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INTRODUCTION

The Alamire Foundation, International Centre for the Study of Music in the
Low Countries, is a collaboration between the Katholieke Universiteit Leuven -
and Musica, Flemish Centre for Early Music in Peer. Founded in 1991, it set
out a specific area of research with a distinct methodology. The subject of its
research is musical life in the Low Countries within its historical context,
based upon systematic archival research, the results of which are treated
according to interdisciplinary and comparative methods. Finally, this local
musical life is put into its broader European context.

The results offer a number of new musicological insights which may derive
from particular discoveries as well as from the assembly and interpretation of
all available evidence. Our ultimate goal is to help the development of (historical)
performance practice and to enter into a dialogue with the performers. This
research can thus take on an impottant social relevance at different levels,
including the production and supervision of major concerts and recordings.

In 1995 the Alamire Foundation organised two international colloquia which,
to a certain degree, met these objectives. Its proceedings appear in part in this
second yearbook. First of all there is the two-day colloquium concerning
(mostly) newly-discovered music fragments from the Low Countries which
took place on 23 and 24 June as a continuation of the exhibition Bedreigde
Klanken? Muziekfragmenten uit de Lage Landen/Endangered Sounds? Music
Fragments from the Low Countries at the former Teutonic Commandery of
Alden Biesen, cultural centre of the Flemish Community. David Fallows took
the chair. As a follow-up to the exhibition an anthology and a short catalogue
were published.

One of the results of the exhibition, colloquium and publications was that in
the course of the following year and a half even more ‘discoveries’ were
brought to light, often pieces from private collections. We are convinced that
still more pieces will emerge from such sources during the coming years.
While these discoveries consist largely of mere fragments, these quite often
represent important glimpses of a collection which must have been considerable
at the time. Our aim is to make these documents available for further research
- an objective which lay also behind our Anthology of Music Fragments from

the Low Countries (Middle Ages - Renaissance). Polyphony, Monophony and

Slate Fragments in Facsimile, Leuven/Peer, 1995 - and therefore this yearbook
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also contains a number of high-quality reproductions of newly-discovered
works, accompanied by short - and sometimes more elaborate - commentaries.

The most striking discoveries include a parchment sheet with three motets in Ars
Antigua style, a parchment sheet from La Palma which includes a presumable
14th-century Saltarello - and which will undoubtedly remain the object of
research for musicologists for some time to come - a contrafactum upon the
well-known lament Nympbes des bois on the death of Ockeghem (but intended
here for the deceased Josquin Josquiniana sepultura, and quite possibly the
earliest work for harpsichord/virginal from the Southern Netherlands.

Since the exhibition was brought to a close with the 12th annual Dag van Oude
Muziek (Early music Day), and as one of the main themes of this day was Alta
Capella, the theme of music for wind instruments was also on the agenda of the
second day of the Alden Biesen colloquium. Many of the contributions on this
theme have already appeared in print elsewhere and therefore it will receive
rather limited attention in this yearbook.

More space, on the other hand, has been given to papers from the colloquium
which was held on 23, 24 and 25 August 1995 at the Elzenveld cultural centre
in Antwerp, organised by the Festival of Flanders (Antwerp) and the

‘Université Libre de Bruxelles. In addition to many new items of interest these

contributions contain many insights dealing with European music printing in
general and that of Antwerp in particular. The following year (29 June - 29
September 1996) an exhibition about Antwerp music prints was held within
the same festival, including a catalogue (see p. 13 of this yearbook).

The Alamire Foundation, in collaboration with other organisations, has many
plans for the future. In 1996, again working with the Festival of Flanders
(Antwerp), we organised a colloquium on Giaches de Wert and-his time and
on the phenomenon of musicians migrating to and from the Low Countries
(ca. 1400-1600).-The results of this colloquium will appear in Yearbook III
Yearbook IV (1998) will contain the proceedings of the colloquium of 24 and
25 October 1997 on the role of the collegiate churches in the musical life of the
Low Countries and of Europe as a whole. Yearbook V (1999) will contain papers
from the colloquium on the relationship between plainchant and polyphony
(20-22 November 1998). An exhibition on Petrus Alamire and his time is planned
for 1999, linked to another colloquium and those proceedings will be published
in the year 2000.

We would like to take this opportunity to thank a number of individuals and

INTRODUCTION

institutions for their help and co-operation, in particular Lieve Schaubroek of
the Festival of Flanders, Kees Vellekoop and Jaap van Benthem of the
Rijksuniversiteit in Utrecht, the Alden Biesen Cultural Centre and the EW.O.
for financial support.

Ignace Bossuyt
Katholieke Universiteit Lenven

Eugeen Schreurs
Alamire Foundation (EW.O./Katholieke Universiteit Lenven)

11




AVANT-PROPOS

Depuis 1994, le ‘Festival van Vlaanderen - Antwerpen’ a I’excellente idée de
concevoir les programmes de ses concerts autour d’un théme qui fait simul-
tanément I’ ob]et d’un colloque. En 1995, la commémoration du quatre centié-
me anniversaire de la mort du compositeur et éditeur Hubert Waelrant a incité
le comité orgamsateur 3 mettre en évidence la mus1que polyphonique qui a été
imprimée 3 Anvers au XVIC siecle. A c6té de la série de concerts illustrant la
diversité et la richesse de ce répertoire, une rencontre scientifique autour du
theme “The Antwerp Music Printers in the 16th Century’ a eu lieu du 23 au 25
aofit au ‘Centrum Elzenveld’. Le ‘Festival van Vlaanderen - Antwerpen’ nous
en a confié la direction scientifique et a mis & notre disposition les moyens
nécessaires pour réaliser le projet. Un subside du ‘Nationaal Fonds voor
Wetenschappeh]k Onderzoels’ a permis d’augmenter le nombre de conféren-
ciers étrangers - venus d’Allemagne, des Etats-Unis, de France, de Grande-
Bretagne, du Japon et des Pays-Bas - et de publier i extenso 'ensemble des
communications. Nous sommes d’ailleurs particuli¢rement heureux que pres-
que tous les auteurs nous aient fourni leur texte qui est parfois considérable-
ment remanié par rapport 2 la version présentée oralement. Certes, nous
aurions préféré que la publication suive de plus pres le colloque mais la réalisa-
tion de tout ouvrage collectif pose une série de problémes pratiques sur lequels
il est inutile d’insister car ils sont oubliés dés la parution du livre.

Que la ville d’Anvers ait été pendant quelque cent cinquante ans le centre le
plus important des anciens Pays-Bas pour ce qui est de I’édition musicale, nul
ne lignore. Le domain s’est méme révélé trop vaste pour que I'on ait pu envi-
sager d’en aborder toutes les facettes au cours d’un colloque de deux jours et
demi. Il nous a dés lors semblé opportun d’en limiter le sujet & la musique
polyphonique imprimée 3 Anvers au XVI® siecle. Certes, cet aspect est incon-
testablement celui qui a déja le plus retenu Iattention des musicologues! mais
le nombre méme des éditeurs actifs avant 1600 et la diversité de leurs répertoi-
res respectifs - admirablement mis en valeur par les concerts, soulignons-le!

1 Cf.J.A. STELLFELD, Bibliographie des éditions musicales plantiniennes, Bruxelles, 1949; K. FOR-
NEY, Tielman Susato, Sixteenth-Century Music Printer, Ph.D. diss., University of Kentucky,
Lexington, 1978; U. MEISSNER, Der Antwerpener Notendrucker Tylman Susato, 2 vols., Berlin,
1967; R.L. WEAVER, A Descriptive Bibliographical Catalog of the Music Printed by Hubert
Waelrant and Jan de Laet et Waelrant and Laet, Music Publishers in Antwerp’s Golden Age,
Warren, 1994 et 1995; et G. SPIESSENS & H. VANHULST, Antwerpse Muziekdrukken, vocale
en instrumentale polyfonie (16de-18de eenw), Antwerpen, 1996.
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- nous a convaincu de nous intéresser i cette période. Nous espérons néan-
moins que nous aurons I"occasion de lancer dans quelques années une initiative
semblable au sujet des imprimeurs anversois du XVII® siécle.

Les dix-huits communications réunies dans ce volume, se divisent en trois
grandes rubriques. La premiére concerne les éditeurs anversois proprement
dits et le prétexte méme du colloque explique pourquoi Waelrant en Laet
dominent quelque peu dans cette section, quoique Susato, Plantin et Phalese
retiennent également ’attention. Il y est question tant du matériel typographi-
que utilisé dans 'ensemble des anciens Pays-Bas, que de problémes bio-biblio-
graphiques, ou encore d’études du répertoire vocal - les chansons francaises et
flamandes, avant tout - et instrumental, voire d’une édition particuliere.

Les études comparatives constituent un deuxizme sujet de réflexion car on ne
peut cerner au mieux la spécificité des imprimeurs anversois sans s’intéresser
ce qui se passe 3 la méme époque dans d’autres villes. C’est évidemment
Venise qui a tout particuliérement retenu l'attention parce qu’en Italie I’édi-
tion musicale est concentrée dans la cité des Doges. Quelques firmes s’y
livrent visiblement une concurrence qui n’a guére d’équivalent dans les
anciens Pays-Bas sauf pendant la décennie 1550-1560, lorsque Susato et les
associés Waelrant et Laet sont actifs 3 Anvers, tandis que Pierre Phalese I'est 2
Louvain. Dans la mesure otl, vers la fin du XVI® siécle, les mémes madrigaux
s’impriment 3 quelques années d’intervalle dans plusieurs villes, l'attitude des
différents éditeurs 3 I’égard de ce répertoire, auquel ils donnent réellement
une diffusion internationale, est 2 la fois révélatrice de gofits particuliers et de
tendances générales.

Autant un colloque est censé réunir les spécialistes d’un sujet particulier, autant il
doit faire une place 2 de jeunes chercheurs qui vont nécessairement contribuer a
renouveler les approches et les méthodes d’investigation. Leurs contributions
donnent parfois 'impression de n’avoir guére de rapport avec les imprimeurs de
musique anversois et la troisiéme rubrique pourra sembler 3 d’aucuns quelque
peu hétéroclite. En fait, on y traite tantdt de sujets qui n’ont pas encore été suffi-
samment éudiés pour Anvers - le mécénat et les liens familiaux ou autres qui
existent entre les différents imprimeurs, par exemple - et tantdt il s’agit vraiment
de “free papers’ qui abordent des sujet restés jusqu’ici inexplorés.

A la liste des sources de bonheur qu’Arcadelt chante dans Vitam quae faciunt
beatiorem - sur la célebre épigramme de Martial - tout auteur ou éditeur d’un
ouvrage collectif est tenté d’ajouter les sentiments ressentis lors de la parution
du livre en question. La gratitude 2 I’égard de tous ceux qui ont rendu possible
la publication s’y méle 2 la satisfaction de voir la réalisation concréte d’un

AVANT-PROPOS

projet que I’on voulait ambitieux, 2 'inquiétude face a I’accueil que le monde
scientifique réserva & I’ouvrage et ... a I'envie de s’imposer d’autres défis.

Henri Vanbulst
Université Libre de Bruxelles
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A NEW TROUVERE FRAGMENT IN THE HAGUE 1

Vivian S. Ramalingam
Roseville, Minnesota

E R. P. Akeburst
University of Minnesota

The Hague, Koninklijke Bibliotheek 72 J 17 is a parchment volume in small

format containing Latin sermons, beginning with 1 August and ending with 12
November. At the time of its acquisition by the Royal Library in 1823, the li-
brarian, Charles S. Flament (Flamand), suggested that the sermons were com-
posed in the time between the canonization of St Clare (11-12 August 1255)
and of St Thomas Aquinas (7 March 1323). The copy, in several hands, was
made in northern France during the first half of the 14th century. Inside the
front cover is an old binder’s leaf that preserves the words and music of two
unattributed trouvere chansons, in a northern text hand no later than ca. 1300.2
A memorandum by Flament, presently kept inside the front cover, observes
that this binder’s leaf is probably older than the manuscript itself, and is “de
quelque interét”. It is presently the second leaf of a sextern, the first leaf of
which is glued to the inside cover, under its leather turnings. The remaining
four leaves bear a partial table of contents, the beginning of which is missing; it
commences with the text of fol. 136. This gathering was the last material to be
incorporated before the existing binding. The signature was sewn and the
superfluous leaves trimmed off along the stitching, leaving six stubs. It is at-
tached to the book with four stitches.3

When the theological catalogue of the Koninklijke Bibliotheek was published
in 1922, the fact that the little book contained music was mentioned, but the
annotation has not been pursued further by scholars.# The Library had ob-
tained the book when, under the auspices of King William I, the collection of
Chevalier-Primat Joseph Désiré Lupus of Belgium was acquired for the Ko-
ninklijke Bibliotheek. The circumstances of this purchase, which included
books, manuscripts, paintings, coins, seals, and other artifacts, have been

The authors thank Dr. Hendrik van der Werf and Dr. Keith Busby for suggestions offered during
the preparation of this paper, and the staff of the Department of Special Collections of the
Koninklijke Bibliotheek for their generosity and kindness. For a facsimile see E. SCHREURS,
Anthologie van muziekfragmenten uit de Lage Landen, Leuven-Peer, 1995.

2 Dr. Malcolm B. Parkes is thanked for examining a photograph of the music leaf.
3 Dr. Jan Storm van Leeuwen, Keeper of Bindings at the Koninklijke Bibliotheels, is thanked for his
. expert analysis of the particulars of the binding and contents of the manuscript.

Catalogus codicum manuscriptorum Bibliothecae regiae, I: Libri theologici, Hagae comitum, 1922,
no. 511, p. 131. The entry reads: Sermones de festis (voor den tijd van Petrus ad vincula, 1 Aug., tot
Martinus, 12 Nov.) Perk. 193 Bl. 152 x 113. 15t helft 14de eeuw. Op het schuthlad aan het begin
van het deel: twee Fransche gedichten met muziek, pl. m. 1300.

19
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discussed by Leendert Brummel.5 Brummel suggests that Lupus had amassed
the greater part of his possessions from the spoils of libraries in northern
France and Belgium during the dissolution of the monasteries at the time of
the French Revolution.

Lupus, in advanced years and suffering the onset of senile dementia, claimed
that he had amassed his ‘Museum’ of about 3,200 items over a span of forty
years. If he kept any records of these transactions, they have not been pre-
served. An amateur, of extroverted temperament, Lupus tended to exaggerate
the cost, dating, rarity, and provenance of his possessions, as is evident from
the catalogue he prepared for the royal representatives who negotiated the
purchase.6 Nevertheless, his manuscript holdings, consisting primarily of re-
ligious codices (missals, books of hours, and so forth), remain of extraordinary
1nterest.

The rich library of Lupus included the delightfully illustrated Bible moralisée
that had been made for the bibliophile Antoine, styled le Grand Bitard de
Bourgogne; which was described by Lupus as lz bible de la Toison d’or mora-
lisée & P'usage de Philippe le Bon.” This Bible was among the books examined
by Achille Jubinal, Professor at the University of Montpellier, during the visit
he paid in 1844 for the purpose of making a report on manuscript holdings in
The Hague.8 Jubinal was shown other manuscripts that had belonged to
Lupus, but not the document which is the subject of our discussion, the book
of sermons and the fragment of music contained in it. Indeed, Lupus himself
had made no mention of the music fragment in his catalogue entry (no. B 68).
However, Jubinal does describe an unrelated leaf of trouvére music residing in
The Hague, one which is no longer extant. Among the sigla formerly assigned
to the trouvére sources, it had been variously designated as Ms. E or H, but
these sigla now refer to other manuscripts.? It was in the private possession of
a lawyer named van der Berghe, and had consisted of three jeux-partis with
music, copied in double columns. These texts, but not the music, were pub-
lished by Jubinal in an appendix to his survey.10

5 L.BRUMMEL, Joseph Désiré Lupus et sa collection de manuscrits, in ].P. GUMBERT and M. J. M.
DE HAAN (ed.), Miniatures, Scripts, Collections. Essays presented to G. I. Lieftinck, 4 (Litterae
textuales, 4), Amsterdam, 1976, pp. 112-119.

This catalogue and a fair copy (prepared by Flament) of the portion concerned with the books and
manuscripts are held in the Department of Special Collections of the Koninklijke Bibliotheek.
AW. BYVANCK, Les principaux manuscrits & peintures de la Bibliothéque Royale et du Musée
Meermanno-Westreenianum & La Haye, Paris, 1924, pp. 49-51 (no. 18; Ms. 76 G 7).

A. JUBINAL, Lettres a M. le comte de Salvandy sur quelques-uns des manuscrits de la
Bibliothéque royale de La Haye, Paris, 1846, pp. 7-8.

A. JEANROY, Bibliographie sommaire des chansonniers francais du moyen age, (Les classigues
frangais du moyen ége, 2e série, 18) Paris, 1974, p. 3; E. Doss-Quinby, The Lyrics of the Trounvéres,
a Research Guide (1970-1990), New York - London, 1994, p. 7.

10 JUBINAL, Lettres, pp- 25, 91-95.

A NEw TROUVERE FRAGMENT IN THE HAGUE

The book of sermons which is the subject of this study must be counted as one
of the Lupus Collection’s more unusual items. It is bound in white leather
which has been treated, so that its variety is uncertain. It is most likely deer-
skin. Bindings in the skins of wild animals are more often found in the 12th or
13th century; that this one is undyed suggests a conservative milieu, such as a
cloister. It is fastened with a strap, which was the practice from the 12th cen-

tury onward, into the 15th century. The closing on this strap is attached front- -

to-back, so that the book rests on its pin, a practice more often encountered in
southern Europe or England than in northern France. The original binding is
probably late 14th century. It has been stamped and the marks rubbed with
blacking (not the more usual neutral or brown markings), probably in the late
15th century. The binding was evidently reworked and repaired in the second
half of the 15th century, with pigskin, a less durable leather. The capital head-
band and the visible marks of the kettle-stitching on the spine are characteristic
of the 15th century. Both Lupus and Flament made notes on the turnings of
the inside front cover: Tractatus Sermonalis. Scriptus sue... (by Lupus);
Sermones de festis / per annum (by Flament). The book was repaired by the
Koninklijke Bibliotheek in 1974, again with pigskin. The music flyleaf, which
had been glued over the turnings of the front cover (most likely in the 15th
century), and had come loose before Lupus acquired the book, may have been
stitched or resewn at this time. No material which may have been removed
during this repair was preserved.

In the body of the manuscript, there is evidence of trimming to the present
size in the latter portion. The hand changes on fol. 185v, and the trim is ap-
parent on fol. 186v. Thereafter, the texts are written in several hands. Evidently,
the music leaf was introduced as repair material for the first signature, the
incomplete table of contents. This can be determined by the size of the slits
made for the stitching. Normally, these slits decrease as the cuts descend
through the gathering. However, the slits in the music leaf are smaller, even
though it is on the outer side of the signature. Therefore, it must have been
added later, by another binder. The parchment fragment measures 150 x 110 mm
at present. The recto bears a Roman numeral at the top, ccxxo, in a late 14th-
century or early 15th-century hand. This number does not correspond to a
lacuna in any of the known manuscript sources. The left edge of the music leaf,
that had been turned and sewn, has probably lost approximately 2 cm of mate-
rial; the same estimate may reasonably be made for the right edge, which is
both trimmed and torn. The loss at the bottom of the leaf is difficult to esti-
mate, but it may be as much as the space four or five lines of writing might occu-
py, about 4 cm. What remains of the left edge, now concealed among the stubs
of the signature, preserves an unexecuted rubrication cue, for the letter C.

The music fragment bears evidence of three compositions. A single line of
writing, the concluding verses of a chanson unidentifiable at present, appears

21
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below the folio number.1! Then follows a chanson, for which the music is vir-
tually complete, but part of the full text is lost owing to the tear on the right
side of the leaf and the cropping at the bottom. This poem, C’est mervelle se
chascuns n’est amans, has neither textual nor musical concordances. It is to this
composition that the unrubricated letter C that was hidden in the stubs be-
longs; the black letter E that aligns with the music has been written large. No
space was left for the C where text and music begin, the upper left of the page;
this suggests that the C would have had a prominent position, on the left mar-
gin. Two rubricated letters are found within what remains of the text (a tran-
scription, reflecting the layout on the leaf, is given in appendix 1).

The setting is in the courtly style, without refrain. It is largely syllabic, making
use of only five note-forms. The virga is predominant, with podatus, clivis, cli-
macus, and one plica (no punctum). On the left side, the C-clefs are faint or
slightly trimmed, but can still be discerned. A bit of the music has been
trimmed from the right side of the third staff, following a virga, over the word
reconstructed as ’entente. However, the left angle of a following rhombus
remains, so that the neume should read as a three-note figure, a climacus, to
correspond to one syllable of the text (see at letter a). This reading is also in
keeping with the conduct of the song. No further reconstruction of the mel-
ody was deemed necessary.

On the other hand, the reading of the text is more problematic. The later
strophes have been cropped or torn, and even in the first strophe the right-
hand trim, some small holes and some damage due to moisture or abrasion
have made decipherment difficult or impossible. Nevertheless, the conventions
of trouvere poetics provide the grounds for plausible conjectures for the miss-
ing or damaged passages (a reconstruction and translation of the poem are
given in appendix 2).

The rhyme scheme is ‘abab bcc b’. The ‘a” and ‘b’ rhymes are masculine, the °c’
rhyme is feminine (ending in a mute €). Moreover, the same sounds appear at the
rhymes in each strophe, making the poem what is called #nissonans in the Old
Occitan manuals. Thus the ‘a’ rthyme is always -ans, the ‘b’ rhyme always -er,
and the ’c’ rhyme always -ente, throughout the poem. The rhyme scheme of the

~ enwoi, ‘cc b’, repeats that of the last three lines of the stanzas. The plan of the

stanzas is 10 10 10 10 10 7 10’ 10. The music scribe has been careful to leave
space between the virga C over the first syllable of mettre and the virga D over
the following word en, indicating that these syllables are elided in the first state-
ment of the 7’ line. The same elision applies in the third stanza, at zestre — en.

This precise combination of rhyme-scheme and stanza pattern is not attested
elsewhere in the extant trouvére repertory.l? Forty-five poems have Molk -

1L = e n(“Yaroit on pas tant de deduit ne plaisanche k(yuns amans a d(‘)amie conguester.”
12 y. MOLK - F. WOLFZETTEL, Répertoire métrique de la poésie lyrique francaise des origines &
1350, Miinchen, 1972.
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Wolfzettel rhyme-scheme no. 1045 (text nos. 1697-1741). Most of them include
ten-syllable lines (text nos. 1697-1721, 1726) and five of these have a mix of ten-
syllable lines in the first half at least of the stanza, with shorter lines, notably
seven-syllable lines, in the canda (text nos. 1715-1719). Of the five songs
showing a mix of ten- and seven-syllable lines, three (text nos. 1716-1718) are by
Adam de la Halle, and the other two (text nos. 1715, 1719) are anonymous.

The artfulness of this little song, even lacking its full text, is remarkable. Its

simplicity is deceptive. The melodic line, encompassing an octave plus the
lower semitone, is elegant and well-planned, with a strong orientation around
F. The final pitches of each phrase are E E E F E, A, A, F, so that five of the
eight lines of verse end on F. The stepwise progress of the melody makes all
the more striking the leap of a fifth, F - C, to heighten the word dounchement in
the first phrase of the canda. The melodic climax, to the upper F, is saved for
the penultimate phrase, on the word servir, as if to emphasize the poet’s con-
ceit of the benefits redounding to those who enter into the service of Love.
Aside from the cadence of the last verse of the cauda, all verses but one end
with the same little three-note gesture (F-E-F), transposed up three tones (A-
G-A) for the ’cc’ rhyme.

The envoi is unusual in that it has three verses, rather than four. The envo:
repeats the three-note melodic figure of the ’cc’ rhyme of the cauda, at the
same time that its rhyme-syllable,-ente, is made a rhyme-word, ente, that is
used both as a noun and as a verb. At last, the rhymes on -ente are revealed as
the key to the whole song, linking Desire (I’entente), the Lady, and /i ente, the
Graft from which Love’s good things spring forth. As it stands, the poem does
not appear to diverge from its topic by employing other imagery, as is some-
times the case with trouvere texts, but develops its opening conceit by elabora-
tion. The envoi, the conclusion of the song, is a distillation of subject and
music that might be said to exemplify the concept of unissonans as an esthetic
goal.

After the conclusion of C’est mervelle, the text-scribe has written the word
Explicit, set off by a horizontal dashed line. Then, a rubricated initial that is
coordinated with the music begins one of Adam de la Halle’s most popular
songs, Puis ke ie sui de Pamerouse loi. There are eleven sources for this compo-
sition, including two sacred contrafacts, eight of which contain music.!3 The
text has been thoroughly studied and widely published. The texts of both of
these songs exhibit features that have been termed scripta picarde, an inconsis-
tent mixture of Francien and Picard dialect elements, which is common in the

13 H. SPANKE (ed.), G. Raynauds Bibliographie des altfranzésischen Liedes, Leiden, 1955, nos. 1661,
1661a, 1662.
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trouvére poetic repertory.14 In the present example, it is the music that is of
primary interest.

By comparison with C’est mervelle, which is set largely with one note and at
most three notes per syllable, Puis ke ie sui is composed in a more elaborate
style. A comparison of the music of the nine versions of this song, made with
the assistance of the compilation of the musical sources published by Hendrik
van der Werf, reveals the kinds of inconsistencies typical of the preserved arti-
facts of an orally-transmitted repertory.!> All of the sources are more or less
related melodically, but the strength of the relationships varies from phrase to
phrase. The tonal plan is also more complex than that of C’est mervelle, which
employs only three pitches, F, A, and E, as phrase-endings. Here, at least five
different pitches may be used to end phrases. In the twelve known sources, the
phrases of Puis ke ie suiend on G, C, G, C, G, G, D (or C), C (or B), E,and C
(or D). The present version, however, is remarkable in that the first phrase is
made to end on E This is accomplished by reducing the interval on the words
sui — de from a fourth to a third and adding a reinforcing ‘G’ to the two ‘F’s
in the flourish on the penultimate syllable, the end of (ameron)se (see at letter
b, appendix 4). An example for comparison, from the Chansonnier Cangé, has
been provided (letter b’).16 Thus, the number of pitches used as phrase endings
is increased to six: F, C, G, D, B, E, and the phrases end as follows: F, C, E, C,
G? (probable: there is a hole in the manuscript), G, D, B, E, C.

With respect to the manner of notating the melodies, none of the manuscripts is
consistent, either with the other sources or within the repeated phrases required by
the form of the chanson. The present version of Puis ke te sui is the most elaborate
of all, in that some of the syllables are set with more notes than elsewhere. In writ-
ing down the music, the scribe has adopted some of the compound ligatures of
mensural notation. This was necessary so that a syllable set with several notes
could be coordinated with its music unambiguously, one syllable to a group of
pitches. In writing such ligatures, the scribes employed whatever comprised the
current vocabulary of shapes, even for this older repertory. However, no
rhythmic implications are to be drawn from this manner of writing.

14 1H. MARSHALL (ed.), The Chansons of Adam de la Halle, Manchester, 1971, pp. 69-72; D.H.
NELSON and H. VAN DER WERF (eds.), The Lyrics and Melodies of Adam de la Halle, New
York, 1985, pp. 60-63. A convenient summary of the dialect of Adam’s verse is found in MAR-
SHALL, Chansons, pp. 12-14. To compare the versions in our manuscript (stanzas I, II, IIT) and
Marshall’s source, Paris, Bibliothéque nationale, f. fr. 847 (ms. P), the significant variants are the
substitution of the indicative for the subjunctive in /. 18 (a slightly better reading) and vice-versa in
L. 24. These variants do not appear in Marshall’s concordance for the text (pp. 71-72). The portion
of the text preserved in the fragment is transcribed in appendix 3.

15 H. VAN DER WEREF (ed.), Trouvéres-Melodien, (Monumenta monodica medii aevi, 12), Kassel -
Basel, 1979, pp. 615-624.

16 1. BECK (ed.), Le Chansonnier Cangé: manuscrit frangais n° 846 de la Bibliotheque nationale de
Paris, (Corpus cantilenarum medii aevi, Premiére série, Chansonniers des troubadours et des
tronvéres, 1), New York, 1964, fol. 140r (no. 255).
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In the present example, for instance, in the second verse, the binaria over ez is
written ‘with opposite propriety’, ascender on the left, and with a descender
indicating a plica on the right, the whole to be sounded as three notes (letter c).
At the comparable place in verse four, the binaria is written ‘with propriety’,
descender on the left, and ‘without perfection’; descender on the right, over
da(merous) (letter d). A variant in which three pitches are given for a syllable
instead of two is not uncommon. However, the mensural reading of these two
binaria would be very different: three semibreves in the first instance, two bre-
ves in the second. The interpretation of the rhythm of three semibreves is
-uncertain without the context of an additional voice. One concludes that the
choice of notational figures was made for the sake of convenience, to make
clear the underlay of the text.

Some other conventions are also in evidence. For example, the scribe has can-
celed the descender of the first of the two virgae over bien doi (letter e), to
conform to the notation at the repetition of the phrase, over je doi (letter f).
Here, the scribe acknowledges the convention that two notes, of which the
second is higher, are to be written punctum - virga; again, no rhythmic impli-
cation (viz., brevis - punctum) is intended. The ternaria over (ensau)ci(er) (let-
ter g) appears as three descending rhombi over (desi)ri(er) (letter h); both
forms were used in the northern French-speaking regions.

It is tempting to consider that Adam de la Halle may be the author of both songs.
As has been mentioned, of the forty-five poems sharing the rhyme-scheme of
C’est mervelle, only five have ten-syllable lines in the first half of the stanza and
include a seven-syllable line in the second half. Of these, two are anonymous and
three are by Adam de la Halle. As far as poetic technique is concerned, Adam is
not excluded as a possible author. In the trouvére repertory, only one other poem
uses the word merveille prominently, in the first line: this is Adam’s Merveille est
guel talent j’ai 17 Another poem by Adam takes up some of the same ideas as
Clest mervelle.18 It begins, Ki a droit went Amours servir / et canter de goieus
talent / penser ne doit as maus k’il sent / mais as biens ki en pueent venir.

The strongest argument against this conjecture of authorship is the Explicit
that separates the two songs, as there is no separation between the last line of
the song that ends at the top of the recto and the beginning of C’est mervelle.
One possible explanation is that the word Explicit was in the scribe’s exemplar,
and he simply duplicated it in his copy. Nevertheless, the rubricated initial of
Puis ke ie sui is aligned with the music, not placed in the margin, which sug-
gests that the authorship of these consecutive songs may have been regarded as
the same. In addition, Adam typically puts four lines in the envos, as he does in
Puis ke ie sui, whereas C’est mervelle has only three. However, two of Adam’s

17 SPANKE, Bibliographie, no. 52.
18 SPANKE, Bibliographie, no. 1458.
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chansons present a three-line envoi in one or another of the manuscript
sources.!9 Here must this tantalizing question rest for the moment, unless
Amor is willing to grant yet another good thing to those who have put
themselves in the service of her songs.

APPENDIX 1
DHa 72117

: A)
gEst mer-vel - le se chascuns nest a-mans car s€ tous ciaus vo- loit a - mours grev-[er]

w
{ki] [n]e le sont elle [est] bien si poi-sans cun tout seul iour nen poroit uns

SRS

tentle de li ser-vircar moutli a-ta - len-te quantelle puet as boins ses biensdon-ner

19 SPANKE, Bibliographie, nos. 500, 1186.
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APPENDIX 2

C’est mervelle se chascuns n’est amans

car se tous ciaus voloit Amours grev[er]
[ki] [n]e le sont, elle [est] bien si poisans
c’un tout seul jour n’en poroit uns [du]rer.
Mais Amours veut douchement doctriner
tous cuers pour mettre en I’[entent]e

de li servir, car mout li atalente

quant elle puet as boins ses biens donner.

Dont doit cascuns bien iestre desirans

k’Amours le voelle aves le[s boins con]ter
car tant de ioie est en li apparans

K’elle en puet [ — — —] gouverner.20

Mais pur les bons vuet Amours estorer
—————————— —] ente

si fallent cil dont li volontes gente
[—F————— ]t en iaus entrer.

Carcas[ ———————— Inans
et si’ilia teis c’on ne puist douter
- ] sanz
mais cius ki cuide encontre li [— er]
- ] penser

dont il doit iestre en ’atente

de grandement a besoing conforter.

———— ] congnissans

e got les biens k’ Amours li voe[t donner]
[ — — Tuns ki onkes fust viuans

et cil ki sont [— — — — — — — — ]

s . o a, s s sn
bX 3 BX 3 b2 b2 =

[et n’] aukuns m’en espoente
s’a boine Amours a chou mise m’entente
ke [comfors?] [li?] donne sans demander.

Dame vous estes li ente

dont li biens [vie]nt car boine Amours I'i ente

pour chou vous pri de mon chant escouter.

10
10
10
10
10
7’
10
10

10
10
10
10
10
7’
10
10

10
10
10
10
10
7’
10°
10

10
10
10
10

7’
10
10

7
10
10

N.B.: The letters in square brackets [—] are strictly conjectural.

20 gouverner looks like [glominer with a superscript e above the i.
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It’s a wonder if everyone is not a lover

for if Amor wanted to harm all those

[who] are [not] [scil. lovers], she is certainly powerful enough
that not one could [endure] a single day [scil. against her].
But Amor wants to gently instruct

all hearts to put them in [the desire]

to serve her, for it is attractive to her

when she can give her benefits to good people.

Therefore each person should be desirous

that Amor should [count] him among [her good people]
for there is so much joy evident in her

that she can govern with it.

But Amor wants to restore for good people

and those are lacking whose noble will
enter into them.

For each
and if there are those whom you cannot overpower

but a man who thinks to ———————-against her

think

for which he should be waiting

to comfort greatly in [their] need.

aware
and savors the good things that Amor is willing [to give] him
one who ever lived

and those who

. o s, s, s . ” o o
¥.0% % * 3 3= = ol =

[and nor does] anyone frighten me away from it,
if good Amor has directed my desire towards that
which gives [it comfort], without being asked.

[enwvoi:] Lady, you are the graft
from which comes good, for good Amor grafts it there.
For this reason I beg you to listen to my song.

(Translated by E R. P. Akehurst)

r
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APPENDIX 3

Puis ke ie sui de I’amerouse loi
Bien doi Am(our)s en cantant ensaucier
Encor i a [——] raison p(our) koi
Je doi cant(er) d’amerous desirier
Car sans manechier
[-]ui el c(ors) t(ra)is et ferus
D’uns vairs iex ses et ag(us)
Rians p(our) miex assener
ATl ler

Haubiers ne escus
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Chansonnier Cangé f. 104r
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A NEWLY DISCOVERED FRAGMENT OF
MEDIEVAL INSTRUMENTAL MUSIC

Hans C.M. van Dijk
Lecturer in Music History

People who know the few specimens of medieval music which have been pre-
served through the ages also will be familiar with the famous collection of
Istanpitte in the manuscript London BM add. 29987 [LO], dating back to late-
medieval Italy.! Up to the present we have regarded these pieces as unique, but
a newly discovered manuscript tells us more.

During a stay on the Spanish island La Palma (Canary Islands) in March 1995,
I happened to go to the village of Puntagorda, about twenty miles to the west
of the capital Santa Cruz de la Palma. There I heard an old man play a tune
which I knew very well: it was the Istanpitta ‘Isabella’ performed with some
| small melodic variants and added graces. I was very surprised and bewildered
to hear this melody at that very moment and in such a remote spot of Europe.
The old man was once a book-binder by profession as well as a musician and
in earlier days he had performed at local celebrations. The instrument he used
was some kind of recorder. In response to my asking how he had come across
this music, he explained that he had inherited it from his teacher who had
| copied it from an old manuscript. We went to his former workshop where he
| showed me a paper manuscript, dated 1862. This manuscript contained some
other pieces known from LO: two or three istanpitte, two saltarelli and the
‘Lamento di Tristano’. The music was written down in ‘modern’ notation,
provided with a tenor clef and bar-lines.

Some fragments of a second manuscript were also of great interest. It consisted of
about ten to fifteen separate parchment leaves which were kept in cardboard
wrappers. The music was written down in Trecento-notation: black lozenge-
shaped notes on red six-linestaves. Asking the old man where the remaining
parts of the manuscript had gone, he said that he had used them for book-
binding. I did not have enough time to take a closer look at the two manu-
scripts and, the workshop being dark and without electric light, a thorough
study seemed impossible anyway. Pleased with my enthousiasm, the old man
agreed to give me a page from the parchment manuscript in exchange for two
Havanna-cigars.? :

Back in the Netherlands I contacted Prof. Kees Vellekoop (University of
Utrecht) with my discovery and he introduced me to some other experts.

This unique Ms. has been in the British Museum since 1876.

It must be pointed out that the old man does not live in Puntagorda anymore (September 1996) and
attempts to trace his current residence were unsuccessful. This is unfortunate, the more so as the’
provenance of LP cannot be verified, which diminishes its scientific value.
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For about a year the page, which we now shall give the name of LP, was the
subject of several scientific examinations. An analysis of the parchment, carried
out by the ‘Archivberatungsstelle Abtei Braunweiler’ in Pulheim (Germany)
using what is known as the ‘Kohlstoff-14-Methode’, has proved that the
parchment is 650 to 700 years old. Moreover, the analysis has shown that the
parchment was used several times, after being scraped and washed. No metal
object was used to write on it and therefore experts assume that it must have
been written in any case before the middle of the 19th century. An examination
of the ink, carried out by the ‘Centraal Laboratorium voor Onderzoek van
Voorwerpen van Kunst en Wetenschap® in Amsterdam by means of Rontgen
fluorescention, showed that the red ink contains no mercury, lead, iron or other
metals. This means that well-known medieval red pigments like cinnabar,
red-lead or metal-oxides were certainly not applied, but it is possible that an
organic pigment has been used. Ambiguities are caused by the fact that the staves
have been regenerated and that underneath the lines older ones were found.?
The black ink is ordinary carbon ink, which was already in use during the
Middle Ages and therefore cannot give any indication about the dating of the
manuscript.

In addition to these analyses, several palaeographers, musicologists and art-
historians examined LP and their opinions are divergent. Some experts are
convinced of the authenticity of LP, whereas others think it is a copy, written
on authentic parchment but not before the 19th century.

LP consists of a single sheet, 199 by 124 mm, which originally formed part of a
series of sheets bound together at some time. The present page shows several
fresh cuts: at the top of the page a slip was cut off, above-right a pointed piece
(at aperto), bottom-right a vertical slip and another pointed little piece, having
taken the last note of what is left of guinta pars. These cuts probably derive
from the hand of the bookbinder. The other sheets showed similar damage. At
the right side, as far as it is still extant, a dog-ear can be seen, indicating that the
sheet once was bound at that side. In the middle, there is a vertical row of
small holes, made by a needle or a bodkin. One side of the sheet was written
on and there are eight staves in red ink of six lines each. The music is notated -
as is usual in Italian manuscripts - on six-linestaves. As mentioned above, these
lines were regenerated. Thus, the parchment already contained six-linestaves
which had lost their colour and had been traced. The page also shows a fold
(running through the seventh staff), which was there before the lines were
traced. The clefs, notes and legends are written in black ink. At some places a
punctus divisionis or a dividing-line is used. The letter ‘r’ and the little hand
function as repeat-signs. The anonymous copyist wrote his notes very carefully,
though he still erred sometimes.

3 Recent research (July 1996) shows that no traces of ink from the previously mentioned older lines
remain preserved. Only the places where the lines were pressed into the parchment could be seen.
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The piece given in LP is the Saltarello which in LO begins at fol. 62v. There
are, however, some discrepancies between LO and LP. The most significant
difference between both manuscripts is that the Saltarello in LO contains four
partes and in LP five partes.* The terca pars of LO is identical to the sechunda
pars in LD, whereas the terca pars of LP is lacking in LO. This ter¢a pars only
differs in a few notes from the guatta pars (sic), which again is identical with the
quarta pars in LOS At this point, however, the copyist of LO was mistaken,
which is strikingly clear when studying the manuscript. Originally he had
written ¢’-a’-g’-d’ which he later changed to e’<f’-e’-d’. The reason for this
might have been that the scribe of LO first wrote the ‘right’ notes of the terca
pars. Subsequently, he started from the 8th note onwards in the then equally
sounding quarta pars and finally eliminated this error by modifying the 5th,
6th and 7th notes of the terca pars (as clearly shown in LO). Due to this
modification, a complete pars might have been suppressed.

Other discrepancies refer to some musical variants in the partes 1 and 5; in 1,
staff 2, 6th to 10th note, where a passage appears a minor third lower. Whether
this version is a copying error cannot be decided here. In any case, the resulting
sound of the LP-version would be musically justifiable. Our attention is also
drawn to a rhythmic variant in pars 5: whereas in LP the 9th note - a semibrevis
- is followed by a minim and a punctus divisionis, LO gives the minim first and
no punctus divisionis. Although the version in LO does not seem impossible, I
would rather opt for the LP because the rhythm given in LO disturbs the
smooth character of the piece. It therefore seems possible that the copyist of
LO was wrong here. This potential error in LO might have been caused by the
scribe having to turn the page right at the point where these notes are, thereby
losing his orientation for a moment.6

Finally, I would like to make reference to a peculiarity of the notation in the
chiusso: the writer of our manuscript notated the flags of the seventh and
eighth notes incorrectly at the left side, while in LO we find them correctly
placed at the right-hand side. As we can see elsewhere in manuscript LO, flags
at the left side were customary for marking triplets. This may indicate that the
notator was perhaps unfamiliar not only with the terminology (as one of the
experts, Prof. Gumbert of Leiden University, pointed out), but also with
certain details of the notation.

Because of the discrepancies between LO and LP - the extra pars being the
most obvious - it neither seems likely that LO was the model for LP nor that
LP was the model for LO. Consequently the question arises whether there

The terms prima pars and sechunda pars are missing.

5th - 8th notes in LP: ¢’>-a’~g’-f’; 5th - 8th notes in LO: &’-f-¢’-d”

Apart from me Prof. Vellekoop made the same observations on LP and used them with my know-
ledge and agreement in a lecture held at the Schola Cantorum Basiliensis on May 3rd, 1996.

w
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existed an unknown older source upon which both manuscripts are based.
This would lead to the conclusion that the well-known repertoire of LO
would be of earlier origin than we have been inclined to believe until now.”

| " Many questions remain unanswered. Even the authenticity of LP is not certified
but let us hope that further research will lead to more clarity in the future.

7 1 wish to thank the following experts for having examined the manuscript and/or for having given
their opinions or advice: J.P. Gumbert (Leiden), J.A.K. Haas (Maastricht), T. Knell (South Hadley,
USA), A. Korteweg (The Hague), I. van Leeuwen (The Hague), P.F.]. Obbema (Leiden), H.J.
Porck (The Hague), J. Rimmer (Canterbury), E. Schreurs (Leuven), C.E. Schima (Amsterdam), A.
Schirinzi (Munich), K. Vellekoop (Utrecht).

La Palma (photo Léon Gulikers, Gulpen, 1996)
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THE HELMOND MANUSCRIPT

Barbara Haggh
Royal Holloway, University of London

In April 1996, Godfried Croenen discovered several song parts in stroke nota-
tion in Gemeentelijke Helmond Archiefdienst, Rechterlijk Archief Helmond
1396-1810, inv. no. 215, a register with a parchment cover and comprised of
186 leaves, having entries made by the aldermen of Helmond to acknowledge
debts and transfers of property. Bound into the register at an unknown date is
an oblong paper leaf, measuring 90-95 x 213 mm, which was once folded in half
to surround a now missing folio (fol. 98). The two entries on this leaf (fol. 99r)
and dated 4 November 1416 are original, meaning that the music was probably
added to this leaf soon after that date:

f.97r tenor [Esperance]
’ : f.97v tenor [unidentified]
) f.99v cantus (canonic) Talent me peyst [sic: Talent m’est pris]

The same cantus part was copied again on fol. 186v. A faded, unidentified song
appears on the inside back cover. All three songs are in simple stroke notation,
with only semibreves and minims. The stroke notation may have been used by
singers or rederijkers! or, given the few texts, by town instrumentalists.?

see B. HAGGH, New publications in Dutch on music before 1700 and a newly discovered 15th-

century Dutch manuscript with songs, in Early Music, 25/1 (1997), pp. 127-128.

| : 2 see D. LEECH-WILKINSON, 7 libro di appunti di un suonatore di tromba del quindicesimo seco-

4l . lo, in Rivista italiana di musicologia, 16 (1981), pp. 16-39, especially p. 20 and R. STROHM, The
I : Rise of European Music, 1380-1500, Cambridge, 1993, pp. 348-357.
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THE BRUSSELS Ms. 1870

Mary Natvig
Bowling Green State University

Brussels Ms. 1870  emanates from the Convent of St Clare in Brussels. The
manuscript is dated 1348, though a few sections were added in the 16th cen-
tury (fols. 105r-134r). The manuscript contains historical information on the
foundation of the convent (fol. 144v), a calendar, Propers of the Time and of
the Saints, Common of the Saints, various Offices including those for St
Prisca, St Mary Magdelene, St Gabriel, Collects for St Dorothy, Eleven
Thousand Virgins, and Three Kings and various other liturgical texts. Several
pages contain musical notation: fols. 1v-2v and fols. 149r-152r (Benedicamus
domino settings) and fols. 138r-144r (the Responds for the Office of the Dead).
Of the more than thirty monophonic Benedicamus domino settings, most are
troped (including texts for St Barbara, Anthony of Padua, and St Clare) and
most are set to the flos filius melisma, a common melody for Benedicamus
domino settings. The sole polyphonic work (fol. 1v) is a two-voice, untroped,
Benedicamus domino setting (see Example 1). Concordances are found in
numerous manuscripts from the 14th and 15th centuries, including a highly
ornamented version in Las Huelgas (fols. 21v-22r). Immediately following the
setting in BR 1870 is an arrangement of the two voices that results in a nar-
rower range for both parts - a sixth in both voices rather than an eleventh and a
twelfth as in the original (see Example 2). The two voices of the second version
are notated in score format rather than consecutively and are linked by an arc,
connecting the two staves. Since no concordances were found for this arrange-
ment, one might presume that the sisters of St Clare have made their own
arrangement of the setting, one that fits the available voices more comfortably.
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THE ANTWERP FRAGMENTS M6
Jacobijn Kiel

It was Rudolf Rasch of Utrecht University who, during the preparation of his
thesis, investigated the contents of the polyphonic Fragments M6 in the collec-
tion of manuscripts in the Museum Plantin-Moretus.! He told his colleague
Jaap van Benthem, who prepared the short entry in the Census Catalogue.?
The fragments comprise two bifolios and three folios; the size of the bifolios is
approximately 215 x 310 mm, the size of the folios 300 x 220 mm. Table 1
shows an inventory of these fragments. At the beginning of the 20th centrury,
when Maurits Sabbe was conservator, these fragments must have been re-
moved from the binding of a volume from the rich collection of books in the
Plantin-Moretus Museum. The book from which these fragments come is not
identifiable. The folios are trimmed at the top as well as at both sides; conse-
quently there is no original foliation, nor are there any names of composers;
most of the clefs and initials are also lost. Unfortunately no watermarks are
visible. Possibly the fragments originate from two or more different sources,
written by at least four scribes.

Kristine Forney? first recognized that one of the bifolios (no. 7)4, contains a
fragment from Ockeghem’s Missa Mi-mi: the Discantus and Bassus of the
second Agnus Dei. The opposite page on the same bifolio has two or three
voices without text; the lowest voice is labelled Bassus. Since the music on the
two pages is clearly not related to each other, one or several other bifilios must
have seperated these two pages. The other sources for the Missa Mi-mi are
VatS41, VatS63 and VatC234, the well known Chigi codex.

Table 2 gives a survey of the ligatures in the Agnus dei as far as transmitted in
the Antwerp fragment. It should be noted that it is a general characteristic for
the Italian source group to have few ligatures.

The Antwerp fragments have about the same number of ligatures as the Chigi
codex but in the Antwerp fragments the combination of two semibreves under
ligature at the end of a line, a characteristic of the notation in the Chigi codex,
is missing. Moreover, only two ligatures in the fragments do not start on the
first semibreve of the perfect mensuration. The reading of measure 57, which is
also present in VatS41 and VatS63, stresses a hemiola. The same can be said of
the ligature in measure 64, which precedes the final longa. The right page of

1 R.RASCH, De Cantiones Natalitiax en het kerkelijke muziekleven in de Zuidelijke Nederlanden
gedurende de zeventiende eenw, (Muziekhistorische monografieén, 10), Utrecht, 1985.

Census Catalogue of Manuscripts Sources of Polyphonic Music, 1400-1550, vol. 4, p. 222.

Kristine Forney added some notes to the fragments in the old library catalogue of Museum
Plantin-Moretus.

Folio numbers according to the facsimile edition in E. SCHREURS, Anthologie van muziekfrag-
menten uit de Lage Landen, Leuven-Peer, pp. 68-77.
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this bifolio contains a fragment of Alexander Agricola’s Cecus non judicat de
coloribus.5 The fragment contains the Tenor and Bassus of the second part of
this textless piece. Most probably, Agricola spent some time in Flanders during
the late 1490’s.6 However, nothing can be said about the origin of this piece,
nor its date.

The left page on the other side of this bifolio transmits two voices of an un-
known setting. Its notation is heavily damaged. Of the text only a few words
can be read: quem pro... filia apud quem... gratia... magna...

On the right page are two voices and the indication: Dxo. The text under the
music reads: Virgo mater resurgentis vestutatem nostrae mentis. Concerning this
text Kristine Forney has added a note in the old library catalogue of the Plantin-
Moretus collections that this happens to be an English trope of the antiphon
Regina celi. There is no evidence that this bifolio originates from England, yet
the combination of an English trope with a fragment of Ockeghem’s mass in
which the Discantus is combined with a Bassus on the same page might tell us
something about the origin of this bifolio.

The second bifolio (no. 11) contains a two-voice setting Wlth the text O sancta
virginitas nostra mistnit pueritas... Most probably these two voices come to a
final cadence on f or a, which makes it impossible to combine them with the
two parts without text on the right page, which have their final cadence on the
fifth d-a. Again there must have been one or more bifolios between these two
pages.

The other side of this bifolio contains three voices of a setting of the text Virgo
mater ecclesiae. Apart from the arrangement of the voices over the page, it is
their final cadence which makes clear that the setting is for three voices.
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Example 1: Virgo mater ecclesiae: final cadence

5 A Agricola, Opera omnia, ER. LERNER (ed.), pp. 102-105. I am deeply indebted to David
Fallows, who identified this fragment.

The epitaph of Agricola, printed in 1538 by Georg Rhau states that King Philippe recruited him
from ‘Belgium’. See N. BAKER, An unnumbered manuscript of polyphony in the archives of the
Catheral of Segovia, p. 130.
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On the right page are two voices from a setting of the text Gaude quia tui nati,
which is the second strophe of the sequence Gaude wvirgo mater Christi...
Surprlsmgly these two voices are also Discantus and Bassus. However, a tran-
scription of this setting does not suggest that other voices are missing.
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Example 2: Gaude tui nati

The arrangement of the various settings precludes the possibility that these

‘two bifolios were adjacent to each other in the original manuscript. Unfor-

tunately the three remaining single folios do not clarify their relationship with-
in the original manuscript.

One of these folios (no. 10) contains two settings for three voices. On one side
a setting of the text Fidelis sermo omni acceptione dignus Michael and in the
discantus the text Lumen ad revelationem in longer note values, on the other
page a setting of Michael archangelus intercessione suffulti te domine. For this
setting the clefs and signatures have been preserved but the end of all the staves
is missing; consequently the clefs are missing in the Fidelis sermo setting.

The two remaining folios contain fragments of three Salve reginas: two of
which are preserved in Codex Trento 90.

The reading of one of these Salve reginas in TrC 90 on fols. 305v-307r (1025-
1026) includes the trope Virgo mater.” According to Charles Hamm this trope
is of English origin.8 A third source for this setting is in manuscript Firenze,
Biblioteca Nazionale Centrale, Magliabechiano XIX. 112bis fols. 37v-42r.9

Numbers according to G. ADLER and O. KOLLER (ed.), Sechs Trienter Codices: geistliche und
weltliche Compositionen des XV. Jabrbunderts, Erste Auswabl, (Denkmaler der Tonkunst in Oster-
reich, VIL Jahrgang), Wien, 1900, pp. 61-62.

C. HAMM, A catalogue of anonymous English music, in Musica Disciplina, XXII (1968), p. 75.

I have not yet been able to compare its reading with TrC90 and AntMé.
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TABLE 1

Inventory of Antwerpen; Museum Plantin-Moretus, Ms. M6

FOLIO TITLE/TEXT COMPOSER

Bifolio 7

av, left Agnus Dei I (Missa Mi-mi) J. Ockeghem

b r, right Cecus non judicat de coloribus A. Agricola

b, left ‘quem...pro...filia apud quem’ [anon.]

ar, right Virgo mater resurgentis [anon.]

Bifolio 11

b r, left O sancta virginitas nostra [anon.]

av, right textless piece [anon.]

ar, left [Virgo] mater ecclesie [anon.]

b 1, right Gaude quia tui nati [anon.]

Folio 8

r - Salve regina [anon.]

v Salve regina [anon.]

Folio 9

r Salve regina [anon.]

v Salve regina [anon.]

Folio 10

r Lumen ad revelationem [anon.]
[Fidelis sermo] omni acceptione
dignus [anon.]

v Michael archangelus venit [anon.]
Archangeli Michael intercessione [anon.]

Folio numbers according to the facsimile edition of the fragments in E. SCHREURS, Anthologie van

muziekfragmenten uit de lage landen, Leuven-Peer, 1995, pp. 68-77.

OTHER SOURCES

THE ANTWERP FRAGMENTS M6

PRINTED EDITIONS

VOICES

[S][B]

[T]B

[21[°]
[S11(82]

[SI[CT]
[T] [B]
[SI[T] [CT]
[SI[T]

(S]
CT [T]

CT[T]
[S1[B]
[plainchant]

[S?] [CT?]
[SIICT]T B

Vat§ 41, [S] CXXVI

[B] CXXVII

VatS 63, [S] XXV’
[B] XXVI[I]

VatC 234, [S] XIIID
[B] XV

GallS 462, 62°-64 -
BerlS 40021, 49°-51
BolQ 17, 12°-16

Formschneider 1538, no. 27

HradK. II A7, 1°-3
LeipU 1494, 171°-172
MiinBS 3154, 70°-72
SegoA, 95°-97

TrC 90, 326’

TrC 90, 305’-307

Plamenac, Dragan

(ed). Collected works

Lerner, Edward R.
(ed). Opera omnia
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The third Salve regina setting is heavily damaged, but its reading is almost identical to TrC 90, fols.
324v-326v (1038). In this fragment the remaining text reads Salve regina, misericordie. According to
Marco Gozzi the absence of the word Mater might indicate that this seting could be English as well.10

Recently Reinhard Strohm has suggested that the Salve reginas in TrC 90 might stem from a collection
of Salves for the Fraternity of the Salve, later of Our Lady at the cathedral in Antwerp.11

All these isolated aspects seem to point in the same direction: the fragments contain a very mixed
ensemble of settings in which elements of the English musical tradition are still recognizable. Since the
handwriting of the various scribes in these fragments are clearly continental we must assume a place of
origin for this collection in close contact with English music during the second half of the 15th century.

Antwerp could be a strong candidate.

TABLE 2
The Agnus Dei II of the Missa Mi-mi by Johannes Ockeghem:
Ligatures '

VOICE | LIGATURES CHIGI | VATS41 | VATS63 | ANTMé6
[Bas.] ligature: 33(6) - 34(1) | x

[Bas.] ligature: 39(2) - 39(3) | x

[Bas.] ligature: 41(1-2) X X
[Bas.] ligature: 42(1-2) X X X X
[Bas.] ligature: 45(1-2) X
[Bas.] ligature: 52(1-2) X X
[Bas.] ligature: 53(1-2) X

[Bas.] ligature: 54(1-2) X
[Bas.] ligature: 56(1-2) X X
[Bas:] ligature: 57(4) - 58(1) X X X
[Bas.] ligature: 61(1-2) X v X
[Bas.] ligature: 61(2-3) X X

[Bas.] ligature: 64(3-4) X
[Bas.] ligature: 64(3) - 65(1) | x

Measure numbers according to the edition of the Missa Mi-mi by Dragan Plamenac

10 M. GOZZI, Il manoscritto Trento Museo Provinciale d’Arte, cod. 1377 (Tr90), 1992, p. 113.
11 R.STROHM, The rise of European music 1380-1500, 1993, p. 438.

THE ANTWERP FRAGMENTS M6

SOURCES

AntwM 6 Antwerpen, Museum Plantin-Moretus, Ms. M6

BerlS 40021 Berlin, Deutsche Staatsbibliothek, Mus. Ms. 40021 (olim Z 21)

Bol Q17 Bologna, Civico Museo Bibliografico Musicale, Ms. Q 17

FirM XIIX.122 bis  Firenze, Biblioteca Nazionale Centrale, Magliabechiano XIX. 122bis

HradK IIA 7 .Hradec Krilové, Krajske Muzeum, Ms. II A 7 (Codex Specidlnik)

LeipU 1494 Leipzig, Universitits-Bibliothek, Ms. 1494 ‘

Munch 3154 Miinchen, Bayerische Staatsbibliothek, Mus. Ms. 3154 (Nicolaus Leopold Codex)

TrC90 Trento, Museo Provinciale d’Arte, Castello del Buonconsiglio, Ms. 90

VatC 234 Roma, Citta del Vaticano, Biblioteca Apostolica Vaticana, Chigi,
Cod. C VIIL 234 :

VatS 41 Roma, Citta del Vaticano, Biblioteca Apostolica Vaticana, Cappella Sistina,
Cod. 41

VatS 63 Roma, Citta del Vaticano, Biblioteca Apostolica Vaticana, Cappella Sistina,
Cod. 63

Gall 462 Sanct Gallen, Stiftsbibliothek, Ms. 462

SegA Archivo Capitular de la Catedral, Ms. without shelf number
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MOTETS AND MARIAN WORSHIP IN THE 14TH CENTURY
Brussel, Algemeen Rijksarchief, Archief Sint-Goedele, 5170

Barbara Haggh
Royal Holloway, University of London

One of the most ambitious projects ever undertaken by postwar musicology has
been the publication of the volumes of the Répertoire international des sources
musicales (RISM) that catalogue surviving music manuscripts and fragments.!
Hundreds of thousands of items have been inventoried since RISM began in
1952, yet new fragments continue to surface as scholars sift through uncatalogued
collections and archives and as libraries publish descriptions of their holdings.
When music is found on old book bindings, librarians and archivists are often
faced with a dilemma: should the fragments be separated from the documents
they cover and be kept with other music or remain an archival item? The
modern history of Brussels, Algemeen Rijksarchief, Archief Sint-Goedele,
5170, here the St Gudula fragment, shows that there was some hesitation in
making what to my mind was the correct decision.

The St Gudula fragment was found in the archives then still housed in that
church. Vanden Bussche first described the fragment in his 1956 thesis, which
came to the attention of Gilbert Reaney, who wrote a brief notice in an article
and for RISM.2 In the 1970s, the St Gudula archive was brought to the Alge-
meen Rijksarchief in Brussels for recataloguing. New call numbers were
assigned in the 1980s.3

All fragments of chant and polyphony that were discovered during the cata-
loguing process, including the St Gudula fragment, were then brought next
doors to the Royal Library, restored and kept as part of its manuscript collec-
tion, since for many years the policy had been to keep music manuscripts in
the library rather than in the archives. The 17th- and 18th-century fonds Ste
Gudule is also at the Royal Library, but because the music is of later date, it
was purchased by the music section.*

1 On the project, see R. BENTON, Répertoire International des Sonrces Musicales, in S. SADIE
(ed.), The New Grove Dictionary of Music and Musicians, 15 (1980), pp. 747-749.

2 ].VAN DEN BUSSCHE, Zangers en zangpraktijk aan de kapittelkerk van Sint-Goedele te Brussel
(ca. 1350-1555), masters’ thes