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ABSTRACT

This dissertation is a study of six musical codices
and one newly-discovered fragmentary MS, recognized as
major repositories of the song literature disseminated in
Italy during the first two decades of the 15th century.
The first chapter surveys writings on Trecento sources,
focusing on important MS discoveries and analyses that
have formed our view of the transmission of the
repertory. The first chapter also identifies
organizational principles characteristic of Italian
anthologies as a continuation of the written 1lyric

traditions of the troubadours and trouveéres.

Succeeding chépters examine thoroughly the
codicological and paleographical features of the following
sources: (1) Florence, Biblioteca nazionale, MS
Panciatichiano 26; (2) Paris, Bibliotheque nationale, MS
nouvelles acquisitions frangaises 6771 ("Reina" codex);

(3) Paris, Biblioth&éque nationale, MS fonds italien 568;
(4) Florence, Biblioteca nazionale MS F.5.5; (5) Lucca,
Archivio di stato MS 184, and Perugia, Biblioteca comunale
"Augusta" MS 3065 (Mancini codex); (6) Florence,
Biblioteca Laurenziana, MS Mediceo Palatino 87

(Squarcialupi codex):; (7) Florence, Biblioteca
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Laurenziana, MS San Lorenzo 2211. The presentation of
physical attributes of these collections reveals common
and unique aspects of MS structure and repertorial
arrangement. Moreover, it is possible to distinguish
among the various contributoré to the anthologies and to
identify distinctive copying traits that bear on the

readings of the compositions.

These analyses help to formulate a source~critical
foundation upon which to study patterns of reception and
transmission of Trecento song. Examination of scribal
practices allows us to isolate stylistic and notational
features that can be tied to chronological developments
and that are most vulnerable to editorial emendation,
among them the modernization of notational language,
treatment of ligated notes, and aspects of texting and
vocal scoring. The recognition of a number of scribal)
concordances leads to provisional conclusions regarding
the dating and provenance of these sources, suggesting

Florence and Padua as the most likely centers for the

production of song anthologies ca. 1400-20.

A closing section sheds new light on the career and
works of one of the last composers included in the
Squarcialupi codex, Magister Antonius dictus Zacharias de

Teramo, further clarifying the date of that source.
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I-GR. Grottaferrata, B. B. G. MS without a shelfmark

I-GUA 3. Guardiagrele, Archivio di Santa Maria Maggiore.
Codex 1, MS n. 3 (CCMS, I:1l, 258)

I-IV 115. 1Ivrea, Biblioteca capitoiare. MS 115 [Iv; I-I1IV,
"Ivrea Codex"] (RISM, B 1IV:2, 282-304)

I-Las 184. Lucca, Archivio di stato. MS 184 [Man;
Mn, LM, Luc, "Lucca Codex," "Mancini Codex"] (RISM,

I-MFA. Montefiore dell'Aso. Photographic copy of a lost MS
formerly in the possession of Prof. Francesco Egidi

I-MA 71. Milan, Biblioteca Ambrosiana. MS R71 superiore
[Troub. G; troubadour chansonnier G]

I-Moe 5.24. Modena, Biblioteca Estense e universitaria.
MSe&.M.5.24 [Mod A; Mod, ModE M.5.24, ME, M]

I-Moe 4.4. Modena, B. E. U. MS&.R.4.4
[Troub. D; troubadour chansonnier D]

I-OS. Ostiglia, Opera Pia Greggiati. MS without shelfmark
[Os; RsO, "Ostiglia fragment" (part of I-Rvat 215)]
(RISM, B IV:4, 981-84)

I-Pas 553. Padua, Archivio di stato. MS Corporazioni
soppresse, S. Giustina, busta 553

I-Pu 656. Padua, Biblioteca universitaria. MS 656
(RISM, B IV:4, 988)

I-Pu 658. Padua, B. U. MS 658 [Pad C 658;
PadU 658, PU] (RISM, B 1Iv:4, 988-89)

I-Pu 675. Padua, B. U. MS 675 [Pad D 675;
PadU 675] (RISM, B IV:4, 989-990; CCMS,
I:3, 6-7)

I-Pu 684. Padua, B. U. MS 684 [Pad A 684; PadU 684]
(RISM, B IV:4, 990-92; CCMS, 1:3, 7)

I-Pu 1106. Padua, B. U. MS 1106 [Pad D 1106; PadU 1106]
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-(RISM, B IV:4, 992-94; CCMS, I1:3, 7-8)

I-Pu 1115. Padua, B. U. MS 1115 [Pad B 1115; PadU 1115]
(RISM, B IV:4, 995-96; CCMS, 1:3, 8-9)

I-Pu 1225. Padua, B. U. MS 1225 [Pad D 1225; PadU 1225]
(RISM, B IV:4, 996-97; CCMS, I:3, 9)

I-Pu 1283. Padua, B. U. MS 1283 (Pad D 1283; PadU 1283]

I-Pu 1475. Padua, B. U. MS 1475 [Pad A 1475; PadU 1475]
{RISM, B IV:4, 998-1002; CCMS, I:3, 10-11)

I-PAas 75. Parma, Archivio di stato. Frammenti musicali:
Armadio B, busta n. 75 [PA 75] (RISM,
B IV:4, 1005-07; CCMS, I:3, 37-38)

I-PEco 3065. Perugia, Biblioteca comunale "Augusta."
MS 3065 [ManP; Mn P, PerBC] (RISM,
B IV:4, 1008-12; CMMS, I:3, 45-46)

I-PSac 5. Pistoia, Archivio capitolare del Duomo.
MS B 3 n. 5 [Pist] (RISM, B 1V:4, 1013-16;

I-Rsp B80. Rome, Archivio di San Pietro in Vaticano. MS B80

I-Rvat 215. Rome, Vatican City, Biblioteca Apostolica Vaticana.
MS Rossi 215 [Rs 215; Rossi 215, "Rossi Codex,"
Rs, R, VR] (RISM, B 1IV:4, 1020-27)

I-Rvat 1411. Rome, Vatican City, B. A. V. MS Urb. lat. 1411
(RO, ]

I-Rvat 1419. Rome, Vatican City, B. A. V. MS Urb. lat. 1419
[Ruil (RISM, B IV:4, 1030~1032)

I-Rvat Reg. 1490. Rome, Vatican City, B. A. V.

MS Reg. lat. 1490 [Trouv. a; trouveére chansonnier al
(RISM, B IV:1, 798-99)

I-Rvat Reg. 3206. Rome, Vatican City, B. A. V.
MS Reg. lat. 3206 [Troub. L; troubadour chansonnier L]

I-Rvat Reg. 3207. Rome, Vatican City, B. A. V.
MS Reg. lat. 3207 [Troub. H; troubadour chansonnier H]

I-Rvat Reg. 3208. Rome, Vatican City, B. A. V.
MS Reg. lat. 3208 [Troub. O; troubadour chansonnier O]
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I-Rvat Reg. 5232. Rome, Vatican City, B. A. V.
MS Reg. lat. 5232 [Troub. A; troubadour chansonnier A]

I-Rvat 1790. Rome, Vatican City, B. A. V. MS Ottob. lat. 1790
[RO 1790; RD, VO] (RISM, B 1IV:4, 1033)

I-Sas 207. Siena, Archivio di stato. MSS frammenti di
musiche, n. 207 (olim 326=327) [SieA, SieB;
Sl, 82] (CCMS, I:3, 153}

I-STr 14. Stresa, Biblioteca Rosminiana, Collegio Rosmini al
Monte. MS 14 [STr 14; Dom] (olim Domodossola,
Convento di Monte Calvario (RISM, B IV:4, 1039-41;
CCMS, 1:3, 166-67)

I-TRc 87. Trent, Museo provinciale d'arte, Castello del Buon
Consiglio. MS 87 |[TR87] (CCMS, 1:3, 222-23)

I-TRc 1563. Trent, M. P. A. MS 1563 (CCMS, I:3, 231-32)

I-Tn 9. Turin, Biblioteca nazionale. MS J.1I1.9 [TuB]
(RISM, B 1IV:4, 1041-1105)

I-Vm XI. Venice, Biblioteca nazionale marciana. MS fr. App.
cod. XI [Troub. V; troubadour chansonnier V]

I-Vm 145. Venice, B. N. M. MS It. IX.145

NETHERLANDS

NL-Uu 37 I. Utrecht, Universiteitsbibliothek.
MS 6 E 37 {Utr] (RISM, B 1IV:2, 317-25)

POLAND

PL-Wn 52. Warsaw, Biblioteca Naradowa. MS II1I1.8054
[Kras; K] (olim Krasinski 52)

PL-Wn 378. Warsaw, National Library. MS lat. F.I.378
[StP] (photographic copy of a lost manuscript)
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SPAIN

E-S25. Sevilla, Catedral metropolitana, Biblioteca
capitular y Colombina. ME 5-2-25 [Sev] (RISM,
B IV:3, 426-28; CMMS, I:3, 140-141)

E-S43. Sevilla, Catedral metropolitana, B. C. C.

MS 5-1~43 [PC 1Is (part of F-Pn n.a.f. 4379]
(CCMS, I:3, 139~40)

UNITED STATES

US-CAh 122. Cambridge, Mass., Harvard University,
Houghton Library. MS 122.

US-Clw. Chicago, Library of Edward Lowinsky. MS
fragment without shelfmark [Lw; NYL] (RISM,
B IV:4, 1167-68; CCMS, I:1, 149-50)

US~-NYpm 819. New York, Pierpont Morgan Library.
MS M 819 [Troub. N; troubadour chansonnier NI

US-NYw. New York, Wildenstein Galleries. MS without
shelfmark [Machaut Vg] (RISM, B 1IV:2, 342-68)

US-SBam. Santa Barbara, Academia Monteverdiana.
MS fragment without shelfmark (part of I-GR 197)
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CHAPTER I
INTRODUCTION TO THE TRECENTO SOURCES AND

AN APPRAISAL OF SCHOLARLY STUDIES

However general the heroic view of man's dignity,
however much it purported to depend upon a

notion of human potentiality, none came closer to
realization of the ideal than the men with the
resources for learning, culture, patronage, and
the trained capacity for enjoyment of the

world's goods. This is so obvious that it seems
trivial, yet in surveying the age, historians
constantly suppose, like the humanists themselves,
that the heroic vision spoke for all men. Not at
all. It spoke for an elite, and to ignore this is
both to get tne Renaissance wrong and to show that
we do not see the forces and social interests that
lie behind our own values. -- Lauro Martines,
Power and Imaginatcion: City-States in Renaissance
Italy (New York, 1979), 217.

Inquiry into the significance of MS
compilation for the polyphonic repertories of the late
Middle Ages and the roles scribes played in shaping the
works that have come down to us is an area of scholarship
which only recently has been seriously and fruitfully
pursued. This dissertation is a study of six majof sources
of the Italian Ars nova, a systematic presentation of their

physical attributes and the conclusions that may be drawn
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from them regarding the repertories they transmit.l

My aim is to formulate a source-critical foundation
upon which to study stylistic features of the repertory by
examining the sources directly and identifying (1) physical
aspects of MS structure, (2) organization of the
repertory, (3) the scribes and their distinctive copying
traits. The bearing that these cudicological and
paleographical features may have on the readings of works in
14th- and early 15th-century sources--the notion that the
characteristics of texts are likely in numerous instances to
be a reflection of scribal biases and initiative--will be
discussed in Chapters 1 through 5, together with the
exposition of the physical layout of each of the major
collections under obgervation. It should be stated at the
outset that in the face of text-critical considerations of
this magnitude, any simple or easy solutions to this network
of problems are beyond our present grasp; the purpose of
his dissertation, far from suggesting that a single answer
exists that would unravel the intricacies of transmission
and variant readings, is essentially to reflect on the
nature of MS production for a particular repertory,
and to suggest some provisional conclusions that might be

reached for a set of given sources.

1 The MSS are the following: FP, R, Pit, Fn
F.5.5, Man/ManP, Sq, and SL 2211. See the list of MS
sources and their sigla in the preface to the present study.
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This study will trace the transmission of Italian
song forms in sources copied from ca. 1400 to 1420. As will
be shown, patterns of reception and transmission changed in
the more recent MSS owing to two elements: first, clearer
distinctions were drawn between older--and perhaps no longer
vital--repertory and that of newer, more up-to-date songs;
and, second, a selection of the overall repertory became
part of a circulating international collection, directly
related to the stimulus of the Church councils convened in
attempts to end the Schism (at Pisa in 1409, and Constance
from 1414 to 1418). The copying of the latter, more widely
disseminated repertory can be shown to contrast in important
ways with the elitist, closed transmission patterns within
Florentine musical circles, to be discussed primarily in
Chapter 5.

Serious study of Trecento sources, beyond their mere
mention and superficial description in early encyclopedias
and by .18th=century writers such as Charles Burney and
John Hawkins,2 was a major part of the pioneering
contribution of the founding fathers of the study of

late medieval music--Johannes Wolf and Friedrich Ludwig.3

2 For a survey of Trecento historiography, see Kurt
von Fischer, "Die Musik des italienischen Trecento als
Gegenstand historischer 8Uberlieferung und
musikwissenschaftlicher Forschung," Ars Musica Scientia:
Festschrift Heinrich Hfischen zur finfundsechzigsten
Geburtstag, ed. Detlef Altenburg (K&6ln, 1980), 137-42.

3 Johannes Wolf, Geschichte der Mensural-Notation
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In his Geschichte der Mensural-~Notation, Wolf described and

listed the contents of numerous sources as a necessary
background to his discussion of late 1l4th- and early 15th-
century notatioqs: Sq, FP, Pit, Pad A 684 and 1475, Pad B
1115, R, Lo, Ch, and Mod A.4 Ludwig's detailed work was
reflected in his review of Wolf, as well as in the
commentary to his edition of Machaut's works; in the latter
he provided analyses not only of the sources containing
exclusively Machaut's compositions (MSS Machaut A, B, C, E,
F-G, and Vqg), but also of the so-called repertory

MSS: Iv, Trem, I-Bu 596, BU, Ch, R, Pad A 1475, Pit,

von 1250-1460, 3 vols. (Leipzig, 1904); Friedrich Ludwig,
"Geschichte der Mensural-Notation von 1250-1460: Besprechung
des gleichnamigen Buches von Joh. Wolf," Sammelbdnde der
Internationalen Musikgesellschaft, VI (1904-5), 597-641.
Von Fischer ("Die Musik des italienischen Trecento," 141)

rightly points out that these publications marked a new
phase of study.

4 Wolf, Geschichte, I, 228-73, 328-39. These
descriptions were substantially corrected in Ludwig's
review, and are to be used only in conjunction with the
latter; Ludwig (pp. 611-19) offered detailed observations on
the contents and notational languages of Sq, Ch, FP, Pit,
Pad A, R, Mod A, Str 222, and BU. When Wolf had occasion to
catch up on his reporting of l4th-century sources, in his
essay on the then recently discovered MS Rs 215 ("Die Rossi-
Handschrift 215 der Vaticana und das Trecento-Madrigal,"
Jahrbuch der Musikbibliothek Peters flir 1938, XLV [1939],
53-69), he did not go much beyond the descriptions and
cataloguing he had offered in his 1904 study. The first
report on Rs 215 appeared in Giovanni Borghezio, "Un codice
vaticano trecentesco di rime musicali," Fddéracion
archéologique et historique de Belgigque - Congres jubilaire
2-5 aolt 1925 (Bruges, 1925), 231-32.
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FP, Mod A, Prag, and Str 222.5 Ludwig's source studies were
carried on in the work of one of his students, Heinrich
Besseler, principally in two comprehensive surveys of 1925
and 1927,6 the first attempts at an overview of late
medieval polyphonic sources. These surveys provide
descriptions and arrange the MSS in groups according to
size, format, order of contents, and the cultural/musical
context within which they were compiled by focusing on the
manner of preparation, thus contrasting deluxe presentation

MSS to more practical sources perhaps intended to be used

for performances.’

5 Ludwig's review of Wolf's Geschichte, 611-13;
Ludwig, ed., Guillaume de Machaut musikalische Werke, 4
vols., Publikationen &alterer Musik (Leipzig, 1926-29, 1954),
II, 17-39. The distinction between complete-works sources
(Machaut MSS) and repertory MSS was maintained by Leo
Schrade, ed., The Works of Guillaume de Machaut, Polyphonic

Music of the Fourteenth Century, 11-I11 (Monaco, 1956), II,
10-11.

® Heinrich Besseler, "Studien zur Musik des
Mittelalters, I: Neue Quellen des 14. und beginnenden 15.
Jahrhunderts," Archiv fir Musikwissenschaft, VII (1925),
167-252; idem, "Studien zur Musik des Mittelalters, II: Die
Mottete von Franco von Koln bis Philipp von Vitry," Archiv
fGr Musikwissenschaft, VII (1927), 10-~258. The following
sources relevant to the present dissertation were described
in "Studien 1," 185-236: Iv, Apt, I-Bu 596, Ch, TuB, Prag,
RU,, Pad A [1475, 684}, Mod A, Pad B 1115, PA 75, PC, I-Vm
IX.145. To his discussion in "Studien II" of the
development of sources from the Notre-Dame MSS to the
collections of the 15th century, Besseler added a
supplement, inventorying the newly found Rs 215 (see n. 4,

above) as well as Pad C 658, Pad A 229, and Trem (Besseler,
233-41) .

7 For a thorough account of late-medieval French
MS production and a survey of the studies by Wolf,
Ludwig, and Besseler, see Lawrence Earp, "Scribal Practice,
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More recently, an important hypothesis on the principles
of order in 1l5th-century music MSS was advanced by
Charles Hamm, a theory that accepts most of our extant
MSS as anthologies copied from numbers of smaller,
self-contained collections (cften consisting of no more than
two bifolios) arranged by scribes to form the larger
sources.8 ©Leo Schrade, in discussing single-author
compilations, refined the classification of MSS by
establishing the primacy of central sources (those assumed
to have been prepared under the supervision of the composer)
as compared to peripheral ones (compiled at a geographical
and chronological distance from the composer), instituting
this principle in his editions of the works of individual
composers--Guillaume de Machaut and Francesco Landini.®
Description and analysis of Trecento MS
sources and repertories developed considerably after World

War I1I, beginning with Nino Pirrotta's still useful study of

Manuscript Production and the Transmission of Music in Late
Medieval France: The Manuscripts of Guillaume de Machaut,"
(Ph.D. diss., Princeton Univ., 1983), especially Chapter 1:
"The Machaut MSS and Fourteenth-Century MS Traditions for
Music and Text," 1-48.

8 Charles Hamm, "Manuscript Structure in the Dufay
Era," Acta Musicologica, XXXIV (1962), 166-84.

9 see Leo Schrade, ed., The Works of Guillaume de
Machaut; idem, ed., The Works of Francesco Landini,

Polyphonic Music of the Fourteenth Century, IV (Monaco,
1958-59).
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Mod A.10 Although some of his conclusions have been revised,
particularly his attempt directly to associate the repertory
of the source to a single musical institution of the time,
the article marked a major step toward a fuller
understanding of primary sources, including a structural

~analysis of the MS, identification and attribution of its
contents, and an account of concordant readings.

Pirrotta had come to a direct examination of Mod A
by way of his major concern, a study of styles in Trecento
song and the cultural context for the repertory. This
approach in itself marked a new phase in the study of
Trecento styles; much of Pirrotta's 'early published work

was, in fact, undertaken in collaboration with the literary

10 Nino Pirrotta, "Il codice Estense lat. 568 e la
musica francese in Italia al principio del 1400," Atti della
Reale Accademia di Scienze, Lettere e Arti di Palermo, IV/5
(1944~45), 101-58. The source was more recently examined in
Ursula GUunther, "Das Manuskript Modena, Biblioteca Estense,
¥M.5.24 (olim lat. 568 = Mod),* Musica Disciplina, XXIV
(1970), 17-67, with a full account of concordant readings;
it stands as a model study of the attributions in a late
medieval source, revealing the benefits of her archival
research into papal chapels ca. 1400. Glnther echoed
Pirrotta's claim that the source reflects music created at
the Bolognese chapel of Pope John XXIII; see also Pirrotta,
"Dulcedo e subtilitas nella pratica pclifonica franco-
italiana al principio del quattrocento," Revue Belge de
Musicologie, II (1948), 125-32 (reprinted in Pirrotta,
Musica tra Medioevo e Rinascimento [Turin, 1984], 130-41),
where in an additional footnote he reaffirms his belief that
the contents of Mod A reflect the makeup of the papal
chapels of Alexander V and John XXIII. As we shall see in
Chapter 5, archival research on members of papal chapels
casts doubt on this hypothesis.
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historian Ettore LiGotti.ll The very questions Pirrotta
sought to answer--the relationship of text and music,
compositional techniques, Italian response to French
practices, cultural contexts as revealed both internally and
externally--demanded the careful examination and description
of major sources still unsatisfactorily studied. These
included not only Mod A but also Man/ManP, the latter fully
appraised in a thorough, three~part study by Pirrotta and
LiGotti, and published (not coincidentally) by the house
journal of the American Institute of Musicology under the
patronage of Armen Carapetyan. Carapetyan, it should be
remembered, also supported what was to become the

Corpus Mensurabilis Musicae series.l2 To the latter,

11 Nino Pirrotta and Ettore LiGotti, Il Sacchetti e
la tecrnica musicale del trecento italiano (Florence, 1935);
Nino Pirrotta, "Paolo Tenorista, fiorentino extra moenia,"
Estudios dedicados a Menendez Pidal III (Madrid, 1952), 577-
606; Ettore LiGotti, La Poesia musicale italiana del secolo
XIV (Palermo, 1944); idem, "Poesie musicali italiane del
sec. XIV," Atti della Reale Accademia di Scienze, Lettere e
Arti di Palermo, IV/4 (1944), 99-167; idem, "L'Ars Nova e 1il
madrigale,” Atti della Reale Accademia di Scienze, Lettere
e Arti di Palermo, IV/4, pt. 2 (1944); idem, Restaurl
trecenteschi (Palermo, 1%47); Pirrotta, "Lirica monodica
trecentesca," La Rassegna Musicale, IX (1936), 317-25; idem,
"Per l'origine e la storia della 'caccia' e del 'madrigale’
trecentesco,"” Rivista musicale italiana, XLVIII (1946), 305-
23, and XLIX (1947), 121-42.

12 Man/ManP was discovered in 1935 and reported by
Augusto Mancini in "Frammenti di un nuovo codice dell'Ars
Nova," Rendiconti dell'accademia nazionale dei Lincei,
VIIi/2 (1947), 85-94. See Nino Pirrotta and Ettore LiGotti,
"Il Codice di Lucca," Musica Disciplina, III (1949), 119-38
[description and inventory], IV (1950), 111-52 [literary
texts], V (1951), 115-42 [repertory and composers].
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Pirrotta soon contributed an edition of 1l4th-century Italian
secular songs.l3 Along with Pirrotta's publications of the
late 1940s we witness a veritable explosion of studies of
both major and fragmentary Trecento sources by Federico

Ghisi,l4 Francesco Egidi,l5 Dragan Plamenac,l16 Charles van den

13 pirrotta's edition appeared as The Music of
Fourteenth-Century Italy, Corpus Mensurabilis Musicae, VIII
(Rome, American Institute of Musicology, 1954-64): I, 1954;
11, 1960; III, 1962; 1V, 1963; V, 1964.

14 rFederico Ghisi, "Italian Ars Nova Music: The
Perugia and Pistoia Fragments of the Lucca Musical Codex and
Other Unpublished Early Fifteenth-Century Sources," Journal
of Renaissance and Baroque Music, I (1946), 173-91 (includes
ManP, Pist, and Sied). Ghisi had already offered two
earlier essays on the Perugia and--what he alone claimed to
be--the Pistoia fragment of Man/ManP: "Un frammento musicale
dell'Ars nova italiana nell'archivio capitolare della
cattedrale di Pistoia," Rivista musicale italiana, XLII
(1938), 162-68. See also his "Bruchstiicke einer neuen
Musikhandschrift der italienischen Ars Nova," Archiv flr
Musikwissenschaft, VII (1942), 17-39 (which also appeared,
without musical examples, as "Frammenti di un nuovo codice
musicale dell'Ars nova italiana," La Rinascita, V (1942),
72-103); idem, "A Second Sienese Fragment of the Italian Ars
Nova," Musica Disciplina, II (1948), 173-77.

15 Francesco Egidi, "Un frammento di codice musicale

del secolo XIV," Nozze Bonmartini-Tracagni (Rome, 1945), 3-
11.

16 Dragan Plamenac, "Keyboard Music of the Fourteenth
Century in Codex Faenza 117," Journal of the American
Musicological Society, IV (1951), 179-201; idem, "New Light
on the Codex Faenza 117," Report of the International

Musicological Society (Amsterdam, 1953), 310-26.
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Borren, 17 Heinrich Besseler,18 and Guillaume de Van.19

Two important musicological events of the mid 1950s
summed up what was then known of Trecento sources and
repertories. The first was a conference held at Wegimont in
1955, devoted to the ars novae of France and Italy; it
brought together the best minds then working on these
repertories and stimulated important discussions on source=
critical problems.20 The second event of significance was

the publication of Kurt von Fischer's Studien zur

italienischen Musik des Trecento und frihen Quattrocento in

1956,21 a comprehensive inventory of the entire repertory of

17 charles van den Borren, "The Codex Canonici 213 in
the Bodleian Library at Oxford," Proceedings of the Royal
Musical Association, LXXIII (1946), 45-58. Van den Borren
had then also recently published a study of another early
15th-century source in "Le codex de Johannes Bonadies,
musicien du XVe sikcle," Revue belge d'archéologie et
d'histoire de l'art, X (1940), 251-61.

18 Heinrich Besseler, "The Manuscript Bologna
Biblioteca Universitaria 2216," Musica Disciplina, VI
(1852), 39-65.

19 Guillaume de Van, "Inventory of the Manuscript
RBologna Liceo Musicale, Q15 (olim 37)," Musica Disciplina,
II (1948), 231~-57; idem, "A Recently Discovered Source of
Early Fifteenth-Century Polyphonic Music," Musica
Disciplina, II (1948), 5-74.

20 1es Colloques de Wégimont II, 1955: L'Ars nova,
recueil d'études sur la musiqgue du XIVe si&cle (Parils,
1959).

21 Kurt von Fischer, Studien zur italienischen Musik
des Trecento und frlthen Quattrocento, Publikationen der
Schweizerischen musikforschenden Gesellschaft, I1/5 (Bern,
1956). A MS copy of the study had been made
available to Wegimont conference participants the previous
year.
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Italian secular song, arranged by form (madrigal,

caccia/canonic madrigal, and ballata) and alphabetical

order by first lines. Although now clearly overdue for

revision, the inventory has stood for nearly thirty years as

the guiding bibliographical tool for Trecento studies,

citing as it does the names of literary authors, editions of
works (including facsimiles), concordances, and supplying comments
on the state of the readings. To von Fischer's pioneering
work—list of sources and repertory we must add the following
studies of known and newly-discovered sources: facsimile

editions of Lo,22 FP,23 and Rs 215/05;24 studies of I-FOLas;2>

22 Gilbert Reaney, ed., The Manuscript London, B.M.,
Additional. 25987, A Facsimiie Editlon, Muslcological Studies
and Documents, XIII (n.p., Américan Institute of Musicology,
1965) .

23 F. Alberto Gallo, ed., Il codice musicale
Panciatichi 26 della biblioteca nazionale di Firenze, Studi
e testli per la storia della musica, III (Florence, 1981).

24 Giuseppe Vecchi, ed., Il canzoniere musicale del
codice vaticano Rossi 215 con uno studio sulla melica
ltaliana del trecento, I, Monumenta lyrica medii aevi
italica, III (Bologna, 1965). Vecchi includes the newly-
found Os folios belonging to Rs 215, but does not credit
Oscar Mischiati with their discovery in 1965; see Mischiati,
"Uno sconosciuto frammento appartenente al codice Vaticano
Rossi 215," Rivista italiana di musicologia, I (1966), 68—
76. See also W. Thomas Marrocco, "The Newly Discovered
Ostiglia Pages of the Vatican Rossi Codex: The Earliest
Italian Ostinato," Acta Musicologica, XXXIX (1967), 84-91l.

25 Nino Pirrotta, "Church Polyphony Apropos of a New
Fragment at Foligno," Studies in Music History: Essays for
Oliver Strunk, ed. Harold Powers (Princeton, 1968), 113~26.
The existence of a concordance for the first Gloria movement
in I-FOLas in GR 197 has been discussed by Oliver Strunk,
"Church Polyphony Apropos a New Fragment at Grottaferrata,"
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the attributions discovered by Ursula Glinther to a group of
once "anonymous" works in Pit for which composer

attributions were removed;26 Florentine sources Fn F.5.527 and
SL 2211;28 as well as I-Bu 596, I-TRc 1563, I-Bc 1,23, I-CF
63, I-CF 79, I-CF 98, GB-Ob 16, GR 16, GR 197, a

Grottaferrata fragment without shelfmark (I-GR), I-GUA 3,

L'Ars nova italiana del trecento, III (1970), 305-13, and
Margaret Bent, "New Sacred Polyphonic Fragments of the Early
Quattrocento,” Studi musicali, IX (1980), 184, n. 20; Bent
briefly notes the English origins of the Gloria (first
reported by Ernest Sanders). Most recently, the source has
been analyzed by Janet Palumbo, "A Reassessment of the
Foligno Fragment," Annual Meeting of the American
Musicological Society, Philadelphia, October 29, 1984
(unpublished). See Reinhard Strohm, "Magister Egardus and
Other Italc-Flemish Contacts," (unpublished paper,
International Congress sponsored by the Centro studi
dell'ars nova musicale italiana del trecento: "L'BEuropa e la
musica del trecento" [Certaldo, July 1984]) for a
discussion of the admixures of national styles in I-FOLas,

as well as in GR 197, A-HEI, and the Flemish source NL-Uu 37
I.

26 yrsula Gunther, "Die 'anonymen' Kompositionen des
Manuskripts Paris, B.N., fonds it. 568 (Pit)," Archiv fir
Musikwissenschaft, XXIII (1966), 73-92. Some of these
attributions have since been confirmed by their presence in
the recently found SL 2211.

27 Mario Fabbri and John Nadas, "A Newly Discovered
Trecento Fragment: Scribal Concordarices in Late—-Medieval

Florentine Manuscripts," Early Music History, III (1983),
67-81.

28 pFrank D'Accone, "Una nuova fonte dell'ars nova
italiana: il codice di San Lorenzo, 2211," Studi musicalil,
XIII (1984), 3-31. Additional evidence on the structure and
contents of SL 2211 was presented by the present writer in
"Editorial Practices in Early Quattrocento Florentine
Anthologies of Secular Polyphony," (unpublished paper)
International Congress sponsored by the Centro studi
dell'ars nova musicale italiana del trecento: "L'Europa e la
musica del trecento" (Certaldo, July 1984).
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US-CAh 122, I-ATa, I-MFA, I-Pas 553, I-Pu 656, and outer
folios of STr 14 and Pad C 658. In Part II of his study
("Repertoire—Untersuchungen")} von Fischer touched on many
important questions, among them: notational concerns,
chronology, text-music relationships, and the extent of
variants in the repertory. His valuable synthesis offered,
for the first time, a compendium of recent researches and
disputed points--primarily, French influences on Trecento
notations, chronology of the sources, and the number and
designation of voices in the compositions. The latter three
were formally taken up in discussion at the Wegimont
conference and published as part of the proceedings.29
Pirrotta's views on one of the most pressing issues, a
chronology of the sources, together with his discussions of
the nature of Trecento anthologies, may now be summarized.
Pirrotta was correct, as my own study will attempt
to show, in claiming that the determination of a
satisfactory chronology, one based on objective data, could
not be accomplished without fresh examination of the sources
and the collective efforts of specialized research on their

dating, the genres they contain, the careers of individual

29 Respectively, as Les Colloques de Wégimont II,
"L'Influence francaise sur la notation des manuscripts du
trecento," 27-34, "Chronologie des manuscripts du trecento,"
131-36, and "A propos de la répartition du texte et le

nombre de voix dans les oeuvres italiennes du trecento,”
232-38.
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composers, and (within reasonable limits) the dating of
individual compositions.30 At the foundation of Pirrotta's
exposition of problems and paradoxes inherent in questions
of chronology (presented both at Wégimont and in his later
survey of the period) are the following:3l (1) he proposed
that the discovery of new sources and fragments suggested a
new perspective on the importance of two North-Italian
musical centers--namely, Padua and Bologna (the latter
during the period of papal residence from 1410 to 1414)--a
view that balances the earlier assumed predominance of
Florence;32 (2) to the northern collections which survive in
relatively complete states--MSS R, Mod A, and Rs 215/0Os--
Pirrotta added MSS Pad A, B, C, and D. Beyond these sources
of Northern provenance we may now cite a number of recent

discoveries and reinterpretations: the first part of

30 res Colloques de Wégimont II, 132-33.

31 Nino Pirrotta, "Novelty and Renewal in Italy:
1300-1600," Studien zur Tradition in der Musik (Kurt von
Fischer zum 60. Geburtstag) ed. Hans Heinrich Eggebrecht and
Max Liitolf (Munich, 1973), 49-63; see particularly Parts 1
and 2. Pirrotta here took up questions first raised at
Wégimont concerning the distribution of sources.

32 apdditional Florentine collections, however, have
recently been reported: Fc, Fn F.5.5, SL 2211; see Chapters
4 and 5 of this dissertation.
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Man/ManP, STr 14,33 pA 75, I-Bu 596, I-TRc 1563,34 1-Bc 1,23,35

I-CF 63, I-CF 79, I-CF 98,36 GB-Ob 16,37 GR 16,38 GR 197,39 1-

33 Now believed to have been copied by the scribe
responsible for the compilation known as Pad D; see Giulio
Cattin "Ricerche sulla musica a S. Giustina di Padova
all'inizio del quattrocento: il copista Rolando da Casale -
nuovi frammenti musicali nell'Archivio di Stato," Annales
musicologiques, VII (1978), 27-9.

34 piscussed by Margaret Bent in "New Sacred
Polyphonic Fragments of the Early Quattrocento,® 175-79.

35 Bent, "New Sacred Polyphonic Fragments," 171-75.
36 see Pierluigi Petrobelli, "Nuovo materiale

polifonico del Medioevo e del Rinascimento a Cividale,"
Memorie storiche forogiuliesi, XLVI (1965), 213-15.

37 Reported for the first time by Margaret Bent,
"Ciconia and the Italian Motet," (unpublished paper)
International Congress sponsored by the Centro studi
dell'ars nova musicale italiana del trecento: "L'Europa e la
musica del trecento"” (Certaldo, July 1984).

38 gsee Giuseppe Corsi, "Frammenti di un codice
musicale dell'ars nova rimasti sconosciuti,"” Belfagor, XX
(1965), 210-15; Kurt von Fischer, "Ein neues
Trecentofragment," Festschrift fdr Walter Wiora, eds. Ludwig

Finscher and Christoph-Hellmut Mahling (Basel, 1967), 264-
68.

39 gee Oliver Strunk, "Church Polyphony a propos of a
New Fragment at Grottaferrata," L'Ars nova italiana del
trecento, III (1970), 305-13; Ursula GlUnther, "Quelques
remarques sur des feuillets récemment découverts a
Grottaferrata," L'ars nova del trecento, III (1970), 315-97.
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GR,40 1-GUA 3,4l US-CAh 122,42 and I-ATa.43 Other Paduan MSS
include I-MFA, 1-Pas 553, I-Pu 656; additionally, outer
folios of STr 14 and Pad C 658 have been detached from
wooden boards to reveal more polyphony.

The major difference between the Paduan and
Florentine MS traditions, Pirrotta suggested, is that the
former were less prone to include music composed by the
Tuscans, whereas Florentine anthologies attempted to collect
all of the Trecento repertory--Northern and Tuscan.44

Clearly representing a position between these extremes is MS

40 First reported by Anne Hallmark, "Some Evidence
for French Influence in Northern Italy, c¢. 1400," Studies in

the Performance of Late Mediaeval Music, ed. Stanley Boorman
(Cambridge, 1983), 19e6.

41 see Giulio Cattin, Oscar Mischiati, and Agostino
Ziino, "Composizioni polifoniche del primo quattrocento nei
libri di Guardiagrele," Rivista italiana di musicologia, VII
(1972), 153-81; Ziino, "Ancora sulle composizioni
polifoniche di Guardiagrele." Rivista italiana di
musicologia, VIII (1973), 9-13.

42 gee Margaret Bent, "New Sacred Polyphonic
Fragments," 179-84.

43 see Agostino Ziino, "Nuove fonti di polifonia
italiana dell'ars nova," Studi musicali, II (1973), 235-40.
For a survey of discoveries of Paduan sources, see Anne

Hallmark, "Some Evidence for French Influence in Northern
Italy,”" 196-97.

44 pir otta, "Novelty and Renewal," 49-50. Those few
Landini and Giovanni da Cascia ballatas and madrigals we do
find in such Northern collections as MS R may have been
considered part of an exotic and foreign repertory in much
the same way compilers of that collection viewed the
sicilianas it includes; see the discussion in Chapter 3.
Pirrotta ("Novelty and Renewal,” 49) considers the Tuscan
repertory in Northern sources to be the result of Florentine
composers' travels to northern Italy.
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Man/ManP, the compilation of which began in Paduan circles,
and which subsequently continued in Tuscany (perhaps Lucca),
where new, Florentine-related repertory was added to it.45
Although it is true, as Pirrotta argued, that Florentine
sources tend not to include sacred repertory and works
outside the mainstream of composed polyphony (art music),
the distinction is blurred by a number of "popular"
compositions in Tuscan collections Man/ManP, SL 2211 and
Lo.46 pirrotta viewed Northern sources as collections copied
relatively quickly for actual use; the Florentine MSS, on
the other hand, are retrospective anthologies, perhaps less

suited for performance.47 This assumption is in need of

45 Man/ManP is analyzed in Chapter 4; see Suzanne
Clercx, "Johannes Ciconia et la chronologie des mss.
italiens, Mod. 568 et Lucca (Mn)," Les Colloques de Wegimont
II, 115-22, and Anne Hallmark, "Some Evidence for French
Influence in Northern Italy,"™ 196, 221-22.

46 see such works as Antonio Zacarias' erotic
Ciaramella, me dolce ciaramella (MS Man, modern pagination
n. 26) or the ballata extolling the pleasures of pasta, De
mia farina £o le mie lasagne {(Man, p. 33). Our view of the
repertory has largely been formed by Sq, a source (argued in
Chapter 5) whose scribes carefully sifted through available
works, cheoosing refined, Italian-texted compositions among
the repertory at hand. Sg, together with FP, Pit, Fn F.5.5,
and SL 2211, represents a significantly different strata of
Florentine society from that seen in Lo. Sacred repertory
is present in Florentine sources, although it is the
exception rather than the rule; when included, it was placed
at the end of a collection (Lo, Pit, and SL 2211; in the
latter, the sacred repertory was most probably imported into
Florence from the Council of Constance [see Chapter 5}).

47 pirrotta, "Novelty and Renewal,” 50. Certainly,
the Florentines were much more catholic in their tastes,
collecting and performing all sorts of music, including
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qualification, however, for distinctions were drawn in the
most recent Florentine sources between the heritage of the
past and the newer, more vital repertory (see the
discussions of Sq and SL 2211 in Chapter 5).

I would also suggest that we more carefully qualify
the contexts for possible performances. On the one hand,
the Florentine repertory had an extremely narrow and refined
audience, perhaps extending little further than a small
circle around the composers themselves; I shall suggest in
Chapters 1 and 4 that within this group, MSS FP, Man/ManP, and
Lo may have been used ih performance. On the other hand,
Northern MSS cannot easily be contained within one category;
portions of the Paduan sources, for example, were apparently
prepared for various patrons, and include secular as well as
sacred repertories.48 A more important question is whether
the Florentine composers were personally involved in the
copying of their own repertory, thus helping to insure a
uniform transmission of their collected works. This
intense, highly narrow dissemination of the repertory should

be weighed against the contemporaneous--and later--

Northern and Tuscan songs. See particularly the mixture of
compositions cited by Simone Prudenzani in his SollazzoG,
modern edition by Santore Debenedetti, Simone Prudenzani, il
Sollazzo: contributi alla storia della novella, della poesia
musicale e del costume nel trecento (Turin, 1922), 169-77
(sonnets in which performances and repertories are listed).

48 gee Giulio Cattin, "Ricerche sulla musica," 28-41.
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peripheral distribution of selected works, the latter being
much more vulnerable to the kinds of emendations inherent in
other types of circulating musical repertories.

Pirrotta's implication that only the Florentine
sources were organized by composers and genres can no longer
be supported.49 As will be shown in Chapters 3 and 4 of this
dissertation, MSS R and Man/ManP, both originating in Padua,
were originally planned with distinct composer and genre
sections. Moreover, the high degree of overall order and
cohesiveness in the tradition of Provengal chansonniers
strongly influenced anthologizing processes in both northern
and central Italian musical centers; in fact, there is
reason to believe that one of the two large surviving
troubadour collections with music (Troub. G and R) was a

North-Italian compilation of ca. 1300.50 In these and other

49 pirrotta, »"Novelty and Renewal," 50.

50 see David Fallows, "Sources, MS, III, 3: Secular
Monophony, Provengal," The New Grove Dictionary of Music and
Musicians, ed. Stanley Sadie, 20 vols. (London, 1980), XVII,
638. Gustav Grdber, in his exhaustive study of the
relationships among the sources ("Die Liedersammlungen der
Troubadours," Romanische Studien, II [1877], 337-668), was
the first to reveal the orderly structure of the contents of
troubadour sources. The extensive study by Gianfranco Folena
("Tradizione e cultura trobadorica nelle corti e nelle cittd
venete," Storia della cultura veneta, I [Vicenza, 1976],
453-68) serves to catalogue the large number of troubadour
anthologies compiled in Venetian and Paduan scriptoria at
the end of the 13th and beginning of the 1l4th centuries,
including most sources in Grd&ber's three families of
troubadour chansonniers. Among the most important are:
Troub. A, B, D, E, £, G, H-0, Q, R, S, T and V. More recent
study of the troubadour sources appears in Hendrik van der
Werf, The Extant Troubadour Melodies (Rochester, 1984). An
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Provengal chansonniers containing vidas and razos, the songs
and poetry of the troubadours were presented as the products
of specific individuals and, even, specific sets of
circumstances. Thus, groups of songs arranged by auvthor became
meaningful, and it was but one more simple step for the
compilers of Provencal anthologies to present each group of
works in chronological order as well.51

Sylvia Huot has pointed out that in Italian
canzonieri copied at the beginning of the 14th
century, gdgeneric categories--canzone, ballatas, and
sonnets--serve to make up the major sections of the
MSS; within these, poems are usually grouped by

author. Concern for the evolution of Italian vernacular

examination of one particular source (Troub. R) was
undertaken by Elizabeth Aubry, "A Study of the Origins,
History, and Notation of the Troubadour Chansonnier Paris,
Biblioth®tque Nationale, £. £fr. 22543," (Ph.D. diss., Univ.
of Maryland, 1982), Chapter 3: "Evidence Bearing on Date and
Provenance," 77-119 (esp. 115-16). See also Jean—~Baptiste
Beck, Die Melodien der Troubadours, nach dem gesamten
handschriftlichen Material (Strasbourg, 1908), 12; Ugo
Sesini, Le melodie trobadoriche della Biblioteca Ambrosiana
(Turin, 1942), 12-14.

51 That these chronologies and biographies may rest
on little factual basis, and largely represent the input of
scribes and the tradition as a whecle, does not diminish
their role as a means of presenting an ordered repertory.
See Maria Luisa Meneghetti, "Une vida pericolosa: La
'mediazione' biografica e l'interpretazione della poesia di
Jaufre Rudel," Studi di filologia romanza e italiana offerti
a Gianfranco Folena dagli allievi padovani (Modena, 1980),
145-63; Meneghettl throws considerable doubt on the factual
reality of Rudel's vida, as well as those of Guillaume IX,
Marcabru, and Raimbaut d'Aurenga.
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poetry through successive generations of poets, Huot argues,
can be seen as early as Dante's treatise De vulgari
eloguentia.52 For example, MS Banco Rari 217 of the
Biblioteca nazionale centrale in Florence, compiled ca. 1300
in Tuscany, goésaso far as to present a hierarchy in the
genres it transmits, using large, historiated capitals for
the canzone, smaller ornamented capitals for the ballatas,
and still smaller, unadorned capitals for sonnets.33 Two
other canzonieri whose contents ‘are clearly arranged first
by poetic types, and then by author within each type, are
singled out by Huot: Vatican Library, MSS 3793 (compiled in
the late 13th century) and Chigiano L.VIII.305 (a mid 1l4th-
century collection); in the latter, each of the poetic
genres is arranged in chronological order by author.54
Pirrotta has suggested that although the Italian
repertory of the 1l4th century, unlike that of the
French, is largely attributed by scribes to known composers

(the number of anonyma being fairly well restricted), the

52 gylvia Huot, "Lyric Poetics and the Art of
Compilatio in the Fourteenth Century," (Ph.D. diss.,
Princeton Univ., 1282), 38-39. See the edition of Dante's
works by P. Rajna, Le opere di Dante Aleghieri, Societa
dantesca italiana (Milan, 1965), IV, Appendix. Dante's
treatise represents a starting point in the late 13th
century for an interest in the preservation of the Italian
literary tradition.

53 gee Huot, "Lyric Poetics," 37, who cites Vincent

Moleta, The Early Poetry of Guittone d'Arezzo (London,
1976), 34.

34 Huot, "Lyric Poetics," 38-9.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



22

sources themselves are almost all late compilations, put
together much after the conception of the works they record.
Again, we should emphasize'the fact that the immediate
predecessors and models for l4th- and early 15th-century
Italian anthologies {(whether purely literary or
literary/musical) were the troubadour monophonic

song collections.33 The latter not only name the composers
but also arrange works in ways seen in the Italian
collections of a century later: by author, by genres, and

even alphabetically by texts.56

55 1taly, of course, was not the only country to be
influenced by troubadour culture; for example, German
Liederhandschriften of the late Middle Ages were organized
much like the Provengal chansonniers (see Walter Blank, Die
kleine Heidelberger Liederhandschrift: Cod. Pal. Germ. 357
der Universitatsbibliothek Heidelberg [Weisbaden, 19721, and
Hella Frahmorgen-Voss, "Bildtypen in der Manessischen
Liederhandschrift," Werk-Typ-Situation: Studien zu
poetologischen Bedingungen in der alteren deutschen
Literatur, ed. Ingeborg Glier, et al. [Stuttgart, 1969],
184-216). For studies of the thematic, generic, and
chronological arrangement of Oswald von Wolkenstein songs in
the major sources transmitting his works (MSS A-Wn 2777, A-
Iu Wo, and A-If FB 1950), see Erika Timm, Die Uberlieferung
der Lieder Oswalds von Wolkenstein (Lubeck, 1972), 11-12,
21-121; Norbert Mayr, "Oswalds von Wolkenstein
Liederhandschrift A in neuer Sicht," Gesammelte Vortrage der
600-Jahrfeier Oswalds von Wolkenstein seis am Schlern 1977,
eds. Hans-Dieter M{ck and Ulrich MUller (GBppingen, 1978),
351-71. Timm's study must be read in conjunction with a
review of her work by Von Burghart Wachinger, in which the
latter questions some of Timm's underlying assumptions
concerning the conception of the repertory and the
relationship between two of the principal sources (in Oswald
von Wolkenstein, Wege der Forschung, LII, ed. Ulrich Miiller
[Darmstadt, 1980], 404-13); see in particular pp. 407-11 for
a different analysis of the ordering of Wolkenstein's songs.

56 The roots of authorially ordered anthologies in
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MS Troub. R, a collection most probably compiled in
southern France ca. 1300, to judge from its structure and
calligraphic hands, was copied in discrete sections largely
coincident with the gathering structure, each devoted to an
individual composer or genre, commencing with the earliest
and ending with the most recent generation of composers. The
scribes of Troub. R attributed works to composers both in

the index as well as in the body of the collection.57 Troub.

the troubadour tradition is not developed to the extent that
it deserves by Ludwig Finscher in "Die 'Enstehung des
Komponisten': zum Problem Komponisten-Individualitat und
Individualstil in der Musik des 14. Jahrhunderts,"
International Review of Music and Aesthetics, VI (1975), 29-
45; Finscher, like Pirrotta, effectively sees the beginnings
of authorial individuality and the phenomenon of composer
attributions in the Italian Trecento, and he too does not
differentiate between the written traditions of monophony
and polyphony. The distinction between monophonic and
polyphonic repertories is a significant one, for the
tradition of copying motets in French sources (to be
discussed below) included neither their attribution nor
similarly ordered arrangements; see Lawrence Earp, "Scribal
Practice," 228-47, with a discussion in particular of the
monophonic and polyphonic works in MS Trov. a.

57 The texts in Troub. R are arranged authorially,
but not all works by a given author are found grouped
together. See Beck, Die Melodien der Troubadours, 8-14,
Aubry, "A Study of the Origins," 231-35, and Hendrik van der
Werf, The Extant Troubadour Melodies, 6, 17-18. Grdber was
able to show that the section of compositions devoted to
Guiraut Riquier in Troub. R is itself arranged in
chronological order, with each work accompanied by its
supposed date of composition (from 1254 to 1292): Huot
("Lyric Poetics," 45) points out that, according to Gréber
(pp. 345-54), this precise dating could only derive from
autographs, and that the validity of such a theory would
support the possible existence of other author-compiled
texts (also noted by van der Werf, The Extant Troubadour
Melodies, 24-28). Valeria Bertolucci Pizzorusso, in "Il
canzoniere di un trovatore: il 'libro' di Guiraut Riquier,"
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G is even more rigorous in the ordering of its contents,

arranged alphabetically by composer.58 Indeed, we may not

be far wrong in asserting that the late 14th- and early
15th-century Italian song collections, together with
Oswald von Wolkenstein's song books, represent the
continuation of a long tradition of song compilation.

That similar organizational principles hold true as
well for the trouvere sources can be shown in MSS emanating
from such important late 13th-century musical centers
as Champagne and Arras. The songs of Thibaut de Champagne,
for instance, appear in almost identical order in virtually
every source transmitting them, and the compilations Trouv.

a and Trouv. W/W' contain complete-works sections of the

Medioevo Romanzo, V (1978), 216~59, published (pp. 221-38) a
critical edition of the rubrics accompanying Riquier's songs
in Troub. R and the literary MS Troub. C; she shows that the
works were first arranged generically, ranging from the most
refined to the popular (vers, retroencha, pastorella, alba,
etc.), then chronologically within genres (pp. 247-49).
Meneghetti offers two other single-author chronological
listing of works in Troub. C: troubadours Johan Esteve and
Raimon Gaucelm. For another possibkble single-author
collection (of works by Peire Vidal), see Silvio Avalle, La
letteratura medievale in lingua d'oc nella sua tradizione
manoscritta (Turin, 1961), 85-89. See also Martin de
Riquer, Los trovadores: Historia literaria y textos, I
(Barcelona, 1975), 16-17, and Aubry, "A Study of the
Origins,” 240. Along the same line, Antonio Viscardi
("Origini letteraria dell' Europa moderna," Bollettino di
letterature moderne, I [1947], 13-22) proposed an original

autograph compilation for the works of the troubadour
Gaucelm Faidit.

58 sesini, Le melodie trobadoriche, 11-14, and van
der Werf, The Extant Troubadour Melodies, 6, 14.
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trouvére Adam de la Halle.39 It is reasonable to assume that
Machaut's collected-works MSS were modeled on the source

tradition of the grand chanson courtois, one in which

compositions were generally arranged in generic groups:
chansons, rondeaux, jeux-partis, motets, dramatic and
narrative works.60 Remarkable among the French collections

is Trouv. O, whose contents are arranged entirely

59 W' is a fragment which may have formed part of
either a MS wholly devoted to Adam or a general

trouvere chansonnier; it is now bound with the larger Trouv.
W, which also transmits a group of Adam's chansons. Other
smaller collections of Adam's works are to be found in
Trouv. A, P, R, 9, T, and V (all arranged by authors and
genres); discussed by Earp, "Scribal Practice," 23-25, 234-
38. Thibaut's chansons were evidently at the core of the
purely literary source, Berne, Stadtbibliothek 231 and the
portion of MS Trouv. M known as "t" (Fallows, "Sources,”
639; see also Ian Parker, "Notes on the Chansonnier Saint-
Germain-des-Pres," Music & Letters, LX [1979], 264). An
edition of Thibaut's works appears in Hendrik van der Werf,
Trouveres—Melodien, II, Monumenta Monodica Medii Aevi, XII
(Kassel, 1979), 3-311. Adam's chansons are available in van
der Werf's Trouvéres-Melodien II, 483-680, and

Nigel Wilkins, The Lyric WOrks c of Adam de la Halle,

Corpus Mensurabilis Musicae, XLIV (n;n, "American Institute
of Musicology, 1967). For the most recent discussion of the
MS tradition of Adam de la Halle's songs, see the brilliant
essay by John Stevens, "The Manuscript Presentation and
Notation of Adam de la Halle's Courtly Chansons," Source
Materials and the Interpretation of Music: A Memorial Volume
to Thurston Dart, ed. Ian Bent (London, 1984), 29-64.

60 see Earp, "Scribal Practice," 25, 240-47. Another
single—author collection of the period occurs in the
alphabetically arranged unica of Jehannot de Lescurel,
entered into MS Fauv; Edward Roesner (private communication)
believes that the Lescurel section reflects an exemplar
which constituted a single gathering of a larger source, for
the compositions in Fauv include only those beginning with
letters A through G. See also Nigel Wilkins, The Works of
Jehan de Lescurel, Corpus Mensurabilis Musicae, XXX XXX (n.p-,
American Institute of Musicology, 1966).
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alphabetically.6l Other trouvére collections with
composer/genre ordering include MSS Trouv. M, N, and T;
indeed, Trouv. M (as well as Trouv. a mentioned above) is
very much a precursor of Sq, with its placement of
illuminated portraits at the start of each new composer
section.62

It should be emphasized that structural analyses of
trouvere sources reveal that the scribes attributed only
monophonic repertory (the focus of the collections) to known
authors; they did not do so with the added polyphonic
motets. Later l4th-century collections of polyphony
continued this practice; if, for example, the Machaut MSS
had not survived, we would have few solidly attributable

works to that composer.63 The consistent attributions in

61 Fallows, "Sources," 641. We might note, too, that
unattributed songs were often placed at the ends of trouvére
collections; remarkably enough, the anonyma in Trouv. K were
arranged in alphabetical order (see Parker, "Notes on the
Chansonnier," 263-64). A notable exception to orderly
arrangement is found in Trouv. X, a MS with "no logical
sequence to the songs, nor the suggestion that it was a
homogeneous collection, despite the original inclusion of a
table of contents" (Parker, "Notes on the Chansonnier,"
263). For the earliest instance of alphabetical ordering
among the Italian Trecento sources, see n. 104, below, for
Strohm's re-reading of a MS fragment from Cortona. The
incorporation of alphabetical ordering and its bearing on
the makeup of Trecento sources Fn F.5.5 and Sq will be taken
up in Chapters 4 and 5.

62 Earp, "Scribal Practice," 240-47.
63 piscussed by Margaret Hasselman, "The French

Chanson in the Fourteenth Century," (Ph.D. diss., Berkeley,
1970), 6-96; see also Earp, "Scribal Practice," 21-3.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



27

Florentine Ars Nova MSS and troubadour/trouvére sources can
only be interpreted as a manifestation of the narrow,
exclusive nature of the musical circles within which those
repertories were performed; perhaps the collectionist fervor
we have been so quick to attribute to 15th-century
humanistic concerns should be reviewed. Both the French and
Italian song repertories owe their survival in written form
largely to the careful selection and conscious transmission
of the music by scribes working within musical circles
largely circumscribed by the composers of the
repertories.64

Pirrotta has maintained that although the repertory
of the Italian Ars nova was conceived over a period of a
century (from ca. 1320 to 1420), the written documents, with
perhaps only one exception (Rs 215/0s), were copied within
the years 1390-1440.65 Attempts to refine that chronology
have fallen victims to a major stumbling block, for, as
Pirrotta warned in a cautionary note, dating the MSS on the
basis of their contents or, especially, their notations, was

inadvisable, as the latter represented one aspect of

64 A view also held by Reinhard Strohm, "Towards a
Reappraisal of Musical Culture in Fifteenth-Century Italy,"
Colloquium on 15th-Century Music, Princeton Univ., April
1985 (unpublished paper). We may note, in this regard, that
the scribes of Italian Trecento sources tended not to
attribute "foreign" repertory.

65 pirrotta, "Cronologia e denominazione," 95; idem,
"Novelty and Renewal," 49.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



28

transmission that could change from source to source, and
perhaps even within the same collection.66 1Indeed, the
complexity of examining the Trecento repertory lies
intrinsically in the fact that the very period that
witnessed the greatest concern for preserving the Italian
musical heritage of the 14th century also permitted the
greatest amount of change in the states of that heritage
through the influence of continually evolving styles. The
dates Pirrotta offered--from ca. 1370 for Rs 215/0s to ca.
1440 for Sq, with most sources datable to a period extending
from the last years of the 14th century through the first
two decades of the 15th--will be taken up in Chapter 5,
where the much narrower range, 1400-1420, for all the later

sources will be proposed.67

66 Pirrotta, "Cronologia e denominazione," 97.

67 pirrotta, "Cronologia e denominazione," 95-96, and
the discussion on 134-35. Pirrotta's late dating of Sq
rests on several factors, all of which will be examined in
Chapter 5: (1) a study of the miniatures and handwriting;

(2) large format; (3) unusually elaborate decoration; (4)
the presence of many unica, pointing to a deliberate act of
collectivism, and thus to a period of compilation posterior
to that of the other sources; (5) the presence of many works
by Bartolino da Padova, a composer whose complete song
repertory was otherwise slowly disseminated; (6) the
addition of a third voice to many Bartolino works, pointing
to later 15th-century musical tastes; (7) a date when
Antonio Squarcialupi himself would have compiled the
anthology. Bianca Becherini and Kurt von Fischer were
opposed to such a late dating of Sq (Les Colloques de
Wégimont II, 133-35); some years later, Becherini suggested
that the basic corpus of Sq (as she viewed it, up to and
including the works of Landini) was completed shortly after
Landini's death in 1397, and additional composer sections
were added up to the third decade of the 15th century,
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Respcnses to Pirrotta's chronology were offered at
the Wegimont conference by Suzanne Clercx, Kurt von Fischer,
and Leo Schrade, raising other important problems regarding
the dating of Trecento sources in general as well as
particular MSS.68 Clercx, for instance, was very much
interested in the ties between MS repertories and the
institutions in which they must have originated. Thus she
placed the early layers of Mod A in Avignon (and not

Bologna, as Pirrotta had suggested).59 Her arguments for the

basing her theory on the (erroneous) identification of
Magister Cacherias ("Antonio Squarcialupi e il codice
Mediceo Palatino 87," L'ars nova italiana del trecento, I
[1962], 169-70). Kurt von Fischer has proposed the years
1415-19 ("Paolo da Firenze und der Squarcialupi-Kodex [I-Fl
871," Quadrivium, IX [1968], 18-19), a dating which will be
supported in Chapter 5. A recent, compelling study of the
miniatures in Sq dates the source to the years 1410-15; see
Luciano Bellosi, "Due note in margine a Lorenzo Monaco
miniatore: il 'maestro del codice Squarcialupi' e il poco
probabile Matteo Torelli," Studi di storia dell'arte in
memoria di Mario Rotili (Naples, 1984), 307-10. Most
recently, Pirrotta, in an added footnote to a reprint of his
article "Tradizione orale e tradizione scritta nella
musica," (appeared originally in L'ars nova italiana del
trecento, III [1970], 431-41) in Music and Culture in Italy
From the Middle Ages to the Baroque (Cambridge, Mass.,
1984), 381, n. 3, reconfirmed his belief that Sq must be a
late source, although "probably not as late as 1440."

68 "Chronologie des manuscrits du trecento," Les
Colloques de Wéglmont II, 131-36; see also Clercx, "Johannes
Ciconia et la chronologie," 110-30. Von Fischer summarized
the dating of Trecento sources in his "Trecentomusik-
Trecentoprobleme," Acta Musicologica, XXX (1958), 185-89.

69 see Clercx, "Johannes Ciconia et la chronologie,"
111-14. This hypothesis would place the composers Matteo da
Perugia and Antonio Zacarias in Avignon, a view that must be
regarded with some skepticism in the absence of supporting
archival evidence (see Chapter 5).
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provenance and dating of Man/ManP were more solidly
grounded: the collection, she argued, had not been prepared
for the Guinigi of Lucca, for the slim repertorial evidence
put forward by others was not in itself compelling.’0 Leo
Schrade, in his response to Pirrotta's chronology, was the
first to inquire into the relationship of the sources to
each other, and to distinguish between "original" sources
and mere copies, a proposal dismissed by von Fischer for
what the latter saw as the absence of so-called originals.71
Finally, Clercx's suggestion that we concentrate on dating
the repertories, not the sources, was discussed by Pirrotta,
who expressed the view that the manner in which the contents

of FP were arranged betrays the chronology of Landini's

70 Clercx, "Johannes Ciconia et la chronologie," 115.
She believed, instead, that Pirrotta's sections A and B of
Man/ManP could have originated in northern Italy, gquite
likely in Padua. What she did not know, however, is that
Antonio Zacarias may indeed have had contacts with Paduan
musical circles, so her hesitation in that regard can be
dismissed. Her conclusions (pp. 116-19), which place the
origins of Man/ManP in Padua sometime between 1393 and 1406
and account for its eventual transfer to Lucca, will be
taken up in Chapter 4. For the most recent discussion of
Ciconia's presence in Man/ManP, see Margaret Bent and Anne
Hallmark, eds., The Works of Johannes Ciconia, Polyphonic Music

of the Fourteenth Century, XXIV (Monaco, 1985), Introduction.

71 Leo Schrade and Kurt von Fischer, in "Chronologie
des manuscrits du trecento," Les Collogues de We€gimont II,
131. Although Schrade and Clercx believed that FP and Sqg
were not directly related, Pirrotta argued that Pit and Sq
were at least closely connected on the basis of identical
readings and the large number of shared pieces. In a
chicken-and-egg situation, Schrade proposed that the dating

of repertories depended to a large extent on the dating of
the sources.
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compositions. Thus, in this case, the repertory dates the
MS; because of the great number of three-part ballatas, he
placed the compilation of the MS at the end of Landini's
life--more towards 1400 rather than von Fischer's date
of 1390.72

The MS collections at the center of the
present study are the largest and most comprehensive
surviving anthologies compiled in Italy, beginning with FP
from ca. 1400, possibly the earliest surviving source of
polyphonic song in Italy outside of the Rs 215/0s
collection, to the most recent anthologies of ca. 1410-20,
8q and SL 2211. Most of the MSS are Florentine, although
one Northern compilation, MS R, has been included: FP, R,
Pit, Fn F.5.5, Man/ManP, Sq, and SL 2211.73 Other important
collections with Italian polyphonic songs--Lo, Mod A, Rs

215/0s, Fc, the Paduan fragments (Pad A - D), STr 14, GR 16,

72 clercx and Pirrotta, in "Chronologie des
manuscrits du trecento," 132-33; von Fischer, Studien, 90.

73 Most of the sources considered in the present
study have been previously examined: FP, by Schrade, in The
Works of Francesco Landini, Commentary, 13-23; MS R, by von
Fischer and Wilkins (see note 163, below); Pit, by Reaney
and Glinther (see notes 85 and 26, above); Man/ManP, by
Clercx and Pirrotta (see notes 45 and 12, above); Sq, by
Becherini ("Antonio Squarcialupi e il codice Mediceo
Palatino 87," L'Ars nova italiana del trecento, I [1962],
140-80) and von Fischer ("Squarcialupi Codex," Die Musik in
Geschichte und Gegenwart, 16 vols. ed. Friedrich Blume
(Kassel & Basel, 1949-79), XII, cols. 1097-1100; idem,
"Paolo da Firenze und der Squarcialupi-Kodex," 5-19); SL

2211, by Frank D'Accone ("Una nuova fonte dell'ars nova
italiana").
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RU1, RUo/ and RO 1790--have not been directly considered
here in order to delimit the scope of the dissertation and
to avoid needless duplication of problems and solutions
encountered in the anthologizing processes of Italian MSS of
the period. A study of the selected sources includes

the following:

1. Uncovering the physical structure of the MSS
through an examination of their papers or parchment,
signatures, foliations, preparations of writing
material for copying (pricking and ruling), and
inks.

2. Distinguishing among the various contributors to a
collection and detecting organizational plans by
which the contents of these anthologies were
articulated into authorial/generic units--that is,
the manner in which scribes put plans into effect.
With one exception, SL 2211, the MSS to be studied

are collaborative efforts by many scribes.74

74 1+ is not possible to demonstrate that the sources
were copied, even in part, by any one of the composers
represented, although this possibility should by no means be
ruled out (see the discussions of Paolo da Firenze in
Chapters 4 and 5). Margaret Bent has argued for composer
autographs in the OH repertory; see Bent, "The 0Old Hall
Manuscript: A Paleographical Study," (Ph.D. diss., Cambridge
Univ., 1969), and Andrew Hughes and Margaret Bent, "The 01d
Hall Manuscript: An Inventory," Musica Disciplina, XXI
(1967), 130-47. In the literary sphere, it has recently
been shown that Cristine de Pisan may not only have been
employed as a scribe, but was responsible for copying some
of her own works into surviving MSS; see Gilbert OCuy and
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3. A study of details in the ordering of pieces:
discerning layers in through-copied sections of
ccllections; identifying composite sources (those
compiled over a relatively long period of time).

4. Analysis of groupings by chronology, authors,
and/or genres and the relationship of such
arrangements to the gathering structures of the MSS.
As will be shown in the most recent sources--Sg and
SL. 2211--a strict coincidence of repertorial
arrangement and physical structure can lead to near
identity in the layout of works from source to
source.

5. A study of scribal practices, as revealed above all
through an examination of copying in gathering
units, by far the most common manner in the
collections transmitting Trecento songs. This basic
organizational principle allows for the sharing of
work in an efficient division of labor, and
contrasts with the makeup of composite MSS (or
sections of MSS), where adjacent works were copied
at distant periods in time. Put another way, the

shared-work source will contain pieces copied more

Christine Reno, "Identification des autographs de Christine
de Pizan," Scriptorium, XXXIV (1980), 221-38, and Charity
Cannon Willard, "An Autograph Manuscript of Christine de
Pizan?," Studi francesi, IX (1965), 452-57.
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or less at the same time, but by different scribes;
the composite source also contains works copied by
various scribes, but at different times. What can
be tested in the first case is the possibility that
scribes effected editorial changes in their copying
while working with others in the same place, at
approximately the same time, and most probably from
the same exemplars. Thus, in such cases, we have
removed the elements of time and local practices
which might in themselves have affected the
readings, régardless of scribal initiative. It is
important, in this context, to judge the presence or
absence of coeval or later additions to the main
corpus of works in a given source; here, physical
characteristics can provide clues with changes in
both the materials (parchment or paper) and their
preparation.

6. Study of anthologies that are consistent in their
classification and separation of contents (with
unfilled blank spaces between groups of works). This
is a valuable indication that the source (e.g., Sq
and parts of others) is a different kind of
collection, one in which the sections remain

separable from.one another right up to the time of
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binding.75 The process provides us with important
clues about the availability of works and the manner
in which they were entered into the MS. Of interest
is the idea that the more separable a MS, the less
planning lies behind its organization, or, at the
very least, that no detailed plan was established
before the copying process was begun. As will be
shown with unusually ambitious collections such as
Sq and SL 2211, many exemplars, probably of the most
diverse nature, were drawn upon to produce them, and
it was thus prudent to keep the sections separate,
allowing for the final ordering of the material only
after the full extent of the collection was
practically realized. In such a source as FP, on the
other hand, the index was added after the final
ordering had been achieved, serving to conceal the
complexities of compilation and also lending a mask
of authority to the final organization of the
source, even though this may reflect quite a
different order from that originally planned.
Conversely, if sections of a large MS show signs of
through-copying, then the scribes must have planned

to a great extent before the compilation could

75 such MS structure is argued in The
Auchinleck Manuscript: National Library of Scotland
Advocates' MS 19.2.1, facsimile edition with an introduction
by Derek Pearsall and Ingrid Cunningham (London, 1977).
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begin.

7. Finally, the external evidence of new biographical
discoveries will_be brought to bear on the history
of MS compilation (particularly fruitful for
Man/ManP, Sq and SL 2211).

The scribal and editorial initiatives studied in
this dissertation do not include variants that are the
result of mechanical copying errors, although it is trué
that some of these may serve as indicators of the musical
abilities of scribes (valuable information in itself, and a
necessary background against which to measure scribal
effectiveness in other matters of transmission): omission of
individual notes, erroneous repetition of notes or small
sections of a'vocal part, pitch displacement (typically by
one staff line; i.e., a third), cleffing errors, misreadings
of rests, and incorrect placement of notes with respect to
text syllables. It must be stated at the outset that our
present knowledge of the repertory may not always allow us
to clearly distinguish errors from intentional or
meaningless variants, i.e., a scribe's misunderstanding of
his exemplar from deliberate changes in his own copying.

In the Trecento repertory, the opportunity for
emendation by scribes can be seen, above all, in the number
of voices copied (including the addition of newly-composed
parts, typically the Contratenor), notational aspects

(especially those that reflect modernizing tendencies), and
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texting habits. The following aspects of music and' text
will be considered:
1. The isolation of notational features that may be
associated with particular scribes and classified
chronologically (from older Italian manners to the

ars subtilior) and/or regionally (Paduan,

Florentine, French-influenced): variability in the
adoption of the Marchettan system and the
introduction of such features as alteration,
syncopation, and the dot of addition. Substantial
evidence reveals that much of the Trecento repertory
was originally notated in a form more completely
Marchettan than the translated, Northern-influenced
forms in which so much of it now survives. The MSS
also indicate that some scribes went to unusual
lengths to clarify ambiguous aspects of the notation
in their exemplars {e.g., superfluous use of dots in
indicating divisiones or for preventing unwary
alteration). The major problem is that at the time
the MSS were copied, many notational features were
in a state of flux; scribes, Italian or otherwise,
no doubt had to exercise a good deal of text-
critical judgment in their work, for they were
expected to handle a wide range of notational
problems. In this respect, scribes felt free to make

any alterations which would in their eyes improve or
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clarify readings in the compositions. In Chapters 4
and 5, the process of establishing texts which at
one time incorporated syncopations and other ligated
notes will provide a focus for this set of problems.

2. Texting procedures: testing the hypothesis (mostly
Schrade's) that Italian songs evolved from an all-
vocal texture to one in which the Tenor,
Contratenor, or both were textless.

3. A study of transmission patterns, ascertaining
whether the distance between the conception of a
repertory and its surviving redaction is a
determinant of the manner in which it is copied. I
shall argue that in the later collections (Sg and,
particularly, SL 2211), in contrast to earlier
anthologies, the oldest works do not reflect wholly
new stints of collecting; they were recopied in
essentially fixed forms from other collections and
were therefore not as open to editing and
rearrangement as was the more recent and still

"living" repertory being performed.’6

76 This has already been shown to be true in the
earlier trouvere lyric tradition. Hans-Herbert Rakel, in
his Die musikalische Erscheinungsform der Trouveérepoesie,
Publikationen der Schweizer[ ischen musikforschenden
Gesellschaft, 1I/27 (Bern, 1977), 281, concluded that the
flexibility characteristic of orally transmitted song was
replaced by demonstrable stabilization on two levels in the
trouveére MS tradition: uniformity in readings and
fixity of form (see Hans Tischler's review of this study in
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The most important step in source-critical studies
is the development of an investigative sequence which
proceeds from an examination of the materials of the sources
(paper or parchment), to a study of the preparation of that
material for copying, identification of distinct scribal
hands in both text and music, and, finally, decisions
concerning scribal practices, questions regarding the
repertory, and the interrelationship of the sources to each
other.

What has helped our discipline immensely in the
opening steps of the proposed sequence has been the
sophistication of source studies in fields outside of music.
With regard to the examination of the materials from which
our sources are made, the leading studies ¢f parchment and
early paper have been those of Léon Gilissen, Allan
Stevenson, G. Thomas Tanselle, Gerhard Piccard, Theodor

Gerardy, and Jean Irigoin.77 My indebtedness to their work

the Journal of the American Musicological Society, XXXII
[1979], 335-37). To these elements I would add fixity in
order of presentation; see van der Werf, The Extant
Troubadour Melodies, 5. No doubt, the longer the tradition
of written transmission within particular late medieval
repertories of text and music, the greater the tendency to
preserve (i.e., "fix") as many elements of that repertory as
possible. This may even account for the phenomenon of
authorial attribution in fully developed phases of written

traditions during the late Middle Ages and early
Renaissance.

77 réon Gilissen, Prolegonenes a la codlcologle-
recherches sur la construction des cahiers e et la mise en
page des manuscrits médievaux (Paris, 1977); Allan
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Stevenson, Watermarks Are Twins," Studies in Bibliography,
IV (1951-52), 57- 91, idem}, "Chain Indentations in Paper as
Evidence," Studies in Bibliography, VI (1954), 181-95; idem,
"Paper as Bibliographical Evidence," The Library, XVII
(1962), 197-212; idem, The Problem of the Missale Speciale
(London, 1967); idem, "Beta-radiography and Paper Research,"
International Congress of Paper Historians, VII (Oxford,
1967), 159-68; G. Thomas Tanselle, "The Bibliographical
Description of Paper,"” Studies in Bibliography, XXIV (1971),
27-67; Jean Irigoin, "La datation par les filigranes du
papier," Codicologica, V (1980), 9-36; Theodor Gerardy,
Datieren mit Hilfe von Wasserzeichen, Schaumburger Studien
im Auftrage der Historischen Arbeitsgemeinschaft fur
Schaumburg, IV (Buckeburg, 1964); idem, "Der
Identitatsbeweis bei der Wasserzeichendatierung," Archiv fir
Geschichte des Buchwesens, IX (1968), cols. 733-78; idem,
"Die Beschreibung des in Manuskripten und Drucken
vorkommenden Papiers," Codicologica, V (1980), 37-51;
Gerhard Piccard, "Die Wasserzeichenfoxrschung als historische
Hilfswissenschaft," Archivalische Zeitschrift, XXXII (1956);
Stephen Spector, "Paper Evidence and the Genesis of the
Macro Plays," Medievalia, V (1979), 217-32; idem, "Symmetry
in Watermark Sequences," Studies in Bibliography, XXXI
(1978), 162-78. For reports on the use of watermarks in
musicology, see Jan LaRue, "Watermarks," The New Grove
Dictionary, XX, 228-31; 1dem, "Classification of Watermarks
for Musicological Purposes,” Fontes Artis Musicae, XIII
(1966), 59-72; idem, "Watermarks and Musicology," Acta
Musicologica, XXXIII (1961), 120-34; Frederick Hudson, "The
Study of Watermarks as a Research Factor in Undated
Manuscripts: Beta-Radiography With Carbon-14 Sources,”
Report of the Eleventh Congress of the International
Musicological Society (Copenhagen, 1974), 447-53. See also
Leslie Jones, "Pricking Manuscripts: The Instruments and
Their Significance," Speculum, XXI (1946), 389-403, and Jean
Vezin, "La realisation materielle des manuscrits latins
pendent le haut Moyen Age," Codicologica, II (1978), 15-51
(especially 32-42, for methods of ruling and binding MSS);
Terence Pattie, "The Ruling as a Clue to the Make-up of a
Medieval Manuscript," The British Library Journal, I (1975),
15-21. A significant survey of the specific problems
encountered in the production of Medieval and Renaissance
music sources was recently presented by Stanley Boorman,
"Sources, MS I, 6: Introduction," The New Grove Dictiocnary,
XVII, 604-09. It is to ke hoped that Boorman's model study
of MS structure will soon appear in print: "Towards the
Biography of a Manuscript: Bologna Q15," unpublished paper
read at a meeting of the Greater New York Chapter of the
American Musicological Society, April 1980. Boorman's

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



41

will become apparent in the following chapterc. On the
important question of distinguishing scribal hands and
observing the combined efforts of scribes in the creation of
a chansonnier, we may point to the exemplary work which has
been undertaken in the study of medieval literary sources:

e.g., the examination of copies of the Canterbury Tales by

A. I. Doyle and M. B. Parkes,’8 and the recent study of the
art of compilatio in late medieval poetic sources by Sylvia
Huot, in which the scholarly approach by scribes to the
process of anthologizing vernacular lyric is shown to be
indicative of their conscious participation in poetic

traditions.’79 The figure of the scribal editor as mediator

examination of similar problems in early music prints has
appeared in "The 'First' Edition of the Odhecaton A,"
Journal of the American Musicological Society, XXX (1977),
183-207, and "Petrucci's Type-Setters and the Process of
Stemmatics," Quellenstudien zur Musik der Renaissance I, ed.
Ludwig Finscher (Munich, 1981), 245-80.

78 A. I. Doyle and M. B. Parkes, "The Production of
Copies of the Canterbury Tales and the Confessio Amantis in
the Early Fifteenth Century," Medieval Scribes, Manuscripts
and Libraries: Essays Presented to Neil Ker, ed. M. B.
Parkes and A. Wilson (London, 1978), 163-210. See also the
discussion of Chaucer sources and texts by Norman Blake
(Review, III [1981], 219-32) in his assesment of The
Canterbury Tales: A Facsimile and Transcription of the
Hengwrt Manuscript, With Variants from the Ellesmere
Manuscript, ed. Paul Ruggiers (Norman, 1979), and Troilus
and Criseyde, Geoffrey Chaucer: Facsimile of Corpus Christi
College Cambridge MS 61, ed. M. B. Parkes and Elizabeth
Salter (Cambridge, 1978).

79 Huot, "Lyric Poetics," especially Chapter 1, 23-
64. The following recent studies have also focused on
scribal initiative as a factor in MS makeup and variant
readings of medieval poetic anthologies: Robert Lewis, "The
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between poetic texts and an audience has been brilliantly

argued by Robert Ivy, Istvén Frank, and Elspeth Kennedy.80

Scribe as Editor: Variation in the MSS of the Middle English
Pricke of Conscience,” Manuscripta, XX (1976), 10-26; Andrew
Rigg, ed. Editing Medieval Texts, English, French, and Latin
Written in England: Papers Given at the Twelfth Annual
Conference on Editorial Problems, University of Toronto, 5-6
November, 1976, introduction by Rigg (New York, 1977);
Josette Wisman, "Manuscrits et éditions des oeuvres de
Christine de Pisan," Manuscripta, XXI (1977), 144-53; Gerald
Bruns, "The Originality of Texts in a Manuscript Culture,"
Comparative Literature, XXXII (1980), 113-29. For a
discussion of scribal intervention in the compilation of the
Canterbury Tales in the decades after Chaucer's death, see
Charles Owen, "The Alternative Reading of The Canterbury
Tales: Chaucer's Text and the Early Manuscripts,"
Publications of the Modern Language Association of America,
XCVII (1982), 237-50; Owen shows how the effort to gather
authentic texts extends to the time of actual redaction, for
the hand of a competent editor is apparent,

imposing upon Chaucer's material a form more in keeping with
medieval conventions and contemporary expectations than with
the author's wishes. See also Larry Benson, "The Order of
the Canterbury Tales," Studies in the Age of Chaucer, III
(188T), 77-120; M. B. Parkes, "The Influence of the Concepts of
Ordinatio and Compilatio on the Development of the Book,"
Medieval Learning and Literature: Essays Presented to
Richard William Hunt, ed. J. J. G. Alexander and M. T. Gibson
(Oxford, 1976), 115-41; Franz Bauml, "Varieties and
Consequences of Medieval Literacy and Illiteracy,”" Speculum,
LV (1980), 237-65; Madeleine Tyssens, "Le style oral et les
ateliers des coplstes," Mélanges de llngulsthue romane et
de philologic médi€vale offerts & V M. Maurice Delboullle, 11
(Gembloux, 1964), 659-/5 (on scribal initiative in the
production of a rhymed version of the Chanson de Roland).
See also the important study cited by Stanley Boorman
("Limitations and Extensions of Filiation Technique," Music
in Medieval and Early Modern Europe: Patronage, Sources and
Texts, ed. Iain Fenlon [Cambridge, 1981], 341): Ernest
Colwell, "Scribal Habits in Early Papyri: A Study in the
Corruption of the Text," The Bible in Modern Scholarship,
ed. Philip Hyatt (NashvilTle, 1965), 370-80.

80 sSee Robert Ivy, The Manuscript Relations of
Manessier's Continuation of the Old French Perceval ~
(Philadelphia, 1951); Istvdn Frank, "'Babariol-Babarian’
dans Guillaume IX," Romania, LXXIII (1952), 227-34 (scribal
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Although the incorporation of this more thorough
examination of the structure ana scribes of MS
sources from sister disciplines has begun to take hold in
musicolegical studies in the past two decades, a great many
source descriptions and inventories are in need of revision
because of their lack of such investigative refinements,
particularly the entries on the Trecento sources in 5;§E,8l

CCMS,82 The New Grove,83 and Giuseppe Corsi's Poesie musicali

del trecento.84 sSeveral of the inventories which appeared in

suppression of strophes and changes of rhymes); Elspeth
Kennedy, "The Scribe as Editor," M£langes de langue et de
littérature du moyen &ge et de la renaissance offerts a Jean
Frappier, I (Geneva, 1970), 523-31. Kennedy offers the
following types of deliberate scribal alteration in the
Prose Lancelot: (1) production of a shortened version; (2)
modernization of the language; (3) scribal emendation of
meaningless text (filling in gaps or correcting
inconsistencies), some with no more authority than the
common sense of the scribe; (4) suppressions and additions

made to conform with special interests of the scribe or
patron.

81 Répertoire internationale des sources musicales, B
IV:1l, Manuscripts of Polyphonic Music: llth-Early 1l4th
Century, ed. Gilbert Reaney (Munich, 1966); B IV:2,
Manuscripts of Polyphonic Music (ca. 1320-1400), ed. Gilbert
Reaney (Munich, 1969); B IV:3 and B 1IV:4, Handschriften mit
mehrstimmigen Musik des 14., 15., und 16. Jahrhunderts, ed.
Kurt von Fischer and Max Lttolf, 2 vols. (Munich, 1972).

82 census-Catalogue of Manuscript Sources of
Polyphonic Music 1400-1550, Renaissance Manuscript Studies,
I (American Institute of Musicology): Vol. 1, A-J (1979);
vol. 2, K-O (1982), vVol. 3, P~-U (1984).

83 Xurt von Fischer, "Sources, MS, VIII, 2: Italian
Polyphony ca. 1325-1430, Principal Individual Sources," The
New Grove Dictionary, XVII, 665-68.

84 Giuseppe Corsi, Poesie musicali del trecento,
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early volumes of Musica Disciplina--~those of Ch, Lo, Pit,

and R--likewise must be reviewed by modern critical
standards.85 Other investigations, notably Eugene Fellin's
study of Trecento notations} have also largely played down
the significance of scribal editorial practices.86 As will
be shown in Chapter 1, working without a detailed assessment
of scribal contributions invites the danger of producing
questionable conclusions about the music, its variant
readings, and the process of its transmission.

Studies uncovering important clues to a wide range
of notational and stylistic problems offered by the
repertories they discuss through a fresh analysis of the

manner in which the MSS were produced can be traced back to

Collezione di opere inedite o rare, CXXXI (Bologna, 1970),
li-1xxix.

85 see Gilbert Reaney, "The Manuscript Chantilly,
Musée Cond€ 1047 (Ch)," Musica Disciplina, VIII (1954), 59-
87; idem, "The Manuscript London, B.M., Additional 29987
(Lo)," Musica Disciplina, XII (1958), 67-91; idem, "The
Manuscript Paris, Bibliothéque Nationale, fonds italien 568
(Pit)," Musica Disciplina, XIV (1960), 33-63; Kurt von
Fischer, "The Manuscript Paris, Bibl, nat., nouv. acq. frg.
6771 (Codex Reina = PR)," Musica Disciplina, X (1957), 37-
78; Nigel Wilkins, "The Codex Reina: A Revised Description,"
Musica Disciplina, XVII (19263), 57-73; von Fischer, "A Reply
to N. E. Wilkins' Article on the Codex Reina," Musica
Disciplina, XVII (1963), 75-77.

86 Eugene Fellin, "A Study of Superius Variants in
the Sources of Italian. Trecento Music: Madrigals and Cacce,"
(Ph.D. diss., Univ. of Wlscon51n,1970),1dem "The
Notation~Types of Trecento Music," L'Ars nova italiana del
trecento, IV (1978), 211-23; idem, *Le relazioni tra i
manoscritti musicali del trecento," Rivista italiana di
musicologia, VIII (1973), 165-80.
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Margaret Bent's 1969 examination of OH.87 There, she
identified the original plan and structure of the volume,
distinguished the scribes, clarified their roles in
implementing that plan (or in departing from it), and
discovered significant correlations between scribes and
composer attributions. From these findings she was able to
draw striking conclusions regarding the chronology and the
development of styles in English music ca. 1400.

The most important recent studies of editorial
practices in medieval and Renaissance musical MSS are by
Stanley Boorman and Margaret Bent. Both convincingly argue
for scribal participation in the process of transmission in
terms of the rearrangement of musical parameters—--e.g.,
text-music relationships, ligaturing, embellishment in
cadential gestures, and notation of accidentals; as such,
these fundamental studies prove that deliberate scribal
alterations confound the establishment of stemmatic
interrelationships among surviving sources, at least insofar

as the goal of such stemmata is the uncovering of an Ur-

87 Margaret Bent, "The 0ld Hall Manuscript"; see also
her recent study of cceval English sources in "The Progeny
of 0Old Hall: More Leaves From a Royal English Choirbook,"
Gordon Athol Anderson (1929-1981): In Memoriam, von seinem
Studenten, Freunden und Kollegen, Institute of Mediaeval
Music, Musicological Studies, IXL, 2 vols. (Henryville,
1984), I, 1-54. Bent's  