadne-et-Loire Sens
Vitry-Laché Niévre Bourges
Vitry-aux-Loges Loiret Sens
Vitry-sur-Loire Sadne-et-Loire Sens
Vitry-en-Montagne Haute Marne Lyon
Vitry-lés-Nogent Haute Marne Lyon
Vitry-sur-Orne Moselle Treves
Vitry-en-Perthois Marne Reims
Vitry-sur-Seine Val de Mame Sens
Vitry-la-Ville Marne Reims

sourcE: Compiled from Emest Neégre, Typonymie générale de la France, 3
vols., Publications rornanes et frangaises 193 (Geneva: Droz, 1990), 594-95,
1688.

the towns with this name preserve the same spellings, which likewise appear
in contemporaneous documents that record the composer’s name (most often
Philippus de Vitriaco). Nor can the prominence of a given town be a factor.
Of the 13 medieval towns named Vitry, the most important were the aforemen-
tioned Vitry-en-Artois near Arras, Vitry-en-Perthois near Reims and Chéalons-
sur-Marne, and Vitry-sur-Seine on the southeastern edge of Paris. But the re-
maining 10 towns cannot be discounted simply because they were smaller than
these three; hence, we must find other ways to narrow the list.

If Philippe de Vitry’s whereabouts in his early years are difficult to pin-
point, his peregrinations from about age 30 on are somewhat easier to follow.
Although best known as bishop of Meaux, Vitry assumed this post only in
1351, toward the end of this life. Prior to this, he held numerous other posi-
tions, ecclesiastical as well as secular. The former are documented beginning
in 1323: while in possession of a canonry at Notre Dame of Clermont in the
diocese of Beauvais, Vitry was notified of his future accession to prebends at
Verdun, Soissons, and Saint Géry in Cambrai. By 1332, he had added to these
posts other benefices at Saint-Pierre-en-Aire, Soissons, Verdun, Saint-Quentin,
Clermont, and Vertus.* Notably, what these places have in common is their
location in the archdiocese of Reims (see Table 3.4), with the exception of
Verdun, which lies in the archdiocese of Tréves. This suggests that Vitry’s
career, like that of so many ffteenth-century composers, centered around a
birthplace in the ecclesiastical province of Reims.’® Of our 13 towns named
Vitry, only Vitry-en-Artois, Vitry-en-Perthois and Vitry-la-Ville lay within
these boundaries. And we can eliminate Vitry-la-Ville because its Latin spell-
ing, unlike that of all the other Vitrys, includes the word “villa” (Vitriacum
Villa, Vitreivilla, etc.).”! This leaves us to examine the two cities that are
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therefore the likeliest prospects for Vitry’s birthplace: Vitry-en-Artois in the dio-
cese of Arras, and Vitry-en-Perthois in the diocese of Chalons-sur-Marne. 2

Clearly the musical evidence strongly favors Vitry-en-Artois over Vitry-en-
Perthois (Example 3.2, . 2, 11, 12). The Chalons version of the alleluia
resembles the one from Paris, and it contains none of the variants that distin-
guish the Arras/Cambrai reading. In Arras, and only there, do these variants
find a match in sources from a plausible birthplace for our composer, Vitry-
en-Artois.

To summarize, the Vitry near Arras in the Pas-de-Calais is very possibly
Philippe’s birthplace (1) because of its proximity to Vitry’s later ecclesiastical
holdings in Cambrai and Saint-Pierre-en-Aire, and (2) because it is the place
of origin of the tenor of the motet Firmissime fidem/Adesto sancta trinitas/
Alleluia Benedictus es. And yet, we still cannot entirely rule out the Vitry near
Chalons. Two factors point to this town: (1) Deschamps claimed that Vitry was
from this area, as we have just seen, and (2) Vitry’s benefice in Vertus lies in
what could be his home diocese of Chalons. There is reason to doubt
Deschamps’s opinion, however, for he may have been misled by the one men-
tion Vitry makes of the Champagne region in Le Chapel des trois Fleurs de
Lis: “Les beaulx lis, couches champenoises / Les bons vins et les froides
caves.”>* Surely the vineyards of the Champagne region were known to persons
not bomn there. Perhaps more telling, Deschamps was a champenois himself,
and he may well have tried to make a partisan claim to Vitry, as he does to
another musician, Guillaume de Machaut, who did come from this region. If
Deschamps was mistaken, it would hardiy be the first time the identity or place
of birth of a famous person was incorrectly reported in the Middle Ages.**

The composer’s use of the Arras version of the Alleluia Benedictus es takes
on added significance, moreover, when we realize that the motet Firmissime
fidem is early in his output, having been composed probably no later than
1316. Vitry, who would have been only 25 years old at this time, would have
used either a Parisian tune or one that he had leamed early in his life, before
coming to Paris. We now know that the melody is not Parisian. And so,
whereas the choice of a chant from Arras makes sense if Vitry was raised in
this city, it is difficult to explain how a composer from Chalons in the Cham-
pagne region would have known this tune prior to holding any benefices in the
area of Arras or Cambrai. In fact, one is tempted to say that if the Vitry in
Champagne proves to be Vitry’s birthplace, then the attribution of the motet—
or at least of the tenor—to him is severely weakened. Arras, then, is a stronger
contender than Chéalons, both for reasons given so far and for others that
follow.

Evangelized in the fourth century by Saint Martin, Vitry-en-Artois grew
up around a church that was dedicated to this saint. The town lay within the
jurisdiction of the bishop of neighboring Artas,* and the few documents that
remain from Notre Dame of Arras show extensive interaction of citizens of
Vitry with the mother church. One “Hugo de Viteriaco” signs a number of
acts of the cathedral chapter between 1209 and 1219,% and others from Vitry
are involved with the chapter in similar capacities throughout the thirteenth
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and fourteenth centuries. While it is impossible to know if one of these persons
might have been related to Philippe, it is clear that the lines of communication
between Vitry and Arras were open around the time of his birth at the end of
the thirteenth century.

If Philippe de Vitry originated in Vitry-en-Artois, his association with the
Cathedral of Arras or with the Abbey of Saint-Vaast would, moreover, have
provided him with a means of coming to Paris shortly after 1300. Like several
other cities in France, Arras promoted some of its youth through the founda-
tion of a school in Paris in the early years of the fourteenth century. Such
colléges in the Middle Ages were residence halls for poor students; they were
not actively used for teaching until the fifteenth century.’” The Collége de
bons enfans d’Arras 4 Paris was supported in part through the sale or purchase
of land and commodities,*® including transactions with persons not only from
Arras but also from surrounding cities, including Vitry, which actively subsi-
dized the school.?® Originally located in Paris in the clos Bruno, the College
d’Arras was transferred in the fourteenth century to the rue Saint-Victor across
from the Séminaire des Bons-Enfants.®® Here each student had 25 écus, a
room, a bed, and a chair. A monk from Saint-Vaast, a secular priest, and
sometimes even a lay person named by the abbot ran the house. The collége
lasted until 1764, when it merged with the College Louis-le-Grand. Signifi-
cantly, when the school was established, Philippe de Vitry was in his teens.

Virtually no records from the collége have survived,®! and thus we cannot
know whether or not Vitry found his way to Paris under the auspices of this
school. But the tenor of the Trinity motet now looms larger than ever, for it
could certainly reflect Vitry’s early training in his native Artois. More im-
portantly perhaps, if he was a student at the College d’Arras, he may have
remained in contact with the liturgy of his native city if the services in the
school were carried out according to the use of Saint-Vaast.®> And herein may
lie the most direct explanation for the origin of the motet tenor.

Once in Paris, Vitry probably completed his education.®® His genius seems
to have been recognized at an early date, for although only in his mid-20s, he
gained entrance to the circles that collaborated on Chaillou de Pesstain’s edi-
tion of the Roman de Fauvel (F:Pn, fr. 146). Of the pieces in this manuscript
attributed to Vitry, only the Trinity motet and one other have non-Parisian
tenors. We will explore why this may have been the case in the final section.

The Attribution of the Motet and the Arras
Connection

Having offered this explanation for the origin of the tenor of Firmissime fidem,
let us return to the question of the authorship of the motet. Is the traditional
attribution to Vitry strengthened by the discovery of the origin of the tenor? As
we noted earlier, the ascription to the composer rests on the citation of the
piece in the Ars nova treatises, writings that are somehow connected with Vitry
and his circle but were not actually produced by him. The piece is one of the
most advanced motets in the Roman de Fauvel, and it includes, as we have
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shown, a very early example of diminution. The consensus on the work there-
fore has been: who else but Vitry could have composed a piece of this sophisti-
cation in the middle of the second decade of the fourteenth century? The lack
of anything firmer to go on explains the tentativeness of this reasoning.

We should now be able to put the question on surer footing. The hypothe-
sis would go something like this: the Trinity motet, one of the most advanced
works in the Roman de Fauvel, is cited in the Ars nova treatises as an example
of new rhythmic practices. The tenor of the piece is based on an alleluia for
the Trinity, and the distinctive variants in this alleluia are found in manuscripts
from the city of Arras. The connection of the piece both with the Ars nova
treatises and with Arras suggests that Philippe de Vitry wrote it for two reasons:
(1) he was intimately involved with the new notational developments that are
both discussed in these treatises and illustrated in the motet, and (2) one of the
two towns named “Vitry” that might have been his birthplace is located next
to Arras.

The new connection between the motet and Arras coincides with what is
known about music in this city and its environs. In 1350 Vitry made two
supplications to Pope Clement VI, no doubt profiting from his rise in political
and ecclesiastical circles. For his brother Adam, a canon at Saint Donatian in
Bruges, Philippe requested benefices at two churches in the diocese of Cambrai
(Saint Géry and Lobbes).®* The second petition was on behalf of one Lam-
bertus Pander, a cleric in the diocese of Thérouanne.®® The fact that both of
these persons held or sought posts in the region of Arras suggests that Philippe’s
influence was strong in this area.

Manuscripts containing Vitry’s motets likewise support the thesis. The
polyphonic source F:CA 1328 is a miscellany of works, including ordinary
settings, chansons, and motets from the fourteenth century. Among its contents
are several motets attributed to Philippe de Vitry (although not Firmissime fidem),
alongside works by Adam de la Halle. Irmgard Lerch has recently assigned this
source to Cambrai cathedral.® If her ascription is correct, we have yet another
possible witness to the connection of Philippe de Vitry with this part of France,
as well as further evidence of the musical affinities between Arras and Cambrai.
In like fashion, three other sources of Vitry’s early motets, the rotulus manu-
scripts B:Br 19606 (which includes Firmissime fidem), F:Pn, coll. Picardie 67
(Pic), and PL:WRu Ak 1955/KN 195 (k. 1 & 2) likewise come from Artois or Pi-
cardy.®” Emest Sanders notes that the Brussels and Cambrai sources “preserve
more works of which [Vitry] is very probably the composer than does any other
manuscript.” % Did the proliferation of his works in this area of northern France
occur in part because of the locals’ pride in their favorite son?

And finally, one of the so-called musicians’ motets, Musicalis scientie/
Sciencie laudabilis/Tenor, contains a list of fourteenth-century musicians in the
generation following Vitry., A number of these composers come from the area
of Arras (Guisard de Cambrai, Jacques d’Arras, Reginald de Bailleul, Thomas
de Douai, Volquier de Valenciennes), and theorist Egidius de Murino likewise
originated in nearby Thérouanne. Leech-Wilkinson theorizes that the musi-
cians were actual followers of Vitry,”" and Richard Hoppin postulates the exis-
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tence of a musical center in this corner of northern France.”! In light of the
findings presented here, perhaps they were also linked to Vitry by their place
of origin. The thrust of all these suggestions is that the historical landscape of
the motet of the thirteenth and early fourteenth centuries may need to be modi-
fied, with new emphasis given to the Arras—Cambrai—Amiens axis, and less to
that of Paris—Reims.”> The great flowering of polyphonic music along the
Paris—Reims line was yet to come, in the oeuvre of Guillaume de Machaut.

A few other questions remain. If the Trinity motet was written for the
Roman de Fauvel (F:Pn, fr. 146), why did the composer use a non-Parisian
tenor? That is, if the Roman de Fauvel was put together in Paris, why is the
tenor of Firmissime fidem so unlike the Alleluia Benedictus es from any institu-
tion in the city? There are at least two responses, as we noted earlier, and it
may ultimately prove impossible to choose between them. The motet may have
been composed for the Trinity chapel in Arras cathedral and then simply re-
used in Fauvel. Although the piece certainly corresponds to the Trinitarian
iconography in Fauvel, its texts, after all, are unrelated to the actual story;
indeed, they are devotional and even possibly liturgical. The endowments for
the Trinity chapel have not survived, however, and thus we cannot corroborate
this interpretation.

A more speculative explanation suggests that the motet was composed ex-
pressly for Fauvel. The use of plainchant and of tenors based on chant in this
manuscript is in fact quite special. It has long been known that the book con-
tains both “real” and “made-up” plainsong, and Susan Rankin has recently
shown that the newly composed melodies follow the typical contours of bona
fide plainchants quite faithfully.”> Not only is this the case, but there even
seems to be a plan in the choice of the local versions of chants and motet
tenors (including that of Firmissime fidem) for Fauvel. Either the readings are
strictly Parisian, or they deviate markedly from Parisian models, and this di-
chotomy parallels the music given to earthly and heavenly characters, respec-
tively, in the story.”* The Trinity motet in this manuscript accompanies a text
that serves as “a passing moment of triumph over the forces of evil””® and
hence is provided with a non-Parisian tenor. For this reason, the motet might
have been intended specifically for F:Pn, fr. 146, rather than having been im-
ported from another venue.

With this possibility in mind, then, we can propose that the young Vitry
who arrived in Paris in the first or early second decade of the fourteenth cen-
tury was probably a student at the Colleége d’Arras, where he may have contin-
ued to sing the plainchant of Saint-Vaast of Arras, all the while familiarizing
himself with the Parisian versions of these melodies through his work elsewhere
in the city. When his subsequent involvement with Fauvel called for a motet
based on a non-Parisian tenor, he easily reverted to the only other melody he
knew, the one from Arras.

CLEARLY THE COMPOSER COULD HEAR the melody he used for the tenor of this
motet, but can we? The tenor of Firmissime fidem, like other cantus firmi,
serves three important purposes: it gives thematic propriety to the motet, it
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establishes a modal framework that is then elaborated in the upper lines, and
it reveals something about its own origin. This last function is enhanced
through the tenor isorhythm, and thus “hearing the tenor” is in fact an im-
portant key to this piece. The tenor pitches are quite audible in their slow
motion throughout the first section, and the diminution in the second section
is likewise perceptible due to the absence of jarring counterrhythms in the
upper lines.”® The beginning of the triplum, moreover, imitates the opening
of the tenor (Example 3.1), emphasizing once again the distinctive Arras dia-
lect (cf. Example 3.2, Var. 1). Certainly a trained musician of the fourteenth
century would recognize this tenor as the Alleluia Benedictus es, and a musi-
cian schooled in the liturgy of Paris might even notice that this was not the
version of the melody that he knew.

The connection of the tenor with readings from Arras on the one hand
and its palpable distance from Parisian traditions on the other are all the more
apparent when one realizes that an older polyphonic setting from Paris exists.
The work is Leoninus’s two-voice organum on the Alleluia Benedictus es, writ-
ten for the cathedral of Notre Dame and preserved in his Magnus Liber Organi
of the twelfth century.”” This piece hints at its Parisian heritage in the very
opening tenor notes f—f—g—g—a (cf. Example 3.2, 1. 4-7). In the same way,
the tenor of Firmissime fidem, with its different pitches f~f—g—a (1. 1), preserves
another version of the alleluia. As we continue to study these local idiosyncra-
sies, where they are discernible in medieval polyphony, we will comprehend
more fully the subtleties of this repertory.

One final observation is in order. What we know about the biography of
Philippe de Vitry suggests that he was not only a person greatly admired but
also one possessed of a keen sense of his own worth. With a certain panache,
he penned the date of his birth in one of his books: “In this year [1291], on
the vigil of All Saints, that is the last day of October, 1 Philip de [Vitry] was
born.””8 In the tenor of his Trinity motet, it seems, he preserved the music of
his place of birth as well.
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Polyphony of Texts and Music in
the Fourteenth-Century Motet

Tribum que non abhorruit/Quoniam
secta latronum/Merito hec patimur
and Its “Quotations”

he late-medieval motet has been criticized as an art form for the incompre-

hensibility of its simultaneous texts. It is true that such texts cannot be
understood at an unprepared hearing, but neither can heterogeneous texts in
an operatic ensemble, or certain kinds of musical art that address the mind and
eye as much as the ear. Fourteenth-century motet texts were composed and
coordinated at least as artfully as the music to which they are wedded, thus
magnifying the “hearing” problem. We can only “hear” these compositions
adequately if we also do some “listening” outside the real time of actual perfor-
mance. Although we have no external evidence that our medieval counterparts
practiced anything resembling modem analysis on this music, it is my belief
that intelligent contemporary appreciation of motets must have depended on
some reflection beyond performance, and that whatever form such reflection
took, it must have been less visually determined than ours, conditioned as we
are to reading scores. Many aspects of the sounds they heard are now wholly
inaccessible to us. Analysis can, however, recover—albeit partially—some of
the ingredients of informed listening, It is with such recoverable aspects that
the present paper will be concemned, and it is in that sense that it addresses
“hearing” the motet.! It is true that errors in the words as well as the music in
the manuscripts that have come down to us give a clear indication that under-
standing was never complete or that it rapidly decayed, but although the texts
may be corrupt, they are not always incorrigible, and the kind of observation
and analysis to be exemplified in this paper may take on the status of tools for
textual criticism and point to solutions that can inspire some confidence.

The fourteenth-century theorist Egidius made the recommendation, often
cited, that the tenor should be chosen from “some antiphon or responsory or
another chant from the Antiphonal, and [that] the words should concord with
the matter of which you wish to make the motet.” The derivation of a motet
tenor from chant provides a richer opportunity for intertextual play than Egi-

82
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dius spells out (and this is not the only way in which his comments fall far
short of the detail and insight we would have liked him or some other contem-
porary to give).? The opportunity to make the text and the choice of tenor
correspond is often grasped by fourteenth-century composers, in specific as well
as general ways. In many well-known examples, incipits testify to deliberate
intent, There may be a counterpoint of sense, as between sacred and worldly
love, or a counterpoint of sound, as in the alliterative openings between voices
of some English motets. When the tenor has been identified, or re-identified,
and attached to its words, it may provide a context that reinforces the message
of the texts in the upper parts, or it may even provide a contrary or ironical
comment upon them.

Even if the portion of chant adopted for a motet tenor lacks text in the
manuscripts that have come to us, for the composer who selected it, it would
have been inseparable from its words. It is particularly relevant to remember
that the biblical or liturgical text from which a tenor is drawn invites us to
invoke further levels of unstated, or at least of understated, context. Indeed,
the full verbal context of a chant must often have prompted its choice, as cases
of clear symbolic or intertextual significance attest. It is often likely, then, that
the composer had the immediate context in mind, both with reference to the
entire chant from which he took the tenor, and to the biblical context, if any,
of the chant words.?

Another possible kind of context may be provided when several motets
share a common tenor or structure their tenor in similar ways.* The
fourteenth-century English repertory includes several motet pairs on the same
tenor, examples that are all the more compelling when the tenor is unusual or
otherwise unknown (such as the two English motets on Marionnette douche)
than when it is a well-known chant (such as Alma redemptoris). Members of a
connected network of motets may build upon each other. Particularly extensive
intertextual play occurs between members of the related group of fourteenth-
century motets celebrating and naming contemporary musicians, starting with
Apollinis eclipsatur/Zodiacum signis.> Motets that are related in any of these
ways must clearly be studied together since each will throw light on the others.

In the present chapter, one motet will be examined in light of these as-
sumptions. The inquiry builds on our knowledge that its texts are clearly re-
lated to a given political situation involving the fall from power of a corrupt
minister in early fourteenth-century France and his subsequent execution.
Having noted that each of the texts for the upper voices ends with a quotation
in the form of a couplet of quantitative verse commenting proverbially on the
“tragic fall,” I then observe that the tenor is drawn from the opening of a chant
melody for a passage in Genesis relating to the story of Joseph, which makes a
not too oblique comment on the contemporary political situation. It is then
shown that (1) the freely composed remaining texts for the upper voices in the
motet (in thymed syllabic verse) are built up from certain key words and sound
patterns in their final “quotations,” and (2) that the two apparently independent
texts are ingeniously related by the fact that three of the same words or their
roots are placed in a pattern controlled by proportions. It is further shown (3)
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that the melodies of the upper voices both use elements of the tenor chant
melody (the tenor being limited, significantly, to the first three words of that
chant), and (4) that they are so composed that the duplum and triplum reflect
and enhance the patterns found in the text considered independently and con-
trive “consonances” between related words and sounds in the texts. Having
identified some significant features of its musical construction and the status of
its preexistent material, I shall demonstrate textual-musical references between
the motets Tribum/Quoniam/Merito and Garrit Gallus/In nova fert.

Tribum/Quoniam: Texts

Tribum/Quoniam survives in two main sources, the interpolated Roman de
Fauvel in Paris, F:Pn, fr. 146, and the Brussels rotulus B:Br 19606, six of
whose nine motets are in fr. 146 or in some way related to its repertory. A
further version was in Strasbourg MS Sm222.° Two further versions of later
date will not be considered here.” In fr. 146 it shares a page with the famous
Fountain of Youth miniature, around whose triangulated top music and text
are arranged.® The remaining text and music on the page are closely coordi-
nated with the image, which presents a black baptism in which the progeny of
Fauvel, shown as old men, are rejuvenated in filth and vice; the motet can be
read as a further gloss on the same theme. It has long been recognized that
this motet is one of a group alluding to events and people prominent in the
crises that afflicted the French royal house and the series of accessions to the
monarchy in the second decade of the fourteenth century. Philip IV (the Fair)
died on 29 November 1314, and his discredited counselor Enguerran de Mari-
gny was hanged on 30 March 1315. Philip was succeeded by his sons Louis X
and Philip V, but this group of motets (Garrit Gallus/In nova fert, Tribum/
Quoniam, Aman novi/Heu Fortuna) refers only to Philip TV, as a blind lion
whose reign is first present, then past, and to Marigny and his fall from favor.®

The last couplet of the duplum of Tribum que non abhorruit/Quoniam
secta latronum/Merito hec patimur “quotes” an elegiac couplet from one of the
letters Ovid wrote in exile, Epistulae ex Ponto IV. 3, lines 35-36, a work that
arises out of his own fall and banishment. The tenor is the beginning of the
Matins responsory for the third Sunday in Lent, Merito hec patimur quia pecca-
vimus in fratrem nostrum, V. Dixit Ruben fratribus suis. Its biblical source is
Genesis 42:21, which concerns Joseph’s meeting with his brothers in Egypt.
Both Ovid and Genesis deal with exile; both provide significant context for the
newly written motet texts, underscoring the immediate and contemporary mes-
sage and the calamitous events to which they refer. Ovid’s letter was written
from exile to an unnamed (and unidentified) faithless friend. The subject and
unstated context of the tenor text from Genesis is the remorse of Joseph’s broth-
ers after deceiving their father Jacob about their abuse of Joseph, which led to
his exile in Fgypt. The Ovid couplet is introduced by the words “que dolum
acuunt.” The author “sharpens the deceit (or evil)” by counterpointing Ovid’s
exile to the exile of the Israelites in Egypt reported in Genesis as well as draw-
ing both into service to lament the woes of France in a motet written for the
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amplified and politically pointed version of the Roman de Fauvel in F:Pn,
fr. 146,10

Fortuna is an important figure in the Roman and in Ovid’s letter. Lines
7 and 29 of the letter name Fortuna, who occupies a central position in the
interpolated version of the Roman de Fauvel for which the motet was written,
and in whose triplum Fortuna is also central. Fortuna is described in the lines
preceding those used in the motet (italics mine):

7 nunc, quia contraxit vultum Fortuna recedis

quid facis, a! demens? Cur, si Fortuna recedat
30 naufragio lacrimas eripis ipse tuo?
Haec dea non stabili, quam sit levis, orbe fatetur,
quae summum dubio sub pede semper habet.
quolibet est folio, quavis incertior aura:
par illi levitas, improbe, sola tua est.
35 Omnia sunt hominum tenui pendentia filo
et subito casu quae valuere, ruunt.

(Now that Fortune has frowned, you draw back . . . Ah, what are you doing,
madman? Why, if Fortune draws back, do you yourself thus refuse your ship-
wreck its tears? This goddess declares by her unsteady wheel that she is fickle;
she always has its top under her faltering foot. She is more uncertain than
any leaf, than any breeze; the only thing that matches her inconstancy, repro-
bate, is yours. All human affairs hang by a slender thread, and things that
were strong collapse in a sudden fall.)!!

We shall now consider the texts of the motet in themselves before ad-
dressing the music. Here they are as edited and translated by David Howlett: !?

Tribum que non abhorruit/Quoniam secta latronum/Merito hec patimur

Tribum que non abhorruit
indecenter ascendere
furibunda non metuit
Fortuna cito vertere,
5 dum duci prefate tribus

in sempiternum speculum
parare palam omnibus
non pepercit patibulum.
Populus ergo venturus

10 si trans metam | ascenderit,
quidam forsitan casurus,
cum tanta tribus ruerit,
sciat eciam quis fructus
delabi sit in profundum.

15  Post zephyros plus ledit hyems, post gaudia luctus;
unde nichil melius quam nil habuisse secundum.

(Furious Fortune has not feared to bring down swiftly the tribe which did not
shrink from ascending indecently, while for the leader of the foresaid tribe she
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has not refrained from preparing the gallows as an eternal mirror in the sight
of everyone. Therefore if the people to come should ascend across the limit,
let a certain man who might, perhaps, fall, since such a tribe has collapsed,
know also what an outcome it would be to fall into the depth. Winter harms
more after gentle west winds, griefs (harm more] after joys; whence nothing is
better than to have had nothing for the second time [that is, better nothing at
all than to have enjoyed good fortune in the past)].)

Quoniam secta latronum

spelunca vispilionum

vulpes que Gallos roderat

tempore quo regnaverat

5 leo cecatus subito

suo ruere merito

in mortem privatam bonis:

concinat Gallus Nasonis

dicta que dolum acuunt:
10 omnia sunt hominum tenui pendencia filo

et subito casu que valuere ruunt.

(Since the gang of thieves from a cave of reprobates (and) the fox which had
gnawed the cocks in the time in which the blinded lion had ruled have fallen
suddenly by their own deserts into a death deprived of good things, let the
cock shout Ovid’s words which intensify the deceit: “All human affairs are
hanging by a slender thread, and with a sudden fall things which were strong
crash.”)

Merito hec patimur.

(Justly we suffer these things.)

A network of verbal repetitions (distinguished in boldface above) underpins
and gives structure to the two texts. The first word of the triplum, as “tribus” or
“tribum,” occurs three times in the triplum. The third “tribus” directly precedes
“ruerit,” which (as “ruunt”) is the last word of the duplum and hence of the
Ovid couplet. This verb (as “ruunt” and “ruere”) occurs twice in the duplum,
with “ruere” directly preceding “merito,” which in turn is the first of the three
tenor words. The first word of the triplum and the last word of the duplum are
thus linked in a pattern that is structurally fundamental to the motet and exists
independently of verbal sense although it is used to reinforce that sense. The
lattice is further reinforced by—though by no means dependent upon—the
proportioned positions of the words within their own texts. “Tribus/m” recurs
at words 16 and 38, that is, at or immediately adjacent to the major and minor
parts of the golden section (GS) of its text by word count (62).1> “Ruunt” to
“ruere” span the major part of the GS counting words from the end of the
duplum: “ruere merito” are the 25th and 24th words from the end of a total of
41 words.

The triplum’s fourteen octosyllabic lines are followed by a hexameter cou-
plet, a self-contained proverb without literary context.!* The couplet, despite
its own innocence of thyme and its longer lines, is integrated into the overall

thyme scheme ABAB CDCD EFEF GHGH. Thus, of the triplum’s eight di-
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syllabic rhymes, the last two are made to rhyme with these preexistent hexame-
ters. The duplum has nine octosyllabic lines rhymed in pairs, followed by an
elegiac couplet. The last (odd, uncoupled) line of its syllabic verse (dicta que
dolum acuunt) is made to thyme (-uunt) with the—likewise preexistent—pen-
tameter; it also shares -u -u assonance (or what I shall call vowel rhyme) with
the triplum “fructus,” tying together the eight double -u -u vowel rhymes of
the triplum with the rthymed pair in the duplum, “acuunt” introducing the
Ovid couplet and “ruunt” ending it. This insistence on the same vowel is all
the more striking because both the final thymes are full thymes (“fructus, luc-
tus; profundum, secundum”), that is, showing identity from the stressed sylla-
ble to the end; the musical setting, however, suggests French end-stressing.
(The first six pairs would be considered “imperfect” in vernacular verse of this
period, because the identity is limited to the two unstressed syllables.) There is
confirmation that this insistence on the one vowel is deliberate: the final two
vowels of the last word in the last line in the duplum, “ruunt,” which rhymes
with “acuunt” in the antepenultimate (and last thythmic) line, also have the
repeated u u vowels, something that can take on an important dimension in
musical performance. On the assumption that everything is constructed back-
ward from the Ovidian quotation at the end of the duplum, this insistence on
u—u may be a way of reinforcing the idea of “collapse” or “downfall” in the
verb “ruunt.” The intentions of this densely crafted writing are confirmed and
underscored by their musical setting. “Fructus” closes a line (triplum 13) in
which triplum and duplum coincide musically in identical rhythm (at L{ongs|
51-55); this immediately follows the triplum’s crucial “tribus ruerit,” suitably
set to a striking descending scale in semibreves in L50—-51.1* The Ovid couplet
is integrated into both texts. Triplum (see Example 4.1) “profundum” and
duplum “hominum” arrive together on L61: the internal -um of the duplum
hexameter is thus brought into rhyming and musical alignment with the
triplum word that is in turn arranged to rthyme with the last word of its preexis-
tent hexameter couplet. Although not used as rhyme words or line ends in
their respective couplets, triplum “gaudie” and duplum “pendencia” arrive to-
gether on L67, and thus similarly connect the separate texts by “imperfect”
thyme. The vowels and two of the consonants of the first duplum word “Quo-
niam” are those of the first word of the Ovid couplet “omnia” (and the vowels
are reversed at the end of the same line, “-a filo”). In addition the motet con-
cludes with musically aligned vowel thyme between the ends of both bor-
rowed couplets:

Tr meli-us quam nil ha-buis-se se-cundum
Du ca- su que va-lu- e-re ruunt(uqaueeuu).

Such vowel rhyme was contrived to be a conspicuous feature of these texts.
The treatment of individual syllables, and their adjacent and simultaneous
combination, mark them as words carefully calculated for musical treatment.
Many are easily audible from outside, though some would remain privy to
participating performers. To someone already familiar with the motet, the
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triplum’s “abhorruit” can then be heard (in a solo opening, uncomplicated by
other voices) as relating to “ruit”, further underscored by the palindrome of the
opening vowels i-u, u-i: tribum-~horruit. The 62 words of the triplum divide
in half between “metam” and “ascenderit” (31 + 31). The words “trans metam
ascende-[rit” take us “over the boundary” to the second color, set to a melodic
palindrome that hinges around the structural center of the motet. The two
-tam syllables in triplum and duplum coincide: “trans metam” and “mortem
privatam” (the middle word of the duplum, 21st of 41), hooking the parts
firmly together at the color join, to words that mean “across the limit.” Puns
with words of measure are quite common in fourteenth-century motets at such
positions of structural or proportional importance in text or music.

Words denoting “fall” abound in both texts (“vertere, delabi, profundum”),
ending with the fundamental “ruunt.” Ovid alludes in the letter to his exile
(“insultare iacenti te mihi”) [you insult me in my fall], lines 27-28). “Casu”
and “ruunt” in the pentameter of the Ovid duplum couplet are echoed by
“casurus—ruerit” in the triplum. Both color statements are introduced with the
word “ascendere” or “ascenderit” at verse line ends, and with the same notes A
G F E F. Their reversals, “vertere, profundum, patibulum,” also occur at line
ends, as do the three recapitulated words, two of which mean “fall:” “subito,
casurus, ruunt.” “Patibulum” and “patimur” also create a pun.

Ovid wrote “sum tamen haec passus” (I however have suffered this [line
55 of the letter]). The motet tenor’s three words, “merito hec patimur,” use the
same deponent verb also in the first person. Only the three words “Merito hec
patimur” are provided, and only their music is used. This leads us to another
very significant connection (in lines 25~26 of the letter):

si mihi rebus opem nullam factisque ferebas,
venisset verbis charta notata tribus

(If you brought me no aid in facts, in deeds, you might have sent me three
words on a sheet of paper.)

Puns on three are central to the motet, starting with the triplum’s “tribum/
tribus.” “Tribum” of course means tribe, not three, but as the opening word of
the triplum, it is unquestionably used with punning intent; the word “tribum”
or “tribus” occurs three times in the triplum text. As we have seen, three words
from Ovid’s pentameter line, “subito, casu, ruunt,” are all picked up in the
new motet texts, emphasized by repetition, and given significant positions. “Su-
bito” in the duplum follows “leo cecatus” and ends the line immediately pre-
ceding “ruere merito.” “Casurus” ends the triplum line immediately preceding
“tribus ruerit.” “Ruere/ruunt” have already been shown to be fundamental and
are specially placed. But even more telling is the choice of tenor, just the three
words, “Merito hec patimur,” linked in various ways to the texts of the motet
and determining its musical form and substance. The portion of chant selected
corresponds to those three words and no more.

A final observation on the Ovid letter becomes persuasive only when one
is aware of the considerable importance given to the golden section in motet
construction: the couplet lies at the GS of the total couplets in Ovid’s original;
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or, to put it another way, the pentameter line that ends with the foundation
word “ruunt” is line 36 of the 58 lines of Ovid’s letter, that is, the GS line.
This position gains in significance as the same proportion can be seen to have
governed the placement of the crucial words in the new texts. !¢

Cumulatively, the evidence which has just been presented makes it certain
that the newly written rhythmical parts of the two texts were composed very
carefully, on the foundations of the quotations, in conjunction with each
other, and in conjunction with the intended musical setting.!” The Ovid cou-
plet has yielded the sense and the verbal units that govern the composition of
both texts; it is as fundamental to the verbal composition as is the choice of
plainsong for the musical construction, a choice strongly governed in turn by
the words. Indeed, these words underpin the verbal structure in the same way
that the notes of a derived tenor underpin the musical structure. It is even
likely that the chant tenor was chosen to fit Ovid rather than Ovid to fit the
tenor, a significant reversal of how motets have been thought to be written. A
normal assumption would be that the notes of the chant tenor were the first
compositional constraint to be adopted once the subject of the texts had been
decided. 1 think it can be proposed instead that the Ovid couplet was primary
to those texts, and must have been chosen at least as early as, or before, the
Genesis source of the motet tenor. These twin pillars of text and music are
intimately linked and provide a striking marriage of pagan and Christian ele-
ments. '8 The status of “pre-compositional” material must therefore be accorded
in equal measure to the Ovid couplet and to the choice of tenor. The one is
no more a quotation than the other; both are starting points and building mate-
rial for the texts and music. Egidius already implied that the words might exist
before a tenor was chosen to go with them. Here we have internal evidence
that they must have done so, and this gives a central role in the creation of
this motet to the composition and disposition of the words.

Tribum/Quoniam: Music

We turn now to an analysis of the music (see Example 4.1), having already
noted some features of the texts that were so planned that they would be heard
simultaneously.

The particular preoccupation with “I'ribus/m” seems to have affected all
the main proportions of the motet, textual and musical. The motet is 78 imper-
fect longs (= 78L) in duration, arranged in perfect maximodus (with longs
grouped in threes). The triplum enters alone, for three longs, followed by the
duplum, for three longs, then the tenor. Each of the two equal color statements
occupies 12 X 3 longs:

34+ 3 4+ (colorI) 12 X 3 + (color 1) 12 x 3 = 78L

Without the 6L (12B) introduction, the motet is 72L. = 144B (breves) in
length. For purposes of these calculations, the final long is considered to be
extended to its official full length of three longs, corresponding to the rests that
complete color 1.

As we have seen, the tenor is the beginning of the Matins responsory for
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ExampLE 4.1

Tribum que non abhorruit/Quoniam secta latronum/Merito hec patimur
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the third Sunday in Lent, Merito hec patimur quia peccavimus in fratrem nos-
trum. The chant is transposed up a ffth from F to C. Antiphonale Sarisbur-
iense 174 had presented the hitherto closest available version of the melody,
differing in only one note from the motet tenor, but Anne Walters Robertson
has now found a perfect match in the Parisian source Pn 12044, fol. 80.!° This
removes any need to assume that the chant was even slightly manipulated by
the composer in order to achieve a tidy structure of 6 X 3 talea groups which
then yield three identical three-note groups (A G G transposed, for the motet,
to E D D) within each of the two colores. ° The composer contrived that the
recurring pattern “E—rest-D” from this group should provide six equidistant
and identical bases on which two alternating sets of three identical blocks of
music are erected (A B A B A B).

Figure 4.1 shows the musical plan schematically. While the tenor has the
same rhythmic pattern in both color statements, the patterns of sound and si-
lence in the upper parts differ slightly, corresponding to the alternating caden-
tial patterns (x and y) that link the blocks to “non-block” music, and give a
special place to the phrase marked at “z,” whose significance will become
clear later.

Each trio (three of A, three of B) of 4L blocks is identical not only in pitch
but in rthythm. With thrice two blocks of music arranged over twice three
identical places in the tenor, the composition becomes a grand hemiola of
threefold form arranged over a twice-stated tenor color. An analysis commited
to isorhythmic primacy, and particularly to demonstrating the primacy of the
lower parts, will give only subsidiary attention to the amazing interlocked tri-
partite structure, with its own internal identities, that is counterpointed against
the two identical tenor color statements, and to the ternary pattern set up by
the three pairs of A + B that cut across those two statements. While the tenor
can at the most basic level be described as isorhythmic, with six short taleae or
ordines in each color, the upper parts might be said to superimpose an overlap-
ping, tight, but counter-isorhythmic structure upon it.

A few previous analysts have noted the outlines of this structure, though
their significance and extent has largely been passed over.?! It has not yet been
proposed that Schrade’s transcription be emended to match these observations;
the blocks can easily be made much more closely identical than they there
appear. Our understanding of musical language at this period is still so fragile
that we timidly fail to recognize as nonsense some manuscript readings that
demand to be corrected in accordance with musical sense. Analysis can provide
a text-critical tool to refine the edition where deviations from a pattern of iden-
tity or parallelism are apparently casual. In this case, the new readings are
corroborated by an analysis that treats the motet as an equal and interrelated
partnership of text and music.??

Is isorhythm or any other kind of recurrent pattern a conscious background
model from which purposeful deviation is intended to be recognized as such,
or is it simply a means of filling in neutral space between primary formal
events? Can it be both? I think it can; and the balance differs in different
pieces. Textual and musical events often cut across or dislocate hitherto ac-
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cepted measurements of the tidiness or maturity of a motet. When analysis
upholds the purposefulness of such “deviations” they cannot be dismissed as
manifestations of untidiness or early date. Such analysis may demonstrate that
more than one formal pattern is at work in the music, just as there may be
deliberate ambiguity in the text when a biblical and a secular sense, or two
different stories, are superimposed.

A common weakness of judgments about orderliness of structure, or of
analytical bases for determining chronology, is that only a single criterion, or
criteria that are too limited, are taken into account. Emest Sanders demon-
strated the extent and importance of regular periodicity of phrases between rests
in the upper parts of motets, even where there is no regular isorhythm between
those phrases.??> Ursula Giinther’s study of the fourteenth-century motet in-
voked the amount and extent of isorhythm as a measure of chronology.?* Nei-
ther of them takes closely into account either the text-music relationship of
individual parts (examined by some scholars, including Georg Reichert) or?
networks of relationships between texts and musical lines, within and between
pieces, which are just one aspect of the compositional possibilities. In short,
each motet is different, unique, and can only in the most limited and approxi-
mate senses be measured by conventional standards of isorhythm. Several of
the motets on Heinrich Besseler’s list of isorhythmic motets are not in a strict
or primary sense isorhythmic; they may use mensural transformation rather
than simple proportioned restatement (as in Vitry’s motet Vos quid/Gratissima),
or they may balance a variety of constructional resources much more complex
than simple tenor replication (as in Tribum/Quoniam).?

The portion of melody used for the tenor has several palindromic features:
the beginning and end, CDE~EDC, resemble the Neuma quinti toni of Garrit
Gallus, which starts and ends with ut re mi, mi re ut.?’ A conjunct palindrome
from notes 5 to 11, D D E F E D D, abuts the only melodically disjunct
group E G D (notes 12-14), and at the same time contributes to a melodic
sequence with the opening four notes. Discounting repeated notes, the whole
melody can be seen as a conjunct palindrome into which the disjunct group is
inserted; this is the way the composer must have treated it in fashioning the
upper parts (see Example 4.2),

Each of the six blocks (ABABAB, see Ex. 4.1) starts on an octave A in
triplum and duplum flanking the tenor E, and each is always preceded by
triplum rests and followed by duplum rests. Each block begins a new triplum
text line and contains only that line (lines 3, 6, 8, 11, 14, 16); the longer last
hexameter line, 16, extends beyond the block to the final cadence. The identity
is sometimes extended into adjacent groups. The middle A block, and the
second and third B blocks are preceded by duplum semibreves B D C B, and
the central A and B blocks followed by triplum semibreves D D C B.

Each block presents three prominent notes of the chant in its duplum (see
Example 4.3). Block A has C D E, the opening of the chant. In the central A
block indeed these words occur on the duplum word “merito,” underscoring
both in its musical placing and in its notes the significance of this word in the
verbal lattice.?® The only disjunct group of notes in the tenor, E G D, is
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ExampiE 4.3 Three notes of the chant as used in the duplum of each block
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transposed to A C G (its original pitch) in the duplum of each of the B blocks,
for the words—all significant—"regnaverat, Nasonis, subito casu.” The chant
is freely paraphrased in the triplum on F (an octave above its original pitch and
a fourth above the tenor). The first phrase of Tribum paraphrases the entire
chant segment except for the three-note disjunct cell A C G (see Example 4.4).
The omission of these three notes at this stage leaves a perfectly palindromic
phrase (the final four notes of the chant are given in parentheses). The triplum
then proceeds to paraphrase the disjunct cell in its next phrase (L10), avoiding
any further F cadences until the new color at L43 and the final cadence. This
paraphrase of the disjunct cell forms the triplum of the A block and combines
with the duplum presentation of the first three notes of the chant (at tenor
pitch). Many other hints of chant paraphrase result from general parallelism.
In F:Pn, fr. 146, the triplum presents three text lines, nine words, before
the critical word “Fortuna,” which in that manuscript is made to stand at the
top of the recto page; the thrice three words preceding it are at the foot of the
preceding verso.?’ Fortuna is of course central to to Ovid’s letter, to Fauvel, to
the observations on the career of Marigny, developed covertly here but more
overtly in the other Marigny motet, Aman novi/Heu Fortuna. The three voices
of the motet enter in succession, at intervals of three longs, triplum, duplum,
tenor, that is, first one, then two, then all three parts sound. The verbal repeti-
tion pattern involves three triplum words, two duplum words and one tenor
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ExampLE 4.4 Tribum showing chant paraphrase

T ==

Merito hec patimur

word. The beginning and end of the tenor melody are on scale degrees 1, 2,
and 3. There are twice three blocks of identical material in all three parts. The
tenor has two color statements, each of six three-note ordines separated by rests.
The maximodus is perfect, three longs to the maxima. The total number of
lines (27) is 3 cubed.?®

This motet is one of very few in which the tenor is not the lowest in range
but the middle voice of the texture. It mostly sounds fifths between the
triplum—duplum octaves.?! The duplum is the contrapuntal foundation, and is
always a fifth below the tenor on downbeats of the large modus groups, except
at 167, where exceptionally an octave is used, for an exceptional position (ac-
commodating a triplum—duplum imitation that links the two borrowed texts).
The duplum here twice makes its own insistence on the distinctive A C G
motive, at L64-67, and then in the final B block from L70, independently of
its adhesion to the tenor. The duplum deceptively usurps the tenor’s role as
the true foundation of the piece—perhaps a further mirror of a series of decep-
tions in the Genesis story (recalled by the tenor), since Jacob had previously
cheated his brother Esau out of his birthright before himself being deceived by
his own sons about the fate of Joseph.

Tribum and Garrit Gallus

We have seen how the last couplet of the duplum of Tribum que non ab-
horruit/ Quoniam secta latronum/Merito hec patimur uses an elegiac couplet
from one of the letters written by Ovid in exile. Tribum can be linked to at
least two other motets that are rich in contemporary historical allusions. Of
these, Garrit Gallus/In nova fert is placed at the culmination of the expanded
and interpolated version of Fauvel in F:Pn, fr. 146. It embodies a range of
animals that stand for the human subjects of this grand edmonitio and could
be said to be a motet about bestial transformation. It is therefore particularly
appropriate that the first line of its duplum “quotes,” or rather, presents, the
first line of Ovid’s Metamorphoses: “In nova fert animus mutatas dicere formas”
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(The mind inclines to speak of forms changed into strange things). This is the
literary work, widely known and quoted then as now, which above all others
deals with and stands for transformations between gods, humans, and animals.
The protagonist of the Roman de Fauvel is a horse unnaturally transformed to
human estate and kingly status. In nove fert on the last full folio of the Roman
thus comes full circle from the first folio in which Fortuna raised Fauvel from
stable to palace. In addition, the novelty and strangeness of the events portrayed
is signaled not only by Ovid’s words but by the earliest use of red notation to
signify mensural, indeed temporal, metamorphosis of perfect to imperfect time.
As in the case of Tribum, it can likewise be argued for Garrit Gallus that its
Ovidian line is not so much a quotation as a foundation.

The second half of Tribum/Quoniam, at the second color statement, starts
with a clearly audible musical quotation of the beginning of Garrit Gallus/In
nova fert. It is a quotation that involves all three parts, changing their roles
and applying light camouflage. Recognition of the full resonances of the quota-
tion depends on taking text and music combinations together. The quotation
directly follows the central words of the triplum trans metam-—a kind of
“meta”morphosis—and is followed by the words “concinat Gallus Nasonis.”
“Concinat” is the verb used by Philippe de Vitry to indicate his authorship in
the motet Cum statua/Hugo Hugo as “hec concino Philippus publice.” Then
comes the word “Gallus,” which clearly has multiple meanings in this context.
Most obviously, “gallus” is both a rooster/cockerel and a Frenchman. Gallus
was also Petrarch’s name for Vitry, whose identity as the Gallus of the fourth
eclogue of Petrarch’s Bucolicum carmen has recently been reaffirmed,? and
Gallus is the opening gambit, perhaps authorial, of Garrit Gallus. Gallus was
also the name of an earlier Latin poet regarded as one of Ovid’s important
models and predecessors, but of whose work almost nothing survives. Gallus
may gain further significance from the so-called “cock” king, as Philip V is
represented, particularly in Un songe, one of the French dits in F:Pn, fr. 146.%
Philip IV is now dead (Quoniam, duplum line 4, past tense: “tempore quo
regnaverat leo cecatus”). Ovid named himself (Naso) in line 10 of the letter:
“quisquis sit, audito nomine, Naso, rogas.” Naso is named in line § of the
motet duplum as the author of the couplet from the letter. Naso is Ovid’s
signature name: the author aligns himself with Ovid by announcing the Tri-
bum couplet from Epistulae ex Ponto from both authorial mouths (“concinat
gallus nasonis dicta”). At the same time, he alludes to the opening of Garrit
Gallus/In nova fert which presents the declaiming Gallus simultaneously with
In nova fert, the first line of Ovid’s Metamorphoses. Fxample 4.5 shows how
the musical material of the tenor of Garrit Gallus appears in the duplum (here
unusually the lowest voice) of Tribum; its triplum outlines the Tribum tenor
Merito. The Ovidian duplum In nova fert which (unusually) lies above the
triplum Garrit Gallus corresponds to the triplum of Tribum. In addition, Gar-
rit Gallus receives a free musical recapitulation within that motet at the words
“gallorum garritus.”

The multiple quotation cements the authorial link between the Gallus
“singing out” (concinat) in Tribum/Quoniam/Merito, “prating” (garrit) in Gar-
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rit Gallus/In nova fert, and the Ovid whose words are present in and funda-
mental to both motets. [Con-|-cinat Gallus is set to a prominent four-note
motive (B D C B) that precedes three of the blocks, and recurs in conjunction
with words whose special significance we have already observed. It introduces
the second (central) A block at 1.33 (“ruere” before “merito”), the central B
block at 145 (Gallus Nasonis) and the final B block with the Ovid couplet at
L69 (“subito/casu.”). This placing of duplum “casu” reflects the triplum “ca-
surus” in the middle B block.

The quotation is located as prominently as it could be. The middle of the
central B block in Tribum que/Quoniam falls on “Nasonis.” This is the GS
word of the duplum (25 of 41); it spans the GS of all the music (which falls at
96.4 of 156 breves); it stands between the beginning of color II and the GS of
the music measured by colores (i.¢., excluding the introduction), which falls in
L51 (44.4 + 6 = 50.4) between the triplum words “tribus” and “ruerit.” The
minor part of the musical GS falls at 27.4 + 6 = 33.4, on “ruere.” Thus the
same words and music are emphasized by repetition and quotation and by
positions that are proportioned in relation to each other as well as internally.
We now see that the central interruption to the pattern of musical thyme (z in
Figure 4.1) is made precisely for the sake of the centrally placed quotation from
Garrit Gallus. There are at least four significant coincidences at the junction
to color II: the GS of triplum and duplum lines (the 10th and 7th respectively);
the middle words of both parts, which occur in those lines; a palindrome in
triplum and duplum melodies; and a repetition of “ascendere/-it” that intro-
duces color IT with a coincidence of music and words.

Tribum/Quoniam and Garrit Gallus/In nova fert share the same beasts:
“gallus, vulpes, pullis,” and “leo.” Garrit Gallus twice has in the tenor (at B92
and 129) the notes Bb A at the duplum’s “leo,” the second of these at its
musical GS (see example 4.6). The two triplum lions fall at the midpoint of
each color (B36 and 111), the latter at the GS of the duplum text. In Tribum/
Quoniam the blinded lion, “leo cecatus” (duplum line 5), is placed at the GS
of the first half of the music, thus at the minor part of the GS of all the music
(L29.7). The Garrit Gallus tenor notes Bb A at “leo” become the long and
deliberate Bb A for “leo” in the duplum of Tribum/Quoniam at L27-28. These
notes sound, as they do in the tenor of Garrit Gallus, as the lowest notes of
the texture, and are written at the same pitch in both motets. They are pre-
ceded, in the first B block, by the emphatic past tense verb “regnaverat,” also
set to long notes, as if to suggest that he (Philip IV) reigned too long.

Measured music has unique power to give precise temporal positions to
words. Polyphonic music has power to place texts and their component words,
indeed syllables, in precisely determined temporal relationship to each other.
The semantic, structural, and sonic counterpoint can become very complex,
especially when different verbal texts sound simultaneously. But precisely be-
cause of the mutual corroboration of its simultaneous structures, music can
provide concrete authority for certain ways of reading not only musical but also
verbal ingredients. When the texts and their relationships make active counter-
points in sense, sound, and form to each other and to the musical organiza-
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tion, and are not merely parasitic attachments to the music, the possibilities
for multiple counterpointing are greatly increased, exercising and displaying
the composer’s verbal and musical craft to a high degree.

NOTES

A summary of this chapter appears in “The Vitry Motet Tribum que non abhorruii/
Quoniam secta latronum/Merito hec patimur and Its ‘Quotations’,” Actas del XV Con-
gresso de la Sociedad Internacional de Musicologia: culturas musicales de Mediterraneo
y sus ramificaciones, Madrid/3-10/IV/1992, vol. 3 (Madrid: La Sociedad, 1993), in ser.
Revista de Musicologia 16, 542-47. '

1. The “audience” for motets is discussed by Chnstopher Page in Discarding Im-
ages: Reflections on Music and Culture in Medieval France (Oxford: Clarendon Press,
1993), and addressed in my review “Reflections on Christopher Page’s Reflections, Early
Music 21 (1993): 625-33. His “A Reply to Margaret Bent” (Early Music 22 {1994]:
127-32) misrepresents the sense and formulations of that review, while seeming to
defend some of the colleagues and their positions that 1 sought to defend against his
criticisms. Qur understandings of “Audience” are different, if both valid: he is there
concerned mainly with casual or untrained hearers, 1 with informed and prepared lis-
tening, whether by creators and performers or by those who listen with attention but
without participation.

2. For Egidius, see Wulf Arlt, “Der Tractatus figurarum: Ein Beitrag zur Musikle-
hre der ‘ars subtilior’,” Schweizer Beitrdge zur Musikwissenschaft 1 (1972): 35-53. For
a conveniently accessible text and translation, see Daniel Leech-Wilkinson, Composi-
tional Techniques in the Four-Part Isorhythmic Motets of Philippe de Vitry and His
Contemporaries (New York: Garland, 1989), 18-23.

3. See Margaret Bent (with David Howlett), “Subtiliter alternare: The Yoxford
Motet O amicus/Percursoris,” in Studies in Medieval Music: Festschrift for Ernest H.
Sanders, ed. Peter M. Lefferts and Brian Seirup = Current Musicology 45—47 (1990):
43-84; Kevin Brownlee, “Machaut’s Motet 15 and the Roman de la Rose,” Early Music
History 10 (1991): 1-14; Margaret Bent,” Deception, Exegesis and Sounding Number
in Machaut’s Motet 15 Amours qui a le pouoir/Faus samblant/Vidi dominum,” ibid.,
15-27.

4. See Daniel Leech-Wilkinson, “Related Motets from Fourteenth-Century
France,” Proceedings of the Royal Musical Association 109 (1982-83). 1-22.

5. Reprinted from volumes 5 and 15 in the series Polyphonic Music of the Four-
teenth Century as Musicorum Collegio: Fourteenth-Century Musicians’ Motets (Mo-
naco: Editions de I'Oiseau-Lyre, 1986). Study in progress with David Howlett.

6. For manuscript abbreviations see The New Grove Dictionary. F:Pn, fr. 146 has
been published 1n facsimile with magisterial commentary as Le Roman de Fauvel in the
Edition of Mesire Chaillou de Pesstain: A Reproduction in Facsimile of the Complete
Manuscript Paris, Bibliothéque Nationale, Fonds Frangais 146. Introduction by Edward
H. Roesner, Frangois Avril, and Nancy Freeman Regalado (New York: Broude Broth-
ers, 1990). B:Br 19606 is published in facsimile by Brussels, Koninklijke Bibliotheek
Albert 1 and Alamire (1990). The Strasbourg version (lost through fire) survives in a
copy by Edmond de Coussemaker. See Le Manuscrit Musical M 222 C 22 de la Biblio-
theque de Strasbourg. [Fd. Albert Vander Linden. Facsimile edition of portions of
Coussemaker’s descriptive notes, now in Brussels, Bibliotheque du Conservatoire Royal
de Musique, MS 56286.] Thesaurus Musicus 1I. Brussels {n.d., 1977], fo. 71v, no.
115, pp. 110-111.

7. One of these is an ornamented keyboard adaptation of (mainly) triplum and
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duplum in the Robertsbridge manuscript, GB:Lbl 28550, transposed up a tone and with
a partial version of the triplum text. A facsimile of this source is in H. E. Wooldridge,
Early English Harmony, 1 (London: Plainsong and Mediaeval Music Society, 1897),
pls. 42-45. The other is a small single leaf in D:Mbs 29775 (= Clm 29775/10), pre-
serving a curiously notated and textually corrupt version of the triplum alone, transposed
down a seventh (to the G an octave below the keyboard version), and with a page turn.
Up-stemmed, flagged, and down-stemmed minims are used, with no obvious relation-
ship to the rhythms of the motet. Martin Staehelin dates it early fifteenth century, but
the down-stems might suggest an even later date, despite their appearance in some early
German organ tablatures, which this is not. See Martin Stachelin, “Miinchner Frag-
mente mit mehrstimmiger Musik des spaten Mittelalters,” Nachrichten der Akademie
der Wissenschaften in Géttingen, 1, Philologisch-historische Klasse, Jahrgang 1988, no.
6, 167-90; see pp. 1767 and pl. 5 (facsimile).

8. The composition is published in Philippe de Vitry, Complete Works, ed. Leo
Schrade, Polyphonic Music of the Fourteenth Century 1 (Monaco: Fditions de
I'Oiseau-Lyre, 1956), 54-56. A musical omission in the duplum of the fr. 146 copy
renders it unperformable without emendation. Both sources have other slight blemishes
in words and music that do not hobble the total effect even if they diminish the subtle-
ties that the scribes could pass on to us.

9. See the exposition and review of earlier bibliography in Emest H. Sanders,
“The Early Motets of Philippe de Vitry,” Journal of the American Musicological Society
28 (1975): 24-45. While this chapter was in press, Andrew Wathey made an exciting
discovery (see “Myth and Mythography in the Motets of Philippe de Vitry,” Musica ¢
Storia 6 [1998], 81-106), namely, that the final hexameter couplet of the triplum Tri-
bum que non abhorruit (see note 14), is not an independent proverb but derives from
Joseph of Exeter’s De bello troiano, V1.804-5, in the context of the reversal of King
Priam’s fortunes and his murder. In turn, the sentiment, but not the wording, derives
from Lucretius, De rerum natura. (David Howlett had earlier identified the last triplum
line of Garrit Gallus in De bello troiano, 1.386.) Even more strikingly, Vitry used this
same couplet to annotate a passage in his own copy of the Chronicon of Guillaume de
Nangis, which recounts Parthian defeat (38 B.c.) and subsequent tragedies, in moral
and historical conditions parallel to those of the motet, where, too, it was better to have
nothing than to suffer a calamitous loss. This discovery offers further support for Vitry’s
authorship of the motet, as well as for his direct involvement in the Fauvel project.

10. Exile and eclipse are central themes of F:Pn, fr. 146, particularly in the dits
of Geffroy de Paris. One of his French poems uses an eclipse of the sun and the moon
to stand for the vacant papacy in 131416 and also for the uncertainties of the French
royal succession and the eclipse of its dignity at the same period (De la Cométe et de
IEclipse de la Lune et du Soulail); another deals with the exile of the papacy from
Rome to Avignon (La Desputoison de I'Eglise de Romme et de I'Eglise de France pour
le Siége du Pape). See Walter Storer and Charles Rochedieu, eds., Six Historical Poems
of Geoffroi de Paris (Chapel Hill: University of North Carolina Press, 1950). The Latin
poem Natus ego also treats of this topic, but applies the theme of Babylonian captivity
more generally (and traditionally) to the sins and sufferings of the Church. See Leofranc
Holford-Strevens, “The Latin Dits of Geffroy de Paris: An Editio Princeps,” in Fauvel
Studies: Allegory, Chronicle, Music and Image in Paris, Bibliothéque nationale de
France, MS francais 146, ed. Margaret Bent and Andrew Wathey (Oxford: Clarendon
Press, 1998, 246-274).

11. Ths passage is a vivid choice to evoke the theme of Marigny, whose hanging
is more graphically presented in another Fauvel motet, Aman novi/lHeu Fortuna. The
text is here quoted and the translation adapted from the Loeb Classical Library edition
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by A. L. Wheeler (Cambridge, Mass.: Harvard University Press, 1924). For the group
of three Marigny motets, see Margaret Bent, “Fauvel and Marigny: Which Came
First?,” Fauvel Studies, 35-52.

12. T acknowledge the great pleasure and stimulus of continuing collaborative work
with David Howlett on this repertory. Many of the analytical approaches I have applied
here were jointly discovered and are hereby so acknowledged. The texts as printed here
can also be found, with others, in the booklet published with the Orlando Consort
recording, Philippe de Vitry and the Ars Nova, CD-SAR 49. ltalics and underscoring
are added.

13. The special properties of this proportion were known to classical antiquity and
the Middle Ages, more usually in geometric form, or approximated in the whole-
number series known by the name of Fibonacci (the mathematician Leonard of Pisa).
It is also—and more appropriately—known as the proportion of extreme and mean ratio.
Its special quality is that the proportion of the greater part of the division to the whole
is the same as that of the smaller part to the greater. For its application to the counting
of text elements, see D. R. Howlett, “New Ciriteria for Editing Beowulf,” in The Editing
of Old English, ed. D. S. Brewer (Cambridge: Boydell and Brewer, 1994), 69-84.

The GS can be derived arithmetically by multiplying the total number—in this
case of words—by .618, repeating the process to reproduce the proportion successively.

In the triplum, 62 x .618 = 38.316 X .618 = 23.679 x .618 = 14.6. These
numbers can be rounded (38, 24, 15), or the GS can be considered to fall in the next
word (39, 24, 15). In the duplum, 41 x .618 = 25.338 x .628 = 15.658 x .618
= 9.677. These numbers can be rounded (25, 16, 19), or the GS can be considered to
fall in the next word (26, 16, 10). Counting must sometimes be done from the end and
internally as well as from the beginning. There may be for these reasons (that is, direc-
tion, and rounding of fractions) two candidates for the position of the word at or nearest
the GS position, hence the admission of adjacent words.

14. H. Walther, Proverbia sententiaeque latinitatis medii aevi: Lateinische
Sprichworter und Sentenzen des Mittelalters, 5 vols., Carmina Medii Aevi Posterioris
Latina 2 (Géttingen: Vandnhoeck and Ruprecht, 1963-7), no. 22073 (Carminum pro-
verbialium, loci communes . . .). See note 9 above.

15. Musical references are given by longs (L) as numbered in the accompanying
score, or the values referred to as breves (B), semibreves (S). The GS of the structured
music (that is, discounting the introductory 6L) falls halfway through L51 on “ru)- erit”
(triplum) and “dicta” (duplum).

16. “Fortuna recedis/-at” occurs in lines 7 and 19. The 23 lines that they span are
the minor part of the GS of the total lines in the Ovid letter, 58—35.

17. T am grateful to Professor Patrick Boyde for alerting me to an interesting case
of strategic quotation (probably before 1340) in the Petrarch canzone, Lasso me, ch'’
non so in qual parte pieghi (no. 70 in the Canzoniere). It has five stanzas of 10 lines
each. The last line of each stanza is the first line of an existing canzone by a noted
poet, respectively by Arnaut Daniel (so Petrarch believed), Cavalcanti, Dante, Cino,
and finally Petrarch’s own Nel dolce tempo de la prima etade (no. 23, his first canzone,
on the theme of metamorphosis). In each case the penultimate line of the stanza forms
a thyming couplet with the final imported line.

18. It is tempting to see in this some support for Vitry’s authorship. It would not
be surprising that Vitry, a friend and respected associate of Petrarch, should pioneer
such boldly clerical-humanistic juxtapositions. This is entirely in line with the further
pointers to Vitry’s humanist identity that result from Andrew Wathey’s discovery of some of
his motet texts in humanist poetry manuscnpts. See “The Motets of Philippe de Vitry and
the Fourteenth-Century Renaissance,” Early Music History 12 (1993): 119-50.
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19. “Local Chant Readings and the Roman de Fauvel,” Fauvel Studies, 495-524.

20. There is an extra minim in the triplum at the end of L12. The other correc-
tions in the present edition that bring out this identity are based on alternative manu-
script readings, and supported by musical sense (parallel readings, and avoidance of
harmonic fourths).

21. They seem to have been published only by Sarah Fuller, albeit noted in less
detail; see European Musical Heritage 800—1750 (New York: Knopf, 1987), 99-103.
The translation is improved by Howlett’s reading, Schrade’s musical transcription (re-
produced by Fuller) by the present version. Sanders partly makes this observation (“The
Early Motets,” 27) when he says that the taleae could be treated as 3 X 4 instead of 2
x 6, reflecting isomelic correspondences, and notes with approval the periodicity of
the upper parts. Wulf Arlt kindly showed me his own similar unpublished version when
I discussed the present one with him.

22. My transcription differs from Schrade’s at 34 (as Br; fr. 146 omits 35-39), 47
(as Br), 66 (as fr.146, rescuing the imitation by descent from D), 71 (Br and Pn are
wrong, but this and 47, 66 are confirmed by Sm 222 and by the intabulation in Lbl
28550); 174 is possibly a further candidate for emendation, but without support from
the manuscripts. Also, the identities are better seen if the plicas are left unrealized in
the transcriptions. There are no plicas in Sm 222, which confirms all details of the
identical passages.

23. Ermest H. Sanders, “The Medieval Motet,” in Gattungen der Musik in Ein-
zeldarstellungen: Gedenkschrift Leo Schrade, ed. W. Arlt et al. (Bern: Francke, 1973),
497-573.

24. Ursula Gunther, “The 14th-Century Motet and its Development,” Musica
Disciplina 12 (1958): 27-58.
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Du Fay and the Cultures
of Renaissance Florence

As with other Italian cities during the Quattrocento, the fortunes of poly-
phonic music in Florence tended to wax and wane with the circumstances
of patronage, the changing interests of the political and intellectual elites. Al-
though the palimpsest manuscript Archivio Capitolare di San Lorenzo 2211,
compiled ca. 1418-21, testifies to continued Florentine traditions of song and
motet, by the following decade these traditions, as nearly as we can determine,
had become moribund.! The musical life of Renaissance Florence took a de-
cided turn in June 1434 with the arrival of Pope Eugenius IV and the entire
papal Curia, seeking refuge from the unsafe precincts of Rome. The papal
chapel was dominated by a group of singers from France and the regions of
Burgundy, especially Liege and Cambrai, a circumstance that could not but
attract the attention of the newly installed Medici party in Florence.

Still, the most visible effect of the papal stay came only a year later, in
June 1435, when the renowned musician Guillaume Du Fay rejoined the pa-
pal chapel of Fugenius IV. The apparent fruits of Du Fay’s ten months in
Florence comprise the motets Nuper rosarum flores, Salve flos tusce gentis flor-
entia salve/Vos nunc etrusce iubar salvete puelle, and Mirandas parit hec urbs
florentina puellas, all of which celebrate the city in no uncertain terms.? As
David Fallows exclaims, “Three more radically different works are difficult to
imagine. All three are masterpieces of the utmost perfection; they are as clear
an embodiment of the Renaissance as Brunelleschi’s dome.”?

Another motet that likely belongs to Du Fay’s period in the papal chapel—
Rome, October 1428 to August 1433, and Florence, June 1435 to 18 April
1436—-is the prayer motet Gaude virgo mater christi. * The work appears in the
third and latest layer of the manuscript Bologna, Civico Museo Bibliografico
Musicale, Q 15, the most important source for the polyphonic Mass and motet
of the early Quattrocento, and must have been written by ca. 1436.° Iis entry
in Bologna Q 15 postdates that of Du Fay’s Supremum est mortalibus (fols.
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190"-191%), performed in Rome, May 1433. The circumstance is significant in
that the Bologna Q 15 scribe had access to virtually all of Du Fay’s motets and
Mass music of the 1420s and early 1430s. Gaude virgo mater christi appears in
Bologna Q 15 alongside a motet with similar text, Gaude tu baptista christi,
by Benedictus Sirede, dictus Benoit, a composer first known from documents
entered in Florence, November 1436 to February 1437; their simultaneous
inscription may indicate that the two motets circulated together.® Regardless of
the place of composition, it seems certain that Gaude virgo mater christi, as a
sacred work by the first singer of the papal chapel, belonged to the repertory of
the chapel while it remained in Florence.”

Of the three secure motets Du Fay composed during his Florentine sojourn,
Mirandas parit makes an illuminating contrast to Gaude virgo mater christi, for
while they both utilize the same basic style, what I have called “the equal-
discantus motet style,” they realize that style in markedly different ways.® Miran-
das parit, the latest datable equal-discantus motet in Italy, in many ways sums
up the tradition that developed from the Italian Trecento motet, as described by
Margaret Bent, following the Council of Pisa in 1409.° The contrasting musical
characteristics of Mirandas parit and Gaude virgo mater christi are attributable
not only to the absolute differences between their texts, but to the divergent cul-
tural milieux those texts represent. By tracing the connections that relate culture,
text, and music to one another in a continuous process, one ultimately can make
inferences concerning the diverse audiences for whom the motets were intended.
Mirandas parit and Gaude virgo mater christi, | believe, emerge from two of the
prominent cultural currents of the fifteenth century in Italy: the secular wave of
humanism, and the devotional experience of lay piety.

The humanist conception of Mirandas parit may best be seen in compari-

son with another of Du Fay’s Florentine motets, Salve flos tusce gentis (Can-
tus 11): 10

Mirandas parit

Mirandas parit hec urbs florentina puellas

In quibus est species et summo forma nitore.
Quale helenam decus olim nos habuisse putamus
Virginibus patriis talis florescit ymago.

Ad te precipuam genuit clarissima virgo

Nam reliquas superas et luce et corpore nimphas,
Ut socias splendore suas dea pulchra diana
Vincit et integrior quacumque in parte videtur,

(This Florentine city brings forth wonderful girls,

Among whom there is splendor and beauty of the highest luster.

Such loveliness we believe Helen once to have had:

In the homelands so fine a likeness began to blossom among the virgins.
To you, special one, the most renowned Virgin gave birth,

But now you surpass the rest of the Nymphs in both light and body.

As you unite her maidens in splendor, the sweet goddess Diana

Prevails and is seen to be fuller on every side.)
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Salve flos tusce gentis, Cantus I

Vos nunc etrus[cle iubar salvete puelle
Sic sedet hoc animo nec sine amore moror.
Stant foribus nimphis similes stant naiades utque
Aut [ut] am|a]zonides aut proclildives venus.
Fervet in amplexus atque oscula dulcia quisque;
Si semel has viderit captus amore cadet
Ista dee mundi vester per secula cuncta
Guillermus cecini natus [et] ipse fay.
(Now you Etruscan girls, hail! The radiance
Thus lingers within this heart, nor without love do I delay.
They stand at the doors like Nymphs, they stand like Naiads;
Or like Amazons, or prostrate Venus.
Each one burns in embraces and sweet kisses;
If once one sees these, he will fall, captured by love.
This song, O goddesses of the world, through all the ages
I, your Guillaume, born and called “Fay,” have sung.)!!

The two motets assume the guise of the contemporary humanist panegyric, in
which the deliberate classical patterning of meter, language, and figure are
meant to dignify both subject and poet.'? Mirandas parit makes use of strict
dactylic hexameters, organized in syntactic couplets, while the texts of Salve
flos tusce gentis are composed in elegiac couplets, or distichs.!* The choice of
elegiac verse may be attributable to the occasional nature of the poetry, in
imitation of classical models.'* Both works are replete with classical vocabulary
and allusions, of a kind that would have been familiar to educated listeners.

Moreover, both Mirandas parit and Salve flos tusce gentis praise the young
women of Florence, the latter in the second discantus. This in itself is remark-
able, for occasional motets of the Quattrocento rarely address themselves to-
ward women."” The rhetoric implies that their audience included mixed groups
in terms of gender and generation, normal for the elaborate feste of the Floren-
tine elite. Indeed, the first discantus of Salve flos tusce gentis delivers a more
typical encomium upon the virtues of the city. Neither motet so much as
mentions Church or pope, although Salve flos tusce gentis acclaims the “religi-
one viros” native to Florence. One line of Mirandas parit—“Ad te precipuam
genuit clarissima virgo”—suggests a special relationship between the Virgin
Mary and the city, but I view this as a rhetorical gesture typical for the occa-
sional motet. The text of Mirandas parit, seen in its relation to Salve flos tusce
gentis, demonstrates a strongly secular orientation, characteristic of Florentine
humanist culture in the 1430s.¢

Gaude virgo mater christi belongs to another world altogether. The text,
often described as a “sequence” in liturgical books, originated in the thir-
teenth century: !’

1. Gaude virgo mater christi
Que per aurem concepisti
Gabriele nuncio.
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2. Gaude que a deo plena
Peperisti sine pena
Con pudoris lilio.

3. Gaude quia tui nati
Quem dolebas mortem pati
Fulget resurexio.

4.  Gaude christo ascendente
Et in celum te vidente
Fertur motu proprio.

5. Gaude que post ipsum scandis
Ft est honor tibi grandis
In celi palacio.
6. Ubi fructus ventris tui
Per te detur nobis frui
In perhenni gaudio. Amen.

(Rejoice, Virgin, mother of Christ

Who conceived through the ear

At Gabriel’s announcement.

Rejoice, you who, pregnant by God,
Gave birth without blame;

With the lily of modesty.

Rejoice, because the one born of you,
Whose death you sorrowed to experience,
Shines in resurrection.

Rejoice in Christ who ascends,

And who, seeing you in heaven,

Is moved of His own accord.

Rejoice, you who ascend after Him;

And there is great honor to you

In the palace of heaven,

Where the fruit of your womb

May be given to us, through you, to delight
In eternal rejoicing. Amen.

By the fifteenth century it had broken loose from its liturgical moorings, and
become one of the best known of all thymed prayers.!® It is the prayer most
frequently appended to Books of Hours, especially in French sources, and even
appears in some laudari, vernacular collections of the ltalian lauda, or song of
praise.!” Transmitted in multiple versions, ranging from six to 24 stanzas,
Gaude virgo mater christi commemorates the Joys of the Blessed Virgin.?® It
was set not only by Du Fay, but by the northerner Heinrich Battre, and in the
late fifteenth century by Josquin des Prez.?' The widespread popularity of the
text, together with its lack of a specific location in the liturgical year, suggests
that the motet was composed for lay audiences, to whom a polyphonic setting
would be at once familiar and powerful.

Mirandas parit, addressed to the young ladies of Florence, presents an
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uncomplicated Latin syntax appropriate to its theme. Each line is self-
contained, forming an independent or dependent clause; enjambment occurs
only between the last two verses. The organization into syntactic couplets
means that two couplets appear in each half of the motet. The poem builds a
proportional structure based on addition by pairs: two lines, two couplets, two
halves. In the second half of the poem, the form of address changes from
description to apostrophe. The halves are balanced topomorphically, by the
reiteration of similar images between lines in corresponding position (lines 1
and 5, 2 and 6, and so on): %

parit / genuit

forma nitore / luce et corpore
helenam / diana

Horescit ymago / integrior . . . videtur

The opposition of “helenam” and “diana” situates the two main, classical
comparisons of the poem in relation to one another. A chiastic device bridges
the midway point, the placement of the word “Virginibus” at the start of line
4, and “virgo” at the end of line 5. The two lines also share a partial end-
thyme, “ymago” / “virgo.” A symmetrical but elegant structure and straightfor-
ward syntax contribute to the insouciant, polished tone of Mirandas parit. Its
poetic devices, as well as its meter and style, reflect the ambience of fifteenth-
century humanism.

Du Fay’s setting fully realizes and accentuates the formal qualities of the
text. Mirandas parit divides into two sections by mensuration: tempus per-
fectum diminutum (9, unmarked) for the first four lines, tempus imperfectum
diminutum (¢) for the second four lines. Du Fay balances the motet almost
equally, with 225 semibreves in the first section versus 216 semibreves in the
second, a 25 : 24 ratio.?> The change in mensuration coincides with the
change in voice from impersonal to direct address.

Du Fay’s musical setting creates its own formal processes, interacting with
but not dependent upon the poetry. All voices, including the tenor, are free,
in marked contrast to the four-part texture of Salve flos tusce gentis, which
operates with color in the tenors, and talea in all voices.?* Color, talea, and
diminutio may be classified as external structural devices, a priori manipula-
tions of the form, especially of the cantus firmus. Equal-discantus motets like
Mirandas parit, on the other hand, rely on a variety of internal devices to
create formal cohesion. Cadences assume a high importance under such cir-
cumstances, acting as anchors to the luxuriantly curved melodic lines in dimin-
ished tempus. They lend a sense of tonal direction and control with respect to
the final, F. Furthermore, cadences punctuate the text at the end of each
poetic verse.?” Verses 2, 4, 6, and 8 possess internal cadences; all but the last
divide at the caesura, extending the length of each unrhymed couplet.

Du Fay employs imitation, sustained harmonies, and voice reduction for
textural contrast and formal effect. Since the tenor proceeds at a leisurely, but
flexible, pace, unlike the interlocking, repetitive tenors of Salve flos tusce
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gentis, the texture gains a greater variety of harmonic color and rhythm. Verses
1, 2, 3, 4, and 7 begin with an imitative gesture, as do the phrases that set the
second parts of verses 4 and 8 (mm. 33-37 and 84-91). Verses 1, 3, and 4, in
fact, employ the same imitative melodic idea, in different guises. In contrast,
verses 5, 6, and 8 begin with relatively sustained textures, lacking decided
rthythmic motion. Phrase beginnings thereby enhance the line-by-line corre-
spondence between musical and poetic syntax, and underscore the parallels
between the first and second halves of the text.

The importance of formal devices, in the absence of a structural cantus
firmus, can also be seen in Du Fay’s treatment of the introductory and closing
passages. Mirandas parit begins with a short imitative introitus, in which can-
tus I sings alone for two longs, then continues in accompaniment to the same
idea in cantus II. The tenor joins in at measure 5, where another, stronger
melodic surge points toward the cadence in measure 9. The reiteration of solo
staternents emphasizes the motet’s opening verse, which announces its main
subject. Du Fay gives Mirandas parit a strong sense of completion by means
of a dense imitative passage on the word “videtur” (mm. 84-89). Cantus Il and
the tenor begin a fuga at the fifth below, one semibreve apart. The composer
constructs the melody in two repeated rhythmic cells, enabling cantus I to
follow in rhythmic imitation on the third semibreve; the technique harks back
to the motets of Johannes Ciconia. Both the introitus and closing passage, used
as framing devices, are typical features of the equal-discantus motet style.

Mirandas parit exemplifies the texture of the equal-discantus motet, op-
posing two discantus voices in the same range, with melodic, rhythmic, and
verbal activity divided quite equally between them. Du Fay captures the es-
sence of the style in his exploitation of continuously shifting harmonic and
thythmic relations between the discantus voices. Fleeting parallel thirds and
fourths abound between the upper parts, thirds and tenths between the discan-
tus voices and the tenor (Example 5.1). Brilliance of sound, together with care-
fully placed dissonance, accentuates the poetic distance created by the elevated,
polished suface of the poem. The motet is highly consonant, with a harmonic
clarity that lets the words penetrate distinctly. As denoted by the conflicting B-
flat signature, the tenor range lies one fifth lower than the cantus voices; it
crosses cantus II only twice in the course of the work. The upper voices, sing-
ing the same words, cross freely, but not so often as to mitigate their indepen-
dence of line. We hear a contrapuntal clarity admirably suited to the poetic
tone and theme.

Textural lucidity allows the competing melodic lines to be heard to their
fullest. In stark contrast to the continuous texture and mellifluous but mean-
dering contours of Salve flos tusce gentis, the melodic structures of Mirandas
parit are strongly shaped and directed—a prime reason why such motets have
in the past been called, though with small historical justification, “cantilenae.”
In general, the higher of the two discantus voices tends to predominate at any
one moment, a main reason for the limited degree of voice-crossing. The lines
proceed in shorter subphrases that arrive at weak, elided cadences, headed to-
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ExameLE 5.1 Du Fay, Mirandas parit (Opera omnia, ed. Besseler, 1:12-14), mm.,
54—66: treatment of parallel intervals. Reprinted by permission of the American Insti-
tute of Musicology
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ward a stronger cadential goal—an additive method that dates back to motets
of the early Quattrocento (Example 5.2). Within subphrases, the melodic lines
maintain direct contours, disguised or delayed by momentary reversals of direc-
tion (cantus I, m. 25). Frequent leaps of a third or fourth lend the melodic
profiles a degree of distinction. Rhythmic treatment also varies beween the
mensurations of the two parts: the second, in ¢, employs a higher degree of
syncopation, in contrast to the more flexible thythms of @.

Du Fay controls the pace of Mirandas parit, the perception of forward
momentum and retardation, partly through textural means. Two passages that
seem deliberately to slow down the pace help illustrate the point. Verse 4 be-
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ExaMPLE 5.2 Du Fay, Mirandas parit (Opera omnia, ed. Besseler, 1:12—14), mm.
17-26: length and construction of phrases. Reprinted by permission of the American
Institute of Musicology
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gins with a phrase in double subject imitation (mm. 27-33). The tenor carries
a simple melodic idea against the more prominent, untexted figuration of can-
tus I, which derives from the introitus. In equal-discantus motets, tenor text-
ing, as occurs here, is normally restricted to moments when the tenor assumes
greater musical importance. The tenor idea is repeated at the unison by cantus
I against the second subject in cantus II, then by cantus II against free counter-
point in the other voices. The passage serves as a respite before the intense
drive to cadence at the end of the motet’s first half (mm. 33-37).

The corresponding passage in the motet’s second half, verse 8 (mm. 74—
83), similarly slows down the pace just before the closing passage. The phrase
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begins with three longs in reduced texture, without the tenor. Shortly after the
tenor reenters, cantus I splits into two parts (mm. 80—81), with the additional,
higher part indicated by coloration. This creates a momentary four-part imper-
fect consonance, d'—b—f§'—b’, with cantus II on the bottom. The phrase then
resumes movement toward the perfect cadence in measure 83, on ¢’'—g'—¢". As
already shown, the closing section operates in dense, three-part thythmic imita-
tion. In sum, Mirandas parit displays a subtle, urbane treatment of structure,
texture, and pacing, interacting with the inherent proportionality of the poetic
text. '

Gaude virgo mater christi sets a very different kind of text from Mirandas
parit, although the musical contrasts between the motets are not attributable
solely to the qualitative differences between the poems. Each of the first five
stanzas begins with the word “Gaude,” and describes one of the important
events in the life of the Virgin Mary in her relationship to Christ: the Annunci-
ation, Nativity, Resurrection, Ascension, and Assumption. Since the text func-
tions as a prayer, each of these topoi leads the listener to a different place, or
set of mental images associated with the event—the brevity of the strophes
should not disguise the devotional connotations of the five stages, or stations,
within the poem. The sixth, final, stanza contains an appeal to the Virgin,
ending with the word “gaudio,” which rounds off the rhetorical schema. The
three-line stanzas are organized with the rthyme pattern AAX BBX and so on.
A steady, trochaic meter, 8 + 8 + 7 syllables per stanza, contrasts with the
unaccented hexameters and variable syllable count of Mirandas parit. Such a
contrast between accented and quantitative meters is characteristic of the divide
between sacred and secular Latin poetry of the fifteenth century.?® Each stro-
phe works as a single, self-contained unit: within the strophe, the first two lines
set up the topic or narration, while the last line resolves the chain of thought,
emphasized metrically by an accented syllable and double rhyme at the end of
the third line.

The subtle, flexible formal control that Du Fay exerts in Mirandas parit
finds scant counterpart in Gaude virgo mater christi. Just as the text originates
in a different cultural realm, so too does the polyphonic setting. Du Fay creates
a deliberately static structure to delineate the stanzaic divisions of the “se-
quence” text. Strong cadences at the end of each stanza, lasting one long
apiece, repeatedly emphasize D, and the final, G.?” The size of the sections
shrinks as the motet progresses, from 16 to 13, 13, 11, 11, and 13.5 longs. In
other words, the treatment of each strophe becomes more compact, with an
extension in the last stanza for the “Amen” (mm. 73-77). Compared with
Mirandas parit, the overall pacing turns unidirectional, with a final intense
flourish at the end. The musical setting can be heard as a series of stages,
parallel to the text, and progressing toward the same goal. Du Fay further
emphasizes the strophic setting by starting stanzas 1 and 2 with the same me-
lodic idea, in cantus II and cantus I, respectively; the same idea returns in
shortened form at the beginning of stanza 6.

Strophic construction is heightened by the likelihood that the tenor should
be underlaid throughout. In the Bologna Q 15 redaction, the tenor has one
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ExampLE 5.3 Du Fay, comparative voice ranges and finals in (a) Nuper rosarum flo-
res (1436); (b) Salve flos tusce gentis (1436); (c) Gaude virgo mater christi (1428—33 or
1435-36); (d) Mirandas parit (1435-36) [T =tenor, T2 =second tenor, C2 = second
cantus, Cl = first cantus|
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note or ligature for every syllable of text, with the exception of a single ligature
that must be broken (m. 68). Within strophes, text underlay is often staggered
between parts, but the cantus voices uniformly arrive with the tenor at the
last cadence. The untexted contratenor, on the other hand, is demonstrably
inauthentic, in part because it interferes with normal cadential patterns.?® The
similar verbal sound at each cadence, caused by the rhymed ending of the
third line, helps to consolidate the point of arrival, just as the opening word,
“Gaude,” articulates each new beginning. Full tenor texting also creates a
heavier acoustical effect, and suggests a different performance space than does
Mirandas parit, possibly within the more resonant ambience of a cathedral or
chapel, as opposed to a large hall or outside pavilion: by and large, fully texted
motets, such as Hugo de Lantins’s Ave verum corpus, are restricted to works
with sacred texts.?’

Another aspect of musical organization that distinguishes Gaude virgo
mater christi from Mirandas parit is the distribution of voice ranges. Whereas
the latter typifies the usual texture of the equal-discantus motet, the second
discantus in Gaude virgo mater christi has a range and clef one third lower
than the first discantus. Despite the difference in range, the two upper voices
maintain their equality in all other respects. Supremum est mortalibus, written
in May 1433, is Du Fay’s first datable motet to employ a lower voice range for
the second discantus, which in effect acts like a texted contratenor, covering
the same range as the tenor: tenor d—g’, cantus Il d—g’, cantus | d'—¢". A
similar pattern of voice ranges occurs in Nuper rosarum flores, Salve flos tusce
gentis, and later works, but not for Mirandas parit (Example 5.3).3° The differ-
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ExampLE 5.4 Du Fay, Gaude virgo mater christi, mm. 30-35: dissonance treatment
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entiation of vocal ranges associates Gaude virgo mater christi with Du Fay's
motets of the 1430s, and supports its dating to 1428-33 or 1435-36.

The discantus melodies in Gaude virgo mater christi lend the motet a
warmth and intimacy that contrast with the highly polished, but cooler, me-
lodic and textural surfaces of Mirandas parit. 'The switling melodic lines ap-
pear unpredictably, and dissolve just as quickly. Du Fay pays a price for his
freedom of melodic treatment, however, in the lesser degree of control he ex-
erts over the counterpoint. The texture sustains a comparatively higher level of
dissonance as the discantus voices rub against each other in passing, or conflict
momentarily with the tenor (see the dissonances marked with an x in Example
5.4). Gaude virgo mater christi makes a virtue of this circumstance by using it
to add piquancy to the melodic surfaces—in passing tones, escape notes, sus-
pensions, and cadential appoggiaturas—and to cut against some of the overall
sweetness of tone. In general, the motet operates on a series of shifting spot-
lights within each strophe, as attention swivels from one discantus voice to the
other. Particularly interesting is the technique, heard in the first five measures,
of isolating the second discantus in the middle against sustained harmony in
the first discantus and tenor. Since the second discantus has a range one third
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lower than the first, they tend to maintain those relative positions when singing
extended passages in semibreves and minims. The latter circumstance may ex-
plain why this motet shows no more voice-crossing than does Mirandas parit.
The solid formal structure of Gaude virgo mater christi provides a frame
for its intricate melodic lines and sudden changes of pace. In tonal terms, Du
Fay places special emphasis on the corresponding melodic fifths from d” to g’,
in the soft hexachord, and from a’ to d’, in the natural hexachord, which out-
line the plagal ambitus from d” to d'. Exploitation of modal elements, already
seen in the large-scale cadential structure, contrasts with the freer, and more
typical, use of tonal resources in Mirandas parit. The melodic writing itself
works in two ways: with insistent, descending motion in breves and semibreves,
set off by upward leaps of a fourth, fifth, sixth, or even an octave (m. 25), and
with curved, conjunct motion in minims. The two styles flow into each other
within strophes and within individual voices, creating plasticity and contrast.

Such writing is reminiscent of two Du Fay motets from the early 1420s,
Flos florum and Vergene bella. The comparison is instructive: both are Marian,
they are written in the newly accessible motet styles of the early Quattrocento,
with an attendant emphasis on the melodic line in tempus perfectum diminu-
tum, and they demonstrate the kind of melismatic, curvilinear motion in semi-
breves and minims that characterizes Gaude virgo mater christi.>' Vergene be-
lla, of course, sets the first strophe of Francesco Petrarca’s canzone in praise of
the Virgin Mary, a poem that, like Gaude virgo mater christi, counts among
the most widely distributed texts of the fifteenth century. The poem, 366th and
last in Petrarca’s Canzoniere, appears in numerous laudari, and even Du Fay’s
polyphonic setting, which incorporates the qualities of both motet and lauda,
survives in three different manuscripts.

Du Fay, in choosing these texts, or having them assigned to him on com-
mission, appealed to a wider audience, that of the religious laity who wished
to have access to the power and solace offered by ecclesiastical ceremony. The
composer could not but be aware that motets with familiar or, in the case of
Flos florum, evocative Marian texts would carry his name and music far beyond
the bounds of his present patron and employment. In the fifteenth century, lay
spirituality took several forms, which varied from region to region. In Florence,
piety manifested itself through membership in religious confraternities, the
construction of family chapels in Florentine churches, such as San Lorenzo
(collegiate) or Santa Maria Novella (Dominican), in the possession and private
use of Books of Hours or laudari, and through the endowment of commemora-
tive Masses said or sung for the souls of oneself and one’s family.**

In the fifteenth century, Florence could boast of over thirty religious con-
fraternities.>* Prominent among these were the laudesi companies, who, until
at least 1430, gathered each weeknight to sing or hear laude, and who held
shortened services at their chapels within the city’s churches.?® By the fifteenth
century, many laudesi companies hired professional singers, usually Florentine
tradesmen, but at times including outsiders, such as the composer Benoit in
1436.36 Confraternal organizations were open to a cross-section of society, in-
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cluding artisans and all but the lowest class of workers, and in this respect
overlapped with the elite social world of the merchants and bankers. >’

One contemporaneous equal-discantus motet, Missus est Gabriel angelus,
attributed to Petrus Rubeus (Pietro Rosso) in Bologna Q 15, likely was per-
formed in a confraternal environment. It combines two responsories and their
verses to create a polyphonic, texturally elaborate paraphrase of Luke 1:26-32,
the scene of the Annunciation. Treviso, where Rosso was active from 1417
through 1446, had a well-established festa of the Annunciation that involved
an elaborate procession from the cathedral to Santa Maria Maggiore and back,
followed by a sacre rappresentazione in the cathedral.®® The entire event was
sponsored and paid for by the confraternity of Santa Marie dei Battuti, and
presented in conjunction with the cathedral chapter. A document from 1443
states that “Master Pietro Rosso, priest, made the song [that] is sung at the
crosstoads: Missus est angelus Gabriel” (“messer pre’ Piero Rosso fé el canto
[che] se canta in + di via/ missus est angelus Gabriel”). The original records
show that Rosso’s motet was performed every year between 1443 and 1447, if
not earlier, with the confraternal and ecclesiastical authorities of Treviso all
in attendance.

Gaude virgo mater christi, in its particular text—music relations, appeals to
the lay audience in a number of ways. Its melodic style recalls the Trecento
song tradition and the closely associated polyphonic lauda; the song motet
Vergene bella draws on the same traditions. In its intensity of expression, car-
ried out within a well-defined but largely static framework, Gaude virgo mater
christi contrasts with the transparent textures and perfect balance of vertical and
horizontal elements that characterize Mirandas parit. The polyphonic setting
amplifies the five Joys of the Virgin described by the text, presenting them to
the listener and drawing him or her along in the act of prayer. The sixth
strophe offers a request to the Virgin, portrayed as crowned in Paradise, on
behalf of all.

In contrast, the strong humanist bent of Salve flos tusce gentis and Miran-
das parit makes it likely that they were commissioned by the Florentine mer-
chant class associated with the Medici.?® Cosimo de’ Medici himself was re-
nowned as a patron of humanists, and the Florentine government possessed a
long tradition of employing humanist writers, notably the Chancellor, Leo-
nardo Bruni.*® In Salve flos tusce gentis, Du Fay makes reference to the com-
mission itself, in a witty play upon the traditional employment motet:

Nunc cecini et grate voces placuere canore
Premia mercedes nec peftliere simul.

(Now I have sung the tones, and willingly, to please with song;
And not to seek gifts and salary together.)

The passage can be read as a comment on Du Fay’s dual role as papal
singer (“mercedes”) and as composer to the city (“premia”). The text gives fur-
ther mformation concerning its audience: it praises the “honorable arts” (“artis
honeste”), those great in council and in loyalty (“magnos consilio atque fide”),



Du Fay and Renaissance Florence 117

as well as men of “genius” and “eloquence” (“ingenii” and “eloquii”), all ideal
characteristics of the merchant class and professional humanists who ran the
government and business enterprises of the Florentine republic. The same so-
cial group was responsible for the commission of Mirandas parit. The selection
of women as addressees in the latter motet suggests a familial ambience, rather
than public ceremony or ambassadorial display.*!' A less complex work than
Salve flos tusce gentis, Mirandas parit is at once brilliant and subtle. It creates
a flexible musical design that sharpens and accentuates the humanist praises of
the ladies of Florence.

Polyphonic motets could only flourish in the presence of a competent
choir, as was the case in Florence during Fugenius IV’s first stay in the city.
Papal singers, individually or together, undoubtedly sang in Florence cathedral
and other churches. It was in Eugenius IV’s interest, and their own, that his
musicians generate goodwill in their host city. As a papal singer, administrator,
and composer, Du Fay had multiple obligations, which included the fulfill-
ment of outside commissions. The audience for Gaude virgo mater christi and
other Du Fay works such as Ave virgo que de celis overlaps in social composi-
tion with the audience for Salve flos tusce gentis and Mirandas parit, but repre-
sents a different aspect of the same society.*? Such intertwined relations charac-
terize the dense social organization of fifteenth-century Florence. Mirandas
parit and Gaude virgo mater christi were thus heard in very different ways and
contexts. The motets represent two different ideals, two different cultures of the
Florentine Renaissance, coexisting and at times overlapping, sometimes within
the same creative mind.
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For Whom the Bell Tolls

Reading and Hearing Busnoys’s
Anthoni usque limina

Postmodemism is said to celebrate the multiplicity of meanings in musical
works. What is meant by this, principally, is this: since every composition
admits a variety of possible interpretations (depending on who is performing or
listening), no preferred interpretation can be claimed to be objectively true,
that is, immanent in the music itself. If others hear or perform the same work
as we do, it cannot be the work that compels us to prefer our interpretation
over theirs. The reasons for our preference must lie rather in what makes us
different from others: the particular beliefs, values, interests, and paradigms
that are constitutive of our musical interpretation. Rather than expecting music
to be aloof from this human diversity, we should celebrate its capacity to em-
brace it.

However, it has often been objected that the positive valuation of multi-
plicity may lead to extreme relativism, to a point where there might be as many
valid interpretations as there are human beings. How can scholarship be ex-
pected to maintain agreement under such a philosophy? The answer comes
from the reinstatement of a concept that was central to medieval society: com-
munity, or, more specifically: interpretive community. Paradoxically, in our
“age of the individual,” reading and listening begin to be understood again as
activities having an essential communal dimension: the times of direct aesthetic
communion with the composer are past.l

Community means principally shared beliefs, values, interests, and para-
digms. This has always been true of the scholarly community, of course: inter-
pretations or readings are advanced there as hypotheses, and shared method-
ological standards guarantee that the multiplicity of hypotheses is always
limited to those that can compete on the same, agreed terms. Yet those very
standards and terms may separate us from other interpretive communities: per-
formers and listeners, for instance, but also the communities whose music we
study (see below). Here, the concept of multiplicity expresses the historical
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truth that different interpretive communities may perceive music as meaningful
in different ways, and (as the history of scholarship shows) that accepted inter-
pretations can change quickly even within a single community. There may not
be a uniquely “true” meaning hovering above this historical and cultural diver-
sity, and even if there is, it may not be our privilege to know it.

Yet how can our scholarly standards separate us even from the communi-
ties whose music we study (as observed above), when those very standards dic-
tate that our interpretations be historically accurate? I will answer this question
by turning from the concept of “multiplicity” to that of “meaning.” The idea
that music has meaning, that it signifies, is a typical postmodemn belief, which
has become influential largely because of the ascendancy of literary criticism
(and has been fueled, in addition, by the reaction against the modernist credo
of musical autonomy). Music, today, is perceived principally as text, and texts
must signify.

For medievals this was quite different. Although they would have agreed
that texts can be scrutinized for meanings (as their traditions of biblical exegesis
confirm), they would not immediately have thought of music as signifying in
this way. This is mainly because music was perceived in essence not as an
object, but as physical motion in air, produced by action upon objects.? Since
motion always has a cause and an effect, the question was not what music
means (as if it were a sign), but rather what it does, what its effects are. This
explains, for instance, why a theorist like Johannes Tinctoris remained com-
pletely silent on the meaning of music, yet devoted a whole treatise to its
effects.? It is true that music could become a physical object by virtue of being
written down (res facta). Yet insofar as notational symbols could be seen as
signifiers (and theorists did indeed describe them as signa which can signifi-
care), they signified the measured sounds that constitute music, and which do
not exist except as motion caused by human action.*

We no longer share this aesthetic today: if we were still concerned about
the beneficial effects once attributed to late medieval music, we would perform
it more often, and write less about it (since this is to produce texts, not musical
effects). Even so, we have every reason to perceive late medieval compositions,
anachronistically, as texts. It allows us to see them as full of “signifiers” that
demand interpretation and criticism: cantus firmi, structural ground plans, for-
mal layouts, borrowings, allusions, stylistic devices, and so on. Interpretation
of those elements may help us to arrive at historical understanding, yet for this
it is necessary, in addition, to expand the range of perceived signifiers to con-
textual evidence outside the work itself. (For instance, the knowledge that me-
dievals valued music principally for its effects may be vital to the historical
interpretation of individual works, but the latter do not actually provide that
knowledge.) This extension of the range of signifiers beyond the work turns
history into text: a fabric of signifiers in which the musical work is fully inter-
woven. (Whence the New Historicist concern with “the historicity of the text
and the textuality of history.”)

The perception of music as text distinguishes our scholarly community
from the medieval interpretive communities whose music we study. We wish
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to “read” their music in its historical context: they wished to have it performed
for a variety of social and religious purposes. Consequently, we cannot justify
the musical meaning perceived by us as in any way “authentic”: the meaning
we perceive is relevant to our interpretive community, which posits the notion
of musical meaning to begin with. Medievals themselves did not look for musi-
cal meaning in this way, yet our approach is not invalidated by this, for the
very fact that they did not can itself be taken as a signifier, adding to the
meaning of their music.

Antoine Busnoy’s Anthoni usque limina provides a beautiful illustration of
this. As I will argue in the present chapter, the motet was meant to produce
concrete effects, in Heaven as well as on earth. Among the musical effects
itemized by Tinctoris, the following in particular are relevant: music increases
the delight of saints (third effect), prepares for the receiving of God’s blessing
(hfth), chases away the Devil (ninth), cures those who are ill (fourteenth), and
blesses the souls of believers (nineteenth).® Since we belong to a different inter-
pretive community, however, we would not expect the motet to have any of
these effects today. Yet the knowledge that Busnoys and his contemporaries did
expect this is part of what we might perceive to be its meaning. And that
knowledge is only one of many contextual signifiers pertinent to Busnoy’s set-
ting. One of the truly remarkable features of Anthoni usque limina is that the
fabric of signifiers in which it is interwoven extends far beyond musical beliefs
alone: ultimately, as I hope to show, it covers all the essentials of the medieval
outlook on life and the world. Few works, therefore, seem better suited to
illustrate “the historicity of text and the textuality of history” than Anthoni
usque limina.

The essay is structured in three sections. In the first, I will address the ques-
tion of the liturgical function of Anthoni usque limina, for which it will be neces-
sary to trace the sources for several of its textual elements. Although a tentative
answer to the question can be formulated, the isolation of textual elements leaves
the impression of a random patchwork of imagery. In the second part, therefore,
I will attempt to pull together the various strands of meaning, in order to arrive at
a coherent and historically plausible reading. In the third part, finally, that read-
ing will be considered in the context of Busnoys’s life.

Before proceeding, it may be worthwhile to summarize what is known
about Anthoni usque limina.® The motet is dedicated to St. Anthony Abbot,
the composer’s name saint. It survives uniquely in the Burgundian choirbook
Brussels, Bibliothéque Royale, MS 5557, where it was almost certainly copied
by Busnoys himself.” Three vocal parts are written out; a verbal canon gives
instructions for a fourth {in tenor position): a bell is to be struck at regular
intervals in both sections.® The verbal canon is incorporated in a drawing
which shows a T-shaped cross (tau) with pendant bell: both are attributes of St.
Anthony.? Busnoys “camouflaged” his first and last names at the beginning and
end of the Latin text: the syllables corresponding to his name are written in red
ink in the manuscript (italics in the transcription below), and a second verbal
canon also alerts the reader to the wordplay.'? The text of the motet, to which
reference will be made throughout this essay, is as follows:



1 Anthoni, usque limina
Orbis terrarumque maris,
Et ultra, qui vocitaris
Providencia divina,

5 Quia demonum agmina
Superasti viriliter:
Audi cetum nunc omina
Psalentem tua dulciter.

Et ne post hoc exilium

10 Nos igneus urat Pluto,
Hunc ab orci chorum luto
Fruens, fer auxilium:
Porrigat refrigerium
Artubus gracie moys,

15 Ut per verbi misterium
Fiat in omnibus noys.

For Whom the Bell Tolls

Anthony, who, as far as the edges

of the earth and the sea,

and even beyond, art invoked
through divine providence,

because thou hast manfully overcome
the hosts of demons:

hear the gathering now

sweetly singing thy miracles.

And, lest after this exile

fiery Pluto burn us,

bear assistance, delivering this choir
from the mire of the underworld:

let the water of grace

offer refreshment to the limbs,

so that the Spirit, through the mystery
of the Word, may be in all.

125

I

The first question to be addressed is that of the liturgical status of Anthoni
usque limina: Was it meant to fit into the liturgy of St. Anthony, and if so,
where? Formally, the motet is a prayer: it is addressed to the saint directly,
and contains several verbal resonances with known prayers from his liturgy. In
particular, the phrase “let the water of grace offer refreshment to the limbs”
(13—14) was a standard clause in collects from the liturgy of St. Anthony.!! It
refers to the extremely painful disease of gangrenous ergotism, known in the
Middle Ages as the holy fire (ignis sacer) or St. Anthony’s fire. The powerful
Antonian Order (based in Saint-Athoine-de-Vienne) was dedicated to its cure,
and held the monopoly on the blessing and administration of the healing holy
water of St. Anthony. Although the disease occurred only sporadically after the
twelfth century, the order continued to collect offerings of the faithful in return
for indulgences, to support its vast network of over 350 monasteries, command-
eries, and hospitals in western Europe. !2

By the late Middle Ages, St. Anthony’s fire was reinterpreted in many
liturgical texts as a metaphor for the flames of hell and purgatory, and even for
the “fires” of sin. Although the saint continued to be invoked for aid in epi-
demic diseases, particularly the plague,'® he came to be regarded more broadly
as a powerful helper against temptation and against the pains of purgatory. The
latter idea was developed most fully in collects—among the more flexible items
in the liturgy—although incidental allusions can also be found in chants (see
below). Busnoys’s supplication for deliverance “from the mire of the under-
world” (11) parallels this trend, and confirms the debt to collects from the
liturgy of St. Anthony, as the following examples illustrate: '*

God, who grantest, on account of the perseverance of St. Anthony, that the
morbid fire be extinguished and that refreshment be offered to the infected
limbs, deliver us benevolently, on account of his merits and prayers, from the
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flames of hell, that we be presented joyfully, and whole of spirit and body,
before Thee in Glory. Through Christ our Lord. Amen.

O almighty and eternal God, who on account of the prayer and the merits of
the holy father and abbot Saint Anthony alleviates the diseases of the fire and
offers refreshment to the infected limbs, we pray that we, on account of his
prayer and his merits, be delivered from the fires of pride, avarice, impurity,
rage, hate, and envy, and from all sins. And that we be protected from the
pains of hell and released from the pains of purgatory, so that we may blissfully
attain to the glory of Thy Resurrection . . .

It is not possible, however, to consider Anthoni usque limina as a possible
polyphonic replacement for a collect: formal liturgical prayers are by definition
addressed to God, and refer to saints only in the third person. As the above

examples illustrate, they are typically cast in the form “Deus, qui . . . [invoca-
tion of the saint’s miracles and intercession], concede . . . [one or more spe-
cific supplications|. Per Christum Dominum noestrum . . . [doxology]. Amen.”

Busnoys, on the other hand, addresses his supplications to St. Anthony di-
rectly. Such direct prayers to saints tend to be found not in collects, but rather
in chants, whose texts are not subject to rigid textual constraints. Although
Anthoni usque limina is written as prayer, and plainly borrows some of its
imagery from prayers in the Antonian liturgy, it was almost certainly not writ-
ten to replace one.

Is it then possible to regard Busnoys’s motet as a musical replacement for
a chant for St. Anthony? The vital piece of evidence for this hypothesis is
missing: Anthoni usque limina does not use a chant as its cantus firmus (whose
liturgical position it might then have assumed, despite the resultant polytextual-
ity), but is based rather on the sound of a bell, struck at regular intervals in the
course of both sections. Still, there is at least the suggestion that the motet was
embedded in a context in which liturgical chants were sung. Its first section
ends with the supplication “hear the gathering now sweetly singing thy mira-
cles” (7-8). Although chant texts frequently include praises and prayers to
saints, they tend to be mostly devoted to narratives of their glorious deeds, often
quoted verbatim from their vitae. St. Anthony was no exception: ** the miracle
most often referred to in his liturgy (and depicted in very many altarpieces) was
the temptation by the demons, and it seems at least plausible that lines 7-8 of
Anthoni usque limina were meant to draw attention to this surrounding liturgi-
cal context. I quote the famous episode from St. Anthony’s life here in full, as

recounted by Jacobus de Voragine in the Golden Legend (italics mine): '

Another time, when he was living hidden away in a tomb, a crowd of demons
tore at him so savagely that his servant thought he was dead and carried him
out on his shoulders. Then all who had come together mourned him as dead,
but he suddenly regained consciousness and had his servant carry him back to
the aforementioned tomb. There, lying prostrated by the pain of his wounds,
in the strength of his spirit he challenged the demons to renew the combat.
They appeared in the forms of various wild beasts and tore at his flesh cruelly
with their teeth, horns, and claws. Then of a sudden a wonderful light shone
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in the place and drove all the demons away, and Anthony’s hurts were cured.
Realizing that Christ was there, he said: “Where were you, O good Jesus,
where were you? Why did you not come sooner to help me and heal my
wounds?” The Lord answered: “Anthony, I was here, but I waited to see how
you would fight. Now, because you fought manfully, I shall make your name
known all over the earth.”

The verbal resonances in Busnoys’s motet are obvious: “because thou hast man-
fully overcome the hosts of demons” (5-6), and “as far as the edges of the earth
and the sea, and even beyond” (1-3) are clearly based on narratives of the
saint’s life. The same episode is alluded to in several chants for St. Anthony,
including Alleluia Vox de celo, the offertory Inclito Anthonio, and the antiphon
Vox de celo.!” It seems plausible that Busnoys’s supplication “hear the gathering
now sweetly singing thy miracles” (7-8) referred to such and other chants as
much as to lines 1-6 of the motet itself. !

If the first part of the motet recalls the typical content of chants for St.
Anthony, and may allude directly to their performance in a liturgical frame-
work, the second part seems incompatible with their nature. It is not just that
lines 13-14 are inspired by collects, but the explicit reference to hell and pur-
gatory in lines 9—12 is highly untypical of chants,!” and goes far beyond even
the imagery employed in prayers. In chants for St. Anthony allusions of this
kind tend to remain sporadic and oblique. Closest to the content of collects is
the Magnificat antiphon O lampas ardens in virtute—like Busnoys’s motet a
prayer to St. Anthony rather than to God: it ends with the supplication “that
through thy merits we may be worthy to escape all dangers, and the conflagra-
tions of the fire of Hell.”?° The alleluia Felix corpus is likewise cast as a prayer
to St. Antony, yet the allusion to hell is less direct: “the conqueror of the
demon presently chokes the flames of the fire and the conflagrations of the
underworld (orcus).”

In the latter passage we may find a possible source for Busnoys’s use of the
word “orcus,” for underworld (11), yet his motet develops the imagery of the
hereafter much further than either chants or prayers. “Lutum,” for mire (11),
must be derived from the Psalms, where it is associated with the Hebrew image
of the underworld as a pit (Ps. 40:2). There is, in fact, a direct verbal resonance
between lines 11-12 of Busnoys’s motet (“hunc ab orci chorum luto eruens”)

and Psalm 69:14:

Erue me de luto ut non infigar: libera me ab his qui oderunt me et de profun-
dis aquis.

(Deliver me out of the mire, and let me not sink: let me be delivered from
them that hate me, and out of the deep waters.)

It seems consistent with our earlier observations that Busnoys attributes the
power to release tormented souls in the underworld to St. Anthony rather than
to God. Strictly speaking only the saint’s intercession could be effective: the
supreme judge was Christ himself. Noteworthy is the felicitous rthyme between
the Old Testament image of mire and the classical image of Pluto, the lord of
the underworld (“Pluto/tuto,” 11. 10-11). Clearly, in developing the associa-
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tion between the punishments of the afterlife and the intercession of St. An-
thony, Busnoys achieved a conflation of poetic imagery that went far beyond
any models he could have found in the liturgy of the saint. We must return to
a closer reading of these crucial passages below.

Surveying lines 1-14 as a whole, one is struck by the sheer range of ideas
and images associated with St. Anthony: universal veneration (1-4), the temp-
tation by the demons (5-6), the veneration of the saint (7-8), the burning of
souls by Pluto (9-10), the mire of the underworld (11-12), and refreshment to
the limbs (13—14). We have traced the textual sources for several of these ideas
and images in order to establish the liturgical status of the motet, yet the evi-
dence remained ambiguous. Some elements are closer to chants, others more
to collects, but in the end Anthoni usque limina cannot be classified as either:
unlike chants, the motet develops unusually elaborate infernal imagery, and
unlike collects, it is addressed to St. Anthony rather than to God.

The final two lines (15-16) remove us even further from the typical con-
tent of chants and prayers, and indeed from all imagery associated with St.
Anthony. Whereas collects from the saint’s liturgy typically link the deliverance
from purgatory with the hope eventually to behold the glory of God at the
Second Coming (see above), Busnoys’s poem ends on a very different note: “so
that the Spirit, through the mystery of the Word, may be in all” (15-16).
Significantly, his ending expresses a pentecostal concern for inspiration by the
Holy Spirit, in the here and now, rather than an eschatological concern for
eternal life, at the end of time. Unlike in the liturgy of Pentecost, however,
the Holy Spirit is not addressed directly. Rather, its inspiration is to be effected
through “the mystery of the Word,” that is, the mystery of Christ’s incamation.
Busnoys refers, of course, to the opening of St. John’s Gospel (1:1 and 14): “In
the beginning was the Word, and the Word was with God, and the Word
was God . . . And the Word was made flesh.” Such imagery seems strangely
incongruous in a prayer to a saint: how can Anthony’s “assistance” (12) be
expected to enable that mystery to have its beneficial effect, and how can the
final lines of the motet anticipate this happening in the here and now?

The solution probably lies in a eucharistic interpretation of these lines: the
incongruity evaporates if we assume that Anthoni usque limina was written for
a votive Mass for St. Anthony.?? Although the celebration of Mass is princi-
pally a reenactment of Christ’s sacrifice, as an event in history, the mystery of
transubstantiation brought his flesh and blood in direct physical presence of the
faithful, in the here and now: this turned the ceremony simultaneously into a
celebration of his victory over death. The mysteries of incarnation and transub-
stantiation were seen as intimately connected. Then, as now, the opening of
St. John’s Gospel, to which Busnoys alludes, was read at the end of every
Mass, and special spiritual benefits were attributed to hearing it at that point.?
But the primary benefits in attending Mass, of course, came from gazing on
the Host: to behold it at the Elevation was to receive grace, to be blessed. (The
host was not normally received in communion except at Easter. )

The actual moment of Elevation was frequently made to coincide with the
Benedictus.?* According to one of the most influential sources for the eucharis-
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tic theory of the late fifteenth century, Gabriel Biel’s Canonis Misse Expositio
(1487-88), the Sanctus had a bipartite structure: Sanctus—Pleni represented the
angelic choirs (“vox angelica”), whereas Osanna—Benedictus—Osanna repre-
sented the voice of the faithful (“vox humana”). The latter part in turn was
divisible into prayer (Osanna, preceding the Elevation), and the giving of
thanks (Benedictus). The Benedictus, marking the actual moment of transub-
stantiation, was not only an expression of the gratitude of the faithful, however,
but also an acknowledgment of the mystery of incarnation (“confessio mysterii
incarnationis Christi”). Precisely at the most sacred point of the Mass, then,
the two mysteries were consciously thought of as connected. It was nothing less
than the Word that became flesh in the host.?®

Anthoni usque limina, as a prayer on behalf of the faithful (“gathering,” 1.
7), and anticipating the Christian mystery (15-106), seems to parallel the prepa-
ratory function that Biel associates with the Osanna—irrespective of whether it
was meant to replace that particular item or not. As such the motet would have
coincided with a liturgical action that was in fact structurally incorporated in
the music. Just before the Elevation in every Mass a bell was rung to warn
worshippers absorbed in their own prayers to look up, because the moment of
consecration was near: the peal of the bell announced the arrival of the Sav-
iour.?6 Small sacring-bells were kept with every altar in every church: particu-
larly in larger churches with many side chapels, several Mass celebrations
could be going on at the same time, and nothing but the pealing of bells could
alert the faithful to yet another opportunity to behold the living Christ in the
consecrated host.

It seems attractive to consider Anthoni usque limina as a pre-Elevation
prayer in a Mass for St. Anthony, surrounded by—but not replacing—Mass
proper chants (“sweetly singing thy miracles”), and imploring the saint to make
possible full spiritual or actual communion with the Saviour. It is true, as
already said, that the bell is also an attribute of St. Anthony: %’ Busnoys’s verbal
canon in the Brussels manuscript is incorporated in a drawing in which the
saint’s bell is combined with another of his attributes, the T-shaped or tau
cross. Yet perhaps we might regard the double significance of the bell in An-
thoni usque limina as yet another conflation of meaning, this time not textual
but musical.?® Certainly if the motet was to be sung before an altar devoted to
the saint, any available Anthony’s bell that was not merely an artistic ornament
but could be expected to compete with a dozen or so singers would have been
the sacring-bell, since its sound could normally carry across the entire interior
of a church.? That the verbal canon specifies its pitch as nete synemmenon
(corresponding to the note d la sol re, or d') is no objection either: since there
was no absolute pitch standard, any bell that approximated a pitch in mid-
range could be used to anchor the notation, defining d la sol re for the particu-
lar performance.

A eucharistic reading of Anthoni usque limina may also enable us to inter-
pret the phrase “let the water of grace offer refreshment to the limbs” (13-14)
as more than an apparently random borrowing from prayers associated with St.
Anthony. Masses celebrated with special solemnity began with an elaborate



130  Hearing the Motet

ceremony in which salt and water were exorcised, blessed, and mixed: not only
the altar but also the congregation was sprinkled with holy water, which was
thought to banish demons, to ensure blessing, and to effect real spiritual and
physical healing.?® By linking, in one sentence (13-16), the “refreshment” of
the “water of grace” with the imminently desired inspiration of the Holy Spirit,
Busnoys evidently prayed for a spiritual cleansing that would make the benefits
of communion available “to all.”

Yet this interpretation answers only some of the many questions raised by
Busnoys’s motet. In collects, as we have seen, the fear of hell and purgatory is
logically connected with the hope for the beatific vision in heaven. Yet this
eschatological element is played down in Anthoni usque limina, even though
the infernal imagery, curtously, is intensified. It is true, of course, that the
celebration of Masses was the principal means by which the living could hasten
the release of souls from purgatory—provided they included special prayers for
the dead.?' Yet Busnoys’s prayer is clearly not concerned with the dead, but
rather with “the gathering” (7), more specifically “this choir” (11), and perhaps
even more specifically “Anthonius Busnoys” himself (1 and 16).

It is also true that the Mass itself represents Christ’s promise of salvation
and eternal life. Yet Busnoys stresses not this aspect, but rather—if my interpre-
tation is correct—the immediately expected benefits of grace through the sacra-
ment of the eucharist. For this it would have been far more natural to pray to
Christ directly (as in Elevation prayers),®? since he, after all, was to become
physically present in the consecrated host. When it came to the punishment of
hell and purgatory, on the other hand, Christ was to be an impartial judge,
and here it would have been more natural to secure St. Anthony’s help as
advocate, pleading for a lenient sentence against the prosecutor, “fiery Pluto”—
yet Busnoys avoids calling on the saint for this.** Several apparent incongruities
thus seem to remain, and this only adds to the sense that the text, for all its
sophisticated concentration of imagery, lacks coherence. Can the seemingly
disparate strands of meaning be tied together to yield a more coherent message?

I

If Anthoni usque limina develops any theme consistently, it is that of the Chris-
tian believer beleaguered by hostile troops of demons seeking the destruction
of body and soul; St. Anthony is his example, guide, and friend. The text
elaborates this theme on three different levels: this life, the hour of death, and
the afterlife. However, there is no essential distinction between these levels,
and Busnoys’s text admits simultaneous readings on more than one: all three
are stages in the pilgrimage of human life, a pilgrimage whose destination is
not reached until the Last Day.

In late medieval thought the Devil and his fallen angels were held to be
the source of all evils that afflicted humanity: natural disasters, wars, enmity,
disease, and sin. Any believer who had patiently endured these ordeals during
his life, and had dutifully discharged the debts of penance incurred by his sins,
could still expect a severe onslaught of demons at the hour of death: this was
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the Devil’s last chance to tempt him into eternal damnation, and hence the
most steadfast belief was required spiritually to survive that final battle.>* Once
the soul had parted from the body, nothing could be done to change the bal-
ance between evil and good, and the Devil waited as anxiously for the verdict
as the soul. A provisional judgment was made immediately in the court of St.
Michael: heaven (in practice only saints), purgatory (most Christian believers),
or hell (infidels and unrepentant sinners). Only in case of the latter verdict was
the soul definitively in the Devil’s possession: whoever was sentenced to purga-
tory was in principle saved, although he still needed to have sins purged away
in order to complete his penance, and to be worthy of salvation at the second,
final judgment, at the end of time. Souls in purgatory thus awaited with cer-
tainty the glory to come, but were meanwhile subjected to purgation at the
hands of demons.

Whatever the stage in this pilgrimage, the believer was expected to undergo
the temptations and tribulations of the demons patiently, not losing faith and
hope: impatience was itself a temptation of the Devil.>* St. Anthony, in this
respect, provided a realistic and human model to follow. Unlike St. Michael,
whose army had inflicted a crushing defeat on the Devil and his angels by
casting them out of Heaven (Rev. 12:7-9; a feat no human being could hope
to emulate), Anthony had physically endured their tortures and temptations
alone. Indeed he was a virtual specialist in resisting the temptations of the
Devil: “he bore countless trials inflicted by the demons,” Jacobus de Voragine
commented in the Golden Legend, proceeding to recount several such inci-
dents.*® Busnoys seems to underscore the suffering humanity of the saint in
Anthoni usque limina. All liturgical texts quote the phrase “dimicasti viriliter”
literally from the vita of St. Anthony, implying active battle (“thou hast fought
manfully”). In the motet, however, this has been changed into “superasti viri-
liter,” implying patient endurance (“thou hast overcome”).

The miracle alluded to by Busnoys emphasizes the physical pain inflicted
on St. Anthony—other miracles show him resisting such temptations as lust,
greed, and loss of faith. The aspect of disease recurs elsewhere in the motet.
On a literal reading, “refreshment to the limbs” (13-14) means relief from the
pains of Anthony’s fire and, by the fifteenth century, of other epidemic diseases
as well. It seems only appropriate, therefore, that Anthoni usque limina should
contain a verbal allusion to Ps. 69, which can be read in places as indicating
sickness and proximity to death (vv. 2-3, 14-17, 20, 29).

Just as in that psalm, however, such a reading should not be pursued to the
exclusion of others: the powerful metaphors in the psalm are general enough to
cover any great physical or spiritual distress, and the same is true of Antoni
usque limina. By the late Middle Ages, St. Anthony’s association with the
“holy fire” had become metaphorically extended to a range of other afflictions.
As we have seen, one fifteenth-century prayer for the liturgy of the saint speaks
of the “fires” of sin, and proceeds to enumerate such deadly sins as pride,
avarice, impurity, rage, hate, and envy. This ties in with an observation made
earlier, that in solemnly celebrated Masses the “water of grace” (14) was admin-
istered to chase away all demons who sought to tempt the flesh (“limbs”) with
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such fires, allowing (as Busnoys’s motet anticipates) divine grace to nurture the
truly penitent (15-16).

Yet not even this metaphorical extension exhausts all the possible readings
of lines 13-14. With allusions to hell and purgatory close by (9-12), it is
difficult not to sense the additional awareness that it is the limbs, in particular,
that will be subject to the punitive and purgative flames of hell and purgatory
(the soul was thought to retain a corporeal quality that made it sensitive to
pain). This, however, is not so much an alternative reading as an amplified
reading, for there was no essential difference between sickness and tribulation
patiently borne in this life and the physical torments of purgatory: both went
towards discharging the same debt of penance, and both were thought to be
administered by demons.?” The only real difference was one of quantity: pen-
ance in purgatory was universally known to be far more severe than in this life.

In this amplified reading, “refreshment” (13) may additionally refer to miti-
gation of infernal punishment, to be received either because of the suffrages of
the living (alms, fasting, Masses, and prayers), or, in this case, because of the
intercession of St. Anthony, whose “assistance” (12) is called for in the motet.3®
This reading is strengthened by the fact that the word “refrigerium” had a long-
standing association with the afterlife, going back to the earliest centuries of
Christianity (when it in fact denoted the repose of the dead).* From a very
early date onward, however, as the notion of infernal punishment became
more developed, “refrigerium” was increasingly regarded as relief from, or miti-
gation of, the torments of purgatory.® Thus the late ninth-century Vision of
Charles the Fat described how, thanks to the intercession of St. Peter and St.
Rémi, a tormented soul is placed every other day in a basin of cool water.*! It
seems possible that lines 13—14 of Busnoyss motet call on St. Anthony to
intercede for similar relief from purgatorial pains.

The text of Anthoni usque limina is thus unified by four closely interre-
lated themes:

1. Sin and punishment, both seen as “fires” inflicted by demons. As
far as punishment is concerned, this can take the form of either
physical illness in this life (14), or purgation in the hereafter (9—10).

2. St. Anthony’s example, providing the Christian believer with a re-
alistic model to follow (5-6), and, thanks to his merits, his powers
of intercession, which can be called upon universally (1-4), are
specifically entreated here (7-8, 12), and may effect mitigation of
punishment, whether in this life or after (13-14).

3. The Devil and his demons, who visited St. Anthony (5-7), seek to
tempt the suppliants into sin (14), drag them down into disease and
death (11-14), and hope ultimately to burn them in hell (9-10).

4. The mediation of the church, providing the faithful with powerful
weapons against the demons, principally the sacrament of the eu-
charist (15-16), but also objects and actions with known apotropaic
powers, such as holy water (14), the bell, the cross (the tau in the
drawing), and indeed the mere invocation of the Word (16).
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Busnoys’s motet thus embodies a remarkably unified vision of the precari-
ous life of the Christian believer, torn between the tribulations of demons, on
the one hand, and the promise of redemption, on the other, and pinning his
hopes on St. Anthony as friend and intercessor, to guide and help him in all
stages of his pilgrimage, now and in the hereafter. This was the general vision
of human life in the late Middle Ages, of course, yet it seems unlikely that it
would have received such elaborate emphasis in a votive motet unless there
were specific circumstances in which St. Anthony’s “assistance” was urgently
needed. Somehow “the gathering,” “this choir,” or “Anthonius Busnoys” him-
self must have reached a particularly anxious point in the pilgrimage of human
life, a moment of great physical or spiritual distress: “hear now . . . bear assis-
tance.”

As far as the interpretation of Anthoni usque limina is concerned, perhaps
it is enough to have arrived at just that conclusion. It would not actually in-
crease our understanding of the motet if we proceeded now to speculate about
possible dates and places of composition. On the contrary: this might cause us
to limit the range of possible readings allowed by the motet to those that
seemed pertinent only to the putative historical occasion. The crucial point is
surely this: whatever the particular circumstances in which Busnoys and “the
gathering” had found themselves—disease, danger, or proximity of death—in
Anthoni usque limina they were situated and interpreted in a far wider cosmo-
logical framework. The least we can say is that the motet must have been
written in the years around 1470: in the Brussels manuscript it was a later
addition, entered on adjacent blank pages belonging to two layers dated ca.
1464-65 and 1468,* and there is a remarkable similarity of style with Missa
O crux lignum (ca. 1467-75), with which the motet moreover shares a direct
musical resemblance.®?
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Still, it is not difficult to sense something of the significance that this motet
must have had for Busnoys personally, a significance to which his cleverly
incorporated “signature” in the text may bear witness. I am referring to an
incident of which documentation was only recently discovered in the Vatican
by Pamela Starr: sometime in 1460 or early 1461 the composer had beaten up
an unnamed priest in the cloisters of Tours cathedral (where he was a cleric),
and arranged to have him beaten up five times by others, crimes for which he
incurred the sentence of excommunication.*

Excommunication was an extremely severe verdict: it meant expulsion from
the sacraments of the church (and in addition total ostracism by the rest of the
community), and Busnoys in fact aggravated his crime by continuing, unwit-
tingly, to attend Mass and other services. Spiritually, the composer was in grave
peril: since he was barred from the sacraments of absolution, penance, and ex-
treme unction, death without repentance and confession would cast him cer-
tainly and immediately into eternal damnation. And even if he were to repent
and confess in extremis, his outstanding debt of penance, at best, would still have
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to be repaid in purgatory—with no hope of mitigation, since a last-minute reha-
bilitation would have left him no time to secure the help of a powerful intercessor
(such as St. Anthony) or to make provisions for suffrages that might reduce his
debt in this world (Masses, prayers, alms-giving, and fasting).

Whether to escape this fate—which admittedly might not have seemed
immediately threatening to a young man—or to end his expulsion from the
established social order (which effectively terminated his career as a professional
musician), urgent action was needed. After the priest had fully recovered, and
after Busnoys must have duly repented and confessed, the composer submitted
a formal supplication to the Cardinal Penitentiary at Rome. In it, he requested
absolution from the crime of bloodshed, and dispensation of the irregularity
of attending and celebrating Mass while excommunicated.* His petition was
approved by the cardinal on 28 February 1461,

While the sacrament of absolution thus effaced the guilt of Busnoy’s
crime, its necessary punishment still required satisfaction through the sacra-
ment of penance—Ilest far more severe punishments would be administered to
him in purgatory.* Busnoys, being a clerk at the bottom rung of minor orders,
probably a vicar-singer, would hardly have had the means to pay for lavish acts
of charity and worship. We may take it that he spent much of the early 1460s
accumulating indulgences by personal acts of piety: prayer, fasting, and (most
lucrative) pilgrimage to famous shrines.*’ In particular, it would have been
important for him to develop a personal bond with a specific saint through
particular devotions, and St. Anthony would have been an obvious choice—if
only because he was the composer's name saint.¥® Moreover, the hermit’s
shrine in Vienne was the nearest major pilgrimage center: from Tours, Busnoys
would have needed to travel about 400 kilometers, mainly upstream along the
Loire. While it would be speculative to suggest that he would have undertaken
a pilgrimage to Saint-Antoine-de-Vienne (it was not necessarily a more likely
destination than, say, Rome, Compostela, or Jerusalem) the possibility is
hardly farfetched. In 1479, as is well known, the Milanese singer Joschino de
Picardia received a travel pass for a 3-month votive pilgrimage to Vienne.*

Yet even without such speculations it is possible to read Anthoni usque
limina as a document that must have had a deeply personal significance for
Busnoys. To begin with, the composer had committed the deadly sin of anger
(“ira”), and his very calculation in arranging five beatings shows that, unlike
St. Anthony (5-6), he had offered not the slightest resistance to temptations
attributable to the Devil and his demons. The sentence of excommunication
had made the prospect of hell a certainty for Busnoys (9-10), and barred him
from the saving grace of the holy sacrament (15-16). Yet the composer had
received absolution, and this made him worthy once again to partake in the
sacrament of penance: at least he could now work actively toward reducing his
debt of penance in this life, a debt he would otherwise have to repay more
dearly in the hereafter. St. Anthony was Busnoys’s name saint, and he had
experienced the kinds of temptations to which the composer had succumbed
(5—6). Yet prayer and worship (7-8) could persuade him to bear assistance
(12), enabling Busnoys once again to receive the full spiritual benefits from
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the sacrament of the eucharist (15-16). On this personal level, then, as the
incorporation of the composer’s name confirms, Anthoni usque limina is itself
a votive offering, strengthening a personal bond between sinner and saint
which may have been established originally by means of pilgrimage and other
devotions. While such pious acts would have given Busnoys the necessary in-
dulgences to discharge his debt of penance, Anthoni usque limina shows that
the composer was interested in more than mere “accountancy” of sin.*® The
saint’s help continued to be needed in order to avoid the temptation of sin in
the future and to bear the tribulations of this life patiently (13-14), to be pro-
tected from death (11-12), and to negotiate between sinner and Saviour (15—
16). In a very real sense, Busnoys seems to have sought St. Anthony’s
friendship. !

How is all this to be reconciled with the fact that Anthoni usque limina is
also a prayer on behalf of “the gathering” and “this choir”? The contradiction
is only apparent: here, as elsewhere, there is a conflation of meaning that does
not spring from any particular ingenuity on Busnoys’s part, but rather from the
remarkably integrated worldview of the late Middle Ages. It is quite possible
that by the early 1470s, when the composer was permanently in Burgundian
service,’? he did possess the financial wealth to establish a votive service for St.
Anthony—of which the motet might then have been a part.”® Yet no matter
how personal the reasons or circumstances for such a private benefaction, every
liturgical celebration was principally a communal event, with spiritual benefits
accruing to whomever celebrated and attended.** (A direct parallel is provided
by Josquin’s Hlibata Dei virgo nutrix, whose text is a prayer to the Virgin on
behalf of the la-mi-la canentes, yet also incorporates the composer’s name as
an acrostic.)

How are we to envision that community? Who were “the gathering” and
“this choir”? Several years ago I proposed that Anthoni usque limina was writ-
ten for the Order of Saint-Antoine-en-Barbefosse, a wealthy devotional confra-
ternity with aristocratic and bourgeois membership, founded originally as an
order of chivalry by the counts of Hainaut.>> The main evidence for this hy-
pothesis came from the tau with pendant bell depicted in the Brussels manu-
script, which, in this particular combination, constituted the emblem of the
order.’® My speculation that the motet might have been written for Busnoys’s
induction into the confraternity now appears to me implausible, if only because
the inaugural ceremony did not involve the celebration of Mass (although one
might well have followed).>” Moreover, there are grounds for caution about
necessarily connecting the motet with Barbefosse in particular, since the tau
and bell seem to have been incorporated in the emblems of other confraternit-
ies as well, both within and outside the Antonian Order.>®

Still, it would be difficult to explain the drawing in BrusBR 5557 as any-
thing other than the emblem of a confraternity (whether in Barbefosse or else-
where). While the bell is plainly needed to specify the “me” in the verbal
canon who is to be “countersounding” (anthipsilens) in tenor position (see n.
8), the tau is musically superfluous, and the combination of the two attri-
butes—having been used by several confraternities—could hardly have been
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coincidental. Moreover, one of the main purposes of confraternities was the
service for the dead: members were assured of funeral services after their deaths
(for which they were required to leave a fee in their wills), prayers and Masses
in their memory (if they made financial provisions for them), and, in many
cases, burial.*® It is not at all implausible that Busnoys, whose peripatetic exis-
tence as Burgundian court singer has been amply documented by Paula Hig-
gins,® would have been concerned to establish a “home base,” a place he
could return to whenever he felt his death approaching, and where he could
be assured of a local community that cared for him in his final moments and
beyond. Anthoni usque limina, in this regard, could be seen as expressing a
communal sensibility about disease, death, and dying, as much as an individ-
ual sensibility about sin, judgment, and penance: the personal and the commu-
nal are fully conflated. Being sung, perhaps, in the chapel of a confraternity,
and incorporating its sacring-bell, the motet could have been a fitting prayer
and votive offering to the saint at any time of danger and distress—and might
conceivably even have guaranteed perpetual remembrance of “Anthonius Bus-
noys” in endowed Masses after his death.

WITH THIS WE HAVE returned once again to the concept of community: shared
beliefs, values, interests, paradigms. Anthoni usque limina presupposes an in-
terpretive community, yet it also shapes it, gives it a voice, to express shared
anxieties, aspirations, hopes, and beliefs. Beyond that, the motet could itself
be taken as a metaphor of the medieval community—each voice having its
assigned place in a hierarchical structure, unfolding freely, yet firmly guided
by the straight melodic path set out, with perfect metric regularity, by the
saint’s attribute, the bell. This seems like an image of the way medievals sought
to give saints a place in their midst—beacons of stability around whose worship
their every movement, private and communal, was organized: sine me non.
But at the end comes the final cadence, terminating the life of this brief motet,
its last reverberations quickly dying out. What remains is the hope, of Busnoys
as well as his “gathering,” that the saints might one day give them a place in
their midst, in the community of heaven.

NOTES

The writing of this article was made possible through a British Academy Postdoctoral
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Love and Death in the
Fifteenth-Century Motet

A Reading of Busnoys’s Anima mea
liquefacta est/Stirps Jesse

ecent critical interpretations of late fifteenth-century works continue to of-

fer stunning examples of how the ostensibly devotional music of Josquin,
Obrecht, and their contemporaries conceals a “signifying universe,”! a network
of symbols, which, once unraveled, often yields latent clues about the extra-
liturgical circumstances motivating the musical creation. Hitherto unimagin-
able hermeneutic horizons for late medieval music have unfolded in the wake
of Reinhard Strohm’s demonstration that an array of seemingly unrelated can-
tus firmi in Obrecht’s St. Donatian Mass illustrates specific details of the life
of the Bruges merchant Donaes de Moor, whose widow endowed the Mass;?
Michael Long’s exegesis of Josquin’s Missa Di Dadi as a metaphorical medieval
dice game;’ Jennifer Bloxam’s revelation that the cantus firmi of the Missae
Floruit egregiis by Pipelare and La Rue narrate the lives and careers of their
composers;* and Patrick Macey’s reading of Josquin’s motet Misericordias Do-
mini as a musical therapeutic for a dying monarch.® Alerting us to the
meaning-laden potential of seemingly conventional liturgical texts and cantus
firmi, these studies encourage us to develop a similatly sensitive eye even when
the work itself fails specifically to hint at a meaningful context.®

Scholars have long recognized Anima mea liquefacta est/Stirps Jesse” as an
anomaly among Antoine Busnoys’s Latin-texted works. Some 40 years ago,
Edgar Sparks earmarked the piece as Busnoys’s most “primitive” motet, citing
its polytextuality, three-voice texture, tenor as lowest-sounding voice, octave-
leap cadences, contratenor moving both above and below the tenor, tentative
use of sequence and imitation, and above all its “contrapuntal and harmonic
procedures definitely related to those of the first half of the century.”® Concur-
ring with Sparks’s assessment, Richard Taruskin recently called it “a very old-
fashioned composition and very likely Busnoys’ earliest surviving motet.”®

Neither Sparks nor Taruskin hazarded a guess as to precisely how “early”
Busnoys’s “carliest” motet might be—and one can hardly fault them for failing

142
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to do so. We still have no concrete evidence for Busnoys’s birthdate, and conse-
quently no truly sound basis for dating his “earliest” music. The two extant
sources for the motet, Cappella Sistina 15 and Brussels 5557, dating from the
1460s to the 1500s, are of little help in pinpointing the motet’s possible date of
composition. Even if it can be demonstrated, as I believe it can, that many
aspects of Anima med’s style are technically less accomplished than, say, In
hydraulis, dating from ca. 1466 and the only firmly datable work in Busnoys’s
output, what do we really know about the evolution of a composer’s style in
this period? Precisely how much time would have elapsed—months, years,
decades?—between the writing of a Busnoys piece that we consider “early” and
one we regard as a more “mature” style?

While acknowledging the relatively archaic musical features of Anima
mea, Mary Natvig assigned it to the period around August 1468, coinciding
with the festivities surrounding the marriage of Margaret of York and Charles
the Bold. She connects the motet to the newly wed duchess of Burgundy on
the basis of several compelling observations: the traditional exegesis of Song of
Songs texts as epithalamia; the seasonal coincidence of Margaret’'s August itin-
erary with the liturgical feasts of the Assumption and Nativity of the Virgin
associated with the two chants used in the motet; the predominance of Song of
Songs antiphons in Margaret’s native Sarum rite; and finally, the concern with
procreation suggested by the use of the chant Stirps Jesse. 1° Natvig views the
motet’s unusual stylistic features as a matter of choosing a “more reserved man-
ner appropriate for a noble patron,” rather than as a function of an earlier date
of composition,

Natvig’s solution, while neatly sidestepping the biographical problems
posed by an “early” date for the motet, essentially asks us to accept the notion
that a composer possessed of the considerable musical gifts evident in a piece
like In hydraulis would set out to alter his approach to compositional process
merely for the sake of writing a single work. To my mind Anima mea is not
merely “more reserved” than In hydraulis and the L’Homme armé Mass; it
manifests an approach to composition entirely at odds with these better known
and decidedly more skillful works. Since I shall develop the full musical argu-
ment at length elsewhere, | shall restrict myself here to the following cursory
observations.!! Busnoys’s use of the Stirps Jesse tenor as the lowest part of An-
ima mea’s three-voice texture is wholly uncharacteristic of works from the
1460s, but entirely typical of earlier fifteenth-century practice. Anima mea’s
cantus-firmus treatment, though quite literal, is fully incorporated rhythmically
into the texture of the other two voices, decidedly unlike the rigid tenors that
serve as the inner scaffolding of both his Masses and some of his motets that
have been more firmly dated to the 1460s. The motet’s fairly unusual clef
combination of C3, F3, F3 is unique among all of Busnoys’s attributed works,
and the only other instances of exactly the same combination 1 have located
thus far occur in pieces attributed to Dunstable, Dufay, and Binchois.!? The
scoring for three nearly equal male voices in the tenor-baritone range is simi-
larly unmatched in Busnoys’s other Latin-texted works, and the only secular
pieces in roughly comparable ranges are the rondeaux Joye me fuit and Bel
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acueil, the latter of which 1 shall return to later. Were it not for the presence
of a number of unmistakably Busnoysian fingerprints in this motet, one might
be inclined to dismiss it from his canon altogether.

Contextualized with respect to earlier Song settings,!* Busnoys’s Anima
mea is equally unusual in employing a cantus firmus, a double text, and a
freely contrapuntal and largely non-declamatory style. Although, like many
Song settings, Anima mea does paraphrase a chant in the upper voice at several
strategic structural points, the tune is not that of the Mode 7 antiphon Anima
mea that some composers, including Dufay, used, but rather that of the Mode
2 responsory Stirps Jesse, set to the text of Anima mea, recalling Dunstable’s
setting of the sequence Veni sancte spiritus to the music of the hymn Veni
creator spiritus. Somewhat surprisingly, Busnoys's Anima bears a stronger ge-
neric resemblance to the Song settings of his insular rather than his Continen-
tal antecedents. Morphologically, Busnoys’s motet is similar to Power’s Quam
pulchra es and his late three-voice Anima mea, and to the three Anima mea
settings of the mysterious “Forest,” whose Song settings manifest a proto-
Busnoysian penchant for melodic sequence and imitation, and one of whose
Anima settings specifically shares with Busnoys’s setting duos on identical por-
tions of the Anima text, triple-meter setting of the line “Filiae Jerusalem,” and
multiple shifts in mensuration in the final segment of the text.!* Moreover,
Forest’s three-voice motet Alma redemptoris/Anima mea is the only other Song
text besides Busnoys’s that simultaneously employs polytextuality, a plainchant
residing in the tenor as lowest-sounding voice, and two texts liturgically appro-
priate to the Feast of the Assumption.'®

Any attempt to reckon with a potential dating of Anima mea must seriously
interrogate its unequivocal stylistic relationship to works of the first half of the
fifteenth century—a task not only hitherto unexplored but indeed virtually un-
contemplated in Busnoys studies to date and one that takes us well beyond the
scope of this article.!® Nevertheless, by acknowledging both the possibility of
an early dating for the piece and at least the plausibility of the hypothetical
historical context for Busnoys’s earlier career in the late 1440s or early 1450s
that I have already outlined elsewhere,!” I was led to a somewhat provocative
reading of Anima mea/Stirps Jesse that would link it with dramatic historical
events that took place at the French royal court in 1445-46. This reading,
drawing on medieval traditions of literary and biblical exegesis and their con-
vergence in Busnoys’s motet (as well as in an intertextually related song), nei-
ther excludes other readings of Anima mea/Stirps Jesse nor rules out the likeli-
hood of its appropriation for use in a number of other liturgical or paraliturgical
settings. And while I recognize that as yet unknown and possibly unknowable
empirical facts about Busnoys's career and about the actual date of piece will
ultimately validate or negate the legitimacy of this interpretation, I am less
concerned in this chapter with the ultimate truth value of my speculation than
with the emergent historical framework for which it has provided the herme-
neutic catalyst. My primary goal is rather a case study in contextual reading,
for which I ask the reader to accept a necessary working hypothesis, one which
happens incidentally to corroborate an early date for the motet suggested by
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Sparks and Taruskin and thereby reconciles some of the biographical, stylistic,
and chronological problems posed by Natvig’s 1468 dating.

BusNoYs’s Anima mea/Stirps Jesse arguably presents a most unlikely candidate
for hermeneutic exploration because its appropriation of not only one but two
liturgical texts unequivocally associated with high Marian feasts would seem to
obliterate any doubt as to its purely liturgical function, especially since Jennifer
Bloxam has recently noted the contiguous placement of the two chants at First
Vespers on the Feast of the Assumption in the rite of Paris.!8 On the other
hand, as Bloxam has shown us in her own insightful work on multi-texted
Masses and motets, composers often use polytextuality to create a network of
textual and musical associations within a piece, and often choose the texts
“primarily for their content, and only secondarily for their liturgical associa-
tions.” 1

Indeed, Busnoys’s choices with regard to both liturgical texts employed in
the motet seem highly distinctive and unusual. Although English composers
like Power, Dunstable, Forest, and Plummer wrote numerous polyphonic set-
tings of Song texts in the first half of the fifteenth century, Song texts do not
seem to have exercised the musical imaginations of Continental composers of
the same or immediately succeeding generations, with the notable exceptions
of Hugo de Lantins and Johannes de Limburgia. Dufay’s Anima mea, his only
Song text, dates from before 1426%2° and hence corresponds with the English
phenomenon. Binchois, despite a large production of functional liturgical mu-
sic, much of which uses chants of the Sarum rite, eschewed Song texts en-
tirely, as did, apparently, Ockeghem,?' Regis, Obrecht, and Compére.?* In
fact, with the exception of two anonymous settings of Anima in the Trent
codices and Weerbeke’s Anima written for Milan, Busnoys’s Anima mea ap-
pears to be the only setting of the text by a composer working in French or
Burgundian territories from the 1430s through at least the 1480s,2* and it is,
moreover, the only work by a French composer of the fifteenth century to use
both the entire text and the music of the festal prolix reponsory Stirps Jesse as
a cantus firmus.*

Anima mea’s ostensibly impeccable liturgical credentials notwithstanding,
the unique marriage of these two texts, together with the motet’s anomalous
musical features, lead me to suspect that it may conceal deeper levels of mean-
ing that may yield clues about its original composition. It seems unlikely that
Busnoys, a man possessed of exceptional clerical erudition, would have been
unaware of the long history of allegorical exegesis of the Song triggered by the
perception that its interpretation ad litteram posed “no small difficulty and
danger” to the unwary reader. Origen, whose massive third-century commen-
tary spearheaded nine centuries of exegetical tradition that interpreted the
Song’s literal carnality as a veil for hidden spiritual meanings, regarded the
Song as “so lushly erotic that it endangers the carnally minded reader who
approaches it and is seemingly incited to fleshly lust by sacred Scripture it-
self.”?* It is almost unthinkable that a composer like Busnoys, who manifests
virtually unrivaled sensitivity to the ludic aspects of medieval textuality, would
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have turned a blind eye to the powerfully sensual texts of the Song that made
it the most controversial and most heavily glossed book of the Bible in the
Middle Ages; that the same composer who exchanged obscene double-enten-
dres with the poet Jean Molinet,?® would have blithely ignored the Song’s
scarcely veiled sexual metaphors and its richly symbolic language; or that the
author of the verses “I can’t live like this any longer unless I have some comfort
for my pain, just one hour, or less or more,” describing a classic case of late
medieval lovesickness,?” would have entirely overlooked their indebtedness to
the verse “quia amore langueo” that closes the Anima mea text.

Modern critics have labeled the segment from which Anima mea derives
the “erotic dream sequence” or the “sexual fantasy” of the Song (5:2-6) and
not without good reason: 2

2 I slept, but my mind was alert.
Hark, my love knocks.
Open to me, my sister,
My darling, my dove, my perfect one!
For my head is drenched with dew,
My locks with the night mist.
3 I have removed my tunic;
How shall I put it on?
I have washed my feet;
how shall I soil them?
4 My love thrust his “hand” into the hole,
And my inwards seethed for him.
5 1 rose to open for my love,
And my hands dripped myrrh,
My fingers liquid myrrh,
On the handles of the bolt.
6 I opened to my love,
But my love had turned and gone.

The dream rapidly takes on aspects of phantasmagoria, as the Beloved opens
the door to her Lover, only to find that he has vanished. Against this narrative
background directly follows the Anima mea “story,” here given as Busnoys’s
complete motet text Anima mea/Stirps Jesse:

Anima mea liquefacta est My soul melted

ut dilectus locutus est. as he spoke.

Quesivi illum et non inveni, I sought him but did not find him.
vocavi, et non respondit michi. I called him but he did not answer me.
Invenerunt me custodes murorum * The watchmen of the walls found me,
Percusserunt me, they beat me,

et vulneraverunt me. and they wounded me.

Tulerunt palliurn meum They took away my cloak,

custodes murorum. the watchmen of the walls.

Filie Jherusalem, O daughters of Jerusalem,

nuntiate dilecto tell my beloved

quia amore langueo. that [ am sick with love.

*Vulgate: civitatis
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Tenor

Stirps Jesse virgam produxit The stem of Jesse brought forth a shoot,
virgaque florem; et super hunc and the shoot a flower; and on this
florem requiescit spiritus almus. flower rested the Spirit of life.

The female speaker describes how her soul melts when her lover speaks. She
seeks, but cannot find him; she calls to him, but he does not answer. She
rushes into the streets to search for him, only to be apprehended and beaten
by certain “watchmen” of the walls, who also strip her clothes off. She then
begs the “daughters of Jerusalem” to announce to her lover that she is “sick
with love.” This nightmarish scenario culminating in physical violence against
the Beloved leads me to ask why Busnoys would have chosen this particular
text, rather than any other of the far more appropriate and far less ambiguous
Song texts, to celebrate the presumably joyous postnuptial ceremonial entries
of a recently married duchess.

The tragic life of another Margaret, however, who also hailed from the
British Isles, resonates with uncanny similarities to the text of Anima mea: the
Scottish princess, Margaret of Scotland, or Marguerite d'Ecosse, about whom
I have already written at length elsewhere in connection with the creation of
Busnoys’s Hacqueville songs.?® Let me briefly review the details of Margaret’s
life most relevant to my purpose at hand. In 1436, the 12-year-old daughter of
King James I of Scotland went to France to wed the future Louis XI in extrava-
gant nuptial festivities held at Tours. Nine years later, at the age of 21, this
“melancholy dauphine” as Champion dubbed her, whispered her dying words:
“To hell with the life of this world; don’t talk to me about it any longer.”*
The “it” to which she alluded concemed the forgiveness of one Jamet de Tillay
in the interest of sparing the eternal damnation of her soul. Jamet de Tillay,
bailli de Vermandois, was Louis’s courtier and alleged spy accused of spreading
mendacious rumors about Margaret to the dauphin and to the court at large.
Although doctors officially attributed the dauphine’s untimely death on 16 Au-
gust 1445 to pneumonia, rumors at court suggested that her fatal illness had
been triggered by the insinuations of infidelity perpetrated by the courtier Jamet
de Tillay.?!

The serious nature of the allegations against Tillay prompted Charles VII
to order two legal inquests into the matter, conducted in October 1445 and in
June 1446, during which sworn depositions were taken from many ladies-in-
waiting and gentlemen of the court. A number of witnesses explicitly attributed
the rapid decline in the dauphine’s physical condition to her deep chagrin
about Tillay’s defamatory statements.?? Several days after the dauphine had
fallen ill, she told her lady-in-waiting, Jeanne de Tasse (Appendix I, at la),
that “she had good reason to be melancholy and to make herself sick for the
words that had been said about her, which were wrong and without basis.” To
Marguerite de Hacqueville (Appendix 1, at 3), another of her ladies, she con-
fided that “Jamet de Tillay had been going to considerable trouble every day to
disgrace her in the eyes of her husband the dauphin, and that she had already
had and continued to have a great deal of trouble from him; and that one
could never say worse things about a woman than [Tillay] had said of her.”
Three days before the dauphine’s death, two of her ladies described her as
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crying out from her sickbed: “Ah Jamet! Jamet! you have succeeded in your
intention; if I die, it is because of you and the fine words that you said about
me without cause or reason” (Appendix I, at 1c and 4b).

One incident that furnished abundant grist for Tillay’s rumor mill occurred
late one night when Tillay suggested to the dauphine’s maitre d’hétel Regnault
de Dressay: “Allons voir les dames!” (Let’s go see the ladies). Proceeding toward
the dauphine’s quarters, they discovered that the torches had yet to be lit in
her chambers; peering into the room brightened only by the light of the burn-
ing fireplace, they saw the dauphine reclining on her divan, surrounded by her
ladies and two gentlemen, one of whom was leaning against the divan in a
somewhat compromising position (Appendix II, no. 1).3* Scandalized, Tillay
proceeded to broadcast the “great lewdness” of the situation and on other occa-
sions was said to have decried the dauphine’s behavior as “more fitting of a
whore than of a great lady” (Appendix 11, nos. 8 and 10).

Tillay himself repeatedly denied any wrongdoing throughout the inquests,
and when confronted with the contradictory testimony of others, he artfully
twisted their words or suffered attacks of selective amnesia.?* He blamed the
dauphine’s illness on a chronic lack of sleep resulting from her habit of writing
rondeaux and ballades into the wee hours of the morming:

And the king asked him what caused her illness; and [Tillay] said that it came
from a lack of sleep, as the doctors had said, and that she frequently stayed
up so much that it was often dawn before she went to bed; and sometimes my
lord the dauphin had been asleep for some time before she joined him, and
often she was so busy writing rondeaux that she sometimes wrote a dozen in
a day, which was not good for her. And when the king asked if that could
give her headaches, my lord the treasurer, Maistre Jehan Bureau who was
present, said, “Yes, if she does it too much; but these [i.e. writing poetry] are
pleasurable things. (Appendix 1I, no. 6)

Farlier in the same testimony he had explicitly named three of her ladies-
in-waiting 3> as aiding and abetting the dauphine in her nocturnal literary pur-
suifs:

The said Nicole asked him [Jamet de Tillay] what was wrong with her, and
what caused her illness and [Jamet] answered that the doctors said she had
much rancor in her heart, which was harmful to her and exacerbated by lack
of sleep; and then the said Nicole replied that the doctors had told him the
same thing, and also added: “If only she had not had that woman [in her
service]l” “Who?” said [Tillay]. Nicole answered, “Marguerite de Salignac.”
And Tillay retorted: “Nor Prégente, nor Jeanne Filloque [sic: Filleul]!” Asked
why he said such things, he answered that he had heard that they were the
ones who kept her up too late writing rondeaux and ballades. (Appendix 11,
no. 4)

In Tillay’s eyes, writing poetry was not only detaining the dauphine from the
conjugal bed, it was contributing to her moral depravity, and worst of all, it
“was not good for her”—it was making her sick. Indeed, more than one witness
quoted Tillay as saying that the dauphine’s illness was caused by “Amours” (see
Appendix II, nos. 2, 3, 5, 9), that is, she was “lovesick,” implying that the
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object of her love was presumably a man other than the dauphin, her husband.
Tillay’s suspicions were perhaps excessively heightened not only by the highly
charged sexual climate of the French royal court, where Charles VII was al-
leged to have routinely availed himself of the ladies-in-waiting of both the
dauphine and the queen (who, incidentally, included his most celebrated mis-
tress, Agnes Sorel),® but also because writing poetry seems to have been a
recognized medical remedy for curing lovesickness, as Mary Wack’s recent
work has shown.?’

Much has been written about Louis’s reluctance to marry the Scottish
princess, chosen for him by his father Charles VII as part of a politically strate-
gic alliance with James I of Scotland. The reasons for Louis’s evidently intense
dislike of her are not clear, since contemporary chroniclers described the prin-
cess as “beautiful, well-formed, and endowed with every positive attribute that
a noble and high-born lady could have.”?® Despite its powerful hold on the
historiography of Louis and Margaret, there is no documentary basis for the
often repeated and somewhat misogynous sixteenth-century testimony that her
poor hygiene and bad breath drove him away.?* Whatever Louis’s genuine
feelings toward Margaret, it seems clear that he spent as little time as possible
with her, that he failed to visit her sickbed in the last days of her life, and that
he left town the day after she died.*

Turning now to the opening lines of Anima mea: “My soul melted when
my beloved spoke / I looked for him but found him not / I called him but he
did not answer me” describe not only Margaret’s daily life with her absentee
consort, but also Louis’s particularly distressing silence with regard to Tillay’s
insinuations; these, in turn, seem almost eerily evocative of the next lines of
Anima mea: “The watchmen of the walls found me, / they beat me, and they
wounded me.” It is hard to imagine a more appropriate human embodiment
of Animda’s sinister “watchmen of the walls” than Tillay and his cohorts who,
as Louis’s agents, surreptitiously monitored Margaret’s nocturnal behavior. Per-
haps they did not literally “beat” her, but they certainly inflicted serious psy-
chological trauma upon the dauphine, as the sworn testimony amply docu-
ments. And although they did not “take away her cloak / the watchmen of the
walls,” they shamed her and stripped her of her dignity by saying “the worst
things about her that could be said of a woman.”

Why do the watchmen beat, wound, and strip the Beloved? Undoubtedly
because she was wandering around in the streets at night, in a fashion unthink-
able for a respectable lady, and they mistook her for a prostitute.¥ Modern
exegetes have noticed the resemblance of her behavior to that of the adulteress
in Proverbs 7:5-21 who goes out into the night to look for a young man and
tells him “I came out to meet you; I looked for you and have found you . . .
I have perfumed my bed with myrrh aloes and cinnamon.”* Others have
emphasized a similarly striking intertextuality between Song 5:7-9 and Hosea
2 with its explicit concern with the adultery of Hosea’s wife Gomer, and its
condoning of violent means to prevent her from going to her lover: ¥

2 . . . Let her remove the adulterous look from her face . . . 3 Otherwise I
will strip her naked and make her as bare as on the day she was bom; . . . 6
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I will block her path with thornbushes; I will wall her in so that she cannot
find her way. She will chase after her lovers but not catch them; she will look
for them but not find them . . . 10 so now I will expose her lewdness before
the eyes of her lovers; no one will take her out of my hands . . .

Neither reference is likely to have been overlooked by an astute medieval bibli-
cal exegete. It is clear, as Michael Fox notes, “that the Shulammite was
breaching the walls of expected behavior and as a result suffered the mockery
and brutality of the representatives of the social order, ‘those who watch the
walls’.”* Legal testimony about Tillay’s personal opinion of the dauphine’s
nocturnal escapades, his alleged insinuations of adultery, and especially his
explicit comment, aired throughout the court, that her behavior was “more
befitting of a whore than of a great lady,” reverberate with echoes of both
medieval and contemporary exegeses of the text of Song 5:6-8.

During the last days of her life, the dauphine swore repeated oaths to
several different ladies that “she had never done the things of which she was
accused, much less thought about it.” Two ladies heard her swear on the dam-
nation of her soul that she had never wronged the dauphin (Appendix I, at 1b
and 4b), and one of them graphically described Margaret pounding her hand
on her chest, crying out “I swear to God on my soul and on the waters of my
Baptism, or else let me die, that I never disrespected or wronged my lord”
(Appendix I, at 1d). Margaret’s repeated professions of innocence to her ladies-
in-waiting, who seem to have been omnipresent during her final hours, and
the striking consistency of their testimony with regard to the deathbed scene as
recounted in their depositions, invites a parallel with the Song’s “daughters of
Jerusalem” who are instructed to “Tell my beloved / that I am sick with love.”
Even more astonishingly, the lines “quia amore langueo” echo Tillay’s gossip
that the dauphine’s sickness, and hence her impending death, was caused “by
Love, or a Love Affair"—in other words, that she was quite literally, at least in
Tillay’s eyes, “sick with love.”

Now, a central preoccupation of Tillay’s gossip was the dauphine’s infertil-
ity, which the doctors variously attributed to a lack of sleep, to drinking too
much vinegar, eating sour apples, and wearing her belts too tight (Appendix II,
no. 7). Whatever its etiology, the dauphine’s sterility would have had more
sinister implications for Tillay and his courtly scandalmongers who suspected
that such bizarre practices were methods of birth control (Appendix II, no. 11).
The virtually palpable anxiety about the state of the royal sucession permeated
the entire court, reaching King Charles VII himself, who had even asked Tillay
if the dauphine was sick because she was “pregnant” (impédumée) (Appendix
I, no. 6). There is absolutely no doubt that the dauphine’s failure to produce
an heir after nine years of marriage represented a central preoccupation for
everyone at court. Contextualized in this way, Busnoys’s choice of the tenor
“Stirps Jesse,” with its literal and metaphorical concerns with procreation and
the perpetuation of a lineage (see the preceding text and translation), seems
suddenly to make rich historical sense. Moreover, the “flos” (Hower) upon
which the “spiritus almus” (spirit of life) rested could aptly describe a woman
whose name in French was also that of a flower (Marguerite = daisy). By



Love and Death in the Fifteenth-Century Motet 151

setting long stretches of the Stirps Jesse chant at three strategic points in the
upper voice of the motet to the text of Anima mea, Busnoys thus overlays a
kind of musical metatext concerned with “procreation anxiety” onto the Anima
mea “story” itself. Such a reading would represent a music historical analog to
the literary anxiety about the queen’s adulterous body that gets played out in
numerous medieval romances, an anxiety that centered “on the inexpressed
fear of production of illegitimate offspring and the implicit threat it posed to
‘proper dynastic succession’.”**

In my proposed reading, then, the combination of the two texts Anima
mea and Stirps Jesse creates a web of fascinating intertextual allusions to the
historical circumstances surrounding the death of the dauphine of France,
Margaret of Scotland, to the concerns about her inability to ensure the perpetu-
ation of the royal line, and to the unfounded and damaging rumors about her
alleged adultery. Even the larger context of the Song of Songs is not without
parallel to the dauphine’s situation. Like the Shulamite, the dauphine was an
“Other"—a strange princess, with peculiar customs from a faraway land.
Louis’s alleged animosity toward Margaret would seem to explode the analogy,
although one does need to ask why Louis would have had his agents spy on
her unless he was jealous, which seems unlikely, or, more probably, motivated
by a fear that an adulterous queen-to-be might threaten dynastic succession by
producing illegitimate offspring. So, whether out of genuine love or sheer self-
interest, Louis’s base desire to keep tabs on Margaret was fueled by a kind of
“jealousy,” precisely the subject of Song’s “climax” (8:6ii): “love is strong as
death; jealousy is cruel as the grave.”

Barbara Haggh has shown that obit foundations in the fifteenth century
frequently designated a combination of Marian texts with those alluding to the
“Holy Spirit.” Based on Haggh’s information, Rob Wegman postulated that
Domarto’s Missa Spiritus almus, whose cantus firmus is based on the final
phrase of Stirps Jesse, may have been written for a funeral context; significantly,
in the same article, Wegman demonstrated several interesting musical connec-
tions between Busnoys’s Anima mea and Domarto’s Mass.*® Moreover, recent
biblical scholarship has connected the Song of Songs with ancient Near East-
ermn funeral rituals that were love feasts celebrated with wine, women, and
song.*’ Coincidentally, Margaret of Scotland died on 16 August 1445, a day
after the Feast of the Assumption, appropriate to both Anima mea and Stirps
Jesse in the Paris rite, and well within the three-week period from the Assump-
tion to the Nativity of the Virgin proper to the Sarum and some other rites.*
After the dauphine’s death, a commemorative service was celebrated every day
for the first twelve months, and thereafter every year on the anniversary of her
death, occasions that might conceivably have called for suitably devotional
music. ¥

The idea that Busnoys’s reading of Anima mea conceals a reference to a
specific historical woman would be perhaps no more incongruous than Leonel
Power’s appropriation of Binchois’s courtly love song De plus en plus in his
two-voice Anima mea,*® or Josquin’s use of the cantus firmus Comme femme
desconfortée in his motet Stabat mater.’' In fact, my own reading of these
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Ficure 7.1 Jean Fouquet, Diptych of Melun (right panel). Antwerp, Koninklijke
Museum voor Schone Kunsten (Inv. 132). Used by permission.

ostensibly Marian texts in light of the historical Margaret of Scotland invites a
direct parallel with a pictorial representation originating at the French royal
court around exactly the same time: the right panel of Jean Fouquet's Diptych
of Melun, which features Charles VII's celebrated mistress, Agnes Sorel (a lady-
in-waiting to Queen Marie d’Anjou), as the bare-breasted Virgin Mary (see
Figure 7.1). Fouquet’s work had been commissioned by royal counselor
Etienne Chevalier, one of the three executors of her will, shortly after Sorel’s
death in 1450 in an effort to rehabilitate her tarnished reputation through asso-
ciation with a woman of less dubious moral credentials.*

This blending of the secular and sacred dimensions has long been recog-
nized as a fundamental characteristic of late medieval culture, one which hap-
pens also to be reflected in the shifting modes of interpretation of the Song.
From the late eleventh century onward, the long tradition of allegorical exege-
sis of the Song initiated by Origen in the third century began to be supplanted
by the tropological mode of interpretation practiced by a new breed of biblical
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exegetes working in Paris, particularly the Victorines, who manifested renewed
interest in literal and historical interpretations. This tropological, as opposed to
allegorical, mode of exegesis sought to convey a more powerful spiritual mes-
sage by encouraging readers to identify with the bride of the Song and draw
parallels between their individual life experiences and hers.”® The works of
Hugh of St. Victor, one of the first writers to depart from the purely allegorical
mode of earlier exegetes, explicate tropology as “the reader’s response to the
thetorical appeal of the text, rightly understood: the meeting point of life and
letter. . . . It consists in each reader’s heartfelt, personal discovery of what he
or she ought to do in order to realize the moral implications of the
event recorded.”** As the recent work of Ann Astell has shown, while biblical
scholars have acknowledged the importance of the shift toward a reliteralization
of the Song, they have insufficiently understood its rhetorical implications: “the
more ‘historical’ the letter of the text is perceived to be—with respect to actual
events and literal reference—the more immediately applicable it becomes to the
lives of its auditors.” *> For example, the twelfth-century commentaries of Rupert
of Deutz and others clearly reflect intensifying interest in mariological interpreta-
tion of the Song—literally relating its story to the life of the Virgin; an anony-
mous late eleventh-century French paraliturgical lyric Quant li solleiz converset
en Leon compares a young woman weeping for reunion with her lover to the
longing of Mary to join her celestial bridegroom. *® One twelfth-century vernacu-
lar commentary from northern France translates the Song into a secular form and
function: it is dedicated to a lady and written in the form of a roman in which the
interlocutors are referred to as “Damoiselle” or “Bel sire.”>’

Precisely because its graphic descriptions of human love and unabashedly
carnal themes were unparalleled in biblical literature, the Song of Songs ex-
erted a profound influence both on secular Latin verse and even on vernacular
courtly love poetry throughout the late Middle Ages.”® This incontestable in-
fluence, as others have noted, extended to the famous Roman de la Rose, with
which it shares a number of superficial thematic similarities: both feature en-
closed gardens, walls, towers, and flowers symbolizing the beloved.”® One
thirteenth-century French paraphrase of the Song makes specific allusion to
the Roman de la Rose, characterizing its discussion of love as “less honest” than
its own.®® An even more direct link exists between chapter 5:2-8 of the Song,
the source of Anima mea, and the Roman de la Rose: both are “erotic dreams,”
involving a search, laden with obstacles, for a beloved. It is in the context of
an erotic dream that the Beloved seeks her Lover, and within the context of an
erotic dream that the Amant begins his quest for the “Rose.” In the Song, it is
the “watchmen of the walls” who impede the Beloved’s quest for her Lover;
in the Roman it is the negative personifications Dangier, Malebouche, Faulx
Semblant, and their cohorts. The Beloved in the Song languishes for her
Lover, just as the Lover of the Roman becomes lovesick and consumed with
uncontrollable desire for the Rose.

Busnoys’s Bel acueil, one of a handful of songs he set alluding to characters
from the Roman de la Rose,®' has the same unusual scoring for low voices in
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nearly equal ranges as Anima mea. The allegorical character in question, Bel
Acueil or Fair Welcome, represents “the young girl’s accessibility, that part of
her which her lover most directly encounters and which most directly encoun-
ters him”;%? in other words, a positive personification, one of the few, in fact,
peopling the Roman. As Walter Kemp noted, “Bel acueil, in general courtesy,
was the art of welcome, the ideal friendliness ‘based on the recognition of the
essential connaturality of all men’. In the narrower amatory system it repre-
sented a ‘fair welcome’, in which the lady opened herself to pleasant conver-
sation.” %3

Busnoys’s Bel acueil happens to open the Mellon Chansonnier, dedicated
to Beatrice of Aragon, and by virtue of its identification with the largely positive
allegorical persona in the Roman, has come to be regarded as a conventional
courtly love song.®* But this is no “courtly love” text in the traditional sense,
nor, incidentally, does the rather sinister character portrayed here correspond
even remotely to the Bel Acueil of the Rose: ©°

Bel acueil le sergent d’Amours Fair Welcome, Love’s constable

Qui bien sait faire ses esploitz Who knows well how to serve his writs,
M’a ja cité par plusieurs fois Has already summoned me several
D’aler 3 'une de ses cours. times,

To go to one of his courts.

Et m’a promis qu’a tous les jours And has promised me that he will make
Mectra default se je n'y vois. my days
Full of confusion if I do not go there.

Bel acueil . . . ses esploys. Fair Welcome . . . writs.

Et que se bref je n’y accours And that if quickly I do not speed there
O mes consulz secretz et cois, With my privy and covert counsels,
M’en bannira de toutes vois He will banish me on the spot,

Et plus ne m’y fera secours. And nevermore come to my aid.

Bel acueil . . . ses cours. Fair Welcome . . . courts.

Busnoys’s Bel Acueil involves himself in secret intrigues and wields a kind
of dangerous power; and the speaker of the poem obviously fears his retribu-
tion.® Moreover, Bel Acueil is not the “sergent d’Amours,” and is never de-
scribed as such in the Roman de la Rose; that designation more properly be-
longs to the character Dangier, who is responsible for keeping the Amant away
from the Rose. Widely used “as an allegory of outside interference with a ro-
mance,”®” Dangier, in C. S. Lewis’s classic formulation, is “the real enemy
who cannot be flattered or overcome, who must be kept asleep because, if he
wakes, your only course is to take to your heels, the ever-present dread of lovers
and the stoutest defence of virgins.”%® That Dangier, and not Bel Acueil, was
understood by medieval readers to be the “sergent d’Amours” of the Rose is
clear from the texts of a number of anonymous songs in the Dijon chan-
sonnier, one of which specifically names him as such.%

What then would account for this seemingly deliberate misreading of Bel
Acueil in Busnoys’s text and why then did Busnoys not use the name “Dangier”
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(@ BEL ACUEIL LE SERGENT DPAMOURS

MARGUERITE D’ECOSSE

Leaves the following letters unused: B, A, L (x3), U/V,E, N

(GOBEL ACUEIL LE SERGENT DDAMOURS

LE BAILLI DE VERMANDOIS
(i.e., Jamet de Tillay)

Reuses letters I (x2) and D
Leaves the following letters unused: G, U, R, T, E (x2),C, S

(¢ BEL ACUEIL

BAILL({J) + VE OF VERMANDOIS AND EC OF ECOSSE

FIGURE 7.2 Anagrams on the incipit of Busnoys’s Bel acueil

as he did in other of his Roman texts?’?> Possibly because the name “Bel
Acueil” was more useful to his program of incorporating anagrams into the
incipit of the text, namely, those of the two characters in today’s story: “Mar-
guerite I’Ecosse” and “Le Bailli de Vermandois” (see Fig. 7.2, a and b).”!
Interestingly enough, the nine-letter name “Bel Acueil” happens to contain five
of the six letters in Jamet's official title “bailli,” and the four remaining unused
letters supply the first two letters of both Vermandois (VE) and “Ecosse” (EC)72
(see Fig. 7.2,c). What seems most remarkable about the two anagrams embed-
ded in the incipit of Bel acueil is that after spelling out each name, the re-
maining letters are, without exception, precisely those necessary to effect the
spelling of the other. There is at least one respect in which the identification
of Bel Acueil with the repellent Jamet de Tillay is not at all incongruous. Just
as Bel Acueil of the Roman symbolizes access to the Rose, Tillay represents
Louis’s conduit to privy information about the imaginary amorous encounters
of Margaret of Scotland, whose name, as mentioned, is also that of a flower
(albeit a daisy, rather than a rose). In this sense, Tillay was indeed Louis’s
“sergent d’Amours.”

Further evidence suggestive of an association of Bel acueil with Jamet de
Tillay involves an intriguing intertextual play on the words “bailli,” Jamet's
title, the “sergent” of Bel acueil, and the “custodes” of Anima mea, each of
which clearly designates a kind of surrogate authority, a subordinate individual
wielding power on behalf of a more highly placed entity. “Bailli,” which liter-
ally means “bailiff,” by the twelfth century generically designated an officer of
the king’s court,” so Jamet the “bailli” was also a “sergent” as well; and the
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Latin word “custodes” or “watchman” of Anima mea seems quite literally de-
scriptive of his more ignoble duties at court.

Also intriguing is the poem’s rhetorical and musical emphasis on medieval
legal terminology such as “esploitz,” “citer,” “cours,” “default,” and “banir,”
highlighted above. “Exploitz” refers to a legal document, or a subpoena, signed
by a court officer requiring one to appear before a tribunal;”* “cité,” the action
of having been “summoned” to appear in court;”” “cours,” the tribunal or
venue for the legal proceedings;”® “default,” the judicial repercussions for fail-
ing to show up;’” and “banir,” referring to banishment, or the legal ousting of
an individual from a city or a court.”® None of these words makes any sense
within the actual Roman de la Rose story. But they do fit nicely within the
context of my earlier discussion of the legal inquests surrounding Margaret’s
death. Worth interjecting here are a few words about the aftermath of the
sordid affair. Despite the rather incriminating evidence that emerged about
Tillay’s behavior, no punitive action was ever taken against him, either by
Charles VII or Louis dauphin, nor does he appear to have lost his position at
court. According to Duclos, the early eighteenth-century historian who first
published the inquest documents, several male courtiers who had testified
against Tillay were incensed that he had received no formal censure. Charles
VII was compelled to stifle the affair by banishing from the court several indi-
viduals whose posthumous championing of the dauphine’s honor had become
too vocal.” In this connection it is worth speculating as to whether Busnoys'’s
Bel acueil might conceivably be construed as a sarcastic and censorious com-
mentary, duly concealed behind seemingly innocuous allegory, about Tillay’s
reprehensible behavior and the power he continued to wield at court.

In the absence of my extensive earlier work on Margaret’s literary circle
and its possible connection with Busnoys’s Hacqueville songs,* the plausibility
of the scenario I have constructed here with regard to the creation of Anima
mea liquefacta est and Bel acueil, and their possible connection with events
surrounding the death of Margaret of Scotland, would seem dubious at best.
My earlier arguments focused on the striking literary interests of the dauphine
and her ladies-in-waiting, whose poetry is preserved in the poetry collection
F-Pn 9223 that transmits a rondeau attributed to Busnoys®!; the intertextuality
of one of the ladies-in-waiting’s poems with the text of an anonymous song
possibly related to Busnoys’s Hacqueville songs; and finally the uncovery of
anagrams in the incipits of certain song texts. The circumstantial evidence
pointing to a musical and literary interaction between Busnoys and the poets
in F-Pn 9223, many of whose texts were set to music in the Dijon chansonnier
and elsewhere, is outlined in Tables 7.1-3, which show: the poets in the
manuscript F-Pn 9223 and their connection with Margaret (Table 7.1); the
poems in the manuscript set to music by Busnoys and others, including four
anonymous unica in Dijon 517 (Table 7.2); and a short list of poems from the
same manuscript quoted in Busnoys songs (Table 7.3). Since Dijon 517 con-
tains such a large number of known Busnoys works, the probability is high that
several of these anonymous settings are his as well. Our knowledge that Bus-
noys did write music to several texts by poets in Margaret’s literary circle con-
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TaBlE 7.1 Poets in F-Pn 9223 linked with Margaret of Scotland

Poet* Connection with Margaret

Blosseville (29) lament on Margaret’s death; rondeau playing on the ‘M’ of
Margaret’s name

Tanneguy du Chastel (3) exchange with Jamette de Nesson

Jean d’Estouteville (2) cited by Tillay as one of the two men seen in Margaret's
chamber

Antoine de Cwse (12) brother of Annette and Jeanne de Cuise, ladies-in-waiting
to Margaret

Jeanne Filleul (1) lady-in-waiting to Margaret

Busnoys (1) poetic exchange with Jacqueline de Hacqueville, lady-in-

waiting to Margaret

*Total numbers of poems 1n MS given 1n parentheses.

siderably enhances the likelihood that Anima mea/Stirps Jesse and Bel acueil
might have originated in the same milieu.

In the final analysis, the speculative reading I have offered here should not
be construed as the only one possible for the motet; indeed, the very common-
ality of the texts Busnoys chose would admit a multiplicity of appropriate litur-
gical and paraliturgical contexts for the use and performance of the piece.
Rather, | have offered a case study in how historically informed hypothesis
about the possible origins of a musical work enables a range of new observa-

TaBLE 7.2 Poems in F-Pn 9223 set to music

Poem in F-Pn 9223 Author Musical Setting *

Les douleurs dont me sens tel somme Antoine de Cuise Dufay (Dij and Niv)
Nul ne me doibt de ce blasmer Monsieur d’Orvilier Anon. (Dij)

Clest par vous que tant for soupire Meschinot Anon. (Dij)

A ceste foiz je me voy C. Blosset Anon. (Dij)

J'en ay le dueil et vous la joye Blosseville Anon. (Dij)

Quant jamais aultre Le Roussellet Anon. (Pav)
Malleureux cueur que veulx tu faire Le Roussellet Dufay (Lab and Wolf)
En tous les lieux ou jay esté Monsieur Jacques Busnoys (Dij and Niv)
Qu’elle '’y a je le maintien Antome de Cuise Anon. (Dij)

*Lab = Washington, D.C., Library of Congress, Music Division, MS MZ2.1.L25 Case (“Laborde Chan-
sonmier”)

Niv = Paris, Bibliothéque Nationale, Département de la Musique, Rés. Vmc. 57 (“Chansonmer Navelle
de la Chaussée”)

Pav = Pavia, Biblioteca Umversitania, MS Aldini 362

Wolf = Wolfenbiittel, Herzog August Bibliothek, MS Guelf. 287 extrav (“Wolfenbiittel Chansonnier”)
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TaBLE 7.3 Portions of poems in F-Pn 9223 quoted in Busnoys songs

Poetic Source Musical Setting

R. le Senechal, “De ma joye n’est plus Incipit of En soustenant vostre querelle
nouvelle,” line 4

Monsieur d’Orvilier, “Nul ne me doibt de Last line of Enfermé suis je en la tour*
ce blasmer,” incipit

Antomne de Cuise, “Joye me fuit, Douleurs First line (paraphrased) of Joye me fuyt et
m’assault,” first line douleur me quert seure

* Attributed to Busnoys on stylistic grounds by Perkins, The Mellon Chansonnier, 2:349, and by Vivian
Ramalingam (“A Hymenaeus for Beatrice,” paper read at the Fiftieth Annual Meeting of the American Mu-
sicological Society, Philadelphia, 1984)

tions about it, a new way of looking at the piece—in this case, a rich web of
intertextuality, an exploration of medieval traditions of literary and biblical exe-
gesis, and their confluence in Busnoys's Anima mea and Bel acueil—that
would otherwise have proved impossible without having risked the hypothesis
as an initial point of departure. In weaving together historical, literary, and
exegetical strands of evidence that might initially be seen as random, conven-
tional, and unworthy of closer scrutiny, the contextual reading offered here
enables the motet to make richer historical sense and to resonate with greater
significance than before.

To conclude this investigation of multiple layers of meaning and intertex-
tuality in a Busnoys motet, it seemed appropriate to invoke the testimony of a
medieval witness whose thoughts on an entirely unrelated subject seem never-
theless to capture the spirit of my reading: Lady Reason from the Roman de la
Rose. The lines I have chosen derive from her famous discourse on “coilles”
(testicles), certainly the most memorable in the story and one that seems un-
likely to have escaped the notice of even the dullest of medieval readers:

In our schools indeed they say many things in parables that are very beautiful
to hear; however, one should not take whatever one hears according to the
letter. In my speech there is another sense, at least when [ was speaking of
testicles, which I wanted to speak of briefly here, than that which you want
to give to the word. He who understood the letter would see in the writing
the sense which clarifies the obscure fable. The truth hidden within would be
clear if it were explained. You will understand it well if you review the integu-
ments on the poets. There you will see a large part of the secrets of philoso-
phy. There you will want to take your great delight, and you will thus be able
to profit a great deal. You will profit in delight and delight in profit, for in
the playful fables of the poets lie very profitable delights beneath which they
cover their thoughts when they clothe the truth in fables. If you want to
understand my saying well, you would have to stretch your mind in this di-
rection. 5?
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APPENDIX 1

Extracts from “Information faite . . . sur certaines paroles dites et profé-
rées par Jamet de Tillay, de trés haute et puissante princesse, feue ma-
dame la dauphine, dont Dieu ait lame.”®

1. [Deposition of Jeanne de Tasse, dame de St-Michel, 11 October 1445]
(a). . . environ deux ou trois jours aprés que madite dame fut malade,
comnme 1l lui semble, madite dame étant sur une couche toute pensive,
et elle qui parle lui demanda ce qu’elle avoit, et pourquoi elle ne faisoit
meilleure chiere, et qu’elle ne se devoit pas ainsi merencolier, et ma-
dite dame lui répondit qu'elle se devoit bien merencolier et donner mal
pour les paroles qu'on avoit dites d'elle, qui étoient a tort et sans cause
(b) et prenoit sur le damnement de son ame que onc elle n’avoit fait le
cas qu'on lui mettoit sus, non pas seulement I'avoir pensé (c) . . . [le]
mercredi avant son trépas, que madite dame étant sur sa petite couche,
dit telles paroles ou semblables: Ah Jamet! Jamet! vous étes venu a votre
intention; si je meurs, c'est pour vous et vos bonnes paroles que vous
avez dites de moi sans cause ne sans raison. d) Et adonc madite dame
leva le bras, férant de sa main a sa poitrine, et disant ces paroles: Et je
prens sur Dieu et sur mon ame, et sur le baptéme que japportai des
fonts, ou je puisse mourir, que je ne l'ai déservi onc, ne ne tins tort a
monseigneur . . . (28-32)

2. [Deposition of Marguerite de Villequier, 12 October 1445]

. . . Dit et dépose par son serment que deux ans a ou environ, autre-
ment du temps ne se recorde, elle qui parle, a, par plusieurs fois, oui
dire 2 madite dame la dauphine, ainsi qu’on parloit aucune fois de
malveillances, qu'elle n'étoit point tenue a Jamet de Tillay, et qu'elle le
hayoit plus que tous les hommes du monde, et qu’il avoit mis peine de
la mettre mal de monseigneur le dauphin . . . (32-33)

3. [Deposition of Marguerite de Hacqueville, 12 October 1445]

. . . Dit et dépose, par son serment, que huit jours avant que la reine
partit de Nancy, elle qui parle ouit dire 2 madite dame [Margaret of
Scotland], ainsi comme 'on parloit de gens qui parloient légiérement,
que il y en avoit un qui patloit bien légiérement, et qu’elle le devoit
bien hair; et, elle qui parle, lui demanda qu'il étoit; et madite dame lui
répondit que c'étoit Jamet de Tillay, et qu'il avoit mis et mettoit peine
de jour en jour de la faire étre en la malgrace de monseigneur le dau-
phin, et qu’elle avoit eu et encore avoit beaucoup de maux par lui, et
gu'on ne pourroit jamais dire plus mauvaises paroles de femme qu'il
avoit dit delle. (33-34)

4. [Deposition of Marguerite de Vaux, 14 October 1445]

(a) . . . Dit et dépose, par son serment, que le roi étant a Sarry, et
madame la dauphine, ainsi que I'on parloit de plusieurs choses au com-
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mencement de la maladie de madite dame, dit a elle qui parle, qu’elle
n’étoit point tenue a Jamet de Tillay, et elle qui parle lui demanda
pourquoi c'étoit. Madite dame lui répondit que ledit Jamet avoit dit des
paroles d’elle que onc en sa vie n’avoit faites ne pensées . . . (b) et peu
de temps aprés, madite dame fut amenée 4 Chaalons toute malade, et
deux ou trois jours avant sa mort, comme il semble a elle qui parle,
madite dame étant sur son lit, sans ce qu’on lui parlat d’aucune chose,
et elle qui parle étant aupres d’elle, dit ces paroles: Ah! ah! Jamet, vous
étes venu a votre intention; aprés lesquelles paroles madite dame prit sur
le damnement de son ame qu’il n’étoit rien de tout ce que I'on lui avoit
mis sus, ne onc ne le fit ne le pensa. Et semble, 2 elle qui parle, que
madite dame disoit de grand courage, dolente et courroucée, lesdites

paroles . . . (35-36)

APPENDIX II

Extracts from the Interrogations of Jamet de Tillay, bailli de Vermandois,
1 June and 23 August 14465

Interrogation of 1 June 1446

L’an mil quatre cent quarante-six, le premier jour de juin, noble homme Jamet
de Tillay, écuyer, bailli de Vermandois, 4gé de quarante-six ans ou environ,
juré, examiné par nous Jean Tudert et Robert Thiboust, conseillers du roi
notre seigneur, sur les paroles que I'on dit par lui avoir ét¢ dites de la personne
de feue madame la dauphine, et autres choses contenues és informations a
nous baillées par monseigneur le chancelier,

1. dit qu’environ Noel, I'an 1444, un soir environ neuf heures de
nuit, autrement du jour ne du temps ne se recorde, le roi étant a
Nancy en Lorraine, lui qui parle [ Jamet de Tillay] et Messire Re-
gnault de Dresnay, chevalier, allerent en la chambre de ladite
dame, laquelle étoit lors couchée sur sa couche, et plusieurs de ses
femmes étoient autour d’elle; aussi y étoit Messire Jean d’Estoute-
ville, seigneur de Blainville, appuyé sur la couche de ladite dame,
et un autre qu’il ne connoit; et pour ce que ladite dame étoit en
sadite chambre sans ce que les torches fussent allumées, il qui
parle dit audit messire Regnault, maitre d’hétel de ladite Dame,
que c’étoit grande paillardie a lui et autres officiers de ladite dame,
de ce que lesdites torches étoient encore a allumer, et dit qu'il dit
lesdites paroles pour le bien et honneur de ladite dame et de sa
maison . . . (40-41)

2. Interrogé s'il dit point audit Nicole Chambre que ladite dame fat
malade seulement d’amour:

Dit par son serment que de ce il n’est pas de présent recors

L (42-83)
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3. Interrogé s'il dit point 2 Marie de Lespine, durant la maladie, que

ladite feue dame fat malade d’amour:
Dit que de ce onc ne parla a ladite Marie . . . (44)

Interrogation of 23 August 1446

4. . . . ledit Nicole lui demanda ce qu’elle avoit, et d’ott procédoit cette
maladie, et il qui parle [ Jamet de Tillay] lui répondit que les médecins
disoient qu’elle avoit un courroux sur le coeur, qui lui faisoit grand
dommage, et aussi que faute de repos lui nuisoit beaucoup; et lors
ledit Nicole dit que lesdits médecins lui en avoient autant dit, et aussi
dit: Pliat 4 Dieu qu'elle n’efit jamais eu telle femme 2 elle! Et quelle
dit il qui parle? Et lors ledit Nicole lui répondit: Marguerite de Salig-
nac. Et il qui parle, lui dit: Pl6it 4 Dieu, ne aussi Prégente, ne Jeanne
Filloque [sic: Filleul]! Requis pourquoi il dit lesdites paroles, dit pour
ce qu'il avoit oui dire que c’étoient celles qui la faisoient trop veiller
a faire rondeaux et balades. (50)

. Interrogé il lui dit point qu’elle étoit malade d’amour:

Dit, il qui parle, qu’il n’en a point souvenance . . . (50)

. . . . Etlors le roi lui demanda si elle étoit impédumeée; et il qui parle
répondit que non, comme disoient les médecins. Et le roi lui de-
manda d’ott proceéde cette maladie, et il qui parle lui dit qu’il venoit
de faute de repos, comme disoient les médecins, et qu'elle veilloit
tant, aucunefois plus, aucunefois moins, que aucunefois il étoit pre-
sque soleil levant avant qu’elle s’allat coucher, et que aucunefois mon-
seigneur le Dauphin avoit dormi un somme ou deux avant qu'elle
s'allat coucher, et aucunefois s'occupoit a faire rondeaux, tellement
qu’elle en faisoit aucunefois douze pour un jour, qui lui étoit chose
bien contraire. Et lors le roi demanda si cela faisoit mal a la téte, et
monsieur le trésorier maitre Jean Bureau, 13 présent, dit: Oui, qui s’y
abuse trop; mais ce sont choses de plaisance . . . (50-51)

. ainsi qu'ils parloient de madite dame, ledit M. de Charny dit
qu’il avoit entendu qu’elle n'étoit point habile a porter enfans, et si
ainsi étoit qu'elle allat de vie a trespassement, il faudra marier monsei-
gneur le Dauphin a une autre qui fiit encline & porter enfans; et lors
il qui parle [Jamet de Tillay] dit qu’il avoit oui dire & madame Dubois
Menart qu’elle avoit autrefois dit 4 madite dame qu’elle mangeoit trop
de pommes aigres et de vinaigre, et se ceignoit aucunefois trop serrée,
aucunefois trop ldche, qui étoit chose qui empéchoit bien a avoir enfans
.. . (51-52)

. Interrogé il a point dit ces paroles ou semblables en substance, en
parlant de madite dame: Avez-vous point vl cette dame-la? elle a
mieux maniére d’une paillarde que d’'une grande maitresse.

Dit que non, et s'il ya avoit homme qui le voulsist maintenir, il
offre a le défendre par son corps devant le roi, et ne vit onc dame ne
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damoiselle qui et mieux maniére de gentille femme ne de grande
maitresse . . . (52)

9. . . . Et depuis le vingt-sixitme jour, eussent comparu par-devant
nous ledit Jamet et Nicole Chambre; et, quand ils furent confrontés,
ledit Nicole Chambre dit qu’aprés plusieurs paroles qu’eurent ensem-
ble ledit Jamet et lui de la maladie de madame la dauphine et de ses
veilleries qu’elle faisoit, ledit Nicole demanda: que peut-elle avoir?
elle a quelque chose sur le cueur. Et ledit Jamet lui répondit: Que
scait-on? Et icelui Nicole lui demanda que c’étoit; et, il qui parle, lui
répondit: Ce sont amours . . . (55)

10. . . . ledit Jamet a dit et répondu audit messire Regnault, en la prés-
ence de nous dessusdits, que bien avoit dit que madame avoit eu
honte; mais il ne dit onc quelle tint mieux maniére de paillarde que
de grande maftresse, en persévérant et continuant en sa confession par
lui premiérement faite. A quoi ledit messire Regnault a répondu qu’il
veut maintenir que ledit Jamet a dit et proféré, de madite dame la
dauphine, les paroles telles que déposées les a en sa premiere confes-
sion . . . (55)

11. . . . Et ce fait, a été interrogé sur ce qu'il avoit dit 3 monsieur de
Charny, présens monsicur le maréchal et maitre Jean Bureau, que
madame avoit mangé du vinaigre en santé, pour eschiver de porter
enfans:

Dit et affirme sur sa conscience, qu’il ne cuide avoir rien dit audit
monsieur de Chamy, sinon qu’il avoit oui dire qu autrefois madite
dame, durant sa santé, avoit mangé du vinaigre et des pommes criies
qui lui pussent avoir empéché, si elle ne s'en fat pris garde. . .(56)
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Obrecht as Exegete

Reading Factor orbis as
a Christmas Sermon

As its title suggests, this study dwells on analogies: analogies between com-
posers and theologians, between composing and preaching, between the
medieval motet and the medieval sermon. Such comparisons are slippery
things, sometimes obfuscating more than they illuminate. Why do we persist
in drawing analogies? Sigmund Freud once wrote: “Analogies decide nothing,
that is true, but they can make one feel more at home.”! Freud’s observation
captures the essence of this author’s motivation in attempting an analysis by
analogy: the construction of analogies relating various expressions of medieval
sensibilities (a kind of contextualization) is just one way in which we moderns
seek to mediate the “alterity” of the medieval world—the essential otherness of
the medieval mentality that precludes our ever experiencing the remnants of
that culture as did its original audience.? If we can detect a sympathetic reso-
nance between a particularly abstruse medieval motet and ways of thinking and
communicating peculiar to medieval people, then perhaps we can approach a
step closer to “feeling at home” with this distant music.

Figure 8.1 reproduces a page from one of the most widely used books of
the Middle Ages, the Glossa ordinaria, the standard source of biblical exegesis
throughout the later Middle Ages. Compiled in the early twelfth century under
the direction of Anselm of Laon, the Glossa ordinaria is a huge collection of
glosses elucidating individual words and phrases of the Bible, drawing princi-
pally upon the writings of the Fathers and Doctors of the Church. This enor-
mous book served as the standard reference on which doctrinal instruction in
the schola, the studium generale, and the university was based; it was copied
again and again, and printed innumerable times.> Adolph Rusch published the
edition from which this illustration derives in Strassburg no later than 1480,
and this page reveals the typical page layout of the glossed Bible: a short section
of the biblical text is placed at the center of the page in large black type with
an eye-catching red initial, while the commentaries on that bit of text appear
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FIGURE 8.1  Glossa ordinaria, printed in Strassburg, by Adolph Rusch, not after
1480. Chapin Library of Rare Books, Williams College. Reproduced by permission.

as interlinear and marginal glosses in smaller type. The phrase discussed on
this page is “Canite tuba in Sion” (Blow the trumpet in Sion), which opens the
second chapter in the Old Testament Book of Joel.

Figure 8.2 displays the opening of the motet Factor orbis, an ambitious
five-voice piece by the late-fifteenth-century Flemish composer Jacob Obrecht
on which this study will focus. Shown here is the earliest manuscript source
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FiGUre 8.2 MS Cappella Sistina 42, fols. 36'—37". Vatican City, Biblioteca Apostol-
ica Vaticana. Reproduced by permission.

for the motet, the choirbook Cappella Sistina 42, copied in the first decade of
the sixteenth century for the use of the Sistine Chapel.* A striking visual paral-
lel to the biblical gloss is immediately apparent, a resemblance that effectively
distills the conceptual similarity between this motet and the Glossa ordinaria.
At the heart of the motet lies the tenor part, placed in the middle of the page.
The importance of this tenor part is asserted visually even before a note sounds:
its few large (that is, long) black notes immediately command attention. Their
appearance reminds the viewer of plainsong notation, and indeed this tenor is
quoting a chant melody, the compositional equivalent of quoting Scripture.
Lauds on the fourth Sunday of Advent furnished the source of this plainsong,
which is none other than “Canite tuba in Sion.”

Around this tenor part the scribe arrays four other voice parts, and they
are both visually and musically quite distinct from the tenor. As the glosses to
the scriptural text are set in smaller type, so do these musical lines around
the tenor use smaller note values; as the glosses comment with copious and
contrasting text, so do these vocal lines offer a musically florid and textually
different commentary to the tenor cantus firmus. In short, the comparison of
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these two documents, one literary, one musical, reveals a kinship between
the medieval theologian’s approach to biblical exegesis and Obrecht’s approach
to composing this motet. For both, an authoritative “text” (in one case Scrip-
ture, in the other case plainsong) furnishes the basis for the creation of a more
complex construction intended to amplify or interpret that authoritative text.
The medieval literary concepts of auctor and auctoritas apply to both the scrip-
tural and the chant quotation: the term auctor denoted a writer (and, by exten-
sion, a composer) possessing auctoritas, an authority commanding respect and
belief; in the specific sense, an auctoritas was a quotation from a revered auc-
tor.” To medieval writers and composers, readers and listeners, both Scripture
and plainsong were of divine authorship, thus possessing the ultimate auct-
oritas. ®

Congruent roles for the scriptural text in exegesis and the tenor in poly-
phonic music are apparent also in certain efforts at definition made by medi-
eval theologians and musical theorists. The hermeneutic method of biblical
exegesis, in which the literal sense of Scripture formed the basis for elaborate
allegorical and moral interpretations, was described by Gregory the Great (d.
604) using an architectural metaphor that remained current well into the fif-
teenth century: “First we lay the foundations [of scriptural exegesis] in history;
then by following a symbolical sense, we erect an intellectual edifice to be a
stronghold of faith; and lastly, by the grace of moral instruction, we as it were
paint the edifice in fair colors.””’

In his early fourteenth-century treatise De musica, Johannes de Grocheio
employed a similar metaphor to define the tenor: “The tenor is that part on
which all the others are founded, just as the parts of a house or of a building
are placed on their foundation. And it regulates themn and gives them their
quantity.”8

Biblical exegesis—its aims and methods—can thus serve as a useful, if
general, analogy for the fifteenth-century tenor motet as exemplified by Factor
orbis. Indeed, the idea of glossing an authoritative text has been invoked for
repertories extending from troped plainsong through cantus-firmus-based com-
positions of the sixteenth century,” and Andrew Hughes has gone so far as to
declare that “glossing . . . is the conceptual framework within which most if
not all the written music of the Middle Ages can be brought together.” 1?

But another promising parallel between the medieval study of Scripture
and medieval music invites exploration, an analogy that follows logically from
the generalized “conceptual framework” of glossing observed by Hughes. For
Obrecht is more than a musical exegete, crafting a gloss (a musical and textual
addition) to an authoritative text (a plainsong cantus firmus). He is a musical
preacher, delivering a sermon in sound to a listening assembly. Indeed, the
methods, structures and goals of medieval preaching furnish a compelling ana-
lytic context for hearing and reading the motet Factor orbis. 1! Before proceed-
ing with this analysis, however, a foray into the context, materials, and means
of medieval sermonizing and homiletic theory is needed.

In the doctrinal and educational framework of the Middle Ages, the exege-
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sis of the sacred text fulfilled only half of the Christian theologian’s mission.
To complete this mission and do full justice to the message of Scripture, it was
essential to teach—to communicate to others—that learned through the rigor-
ous analysis of the sacred texts. And just as a sophisticated hermeneutic theory
developed around biblical exegests, as philosophers sought to penetrate the sev-
eral layers of meaning that could be discerned in Scripture, so did a complex
theory evolve concerning how best to present the understanding gained through
exegesis. Thus, to quote St. Augustine, “There are two things necessary to the
treatment of the Scriptures: a way of discovering those things which are to be
understood, and a way of teaching what we have learned.”®

These words began the first chapter of St. Augustine’s treatise De Doctrina
Christiana, finished in A.p. 426. In the first three books of this profoundly
influential work, Augustine formulates the basic hermeneutic theory of biblical
analysis that was to shape the intellectual life of the next millennium; in the
fourth and final book he provides what is in essence the first manual of homi-
letics, that is, instruction on the art of preaching. Augustine’s advice for the
effective delivery of the message of Scripture to the faithful rests on the funda-
mentals of Ciceronian rhetoric adapted for the first time to the needs of the
Christian orator. !4

The interest in homiletic theory sparked by Augustine’s treatise in the fifth
century took about 800 years to ignite, but the production of manuals of
preaching instruction exploded from the thirteenth through the fifteenth cen-
tury, as did the creation of aids to preaching, including collections of model
sermons, biblical concordances, and collections of fables and other morally
instructive stories called exempla. *> These manuals on preaching and the vari-
ous aids to preaching were produced primarily by scholastic theologians on
university faculties, both for the training of their students and for the education
of clergy outside the university setting. Over 300 Artes praedicandi were written
during the late Middle Ages, many of which exist in numerous manuscript
copies and some of which were published many times over.!® In Europe as a
whole, over 5,000 volumes of sermons and related preaching aids appeared in
print between 1460 and 1500.'7 The sheer volume of this production testifies
eloquently to the widespread popularity of these materials. '8

The type of sermon whose method and structure dominated the pulpit
from the thirteenth century well into the sixteenth and whose theory was ex-
pounded in the preaching manuals was the so-called university or thematic
sermon. Although the structure of the thematic sermon, which will be exam-
ined shortly, has its roots in ancient rhetorical theoty, the genre grew to matu-
rity and was fostered and disseminated from the medieval universities, most
notably from Paris and Oxford. Scholasticism, that medieval mode of thinking
stressing the art of dialectical argument, provided the intellectual framework
within which the university sermon grew and flourished. Most successful pub-
lic preachers were mendicants holding the degree Master of Theology, but
every educated man, particularly the university-educated man, was intimately
familiar with the analytic method and structure of the thematic sermon. This
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is an important point insofar as Obrecht had eamned the master’s degree by
1480, while still in his early 20s."°

What, then, would Obrecht have known about exegetical methods and
about homiletic theory in particular? Where he studied is not known (a univer-
sity in the Empire and or in Italy appears most likely?®), but the substance of
his education would have revolved around the two basic types of pedagogical
exercises common to all medieval faculties, namely the lectio and the dispu-~
tatio. In lecture, the teacher read the official texts of the discipline (whether
arts, law, medicine, or theology), along with the accepted commentaries,
thereby giving the student command of the authorities in that discipline; as a
master’s candidate, Obrecht would have both attended and given lectures on
a daily basis for several years.?' The disputation was an oral debate in which a
given thesis was defended or refuted by means of constant reference to these
authorities, following the rules of Aristotelian syllogistics; as a student, Obrecht
would have both observed and participated in regular disputations. Thus train-
ing in reasoned argumentation, in which a text was dissected into its smallest
parts and subjected to exhaustive analytic commentary (a process called divisio)
founded on the citation of authority (auctoritas), comprised the gist of
Obrecht’s formal education. 2

Delivering sermons to the academic community was the capstone educa-
tional experience reserved for masters on the faculty of theology. A man had
to be at least 30 years old to receive the master’s degree in theology; Obrecht,
who earned his master’s degree while in his early 20s, would therefore not have
preached at university.?* As a student, however, he was expected to attend not
only the daily Mass but also the daily university sermon. Thus Obrecht, experi-
enced in reading and disputing, would also have heard literally hundreds of
sermons crafted according to the guidelines codified in the manuals of
preaching.

Following his experience at university, Obrecht sought appointment as
choirmaster at a succession of churches in Bergen op Zoom, Cambrai, Bruges,
and Antwerp. His exposure to preaching and homiletic theory would have con-
tinued, as every urban center in the late Middle Ages attracted hundreds of
itinerant preachers,** and every church library counted among its tomes vari-
ous Artes praedicandi and other aids for preaching to assist its clergy in educat-
ing the local congregation.?* Obrecht may even have owned such books, as did
Dufay and many other secular canons in northern centers. %

What exactly was the thematic sermon style known so well by Obrecht?
And how might its rhetorical techniques and formal structure inform our hear-
ing of Factor orbis? With the broad context for an analysis of both sermon and
motet now established, a detailed exploration of the relationship between the
medieval homily and Factor orbis can be undertaken.

The general outlines and materials of Factor orbis are shown in Example
8.1, a and b. The motet falls into two large sections, each closing on the modal
final D. Obrecht has chosen a wide array of texts primarily from the Advent
liturgy, twenty in all; he draws not only upon Office antiphons, but also upon
Matins responsories and plainsongs for the Mass. In most cases only the liturgi-
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cal text is employed, but six times Obrecht joins the text to its plainsong mel-
ody; twice these quotations are treated as slow-moving, unadorned tenor cantus
firmi (labeled C and J, in Example 8.1a and b), and at other times the chant
melody is sculpted into an animated melodic line (labeled b, h, i, and r, in
the examples). Only once does the composer reach outside the liturgy for a
text: the opening plea (labeled a), “Factor orbis,” appears to be newly created
for this motet. Every text is in Latin save the joyful French exclamation “noe.”

Contrast of texting procedure and texture create this motet’s most effective
features. Reduced textures—duets and trios as well as quartets in which only
the tenor is silent—serve to deliver single units of text (that is, all singing parts
use the same text); imitation and homophony prevail in such contexts. Four
times, however, all five voices engage in an intensely polytextual nonimitative
counterpoint in which as many as five texts are delivered simultaneously.
These dense passages occur near or at the beginning and end of both partes.

Two notable large-scale repetitions bind this sprawling structure together.
The melody serving as the main cantus firmus of the prima pars (labeled C in
Example 8.1a), associated there with the text Canite tuba in Sion, reappears
only slightly altered as the tenor cantus firmus in the secunda pars (labeled ]
in Example 8.1b) with the text Erunt prava in directa. This is no arbitrary text
substitution: as shown in Example 8.2, the antiphons Canite tuba and Erunt
prava belong to the same melodic family, and Obrecht simply accentuates the
similarities in the two plainsongs when he recasts them as tenor cantus firmi.

Noteworthy also is the wholesale repetition of the ending of the prima pars
{mm. 74-87) at the conclusion of the secunda pars (mm. 174-213) (see Example
8.3). But only the music is repeated: upon repetition, five new texts replace those
heard at the end of the prima pars. Textual congruence is maintained, however,
in the tenor part: Canite tuba concludes with the phrase “Ecce veniet ad salvan-
dum nos” (Behold, he is coming to save us, labeled C3 in Example 8. 1a), which
sentiment is echoed by the final phrase of Erunt prava, “Veni Domine et noli
tardare” (Come, Lord, and do not delay, labeled J3 in Example 8.1b).

Most texts selected by the composer treat the theme of the joyful anticipa-
tion of the birth of Christ. But two striking anomalies command attention: a
text from the liturgy of Epiphany concerning the judgment of the poor (text g
in Example 8.1a), and a Lenten text evoking the image of death (text h in
Example 8.1a). Also noteworthy is the emphasis on texts extoling the Virgin
Mother at the culmination of the piece (texts q, r, and s in Example 8.1b).

These structural complexities and textual incongruities of Factor orbis defy
explanation within the general analogy of biblical glossing, but virtually every
textual and musical feature of Factor orbis finds an analog in the thematic
sermon, from the macro to the micro level. Several general congruencies de-
serve first mention.

Both the thematic sermon and the polytextual motet as exemplified by
Factor orbis deliver their message in sound; both, however, possess a complex-
ity of structure and meaning appreciable only by the educated reader able to
consider the sermon or the motet at leisure, outside tts performance in time.

Both sermon and motet are based on the multiple quotation of authorita-
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Text Translation Function Source
a) Factor orbis, Deus, nos a) Maker of the earth, — —
famulos exaudi clamantes Lord, listen to us your ser-
ad te tuos, et nostra cnim- vants crying to you, and
ma laxa die ista lucifera. relieve our sins this bright
day
b) Veni, Domine, et noli b) Come, Lord, and do Advent Week I or Hab. 2:3
tardare, relaxa facinora not delay, loosen the II1, feria vi,
plebis tuae Israel. bonds of your people’s Lauds, ant. 3
sins.
C) 1. Canite tuba in Sion,  C) 1. Blow the trumpet in Advent Dom. IV, Joel 2:1
2. quia prope est dies Do- Sion, 2. for the day of the Lauds, ant. 1
mini, 3. ecce veniet ad sal- Lord is near, 3. behold he
vandum nos. is coming to save us.
d) Ad te, Domune, levavi d) To you, Lord, I lift up Advent Dom. 1, Ps. 25:1-2
animam meam, Deus my soul, my God, in you Introit
meus, in te confido, non I conhde without shame.
erubescam.
e) Ecce Dominus veniet, ¢) Behold the Lord shall ? —_
noli timere. Alleluia come, do not fear. Al-
lelua.
f) 1. Crastina die erit vo- f) 1. Tomorrow salvation Christmas vigil, 2 Chron.
bis salus, 2. dicit Domi- shall be yours, 2 says the Lauds, ant. 5 20:17
nus exercituum. Lord of Hosts.
g) Deus, qui sedes super g) God, you who sit upon Dom. II after Ps. 9:5, 10
thronos et 1udicas aequita- thrones and judge fairly of Epiphany, Mat-
tem, esto refugium pau- the poor, because you 108, resp. 2
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Liturgical Bibhcal
Text Translation Function Source

h) Media vita in morte su-  h) In the nuddle of life we ~ Lent Dom. I, III, —

mus, quem quaerimus ad-  are in death, to whom do  or IV, Compline,
jutorem, nusi te, Domine. we turn but you, Lord. ant.
i) O clavis David et scep- i) O key of David and “0” ant., Advent Rev. 3.7
trum domus Israel, qui ap-  scepter of the house of Is- Week IV, feria, Isa. 427
eris, et nemo claudit, rael, you open and no Mag. ant.
claudis, et nemo aperit; man closes, you close and
veni, et educ vinctum de no man opens; come and
domo carceris, sedentem deliver him from the
in tenebris et umbra chains of prison who sits
mortis. in darkness and the
shadow of death.

tive “texts” (auctoritas), be they the words of Scripture or the texts and melodies
of liturgical chant. Understanding thus depends in both cases on the listeners’
familiarity with material drawn from the Christian experience of worship.

Even the preservation of sermon and motet in written notation bears com-
parison. Model sermons were usually transmitted only in outline form, supply-
ing merely the essential citations and sketching the main interpretive points to
be made, thereby leaving much for the person crafting a sermon from the
outline to surmise.?’ Likewise, the musical notation of the period provides only
the essentials of pitch, rhythm, and text, leaving matters of text underlay,
tempo, timbre, dynamics, articulation, etc. to the performer’s discretion. Re-
creation of either a sermon or a motet from the written page thus demanded
that the medieval reader/performer participate as co-creator, effectively merging
the roles of author and reader.?

Most telling, however, are parallels in the actual structure and method of
the medieval sermon and Obrecht’s Factor orbis. Prescriptions for the thematic
sermon contained in the arfes praedicandi manuals, when considered in tan-
dem with the musical and textual details of Factor orbis summarized above,
proffer an analytic framework within which key textual and musical strategies
of the motet can be understood. Because the thematic sermon quickly became
a highly standardized genre, the manuals treating it share much the same sub-
stance. Four representative manuals spanning the period during which the the-
matic sermon flourished thus serve to supply the background for this investiga-
tion: the early-thirteenth-century Summa de arte praedicandi by Thomas
Chabham, an Englishman active at Paris and Salisbury; the Forma praedicandi
(1322) of Robert of Basevorn, a shadowy figure familiar with the curricula at
both Paris and Oxford; the late-fourteenth-century German Tractatus de Arte
Praedicandi by one Henry of Hesse; and the so-called Aquinas-Tract by an
unknown fifteenth-century Dominican.?® Henry's treatise and the Aquinas-
Tract were among the first homiletic treatises to appear in print; both survive
in German editions published before 1500.%
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Text Translation Function Source
J) 1. Erunt prava in di- ) 1. The rough land shall Advent Dom. Isa. 40:4
recta, et aspera 2. in vias be made a plain, and the IV, Lauds ant.
planas 3. veni, Domine, rough country 2. a broad 3
et noli tardare. Alleluia. valley, 3. come, Lord,
and do not delay.
k) Spiritus Domini super k) The spirit of the Lord is Advent Week Luke 4:18
me, evangelizare pauperi- upon me, to bring good M1, feria iv,
bus misit me. news to the poor he has Lauds ant. 2
sent me. or 3

1) Veniet fortior me, cuius
non sum dignus solvere
corigiam calciamentorum
eius.

m) Hodie scietis, quia ven-
iet Dominus, et mane vi-
debitis gloriam eius.

n) Bethlehem, civitas Dei
sumimi, ex te exiet domi-
nator Israel.

o) Crastina die delebitur
iniquitas terrae, et regnabit
super nos salvator mundi.

p) De caelo veniet Domi-
nus domnator et in manu
eius honor et imperium.

1) After me is coming one
mightier than 1, the straps
of whose sandals I am not
worthy to loose.

m) Today you shall know
that the Lord is coming,
and tomorrow you shall
see his glory.

n) Bethlehem, city of the
highest God, from you
went forth the ruler of
Israel.

o) Tomorrow the iniquity
of the earth will be blotted
out, and the savior of the
world will rule over us.

p) From heaven comes the
Lord and ruler and in his
hand are honor and do-
minion.
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Advent Week [,
feria iv, Vesp.
II, Mag. ant.

Christmas vigil,
Lauds, ant. 2

Advent Dom.
11, Matins,
resp. 2

Christmas vigil,
Lauds, ant. 3

Advent Week
I, feria ii,
Lauds, Ben.
ant.

Luke 3:16

Exod.
16:6-7

Mic. 5:2

4 Fsd.
16:53

Dan 7:13-



Text

Translation

Liturgical
Function

Biblical

Source

q) Ave Maria, gratia
plena, Dominus tecum,
benedicta tu in mulieri-
bus, et benedictus fructus
ventris tui.

1) O virgo virginum, quo-
modo fiet istud, qua nec
primam similem visa est,
nec habere sequentem; fil-
iae Hierusalem, quid me
admiramini? Divinum est
misterium hoc quod cer-
nitis.

s) Beata es, Maria, quae
credidisti, quae perficie-
ntur in te, quae dicta sunt
tibi.

t) 1. Ecce Dominus veniet
et omnes sancti eius cum
€o, 2. et erit in die iila
lux magna. Alleluia.

q) Hail Mary, full of grace,
the Lord is with you,
blessed are you among
women, and blessed is the
fruit of your womb.

1) O virgin of virgins, how
can this be, since she did
not appear to be like the
foremost of women, hav-
ing no husband; daughters
of Jerusalem, why are you
astonished at me? Divine is
this mystery that you see.

s) Blessed are you, Mary,
because you believed the
things which the Lord told
you would be fulfilled in
you.

t) 1. Behold the Lord shall
come and all his saints
with him, 2. and there
shall be a great light that
day. Alleluia.

Advent Dom.
IV, Offertory

“O” ant., Ad-
vent Week 1V,
feria, Mag. ant.

Advent Dom.
I or III, Vesp.
II, Mag. ant.

Advent Dom.
I, Lauds, ant.

Luke 1:18

Luke 1:45

Zech.
14:5-7

ExampiLE 8.2 Comparison of the cantus firmi Canite tuba and Erunt prava with

their plainsong models
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Museum Plantin—Moretus, A363.
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The basic outline of the thematic sermon that emerges from these treatises
comprises five parts, called theme, protheme, division, subdivision, and con-
clusion, of which the theme and division were considered essential. First the
preacher simply stated his chosen thema, the scriptural passage upon which the
sermon was to be based. Certain criteria were essential for the thema: Robert
of Basevorn offers a typical list of requirements when he declares that the thema
must concur with the feast, have a fully perceived meaning, employ a biblical
text that is not changed or corrupted, and contain not more than three state-
ments or a statement convertible to three.’!

Obrecht’s thema is, of course, his main cantus firmus, Canite tuba in
Sion. This cantus firmus, “Blow the trumpet in Sion, for the day of the Lord

ExampLE 8.3 Obrecht, Factor orbis (a) from conclusion of Prima Pars; (b) from con-
clusion of Secunda Pars

a
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is near, behold he is coming to save us,” derives from the first antiphon of
Lauds for the fourth Sunday of Advent and uses a text from the Old Testament
Book of Joel (Joel 2:1). Robert’s requirements for a good thema clearly apply.
Obviously appropriate to the Christmas vigil both in its musical and textual
content, this cantus firmus is complete in its textual sense as well as musically
{an entire antiphon melody furnishes the melodic material). The chant tune
presents itself unchanged and uncorrupted, and both text and melody divide
neatly into three statements (see Example 8.1a).

Next the preacher had the option of providing an introduction to the main
body of the sermon; this might include offering a prayer, and introducing a
prothema, designed, according to Thomas of Chabham, to “lay out a sort of
brief theme before the main one, thus helping to make the audience attentive,
docile, and well disposed.”?? The prothema, according to Henry of Hesse,
“should be composed of authorities drawn from the Bible and from theolo-
gians,” and “should generally . . . correspond to the sense of the thema.”33

Obrecht commences his motet with an introductory section comparable to
a sermon’s prayer and prothema (see Example 8.4). The opening imitative
superius/contratenor II duet can be heard as a prayer: it is freely composed,
and features an apparently original text that appeals to the Creator of the Earth
for forgiveness using the first person plural (“listen to us your servants . . .”).
Following this initial duet, the contratenor [ introduces a subsidiary cantus
firmus using the text and tune of another Lauds antiphon, Veni Domine et
noli tardare, for Friday in the third week of Advent. This text also comes from
the Old Testament (Hab. 2:3), and its sense (“Come Lord and do not delay,
loosen the bonds of your people of Israel”) intersects with that of the principal
cantus firmus. Here, then, is the musical equivalent of the prothema. The
surrounding voices {with the exception of the still-silent tenor) begin to exclaim
“noe” as this musical prothema proceeds; as a vernacular response to the Latin
sermon, it conjures up the preacher’s audience, responding to the sermon
much as the African American congregation today exhorts the minister during
his sermon.

With the first emphatic cadence of the piece in measure 23, Obrecht ends
his musical prothema, and now the main body of the sermon can begin. Hom-
iletic manuals call this essential section divisio: the preacher is instructed to
divide his theme into its component phrases (three being the preferred number)
and to amplify the meaning of these divisions in turn through various rhetorical
devices. Chief among the means of amplification was the citation of biblical or
patristic authorities in order to prove the component parts of the thema.?* This
is precisely how Obrecht now proceeds (see Example 8.1a). The principal can-
tus firmus, Canite tuba, is broken into its three textual/musical phrases, each
cadentially articulated, while the surrounding voices offer commentary based
on textual and sometimes musical material drawn from the liturgy of Advent
and ultimately, in most cases, from the Bible. Those lines heard simultane-
ously with the divisions of the cantus firmus all “prove” the cantus firmus with
complementary text and music; for example, as the tenor delivers the first and
second divisions of the cantus firmus, “Blow the trumpet in Sion, for the day
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ExampLE 8.4 (continued)
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of the Lord is near,” the bassus sings “Behold, the Lord shall come, do not
fear” (letter e, Example 8. 1a), followed by “Tomorrow salvation shall be yours”
(letter f, Example 8.la), while the contratenor I states “To you Lord I lift
up my soul, in you I confide without shame” (letter d, Example 8.1a). More-
over, the three black breves that announce the entrance of the cantus firmus
in the tenor constitute an aural as well as a visual “trumpet call” that is both
sounded and seen in the superius, contratenor I, and bassus parts (see Figure
8.2).%

This intense polyphony of text and counterpoint is then interrupted by an
extended section (mm. 48-74) that is both monotextual and largely homo-
phonic, and in which the tenor is silent. Here are heard the two anomalous
texts drawn from outside the Advent liturgy, the first from Epiphany focused
on the merciful judgment of the poor (letter g, Example 8.1a), and the second
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from Lent that raises the specter of death (labeled h, Example 8.1a). In homi-
letic theory, such a passage corresponds to the technique described by Robert
of Basevorn as “Digression, which is equivalent to Transition. It occurs when
one proceeds artistically from one part to another . . .” and “. . . consists of
a certain skillful connecting of two principal statements, by verbal and real
concordance.” ¢ Obrecht’s juxtaposition of glad tidings with dreadful anticipa-
tion of the Final Judgment parallels a device common to Advent sermons, in
which the First Coming serves as an allegory for the Second Coming.?” In
effect, the composer here exercises a method of homiletic expansion founded
in biblical hermeneutics, that is, analysis based upon the multiple interpreta-
tion of Scripture.*®

Obrecht’s calculated collage of texts and tunes resumes at the third division
of his musical thema, when the tenor enters with the final phrase of the cantus
firmus (m. 74) (see Example 8.3a). Against the tenor’s slow intonation of the
final phrase of Canite tuba, “Behold he is coming to save us,” the composer
sets the complementary text and melody of the “O” antiphon O clavis David
(labeled i, Example 8.1a), an Advent chant invoking the metaphor of Christ as
the key to salvation, able to unlock the prison chains of darkness and death.
Simultaneously, the contratenor I restates the entire text of the musical thema,
Canite tuba. Homiletic theory provides an explanation for this wholesale repe-
tition. Restatement of the thema of a sermon was allowed, according to the
Aquinas-Tract, when the various divisions of the theme had been set forth, “so
that if the hearers have not attended to the beginning, they may know on what
the sermon is effectively based.”3? This concludes the prima pars.

Just as the sermon could conceivably conclude at this point, with the third
and final division of the thema and its proof, so could the motet Factor orbis
end here, with the strong cadence on the modal final and the emphatically
conclusive exclamations of “alleluia” that bring the prima pars to a close. But
a preacher might choose to develop or subdivide his theme, and so Obrecht
continues with the further explication of his chosen cantus firmus. The se-
cunda pars thus invites comparison with another method of amplification
termed subdivisio, which Robert of Basevorn says “consists of adding a division

. immediately after the verification of parts of the theme once the theme
has been divided and the parts stated.”*

Obrecht makes it clear that the secunda pars functions as further commen-
tary on his musical thema by selecting a cantus firmus, Erunt prava, whose
melody, as mentioned above, closely resembles that of the main cantus firmus
Canite tuba. As shown in Example 8.1b, Erunt prava, like the cantus firmus
Canite tuba, falls into three phrases or divisions, which are subjected to still
more textual and musical commentary. Obrecht’s method is here analogous to
that reccommended by Robert of Basevorn concerning the technique of subdivi-
sio: “Preachers using this method should make sure that when they divide
themes they make a general description of the first division; thus in the subdivi-
sion descend as it were from genus to species or from some whole to its
parts.”*! By retaining the basic melody as a cantus firmus in the secunda pars,
Obrecht in effect “makes a general description of the first divisions,” thereby
facilitating further commentary upon them.
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The text of Erunt prava (labeled J, Example 8.1b) derives from the Old
Testament Book of Isaiah (Isa. 40:4), and prophesies the coming of Christ
through geographical allegory. Obrecht thus focuses the first part of this musi-
cal subdivisio on the prophets’ forecast of the birth of Christ, citing various
authorities heard during the liturgy of the Advent season. The superius text
comes from the Gospel of St. Luke, from a passage in which Christ is reading
from the Book of Isaiah: “The spirit of the Lord is upon me, to bring good
news to the poor he has sent me” (letter k, Example 8. 1b). Luke also furnishes
the text carried by the contratenor II, but here the speaker is John the Baptist:
“After me is coming one mightier than I, the straps of whose sandals I am not
worthy to loose” (letter 1, Example 8.1b). The bassus text derives from the
minor Old Testament prophet Micah, who identifies Bethlehem as the place
from which the Savior will come (letter n, Example 8.1b). And contratenor 1
pronounces the prophetic words of Moses to the people of Israel as told in the
book of Exodus (16:6-7): “Today you shall know that the Lord is coming, and
tomorrow you shall see his glory” (letter m, Example 8.1b).

Like the prima pars, the secunda pars devotes its middle section to reduced
textures that deliver one text at a time in a blend of transparent counterpoint
or pure homophony, and the response of the audience is once again evoked
with cries of “noe” and “alleluia.” But unlike the corresponding section of the
first part, all three texts here introduced belong to the Advent liturgy and serve
simply to compound the authorities proving the thema.

The final important structural event of the motet transpires at measure 174
with the wholesale reiteration of the music from the closing measures of the
prima pars; each voice however, is supplied with new text (see Example 8.3b).
In homiletic terms, this section functions as the sermon’s conclusio.
It is probably no accident that the final phrase of the tenor cantus firmus Erunt
prava (labeled J3, Example 8.1b) employs the same text, “Come, Lord, and do
not delay,” heard as the musical equivalent of the prothema in the introduction
of the motet (labeled b, Example 8. 1a); this neat link back to the beginning of
the piece resonates with Robert of Basevorn’s remarks concerning the sermon’s
conclusion: “Just as nature, if bent from its natural path by violence, always
returns to its original state, so the sermon must end as it began. The more the
end is like the beginning, so much the more elegantly does it end.”*

There remains only to address the sudden Marian focus of the three upper
voices at the conclusion of Factor orbis (see Example 8.1b, letters q, r, and s).
Theological, liturgical, musical, and homiletic justifications coalesce to explain
this attention to the Blessed Virgin. The conglomeration of texts in Factor
orbis suggests that this motet was probably destined specifically for the vigil of
Christmas, whose Gospel reading (Matt. 1:18-21) dwells on the spotless con-
ception of the Savior.*® All three Marian texts introduced at the end of the
motet focus on this centerpiece of the Christmas mystery, and indeed the lit-
urgy of Advent unfolds as a story culminating with the Angel Gabriel’s annun-
ciation to the Blessed Virgin. Thus Factor orbis, with its initial concentration
on Old Testament prophecies of the coming of Christ and its subsequent em-
phasis on the miracle of His conception, effects a musical distillation of the
message of Advent.
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A musical transformation to Marian plainsong is also facilitated by the
melody on which contratenor II is based: because all the “O” antiphons of
Advent employ the same second mode tune, the text of O clavis David heard
with this melody at the end of the prima pars is easily replaced by the text O
virgo virginum.* And finally, manuals of preaching often recommend reciting
the Ave Maria (Example 8. 1b, letter q), albeit as an internal articulation at the
end of the introduction rather than as a final invocation.®®

With the sesquialtera acceleration for the crowd’s concluding homophonic
cries of “noe”, this musical sermon on the theme of Christ’s imminent birth
comes to a dramatic close. Was Obrecht conscious of the parallels in structure
and method between this motet and the myriad homilies he heard throughout
his life? The question, while intriguing, is moot. Obrecht did not need to
search for analogies to help him understand his music. But for us today, long-
ing to bridge the unbridgeable gulf between our time and Obrecht’s, the anal-
ogy here drawn between sermon and motet may open our ears and our minds
to another way of seeing, of reading, and of hearing the medieval motet, a
way that, recalling Freud’s words, might help us to feel more at home with
this music.
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Conflicting Levels of
Meaning and Understanding
in Josquin’s O admirabile
commercium Motet Cycle

s Willem FElders has pointed out in an article on the use of chant in

Josquin’s motets, Josquin’s settings of five antiphon texts used at Lauds,
Vespers, and other canonical hours of the Feast of the Circumcision (1 Janu-
ary}—“O admirabile commercium,” “Quando natus es,” a Rubum quem vid-
erat,” “Germinavit radix Jesse,” and “Ecce Maria genuit’—“form a cycle
unique in the works of Josquin in that their liturgical function is clear.”! This
implies that something concrete is known about these motets and the context
in which they would have been performed (that is, how they were “heard*) and
presents them as a good subject for discussion in a conference devoted to “hear-
ing the motet.”

The sources of the motets (they are always transmitted as a group) are
as follows.?

Cambridge, Magdalene College, Pepys MS 1760 [CambriP 1760,
fols. 7—15" (Josquin des Prez)>

Florence, Biblioteca Nazionale Centrale, MS I1.1.232 [FlorBN
11.1.232], fols. 35'—40" (Josquin)*

Florence, Biblioteca Mediceo-Laurenziana, MS Acquisti e Doni 666
[FlorL 666], fols. 14°-22" (Josquin)®

Paris, Bibliothéque Nationale, Fonds du Conservatoire, MS Rés. F.
4] [ParisBNC 41] (Jusquin)®

Vatican City, Biblioteca Apostolica Vaticana, Fondo Cappella Sistina
46 [VatS 46], fols. 50"—55% (Anonymous)’

Motetti libro primo (Venice: Antico, 1521) [1521%] (Josquinus)

Secundus tomus novi operis musici (Nuremberg: Grapheus, 1538)
[15383] (Josquini)
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Because of the evidence of the sources and what I believe to be the high
quality of the music, it can be confidently asserted that Josquin wrote the mo-
tets (this is no small claim these days); the source situation also suggests that
they are fairly late works, possibly written after Josquin had returned from Italy
to the north, in 1504.

It is also possible to identify at least one of the audiences for the motets.
Although the date and place of composition have not been determined, three
of the main sources of the motets indicate that the pieces were known in the
Rome of Leo X (r. 1513-21): the motets are present in the Cappella Sistina
manuscript VatS 46 (compiled during Leo’s reign), in a manuscript most likely
originally intended for Leo’s private use, the so-called Medici Codex of 1518,
FlorL 666, and in Antico’s Motetti libro primo (15213), first published in Rome
in 1518.8 That is, at least one of the audiences that heard these pieces probably
consisted of the sophisticated clerical papal court.

We also can access to some degree the religious and musical background
that such an audience would have brought to their hearing of the music. We
can assume that they (like us) understood the texts (in fact may have known
them by heart), that they (like us) could recognize the imagery used in the
texts, that they (like us) had some experience of the normal chant melodies
that set the texts, and that they (like us) could respond to obvious events in the
foreground of the polyphony (imitation, cadences, when there were and were
not duets, possibly recognizing when the first and last notes were the same,
etc.). Therefore, we can, by investigating how we might hear the motets, learn
something about the way the contemporary audience might have heard them.

So how would the motets have been heard? If they functioned liturgically
as Elders suggests (that is, as antiphons), then they would have been presented
as single pieces, each performed twice (before and after the chanting of entire
psalms) in the course of the canonical hours for the Feast of the Circumcision.
At Lauds, for instance, the performance presumably would be as follows: Motet
1, psalm, Motet 1; Motet 2, psalm, Motet 2; Motet 3, psalm, Motet 3; Motet
4, psalm, Motet 4; Motet 5, psalm, Motet 5. Motet 1 stands alone, followed
by the progression 1+2, 2+3, 3+4, 445, with 5 then standing alone. All
five motets would never be heard in a row, but perhaps the listeners would
gain a better chance of remembering what went on in each individual work
because of the repetition built into the liturgical function.

There is even something to suggest that the works were considered in this
way. The five settings follow each other in the correct liturgical order in the
sources and some of these (including the presumed earliest source, the French
court MS CambriP 1760 [ca. 1509], as well as the Antico print) restate Jos-
quin’s name at the head of every setting, implying that these are separate pieces
(indeed, Smijers gave the motets separate numbers).” The problem is that the
occasions in which one would presumnably hear the settings functioning as true
antiphons were not ones in which antiphons to psalms were generally sung
polyphonically; Lauds was not an Hour ever singled out for polyphony as far
as I know, and even at Vespers, polyphony seems in fact to have been reserved
for the Magnificat (and possibly the Magnificat antiphon) and the hymn. It is
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easy to see, then, why most scholars have assumed that the works comprise a
five-part motet, a single piece in five movements; and indeed this is the way
the settings are presented in other sources where Josquin’s name is given only
once at the head of O admirabile (the Italian MSS FlorL 666 and FlorBN II.1
232). There is some further corroborative evidence for that point of view also
in the setting by Piéton (the only other setting of all five texts known to me),
which is clearly labeled as a five-part motet (prima pars, secunda pars, etc.) in
the print in which it appears.!? In this view, the five settings would have been
heard one after the other without interruption.

The liturgical function (if indeed it could be called that) of such a motet
cycle was quite different from that of an antiphon, at least it was in the one
place for which we can actually posit a performance of an O admirabile cycle,
the papal court. Here, motets were used in the Mass as a kind of “filler” after
the Offertory and the choice of motet was entirely arbitrary; the text did not
have to be directly connected to the feast being celebrated.!! Furthermore,
there was an old tradition of the papal singers singing motets for the pope
during the lunch that was held after Mass on important feast days; here the
motet seems to reflect the monastic idea of readings during meals, but in any
case, motets sung in this context were clearly extraliturgical and much more
like “concert music.” In fact, the Roman sources reflect both usages: one (VatS
46) is a manuscript prepared for the papal singers, while the other (FlorL. 666)
would have been intended for Leo’s private singers, who could well have per-
formed motets for the pope’s private enjoyment. So knowing the liturgical
function of the texts in fact tells little about how and where the music might
have been heard.

But the amibiguity of performance context, particularly of liturgical “suit-
ability,” does work very well with a theory of why Josquin chose these texts out
of all liturgical texts available. Such a theory would state that he chose these
texts for setting as an extended motet: (1) because the texts themselves are
uniquely suited for presentation as a musical cycle; and (2) because the texts
contain ambiguities and even conflicts of meaning that would be recognized
by those hearing the motets, especially if they were highlighted by a composer
who was supersensitive to texts and the listeners were not constrained to hear
the motets in one particular liturgical context. In other words, the theory posits
that Josquin set the texts precisely because he knew that the resultant polyph-
ony would not be restricted to the Feast of the Circumcision. In fact, the actual
texts were not originally intended for the Feast of the Circumcision, a feast
which probably did not exist when the antiphons entered the Western liturgy,
probably as translations of Byzantine originals, sometime in the sixth or seventh
century and were attached to Christmas and then translated to the Octave of
Christmas (which later became the Circumcision).'?

Although it is true that by Josquin’s time the liturgical connection of the
antiphons with the Circumcision was clear (in VatS 46, for instance, the mo-
tets are placed in the liturgical order of the manuscript precisely at the point of
the Circumcision, between Christmas and Epiphany), and it cannot be ex-
pected that many would have been cognizant of the historical circumstances of
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their entry into the liturgy, the texts did exist in another liturgical context.
Jaquelyn Mattfeld, for instance, listed the settings among Josquin’s Marian mo-
tets because she realized that they were also used as antiphons in the Saturday
Commemorative Office of the Virgin to be said or sung between the Octave of
Epiphany (13 January) and Purification (2 February).!? Included in innumera-
ble books of hours intended for private devotion, they had in this form a trans-
mission that far exceeded that of breviaries or antiphonals. Indeed, the texts
lend themselves to this double use. Although they do concern themselves with
the Nativity and by extension with the doctrine of the Incarnation, a major
theme of the Feast of the Circumcision, the Circumcision proper is never
mentioned, and the emphasis of most of the texts seems clearly on Mary and
her Virginity rather than on Christ. One sees a similar intrusion of Mary into
the Circumcision in the iconographical record, where the Mother of God is
often shown present and participating in a ceremony that, according to Jewish
custom, she probably would not have attended. Andrea Mantegna even goes
so far as to conflate the Circumcision with the Presentation at the Temple, the
true Marian Feast of the Purification. *

A closer examination of the texts shows how they could be thought to form
a cycle and how they create the double emphasis on Mary and on Christ.!®
The first indication of a text cycle is in the first and last words. The set of texts
begins with the vocative “O” (used only once at the beginning) and ends with
the standard concluding word “alleluia” (used only once as the last word). That
tends to tie the texts together. They also can be divided ina 1 + 3 + 1
pattern: three closely connected texts surrounded by a “prelude” and a
“postlude.”

1. O admirabile commercium
Creator generis humani
animatum corpus sumens
de virgine nasci dignatus est.

(O wondrous exchange! the Creator of man, having assumed a living body,

deigned to be born of a Virgin, and having become man without man’s aid,
enriched us with His divinity. )!¢

This text enunciates one of the important themes of the Nativity and the
Circumcision: the mystery of God actually becoming man through the Virgin
birth, the Incarnation, demonstrated in the Nativity and proved by the act of
circumcision, because only a real baby boy could shed blood. This was a mat-
ter of some importance, particularly in the time period under discussion. As
Leo Steinberg has shown, representations of the Christ child in the late Middle
Ages and Renaissance demonstrate a kind of fixation on that part of the male
anatomy involved in the Circumcision because its very existence demonstrated
that the Incarnation had taken place.!”

2. Quando natus es ineffabiliter ex Virgine
tunc impletae sunt Scripturae
sicut pluvia in vellus descendisti
ut salvum faceres genus humanum
te laudamus Deus noster.
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(By Your ineffable birth of a Virgin the Scriptures were fulfilled. Like rain
upon the fleece You descended to save mankind. Qur God, we praise You.)

The first of the central texts is addressed to Christ and announces what is
going to be their main concern: the Virgin birth as a fulfillment of Scripture.
In fact, what follows is a quotation from Scripture (the first in the antiphon
cycle). The next phrase, “Like the rain upon the fleece You descended,” is
drawn directly from verse 6 of Psalm 71 [“Deus iudicium tuum regi da”}: the
only thing that is changed is the verb. The psalm verse reads: “Descendet sicut
pluvia in vellus: et sicut stillicidia stillantia super terram.” (He shall descend
like rain on the fleece: and like showers that drop upon the earth).

Curiously, the reference to rain on a fleece seems to make no sense in the
context of this psalm verse, as the parallelism between raining on a fleece and
showering the earth is not clear; in fact, “vellus” (fleece) seems to be a mistrans-
lation by the Vulgate of the Hebrew word for grass or mown grass, as evidenced
by the King James Version (where this is Ps. 72) which translates the verse as:
“He shall come down like rain upon the mown grass; as showers that water the
earth.” However, the mistranslation turns out to have been a happy one for the
purposes of the writer of the antiphon text, for it allows a reference to
the Fleece of Gideon that was and was not watered by dew, and was one of
the standard symbols of Mary’s intact virginity (she remained a virgin after the
birth of Christ).'® So the fulfillment of Scripture is somehow more, or at least
as much, Mary’s virginity than it is the birth of Christ.

3. Rubum quem viderat Moyses incombustum
conservatum agnovimus tuam laudabilem virginitatem
Dei Genetrix intercede pre nobis.

(We recognize in the bush that Moses saw burning and yet not burnt, your
virginity gloriously preserved. Mother of God, intercede for us).

The force of Scripture is carried forth in the next antiphon and at the same
time the Virgin becomes central. It begins not with a quotation but with a
reference to the burning bush,'® another symbol of intact virginity, and ends
with a direct invocation of the Virgin herself and plea for intercession (the only
such plea in the text cycle).

4. Germinavit radix Jesse
Orta est stella ex Jacob
Virgo peperit Salvatorem
Te laudamus Deus noster.

(The oot of Jesse has blossomed; the star of Jacob has risen; a Virgin has
brought forth the Savior. Our God we praise you.)

The density of scriptural references is greatest in the fourth antiphon, with
at least two and possibly three direct references presented in a row: the root of
Jesse from Isaiah,? the star of Jacob from the prophecy of Balaam (in Num-
bers),?! and the birth of Christ from the annunciation of Gabriel to Mary in
the New Testament (Luke). %> The imagery now brings together Mother and
Son. Mary is the rod (“virga”) that grows from the root of Jesse and flowers (the
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flower being Christ),?* she (according to Bernard of Clairvaux, at least) is also
the star of Jacob, an image more often associated with Christ,?* she receives
the Annunciation, and she gives birth.

5. Ecce Maria genuit nobis Salvatorem

quem Joannes videns exclamavit dicens

Ecce Agnus Dei

Ecce qui tollit peccata mundi

Alleluia.
(Behold, Mary has given birth to our Savior. When John saw Him, he ex-
claimed: “Behold the Lamb of God; behold Him who takes away the sins of
the world.” Alleluia).

After all this emphasis on the Mother, in the concluding antiphon Christ
finally appears; we actually “see” the result of the prophecies (and it is only
here that a direct unaltered quotation from the Bible is used).?> And with the
word of rejoicing, the texts end.

Thus the texts can be read as an enunciation of the mystery of the Incarna-
tion through virgin birth, followed by a progression of biblical symbols of
Mary’s virginity and prophecies of her unique role in the Incarnation (David,
Gideon, Moses, Isaiah, Balaam; fleece, burning bush, root of Jesse, star of
Jacob), followed by the specific prediction of the mystery (the Annunciation of
Gabriel), followed by the actual physical manifestation of the mystery (what
John the Baptist saw). In this sense the texts are “end-oriented” toward the birth
of Christ and the concomitant doctrine of the Incarnation. Yet the symbolism
of the texts leads in a different direction, toward Mary, reinforced by textual
symmetry pointing toward the middle antiphon: the repetitions of “te laudamus
deus noster” in the second and fourth antiphon (underlined in the translation).
In a chiastic reading this would place the structural emphasis on the one anti-
phon of the cycle containing the direct invocation to the Virgin (underlined in
the translation). Here, she becomes the most important figure in the text cycle.
The point is that both readings are possible, something the early liturgists
clearly recognized when they assigned the texts to Christological and Marian
liturgies.

It would of course be too much to suggest that the chant composer or
composers who set these texts would respond to the elaborate structure de-
scribed above. Nonetheless, there seems to have been a recognition on the part
of a surprising number of chant editors or notators of the symmetrical structure
of antiphons 2 to 4. They reflect this by creating musical thyme in the two
musical settings of “te laudamus deus noster” in antiphons 2 and 4. This is
evident in the very earliest sources and, in fact, the desire for musical rhyme
was so strong that in many cases it overpowered the not insignificant fact that
the two antiphons in question are supposed to be in different modes (“Quando
natus es” in mode 3 on E, “Germinavit” in mode 2 on D). For instance,
Example 9.1 shows the chant of these antiphons as it appears in a fourteenth-
century manuscript from Saint-Martin of Tours (Tours, Bibliotheque Munici-
pale, MS 149). The settings of “te laudamus” in this manuscript are identical,
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ExampLE 9.1 (a) “Quando natus est” from Tours, Bibliothéque Municipale, 149 (a
14th-century winter breviary of Saint-Martin of Tours); (b) “Germinavit radix Jesse”
from Tours, Bibliotheéque Municipale, 149
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meaning that the final of “Quando natus est” has become D, thus effectively
changing the mode of the antiphon to the mode of “Germinavit” (indeed, they
both have the same seculorum amen). German/Dutch sources take another
tack: they change the mode of “Germinavit” instead by repeating the “te lauda-
mus” of “Quando natus est” that ends on E (see Example 9.2). This point is
worth making first because it is an interesting indication of the reaction to the
texts and also because Josquin completely ignores this rather obvious cue for
musical repetition in his setting; in fact he seems to go out of his way to negate
it (see following discussion).

A full discussion of the antiphon chants and Josquin’s use of them in the
motets must be postponed to another time.?® A preliminary study based on a
number of chant sources of the antiphons produces results that are not hearten-
ing to anyone who wants to find the exact chants that Josquin utilized.?” For
instance, the manuscript of the usage of Saint-Martin of Tours represented by
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ExampLE 9.2 “Te laudamus deus noster”: (a) from “Quando natus est” in Utrecht,
Bibliotheek der Rijksuniversiteit, 404 (a 15th-century antiphoner from the collegiate
church of St. Mary, Utrecht); (b) from “Germinavit radix Jesse” in Utrecht 404
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Example 9.1 would seem to be just perfect as a source for Josquin’s chants,
given what is surmised about his relationships to the French court.?® And in-
deed, the chant that can be extrapolated from Josquin’s polyphony is very close
to the readings in Tours 149 until the last antiphon, “Ecce Maria.” Here the
Tours manuscript and all French manuscripts consulted by me (and a printed
source from Cambrai) have a chant in the fifth mode, totally different from the
one Josquin uses (which is in the second mode).? A search for a chant source
of Josquin's “Ecce Maria” turns up a prototype in German sources and a closer
version in Spanish sources (and the Liber usualis), but also in Rome in a
Cappella Sistina manuscript copied around 1510 and therefore very close to
Josquin’s own sojourn in that city.>® This last would seem to be especially
significant, given Josquin’s known association with the papal chapel, were it
not that the other chants of the antiphons in this manuscript contain radical
differences from the chants Josquin seems to have used.

In fact, preliminary research suggests the uncomfortable conclusion that
looking for specific chant traditions in these motets will lead to a dead end, not
the least because the paraphrase technique Josquin uses obscures the details of
the chant. Furthermore, it could be posited that the settings do not represent
any one chant source or tradition and may represent a purposeful conflation of
traditions.*! As an example, consider the setting of the word “descendisti” in
Quando natus es, where such a conflation of chant versions seems to have
taken place, a conflation that further led Josquin’s musical imagination in a
strange direction. Example 9.3 gives the polyphonic setting.

There seem to have been two chant traditions of setting these words; one
sets them as a—g—b—a (see Example 9.1a); another tradition sets them as a—
g—c'—a. FExample 9.4a and b gives the two chant versions adopting Josquin’s
transposition down a step, followed by the chant that can be extrapolated from
Josquin’s setting (Example 9.4c), which appears to incorporate both versions.
This seems to have given him an idea by reminding him of another use he had
made of very similar material, represented as Example 9.4d. This, of course, is
the famous “Hercules dux Ferrariae” cantus firmus. The clue that this hypothe-
sis might indeed represent Josquin’s thought process at this point is that the



ExampLE 9.3 Josquin, Quando natus est, mm. 57-66, transcribed from CambriP

1760, fols. 10*~117
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ExampLE 9.4

(a) Chant version 1 of “descendisti”; (b) chant version 2 of

“descendisti”; (c) chant version apparently used by Josquin; (d) the “Hercules dux

Ferrariae” motive
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ExampLE 9.5 Josquin, Missa Hercules Dux Ferrariae, Gloria, mm. 19-25
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polyphonic setting of “descendisti” is almost a direct quote from a passage in
the Gloria of the Missa Hercules dux Ferrariae (Gloria, mm. 19-25—see Ex-
ample 9.5). There seems to be no motivation for creating this relationship
other than the purely musical one just outlined.

Returning to the main question regarding text cycles and ambiguities of
meaning, it seems dermonstrable that Josquin’s large-scale response to the texts
as texts is indeed a musical reflection of their cyclic construction.? For in-
stance, consideration of the first notes of the antiphons shows that Josquin has,
by manipulating chant transpositions and imitation, arranged it so that the
three central antiphons all begin on the same note (D), something not reflected
in the chant settings but a good way of tying the polyphonic settings together.
The last notes of the antiphons (the root of the final chords) produce the se-
quence Bb, D, A, G, G where the chant had F, E, E, D, D. Here, B} and G
enclose the three central antiphons that are tied together by fifth relationships:
the D of antiphon 2 is fifth-related to the G of antiphon 4, while the A of
antiphon 3 is fifth-related to the end of antiphon 2 (D), and to the beginning
of antiphon 4 (which ends on G but begins on D). This tends to emphasize
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the outline of a triad (G minor) in the finals of all the antiphons save one.
Josquin used a similar technique of manipulating chant transposition in an-
other cycle based on different chants, the Missa de Beata Virgine (where a C
major triad is outlined: the Kyrie and Gloria end on G, the Sanctus and Agnus
end on C, and the Credo ends on E).>* The analogy does not quite work
because in O admirabile the third antiphon ends on a final unrelated to the
triad being outlined. But in context, that only serves to highlight musically that
antiphon’s centrality and importance to the basic dichotomy of reference in the
texts; the antiphon with the anomalous A final is the one exactly in the middle,
the one that speaks directly to the Virgin.

The choice of finals would appear to argue that Josquin is trying to demon-
strate structurally the centrality of the Virgin suggested by the structure of the
texts. Yet a structure created by final chords is not really something that would
be immediately audible. Much more audible are strong indications that Jos-
quin wished more to concentrate on the forward motion of the texts’ meaning,
and that his musical setting is “end-oriented.” This can be seen in his resistance
to the chance to reinforce through musical rhyme the symmetry that the chant
notators noticed in the repetitions of the text “te laudamus deus noster” in
antiphons 2 and 4. Josquin ignores this completely; not only are the two poly-
phonic settings not identical, they are not even equivalent. In setting the “te
laudamus” of antiphon 2, Josquin abandons the antiphon chant entirely,
thereby making sure that not even a residual resemblance will remain with the
setting in antiphon 4, which does quote the chant. But that does not mean
that Josquin thereby ignores the emphasis that the texts give to Mary. Arguably
the most surprising thing that happens in the cycle is the sudden shift in anti-
phon 3, the central one, from the expected D-Phrygian final to its dominant
A at the point of the invocation of the Virgin, an invocation in which the
antiphon chant has been abandoned for a chant-like prayer for intercession
possibly made even more striking by the sharp that indeed could have been
added to the A triad that ends the motet. This puts the spotlight on Mary in a
clearly audible way that musical thyme does not and also pushes the listener
to expect the beginning of the next, and 1 would argue, most dramatic and
problematic of the motets, Germinavit radix Jesse, the only one to be discussed
in detail in this study.

First the chant setting (see Example 9.1b). The progress of the chant can
easily be described: Each phrase is clearly demarcated and the musical setting
reinforces the coherent reading of the text in the following way: “Germinavit
radix Jesse; orta est stella ex Jacob. Virgo peperit Salvatorem. Te laudamus
deus noster.” “Germinavit radix Jesse” is a phrase rising gently from the final
to the fifth (on “radix”) then descending for an inconclusive close on the sub-
final ¢ (thereby encompassing the entire range of the antiphon) but leading
naturally to “Orta est stella ex Jacob,” which uses the subfinal to leap a fourth,
rising more quickly than the first phrase to the fifth, possibly in reaction to the
meaning of the text, but making a cadence on the reciting tone of the second
mode, F, on “Jacob.” “Virgo peperit Salvatorem” takes off from the reciting
tone (actually repeats the music for “ex Jacob”), rises to the fifth, and gently
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descends back down to the final. “Te laudamus deus noster” rises from the
final to the fifth in the quickest motion so far, then descends to the subfinal,
rising again and coming to rest on the final.

The correct way to set this text would be obvious to any composer with
sense. As an example, consider Piéton’s setting, based on a chant very like the
one in Example 9.1b (see Example 9.6).>* Piéton responds to the text and the
chant exactly the way he is supposed to: the chant is clearly present, the points
of imitation correspond to the beginings of the text phrases, the first two phrases
are run together in the polyphony, but there is a clear, unambiguous (one
might say ponderous) cadence on “Jacob,” after which the piece picks up again
with a cadence on the final at “salvatorem” and concludes with a “te laudamus
deus noster” (not shown in the example) that is repeated exactly for emphasis.
There is little difference between Piéton’s reading and a chant singer’s reading
of this antiphon as regards its meaning and syntax.

Compared to this, Josquin’s setting is positively perverse.®® It starts out
innocently enough with the first Old Testament prophecy, “Germinavit radix
Jesse,” presented in fairly standard interlocking duets presenting the chant at
pitch (D) in the bassus and altus and transposed (G) in the tenor and superius. 3¢
Only the superius and altus, however, follow the chant by closing on the sub-
final (f in the motet, ¢ in the chant—see Example 9.1b) in measure 19, that
cadence on F interlocking in measures 18—19 with the beginning of the next
prophecy, “Orta est stella ex Jacob.” The main thing about the setting of this
line of text is the way the music lifts the listener to the stars (indeed it is the
word “stella” that stands out here), starting in the bassus, adding the successive
voices, increasing the tension with two close cadences on B-flat in the bassus
in measures 22 and 27 (the first time all four voices sing at once) as the setting
moves toward the end of the text: “ex Jacob.” Those cadences indicate that the
goal of motion at “Jacob” is precisely what the chant dictates, the third of the
mode (see Example 9.1b). But at the cadence on B-flat between the superius
and tenor on “Jacob” (in m. 31—which is, by the way, as with the equivalent
cadence in the Piéton setting, about halfway through the motet), the whole
thing is negated by the continuing counterpoint in the altus and bassus arising
out of a typical “evasion” of the cadence as the bassus moves from f in measure
30 (which supports the cadence on B-flat) to g in measure 31, making it impos-
stble to hear the cadence between superius and tenor as strong (see Example
9.7). That might be disturbing; what follows is worse.

In measures 32—40 (see Example 9.7) the motet appears to approach the
strongest cadence yet, on B-flat, the clear goal of motion of this entire section,
reached in measure 40, made the result of a strong expectation through close
imitation and repetition, first in three voices, then in four, of an unmistakable
cadential phrase (mm. 32-36 in the tenor are repeated as mm. 37—40 in the
superius), a kind of reinforcing closure that is very audible (in fact it has a
chanson-like quality to it).

But there is a problem here. It is true that the B-flat cadence is duly made
between the superius and tenor in measure 40. Yet the altus does not really
participate in the cadence (having reached its note a measure before), and the



ExampLE 9.6 Piéton’s setting of Germinavit radix Jesse, mm. 24-40, transcribed
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ExaMmpLE 9.7 Josquin’s setting of Germinavit radix Jesse, mm. 31-50, transcribed
from CambriP 1760, fols. 12'—13". Bracketed text in the tenor follows VatS 46, fol. 53V
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ExaMPLE 9.7  (continued)
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bassus, which could have reinforced the cadence with an f~Bb move, suddenly
drops out while the superius is given no chance to pause, moving immediately
into a duet with the bassus. Then there is a curious ambiguity regarding the
text placement. The cadence would appear to be on the word “peperit.” But
while the sources seem to agree that the word at the cadence for superius,
altus, and bassus is “peperit,” they disagree as to the word to be sung by the
tenor. At least two of the most authoritative sources (CambriP 1760 and Florl
666, sources that, according to Cummings, are unrelated)®’ have the tenor
singing “salvatorem” here while at least one (VatS 46) continues “peperit” in
the tenor (see Example 9.7).3% The point is that to make a cadence on “salva-
torem” is clearly correct, but to make a cadence on “peperit” is clearly a mis-
reading of the text; the text phrase is not “Virgo peperit,” it is “Virgo peperit
salvatorem.” We will, of course, never know what Josquin’s true “intentions”
were regarding this passage, but the disposition of the sources suggests strongly
that the original exemplar introduced an ambiguity at “Virgo peperit salva-
torem” (as Piéton’s almost certainly did not); either it had “salvatorem” in the
tenor and “peperit” in the other voices and was followed by some scribes, or it
did not indicate “salvatorem” in the tenor and scribes in certain venues felt
obligated to have the tenor (the “official” carrier of the cantus firmus) continue
the text phrase in the correct way and added “salvatorem.” This is anything but
strightforward and it might be worthwhile to consider its implications.

What would happen in a performance of this passage following any of the
extant sources? It scems entirely likely that the force of the surrounding voices
singing a different word would effectively obscure the tenor’s word, leading the
listeners to hear “peperit” as the true (but not overwhelming) goal of motion,
something that would, of course, be clearer if the tenor did not sing “salva-
torem.” But either way, it could be argued that Josquin’s setting deliberately
and uncomfortably misreads the text in a way that emphasizes, not the child,
but the mother; strongly if all voices sing “peperit,” bringing the two together
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if the tenor sings “salvatorem” (the child [“salvatorem”] then is, after all, liter-
ally “within” the mother who gives birth [“peperit”]). One might argue that the
force of this is to stress musically that it is what the mother does that is im-
portant; it is the mother’s achievement that is the climax of the Old Testament
prophecies. The child—“salvatorem”—finally appears in all voices as a curious
yet insistent afterthought; the texture suddenly dissolves into five short imitative
duets that seem to “float,” balancing through insistence the previous emphasis
on “peperit.”*’

So the sense of the motet as a reading of the text up to this point is:
“Germinavit radix Jesse; orta est STELLA {ex Jacob); Virgo peperit(!)” “Salva-
torem” (salvatorem, salvatorem, salvatorem, salvatorem). But before “salva-
torem” is finished, another misreading is thrust upon us. In measure 47, a
clear chant quotation begins (easily recognizable in its long notes, easily heard
because it enters at the top of the tenor range as the highest notes at that
point—see Example 9.7). The words are “Te laudamus” and the listeners all
would have known that the text really is “te laudamus deus noster.” But be-
cause Josquin is not finished with “salvatorem” in the other voices (there is no
text-setting problem here, and in any case the word would have been ringing
in their ears because of all the repetitions) they actually would have heard
another grammatical construction not envisioned by the writer of the antiphon
text: “Te Salvatorem laudamus.” Since the text then goes on, the following
reading would be heard: “Te (salvatorem) laudamus . . . deus noster.”

Christ (“Salvatorem”) and God (“deus”) have become one through music.
The Mother has given birth; the Savior is the birth; the Savior is God; the
Incarnation has taken place. We praise You, our God. The doctrine of the
Incarnation is thus made musically evident. At the same time the double em-
phasis of the whole cycle of texts on Mary and Christ has also been presented
in musical terms that would be especially relevant to hearers who knew the
texts intimately. Thus, the motet could be heard as a dramatic (mis)reading of
the antiphon text, with the climax of all the ambiguities and multiple readings
inherent in the previous texts reached at measures 40ff., the stretched out “te
laudamus deus noster” acting as a kind of denouement, a relaxation after ex-
treme tension (bearing in mind of course the scale of the pieces and the musi-
cal forces employed). Of course, such a “hearing” of the piece would probably
require almost a full stop on the cadence in measure 40, probably after an
accellerando in the previous measures. I have consulted two recordings of the
antiphon cycle. In both of them, the performers strive to negate Josquin’s mis-
reading (realizing it for the misreading it is) by getting off the cadence in mea-
sure 40 as quickly as possible.** It might be interesting if someone tried it the
other way.

Now, in spite of what has been said about the motets as a cycle, what if it
were heard, not as a cycle, but “liturgically” (that is, as separate pieces)? The
large structure might be lost, but the force of the individual close readings
would not be. Thus, it could be argued that the liturgical and interpretive
ambiguities posed by the texts are in fact addressed by the polyphony: the mo-
tets could work as well as antiphons as they do as the continuous cycle in
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which they were originally composed; the chant references could be considered
to reflect different chant traditions while, more important, the musical settings
of the texts as a whole and in particular show enormous sensitivity to the imag-
ery that makes these texts perfectly appropriate for two entirely different types
of celebrations. In short, it would appear that Josquin has composed a work
that would exist comfortably in all the different places that its circulation would
take it (and since these seem to be late works, Josquin would have known that
there would be a wide circulation).

The publisher George Thomson once grumpily remarked in reference to
Beethoven’s settings of Irish and Scottish songs, which were too difficult for the
amateurs for whom Thomson intended them, that Beethoven “composes for
posterity.”*! That, perhaps, is too much to expect of a Renaissance composer,
but we still might posit that Josquin composed O admirabile commercium with
all it multifarious readings and hearings for an audience wider than his imme-
diate colleagues, an audience that stretched across Furope from Condé to the
court of France to the court of the Pope and (unbeknownst to him) across the

centuries to us.

APPENDIX

Chant Sources Consulted

Arras. Bibliotheque Municipale, 465
(893).

Bamberg. Staatsbliothek, Lit. Hs. 25
(Ed.IV.11).

Benevento. Biblioteca Capitolare,
IvV-19.

Cambrai. Bibliothéque Municipale,
Impre. XVI C4.

Cambridge. University Library,
Mm.2.9 (Sarum Antiphoner)

Huesca. Archivo de la Catedral, 2.

Huesca. Archivo de la Catedral, 7.

Karlsruhe. Badische Landesbiblio-
thek, Aug. LX

Karlsruhe. Badische Landesbiblio-
thek, Cod. St. Georgen 6

Lucca. Biblioteca Capitolare Felini-
ana, 601.

Lucca. Biblioteca Capitolare Felini-
ana, 602.

Lucca. Biblioteca Capitolare Felini-
ana, 603.

Metz. Bibliotheque Municipale,
461.

Paris. Bibliotheque de ’Arsenal,
279.

Paris. Bibliotheque Nationale, lat.
12584.

St. Gall. Stiftsbibliothek, 390-91
{Codex Hartker)

Tours. Bibliotheque Municipale,
149,

Troyes. Bibliothéque Municipale,
571.

Troyes. Bibliothéque Municipale,
720.

Turin. Biblioteca Nazionale,
F.IV.4.

Vorau. Stiftsbibliothek, 287 (29).

Vatican City. Biblioteca Apostolica
Vaticana, fondo Cappella Sistina
27.

Utrecht. Bibliotheek der Rijksuniver-
siteit, 404.
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