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A note on manuscript sigla

There are multiple ways of referring to individual manuscripts of music.
Usually the sigla used for manuscripts containing a certain kind of reper-
tory are well known to those who work on that area, but may be opaque or
even confusing to those outside. Manuscript sources with generically
mixed contents typically have a different identity for each area of scholar-
ship in which they are referenced. Since this book is designed to treat the
manuscript organization and mixing of genres as a positive item of study, it
has been simpler to rely on the standardized sigla codified by RISM. Not
only can these be unscrambled readily in a handy online resource but they
have the advantage of simply reflecting the fact of the current location and
shelfmark of the manuscript, without committing it, by siglum chosen, to
being part of a particular subfield of scholarship. Thus GB-Ob Douce 308
is not forced into belonging to the scholarship on the trouveres (I), on
motets (D), or even on Richard de Fournival, Bestiary of Love (O). What
follows here, however, gives a listing of the manuscripts referred to in this
book, summarizing the different titles and abbreviations by which they
have been known in order to facilitate cross-reference with other scholarly
work. This list includes, where present, links to a URL of digital surrogates
for each manuscript. Since the visual and organizational features of the
manuscripts themselves are so fundamental to the arguments pursued in
this book, we strongly encourage readers to use these links — which will
also be hosted and kept updated on the website associated with the book at
Cambridge University Press — and then to navigate to the folio numbers
given in the text.” Footnotes with links to the relevant folios are given in
the text itself: in the e-book version, these are directly clickable.

! See www.rism.info/en/community/development/rism-sigla-catalogue.html.
2 www.cambridge.org/9781107062634


http://www.cambridge.org/9781107062634
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List of manuscripts cited (with links to online
surrogates where present)

A-LIs 324 (formerly Cc III 9)

B-Br 8860-8867

B-Br IV-319 = Méliacin MS E

B-Mbu 330-215

CH-BEDb 389 = trouvere MS C

CH-EN 1003: www.e-codices.unifr.ch/en/bke/1003

CH-EN 102: www.e-codices.unifr.ch/en/list/one/bke/0102

CH-SGs 383: www.e-codices.unifr.ch/en/list/one/csg/0383

D-BAs Lit.115 = motet MS Ba; ‘the Bamberg MS’: http://nbn-resolving.de/
urn:nbn:de:bvb:22-dtl-0000002752

D-DO 882

D-DO A.IIL.22

D-DS 3471 = motet MS Da: http://tudigit.ulb.tu-darmstadt.de/show/Hs-
3471

D-EF Amplon. Oct. 32

D-F Fragm.lat.V1.41

D-HEu Cod.Pal.germ.848 = the ‘Manesse Codex’ or ‘Grofe Heidelberger
Liederhandschrift’, usually given siglum C: http://digi.ub.uni-heidel-
berg.de/diglit/cpg848

D-Ju Ms.EL£.101 = the ‘Jenaer Liederhandschrift’, usually given siglum J.

D-Mbs Clm 716: http://daten.digitale-sammlungen.de/~db/bsb00007356/
images/ (black-and-white images only)

D-Mbs Clm 4598

D-Mbs Clm 4660-4660a = ‘Codex Buranus’, ‘Carmina Burana MS’: http://
daten.digitale-sammlungen.de/0008/bsb00085130/images/

D-Mbs Clm 5539: http://daten.digitale-sammlungen.de/0007/
bsb00079147/images/

D-Mbs Clm 18190

D-MUsa ms.VII 51

D-S1 HB I 95 = the ‘Stuttgart Cantatorium”: http://digital. wlb-stuttgart.de/
purl/bsz339701315
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siglum B; http://digital.wlb-stuttgart.de/purl/bsz319421317
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List of manuscripts cited

D-W Guelf.628 Helmst. = motet MS W1: http://diglib.hab.de/mss/628-
helmst/start.htm

D-W Guelf.1099 Helmst. = motet MS W2: http://diglib.hab.de/mss/1099-
helmst/start.htm

E-Bac Ripoll 116

E-BUlh = motet MS Hu; Las Huelgas Codex’; MS without shelfmark

E-E Z.11.2

E-Mn 288

E-Mn 289

E-Mn 20486 = motet MS Ma

E-SAu 226

F-AIXm 166: selected images via http://toisondor.byu.edu/dscriptorium/
aix166/index.html

F-AL 26

F-AN 403

F-CHRm 223

F-EV lat.2: images via DIAMM at www.diamm.ac.uk/jsp/Descriptions?
op=SOURCE&sourceKey=3868

F-EV lat.17: images via DIAMM at www.diamm.ac.uk/jsp/Descriptions?
op=SOURCE&sourceKey=276

F-EV lat.39

F-G 4413

F-LG 2 (17)

F-LPbd A V 7 009 (library formerly ‘Bibliothéque du Grand Séminaire’)

F-MO H196 = motet MS Mo; the ‘Montpellier Codex’: http://manuscrits.
biu-montpellier.fr/vignettem.php? GENRE%5B%5D=MP&ETG=0OR&
ETT=OR&ETM=OR&BASE=manuf

F-O 149:

F-O 303

F-O 305

F-O 341

F-Pa 227: http://gallica.bnf.fr/ark:/12148/btv1b55005681f
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F-Pa 3517: http://gallica.bnf.fr/ark:/12148/btv1b55006913x

F-Pa 6361
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F-Pn fr.146 = ‘the interpolated Fauvel’; the Roman de Fauvel: http://
gallica.bnf.fr/ark:/12148/btv1b8454675g

F-Pn fr.372 = Renart le Nouvel MS C: http://gallica.bnf.fr/ark:/12148/
btv1b90589327 (black-and-white microfilm images only)
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Introduction

HELEN DEEMING AND ELIZABETH EVA LEACH

The traces of the medieval European song tradition lie scattered in hun-
dreds of lyric collections. The verbal texts of this tradition have been
surveyed a number of times, but the music, mediated by few and partial
traces, has posed challenges of interpretation that scholarship has been
slow to address. Manuscripts and Medieval Song: Inscription, Performance,
Context contends that a fuller account of the role played by music within
the history of medieval song is possible, and - in order to facilitate this —
the surviving manuscript witnesses need to be read again with an eye to a
wealth of previously overlooked evidence. Previous scholarship has typic-
ally removed songs from their manuscripts into editions organized by
entirely different criteria. At the heart of this book lies the conviction that
close attention to the way songs (whether musically notated or not) were
gathered onto the page, specifically their layout, organization, and align-
ment with other texts, not only yields new insights into the musical culture
of the medieval lyric, but challenges assumptions that have underpinned
existing scholarship.

Some recent work on songs has adopted a similar approach, but to date
studies have been limited to particular categories of manuscripts (especially
those containing French and Occitan lyrics), and thus have done little so
far to unravel the specific disciplinary preoccupations of the modern
academy in relation to medieval song." Taking as paradigmatic the ‘monu-
mental” collections of vernacular song compiled in the later Middle Ages,
literary scholarship has tended to conceive of medieval song in monoglot
groupings, and with a focus on named authors and rigidly taxonomized
genres, categories which - as the contributions to this volume show - are
not reflected in the majority of manuscripts that preserve song. This
approach is apparent in perhaps the most recent book-length study of
manuscripts of medieval song, in which Marisa Galvez notes at the outset
that ‘the songbooks most relevant to the development of Western poetry,
in their typical qualities and conscious intention to establish literary

! Huot 1987; Bent and Wathey 1998; Nichols and Wenzel 1996.
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traditions, are the monumental manuscripts compiled from the thirteenth
century onward, such as the chansonniers of troubadour and trouvére
poetry and Liederhandschriften of German Minnesinger’.” Moreover,
scholarship on song has suffered particularly from the lack of attention
devoted to one of its defining features: its musicality.” Where music has
been considered at all, it has tended to be subject to similar disciplinary
divisions that do not correspond to its medieval transmission. These have
included the artificial separation of monophony from polyphony, and an
interest in the latter (as the supposed distinguishing feature of a ‘Great
Western Tradition’) that has far exceeded the former, as well as a concern
with authorship and the ‘work concept’, both enquiring principally into
compositional process. For medieval song, however, there is very little
surviving evidence about the production or composition of songs. Sketch
materials do not exist as they do for later music, and in most cases it is not
known who provided the music for a song. The various and varied
notational formats in manuscripts provide the sum of the evidence, but
tend to be considered under-prescriptive or even inadequate from the
perspective of more recent expectations of musical scores. The very variety
of manifestations of a single song, or the different texting of related
versions of what might broadly be considered the ‘same’ underlying
melody, frustrate the idea of an authorial work and make it clear that a
focus on the mediation of music to audiences through its performance
constitutes a subject more germane to the nature of the repertory. That
said, the only evidence that we have for performance and reception is the
same as the evidence that proved inadequate for the study of poiesis: the
books with songs in them.

Manuscripts and Medieval Song addresses the issue of how to read
performative and reception meanings from an examination of the manu-
script traces of songs. In particular, the other content of books containing
song texts and notations can provide contextual evidence for audience and
use, even to the extent of showing the length of use of a particular book and
its changing functions over time. It is often unclear to readers reliant on
modern editions that a manuscript juxtaposes a particular song copy
with other non-song items, such as sermons, narrative poems, florilegia,

* Galvez 2012, 2.

* Again, Galvez perpetuates this tendency, in the process setting up a false dichotomy between
manuscripts which ‘preserve lyric texts rather than musical notation, include prose texts, and are
large-format, costly objects of parchment’ and ‘performance manuals of traveling singers’
(Galvez 2012, 4).
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bestiaries, and scientific or theological works, yet these medieval habits
of compilation stimulated associative reading practices, enhancing the
appreciated meaning of songs. Existing studies have already examined
the material contexts of late-medieval French manuscripts of song in this
way, but Manuscripts and Medieval Song expands the geographic and
chronological purview to uncover comparable and equally thought-
provoking insights into books containing song from across Europe and
throughout the Middle Ages.

This book is organized around a series of ten case-study manuscripts,
each forming the subject of an individual chapter. By including a range of
famous but surprisingly little-studied manuscripts this book is able both to
represent the widely varied nature of the medieval song tradition and also
to propose surprising connections between traditions that have been stud-
ied separately. Treating these ‘songbooks’ as bibliographic wholes ensures
that the historical narrative is not exclusively predicated on any of the
traditional divisions by language or thematic concern of the song text, type
of notation, or polyphony versus monophony. Some of the manuscripts
chosen here have been neglected in recent musicological scholarship,
whereas others have assumed a degree of prominence that is based on a
partial or skewed perception of the importance of some of their contents,
while disregarding other contexts both within and beyond the book. Each
chapter typically offers an account of the entire contents of the manuscript;
an outline of the modern reception history of the book, including details of
its presence in scholarship; a consideration of the specifically musical
context (by noting the stylistic and repertorial contexts which the music
in the manuscript engages and/or by reading the particular manuscript
from its music outwards, rather than the other way around) sometimes
focused through a discussion of individual songs; and an analysis of the
issues arising from the presence of such songs in such a book.

The individual chapters

The opening chapter, by Sam Barrett, considers F-Pn lat.1154, which is
frequently regarded as a songbook, but is in fact a varied collection
comprising a litany of saints, a collection of prayers, an extract from
Isidore of Seville’s Synonyma, and some thirty Latin songs (including
hymns, Boethian metra, early sequences, as well as moral-didactic poems,
poems on recent political events, several laments for prominent individ-
uals, and versus by leading Carolingian authors such as Gottschalk and
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Paulinus of Aquileia). Eighteen of the songs are notated in this manuscript
and many others are found with notation in other witnesses. Reading the
versus collection alongside the contents of the book as a whole immediately
shows what can be gained from a consideration of the whole book, since
some of the other contents of this book offer a revision to the currently
accepted provenance and dating, reviving a forgotten suggestion from
1930 that the manuscript is from St Martial in Limoges on account of
the saints included in its Litany of Confessors. Barrett’s careful palaeo-
graphical study of the main notator does not preclude remarks about the
other hands in the book, which show a function in teaching. But Barrett
carefully refrains from ascribing a single use to the whole: the book has a
multiplicity of simultaneous functions within a monastic institution,
including most importantly private prayer, a use which is confirmed not
only by the other contents of the volume, but by the addition of Amens to
some of the versus, and by some of the slightly later additions, which show
the persistence of this function.

In Chapter 2 Jeremy Llewellyn considers GB-Cu Gg.V.35, which also
seems to have had teaching as one of its uses. This collection of songs has
acquired the title of the Cambridge Songs or the ‘Earlier Cambridge
Songbook’. Compiled on the cusp of the Norman Conquest at St August-
ine’s Abbey, Canterbury, the manuscript presents a dazzling array of poetic
materials whose historical and geographical origins ultimately span several
centuries and a fair portion of Western Europe. The book contains music-
theoretical texts, glosses, and passages of neumation. Llewellyn draws out
the ways in which the book itself addresses the singer in an admonitory
manner, thrusting the figure of the ‘cautious’ or ‘prudent’ cantor to the
fore, and thereby reflecting epistemological shifts in ideas of musica from
the philosophically speculative to the technically practical.

In Chapter 3 Rachel May Golden looks at the small, twelfth-century
Aquitanian versarium GB-Lbl Add. 36881, which shares repertory with
three earlier manuscripts from the library of St Martial, Limoges. Golden
argues that the diverse contents of this manuscript have been ill served by
musicological study that divides polyphony from monophony, since the
manuscript integrates both. In addition, the modern desire to separate the
liturgical from the non-liturgical has contributed to the relative neglect of
this music in favour of the more clearly liturgical Parisian repertories of a
similar date. Golden’s exploration of the songs of GB-Lbl Add. 36881 as
‘monastic inspiration, theological exploration, and instances of devotion to
the Virgin within the context of the twelfth-century Marian cult’ shows
them to be indicative of the text-music relationships that are typical of the
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new song genres of twelfth-century Occitania. The new songs of the
Aquitanian versaria show formal, thematic, and even linguistic interaction
with the contemporary and geographically proximate repertory of
troubadour song, in poetry, music, and the interaction of the two. As a
manuscript that collapses several binaries that have become enshrined in
later scholarship, GB-Lbl Add. 36881 makes an especially clear case for
reconsidering songs in their material context.

Gundela Bobeth’s consideration of the ‘Codex Buranus’, D-Mbs Clm
4660, in Chapter 4, details how the reception history of this famous
manuscript in the twentieth century, most notoriously in the setting of a
selection of its texts by Carl Orff in 1936, has given prominence to some
parts of its contents while obscuring its extreme variety as a whole. Its
contents have been published in separate volumes of poetry, and this has
added to the fragmentation of a repertory that is best considered wholesale.
Again, the key issue is eclecticism: jostling within its covers may be found
Latin lyrics ranging from the devotional to the frankly erotic, liturgical
plays, German poems, and a ‘Gamblers’ Mass’. This chapter considers the
way in which such a compilation points to the existence of smaller collec-
tions of songs behind this larger assembly and the role of the geographical
provenance of the book in bringing these collections together. As a whole,
the themes and older song genres are still present in the ‘new song’
preserved here, but they are subject to stylistic transformation. The musical
notation in this manuscript is sparse but concordances exist for many
songs, although not all; this chapter therefore raises similar issues to those
in GB-Cu Gg.V.35 (Chapter 2), but for a much later period. Like the
Cambridge Songbook, too, the songs of the Carmina Burana are self-
conscious about being sung: their texts reference singing and songs. This
chapter establishes and discusses a repertorial context for these songs,
taking into account both the well-known and the neglected material in
the book.

In Chapter 5 Helen Deeming examines GB-Lbl Harley 978, which
contains the famous Sumer canon (or ‘Reading rota’). This six-part piece
has a celebrated canonic role in the history of early music and is frequently
performed and recorded, but its fame has obscured both the other music in
the manuscript’s single musical gathering (some of which has not been
published in modern editions) and its wider non-musical contents, which
provide valuable information on issues of use and transmission. Among its
very varied contents are the earliest complete copy of the Lais of Marie
de France, Latin narrative poetry, formulas for ecclesiastical letters, and
oddments of practical things for monastic use. The complete book speaks
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of a routine communication between abbeys both within the British Isles
and across the Channel, and of the ways that songs moved alongside the
transmission of other kinds of practical knowledge. Deeming thus places
GB-Lbl Harley 978 within a hitherto unrecognized context of Latin,
French, and English song cultivated within the cloister walls of
thirteenth-century England and its Norman neighbours.

Deeming’s second chapter, Chapter 6, takes GB-Lbl Egerton 274 as its
focus to provide a series of snapshots of a book’s continued use, through
preservation, adaptation, alteration, obliteration, amplification, and substi-
tution. In its original state GB-Lbl Egerton 274 challenges received
assumptions of repertory, genre, and provenance, but its complexity is
further heightened by numerous additions showing that its contents were
not only keenly preserved by its later medieval owners but also that some
of them were put to new use by the substitution of their secular French
texts for liturgical Latin ones. Considering the whole book in the state
bequeathed to us by these fourteenth-century recyclers allows us a rare
insight into the continued use of a songbook whose peregrinations through
northern France and Flanders caused it to be bound with a processional
from Ghent alongside its already curious mélange of Latin and French
lyrics, liturgical items, and two long narrative poems. By peeling back the
layers of later accretion, the book can be viewed as if through the eyes of its
original compiler, whose eclectic tastes in song can be seen to signify
previously unremarked musical connections across repertories and genres.

In Chapter 7, Henry Hope examines D-HEu Cod.Pal.germ.848, the so-
called Codex Manesse, one of two manuscripts considered in the present
volume whose significance to musicology has been overlooked by their lack
of explicitly musical notation (the other is GB-Ob Douce 308, considered
in Chapter 9, but the same problem also affects some of the song contents
in many of the other case-study manuscripts). Hope argues that the Codex
Manesse represents evidence of musical Minnesang reception, despite its
usual exclusion from the status of music manuscript. Its full-folio author
illustrations enable music, musicians, and performance to be figured in the
absence of explicit musical notation.

In Chapter 8, Sean Curran discusses the so-called La Clayette manu-
script, F-Pn n.a.f.13521, dating from around 1300. The manuscript con-
tains a rich mixture of contents; only 22 of the 419 parchment folios
contain music. Curran notes that the music’s place among Old French
literary texts of a devotional or didactic nature suggests a single reader
engaged in a practice akin to Joyce Coleman’s idea of literary ‘praelection’,
reading the musical pieces to other, non-reading singers who listened so as
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to learn their parts.” In this context he reads two of the motets from La
Clayette as ritualizing moments, whether inside the liturgy or as part of lay
devotion.

Such flexibility of role for the motet is noticeable also in its multiple
places within GB-Ob Douce 308, considered by Elizabeth Eva Leach in
Chapter 9. This manuscript’s nearly 300 folios contain three courtly
narratives in French (two in poetry, one in prose), plus two
eschatological-allegorical works, between which is a large collection of
anonymous French lyrics arranged into eight genre sections. Like all of
the songs in D-HEu Cod.Pal.germ.848 and many in GB-Cu Gg.V.35 and
F-Pn lat.1154, GB-Ob Douce 308 is entirely without musical notation; it is
nonetheless complete, since there are no empty staves. Leach argues that
these songs were well enough ‘notated’ for the purpose of singing simply by
having their texts copied, since their audience would have known the tunes
(which were most likely simple, syllabic, and monophonic), or would easily
have learnt them aurally from those who already knew them. The organiz-
ing principle for the lyrics is generic, with separate poetic genres named in
the index, rubrics, and initial miniatures. Nonetheless motet texts and
refrains associated with motets pervade the entire lyric collection and even
reach the manuscript’s other contents. Leach briefly discusses two
examples as a means of noting how the motet’s generic adaptability and
fitness for the generation of intertextual networks collapses and conflates
the devotional, the courtly, and the violent.

Generic organization is also found in the final manuscript considered
here, F-Pn fr.1586 (‘Machaut MS C’). Leach’s second chapter argues that
as the first poet-composer to oversee the copying of his own complete
works into a single book, Guillaume de Machaut signals a watershed in the
history of song. As a composer whose works coincide with a change in
musical style, the increased use of polyphony, the development of the
formes fixes, a marked change in notation, and an increasingly literate
culture for music-making, Machaut occupies an important place in the
history of music. His attention to book-making and his training as a
secretary made him highly attuned to how meaning could be created from
the ordering of books, through which an authorial persona could be
projected. F-Pn fr.1586 is the earliest surviving of the collected works
manuscripts for his work, and evidence from the copying suggests it may
have been the first large book of Machaut’s work ever attempted. Leach

* Coleman 1996.
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traces how important evidence has been lost to scholarship on account of
the manuscript’s misdating in a library catalogue and subsequent exclusion
from serious consideration in the modern collected editions of text
and music.

The concluding chapter of the volume, jointly authored by Deeming and
Leach, offers a synthesis and summation of the issues arising from the ten
preceding chapters of Manuscripts and Medieval Song. In particular it
presents a new overview of the roles of books in the beginning of the
European song tradition. Books act as pivotal material because they are
both retrospective — they serve to collect songs that have already been sung
and are now being written down — and enduring - they provide a repository
of song for continuing performance and a material context in which to
record present and future repertory. Books both textualize and contextual-
ize songs, by transforming their aural traces into material records, and
setting those records alongside those of other songs and non-song items.
As mediating vehicles, books point to the audience context and use for song,
placing it in a general sphere of related social and private activities. This
concluding chapter therefore aims to reveal, in a more extensive and
nuanced fashion than has been attempted before, the multiple significances
of the inscription of song in a wide range of medieval books, the functions of
such books in the performance, delivery, transmission, and transformation
of the medieval song tradition, and the material and social contexts that
formed an inescapable part of the experience of song in the Middle Ages.



1 New light on the earliest medieval songbook

SAM BARRETT

Previous studies of F-Pn lat.1154 have emphasized its importance as a
songbook standing at the very beginning of the tradition of medieval lyric
collections, forming a counterpart to the predominantly liturgical contents
of the musical manuscripts collected together at the Abbey of St Martial of
Limoges.' A few scholars have gone into further detail by observing that the
penitential theme of the versus collection is consistent with the contents of
the earlier sections of the manuscript.” The manuscript has most recently
begun to attract attention as a prayerbook within a tradition of libelli
precum that flourished from the ninth century onwards.’ This chapter will
continue the trend towards contextual interpretation of the song collection
by assessing its place within traditions of Carolingian prayer and Aquitanian
notation. New evidence will be adduced to argue that the main body of
the manuscript was copied and notated at the Abbey of St Martial, most
likely in the late ninth century, and that the compilation served a distinct
purpose as a book for private devotion.

The physical structure of the manuscript

In its current state F-Pn lat.1154 is a compact volume measuring 210mm x
160mm. Its modern binding dates from the eighteenth century, shortly
after the sale of the manuscript in 1730 as part of the collection of the
Abbey of St Martial of Limoges to the Bibliothéque du Roi in Paris.”

The most substantial studies of the versus collection emphasizing its distance from liturgical
song traditions are Coussemaker 1852, 83-121, for whom the songs are lyrical compositions
forming a link with antiquity and intended for the lettered classes, and Spanke 1931, who
emphasized structural proximity to later vernacular song traditions. The songs are discussed
under the heading of lyric and more or less explicitly aligned with later Aquitanian versus
collections in Stdblein 1975, 51 and J. Stevens 1986, 48-52. For a digitized version of F-Pn
lat.1154, see http://gallica.bnf.fr/ark:/12148/btv1b84324798.

Chailley 1960, 73-6; Barrett 1997, 55-96.

Black 2002, 25; Waldhoft 2003, especially 281n36.

It is n0.76 in the catalogue of manuscripts received from the Abbey reproduced in Delisle 1895,
46. LXXVT appears at the head of f.1r alongside XCVII’, which has been crossed out.

awN
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Table 1.1 Contents of F-Pn lat.1154

Part  Folios Summary of contents

I ff.i'"-25" Litany

I ff.26r-65v Prayers and Collects

111 ff.66r-97v Isidore of Seville’s Synonyma (Book I and Book II to chapter 19)
v f£.98r-143r  Versus collection

Although there are distinct parts within the manuscript, there is consist-
ency in its manufacture: sixteen lines are ruled throughout, with all parts
except the third ruled in two columns of similar widths, and the ruled
space is similar in different parts of the manuscript (c.140mm x 100mm).
Seven equally spaced sewing holes are found in all four parts. This material
continuity underpins changes in content and scribe, which are briefly
summarized in Table 1.1.

There is at first sight a consistency to the scripts of Parts II-IV. The
Caroline minuscule forms are fluently executed, including a range of
‘@’ forms with uncial, alpha, and minuscule shapes. The visual similarity
of Parts I and IV is reinforced by the double-column layout, the use of red
ink for rubrics and most initials, and green highlights for incipits and
refrains. The colouring-in of capitals at the beginning of new units of text is
also common to Part I, whose script is nevertheless set apart by letter forms
that are thicker and more erect, lacking the uncial ‘a’, using a more
rounded ‘g’ with a completed upper loop, and featuring almost no liga-
tures. A further distinctive feature of Parts II and IV is the occasional
placement of a rubric across both columns (f£.61v, 99v, and 106r),” which
interrupts the continuous text layout through single columns and indicates
that the same individual was both rubricator and text scribe. The initials
are also remarkable for incorporating contractions and occasionally
complete short words within their design.” The immediate impression
is that one main scribe was responsible for all aspects of the writing and
mise-en-page of Parts II and IV.

® http://gallica.bnf fr/ark:/12148/btv1b84324798/f134.image, http://gallica.bnf.fr/ark:/12148/
btv1b84324798/f210.image, http://gallica.bnf.fr/ark:/12148/btv1b84324798/f223.image.

® The running together of multiple letters in initials, whether by joining together letters or by
placing letters inside those with internal spaces such as ‘D’ and ‘O, is found also in F-Pn
lat.1240 (see http://gallica.bnf.fr/ark:/12148/btv1b6000528g). Compare, for example, the joining
of letters in the initials on ff.95r and 96r of F-Pn lat.1240, and the use of contractions and
shorter words as part of initials on ff.26r, 32r, and 45r of F-Pn lat.1154.
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http://gallica.bnf.fr/ark:/12148/btv1b84324798/f134.image
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Part IIT differs slightly in its appearance, employing fewer textual
ligatures, a more regular spacing of letters within words, and a more highly
regulated heighting of ascenders and descenders. The pattern of decoration
differs from Parts II and IV in so far as green highlights are used only to
shade individual capitals in the incipit of book I of the Synonyma. Rudi-
mentary decorative initials featuring vegetal forms in the shape of the
palmette or acanthus leaves appear at the opening of book I of the
Synonyma (coloured in brown, red, green, and yellow ink) and at a new
section within the same book (on f.82v, which remains in brown outline).”
As observed by Gaborit-Chopin, the design is reminiscent of both the work
of the scribe and illuminator Bonibertus in the first Bible of St Martial of
Limoges (F-Pn lat.5) and of a homiliary of similar date and provenance
(F-Pn 1at.1897).° The initials in F-Pn lat.1154 are nevertheless less well
formed (compare the simple ‘h’ on its f.82v with that on f.2r of the Bible),”
implying the work of an imitator or pupil of this scribe.

Assigning dates and origins to this set of manuscripts is complicated by
the fact that no comprehensive palaeographical study of the manuscripts
collected at St Martial of Limoges has been undertaken.'’ The earliest
manuscript that can be said with confidence to have been written at the
abbey is F-Pn lat.1240, the first part of which was compiled ¢.932-5 for use
at the basilica of the Holy Saviour within the abbey.'" This manuscript
stands at some distance from the first Bible of St Martial of Limoges, which
is most reliably dated to the second half of the ninth century.'” The
similarities in decoration identified by Gaborit-Chopin nevertheless
suggest the possibility of an active early scriptorium at St Martial, which
would by necessity have to be placed after the foundation of the abbey as a
Benedictine monastery in 848 and perhaps after the Norman invasions and
temporary relocation of 888.

~

http://gallica.bnf.fr/ark:/12148/btv1b84324798/f176.image.

Gaborit-Chopin 1969, 45, 188; for images of the homiliary F-Pn lat.1897 see http://gallica.bnf.
fr/ark:/12148/btv1b8530357z. Similarities are particularly evident when comparing the ‘A’s
on f.84r of the first Limoges Bible (F-Pn lat.5; see http://gallica.bnf.fr/ark:/12148/
btv1b85301526) and f.66v of F-Pn lat.1154, both of which display interlacing in a rhomboid
right-hand shaft of the initial, a cross-bar filled with decoration, and a left-hand shaft that
spreads in a triangular fashion towards its lower end, with further decoration including vegetal
lobes attached to outer extremities of the capital letter.

® http://gallica.bnf.fr/ark:/12148/btv1b85301526/f13.image.

For an instructive preliminary assessment of scribal hands in the notated St Martial
manuscripts, see Aubert 2011, 1:245-54.

' See Emerson 1993, 193.

Most authoritative datings of the Bible agree on the ninth century, but without providing
palaeographical evidence: see Avril 1970; Samaran and Marichal 1962, 525.

®©
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Placing the initials of Part III of F-Pn lat.1154 among a set of early
manuscripts decorated at the abbey accordingly leads to a probable late
ninth- or early tenth-century dating. While it remains possible that the
self-contained gatherings of the Synonyma that break off mid-sentence
were inserted into the manuscript at a later date, there are several indica-
tions that Part IIT was copied in the same environment as Parts II and IV.
Besides the continuity in ruling and basic appearance of the script cited
above, the colours used in decorating the initials are the same as those used
in Parts II and IV for highlights, namely bright yellow, orange, violet,
brown, and red, with a dominant green that sometimes becomes turquoise.

Bernhard Bischoff was reluctant to be more specific than ‘West
Frankish’ in assigning an origin to this manuscript on the basis of its
scripts, dating Parts II-IV to the late ninth or early tenth century, and
assigning a tenth-century date to Part I."> The latest internally verifiable
dates within each Part are consistent with this palaeographical assessment.
There is a terminus post quem of at least 874 for the litany in Part I if the
‘Salomon’ in the series of Martyrs is indeed King Salomon of Brittany."*
The versus collection must have been copied after the death of Hugh,
Abbot of St Quentin in 844, which forms the material for the lament
Hug, dulce nomen.

What may now be added to Bischoff’s assessment is that a number of
different hands can be discerned in Parts II and III. The work of the main
scribe in Part II is interrupted several times by a less steady script that is
more upright, but less consistent in its formation of individual letters.
Changes of scribe happen at least three times in the middle of sentences,
indicating that at least one other less skilled scribe was working closely
alongside the main scribe.'” One other confident script is identifiable in

13 See Bischoff 1965, 203, his catalogue description for the exhibition ‘Karl der Grosse’ held in
Aachen in 1965. Bischoff vacillated between dates of ninth to tenth century and the late ninth
century in his published comments on this manuscript: ‘etwa 9./10. Jh.” is given in his catalogue
description, Bischoff 1965; ‘s. ix-x’ is assigned in Bischoff 1951, 121-47, reprinted in Bischoff
1966-81, 1:154n14. The manuscript is described in more general terms as ninth century in
Bischoft 1960, 61-8 (repr. Bischoff 1966-81, 2:28). Bischoff’'s unpublished notes held in the
Bayerische Staatsbibliothek date the litany (ff.1-25) to the tenth century, while the main body of
the manuscript is signalled as ‘wahrscheinlich’ (probably) ninth century.

As suggested in Duine 1923, 60.

A thinner and inconsistent script can be seen on two occasions taking over from the main
scribe in mid-sentence: f.45r, (column 2, 1.13) through to f.49r (end of the first column), and
£.49v (the whole folio). This script is set apart by a ‘g’ in which the upper circle is joined up
and the lower stroke is more rounded; nevertheless, the curve of the lower stroke of the ‘g’ is
written at varying angles. The X’ is also distinct from that of the main scribe in having a tick to
the left at the end of its long descender, and the cedilla placed under the ‘e’ to indicate ‘ae’ is
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this section: the Antiphon for All Saints on f.61r was added by a fluent
hand writing in a similar style to the main scribe, albeit with a distinctive
diagonal descent rather than curved finish to the ‘g’.'® Part III also features
a number of scripts of varying neatness. At the top of £.75v,"” for example,
a messier script takes over; intriguingly, the two short statements lower
on the same folio that serve as the basis for the synonyms that follow
(i.e. Nichil enim bonum agis and Cotidie peccas) are copied much more
neatly in a script consistent with that of the main scribe. The change in
scribe is made even more explicit by the fact that the main scribe writes
Nichil, and the unsteady scribe writes nihil. The main scribe also corrects
the work of the less well-formed scribe, changing residit to resistit using the
more upright ‘s’ consistent with the neater script. At other points, it is less
clear whether distinctions in the grade of script represent two scribes
working closely together or variations in the work of one scribe. At the
opening of book II of the Synonyma, the impression is of a new hand
writing less neatly, with a flatter execution of the lower curve of the ‘g, but
over several folios the writing becomes gradually neater, approaching
almost typographic regularity on some folios, while at other places it
descends into irregularly formed and inconsistently disposed letters.

Parts II and III therefore witness not only competent scribes working
alongside less skilled ones, but also individual scribes executing their own
work to varying standards. The pattern of master scribes working along-
side pupils has been observed in the copying of texts used for teaching, as
well as in another of the major Carolingian versus collections.'® A similar
interweaving of the work of a less formed script with that of a fluent scribe
was observed by Emerson in the copying of the rite for Extreme Unction in
F-Pn lat.1240."” This practice suggests a text produced for an immediate
end rather than manufacture of an object for display or presentation. At
the same time, the varying standard in execution implies differing degrees
of attention and by extension status accorded to the separate parts of the
collection. The Synonyma is a copy of a relatively widespread text whose

formed with a rising stroke from its base rather than with a hook mid-way up. The same
features are also visible in the hand that copied the second column of f.42r through to the end of
f.42v, although here the writing is neater and the individual forms slightly thicker in
appearance.

http://gallica.bnf.fr/ark:/12148/btv1b84324798/f133.image.

17 http://gallica.bnf.fr/ark:/12148/btv1b84324798/f162.image.

See, with reference to the Carolingian poetic collection B-Br 8860-8867 and further examples,
Barrett 2012, 131-4.

' Emerson 1993, 199n27.
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layout poses few difficulties. By contrast, the versus section that has proved
of such interest to musicologists and philologists is an unparalleled collec-
tion whose varied forms posed problems that were solved in a range of
inventive ways by the main scribe.

The compilation of the manuscript

The multipartite construction of F-Pn lat.1154 raises questions about when
the parts were brought together and whether they were designed to serve a
single purpose. The manuscript was evidently a single codex at the time of
the mid-seventeenth-century catalogue drawn up by Montfaucon.”’ The
chronological notes of Bernard Itier on f.i" place at least the litany at the
Abbey of St Martial by the thirteenth century.”' The closest match among
the four medieval catalogues of the library of St Martial is to be found
among the terse entries of the first, which dates from the twelfth century:
‘119 Orationes et synonima Isidori, in uno’.”” If this volume is indeed F-Pn
lat.1154, then at least Parts II and III were joined together by the twelfth
century. Further insight into the compilation of the manuscript may be
gained through an assessment of the contents and their co-ordination.

The litany

The litany, which was copied sometime in the tenth century, is remarkable
for its length; indeed, the list of just over a thousand separately named
entries, which is carefully marked out every one hundred names by a
roman numeral, renders it substantially larger than ninth-century litanies.
It is most likely that such an extended litany served as a compendium from
which selections could be made rather than a list to be recited with any
regularity.”” Comments on the structure of the litany have tended to be
restricted to the sequence of Breton saints within the list of Confessors.”*

% Montfaucon 1789, 1034. Item number 40 reads: ‘Litaniae plurium SS. 2. Collectae plures et
orationes, 3. Plures preces seu versus deprecatorii, 4. Lib. S. Isidori continens lamentum animae
poenitentis, 5. Versus in idem tendentes, in 4°’.

2! Duplés-Agier 1874, XXXVIIL, 239.  ** Delisle 1895, 492.

2> Compare, for example, the litany in F-Pn lat.1153, whose over 600 entries are assigned for
recitation on different days of the week in the Officia per ferias, PL 101, cols. 592-6.

24 For the sequence of Breton names, see Jubainville 1876-8, 449-450. Duine’s observation about
regional groups is given in Duine 1923, 60. A full list of Breton saints in F-Pn lat.1154 is
provided in Loth 1890, 136-8.
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Table 1.2 Limoges saints within the list of Confessors

Pardulfus Patron of Saint-Pardoux de Guéret in the Limoges diocese

Valericus Confessor of Limoges

Leonardus of Limoges, Patron of Léonard de Noblat

Gonsaldus Bishop of Clermont, who founded a hermitage at St Goussaud in the
Limoges diocese

Tustus of Bourges (?), Patron of Saint Just, Cosnac in the Limoges diocese

Austriclinianus  legendary companion of St Martial

Alpinianus legendary companion of St Martial

Amasius Confessor, whose relics were kept in church of Sainte-Marie in
Limoges

Tustinianus Confessor of Limoges

Celsus early Bishop of Limoges, whose relics were translated to Roth in 861

Lupus Bishop of Limoges, whose relics were held in the church of St
Michael

Cessator early Bishop of Limoges

Elegius of Noyon, Founder of St-Pierre de Solignac, a suburbium of Limoges

Aredius Patron of Saint-Yrieix la Perche in the Limoges diocese

Tunianus Patron of Saint-Junien in the Limoges diocese

What has been overlooked is a series of obscure Limoges saints embedded
within the same category (f.6r-v; see Table 1.2).

Only Gonsaldus may be securely identified in Astrid Kriiger’s compil-
ation of early litanies, and several names are almost unheard of, strongly
implying that the litany was drawn up in the vicinity of Limoges.”” Of
further note is that this sequence of Limoges saints is immediately followed
by a number of regional saints, including Amandus of Genouillac (near
Guéret), Frontius (whose legend is based on that of St Martial), Eparchius
of Angouléme and Severinus of Bordeaux. Most importantly, almost all of
these saints specific to the town of Limoges, its diocese and region, are
found in probably the oldest surviving calendar from the Abbey of St
Martial, transmitted in F-Pn lat.1240.%°

The ordering and re-ordering of saints within the litany provides further
clues as to its destination. Martin’s name is highlighted in capitals and

%% Kriiger 2007. It is unclear which St Just is meant in this list. One possibility is St Just of Bourges,
a third-century confessor and companion of St Ursinus, also known as St Just of Chambon,
which lies in the far north-east of the Limoges diocese: see Sollerio, Pinio and Cupero 1723,
647-8. A church in Cosnac, lying to the south-east of Brive within the Limoges diocese, was
dedicated to St Just before the end of the ninth century: see Aubrun 1981, 314.

26 Emerson 1993, 201 and 204, from which most of the descriptions of local saints given here
are taken.
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placed at the head of the list of Confessors (f.5v).”” His unusual promotion
above Hilary assumes particular significance given the latter’s pre-eminence
in Frankish missals and litanies, prompting several commentators to assign
the manuscript as a whole to an institution dedicated to St Martin.””
Equally striking and previously ignored is Saint Valérie’s appearance at
the head of the list of Virgins, where she was placed above the usual
hierarchy of early female saints beginning with Felicity. Valérie (Valeria)
was a holy woman whose relics were placed alongside those of St Martial
and were translated in 985 to Chambon when the tomb was threatened. An
expanded version of her legend in the mid-tenth-century Vita prolixior of
St Martial tells how she was Martial’s first convert in Limoges and there-
after refused to marry Duke Stephen of Central Aquitania, who ordered
her decapitation.”

Further clues as to provenance are found in alterations to the litany.
The addition of St Martial’s name to the list of Apostles and Evangelists
has been well documented by Chailley.”” The promotion of St Martial’s
companions Austriclinian and Alpinian to near the head of the Confessors
(see below) presumably occurred at the same time. In all probability, these
alterations took place in the wake of the extended campaign to promote
St Martial as an Apostle that came to a dramatic head in the interrupted
festivities of 3 August 1029.”" What has remained unexplained is where
Martial’s name was in the litany before he was added to the list of
Apostles. The ‘Marcialis’ listed among the Martyrs in F-Pn lat.1154
cannot be St Martial of Limoges since he was not a martyr.”” The
possibility that the patron saint of the Abbey at Limoges was originally
omitted from a litany containing a series of obscure saints of Limoges
with Valérie placed at the head of the female saints is highly unlikely.
F-Pn lat.1240 again provides an instructive model because a number of

%7 http://gallica.bnf.fr/ark:/12148/btv1b84324798/f22.image.

8 The earliest association of F-Pn lat.1154 with an institution dedicated to St Martin is to be

found in the catalogue entry for this manuscript, Lauer 1939, 422. Chailley 1960, 422 attributed

the manuscript to either St Martial or St Martin of Limoges, but doubts have been cast on

his frequent ascription of manuscripts to the modest institution of St Martin of Limoges; see

Becquet 1979, 384. Huglo 1988, 26 specified the chapter of St Martin of Brive, in the south of

the Limoges diocese, without providing supporting evidence.

See Gauthier 1955, 35-80, and the summary in Emerson 1965, 31-46, especially 37-8.

*0 Chailley 1960, 75.

*! For the now familiar story, see Landes 1995, 197-250; and, with particular reference to
Adémar’s musical contributions, Grier 2006, 25-34.

29

32 Chailley 1960, 75 erred in referring to this entry as placed among the Confessors. He may have

been confused by the fact that the appropriate rubrics follow rather than precede each group of
saints.
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entries in its litania maiore were similarly updated, albeit erased without
being subsequently replaced. The original entries nevertheless remain
visible and were transcribed by Jean Leclercq (the names under erasure
are given in italics).”

. Michahel
. Johannes
Petre

. Paule

. Andrea

. Simphoriane
. Leodegari
. Dionisi

. Maurici

. Marcialis
. Martine

. Elari

. Gregori

. Valeria

. Felicitas

. Perpetua
. Agnes

. Agatha

D!V ;L ;L ;! ;L ; ”; ”;h ”; ”’ ”;’ ”» » ”n 0 O

Two aspects of the original litany in F-Pn lat.1240 are remarkable in this
context. First, it includes the exceptional promotion of Valérie to the head
of the female saints, something which is to my knowledge otherwise found
only in F-Pn lat.1154. Second, Martial was initially placed at the head of
the Confessors. This raises the question whether he was originally placed
there also in F-Pn lat.1154. Although at first sight unlikely, there are
palaeographical grounds for such a claim. Inspection of the list of Confes-
sors on f.5v of F-Pn lat.1154 reveals a number of smudged entries along-
side those that have remained in their original state.”* The entry ‘Martine’
is smudged from the r’ through to the ‘¢’ and includes a number of
idiosyncrasies in its formation of capital letters: the “T” appears as an
enlarged ‘t’, the ‘N’ is substantially elongated, and the final ‘E’” has a curved
upper stroke as well as a middle bar that curves downwards. It seems that
the original entry was updated. If the original entry was ‘MARCIALIS’,

* Leclercq 1929. ** http://gallica.bnf.fr/ark:/12148/btv1b84324798/f22.image.
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then ‘MAR’ could remain as before, in transforming the ‘C’ a curve would
appear at the base of the ‘T, the letter ‘N’ would have to expand to replace
three letters (‘ALI’), and a transformed ‘S’ could retain the upper half of
the form.

If Martin replaced Martial at the head of the Confessors, then the
question that follows is where was Martin in the original layer of the litany?
The following entry for Hilary appears unchanged, whereas the subsequent
‘Benedicte’ is watery and slightly smudged in appearance throughout in
comparison with neighbouring entries. It is possible that the entry for
Benedict replaced a name in the original layer, the most likely candidate
for which is Martin, whose name usually follows immediately after Hilary in
Frankish lists of Confessors. The set of proposed changes to the opening of
the list of Confessors may be seen by comparing the first two columns of
Table 1.3 (interlinear entries are signalled by italics).

This proposal would explain apparent alterations to the first and third
entries in the list and provide a reason for the otherwise perplexing absence
of St Martial from the original list of Confessors. The one issue that
remains unresolved is where Benedict’s entry was in the earliest layer of
the litany. Although his name does not always appear near the head of the
list of Confessors, it is frequently found there in early litanies and it would
be surprising if he had been omitted from the litany as a whole. A possible
explanation is that the scribe of the earliest layer had a standard ordering
either in mind or to hand as a model, but that in elevating Martial to the
head of the list and moving Martin to the third place Benedict was
overlooked, an omission corrected at the point of altering the litany (see
the third column in Table 1.3).

The new evidence assembled in this section suggests that the litany in
F-Pn lat.1154 was originally compiled not for an institution dedicated to
St Martin, as often assumed in previous scholarship, but for St Martial
of Limoges. The obscure sequence of Limoges saints and the promotion of

Table 1.3 Proposed changes to the opening of the list of Confessors

Earliest layer Alteration Standard model
MARCIALIS MARTINE Hilary

Hilari Hilari Martin

Martine Benedicte Benedict
Gregorii Austricliniane | Alpiniane Gregory
Silvester Silvester / Gregorii Silvester

Leo Leo Leo
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Valérie are both held in common with F-Pn lat.1240, and there are
grounds for assuming that Martial’s name rather than Martin’s likewise
originally stood at the head of the Confessors in F-Pn lat.1154.

The prayers

The four prayers that open Part II are followed by the rubric Incipiunt
orationes, implying that an earlier rubric signalled them as belonging to a
different genre, most likely as collects given their combination of invoca-
tion and petition on behalf of gathered supplicants. A series of prayers
follows, including two by Alcuin (Miserere domine and Adesto lumen), one
attributed to St Gregory that includes a further litanic series (Dominus
exaudi orationem meam quia iam cognosco tempus) and an established set
of prayers to God in the person of Father, Son, and Holy Spirit, as well as to
the Virgin Mary.”” Several confessions of various types were copied next,
beginning with Alcuin’s Deus inestimabili misericordiae, elsewhere
described as being composed for Charlemagne himself.’* The tone within
this series of prayers shifts from the public invocations of the collects to
penitential confession expressed in heightened rhetoric in the first person,
all of which indicates that the transition between Parts I and II of the
manuscript is not as smooth as the ALIA rubric at the opening of Part II
implies.

The prayers continue in a similar confessional vein with the series of
seven penitential psalms, each of which is followed by a Kyrie eleison, Pater
noster, a chapter (comprising verses drawn from other psalms) and collect
(based on the present psalm), and then seven further uses for particular
psalms cited by incipit alone. The occasions given for reciting particular
psalms range from times of tribulation through to praise, the whole set of
eight psalm uses corresponding in general terms to those specified in a
short text preface (often called De laude psalmorum) to De psalmorum usu,
a tract on praying for personal needs using the psalms.’” The treatise itself
is no longer widely considered to be by Alcuin, but the preface that
prescribes specific psalms listed by incipit for eight distinct uses is generally

** The prayer attributed to Gregory is not found among published collections of ninth-century
prayerbooks, but is in Otto III’s prayerbook and several other eleventh-century collections of
prayers: see Hamilton 2001a, 286 (no. 25). The prayers to the Godhead are drawn from a set
which can be traced back to a Tours collection of ¢.805 (F-T 1742: see Wilmart 1940, nos. 7-9
and 11).

3 For further discussion of this prayer, Bullough 1991, 170.

%7 See the commentary on this text and new edition in Black 2002, 1-60.
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thought to be his work.”® The filling out of the Alcuinian pattern in F-Pn
lat.1154 takes its place alongside six other manuscripts from the ninth
century.”” What is distinctive about the presentation in this manuscript is
the way in which the established sequence of seven penitential psalms is
expanded by capitula and collecta and presented alongside the Alcuinian
sequence from the De laude psalmorum, albeit the remaining psalm uses
are presented in a different order from those in the De laude psalmorum (2,
4,6, 3, 5, 7, 8). This distinctive presentation may represent a later copy of
an intermediary stage in the history of the amplification of Alcuin’s pattern,
standing between the bare list of incipits in the De laude psalmorum and the
amplification of this pattern in strict order with additional material in six
other manuscripts dating from the mid-ninth century onwards.

The prayer following the De laude psalmorum sequence hints at a
context for the prayers in this section of the manuscript as it describes
how to offer up private and secret prayers (peculiaris [...] et furtivas
orationes) in order to obtain forgiveness of sins. To paraphrase: on rising
from sleep the penitent should make a sign of the cross and say a short
prayer to the Trinity. After satisfying the requirements of nature (!), the
orator hastens silently, and in tears, to the church, and with head placed on
the ground says the Sunday collect. Standing up again, the orator then
recites the versus ‘O Lord, open thou my lips’ and the Gloria, then a
sequence of thirteen psalms, the Kyrie eleison, and unspecified preces.
The fascinating detail here is that this prescribed ordo is to be recited
privately by an individual, but in a church.

A similar context might be imagined for the prayers that immediately
follow, namely an antiphon for All Saints added neatly by a different hand
and prayers for the Adoration of the Cross.”’ The feast of All Saints was
established in the first half of the ninth century, largely under the influence
of Alcuin, who seems to have brought the observance from England to
the continent in the late eighth century and who composed several masses

8 Alcuin’s authorship of this treatise was first questioned by Wilmart 1936, 263-5, who
nevertheless attributed to him the short text printed as the preface to this text in the PL edition.
For Waldhoff 2003, 272-6, the De laude psalmorum was a secondary compilation based on
Alcuin’s prayerbook for Charlemagne discussed in more detail below. Black 2008, 772-4
restated the case for Alcuin’s authorship of this short text in a review of Waldhoff's book,
pointing to a reference in Alcuin’s Vita and the appearance of material from the treatise in the
prayerbook as reconstructed by Waldhoff.

3% Black 2002, 25-35, from which the following summary of the place of F-Pn lat.1154 in this

tradition is drawn.

While its overall aspect is similar, the ‘g’ of the hand that added the antiphon is notably less

rounded in its stroke beneath the line than the main scribe.
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and vigils for the festival."' The antiphon Salvator mundi salva nos omnes
(CAO 4689) is found in many Antiphoners from the eleventh century
onwards; to date, I have not been able to identify a comparably early
witness.”” The five prayers for the Adoration of the Cross include one of
widespread circulation, the well-known invocations beginning Domine
Iesu Christe adoro te ascendentem in cruce as found among other ninth-
century witnesses in the prayerbook composed for Charles the Bald.*’ The
sequence of prayers as a whole does not reproduce any of the emerging
patterns in the ninth century as identified by Wilmart, but exceptionally all
the prayers are found in almost the same order in F-Pn lat.1240, where
they are recorded as part of the Adoration of the Cross on Good Friday.*
The impression is therefore of a locally established series of prayers for this
rite, further strengthening the association between these two manuscripts
and the case for placing the earliest layer of F-Pn lat.1154 at the Abbey of
St Martial."

The Synonyma

Isidore of Seville’s Synonyma, also known in the Middle Ages as De
lamentatione animae peccatricis (‘Lamentations of a Sinful Soul’), falls into
two books, the first focusing on the penitential confessions of homo, the
second largely comprising the moral imperatives of ratio. Its guiding
stylistic principle is the synonym: complaints or admonishments are first
stated and then repeatedly paraphrased in a highly ornate prose style that
relies on patterns of assonance, rhythm and rhyme for its cumulative effect.
As argued by Fontaine, this classic example of the stilus isidorianus served
to draw readers into prayer. Such indeed was the use to which it was put in
libelli precum such as F-Pn lat.1153, where the Synonyma is found not

4

See, principally, Wilmart 1914, 41-69, and Deshusses 1979, 281-302. A succinct overview of

Alcuin’s authorship of thirteen votive Masses with specific reference to All Saints and further

bibliography is provided in Bullough 1991, 204-5.

CAO number relates to the catalogue in Hesbert 1963-79.

43 Munich, Schatzkammer der Residenz, ResMii Schk 4 WL, f.39v-40r; see http://daten.digitale-
sammlungen.de/bsb00079994/image_82.

** The prayers for the Adoration of the Cross are found on f£.61v-65v in F-Pn lat.1154 and ff.26r-

30r in F-Pn lat.1240. The sequence in F-Pn lat.1154 is as follows: Domine ihesu christe fili dei

vivi qui regnas (F-Pn lat.1240, i); Signum nos dominici defendat ligni (v); Adoro te Domine

ihesu christe in cruce ascendente (iii), Domine sancte pater omnipotens eterne deus (vi); Salve

sancta crux quae in corpore christi dedicata es (vii).

The prayers in F-Pn lat.1154 and F-Pn lat.1240 share no concordances with the set of three

prayers supplied for the ceremony of the Adoration of the Cross on Good Friday in the

Romano-German Pontifical; see Vogel and Elze 1963, 91-2.
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only alongside the pattern of daily prayer attributed to Alcuin, but also in
the form of extracts presented explicitly as prayers.

The reception enjoyed by the Synonyma in this manuscript may be
deduced from two clues. First, the rubrics for book II were not formally
entered and were completed by several different scribes working to a low
standard of presentation, suggesting not only that interest in the copying
process was waning, but also that younger scribes were taking the oppor-
tunity to practise writing when reading this book. The second clue is a
prayer added to a blank space at the end of a folio between books I and II
sometime in the eleventh century:

Domine deus, qui in trinitate perfecta vivis et gloriaris, te rogo vultu supiniss[im]o,
ut dones mihi perfectam sapienciam tibi conplacitam opus tale facere, ut ad te
possim pervenire; etiam patri meo ac matri [et] omnibus meis parentibus timorem
tuum, largitatem obtimam [et] conversationem bonam catinus obtineant tuam
gratiam omnibus fidelibus tuis vivis et defuncti[s] requiem sempiternam.
Qui vivis. . .

O Lord God, you who live and glory in the perfect Trinity, I ask with most humble
countenance that you might bestow upon me a perfect wisdom pleasing to you to
do such work that I might be able to draw near to you; also, [I ask] for my father
and mother, and all my relatives, fear of thee, outstanding benevolence and good

relation, that they may obtain your favour for all your living faithful and eternal
rest for the departed. You who live. . .[etc.]

The absence of any punctuation in the Latin text as originally copied,
combined with the simple spelling mistakes (‘supinisso” for ‘supinissimo’,
‘defuncti’ for ‘defunctis’), suggests a scribe of incomplete training, while the
form of the prayer offered on behalf of living parents suggests a young
supplicant.”” Its appearance here accords with Fontaine’s view that in
addition to leading readers into prayer, the Synonyma served an educa-
tional function as both a promoter of moral conscience and a model for
rhetorical style.

The songs

Previous studies of the versus collection as a whole have been concerned
mainly with thematic links between the texts."” No comprehensive study of

%% See Elfassi 2006, 111-4.
7 1 would like to thank Leofranc Holford-Strevens for assistance in clarifying the text.
8 Traube 1896, 721; Chailley 1960, 74-5, 123-35; Barrett 1997, 57-65.
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the notation in this manuscript has been published, a significant lacuna
given the place of this manuscript among the earliest layer of Aquitanian
notations. As a first step towards understanding the rich set of surviving
neumations, attention will be focused here on the work of the fluent
notator (A), who added the majority of the notation to this collection.”’

Before embarking on this notational study, two aspects of the way the
versus are presented in this manuscript that have largely escaped previous
comment are worth noting. The first is the opening rubric of the versus
collection, which reads horizontally across the top of the first column of
£.98r, Versus Godiscalchi, and descending vertically from the same point, &
oratio.”’ No stronger indication of the intertwined traditions of song and
prayer could be found. Second, a particular character is lent to the poems
collected in F-Pn lat.1154 by the addition of Amens that stand outside the
regular strophic structure to twelve poems. In two cases, Tocius mundi and
Christe rex regum, the poems are unique to this collection, thereby allowing
no comparison with wider transmission. Seven further poems with closing
Amens may be usefully compared: Beatus homo, Mecum Timavi, Quique
de morte, Tristis venit, Dulce carmen, Homo quidam and Concelebremus
sacram. In every instance the version in F-Pn lat.1154 is the only version
to include a final Amen extrinsic to the poetic structure. Concluding
Amens are familiar from the hymnic tradition, echoes of which are found
in the doxologies for final strophes unique to F-Pn lat.1154 in Beatus
homo and Quique de morte. Three more poems with final Amens entered
into wider transmission as hymns: Festiva saeclis, Nunc tibi Christe and
Tellus ac aethra. A full checking of manuscript witnesses is impractical in
these latter cases, but it is instructive to note that the first two appear
without a closing Amen in the Moissac hymnal (I-Rvat Rossi 205) and the
last has no Amen in the version found in F-Pn lat.1240. In the absence of a
consistent pattern even within the hymnic tradition, the writing out of final
Amens in F-Pn lat.1154 may be said to stand closer to the written tradition
of prayers, in which closing Amens are routinely recorded.

Returning to notation, the pattern of a single, well-trained scribe adding
the majority of the notation with several others of varying quality adding

* The following versus were notated by the main notator: Ad caeli clara, Anima nimis misera,
Tocius mundi, Fuit Domini, Christus rex vita, Mecum Timavi, O stelliferi, Bella bis, Quique de
morte, Iudicii signum and Gloriam Deo. Anima nimis misera, despite slight differences in
neumatic formation, is included here since the slight differences in axis and dimension are
consistent with the variations across this notator’s work as a whole. For tables summarizing the
different notators at work in F-Pn lat.1154, see Barrett 1997, 87, and Barrett 2000, 85.

> http://gallica.bnf.fr/ark:/12148/btv1b84324798/f207.image.
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neumes alongside is one found in many contemporary versus collections.”'
The presence of work by a main scribe and several less skilled scribes also
recalls the interweaving of scripts identified in Parts II and III of this
manuscript. In this case, A was always the first to add neumes where they
were added by more than one scribe to an individual versus, implying that
this notator added the earliest layer of notation to the versus collection.
A curious feature of the distribution of A’s work is the addition of neumes to
poems in the first half of the collection, breaking off after Gloriam Deo and
subsequently adding neumes only to the final prosa, Concelebremus sacram.
This pattern may in part be explained by a desire to notate devotional versus
without a place in the standard liturgical cursus as contained in the first half
of the collection. It is also notable that opening lines of all but one of the
versus left unnotated by A in the first half of the collection use contractions
in their opening lines, making the addition of neumes problematic: O D(eu)s
misere, Ad te D(eu)s gloriose, Xpe rex regum, Spes mea Xpe, and Beat(us)
homo qui paup(er) e(st) sp(irit)u; the one exception is Qui se volet. It is
therefore possible that A would have notated more items in the first half of
the collection, but chose not to on practical grounds.

A’s notational style is of further interest in itself. Distinctive features
include a tractulus that tends to curve upwards as well as one that remains
straight, and the use of both a semi-circle and a tick-shape as the second
element of a pes with no discernible reason for the differentiation.”” The
sharp definition of the tick-shape sign is particularly notable with its
consistent 45-degree angle and slight drawdown at the beginning (usually)
and end (consistently) of the form. The second element of the torculus
is similarly compact and angular in appearance with similar marks at the
beginning and end of the shape. The ‘m’-shaped oriscus is routinely drawn
at a 45-degree angle of descent from the preceding neume, and an
‘s’-shaped quilisma is used (where the ‘s’ is an ‘f-shape without the
cross-bar). Remaining individual signs include a cephalicus in a curved
7’ shape and a porrectus that resembles the ‘ur’ abbreviation in the text
(albeit with a straight diagonal ascender after the initial hump).

This set of features finds no precise match among the earliest notations in
manuscripts from St Martial of Limoges. The notations in F-Pn lat.1240

> See Barrett 2013, ch. 3, ‘Notators and Notation’.

2 The prospect that the semi-circular pes was used by A to mark the half-step as in F-Pn 1at.903 is
ruled out by its use in Tudicii signum at places where parallel melodic versions indicate no half-
step; see http://gallica.bnf.fr/ark:/12148/btv1b9068069f (black-and-white microfilm
images only).
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provide few examples of similarly compact and defined neumes. Even the
neume scripts on ff.22r-24r that are closest in overall appearance are
substantially different in their range and use of signs, featuring as they do
an isolated virga, an oriscus in a ‘c’ shape with a horizontally extended upper
stroke, an ‘s’-shaped quilisma (where the ‘s’ is as in this typeface) and a
placement of the ‘m’-shaped oriscus within the pressus alongside the pre-
ceding punctum rather than on a diagonal descent. Many of the notators in
F-Pn lat.1240 also use a conjunct clivis familiar from French scripts (for
example, the scripts on ff.18v-20v, 30v-31r, and 33r), thereby distancing
them even further from the work of the main notator in F-Pn lat.1154.
Other neumes that have been dated to the tenth century in manuscripts of St
Martial provenance survive only in fragments and even more distant in
their morphology. The fine neumes in the palimpsest of F-Pn lat.1085, for
example, which most likely date from the second half of the tenth century,
employ a separate virga and use an enlarged ‘m’-shaped oriscus, both of
which features immediately set the script apart from the work of A.”” The
second elements in the pes forms are also distinctive: the semi-circular form
begins with a long, near horizontal stroke leading to a rather squashed
overall appearance; the other form uses a short, rather upright second
element without separate drawdowns at the beginning and end of the form.

More compelling parallels with the work of A arise if attention is turned
to early Aquitanian notations in manuscripts other than those later col-
lected at St Martial of Limoges. A particularly intriguing comparison may
be drawn with the neumes added by a late ninth-century glossing hand to
the Muses’ song in a copy of Martianus Capella’s De nuptiis Philologiae et
Mercurii written at a centre in the upper Loire region in the mid-ninth
century, now GB-Ob Laud lat.118, ff.11v and 12r.>* The neat, thin strokes
are again in evidence with initial drawdowns at the beginning and ending
of most of the second elements of the pes. The tall ‘s’-shape is used for the
quilisma and the ‘m’-shaped oriscus is similarly found at a falling diagonal
axis when used as part of a pressus. The tractulus also features an occasional

53 See, further, Aubert 2011, 194-8; F-Pn 1at.1085 is online at http://gallica.bnf .fr/ark:/12148/
btv1b8432277r.

54 Por facsimiles, see Nicholson 1909, plates 10 (f.11v) and 11 (f12r); also Steigemann and
Wemboft 1999, 729, Abb. 11 (f.11v), and Rankin 2000, 166 (f.12r). On the dating and origin of
the manuscript, see Bischoff 2004, no. 3821. Nicholson 1909, xxii observes that the glosses are
most likely ninth century, that the neumes were added in the same-coloured ink as the glosses,
and that the interlinear glosses on f.12r are displaced by the neumes and so must have been
added later. Rankin 2000, 165 follows Bischoff in dating the gloss scribe to the late ninth
century and also identifies the gloss scribe with the notator.
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curve upwards to the right at the end of an elongated form. Substantially
more research needs to be undertaken on Aquitanian notations found in
manuscripts from the upper Loire region (including institutions at Tours,
Fleury-sur-Loire, Auxerre, and Ferriéres-en-Gétinais) before definitive
characteristics for Aquitanian neumes as drawn in this area may be
proposed.”” What may be noted at this stage, however, is that a late ninth-
century Aquitanian notation from the upper Loire region lies closer to the
neumes in F-Pn lat.1154 than any of the surviving neumes in manuscripts
from St Martial.

Emboldened by this comparison, the intriguing prospect arises that A’s
work might be dated to earlier than has previously been supposed, possibly
even as early as the late ninth century. A certain amount of internal
evidence can be found to support this hypothesis. The dots and dashes
used in the punctuation, abbreviation signs, and the neumes are written in
the same colour, with similar dimensions and thickness of stroke. In other
words, the neumes of notator A are the same colour and size as the text, a
feature that becomes more telling when it is observed that the work of the
other notators immediately strikes the eye as different in size or ink colour.
Such general similarities in appearance are supported by smaller-scale
shared variations in shading: differences in ink colour, dimension, and
size of shaft coincide. See, among many other examples, the variation

56

in shading through Fuit Domini,”” and especially the darker shades on
f.112r,”" or the darker ink of both text and neumes for Bella bis quinis on
£.119v.”® The shading used for incipits and refrains also serves to relate the
work of the text scribe and main notator. At the opening of Mecum Timavi
on f.1161,”” the green shading used to highlight the incipit covers up some
of the lower-placed neumes. This strongly implies that the neumes were
added before the green shading was applied, since a later notator would
have avoided placing the neumes on the edge of the green shading where
they are almost illegible. It is most likely instead that the notator was
adding neumes alongside the decoration in the earliest layer of the writing
of this section of the manuscript.

3 For an initial list of Aquitanian notations in manuscripts of Fleury provenance, see Corbin

1973, 385-92, at 390-2, a research report citing four manuscripts held in Orléans (F-O 149,
F-O 303, F-O 305 and F-O 341) and one in Paris (F-Pn lat.1720; see http://gallica.bnf.fr/ark:/
12148/btv1b8427235p).
% http://gallica.bnf.fr/ark:/12148/btv1b84324798/f232.image.
%7 http://gallica.bnf.fr/ark:/12148/btv1b84324798/f235.image.
http://gallica.bnf.fr/ark:/12148/btv1b84324798/f250.image.
http://gallica.bnf.fr/ark:/12148/btv1b84324798/f243.image.
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Several details of formal construction are also shared between the
notator and the main text scribe. The small diagonal sign used as a
contraction by the text scribe is identical in its construction to the second
element in the rising two-note or pes neume. Compare the contractions on
£.1231r,%° signu(m) (column 1, 1.4) and D(OMI)NI (column 1,1.11), with the
second element of the pes in the hand of the main, lower notator at the end
of column 1, line 3 and at terra (column 2, 1.1). As discussed above, the
neat downward pulls at the beginning and end of the thin ascending
diagonal are a distinctive feature of the notator’s penmanship and are
reproduced in the shape used by the text scribe. A second sign shared
between the two systems is that used for the ‘us’ abbreviation and the
cephalicus: these may be seen in close proximity on f.113v,”" where the ‘us’
abbreviation is used for ver(us) (column 1, 1.3) and the cephalicus is found
over the word iacet (column 2, 1.6). Most intriguing of all is that there are
occasional moments that suggest a close relationship between the text

% where

scribe and main notator. Perhaps the clearest instance is on f.104r,
the initial and opening two lines of Anima nimis misera/Infelix scelestis-
sima were evidently written sequentially. The initial ‘A’ took up space on
the second line, forcing the text scribe to place the ‘In’ under the cross-bar
of the ‘A’. The co-ordination is so neat at this point as to indicate that the
initial scribe and text scribe were the same person. The text scribe took
another precaution in placing the ‘n’ of ‘In’ significantly lower than the T
The reason for this seems clear when the space above is considered: the text
scribe was ensuring that there would be enough room to add a neume
above the word ‘In” and under the cross-bar of the ‘A’.

There are therefore a number of indications that the main notator was
the same person as the text scribe. This hypothesis, if accepted, would
overturn the view that neumes were added at a later date to this manu-
script. The argument for a significantly later dating was made most forcibly
by Chailley, who agreed with Coussemaker in dating the versus collection
to around the mid-tenth century on the grounds that it contains several
pieces relating to the Last Judgement and its poetry makes no particular
use of acrostics. Chailley was also of the view that the notation was added
later, if not necessarily much later, largely on the grounds of what he
perceived as frequent differences in ink colour and the fact that no attempt
was made to plan for the addition of notation.”” None of these arguments

% http://gallica.bnf.fr/ark:/12148/btv1b84324798/f257.image.
¢ http://gallica.bnf.fr/ark:/12148/btv1b84324798/f238.image.
2 http://gallica.bnf.fr/ark:/12148/btv1b84324798/f219.image. % Chailley 1960, 75-6.
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carries much weight: several poems concerning the Last Judgement were
written before the terrors associated with the turn of the millennium; many
of the poems in F-Pn lat.1154 do in fact contain structural patterns (the
abecedary poems and the acrostic in the Sibylline versus, Iudicii signum)
and many Carolingian poems anyway contain no acrostics. The differences
in ink colour are a matter of contention, and given that neumes fit neatly
between the lines there would have been no need to make special provision
for neumatic notation.

The second important conclusion which follows from identification of
the main notator with the text scribe is that an example of fluent Aquita-
nian notation may be placed at the Abbey of St Martial by the late ninth
century or early tenth century. This would have significant repercussions
for understanding the historical development of Aquitanian neumes,
because it would place a controlled, fluent version of this notation at St
Martial of Limoges significantly before the varied scripts in F-Pn lat.1240,
many of which include traits familiar from more northern French nota-
tions, speculatively dated to the abbacy of Aimo (937-43) by Emerson.”*
While the hypothesis of an early dating for the neumes of the main notator
remains to be proven, it raises the tantalizing prospect that Aquitanian
neumes were being written at St Martial earlier than has been accepted,
indeed contemporary with some of the early examples of neume scripts
from St Gall and Laon, thus placing the Limoges abbey alongside the
primary centres for the development of stylized neumatic notations.*”

These proposals are not without precedent. Jacques Handschin antici-
pated them in a footnote to an article published in 1930, in which he
turned aside from consideration of the early history of the sequence
Concelebremus sacram to comment more widely on the notation in F-Pn
lat.1154.°° His view, given without supporting palaeographic evidence, was
that the manuscript was copied in the ninth century at St Martial of
Limoges. Moreover, the neumes were to his mind clearly written before
those in F-Pn lat.1240, and were in some cases contemporary with the
text: he cites in particular the neumes added to Tocius mundi and
Concelebremus sacram as being written in the same colour as the text,
and those added to Fuit Domini on f.110v as varying in both colour and

 Emerson 1993, 198. See also Evans 1970, 103-12, and Dubois 2012, 105-23.

% For a recent overview of the dating of the earliest St Gall and Laon manuscripts, including
arguments for dating extant neumatic scripts to significantly earlier in the ninth century than
previously considered, see Rankin 2011, 105-75, especially 173-5.

% Handschin 1930, 122n2.
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thickness alongside the copying of the text. He also cites as a comparably
early example of Aquitanian neumes those found in the ninth-century
copy of Martianus Capella’s De nuptiis Philologiae et Mercurii, now held in
the Bodleian library (discussed above). The range of evidence newly cited
here accords with Handschin’s view, whose implications deserve to be
further explored following their eclipse by Chailley’s influential study.

Singing and praying

To understand the uses to which F-Pn lat.1154 might have been put at the
Abbey of St Martial of Limoges requires consideration of the function of
parallel collections. Alcuin’s instruction of Charlemagne as recorded in the
Vita Alcuini written before 829 is particularly enlightening.

Docuit etiam eum per omne vitae suae tempus, quos psalmos poenitentiae cum
letania et orationibus precibusque, quos ad orationem specialem faciendam, quos
in laude Dei, quos quoque pro quacumgque tribulatione, quemque etiam, ut se
in divinis exerceret laudibus, decantaret. Quod nosse qui vult, legat libellum eius ad
eumdem De ratione orationis.

He also taught him which psalms of penance to sing all his life with litany, collects,
and preces; which psalms to sing for special prayer; which ones to sing in praise of
God; which ones to sing for any tribulation; and which psalm to sing in order to
occupy himself in divine praises. Anyone who wishes to learn about this should
read his booklet on the conduct of prayer dedicated to that man.””

The correspondence with the contents of F-Pn lat.1154 is significant as not
only the types of text, but also their ordering and intentions are held in
common. Alcuin reportedly instructed Charlemagne in a pattern of private
devotion consisting of litanies, collects, prayers, and psalms for particular
intentions, including three of the eight mentioned in the De laude psal-
morum. In a letter of 801?-804, Alcuin stipulated a series of psalm verses
and other formulae to be recited on rising in the morning as part of a daily
set of hours apparently requested by the Emperor as a lay counterpart

68

to observance of the Divine Office.”” A similar pattern of private prayer to

both these observations is described in a letter written by Hrabanus

7" Arndt 1887, 193; translation after Black 2002, 4-5.
% The surviving letter contains only the beginning of a set of hours: see Alcuin’s epistola 304, in
Diimmler 1895, 462-3.
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Maurus in 822 to Judith, second wife of Louis the Pious, in which he
outlined a model for morning devotion:

Mane cum surrexeritis. . .confessionem quam beatae memoriae Alcuinus [domno

Karolo] dedit, in exemplo illius secrete. . .faciatis. Et postea septem paenitentiae

psalmos intente et devote cum letanie et suis capitulis atque orationibus domino
o 69

decantetis.”

In the morning when you arise, you should make the confession that Alcuin of
blessed memory dedicated to Lord Charles secretly, following his example. And
afterwards you should recite intently and devotedly the seven penitential psalms
with a litany and their chapters and collects.

The relation of these private devotions to prayerbooks that survive from
the ninth century, especially from the mid-ninth century onwards, is a
matter of debate. The booklet referred to in the Vita in all probability
reflects the general pattern of devotion established by Alcuin rather than
recording the observances recommended specifically for Charlemagne.
Even so, Stephan Waldhoff has argued that a fully elaborated sequence of
texts for daily offices as contained in Alcuin’s booklet for Charlemagne
may be reconstructed from later prayerbooks.”” Whatever one makes of
this proposal, the overall programme recommended by Alcuin of litanies,
collects, chapters, individually prescribed psalms, and confessional prayers
is mirrored in prayerbooks belonging to rulers from the later ninth century
onwards. The prayerbooks of Charles the Bald and Otto III, as well as the
Psalter of Louis the German, while differing substantially in contents and
ordering conform in diverse ways with Alcuin’s various stipulations,
including confessional prayers, the seven penitential psalms and litanies,
as well as prayers for the Adoration of the Cross. Additions to the Psalter of
Louis the German in the later ninth century also include non-liturgical
versus of broadly devotional intent, while daily devotions based on Alcuin’s
pattern in later ninth-century prayerbooks such as F-Pn lat.1153 routinely
include hymns.”!

F-Pn lat.1154 is certainly not of the same grade as the prayerbooks of
rulers, but the contents of its first two sections accord with their pattern,
raising the question whether the Paris collection reflects a similar pro-
gramme of private devotion. The language of the prayers speaks against

® Wilmart 1922, 241.  7° Waldhoff 2003, passim.

71 On the notated Boethian metra in the Psalter of Louis the German, see Barrett 2013, 1: 64-5,
88-9, 143-50, and 227-9. Four hymns are included in the Officia per ferias as transmitted in
F-Pn lat.1153: Christe coelestis, Pange lingua, Crux benedicta nitet and A solis ortus cardine; see
PL 101, cols. 556-7, 562-3 and 609-11.
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any idea that the manuscript was compiled for a layperson. The opening
collect, for example, prays for a community of cenobites (huius cenobii
collegium) and all varieties of cenobitic congregations joined in familiarity
and consanguinity. Even more explicit is a later confessional prayer
(starting Confiteor tibi omnipotens pater qui filium tuum in terris misisti,
on f.49r) which admits to neglecting prescriptions of the Benedictine rule
on liturgical observance, treating vessels and vestments of the church
negligently, losing and breaking objects inside the monastery (infra mon-
asterium) and being subject to excommunication by the prior. The obvious
conclusion is that the prayer section was compiled with monastic use in
mind, as indeed were the majority of early prayerbooks.””

The Benedictine Rule and its ninth-century commentaries provide
precise instructions as to the place of private prayer and prayerbooks
in Benedictine communities. Chapter LII, ‘On the Oratory of the
Monastery’, states, ‘if anyone wants to pray privately, let him just go in
and pray, not in a loud voice, but with tears and fervour of heart’.”” The
wording resonates with the prayers gathered in F-Pn lat.1154, both with
their overall tone of lamentation as signalled from the outset (Incipiunt
letanie de quacumque tribulatione) and with the specific address to
anyone who wishes to pray secretius. The place set aside for such
private prayer was the oratory or monastic chapel. Occasions for private
prayer in the oratory are left unspecified in the Rule, but are elaborated in
Hildemar of Corbie’s commentary on this chapter, where he specifies that
if anyone becomes tearful during their normal schedule of reading or
work they may go to the oratory to meditate (causa contemplationis).”*
He goes on to say:

In eo quoque loco, ubi dicit ‘non in clamosa voce’, manifestat, qua intentione hoc
capitulum praeceperit; non enim dicit, ut ibi officium mortuorum non agatur, si
generalitas est, similiter si duplicare vult officium, si generalitas hoc agit; verum
non licet cuiquam, si non est generalis congregatio, in voce orare. Sciendum est
enim, quia potest in oratorio ponere illum librum, qui ibi legitur, solummodo.”

Also in that place, where he says ‘not in a clamorous voice’, he shows with what
intention this chapter should be taken; for he does not say that there the Office of

72 Black 2005, 64.

73 Si aliter vult sibi forte secretius orare, simpliciter intret et oret, non in clamosa voce, sed in
lacrimis et intentione cordis: text from Vogii¢ and Neufville 1972, 610.

Si enim contingit, cum quis habet contemplationem tempore lectionis vel laboris et reliq., non
illi fraudavit lacrimas, sed ob hoc potest dimittere lectionem vel laborem et ire in oratorium
causa contemplationis: Mittermiiller 1880, 500.

Mittermiiller 1880, 500-501.
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the Dead is not done, if it generally is; similarly, if anyone wants to duplicate the
Office [of the Dead], if that is general practice, he may do this; what is in fact not
allowed to anyone, if there is no general congregation, is to pray aloud. For it must
be understood that it is possible to leave in the oratory only the book that is read
there.

That a book might be read by a monk in the oratory for the purpose of
private prayer during tearful contemplation is a fascinating detail. It is not
the only place where we read of such a book being used in the oratory for
private prayer. Gerhard of Augsburg recalls in his Vita sancti Uodalrici
how St Ulrich (c.890-973) used to perform private prayers in Lent:

Prima vero expleta, fratribus solito more crucem portantibus, ipse remanens in
aecclesia codiculum breviatum ex psalmis cum aliis orationibus interim decantavit,
usque dum fratres cum cruce redirent, et missam sacrificationis caelebrare
coepissent.”

When Prime had finished and it was the custom for brothers to carry the cross, he,
staying behind in the church, would in the meantime recite psalms along with
other prayers from a small handbook up to the point when the brothers returned
with the cross and they began to celebrate Mass.

The combined reports of Hildemar’s commentary for his oblates and
a report of the practices of a Bishop suggest that the practice of personal
recitation from a libellus precum in the oratory extended across all
ranks within the monastic community. The contents of F-Pn lat.1154
would seem particularly suited to the type of personal prayer that
is always described in association with tears of compunction in the
Benedictine Rule.”” That music might form a part of personal prayer
is further attested by the survival of private prayerbooks from the ninth
century onwards, including hymns in the prayerbook of Reginbert
(d.846), librarian of Reichenau, a notated Office of the Dead in a
prayerbook copied ¢.900, and notated hymns, antiphons and responds
in the Portiforium (or Breviarium) of Wulfstan (d.1095), bishop of
Worcester.”®

76 Berschin and Hase 1993, chapter 4; 122, 10-14.

77 See chapters IV.57, XX.3, XLIX.4, and LIL4.

78 On the contents of Reginbert of Reichenau’s prayerbook, which survives in two fragments
copied in his hand, see Gamber 1985, 232-9, and Bischoff 2004, 2: no. 3644. A neumed Office of
the Dead is found in a private prayerbook copied in Swabia, ¢.900: see Bischoff 1980, 223 and
Bischoft 2004, 2: no. 3086. For Wulfstan’s Portiforium, see Hughes 1958-60. On the musical
notations in Wulfstan’s manuscripts including the Portiforium, see Rankin 1996 and Rankin
2005.
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Later additions to F-Pn lat.1154 shed further light on the readers and
users of this particular manuscript. A penitential confession entitled
Confessio pura was added immediately after the versus collection by a hand
that may be dated to no later than the early tenth century.”” It takes the
form of an extensive recitation of sins expressed in the first person before
an altar in the presence of a priest (sacerdos), whose shorter prayer for
forgiveness immediately follows. The opening formulae of both the con-
fession and its response are found at an earlier date in a mid-ninth-century
libellus precum from Tours, where the text is attributed to Saint Fulgentius
and introduced by a rubric specifying its use for granting penitence, Incipit
confessio sancti Fulgentii episcopi ad penitentiam dandam.” Tt also differs
in content from versions found in the Poitiers pontifical and later in the
Romano-German pontifical as part of the penitential rite for entry into
penance on Ash Wednesday.®' In the absence of a comprehensive study of
this Confession, and given the poor state of the manuscript at this point, it
is difficult to comment further on the version found here, but the fact that a
Confession that circulated at an early date in Pontificals with a role for a
sacerdos was copied in this manuscript raises the possibility that it might
here have been of use to both the penitent and the bishop or priest involved
in its enactment.

Closing remarks

A number of claims have been made about the origin and date of the
manuscript, its notation, and its function that bear summary given the
length and detail of this chapter. It has been proposed that the main body
of F-Pn lat.1154 - the prayers, the Synonyma and the versus collection -
was copied at the Abbey of St Martial of Limoges in the late ninth or early
tenth century, and that the litany was copied for the same institution
during the tenth century. A strong case has also been made that the main
scribe of the versus collection was the main notator.

7% Bischoff dated the hand at the top of £.145v to ‘s. x in’ in his notes, thus providing a terminus
ante quem for the preceding Confessio pura.

80 E_Pn lat.13388 (‘Libellus Turonensis’), Wilmart 1940, 65-7.

81 For the prayer as it appears in the Pontifical of Poitiers, see F-Pa 227, ff.8v-11v; the manuscript
images are online: http://gallica.bnf.fr/ark:/12148/btv1b55005681f. For the version in the
Romano-German Pontifical, see Vogel and Elze 1963, 16-17 (nos. 50a-51). An overview of the
whole rite for entry into penance on Ash Wednesday as it appears in the Romano-German
Pontifical is provided in Hamilton 2001b, 108-17.
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A specific role for F-Pn lat.1154 as a prayerbook for use in the oratory
to support private prayer has also been outlined. This does not rule out the
possibility that the book was used for other ends within the abbey; indeed,
it is likely that the manuscript was used in teaching given the number of
less well-formed scripts and notations in the collection. This familiar
explanation for the role within monastic communities of versus with no
clear function within the standard liturgical round provides perhaps the
simplest way of imagining the role of notation in the book. As skilled and
less competent notations appear alongside each other, so might a master
have used notation as a support for demonstrating melodies to students.
To restrict the function of notated and sung versus to this one context is
nevertheless to assume single functions for books within monasteries and
to disconnect education from its cultural setting.

The case made here is that what has often been considered the earliest
notated songbook can equally be considered a prayerbook. A corollary of
this argument is that traditions of prayer could encompass song; indeed,
the boundaries between the two were less stark than the distribution of
notation in this manuscript suggests. The litany, for example, may well
have been sung to a recitational formula, following the model of the
notated litany in F-Pn lat.1240 (£.32v). The penitential psalms, as well as
their accompanying collects and chapters, were also likely chanted
according to recitational patterns that remained unnotated; the antiphon
for All Saints was also evidently suited to sung performance. The peniten-
tial versus of Part IV stand alongside these, as texts that might be sung or
recited privately as a form of contemplative prayer, whether in the oratory
in a low voice so as not to disturb others as highlighted here, or on other
occasions set aside for either personal prayer or meditative reading in
monastic communities.*”

8 In discussing comparable libelli precum of the eleventh and twelfth centuries, Susan Boynton
has highlighted the time set aside in contemporary monastic customaries between Matins and
Lauds in winter for personal prayer, as well as indications that individuals should withdraw
from the choir in order to pray privately: Boynton 2007, 896-931. A useful summary of
occasions for both private prayer and reading in the Benedictine Rule is provided in Stewart
2008, 201-21.



2 The careful cantor and the Carmina
Cantabrigiensia

JEREMY LLEWELLYN

It all seems so simple. Just six melodic motus or intervals are to be learnt in
order to overcome any hindrances in singing chant. This, at least, is what
the Benedictine monk Guido of Arezzo sets out in his Regula ritmicae
written in the third decade of the eleventh century.' Guido was relentlessly
interested in processes of learning and designing labour-saving devices to
hone the efficacy of such processes in order that his wards may then have
more time to devote to Holy Scripture.” Using self-proclaimed innovation
for traditional ends, Guido draws on previous writings to redefine incre-
mentally what it means to learn and think about music. At the crossroads
between innovation and tradition he thus places the figure of the ‘careful
cantor’ (prudens cantor), a figure charged with responsibilities, but also
carrying ethical weight.” Guido did not call this personage into existence:
the prudens cantor figures in earlier writings on music, including those by
Aurelian of Rédme and Regino of Priim." In each case, prudence or careful-
ness is attached to specific matters of musical knowledge necessary for the
successful performance of chant. Guido regards this newly refined body of
knowledge, to be absorbed by the cantor, as important enough to displace
the philosophical concerns of speculative music theory as represented by

Boethius.” At the same time, however, the development of staff notation
risked disabusing teachers in monastic and cathedral schools of their
previously unquestioned monopoly in adjudging matters of right singing.
Musical and moral authority seems to have been in a particular state of flux
in educational circles of the early eleventh century, undoubtedly calling for
especial prudence on the part of the prudens cantor.

' ‘Moneo te, prudens cantor, hos [i.e. motus] perfecte discere/Nam qui hos plene cognoscit, nil in

cantu dubitat’ in Pesce 1999, 352-3.

In his Prologus in antiphonarium Guido mocks those who would still be unable to sing a single
antiphon after one hundred years, railing against the waste of time; see Pesce 1999, 408-9.
The seemingly oppositional pairing ‘innovation’ and ‘tradition” in relation to Guido has been
carefully analyzed in Sachs 1989 and Barezzani 2000.

For Aurelian, see Gushee 1975, 127 and 131 and for Regino of Priim, LeRoux 1965, 26.

This is most clearly elucidated at the end of Guido’s Epistola ad Michahelem: ‘[Boethius] whose
book is useful to philosophers only, not to singers” (‘cuius liber non cantoribus sed solis
philosophis utilis est’) in Pesce 1999, 530-1.
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There appears to be nothing particularly prudent about the layout of the
batch of eighty-three songs tucked at the back of the substantial manu-
script Cambridge, University Library, Gg.V.35 (henceforth GB-Cu Gg.
V.35). The ten or so folios containing the songs follow on from over
400 folios of wide-ranging literary materials. The songs were obviously
not prepared for a complementary form of musical notation — neumes —
since no space was left above the song texts, although compromised bursts
of neumes can be found sporadically in the collection.” Space in this
section seems to have been at a premium: the texts themselves are
unabashedly abbreviated which, again, militates against interlinear musical
notation. Moreover, there appears to be no consistent policy when it comes
to deciding where the ends of lines of particular verse forms - for example,
hexameters — are to be put, which leads to lines running into each other.
This concertinaed text is all the more unavoidable since, in contrast to the
earlier portion of the manuscript, the song gatherings at the end of GB-Cu
Gg.V.35 are copied in double-column format. Even the number of lines of
text per folio increases significantly. The general impression of calculated
compression does not, however, conceal the less-than-pristine quality of
the Latin, which has constantly preoccupied editors over the last century.
These characteristics taken together — compression, double columns,
irregular ends of verse lines — ironically define this section of the manuscript
GB-Cu Gg.V.35 as a codicological unity. These, then, are the Carmina
Cantabrigiensia, also known as the ‘Cambridge Songs’, the ‘Cambridger
Lieder’ or, in abbreviated form, the CC.

Although now in Cambridge, GB-Cu Gg.V.35 was most probably
copied around the middle of the eleventh century at St Augustine’s Abbey,
Canterbury, and stands as a startling testimony to the literary scope of
Benedictine culture in pre-Conquest England.” Scholarly interest over the
last three centuries has, however, largely been from German philologists
and lexicographers drawn initially by a macaronic text in Old High
German and Latin on a certain Henry of Bavaria (CC19).” Karl Breul

o

Spanke 1942, 114 arrives at this conclusion but qualifies it by stating that the CC were
nevertheless copied from an exemplar with ‘melodies’; Bernhard 1989, 143 and Ziolkowski 1994,
237 cite the space left in copying CC21 ‘Diapente et diatesseron’ as evidence that notation

was originally envisaged. No amount, however, of horizontal space between words can make up
for the lack of space above the text.

On its Anglo-Saxon letter forms and insular practices of punctuation, see Ziolkowski 1994, xxxi
and Rigg and Wieland 1975, 116-17. Towards the beginning of the manuscript a twelfth-century
hand has written: ‘Liber Sancti Augustini Cant.’.

For an overview of scholarship on the CC from 1720 to 1914, see Breul 1915, 29-34.
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Table 2.1 List of contents of GB-Cu Gg.V.35 from Rigg and Wieland 1975

Part  Folios Scribe/s  General description Contents
I(a) 1-209 A, B Late Antique including Sedulius Paschale
Christian Latin Carmen; Prudentius,
poetry Psychomachia; Boethius, De
consolatione philosophiae
I(b) 210-79* A Carolingian prose including Hrabanus Maurus,
and verse texts De laude sancte crucis
*263-79 D Writings on music Hucbald, Scolica Enchiriadis
(excerpts)
1I 280-369 A, B Anglo-Latin and including Aldhelm, De
continental prose virginitate; Milo, De
and verse texts sobrietate; Hucbald, Irrisio

contra calvos
I 370-431 A,B (E) Miscellaneous Latin  including Tatwine, Enigmata;

texts; Greek Columban, De bonis
prayers moribus observandis; Bede,
De die iudicii

v 432-46 A (C) Carmina
Cantabrigiensia
[CC]

produced a facsimile edition of the CC with diplomatic transcription and
individual studies in 1915, which was criticized by Karl Strecker in part for
creating an artificial numbering system for the individual song texts.”
Strecker produced his own edition of the CC, with introduction and
commentaries, in 1926 and his numbering system, based on the ordering
in the manuscript itself, has remained in use up to the present day.'’ The
first detailed modern description of GB-Cu Gg.V.35 and its contents
appeared in a seminal article by Arthur G. Rigg and Gernot Wieland,
published in 1975; Table 2.1 represents their listing."’

In 1983 Margaret T. Gibson, Michael Lapidge and Christopher Page
reported the fortuitous rediscovery and return from Frankfurt of a single
folio containing neumed Boethian metra which had been detached from
GB-Cu Gg.V.35 in the nineteenth century. Jan M. Ziolkowski’s exemplary

® See Breul 1915 and the criticism in Strecker 1925, 209 of a ‘totally arbitrary collocation [of the
poems]’ (‘eine vollig willkiirliche Anordnung’).

19 Strecker 1926; a further edition in pamphlet form, following Strecker’s numbering system, is
Bulst 1950.

' Supplementary details about the contents of GB-Cu Gg.V.35 can be found in Dronke, Lapidge,
and Stotz 1982.
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1994 edition, translation, and commentary expanded the number of indi-
vidual items in the CC from 49 to 83 by including the Boethian metra, as
well as a handful of songs in another hand which spilt over into the next
gathering of GB-Cu Gg.V.35 but could nonetheless be reconsidered as part
of the collection. In 2004 a reconstruction in sound or ‘revocalization” of a
selection of the CC was prepared by Benjamin Bagby and Sequentia for a
recording entitled Lost Songs of a Rhineland Harper (10th and 11th centur-
ies)."” Finally, 2009 saw the publication of a practical edition with transla-
tion into Italian by Francesco Lo Monaco in the series Scrittori latini
dell’Europa medievale.

This thicket of modern editions testifies to the perennial fascination
aroused by the CC, which has successfully traversed generations of scholars
and national traditions of scholarship. It could be argued that the prime
interest attached to the CC springs from the sheer diversity of subject
matters and forms on display, from the fact that the CC do not represent a
judiciously assembled repertory, stylishly arranged on parchment, but
rather a somewhat unwieldy anthology or florilegium."” The macaronic
poem that originally attracted attention to the collection is merely symp-
tomatic of the variegated nature of the whole. Large-scale religious poetry
jostles with ridiculous narratives, fairy tale-like fables with paeans of praise
to the power of music, dirges on the deaths of temporal overlords with
amorous verses, eulogies to springtime with moralistic admonitions.'* The
cast of characters includes she-asses, emperors, hermits, nightingales,
sorcerers, lovers, and, for good measure, the devil."” The collection stands,
therefore, as one of the most extensive miscellanies of medieval Latin
poetry between the Carolingians and the Carmina Burana of the early
thirteenth century, and has even been regarded as displaying certain
features common to the early vernacular lyrical poetry of the Troubadours
and Minnesang.'®

For an informative discussion about the reconstruction and performance of ‘Lost Songs’ see
Bagby et al. 2012, and the texts on the website devoted to the project: www.sequentia.org/
projects/lost_songs.html.

Ziolkowski 1994, xviii comments on the size of the anthology while Strecker 1926, xxi draws a
parallel with other medieval florilegia.

4 Gee Breul 1915, 39, Spanke 1942, 120, Ziolkowski 1994, xix and Lo Monaco 2009, 4 for the
various different categories, which broadly overlap between authors, as well as a statistical
overview.

Ziolkowski 1994, x1 presents a more specific list of those groups of singing characters depicted
in the CC.

For the place of the CC within the history of early medieval verse, see Ziolkowski 1994, xviii;
Spanke 1942, 124 and 142 posit a connection between the CC and Troubadour production
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Given this vigorous diversity, historiographical debate concerning the
CC has tended to coalesce around three principal concerns: geographical
origins, manuscript organization, and performative function. None of
these matters can be viewed entirely in isolation from the others but such
a tripartite division can help to illuminate general tendencies in scholarship
over the last hundred years. At the beginning of the twentieth century
Breul drew the CC up into the broader sweep of the composition of
medieval Latin poetry ‘produced in Germany’ and which, more specifically,
‘would be of interest whether to laity or clergy living on the banks of the
middle and lower Rhine in the first half of the eleventh century’.'” This
localization was based on the mention in certain poems of places along the
Rhine (Trier, Cologne, Xanten) on the one hand, and on the dialect of the
macaronic Old High German-Latin poems on the other.'® That other
poems may hail from France or Italy is a possibility entertained by Breul
only in passing. His explanation for the poems crossing the Channel
revolves around the enterprising initiative of an Englishman who may
have acquired some form of libellus of the texts on the Continent which
then found its way into the hands of the monks at Canterbury. Strecker
was far more assiduous in sifting the concordances of poems in the CC for
possible geographical origins. He thus discretely divides the ‘German’
poems numbering CC2-15 from a ‘French’ group CC35-47. The middle
group CC16-CC34 exhibits traits that point to the ‘probability’ of
Rhineland origins, but Strecker repeatedly stresses the necessity of separ-
ating the place of compilation from the place of composition.” Strecker’s
observations are taken further by Ziolkowski, partly on the basis of a more
penetrating examination of concordant material including clusters of
transmission, but principally because one would not necessarily expect a
heterogeneous anthology such as the CC to present a homogeneous picture
concerning origins. The CC are thus ‘impressively multinational” while
opening a window on literary production and culture in eleventh-century
Germany, although ‘the Germanness of the collection should not be

whereas Breul 1915, 36 sees in the CC ‘the direct forerunners of the early Minnesong’.
Moreover, scholarly fascination with the CC extends beyond the miscellaneous contents to
what is not — or no longer - in the manuscript, since certain texts were excerpted and others
even expunged by a prurient censor; see, for example, the commentaries in Ziolkowski 1994
and Lo Monaco 2009 to the songs CC27, CC28, CC39, and CC49 and the corresponding plates
in Breul 1915, 438v, 440v, and 441v.

' Breul 1915,39.  '® Breul 1915, 23.

See Strecker 1926, XVII ff. with the relevant quotation at XIX distinguishing between the place

of Zusammenstellung’ and the ‘Entstehungsort’ of the respective compositions.
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overstated”.”’ In describing the CC as a ‘raccolta europea’, Lo Monaco caps
this appreciation of the wider origins of the poems brought together in
these song gatherings, reflecting a broader historiographical development
in medieval studies in the latter half of the twentieth century away from
national foci towards an investigation of processes of cultural exchange.”’

Any overarching organizational principle concerning the contents of the
CC remains a chimera. Breul swiftly recognized this and rearranged the
texts thematically in his edition, beginning with the category of ‘religious’
poems and ending with ‘some unconnected lines that appear to be nothing
but metrical experiments’.”” Strecker criticized this editorial rearrangement
so effectively that all subsequent editions of the CC duly follow the
manuscript ordering and adopt, in essence, Strecker’s numbering
scheme.” In distinguishing CC30 from CC30A, however, Strecker brought
the question of verse introductions — or proems — to certain poems to the
fore. Ziolkowski makes even greater use of this device, mining from
Strecker’s critical apparatus certain textual units which are then restored
to the main edition as CC1A and CC14A; Lo Monaco dispenses with these
last two sub-divisions, but unwillingly retains the numbering of CC30 and
CC30A, even though he considers the former to be a self-contained text.
There is thus a very real quandary at certain points of the CC concerning
how apparently ‘unconnected lines’ are to be connected to their surround-
ings, if at all. Nevertheless, certain tendencies concerning organizational
principles within the CC have been discerned, most notably in the contigu-
ity of poetic form and presumed origins in the Germanic sequence section
of CC2-15 or the French equivalent CC35-47. Patterns of concordances
with other manuscripts at least suggest that handfuls of poems may have
circulated together, regardless of the final ordering of the same poems in
the CC.** Otherwise, more localized reasons for the arrangement of seg-
ments of the CC have been proposed, such as the use of refrains or a
common thematic link, for example, revolving around springtime.”” These
glimpses of an organizing mentality can act as a spur to imagining the lost

%% Ziolkowski 1994, xxxv.

21 Lo Monaco 2009, 12; see also Ziolkowski 1994, xxxvii for a brief passage on historiographical
trends away from the nationalism of the first half of the twentieth century, which are discussed
more broadly in Kugler 2012.

See Breul 1915, 39 for a list of his seven ‘sub-divisions’.

This includes the four poems that suffered the attentions of the censor, each of which received
an individual number. In the same way, the two appearances of largely the same chunk of
Statius’ Thebaid acquire the separate numbers CC29 and CC32.

For a survey on the scholarship of these smaller collections see Ziolkowski 1994, xxxiii ff.

For further details and more examples of such miniaturized ordering, see Ziolkowski 1994, lv.
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songs on the missing leaves of the CC which had become detached and
scattered over the course of the centuries. Apart from the Frankfurt leaf,
these others remain as intangible dotted lines in codicological descriptions
of the physical structure of the final two gatherings of GB-Cu Gg.V.35. As
Ziolkowski observed, however, the reconstruction of the original shape of
these two gatherings, together with palaeographical analysis of scribal
activity, suggest that scribe A continued copying past the end of gathering
44 into gathering 45, whereupon scribe C took over. This bridging of the gap
is one reason Ziolkowski incorporates the poems copied by scribe C as part
of the anthology, an editorial decision espoused later by Lo Monaco.”® Thus
it is possible to note an ever-growing fidelity on the part of the numerous
editors of the CC towards presenting the contents of the collection as
physically found in the manuscript source itself. As with the question of
geographical origins, it is possible to detect a general historiographical trend
away from coarse compartmentalization towards a greater appreciation of
diversity and inclusiveness.

The historiographical arc concerning the performative function of the
CC can be sketched with relative ease. Initially, the collection was regarded
as mirroring the repertory of an itinerant cleric or scholar - the ‘goliard’ -
who wandered between courts, both secular and ecclesiastical, performing
a range of songs. Breul, indeed, emphasizes the ‘versatility’ of his goliard
and imagines him deftly responding in performance to the penchants of
the audience in front of him.”” This is not simply a performative flight of
fancy on Breul’s part: he is careful to refer philologically to the way in
which texts in the CC refer to themselves as ‘ridiculum’ (CC14 and CC35)
or ‘mendosa cantilena’ (CC15), the last recommended for ‘little boys” and
thus for some form of instruction or entertainment at a monastery or
cathedral school.”® Only a small minority of songs in the CC advertise
themselves in this way. Nevertheless, the image of the wandering singer has
remained enthralling not least as a result of the chance survival of a
description found of such performances in a satirical work of the mid-
eleventh century by Sextus Amarcius Gallus Piosistratus, who was active in
the Rhineland region. His description of a performance in a tavern by a
‘iocator’ (‘jongleur’), accompanying himself on a stringed instrument, has

%6 The grounds for expanding the collection to 83 compositions — already presaged by Dronke —
and thereby including the significant David song are given in Ziolkowski 1994, xlvi-xlviii.

7 Breul 1915, 39, which also references the ‘very heterogeneous audiences’ of the performer.

8 A ‘fantastical depiction’ (‘phantasievolle Schilderung’) is the criticism levelled at Breul in
Strecker 1926, XII. See also the reference in CC10 to ‘young scholars and their pastimes’ (‘ad
scolares et ad ludos’) in Ziolkowski 1994, 46-7.
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been of particular interest to scholars of the CC as a result of the specific
reference by Sextus Amarcius to four songs: how the sling of a shepherd
laid low Goliath, how a sly little Swabian deceived his wife [...] how
perceptive Pythagoras laid bare the eight tones of song, and how pure
the voice of the nightingale is’.”” Three of these songs appear in CC as
traditionally constituted, and the fourth has been duly identified and
incorporated. This lucky coincidence between song collection and a literary
vignette of performance has generated much debate.’’ This can, perhaps,
best be summarized by maintaining that the mode of performance
sketched by Sextus Amarcius — a self-accompanied solo singer - is by no
means implausible, whereas the context of performance - the boozy
tavern — is more likely the result of satirical licence. Indeed, this critical
perspective informs the 2004 recording of the Lost Songs of a Rhineland
Harper, which explores the possible performing conventions of a ‘bi-
lingual harper/singer’ of the tenth and eleventh centuries who was equally
a ‘sophisticated professional entertainer’.”'

The wandering singer theory, however alluring, cannot account for the
entire contents of the CC. Strecker’s sticking point concerned the presence
of numerous excerpts of longer poems, that is, the incomplete nature of the
collection. This led him to surmise that the CC were compiled according to
literary interests and tastes, gobbets and all; he was relatively dismissive of
any attempt to place these songs sociologically in a context other than
educated and cultivated circles.’”” This concept of an essentially literary
collection would seem to chime in with the idea proposed by Rigg and
Wieland that GB-Cu Gg.V.35 represents a series of graded school books
for use in the classroom, beginning with the elementary and progressing
to the more taxing.”” This would explain why the earlier poetic texts in
GB-Cu Gg.V.35 are often heavily glossed. Nevertheless, Ziolkowski quer-
ies whether the CC, unglossed and uncommented, were really the
crowning glory of this educational programme. Rather, the multifarious
references to ‘musicality’ displayed by the CC provide for Ziolkowski one
of the most compelling explanations for the performative function - or

2 Por the Latin original and translation here see Ziolkowski 1994, xlv—xlvi.

The possible connection between Sextus Amarcius and the CC was first mooted in

the nineteenth century; for insights into the scholarly debates see Strecker 1926, XIV-XVI and
Ziolkowski 1994, xliv-liii; for the new edition of Amarcius’s text see Pepin and Ziolkowski
2011.

See the accompanying CD booklet in Sequentia dir. Bagby 2004, 6.

2 Strecker 1926, XVI  ** Rigg and Wieland 1975, 129-30.
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‘suitability for performance’ - of the collection as a whole.> First, there are
the numerous texts that allude, in one way or another, to musical termin-
ology and classification, whether to the typology of musical instruments or
else to melodic intervals. Second, certain texts reveal explicit invocations of
performance situations such as the encouragement of the master to make
his lyre sound sweetly (CC43) or the skilled girl singing beautiful songs
(CC27). Third, it is possible to construe implicit performing conventions
on the basis of, for example, the use of refrains or the suggestion of
antiphonal singing. Fourth, neumes can be found sporadically in the CC
and, in one place, space is apparently left for them. Fifth, a number of
concordances of the texts in the CC are furnished with neumes in other
manuscripts, even though these songs bear no notation in the CC. Finally,
Ziolkowski sees a correlation between the copying of excerpts in the CC
and their possible mnemonic function as re-actualizing the melody of the
whole of that particular text. In this way, Ziolkowski makes a strong case
for revising Strecker’s assertion that the collector or collectors behind the
CC were less interested in a wide array of texts than a wide array of songs.
The danger is, simply, of a circular argument: the indifferent Latin, abbre-
viations, Old High German, excerpting, and proems might suggest that the
parchment was ultimately the site of a garbled vocality, redeemed only by
melody. The texts would not have been so important for the eleventh-
century collectors; the melodies fired their interest. Melody would then
stand behind each and every song, binding them into a collection and
exculpating the texts from any formal or formative function. This argu-
ment in general is, therefore, less about the ‘codical absorption of vocality’
in relation to, for example, normative liturgical texts than an immaterial,
contingent and melodious absolution of Latinity.”> As with geographical
origins and manuscript organization, recent scholarly and, indeed, artistic
engagement with the performative function of the CC would appear to
have radically opened up new possibilities for interpretation.

Exactly how far these new possibilities concerning the form, shape, and
interpretation of the CC extend is a matter for future research. It should,
however, be noted that the very criteria deemed to convey a coherence upon
the CC as a song collection can also be applied to the earlier sections of

** For this and the following see the section ‘The Musicality of the CC” in Ziolkowski 1994,
xxxix-xliv.

> The phenomenon of ‘die kodikale Absorption der Vokalitit’ was described by Andreas Haug
in a paper presented at the seminar ‘Codex und Geltung’ in connection with the
Mediavistischer Arbeitskreis meeting at the Herzog-August Bibliothek in 2010; it will appear in
the conference proceedings. I am grateful to the author for an advance copy.
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Table 2.2 Comparison of neumed portions in GB-Cu Gg.V.35 and CC
adapted from Hartzell 2006

Rest of manuscript (ff.1r-431v)

83r A solis ortu cardine Abecedary by Sedulius; first strophe fully
neumed
362r Cives celestis patrie Anonymous versus on precious stones; 11.1-2 +

‘fundatio’ neumed

367r Stridula musca volans Anonymous mockery (‘irrisio’) on baldness by
Hucbald; first two-and-a-half lines neumed;
sporadic neumes in 1.5

CC (ff. 432r-446r + new leaf)

434v Aurea personet (CC10)  Nightingale song; beginning of 1.8 (‘Nemoro
[sa]’) neumed
438r Sponso sponsa (CC25) Homage to Archbishop Poppo of Trier
(1016-47); neumes on first three syllables
439r Quisquis dolosos antiqui ~ Tale of St Basil thwarting pact with the devil;
(CC30A) sequence form; versicles la and 2a neumed
441v O admirabile Veneris Love poem; first two strophes neumed
(CC48)
new leaf  Carmina qui quondam  Boethian metra extensively neumed, including
recto (CC50-CC54, CC56) alternative marginal version of ‘Nubibus
atris’
444r Ut belli sonuere (App.4)  Later addition; eight-line poem on battlefield

exploits of Amazons; fully neumed

GB-Cu Gg.V.35. A comparison between the CC and the earlier sections of
GB-Cu Gg.V.35 immediately focuses attention afresh on those same working
procedures — layout of the text, usage of neumation, textual aggregation —
which informed the compilation of this weighty poetic anthology as a whole.
Most simply, this concerns the presence of neumes: Table 2.2 sets out a
comparison of those texts that are neumed elsewhere in GB-Cu Gg.V.35
and in the CC.”* Furthermore, a handful of unnotated texts in the first
sections of GB-Cu Gg.V.35 have concordances in other manuscripts with
musical notation; a comparison with the CC is presented in Table 2.3.
Most striking is the fact that GB-Cu Gg.V.35 contains two redactions of
Boethian metra from De consolatione philosophiae, both copied by scribe A.

* Hartzell 2006, 10-11 includes neumes used as reference signs on f.1 and ff.83-4, which are
omitted in Table 2.2; his description does not include the neumes for Aurea personet (CC10)
and Sponso sponsa (CC25), but see Ziolkowski 1994, 191.
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Table 2.3 Comparison of unnotated texts in GB-Cu Gg.V.35
and CC which have concordances elsewhere with musical
notation

GB-Cu Gg.V.35, fols 1-431

Folio Text incipit

81lv Cantemus socii domino®
148r Senex fidelis prima’®®
170r Carmina qui quondam’
369r Sum noctis socia sum™’

- Hymns*'

GB-Cu Gg.V.35, fols 432-46 + new leaf (= CC)**

Folio CC no. Text incipit

432r 1 Gratuletur omnis caro
433r 6 Omnis sonus cantilene
434v 10 Aurea personet lira

434v 11 Magnus cesar Otto

435r 12 Vite dator, omnifactor
435v 13 O pater optime

436v 18 Audax es, vir iuuenis
437v 22 Salve festa dies

438y 27 Iam dulcis amica

439r/v 29/32 Huc adtolle genas

439v 31 O mihi deserte

439v 34 Tempus erat quo prima
441r 42 In gestis partum veterum
441v 44 Hec est clara dies

441v 45 Rota modos arte

441v 46 Miserarum est nec amori
443v 82 David vates

*” For a description of a musical - and choreographic — performance of this chant in terms of the

carol see Page 2010.

For a reference to an alphabetical notation of this Prudentius text with further literature see
Hornby 2010, 60. I am grateful to Sinéad O’Sullivan for information about Prudentius
manuscripts and to Nicolas Bell for consulting the Cleopatra manuscript in situ.

The transmission and edition of notated Boethian metra in the Middle Ages is presented in
Barrett 2013.

Details concerning the transmission of this versus as well as a melodic reconstruction can be
found in Gillingham 1993, 40-45.

This hymnic material spread throughout the earlier parts of the manuscript is described and
edited in Dronke, Lapidge, and Stotz 1982.

Information about neumatic notation in concordant sources from Lo Monaco 2009, 15-17,
‘Tabella 2’ (excluding Hec est clara dies).
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In the main body of GB-Cu Gg.V.35 they are glossed as part of the full
text, whereas in the CC a handful of excerpts are neumed. It appears that
the scribe was using multiple exemplars since the textual redactions are
different. For one metrum, Nubibus atris (CC56), the text is entered a third
time in the margins with a different neumation.”’

For the purposes of exemplification, it is now possible to place one of the
Carmina Cantabrigiensia under the microscope: Hec est clara dies (CC44).
This may appear to be a peculiar choice since the liturgically coloured text for
Easter is, at first sight, unremarkable, and in a different realm from the more
exotic compositions in the collection. Yet its outer propriety is deceptive; it
reveals a variety of details concerning the compositional choices in the CC.

Hec est clara dies (CC44), or at least its final segment, falls into that
category of texts in GB-Cu Gg.V.35 that seem to have been copied twice:
the final distich is based on the famous Salve festa dies which appears as
CC22. The history of this Latin poem in elegiac distichs by the sixth-
century poet, Venantius Fortunatus, has been carefully laid out by Michel
Huglo.” Having started out life addressed to Felix, bishop of Nantes, and
praising spring and the resurrection, the poem was subsequently trans-
formed from Carolingian times onwards in myriad ways — extirpation of
the opening lines relating to spring, discarding the closing lines for the
addressee, introduction of a refrain form, contrafacta procedures - into a
processional chant for the liturgy. In other words, the poem underwent a
process of performative appropriation. That Salve festa dies (CC22)
appears in CC in excerpted form is not surprising: scribe A had already
copied excerpts of lengthy Christian poems, such as O dee cunctipotens
from Prudentius’ Hamartigenia, in the first sections of GB-Cu Gg.V.35.
Scribe A had also copied the abecedary poem by Sedulius, A solis ortu
cardine, which the scribe could well have known as an Office hymn and
which was ‘excerpted’ in GB-Cu Gg.V.35 in the sense that its first strophe
was furnished with neumes. The redaction of Salve festa dies in the CC on
folios 437v-438r amounts to only five chosen distichs of Venantius For-
tunatus’ poem. The first is the standard liturgical distich hailing the
perennial reverence of the day on which God triumphed over hell and
attained the stars (originally 11.39-40). The following four distichs, which
revel poetically in this triumphant pose, comprise 11.31-38 of the original

*3 For a facsimile see Gibson, Lapidge, and Page 1983, Plate V.

** The poem actually begins Tempora florida, with Salve festa dies only appearing after the
springtime description is over at lines 39-40; for a complete, annotated edition of the text, see
Huglo 2006, 603.
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Venantius Fortunatus poem. Scribe A thus stopped copying the text at the
point where the distich beginning Salve festa dies had originally had its
rightful place, before it had been uprooted and moved back for performa-
tive reasons. This coincidence raises the question whether scribe A was
copying from an exemplar which only contained an excerpt of the whole
poem - the liturgical libretto’, as it were — or had access, materially or
memorially, to the complete poem by Venantius Fortunatus. The evidence
is not conclusive. To take the cue ‘Salve’: this appears in the CC only after
the second distich and is absent thereafter. Other manuscripts, however,
repeat this cue word after every distich and clearly signal thereby the
refrain function of the opening line of text. In addition, the first distich is
not separated into its constituent hexameter and pentameter lines by
punctuation sign and capital letter in the CC; this only occurs in distichs
two to five. Finally, the next poem, CC23, begins with the image of wood-
lands which ‘clothe the slender shoots/of boughs, laden with fruits” before
continuing on with an ornithological fixation on birdsong. This has been
interpreted as picking up the implicit springtime subject matter of CC22;
implicit, because the really lush description of vernal plenitude occurs in
those earlier parts of Venantius Fortunatus’ poem that are absent from
the CC."” Taken together, these arguments admittedly only provide the
slightest hint that scribe A was using multiple exemplars which laid out
the text Salve festa dies in different ways. More significant is the information
concerning transmission that Huglo provides. According to his tables, the
solid majority of manuscript sources in medieval Europe transmitting Salve
festa dies as a processional chant contain a version longer than presented in
the CC, with further distichs from Venantius Fortunatus. Only one other
group of manuscripts in Huglo’s table present the same number of distichs
in the same order as the CC, and they all hail from Aquitaine.“

This geographical orientation is similarly in evidence in the transmission
of Hec est clara dies (CC44) with concordances from Nevers (F-Pn
lat.9449 and F-Pn n.a.lat.1235, collectively ‘Nevers’), Sens (F-SEm 46),
Beauvais (GB-Lbl Egerton 2615) and Le Puy (F-G 4413 and F-LPbd A V
7 009; collectively ‘Le Puy’). Table 2.4 lays out the concordances for the
various segments of the text with the manuscripts placed in descending
order of age, from the eleventh to the sixteenth centuries."’

5 Ziolkowski 1994, xix.  *® Huglo 2006, 605.

47 The last two manuscripts are described in Arlt 2000, 324-6; I am immensely grateful to Wulf
Arlt for access to the treasure trove of his materials and transcriptions. This list expands the
collation of concordances found in Ziolkowski 1994, 298 and Lo Monaco 2009, 64.
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Table 2.4 Concordances and order of segments for Hec est clara
dies (CC44)

Manuscript

(Provenance, Date) Folio

GB-Cu Gg.V.35 441v 1 3 4 8 9b 10a
(Canterbury, mid-11thC)

F-Pn lat.9449 34r-v 10 9a 1 34567
(Nevers, mid-11thC)

F-Pn n.a.lat.1235 76v-77r 1 34567 9a
(Nevers, mid-12thC)

F-SEm 46 201v-202r 12 4 10b
(Sens, first half of 13thC)

GB-Lbl Egerton 2615 2r-v 1234 10b
(Beauvais, first half of 13thC)

F-G 4413 151v-152r 1234 10a
(Le Puy, 16thC)

F-LPbd A V 7 009 184r-v 1234 10a

(Le Puy, 16thC)

Hec est clara dies clararum clara dierum

Hec est festa dies festarum festa dierum

Hec est sancta dies sanctarum sancta dierum
Nobile nobilium rutilans diadema dierum

Ecce dies toto rutilat festivior anno

Qua Deus omnipotens superata morte resurgens
Traxit ab infernis captorum mille cavernis

o N N U B W N

Quid est hoc tam dure quod in vestro manet pectore
amarumgque ducitis animum
de Iesu nobis est dure manet in nos mors eius
et ipsa mors est incognita
9a Namgque nostre abiere atque Iesum invisere
Celi cives dicunt illum vivum iam regnare
9b Nostre quedam abiere
sepulturam invisere
celi cives illum visum
dicunt jam regnare
10 Salve festa dies [processional chant]
10a Salve festa dies salve resurrectio/circumcisio sancta
salve semper ave lux hodierna vale
[lux hodierna vale’ repeated twice in F-G 4413 and F-LPbd A V 7 009]
10b Salve festa dies toto venerabilis evo
qua dies est ortus virginis ex utero
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Two points immediately demand attention. First, the redaction of Hec
est clara dies in the CC shares the most materials — segments 1, 3, 4, 9, and
10 — with the manuscripts from Nevers; indeed, F-Pn lat.9449, dated to the
second half of the eleventh century, is closest in date to the Canterbury
collection. Second, segment 8 in CC44 appears to be a unicum.

Returning to the text of Hec est clara dies, the opening line recalls the
beginning of carmen 63 by the Carolingian grammarian and poet Sedulius
Scottus: ‘Haec est alma dies, sanctarum sancta dierum’.* This poem in
elegiac distichs praising spring and the ‘day that the Lord Jesus has made’
(‘Hic est namque dies, dominus quem fecit Iesus’) is definitely inspired in
form, content, and even vocabulary by the Venantius Fortunatus poem.
Whereas the sixth-century poem was not composed for liturgical purposes,
its ninth-century imitation seemingly draws idealized descriptions of litur-
gical performance up into its texture. This does not only pertain to the
allusion to the Gradual chant for Easter, Haec dies quam fecit dominus.
After the vegetative excrescences of springtime, the ornithological returns
as ‘varied fowl soften the air with their song/They raise the trophies [of
Christ against death] heavenward on their little springtide instruments.”*’
Meanwhile back on earth, ‘the alleluia multiplies its pitches a hundredfold’
which is a startling reference to the practice of the purely melodic elabor-
ation of the Alleluia chant in the form of the iubilus.”’ Rather than
functioning as a trope to the Gradual of the Mass, this text — or its
imitation in Hec est clara dies (CC44) — instead reveals the interest of
Carolingian poets in ennobling central liturgical chant texts by integrating
them into a poetic form.”" In the later process of the performative appro-
priation of the Sedulius Scottus poem, the distichs were dismantled, leaving
only the opening hexameter line, which was then immediately repeated.
This innate predisposition to anaphora is taken even further in the later
manuscripts with a third permutation of the ‘Hec est [...] dies’ line. In all

8 The correspondence was noted in Breul 1915, 72 and picked up by subsequent scholars.

A critical edition of Sedulius Scottus’s poem can be found in Meyers 1991, 104.

The ‘tropaea’ would seem to be an allusion to line 86 of Venantius Fortunatus, ‘Belliger ad
caelos ampla tropaea refers’ (‘The wager of war [against death] bringing back to heaven the
honourable trophies’).

For a discussion of the poem see Iversen 2009, 236.

In Strecker 1926, 102 the lines in CC represent the ‘remains of a trope-like structure which is
preserved here more completely’ (‘Reste eines tropenartiges Gebildes, das hier vollstandiger
erhalten ist’); the lines are taken up in Ziolkowski 1994, 298 as a possible ‘Easter trope to
embellish [...] the gradual’, qualified in Lo Monaco 2009, 64. Another example of the poetic
imitation of liturgical chants is ‘Gloriam deo in excelsis hodie’ by Paulinus of Aquileia, analysed
in Llewellyn 2004.
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Example 2.1: A unit consisting of three or four lines whose musical structure is shaped A* [A*] A? B,
where A® utilizes an apertum ending modally and A a clausum
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cases, this leads into a final hexameter line beginning ‘Nobile nobilium’.
The result is a unit consisting of three or four lines whose musical structure

is shaped A® [A*] A B, where A® utilizes an apertum ending modally and

no - bi li

A a clausum (Example 2.1).
ably stable. The additional ‘Hec est. . .dies” line in the later manuscripts
could be taken as a sign of the success of the original conception behind the

unit as a whole. The Nevers manuscripts take this one step further and
create a second, three-line strophe of hexameters (segments 5, 6 and 7),

which uses the same melody as the first three-line strophe (segments 1,
3 and 4). Poetically, these new lines transform selected lines of the Venan-

tius Fortunatus poem into rhyming leonine hexameters.”” Given
the stability of this opening unit, there is little chance to prise open the

The transmission of segments 1 to 4, in both text and music, is remark-

transmission by means of chronology or cultural exchange.
No such stability is in evidence with segment 9, ‘Nostre quedam abiere’
(to leave the unicum segment 8 ‘Quid est hoc’ on one side). Transmitted

only in the CC and Nevers manuscripts, the text is related to the biblical
account from Luke’s Gospel of the discussion between the two disciples

and Christ on the road to Emmaus. Table 2.5 sets out the Bible text with

the two versions of segment 9b.
52 Line 39 ‘Salve festa dies, toto venerabilis aevo’ becomes ‘Ecce dies toto [toto dies in F-Pn
1at.9449] rutilat festivior anno’ (segment 5); 1.40 ‘Qua deus infernum vicit et astra tenet’
becomes ‘Qua deus omnipotens superata morte resurgens’ (segment 6); 1.73 ‘Solve catenatas
inferni carceris umbras’ possibly becomes ‘Traxit ab infernis captorum mille cavernis’.
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Table 2.5 Synoptic comparison of Luke 24 with Nostre quedem abiere
(segment 9b) in CC and Nevers

Luke, 24 CC Nevers

22. Sed et mulieres quaedam ex Nostre quedam abiere Namgque nostre abiere
nostris terruerunt nos

ante lucem fuerunt ad Sepulturam invisere ~ Atque Iesum invisere
monumentum

23. et non invento corpore eius
venerunt
dicentes se etiam visionem Celi cives illum vivum Celi cives dicunt
angelorum videsse
qui dicunt eum vivere Dicunt iam regnare [um vivum iam regnare
24. et abierunt quidam ex nostris
ad monumentum
et ita invenerunt sicut mulieres
dixerunt

Ziolkowski characterizes the text in the CC as ‘four rhythmic verses
(8p + 8p + 8p + 6p)’.”" The crucial difference with Nevers, however, would
seem to be the placement of the word ‘dicunt’ in the transition of the third
to the fourth lines: if syntax is followed, the lines would split 6p + 8p (‘The
heavenly citizens said/That He is now alive and reigns’), whereas a con-
tinuation of the 8p pattern from the first two lines would lead to a putative
enjambment (‘The heavenly citizens said that He/Is now alive and reigns’).
This may seem a minuscule difference, but if processes of textual aggrega-
tion are central for understanding the compilation of the CC it is incum-
bent to probe further how and why such choices may have come about.
Most obviously, it could be argued that the Nevers version of the text strays
further from the biblical and, more specifically, Lucan account. ‘Namque
nostre’ and ‘Atque Iesum’ in Nevers appear weak next to ‘Nostre quedam’
and ‘Sepulturam’ in the CC, although the reference to the experience of
meeting the risen Christ is more Johannine than the revelation triggered by
witnessing the empty tomb. Nevertheless, the sudden predilection for the
enclitic in Nevers is suspicious, and could be explained by the context of
‘Namque nostre’ within the earlier Nevers manuscript, F-Pn lat.9449,
which is contemporaneous to the CC.”* Here ‘Namque nostre’ follows on

> Ziolkowski 1994, 299.
** For a colour reproduction of the folio in question (including the famous illumination of the two
musicians) see http://gallica.bnf.fr/ark:/12148/btv1b8422992k/f76.item.
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directly from the twelfth and final distich of Salve festa dies, performed
with refrains. It seems, then, that the scribe of F-Pn lat.9449 had already
copied lines 33 and 34 of the Venantius Fortunatus poem which begin with
‘Namque’ and ‘Undique’. This casts new light on the structuring of the text
as 8p + 8p + 8p + 6p since Salve festa dies, with its elegiac distichs, operates
on the basis of a hexameter line followed by a pentameter line which could
be construed as a longer then slightly shorter line. Adding together the first
and last two lines of ‘Namque nostre’ (16p + 14p) produces this effect.
Moreover, this might explain the relative positioning of ‘dicunt’, which at
first glance appears to be closer to the Bible text and thus renders the
version in the CC at this point as the lectio difficilior. But the avoidance of
enjambment in F-Pn lat.9449 might be deliberate: it creates the illusion of
the metrical caesura in the pentameter, the second half of an elegiac distich
(‘Celi cives dicunt | illum vivum jam regnare’). Thus, the version of
‘Namque nostre’ in F-Pn 1at.9449 would appear secondary as a result of
being moulded on to Salve festa dies. This fusion was not a success: in the
later Nevers manuscript from the twelfth century, F-Pn n.alat.1235,
‘Namque nostre’ appears in a different position entirely, preceded by the
‘Hec est [...] dies’ unit.

An alternative explanation would regard ‘Namgque nostre’ in Nevers as
representing an original version and the collectors behind the CC pluckily
banging it into better rhythmical shape and trimming its text back more
closely to the biblical language. But these Canterbury collectors also
seemed to suffer from an urge for the elegiac since the segment copied
directly after ‘Nostre quedam’ in the CC was inspired by Venantius
Fortunatus: not a direct quotation from Salve festa dies, but an imitation
of a distich which poetically greets in an almost tautological manner the
feast-day, the Resurrection, and the Easter light. Scribe A had already
copied Salve festa dies into the CC earlier (as CC22) and, inspired by the
Easter subject matter, may well have decided to round off CC44 with a
more freshly minted formulation: the repetitions of ‘salve’, ‘ave’ and ‘vale’ —
the last two resulting in a rhymed pentameter — are reminiscent of the
acclamation in anaphora of the holy day in the opening ‘Hec est [...] dies’
unit. This would astutely provide a frame surrounding the inner segments
8 and 9 of CC44, which deal with the Emmaus and Tomb narratives, while
simultaneously charging the refrain function of the ‘Salve festa dies’ distich
with a new force. From the perspective of transmission, this newer ‘Salve
festa dies’ distich cannot be found in the Nevers manuscripts, either young
or old, but it does occur following on from ‘Hec est clara dies” in manu-
scripts from the twelfth century onwards in connection with the Office for
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Example 2.2: ‘Nostre quedam’ and ‘Salve sancta dies’ reconstructed from concordances
1 2 3 4 5 6 7 8 1 2 3 4 5 8
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the Circumcision.”” The displacement liturgically from Easter to Circum-
cision must have been a later phenomenon, but this does not mean that the
knowingly repetitious ‘Salve festa dies’ formulation originated in the CC as
the earliest witness. Perhaps the Canterbury scribe was, indeed, inspired
associatively by the musicality of the texts being joined together, although
the evidence from the melodic version of ‘Nostre quedam’ and ‘Salve
sancta dies’ as reconstructed from concordances is ambiguous
(see Example 2.2).

It is difficult to try and discern historical priority between the versions
from musical analysis: the melodic language, essentially syllabic and rem-
iniscent of antiphons, allows for flexibility in syntactic articulation. Thus in
the Nevers version the word ‘dicunt’ lands on the final D; there is no reason
why a modal articulation could not be made here. Indeed, the melody then
continues using a gesture already heard from 1.2 (‘atque Iesum invisere’)
except that this time a clausum ending on D is deployed, instead of an

5 As laid out in the materials collated by Wulf Arlt; see fn47 above.
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apertum on the lower second, C. Alternatively, the melody could articulate
the hypothetical melodic reconstruction of the text in the CC supremely
well in that the four-note gesture D-C-D-F on ‘Celi cives’ is then echoed on
E-D-F-G at ‘illum vivum’ before leading into a four-note stepwise descent —
heard previously on ‘abiere’ and imagined at ‘invisere’ — on ‘dicunt iam reg-
(nare)’. Thus the last two lines could be articulated after six syllables at
‘dicunt’” in Nevers, after eight syllables at ‘vivum’ in the CC or else without
articulation as a single, long line of fourteen syllables. The flexibility is a
facet of performance, not notation. This also seems to inform the musical
dovetailing of the following segment, ‘Salve festa dies’, which circles around
F and rises to a before falling to E which proves to be the final. The shift
from mode 2 to mode 4 pragmatically re-designates certain pitches and
demonstrates, again, how performance can convincingly paper over theor-
etical cracks. It is, therefore, no wonder that this flexibility also manifests
itself in material form in the CC through the use of punctuation: the catchy
rhythm and rhyme of ‘Nostre quedam’ is actually read by the insertion of
punctus marks as two long lines, rather than four shorter ones; and,
alternatively, the long line of ‘Salve festa dies’ is actually broken down into
two by a mark after ‘dies’.”

If the glue holding together the constituent elements of CC44 does not
appear to be of an aesthetic consistency, the prime motivation behind the
concoction would appear to be functional: Guido Maria Dreves noted in
his edition of ‘Nostre quedam’ in Analecta hymnica that the text came
‘presumably from an Easter play’, a viewpoint taken up by subsequent
scholars.”” This was an inspired intuition since none of the concordant
manuscripts reveal such a function for the text which otherwise appears
either in a processional context for Easter (Nevers) or else in connection
with the excessive festivities for the Office of the Circumcision (Sens,
Beauvais, Le Puy). Nevertheless, the question-and-answer format of the
unicum segment in CC beginning ‘Quid est hoc?’ coupled with change
between second (‘in vestro manet pectore [...] ducitis animum’) and first
person plural (‘manet in nos mors eius’) inevitably calls to mind the ‘Quem

%% This can be clearly seen in the photographic reproduction of folio 441v in Breul 1915, and Lo
Monaco 2009, 238 actually edits ‘Nostre quedam’ like this (but without the helpful punctuation
marks around the dialogue in Ziolkowski 1994, 122-3). In CC22, Salve festa dies, none of the
lines is broken up into two in this way (Breul 1915, plates 437v-438r).

7 “Vermutlich aus einem Osterspiel’, Dreves AH 50:80 in the critical apparatus to his edition of
Salve festa dies, taken up by Strecker 1926, 102; Ziolkowski 1994, 298, ‘this song, which is partly
dramatic’; and Lo Monaco 2009, 64, ‘molto probabilmente anche CC 44 doveva avere. . .una
recitazione drammatica’.
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quaeritis?’ dialogue between the heavenly messengers and followers of
Christ at the tomb on Easter Sunday, which assumed a number of forms
and positions within the medieval liturgy.”® The success of such ritualized
dialogues led to newer compositions on other topics, such as the peregrinus
play relating the story of disciples on the road to Emmaus.’” In the case of
‘Quid est hoc’ in the CC, however, the scholarly critique has been
withering. Strecker bemoaned the fact that the wording of the text was
‘difficult to understand” whereas Spanke caustically characterized the Lati-
nity as ‘barbaric’ and ‘feral’.®® Could this, too, have been the work of the
notorious “Zudichter’, the ‘bypoet’ who composed additional segments of
text in the CC to supplement what was before him? According to Spanke,
he was responsible for the additional versicle 3¢ in the sequence CC14
which languished in the critical apparatus of the earlier editions until
Ziolkowski restored it as CCl14a.”" Admittedly, the Latinity of the inter-
polated sequence versicle is far superior to the halting dialogue of ‘Quid est
hoc?’, although, as Ziolkowski lucidly notes in his edition, there is some
attempt to organize the prose of the latter poetically in the approximately
equal line-lengths between question and answer and the prominent place-
ment of ‘dure’ as the affective, rhyming heart of both. Moreover, both the
additional versicle 3a in CC14 and ‘Quid est hoc?” make recourse to
Biblical language. What then ultimately saves ‘Quid est hoc?” and its
apparently execrable Latinity from being relegated to the critical apparatus,
from being quarantined as CC44a? The simple answer would be the
difference in form between a sequence and a trope. But this would presup-
pose a difference between the ‘Zudichter’ of the sequence and the “Tropa-
tor’.’” The results might vary in quality between the Kunstprosa of a
sequence and the readier tropes and, of course, proems, but the urge to
aggregate, supplement, and comment is surely the same.”” Moreover, there
is no reason necessarily in this case to make a “Troubadour’ out of the

*% The literature on ‘Quem quaeritis’ is vast; for the latest study see Rankin 2008.

See Mahone 1977. Her manuscripts begin in the twelfth century with Beauvais; the ritual
dialogues comprise a liturgical ‘compilation’ of antiphons rather than new compositions and
there are no concordances with the CC.

60" Strecker 1926, 102, ‘Der Wortlaut ist schwer verstindlich’ and Spanke 1942, 123, ‘barbarisches
Latein” and 124, ‘verwildertes Latein’.

For the reference to the “Zudichter’ see Spanke 1942, 115 and the edition of CCl4a in
Ziolkowski 1994, 68-9.

The reference to the ‘“Tropator’ and its putative etymological connection to ‘Trobador’ can be
found in Spanke 1942, 124.

The crucial term ‘aggregate’ is used in the typological description of poetic collections framed in
Sannelli 2005.
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‘“Tropator’ since another explanation for the enigmatic Latinity of ‘Quid est
hoc?’ presents itself; namely, that the text was meant to be enigmatic.
Included in the earlier sections of GB-Cu Gg.V.35 are a series of Enigmata
or ‘riddles’ by Eusebius, Tatwine, Boniface, Simphosius and Aldhelm in
whose copying scribe A participated. These supplied ideal materials for
classroom teaching, as testified to by the frequent glosses in GB-Cu Gg.
V.35. The connection between riddles and Easter plays celebrating the
Resurrection is the staged acquisition of knowledge, through revelation, in
the form of a dialogue.

The CC as a whole present a panoply of dialogues. Moreover, these
dialogues manifest themselves across a dazzling diversity in both content
and form and could thus be considered key to a fresh appreciation of the
collection.”* Across the parchment leaves of the CC Archbishop Heriger
and the false man, the humble Swabian and his wanton wife, Abba John
and his taller companion, Christ and Cleophas on the road to Emmaus
each debate a single moral quandary and thus furnish plentiful materials
for the contemplation of exempla or even for role-playing exercises. Even
when the passages of direct speech are not clothed in dialogue form but are
monologues — such as certain excerpts from the Classics (Vergil, Statius)
and, by extrapolation, Boethius’ first-person metrum opening the De con-
solatione philosophiae — an audience is implied, if only by the passionate
and pathos-laden content of the texts. Beyond content, the dialogical
quality of the CC infuses an appreciation of form: in the strophe-
antistrophe form of the sequence; in the amplificatory function of a
trope; or in the introductory scene-setting of a proem. Moreover,
performance indications such as cue words for refrains or imperative
forms of words (‘cane’, ‘pange’, and so on) suggest the interaction between
different groups or protagonists. Finally, there is a conscious dialogue
between old and new - including with the materials from the earlier
sections of GB-Cu Gg.V.35 — whereby older texts can be taken up and
transformed in some way: a dialogue between textual aggregation and
performative appropriation.®”

An appreciation of the richness of tradition and continuity between old
and new marked out Benedictine culture in the Middle Ages. Morality - or

© See, however, the question of reciprocity addressed in Bayless 2005.

% Indeed, this process of transformation even forms part of the opening lines of CC42: ‘In the
deeds of the early fathers I read a certain amusing story. . .that I will tell you in rhythmic poem,’
(‘In gestis partum veterum quoddam legi ridiculum. . .quod vobis dicam rithmice’) in
Ziolkowski 1994, 118-19.
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the concern for and cultivation of right living — underpinned the daily life
of the community. This is reflected in the contents of GB-Cu Gg.V.35 with
writings on sobriety by Milo and on virginity by Aldhelm as well as in the
poem by Columban on the ‘observation of good morals’. However, moral-
ity was not only a matter of contents, but also a matter of form and
performance. The dialogue form provided just such an arena for explor-
ation of these issues, as did performance. In a text compiled by Lanfranc,
archbishop of Canterbury, after the Norman Conquest, the singer who
‘falls by the wayside’ and ‘deviates’ in the performance of a chant is to be
led back on to ‘the path’.°° The individual charged with carrying out this
musical and moral task ‘with foresight and preparedness’ is the cantor.
Only a couple of decades earlier in the CC, the character of the cantor is
constructed before our eyes in the proem Caute cane, cantor care
(CC 30).°” An earlier attempt at such a construction at the end of Gratu-
lemur omnis caro (CCl1, thus Caute cane, caute cane as CC1A) had been
aborted after a few words, but in an alliterative string of words commen-
cing with the letter °C’, the cantor gradually comes to life in CC30. He
should exercise caution or prudence, but is dearly cherished by the com-
munity. Above all, he should ‘take the right path’: right living and right
performance go hand-in-hand in a text whose dialogical ambition is
realized through accumulation, aggregation and association. In many ways,
CC30 stands for the CC as a whole. Perhaps a later reader of this enlight-
ening manuscript grasped the value of this one, small text, because at some
point an individual entered a ruffed manicula above it, not finger-wagging
in a moralistic manner, but pointing to the creative achievements of
Benedictine culture.

 Knowles 1951, 118, ‘ne eueniat neglegentia in quocunque obsequio’ and ‘si quis [. ..] iam bene
incepto aliquo modo deuiauerit, ipse [the cantor] debet esse prouisus atque paratus’.

7 Famous since every word in the poem begins with the letter ‘C’, just like the earlier poem in GB-
Cu Gg.V.35 by Hucbald which praises baldness; see Ziolkowski 1994, 98-9 for an edition of the
text and 264-7 for the commentary.
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3 Across divides: Aquitaine’s new song and
London, British Library, Additional 36881

RACHEL MAY GOLDEN

The medieval manuscript London, British Library, Additional 36881
(hereafter GB-Lbl Add.36881) is a small, personal collection of twelfth-
century Aquitanian song, one that preserves contemporaneous cultural
expressions, new song forms, and traces of living performance. Featuring
the new versus genre, the manuscript is known as a versarium, a twelfth-
century term that persists in modern scholarship.' As such, GB-Lbl
Add.36881 shares characteristics and repertory with three other Aquitanian
versaria: F-Pn lat.1139, F-Pn lat.3545, and F-Pn lat.3719, respectively.
Although GB-Lbl Add.36881 did not circulate with these other manu-
scripts, it maintains close relationships with them, exhibiting song
concordances, likenesses in musical style, related literary themes, and
the imprint of a similar monastic milieu.

The Aquitanian versus, newly cultivated in twelfth-century Occitania,
feature Latin, rhymed, accentual, and strophic poetry, set to both mono-
phonic and two-part polyphonic music. They reflect a preoccupation with
the newly budding cult of the Virgin Mary: many versus contemplate and
explore new ideas about theologies surrounding Mary, and her relationship
to Christ - as mother, as bride, as mediatrix, and others - in a time
when these roles were being reinterpreted. The pieces also present some
ambiguities surrounding liturgical function, and they dynamically interact
with their surrounding secular context.

But the contents and origins of the manuscripts that collect these versus
prove more diverse than the phrase ‘Aquitanian versaria’ might imply.
The versaria are not single entities, but rather comprise smaller manuscript
books or libelli. While named for the preponderance of versus they contain,
the manuscripts incorporate other genres too, often comparatively neg-
lected in contemporary scholarship, such as Mass Ordinary tropes, Mass
and Office proses, freestanding prayers, epistles, and liturgical drama.
Featuring both polyphony and monophony, the versaria retain some of
the earliest known examples of Western practical polyphony, representing

! Grier 1990, 6; Chailley 1960, 260-1.
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sung liturgical and paraliturgical usages rather than purely theoretical
examples. These pieces include instances of organal lines added to a
pre-existing cantus, as well as two-voice settings in which both voices were
newly composed. They also employ innovative polyphonic techniques,
integrating both florid and discant styles. Collectively the versaria span
the entirety of the twelfth century. With GB-Lbl Add.36881 falling at
the latter end, it is the youngest of the group.

GB-Lbl Add.36881 reveals an awareness of text-music relationships
typical of the new song genres of twelfth-century Occitania. The manuscript
indicates the close integration of monophonic and polyphonic composition,
resisting the sharp divide between monophony and polyphony often adopted
by evolutionary models of music history. Further, GB-Lbl Add.36881 attests
to the self-conscious cultivation of a novel polyphonic style, crossovers
between secular and sacred spheres, and monastic musings on creative
theologies, the Virgin Mary, and the meaning of Christmas miracles.

Originally held at the medieval library of the Abbey of St Martial under
the connoisseurship of its head librarian, Bernard Itier (1163-1225),
the three Paris versaria were sold to the Bibliothéque nationale (then the
Bibliothéque du roi) in the eighteenth century. GB-Lbl Add.36881, in
contrast, did not pass through Bernard’s collection, and little is known of
its history until the British Museum purchased it in 1904 GB-Lbl
Add.36881 carries some old but uninformative shelfmarks that bear witness
to stages of its journey prior to its purchase by the British Museum from one
P. Birb.” Although Bruno Stiblein speculated that the manuscript derived
from the Franco-Spanish border region, perhaps near Apt or Catalonia,
more recent scholars trace the manuscript simply to Aquitaine or a nearby
Occitanian province." Similarly, earlier scholarship that posited St Martial
as the specific musical centre of the Aquitanian versus (based on the presence
of the versaria there) has since unravelled, as has the related notion of a
‘St Martial school’ of composition.” Sarah Fuller has instead repositioned
the repertory as a less centralized and more broadly based Aquitanian body
of music.”

Owing to a traditionally teleological tendency in musicology to emphasize
Notre-Dame polyphony as the culminating compositional achievement of

* Grier 1990, 48-9.

* Ibid; see also the images via www.diamm.ac.uk/jsp/Descriptions?op=SOURCE&source
Key=919 (login required).

* Stablein 1963, 344-6.

> See, for example, Spanke 1928-32; Dronke 1968, 288-94. ¢ Fuller 1979.
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the high Middle Ages, Aquitanian manuscripts have often been neglected
or misrepresented. Early scholarship on GB-Lbl Add.36881 and related
versaria reinforced a divide between monophony and polyphony,
although they appear side-by-side in the same manuscripts. Two import-
ant dissertations were organized along these lines. Fuller’s treatment of
the versaria dealt exclusively with its polyphony, providing codicological
source studies and establishing score editions.” On the other hand, Leo
Treitler’s work on the same manuscripts focused solely on monophony
and especially treated melodic constructions.” While both scholars dealt
with interactions between formal poetic structure and musical structure,
neither, notably, discussed textual meaning. Since then, Treitler, Marga-
ret Switten, James Grier, and others have more strongly stressed semantic
content as an important consideration in understanding the versus, its
significance and meaning.’

Along with Fuller’s dissertation, three published editions present the
polyphony: those of Bryan Gillingham, Theodore Karp, and Hendrik Van
der Werf.'° As evinced by their titles and contents, these editions treat the
two-part works as a discrete subdivision of the Aquitanian repertory, not as
part of an integrated whole that includes monophony. Karp further posited
a sharp melodic and rhythmic differentiation between the polyphonic
versus and the chant repertory. Focusing on contrapuntal combinations,
notational patterns and performance-based perspectives, Karp unusually
rendered the Aquitanian square notation in patterned rhythmic modes
similar to those used in Notre-Dame organum. Most scholars, however,
transcribe the polyphony in freer rhythms, as Fuller does, and my own
transcriptions in the examples below follow this convention. Roughly
contemporaneous with Karp’s publication, Van der Werf offered an edi-
tion of Aquitanian polyphony with a more theoretical, rather than prac-
tical, bent, closer to a diplomatic transcription.

Grier’s contributions to the scholarship are significant, offering an
understanding of the codicological and stemmatic features of the versaria
and meaningfully positioning the works in the context of monastic
devotion in Aquitaine.'" The latter strain of work has been particularly
influential on my own research, which deals with the versus as monastic

7 Fuller 1969. 8 Treitler 1967.

® Treitler 1995; Grier 1994; Switten 1999. See also Golden Carlson 2003.

10 Gillingham 1984; Karp 1992; Van der Werf 1993; see also Crocker 1994 and Karp 1999.
' See especially Grier 1985; Grier 1988; Grier 1990; Grier 1992; and Grier 1994.
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inspiration, theological exploration, and instances of devotion to the Virgin
within the context of the twelfth-century Marian cult.

The history of the versus proves intertwined with that of the Abbey of
St Martial in Limoges. Even though GB-Lbl Add.36881 was not collected
there, its contents reflect the same environment, and many pieces it
contains concord with the Paris manuscripts once housed at St Martial.
This Benedictine abbey enjoyed a rich musical culture that included tropes,
sequentiae, and proses, as well as Office and Mass Liturgies for St Martial.
In the eleventh century, following substantial financial losses, the abbey
was sold to Cluny, which significantly affected musical activities. The
conservative Cluniac liturgy favoured straightforward psalmody, devoid
of ornamentation or liturgical embellishment; accordingly, office manu-
scripts indicate that the abbey’s liturgical individuality was suppressed
under Cluny, since unique components of eleventh-century St Martial
offices subsequently disappear.'” Likewise, production of sequences and
tropes at St Martial significantly decreased as Cluny approved only of
melodic elaborations of the Alleluia as liturgical ornamentation.” Given
these liturgical constraints, James Grier suggests that the versus was
‘fulfilling a need, felt by both composer and listener, for a less formal
medium in which to express ideas about the faith that they shared. [The]
need to communicate about the substance of Christianity had outgrown
the restrictions of the liturgy’.'* Grier further submits that the primary
motivation for versus composition and use was personal contemplation on
the part of monks who were ‘so pious [...] that [they] used their leisure
time to create, perform, and listen to sacred songs of an informal nature’."”

This monastic environment animated the versus repertory and its
integration with the twelfth-century Marian cult.'® Versus in GB-Lbl
Add.36881 frequently express Marian devotion by referencing contempor-
aneous reinterpretations of the Song of Songs as pioneered by twelfth-
century monks and theologians, including Honorius Augustoduensis,
Rupert of Deutz, and Bernard of Clairvaux.'” Theologically, the versaria’s
focus on Mary’s virginity and her role in Christ’s Incarnation honours
Mary as a vehicle for Christ’s materiality, a force of physical and spiritual
strength against demons and heathen enemies. In so doing, versus stress
Mary’s unaltered chastity and innocence, vividly depicting these ideas

12 Grier 2000; Golden Carlson 2003, 530-1.

13 Fassler 1993, 114-15; Grier 1994; Golden Carlson 2003, 30-31.

* Grier 1994, 1069. ' Grier 1994, 1047.

' Golden Carlson 2000, 9-21 and passim; Golden Carlson 2006. 17 Fulton 2002, 351-404.
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through reference to biblical allegories of flowering purity, including
Gideon’s fleece, Daniel’s mountain, the burning bush of Exodus, and
Jesse’s rod."®

Free lyrical use of biblical motifs in the creation of the versus resonates
with the practice of active reading known as lectio divina, by which monks
internalized Scripture and incorporated it into their beings.'” Monastic
reading entailed not only looking with the eyes, but also pronouncing
with the lips and listening to the articulated words with the ears, engaging
multiple senses. In this way, reading is akin to meditatio, which, through
contemplation of Scripture, combines speaking, thinking, and remember-
ing as three aspects of the same activity in which one ‘pronounce[s]
the sacred words in order to retain them’.”” The frequently employed
and creatively recombined biblical themes in the versus represent mani-
festations of internalized Scripture; they substantiate the active practice
of medieval ars memoria and some of its implications for music making.”'

The pieces contained in the Aquitanian versaria are contemporary with,
and arose in the same regions as, the troubadour culture of Occitania.
The two genres enacted common interests, not only in their kindred
adoption of large-scale formal structures and poetic themes, but also in
their reflection of Occitanian cultural context and the aesthetics of new
song composition.”” Both genres express intense personal devotions or
desires with a strong sense of self-reflection, self-consciousness, and new
intellectual exploration, all qualities consistent with twelfth-century
notions of individuality and subjectivity.”’ Further, both genres often
articulate devotion to a feminine beloved.

Notably, both versus and troubadour song emblemize a kind of ‘new
song’ or nova cantica, a phrase employed by Wulf Arlt in reference to
the Aquitanian versus.”* These new songs contrasted with older liturgical
works such as hymns, sequences, and liturgical tropes by employing
language in an integrally new way, featuring poetic texts with rhymed
and syllabic accentual structures. Further, their music corresponded in
kind, with ‘balanced phrase structures and regular cadence patterns’ that

¥ Golden Carlson 2000, 76-146. ' Golden Carlson 2003, especially 531-8.

% LeClercq 1982, 15-16.

2! Important discussions of this topic include Carruthers 2008 and Busse Berger 2005.

Studies on relationships between troubadours and versus include Spanke 1936; Chailley 1955;
Treitler 1995. An extensive bibliography of such studies is given in Switten 2007, 92n2.

Grier 1994; Golden Carlson 2003. On the troubadours see, for example, Kay 1990;

Peraino 2011.

> Arlt 19865 Arlt 1992,

22

23
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reflected the text and was conceived concurrently with it.”” Fuller charac-
terized versus poetry as ‘poesia per musica’ that was ‘evidently conceived
from the beginning as song’.”® While the troubadours accomplished this
unity between text and music in the Occitan vernacular, versus explored
similar possibilities in Latin. Margaret Switten notes, ‘in a larger sense, the
term “New Song” can be used to refer to the immensely creative outburst
of song-making in Europe in the early twelfth century’.”’

Intermittently, French and Latin languages even occur in combination
within single versus or troubadour songs. Such cross-fertilization of Latin
and vernacular language, and sacred and secular themes, rests at the very
origins of new song. Many troubadours were steeped in learned Latin culture
and Christian institutions; their work relied on Latin models, and even
occasionally, as in Marcabru’s Pax in nomine domini, contains insertion
of Latin language. Conversely, the versus repertory incorporates elements
of Occitan language, particularly in the earliest versaria. For example, the
versus O maria deu maire (F-Pn lat.1139, f£49r-50r)”° employs Occitan
rather than Latin in its entirety, and In hoc anni circulo (F-Pn lat.1139,
ff.48r-49r)*” alternates Latin and Occitan throughout. Such fluidity is also
evident in the lives of troubadours, who crossed from the courtly arena
into the monasteries, as did Bertran de Born and Folquet de Marseilles.*

An examination of the twelfth-century versaria reveals mingling between
oral and written transmissions. Falling at the late end of this temporal
spectrum, GB-Lbl Add.36881 exhibits a greater concern for textual culture
than earlier versaria. As Grier remarks, ‘scribes were gradually increasing the
specificity of that notation [the musical notation found in Aquitanian
versaria], and thus were moving continually towards a literate tradition,
a transition not fully achieved in the youngest manuscript witnesses of the
repertory at the end of the twelfth century’.”’ This increased musical literacy
is evident in regular use of clefs, indications of text-music alignment, and
score notation that prescribes specific pitch locations and the polyphonic
relationship between the voices.

Yet memory and orality also persist in GB-Lbl Add.36881. The small
size of the manuscript precludes the possibility that it was used as a reading
score during the moment of performance itself.’”” Rather, like many

25 Switten 1999, 141. 2 Fuller 1969, 1:10.  *’ Switten 2007, 93.

28 http://gallica.bnf.fr/ark:/12148/btv1b6000946s/f105.image.

2 http://gallica.bnf.fr/ark:/12148/btv1b6000946s/f103.image.

30 See, for example, Schulman 2001; Paden, Sankovitch, and Stiblein 1986, 24-8.
> Grier 1990,21.  ** Tbid;; Treitler 1981.
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medieval manuscripts, it must have functioned as a reference, and there-
fore represents only one of a complex set of tools employed in musical
memory and singing. Yet, as discussed below, its role as a reference does
not preclude its applicability to performance. On the contrary, markings in
the manuscript suggest that it served practical purposes, such as clarifying
voice coordination and phrasing.

The variations in concordant works among the versaria also speak to
the continued importance of orality and the agency of the singer as he
engaged in the act of performance. Grier describes the ‘musical texts’ of the
versus as being in ‘a constant state of change’, with each individual copy
of a song representing an individual ‘aesthetic and musical sense’ with
a ‘personal repertory of variants’.”” Importantly, this situation parallels the
transmission of the interrelated troubadour repertory. Circulating orally
over the twelfth century, troubadour songs were committed to writing and
musical notation only in the late thirteenth century in locations across
Occitania, northern France, and Italy. The variable and collaborative acts
of composition, copying, and performance (among composers, performers,
and scribes) that characterized the repertory therefore involved a funda-
mental changeability, re-creation, or mouvance. This aesthetic is reflected
in a spirit of improvisation and collective composition; aspects of spontan-
eity and variability emerge in various nuances of writing and of melodic
and textual difference among multiple versions of troubadour chansons.™

Like the other Aquitanian versaria, GB-Lbl Add.36881 is a composite
manuscript. It contains two libelli, referred to in scholarly literature as
DI and DII (by Fuller) or as 36881a and 36881b (by Grier). The two are
copied by different scribes, but demonstrate similarities in layout and
in format and likely emerged from the same, or nearby, scriptoriums
in close temporal proximity to one another. The dating of GB-Lbl
Add.36881 as relatively late — to the end of twelfth century or ¢.1200 -
is based on several features of the manuscript’s presentation. Fuller has
noted GB-Lbl Add.36881’s compressed hand, frequent use of textual
abbreviations, and vertical strokes found on individual letters.”> While
GB-Lbl Add.36881 preserves monophonic song, another aspect of its
lateness is its particular interest in polyphonic settings: its musical nota-
tion carefully directs the relationship between the two voices by arranging
them into generously spaced vertical alignment (score notation), and

* Grier 1988, 410.
34 See, for example, Van der Werf 1972, 26-34; Van Vleck 1991, especially 71-90; Zumthor 1992.
3 Fuller 1979, 20.



Across divides: Aquitaine’s new song

using vertical strokes to further guide how upper and lower parts fit
together. Further, the note shapes of both voices are comparatively
uniform and legible, square or oblong in shape and carefully heighted
in relation to the C and F clefs.

GB-Lbl Add.36881 proffers a modest, personal collection of favourite
pieces.” Tt is the smallest of the Aquitanian versaria, comprising only
twenty-four folios, and humble in its physical dimensions, measuring
16cm x 10.5cm.”” Uniquely among the Aquitanian versaria, GB-Lbl
Add.36881 contains only lyric-musical items, no prose pieces such as
sermons, tracts, or letters. These contents further intimate that GB-Lbl
Add.36881 resulted from a mindful cultivation of a musical identity; the
manuscript asserts an apparent self-consciousness as a songbook.

This emphasis on musical settings is reinforced by the manuscript
layout, evidently devised to expedite the reading and writing of the musical
notation: the layout of the polyphony is standardized, even across the
two libelli, with a regularly sized page frame and consistently ruled dry
point lines. These techniques, along with the unique score notation
employed, should be understood as new scribal technologies designed for
the repertory at hand: as Elizabeth Aubrey writes, ‘scribes of the thirteenth
century were caught among several musical traditions (plainchant, courtly
monophony, sacred and secular polyphony), and they had to struggle to
develop notations appropriate to each’.”” Likewise, the manuscript features
polyphonic pieces and intricate polyphonic techniques. Indeed, GB-Lbl
Add.36881 preserves a larger preponderance of polyphony than earlier
manuscripts, witnessing the increasing popularity of practical polyphony
over the course of the twelfth century.

In addition, the polyphonies of GB-Lbl Add.36881 demonstrate an
inventive and distinctive style of discant polyphony, one that employs
pronounced contrary motion between the voices, sequences, palindromic
gestures, symmetrical or mirroring motion, and voice exchange.”” On the
basis of these features, Treitler described GB-Lbl Add.36881 as typified by
the ‘spirit [...] of the magic square and the palindrome’, displaying the
‘greatest preference for symmetry’ in its counterpoint among the ver-

saria.*’

These characteristics are not typical of the earliest Aquitanian
polyphonies, which are freer in form, often with a more loosely conceived,

quasi-improvisatory florid style. According to Jens Bonderup, the budding

* See Grier 1990, 56.  *7 Gillingham 1987, iv. ~ *® Aubrey 1993, 2357.
3 See Golden Carlson 2006, 637-8; Golden Carlson 2000, 44-7; Fuller 1969, 1:295-309.
40 Treitler 1964, 38.
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discant style such as that found in GB-Lbl Add.36881 was marked by its
incorporation of ‘progressive elements’."'

The first libellus (hereafter DI) of the manuscript comprises ff.1r-16v.
DI features well-circulated musical works, with 61 per cent of the compos-
itions concordant with other versaria.”* A number of works too appear in
contemporary song manuscripts such as the Madrid Tropers (E-Mn 288
and E-Mn 289, both from Sicily), F-Pn lat.1120 (a St Martial troper-proser
in Aquitanian notation), and F-Pn lat.778 (a twelfth-century troper-proser

from Narbonne), among others.*?

DI contains versus, tropes of the
Sanctus, two Latin rondeau songs and Benedicamus Domino versus set-
tings. Strictly defined, the latter pieces are tropes of the dismissal formula
for the divine office, ‘Benedicamus Domino Deo gratias’. Fuller, however,
calls these pieces Benedicamus versus rather than Benedicamus tropes
because in music and text the Benedicamus Domino settings correspond
closely with the ordinary versus that feature freely composed texts."*
Benedicamus Domino versus occasionally carry the rubric Benedicamus,
but mostly convey no distinguishing markings from other versus in the
manuscripts, as is the case in GB-Lbl Add.36881.

This last point reinforces the fluid paraliturgical and liturgical functions
of sacred versus within the liturgy. Versus exist alongside tropes of litur-
gical genres, such as, in DI, of the Sanctus and the Benedicamus Domino;
pieces of differing genres are infrequently distinguished from one another.
The similarity in style between ordinary versus and Benedicamus Domino
versus further suggests blurring between liturgy, paraliturgy, and devotion.
Along similar lines, Gillingham has argued for functional mutability at the
core of the Aquitanian versus (some of which he refers to as conductus),
positing that they arise from a ‘natural creative penchant for hybridization’,
drawing on hymns, sequences, and twelfth-century polyphonic trends.*”
Additionally demonstrating synthesis between Latin and vernacular
genres, DI contains two Latin rondeaux on f.16v, Ave mater salvatoris
(discussed further below) and Virga floruit/Virgo deum.

The scribe of DI organized its contents by number of voices: pieces
for two voices appear first on ff.1r-13v. Fuller cites this organization
by number of voice parts, soon to become a predominant manner of
organizing music manuscripts, as an important shift in conceptualizing

! Bonderup 1982, 26. 2 Grier 1988, 262.
43 See Fuller 1969, 2:399-402, for a catalogue of pieces and concordances.
* Fuller 1969, 1:22-5.  * Gillingham 1991, 66-9.
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the arrangement of musical texts.*

Some of DI's polyphonic works are
re-settings of versus that appear in monophonic dress in earlier versaria.
These adaptations reflect the late-twelfth-century vogue for polyphony and
the high medieval tastes for elaboration, additive processes, and reuse
of pre-existing melody. Further, versus recast as polyphony locate the
‘newness’ of some song in the process of revision and reinterpretation,
rather than solely in the creation of new melodic foundations. The act of
transformation involved in such adaptation recalls the parallel to the
troubadour concept of mouvance.

Between DI and the second libellus (hereafter DII), an unknown number
of folios are missing: the final piece of DI is incomplete at its end, while the
first piece of DII is incomplete at its beginning."” DII comprises ff.17r-24v
and contains versus, Benedicamus Domino versus, a partial prose, and a
prayer to St Nicholas (Ora pro nobis Sancte Nicholas) for two voices."’
Once again, polyphonic pieces precede monophonic ones, an organization
that highlights the polyphonic works.

Several pieces at the end of DII were entered with text only, with no
space allotted for music. These pieces appear intermixed among the
monophonic versus that do have preserved melodies. The melodic omis-
sions occur only in the monophonic section of the book, further establish-
ing the scribe’s particular emphasis on polyphonic pieces, whose musical
settings he renders completely and often meticulously. To my knowledge
these unnotated pieces are unica, but perhaps their melodies were well
enough known or sufficiently remembered at the time of their copying
to render their notation unnecessary.

For instance, the unnotated piece Letetur orbis hodie (a Benedicamus
Domino versus) features twelve lines of text, with each odd line ending in
the refrain ‘Fulget dies’, and each even line ending in ‘Fulget dies ista’. The
manuscript transmits the text of this song as heavily abbreviated, perhaps
indicating that the song enjoyed enough currency to be known to its likely
readers with only minimal cues; closely written, it fills out only six tightly
spaced lines on ff.23r-23v."” One can imagine that this song, with a readily

*¢ Fuller 1979, 23. ¥ Grier 1990, 49-50.

¥ Nicholas and Mary Magdalene are important secondary figures of devotion in the versus; their
presence in these pieces suggests possibilities for locating more specifically the provenance of
the versaria and may support further inquiry into regional Occitanian spiritual practices; see
Grier 1990, 53-5.

*> Images via DIAMM (login required): http://www.diamm.ac.uk/jsp/AnnotationManager?
imageKey=40658 and http://www.diamm.ac.uk/jsp/AnnotationManager?
imageKey=40659.
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memorable text that relied on repetition, likewise carried a melody that
lodged easily in the memory. Bruno Nettl emphasized repetitive elements,
or ‘recurring musical events or signposts’, as key characteristics that ‘hold
an orally transmitted piece intact’ in the memory.”’ Memory indeed held
a central role in performance, especially in monophony, again replicating
the situation in troubadour song, of which Aubrey reminds us: ‘singers
[of troubadour song] continued to sing from memory. Writing during that
period [the twelfth and thirteenth centuries] served the function mainly of
collecting and preserving the songs’.”’

Following the final versus entered in DII - the short, notated, Eya pueri,
a Benedicamus Domino versus, copied on f.24r - a full page of text follows
on f.24v, carrying no musical notation and entered in an apparently later
hand.” A unique inclusion within the libelli, this page presents a collection
of short devotional texts, often in heavily abbreviated Latin. Its appearance
and contents of the page correspond with presentations of medieval
Christian charms found outside of the versus corpus.

This folio features frequent signs of the cross, a performative cue
often included in medieval charm manuscripts that likely prompted readers
of the book to make the sign of the cross on their own body.” A litany of holy
figures, including the four evangelists and several Greek saints, specifically
invokes the efficacy of these intercessors. Interspersed among these, one finds
the Lord’s Prayer, the apostolic blessing, and other similar benedictions, often
truncated to only the first letter of each word. Among the prayers too is found
a charm for eyes entitled Ad maculum de oculo, in keeping with the medicinal
and bodily function that medieval Christian charms often performed.”*

Like the versus, charms were sonic and performative expressions of
private devotion. Lea Olsan explains that ‘charms are unique in that
performance is typically private; the audience is often only one person’.”
In this respect, the inclusion of charms in GB-Lbl Add.36881 reinforces its
identity as a personal songbook. Further, it supports the interplay between
orality and writing already inherent in the versus sections of the book.

0 Nettl 1981,140.  >' Aubrey 1993, 2365.
2 Images via DIAMM (login required): http://www.diamm.ac.uk/jsp/ AnnotationManager?
imageKey=40660 and http://www.diamm.ac.uk/jsp/AnnotationManager?
imageKey=40661.

> Paden and Paden 2010, 314.

>* Lea Olsan records and discusses a charm for cure of the eyes entitled “Ad oculi maculam,” in
the fourteenth-century GB-Lbl Royal 12.B.XXV, although its contents are different from the
version in GB-Lbl Add.36881; see Olsan 1989, 124-5.

35 Qlsan 1992, 134.
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Olsan emphasizes the orality of charms, and their interaction with text,
memory, and performance: ‘some charms [. . .] seem to have been recorded
from aural memory, and others, although neatly textualized, are clearly
meant to be performed orally’, adding that ‘charms, in fact, live only in
performance’.”® Although the charms carry no musical melodies, they
functioned and gained efficacy as sonic entities or as sung-recited texts,
as the root word ‘carmen’ indicates: ‘Carmen [. ..] in classical Latin meant,
among other things, “a solemn ritual utterance, usually sung or chanted in
a metrical form”. [...] The word denoted [...] a religious hymn, or [...] a
magical chant, spell, or incantation. [...] These words carry associations
with magic due to the implications of chanting or incanting’.”” In fact,
many relied upon their sound patterns, such as alliteration, short units of
meaning, repeating names of saints and apostles, and even on nonsense
syllables.”® This association between chant, charm, and song may have
inspired the addition of this page of charms to the songbook.

An additional three leaves, ff.25-7, follow; these final folios are smaller
in size than those of the main libelli and represent a tradition disconnected
from the versarium portion of the manuscript. They transmit the sequence
Planctus ante nescia, a lament of Mary at the foot of the Cross. Attributed
to Godfrey of St Victor, this piece is known from its version in Carmina
Burana and survives in over twenty manuscripts.” The melody found
in GB-Lbl Add.36881 adopts northern French notation on a four-line
staff and differs in melodic detail from other known versions.”’ Likely, the
rhymed poetry, syllabic melodic setting, and Marian content of this piece
encouraged its binding with this versarium, which features Marian devo-
tion, personal prayer, and rhymed poetic song. Its insertion into GB-Lbl
Add.36881 as an addendum typifies the placement of the song in other
manuscripts too: Charles Brewer notes that this planctus normally
appeared as an appendix to a main corpus and was never copied into a
main body of a ‘traditional medieval liturgical source’.”’

Overall, DII transmits a repertory very distinct from DI. It emphasizes
unica, with only a small 12 per cent of works concordant with other
Aquitanian versaria.”” This seems to indicate, as Grier suggests, that DII
represents the repertory of a different locale that the compiler of DI wished
to add to the collection.®’

6 Qlsan 1992, 122-3. 57 QOlsan 1992, 116. 8 Qlsan 1992, 124.
%9 See J. Stevens 1986, 130-138; Brewer 2012, 72. 0 Brewer 2012, 73.
U Tbid. % Grier 1988,272.  ®* Grier 1990, 51.
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The two libelli display a number of similarities as well, causing Grier to
characterize DII as an appendix to D1°* The precise heighting of pitches
makes frequent use of C, F, and occasionally G clefs, and the pitch notation
employs tidily drawn square and oblong shapes, many connected in con-
joined neumes or ligatures.”” Although copied in two different hands, both

libelli feature a finely written, compressed text.”®

Further, the page layout is
nearly identical in both sections of the manuscript, and was clearly designed
to accommodate the careful presentation of musical notation. Both are
consistent in the width of the writing frame and employ similar ruling.
Uniquely among the versaria, GB-Lbl Add.36881 regularly implements a
vertical score notation for the polyphony. In contrast, F-Pn lat.1139 employs
successive notation, a style devised to accommaodate polyphonic pieces with a

strophic repetition structure.’”

DI and DII arrange polyphony in the same
manner, with four or five lines of text per page, each of which has a wide
space above to accommodate two musical voices vertically aligned in score
notation. In both libelli, the organal voice sits above the principal voice,
divided by a red line.

Some written conventions of the libelli preserve notational traces of
the singers who used the books. For instance, DI and DII similarly
employ vertical lines, written in the same colour ink, to help align the
musical notation with the lyric texts. These lines testify to a practical
purpose in music making; they apparently were added by performers to

%% The consist-

clarify ambiguous passages of text-setting and alignment.
ent score notation also speaks to the practical and performative functions
of this manuscript. As Grier notes, ‘it presents a much clearer visual
indication of the relationship between the two voices and the text of
the composition’, and represents ‘the increasing importance of the
visual presentation of the music’.’® This visual emphasis and its
performance-oriented markings advance the above notion of this manu-
script as a reference copy with practical use, including acting as a
resource for pre-performance preparation or as an aid to post-performance
reflection.

A more detailed analysis of selected examples from GB-Lbl Add.36881
demonstrates the manuscript’s negotiation of sacred and secular interests,

as well as the dialogue between literacy and orality. The monophonic Ave

%% This paragraph draws from Grier 1988, 272-3.  Fuller 1979, 15.
¢ Fuller 1979, 20. ¢ See Grier 1992, 381-382; Fuller 1971.
8 Grier 1990, 51.  *° Grier 1992, 381-2.



Across divides: Aquitaine’s new song 71

Example 3.1: Text, translation, and transcription of Ave mater salvatoris, GB-Lbl Add.36881,

f.16v (DI)”°

1. Ave mater salvatoris
nostri terminus doloris
virga Iesse cuius floris
mater es et filia

nostri terminus doloris
confert nobis gaudia

II. Moyses ardentem foris
nostri terminus doloris
vidit rubum sed ardoris
non passum incendia
nostri terminus doloris
[confert nobis gaudia]

III. Angelici verbum oris
nostri terminus doloris
de supernis missum oris
te replevit gratia

nostri terminus doloris
confert nobis gaudia

Hail Mother of the Saviour

the end of our sorrow,

the rod of Jesse of whose blossom
you are mother and daughter.
The end of our sorrow

bestows joys upon us!

Outside Moses saw

(the end of our sorrow)

a burning bush,

but it did not submit to the heat of the flame.
The end of our sorrow

bestows joys upon us!

The word of the angelic voice,

(the end of our sorrow)

of the voice delivered from the heavens,
replenished you with grace.

The end of our sorrow

bestows joys upon on us!

b 4
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mater salvatoris, Example 3.1, DI, £.16v, helps to date DI, based on its
concordance with the conductus Decet vox letitie in I-Fl1 Plut. 29, {.462.
In fact this piece represents the only concordance with Notre-Dame from

the Aquitanian versaria.”' In keeping with the designation of DI as a

collection of significant, personal pieces, the Notre-Dame concordance

appears in the Florence manuscript as part of a collection of unique

‘musical curiosities’, according to Robert Falck.”” Further, echoing the

7% For full transcription details, see Golden Carlson 2000, 579-80. 7! Fuller 1969, 1:65.

72 Falck 1981, 127.
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expressivity of the Aquitanian versus, John Haines describes the ‘voice’
referenced in the title Decet vox letitie as one of ‘no restrained joy, but one
that is fierce and even sensuous, eager for expression’.””

The melodies of Decet vox letitie and Ave mater salvatoris are identical,
although Ave mater breaks off partway through. This piece is a three-
strophe Marian salutation, which relies on several biblical motifs and
allegories of Mary as virginal mother of Jesus. Each stanza runs six lines
and features recurring textual-musical repetition typical of a rondeau, with
the scheme aAabAB, where A and B are poetic-musical refrain lines. Here
all As (both capital and lower case) are set to the same musical phrase
and exhibit poetic rhyme; likewise all Bs exhibit this same relationship with
one another, giving a controlled affinity between text and music typical
of new song. In stanza 1, Jesus’ birth is likened to the blossoming rod of
Jesse; in stanza 2, a parallel is drawn between Mary’s virginal purity and the
burning bush of Exodus, which flared with fire but retained its wholeness
without being consumed. The refrain lines (lines 2, 5, and 6 of each
stanza) emphasize Mary’s roles in spiritual transformation: by giving birth
to Jesus she completes the old world of the Old Testament and ushers in
the new; by acting as mediatrix between heaven and earth, she transforms
sorrow into joy.

Of the three strophes, only the first carries musical notation, as is often
the case in versaria. As in troubadour chansonniers, the subsequent stanzas
follow the musically notated one, but are written in text only, using
a compressed script and textual abbreviations. Strophic repetition of the
melody is clearly implied.

This convention for notating strophic songs invites further contempla-
tion of oral-written interactions in versaria (and troubadour) manuscripts,
and highlights the mnemonic as opposed to the prescriptive role of
notation. In a strophic song, the performed reiterations of the melody in
the second and subsequent stanzas provide a space for variation and
recreation. Further, the scribal choice to write the melody for only the
first strophe suggests that the memory of the melody from one strophe to
the next could be actively creative. Choosing not to write down each
strophe encourages variation and acknowledges the performative tradition;
thus, even in the act of creating a literate text, these manuscripts continued
to participate in aspects of orality and performativity.”*

73 Haines 2010a, 71.
7% Speaking of a strophic versus, Treitler writes: ‘there is no reason to assume that the user
of the manuscript would have taken care to sing each variant exactly as written’.
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Ave mater relies on F as a pitch centre, a less common choice than D or
G, which are the most typical modal centres for versus. The F modality
is also a feature of the Notre-Dame concordance. Versus typically rely
on small-scale melodic or motivic repetitions, in strophic and through-
composed settings alike. A similar stress on structural repetition is found in
Ave mater. Ave mater’s melody consists of two musical phrases, as is
expected of a rondeau, with the A phrase ending with an open cadence
on G, thus demanding continuation, and the B phrase providing a closed
ending on the F final.

The musical setting reinforces the poetic structure and rondeau form.
Its primarily syllabic melodic diction emphasizes the strong accentual and
rhymed elements of the poetry; similarly, the use of oxytonic and para-
oxytonic musical cadences support the correspondingly oxytonic and
paraoxytonic poetic lines (1.4 and 6) of each strophe.”” The latter lines
also coincide with the only points in the text where syntactical sentences
end. Treitler characterizes the resulting musical-textual interplay as a
‘balanced, configuration [that] depends [...] on the manipulation of
phrases that relate to one another as question and answer, open and
closed - in general, antecedent and consequent’.m

The use of the rondeau form for a Latin Marian piece and its
presence within the versarium also demonstrates fluidity between
sacred and secular works in twelfth-century Aquitaine. Ave mater evokes
the sacred in its use of Latin language and its expression of Marian
devotion. Simultaneously, secular aesthetics are evoked in the rondeau
form’s strong association with ring dancing, love song, and ‘energetic,
sensuous joy’.””

The polyphonic unicum Quam felix cubiculum, DII, £21 (Example 3.2),
also attests to the late twelfth-century cult of the Virgin Mary, particularly
in its depiction of Mary as bride and lover of Christ. Such representations
of Mary reflect contemporaneous interpretations of the Song of Songs and
feature sensuality, gender ambiguity, and erotic allegory expressed through
invocation of a bride and bridegroom, often uniting in a private marriage

(Treitler 1981, 485). Commenting on similar themes, Grier has remarked: ‘when music is to
be repeated as a reflection of the poetic structure of a piece, a number of factors may affect
how exact the repetition is’, including ‘the result of variability in the oral performing
tradition’, and how this has ‘penetrated the written tradition’ (Grier 1994, 1064); see also Arlt
1986, 31-44.

73 Treitler 1965, 79-80.  7® Treitler 1965, 82. 77 Haines 2010a, 68-70.
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Example 3.2: Text, translation, and transcription of Quam felix cubiculum, GB-Lbl Add.36881, £21r-v"®

1. Quam felix cubiculum How auspicious is the bedroom

2. in quo fiunt nupcie in which the marriage was made,

3. in quo dedit osculum in which the bridegroom gave a kiss
4. sponse sponsus hodie to the bride today.

5. nec ibi periculum There was no danger

6. fuit pudicicie to her chastity there

7. Sed vis sancti spiritus only the power of the Holy Spirit.
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78 For further information on the transcription, see Golden Carlson 2000, 589-91.
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Example 3.2: (cont.)

chamber.”” This set-up creates an evocative version of the Trinity, featuring
Christ and Mary as lovers, plus the Holy Spirit, who oversees their union.*’

72 Golden Carlson 2003, 6-10, 18-20; Golden Carlson 2000, 204-32.
80 Golden Carlson 2000, 269-76.
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The piece comprises a single strophe with seven lines of seven syllables
each, arranged in the rhyme scheme abababc.®' Within this single-strophe
framework, small-scale repetitions and varied repetitions occur, both in
the poetic and musical settings. Lines 2 and 3, for instance, both employ
the phrase ‘in quo’ at their openings. On a smaller scale, 1.4 features two
versions of the word ‘sponsus’ in immediate succession.

This polyphony is not based on a cantus firmus; both upper and lower
voices are newly composed. The predominant texture is note-against-note
discant, often accompanying syllabic text setting, but this is notably inter-
spersed with florid passages (for example, ‘pudicicie’ in 1.6, ‘vis’ and ‘sancti’ in
1.7), as well as melismatic treatments of the text. Melismas occur on the
opening syllable, at the cadence of 1.6, and climactically throughout 1.7.
In the latter instance, this extended cadential elaboration on the poem’s
penultimate syllable — “-ri-’ of ‘spiritus’ - fills out half the duration of the
whole piece.

Melismas on the penultimate syllable occur frequently in the versus
corpus, and the ones found in GB-Lbl Add.36881’s late repertory display
especially elaborative tendencies. As I have discussed elsewhere, such exten-
sive melismas in this repertory prove expressively powerful; transcending
the limits of speech in favour of non-literal sound, they can function as
rhetorical devices or as exclamations of emotional exuberance.®”

Vertical octaves, particularly those on F and G, are used structurally in
the polyphony, both at selected cadences and at other interior points,
creating moments of contrapuntal tension and release. Sequences, pitch
palindromes, and contrary motion are all prevalent. For example, immedi-
ately preceding the cadence of 1.1 on G, one finds a short pitch palindrome
in the lower voice: a-F-D-F-a (‘felix cubiculum’). This coincides with a
palindrome in the upper voice as well: e-f-aa-f-e. Further, the final line of
the piece employs several sequences, including five-note melismas in the
upper voice from f (‘vis’) and then e (“-ti’), accompanied by sequencing
two-note neumes in the lower voice.

The musical setting, like that of Ave mater, reveals a concern for poetic
rhyme and structure. While 1.1, 1.3, and 1.5 all share the a rhyme (“-ulum’),
1.1 and 1.5 are more closely linked in that their final words - ‘cubiculum’ and
‘periculum’ - share not two but three syllables of rhyme. This relationship is
reflected in the musical settings of 1.1 and 1.5, whose settings of the final three
syllables are identical and which feature motion from a vertical F octave to a

81 A standard construction in this repertory; see Fuller 1969, 1:179-209.
82 Golden Carlson 2003, 541; Golden Carlson 2006, 642-3.
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prolonged G octave. In a further parallelism, 1.1 and 1.5 both make use of a
vertical twelfth, on D-ag, prior to this cadential formula. These two instances
are the only times this interval occurs in the piece, with the pitch aa of the
upper voice standing as the high pitch climax of the work. Indeed the entire
melody of 1.5 appears to be a shortened redaction of the melody of 1.1.

In its text, Quam felix cubiculum focuses on a kiss (‘osculum’, 1.3)
exchanged between bridegroom and bride, or Christ and Mary, as an
active theological principle. The kiss enacts a moment of spiritual trans-
formation, reminiscent of the word made flesh: here a promise of love is
made into a marriage, realized and consummated in the bedchamber, even
as Mary’s virginity and purity are preserved. Twelfth-century theologian
Alain de Lille opened his explanation of the Song of Songs with a moment
of such erotic and divine transformation, in which the kiss symbolized the
mystery of incarnation and the powerful efficacy of verbal expression, thus:

Glorioso igitur Virgo sponsi optans praesentam, gloriosam conceptionem ad
angelo nuntiatam, affectans divinam Incarnationem, ait sic: ‘Osculetur me osculo

oris sui’.

The glorious Virgin, therefore, hoping for the presence of the Bridegroom, desiring
the glorious conception announced by the angel, eagerly wishing for the divine
Incarnation, speaks thus: ‘Let him kiss me with the kiss of his mouth’.*’

The reference to a marital bedchamber is multivalent. Its interior domestic
location suggests Mary’s purity in the style of the common metaphor for

Marian virginity of the enclosed garden (‘hortus conclusus’).**

The image also
resonates with the intersections between writing and memory so significant in
the surrounding culture. Mary Carruthers explains that in medieval Christian
contexts, the bedroom (‘thalamus’ or ‘cubiculum’) epitomizes a rich host of
gendered, intellectual, and private interactions: ‘while all the sexual associ-
ations of fertility and fruitfulness resonate in this bedroom mystery, its goal is
cognitive creation, and its matrix is the secret places of one’s own mind, the
matters secreted away in the inventory of memory, stored and recalled, collated
and gathered up, by the “mystery” or craft of mnemotechnical invention’.*”
As Quam felix cubiculum expresses shifting attitudes toward religious
representations, and encapsulates dynamic aspects of the memorial arts,
GB-Lbl Add.36881 itself also crosses many boundaries. While intimately
related to the monastic culture of St Martial of Limoges, the manuscript

negotiates between courtly and church spheres, freely combining formal

83 Alanus de Insulis [Alain of Lille], Elucidatio in Cantica, in PL 210, col. 53. Astell 1990, 61.
8 Rubin 2009, 310-12.  * Carruthers 1998, 171.
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and thematic ideas associated with each. It also challenges notions of
liturgical and paraliturgical in its collection and presentation of devotional
versus and other song genres that defy one-dimensional categorization.
Many of these pieces experiment with newly emerging roles for the Virgin
Mary at a time of her reinterpretation by twelfth-century monks and
theologians. Fluidly exchanging roles of devoted mother and erotic bride,
Mary is revealed as a polyvalent cult figure whose importance and potency
can eclipse even that of the masculine divine.

GB-Lbl Add.36881 also stands at the nexus of oral and literate cultures,
remaining embedded with traces of living practice. Refusing to categorize
monophony and polyphony as fundamentally different, it mixes newly
important varieties of polyphony, particularly the florid and discant styles
that have been attributed historiographically to the later, northern Notre-
Dame school. As polyphony emerges as an important expressive form, not
only a theoretical exercise, GB-Lbl Add.36881 evidences a delight in a
playful, composerly, contrapuntal style. The scribes of GB-Lbl Add.36881
preserved these works by writing in a newly conceived score form espe-
cially designed for the task. Meanwhile, the manuscript continues to value
and preserve monophony with care.

Like other important medieval manuscripts of song, GB-Lbl Add.36881
encourages the construction of a song multiply rather than singly, acknow-
ledging the process of mouvance. Catherine Brown has discussed the
activity of reading as a transformative process, one that crosses borders
and arrives at mediating moments of transition, suggesting that, when we
read ‘performatively, per artem - in the middle [...] from the inside out —
something wonderful happens. Our writers and texts are medieval and
coeval at once. Time turns around on itself.”* By similarly traversing
borders, GB-Lbl Add.36881 invites an encounter with the manuscript as
part of the experience of performance, a remembrance and re-enactment
of the many modes of conception - in sound, in memory, on the written
page — that create new song.

86 Brown 2000, 566.



4 Wine, women, and song? Reconsidering
the Carmina Burana

GUNDELA BOBETH (TRANSLATED BY HENRY HOPE)"

Introduction: blending popular views and scientific
approaches

By choosing the catchy title Carmina Burana - ‘songs from
Benediktbeuern’ - for his 1847 publication of all Latin and German poems
from a thirteenth-century manuscript held at the Kurfiirstliche Hof- und
Staatsbibliothek Munich, a manuscript as exciting then as now, the librar-
ian Johann Andreas Schmeller coined a term which, unto the present day,
is generally held to denote secular music-making of the Middle Ages in
paradigmatic manner.” The Carmina Burana may be numbered among the
few cornerstones of medieval music history which are known, at least by
name, to a broader public beyond the realms of musicology and medieval
history, and which have evolved into a ‘living cultural heritage of the
present’.’

Held today at the Bayerische Staatsbibliothek under shelfmarks Clm
4660 and 4660a, and commonly known as the ‘Codex Buranus’, the
manuscript — referred to in what follows as D-Mbs Clm 4660-4660a —
constitutes the largest anthology of secular lyrics in medieval Latin and
counts among the most frequently studied manuscripts of the Middle
Ages.” Yet the entity most commonly associated with the title Carmina
Burana has only little to do with the musical transmission of this manu-
script. Carl Orff’s eponymous cantata of 1937, which quickly became one
of the most famous choral works of the twentieth century, generally tops
the list of associations. Orff’s cantata relates to D-Mbs Clm 4660-4660a
only in as much as it is based on a subjective selection of the texts edited
by Schmeller; it does not claim to emulate the medieval melodies. The
tremendous popularity of the Carmina Burana is thus nurtured not so
much by a historically verified knowledge of the medieval repertory’s
sound and context, but by its eclectic artistic reception by a composer

! Unless otherwise noted, all translations of quotations from German in this chapter are also by
Henry Hope.
% Schmeller 1847.  * Vollmann 1987,905.  * Drumbl 2003, 323.
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who is likely to have been unaware of the musical notation of D-Mbs Clm
4660-4660a.” Drawing on an obsolete image of the Middle Ages, in which
itinerant scholars with unbounded sensuousness indulged excessively in
wine, women, and song, OrfF’s setting - like its spectacular production and
film adaptation by Jean Ponnelle in 1975 - offers a paradigmatic example
of the modern usurpation of songs from D-Mbs Clm 4660-4660a as a
reflective space for romantic visions of the Middle Ages.’

From the beginning, the popular imagination and academic study of
D-Mbs Clm 4660-4660a’s songs shared a fascination for this repertory
of unique scope, content, and design, which as an ‘inestimable monument
of the Latin Middle Ages and its love of poetry and song promised
far-reaching insights into the non-liturgical musical life of the High Middle
Ages.” The remarkable combination of poems of a moralizing-satirical
nature, criticism of the Church and Curia, blatant lovemaking, exuberant
carousing, and pleasurable idleness soon after the manuscript’s discovery
earned D-Mbs Clm 4660-4660a a reputation as ‘the most famous and
important collection of “vagrant poetry”.” In the context of a historically
and philologically determined understanding of the Middle Ages in the
nineteenth century, these features established the manuscript as infamous,
especially since Schmeller’s well-intended decision to suppress inappropri-
ate passages from the texts and collate them on the final page of his
edition helped to overemphasize the manuscript’s frivolities.” The owners,
makers and performers of such explicit poetry, it was then believed, must
have been socially marginalized groups - an itinerant class of scholars
and eternal students opposed to the Church, whose promiscuous lifestyle

)

Since Orff is known to have worked exclusively with Schmeller’s commentary-free edition - the
only complete edition available in his day - he is unlikely to have been aware that neumatic
notation existed for some of the texts he set to music; these were, in any case, irrelevant to his
plans. More generally, Orff seems to have had only a vague idea of early thirteenth-century
music, as a letter which he sent to his philological advisor Michel Hofmann during his work on
Carmina Burana demonstrates: ‘T want the text to be used in the truly ancient way. Double texts,
including a mixture of Latin and German’ (Frohmut Dangel-Hofmann, 1990, 19, original
emphasis); Orff appears to be alluding to the later compositional practices of motets.

See Carl Orff, Carmina Burana: Cantiones profance cantoribus et choris cantandce comitantibus
instrumentis atque imaginibus magicis. Dir. Jean-Pierre Ponnelle. With Lucia Popp, Hermann
Prey et al., Chor des Bayerischen Rundfunks, T6lzer Knabenchor, Miinchner
Rundfunkorchester, with Kurt Eichhorn (leader). Gerhard Reutter (producer). Zweites
Deutsches Fernsehen, Bavaria Film- und Fernsehgesellschaft, 1975. DVD release: RCA Red
Seal, 2002.

Bischoff 1970, 31. 8 Hilka and Schumann 1930-70, IL.1, 82*.

Schmeller justified his censorship of a total of five songs with the notion of propriety, and
recommended that his more sensitive readers cut out the final page of his edition, which
contained the omitted passages in small print. See Diichting 2000.
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of addictive gambling and drinking seemed to find vivid expression in the
confession of the Archpoet contained in the D-Mbs Clm 4660-4660a
(Estuans interius ira vehementi (CB191)). The precipitous adoption of
such texts for the alleged realities of their poets — and, occasionally, also
for those of the scribes of D-Mbs Clm 4660-4660a, which thus even
became a ‘vagrant’s song book’ — are the roots of the excessively Bohemian
image of the Carmina Burana that cemented itself through the inclusion
of its Latin drinking songs in student songbooks and other anthologies
to be used for communal singing as early as the nineteenth century,'’ and
which continues to exert its influence through Orff’s adaptation.

The foundation for the academic scrutiny of the collection was laid in
the 1930s by Otto Schumann with his comprehensive and critical complete
edition of the Carmina Burana (encouraged by Alfons Hilka, and based
on preliminary work by Wilhelm Meyer)."" In contrast to the prevailing
ideas of the Carmina Burana, Schumann critiqued the notion that the
poets and users had been ‘people [...] for whom drinking, gambling, and
idleness was a way of life’.'” Since then, the parameters for an objective
scrutiny of the Carmina Burana have changed significantly. Following the
critique of the rigid polarization between ‘sacred” and ‘secular’ prevalent
in nineteenth- and early-twentieth-century historiography, it is no longer
inconceivable to image the creation and performance of Latin poetry
of bold content within the context of a monastery, an episcopal court,
or a cathedral school.”” The concept of ‘vagrant poetry outside of any
institutional context has also been brought into question: many of the
alleged itinerants — among these, in all likelihood, even the Archpoet — are
now known to have had at least temporary roles in reputable offices; and
revision to the medieval concept of vagantes has shifted its focus from a
notion of easy-going vagabonds to spotlight homeless or travelling clerics,

1% Hilka and Schumann 1930-70, I1.1:72*. See also Hiischen 1985, 46-53.

W. Meyer 1901 managed to connect seven bi-folios to the manuscript’s original corpus (D-Mbs
Clm 4660a), and was crucial to the reconstruction of the original ordering of the leaves and
gatherings (which had been obscured by Schmeller’s numerous additional errors). The first two
volumes of Schumann’s edition, 1.1 and II.1 were published in 1930; the second text volume
(I1.2) followed in 1941. The seminal text edition was concluded with volume 1.3 only thirty
years later by Bernhard Bischoff; see Bischoft 1970. The commentary associated with this
editorial project remains unfinished.

12 Hilka and Schumann 1930-70, IL1, 84.

See Dronke 1996, 27: ‘wherever a monastery or bishop’s court, or later a cathedral school or
university, had any pretensions to musical culture, it admitted to a greater or lesser extent songs
intended for entertainment and for cult, songs performed in hall rather than in church or
oratory, which were thus far less restricted in their choice of themes’.
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who were nevertheless firm in their faith and loyal to the Church.'* The
ontology of vagare unquestionably implies neither the abandonment of
social status and morals nor the membership of an hermetically seques-
tered group, making the inference of a certain stratum of poets from
the content of the poems obsolete: the social layer referenced by the term
‘vagrant’ is ambiguous at best, and it cannot be determined whether an
alleged piece of ‘vagrant poetry’ was composed by a vagrant or whether
this lyrical perspective is a literary construct only. In contrast to the long-
standing interpretation of the scurrilous, bawdy scenarios in the Carmina
Burana as a kind of Erlebnislyrik, more recent scholars have proposed an
approach which begins by understanding such texts as experimentation
with diverse idioms, stylistic registers, and literary topoi."”

The continued application of labels such as ‘vagrant poetry’ or ‘poetry
of itinerant scholars’ for the characterization of the Carmina Burand’s
contents is, consequently, of limited use, and even misleading.