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ABSTRACT 

The purpose of t his t hesis i s t o s ive an hi storical 
anal ysis of the earl iest mot ets . These compos i tions , cover
ing a period of f r om approximatel y 1190 t o appr oximately 
1240, are cont ai ned in t he followine manuscripts: 

' ·.volfonbuette l 6?7, olim Helmst adt 628 ; 
Fl or ence Bibl. Med .Laur . Pl.XXIX ,l; 
Wolfenbuettel 1206 , olim Helmstadt 1099 . 

The mot et s cont ained i n t hese manuscript s havo been com
pl etel y t r anscribed f r om photost atic copies her e for t he 
f irst time. 

Our resear ch has been based chiefl y on theee 
trans cri.ptions , and has been carr ied on froo two aspects , 
viz . st yl e cr i t icism and hi storical development . To this 
end we make use of t wo cl assi f i cat ions , one cr ossing the 
other : (1) One is gi ven by the manuscripts themselves 
which rouBhlY indi cate l arge groups of rnot ets , belonging 
to several successive periods. (2) The other one is 
f urnished us by the s t yl es of the compositions . We then 
proceed to divide our t ask into sinf'le problen.s , each of 
which is judged accordinG to t hese class ifications . In 
t his way we ar e able to gather piece by piece additional 
informat ion about the various c l ussos of mot ots . The 
historical background given in the first chapt ern , as 
well as f requent refer ences to it , enabl e t he reader to 
int egr ate t hese singl e i t ems int o one complete conception 
of the deve l opment of t he early motet , which io reviewed 
in the l ast chapt er . 

Our r esearch a l so leads us t o the solution of 
various pr obl ems , i ndirectly connected wit h t ho motet , 
viz . probl ems of t r anscript ion, t he problem of accura tely 
pl acinG per sons and manuscr ipt s of t he t ime , and the 
problem of t he social background of t ha earl y motet , all 
summarized in our l ast chapter . 
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CHAPrER I 

THE HISTORY OF RESEARCH AND OUR PROBLm 

The twelfth and thirteenth centuries torm one of the 

most brilliant periods of the history or the Western world , 

which we are accustomed to admire for its achievements in 

architecture , l iterature , philosophy, society, and religion; 

but we are not acoustaned to think of t he brilliant deve1on-

ment 1n polyphonic music that went 1n hand in hand with these / o 

achievements . The reasons tor this failure are simple. 

First~y , we can appreciate all the greatness of the above 

named fields , whUe we have still to perform yeomen service 

1n order to arrive at an equally great appreciation of the 

music of the period. Secondly, most ot t he sources in oth~ 

fields have been known and studied t or a loi16 t ime, whereas . 

in music we are just beginning to unearth the most ii!lport ant 

ones - - the greater number not yet being available to the 

ma jority ot students. 

The great music of this period was compl etely forgotten 

1n the t irst halt or the t11'teenth century, and tram that time 

on until the late eighteenth century it was not even referred 

to. We owe the first fragro.ents of information to t he efforts 

of Abbot Martin Gerbert 1n the latter part or the eighteenth 

century. Among lll8.DY' other Latin tl;'eatitJes on music tram the 
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entire period ot monastic cultural , he printed one of the 

most important tracts on thirteenth century polyphony. 

Fr anco of Col ogne , t he author ot t his tract, called "Are 

cantus mensurabilis" , thus became the outst anding figui'e of 

t he period , and atter Gerbert his name was associated with 

it. Music histories spoke ot the "period of Franco or 

Cologne" tor about one hundred and fifty years . 2 

This early investigation did not , however , pr ompt 

f urther reeaaroh. Schol ars of the first half of the nine-

t eenth century were busy studying other unknown periods and 
.. 

r~yiving the music of t he s ixteenth century and the 

Gregorian chant . It was i n the third quarter of the nine

teenth century that Edmond de Ooussemaker , :on the bas i s of 

long studies, threw light on the music of the thirteenth. 

century. He not only published almost all important 

treatises relating to t his period known to date3, but he 

was also ~he f i rst to try his hand at the transcription of an 

extensive group of compositions of the t hirteenth century. 

These transcriptions were, f or about f orty years, t he only 

1 Scri~tores eooles i astioi de musica , 1784. 
2 Or o tha~ ot the two Franeos or ~ologne and Paris , 

because t he manuscript used by Gerbert calls t he author 
Fr anco ot Paris, while other manuscript• call him Fr anco of 
Cologne. 

3 :Mainly in the first ·-volume or his Scriptorum de 
musioa medii aeTii nc:.va series , l 869-'IJ6 , which also tnO!'udes 
a better version or-,ranod§ "Xrs oantus mensurabilis" . 
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pr actical source for most scholar s who ~~shed to s tudy the 

musio of this period• · These pieces , fifty in number, taken 

from the l argest and most beautiful manuscript of the time 

(Mo), were pub~ished as an appendix to Ooussemaker's L' art 

harmonique ~~ ~ XIIIe siecles, Paris 1865. 

Though many conclusions , Coussemaker drew from the l im

ited practical material at bis disposal, coupled with the 

erroneous datings of t he treatlses, common to most scholars 

well into the nineteen hundreds, had later to be revised , hi s 

gigantic work pointed a clear pat h to t he attainment of 

Imowledge. (so~ many students turned to the study ot the 

monodic music of .tbe troubadours, trouv~res, and minnesingers. 

However, it took a long't+me tor extensive r~search i n the 

field of polyphonic music to' 'get under way 0 After Coussemaker 

Gustav Jakobsthal1 and Guido Adler2 made tmpoTtant contrib

utions to the ~tudy of the theory of the period, Which was 

comprehensively covered by Hugo Riemann3 . 

But ·the study of polyphonic music gained momentum 

only through t he research of t he classical philol ogist 

Wilhe~ Meyer . This scholar had obta ined knowledge of a very 



beautiful and copious manuscript at Florence (F) , which 

conta ined muoh Latin poetry. He made a thorough study of 

this codex , and in 1898 he di scovered t he origin or the 

most important species of thirteenth century polyphonic 

music -- the motet. The foll owing year , spurred by this 

~iscovery , Friedrich Ludwig , one of the greatest music -
.&.- J. a,.._~v\~t 

4 

oloe ists, began his tremendous research wor k in this field. 

Simultaneously Johannes Wolf br ought to light and e4ited 

another important thirteenth-century tract , that of Johannes 

de Groeheol, and took up the s tudy of the musical notation 

of the time. A t hird scholar , H. E. Wooldridge, author of 

t he first volume of the Oxtord History £! MuSic , 1902 , treated 
, 

thirteenth-century music extensively for the first time in the 

twentieth century, and a lso published a number of pieces from 

F in f acsimile and t ranscription. 

Most publications of the first decade of the t wentieth 

century continued to be unsatisfactory because of false per

spectives and l ack of pra~tical sources . Only Friedrich 

Ludwig and his students, who were able to utilize the 

enormous knowledge and the extensive collection of manuscripts 

and copies of manuscripts their teacher had brought t ogether , 

made real progress . In his modest y Ludwig permitted his pupil , 

1 Die Musikl ehre ~ Johannes ~ Groeheo , SIMG I , 1899 , 
65-130. 
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Pierre Aubry, to take the lead in publications. In a large 

number of exoell~nt studies, Aubry did pioneer work in 

several fields ot medieval music. His greatest contribution 

was the tirst complete edition of a thirteenth-century manus

cript in facsimile and transcription. l This publication, 

too , remained the only one of its kind for a long time.--

Tne real basis tor all further studies in the tieLd of 

tweltth and thirteenth century polyphonic musio was the 

publication ot Ludwig's Repertorium organorum recentioris 

~ motetorum vetustissimi stili, Halle a . S. 1910 - the 

result of his painstaking and thorough investigations. Unfor

tunately , the second volume at this important work, t hough 

completed by Ludwig , was never published, and thus the book 

has remained incomplete, a viottm of the general indifference 
. . 

to the subject at this time. It took almost tv1ent y years 

before its importance was recognized . 

The tirst world war interrupted research in this field . 

Ylhen it was resumed in the nineteen-twenties, mostly those 

scholars whom LudwiB himself had trained carried on the work~ 

First B. Besseler discussed the motet tram about 1250 to 13802; 

1 cenE Dotets du XIIIe siecle, Paris 1908, 3 Vols. 
2 S'tu!'ien IUi' misli des 1Httelc1ters , .Af)S;I VII, 1925 , 

167- 252 ; id1J.I vtir;-1926 , 13'1-258. 
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then others followed suit: Higini Angles (published nu in 

19381); Ivonne Rokseth (published Mo in 1936-392) 1 Heinrich 

Husmenn (published motets of!&! in 19373)& Georg Knb1rnann 

(pub~1shed fascicle 6 ot Mo 1n 19384); Friodrioh Go~~ich; 

J'aoques Handschin; Eduard Groeninser (studied tho conduoti5) .; 

Hans Spanke (elucidated questions of text and form). These 

are only a few of a large ~umber or contributors . We see that 

the stu~y of our period , aside from lonely pioneer deods , has 

~de real and steady progress only -in the last twenty years . 

All major publications of practical music refer to the 

motet from around 1230 onward, i . e. to suoh 'manusoripts as 

wer e written in a notation which clearly indicates the rhyth• 

mical value of each note , in the so-called mensura! notation. 

Yet there ia a group of earlier manuscripts which were 

examined by Ludwig and called Notre Dame manuscripts; they 

contain mnsio of the period from about 1160 to 1240, and are 

written 1n a notation which rreq~ently offers great diffic

ulties in transcription. These manuscripts are written in 

part in the so-called modalqnotation, in part in a form which 

1 !! COdex musical ~ Las Huelgas , Barcelona 1931, 
3 Vo~s. 

2 Pol1&hor€es du XIIIe Siecl~Paris 1936-39 , 4 Vols. 
3 Die ote ten !!!: Ldr!der dschrift 6tC . t AnB n , 

1937 ' 173-184. , ... 
4 E!! zw~istimmiien franzo;sischen Mot•tten £!! Kodex 

Montpe~lier, wii~rzburg 938, 2 Vola. · 
5 Retertoi£§ Untersuchungen zum mehrstinmigen Notre 

~ Conduc us , f0+1n 1939. -
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stands between modal and mensural notation. This latter 

part comprises two groups or compositions with poetio texts -

oonducti and motets . -This paper attempts to fi11 a gap by 

publishing and investigating the motets of the three chief 

manuscripts of this period - W1, F , fl2 . Many of these motets 

have been transcribed previously, sinoe they also appear in 

the above mentioned manuscripts in mensural notation which have 

already been published. But no detailed and comprehensive 

study of the earliest motets was possible , unless it were based 

on the complete transcriptions or these works -. These early 

motets belong to the period or about 1190 to around 1240. 

Up to the present the development ot polyphQnio music within 

this time has only been roughly outlined. In contining our

selves to this period, we believe we have been able to furnish 

a c~ear picture of the development ar the motet in its 

earliest stages. 

In this paper we follow Ludwig' s Repertorium in many 

points . His abbreviations , his numbering of the motets , 

fascicles , and folios e.re taken over with only minor changes 

which do not' aJ,.ter his arrangement. In order to insure 

uniformity or nomenclature , it would be desirable that all 

scholars did likewise. As the situation i s to-day, we often 

find the smne motet discussed, each time referred to by a 

different number, or folio, or manuscript abbreviation --

, 
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features that make the study unnecessarily contusing. We 

have ohosen to reter to each motet by the manuscript and 

tolio, which eppare~tly preserve the oldest version. (We 

deviate trom this rule only in the discussion ot the texts.) 

A list 1n the appendix contains the key to the abbreviations 

ot manuscripts . 



OIIAFTER Il 

POLYPHCmiC MUSIC ll1 THE FIRST CENTURIES OF 

WESTERN OULTURE 

When we seek to determine the birth of Western 

culture , the year one thousand presents a convenient da te . 

After centuries wi thout tangible progress , perhaps even 

of retrogression , the whole of Western Europe suddenly 

seems to awaken at this time . As it appears to the ob

server of to-day , literature , music , a rts , philosophy~ 

science , and pol itical systems begin to t ake shape r apidly. 

~ formless mass of peopl e bec~me organized into a social 

syste-m. And this movement ga ins momentum in the tweli'th 

century, reaches a brilliant climax in the thirteenth , and 

a crisis in all branches of human activities in t he 

fourteenth century. 

Simultaneously with the new culture , polyphonic 

music was born. Flemish monks experimented wit h polyphony 

as early as thc5 ninth and tenth centuries . Dut these ex

pertments can be dismissed as embryonic in comparison with 

the sudden outburst of polyphonic music in the eleventh 

century, of which the \iinchester Tropar provides not the 

sole , but the most impressive evidence . A great cultura l 

development starts simultaneousl y in Spain, Engl and , 
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Normandy • Nort hern France , and Provence . Provence , to-day 

Southern and Sout h- western Fr ance , ocquired the leading 

role shortly before eleven hundred , and reta ined it for t he 

first two-thirds of t he t we1tth century. Consequently , our 

most important sources of polyphonic music ot the period 

originat 'e from t he monast ery st . Martia l at Li moges , one of 

the most famous r eligious oenters of this ~ime .l 

Hand in hand with the s t abilization and del imitation 

of political units (states , provinces) , socia l classes , and 

forms ot art immediately after the f irs t crusade , polyphonic 

music likewise r eceived t he char acter i stics of s s t abilized 

art, capable of development . Part music , previously mor e or 

l ess fluid in its form and style , began to acquire distinct 

shape . In the St . Martial manuscript s the organum, up t o and 

throughout the t ime or the St . Mart ial school the name for 

all part music , shows , et times, various portions , composed 

in definite styles, later known as organum propria sumptum 

or organum purUm and as discant clausula . Besides, we find 

here the first monodic and pol yphonic conduct! , still called 

vers i, and the f irst attempts at trope- l i ke wording of upper 

part s above a liturgica l tenor , a technique which became , 

i n the next century , the central form of polyphonic music · - · 

1 Capital · of t he old province of L1mous1n, to-day in 
t he department Haute-Vienne , Limogea .l ay on one of the ma in 
routes from Nort hern Europe and Flanders to the south , part
icularly Spain. 
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the motet. As we see, this developmenb is one tending 

toward variety , brought about by ·the process o-r deliberate 

assignment o"f certa in musical techniques to certa in func

tions of the compositions. 

About 1160 NorthemFr ance acquired cultural supremacy. 

Its capita l , Paris , became the metropoli s of the civilized 

Western world. The heart of Paris , in turn , vms the 

cathedral of Notre Dame and its school system, out o~ which 

grew t he University. This l atter became the s eat ot 

European learning , especiall y of philosophy -- including 

natural science and theology. The head of the Western 

feudal systam, the King of Fr ance, resided at Paris , an4 hi s 

aut hority and military as well as economic power grew 

steadily in spite of some severe reverses . It i s not sur

prising t hat Paris also became t he canter of polyphonic music. 

The masters or Notre D~e , in fact , created a music which 

was not only great in itself , but also was the basis for a 

brilliant development in the two following centuries . 

In the latt~r part of the t welfth century the t endency 

toward a branching out of all human activities reached its 

climax. The powers or the various feudal lords and of the 

Church came to a clearly defined status. m literature 

sever a l well defined and distinct species were crea ted. 
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Philosopher s explored all departments ot human knowledge 

and arrived at their first great results: the delimitation 

ot the various sciences and their respective definitions. 

ROli181ES!Ue and Gothic archit~oture flourished side by side. 

Music likewise found specific forms and styl es out at the 

beginnings at St. Martial. The new composition of Gregorian 

chant melodies , hitherto almost the only import ant musical 
-1-w<' ..---r 

aativity, came slowly to a standstill. In its pl ace tour j 
"~'f-\.\.J·) 

species took de~inite shape , viz. popular and courtly monody, 
" --H....t.r • 

liturgical and non-liturgical pol yphony. Within each of 
·w ..., 

these species several distinct ~.forms were created! ")-. Popular · ~ ~ 
~AA(.Hu r;...J ... ~; $.'~t...-.t p.~ ~ ~ .... ~)~I ~ ~-\j 

monody ~e,-rotl1'ld;,..-:....ta.-al.mc>st exo~givel-y trac.eable 

~~·sources. Courtit 1monody -! troubadours and 
... ~ .I c.-J,_ 

later trouveres -- ba""Se11 their musical 1'-Gl'mS en their poeticrl 

torms.l Lit~gical polyphony, called· by the generic t erm 
~? • 

organum, shOws the sub- species . or organum. dupl um (purum) , ~-~1 
organum triplum and quadrupl um, dlscant clausula , and motet . 

(The last of .these, however, has a peculiar position which we 
i1.t.. ~t~ 1~ ~-l (.-1 

shall explain in due course .) t-.. 1fon-liturgieal polyphony_\ &em-

prises conductus duplex, · triplex, and qua~uplex cum cauda and , ___ ., ~ 

sine cauda, and hoquetus (oohetus } !B-i~~i~s ~ub-species. 
1\ 

In additlon , tnere are several species or ~~tu~~oal 

1 See Fr. Gennrioh , Grundriss einer Formenlehre des 
mittelalterlichen Liedes, Halle a . s. 1932, 2 Vols. ---
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nrm4Dour.t~y monodia msia: conduewS-s1mplex _oum and sine 

~~l or liturgical monody: hymns , sequences, versi , a~d 

tropes ; and finally some instrumental dance forms. 

The greatest difference tretween the monodic and poly

phonic species lies in their formal structure . The for ms of 

monodic compositions are usually based on the repet i tion of 
~0'\~ 
a- number of short phrases according to certain schemes • vrhile 

the polyphonic compositions receive their formal structure 

from the su~cossion of long sections, which in themselves do . 
not show tbe elements of schematic order or repetition. Thus 

...... 
the strophic texts of the conduct! lead , in tho polyphonic 

oonduoti sloe cauda • to the repetition of the same music in 

each stanza , but without repetitions in the body ot t he s t anza 
~ V -- ..1 1\ ~ ... ~... ~ :/ • ,. .. ( ; ; • ... .; 

itself. The polyphonic conduot~) oum cauda are usually ar- . 
w ~ ~ ""'«~ ¥1.t > ...._.. AA.t $#~ 

r anged in such a nay that each stanza ~ from the 

preceding one by a textless melism, t he so-call ed cauda ~) In 

t he organ!' th'!. f'9rm results fro'!'. their [;itur~;t function , 
~ r)c.,nri..J.cl ~. ~ cRi~~ ~;;l.ul.. ~- UJouo,__j ,/H • r 

the polyphonic portionsA alternating with mon portions of 

Gregorian chant . \fhether or not there are a lso rhythmic~ and 

mel odic&a: differences betw·een the monodic and polyphonic 

species , has still to be investigated . 

The other countries of Western Europe were mostly 

r In spite of the identical name of t hese songs and 
the polyphonic conduct~, these two species are different 
from each other in several important features . 
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recipients of these developments . Spain seems to have 

contributed to tho polyphonic repertoire) as the codex MS 
~·~-<>, 
p~~ but its style was that of the Notre-Dame composers . 

Culturally the most influential and independent country , 

apart f rom France , was England. With respect to polyphonic 

music this statement is borne out by the codex w1 • England , 

moreover , seems to have added several ideas and character

istics of 1 ts mm to the metropolitan Parisian development , 

besides taking up the achievements of Notre ·name. 

After the turn of the century, the r apid development 

in many d ireotione gave way to a great unifying, all- embr ac

ing aystemizat1on 1n tho~ art, society, and politics, 
t,.n,W~ .... 

which characterizes the clim.ax of the earl y -era of Western 

culture in the thirteenth century. This trend is shown by 

many events . In the battle of Bouvinee (1214 ) Pbilipp 

Augustus established his equalit y with the German Emperor 

and his supremacy over the English King and all other feudal 

barons. Most Western countries were steeped in long wars 

from that time on. Tho Emperor r6~£_nt!Jlg_ously in Italy; 

Southern France was destroyed by the war against the Albi-
f 

gonses; and England's strength was sapped by civil war • 
. 

Only the Northern and Central parts of France enjoyed peace . 

In t hese regions the French King increased his pav1er , and , as 

we see it t~day, established a moderate monarobyin which 
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all classes -- the clergy , the barons , the burghers , and 

t he King -- attained, at least for a time, a state of 

equilibrium. At the same time, the philosophers welded the 

diverse findings of the preceding centuries into one great 

logical system, scholasticism, in which each section of 

human knowledge was individually developed , though all were 

interrelated and made to conform to each other. Got hic 

architecture prevailed over other styl es . 
er-~-;:,. ,.JI.(f"k 

Music al so underwent a like trend toward the unifio-

atton or dispar ate elements and the elimination of sever a l 

species in f avor of one . And t his centra l species of poly

phonic music was the motet . Born out of the organum around 

1190,it •v.as at tirst r egarded by musicians as merel y one 
~ -cl, -

f~a~~ ~rs. The motet , in t his f irst s t age , &~rox-

imately n~4 1200, was strictly liturgical . It was 
p.d \)"\ 

nething but a discant section , whose upper~parts r eceived a 

new text, which explained the liturgical function of the 

composition; and it was used as a variation of t he disoant 

section within the organum during the service. But then a 

break with tradition was effected. The liturgical Latin 

texts of the motet were replaced by new French ones . At 
~~ 

first~ t hese new t exts were still religious, but soon the 

French ~otets acquire~ the whole r ange of poss ible secular 
~ ~ ~~ ~"~ ~ .._ ""~.,..{~ ~"'~ 11'\ f r.uv, <~ ~ ~lf"1 ~~i.~"\ , 

contents ~Moreover , the mus ic of t he old discant sections 



16 

Jw(ul..) ft..t rroa«l ~ ~ ~ ~~ t!Jf ~ > ~~ ~ fW.. AA , ::::~~"(~ 
was soon dropped i n f avor of ne11v compo·sitions. ~ rfhe other wtN.~ad. -n,, 

~ ~ ~~~~ 
~olyphonic speoiesAdiod out shortl y attar . The conduotus ~~wi~ 

was reta ined 1ongest; it 1asted throughout the first halt of 

the thirte~nth century, but soon lost its importance a s ~ 
P.. ~~r 

o.-jt- -t-hlrlflf!ef species . Thus tmvard the middle of the century 

the motet bec~e the centra~ form or thirteenth century poly
w<~~.a. ·~ 

phony. In it sever~l in~ividual voices &~~welded together, 
~ 

according to a system which is extensively described by the 

" theorists of the period. Its basis is the tenor, a liturgica l 

melody which is reinterpreted with respect to rhythm and 

phras es by the motet composer. In the theory o~ the modes the 

r hythms :used by the musioian4 were brouBht into a system. with 

the a im o.t achieving a complete and logical enumeration of 
. en.~ ~.t..ne 

all rhythmic~Apossibilities . 

These tra its find their. counterparts in art, philosophy, 

and politics. of the time. In all fie.lds system, 1ogic, and: 

mat hematical clearness are the chief factors. Aristotle and 
' 

t he Bible are supre~e authorities. As everr motet is based on 

a dignified liturgical tune, so all philosophical research 

is based on these *•o authorities. Their words, however , 

receive new and individual interpretations. we spoke of the 
ord,cl\~ 
integr~tion of all human activities in an all- embracing 

system; ~his tendency is reflected by the combinat ion into 
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-~ 
one unit o-r the individual voices of the motet. The indiv-

idual, however , has an inherent value and possesses inborn 

rights , \7hich must be maintained , be it in a state, city , 

or family . The grouping or individuals is held to be good 

on~y in so f a r as each retains h~s freedom and individuality. 

Theoretically , and sometimes 1n pr actice, serfdom was aban

doned because enslavement was regarded as an infringement 

on the natural right of every man to enjoy freedom. Thus we 

understand the reason why the thirteenth•century motet could 

not include a merely accompanying part . It would have been 

contrary to the a ttitude of the period to conceive of a part 

without individuality . l 

1 I n this and the preceding paragr aphs some tmportant 
ideas or llo.urice de \7ul1''s Philoso~hy and Civilization in 
the Middle A'eth Princebnurilversl y=press , 1922, are embed-rea. some o em ar e illustrated by the foll owing quotations 
from this book, Which qre chosen because they represent the 
essence of some of tbir!t author• s main thoughts. "The fund 
amental teaching of th1rteenth~century met aphysics - - nihil 
est praeter individuum" (p. 237, footnQte ). ~There is one 
fundamental characteristic, appear ing in the scientific clas
sification and the scholastic philosophy, which is found 
everywhere; I mean the t.endency toward unity. The need of 
ordering everything in accordance with principles of unity 
and st ability ••• " (p.lOO) . ~he group exists only for 
the benefit of its individuals " (p . 228). "Soiendum est out6m, 
quod hoc totum, quod est civilis multitude vel domeetica 
familia , habet solam unitatem ordinis , secundum quam non est 
aliquid stmpliciter unum" (from Thomas Aquinas • Ethic . Nicam., 
p . 234 , footnote ). 
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During t he reign of Louis IX in France t he Western 

world reached t he equilibrium of which we have been speaking . 

At t hat time· a sys~em had been effected which pe~ated all 1 ~ 

human actiVities and which was toeussed in the metropolis of 

culture -- Paris. The great er t he dist ance from Paris , t he 

l ess complete was t he bal ance , t he l ess great were pol i tical. 

spiritual, and artistical accomplishment s . All achievements 

seemed to emanate f rom t his canter. Paris was another At hens 

after seventeen hundred year s . Thi s moment of bal ance and 

unification seems to occur in each culture only once, if at 

all. Afterwards the bal ance is disturbed and 'is shattered. 

The wonderful unity and centralization or culture is dis

solved into sever a l distinct t endenci es . New canters emer ge 

and each pursues a sligh~/ divergent aspect or life , which 

diver gence becomes more pronounced as t ime goes on. 

The inabilit y of Engl and , Germany , and Ita l y through~ 

out t he great er part ot the thirteenth century to.- create , or 

even actively participate in cultura l developments , is 

reflected in the political unrest in these countries at t hi s 

time . These countries wore even s lov1 in adopting French 

achievements . Only ;Jf very few French motets found their way 

to these countries and s till fewer attempts at independent 

motet composition are recorded. Only Spain , culturally under 

French influence, enjoyed prosperity during this period. It 
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seems that motets :were composed there continl.lOusly togeth

er with organa and conducti. The only source we b:a'Ye 

discovered to-date , however, is Hu, which was written in the 

early fourteenth century, but Which contains compositions 

dating from the end of the twelfth century onward. The 

repertoire of Hu consists partly of French compositions, 

partly of Spani_sh pieces imitating the French style . 

Suddenly during the l ast decades of the thirteenth 
..... ~I 

century , all ·Western countries oeased, hostilities. A 
" -- --

gener ation of strong rulers arose: Philippe le Bel in 

France, Edward I in England , Rudolph von Hapsburg in 

Germany . Under these changed conditions , both England and 

the Empire reentered the field of cultural production , und 

commenced to use polyphony. Both countries began under the 

influence of the French motet , but each soon arrived at a 

style of its own. It is once more interesting to obs erve 

t he simultaneity of musica l , political , and philosophical 
1')1~ ... ~-r 

developments . In the ~Gal~r1pta there appears a 
~<>'"cl> lt •• ~ 

distinct break with t he balance an4-Unity of th&~otet , 

and with its dependence on liturgical melodies . This break 
~ 

must have taken place just about 12~0 , at-"Wh:toh t:tme Louis 

IX died . A time of floundering and of insecurity appears 

to have followed . Composers tried old and new styles, t hey 

experimented with fertile and sterile ideas . The unity or 
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the development is lost. The approaching crisis, repressed 

for the moment by strong rulers in the field of politics , 

is reflected in this expertmentation. Similar forebodings 

of a crisis suddenly appear 1n philosophy. In these very 

years Latin Avcrroism and Neoplatonism bring confusion into 

the schol astic system. 

• The crisis begins toward the end ot the reign of 

Philippe le Bel. Once again England and Germany experience 

the geginning or a crisis at the same time (1310-15). This 

i s the moment when in music likewise a complete break VTith 

t he past occurs . Philippe de Vitry is the outstanding fig

ure or this revolution in music which is initiated with the 

battle cry or "Ars Nova". And his successor Guillaume de 

Machaut brings the ars nova to its perfection. This new 
\ """ -~.., 

style 1~ s till Athe most important international influence in 

music . But England , Italy , and Germany find styles or their 

own, utilizing earlier and contemporary French techniques . 

Ue suddenly see many different forms spring up. The motet 

l oses its central importance. It r emains the most artistic 

and monumental form , but it loses its place as the most 
' 

"""' popular entertainment of educated circl es . The ballade in 

France, the madrigal , oaooia, and ballata in Italy, the 

tropes in England , take the foreground . All these develop

ments go hand in hand with the downfall ot the political 

) 
I 
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supremacy of the P'renoh and the deol.1ne of f eudalism i n 

t he catastr ophe ot the llundred Year s • War. The arts , 

literature , philosophy, and music undergo a period ot 

aridness and r igidity at the close of the fourteenth oent

ury. The new impetus tor the development o'f West ern 

oulture comes from the English and the Burgundians i n t he 

fifteenth oentury. 



CHAPI'ER III 

DEI'INITIONS OF THE MorET 

In the preceding chapter we have given a cursor y 

description ot the devel opment of polyphonic music up to the 

l atter part of the rourteenth century. From this descrip

tion it became clear that , together wit h all other fields ot 

human activities, music reached a climax during the thirteenth 

century. The general trend toward unification in this cent

ury found its musical expression in the motet, which for some 

t ime was the only cultivated form ot polyphonic mus ic. Let 

us now see how the theorists ot the period .define~d char act

erized this species . 

Polyphonic music of the twelfth ~r~eenth cent

urles generally comprised two s t yles , both of which were 

developed out of the earlie~t polypho~ic compositions , called 
~~' oH~M""~ ~4~ w.ltd ~ .... ~. 

by a goneric term organum, Polyphonic music could be 
. ~~~~ 

composed in such a way that one voice was rhythmioallyAwell 

· defined whil e the other was not ; though a generic term for 

this technique was not in use , the name organum in a 

r estricted sense was usually associated with it . in the 
I) 

t hirteenth century. Or , in a polyphonic composition, both 

parts could be rhythmically defined; this technique was 
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usually called discantus. Both terms were used al so to 

indicate specific musical structures , and in this sense, 

their applications may overlap the above given meanings . 

we are interested chiefly in t he disoantus style here , 

since the motet is its most important species. 

Fr anco in his "Ars cantus mensurabilis " (about 
")0 , 

1260 ) gives us the tollow~ng brief, but comprehensive, 

definition or all species of discantus:l 
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"Discantus autem aut fit cum littera aut sine; et 
cum littera hoc est dupliciter: cum eadem vel cum 
diversis. Cum eadem littera fit discantus ~n canti
lenis, rondellis et cantu aliquo ecclesiastico. Cum 
diversie litteris fit discantus ut in motet~, qui 
habent triplum vel tenorem, quia tenor ouidam littere 
equi pollet. Cum litters et sine tit discentus in 
conductis et discantu aliquo ecclesiastico, qui impro
prie organum appellatur • • • in omnibus allis primo 
accipitur cantus aliquis prius f actus, qui tenor 
dicitur ••• In conductis vero non s ic, sed tiunt 
ab eodem oentus et discentus . " 

''" (r t \;hen yre ana lyze t hese de:finitions, we must keep in 

mind the fac t that they were written at a time when the 

concerned speoies.had already gone through an almost cent-

ury long development. In tact , 
. ~ 

world describ&.. t he early motet . 

')'\ " .... , tf.u 
we -have-no t heoris t s who 

~~' ,.(~{~ 
- What are the J~N.S.i.cal \ · 

~ 
specitn! which Franco names-- i n t he quoted passage? 

r-.... ~ 
(I)~ states t hat oantilene and rondelli, as 

1 Coussemaker , S~riptores I, 130 a - b . 
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well a s some liturgical musio , were sung polypha~ioally_,, { . ) 
~~""~""" ~ ~. e,.. ~k) 

all parts singing the same text, and we may add·,A simultan-

eouslyl, i.e. in a s t yl e e s sential l y note against note with 

added ornamental not es her e and t here·. Let 'tlS thxd otrt-more 

about-thfJS~0"1.'es. !fr~he treatise. ot: Johannes Grocheo_.... 
/lOG ) ~~ ~~ ~~~" 

which was wrftt-en( about ~ ... -We-hear about t he cant tlena . 

JohaDnes classifies ~ music into musioa ~. musioa 

~o~_i t a ~ura~a , and Im.lsioa __ e~olesi~stiaa·. 2 The ~ 

~ ( secula; mon~comprises the more elabora te forms 

of the £!ntus (courtly ~no~ and t he simpler one s of t he 

cantile~ (popular mon~. The ·t ·ext of a Q..N1.1i_iJ..!!Wl consists 

of r efr ains (retractoria or respon~~) , which appeor at -
least a t its begi nning and end , and t he text proper (addita -

~4 
ment um), which· i-s noth±ng -'but certain conventional phr a ses 

put }nto verse and rhyme schemes . After t he text i s 
~o~'l ~c, 

established, ~it is set tq music . 
r---

The oantilena comprises four subrspecies , all ot which 
0... 

show the above named characteristics. <t > Cantilona rotunda 

or rotundellus, which is identical with our mDdern round. In 

the rotqpdellUD the ~tamentwn had to rhyme with t he 

1 For the non-simultane~us delivery of t he same text .,;:. ~~;hC"vJ 
was developed only in the fourteenth century. ~(- 'iC'"'"' •t"' dJ 

2 Wolf , Grooheo , 95 ff . c.. • .J t<f,.:l ~ i~flt~ 
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refra in.1 ~ 
(~) The second form or the cantilena is called 

stantipes by J'ohanneS'. It may contain several verses, which 

may or may not rhyme w1 th the refrain. The refrain remains 
~ c. 

the same in all se~aes. (~) The duotia is a quick choral 

song , which may also contain several verses in whiah the 

addi tamenta may or may not rhyme w1 th the fixed refrain. Both 

the stant!pes and the duotia may a lso, especially at festiv

als, be accompanied by instruments , preferably the vielle. 

::l:::hvfo:;:~::e(~~d1t::::t::8t::::::ra::t:a:::tr;:::~rare 
this group we~ nothing but its name , cantus insertus or 

cantilena excitata. 

The stmple forcs of the cantilena , as expla ined by 

Johannes de Grooheo, lend themselves easily to a polyphonic 

s~tin~ note-against-note . It is doubtful , however , whether 

Franco refers to these forms , when he speaks of the oantilena . 

For Anonymus I.3 , fol lowing Franco' s definitions closely , says: 
.,....... 

"ut in cantilenis soilficet r ondellis" . And rondei1us means , 

1 Johonnes adds that these pieces were especially 
f avored in Normandy, where they were per~ormed at festivals 
by young men and women. ~his is interesting because Normandy 
was part of the English EePlPe. English practice was unknown 
to Grocheo. His special reference to Normandy may therefore 
point to English practioe~and may thus present evidence for 
the origin of the round in England. 

2 Besides, there were p~elY. inst~ntal dance f OrrD;S , .. ~ 
called stantipes and duotia; .;e_('..,.. 1 •t. · «~ '4o .yv) 1 • '' tu..... ~~~ '-"rCA4

' ... 

3 Coussemaker , Soriptores I , 302 • W. ~ tftvm ... ~h~ ~ ~·~t;. 'l1 (14"''*~ 
- W? 11>q) ~ ~,~~_......,, ,(_ LE.'\c..t-1€ • 
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as Franco and his followers use the term, not our round, 

but the well known retrain form of the courtly rondeau . 

This form was indeed polyphonioally composed, as we lmmt 
AA--4_ #.t. ~ b~ ~ ,Le.(l,. NA.~, ON-~~ w-'e 
~ OlH' earliest exampl~,_Ls.-se~ol'al-deoades later t ba~ 

Franco' s treatise •• Used in this sense , the oantilena \vould 

~elong to courtly ~ather t han t o popula r mono~ 
The appa rent contradiction between the meanings of the word 

cantilena, as used by Johannes de Grocheo on the one hand , 

and by Franoo on the other, is explained by the use of this 

term by other theorists to designate any kind of secular songs . 

The only form of courtly mono~hat len~ itselt eas ily to 

polyphonic~ treatment>with the sgme text sung simultaneously 
'-"«0 

i n all parts , 1a the rondeau. Cantilena , apparently refer-

ring to other compositions in Franco's definition, seems 

therefore to include some forms of popular monody. 

[~ The next term Fr anco uses is oantus aliquis ecolesi

asticus . What he means by this term, i s not clear. Presum-
fo\l.V> I l-k.~c£ 

abl y he refers here to hymns , sequences , ~and similar senge . 

~~ The next sentence of Franco' s passage contains several 

technical terms which require expl anations. Tenor is , in 
I~· 

tha thirteenth century, the lowest part , vi~ 1n the notation~ 

though not necessarily sounding the lowest notes at all times 

in a composition. It is , in the great ma jority of compositions , 
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the first to be determined. By virtue of this f act , wh1oh 

implies its arrangement with respe~t to rhythm and length, 
J . .., ·"' ~ "'0 - rA ~ > ,.,. ~· ...-. I 

the tenor becomes t he basis for t he entire oompo3ition.)}hcL ~'\Mt\. 

ttotetus has threefold significance. Firstly, it means .. the 
~ "'- riJ..4 ~1)~\.. 

text which is ad~ed to the second part { duplum)~ Secondly, 

the duplum ohanged its name to motetus beoause of the new 

text.1 Finally , t he whol e compos i tion received its name 

from t hi s votoe . In other .books \VS a lso find the word 

spelled "motellus" , "mothetus" , or in French "motet" . Tri-
.-f- "'- c~~ .;:. ~ ~e.o .. 

plum refers to the third part 1\ Quadruplum, t hough not 

mentioned here, i s a frequent term, denoting the fourth 

part . 2 

The clause "qui habent triplum vel tenorem" requir es 

an explanation. Unless the "vel" i s incorrectly written for 

"et", t hi s clause implies t h8t there were motets without both 

triplum and •lienor , i . e . mon~ motets . V{e de fiftct~t ~ny 
r~~~~ 

earlier and contemporary ~s mention motets in connection 
~ 

with mono~ songs . This fact may find its explanation 

1 Rokseth's use ot the ter.m "double" for motetus is 
wrong . When she tries to justi:ty it (Polyphonies IV , 14) , 
she oan onl y show tha t the seoond part ot a oonductus , orga
num, or hoquetus was oal~ed "duplum" . 

2 The "ut" in this sentence of Fr anco' s definition 
may be misl eading. We do not know any other form of t hi s 
period to which the definition can appl y. The motet is, 
moreover, the only form which is referred to as "cum. 
litteris diversis" in treatises . 
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1n the use of the word motet with the meaning or refrain.! 
~ ~~~ 

Howevg~ the manuscripts ~Si¥e us many examples or motets 
~ " " 

without tenors , which appear with their tenors in other 

manuscripts. We may conclude therefore that the singing of 

motet s without tenors was not unusua l . 2 Th a-theory seems 

al~o to be supported by the min~the beginninG of 

\ ------t he econd mot~e of W2, on .... which only one singer is 

shovm -~~is connection pr~bly executing a two part 

motet:3 -- Yet the next clause teac~es us that even i f the 

1 Ludwig , Adler's Handbuoh I, 2~9 . 1 2 A passage in the "Speculum Musice" by James of Liege~ 
has often been interpreted as indicating tha t the parts ~r 
motets may be sung independentl y (see e . g . Handschin , "Tt..- ~n. ~ _ 
Modaltheorie 78 ).,.. ~ this interpretation cannot be upheld ·~~ 

.~ When the context in \Vhich this passage st ands is considered~ ~~ 
We rea& ( Coussemaker , Soriptores II, 386a }: "Quia enim sine t>~ 11"...1;-
tenore d1scantat t quia sine fundaoento editicat?" A little ~ ~s~ 
l ater ( ib1d. 386b J: "Possunt o.utem voces discantus ad voces -J 1 

compararr-ienoris, cum qul bus debent concordare ; et tunc 
t alls cantus dlscantus d1c1tur ; vel possunt per se oonside-
r ari , non per respectum ad voces tenorls, et ut simul dloun-
tur cum illis, sed divlsim successive una post all am, cum 
allquis per se cantat motetum aliquem, triplum vel quadru-
plum s ine tenore et tunc absolute. Tales voces r atlonem 
cantus habent; et eodem modo dicendum est de vocibus tenoris , 
ut ad voces comparantur disoantus et simul cum illi diountur 
vel ut per se et divistm decantatur." This passage does not 
refer to the actual independent use of the parts, but it only 
stresses the ~portent fact, that all parts mus t (a ) be 
relathed thotheaoh otherindpolyphdont1call

1
yod,

1
and (bEa) hyet bte c omptosed . I 

as t oug ey were epen en me es. c par mus 
have "rationem oantus" , i . e . must have its i ndividuality. 

3 Handsoh1n, ~ Geschichte der Lehre _!2!! Organum 10, 
{!MJ..,) S.....o;-~ r ~\AA • ru" ~ ~ ~ c:~:h\h~ o..:t ~ k--C"' •" -4 1 , 
~ ,_4 ~~ ~~ ~ w'l.. . ~~ ~ ~M +o ~ eo. ~ 
~(..~r~ { w ~~~ . 
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motet possesses a tenor, its definition needs an amendment • . 

For a two part motet has two texts ,only "quia tenor cuidam 

littere equipollet". The tenor may not really be a text , 

but it is , at any rate. regarded as such. This fact is 

borne out by the gr eat majority of the motets , in which the 
~~qA 

tenor ~ a melism spread over one or a few syllables only. 

Yet these few syllables have to be counted as a text, though 
wtN4 

in most instances even they QPe not sung; t or the tenor 

melody was often played on an instrwnent. 
, 

C0 conduct~S( also called conductWe or conducta) are 

composed "cum littera et sine" . The "sine" r efers to the 
,f~M 

caudae , textless melisms at .the beginning and endA and between 
c~ ~ .,.., ve 

st&Bze-e of the text, ,.. .About half or the conductw.we Jmew has; 

saeh caudae . Such melismatic passages a lso occur in "discan-

tus aliquis eoclesissticus , qui imp~~prie organum appellatur" . --'~ , 
~ ~o(N~ ~ 0'\. ~A-1" ~~u(,4~ .... :bOIU~O ~~t.~, 

This probabl y reters to tropes~ -- The definition goes on to ~ 
WM 

say that only in the oonductil) the tenor 1-5 composed by the 

composer of the entire work . According to Welter Odington)l ~~~· fl~); 

it may a lso bo pre-existent ; but it seems never •to haV§ been 

t aken from liturgical sources. In all other species the 
w~ ~ 

tenor ~ pre- existent, ~bviously it is t aken from popular 

~ courtly mono~~~lo!ies for the composition of 

1 Coussemaker, Scriptores I , 247a . 



pol yphonic cantilenae and rondelliiand from liturgical 

sources for the composition of liturgical pieces . In 
W"'? 

motets the tenor ~ t aken f r om liturgical sources in t he 
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great majority of instances , and ~lways f r om pre-existent 

sources throughout the thirteenth century>kexcepting a 

handful of i nst ances which either foreshadow t he fourteenth 

century} or in which a tenor f r om a liturgical source ~ WV> 

added to a finished melody of courtly ~~a~rf. 
~~~ 

We have used Fr anco ' s definition~ because it is 

representative of t he t hirteenth century. It is repeated in 

many treatises t hat deal with t he motet within t he sucoeed~ng 
~ M"€ 

one hundred years. But let as now Gensider same other def-

initions &a W&H.:. {.. k.. C~v.A_,:J..~ • 

The very short but important treatise "Diseantus 

positio vulgaris", which is included 1n Hi eronymus ' de 

Moravia l ar ge compil ation , called ·~ractatus de musica"l, 

enumer at es t he following species~ organum duplex, otherwise 

known as organum purum; or Ganum puru.m, whose definition 

refer s t o the discant elausula s t yl e2 ; conductus; motbetus; 

ochetus . 3 Then the treatise proceeds to give definitions 

1 Published in Cserba , Simon M. , Der Musittraktat des 
Hier onytus Moravia , o. P. 1935, and OouseemakOr , Scriptores-1. 

In the preceding paragraphs the author defines the 
"discantu~ purus" and uses t hi s term merely to designate the 
second part. 

3 Cserba 192, and Coussemaker, Scriptores I , 96a . 
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tor some ot these species. "Conductus est super unum metrum 

multiplex consonans cantua, qui etiam secundariaa recipit 

consonantias." -- A conductus is a polyphonic composition set 

to one poetic text (in all parts), - which may also employ 

imperteot consonances.l -- "Uothetaa est ·super determinates 

notas tirmi cantus
1

mensuratas sive ultra menauram diversus 
. ~ 

in notis, diversus in prosis multiplex consonans cantus." -
~~ "'{- ~ vo,'c.ct 

A motet is a polyphonic composition ~set above rhythmically 

defined tenor notes et •eices t hat. diffe~ in notes and text 

(from the tenor) • " The words "mensuratas si ve ultra mensuram" 
+ y-

refer to the theory of modes, meaning ~Uns- notes of . 
- + y ' • 

one .and two o.ount!\ and..·a succession of notes of three counts 
C>'.. 

l!&Sp-eoti-vely. ~he plural . -voices" may_raia.e d.ou.bt ae to its. 

o~PNCtness. et we lalovr from -actual music _that even among, 

-blrlti-- earl1:es"t motets there are -many that use .t.hree and four 

~~-- "Oohetus est super tenorem uniusouiusque modi 

motetorum absque prosa div~rsus et eonsonans cantus. "2 -- Ap. 

hoquet is a composition of a different and consonant textless 

part above a tenor in one of the motet modes. 

It is interesting to note the shift ot emphasis between 

1 Whenever the theorists write about consonance and 
dissonance, or concordance and discordance , they refer to the 
strong beats, making it clear that weak beats may well be 
dissonant . 

2 Coussemaker, Scriptores I, 97a. 



the definitions of this tract and those of Franco. The 

Discantus positio vulgaris is called the oldest tract on 

discant by Hieronymus , and the examples it quotes would 
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fix the approximate date of this treatise around l235j ~O. 

The emphasis is here laid on the modally arranged tenor and 

the consonance between the parts . \1hile these were the 

tmportant problems to be solved at the time t his tract was 

v~itten , a quarter of a century later , in Franco ' s time , 

they had became basic features of musical composition. The 

earlier unmeasured forms , against which the Diaoantus positio 

vulgaris had still to deltmit the forms of discant , had 

become obsolete 1n t he t ime of the Ars cantus mensurabili~ . 

JohanneS" de GrochedJ definition ot the motct adds a 
~c....e . 1 

little more ~owledge. He says : "Motetus est cantus 

ex pluribus compositus, habens plura dictamina vel mult imodam 

discretionem syllaberum ••• " -- A motet i s a composition 

of sever al parts with several .texts or varied arrangements of 

syll ables . The last wor ds -- if t he "vel " means "or" and 

not just "and" -- may be inter preted to mean that the rule 

r equiring a text t or each voice , i . e . technically the oomplet.~ 

independence of parte , had taken on a new meaning at t his 
\ ~ex:> ~~ 

time (about l2e<r) . They oeu::td be takoft to mean that the same 

f ~oi?, Oroeheo 106 . 
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text might be used ( 1n the upper parts) , but no·t in simul

taneous delivery. We know indeed several examples of motets 

which show the same text, altftfD:Stely taken up by the motetus 
~ +'-~~ ~ ''f,f{)\1\"Mt~~ &'\. '1 ~-"'l(~~~_) 

and triplum,~ and these pieces are contemporary with Johanncs . 1 

This was a very important step in the developmen t of the 

motet , ~aseems to have been brought about by the int'luenco 

of the conduatus. The principle of the composition of sever al 

individual voices set to a singl e text was adopted i n many 
M~ ~t;, 

fourteenth-eentury forms --chace , madrigal, 1~ 

and in the f i fteenth century was finally t aken up under t he old 

name -- motat. This second concept b. of the motet \vas prepared 

by the English motot of the fourteenth century> which br ought 
0 t " ._.f-t:t 

the textsAint evcr closer relationship . 2 

\'/alter Odington' s def inition of the motetus as "motus 

brevis cantilene"3 is a word definition , as is the case in 

his psr a - ethymologioal explanation of t he conductus . on the 
f..,.. I 

P,receding page: "plures cantus decori conducti" .Lt[Th~ word~ 

~tus brevis" may refer to the brevity ot motet s in contrast 
f o 

with the lengthy organs and conduct~whose definitions 

precede that of the motet . ~] Allthe t heoretical writings of 

1.Mo 7,3oo; 8 , 339; 340 ; 341. 
2 Also the examples quoted in footnote one of this 

page seem t o be English compositions. 
3 Coussemsker, Scrittores I, 246a. 
4 ~\ooord1ng to ]7i('. eo Sohrade . 



the fourteenth century either repeat Fr anco' s de£1nition , 

and then often do not even bother to change hi s wording , 

or they treat the definition of t he motet 1n this para

ethymolog1.oal way. 
To 

A~t...us sum up all t he fragments of inform-
J ation that 'NO were able to-gather from t he theorists~ The 

Q.S "'Ill\,~ -..o ~ ~ v......:U-~l 
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motet has several textsr~ it may oopsi~t of tenor and mototus , 
cPA ~ 11'4 p. ~) 

or of t hese two and a triplumj the tenor is t aken t r om a 
~ 

pre-ex~stent source and ia counted as a text (Fr anco). The 

tenor is arranged 1n a modal pattern; the main beats of all 

parts must be consonan~ (Discantus posit io vulgaris,). .le 

see t hat t he p icture which the t heorists draw of the motet i s 

extremely general. It is necessar y to examine tho actua l 

musio tor more detailed information. 



CHAPTER IV 

THE CREATION OF THE llOTFI' 

During the time or the great development of culture 

at Pari s 1n the l ast decades of the reign of Louis VII 

(1152~0 ) a gr eat musician worked at Notre Dame • . we know 
. (t.e~.~, ~) . .,. I ,. Oowt~ loW ~ wJ.f. M 

that his name was Leotiin, and that he composed ,polyphoni o ·A 
~ • ..e.. for-lt\a.Mw ~ ffv ~ 0~ ~. ~ Ocroo-~~ w..-~ 

music tor the liturgies ~r t he h~gh festiva+sJI\e:d: eompi"led 
'I'"W\lW\1\ 1('\.t (-.1,...~,~~'""" eiL~ tf"~~AAu> ' />'"V 

--tt in a boo}f l~~'"sA briefly retCir t o as "Magnus Liber" . 
~ ~~ s- - 3i. 

Th~ok came into existence about 1169-~ , and had the 
o.. ~H.t."'J ~ ~~..t 

historical function of repl~cing the mon~!~ Gregorian 

liturgy~apolyphonic reperto~ or recQSnizcd worth. 

Technicall y Leonin ' s work was one of selecti~ styles .. 
and carefully. distinguishing between t hem. His t wo main 

~ ,. . ' - . ...,. . ',_ 
styl es wer e those of the organum purum and di scant, , In t he 

~ 

f ormer t he note>of ~e Gregorian tune -- the te~or - - to 
~~·"'*~'~ . which the new voice was added , were ,..dralvn aut '00 iong .. 9Pgen ~cJ.&... 

points , while the upper part consisted of rich mel isms in a 
~~ ' .h ' 

r at her free:~rhythm Yet where t e Gregorian tune itself was 
. . he "'''~~ ,t hi ghly meliscatic , anot her technique baG te be adopted , . \ 

because otherwise the organum would have become unduly long . 
1-fe. 

Leo~ t herefore arranged the tenor notes of t hese sections in 

such a way t hat t hey foll owed each other more quickly and 

regul arly. The tenor acquired definite rhythm. The upper 
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part was thereby fcrcei to adopt strict rhythm as vroll . 

This style was called discant , and was at firat applied to 

sections , so oal1ed olausu1ae or puncta , of organa only. 

Leonin's discant seotionn vary grGatly in length. 

They may comprise only tour to six measures , or may grou 

to o full lencth ot t wenty to forty measures . In the great 

majority of examples the tenor i s arranged in a series of 

single notes (simpltces) divided into regular or irregular 

groups by smnll vertical lines~ (This arrangement is 

abbr eviated sg according to Ludwig, Repertorium. ) The 

simplices may stand for longae ( 1.) or for duplioes longae 

' (J.) •1 Many disoant olausulae wit h sg arr angement use the 

simplioes consistently in eit her of these two ways . In 

others both kinds of simplices ar e mixed . Those mixed 

arrangements ooour at first apparently wit hout any at tempt 

to set a s t yle , but seem to have bee~ i nstrumental in 

bringing about the idea of combining the t wo note values 

i n a r e8ular order . Thus simple patte~s were formed which 

wer e repeated throughout an entire clausulae . The simplest 

of t hese patterns is - ~.d . ' • The grouping line , follow

ing the duplex longa , now slowl y acquired the va lue of a 

rest . 2 The regular progression of three ' longae and a longa 

1 ~eo al so Handscbin , Zur Loonin--Per~tin Fr age , 
Zf.MW XIV , 1932, 320 • . . 

2 Miohalitschke , Studien zur,Entstehung und Frueh
entwicklung ~ Mensura lilotation, Ztll,'l XII , 1930-;-264f . 



37 

rest was also written as a ligature ternaria with rest • · 
~~~ ~~ ~/.) 

(This pattern is abbreviated 3 li/ accor4tng ~e Lud\Yig ~ ~ 
~NVl -

~~) The second~pattern , possibly still evolved by 
\ f ,.A~~~') 
Leon1n" was aJ l!ttle less simple: d.d .'J . .J. d .' • Later t his 

~ 
pattern appears QDde~the form t wo stmplices , rest, ligature 

~ ~~) ~-t. 11/ 3/ 
t ernaria , rest (abbreviated 2 si/ 3 li/) d . J. 'J.'J.J.i,. .• In 

early compositions which us e t his pattern t he lines of ten 

ret a in only their f unction as group indicators and ar e thus 

not set regular l y . Especially'often are they omitted after 

the t wo simplices. Sometimes also, in clausulae of Leonin

i an char acter, the tenor shows singular arrangements or 

simplices intermingled with ligatures at irregular intervals~ 

without the recurrence of regular patterns.1 
"" .t ~ tn 

Leonin thus composed the first thoroughly r hythmical 

melismatic musio . Hi s innovation encouraged him t o undertake 

another great t ask. He s t andardized the note forms ; and· with 

hi s music his new square notes soon wer e adopted al¥over the 

West . Moreover , he selected a few s imple ligatures , end by 

using them in certain fixed combinations he was able..t.~P . 1 • 

w ~ ........ ~~ ~ +o ~ ~ 1-~ ~ ~\-- ~~ ~..lf'\.c.J 
express the rhythm of his disoant compositions~ He t hereby 

created t he f irs t musical nota tion with a definite rhythmic~ 

connotation. 

1 See Lud\rlg ,Repertorium 21. 



Leonin' s strength still lay in the organum-purum style; 

!le \Tas called "optimus organist s" by the Anonpmus IV~ But his 

great musical accomplishments were t aken up by Perotin, who 

was, according to the same author, the master ot the discant 

style. Perotin belonged to the generation of King Philipp 

Augustus (1179-1223) , a gener at ion imbued with a will to order 
~~ 

and control . l t is with this attitude t hat ~r master revised 

the ~us Lib • Many portions of or ganum purum were short-
~~~ 

ened or repl aced by new strictly r~hmdo&l sections . The 

discant sections of only a few measures were often eliminated , 

so were mos t of those with~uplioes longae progressions o~ 

irregularly mixed series of longae and duplices longae i n t he 

tenor . l ~such sections were composed 1..;' full lengt h , of YO f(o ~~ 
~ -h~ e.~~ '"-~ ~J "'4 . 

The old tenor arrangemen~ in seri es ot s-.impli~ was " v.J~ 

reta ined in many o£ the newly composed disoant olausulae , 
~- * especially in those that belonged ~~the offic ium. But of the 

whole number of disoant compositions by Perotin and his school(~&J 
30 !:1 tW ~~') ~ 

only about twenty--five per cent show t his arrangement .,- ~~"',.\JI"'.r, ~ ) 
~~~~"' ' · 

1 ,fh11e tud i g believed t hat 111 3 and 4 were composed 
entirely by Leonin (Relertorium 21), Sohmidt and Handschin 
have since modified th s theory. St ylistioal dif ferences within 4 the sections of single organa led to the supposition that w.-bave ..... ~~~ 
~ alro~dy partly Perot in' s work before us (Sohmidt , Zur Melo
diebildung 134) . These findings, combined with the fac~ar--
tb!s manuscript i s of British origin, admit of the interpretation 
that these f ascicles repr esent the first stage of Perotin ' s revis -
ion of the Yagnus Liber as sung in England . The composit i ons may 
therefore include a number of British traits , and perhaps there 
ar e even some British compos itions among them (Hands chin , Zur 
Leonin-Perot1n Fruee 320 ). ---

--- 2 tudils . - epe;:t~ium-~--6lld 75t . · 
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The other seventy-five per oent use various r hythmica l 

patterns. With the prevalence of tenor patterns nmv prob

lems came to the fore. The balancing of these ever recur-
~~,~ ~~~ 

rin~kphrases in the tenor and t he phra ses of t he upper 

part could now be arrived at in several ways . 

The tenor could have: 

(1) one pattern throughout , while the melody of the tenor 

was presented only once ; 

(2 ) one pattern throughout , while its mel ody was presented 

several times , and each time the conclusion of 'the 

melody coincided with the end of a rhythmic~ pattern; 

(3 ) one pattern throughout , w~le its melody was presented 

(4) 

several times , and t he conclusion of . the melody ~id not ~ "'tw-f.-~,~ 

coincide \vith the end· or t he rhythmical pattern; 
~ 

severa l patterns , t he s t art of the new pattern /\coincid-

ing with t he boginninB of a melodic repetition. 

The duplum could have: 

(1) phra ses of ~qual lengt h thro~ ~~ 

(2 ) phrases o~ var ious lengths , stan~in~rcgular order 

and thus serving as elements of form; 

(3 ) phrases of various lengths without any regular i ty. 

Each of the f irst tour arrangements could be combined 

with each of the other three. Coincidence ot phrase endings 

of both parts, ·or t he overlapping of phrases could be the 



result . Eithe~ of these possibilities could be carried 

through an ent ire olausula, or both could be combined. 

Since many of these d~soant sections l ater were adapted 
w-lt lrt~ 

as motete , we- slnr!I rtnd t he same t eohni quee/\t here . In 
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tho proper place we shall t:heXI gi.-e accurate int'ormstion ~~~ ~ ~ 

about the relative importance or these techni ques. 

It was the idea ot ~he trope that inspired the 

transformation of the disoant olausula into the motet ; 

f or a syllabic text , which was a paraphrase of the liturgic

al piece from which the tano~ wns t aken, was added to the 
'1.1.' (A.,. 

duplum. Sometim~s ~ th~rd 9r ~~even fqur:th part were- a<\ded , 1 • 
._#.,. ~ ~- .evl<e.. # Y".._t ~ ~) ~~ ~ l..v'\~troWt U TC'~I 

note agains~ not~1 to this voice , now cal l ed motetus~ These . 
t'l~~ ;w. ·~ ~ 

are the so-called three-part and four-part/\ motets. A 'the 
~~ 

idea or par aphrasing the tenor text of an organ~in the 
+n'~ 

duplum had a lready been ~m'll'!:'i-, -a-T> at St . Martial . 'r'l e :r ind 
VI) 

~here a BenediQ~s DominoApar aphrased by the text ~Stirps 
~ (! No-I).L {\. . -
Yesseatll\ and a similar organum set to a Benedi camus Domino 

' ,. 4. ' ":..t ,.~ 'P4" z 
melody ~h the trope te~ P!lumane prolis• in the upluml t~ ~-'t). 

1 ID St.~.l t 60v; StJM. 3 f l 66v; Eng.l02 f 12 ; Pr ag. 
Literature : Ludw18, ~uellen l86r ; Handsohin , Ur spW l9lf ; 
Handschin , Die SOhwe z we!che ~ 12lf ; pastoutr, ee 
centuries 5~Mus1c publiehed-rn:Gastoue , Oo1lect!on des 
maitres poli,.oni s t es ; HandsO{lin, Ursprung 196 ff . :r"'"' .. --;s 

2 In t .1.1. 2 't 'lO. Li terature :1:udwi g , Adler' s Itand-
buoh 178 ; Handsoht; , Urspr ung l~2f . -
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The best name for these pieces is perhaps tropical o~ana . 
lt-~ ~$ e,!(. N~s.s;~~~ 2.61 
'£wG more exampl es of this species are found in F emd- -~ur qlf ... q7 ). 

~in Ma an<l Wz . 1 e are also dad -or-this techni-que by 
~ ~-r-~ 

-pi-eces in-CambrJ.dge ...and... Innsb-ru-ck. t heee eZ!mlpies do 
3 ~~ 

not even amount to twdiper cent or the number ot~motets 

composed during the twelfth and thirteenth centuries. And 

th~gh they afford a sidelight on the origin of the motet , 
~~Cl;) 

we are justified 1n calling t he disoant olausula the parent 

o-r the motet . • 

Beside the idea ot the tropc, that of hymns and 

sequences, and generally of liturgical and rel i gious songs , 

influenced the motet at its birth and intermittently 

throughout the thirteenth and fourteenth centuries . Especially 

among the ear11est motets and later in the English motets or 
tO~ 

do we find a 
~~J. 

the late thirteenth andAtourteenth centuries 
+~'-'·~ 

very l ar ge number of hymnio pieces dedicated to ~ Mar y , 

Jesus , or other Saints. A great number of motets include 
r 

quotations, almost exclusivel y poetic~, from hymns , sequences , 
, 

and antiphon;s. A considerable number of them are outright 

tropes of suoh texts . The following pieoes even take entire· 

hymns for their texts : (1 ) Mo 4 , 68 triplum plus motetus; 

(2 } Ba No. llO , identical with Flor. l22 No . 9 ; with different 

music in Oxt . Woro . XIII No . B; (3 ) LoD No . 57 ; with different 

musio partly in Flor. 212 No . 9; (4) Fauv U3 21 motetus; the 
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beginning or this text reappears at the end of ~lor .212 No.9, 

but is set to different music; (5) Iv No. 53 motetua; (6) Iv 

No . 54,motctus. 
l..,.., 

A sequence text is used in (7) Eng . No . l9. 

ltar~antiphonfs are used in {8 ) Mo 4,72 motetus, with 
weo1 ~ 

trope 1n the triplum; (9) ArsA No. 8 triplum1 ~158 ita 

its 

in the mototus; (ll) and (~) Mo 7,285 tri~lum and ~o~etus . 
r •· No~~~-\~ 

The offertorium _A.ve Maria is used in <.la) _D'l&Pul88 neale . 

And several verses from the Song of Songs are used in (14n 

and (~) Mo 7 , 282 triplum and motetus . In order to complete 

t his list ot entire pre-existent Latin texts used in motets 

up to about 1400, we give the following instances of conductus 

text$ incor porated in motets: {1~) Uo 8 , 326 motetus; this 

text is preserved as a conduotus in F and also as a trope of 

a Mary antiphone in other manuscripts ; (lJ) Fauv M2 2; 

{l i), (lq ) , and (lt ) Fauv M3 5 quadruplum, triplum, and 

motetus; (Zt ) Fauv ll3 17 triplum plus motet us . 

Not o'tlly did Perotin ' s revision of. the M,agnus L.iber 

give birth to the most tmportant species of polyphonic music· 

during the thirteenth century , but this great master was also 

responsible tor another -impprtant innovation -- the composition 
d-~ 4 .. ~~ ,A ()c1~~ I 

of ~~~1adrnw. A number of these compositions 

are directly attributed to Perotin by theorists of tho period , 

especially by the Anonymus IV. Modern scholars have enlarged 



this list, basing their conjecture on style criticism. It 

may be good to give the list of this master ' s works as f ar 

as they are kno\vn . 

We can definitely credit him, according to the test 
ea.) 

i oony of the Anonymus IV, with the following compositions : 

the quodrupln "Viderunt omnes" F f 1 . 
"Sederunt (pr inoipes )" F f 4 

the tripl a "Alleluya Mativitas" Vll f 10 
"Alleluya Josui adiutorium" F f 36 

conductbscum "Salvatoris hodie" Vll t 95 (3 parts) 
cauda "Dum sigill um" F f 344 (2 parts) 

"Beata viscera " F f 4~2 (1 part) 
~ .., t.. j 

According to modern research' we-may-&ls.o-attr!bute to 

.b:m the f allowing pieces : ~~ ~ b~ "-'~-.A,..kd ~ ~~--- t 
~ 

the tripla ".Alleluya lies sanotificatus" Wl r 631 
"Al leluya Pascha nostrum" W1 f 912 
"Stirps Yesse" F f 26v3 
"Virgo" Mo f 64: 
5 Benedioamus Domino F f 40v-44v5 

.\ccordine to Ludwig6 and Rokseth? the quadruplum 

clausula "Mors" F f ?v may also be his . but we shall probably 

hove to reject this opin1on. 8 Moreover , Rokseth tentativel y 

attributes all tripl a found in . the manuscripts F and Ho to 

htm. 9 But this is highly improbable , because some or the tripla 

1 Ludwi g , Repertorium 229.-- 2 Ibid. 37 . 
3 Rokseth, PO!zyhonies 4.3 . ---4 !'OIQ. 56. 
5 Handsohin , Zur Geschichte von-notre Dame ·6. 
6 Adler ' s rrandbuch 223. -- 7 PO!yphonie~. 
8 See chapter seven. ~ 
9 Polyphonies 56 ff , basing herself on p r ather vague 

statement of the .. Anonymus IV in Ooussemakor ~Script ores I , i42a . 

a..) q c~ :r 3~1. 
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soem to be of other than French origin , and t here is no 

reason to believe t hat Perotin v1as the onl y oan who composed 

orBana tripla, especially since the ones included in 3t .V. 

cannot possibly be attributed to h~. 

The f act that we know that t he two above listed or gana 

quadruple ar e compositions of Perotin , plus the f act t hat 

f our-part singing at Notre Dame is first mcnti?~od in two ~--h , 
!l 'liSc-Ji i"~ b~ ~JM....t. t«~fL"J 4o ~-.t. ~tJ ~VJ~ /(. 

ediots of "Bishop Eude or Odo ( 11 96- 1208 ); Qf 1 198 &nd- H 9>Q..., ~ ... .,. M, •• '~- '> 
~'-" V--1 J 

afford us t he only definite dates about Perotin ' s life. These 
;' 

meager dat a wor e appar ently broadened by findings of Gast oue 

and Handsohin. The former discovered t hat in the pr eserved 

books of Uotre Dome the name of one Petrus Sucoentor appears 

several t ~es during the per iod in which Perotin may have 
LPt'e.rre) 

lived . Perotinus being a diminutive form of Petrus , and 
1\ 

succentor being the title of a musica l of~ic ial of tho church, 
., 

Gastoue tentatively identified this Pet r us s uocentor wit h 

Perotin. Handschin then gave a complete list of t he documents 

in which Petrus Suocentor is mentioned , together wi th t heir 

complete transcripts . l All t hese documents relate t o the 

period from 1 208 to 1 238 . Petrus Suooentor i s a l so mentioned 

t here in connect ion with one Johannes de Grevia, brother of 

l Handscliln, ~ Geschichte !:91!. Not re Dame 10 f f . r~~ o_o.h'J 
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' Philippe de Gr eve. This latter·appears in most histori es of 

medieval Latin literature as identical wit h a chancellor of 

the Church of Parj s , who lived from about 1170 to 1235} and 

was one of the greatest poets ot hi s time. Some motets , 

based on Perot ini an di s cant clausulae , and many conduct~~ , 

among them Perotin ' s "Beata viscer a" , .have t exts \Y.r itten by 

t his poet . The obvious connection between Petr us Succentor , 
\ 

J ohannea de Grevi a , and Philippe ae Greve t her efor e r a ised 

the identification ot Perotin with Petrue Succentor from a 

hypothesis to a t heory. 

But unfortunately this theory is not 3trongly supported 

by the f acts . To take the l ast ar gument first , there were 
\ 

two Philippes . The one was Philippe de Greve , son of Philippe , 

and oanonious o~ Notre Dame f rom 1182 on; i n hi s l ater years 

he was dean of Sens and died in 1220. The ot her was Phil ippe 

le Chanoelier, son of Gautier de Chambellan , and canonicus or 

Notre Dame r rom 121? to 1235. The l atter was a poet , and he 

was a+ways called Philippe l e Chanoelier in the manuscripts , 
\ 

never de Grove . l Consequently , the fact that Potrus Sucoentor 

and Johanncs de Grevia are mentioned toget her does not pr ove 

any connection between Petrus Suooentor and the poet Phillppe . 

i See R. J~ylan , Les " uestions" de Phi lippe le 
Chanoelier, l ' eoole des ~rtes , 1927 , 89~4 ; Ro~seth , 
Pol yphonios 22?. 
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Moreover, ~ooordins to Rokseth the office of tho 

succentor nos too high to permit its bolder being publicly 

c~llod by o d1W.nut1-ro name , Perotinua . The hiBh ot1'lcers 

ot r~otro Dame. ·.mose records ~-e still tuJ.ly pre.served, are : 

bishop ; ab:~ncGllor (both outside and abovo the cbnptor 

proper) ; doyen; cantor ( 1nspootor at schools); tbre~ aroh

diaoona ; suocentor , (choi~ direotor); .cancellarius . (ln chArge 

ot 11turg1ctil books without music) . Thero were , besides , a 

number of minor digni tar1es amons whom wa3 the :::1.nc;istor can

tus , who was teacher ot the eboir and , oxcept for high 

holidayn , also its conductor . ne was the be~t tra ined musician 

a~ong nll the otfioin~s. Usually he qoquired this otrioc 

e!'tor ht. vi.ng sorved as o choir boy tor n long time . , s such 

? et er may well have bean c alled rerotin , :retaining t his n 

throu·bout his life. Untortunetoly the C3p1tulary ree istera 

for the minor offioors ot iotre Dar.o up to 1326 are lost . 

Thus we can only ourndso the existence of t his Petrus Jn..'-l{; istcr 

cantuo , but eunnot prove it. 

We have therefore to rely on conjecture and specul 

ation it ~e ~ant to tix Perot~' s 11tcttmo. The only detos 

rolatins to Pcrotin, that ro more or less certain , are 

1198 and 1199. Without nny other proot Bokseth sots the 

dat es tar his lite at about 1170/75- 1220/30. 1 Those d~tes 

1 Polrphonios 50 t . 
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are, hov1ever , unsatisfactory for several reasons. The 

master would have been about twenty-three to twenty-eight 

years of' age at the time when he composed his famous 

quadrupla , a r ather youthful age at which to achieve one ' s 

masterpieces . Moreover, it is historically impossible that 

his great reform work in the Magnus Liber should not have 

preceded the composition of the organs tripl a and quadruple . 

Perotin must have developed the rhythmic modes to a high 

degree in the two-part discant pieces first in order to 

enable him to handle them so skillfully 1n the organs triple 

and quadruple . The tremendous work ot rationalization as 

evidenced by the stabilization and systematization ot ,rhythm 

must have t aken considerable time. It also cust have 

followed the collection ot Leonin's Magnus Liber without too 

~eat a delay ; for Perotin ' s revision ot this book is a 

direot sequence of Leonin' s work. This revis ion may there-

tore have t aken place in the decade 1180- 90. This time i s 

also made pl ausibl e by the f act that it is the first decade 

, ot the reign of Philipp Augu t us , when intellectualism and 

power politics pushed piety and peaceableness into t he 

background. I \ this date is right, Perotin ~st hsve been 

born at the lat~t around 11&0 and could well have been a 

pers~al pupil of L&onin' s . 

In the followi ng decade the development of discant 
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composition apparently branched out into two main roads of 

progress . One aimed at more complicated tenor p~tterns , the 

other at three-part composition. The l atter marked the next 

important step of Perotin and his school. Three-part sing ing 

was known to people betore Perotin. \7e hear e.g . that par~s 

of the ~a13s were perfo_rmed in this way at Uont St. Michel 

in Normandy around 1170 .1 Even before t his time St. Martia l 
"''Y'-(M..) tjo f"" ~ 

seems to have known three-part composition.2 [£he Codex 

Calixtinus, written about 1140 in Santiago de Compostella in 

Spain , a lso contains a piece which shows three parts.~ 
Three-part improvization was probably known at Notre Dame , 

too . Since we know that the great quadruple were composed 
7 - I 'lOI> .1. 

in 1198 and 1199, we must assume that real composition in 
w_,. t ~ ttM'\ ~ '\-o"'-. 

three parts was pract1ced at Notre Dame at least f~ 

on. Rokseth even thinks that Perotin tried his hand at f9ur-
/I'Ui 

part organs as earl~ as t~at .4 I~ her dates were right , 

PerO'tUlWOui-d--have-b~en-f4-t.teen,.-to- .twent.y_ years old a.t_t ll.et 
g,.,t~ 

t-1-mo-.---M<>Hov-er, iJhe assumption ~::pa~t-pieoes-were 

1 In "Le Roman de St . Mlchel " by Guillaume de St . Pair, 
see Rokseth , PolPnhonies 4ot . 

2 Handsoh:O , Ueber fruehes und spaetes Mittelalter 150. 
3 Peter Wagner , However , rn~er COdex Caliitlnus , 

asserts t hat this composition , the conduotus "Congaudeant 
Catholioi",d~es not actually consist of three parts , but rep
resents two two-part ver~ions of the same song. This assertion, 
however , is none too convincing according to Dr . Leo Schrade . 

4-Polyphon-ies --4-3 . 1 · 
'· ; ' c \--..M ~A.i #\.'~ 1\ -"lO , ('t•. \ o~o Lf.~. 
&.of !::: t·J QI. C~ ~ ) v~ <'! ., 



¥ ....tN. "=> 
~- ear-ry-us 1190 is unnecessar y because we have no 

record of any organa quadrupl a beside Perotin' s two master

pieces and the clausula ~re" . It is t herefore probable, or 

at least possibl e , t hat no ot her quadrupl e ~ere composed ot 

all~ 

~he first rea l compositions in three part s must have 

been compositions with equal r hythm in at least two or all 

three part s , simil ar to three- part improvizations , before 
(. 

r hyt hmica-i- individuality of all parts could be attained . We 
d 

are now t hinki ng of three-part conduct! sine caude , and al so 

of two-part disoant olausulae t hat \Vere enlar ged b~ a triplum, 

composed note against note to the duplum. Sever al such 

enlarged oreana ar e known to us . In addition , the above 

mentioned three-part motets with onl y one new text reflect 

this practice . 
~ 

~~&t-the composition of such motets 
</ 

was discontinued shortly aft er 1200 , s ince none of t he treat-

ises wr itten fro.m about l23J" on mention_s t hem, while t he two-

pnrt ·motet s are extens i vely discussed. Thus must of these 

motets must have co~e into existence bot ween 1190 and 1200 . 

I n this deoade Porotin must al so have invented hi s ne\f styl e 

of the combination of three individual par ts in organs t ripl a , 

especially in tho discant sections cont a ined ther ein , as well 
·s 

as in the caudae of t hree- part oonductl . 

This technique led t o the quadrupl e which probably '~re 
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preceded by compositions with rhythmically equa l motion i n 

at least three or all four voicesJ- W~eteP here '&o- the t hree 
lJ ~ 

four-pa~ conduct! without cau~ae and the two old four- part 
bol&. 

motets with but o~e new t ext whi ch have reached us in~F and 

\'11 H!ll'ecUi1 vel y . These pieces may al so be 4eacri.Ge4 as· con

servative composi tions of a t ime posterior to Perotin's 

quadruple . But t he probability i s that at least the t wo 

motets belong to t he same time as t he three- part motets · 
~~'{~ W·~ 

mentioned above, i . e . either shortly before or short~~ter 

the quadruple , but-w.1-th'D~Ii8Vliig been 'int-:ltteneed--by~bem. 

~it t hese five pieces preceded the quadrupl e , they~ 
'/-

~ be cal l ed preludes to them, experiments which prove t hat 

at the time there was a genera l tendency t oward four-part 

composition. But it was left to t he creative genius of 

Perotin to sol ve the problem of the composition of f our melod

ically and r hythmicall y i ndividual parts in his organs quadTU

pl a , especially in the discant sections contained t herein ; the 

Anonyrnus ~t:\hese quadruple compositions "cum abundan

tia colorum armoni oe artis " --the~etere . l 
~ oo-...fl I 

These fquadrupla are towering aohievoment s 1 ~hey ornam-

ent the highest festivals. "~t--oinJie.s!l-4s-t.he Ch~istmas 

gra,ron-;-ns-e-d-erunt't is th-e St. -s tephen.s gr adual, composed and 

1 Cous semaker , Soriptores I , 342a . 
.. 



.port_ormed .Rrobably a 
~ 

f4~ncL ll~-:cesp.ectively. --

'!'.be olausul.a -"Yorall- ia-~Pem-t-ne-East-er- al:l~luya. We 

have a lready made it clear that they were possibly the only 

pieces ot their kind . . Also the Anonymus IV testifies to this 

fact when he says • . speaking of the various books in use at 

Notre Dame : "Pro maiori parte totius artis huius (viz. of the 

organum quadruplum) habeati's ipsa (viz . "Viderunt" and 

"Sederunt") in usu cum quibusdam al~is . "l J\ lso the vague 

"quibusdam" which .be does not use in relation with any o'f 

the other species he subsequently enumerates points to this 

fact, Probabl y th~ author did not recollect how many more 

such compositions wer e contained in the book . (fascicle) of 

quadrupl e he had seen, but knew only that there could not 

have been many of them. The book that he may have used was 

possibly the one written by William of Fauquemberg , a copy of 

a book of Notre Dame which wa~ part of the library of St. 

Paul's ca thedral in London in l 245 . 2 -- If \'le /oept Perotin' s 

birth 

posed 

seems 

. 
date as at the -latest a-round 11~0, 1l would have ..,..corn-

... .....- _,/ 

his qu~la at approximatel~ orty years ot age , which 

ne~ to probability t~enty-three ~vrenty-eight .. 
It Perotin revised the Magnus Liber about 1180-90 , the 

~ 
motet must have spr ung into exis tence or -- .it wo oonside~ the 

1 Coussemaker , Sori¥tores I , 350a . 
2 Rokseth, Polyphon es 8~ . 

' 
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few experiments 6!'-tTh&-a&bool ~ St. 1Jartial -- taken up 

at Hotre Dame 1n the succeeding decade . Soon atter the 

turn of the century it became the most import ant musical 

species. Now it is very strange that Perotin' s name, 
wt"t 

5 2 

though mentioned by several theorists , all Qf wh~~pe contem-
~ 

porary with the period in wbioh t he1motet rlourishedt and 
\ (-~~ 

meat ~ who~ disouss the motet, appears elw~ in connection 

with the organum or conductus , but nowhere in connec t ion 

with the motet; . And yet it is obvious that many of his 

diecant compositions reach us in the form of motets. It he 

had taken an important part in the development of the motet , 

the absence or his name in connection t herewith would be 

hard to account tor . And indeed , thia tact has caused 

considerable speculation among t hose who accepted 1238 as the 

year of Pero~in ' s death . Rokseth's date, 1220/30 , does not 

throw any better light on the subject . Nothing prevents us , 

however, after rejecting the identi~y of Perotinus Mognus 

with Patrus Succentor , to assume that the great composer died 

shortly arter 1200 , probably between 1200 and 1205. In t his 

case, he would only have seen the development of the three

part motets , · not considered by the theorists as t ypical 

examples of the species of the motet , and or the earliest, 

strictly liturgical t wo-part motets, based entirely on disoant 
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clausulao and consequently not the creative work of compos

ers , but that of poets . The gr.etJt movement ot the ne\vly 

composed and typical motet (i . e . · the motet in which each part 

has a text of its own) sets in only shortly after 1200 , and = ~ = ;~~~e omissi.on of Perotin' s name in connection 

~h"'. A we have shown in_,pr9:fious paragraphs , 1160 is 

t~atest e date oy n:Cs birth';-,a~d thus P~rot in ' s 
~ ' ~ 

probable life dateo ~ar to be 1155/60~).!"00/05. -- ' · 

~~~hat the elaboration of the tenor patt erns 
~ 

became the second main pursuit of the organum composers in 

the last decade of · the twelfth century . Ludwig has shown this 

process very clearly.l On the basis of his stat~ics it 
becomes obvious that 1 contains the pieces of the earliest 

style , F 3 and 4 follow next , tllen w2, and finally the suppl.em

entary clausulae at F 5 and 6. In all these places the number 

of different tonor arrangements , which probably was already 

establi shed by Porotin , always remains the same -- as i 4e from 

single exceptions. 2 But the tmportanoe of the early tenor 

1 Repertorium 174 and passim. LudwiB ' S listings are · 
somewhat misleading , because he counts such organum purum 
sedtions as appear later in disoant style among the disoant 
clausulae , and , on the other hand . he f ails to list the 
srnnll discant sections of Leonin ' s style . But also t he 
elimination , not only the addition, of discant clausulae in 
t he Perotin period a~e important for the understanding of the 
developoent . ~~ 

· 2 An especially amazing instance i s the clausul a F No . 36 
whose tenor melody is the chant tune read backwards ; aoeerdnrg ~ 
~Ludwig , Repertorium 80. 
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patterns gradually diminished , while t hat of the nore modern 

ones rrew. The cacposers of Notre Dame thus did not go 

beyond the style set by Perotin. The whole organum compos-
e..~ 

ition consequently stagnated there 1h the first-dee&de)of 

"' the thirteenth century. 

There has reached us, however , a collection of organa 

and discant clausulae in a manuscript called after t he name 

of the monastery where it was preserved , but not necessarily 

written , St, Vict9r (B.N.lat.l5139 , ol tm St. Victor 813) . 

The sixth tasci~e ot t h is manuscript contains the"famous 

forty melisms , as Ludwig called them, t he first two in three 

parts, the rest 1n two. These forty pieces look technically 

like supplement ary discant clausulae or organa . They follow 

each other almost exactly in t he order of the festival s of 

t he Church year . There ar e , however, several common char act

eristics to these forty compositions which differentiate 

t hem from the Not re Dame clausulae . Many of t hem shoVT 

complicated new tenor arrangements , partly far in advance of 

any Perotinia.n tenors.l Almost all of them show the text 

beginnings of French motets , that use the same music , written 

above or 1n the margin beside the beginning of the respective 

clausulae . The syllable bars which gener ally indicate t he 

end of the syllables in the Notre Dame organa do not appear in 

1 Ludwl g , Repertorium 85f. 
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the melisms of St .v . l The dupla shor1 lack o~ any form , 

melodically or motivically. 2 The phrases ~e either stereo-
~ 

t yped or completely irregular. There also appears several 

times a new ~nPe 11~Ufg1cal ~ ?"}j tenor , · "P'iat". 3 
~ 

Various theories have been formed with respect to 

this f ascicle. Ludwig is very cautious about the interpret

ation of these melisms . According to him there ere two 

possibilities . Either they are ordinary discant c!ausulae, 

t hat served as prototypes of many French motets , whose text 

beginnings were added to the clausulae by a music lover; 

or they are instrumental pieces, ei.ther transcribed from 

organa or from t he quoted motets.4 The second alternative 

was given because of the absence of the syllable bars which 

seemed to Ludwig to exclude vocal liturgical performance, 

and by the addition of the beginnings of the French motets. 

The common ·atylistio traits of these pieces led Ludwis to 

the belief that one ingenious composer of Philipp Augustus ' 

time (i.e. up to 1223) must have· composed most of them and 

added some from other sou.rces . 5 ·,vhile this. latter statement 

goes well with the assumption that the melisms are nothing 

1 Ludwlg , Repertorium 49. 
2 Knhlmann I 50; b~t~ there ar e exceptions to this . 
3 Ludwig , Repertorium 144. 
4 Ibid. 144. 
5 ~of them also appears in 7 No . l30. 
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but port ions or organa.,. the uniformity of style oannot be .)Q ~~~ 

accounted for 1f these pieces are merely transcriptions of 

various current compositions , for such a mixed repertoire 

woul.d neoessarily show a divergence of styles. Ludwig 
~ t herefore preferft to accept the first tfieory as being more 

pl ausible. Husmann also arrives a t the da~e g iven by Ludvng, 

st ating that the forty .melisms must have preceded the motets 
. 

of W2 which he puts at about 1200-40/50 in a4oordance with 

Ludwig.l Rokseth holds a different view and believes that 

these pieces are the work of a monk who wanted to r efresh t he 

liturgical repertoire vnth transcriptions of current motets . 2 

She thereby saves herself the need for proving that t hese 

compositions were not intended for instrumental performance. 

The main question is thus: are the melisms of s t .v. models 

for , or transcriptions of mot ets? 
,.,.,4' '\ ~\.M4 r 

In order to solve 
~~ 

t he actual music . \'18-1'-ind 

this quostion , ·~~&- again resort to 
~ 

r a ther ~eet divergences between 

the melisms and the motets that use the same music. Compar

ing such moteta, as far as they are contained in W2 , with 
-

their melismatic versions,we find,from the limited material 

at our disposal, that t he l atter prove to be simpler and 

better 1n all instances : In W2 4 , 61 and st .V. No . 22 respectively 

I 

1 Die Motetten der Madrider Handschritt 174. 
2 PO!rphon!es 7nr; 



5? 

t he tenor , and wi~h it t he motetus , show a different mnin 

beat in mea.sure six: W2~, St .v.~. The l a tter is · 

correct , as ~he liturgica l mel ody proves . Al so t he tenor 

version of measures thirteen to fourteen of t h i s piece is 

wrong in W2 and correct in s t.v.: V/2 ~, st .v •• 

Moreover, the second o ode of St . v . i s much better than'the 

first mode used in W2. 

measure ~hree differ s slightly: 

so does measure nineteen, i dent ical with measure t hirty- six: 
o:--, 

St . !. 

lf,~ ~ In both instances St.v. i s better.-- Si m-
, .., _,. 

ilarl y \'12 4 , 34 and St .V. No 24 show in measure t welve the 
~ ... 

follo~wing diver gence: 

confirms the version st .V. But in the l ast measure of the 

tenor both MO and W2 are inadeqUate , while s t .v . shows t he 

rect version t here : \'12 
Mo 

This eviaence seems to 

first alternative.! 

fm,\!iW, St. V. ¥£1 ( : "}?ij . 
poi nt t o t he correctness of Ludwig ' s 

1 \•e have chosen only such exampl es as show actual 
variance in versions , one or which can be proved as being 
correct. Many other discrepancies bet ween W2 and s t.V. can 
be accounted for, if we assume t hat W2 i s a secondar y copy, 
transmitting 1naoeuracies ot the scribe. Since t hese ~ac~ 
curacies do not constitute different ver sions , we have not 
discussed them here. 

cor-
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Further evidence that supports this Vi e\v is the tact 

t hat the percentage of composi tions in the first mode is much 

higher among the French motets based on St. V. melisms than 

among the newly c~posed French motets . In W2 4 there are 

fort y motets , that are , as far -as we know , newly comp-osed 

French motots . Exactly fifty per- cent of these show the 

second or related modes , and the other fifty ~&r cent show the 

first and related modes . Of the sixteen French motets based 

on s t . v . clausulae only three (and if we count W2 4 , 61 

mentioned above , four ), i.e . ei ghteen and three quarter 

(twenty -five ) per cent show the second mode, while the other 

thirteen (twelve ), i.e . eighty- one and one quart er (seventy

f ive) per cent show the first mode . As we shal l see in 

chapter seven, there was a tendency tuuard increasing the 

importance ot the s econd mode in these later motets . It would 

be strange indeed if a modernisticall y inclined compil er 

had chosen so onesidedly t he conservative pi eces among the 

current French motets in order to reduce them to instrumental 

pi eces or organs . 

We shall ther efore fol low Lud\vig ' s preferred opinion 

here . The major ity of the evidence points to these pieces as 

being 'original discant clausulae , partly composed and partly 

compil ed by a group of musicians not very cl ose to Notre Dame 

and not very l ong aft er Perot in ' s fertil e per iod. Beside. 



the stylintic criteria we have one more clue to the date 

of the composition of these melisms . Some of the mot ets 
r .f.nJ-. 
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based on Stt V melimns include text lines vrM:ch -reappeal'-in 
o-rni"W) L 

well lmown novels of the period. so-e-alled-re-t-rnins-;-l!hese 

novels are: 

Roman de Galeran (c ,l200 }, quoted in ,w2 3 ,19 (St.v. No . 2) 
Gui llaume de Dol e (o.l212/13 ), qu~~d in Wz 4 6? (St .v . 

,- ' No . 6 ) 
Roman de l a Violette (c.l229 quoted inN' No . 58 (St.v. 

No . l3 ) 
Prison d ' Amours (c.l2?0 ) quot ed i nN No. 52 (St .V. No . 34) 
Traduction d ' Ovidc (c . 80) , quoted 1n \'12 3 , 15 (St.v. No.l)J 

~ tf""--&. k~~ ~ -~ 
9 rdinarily BUoh dates~do not help ~de~ermin~1the date of 
.-- -it-J...~+...+vw, ~ 
t he c omposition of the motets , beeauseArefr ains may live on 

for fifty to eighty years: Since they express general phases 

of social life , they can be applied to many different situ

ations and can reappear in many books . f Some of the above 
I.-

lis ted refrains also reappear in books other than those 

quoted . The tim.o of these latter , however , cannot be accurately 

ascertained, nor can the date of the many more refrains , that 

appear 1n the motets under our consi deration , be established.l 
'~'J' ~o{t.. ~~te fl.ro) Mv-l ~~e ; t~t,,,~,~)J 

~~woof the quoted books , however , ~are exceptions in 
- M 

so far as they are the earliest ones to use sueh refra insf eo 
s 

t heir author , Jehan Renart, informs us . The refrains used in 

t hem were created by this poet .especially for these books , and 
cu-e- K,...~. 

consequently we knew their dates~ It happens tha t the earliest 

of these retrains is so specific that its inclusion in the 
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t,so.l4~-( 

motet~must mean that this l atter was written while the 

novel was very fashionable, viz . , probably between 1200 and 

1210 .~ This in turn means that the St .v. olausula No . 2 

oannot have been ~itten l ater than 1210. According to 

our general outline of the development of the motet, it is 

about this time that the French motet begins to flourish. 

We have already scon that tho~e Frenoh motets which are 

based on st .v. mel isms must bel ong to the early part of t his 

period , sinoe they retain the conservative first mode to 

a l ar ge extent . The probabl e time of the composit ion of 

these olausulae is t hus 1200- 1215 . 

After t his time the organum was still sung , but new 

compositions seem not to have been forthcoming , i . e. unless 

t he few organa in f asciol as 4 and 5 ?f St. V • . are of a later 

date . Ludwig puts them 1n the decade 1240/50, because they 

appear in connection with several conduct! that refer to 

this time. But this i s not convincing proof . The collector 

may have put them there without regar d to their comparative 

ages when he copied the p icoes from various sources . Through

out the thirteenth century the repert oire of the Leonin and 

Perotin periods was used . Possibly some new wor ks were 

1 Thi s refrain refers to a definite situation and 
could t herefore not beoome applicable to general use ' 

"le voi s as noces mon ami , 
Plus dol enta de moi n ' i va . " 
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added for some special occasions. These works were conserv

ative in style and did not add anything of importance to the 

technique of composition. Late in the thirteenth century and 

asain 1n the fourteenth the use or the old organum is con

firmed by several references . l In 1408, however , the discant , 

ln the sense or organum, was forbidden !or liturgical use in 

the cathedral of Notre Dame, and continued to be a~ssible in 

sin3ing practice only. 2 

Since the motet was born out of t he discant section , 

it took over the strict rhythm from it . This rhythm, 

systematically tabulated in its possible variations in the 

theory or the modes, is the chief feature or the discant-
~ elausula style . e shall therefore aew turn to n brief survey 

. S" 
of the theory or the modes; and in chapter ~x we shall then 

'diScuss the changes in tbo appl ication or the modal notation vJ'lt! " ,1v.lt.~t~., 

which were brought about by the transfor mation of the discant 
• I I ~ 

0"\. ~,(.lA'\L ' 
clausulae into motets. This changed modal~notation w~s 

. ~~'\<~~) 
employed throughout the early stages of the motet~ until a 

new musica l style gained expression in a new notation -- the 

mensural notation. 

1 Ha'ndschin , Zur Geschiohte ~ Notre pame 12 ft . 
2 ~· 54. 
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THE MODIS ~ t~ ~~4"' ~ \)tt4M~ J~:1· 

The theory of the modes has been thoroughly discussed 

by Friedrioh LudVIigl , Kuhlmann2 , Yiohalitsohke3 , Sovta4 , aH4 

Jakobsthal5;: Thus~ ehall e&B:t-~\U\Se~~s-oor~ a brief 

summary, .; t)~t ~~-
~ .:-:l 

A modus i s a reiterated r hythmical pattern. Le~ us 

sea how the t4eorists ot t he period define it . Garlandia says : 

".Modus est eognitio son! in acuitate et gr avitate secundum 

longitudine.m et brevitatem. " -- Modus is the perception of a 

tone , whethor high or low, with respect to its length and 

brevity. On the s8.1Jlc page he says : 11Modus communis est , 

qui versatur circa omnem longitudinem et brevitatem omnium 

sonorum. Modus proprius eat, qui versatur circa sex modos 
"'' !-t i s 

~ I 

antiques . " - - Xh~ mode in genera l i s tho-on~hi~-±s concerned 
-; 

~ length and brevity of all tones . ~ mode in particular 
~J s , 

is the-one w~ is concerned ~h the six old modes. 

There wore then six rhythmical patterns , and they were r egarded 

as old already at the time.when Garlandia wrote this treatise .~ 

1 Regertorium 45 ff . - 2 I, 99 ff . --3 ..,tudion and 
Theorie desodus , 1923. - - 4 Zur Weiterentwicklun~ . --
5 Die nens-ural not ensohritt des~.·una 13. J abrhun erts, 18Vl . 

--- 6 This scholar was born-m !nglana about 1190, studied 
and t aught in Paris 1210-32, and t hen in Toulouse and again in 
paris , and died after 1W2. He wrote this treatise between 
1230 and 1250. 
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And since Garlandia associates t he modus proprius with t he 
- .,;.. 

organum, t his passage testifies to the t act t hat ~~his 

tim th 0 ~ ..,.,.,;_,,} • .~.x "'""' l<Joa,:l e e organwn was regar ded as an antiquated ~orm. ~~-,:...·~~ ... ~ ... 

Thereafter Garlandia discusses the s ix modes succes-

s ively and gives examples. As a rule the following few 

note forms are used to indica te the modes: group forms 

(ligaturae) of two notes (binariae) l .. fl, "- .. S)' , and of three 
r.1 .-:--1 r-J r; notes (ternariae ) ) ... 1 ~ , ~: ~ ~ l 1N~~~ 

1 
"'-:. J, and single not .es 

• These forms obtained rhythmical si3nif-

icanoe for the first time 1n the modes , namely by means of 

combining them to form certa.in series; each of t hese series is 

used to represent a certain simple r hythmic pattern and an 

optional number of repetitions thereof, concluded by a rest . 1 

Series 
...... ...... ~ ~ 

,.. . ..... 0 ,.., 

'" ······ NI 
;~ ·····(~' 
.a. \ ot- '\ '\ -.... ~ 1 

~" ·----- ~ \ 

TABLE OF THE MODES 

Pattern ...-R;;;hyt~~.,_b.m~· ~--~-----
r.---:-:1 r:-7""":\ f:"'"'":\ \ 

llame 

l l' J tl l'\l ....... 1'1., first mode 
~~ B TI' 1. ...... tms\ seoond mode 

t t'l 

l'l L 
L L 

m 

' ..., ~ 
~ . t'1 ll . ... ..... ~l \l. S·\ third mode 

'1'1 1. \'N L \ .... .. ·~TI} ·\ fourth mode 

L ~ . \L S· \ or l.l.l ..... ..\1.~-1 fifth mode 

m ffi\1 .. ... .. 0 Tit\\ sixth mode 
~ 

1 In the following table the ligature is designated in 
the transcription by a square bracket above the notes. ~he dots 
signify· that t he ligature aft er which they are written may be 
repeated ad libitum. 
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We ee~. these series are so devised that after a 

number ot repetitions of the modal pattern one more note is 
1-:~Jt., 

added , ~t concludes the phrase with a note ~ue analogous 
,.,.,.,...J.,J 

to the one that opens the given pattern. This arrangement, 
" . ,.><#+-~· 

called modus perteotus, is employed in almost all in&teDC'es-

-hi ourm6te'ts . There are only a few phrases in the second mode 

that omit this last note , an arrangeme~t call ed modus tmper

fectus . When within a phrase , i . e ·. between two rests , the 

modal pattern occurs only onoe completely , the medieval 

theorists refer t ·o this pl1ra~:a the first or<lo of the given 

mode ; when the complete pattern oocure two , three, tour , eto. 

times , they speak ot it as the second, third , fourth , etc . 
,p(u.. ' ~ · 

ordo" In :t)J.e fifth mode the ligature form is only applicable 

to the first ordo. The seoond ordo req~1res five simplices , 

t he third seven, eto.-- The value here transcribed asl.is 

called longa perfects ,. the value transcribed as 1' brevis rect{! • 

The value trans~ribed as J is called longa 1mpertecta in the 

first and second modes and brevis altera in the third and 
. ~ 1 fourth modes . - In further discuss ons 'Re 

,J;Jf (~ 4'N./' tc -
members of the modal pattern ~as beats~ aDd 

lllJ 

opens the pattern" the strong bea~ and the 

weak or secondary beats . 

shall-reter- to-t.he 

oal% the one that 

other or others~~s 

Johannes de Garlandia also mentions an irregular mode 

with the rhythm. l. .... ~ 1' \ ~ . ...... 1tU.s·\ which we find in music 

.1 q ~,p.(!.l~ . 

l ·. 
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written as follows: '\ tt.. ...... '- 1 • Since this form of writing 

i s the same ao that ot the third mode , only the context of a 

passage in this notation can determine the rhythmic interpret

ation. (We are referring here to the relationship ot modes 

and the interrelationship of parts Which will be discussed in 
s 

chapter nine.) S~rangely enoagh', tbe only other theortst. ~? o~o 
::. ¥~'"1 ~.) 

mention this irregular mode is also an Englishman~ the Anony-

mus IV (Conssemi!ker..--e"Crfptores !-} , who adds that it was 

especially used by the English. Whether this justifies our 

drawing any conclusion about the British orig1n of organa that 

use this mode, has yet to be examined. The same author, whose 

treatise is largely an elaboration on Garlandia and vtas written 

about 12751, enumerates several more irregular modes . 'l'wo of 

~hem have the rhythm l.j i'\1:1'1\ and 'I'l f. \l' ~ ~·\ • The others are ._, ~ ....... 

modifications of ·the various modes in actual performance, a 
-+w~ ~"""""" device we new reter t~ as tempo rubato. 

Ligatures in these modal series must not be broken 

up but for 1iaese two reasons , either when unison! be 

~itten-, or when the notes must be s~ng to different text 

syllables. 2 In this latter case usually a short vertical line , 

. v~J. . 
1 The author mentions King Henry (III),d1edA1272 , as 

deceased , but he cannot have written his treatise much later , 
because he does not know of the musical developments that took 
place in the last decades of the thirteenth oentu~. . 

2 Garlandia writas in t his respect: "Alia regula est, 
quod nunquam debet pon1 stmplex vel non ligata, ubi potest poni 
ligata vel oampoaita. " (Coussemaker, Soriptores l03a. ) 
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called divisio syllaborum, ~eparates the members or the 

-group1 ~ ~~-w... 

A further change in the modal pattern is effected 

when norma.lly single beats are dissolved into several 
-rN'fll.1. tYlo ---~otes. This is called Yractio modorum. These dissolutions 

" ar~ indicated by the insertion in the modal. series or 

ligatures that con:tain more notes t han t he regular pattern 
~)~'~'' 

calls tor (a quatieJ.IIlal':ia or-qu-1n.&Pi.a-may 4;lms. replace a 
er 

binaria) . Such long' lig~~ures contain the same ttme 

value as the ligatures replaced by them.l Tho larger 

number or notes contained in them, as compared with the 

number of notes in the normal. ligatures replao~d by them, 

has to be di videcl among t he regular beats. The rhythmic 

execution ot these additional. notes is at ttmes doubtful , 
ce. 

but is usual~y regul.ated by cons onants or motiviosa logic . 

The ligature is otten repl.aced by another group 
I 
j, 

figure , called coniunctura , espe4ially in a tractio mod~~ 

~· This figure consists of a row at diamond-shaped 

notes starting with one ot the following note terms: , , •,• · 

Though Garlandia gives examples tor both ascending and 

descending ooniunoturae, only t he latter are tound in 

1 There are, however , also longer ligatures that 
do not replace normal. ligatures 1n this simple way, an~ 
demand special treatment . 
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e{ttt~.) r~· 
actual music~ Ligatures and ooniuncturea are mostly 

identlcal 1n their rhythmica1 xaeaning , but the diamond

shaped notes , called ourrentesl , seem sometimes to 

indicate the way 1n which the greater number ot notes of 
I 

I. 

a traotio mod~ has to be divided among the beats, an 

indication which cannot easily be gleaned tram a ligature. j 

The currentes are used tor two purposes in this tunotion; 

either they indicate those notes which together split one 

, or they mean that the square note 

with which they start takes on the value ot a l onga 

perfecta , and the notes written as currentes fill the 

\ 
~ 

next longa pertecta value , e . g . ''• -:.'l.m • The latter term 

is especially frequent in F '! [in this respect we disagree 

with Ludwig who holds that ligatures and ooniunotures are 

absolutely identic'al .~J 
The splitting of the mode is often effected by a 

(<..)'",~'~(.-{.. ,,.,.~ 

1 The ourrentes are also call ed elmUahym and 
elmuarifa by the Anonymus IV . ~ The Arabian origin of these 
words was once believed t o point to an Arabia& influence 
on Western music . But Handschin ( Zur Leon1n-Perot1n Ffige 
321 ) proved that both words , in correct Arabio "81 ma. uma" 
and "al ~'ruta" • mean "the known thing" , and were used in 
the A;abio translation ·or Euclid meanitlg rhomb or rhomboid. ,'lotltri , ~'f-
ArabiiB i.ntluenoe , quite natural around 1275, can be ~\ ~,, ..... ~ 
claimed, but it ia of a literary and not of a masical kind. '\-,~: ~\.11 '-o 

2 Besprech~ ~ "Geschioht9 ~ Yensuralnotation" ~..rt\.~~~~~;~ 
627 . ~$..? 

t\.-C· l; --~"' -A ~(~ ~b.::\. ( lt,llC,.. 

~~ wl_,t. t,J \d..W ) , 
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special note form, the ~ plicata, The plica is a 

( 
t ~ i{ a\ot.} small line, attached to the right edge of a square note ~J ~ 

in an upward or downward direction. It A signifies melod

ically a step from the note to which it is attached in 

the direction indicated by the line , and r hythmically a 

fractional value of this note . l 

The mode may lose some more of its r~gidity by 

interspereed simpl icea or the value of longae . This is 

" the opposit e of the f r actio moderum in that these longae 

combine two or three beats of the normal modal progression 
r ' 

i n one note • .It~ ~ ~ ~~ 

In addition to the variousl y shaped figures for 

s ingle notes and note groups , the vertical line is used in 

~model notation, as follows : (1) it may be employed as ,. 
~·~c.~ ~ ... ~\-o ~.,(' ~ .. ;' 

divisio syllaborum, as explained above ; (2) it ma~~1nd1c-

ate t he simultaneity of notes of several parts; (3 ) it may 

mark phrase endings , including i t s function as group indic

ator, as discussed in chapter four; (4 ) most frequently 

it wlll mean a rest . This rest has to be variously 

transcribed as 7, s , or s· , depending on the mode and context . 

Most theorists give the rule that the rest equals the 

penultimate note of the phrase ; however , this holds true 

1 See chapter s~ tor more detailed information. 
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only for the first , second , and fifth modes . More gener

ally it represents the value that is necessary for the 
/ e.. 

completion of the pes, qthe pea aee the length a£ one 

longa-perfeota value , oalled perfectio, in the first, second, 

and sixth modesJ and the length of two pertectio.nes in the 

other three modes . The theorists of the p~riod recognize 

this difference clearly , but use various terms to express it . 

V~o usl:!ally ad:eJ)~ Garlandia' a terms, !!ell recti and modi 

obliqui respectively' Wt£ ~ ~¥· 
The system or the six modes is already expounded by 

the earliest treatise on mensurable music , the Discantus 

positio vulgaris, written in the decade 1230/40. Garlandia 

indicates , not only by calling them "modi anti qui :t but 

with the following · dir ect statement.) t hat the oonoeptioeb of 

tho modes began to change in his time. He writes: "Sed 

aliqui volunt , . quod quintus noster modus sit primus ~ 
~ ij~t.L-.\1\;h~ 

omnium. "l While he rejects this view, Franco , about t;l.e~e:-

·~ l ater turoand 1206+ , expoundo the theory of the 

modes on this basis. Gar1andia ' s fifth mode becomes mode 

number one , while his first mode is reduced to a mere 

by- form of this mode , so that Franco, and with him moat 

of the other theorists , only count five modes . This naw 

! Coussemaker , ScriRtores I ~ 98a , 



system is the expression or a new concept~ whiob has 

lost contact· with the o·r ganum and the modal patterns 

as a vital medium or expression. He declares: ~ota, 
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quod in uno solo discantu o:mnes modi ad unum reducuntur . "1-

In a single piece of discant all modes may occur because 

by means of the perfectiones ( i.e. the common unit of 

progression, the three-eighths pes) all modes can be red-
t...:c.A In\ \r 

ucod to one ( common ~) . ·- The mode was an essential 
~ 

characteristic o~ the organUl:l, and 1 ts rhy t~ -!:mpulse 

dominated long sections thereof . A change of mode within 

one section l'TOuld have d~oyed the uni~ty of compos-
lrf-~~~ ~ ~- l .~. c. ~:!Jj); j ,l<,t.lt))l;) j, )~·*'l{t;:.~ -

it ion; tor each mode
11 
wa¥~rerent in nature . In Fr anco• s 

time this basic concept~ or the modes was l ost . A 

ohangeable , individual rhythm was adopted. Fr'Dm the 

different modes the three-eighths perteotio was abstracted. 

Instead of six different rhythmic patteras one general 

metor became the basis of composition. It is certainly to 

the point to refer again to the trend to\Yard diversific

ation in the le.tter part of the tttelf'th century which led 

to the establishment of the six moaes , and the trend 
c~~ 

to,T.ard anifloat1~ in the thirteenth century, as manifested 

by F~anco• s teachings . 

1 Coussemaker ,Scriptores I , 127b . 
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Our music proves that the six modes were the basis 

ot the organum 1n Perotin • s time.· Were they all created 

at the smne t~e? And it not , 1n which succession were 

they created? Did any taotor, e~raneous to music, influ

ence their adoption? 
ry~ 

Let us~answer the last question first, tor if tbet l~ 
c~ . 

can be settl.ed , we oeul:d proceed with our disoussion on a 

sate historical basis.~ Spanke believes that the modal 

rhythm was present in Proven gal poetry trom 1100 on, and 

possibly still earlier in Latin poetry. According to him 

it was initiated by the school of St . Martial , and with 

the poetry of this school became known all over Western 

Europe. 1 Ficker also takes this view, and even asserts that 

the modes were at first created in poetry and only later 

taken up by mnsicians . 2 Knhl mann takes a different pos ition. 

According to him the system of the six modes was established 

after muaic had at first used the tirst mode only. Later 

the second and sixth modes were added , and the latest wore 

the third and t ourth modes, which may have been taken over 

trom the troubadours.3 Sowa disregards all practical 

evidence and states that the thi.rd, fourth, and titth modes 

S.bft& . 
1 Bezleh~e~· Ziisohen romanisoher und mittellatei-

nisoher LtQlli 1 • -
2 ormproblerne 204. FlH 
3 ~· ~· !, 136. 
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came into e%istence as late as 1205. 1 Finally Besseler 

asserts that poetry did not influence the adoption ot the 

modes in music • but that the modal rhythm was created sim

ultaneously in poetry an~ mnsic . 2 

Uost ~ these scholars believe in at least a con

nection between the modal rhythm in music and poetry. 

There are , how~ver , a number or scholars who take an op

posite view. Hugo Rieltl8Dll, Jean Beck (in his edit ion or 
, (,re 

the Chansonnier de Cange, 1927) • and~ recently Handsohin3 

believe t hat the modal system was not generally applied 

to troubadour poetry. I1' that is so • the opinions quoted · 

above cannot be maintained. The tew examples or mensur

ally written troubadour melodies, all. ot which show 

modal rhythm, and on which Beck at first based his modal 

interpretation ot troubadour sougs under Ludwig ' s 

intluence4, oannot be regarded as tull evidence; tor 

late as the codification ot t hese pieoea took place , the 

modes may have been applied to them under the influence of 

modal musio. These · tew songs do not perm! t ot any 

conclusions about earlier troubadour songs and their 

1 Zur Welterentwioklung 423. 
2 SiUdlen II , 149 . 
3 Was brachte die Notre-D~e Schule Neues? .553. 
4 See Die lle1oo:fen d&r lfFO'Ub'a'!'ours, 1908. - . -
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rbythmio interpretation. There oe be no r eaeoneble 

doubt, however , .that in ~et instances the rhythm at these 

songs was indeed one that we could deaoribo as first or 

second ·oodea for the syllabic oelodles ot troohaie and 

iambic songs will onoily adopt tb&oe rhythms. 

But whet her we do, or do not, acoept tbo gene·rio 

modal interpretation ot ~lt'th century pootry, our 

problem is not brought nearer to its solution. The model. 
~h~ 

system, as -we tnow'1\~ trom practical ond theoretical 

sources, ras essential~ oreated far polyphonic t.nd 
v'VIf ~ 

calismatic cusic. De con reasonably bel~eve that oodol 

r hytbm was an entirely IJUsical developmont , sprt.neing 
~~~~~~~ttv.. 

troa tho rot1onalist1o oharaotor ot theAPorot1n sener-
0-v.{. . "'Mt 

ation. &--do-not need to ascribe the creation at the 

moc1:0~ any tiold ootoido ot t:lllSiO ~1, ~nt. r&.\t~~~z 
Since no theorist s1vos u: o.n authoritative ~ ~~ ... "t + 

~~ 
-en- tho roleti vo neo ot the modes , .w. ve to turn to the 

lJlUSiO tor 1ntormot1on. ~ the s t ylistioally 
~ 

earliest d1scant olausulse, probably composed by Loon in 
0. 

and hia school , viz . those witb"tenor$orrnngo4 1n a series 

ot langae • allow the tirst code in the duplum almost 

w1 thout exoeption. Tbe noxt mode 1n the ordor ot age 

seomo to have boen tho third. We tJln41: see tbllt it appears --



only in a rew ot tho earliest motots • an4 drops out almost 

oo:npletely in slightly later pieooe, probably aoon attar 

1200. The second tlOde oame in either at the same time as 

o contrast rhJ'tbm to the t 1rst node • or possibly s~hat 

later as a product or cU.ssolut1on ot the th1~ mode1 • A 

little later tho sixth code ,an added to the others. 2 The 

fourth l:KX'le was probably the latoat to be toratla'ted. It 

was a oy-produot or the second and third modes . \Jhioh waa 

adopted as a baslo pattern tor the purely tntollootual 

reason of torming a oontrast pattern ~o the third modo . 
~ 

There arc so:me opcoial probl ems which .w& 087, briotly 

dlsoussJ beoQuse theJ bavo o boaring an the notet~. In the 

second modo the last not9 ot a phrase 1s invariably a brevis, 

and tJle rest is twioe as long. Lator manuscripts otten 

write suoh tiDal note a a a longao Tlhioh take an the 1:1eanlng 
. ~ 

ot holds or rltardand{. .According to IJ1ohal1tsohke the 

rest o~ the second mode was developed 1n the dlsoant clau

sula. 3 Originally, ho believes . the tinal ternor1a or 

the second c.ode was sung: 'i'll. • Only the rationalization 

of the d1soant style established ~e rule that tho rest 

1 Accor!Ins to Dr. Loo Scbrade. 
2 Ludlfig (Refnertor1am 51) bolieves that the sixth 

mode wes developea' tho DOtet only, Whloh \'10\ll.d make it 
the latest ot tba modes. There are, hmtner, examples or 
its use 1n disoant sect ions ot oarly style. 

3 Stu41en 2G4t. 
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should equal the penultimate note , thus making it here a 

longa rest. This brought About the only exception among 

the ligatures f for all ligatures excepting the t inal 

ternaria of the second mode end with a value at least as 

large as , or l ar ger than, al1 other single notes constit

uting the ligatures:; The-ru:le-about the rest ~h- tn& 

~-1:s -vonf-h"med·-by ·he-Anonymue VII who Etays: 

"ln 1 stQ-S~unm<lo-modo omne"S}m'U'St!rWnt nge .'tdThe second 
. ~ 

mode was also used to represent what ~wctrl:d callJa 
~ 

first mode with an upbeat, especiallyAin courtly monody 
. ,.Jw ~ ~ 'YV,.o..{d:o • d 

and enly vePy ra:rel7 in polyphonic -compositions . --t~~ The 

t hird mode • according to Odington • prompted the inclusion 

ot longae within phrases ot the ' duplum or motetus . 2 This 

can be disproved by the Notre Dame organa or tho earliest 

s t yle which show longae w1 thin the phrases ot the duplum 
e-ver ti.,~ ~ .. &A'J ~t.F..T'~"·w~trv; 

before the third mode was 1\ used a-t--fHd. -4:/f A'l'he fourth 

mode -1&--Very infretlQ~d may well be taken as 

a third mode with upbeat !:ft-m<)et 1na1umoes , as KuhJ mann 

proposes . 3 As a consequence of the fusion of the t wo I 

shorter beats of the third and fourth modes into one long 

beat ~ sometit:es f'ind a binaria "Which has to be 

1 Coussemaker , Scriptores I , 378b. 
2 Ibid. 24la. 
3 _Qp.. .21!,. II • 245 . 
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transcribed TT. • 1 The s ixth mode is mostl y used as 

a by-torm of the second mode and is then transcribed } fl \I' ; 
J- I ~c~ > > > 

but .we also ~ind !.,. aee4 as a by-form ot the t irst mode • 
. ~- .10 - ... ---• • 't-t ~ r"1. ~~ In t he t ormer case tho ~hrase ends with a 

,. > 

brevis and is followed by a longs rest a·s in the second 

mod:e; 1i t he latter case we haft a~lim@& ee the last 
ll.:l"'" '\ 

note~tol owed by a brevis rest . 2 

The l ast ~portant _question is how to. treat the 
,).. 

splittings ot the breve~ioh we encounter in ligatures . 

It is strange t hat all early theorists , including Franco 

and his school , tail to mention the older practice of the 

bisection ot the brevis. which must have been the stand

ard practice with respect to the organum as well as the 

early Latin motet. These theorists were t oo involved in 

the developments t hat took place in their own time to be 

concerned about the past. The first men who show any 

inter est in historical facts seem to have been the 

English students Anonymus IV and Odington. It is t he 

latter who states: "Brevis vero apud priores r esolute est 

in duas semibreves; apud modernos aliquando in tres , 

ali quando in duas; cum autem in duas , dicitur prima minor 
/4 ) .ft...t_ ~~ H.W\ "l ~ W'"cl~'tNk) 

et secunda maior . e3 ~1he first sentence must mean: With 
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the older masters the brevis was rosol ved into two 

equal semibreves. sa the aeeee4 part-o~e-quotatiun 
~ 

lni~~~l=r:-- A corroboration comes trom the Anonymu.s VII: 

"Quotiensoumque tres :notule in prtmo modo ponuntur pro 

una longa, prime due valent unam brcvem et ultima valet 

tunc s icut due preoedentes. "l We therefore adopt the same 

met hod of semibreve transcription tor organs and early 

motets as Ludwig and lCuhlmann did, transcribing them as 

equal halves ot the breve. 2 The persistent transcription 

of the semibreves in triplets , used by Coussemaker , Aubry , 
<:I, 

Wolf , and Sowa , leads to" thoroughly avlkward and unmusioal . 
go toil« ~e.)'~ 1)00 

r hythm. This isAbeoause they apply~statenents ot theorists~ 
wJ.v.d ~~ 
-tft!rt refer to the middle &1'-~he thirteenth century • 1to 

tile t 1m.e -around ·'1"200.. 

1 Coussemaker , Sori~tores I , 378b. 
2 ~· ~· r , 104 r • 



OHAPl'ER VI 

THE TRMlSCRIPl'ION OF PREMENSURAL MOTB'l'S 

The modes whioh had . played such an important role 

in the organum retained their full significance in the 

early motets . There i,:s, howaver , one ~portant differ

ence: modal notation is essentially a notation of 
;:;-. w-t-ar..tM 

melismatic music , whi~e the motet is intrinsically a 

form of syl1ab1c singing. The ligatures , so important for 

the indication of the rhythmicar values in meli smatic 

music , have to be broken up into single notes in the . ..._,,._,,u- rv'fs ·+ 
~'~ 

motets, sinoe ~each note is sung to a text syllable of its 
J'"' tW. c.c.rr'"'" ,.,~ 

own. /\'the traditional ligatures are only used in t he 

very rare instances Where melismatic passages occur in 

bhe motets. Ligatures may well appear , but only with 
~~~) 

the function ot~ sp1itting a stngle beat into several 

notes, so that all notes of the ligature t ogether have 

the va1ue at the single beat replaced by them. The 

difference between the modal notation in organs and t he 

notation used in tl;le early motets - the premensural or -s~M"" 
7' 0 Vtt,..ll ~ 

notation -- is consequently~that that appears there ~ as I 
a ternaria,is written here in three detached notesf a 

binaria is dissolved into two notes , a quaternaria into 

four . 
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~ 
..our problem is therefore , how to determine the 

rhythm ot these detached notes. The solution of this 

problem is easy in those many instances where the motet 
r-~A.tul-+o 

either is bese4 on a disoant clausula, or reappears in 

a l ater manuscript in mensural notation. The former 

indicates the rhythm by modal means, the latter by variously 

shaped note forms for various rhythmicai values . In tact, 

one hundred and thirty-seven out or the one hundred and 

e i ghty-one musically different motet settings contained 

i n our three manuscripts are also ~ound in one or both or 

t hese groups or manuscripts . These many examples show us 

t hat usually , though by no means always , the poetio&a: 

accents coincide wi~h the main beats ot the music.l This 

rule, though admitting man7 variations , affords important 

i ndications tor the rhythm in premensural motets. 
Cl 

The ~enor gives us en& further indication 'with 

r espect to the interpretation of rhythm. When it shows a 

clear first, second, or third mode , the upper parts will 

almost always be 1n the same mode . Since tenors in sixth 

mode throughout and in fourth mode do not occur, we are 

l eft in doubt about the mode of the upper parts almost 

1 Besse!er (Studien II 1 151) and Kuhlmann (~. cit . 
I, 155) state too generaliy that in the early mote~meter 
and rhythm always coincide. 
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only when the tenor la in fitth mode . In this case we 
r'I-(>.,Jj 

arrive at the mode of the upper part ~by the method ot 

exclusion. In the third mode every third syllable or the 

text shows a deoided accent . Since this is quite rare , 

the third mode is easi~y discovered . B~sides, it shows 

very few, if any, ligatures. The s~cond mode can be taken 

for granted if ligatures occur . oonsistently on unaccented 
r ~.,..,...... ~L C 1"-~~~ aiM-l""-J' 

syllables.l I t also occurs more frequently ~~ranch 

than Latin pieces . Since the sixth mode is used only very 

r arely, and the fourth and fitth almost not at all , we 

are pract ical~y always justified in choosing the first 
y, ~.! ~ 

mode where neither; second norrthird mode- are indicated by 

the ment ioned features . 
'r~l"~J 

If the mode is once established , it cannot"be 
... ~. 

changed any more wit hin the pi:eee-- It can only be varlet 

by the splitt ings and fusions of which we have already 

heard . There are onl y very few exceptions to this rule . 
n..w::;, r< • • bS 
~ changes from the sixth to the first mode in the 

second portion at the composition. A singular case is 

the change from the fir st t o the second mode in the final 
N~ 7"!> > 

melism or two measures in F- 2 ,4~ a change which reminds 
~~ 

»a ot the cl ose proximity or· this motet to the organum, 

1 See Ludwig , Repertorium 53. 
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where- ri"nal oa<te11Za1rtreqaently swttch trom th-e rn- to 

the-second~. In spite of the :tact that such changes 

do not otherwise occur in thi.rteenth-century motets, t he 

theorists discuss them extensively, explaining how rests 

and divisiones modi may bring them about . But these 
~~ 

changes seem to have been. used only in mono~ songs 

t hroughout the oentury.l Franco ' s examples for suoh 

changes2, apparently taken from motets • s eem to represent 

a t heorist's wh~. rather than aotual praotice; for other - . 

wise some suoh wo. rks would ~ hav~ r~~ohed us. . 
~ ~ y.~~ o.-t!M \M 

The last ~mport&Bt-evidenoo~that ~·~po~ts the 

transcription of' premensural motets is the tact that the 

main boats are usually consonant in all parts. Motive 

relations may also serve as clues. #In some pieces the 

scribes tried to olar11'y some rhythmioea' irregularities 
' by lengthening notes that should be sung as longae perfec-

tae or duplices longae. But they were usually not 

consistent in this procedure, nor did they write many 

pi eces 1n this fashion . Very often such lengthened notes 
-t appear a s penultimae or ultimae 1n any part • i n t he sense 

of ~ modern rltardando. We shall transortlre such notes &.A.V~t f,-~l 
~ , 

1 Ludw1g , in Adler's Handbuch 213 , and Angles , 
~sica ~ Oatalunya, 352- 362. 

2 doussemaker , Soriptores I , 12ot and 126t . 
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with holds ~ •1 

Wi tll the hints .a. gathe~rom all t hese sources, 
~~ ~ ~~~ 
we--ar& usu.ally a~t~~ive at a ooJ:reo-t transcription 

ot ~ motets 88 read~ in premensural notation enrr. 
unless the manuscript i:s dei'eot1ve. In this oase we need 

~~ 
a second ver~ion of the oomposition~for an emendation. 

I f the defeetive . motet is a unicum, its transcri ption must 

remain problematioa1. or even insolvable. Several of the ~~-m.~ 
/3~ 

unioe. among the f!slrtr feu.r motets ·in our manuscripts , that 

appear only in premensura l notation and have no·melismatio 

sources , are of this kind . 

The next problem 1ikat oontroa*s 68 is how to 

·transcribe the longa and t he brevis. Many scholars, among 

them Ludwig , Aubry, Angles, Handsohin ~ Kuhlmann, trans

cribe t he longs perteota as a dot ted .halt note and the 

brevis accordingly as a quarter note. Rokseth transcribes 

t hem as dotted quarter and eighth notes respectively in 

most instances. Which is better? 

Besseler has interpreted the change of tempo vtbich 

took place in various periods from the beginning of the 

t hirteenth century on.2 The metronome figures given by 

1 Ludwlg , Re.Pert.orium 352 and Kuhlmann , .21?.• oit . 
I , 99t . .- -

2 Studien II , 214; see also Ooussemaker , SCripto
~ I, 38Sb t and ibid. II, 400b. 
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[,~ 
Besseler relate to measuri ng units or medium speed, whioh 
r#'L . .,..,MU..~~ 
we-usually assooiat«with t he quarter~note o~ medium spped. 

«*' tae '~84 q\ial't.aP ft&tfe . Now the measuring unit in 
~) 

the Leon1nian organum purum seems to have been the ~; 
bwt J 
~r this species used many splittings of the mode(",and 

in order to enable the singer to exeo~te · all these quick 
.$ ~wW" 

notes clearly, the tempo haa to be taken qai~e slowly. 

This view seems also to be supported by the reference iJi 

the Disoantus positio vulgaris to the longa of three beats - -- " 
as being "ultra mensuram", while only a no~e of one beat, 

viz . a brevis,or or two beats is callod "mensurata" . l 
. ~l'\ 

Our quarter note is the right transcription far the brevi-s 

of the organum purum therefore . As soon as the n~vt die

cant style gained prominence, these splittings were· ~~ 

abandoned. t1o a grent xtlJIIb. The old slow te.mpo ot the 

basic values must havo been abandoned as a matter of course. 

~s tlte brevis he.4-tormerl y furnished the count ,- so tlr1s 

..was now suppll:ed ~perf'e-otic. This is probably the 

meaning ot the passage from Odington which has led to so 

much discussion and misinterpretation2 : "Longa autem 

apud priores organistas duo t antum habuit tempora, sio in 

l See chapter three tor complete quotation . ( ~·~/) 
2 Handschin, Was braohte die Notre-Dame · Sohule f!2ues'i' 

548 ; Handschin , ZurllO'tre-Dame mlythiUik 389; Miohalitsohke , 
~ Fr age 2!:. Loii'Sa io3. -
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metria ; sed ?Ostea ad perteotionem dioitur , ut sit trium 

temporum • • • , dioiturque ~onga huiusmodi perteota . 
' . 

Illa vero, que tantum duo habet tempo.ra , dicitur imper-

feota . ttl· 

eighth 

~e discant compositions quarter and 

t o be o~the tr~Soription of 

Another reasoning l eads to t he same result . Ludwig 

already round it convenient to combine t wo perteotiones 

to form one modern measure . This is not only psychologic

all y good because i~ supports our perception o~ the 

phrases, but it is also historically justified , for the 
11 

earliest tenor patterns - - 3 2!/ and~/3 11/, both 

in fifth mode - - as well as the t enors arranged in series 

or duplioes longae or in third mode all call tor this 

arrangement . On tbe be si-a-et a three- quarter note value 
;;.~ 

for the perteotio we arriTe hereA~ six-tour~ , and in 

some leee tre~~est instances even ~ nine-to~ 

measures . We are not accustomed to t hink in t hese 

measurements , and feel uncomfortable in them. Six-eighth~ 
u~~ 

and nine-eighth~ measures are tae~e~ preferable. In 

1 Coussemaker, Soriptores I, 235b. Odingt on i s 
the only author who , in speaklrig ot the longa imperfecta 
and perteota, indicates that the acceptance of the two 
note values,referred to by these terms , marks two 
successive st ages ot t he historical development . 
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If . 
fact, the tenor pattern ~i/3~/ in fifth mode loses 

.art its rhythmice1 intensity 1t written in half and wholE} t. 
~ J"" ~ ~. ~.., 6-N-fe..uw-(~ b~ ~~«41\ 

notes . We -mas\ t.he]1.8-t,or..e "~I ansor ibe longae ,._ alwa,.e as (rlo'tfu!) 
,......., ,;4... ·..,... 

lfUSrter notes ~hrith dot) i n works ef ttrts type . 

The somewhat · later lronoh two-part motets and double 

motots again use eplittings exten31vely , necessitating a 
0(-

slov~ tempo. But st111 six- eigh'U; and nine-

eighth~ the phrases &re irregular; thre&-eightsj -
a-.-~i-.~t 

measures ~~historically and psychologically oorreot . In 

the latter part of the century , hcwrever , i . e . in the 

gener ationsof Franco and Pi erre de l a Croix, t he motet 

experienced a further drop in tempo . In these later motets 

t he transcription of the longs as a hal f note i s again +;~~ 

correct , as Besse~er' s table indicates. But no t ho 
,., ')- \.4.. ~~ "' • ) 

t hree-fourth' measure shettid be generally employed , because 
o-1-.(c.v.. 

the phra~es are mostly too irregular to be grouped in six-

f ourthp or nine- fourtb1 measures , And ~la&e we prefer 

three-fourth~ measures to three-eights measur es , both 

historical and psychological reasons support our view. 1 

The transcription of the longa as a quarter note is 

1 RokSeth has apparentl y tried to follow t hese 
principles in t he ~olyphonies~ But her t ask was r ather 
a compl1oated one s i nce Mo ~ncl~des mot et s t r om tho entire 
thirteenth century • which M¥ acooun"t<s for some inconsist
encies . Cf: ~ -1:, \1' Mo 
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•> ~ eeL~~ 
generally applicable to the motet s ot our three manus-

cripts. Only in a tew instances irregular phrasing will 
I ~.,. ~ ~ 

necessitate a change between jt.hree-eighths ;_] six- eighths , 
~ ~ 

and nine-eighths measures . In such cases we shall be 

guided by musioal or poetic~ l ogic, or both. 

We have had occas ion to refer to the splittings or 

the mode. They are written in two ways , either as plicae 

or as ligaturae and ooni uncturae. Both have rhythmic~ and 

melodio81 functions (which will be discussed in chapter 
g . 

ten), and both involve rhythmi~ and melodicsl problems of 

transcription which must be discussed her e . 

Uuch has been written about t he plica , because it 

is neither def'init in pitch nor in rhythmfand, besides, 

contains a hint about the practice of performance . Jit DfsL~~ 
. ~·t(.J.,- ~ \)1\. t(.t..~ '\"" (". .~.Al:f.X~) 

small, mostl y curved line at the right side ot a note>,_which 

indicates another note that is to be sung after the note to 
~~ 

whioh this line is attached 
~.-.A.. 

(~he main note) • 'th~ note indic-

ated by the line (plica note) ascends if the l ine is drawn 

upward from t he W:tn note r and descends if the line is 

drawn downward . The name "plioa" means told , and 

apparently describes the figure ot the nota plicata 
. ~.,, 

(a singl e note with pliea )as itAappears in our manuscripts : 

,,f'p ~ J J • 'l"htrptl~r, a-lso be attaohed to 
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e 
the-last note~ur a -:ligatur~ -or-1)-0fti:unotura,. 

~,~ C:..C44.t<A. s 
In the ~Pg8num the plica serve« as a means of temp-

orarily changing the mode. By attaching a plica to the 

binaria or the first or second mode throughout a passage 
I 

IS 
the form or the modal series we~ retained, and yet a 

.s 
temporary change to the sixth mode resulted. · This way of 

writing saved time as Elias Salomonis explainsl , a&fl

undoubtedly many plicae in motets are due to this exped
;:::... 

ient~~not the saving ot sp~oe, as Rokseth has it in 

Polzyhonies 12, was the concern of the s~ribes or such 

gorgeous manuscripts as Moil. But since the plica implied 

a variety ot tone production in singing , and was not fixed 
~~f\~ 

melodically in the organum, Welter Odington~objeots to 

this usage ot the plica~h d~ti#!oatrttn . 2 Among the 

theorists ot the period Magister Lambertus gives the 

clearest description ot the plioa: "Plica nihil aliud est, 

quam signum dividens sonum in sono diverso per diveraas 

vocum distantias tam asoendendo quam desoendendo; videlicet 

per semitonium et tonum, per semiditonium et ditonium, et 

per diatessaron et diapente • • .• (Plica longa perfects) 

habet omnem potestatem, regul.am et naturam, quam habet 

1 Gerbert, Sori~ores III, 55. 
2 Coussemaker,riptores I, 245b. 
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pe r ecta longa , nisi quod 1n corpore duo tempore tenet ot 
I 

unum 1n met:Lbris . 1'1t nutem plica 1n voce per CCiq)Ositioneo 

epislotti cum roperouss1ono gatturis subtlliter tnolusa."l-

The plica is notbtne but n sign dividtnG a (s1ngle) note 

into two notes ot vnritible distnnc~, whether naoond1ng or 

descending, i.e. forming Dinar ~ Iltljor seoonds, minor or 

major th1r4s, or 1'ourths, or titths ••• ('rhe lonsa 
V~ 

pert eo to with pl1oo ) hoe the same et£t~y, rule, end 

character as applied to- the longa pert'eota (without plica) , 

only that here the main note has two (at the three) tine 

units, while the plica note has one. 'rho plica, t10reover , 

is vocally performed with a olos1n8 or the epigl.ott1s 
,... 

tOGether w1tb a subt~lo repercussion ot the~· 

The matter at the rbythaio,l' vnl.ue or . the plica. 

touched upon in the second portion ot this quotation , is 

not suttioicnt~y explotned by Lo~bertus. ne oonsidors 

only the longs per.toota end tbo longo icper~eota plioata. 
r."""':! 

ocording to him tho torner has to be transcribed l t and 

the latter rt . 2 All othor theoristo tiho urite about this 

1 cous88Cnkor, scrintores I 2'13a. ~ 
2 The plioo note m~ be ~1oatod ~ougb.out.~bi:s 

~ by a t 'ull note P re pros~ tins the plica note in 1 te 
rhythmlc&l and a3lod1oa.} value, but distinguished from 
other notes by an oblique line through ito atom. All 
~igurcs comprising ncverol notes in a o ompouncl group -
whether by way at plicae , ligaturao, or coniuncturae --
wlll be marked by square brackets, unl.oss the notes can ~ 
connected by ooz:mon eee-oiE;h"th: er-one-e~. :!t'~:.M-1(,~ • 
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matter treat it 1n the same general manner. Yet practical 

examples oast doubt on this transcription of the longa 

pertecta plicate within the second and third modes ~l 

Ex. l 
W2 1,17 m. 49 ot tr. 

Ex.-2 
·w2 2 ,13 m.~l ot .mot . 

Ex. 3 . 
W1 t 53v m. 43 

These exampl es prove t hat we have to transor~e the longa 
. 1>\U,.~~ 

per:f'ecta plicat a 1n t he se:o·ond and third modes A ~f . Gener
~~> L~S~~ 

allyJwe ~ive the pli08Athe value which it would receive it 

it were written ·out as a full note} connected with the 
e. 

main note 1n the torm of a ligatura. Thus a binaria or note 

plicate , replacing a long~ pertecta 1n the t irst mode , is 
1.-:.t r-'\ 

transcribed 1 !" ) M l t ; a ternaria or binaria plicate m > 
pr rn ; a quaternaria or ternaria plicate ff11 ) or fiTi' ; a 

quinaria or quaternaria plicata fARl or ~ ; a aenaria 

or quinaria pl ioata .17! n i or . n 11 t ~ ; at phr ase endings' viz. 

betore l onga pertecta rests , the binaria or nota plioata 

can either mean"f:l'., and '1. f1, or, as menaural versions seem 

to prove , the binaria may ~dioate there a final appoggia-
t::"71 

tura of t he f ollowing torm: t l s· . A binari a or nota pliceta , 

1 In the examples gi31.en--in this chapter m. stands for 
measure , ~ tor motetus , 'tr. for triplum. 

· ~ lr 
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replacing a longa perteota within the second mode , is 
\.:"";\ \-:'1t '-""' transcrib~d t'l or I' ; a ternaria usually means ft1 • while 

a binaria plicate means m- • but 1n some instances terna

riae stand tor binariae plicatae and are then transcribed . r::=-: 
m • the ·quaternaria may at times meanT J ;-otherwise the 

-rules tor transcription given in connection with the first . . . 
mode apply equally to the second mode . A binaria or nota 

plicata, replacing a longa i mperfecta or brevis altere , is 

transcribed n or fi' ; 8 ternarla or binarla plioata ffi 

or ffi ; a quaternarla or ternaria plicata rrri or fffi • A 

binaria or nota plicate , replacing a brevis recta , is 

transcribed M or R ; a ternaria or binaria plicate ~ 
~ 

or 11' ; t~e normal brevis or the second mod~ seems, 

however, to be extended to the value or a longa perfects 
I.;. ~·t ""f 4 " ') 1.:-1..0 

at phrase endings when represented by a ligature .,\ - -

The rules which apply to the second mode , also apply to 

t he third and fourth modes . The titth and sixth modes are 

a kin either to the first or to · the second mode in this 

r es pect . 

Most ot these rules can be based on theoretical 

statements, as e . g. those or the Anonymua VII · : "Quotiens

cumque tres notule in primo modo ponuntur pro una longa 

(so. imperfecta) • prime due valent unam brevem et ultilna 
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valet tunc sicut due precedentes • • • Quando due note 

ponuntur pro una longa (se . imperfecta), equaliter sive 

uniformiter dioi debent tam in primo modo quam 1n seoun

do . "l-- "In isto tertio modo • • • , si vero tres vel 

quatuor inveniantur pro duabus brevibus , ultima valet duo 

tempore et totum residuum non valet nisi unum. "2 Tho 

"vel quatuor~ in the last quotation shows that the 

Anonymun lived at a [later~time when the tripartition or 
'"l'W11.C c.Jtl 

the breve bogan to replace its bieection. We hftVe 

scattered instances of this trend 1n same French motets 

of W2• But the general rhythmical tripartition or the 

breve seems to have been accepted only in the middl.e of 

the thirteenth century, i . e . at a period subsequent to 

the one under our oonsid~ration . 

The first sentence of Magister Lambertus' defin

ition seems to make any melodic transcription of plioao 
I/) cm.t. 

problematic; for how~re we t o know whether the plica 

represents a second, t hird, fourth,. or fifth? Moreover, 

t he theorists do not agree among themselves with respect 

to the melodic..t meaning of the plio~/. That is , all 

seem to agree that a plica , which is sung either between 

1 Coussemaker , Scrip~res ~78b. 
2 Ibid. 379a. ----
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two notes of equal pitch or betwe·en two notes separated 
Q, 

tram each other by a third, denot es mel odica*ly ~ step 
(\. 

of a second . But f or the other varieties of t he plica 

different rules are given. The Anonymus Naples propounds 

e . g. the following rules:l ~::~ or~j~:.~;~:.~ 

Marchettus of Padua, however , want s this f'-gure , • 

performed in t he following way:~ • Wolf tries t o pro:ve 

by examples t aken f rom actual compositions , t hat t he 

plica could signify t hirds , fourths, or fifths . 2 His 

exampl es are , however, not convincing. So:me of t hem, e.g. 

example eleven, have no bearing on the question, some 

even contradict the statements ot t he Anonymus , e . g. 

exampl e eight. The composition quoted therein reaches us 

in two manuscript s showing the following parallel: !E=~ 

Again Rokseth claims t he existence of this t ype of plica , 

but gives onl y one example which i s found in a tenor 

ver sion or N. 3 In this manuscript all tenors ar e written 

carelessly and often 1ncorreetly;4 besides , the replace

ment of ~by ii!= in a well known tenor proves nothing . 

So Garlandia gives us among hi s examples t w1oe t he t enor 

"Fi at " , once in full notes tbroughout5 and t hen with 

1 Wolf, Gesohichte der Mensural~otation 49f. 
2 Loo . clt. --- · 
3 ~l£nonies 13 . 
4 S'ee udWlg, Repertorium 287 . 
5 Ooussemaker, Scrlptores I, l BOb. 
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plicael , P.roving, that even if the note tollowing the 

plica is far.ther away trom the main note than a third, t he 

. plica m.ay represent a second: P!"' -=- ¥-X:b.hlo believes 

·' that a plica between two notes farther distant t r om each 
~ 

other than a third indicates the ~-note o~ the second note . 2 

With respect to the .plica preceding a note which is a second 

av.ray from the main note 1n the same direction as the plica) 

Kuhlo• and with him Knhlmann , aooept the rt?J_es of' t he 

Anonymus Napl es . They generally transcribe it~ as 

th~ ~~note of' the note which tollows the plica: ff: ~ 
and ~s# ~espectively. Yet KuhJDWnn himself' has to 

admit exceptions to this rnle on the basis o~ yarious 

versions of musical passages. 3 Even h!~e-i~ 

oo sistent, and is theret\ no proo • It is ag in a ~ca 

with a well known tenor, aM, as above , we have to reje'i,t 
'--

suoh evidence. 

Other defiuitions of t he plica do not t hrow light 

on these questions . Garlandia4 and AnonyDl\lS I5 - the 

treatise thus listed is identical with the fourth part 
? ? 

( ~uartum Prinoipale) ot StmOn Tunstede's "Quatuor 

Prinoipalia* (Ooussemaker , Scriptores IV), written about 

1 Ooussemaker , Soriitores I, l 8la. 
2 Ueber melodische erzlerupgen. 
3 ~· cit. tootnote 74, page iio. 
4 UOussamaker , Scriptores I , lOOa. 
5 Ooussemaker, Scrlptores III, 337a. 
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1355 -- as well as all the intervening theorists only state 

generally that the plica is a branching off from, or a 

splitting o~ , one tone, indicated by a single figure . We 

must therefore have recourse to practical examples . The two 

distinct problems are: ( a ) How is t he plica to be trans

cribed when tpe nota plicate is followed by a note, which is 

a second away from it in the same direction as the plica 

note? (b ) How is the plica to be transcribed when the nota 

plicat a is foll owed by a note , whioh is more than a t hird 

away from it in the same direction as the plica note? 

The following examples constitute a complete list 

of all instances concerning these two points, that are 

found in fascicles two and three of W2 , as tar as the 

motet s therein contained could be compared with versions 

in other mo.nusoripts . 1 

(a) 

fi) {&i If' 
' 

rv 2 3 ,1 

(w1 r 91) 
(Mo 5 , 95) 

(Wa_l , lO 

~
~.14 ~ 2 2 , 13 

' 1 f 53 . 
't: l 62.v 

(lJo 3 , 47 

1 For the sake of references to t hese exampl~s 
hereinafter given, ~otes that are consonant with the tenor 
are marked with a superscribed x, and t his in turn is 
bracketed when the t enor has a rest and the consonance 
refers to the tenor note , sounded previous t o this rest. 



Ex.B 

Ex. 9 

F t 1 m.l9 

W1 t 3v) m.220/l 
F t 4 ) 

ift ti:ct= 

Ex.lp \Vl t 58 ) m.1 ft'ib=-
Y/2 t 75v) . s 

E:J: . ll W2 3,16 m. 9/lO 4;1 3rtrt1ilJ 
ot mot. 1 

~.14 \'12 4 , 2.3 ) m..14 
. Mo 5,124) ot mot. 

Ex.16 ~2 4 , 23 ) m. 26 
Mo 5 ,124 ) ot mot . 

Ex.l6 W2 4 , 53 m. B/ 9 

Ex. l7 W2 2 , 79 ) m. 3/ 4 
Mo 6 , 244) 

Ex.18 Mo 3 , 36 m•69/70 
or · tr. 

ft IB 

¥ruil 

Ex. 20 Mo 5 ,llO m. 4 ot mot.~~mg 

Ex. 21 W2 3 , 20 ) m.l5 
Ba No.ll) ot tr. 

Ex. 22 W2 2 ,a m.·55 

(b) 

~ 

(F 21 40/41 
(W2 ~ , 2 

l'f2 3 ,7 

w2 3 ,14 

Mo 2 , 25 

95 

;rh(i:njfu 

~rm 



Ex. 23 W2 2 , 9 ) m. 55 
tto 4 ,57) ot mot. 

Ex . 24 F 1,26 ) m. 67 
Mo 4 , 57) of mot . 

Ex. 25 W1 f 59v) m. l7 and 
F t 131v) m. 21 

Ex. 26 F t 151 m. 89 

Ex. 27 F t 4 m. 50/51 

Ex. 28 Wl t 3v m. 208/9 

Ex. 29 MO 5 ,135 ) m. 47 
F t 174v) of mot. 

Ex. 30 W2 2 , 59 ) m. 4 
W2 3 , 5 ) of mot . 

.,.. 

-
-f ;i :fj 

Ex. 31 W2 4 , 79 m. 7/8 fit hi li' 
Ex. 32 W2 4 , 23 m. 25 

Ex. 33 W2 3 , 7 m. 3/4 · of mot . 

Ex . 34 V12 3 , 9 m. 20/21 or tr . -~~~~~ 
Ex. 35 W2 3 , 13 ) m. 5 ot t r. 

F 2 , 33/34) 

Ex. 36 W2 3 ,13 m.16 o~ tr . 

! x . 37 W2 3 ,16 m.10 of mot . 

Ex . 38 W2 3 ,17 m. 5 or mot . 

Ex. 39 wz 3 ,17 m. 16 of tr. 

Ex. 40 Mo 5 , 127 m. 3 of mot. 

Ba No. 45 

\'i2 2 , 23 

96 

•'at a 
fi t·?J rJ 
fhtl 

1:~ ~~3~ 4f L·l ft£ 
W2 2 , 39o = 

{W2 2 , 39d A 

(F t 4 · 
(over tenor "HI") 

(W2 2 , 43 
(MO 3 ,42 

Ba No.87 

(W2 2 , 66 . ti i iJ If 
(Mo 6 , 220 

(V/2 2 , 72 
(Mo 5 , 124 

~0 5 ,116 

Mo 5 ,136 

F .r 11 
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or t hose t hirty- seven examples only five, viz . 

examples 5, a, 9 , 27, and 28 , would support t he tenets 

of Wolf , Kuh1o , Kuhl.mann, and Rokset h . Example 5 is 

probabl y due to an error of the scribe who wanted first 

of all to economize time; and beoause he obviousl y mistook 

the E of his archet ype for an F, he felt justified in 

writing a plica. The other four examples ere derived from 

Perotin' s quadruple . Possibl y these are also due to a 

desire to. save time; t he pieces were so well known that , 

as in the well known tenors , the correct interval \vas 

.recognized in spite of the plica . It is also possible 

that at an earlier time plicae could replace l ar ger 

intervals , and t hat they therefore oocur here . F , e . g., 

shows a small number of examples or such plicae , but 

i t contains a greater number of examples to t he contrary . 

The other t hirty- two exampl es , however, prove 

that i t i s al viaya safest to transcr ibe .such plicae with 

a plica note a s econd away f rom the main note in the period 

under consideration; for the one example among the thirty

three dr awn from motet s in di s c ant technique , that would 

contradict us, i s of r ather doubtful ~lue . 

The same result is obtained when we examine those 

instances wher e the main note and the .note following the 

plioa form a descending melody while the plica ascends , 
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or visa versa. other versions in which such passages 

appear written out in ligatures invariably prove that the 

plica note never ascends or descends farther from the 

main note than a second. We must therefore conclude t hat 

the only correct transcription ot the plica in any con

nection is to transcribe t he plica note as an ascending 

or descending second from the main note. Theoretical 

rules to the contrary can only be the expression ot t he 
' 

authors' pecurar tastes.l 

OUr examples reveal several ilD.portant features. 

We see that,what appears in one manuscript as a nota 

plicat e , may appear in another as a nota simplex. VIe 

are trequentl.y tempted to believe that the simplex vtas 

the original note , and t hat a plica was l ater added to it 

·to smooth out the melodicsl outline with a passing or 

changing note. Example 22 is good proo1" ot this. The 

original progression in .the disoant olausula of Vil ~ 
is modified in the earliest motet version ot this piece 

~hree parts) in order to accommodate, the text~ (a) 

~(W2 1,6; MS 6 ,6) . Then the large interval i s to 

some extent tilled in by a plica in t he l ater two-part 

version: (b)~ (W2 2,8). Finally, we notice that t he 

1 See also Ludwig , Besprechune; ~ "Geschichte .ru!!. 
Mensuralnotation" 626t . 
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reverse develops: the nota plioata is dropped in favor of 

a single note which, however , takes , in t he latest of the 
~Mi~~'l-r~ ~ 

versions," the place at the former plica note: (eo} ~ 

fW2 4 ,62~ . In many oases it is impossible to establish 

such a clear series of stages, because some of the stages 

are lost. It may then be doubtful vthioh was t he earlier 

version. If e.g . t)l~ stage (b) were missing from GRr t{.t.~ 
~ ~~t~) ~ "'""'Vw, 

series, and we did not know the disc ant version"- .we-e-euld J 

get the impression that the missing version ~ 

looked · as follows: (d)~which is ~ very common plica 
! 

practice. In this case (c) would be the earliest stage . 

But sometimes both (b) and (d) are preserved, and a dec

ision as to their relative ages is well nigh impossible . 

When such a process takes place in a nota plioata 
~~trwr 

on a main beat , and oettr' version preserves only a simplex 

instead, it sometimes happens that not the concordant note 

but rather the discordant one appears in the manuscript . 

Since we emend such places wherever another version has 
~ 

a better read ing, we-e~ould also seem~ to be justified in 

emending such places in motets of which no other version 

has been preserved, and in reestablishing the concordance. 

There is another figure with a plica which needs ., 

rhythmical and melodi~ clarification~ Zfi-exampl~ 4r, 

H, --rt;1.8;-~ eneount&r- a plica that is attached 

·-
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~ 
to the ~st"' of two notes of equal pitoh sung to one 

syllable. These two notes are written closely toget her • 

"tangendo di siunctim" according to the Anonymus IV: 8tJ 

or -. . j This figure, when replacing a longa perf'ecta , 
~ 

is transcribed by Cousaema.ker and Wolt as ,f_ollows : l-t<i' ,
6 

_ _ 
1 ~~~ ....j_ of~ ttR 0.. ~ ~ ,~~-"-~ 

by Wooldridge lr ,and by Gennric~~~ :• · Gennrioh adopts 

Ludwig ' s opinion that this figure is abso~utely equival-

ent to a single nota plicata.l Finally • Kuhlmann believes 

that these forms indicate a trill •. 2 His argument is that 

they occur especially often at phrase beginnings , on 

antepenultimate, penultimate, or ult1mate beats , the 

places where , according to Hieronymus of' Moravia , trills 

("floras" ) are employed. This argument cannot , h~vever , 

be upheld since Hieronymus~p:aks only of plain Oban~ in 
""!:)~ --

the passages ooncerne~~ cannot transfer such techniques 

trom the pl ain chant to polyphony. Uoreover, Hieronymus 

speaks so precisely about these embellishments because 

there are no signs in pl ain-chant notation to indicate t hem. 

Finally, there is no theoretical evidence to support 

Kuhlmann's hypothesis . 

The transcription of this figure , as given by 

Coussemaker and Wolf, is proved to be wrong by .t-he--f-ew-

1 In Adler's Handbuch 252. - - 2 ~· cit. I, lllf . 
~ c.s..: ,, ~ ~sq". 
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GamPlas, given-a-bove • and b y ...... a groat number or ethM" ~ 
.. ~. 

exampie'S) O~Bt&!m'flt 

met hod does not evon indicate where plicae stand in the 

manuscripts, and must t herefore be entirely rejected . 

Also Ludwig' s and Gennrioh•s method i s not quite accurate) 

because 1t fails to shovr t he varieties or the singing 

pr actice of t ha period, indicated by the nota plioat a and 

the tangendo disiunotim group respectively. This gr oup 

prob~bly stands for a finesse of singing i n which one tone 

is di v ided into ~vo separ ate enunoi at ions ;\ and i s then 

connected to the next tone by way of a gliding sound . In . ·~ h.·-~ 
~ transcriptions) we t her efore ) Q.S8 the form D)/.. , which 

probably reflects most fait h!'ully t he originally intended 

practice or performance. When this t igure stands for a 
t'f~ ~-1'- M ~ 

duplex longa in 't he fir st mode .we t r ansoribeJ U. t! t , and 
(Jll~ 

in t he second and third modes/\ l. t;. • 
<WS4 ".tv.,, •1 a.. 

a len.g •eri!ee~a .. or brevfs alt·eu it 
~h 

it repr esents a brevi s reeta it 

" 

When it_stands for 
J!} £4. 

means Prf , when 
.3 .L 11. 

means n,. . [ But this 

l ast fi gure is very difficult to perform, and so Knh l mann 

suggest ed that it be taken as a sign for l engt hening .1 

This suggestion is quite acceptable ._o.tt.~o . j 
· We ae.a ah"eady diso\l6eed !he rhythmiod meaning 

.... 

.. 1 .QR.. oit . I , 174. 
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~ ~ ~ rJMewrwt.;~ 
of ~ ligatures and coniunctures~ ~ only difference 

~nth respect to rhythcic81 interpretation has been 
~ 

mentioned in chapter five. Melodically they are clear and 

need no further explanation. 
f1:.-~r 

The vertical line presents ~ problem. 
V)U\-~ c.~~t '1 

4iee~eed its original functions in chapter ~e ; but 
~ ~ 

We 

some of these functions lose their meaning in the motet , 

and some · others are added . We haTe hea e 
t •<t ) . 

organs such lines separate the notes which are sung to 
) 

different syllables of the tenor. These lines still very 
~ 

frequently appear in the motet tenors of GUr ms.nuscripts, 

and sometimes lines in the upper parts will correspond to 

t hem after the fashion of the organum, without ~dicating 

rests . However , such lines are already often omitted in 
~ 

the motet~~of w2 . In later manuscripts they are dropped 

a.lmost cnt irely, .since they lost their significance in the 

French motet s . (/ It is even questionable whether t hey 

retained t heir original meaning . in the early Latin motets . 

It is true, we find in many instances the tenor syllables 

still carefully written beneath the notes to which they 

were sung in plain chant , but more otten some of these 

syllables are omitted, or all stand at the beginning of the 

tenor melody, or partly at its beginning and partly at its 
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end , rogardl.ess ot their original plaoe. .e. have tbere-
r""'" ~ wv..-~~.M.I. &..a- w-vJJ""" 

tope w:r1t.ta all tenor ords11at the boginning or the 
s 

tenor in tull. unless the oanusor1pt see:»«" to call tor 
CA 

the vooel pertorcnnce ntter 'the a.r1g1nnl toshion of the 

orgonnm. 

Furthermore , it 1s a question whether oll lines , 

that ~ stand for rosts, do actually denote them. In 

many in~tancos tboy seem eroly to indicate truit one or 

two preceding notes ore longae perteotae in an otherwise 

regular tirat or second mode. In suoh places a rest 

would trequcntly interrupt the t1ov1 ~ tho melody; and 1fe'" 

1-!&4 taet the discnnt sources or such p1ecea ot'ten shcm 

no rests in the corresponding plaoes , the rhythmicaf' 

value or the irregular longae porfectae being expressed 
~~) 

by Ll8&ns or ..tJro modal notation. ~-lll"su !hit! thl!t among 

sovoral veraions ot a motet ono may show such lines 

. \lhere another or.1ite them. we have tthepe:.oPe-o.t~an 
.. ~JI\1.1'1(.~ he,:.(-~ ~"r~M 

1ndi~ate4 9uo~ 11noa~by small baraJabove the statt rather 
b - " tha:lransorib~ so rosts. And we e4opted the same 

1\ ~ • 
~T ---:- . 

prooedureAin thono frequent instances where such lines 

stand in plaaos where t hey cannot .100an rettta at oll , viz. 

1n the middle or portectioncs (botwoon a strans end c 

wenk beat ) or otter a weak boat . Uhero those linea ore 
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not due to errors, they indicate phrase endings , whether 

musical or poetical. 

Somettmes doubl e bars appear in the manuscripts . 

They may mean either I(J.)s·l • l , or((Jjd~·(i:} \ , or finally ~. ~;:h{l~\ ; 
f'l' I 1' ,- ~~~ ,.. C.. 

i . e . they may signify a~ sort of syncopation. The last 

instance proves that the contemporaries considered the 

r est at the beginning of a unit of t wo perfectionea to be 

something extraordinary; for while they feel compelled to 
~~t.. 

indicate this effect by a double bar , actually a singl e 
~ ,.. 

line would be sufficient . ~ double bars are a lready 
~t.ki.' 4 

found i .n ~ organa ~~~ 'the samo :f'unctions. 
~V, 

Finally we-ha¥e-to-diaGus~ the line t hat follows 
-a plica at phrase endings . Psychologically and technic-

ally th~ plioa is a gliding tone , leading from one tone 

to the next without interruption. Ther e is . however , a 
h.-~w:~ 

possi bility that sometimes a l:&8't intervenes between the 

plica note and the one succeeding it , a technical devioe , 

r eminding us or th~ interrupted portamenti used by the 
S.~ · 

Italian opera~ ..a.t.ar..e of today . This seems to have been 

the des ired effect 1n a comparatively small number of 

instances , especially where the group ~ ~ has the value 
t;""--, ' of a duplex longa • ending a phrase as follows: ! . 1'.~ • 

~lhenr however . the nota pl!oata has the value of one longa. 

especially on t he second main beat of a measure , the line 
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attar it 1-s-prob&bi-y "only a phrasing indication,~ and b~ 

Jlfe ehai:l- transcrib&l~his figu:re accordingl~l.. .. f¥~ , or 

1 .. .. 1\t \ , the bar again appearing above t he staft. 

Very frequently ,the group •tt , followed by a line, ter
tf-.1 

minates phrases in clausulae, especially 1nAtirst mode. In 

motets based on such clausulae, t hi s group is mostly 
~ 

replaced by • 1 ... j!. ~·I G It is] very rarely( replaced J by the 

form ~' (see above) . Still more rarely was the group 

retained entirely and sung to one syllable, so rarely, in 

fact, that its consistent use throughout a motet seems to 

point to the non-Parisian origin of the motet version. In 

many instances the group is incorporated in the motet, but 

e·ach ot the two main notes is set to a syllable of ita own. 

In both these last possibilities we eliall treat t he line ~"-t bt f,-~tu/ 
~~ A-

as a phras ing indication only and~wri~~it above the staff . 

A last general word on the writing of' these manus

cripts .. We find in them slight differences of' notation. 

Each scribe has his own peculiarities , and even one and the 
. 

same scribe ·may vary the form of his notation without 

meaning to indicate a different interpretation. The rules 

and the general character of the notation are fairly 

uniform, though , as far as motets are concerned. In our 
(? ~~' o1.R ~ "-'t-

transcriptions- o~such divergences will be considered. 

-in tGotnotes- as seem -to-eeBst4:t-ut-e Uitrerent mu1Jt"oal 
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~ce. 

One point ot the transcription could not be treated 

exhaust! vely in this paper , because it needs further work 

in the organum and conductus. It is the question ot 

acc1dentals. These are only casually written in most motets. 

Only rarely does F show· a B tlat and a B natural in one 

piece. The comparison ot several versions often shows 

that accidentals are only missing in some or them. The 

accidental mostly stands at the beginning ot a line, or 

at least not ~ediately before the note to which it 

belongs.l Thus the question remains, open whether it also 

applies to the notes of the same pitch that follow in the 

same line. We have given in our transcriptions a key 

signature to those parts which shmv t he accidental in at 

least the majority of instances. Otherwise the aocidentals 

are connected with single n.otes. Footnotes warn at 

deviations or different versions. In no case have we added 

or omitted any accidentals; but we feel that for practical 

performances the questi~n ot accidentals needs further 

research. 

1 Probably because in the organum the writing in 
ligatures prevented the accidental from being written 
directly in front ot the note to which it belonged 
(according to Dr. Leo Sohrade). 
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CHAPI'ER VII 

TIIE UPPER PARTS OF THE UOTET 

].t \a +~ -11> ~ ~JM. ~ 
We now turn our ett~i&& to the motet itse1t: 

I 

;rhe 

composition af its various parts, separately and in their 

interrelationship, ~. Ot all the theorists 

of the period Garlandia treats the pertinent questions 

most extensively and thoroughly. From his d~scussion , which 

includes all forms and styles ot music , we tek~ only those 

passages which coneern the discant, including the motet, ~\C. ~-z-tl Ww. 
w ~~l~ l~\1~· 

Moreover, we llave to break up his continuous treatment MHI~ r 
f'\.L. ~~~~\~ 

~eseftt l~ individual t houghts sepaPetely and in a some-

what different order . 

He begins: "Discantus est aliquorum diversorum 

cantuum consonantia secundum modum et secundum equipollen

tis equipollentiam ••• "1 Here Garlandia speaks of two 
~·.) 

parts only. As we lea~ in the following sentenoeA the 

tenor is oalled "frtmns cantus",and the duplum or motetus 
~d 

is Galled "equipollene" and a tew lines later "secundus 

cantus" . These names show clearly that the tenor was not 

only considered to be the most important part , but also 

that it was the earliest to be determined; tor the second 

1 Coussemaker, Scriptores I, 106b. 
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part is equipollens, i.e. it depends on the tenor and 

must be rhythmically related to and of equal length with 

it • We- spoke at length about _J;hi s t eature Yi.f. t~~.t the 
-- t..;w,i., ~~ 

tenor is the basis ot the compo·sition, "1n chapter ~· '2. 

and. tootnote one ot t hat chapter. It may be 1n point here 
~ . 

to repeat part ot tbie note )wherein we quoted James ot 
/ ~~ 

Liege-~as saying: "~uis enim sine tenore disoantat, quis 

sine tundamento editicat?" - Anonymus VII states simil

arly: "Tenor est tundamentum motelli et dignior pa.rs . •l-

"' And James ot Liege; goes on to say: "Discantus i gitur a 

tenore dependet , ab eo regular! debet, cum ipso concordare 

habet , non d1scordare." T~e overwh~lming majority ot the 

thirteenth-century motets adhered to these rules . In 
~~ 

fact, there are only very few that suggest the possibility 
f'. 

that their tenors may have been added , after the compos-

ition of the moteti .had been completed. 

The last quotation elaborates on the idea whioh 

Garlandia intended to 'convey with the word "equipollens". 

If the tenor is t he basis of the composition, it follows 

that the upper parts have to comply with it harmonically 

and rhythmically. This problem beoame an important aubj ect 

ot contemporary theory. Garlandia states the issues in 

1 Coussemaker, Scriptores I, 379b. 
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question clearly and concisely in the. following passage: 

"Et soiendum est , quod a parte prici (sc.tenoris ) 
tria sunt consideranda , aoilicet sonus , ordinatio 
et modus ••• Similiter eadem a .parte secundi con
sideranda sunt . Propterea primus et secundus in 
tribus aunt considerandi, scilicet in numer o, in 
modo et in conoordantia . "l 

In the suvoeeding sentences he expl ains these terms; and 
t:<t\R. 
we learns t hat in eaoh part (1) melody , (2 ) phrases , and 

(3 ) rhythm have to be well pl anned_. When combi ning t wo 

parts the composer has furthermore to consider (4) the 

equality of length in bot h parts, (5) the combination ot 

modes in the two parts, and (6) good harmony between the 

voices. 

Garl andia and all his contemporaries start. a 

discussion of discant quite naturall y always with the 

basis of the compOsition -- the tenor. We , however, must 

start ·a style-critical study with the upper parts ; for in 

t hese parts not only the modal rhythm, but a lso t he melody 

i s created by the composer in \vhose style we are interested. 

Thus we can become acquainted vli th the mus ical ideas of 

the period only by the analysis of the upper parts . l'te-
t~,.. \• $ ~ ~'({\ I 

~1 t herefore discuss ~~t Garlandia' s first three 
-- ~ ~ c 

points ~Pd to t he upper parts . 

1 Ooussemaker , s oriptores I, 106b. 
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')( " " s~ 
The first point , melody , .maan~ that ea oh upper part 

must have a good tune, so that it oan be sung independent
~~ 

ly with satisfactory etteot. Thisl\ is supported by other 

theori sts , e . g . by the Anonymas II: "Requiritur oantuum 
~ 

pulohritudo. nl And in Vlal.ter Odington ~ reacl$ "Et maxime 

visendus est medius oantus, ut per se sit deoorus."2 In 

his t im.e the double 'Dlotet was t he s tandard form ,in Whioh~ ~ ~ 

the triplum was always the leading part and melodically 
lt-~ +o 

well rounded; .!J$he "medius oantus" therefore -m&e:Be- the 

motetus . Since this passage states t hat the middle part 

must have a ~ood melody, it buain confirms the f act t hat 

~11 upper parts must be mel odically invented. 

In examining t he cont ributing factors to a good· 

melody we fin4 four uajor groups o~ probl ems t hat have to 
~'-(. ""·s be deal t;h 'Pfith. They ar e as follow~ : the ambitus; t he 

melodic character; ~ formal aspects; and ~ 

ot ornamentation. ( The l ast or these , ornamentation, i a 

partly c Oll!lected wit h principles of consonance and will 

therefore be treated i n the chapter on harmony.) 

The ambitus ot t he parts has three aspects, viz. 

the ambitus of t he entire musical scale used in mot ets ; 

the ambitus of the individual part; and the ambitus of the 

1 Ooussemaker , Soriptores I , 3llb. 
2 Coussemnker, Sorlptores I, 248a. 
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parts in relation to each other. f\ .J/j The normal ambitus 
euJ.t-"\ 

ot the musical scale in ou.r motets is A to o2• Only onoe, 

, in the tenor ot w2 3,8 , does the l owest note of the system, 

G or gamma-ut as it was called by the c~ntemporaries , 

{ appear! Otherwise the composers use all diat onic notes ot 

this compass plus the B flat . Occasionally E flat and F 

sharp occur , so that the musical scale comprises twenty 

(plus four) notes beside the G. (In a few later motets of 

Mo we also tind the d2.) 

Wi h respect to the ambitus of the single part we-
~ ~l';Y,) ~ \.. 

Geuld find only one theoretical statement , and this one 
e~ . 

relatiaft to the organum purum rather than to t he disoant . 
J:t ~ ~ . . . 

':PhiS" stl!'bemaRt is 1hmen tram Odingt·on' "Singuli voces per 

se tropum non exoedant, scilicet deoimam vocem val cum 

semitonio undeoimam. "l Oooasionally we find the ambitus 

of the organum purum en ended ~ to the twelfth , however . 
~ 

In conduct~ thi~ compass may even be ezoeeded. 2 In our 

motets the upper limit is the twelfth , which is found only 

in F 2,46 and the quadruplum at F 2 ,5-6 (~ora" motet) . 

h~en the· eleventh is very rare and oocurs only in W2 2 , 34; 

4 , 57; 4 , 64; and in both triplum and motetus ot 3,8. --

1 Coussemaker, Soriltores I , 246b. 
2 Rokseth (Follihon es 45) states that the conduitus 

"Deus Ddsertus hominls m F f 8v has an ambitus of o-b --
flat, u-~ 1 ·~ l.{ 'fMM ;~~ .-r~ ~ Ci' ~ 10 , 
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(The ambit~ ~r the parts ~th relation ~ aoh other w111 

be ~ussed in chap~fne. 
In the disoant pieces and motets the steady modal 

r hythm brings about a unifi ed melodic Id outline, common to 

most such compositions. Gener ally their upper parts pro-
~ oeed step by-step with occasional skips or thirds and 

fourths . Larger intervals occur only rarely; e.g. we find 

twioe a skip or a ninth in the course of phrases. Once 

it occurs in ono of the earliest motets , in tact the only 

motet Which is based on a discant cl ausula from the Magnus 

Liber version of W1 (F 2 , 22 ); and once it ooours i n a 

later French motet (W2 4 , 24). The t ask o~ the composer 

seems to have been to create a smooth 11ne .~In contrast to 

courtly monody the 
u 

disoant does not require ~ novelty 

of invention. Composers ~~ frequently use~ certain 

motives which are common to many pieoes. Entire motets 

In his discussion of the "color" Garlandia gives as ~he 

first type t he "oolor in ord1natione".l His examples of 

. ' 

this type or calor add two more such common motives to ~ ~~ 

1 Coussemaker, Soriptores I, 115b. 
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list 
t{tt.e.. 

Some of ow:t 

above-given examples>in turn , especially numbers five and 
~~ 

seven , belong to the color in ordinatione which ~ under-

stand as a technique of melodic flexibil ity, and which 
..sk<,..1 

often leads to ~11 sequences . The general tendency of 

the phrase in thee~ early motets and discant compositions 

is either to descend or to circle around a canter, ·as i s 
f{~ 

also indicated by ~ examples . 

These features are especially characteristic of the 

earliest motets . In somewhat later Latin , and especially ~ 

French two- part motets t he composer s begin to seek greater 

originality of melodic thought . Yet since the upper parts 

of the motet must be related to the tenor with respect to 

their main beats, melodic invention can never be so free in 

motets as it is in courtly monody. In theae later pieces 

the common motives , discussed above , are dropped . ~soendinc 

phrases become mora f requent . The bare modal outline of 

the earlier compositions is smoothed out by splittings of 

the mod 

Garlandia's t hird point, r hythm, has been amply 
"'. ~'"'1 treated in chapter; fi~e ana stx. AllAmotets are strictly 

~t<~AA.l 'h fW. ~"-oo4t~, t'f ~~(/.:)1 
modalA But the rhythm can be varied by way of splittings 

or fusions . Especially common in the early mot ets is the 
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conclusion o£ phrases by two l ongae the firnt or \1hich is 

str essed. This aa well as other rhythmic~: variatior..s are 

usually connected with the constru.ction of phrases , 

however. And RO we turn to this highly important point 

~ · ~rMf:) Garlandia' a sec6n~ . 
)t l( J(. 

In P~rotin• s r evi s i on of ths organs pura o~ th~ 

YBgnus Liber the balanced arrangement of phrases oan already 

be observed. We find gr oups or three , five , six, or eight 

measures , but most frequently groups o-f four. These groups 

usually manifest ideas or design.l It appears at tices as 

t hough each phrase were el aborating a littl e more on ~ s~ 

eest&ln bas ic motivic material, exposed in the fir s t phrase. 

At other pl aces t he phrases contain complementary rhythmic~ 
~ ~·t.·kt 

motives , resulting in ~h¥ttJm$o~ ba l ance . Then again JNe ~ 

find~melodioai phrase arrangements in antecedent and 
-t' consequenpe, the l atter furnishing a melodicat compl etion to 

(.9t.lt ' 
t he t ormer . In' d!soant ocmptTS1:tt'b~~'Mot'e't'-e the phrases . 
are often of correspondi ng l engtht t hr oughout a pi ece. They 

thus serve to establish t he individuality of the upper part , 

as t hey often contrast in r hythm or l ength , or both, with 

t he phrases of the tenor . 2 Since the same rhythm pervades all 

I see Slso Handschin , Zur Notre-Dame Rhythmik 386 ff . 
2 This is one of the tecnniquos ~rrangins the upper 

parts abov~ the bas!s~of the composition-- the tenor. See 
chapter nlne . 
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~~ 
ot them, they do not , show the technique of elaborating 

on basic material ; tor this technique generally starts 

with shorter and slower phrases (e.g. in fifth mode), and 

goes on to longer and quicker ones (e.g. in first, second, 

or sixth mode , after irregular first or t t.1-rd modes ). 
-t Phrase arrangements in antecedent and conseq·1.1enee are 

'lW lo1~ 
comparatively rare, since t he melody is no~ ah¥-more1realy 

developed ~ it was 1n the organum, but is dependent on 

the tenor. Repetitions of phrases above similar or dif

ferent tenor portions and rhythmicei similarities are 

thus the chief techniques ths t determine the formation 

of phrases in the motet . 
u.vr 

The Paris ian motet composers seem to have pref erred 

,t{ variety to repetition or melodic phrases. T..Aere ure 

OA.ly a :C.QW-m~ts--t'ormed-througnoutOy- means-et~ th~s 

la,t.._t.eP evice. And as t ime goes on, even the use of a few 

repetition$ within a piece loses favor. Garlandia 

explains melodic repetitions as the fourth point of his 

"oolor".1 The same meaning at color reappears in 

Odington' s statement: "Excusat~ discordia, ut in motetis 

coloratis, quuc scilicet super oert um tenorem aliqua pars 

oantilene iteratur."2 And he g ives as an example part of 

1 .see also Adler, Die Wiederholung ~ NachahmllAs 
273 tt. ---

2 Coussemaker, Scriptores I, 246a. 
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Mo 5 ,108. ~landia elaborates further an this technique: 

WFone colores loco sonorum proportionaliter i gnotorum, et 

quanto magis oolores tanto sonus erit magis notus; et si 

fuerit notus , erit plaoens. Item lo~o ooloris in regione 

ouiuslibet pone cant ilenam notam, copulam vel punctum, vel 

descensum vel asoensum alicuius instrument! , vel clausam 

lay. "l This is an ext~ely important passage tor many 
~~M~~fk 

r easons. It 1Bforiuaua whia..h techniques ~ used to make 
~ 

a new motet melody appeal ing to audiences, ~ could be 
c. done , ac,ording to Garlandia , by introducing (a} repetitions 

or portions or the new motet melody itself; (b ) portions 

of other well known melodies and through the apposition 

"copulam vel punctum" Garlandia makes it clear that he 

reters ,here to a melody from a piece of the polyphonic 

repertoire (organum, conductus , or mot et ) ; ( c} runs ; 

(d ) sections of a lay, meaning melodies from the monodic 

repertoire , so-called retrains . This passage is the only 

one in the entire theoretical literature at the thirteenth 

century that refers to t he inclusions of refrains or that . 

or passages from the pol yphonic repertoire in the motet . 

The only other theorist who writes about retrains is 

Johannes de Grocheo , but he only treats the courtly and 

popular refr ain forms; he therefore does not mention the 

1 Coussiiiiiaker , .s criptores I • ll7a • . 
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inclusion ot retrains and portions trom the polyphonic 

repertoire in new motet compositions. 
~ 

ne see, ~here are 11two kinds or phrase repetitions: ,... 
1"irstl3t-t melodic repetitions wit hin one partd and seeendlf) 

repetitions or phrases from other compositions , w:bioh we .:e. 

wottld eall quotations . Ba melodic repetitions are 
~ 

especially frequent in ~ early motets. Hmv much the 

technique of quoting rrom the polyphonic .repertoire was 

employed, cannot be judged yet , since too little material 

is available . Possibly those common motives we disouss~d 

above are what Garlandia alludes to. If so , this technique 

would a lso be characteristic of the early motet s . The 

inclusion or refrains , on the other hand , is one of the 

main characteristics of many l ater motets. 

The second basic element of phrase formation , viz . 

rhythm, accomplishes two distinct purposes . First it 

creates simil arities among phrases. These similarities 

are usually brought about by a characteristic variation 
~ 

or the modal pattern at the end of phrases , that otherv1ise 

run in straight modal rhythm. This technique was 

especially favored in early mot ets , but 1s or little 

importance. Much more important is the second function ot 

rhythm, which consists in giving rbythmicg1 proportions 

to the phrase lengthe(e.g . 4-4- 3-4-4- 3 ). This principle 
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of construction is round in many early and later motets . 

!nrthe tol1owing classification of melody types 

within the motets we shall begi~ with such pieces aa 
~ 

include mel odic r~petitions, which wi~1 be divided into 

three classes , then turns to such as show rhythmics!: 

construction, and finally trea~ the motete with refrains. 

A group or motets which do not belong to any of these 

classes will conclude t his analysis . 

But before we discuss these classes we wish to 

treat briefly six motets contained in our manuscripts, which 

are not composed in discant style and are therefore excluded 

from our classification. These motets are: F f 250; F 1 ,16 ; 

and w2 2 , 39a-d. The last four pieces ar e t he only ones 

among a ll known motets that show rhythmically independent 

upper parts and yet onl y one text for all of them. All 

. six wor ks show much motive technique and repetitions of 

phrases in the same and in various parts . ~m 
r · l 

~<rl'iinian-- w01\k:S-{Ws_2_.,3.9a-d, all in ~.our parts) 

1are certa inly greatly superior to t he other t wo pieces , 1:-t.tt-. 

~in three parts~, which are quite dull in their regular 
' ~ 

progression in two-measure phrases. F f 250 shows many 

repetitions in either or both parts, sometimes l eading to 
~ 

part interchange, but this devise is apparentl y not 
I 

applied intentionally. The frequent use of commonplace 
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~ ~ ... '\ f"\. t·:.AI\II'M 
motives makes the piece still duller , · since &a or4&Piy 

/Vo· :Z' 
arrangement of the repetitions is net discernible . F 1 ,16 

shO'IIS simllar traits, but is muclr more varied in its 

invention, and relieves the unttormi ty of its two- measure 
Ml"'l~ c.. ~~"t\o .- ~·o~.~ ~ ~e.? olr ~~ . 

phrases by the inclusion of two disoant sections~ A 

discussion of the Perotinian piedes is not necessary here , 

since they have been sufficiently discussed elsewhere. ! 

Among the early motots those in tYto parts are most 
nw~ beo* .wwe.. Cl 

numerous . .ll-e will therefore uae--them as a basis ot ~ 

study ot the melody types. Some of the moeets , however, 

which appear in two parts in our manuscript are apparently 

only the result of reduction from three-part, four-pBrt , 

double , o.r triple motets . Excluding all these, there 

remain exactly one hundred and twenty different t\~o-part 

motet compositions . In classifying these motets \'le must 
' 

distinguish among the following groups: (1) su~h moteta 

as arc based on diacant compositions from one of the three 

Notre Dame manuscripts that contain disoant compositions , 
'b 

viz. w1, F ; and W2; (2) such Latin motets as lack disoant 

sources and are apparently newly composed , and therefore 
c' 

somewhat later; and (3) those French motets which are 
I 

either newly composed, or whose melismat1o versions are 

1 See tioker, Perotinus Us~us; Ludwig in Adler• s 
Handbuoh 227 tt ; Schnei der , Zur S~zteohnik der Notre- Dame 
Sohule . - - -
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contained in St . V. In our s!x classes of melody types 

we ahal~ always refer to these three divisions. (The 0 

Latin two-part motets are contained in the second motet 

fascicles of F and 2• and the French ones in the fourth 

motet fascicle of W2.) 

CLASS. !.= I rregu1ar melodic repetitions , often or 

several phrases throughout a motet. To t his class belong 

the moteti of 7 early motets ( 6 in first mode, 1 in fifth) ; 

4 new Latin pieces ( 3 in first , 1 in third) ; and 2 new 

French motets (in seoond) . They are: (a ) F 2 , 3; 8 ; 10; 

17; 25 ; 28 (first mode}; F 2 ,15 (fifth ); (b) F 2 , 42 ; 

w2 02 ,16; 76 (first); W2 2 , 57 (third ); (c ) W2 4 , 7; 11 

( second ). 

'1/ 
Several of these pieces have interesting forms . 

F 2 , 15 , e.g., showe virtuall y the same melodic material 
t?~ A.:h~t.IJ ,,0 W..Q\.~ I 

spread over each or its two tenor a&velopmen~s . But since 
~ 0 ~~ 

these d~p~ have differentApatterns, the seoond 
t<t''\,t{ • 

part of the motetus is a sort of variation of the first 
0 r ... 

part.~ - - F 2 ,10 reveals a similar idea . We rn.ay almost 

call it a passacaglia in t hat, though different above the 

two tenor developments, the mel odic material is similarly 

arranged 1n two corresponding portions : 

a : al - a:x - a : x - b - b, - b:x - x:x - x:x - c:d --.+--~~--~~--~~ ---
m n 

e :el - e:el- x:f - t - fl - t : g - gl:x - b:bz - ~ 
m m n 
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(In these analyses letters of the beginning of t he alphabet 
indicate phrases that are repeated, and x indicates such 
phrases as are not repeated; letters from the middle of the 
alphabet together with underscoring indicate tenor phrases. 
Numbers 'n-itten to the right ot and above letters denote 
s light variations of the phrases; numbers written to the 
right of and below letters denote transposit!~~s of phrases. 
Each letter in the motetu~~§~ds tor twe;Mea§fires, unless 
a number directly above theYette~ states otherwise. The f"; s-..t" 
1t0'!'6il means t hat the phr ases , indicated by the letters 
between which ~he~iolon appears , form one larger unit .) 

Another very similar arrangement is that of w2 2 ,16: 
5 6 3 3 3 4 4 3 3 

a : a1 - x - x - b:c:d - a:a2 - D:x - x - b:c:d : 
m m 

The last two quoted motets approach the form of 

strophic songs . Both end each of their t wo portions with 

the same phrase as if it were a burden. A very similar 

technique was used in the German tVTo-part motets , most 

of which were composed during the fourteenth century. 

P 2 , 42 is an example of a most multifarious use ot 

phrases: 

a :b-a :x :c - d:e-d:x-o1 - f:x-f:e1c1l _ g:gll~g:x _ ~1: 
m 

h:t2 - b11-1:x-x-h1 :x - j:x -1: i - l -l11 - K11-x:e3-R22 

m 

F 2 , 25 includes,beside melodic repetition, also two 

phrases of hoquet which correspond to each other. The 

analysis gives t~e following picture; 

a:x-a:x-i-i-b:rJ - i-i-xJl-i-i 
m m 

We find here again the quasi-burden over the end of each of 
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the two tenor developments. Otherwise t he two portions of 

t his motet are different from each other. The first shows 

only toar-measure groups with mel odic repetitions , the 

second has irregular phrases with t he hoquet d and d1 as 

t he only formal element , splitting this portion into two 

almost equal parts . 

The most amazing exampl e of formal regularity , and 
N" t-q 

t he only ezample of complete form in this class is F 2 , 28. 

It is arranged in (modern) rondo form: 

a- b- a-o- a-d - al-o-al-e-al-ol1-al - b- a-ol- a-c-r -

- el- a2- g 

Tbe l ast group is a melismatio cauda , sung to the word 

Dominus, which paraphrases the tenor~ 
GIIC;iL "' 

CLASS II: Parallel melodic phrases. A number ot 

pieces of class one could also be put i .nto this class. But 
~""""") 
~tle there the· central idea consisted 1n taking up, here 

and ther~some phrases , which only accidentally led to 

immediate repetitions, the examples of class t wo embrace 

a~ t hose motets in which the composers apparently employed 

immediate phrase repetitions (parallelisms) as the main ~ 

element or to~ In many examples the clearest, and 1n some 

t he only parallelism i s that of the two initial phrases. 
0 .. ~V ~"ur hw..J) 
~we even ~in~~ some motats th~ consist entirely of such 

repetitions; lv\ ()~of'\ tn'~ ro~t\~ \A ~clti t vtf4• ~"~e-d ,.~ 

o ll\£.'t ~ r~""~ <.-~>. I .~J.. f'~ o..,~ ~ c ~ t(.,~~4. ~~ ~~. 
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To this class belong 9 early motets (7 in first 

mode, .2 in stith) ; 3 riew Lat 1n pieces (in fir st ) ; and 

4 new French motets ( 3 in t 1rst , 1 in second) • They are: 

(a ) P 2 ,11; 12; 16 ; 22; 45; W2 2 1 77; W2 4 1 53 (first mode); 

F 2,4; W2 4 ,1 (eixth) ; (b) W2 2 , 44; 51; 84 (first); (c) 

W2 4 ,14; 24; 49 (first) ; W2 4,10 (second ). 

Some of these pieces als o contain some features ot 

class one. F 2 1 45 , e . g . , repeats several phrases irreg

ularly in the course of the piece, but its outstanding 

feature is t he parallelism of the first two eight~easure 

groups : 

a - x- a- b - a-c-x : b - d-x - e-x-x-el-d: c-cl:b-x 
m m 

F 2 , 4 interjects a short phrase bet ween t he member s 

of the parallel ism. This happens quite frequently , but 

o~ interjection is interesting because it is a variation 

of the preceding phrase. St ill another such varying · 

interjection (el ) interrupts the regular four-measure 

phrases of this motet: 

a :b-o:d: d11 - a:b- o:d - x:e- e1 - c1l: a11 - x :x-d12 

~he similarities of c1l , aJl , and d12 t o c , a , and d may 

be merely oo1no1dental, since these phrases ere or the 

type of the aforementioned common motives . But since we 

have in this motet several definitely planned repet i tions, 
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these , too, are probably intentionally incorporated into 

t he piece. 

W2 4 ,1 does not content itsel:.t with an. initial 
3 3 repeti t1on: a-a-b-b-x-x-x-c-c. Each of the parallel s is 

arranged in the tar.m ot an antecedent and a consequence , 

ending 1n a halt and full cadence respeotinly. Through 

t his arrangement this motet acquires almost complete form. 

As a matter ot t act, t he only other examples of complete 

form among the early motet s bes ide F 2 , 28 (in class one ) 

are found 1n this class: ? 2 , 11 is arranged: a- al-h-bl

-o-c-d:e-d:e, · whereby the first t wo repetitions occur on 

different steps ot t he scale; and F 2 ,12 has the form: 

a- a- a1- a1- b- b-c-c-cl-c1-o21-o21-c32-cl • -~ Again t he sa.ne 

phrases reappear several times on different steps while 

t heir sli ght variations emphasize t he parallelisms. (Each 

phr ase consists ot one measure of three perfectiones. ) 

Courtly monody s eems to have given a new impul se 

to the motet vdth respect to initial par allelism and 

complete form. This 'seems t o be borne out by s everal 

traits: ln several instances not only the motetus, but also 

the tenor is dra;vn into the repetitions. The structure 

of t he pieces in question is general~y very simple . In two 

of these mot ets a pre- existent refrain furnishes the melody 

for the recurrent phrases . The character ot the texts 
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and the brevity ot the compositions also support the view 

of trouvere influence . The only motets of our manus

cripts that st~rt with upbeats, W2 2 , 51 and Wz 4 ,14, 

belong to this group , and, as we know • such a beginning · is 

frequently present in courtly monody. Passibly some of 

these motets were actually composed by trouveres. 

The best example of initial parallelism (with an 
. 3 l 3 3 2 

interjection) is the short motet W2 4 , 24; a-x- a- x-x. 

Another one , W2 4 ,10 , uses a retrain which consists of an 

antecedent and a consequence which only differ in their 

endings . The antecedent starts , and the consequence 

concludes the motetus. Not only is t his refrain used , but 

the second phrase of the motetus is melodically identical · 

with the consequence or the refrain (with only a slight 

change) , and the two initial phrases are immediately 

repeated , too: a:al- a:al-x:x-x:x-x:al. (Among regular two

measure phrases only the last refrain line contains two 

and one-half measures.) 

The four motets with compl ete form are Wz 2,51; 84; 

w2 4 ,14 ; 49 . or these the two Latin pieces are unioa , 

and all but Vi2 2,84 are defective to some extent. More

over, they a~e very conservative in that all but W2 2 ,51 

have their tenors arranged in series of longae, and all 
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are 1n first mode . This concurs with the theory ~hat the 

pieces may have been composed by trouver es ; for these 

singer-poet s of courtl y monody woul d not possess the 

training and experience , nor the attitude toward polyphony~ 

necessary for the composition of modernistic motets . The 

only motets , definitely known to be compositions of such 

a poet , are those of A dam de la Hall e, and they too, are 

extremely conservative. The two Latin pieces are probably 

contratacta of original French pieces. But even if t hey 

are original Latin motets, they still could be compositions 

' of trouveres , since these poets sometimes wrote i n Latin. 

In all tour pieces the tenor melodies are divided into 

several portions~ eaoh or which is repeated individually; 

and these are the only examples of suoh a t r eatment of 

liturgical melodies among our motets . 

The. simpl est forms are those of the t wo Latin 

motets: W2 2 , 51 --~-~ : b-~~ ( ? ); W2 2 , 84 - · 
2i 2i 3 3 m m n n 
a - a - b - b . - - -m m n n 

shows the structure; i-gt_ ~-E~- £-£-
m m no 

Tho entire piece is based on the refrain 

In c2 the first measure ot c is repl aced by a 

ditfer~nt one be~ause of t he changed tenor . W2 4,49 aga in ·- ' 

v.ses a refrain at the end , the l atter part of which occurs 



12'7 

1n a contracted form in the body or the motet: 

a :b - a :b - at:at-3t:3i :at:tl. (Possibly the tenor should 
li1 m- • n iii 
be m-n-m-n-m.) 

CLASS ill: Moti.ve technique. In this class it is· 

not the repetition of entire phrases that att•aots ~ 

attention, but the taking up of portions thereof (one or 

two measures long ) , which we-ma; t. call~~mot i ves . In the 
~e,J 

earl~ motets some ot the aforementioned common motives are 

ott' n thus repeated . \r.hile many mo~ets discussed 1n t he 

other classes include some repeated motives of this or 

another sort , the pieces treated in this class use t his 

device deliberately as t he most important factor contributing 

to t he logic of t he melody. 

To this class belong 11 early motets (6i 1n first 

mode, 1 in second, 2 in t hird , 1~ in sixth ); 3 new Latin 

pieces (2 in first , 1 in second); and 8 new French motets 

(3 in first, 4 in second, 1 ln third) . They are: (a ) F 2 , 20; 

23 ; 29 ; half at 5'7 ; 39; W2 4 ,8 ; 68 (first mode}; F 2 , 9 

( s econd ); W2 2 , 24; 55 (third) ; F 2 , 26 ; half at 3'7 (sixth); 

(b ) w2 2 , 30; 5' (first ); w2 2 , 71 (second); (c) w2 4 , 41; 

60; 83 (first ); w2 4 ,54; 81; 85; 89 (second); w2 4 , 43 

(third) . 

There are two forms of motive technique . The first 

consi sts in connecting phrases by making t he end of one 



J 

128 

phrase the beginning or the following one. This device 

· is used especially in connection with the third mode , 

andis frequently combined with the technique ot the 

sequence. A typical example i s W2 2 , 55, whose measure

by-measure analysis is as ' :t'ollows : 

a: a1 :~ - b1l:x:~ - c:b11 - r1l - b22:a2l:~21 
- b2 : b : ~1l - bll :a2 :;l - ~1 - ~32 - x:a2 :i 

We see that, apart from the last phrase , all phrases con

tinue with the motire with which the preoading phrase 

closes , and that this motive may start on a different 

step of the scale each time. This technique is very 

interesting. It facilitates the singing of ~oh melodies 

and assists t he performer in memorizing the melody. We 

t herefore find it very frequently ·aa an additional 

feature or melodio beauty. 

The second form of motive technique 1s more obviou~, 

because t he same motive opens a number or phrases, helping 

t he listener to become more familiar with t.he melody. 

W2 2 , 54 is a good example of this: 

a :l - b :x - c:d - bl :d1 - c:x- a:x - x-t.i-6jl - dl:x - dl : ~i 
Another example is furnished by ~2 2 ,24 (from here on we 

return to the t wo-measure analysis) : 

a :b - al:x - a2 : b - c: i - o1:x - a1:~ - d:e - d :x -
3 4 6 

a :e1 - x - x 
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The manipulation ot motives becomes very intricate in w2 4 , 60, 

also employing parallelisms and sequences. MOreover, the 

mot et ends with a retrain (indicated by bre.okets): 

a:b • a1 :b1 • c - 01:~:x:d:d1 - a:e - t:tl - g:gl :~ -

- d21:d1:!tz:!i2:d53 - ~I:i~: l!: ~~- (S:~:x) 
But the most inte~esting of all motets ot this class is 

w2 4 ,41: : 

(x-a )-b:o - d-d1• e;c - 41-42- b:ol - ·a1-e:cl - dl-a11: 

: (a2:tt ) 

The bracketed initial and closing phrases seem to form one 

pre-e:d.ste~t retrain. Besides, we find a paral.loliam in the 

• esinnings or the second and thir4 longer units, and a sort 

ot burden whioh oonclud&s the first tour at the five longer 

units . \1e might be tempted to refer to the stntcture ot 

this motet as being a troubadour song f~: A- A-B, 

surrounded by a split retrain, eaoh ot Whose two portions 

is connected to the song form by two short phrases . The 

artiticiality· of this form is exceptional among all motets 

as is also the tenor of this piece , which , on t he one hand , 

is not traceable to any liturgica1 melody , and , on the other , 

has probably the longest melody of all tenors on record. 

The last two examples of this class, because of the 

regUlarity ot their phrases, bring us up to class four. 
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Both employ a rioh motive technique , howeve~, and are 

t herefore dis cussed bore . W2 4 , 68 consists throughout of 

groups of t wo small phrases , indicated by commas in the 

f ollowing analysis: 

x :x ,:x:x, - a : x ,:x:c , - b :al , :al: b,:al: cl , 

I n this motet again thr~e of the larger units , viz . units 

t wo , three, and tour , conclude with the samo motive after 

the f ashion of a burden. - In F 2 , 29 phrases two , three , 

and f our sound almost l ike a r hythmical sequence , while 

phrases seven and eight , and phrases ni ne and ten form 

melodic sequences. The cauda \~ich finishes the disoant 

olausula in the version ot F t 87v takes up the rhythm of 

the phrases two to four and combines it with a melodic 

sequence . 
+I ;..e. 

CLASS IV: Rhythmic;r! patterns . In atr- hi storical 
c;)w•~ ~t WM sO)\·c:\..'t~ 
ohapt~we have beapQ that the motet expresses the ultimate 

i n rationalization in music . Thi s passion for control and 

order seizes upon mathematical proportion as an instrument .• 
t'S ~~~> ~ 

Theee~oPees, in turn , ~ expressed (a } in the rhythm 
~ -

within the phrase , (b ) in t he ~n~at ot phrases 

according t o the number of measures ,. and finally (o) in 

the combinati on ot suoh a r ationalist i call y arranged part 

with another part, al so arranged in accordance with a 
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rationalistic principle. The mathematical logic. though 

an extra~sical element_ i s a v~itive and construc

tive feature in this musioJ and mu.at not M- 1Hle subject 

of adverse criticism. 

(a) Rhythm w1 thin t lle phrase may be tr~ted mot

ivically and may in thi s way create ~he impression of form. 

Vary many motets display t his device , but it does not 

constitute .a surticiently distinctive stylistic element 

to warrant a lengthy discussion; (see above) . -- (c) The 

interrelationship of the parts will be taken up in chaptor 7 

~ in full. But some of its aspects contribute to 
~· 
o~ classifioatio~ and have therefore found their treat-

- C.t>) "Of- h.~ 
ment 1n thiB section. " -OH main inter~et la, however , ~ ~ 

oenoentrete4 OB the second of the above named principles. 

This class therefore chiefly comprises those motets in 

Which the length of the various. phrases is used as the P"~~~~ 

element of ~ construction of the motetus . 

To this class belong: 7 early motets (5 in first 

mode , 2 in second) ; 6 new Latin pieces (5 in first , 1 in 

SE?cond); and 14 new French motets (7 in first , 6 in 

second , 1 in third). They are : (a) F · 2 , 2~; 32 ; 36 ; 38; 

\'12 4 ,.45 (first mode ); J' 2 ,19; Y/2 4 , 72 (second) ; (b ) F 2 , 31; 

43 ; 46; W2 2 ,53; 81 (first ); F 2 , 30 {second); {c) W2 2 ,80; 

w2 4 ,17; 61; 66 ; 71; 73; 76;(first ); W2 4,12 ; 27 ; 50; 52 ; 
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80 ; 85 ( seCond) ; W2 4 , 74 (third ). .J 

~ II!W\~~~'-( ~ 
We ftnd~everal techni quesAin these pieces . Some 

,-

are listed her e because of their rhythmic motives ,which 

often, e . g . in l 2 4 ,73 , go hand in hand wit h mel odic 

motives . We shall find below that t here are quite a 

number of motets that prove this affinit y between classes 
~., 1) ,I )4$" 

three and four. -- F 2 , 43 is unique in that it is 

characterized by the s i ngul ar f eature or melismat io t~~

measure phrases. which , inserted ~a they are after lines 

six, eight , e l even, and twelve , serve as a means of 

punctuat ion . A final melism of six measures concludes 

this number. Because of this extraordinar y arrangement 

we have classified tbis motet here , notwithstanding the 

f act that it contains traits of classes on& and two . --

# Many motets, · also amOUB those a l ready di scussed in 

·other classes , are arranged in .such a way t hat the \Vhol e , 

or almost the whol e mot etus has phrases of equal length , 

usually of t wo measures ,which may be combined t o make 

four~measure groups . The tenors of these mot et s usually 

display one- or t wo-measure patterns , so that the phrase 

endings of both parts coincide. This marke~ r hythmical 

effect cannot be judged to be a deficiency ar invention, 
~ 

but is rather a stylistic device . ~ err angemenu !.8- t\.fe 

usually accompanied by rhythmicp parall elism of phrases, 
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~COr') 

~1s ie ,re¥64 ~ the trequeftt formation ot successive 
r «-, I'W ) J :lOlJ~~ _,( I qo • 

four-measure groups , e.g . in w2 2 , 53; w2 4,50; 61; 66 ; -re.., ~-vk'd b~ ~ ~~ W.:f-t.\:~~ tl 
and still b"tep.-by~-.some slight variations, as e.g . the 

insertion of two successive three~easure phrases - in 
~ ' '· w2 4 , 27 . qJ Somet!mes the principle of equal phrases is more 

artificially.applied to a motetus above a tenor with a 

pattern ot an odd number of pertectiones, three or five, 

s o that constant divergence- between the phrases o~ the 
... : 

two parts resul~ An excellent example is F 2 , 30: 

2t2i-2i=2$-2-lj-2-2-2-2-3i . Here m1 has phrases of 1! 
m1 lD.2 

measures and lD2 euoh of only 1 measure . This change also 

prompts a change in the rhythm.ioa! arrangement of the 

motetus. The l t-ID.easure phrase in the middle of the piece 
~) 

not only b~idges the rest between the two te~r-d~~-

men~ but also brings about the constant overlapping of 

the t wo-measure phrases of the second half of the motetus 
1r Jol 

over the phrases of the tenor. In W2 4 ,80 the motetus 
~ts 

changes ~ otaeJ!W.ise regular phrase arrangement above the 

second tenor development, although the t~nor proceeds 

throughout in a two-measure pattern: 1:2 : 1-2 - 1- 2 - 4 -
m 

- 1- 2- 2-2- 2:2- 2. A one-measure phrase opens the second 
m 

half, as thougb:\ the arrangement of the first half v1ere 

going to be continued, but then the two-measure phrases 
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smooth out the rhythm. A very striking arrangement is 
~ 

finally that of W2 4 ,76 , 1B which phrases of equal length 

continue throu~{he wiroi~ motet abo-ve a tenor with a 

pattern of' l:li measures: 2:2 - 2:2 - 2- 2 - 2- 2 - 2t . In 

addition to the regularity of phrases ,the fourth, sixth, 

seventh)and Dinth phrases start with the same melodic 

motive, and all start with t he same rhythmic8i motive. 

There is another important form ot the technique at 
phrt\44 

.t.h9 rhythmioat/\ arrangement ef. f'Mesee . This form consists 

in intel:,Spersing, between phrases of equal length, several 

phr ases of ditf'erent l ength at more or less regular 

intervals, so that l arger units of several phrases emerge. 

And these l arger units give a well balanced structure 

to the whole piece . The l ast phrase, however, frequently 

stands independently as a sort of coda. Such arrangements 

are most frequent where the phrases of the motetus are of' 

equal length with, or of multiple l ength of> t he phrases of 

the tenor, especially where the latter contain an even .. 
' I ... 

number of pertectiones : e.g . F 2 , 21: 4-4-4-6 - 4-4- 4- 6 -
• 

- 4- 3- 2-2-6 - 2- 2-2- 2- 2-2-7; or P 2 , 32: 2- 2- 4 - 2-2-4 -

- 2 : 4 - 2-2 : 2 - 3 ; or F 2 , 36: 2! -2-2 - 21-2- 2 - 2i -2 -

- 2! - 2- 2 . But sometimes such a structure is even found in 

motets with tenor patterns that contain an odd number of 
llw.o ~ 

perfectiones. ~o P 2 1 31 has a tenor of l~easure phrases~ 

\ \ 
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beginning and ending w1 th one one-measure phrase. The 

motetus is arranged in the fo l lowing way: 2- 2 - 2- 2 -

- 2- 2 - 2~2-2 - 2i-2- 2J - 2 . Above a similarly arranged 
h• ~~ 

t enor w2 4 ,86 tumishes },lf!f this interesting structure : 

1 li-li - 2- 2- 1 - 2- 2- 1 - 2- 2- 2- 1 - 2:2i . 

Such a rhythmic phrase arrangement is , at times , not 

carried through an entire motet. Most frequently in such 

instances a parallelism ot phrases \"rill appear in the 
I'" ?.7 

beginning only , e . g . in·w2 2 ,81: 3-3- 3-3 - 2- l t - 2-3-Bf-4. 

When such parall el phrases acquire a great length ,we almost 
,.._,~ 

have the impression o~ 81\4s ong t arm A :A-B. 'fhis beoomes 
~7 ~ Ji-2. 

especially clear in W2 4 , 12 and 52 with their respective 

schemes: 2i - 2:2-2:2 - 2i-2:2-2: 2 - 2 : 2- 2: 2- 3 and • 
2:2:2- 2 - 2:2:2- 2 - 2: 3-2. It may well be that ~ such 

~~~ ~~ 
arrangements we ba¥e another influence of oourtly mon~ ' 

befope -us. 

CLASS _v: Motets with retrains . According to 
~~~ 

gene.ral usage ~"i-here taiee the word ~refrain" ~,.. :tman 

a text lineJor a musical line t ogether with a text , which 
0.. 

appears in ene et 9Qr French motet; as well as elsewhere , 
~v,J 

viz . in another mote~ or in any work ofAVreacb literature. 
~ ~~'i 

Such lines may be proverb~or stereotyped sayings, ~mostly 

dealHl& with love. Latin motets sometimes quote from the 

Scriptures , hymns, or other sources ; but these lines are 
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merely called quotations . They rarely have musical con

notations ond therefore~ not1concern ~here . Frenah 
~~ )t\ , ) -~- - -·-· -

~uotatioD&A=- Pe~ains)~ on-t1le otner hand, seem in most 

i~M-&-t.o- bLlul.th_rgusical~l_ and ~poe~i_g!}ll.Y PJ'§~Xist.ent-. 

~ The greatest number of retrains are originally parts of 

works of courtly mertet\) • chanaons . A fair number also 
'h ~ ~N..tc ~ ·'~1!;1 ~~.1 

3eems itc originate in Re vele "'hhat the text i s the most 

important element of a ref'rain.,l is proved by the fact th~t 

it may reappear se'ti to different melodies . There are~ 

several refrains whose'melodic line is part of a 'discant 

clausula . ) According to Rokseth this admits of three possible 
I 

explanations: ~ither a wel~ known tune was incorporated 
_, 

into the c~ausula ; or part of the clausula became s o popular 
~~ that it intruded into compositions of courtly mon~; or 
t· 

finally , the text poet was responsible for joining to the 
~rkMt ~~ 

clausula melody a well lmown ~ after h&V'hlg.dropp~ 

its original tune • an4-tlle-r-efrain-wa&--theno& used-with 

i~s new-me~j1. According to Rokseth the last of these 
~o~ "'UJ ~ lttl.f 

alternatives applies to Mo 6 , 236 and 241.1 Ludwig has even 

pointed to an interesting exampl e ~ere the swme refrain 

appears in two different olausulat, * v 

()v"~ 

1 Polyphoni es 209. N o. 'I" 
2 Re~rtorlum 3631· ~he eB4--et---Mo-61 236 (b&sed-on- the 

ItJ.el:tsm i' f 88?J-reeppears=ut -the -end ot'-N-m:>.""ar ("based-on 
St-rV. lilo .2l R- f'l o ~ 



137 

f"Ul'l'l~ 

Yfhen retrains arc inserted in n99els , they are otten 

introduced by words like: "And then they sang tho following 
d 

motet", though tho retrain did not necessarily originate 1n 
~ 

a motet; 1he word "motet" is hereAusea syno~ymously with 

son~ . Some suc h retrains , however , were really converted 

into motets , by the addition of a tenar.l 

What interests k here . is how these retrains are 

embodied in ti1'e motets .. According to our definition we find 

them only in French motets , and here a~ost exclusively 

among the newly c omposed pieces . k:now only a t ew motets 
I 

'bas~111soant-clausulae or- F or st . v .- with retrains.] rrm
t>-

retrains may occur anywhere in MtB motet , end one motet may 
-r ~o...t 
include two Oil three of them. In most instance.s, however , 

a retrain oonoludes the composition. The text poets here 
£e,-tt ~j' 0\. 

and there justity the appearance or a retrain by int~odu~~ 
l · ww;~w-- · 

4fts character; in theM' poeal t.e sing it, m111s may ooe\H' 

at the end or 1n the body of the motet. ~ a retrain 
~ ~ 

may" be split into two or three portions , one ot which ..u f f' ~~ 
~ ~ rw fin .. '\.1.A~ (K ~ .......... tt-,... """" j ~ .. (A.v •) 

opens and one of which concludes the motet , Aa technique 

l We also know a number ot Latin oontratacta of 
Frenoh retrains; see Gennrich, Lateinische Kontratakta 
202; and Ant . Thoas, 'Re211ns tra~ais 11ffi ttdl~es 
11~1st1ques ot~erts a ~.~anfo~ Paris , 1928, 497 . 
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Taking into considerat ion only the two-part motets , 

we find t hat in six early motets refra ins ar e worked in , 

and that of the fifty- six newl y composed French motets 

not l ess than thirty- six make use of one or several of them. 

We are onl y oonoerned her e with the last mentioned . Some 

of t hem have been pr eviously treated and a re ther efore 

marked by quotation marks in the followinG list. Thi s 

class comprises the mot ets:lr2 2 , 80"; W2 4 , 3; 9; 14"; 19; 

23 ; 25; 32 ; 33a ; 34; 40; 41"; 49 ; 51; 55; 56 ; 5?; 60"; 6?; 

75; ?8 (first mode ) ; w2 4 , 2 ; 10"; 12 ; 26 ; 33b ; 35 ; 4? ; 

54"; ?9; 85"; 86"; 89" (second ); W2 4 , 42 (t hird); W2 4 ,39 

(fourth ); Wz 4 , 69 (sixth ) . The early motets in vthioh 

refrains ar e incorporated are F 2 , 36 ; We 4 , 53; 68 ; ?O J 

88 (first mode); ·F 2,9 ( second ). Wz 4 ,88 i s a unioum in 

that it uses a small discant olausula to accommodate an 

entire refrain , and we shall t herefore treat i t toget her 

with the l ater Fr ench motets. 

Of these t hirty- seven motets fift een conclude with 

a refr ain. Thoy a re Wz 4 , 3 ; 23; 25 ; 32 ; 34 ; 4?; 49"; 54" ; 

56 ; 5? ; 60" ; 69 ; ?5 ; ?9 ; 86". Of these f ifteen motet s five 

are based on st .v . clausulae : v;2 4 , 23; 25 ; 34; 56; and 5? . 

One piece, Uz 4 ,19, shows even two refrains, one in t he body 

of t he p iece and one a t t ho end . In t hree further mot ot s 
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the retrain is atmB by a ohare.ctor ot the poe::t, in W2 4 151 

at tho ond; 1n V12 4 1 40 1n the body or the pieoe; and 1n 

\'12 4, 51 two d1f'rerent sineers 1ntroduoe two r&t'rains, one 

in tho bod7 or the piece and one at tho end. 'l'wo turtber 

pieces , Tiz. ifa 4.,12 and 85, start with a retrain. 

There aro a soali number ot coteta 1n tbo thirteenth 

century that ero nothlne but retrains. SOI:Je ot them are 

single retrains , ond a01:10 ~hers are composed ot B number 

ot rorrelns , which l etter are called "oent1". To the 

fOl"'lnr)r bolong tour ot our tll($ots . One ot them, W2 4 , 39, is 
' apparently the ret'roin of a courtly rondeau. Ita tenor 

may well have boen added to th8 retrain ratb.o-r ths.n having 

served as the basis tor the oonpos1 tion. It is &rrElllGed 

1n the very unusual tourth oode. - 2 4 , 33b scetn3 to be 

another OxatlPlo 1n which tha tenor wns added to a pro-ex-
''!) 

istent tune. - Very interesting 1B ll2 4 , 4.2 , because it 

seems to preservo tho torrmla or the •oouJ.in" gaoo . l Its 

tenor D1ZlY' have been pre-existent , but posa1bly it, too, 

was added to the rot'rain. It is normally organized and 

repented. Yet the carl."Upted tranamiss1on or the tenor rords 

(m.t-sus according to Ludtds . or <m-EmS as I read) and ot 

the tenor r.telody seoms to point tcnmrd its extro.- 11ture1oal 

i ·Sii .. ltlihltJann, .22.• ~· II, 24-3; and Roksetb, 
Pol:phonles 28?. 
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origin, however . - The only piece which is based on a 
to No . ~0.6 

discant clausula ~ the tenor "OMNES") is W2 4 , 88. This 
t-

see~e a refrain~ ft a l ater t ime ~ was prefixed 

by two measures , set to the text "VIDERUNT" , and enlarged 

by a triplum and a quadrupl~with the purpose or making 

light of Perotin' e organum quadruplum ~Vide t omnesM . 
Ne I~ 

Two further mot-ets are centi. W2 4,33a has twelve 

refrains above an irregularly arranged tenor, making the 
J')o , /'tq ~ 

transcription problematic. W2 4 ,78 has seven retrains 

above an equall y irreguJ.ar tenor . Tbese two pieces atter4 ~H~Z 

~ the best material for a study of the mel odic structure 
ilwa ~~unN 

of refrains. ~ that refrains may be c4 various 

lengthtf and composed ot from one to four phrases ~ When 

they contain more than two phrases , some of t hese latte~ 
I n 1 > 

are usually motivioall y connected ; e . g . W2 4 ,78 No.l is 

fo~d a -a-a- b; No . 2 a-b-bl.-c; No . 6 a - b- b . In some 

refrai ns that cons ist ot two phrases , t hese two are only 
No ~~~> 

different with respect to t heir endings , e . g . W2 4 , 33a 

Nos.l and 3. 

The remaining ten motets are motets entes. V:e 

said that suoh pieces split one pre-existent refrain. But 

it seems that two or three independent refrains were also . . 
used to produce the effect of the motet ente . As in t he 

above mentioned simple retrain motets , we also find here 
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some pieces whose retrain melody i s originall y part of a 

olausula. Since larger refrains usually contain melodic 

affinities among t heir phrases , suoh a rel Ation together 
~ 

with textual. hints may £1.v.e fusl a c·lue to the discovery 

ot motets entes even where the refrain i s not lmown fto usl 

trom anv other source. In o?der not to complicate .the 
t/ ~~~ 

. I 
picture , we list these pro~able moteta entesAtogether with 

t he deftnitely established ones wit hout further~fferen

tiation. OUr ten pieces are W2 2 ,80; W2 4 , 2 ; 9 ; 10" ; 

14~; 26; 55 ; 41"; 67; 89"; ot which W2 4 , 35 and 67 are 

based on St .V. olausulae. The last named piece and W2 4 , 9 
No,/qJ 

are examples or threefold retrains . In W2 4 , 67 we see 

clearly how the text poet avails himself of motivically 

related phrases of the melismatic archetype to accomplish 

his retrain. We also find suoh moti vical relatiom among 

the phrases or the refrains in all or t he other nine 

motets with the exception of W2 2 ,80 and W2 4 , 14. We cannot 

soe any I:J.elodlc connection between the phrases at the 

retrain ot W2 4 , 35 either , in spite of Xuhlman~•s 

assertion to this eftect ; l it is therefore dou~tful whether 

he i s justified in classifying this piece as a motet ente 

on the basis or t his assertion. For textual reasons t he 

1 op. cit. I , 79. 



142 

last three lines can be safely caJ.led a refrain , however. 

In the last paragraphs we have become acquainted 

with the first attempts to arrive at form through the use 

of refrains. This idea originated 1n courtly monody, 

where entire songs used refrains ·as a basis tor form. Such 

refrain forms are rondeaus, virelais , and ballades. Their 

respective sohemes ,though sl ightly varying at times.• are 

in the main as foll ows: (A- B)-a-i-a -b-A-B; (A-B)-o-o-a-b-A- Ba 

A- B-o-c-d-A-B; t he capital letters indicating the refrains . 

At a slightly later period these forms i nvaded the motet 

as well , either by transference of entire trouvere conpos

itions , to the polyphoni~ repertoire, or by composition 

ot original moteta analogous to them. Even entire 

chansons , in which the presence of refrains is the only 

structural element , were sometimes incorporated in motets. 

While these latter and rondeaus were mostly e~ployed as 

moteti , virel ais and ballades were a l most exclusively 

confined to the tenors , replacing liturgical melodies . 

The following figures for the known examples of the direct 

influence o~ courtly monody on the motet (except for mere 

refrains) sum up the entire number contained in the 

repertoire up to about t he death of Guillaume de Machaut . 

It must be remembered, however , that the number or 

motets entes covers probable . as well as definitely 
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number ot pieces of which onl y t he texts ar e extant . 
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We know on the whole 118 motets entes ; 8 moteti 

are single r .efrains , at least some of t hem originally 

rondeau r etrains ; 9 rondeaux ar e used as tenors ; 16 other 

rondeaux as moteti. one of them (Mo 5 ,169) being a 

Provencal piece ; only one virela i is used as a motetus 

in Mo 5 , 161 ; 9 others appear as tenors ; so do 4 ballades . 

2 entire chansons are t he moteti ~f Mo 7,296 and Tu No . l7 . 

3 oenti are used as tenors in Ho 7 ,280 ; Mo 8 , 319 ; and 

NC No . 3 . 10 more oenti appear as moteti;, one or them, 

entirely withqut music and in Latin (Stuttg. f 77v), 

reminds us that the canto technique was also employed in 

conduoti. Another cento (Cgmbrldge) contains partly 

Frenah and partly Latin quotations . The other 8 are t he 

mot eti or MuA No.lO; W2 4 , 33a ; 78; Mo 6 ,178 ; N No • .fc-4; 

Uo 5 ,77 ; Iv No . 78; MoV No . 6. Finally, the s econd portion 

ot the tripl um of Mo 2 , 23 is comp6sed of a series of 

refrains . 

CLASS !!= Principle or · variety. To this class 

belong all those motet s which do not show any attempt at 

repetitive form. Again this must not be interpreted as 

a deficiency of suoh pieces ; too many motets lack 
' 

repetition. If the number of mot~ts actually treated here 
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is not very large, this is due to the fact that most 

motets ot class five belong here as well, it it were not 

tor the retrains. We include here: 11 early motets (7 

in first mode , 4 in second); 3 new Latin pieces (2 in 

first , 1 in second) ; and 2 new French motet·s ( in fir at) • 

They are: (a ) F 2 ,13 ; 18 ; 35 ; w2 2 , 3~; 34 ; W2 4 , 15; 70 

(firs t moda) ; ~ Z,7; 24; W2 2 ~63; W2 4 , 90 ( second ); 

(b ) F 2 ,27; 44 (first ); \¥2 2 . 2 (second ); (c) W2 4 ,18 ; 

44 (first ). 

Among these motets t here are several different 
~,J;r.J.. 

groups . Some are very early clausul~ motets with 
" irregularity i n all phrases and t he greatest variety of 

rhythm and melody. They W'ere apparently composed before 
h(AI-1\&-" ~ 

t he desire torrer4er in Perotin ' s generation had 
tl !SO 1 54 

attained ita height . Such pieces are : F 2 ,18 ; 27 ; 35 ; 
X 11( 
44; and W2 2 , 34. Then there are t hose motet1 Whioh just 

torm counterpoints to the tenors either in corresponding or 

1n overlapped phrases , or bot h , apparentl y somewhat l ater , 
~1 

since they bear t he impress of Perotin' s style .• .A :;i'he motets 
e·~:J. ~ "' " l• 5~ > r n ) 176 x · · · 

alluded to are r ~.-3.1; &3 ; \12 , 44; 70-; _go. A few 

pieces contain some motivic~ or rhythmioai repetitions , 

w1 t hout giving t hem much prominence, however . Finally , in 

some compositions the c ounterpoint of the motetus contrasts 

rhythmically with the t enor. Such motets are akin to those 

' 
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listed in class four . 
\ • '-it \ $b I 1~8 

The best examples are probably: 
I ""Y 

F 2 , 7 ; 24; and w2 4 ,15 . In F 2 , 7 the beginning of the 

motetus is arranged in two four-measure units within each 

of w4!9b the rests between the phrases of the first tenor 
~~ ~~ 
development are bridged , while above t he sooond t~r 

4e,eiepment it~ phrases are coincident and equal in length 
f\Jo, t;(:, 

with thoae of the .tenor . In F 2 , 24 the irregular over-

lapping is carried through the entire ~iece except for 
If 

three places , two of which mark the ends of the two tenor 
~~ .... ~ . 

d&'9'elopmen1;c1!J.,.. and thus seem to have a structural function . 
f'• c;~ 

In W2 4 , 15 again all phrases overlap but tor one ; and 
~ 

at tbJ:.s point a character of the poem begins to sing a 
~u.,. 

song which possibly ~ a group or two refrains . The 
~' coincident phrase ending therefore appearsAto be struct-

urally significant agatn• - -

In our enumeration we adtled the modes because 
(V 

the ratio of frequency of their occur~nce throws light 

on the development of the motet . The modes a~pear in 

the moteti as follows: in the early motets we have 

32t times the first mode (71 per cent . }, 7 times the second 

mode (15 per cent.), twice the third mode (4i per cont . ) , 

once the fifth mode (2 per oent .), and 3! times the sixth 

mode (7~ per cent . ) . In the new Latin motets the first 

mode appears l4i times (76i per cent . ) , the second mode 
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3 times (16 per cent . ) , the third mode once {5 per cent.) , 

and the sixth mode one-halt" tim.e (2~ per cent.) . Finally , 

the new Fr ench motets show the first mode 31 times (56t 

per cent . ), the second mode 19 times (34t per cent . }, the 

third mode 3 timos (5i per cent . ) , the fourth and sixth 

modes each onoe (3t per cent . ). We see , the new Latin 

motets adhere to the diacant tradition , and W$ ahall there

fore consider olausula motets and new Latin pieces as 

forming one single group here . The new French motets , 

however , break away from the tradition. The main change 

takes pl.a.ce in the ratio of the appearances o'f the first 

a.nd second modes . Both modes together are used in about 

binety per cent . of the early as well as of the later 

motets . But the proportion of their respective appear

ances of almost five to cne in the earlier group changes 

to about eight to five in the later group . Though still 

in favor of the first mode , this latter proportion seems 

t o indicate the fact that the l ater French motet• lean 

more toward the second mode than the earlier group which 

consists mostly of Latin pieces. In fact , this proportion 

turns still more in favor of the second mode in the 

next period in Which ~rench is almost exclusively used. 

This supports our view, that the second mode , though not 

entirely devoted t o the Fr ench , is yet more akin to it 
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'I 
than to t he Latin. Thus the reason Wh.Y:e changes from 

first to second mode , or mor e rarely from second to first , 

occur in various versions or some disoant claQsul ae and 

t heir mot et offspri ngs , seems t o be the use of one or 

the other of these languages . Ludwig' s suggestionl that 

such changes may be occasioned by influences of French 

and Provencal melodies respectively can probably not be 

maintained. 

I f we make a chart o-r the use ot the modes in the 

six classes . ~ motets 1n the various age groups ., we 

discover e few more interesting facts . 

EARLY Mor:el'S NEN LATIN NE?i FRENCH MCYI'ETS 
MODES : 1 2 3 5 6 1 2 3 1 2 3 4 G 
CLASS~3 

I 6 1 3 1 2 
It 7(1) 2 3 3( 2 ~ 1(1) 

Ill 6t{1)1(1)2 1i 2 1 3 (2 4(2)1 
IV 8 1} 2 ' 5 1 7 ~ 1) 6 ('2 ) 1 

V 1(4) (1) 16 5) 6{5)1 1 1 
VI 7(1} 4 2 1 2. 

(The bracketed number s i n classes two . three , four , and six 
ot the earl y motets 1ndicate t hose p ieces which , because 
of t he text retrain that was added to them1 beeame pseudo
members or the fifth class; their sum tota.lappears as a 
bracketed number in class five . In class tive of the now 
French motets tbe bracketed numbers indicate how many 
pieces bel ong mel odicall y to one of tho other classes ; and 
the other bracketed numbers show how many at these pieces 
belong to the respective cl ass.) 

\'le see that Besseler ' s st at ement2 t hat t he early 

1 Repertor1um 24. 
2 Studien II, 147 . 
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motet does not concern itself with form problems is incor

rect ; for we find numerous attampts to form t he mel ody 

through r epetitions of various kinds . The chief change in 

the later t wo- part motets lies in the introduction of 

pro-existent refrains as elements of torm. We have found 

them i n forty-·one of our pieces; two moro motets with 

complete form, dis~ussed in olass three, oan be traced 

back to t he influence of' courtl y refrain forms. If we 

oompare this figure, 43, vrith the t ot al figures or two

part motets treated here, that is 46 olausula motcts , 19 

new Lat in, and 5~ new Fr ench mot ets, this figure is very 

high , The proportionate number or t hose pieces grows 

still h i gher in the succeeding period, reflected es

pecially by Mo 6 • N (R) , D, and Cg . In these manuscripts 

t he early motets drop out mor e and more , and t he 

repertoire of the l at er two~part motet , now al most 

exclusively French , i s enlar ged mostly by pieeas with 

refrains . 

Our table proves that cl asses one and t wo are 

dying out . Only classes three and four maintain their 

vitalit y in the l ater French motets, while class six 

is absorbed by class five. The new French pi eces ot 

class five s till show great conservatism in the use or 
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the modes. The composer s apparently f elt that one innov

ation at a time was sufficient . Eit her t hey included 

refrains •- then they r etained the first mode , or t hey 

turned to the second mode -- then they retained the ol der 

techniques of melodic structure. The two- port notet 

had therewith f ulfill ed its historical mission . It wos 

left to a new species of the motet , t he French double 

motot, to tread now paths of progress . 
'11-€ 
-our division of t he motets into earl y motots , based 

on discent cl ausul ae , new Lat in motets , and new Fr ench 

motet s is not entirel y safe. It may be that only the l oss 

of manuscript s that contained the melismatio ver sions or 

the French prototypes with refrains prompts us to classify 

some Latin moteta as newl y composed . Or a similar loss 
I)~~ 

of the mel ism.otic 'eml-rmm- may give }W the i.m.l)ression t hat 

a French motot is newly composed, wh~actually it is an 
N".1 1..4 

early mot et . A good example in our lis t i s w2 2 ,00. This 

is probabl y a contrafaot um of the motet us of the French 
~~~~~ 

double motet t~, &, ±04; for t his latter contains many 

refrains t hroug}\ which it is rela ted to other p·ieccs , and 

is motivically related to the triplum of the same motet ; 

t vro features that would probably not be present if t he Latin 

ver sion had been the orie inal . We have t herefore l isted 

t hi s piece with t he French motets . 
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In spite of this inevitable shortcoming of OQ1" U,_ ~~ 
v't 

division , 0'\U' praceffil:re is still the safest and the best . 

The divisions Kuhlmann proposes passim, basing them on 

what ho believes to be a more or less modern style, 
~£ ~k~~ 

oannot be accepted ; tor we Enst ba&e a~classificationAon 

· the palaographtod facts revealed by the manuscripts to 

determine.the age of the style rather than the other way 

around . Moreover , when we compare such complicated 

-·· motets as Wz 4 , ~2 and 90 , both based on discant olauaulae , 

with pieces like w2 4 , 24; 51 ; 55 ; and 74 , which are all 

refrain motets and (vnth the above mentioned reservat ion) 

surely later pieces , we would probably misjudse their 

comparative datea , if we rely on their techniques . 
lk,.b~-Q.... 
~ analysis is confirmed by the-findings within 

rVW'~Yii - ~~~ > 
the reat of· 'tile- m.otet$ of e\!~1~~, the eaPl~ C<'V'(lt,~lv.> 

'bhree pa:Pt motets with only one new text> on the one hand , 

and the double motets)on the other . 

We have already treated six three- and four-part 

motets above . There remain thirty to be discussed . They 

are: 111 Nos .l to 6 ; F 1 , 2; 5 ;· 9; 10 ; 11 ; 13 ; 18 ; 19 ; 21 ; 

22 ; 24; 25; 26 ; w2 1 ,12; 15 (rirst mode); F 1 , 4 ; 12 ; 15; 

17 (second) ; F 1 ,1 ; 14; 20; 23; W2 1 , 5 (third) . 

or our t .hirty motets at least three are of o later 

date than the others , viz . F 1 , 24; 25 ; and 26. None of 
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them i s \ased on a Motre Dame clausula. The first has 

its archetype in 8 St .V. melism, and its tenor is not 

one ot the Notre Dame repertoire. The oldest text of 

J! 1,26 is by Guill8ume d'Auvergne (died 1248). In 

contrast to most at the other pieces all three motets 

are very popular throughout the thirteenth century. 

Possibly also F 1 ,17, very popular in 8 later period , as 

well as F 1,15 and the unicum W2 1,5, none ot which 

have melismatic prototypes , are et a later date. This 

would reduce the number or the probable early pieces to 

twanty-tour, with the r atio 18 (first mode) to 2 (second) 

to 4 (third). 
fl: 

What are the melody types or these thirty pieces? 

It seems to be characteristic that all the pieces in 

second and t hird mode belong to classes three, tour , or 
~~ 

six. Only one of them, F 1,4, contains a melodic 

repetition which, like a burden, concludes the two 

p~rt ions of the composition, determined by the two tenor 

developments. This burden i s very characteristic, and 

with a small change it becomes a passage or hoquet in ,, 
the versions or \12 2,35 and Ba fNo . 44:'. The hoquet may 

have even been part of the original composition since it 

appears in the clausula version ot w1 tNo.20 (r 50v)l. 
30 

The remaining twenty-one motets in tirst mode are 
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~_)~I~ 

more varied. 
/).. 

To class one belong: W1 Uo. 2; No . 3 tr.; 
:.--

F 1 , 2; 19 mot .; 21 mot. ; 22; 25. As this list indicates, 

the melodic repetitions in various parts of one motet 

are independent from each other. A good example o~ this 

is l 1.19. While its triplum belongs to olass six, ita 

motetus employs a very ri.ch melodic technique, made still 

more interesting by the syncopated rhythm of some of the 

repetitions: 

i-t-i-~-t,-i-&-ih:a: ~l:i=~-~-t,~:r-r-~~ :rl 
m m1 n m m1 n 

The only motet in Which the melodic repetitions of some 
Nr•8 

parts are dependent on those in another is Ul No. 2. At 

the samo time this motet is an amazing example of complete 

form. Ot' all our motets it furnishes the only instance ot · 

immediate threefold repetition, in tho way of a kyrie 

trope. While the motetus shows this strange feature , the 

upper parts follow its repetitions to some extent, onoe 

using part interchall6e instead of repetition. Another 

very rare feature of this motet is a long closing melism. 

Other traits, viz. that all phrases are two measures 

long , and t hat the tenor abandons its 3 11/ pattern for 

a series ot longae in the middle of the piece , seem to 

prove that the original composition must be quite old. 

The analysis of this motet is as follows: (h is a rhyth-



o ol k-1 - n-nl-n2 o 
j-j1-j12 - k-1-k - ~-~ j i2 

a-b-a - o-ol-o2 - d-d-d - e-e -a - t - c3 -b1-g -.... 
3 

- h- h-1-ol-b 
cauda . 
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In none ot the three-part motets are t here features 

of class two. or the class three type are: W1 No. l; 

3 mot .; F 1 ,13 mot. and tr . 2 (Torsion w2 1,6). To class 

t our belong: W1 No.6 and F 1,9 , of Which the former is 

extraordinary in that the first five larger phrases as 
.f well as others conclude with the same r hyt hmiod motive. 

, 
t-Thi s motiY&, otherwise found almost exclusively in melis-

. matic eomposi'~ i ons, seems to suggest a non-Parisian 

origin of the motet version. The following is the analysis 

of t he rhythmicea' motives , equal. to both motetus and 

triplum ( all phrases are two measures long ): 

a:b - a:b - al:b - a:b - al:b - c - a:d 

A number of motets c~bine traits ot classes three 

and tour. They are: F 1,5 , an excellent example of struc

tural and moti vioal rhythm combined , whereby the r hythmical 

mo.tives are g1 ven a similar me~odio outline several times; 

F 1,10; 11; 18 ; w2 1 ,15. And finally, class six comprises: 

w1 No.4; No . 5 ; F 1 ,13 tr.l (and also t he melismatio tripl um 

ot F t 45v, not used in any extant motet); 19 tr . ; 21 tr . ; 

24; 26 ; w2 1 , 12. 
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Let us again t abulate these listings , whereby not 

the entire motets, but rather each part is treated indiv

idually. Since we list 2 early four-part and 22 early 

t hree-part motets , as well as 6 l ater three- part motets 

(always minus the tenors ), and s ince, moreove~ one of the 

early three-part mot eta has two different tripla , we have 

51 early met et part s and 12 l ater ones. 

EARLY MCYrETS LATER uarms 
MODE:3 : 1 2 

etAs sE§ 
3 1 2 3 

I 10 2 2 
II 

I II 6 l 2 
IV 4 

V 
VI 9 2 1 4 2 2 

III+IV 10 6 

The absence of motets of class two ih this list 

seems t o support our view t hat melodic parallelism is 

due to some extraneous influences, which may i n t he 

later motets . have been the 1ni"luence ot courtly monody , 

but may need another explanation for the earlier works , 

based on discant clausulae. ~his absence results in a 

reduction ot the proportion or motets with melodic 

repet itions to such with other techniques i n comparison 

w1 t h the proportion between t hese techniques in the 

early two- part motets . We al s o observe t hat classes one 

and three are proportionately reduced. It these motets 

are re~ older than t he two-part motet s , t his would 
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indicate that the leaning toward melodic repetitions 

vlB.s growing when they were composed, reached 1 t• 

climax in tho early two-part pieces , and then petered 

out. 

The rhythmic&! motive is employed more promin-

ently in t he three-part motets than in those of two parts . · 

This may be an indication ot the earlier date of the 

three-part motet s ; tor it links them to the s t yle of the 

or ganum, where such motives o-ften appear. In addition, 

their earl y date seems to be further emphasized by the 

fact that , beyond the appearance at uniform two-measure 

phrases , we cannot detect any structural rhythm in these 

pieces ; for structural rhythm, i . e . the use ot shorter 

and longer phrases in a regular order tor the purpose at 

form is one ot the most important achievements of the 
(), ~~~WJ\ \>') 

rationalistic age ot PerotinJ' and La- a modernistic 

feature in his per1Gd. 

The proportion of the three modes in the three

part motets is 70 per cent . to 13 per oent . to 17 per 

cent.; and 1f o exclude the later pieces, 75 per oent . 

to 8 per cent . to 17 per cent . The "-se of the first 

mode overshadows that or the s econd here still more than 

in t he two-part motet s . I~ is interesting to note the 

comparative impor t ance of the third mode , which, together 
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with the pr ominence of t he first , would further indicate 

t hat these pieces are at least as old as the early t wo-
~_pr~~ ~ 

part motets , ..l1'Jn)t older . -pben .w. re rei to such compar-
~ ~'"''~\ •\ 

ative dates , .we must remembe,r that the t wo-part clausulae 

on Which most of those motets are based had been composed 

prior to their trnnatormation into either two- or three

part motets. The discussion at hand conoerns the time 

when this conversion took pl ace , rather than that when 
vt 

the original olausul~was composed . ) 

It 1n the three-part motets preference was given 

to older or more oonsorvative clausul ae than in the two

part pieces , t his can only be interpreted in two ways: 

Either there were two circles at composers , the one above 

all concerned with the composition of three-part motets , 

the other with t hat of two-part pieces. In this case t he 
~ 

forn:er may have been very conservative and may well 

have existed at a later period. Or both speci es were 

composed by the same composers , but the three-part motets 

somewhat earlier than t he t wo-part motets . The second 

alternative seems to have greater support. Firstly- , 

nothing bear s out the ass~tion of two ditterent circles; 
~ (..,o..o b\ll"'\. ).* \ hd pHA~) 

secondly, ~ have helttd tba~ the three-part motets died. 
O.'l.t 

out at Paris shortly atter 1200. There may be) among them 

a few later, conservative pieces, but the great majority 

~ .. 
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ot them must have r eceived their motet form and t he 

additional trip~um (and quadruplum) 1n the decade 1190 

to 1200, a date which would agree with the gener al trend 
3 

toward three-part composition (see ohapter tour). 

The absence ot the fourth end titt :C mo:des i s of 

little signitioance. The tourth never ocours in three-
~ 

part ~orAdouble motets , t he fitth onl y very rarely. Only 

the absence or the sixth mode may again point 'to t he 

early data or these ~otets . It appears ~spe~ially 1n 

l atex· pieoes, and , though certa inl y in us e during~ and 

probably betore) the last de~ade of the twelfth century , 
~ 

was possibly regarded to be t oo moder ni stic to be applied 

to t hese t hree- part motets . 
"~ 

I~ this analysis is correot , and if ~ take.s the t wo- · 
tt~ ~ J.,, .. 

part Ilotet as t he pivot of mtr styl e o-r-i~ism of th(s early 
.. h. wJ.Q 

motet • we- must e:xpe»t t o t i nd in the double m.otots a devel-

opment of all these traits i nto the opposite direction. 

It is again advisable to distinguieh between earlier and 

later compositi ons . The earlier group comprises all those 

motets whioh derive t heir music partly f r om a two-part 

olnusula, or ent i rely from a three-pert olausula or early 

throe- part notet . Out of the motets we have just treated 

there grew e nW'llber of double motat s . The change simply 

consisted in inventing a second text to fit the mot et · 
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a contrafactum. This contrafaotum was then sung in one part 

while the original text was retaine~ 1n the other . In 

Several instances all three stageD Of this transmutation 

have reached us . Examples or such early double motets are 
tJ-,.~ l,.~ ) 1. "17 1.8 I ~ '11 ,,1 q?l /1( ' 

contained 1n the tam111es ot 11 1,~0; 17; 18; w2 1,15. 
~wk ' 1 

~hes& doubl e motets are probably the result ot a reaction-

ary tendency to counteract the modernistic French double 

motet s. This devel opment seems to have taken place some 

t~e after the collection of our manuscripts, for they do 

not oont•in oompositionsot this kind. 

All those double motets \Vhioh are contained in our 

wmanuscripta and are derived from. melismatio sources 

utilize such three-part compositions as have rhythmically 

independent upper parts , or add an independent triplum 

to a two-part olausula. They are: F 2 ,5/6 ; 33/ 34; 40/41 ; 

w2 3 , 1 (first mode); W2 3,12 (second ); W2 2 , 70 (third) . 

Of these F 2 ,5/6 is merely a reduction of the onl)· Latin 

triple motet or the thirteenth century, preserved in Mo 2 , 

35 , based on the tour-part olausula "Mors". We shall 

therefore treat all its three upper parts here . (One more 

double motet,W2 3 , 6 , has its two-part archetype in F. 

But because ot its conservatism it so-ems rather to belong 

to the next group or double motets to be discussed. ) 

In three ot the thirteen voices under consider ation 
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1Cj 

there appear melodic repetitions. In w2 3 ,1 measures 

53-58 are tmmsdiately repeated in both the motetus and 
. c;l 

triplum; and 1n F 2,33/34 measures 7-8 of the motetus 

reappear in me.asures 11-12 • . But none can be classified 

under classes one or two. Nor is there any pure example 

of class three. J' 2,40/41 triplum and both motetus and 
I I 

triplum of W2 3,1 make use of some motive technique, 

"" however , and all three parts of F 2 , 5/6 have to be 
' . ~ 

c1assitie4 under classes three.t'our; ~ 2,40/41 belongs 

to class six with both parts . All others belong· to 

class tour, because ot their rhythmical phrase arrange• 

ments . 

The design ot the eompositions is o~ten very 

dU'ticult to put into general terms. As a rule the phrases 

are planned in such a way that their endings do not coin-
r .l ;;.t~ 

cide. The simplest arrangement is that of W2 3 ,1 in 

which t he upper parts hav,e phrases of equal length, but 

varying rhythm. The p iece opens with a sequence in 

the motetus~ and then proceeds in both upper parts i n 

four-measure phrases whose endings coinoide with the 

phrase endings of the tenor. Above the beginning or the 
{'~" · . ....... 

second tenor ~lopment, however , a three-measure group 

is inserted, so that the following four~asure phrases 

constantly overlap those of the tenor , until the last 
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~ •• J3t 
phrase of three measures equalizes all parts. -- w2 3,12 

presents a particularly interesting arrangement. The tenor 

prooeeds in groups of l • l i measures , whil e the _motetus , ) 
t ~t ~·--$ +t..t p .1'4 r-L"'~ 

with one exception, consists of two~easure phrasesK The 

triplum i s apparently without desi gn , but a s crutiny 

discloses t he same phrase arrangement above either tenor 

~;t: (~,;,. .... fff~,~w ~t (..:,.~ ~ ) : ... . 
1 - l t - 1 . l t - l - 2 - l . l i - 2 - l i -• . 

2 • 2 . 2 - 2 • 1 - 2 - 2 - 1 : . • • 
1 . l i - 1 • l i -1 :ll;-1 • 1~ l:li--~ 1 Z·i -• • . 
1 - · l i - 1 • l i . 1 - 2 - 1 - l l - 2 . 1 . . . 
1 - 2 . 2 - e - 2 . 2 - 2i . • 
l . l i - l . 1~ - 1 . l i -l:li -1 . l t - 1 . • . . 

Three ot these motets have tenor arrangements which 

rank among the most progressive ones used in th~ early 
1

_ '*· ?,1) •JI)e,.iM.u-1 "'''l' 

thirteenth century. One of thefe' ptecee ie F 2 ,5/6, wb.1ch . · 
-.J-. !k I.N'\.W~ t ...__ b,..__ t.cAULtti 'ftuv'f-" ~ CM~ .. ~(. ...__) s f ~~- --~· 

J.UUYI >indiea:ta- th&t the clausula_ "Mors7 t. was composed some-

What l ater than t he quadrupla definitely known t o have 
""""'"~ 41-

been eomposed by Perotin . 
0" c~.t-J.vf;~ ~ 

The fact that t his quadruplum 

was converted intol\ a tripl e motet ~ 
({Ill.~ 

while the Perot in1an 

quadruple were only given one text for all upper parts , 

also points t oward its l ater, possibly' post•Per otinian 

date.. ~fl so , it was probably composed shortly after 
~w \ •"1,.\.;llo ~N) r ~ \t ~" ' re(, l ["" ,r ,n 1 1ot• 

J • 

Perotin' s d•ath , wit hin the first decade Of t he thirteenth 
~ Hi, .-

century. -- The tenor or F 2 , 33/34 is arranged in groups 
. tC• ~ 

of l i measures each; for W2 3 ,.12 see above . There i s no 
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r eason to bel ieve , howeve~, that the music ot these pieces 

wao composed after the turn of the century . - - The absence 
rJ< 1 

or a two-par t motet version ot w2 2 , 70 seems to indicate 

that the original two-part olausula was transformed into 

a motet quite late , and pr obably immediately into a double 

./ motet , enhanced by a new t riplum. - Presumably the 
· . No. 71 () 

l ates t ot t he thirteen parts is the tripl um ot F 2 ,40/41. 

Possibly even the two-part clausula on which t his motet 

is based is of a l ate date, as it is t he only Notre- Dame 

clausula also included in St .v . 

It is obviously very difficult to gi ve accurate 

dates. But the discussion in the preceding paragraph s 
. ~~ 

seems to lead to the conclusion that~ t e music of t hese 

earliest known double motets was composed between 1190 
w.; 

and 1210 , ~ probably not in the early years ot this 

period because the styl e is rather intr icat e . The oldest 
~ 

motet versions of these vrorks ~u be pl aced between 1200 

and 1220 to t he best or our knowledge. 

The double motets without prototypes 1n t he 

melismatio Notre Dame repertoire again tall into two 

distinct style groups. One may be called o1assistic or 

conservative. The motets of this style pursue the old 

technique of the three-part motets, triplum and motetus 

havi ng the same rhythm and the same phrase l engths . 
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They are suppQsedly due in part to the same tendency to 

which we ascribed a aimi~ar group of motets above. The 

other group is best ca~led modernistic. In the motets 

of this group each part goes its own way, the triplum 

gradually gaining a dominant place in the work. 
1?1, ~lj /'(1) ,, ,, 

To the former gr.aup belong: W2 3, 4; 7; 15; 19; 
1 1~-1 )-Yl ~ 111 S" I , 
2l .f:1rst mOde ) ; w2 3 , 6 ; 9 ; 20 t r iplum; 23 (second); w2 3 , 20 

mot etus (titth). In spite ot ~heir apparent stmplioity 

most of t~ese pieoeebetray their prox1mity to the modern

istic French t wo-part motets. Nos . 7 ; 15 ; and 19 are based 

on St .V. olausulae . Nos . 22 and 23 have partly , and Nos . l5 

and 19 entirely modern tenor arrangements. !'ive rn.oteti 

include retrains ; those or Nos.9 and 19 end with retrains , 
, 

and those or Nos .6; 15; and 23 are motets entes. Poss ibly 

the triplum of No . 6 alsq ends with a retrain.1 Ot all the 

double motets that are based on melismatic compositions 

only V12 3 , 6 shows this technique. We theretoro discuss 

this motet in this group , as it is probably due to the same 

cl assistio trend as t he other motets contained in it, while 

the .fact that both ot its parts include retrains points 

to a slightly later date than the one at Which the motets 

ot the preceding sroup were produced. 

1 See Rokset h , Polyphonies 267. 
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vi~-* lo ~ 
Some of the motets of this group are 1\~alled 

"social" motets. Their texts describe phases of lower

class life, and this desor~ptian pr ompts a conservative 

setting of the music. Possibly this simple style ot 
W.~&-1 

composition is due to ~ae f"m3t' that a sort of l;ower -

class minstrels or perhaps students of the University 

may h8ve oamposed t hese pieces with the idea of singing 

them along with .their companions ot s ocial gat herings . 
So--\A. <>t ~ 1-\'11~ c..(M) 

~~-eocitd mot~ employ melodic 
ll~·Ntl ~l 

repetitions~ ffo . 4 reveals interohanga of parts: 

a :b:c - d:e:t ~ x : g :h:i - j-k-1 - x:x 
d-e~r - a:b:c - x : J:k:l - g: h-1 : x:x 

1~1.! ~ • ~:t"W1 > f~ p~ 
No.l9 shows ~typioa~ initial parallelism in the triplum, 

t'> 
the motetue inelad:i'ftS;-bestlle-tirl:s-one, another par al-

~~ r~~-tt ... 1, 
lelism. immediately ~terwara.s; ~rt-also 

oJ;w ~. n. p~ ccl-~ ~. 
ba:e--a re~ Jiave tcrcnas~tt?-i t totntly-under classes 

~f- 14) 
tQ.re.& -an:d tive. -- The tripl11llt"-ot No.20 is formed by c'" ·~~ .... ~"' ' ~'f"- /"~c 

. f ~ 
meiodi~ and moti~e..f relations: 

1 3 11 2~- ~ 
a :bl - b:x - b:x - x :b~ - b1:a~ 

f ~ -t( 

No. 2l also contains numerous melodic repetitions in both 

parts. Apparently an equal group was meant ~o ooncludo 

the motet us sections whioh correspond to the two tenor 
\~~~1U"\~ I 

Elevelopments . These pieces t hus torm a s t ylistically 
ft.-t. ~~M- ~- c~o 

distinct group to which also Ntn-5-;; belongs . fsee mo4.ern~ 

d&uble mete~. 
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We oan classify under class one : No . 20 tripl um 

(second); under class two: No . 4; 19 t riplum (first) ; 

under olass four: No. 22 (first); 23 triplum (second ); 

20 motetus (fifth ) ; under o_Iass five : no . l5 motetus; 

19 matetus (:t'iret ; the l atter also under class two); 

9 motetua ; 23 motetus (se~ond ) ; under olass six: no . ?; 

15 tripluml{tirst ) ; 9 triplum (second}. 

The earliest French t r i ple motet, No. l 8 , is 

technically a mean between this group and the outright 

modernistic double motets . Its motetus is in second 

mode , its quadruplum partly in second and partly 10 

sixth, and 1 ts triplum i n sixth throughout . Both the 

quadruplum and motetus make use of motite technique . 

The phrase endings o£ each part coincide with those of 

the tenor . Otherwise they are so arranged that after 

a common introductory phrase of three measures there 

follow four phrases common to motetus and quadruplum 

while the triplum overlaps, t hen four phrases cOiilmon to 

triplum and motetus while the quadruplum overlaps. 

At the end of this latter &roup o'! phrases all parts 

meet in a rest f or the second time . Counting the phr ase 

preceding this rest as the first common phrase of 

1 Tfie t r l pl um ot No.15 has , however, the same 
phrase above the two portions of the retrain of the 
motetus .. 
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~'\C ~ 
quadruplum and triplum, we have· again tour such phrases 

while the motetus overlaps . This is a typical example 

ot the rationalistic tendency or the composers of the 
3- 2-2- 2- 2- 2-2-2-2-1-2-2-2 

time: 3- 3-2-2- 2- 2-2-2- 2 ~-2-~ 
3-2-2-2- 2 -3-2:!-~!i-2-3 

There then remain seven motets, probably the latest 

of all in our three manuscripts , which, to the beat of 

our knowledge, should be placed between 1220 and 1240 . 

They nre: W2 3,3 mototus; 5 ; 14 (first-. mode); \V2 3 ,8 ; 

10 motetus and part ot triplum; 1'7; \'12 4 ,36+20 (second) ; 

W2 3 ,3 triplum; 10 part o£ tr!plum {sixth); and finnlly 

W2 3 ,16~V2 4 , 31 (first mode ), a triple motet whoso motetus 

and quadruplum were apparentl y planned in W2 3 ,16 ; but 

t he l atter voice was erroneously omitted . The triplum 

follows in Wz 4,31. All parts appear toget her in Mo 2,22 . 

Probably t he triplumwas composed independently of the 

other parts and onl y l ater combined with them. This is 
"( V) 1,.. 

al so indicated by the fact that it appears in still 

another manuscript (Ars 3101) as an independent motet . 

The double motet Wz 4 , 36•20 also requires comment . Here 

we seem to have a similar case as in the triple motet 

just discussed . The motetus and triplum apparently were 

independent numbers at fi rst, and were only l ater com

bined in the form which appears in Mo 5 ,133. Passages 
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lik~ maasures 9-10 , or d!ssonances as in measures 12 and 

1 6 seem to demand this explanation. Nevertheless we shall 

treat these t\~ motets here because , owing to their origin 

through such combination , they throw an interesting 

sidelight on the development or the double motets . 

W2 3 , 3 is another soci a l motet. It is also the 

first recorded motet to take over an entire pre-ex1s.tont 

song,~this first attempt is a complete success. The 

repeated ery ot the candy man in the motetus is manipul

ated · so cl everly t hat the six equal lines which stand 

between its two utterances constantly overlap the triplum 

phrases . The tr!plum itself i s a dancing song of which 

only the first vorse is extant. A second verse sot to 

the same tune was probably meant to stand above the 
11• { v'.r• ~·Cr ... 

second tenor development . 

Othe~nse we oan classify under class one : w2 3 , 

17 motetus; under class two: W2 3 , 5 tr1pl um; under class 

four : w2 3 ,14 triplum; under class five: w2 3, 5 motetus ; 

8 tripl um; W2 4 , 36+20 motetus (all of which conclude with 

retrains); as well as W2 3 ,10 motetus and probably also 

triplum (.motets entes); under class six: Wa 3 ,8 motetus.; 

14 motetus ; 1~ triplum; W2 4 , 36+20 triplum. 

Below is one more and last chart for the t wenty 

double motets , two three-part triple motets (one of whioh) 
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w2 3 , 21, is too de~ective t o be t r eated here). and three 

four-part triplum motetG in our manusDripts: 

EARLY CON3ERV ;,TIVE MODmUSI'I C 
UODiiS : 1 2 3 1 2 5 1 2 6 

CLASSES 
I 1 1 1 1 

II !(1)- T -
III 
IV 4{1)2 2 2 1 1 1 1 ~ 1 ~1 

V ( 1) 1(1)4 - 2 t 2 t J 
VI 2 3-1 2 

l ' (l) t IIIKV 3 

(The underlined figures r efer to social songs . The brack
eted figures indicate that parts which are listed under 
other classes also belong to class five.) 

Ve see t hat the development verities our previous 

statements, viz. t hat t he t h ird mod~ drops out while t he 

second and sixth c odes are on the increase. The ratio 

betvreen the appearances of the first and second ~des 

changes from 9 to 2 in the early pieces to 10 to 7 in t he 

conservative ones to e to 9 in t he modernistic double 

.mot ets. The melodic and motivioal techniques lose their 

importance still turther, in f act , they appear almost only 

in the social songs . A complete l ist of all our motets 

wit h their class and modes vnll orientate the reader in 

~bsequent discussions. 
/ 
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LATIH TWO-PART MOTEl'S 
EARLY LATIN (ctAU96LAf MdrETS NJM LATDT MCYrETS 

CLA~dEd l 2 3 4 5 6 l 2 3 4 5 6 
, 2 , 3 

4 6 
'1 ~ 2 
8 1 
9 i 2 i2 

10 1 
11 1 
12 1 
13 1 
15 5 
16 1 
17 1 
18 1 
19 2 
20 1 
21 1 
22 2 
23 l 
24 2 
25 1 
26 6 
2'1 1 
28 1 
29 1 
30 2 
31 1 
32 1 
35 6 
36 i2 i 2" 
37 1•6 
38 1 
39 l 
42 1+:6 
43 1 
44 1 
45 .t l 
46 1 
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L1TDl TWO-PART MOTEl'S 
EARLY LATINaLAUSULA) Mdi'ETs ~l:Fl'f LATIN uorms 

CLASSES 1 2 3 4 5 6 1 2 3 4 5 
w22, 2 

16 1 
24 3 
zo 1 
31 1 
34 1 
44 1 
51 1 
53 1 
54 1 
55 3 
57 3 
63 2 
71 2 
76 1 
77 1 
81 1 
84 1 

FRENCH TWO- PART MOI'm'S 
EARLY FRENCH (CLAUSULA) iltlrim1 NEN FIUlVOH MOI'ETS 

CLASSES 1 2 3 4 5 6 1 2 3 4 5 6 
~2. so i ! i ! 

24 , 1 6 
2 
3 
7 
8 
9 

10 
11 
12 
14 
15 
17 
18 
19 
23 
24 
25 
26 
27 
32 

1 

1 

2 

1 

1 

2 

2 
1 

1 
1 

1 
e 

1 

1 

6 
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FREtfCH TWC>-PART MO!'ETS 
EARLY FRENCH ( CLAUSOLA) 1!drl!1M NEW FRENCH uorms 

CLASSES 1 2 3 4 5 6 1 2 3 4 5 6 
W24,33i 

33b 2 
34 1 
35 2 
39 4 
40 1 
41 i 1 t l 
42 3 
43 3 
44 2 
~ 1 
47 2 
49 t l tl 
50 2 
51 1 
52 2 
53 ! 1 i l 
54 i2 i2 
55 1 
56 1 
57 1 
60 tl t 1 
61 1 
66 1 
67 1 
68 t 1 i 1 
69 6 
'19 t 1 t l 
71 1 
72 2. 
73 i 1 i l 
74 3 
7~ . . 1 
76 1 
78 1 
79 2 
8 0 2 
81 ·2 
83 1 
85 i2 ~~ 86 i2 
88 1 
89 i 2· t2 
90 2fo6 
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THREE-PART HOI'm'S 
EARLY lldl'!TS LA 'I' ER M<JrETS 

CLASSES 1 2 3 ~ 5 6 1 2 3 4 5 6 
' r 25~: ~i ~~i __ ......;.; _____ .;;;....__..;:;., ___ 

1,16 m. 1 
t. 1 

~2 ,39 m. 1+ 1+ 1+ 
a-d t. 1+ 1+ 1+ 

q. l+ 1• 1+ 
w1No.1 m. 1 

t. 1 
q . 1 

No. 2 m.. 1 
t. 1 
q . 1 

No.3 m. 1 
t. 1 

No.4 m. 1 
t. 1 

No. 6 m. 1 
t. 1 

No. a m. 1 
t . 1 

F 1, 1 m. 
t. 

2 m. 1 
t. 1 

4 m. 2 
t. 2 

5 m. 
t . 

9 m. 
t. 

10 m. 
t. 

11 m. 
t. 

12 m. 
t . 

13 m. 
tl• 
ta· 

14 m. 
t. 

1 

1 
3 
3 

2 
·2 

1 

3 
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f 1,15 m. 

t. 
17 m. 

t • 
18 m. 

t . 
1 9 m. 

t. 
20 m. 

t. 
21 m. 

t. 
22 m. 

t. 
23 m. 

t. 
24 m. 

t. 
25 m. 

t . 
26 m. 

t. w21, 5 m. 
t. 

12 m. 
t. 

15 m. 
t. 

1 

1 

1 

1 
1 · 
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THREE-PART lJOI'ETS 

F! uoa~ss 6 1 ~ATX§ Yotm'S 5 

2 

ti ti 
1 

. t~ !; 
1 

t~ ii 
1 
1 

1 
1 

ti li 
DOUBLE AND TRIPLE ll<Yl'ETS 

EARLY cdNs'mVA'E!vk : MODERNISTIC 

l ! .5-5 m. . 
CLASSES WO 1 2 4 5 6 1 2 3 4 5 

t. t1 1 . 
q . il 1 

33- m. i l il 
- 34 t . 1 
40- m. 1 
-41 t. l 

if 2. 70 m. 3 
t . 3 

6 

2 
2 

1 
1 

1 
1 
3 
3 
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DOUBLE AND TRIPLE MOl'J:rS 
EARLY OONSERVA'f!V! 'MODERNISTIC 

CLASSFS 3 4 5 6 1 2 4 5 6 l 2 3 4 5 6 w2 3, 1 1 ~ m. . . 
t . 1 

3 m. 1 
t. 6 

4 m. 1 
t . 1 

5 m. 1 
t . 1 

6 m. 2 
t . 2 

7 m. 1 
t. 1 

8 :n. 2 
t. 2 

g m. 2 
t . 2 

10 m. 12 i2 
t . 2+6 

12 m. 2 
t . 2 

14 m. 1 
t. 1 

15 m. 1 
t . 1 

1 6.. m. - 1 
4 , 31t. 1 

q. 1 
17 m. 2 

t. 2 
18 m. t2 t2 i2 

t . 6 
q . 

i l i 1 
i2+6 i 2 +6 

19 m. 
t . 1 

20 m. 6 
t . 2 

21 m. ' t . ? 
22 m. 1 

t. 1 
23 m. 2 

t . 2 
w2 4 , !6+ m. 2 

+20 t. 2 



CHAPl'ER VI~ 

.;,vr, y 
The olassifi oation ~ nolodie types of the 

~ 
early motets w111 serve as the grotta!wor~ for~ further 

Jt '\MM) ~ ~"""} i;, 
discussions. ~ turn to the basis or the motet --

:rt·-~ ~ J. > 
the tenor . We remember' that Garlandia ment ionU t.aet 

wk•4- ~ 
three points must be ~eB iB~ consider~ in the ,.. 

arrangement or each part • viz. melody • phrases, and rhythm. 
~..(> ~., ~ 

~'therefore proceed in accordance \vith this statement~~ 
\.¥All ~"" I 5' I.·.!Ht ~M.d +o 

as we-did in chapter seven in ~~~ the upper 

parts . c;. . ~ 
~li1s ~.., ~~~ 

~he men~ion of ~he first of ~ase-pointsAwith ~spect 
w itl 

t.e the tenor has aroused some discussion among modern 
VIJ. . 

scholars , whether the melodic qualities of the tenorsJ as 

Gregorian chant tunes> did r or did not/ influence the form

ation of their phrases , i . e . the modal patterns t o which 

t hese melodies are subjected in the discant style. 
ov 

Kuhlmannl f!ndf some support tor an affirmative answer to 

t hi s question in the following statement of the Anony.mus 

IV1 "Sum.e troporum unum oertum, prout punota vel soni vel 

~eli in gradali pleniu.s iungantur et pone in pergamena 

exempla; deindo subsequenter fac alium ordinem punctorum, 

1 OR• .2!!• I • 16 . 
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nisi ille ordo tuerit sufficiens, secundum quod melius 

perti net in modo . nl Yet the Anonymus fails to make any 

reference to melodic treatment whatsoever. It i s therefore 

very uncertain whether he m~ans that the experiments are 

t o determine t he best \18y of fitting the melody t o approp

riate phrases , or simply to detenmine wh ich pattern will 

most easily absorb t he number of notes of t he melody . 

Equall y inconclusive are t he quotations from Anonymus 
.A. c.r ... 

snd Johannes de Grocheo3AKuhlmann ~ives. 
~~ . 
b- must therefore look into the music for an 

K-w.l 
answer to OQl" question . Ludwig already remarked that sane 

.J~, lt~ (>. 

t enors seem to prefer certain arrangements.4 .In~-.fact 'tf..tVt 

same ot the most frequently used tenor me1odies reveal 
(;"'-t. 

such a tendency. But wer finds t hat each of the melodies 

that seem to prefer a certain arrangement also appears in 
1k., ..... rn.,l.J. 54-. , •,....r ~'t 

other arranaement s. A :fhe predominant use of a particu1ar 
~M ~tso'lt-4~~ ~ ~"".J r.J{tq_; 

pattern seema--t-ftere1''0re to b e.\lsed~ b y the tact that 

Perotin~ or another influential master , ·had chosen this 
,,l 

particular to~tion and t hat his solution was accepted 

as authoritative by later composers. Deviations from 

it can be explained as the products ot composers who %~re 

1 doussemaker , Scriptores I, 3~. 
2 Coussemaker , SOrlptores I, 379b. 
3 \'folt • Grocheo 1o9: 
4 ~epertorlum 87 . 

"'a .\ .u . I "1"-t.,, {. KO ~,1 

(r~- l5>ff· 
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(NUl.( 

either~ ignorant ot the established arrangementJ or did not 

accept it as authoritative. To quote only one , the most 

trequent~y used of all tenors, "In Seoulum" from the 

Easter gradual:l We lm:ow f'orty-tlve dit"terent motet oom-, ,. 
a.rc-4.(.~ 

positions above this teno.- "'(a,Part from different text 
Q.~w.U t\1} \0 ~{.4,"'-'p.f(_. ol.V.>c~ dA'"'.4"tu.., 

versions of some of them)" A few show either ir?egular 

grouping or no grouping at all - - series ot simplicee - 

and 1n some others various tenor developments are treated 

' below. (Four ot the tarty- five pieces were not 

available 
~ :>. )W ¥1-~ 

to tho writer.)~ The result ~is that , beside the 
cYV w·,-·t•;~ oiJ ~'>i~~l 

various treatments of the melody in th~ . irregul ar A arrange-
t.s 

menta , we ti~ the melody~ grouped in phrases at 

3 notes in 2!f1nstances 
4 " " ~~ · " 
5 " " 10'5 " 
s " " a1 " j 
? " tt ,4:t tt ... 

8 " " ~ I " 1 

The preponderance of the ternary grouping is evident , but 

it cannot be- ma intained t hat it was the melody that caused 
• , J 

~~ ~11. ~' ;'f-"' • .__,. CA..._>-<.- .. ,. ....... 

the selection of this g rouping ~ Furthermore, ~ 'V'Ih'J 

ot the group;'t~r quaternary quinary, and septena-ry -phr.a-see· 
~ t-...u.·1:t frn"' p 17t1 .) 
we tin4 several different solutions,~so th~ch ttM& atr-
1"erant notel)Ot' -tne- m&lody-!n'e4:1.'8at-eda s ~main bel.Its. 

1 U 13 according to Ludwig , Repertori~ -T .J. ..,. \~ f'tt 
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Pt.>r~~~ 8&&!4 most of these groups contain arrangements in t he 

first , second, third, and f'if'th modes . The oldest pa·~tern 

t o which v~ find this mel ody subjected is indeed the 

te~ary pattern i n t he fi~th mode. It appears in a discant 

clausula which is possibly a Perot1nian oompoaiti~n {Wl t 

90v). And this simplest ot h~;~~ements , based on author-
rr~,.._{tt.·~ 

i t y , i s ,, t her efore used most frequently. 
Nv.> e.J. 

Kuhlmann~suggest1 that t he predilection tor this 

tenor may be caused by its simple melody , resembling a 

liturgical recitative with an acoentua gravis at the end.l 

The melody is indeed one of' the finest of the tenor 

reperto~e. But t his fact is probably one of t he minor 

reasons tor its popularity. The most i mportant reasoni ~!J'~ .... I~. t' 

however, hJ that the melody is part at the liturgy ot one 
~ 

of' the most prominent feast~ and the words sung to it 

express f aith in God and Hi s mercy: "Confitemini Domino , 

quoniam bonus; quoniam in seculum misericordia eius." 

f"B I rtf t r C! rtcrt1 1Sl c lll ct l rr r l t J j r-t 
r 10 ,~ i.O #u,.. 1o 

The affirmative solution of ~ question, whether 

not the melody pl ayed any cons iderable part in the modal 

arrange~Mnt ot th«t Gregorian tunes in th~ tenors or discant 

compositions and motets , apparently receives support trom 

Kuhlmann' a research. He states that most endings -- and , 

1 Op. clt . ·I ·, 27 . 
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~o a less degree, beginnings - of ten or phrases seem to 
(~ k ,.,J.It-1.) 

be made on the tinalis - an~ on the co-tinalis, we may 

adtt - i . e. those tones which conclude a plain chant and 

thereby · determine its ~y.1 But he admits that there 

are final endings which haw nothing to do vtith the 

endings of the preceding phrases ; he calls them suprise 

endings with a ooda e:t:tect.2 

I s this a proof, however? These melodies are 
~C.'Y\\ 

taken trom the ~. They muat therefore belong to one 

of the church modes, though sometimes the modal character

isti~s may be indiscernible , because these small portions 

ot the chant, always taken from highly melismatic sections , 
I ~ 't : . 

may not suffice to establish the mode clearly. This, in 
' 

turn, means that t he tenors will mostly have one or two 
.,AA{ 

notes around ·whioh the ,...melody revolves . Since these central 
ryJJr 

notes are sung more .frequently than ~ others, they must);~ "'d -m~l4.4"~ 

necessarily also appear "1!le.Pe trequentl;y on main beats 1 .,_,...v( ~n. 
· m or t. .fl--~~:6 

beginnings and endings or the tenor phrases'" tlian other 
"r I 

The melody of "In Seoulum", e.g. , ""'~· ~,..rn notes in-any ~errangement. 

1 §P• clt . I, 20. 
2 2R.• Olt. I , 2l.r; 8ftd- he reels that he must tor 

this reason oppose Aribo' s statement (Gerbert , Scriptores 
Il , 25l b ), viz . t hat the melodic mode or a tune has to be 
judged entirely by · th~ closing note . Yet Aribo deals with 
entire ohant tunes , not with seotJo~ taken from them 
almost at random as are most ot-sb.t'~·t·enors. Thus there 
is•no contradiotlon between Aribo' s ~tatement and these 
endings . 
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is clearly 1n the fifth church mode and contains within 

its thirty-tour notes 7 A, 5 B, 14 c, 3D, 1 E, 1 F, 3 G. 

The C will of neoeosi t y occur most frequently at phrase 

endings, regardless of the arrangement chosen. 

There then remains no support to the positive view. 
,~--- a • ~~ r~ • - --· 

' Me!2eover, we=T"ememl19r tmre"Xin many motets the tenor is l r i 

· repeated several times, and frequently, when the number of \ 
' I 
t notes contained in the melody is not divisible by the 1 

1 number at notes contained in the modal pattern, the new f 
I ~~~ \ 

l 
tenor ~opment starts in the middle or a pattern. '\ 

. 

In this case, in ea oh d;:;l:fJIR~ _th~ aocen~ fe.ll_ o,.:t -...! 

different notes. This, together wit-h he-·-arguments· g1"Vcn 
~. ~-u;;;:;:; • 
alt~': '<>roefi tHt to reject Kobl mann' s opinionl t hat tenor 

rhythms are ohosen with the intention of bringing the 

melodic qualities of the chant tune best into r elief , or 

even to recreate a better melody and bring about motivio~ 

relations. When the Gregorian tune was treated as a 

tenor or a disoant composition or motet, it inevitably 

lost its oont1nu1ty and therewith the elementary logic 

ot a melody. ~,~tAu- ~-"":~' ~ L:.e.~~ x..~~ " ~~~~"'~ t'cv ~, 'i....._tt_ ·~ 12£'1·~ 
~~ ....... 1-(, ~ ~~t 

In faot, Kuhlmann oomes around t o .oUr viow when ~ .• Y, .. ~ ~ ..... * 
~"""-..f ~ ~~,-.,...,{ 

he .. e~lains the relationship or the parts (Garlandia ' s -b .U..~ ~ '..lt4-..t-~J 
l Q.. • • · • • 

point four). Bo admits k&Pe2 that not problems or harmony ~...A ~ ..... H ~~ 
f . t • r fl 

11 .A~' <:,.~'1-:'t"'- .. • 

1 Op. o It • I , 4J. . - 2 QR.. £!!. I , 88. 
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~ 
but rather4 o~ form are sought to be solved 1n this music. 

These form problems are according to him: (a) the mathem-
~~ ~'#. ~,-tJ. 

atical solution oft a motetus 8~0~ a certain length)~ 

t~ including the accommodati~ Qf pre-existent moteti 
~-M~~~ 7 

or of pre-existent portions thereof~(see chapter nine); 

(b) the arrangement at the tenor, including the ohange at 

its. pattern as well as the overlapping or modal pattern 
~r 

and mel.o4le ·repetition, which has just been referred to 
3 

(see also chapter tour). b.o~ ~ OrwU> 
·~~-~ - -

Garlandia' s points two and tllree (phrases and rhythm) 
~ ~ 

with respect to the tenor have aroused- still further contro-

versy. Where do these rhythms and these short phrases have 

their origin? This question has already been discussed in 
Lj 

chapter five, and so it will not be necessary to cover it 

here again in full. However, str aDge as it may seem, the 

question of the origin or the modi appears to some 

observers to differ from th8~ of t he origin of the modal 
If( l r ~ 

tenor. WhH:e they seek the origin ot the modi in Latin, 

Provengal, and French courtly literature, t hey believe that 

popular music inspired the modal tenor. 

thinks that the tenor rhythm shows t he influence of dance 

and march musicl , a thought expressed by others as well. 

One explanation will suffice tor both theories. We 

1 Op. !It• I, 85 tt. 
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have already made our position clear in chapter two. We . 

teel that the modal. rhyt~, modal pattern, change or 

pattern, and overlapping tor.m .a mathematical-logical 

process, springing from the scholastic atmosphere ot the 

cultured classes. No literary nor popular inrluenoes, 

nor considerations or melody are needed to elucidate the 
Ol-1£ origin of these techniques . The mere tact that lie may 

teel such influences at work when...- sing~his music i s 
t-1&1'"' :.0 

not conclusive. 1\ 'the tenor le not mechanically arranged 

as Ficker assertsl. He is closer to the point vlhen he 

adds that the Gothic spirit and rationalism here conquer 

matter and melody. But the musicians ot the Gothic 

period did not enjoy mechanical division. Individualism, 

personal interpretation o~ authorities, the establishment 

ot logical relations between various torces are the 

basic traits ot the time . The regularity ot t he pattern 

only served to express a certain tendency or individuality 

in one part . A part so arranged i s interesting to the 

artist only it another individually treated voice can be 

brought into a certain contrasting, and ,yet balanced, 
~ 

relation to it. It is the idea of such~relationship that 

scholastic phil osophy brings to the height of perfection. 

I t is this idea that underlies the structure of thirteenth-

1 f oreprobleme 205t . 
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century_sooiety , politics , and art . 

Let us now list the tenor arrangements 1n the 

various classes of motets . We again combine the early and 

new Latin two-part motets; and in the three-part and 

double motets we combine classes one and two, three and 

t our, and five and s ix respectively. (The index numbers 

indicate the mode ot t he arr angement .} 

EARLY AND NEW L/\TDI TWO- PART UOTETS 
CLASGES : I II III IV V VI 
ARRA1iGE10JT 
dl t 1 
ss (1ongae ) 1 5 1 i 
3 lJ/r; 2+3/2 2 3 3 4 
2 si/ 3 11/5 4t-3/2 2 3 l 
3 li?- 1 1i ~~ 2 si 3 1i/1 1 1 2 i 
3 11? t 2 
2 si 3 1i/2 1 1 1 
si 3 1i/3 1 
si 3 11 3 1i/3 1 
3 li 2 11/ 2 1 
3 1i/ 3 1i 2 11/ 
si/ 3 li/~ 
si/ 3 1i li/ 1 
2 si/ 3 li 2 11/ t 
2 11 3 li/ 2 
3 li/ 2 1i 3 li/ 
si/ 3 11/2 .1. 

si/ 2 li 3 li/ 
2 

2 si/ 2 1i 3 li/ 
2 li 3 11 si/ · 1 

On comparison we find that classes one and two are 

rela ted to each other , so .-ar e classes tour and s ix. Class 

three stands in the middle between the two croups , a pos

ition it had also in chapter seven, when i t shmved affinity 
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partly to melodic and partl y to r hythmical arrangements . 

Classes one and two use, on the whole , simple patt erns of 

t wo , four , or eight perfectiones only , consisting ot only 

either three or five notes. In class three we already en• 

counter quaternary and septenary patterns same ot which 

contain five and six perfeotionea . Classes four and six ' 

contain s till more of these modernistic patterns of four , 

six,and eight notes . stretching over three and five per

tectiones. 

THREE- PART MOTP."rs 
EARLY LATER 

CLASSES! I•IIl III+IV VI I III VI 
~Dmi~~N~G~~~~s~--~~--~~----~----~--~----~.-

41 
ag 
3 li/.5 
2 Si/ 3 11/5 
3 1i/J. 
2 Si/ 3 li/1 
3111 
2 si 3 li/2 
si 3 li/3 
.3 li 2 11/ 
si/ 2 11 3 11/ 

5 
3 

1 

1 

3 
4 

3 
1 

1 

1 

1 
1 
l 

1 

On the vJhole these list ings confirm our findings in the earl y 

two-part motets . 

The more complicated tenor arrangements of the new 

~rench two-part motets testify clearly to their later 

date: 

1 We include here the two pieces ot class three which 
are akin to the melodic arrangements, viz . F 1.13 and 14. 
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NEW :E'RENCH TvlO-PART MOTETS 
CLASSE2: I II Ill IV V VI 
AR!W1Gi&ENT8 
d1 1 
sg 3 2 1 1+2/2 2/3 
3 1i/5 2+2/3 
2 si/ 3 1i/5 2 1 
3 1i/l l.i 4+1/3 
2 si/ 3 1i/1 1! 1 
3 1i/2 2/3 2 2•2/2+1/3 
2 Si/ 3 li/2 1 4 1 
si 3 li/3 
si 3 li 3 1i/3 
3 1i 2 1i/ 1 2/2 
3 1i 2 11 2 11/ 1 
3 11/ 3 1i 2 11/ 2 
3 11/ 3 11 2 11 ~ 

2 1i/ 
3 11 2 1i 2 11 i 

2 l i 2 11 
2 li 2 11/ 

si/ 3 li/1 1/3 
si/ 3 li 2 11/ 1 

• 2 s i / 3 1i 2 11/ 1 1 
2 11 3 1i/ 1 
2 li 2 li 3 11/ 1 
3 1i/ 2 li 3 1i/ t 1 
si/ 3 11/2 i 
si/ 2 11 3 11/ 
2 si/ 2 li 3 11/ 
••• 3 li ••• 6 2/3 
4 1i/6 1/3 
t r ee 1 1 
i rregular 5 

The interest in the earliest a~rangaments declines 
' here considerably, with the eaception of the simplices 

arrangement, whioh appears 7+2/~2/3 times. This tenor 

arrangement remained popular throughout t he t hirteenth 

century. But while its populari t y in t he earl y motets , 

where this arrangement i s always canbined with t he first 
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mode 1n the upper parts, is apparently due to its proximity 

to the chant, the longa seri~s is now used rather as the 

simplest way of arr8Il81ng the ten or, and is also combined 

with the seeond mode 1n the upper parts. We come across 

patterns vmich coTer one, two , three, four, or five 

perfeotiones in various ways, the short ones decidedly 

predominating. It we compare these patte~s with t he older 

patterns which usually cover four or eight perfectiones, 

we see that the trend swings toward quicker and more 

varied rhythms. 

In a few instances an important development of the 

future i s foreshadorted in these tenors, a development which, 

1n the fourteenth century, leads to t he formation of large 

rhythmical units in the tenor . These are deliberately used 

to form contrasts to the melodic units or the same part, and 

both are repeated independently from eaoh other . (This 

technique has been called isorhythm by LudV'rig.) In this 

rEmpect V/2 4, 75 and 81 are especially interesting. The 

latter, . however , shows same irregularities in the notation 

ot the tenor. Possibly the scribe was not sure about the 

tenor pattern or this piece and mode a mistake which 

turned a regular pattern 3 li/ 2 li 2 li 3 11/ into an 

1sorhythmioal arrangement, spread over the two tenor devel

opments 1n the form 2 li 2 li 3 li/ 2 li 3 li/ 2 li 3 11/ 3 li/. 
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Yet tho parallel version of this motet in R No.5 shmvs 

the same arrangement, and so it may have been preserved 

correctly. However , even if th~ first of these patterns 

had been originally intended, it would be quite unusual , 

as this pattern covers six perrectiones. It occurs only 

onoo more, but in the first mode, viz . in the second dev

elopment of Wa 4.67. This motet , in turn, based on a 

st.V. Claueula, shows in its first tenor development a 

singular pattern ot eight perfectiones in uninterrupted 

first mode (see above). Both these patterns ~e late 

o~fshoots of the early tenor arrans ements , and do not 

point to the future . w2 4,75, on tho other hand is a 

typical precur-sor ot isorhythm. Here again the complicated 

pattern bat~~~d our scribe, and we find the notation ot 

the .tenor quite confused. Only by conjecture plus t he 

help of the other version of this motet in Mo 6 , 225 was it 

possible to put it into order. The tenor melody is 

arranged very interestingl y : m (notes l-19) - m (without 

note 2 ) - n (notes 20- 25, omitting a note ot the original 

melody at the beginning ) - n (plus notes 26-27) - n (20-25) 

- n (20-27)~ OVer these sixty-five notes the artis t 

spread the following pattern five t imes, leaving the l ast 

one uncompleted: 2 si/ 4 11 3 11/ 3 11 2 11/-- \ l.~rl 

\ ffirfill1 'l m' fl ..,l. The ditterenoe between this and other 
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patterns of eight perfectiones is that it is individually 

conceived, and constructed of several dist inct rhrthmical 

motives , both basic elements ot i sorbythmio tenors. 

Let us finally inspect the double and triple motets 

with respeot to their tenor patterns: 

DOUBLE AND TRIPLE trOT l!."TS 
EA:U.Y CONSERVATIVE MODERNI STIC 

CLA.JSES: I III+IV VI I•II IV V+VI I•II III•IV v .. vi 
l RRANG»:.Mrs 
dl 
sg 
3 li/5 
2 si/ 3 li/5 
3 1i/J. 
2 si/ 3 li/1 
3 li/_2 
2 Si/ 3 liJ2 
3 li 2 1i/ 
3 li/ 3 11 2 li/ 
si/ 3 li/1 
2 1i 3 11/ 
2 11 2 1i 3 ly 
si/ 2 11 3 11 
s i/ 3 li/,q 
si/ 3 li//5 
si 5 11/ 3 li 

2 li 2 1i/ 
irregular 

1 

1 
1 

1 

1 

1 

1 

1 
t ! 

1 

1 

1/3 

1 

1 

2/ 3 

1 

2 

1 
1 

1 

¥/e see that those motets we called conser vative 

because of their equal phrases in bot h upper parts oompon

sate for t hi s conservatism with greater intricacy of tenor 

a r r angementa. On the whole, these early double motets 

do not take up the most modernistic tenor arrangements·, 

worked out in the two- part motets . The only addition to the 
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patterns we alr6"ady encounter ed is found in V/2 3 , 7: 

si 5 li/ 3 li 2 li 2 li/ - - 1 ~ 'rm\l?Tf\111 'FU ' , t he first 

pattern that contains seven perf ect iones . The intricacy 

of a tenor pattern is thus no safe indication o-f age and 

oan onl y be used as an additionol , not as a primary indic

ation. 
CAi.···v<. 0 

The patterns ~)listed here are usuall y oarried 
r r v)l\.J 9-h'""' 

through an en~ire piece, or at least through one develop-
' . 

ment of the tenor melody. Slight deviations from t he 

pattern, most l y in the form ot several longae, may occur . 
(~ ~ ·~~ ~~M.) ~ :r->-~~:h.t.~ ~t. ~£Wt.""'~ A. ....... ~~ 1.) 

at beginn_ings and endings ot ~bpmants. " When the tenor 

is repeat ed, it is usually r epeated .in its entirety, but 

here again beginnings and endings may be somevthat irregular 

in t hat at either or both a few unrepeated notes may ooour . 
~~~ 

Thof\melody itself, however, ot'ten tncludes partial· repet-
~ 

it ions. \1hi,.le the tenor pattern is frequently chansed when . 
~~~~ 

the tenor m&JfdY is oompletely r~~is never oeoure 
~ (!A)~ W'\'tW ~+T1''1·q~l .~- 0 • 

~partial repet itions"' ~ thuo re~ red-to the 
--tormer as developments , and have distinguished them from 

mere repetitions. 
pt< J.t.,J 

The tenor melody is usually developed not more 
0'\,_~1 

than twice. The first motets t hat include three teno~ 

developments are the l at er three-part motets F 1 , 24; 25; 

and 26; the other moteta wit h three developments are 

I . 
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W2 3, 5 ; '!12 4 , 7; 18; 23; 36 . We i'ind two early and one 

later motets , however, that contain four tenor developments : 

F 2 , 38; 2 2 ,-55 ; W2 4 , 57 , while only one motet has five: 

Wl No . l which actually consists ot tour clausulae over the 

same tenor , the last of which contains two tenor develop

ments. Uotets with one and t\-vo tenor developments are 

about equa1l.y frequent m bath early and later c0mpositions . 

The modal. pattern may change in each development, 

but does so only in about twenty-trio per cent . ot the 

possible instances , equally i n early and later motets . 

Half ot these are changes toward a quicker rhythm, halt suoh 

toward a slower one , also about equally distributed between 

early and later pieces. But since the tenor patterns of the 

later motets are , on the who~e , quicker in rhythm than those 

of the earlier ones , the later motets are shorter on the 

average . . 
I r~-~ "'"*~·t;w.... 

Within a development changes of the pattern ooour 

only rarely, usually in the form or several consecutive 

l ongao , inserted among the reiterations of an otherwise 

concisely formed pattern. Thera are a taw interesting . 
,)~J.··l:"\-

exam.pleo, however , where differ-ent parts of one tenor deveJ.op-
1-l ~· lqS" 

ment are treat ed like different developments . W2 4 , 71 , e . g., 

has a tenor arranged melodically a-a-b with the respective 
\ I 

patterns 3 H11 - 3 .lt/'1 - ,.2-M./ 3 H/1• The tenor of 
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No- I/, 7 
~'lz 4 , 32 has the melodic form a -a-b-b treated throughout 

in the pattern 3 v.r/1 so that eaah melodic seation ends 

simultaneously with a pattern. ',!hila this is not conclus-
N•"'l2. 

ive , the s~e ten~r melody~is used in 12 4 , 68 , and is 

there arranged in the respective patterns 3 ~/1 - -

3 ~/1 - ..2 ~/ 3 )&.' 2 -;K/ - - ,2- ~/ 3 J.,r 2 U/. 
~,.~~ 

An additional :toature , whose I:lOaning JJHJ discussed 

abova , is that the end of a tenor development need not 

coincide with the end or a pattern. The result is t hat 
~~ ....,~\ <~ t:l&£AY't Q.H.I}.j~'" ~~CA-ll'd 

they overlat>Ai and We tiild this feature in about eleven per 

cent • . of the possible instances among the early motets 

and in about t wenty per cent. of the possible instunoes 

among t he later motets . 
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CHAPrER IX 

THE INTERRELATIONSHIP OF THE PARTS· 

s- ' uu.+ .,.--.c. 
Chapters seven and eight have g4.va tte the rules, 

techniques ,and styles which were used 1n the composition 

ot the single parts ot motets . New problems confronted 

the composers when it came to the coordination or these 

various parts 1n one composition. These problems are 

presented by Garlandia 1n his points (4~ equality of ~ 
' 

length~ all partsa (5~ combination at the modes ~ween 
~ol"(-~ ~ - !-...- '"' -'1 ~ €. I vJ\.U 

the ~arts; and (6t good harmony.l We shall then 
~~ 4--< s-, \>l"" .. t U,) 

pt'oceec! iie take ap.-tbese points" leaving tM last-one tor 
+(t 

eur next chapter. a. . f~~~ 1 /..1~ 
Equality ot length at all parts 1s not so salt-ex-

planatory as may seem at tirst glance. The voices were 
Net~h 

not composed simultaneously. lloMover.. the phrases or the 

various parts d:o not coincide in length nor, as point five 

will show • do they al\vaya proceed in the same rhythm. It 

was a real problem to join several voice.; and, though the 

tenor had a predetermined number or notes. many changes 

in the tenor melodies became necessary to a ccommodate the 

new parts. 

In the motet this tact took on a new significance; 

.._t" ... 
l See beginning at Chapter seven~ r IOi:l) 
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tor after it had become independent of the discant 

clausula,, texts seam o~ten to have encouraged the compos

ition ot motets rather than to have been added to already 

existing pieces of mnsio. Neither the single words nor 

the general mood at a text had any intluenoe on the music 
-4tt&; {t.v.) 

(excepting perhaps some popular influenoe in aocial songs). 
"1) ~ ..J:v;·r '· 

But the verse scheme , me.tl1ilY' the meter 1 and always the 
S<:-"1~->-v 

number o~ syllables ~luenoed the musical composition. 

This is probably the reason why the musicians had to 

exper~ont with the tenor melodiea , as Anonymus IV describes 
b 

it in the passage quoted at the beginning of chapter eight . [\f f · t74( 1 
-r~) ~ .. "' ~<.... 

-i\_ was .a mathematical problem to find out the approximat e 

number ot measures necessary to accommodate a given text ; 

approximate , because the met er admitted varieties of 
q 

rhythmic&r interpretation (see chapter eleyen) . These 

varieties afterwards helped to adjust the upper parta,by 

shortening or lengthening them, t~ the desired exact 

dimensions. Secondly, the composer determined the mode to 
H""'~-"~ ~t. li· .l .~ovA' J, , . _,, 

Which the text seemed best suited. 'Ph8't done, he apparently 

selected a tenor melody and then set aut to find the best 

way or arranging 1 t. This experimentation ~inds 1 ts ex

pression in the treatment ot the tenor melodies. 
~ I 

Let us return to ow:- "In -Seculum" melody. The 

' complete melody, as given in chapter eight, is used 1n the 



193 

/ 
following motet families: Ma 5 ,12 (first development); 

' w2 2,16; ~34; ~;2 3, 23 {second development}; 1¥2 4,9 (first 

development);vi9 ( seoond development);V5o; vLoe No.a ; 

Uo 5 ~5; '137 (second development) ; ~02 ( f 1rst development ) ; 

A'l07; ~~8; vl20 (second devel opment) ; "1.33 (second developn:ent); 

/134 (first development ); V"l62; ¥178; 197; 'l1o e;218 (seoond 
V V 

development); 230; Uo 8 , 324. 

On the other hand , the following omissions and 

repetitions ot notes take place: 

Note 1 is omitted in Ba No.l2 (second development ); 
" s 1,2 are omitted inVWz 4 , 9 {second development); 
" 1 , 32 , 33, 34 are omitted 1n~W2 ~,10 and~12 4 , 2 

" 

" 
" n 

(second development); 
1,33 are omitted in Ba No.l2 (first development) ; 
1,34 are omitted and note 31 repeated in)T:a 4 , 2 

(first development); 
7,8 , 29 are omitted in Mo 5,138; 
7 , 8 ,33 are omitted in eo 6 ,~07 (seoond development); 
19 , 32 , 33, 34 are omitted in~2 4,26 {first develop-

ment ); 
" ~ 33 is omitted in w2 2 , 66 andvW2 3 , 23 (first devel

opment ); 
" 33 is omitted and note 28 repeated in Uo 5 , 134 

(second development); 
" s 33, 34 are omitted in~·~ 4,55 (first development); 
" ' 34 is omitted 1n Uo 5;120 (first development) and 

~&o 5 ,133 (firs t development); 

Note 1 is repeated in W2 ~155 (second development); 
l4o 5 (163; and Mo 511.66 ; 

" 30 is repeated(?) inVW2 4,19 (f irst development) ; 
" 33 is repeated in 1Ja 5 ,12 \Secon~ development); 

~12 4,26 (second development); vvo 5 , 8? (first 
development);Vl02 (s~ond developnent); vMc 6 , 218 
(first development ); 223; and Uo 8~36 ( second 
development); . 

" 33 is repeated, note 2? omitted, and a note added 
between notes 25 and 26 in Mo s ;338 (:firs t dev
el opment); 
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Rotes l-3,4-6,9-11.12~14,15-1?,18-20 1 21-23,24-26, 
2'1-29 , !%l-32,33 are repeated,and notes 7-8 
are omitted 1n Mo 8,20? (first development); 

" 8 ,9,20 , 28,29,30 A.re changed in Hq No.ll9. 
(~en more motets oould not be studie~ in this respect.) 

T..he.s~ changes or melodies, small as they are in most 

instances , played an important part in bringing about the 

desired l~th. Another factor contributing to the achieve

ment ot Stt1table l ength is , at course, the repetition of 

the melody.. We have motets over this tenor which show the 

melody ef~er once, twie~s or three times. In s-ome instances 

only certain portions or the melody are repeated, other 

portions, ·in turn, may be dropped entirely. 

Bes ides the melodic changes irregularities in the 

modal patterns ot the tenor serve the same purpose; 

In w2 .4,9 the tenor closes, after a series of 3 11 2 11/ 
groups, w1 th one group ot 3 1i 2 1i 2 11/; 

1n w2 4t19 the tirst tenor development concludes a series 
ot 3 11 2 11/ groups with 3 11/ 2 si/ , and 
the second development in s1mp1ices has twice 
a.n irregular 3 11; 

in Mo . 5,120 the tenor has within its second develo.Pment 
of the pattern si 3 11/ suddenly si/ si/ 
(according to Roksoth's reconstruction); 

in uo. 5 ,~9? the tenor starts with 3 ll/ and goes on with 
regular groqps of 2 li 3 li/ 1n the t 1rst 
developmen~. . 

Entirely irregular a re Uo 5 , 138 and 1?8; W2 4 , 26 is so 
irregular that even the scTibe did not know 
how to write it. 

· Very o:rten the las t notes of the tenor are lengthened to 

longae regardless of the pattern. 

When we sum up all these devices and add to them the 
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possible application ot different patterns to various 

tenor developments, and, more generally, the application 

ot different modes to many ot these patterns, we clearly 

see that the tenor melody "In Seculum" could be used far 
~ motets whose lengths vary trolll as few as ten ,,to as many 

as sixty-tour medQ1Pls'S. All this p roves the usefulness ar 

the tenor technique and the elasticity of the conce.ption 

of authority as exemplified by the manifold. interpretations 

ot this Gregorian tune. 

In a number ot instances, however, the composers did 

not prepare a new tenor arrangement • After having estab

lished the approximate length ar the motet, they just took 

a tenor in an accepted arrangement/ which fitted t his len~th 

more or less, and adjusted the upper parts her e and t here. 

This explains why a number of motets use t he same tenor 

arrangemen:t and are accordingly or the same l ength. A second 

explanation of this phenomenon is, of course, that such 
~ Jl4.;t bef'')\ 

pieces ~~9omposed musically fir st, nnd that t he text was 

l ater added to them. But, though 1n the early s t age or t he 

motet this was certa inly the most important, ir not t he 

only reason for the appearance or moteta of equal length, 
C'~>v{._.,'\ ~ ''"''~ • 

it does nevertheless not cover all such cases. If t wo 

motets, originally composed independently over the same 
~''j ~ 

teno~, happened to harmonize, it became possible to combine 
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them to t'onn works of a larger number ot voices than the 

constituent motets 
S Yt~. ~~ IY I 

had . Two such examples appear in chap
/~/ 

ter seven) ?12 3 ,16tt':2 4 , 31 and W2 4 ,36• 20. Other effects 

of the technique of adjusting the upper parts to the tenor, 
c..~ 

or viae versa , will be studied in connection vdth the 
IO 

texts , in chapter t welve. 
]tv.l ~ 
We aro able to study some direct influences ar the 

textson the tenors in connection with the refrains. In 
1..111.? 

this case, ~he problem is complicated by the tact that 

not only the te~ but often also the tune ot the retrain had 

to be accommodated . Bwt' _9asically there is not much dit--
ference bet ween the two problems. In such works we also 

clearly see that the text could not have been added to a 

pre-existent composition , but that the musical composition 

must have followed that of the text; tor otherwise the 
"'n.<:!'\.-Y'-"'~ 

refrain melody could not possibly appear in the particular 
,.~'4t..t~ 

part . ( Tk.~ W\t
11 
~ e.yet.p;L.o\.W .} l !it~" 

It is amazing how deftly the composers incorporate 

the refrains in their motet cDmpositions . TWo- thirds of 
.• , ~y 

the retrain motets do not reveal any irregularity on 

~ the retrains. The greatest freedom of tenor 
,?- • tlt I 

arrangements , on the other hand , is found in"centf> and in 
\J\~ N•?. \b~ ) ','BI,ld9,3d\1.-l · 

single retrainsrln the-t'o--pm- of-not-et-s (w2 4 , 33a; 33b ; 78) . 
~ !tO 1 ~ re.-~~ 

Among the other pieces W2 4,19 turn~shes the crudest 
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example. The first refrain (measures 9- 12 ) causes the 
~) 

dissolution ot the last pattern of the first tenor dev~p-
~ ~ .Jells~ 

men-t-., and the second r-etrain (Dnlasures 24-27) f'orcles thPee 

changes upon the otherwise regular lo~a series of the ~ 
~ ~ J ~~ rf-k..t. ~ ~ W\ 4 ~UJ\ ~'1\ • 

seeond development
11
• The-se- htt-er irregtti'ari-ti:e1J ere- too 

muoh~ for-th ~ aD4--he-eGnt--imled -'&o write simp-lices, 

1n4io.a.tJ.ng....Llle--1~~1-tj,.&a..,Qt1J..-y, ¥ ... 11nt:ls . -- The 

insertio~ of' one or two longse at t he close of t enor· 
h~~V) 
~l~men&a affords a welcome vehicle :f'or the disposal or 

NG,Il-7 155 , / fo3 · 
extra length caused by a refrain , e . g . in w2 ' 4 , 3 ; 10; 23. 
~ ~ ~ ls.Q;¥~~ b 
We have several times pefett•ed to "'Sli'Oh~ Usually 

~.) 
only suchl\notes of the teno:t: melody as do not fit any mute 

into the pattern are written in this way. Bu~ when it 

becomes necessat'y to accommodate a refrain , sometimes the 

last regular tenor pattern i s dissolveQ into longae as well , 
N~ • .W~ ~ 1-'rl 

e . g . in w2 4 , 40 ; 85 (here the scribe erroneously wrote 3/~ 
Ill/ N~ 187 

instead .ot the necessary 3-8!~) . In w2 4 ,51 the last tenor 
~~"·~) 

pattern is intao.~ ._ but is preceded by four irregular longae; 
~(lf"t. ~~;~~ 1t..4.~ "'~v.> ~(~ ~ ~.J ~r .. . . p.J ~ ~e~~,., . 

When the retrai n nectessitates the shortening or the 

tenor, the last notes ot the ~atter are quickened in rhythm. 
N ·IS~ > 

In Wa 4 , 9 , e . g., t he regular pattern ot the second develop-

ment is 3 H 2 M/. The two notes o£ the melody whioh are 

left over tram the series 0f' regular patterns would normally 

be writt·en as l ?ngae, but here they enl ar ge the last pattern 
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~ 18S 
In \72 4 , 

55 a l ast note remaining from t he series or the regular 
I 

pattern 3 1!/5,Which would normall y follow a s ~/ after the 

res t of t he last pattern , i s here c ombined with the latter 
I 11/ 

to f orm 4 sif.Y 
~veral other motets the insertion at the 

!'ot--<hn. Yt ~ 
leads t o t he repetition of a 'part of the tenor, -as 

r efra in 
t-J <>> 'fov 

in W2 4, 
17q ) ,c,; 
32; 49 ; 76 . In these instances the partial · tenor repet-

ition serves ns the basis for the refrain. ~W2 4 , 14 th~ 
/ 

melody of the t wo po;rtions of the refraitl forms, w1 th the ,.. 
....... 

aid of repetitions, t he whole mot.etus . This motet is 
/ 

therefore,..t he only one in which the composer could 
.... -

.r 
reite~ate parts of the tenor · melody without making these 

repetitions the basis of the refrain . 

The upper parts sometioes a lso show the influence 

" ) of the incorporated retrain. .So me.ny refrain~" s tart w1 th 

an upbeat. This upbea~ i s e asily accommodated 1n the body 

ot tho motet , but when a motet starts with such a refra in, 
w6 d' ) 1/ '\. A ' ''-~' tt..f ~~ !t J '1'9C.e.tQ.~ , 

G44ly enough , it starts with an upbeat1A The only examples 

of such a beginning among our motets are V/2 4 , 14 and t he 

Latin motet Wz 2 , 51. The latter ·piece shows other s imil

arities to the former also, and this f act sugge s ts that this 

motet is the oontratacttim of a lost French motet ent~.1 

1 see 81so chapter sa~en under class two r· 7."~ ;f ? ) 
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n 
All other motets ot our manuscripts begin stmulrt~eously 

~. 11, ,; :, ) ~ 11-t\ ) 
in all parts, with the exception of F 1,23; w2 1,8; w2 3,1, 

1n all ef which the ·tenor starts with a duplex longa rest . 
N~L r f-.1~ our motets- a:lso end simult8Jleously 1n all parts on 

the last main beat (apart from final ligatures)., i.e. they 

all end in perfect mode. ~here are only three exceptions 

ot imperfect mode,. in which the upper part or parts do have 

one syllable after the last main beat, on whioll the tenor 

ends. They are W2 3 , 9 ; W2 4 ,35 and 89 . The first two at · 

these motets conclude w1 th established refrains which 

produce this feature. For this reason we fe~l that W2 4 , 

89 must also have a retrain at the end. - In other instan-

oes the re~ra1n is the only, or one ot very few phrases 

·of irregular length in the voice in which it is incorporated, 

e.g. in w2 4,341 where the phrase that precedes the retrain 

is irregularly drawn out,too, to accommodate the retrain.XM_ 1 , -:LI L'
11 X X.. >< .,. x :-<ov"o,..( ~A-ne> J 

We see that there is real substance in Garlandia's 

point tour. It was indeed a problem to adjust the lengths 

ot the various parts ot the motet to each other. Not less 

important is his poilit tiYe. 
~~~T·1t.ce 

The relationship of theAmodes 

used in tbe d~erent parts at a motet prompts a long 

discussion by this theorist, as well as by most others , t~..s -lt> 
'IJOI1C.~I 

whioh modes may be used simultaneously in various parts. 
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Briefly, there are two prin~iples involved: firstly, only 
VO I'C~ 

related modes may be uaed in parts o~ one motet; secondly ~ 
1\ 

a ~ower part does not move more quickly than a higher 

part , and , with t he exoepti on or the moteti o~ the early 

three-part and conservative double motets , usua~y moves 

more slowl y . 0 t.£.H. Cltt. V~~ ~v-J e.yc.e-~Hllt~ -h: 1~ rvl~~ I 

Though both principles are observed throughout the 

t hirteenth- century motet , the theorists also discuss all 
bh ~ itpr~· 'k ~ 4lid.'>; 

other possible combinations which , a ~e theor~~ 

cetli3.truet1ons., ~d ~o~ concern .as here . From the second 

principle it is clear that we shall find the sixth mode 

only very rarely 1p. the tenor, and most frequently in the 
lit~~~ 

triplum• wlticn is supported by Odington ' s statement : 

"Tertius vero eantua frequenter fit in sexto modo . "~~ 
titth mode will oonTerae~ be round very frequentl y in 

the tenor ) but only very rarely 1n upper ..J>arts. In tact , 
ff_s u.·_h\ t~" 1\te ~7 1 ~ Tl"t~lh~, .f fv;;; I,_,~ J 1\t\.-\d 

~ ot~.euo mo1;ets only the moteta. of ~Wz 3.ao- mrow 
1·r So I'\ • I 1-io. C!Clo. S.tt~W 

1\ it. '!'he other modes are about equally frequent in all 

parte. In speaking or a motet it may therefore eaoily 

happen that it becomes necessary to say that the tenor has 

this mo4e, the motetus that, and the triplum yet another . 

In order to s implit'y musical language in this respeot, 

t he Anonymus VII proposes therefore: "Motetus , cu1usoumque 

1 C:ousseiDak:er • SCript ores I, 248a. 
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modi sit , debet iudioari de eodem modo, de quo est tenor ."l 

The first pr inciple consists of the fo~lovdng rules 

about the re~ationship of the modes. The first mode oan 

be related to the firth and sixth modes. The second mode 

oan be related to the third , fourth , titth, and sixth modes. 

The first and second modes must therefore never be used 

simultaneously in various parts in spite or the theoretical , m -o~~~<.V*e.Mtd ~{.. ~~ ~0 ~ Ph"\Hv-it~ ~ ~t"'lw 'n\t~~~(.(."d, 
constz wtioln!l of Garlandia2 and others, The r itth and 

siXth modes , on the other band , oan be combined With any ot 

the other modes. Only Odington excepts the sixth mode , 

stating that a motetus in sixth mode demands the same mode 

in the tenor . 3 Thi s rule is only t heoretical , however , as 

is proved by the faot t hat the sixth mode appears in 8 
few ~ 

Jlwnh~ of motet1, but or.ly in t.lu'ee small sect1."0lrS'-of!- tenors . { 4 .. ~&. 
I I 2. P· · ~l. ) 

\' 2 4 , has t he sixth Mode in the first t enor development , 
N, ... IBt,t c-.( tit / ~ tl\t {.. ~i-f~ i ;(.u. ~{.t~ .tt~ t.r 

and 1-12 , 23 and ~in the last developments. And the · 
p~ .[J/'(bJ) :1> ~'t~ 1 311 ~ k 6 ~ f~~-t,ifw-.j > .:w\.ll ~ tJ '1-il' r~ "'M~+> 
moteti --sh rst· mod-e -i-n w~ --4 , 23, - t;md eeoon'd in the other 
f~ ~, \¥!()}1 1 ~8tl 1 ·~c$( I)J ~~:f(2..) J ~ 4'") ~~ct<-Hl{t. rl· ... ~.' •) ...;. ~ ".U. 1H.r4f., 

two moteta . 

\ l e see that a tenor arrangement in f i:rst, second , 

or third mode wUl determine t he mode ot t he upper parts 
1'"-lh . ss 

to 8 g reat extent. So out of all tifty pieces with tenors 

1 Coussemnker, s oriptores I, 379b . 
2 Coussemaker , Soriptores I, 108a t. 
3 Ooussema.ker, Scnptoreo I , 248a. 
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+w.c ~\W 
1n first mode only cme- tmrl one ~ have upper-paHe -that 

jo r k • r,.IV\;1 
1.- .to~ (f\1~.2ll.,'lC!P B~ 

are &G-t- in first -bttt f\in sixth model\ Among the thirty-nine 

motets which have tenors in second mode there are only 
twe. rvw<J~!'\ 
to~ whose upper psts are B9t arranged in -t.he seooml-bat 

(r .58 -i~)t~q~tq~) )~'1): ~~ W~ &~ .vtt l.)l'\~) . 
in the s ixth mode~ In the five motets With tenors 1n third 

mode the upper parts invariabl7 show the third mods. The 

only remaining tenor .mode is the f1tth:1 ot the seventy

six tenors in fifth mode four and one-halt consist of 

series of duplices longae; in the upper parts which 

correspond to these tenors the first mode appears one and 

one- halt times, the second mode one-hal.:t time, the third 

mode twice, and the f U'th mode one-half time. The other 

seventy-one and one-half tenors include the following 

arrangements , viz. series of longae , 3 li/5, and 

2 s i/ 3 li/5, all et which either appear throughout an 

entire piece, or only change to one of the other two 

arrangements . The upper parts of the pieoesto Which 

these tenors belong are fifty-eight and one-half t4nes 

in t irst mode , three and one-half times in second , five 

and one-half times in third, once in fourth, once in 

fifth , and one and two-halt times in sixth mode . (In 

1 The tiii'ee tenor seotions~six:th mode , :round 
among our motet~~d ment1one~ove, are po~tions ot 
tenors, whic~~ the other~elopments show either 
first or .,..stfciond modes; j;.h~ are theretor6' not listed 
separat-dly. 
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this enumeration F 2,46; W2 3 , 21; W2 4 ,33a; 33b; 78; and 

the six m.otets in organum style are not figured in far 

obvious reasons.) 

Vie see that the r ifth mode is usually related to 

the first mode . It seems to be characteristic of early 

pieces in first mode above a tenor 1n fifth mode to 

include here and there some longae .ftif1)h mode) . Phrase 

endings sre'tormed .1. J 1i ; in :!,e, middle or beginnings .::!,, 

phrases we find single longae A or several 1n a raw; ort-en-
'Ml''d p~ ~M 

entire phrases are :t'ormetl ~ longae, especially 1n the 
~tu C)\~ 

tirst ordo ot th-ts-mode: , •. 1. \ •· S· • A taw early m.otets 

in second mode also show this feature, while later pieces 

onl ... ~ery rarely. r~.r , · r~ • .,.. { u o 1 
,. u.v ov N e.. ?·~~t. ~~· ... ""~ wc·h,.y{,t.... •et.'\.Cr AA--~ "j'l)"Lr r~1 ~ 

Two more important problems ot the interrelation-

ship between the upper parts and the tenor have to be 

discussed: (1) In which relation do the upper parts 

stand to the tenor phrases? (2 ) How are they treated above 
p~ .. \., ::-hfl.~1 

the place where two tenor developments tollow each other? 
~ P""' t 

The t irst ot these problems has been I\ dealt with 
s 

in chapter seTen , especially in connection With class 

tour. There are generally two ways in whioh the upper parts 

can be set above , and related to, the tenor phrases . They 

may either follow the tenor phrase by phrase , or they may 

be opposed to it in a more or less independent ~ 
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arrangement ot their own. Each of the two methods can be 

execut ed 1n various ways . In t he first case the tenor 

pa ttern may const~nt1y serve a s the basis of ~~ 
d , 4v~t. ~t1 ~&-~M...l•t"\ll. ~~vptc. ~1+ 

phrases Ain the upper parts . This is especially true Of 
1\ 

~ motets with the tenor patterns 3 li/5 and 2-si/ 3 ~/5 • 

In many of them the upper parts have phrases of two, four, 

or a ix measures throughout; t he l onger phrases are mostly 
C"l~ ... 

compounds of tv1o~easure phrases, and al. ternate w1 th single 

two-measur e units . This technique inevitably results in 

the coincidence of the rests of the upper parts with those 

of the tenor. In this respect we ebseP¥e that it is of 
~~JtW\ 

no concern whet her the Arest of the t enor concl udes an 

entire pattern or not; in the pattern ~J, 3 ~/ either 

of the two rests may be used to correspond with a rest in 

the upper parts , .... .. 

The upper parts may also follow the tenor phrase 

by phr ase in oontraat. This seoond chief technique within 

t-hi:s consists in constantly bridg ing 

t he tenor rest Yli th the upper parts . Frequently thtl two 

techniques~ ment1 on~d in th1a and ..t-he- ~ced.~-pa:J:.a&r.a.p.bS , 

are used in one and the ~ame motet , viz. the one above 
0 t'tU h."- ~~ 

the fi~st tenor ~••opmant and the other above the second. 
~ ..{r; ,._ 

Ev~n above a single tenor de.eiopmsnt one portion m&Y be 

treated according to the rirst of th~se techniques and 
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one according to the other. Such a change of teohniqae 

is simply effected by adding a single measure in the 

tenor or upper parts, or by shortening one phrase ot the 

upper parts by one or a half measure . 

The other IOOtllod of attacking the problem of 

correlating the parts is to create r hythmically independ

ent phrases in the upper voices . This can al so be done 

chief l y in two ways . Either the phrases of the upper parts 

have a rhythmicai phrase arrangement (see class four in 
S" 

chapter seven) without regard to the tenor phrases ; this 

technique may result either in c oincidence with, or in 
~ 

the bridging of , the rests or the tenor , 9ttt usually 

brings about a combination of the two. Or secondly , the 

phrases ot the upper parts are of various irregular 

lengths, r anging from one to twelve measures; hore , too, 

the result is most often a combination of coinciding 

and bridgi ng phrase endings . Oombinations of these two 

techniques , as well as combinations o£ t he two major 

methods oan be observed in single motets. 

All these techniques were u&ed f r om the earliost 

time onward without an appreci able change of their 

importance ~ relation to eaoh other . There is one e~cep

tion , hm·18var ; we--ha~ the number of the early 
11 

tenor patterns, viz. 3 ~5 and 2-s!/ 3 ~/5, was reduced 
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in the l a ter motets , and 1TB&t, ins t ead , patterns conta in

i ng an odd number of pertection_Fs wer e favored • ~his 
:::: 

c hange r esulted in a decreas e ot t he use of arrangements 

of the upper parts in two-measure phrases which correspcmd 

with the t enor phra s es . On the other hand, a sl i ght 

~crease of overlapping phrases seams to be noticeable· 

in class five . It is one at the modernistic features at 

this class, and is due rather to the individual treatment 

ot the parts than to the deliberate effort to create 

rh~hmiqai contrast between the upper parts and the tenor. 

Overlapping becomes especially prominent in the modernis tic 

dou.ble motets. The composers • a im,(seems to-b 

th~ mnsic going constantly vnthout a general paus e. 

Usuually the phrases of the motetus a s well a s o~ the triplum 

·oveTla p those of the tenor . But even in instances where t he 

resrlts of the motetus coincide with those of the tenor 
No"~" ) 

throughout , e.g. in Yl2 3 ,10, or t or the most part, the 
'Mo\-9r" 

triJPlum will bridge~all rests , The t riplum ia almost always 
S<Mt... 

the most independent part , w1 th the exception ot the popul
o., Nr 1~0 1 

ar1y inspired motet~ vr2 3 , 3 ,. in which the triplum rests 

coincide with those of the tenor thoughout, while t he 

motetus bridges all ot . the~ ~."'{{-. o.. ~t.bv'fe.d L(.~ be~r flC\ftt~ ~' 

While the r orm ot the technique does not change in 
the later pieces , its inner meaning does . To begin with , 
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in the early motets the mee'Sttring- unit is usually given 

by the tenor, and t he upper parts conform to it mor e or less. , 
~ 

I n the later motets, eepecially11those whose tenor patterns · 
'-...:.. . "~l!. ~~~ contain an odd number of pertectiones -~r- . t.&ke 

1
.; 

~~V\1\.C,(. ~-~~ ( 4£·~ ... :e. ~· •. rf ~~ ; . 
OD g1'9&te;p i:mi>&r1iiin041 giv!'ll'g" the-mot~ th&-mGaSQ~ uu1_t._. 

~~~~ . ,'t . 
ed the tenor Aon.ly aot- as ,.a rhythmica:t counterpoint5 to ~em; 

e.. g . 1u W2-4-,46-and~4i . In many such motet~ that do x;tot 

show regularity of phrase length in the upper part or partsr 
~~e~~~~~ ~~-tr 2~ ~ 1 r .. ~, 

ch-anges of time signature> are therefore necessary in '9Qr-

modern transcriptions , 1n spite of the regularity of the 
~ 

tenor patterns . Slightly posterior to t he period whi:eh-we 
erl-' \M t-.J--., 

discuss,. the perf'eotio frequently becomes t he only possible 

me.asure unit throughout a motet.l 

! KUliliii8nn puts more emphasis on these techniques 
thBn they warrant . In basing his differentiation of' s t yles 
on these techniques, he is forced to classify over fifty per 
cent . of the motets under h.is consideration outside of defined 
clessifications. The generalizations at Wbioh he arrives 
from t he limited material at his oonmand are also inaccurate 
in sever al instances. He asserts , e . g . {!?..£• oit. I, 6G},that 
uninterrupted coincidence of rests ("homoperia!roity" as he 
ha.s it) is onl.y found in motlet~ whose tenors show p-s of 
four or eight perteotiones. On the other hand , he e tts 
that independent rhythmiold" arrangements of the upper parts 
("~!periodicity") occur only above tenors whose patterns oon
t a :in an uneven number of perteetiones. ~ l}oth of theae 
stet~~ts~fL,y.isproved by se·veral examples; dlt~~er e . g . 
by w2 ~:~3; ·w2 4 , 79 , the latter e . g . by~ 2,z !~e also 
s tetee elsewhere {op. oit. I, 69) that phrases of 5 . 7 , or 9 
p~eo~iones are unusuar-tn all periods of' the motet, and only 
the result or experimentation. SUoa phrases are , however , not 
at all unusual . Most pieces with phraee~S .. e-.~~,5, 7 , 9 ,10,11, 
12 perteotiones be.long to our elass six. ii ~ ere they often 
serve tc c!"eate rhyt.hmio~ pa;tal-lels {se~ cl~es four in chapter S). 
se"'i•;r;a ).,. 
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, p .,.-, l +tv~·~..> cct.. ~~ t'· o.. 

. In a motet whose tenor goe~ through several de~lop-
~ • ~ C'\. ~+·~"".M ~~~ 
~. the beginning of each dev~lopmentA~ felt to be of 

special import. This is evidenced by the foot that t he rest 
4o -# • ~ cr.. ~Q~ • ....,.., ,.. .~~ 

between t he end of one and the beginning or the following 
( ~ 

develop11nmt • which .we- shall r efen-.(to ~ oon"venten~ as 
I~ l ~ -

"fe¥8}0JJIYDt rest", is ~~~ specially treated. Upper 

parts,whose rests coincide with those ot the tenor through

out an entire motet , will often ~dden change tor 
A!-l: 

several phrases in order to br~dge the de~~opment rest --

even moteti with two-and four-measure phrases and coinoid- · 
~ 

1ng rests throughout may bridge the de11elopment rest with 

a four~easure phrase . Other pieces with overlapping 

phrases throughout may have their only coinciding rest at 
co..t' . 

thi:s juncture (and possibly another one before a crosfng 
l • \ ~ -~" ~ 

retrain, as we have seen 1n chapter seven). It is ther~-

tore necessary to examine the application of t hese two 

possibilities. 

In the early motets, olasses one and two seemto 

lean toward the unbridged develop~mnt rest, while 1n the 

other classes bridging occurs more frequently . In all 

classes ot ttfte three-part motets , on the othflr hand, we 
' ... 

find the bridg6l developm&J\t rest greatly t avored , so that 

t he contrary situation in··classes one and two of the two

part motets may only be accidental. In the other groups 
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ot motets there is no difference among the classes 1n 

this respect, either. In all ot them the development 

rest is ma-re frequently bridged than not. It is always 

bridged 1n the modernistic double motets. In W2 3 , 3; 

10; 14; 16 one part pauses above the development rest, 

While the other or others form the bridge. In w2 3,5; . 
B; 17; W2 4,36~0 both upper parts bridge that rest. The 

only piece among them that has no complete tenor repet

ition is i¥2 3,18. The analysis of this motet , given in 

chapter seven, reveals that there is a general rest bet ore 
J 

the beginning ot the partia~ tenor repetition. The tact 

that this oldest original triple motet, as well as halt 

ot the conservative double motets, show the general rest~ 

perhaps indicates that this is the earlier ot the two 

techniques , and was recognized as suoh by the conservative 

composers. Nothing else, however, points to this tech-
. 

n1que as particularly early. It could be explained as 

having came into use naturally when several originally 

independent disoant olausu.lae over the same tenor were 

c~bined to form one motet, as 1n W1 No.l; 7 1,19; and 

w2 4,68. But t his explanation does not receive enough 

support :rrom. the few examples at hand. 

It is interesting to note that tenors in fifth mode 

display a deoid~ leaning toward the unbridged development 

• 
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rest in the early t wo-part motets , but reverse this inclin

ation in all other groups. Tenors 1n tirst mode give 

preference to the bridged development rest in all groups 

and classes. Tenors in second mode seam to have no 

preference, except 1n the modernistic double motets, where 

they decidedly favor bridging~ The few tenors in third 

mode also reveal a tendency toward bridged development 

rests . We give a list of our t indings tor the orientation 

of the reader: 

MODES: 

Early three-part motets 
Later three-part motets 
Early two-part motets 
Early double motets 
Conservative double motet s 
Later two-part motets 
Modernistic double motets 

~h let 2nd 
:uh2 b ub 5 nb 

9 4 3 0 0 1 
2 4 0 0 0 1 
? 12 14 4, 4 2 
2 2 1 0 1 0 
1 0 1 1 1 2 
6 1 1? ? 12 3 
0 0 5 0 5 1 

3rd 
6 uo 
2 0 
0 0 
3 1 
0 0 
0 0 
0 0 
0 0 

On the basis of this evidenoe the bridging or not 
~r . 

bridging or, th~-.& pment rest aannot be taken as a olue 
r~t · · 

to~ teal\ date , t hough the . general pause may have been 

regarded as a conservative feature by the contemporaries. 

\/hen t.he.....genaral pause oo.ctll.l!S ahove a· tenor- in fitth mode, 

however , -tt tum!-ahea sup~lem.entary eTidenoe.-~ an arl-y 

date-G~ of a ~o~at~~~ncy~~ It ai&& appears that 

KUhlmann•s statement3 that no disoant olausula ot F has a 

1 b stan!s tor bridged development rest. 
2 ub stands tor unbridged development rest. 
3 2R.• .9..!l• I • 41 . 
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. -(, " M·t ) ifl-\.l 
bridged. and no st.v. clausula an unbridged devel~pment 

I 

J.!&StJ is erroneous in both parts. L _ ,_ t.L _ _ .b 

(t.) 'R-22Mv.tt ~~TW) 6- Vrt''CA.... E·n::•.r.-1.4.~ 
Another problem worth considering is the ambitus of . 

various part~ with respect to each other.1 Generally the 

higher the part the higher is its ambitus. This is invar

iably true of the motetus in comparison with the tenor . 

The triplum is usually higher than the motetus, or at least 
I'< r rf 

not lower, but rather of a. smaller range. ~~he few quadrupla 

are somewhat .higher than the tripla, or not lower. In 

several very early motets, close to the organum, this is 

not always so. In some of them the ambitus of the upper 
tJo.Q 1 

parts is the same as that of the tenor , viz . in w1 No . l 
1\J ~ I i j ., M t ' ~V 1 f I M . 

triplum; P t 250; F. 1 , 20; and also in ~2 2,62. In others 

t hey even go below the lowest notes of the tenor, so in 
1'-l ~ ~ 

1 
'1~ G7 

all five motets based on the organs quadrupla, viz. F 2 ,5/6 
N~ . .5'4 d "itt 

and ';le 2 ,39a-d, and also in F 2,22 and w2 4 , 1. In three 

such early works higher upper parts have a lower ambitus 
t'->o 'f 

than lower upper parts: in wl .o.l t he triplum. and quadru-

plum are both lower than the motetus; and 1n the oldest 
No 11-.~ 

original triple motet, \/2 3,18, the quadruplum i_s lower 

than the triplum. These fow examples are all we find in 

our manuscripts. They do not support Kubl~nn's assertion 

i For the discussion of the ambitus within the 
single parts see cbapter se:¥en. S c ,,./lcrf ) 
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that the distanoe between the parts grows in later clausu

la motets ; l for most .or the org~um sources here concerned 

are very l ate compositions of this type . Nor oan the 

examples be adduced as evidence that newly composed motets 

have a tendency toward increasing the distance of the parts , 

booause other early works based on melismatio compositions 

show large distances . Uoreover , we find t hat in still 

later motet s {in Mo) the tripl um. has , .at times , a l ower 

ambitus than the motetus . 

Also the aotual distance of the parts at any given 

·moment doe s not grow with the passage of time . Although 

the only mctets , that have no octave intervals at all (on 

main beats}, are six early motete, viz.~ 2, 4; ?; B; 15 ; 

3?; and 44, vre find the largest intervals in other early 

motets . There are tenths or elevenths in F 2 , 29; 39 ; 

W2 4 , 53t ii;. the nev1ly composed Latin moteta F 2 , 42; Vl2 2,2 ; 

and 1n the new Fr ench motets W2 2 , 80; W2 4 ,12; 18 ; 23; 40; 

4'1 ; sa; 69. The onl y twelt'ths are found in F 2 • 39 and 

W2 2 , 2 . 
(X ~pC<·•.,..( . 

Our l ast point oenter s around -t.lw i~terrelationslu.p 

between the upper parts only , viz . the interchange of 

voices . Garlandia treats this technique i n connection 

1 Op. oit . I , 115 and llB. 
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with his fourth species of "oolor" , as 8 repetition or 

phrases 1n different parts, and he gives .us- the following 

exa.mple:l 

The only other discuss this device is another 

Englishman, Walter Odington, who treats it in connection 

wit h his species or the "ronde~lus" , a form which consists 

entirely in interchange of parts . 3 Many ot her theorists 

mention the "oolor", how~ver , and possibl y part interchange 

i s taoitly included under this term by soDe of them also. 

Usuall y an interchange of parts will br ing the sace contra

punt al phrase twice wi thout interruption as in Garl andia' s 
1\J o·<A 

example . Of this t ype are the passages Vll No . 2 measures 
N (I• I(, .} _ ~" N,, {'2. ~o. '' ,,.. • t3-l'i; p).,.~ • 11-l't 

15-18 ; W1 N~ . 3 measures 1~-~; F 1 , 2 measures 17-20 ; ~and 
/YQ. Ij[ w2 3 , 4 measures 1-12 and 15 - 26 . In addition , all s iX 

motets 1n or ganum s t yle inoluae this device , though the 

i nterchange does not al ways f ollow i mmedi at a l y after the 

statement ot t he phrase . -- These oco~nces of voice 

interchange have been variously treated as the earliest 

precursors or the canon and fugue techniqes . 4 Even more 

interesting 1n this respect are passages of imitation in 

1 Coussemaker, Scriptores I, ll6a . 
2 I n Coussemaker , Scrlpt oros this note is written as 

8 B. 
3 Coussemakor , Sorittores I , 246b f . 
4 Especiall y in MUe l er-nlattau , G!UAdr1ss e1ner 

Gesoh1chte ~ ~. XBssel 1931 , 6 t t . 

... 
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No·"..1... 
F 1 , 22 whioh beoome real canon in measures 58- 60 in the 

vers ion of w2 ~; 



CHAPrER X 

HAliiONY AND ORI~AMPJ1TATION 
L. "- ~~ ......_{ ~<11-\~ Jt .. f!-~T'U 

We-now- turn to Garl and is's sixth and l ast point -

good harmony. The rules about consonance and dissonance were 

generally aooepted in the thirteenth century as they had been 

&stablished in t he organum. Unison , fourth , fi~th , end octave 

were considered 'to be pure consonances by most . t heorists . 

The fourth was not consonant enoue,h , however, to s tart or 

end a piece , apart from rare exceptions . Yet only t he l ast 

writer on music ot t h i s period , James of Li~se/, gives t he 

rule t hat the tourth should bett er stand above a fitth t han 
' 

immediatel) above t he tenor. l This shows t hat ~ hi s time 

t he tifth had definitely gained ~ recognition as the 

chiet consonance over t he fourt h . 

Eaoh treati se presents t he rul~from a slightly 

ditfarent angle , though. 2 The Disoan.tu~ I?Ositio "{Ul goris 

considers only unison , fi f tll , and octave as consonant. 

Johannes de Garlandia classifies t he concordances in per

fect, viz. unison and octave , mediwn, viz . fourth and 
~if'\. 

fifth, and 1mperteot ones , viz . the t h i rds ; and the dis-

c ordanoes i n imperfect , vi z . major sixth and mi nor seventh , 

I Coussemaker , Scri~tores II , 392a ff. 
2 For an extenslve reatment see Ri emann , Gesohichte 

~ J!us1ktheor 1e' ce.. ·b . 
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medium, viz. major s econd and minor sixth, and perf"ect 

ones, viz . minor second, triton~ , and major seventh.l 

Franco classifies the ooncordances in the same way as 

Garlandla, but divides the disGordanoes only into 

impertect, viz. major second , major s ixth , and minor 

s eventh, and perfect onea. 2 Those or the t heorists , 

however, who adhere to the. Pythagorean doctrine, reject 

the thirds as consonances, e.g . lohannes de Grocheo3, 

and it is mainly the thirds that are the object ot 

controversy among the theorists. 

Among t)ltf modern scholars , too, there has been 

some controversy about the employment and origin of the 

consonant thirds in thirteenth-century music . Riemann 
~ . 

believes t hat the thirds were introduced into art mus ic 

through the influence of the parallel third which ~ 
te have been characteristic of Welsh music . According 

to him English musicians brought the parallel thiltl to 

P'rance. 4 In opposition to this view, Kuhl mann asaertaq 

that the thirds were slowly adopted through their use as 

passing harmonies on secondary beats. 5 There can be no 

doubt that the thirds were used 1n this way. Not only · 

1 Coussemaker, Scriptores I, 104b-105b. 
2 Coussemaker, Sorlptores I, l29a-b. 
3 Wolt, lohannes de Grocheo 80. ) 
4 Gesohichte der Eis1ktheor1e 109f' ~ r'~r {{.~~· 
5 op.'clt. !,"'TT'7. 
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~oes the mus~c test1ty to such use , but it is a lso des

cribed in s number of treatises,among them the Diso~tus 

" ~ositio ~ari~. There is~ considerable difference, 
b~ 

however, whether an interval is used in passing on a 
11 

secondary beat, which I:J.ay al so carry a dissonance , or 

whether it occurs on main beats, 1n a way that proves that 

it was considered to be a consonance. The consonant third 

seems to have come in use 1n Paris at a definite time, and 
Pl"'f'\ ... L<t 

possibly tThrougli foreign .{English?f influence. It was 
' used mainly i n organa tripla , some two-part discant pieces , 

~-~q..'k,{ 
and the early mot et s.. On the other hand, composer s of the 

organs pura do ·not appear to have appreciated the consonant 

t hird yet , and in t he later French ~ro-part motets its 

popularity definitely diminishes again. 

We t iBd _;he consonant third had t\Yo distinct applic

ations . The first ot these i s per haps best c ~lled the 

contrapuntal third . It is connected wi th the pri nciple of 

contrary mot ion , stressing the fif t h as the chief lnte~al , 

and serves as an intermediar y bet ween it and the .unison , 
ce . 

or vtBB versa . Three-part and double motets which employ 
~"J ~ 

this technique t~~~Y contain11par allel fourths between 

the upper parts. -- The othe r technique is that of t he 
" ~wt(..->:..-'· ~rt... c~ct- f""~~~ 

harmonic third. Here we trequltnt:tyeibsene ~ll.el thirds .~.. 1 

""'"'\ ~~~c{ 11\-\")V\~ b~ ~ ~-!fAt~~. 
lnate-ad~-th&-fit'th-the fourth 1-sl\stressed- as .t-he consonance~ 
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~ 
In tbroe-part and double motets the upper parts 1N~eatly 
~~ . (ff«-

run in parell:elli tlt thirds, which have the advantage at 
"'Of 'f. 

~g-in-a-po~tt1on-of crossing each othOP in a stepwise 

progression , g iving the appearance of contrary motion but 
~ 

the sound of O$n68ettttve thirds. 
Ww.k-14 
Let-. us.. in:vestigaw the relative importance of these 

techniques in the two-part motetsf There are tour VTays 

in l'lhich tho fitth Jon the one hand , end the third \egetltex 
~ 

. with'" t-ae fourth> on the o~her , could be used. In one 

group of motets , whiOh seems to represent a purely French 

but somewhat conservative style, the third is need very 
. ~ ~ . The. r·~im." 1 bo~ -to ft·~ 

~ and \fte. fourt~ very rarely . Bet~ 1tMrttB end. :tourths 
.... fr ")YY")'\o\.'\?l"t. ~ ~ -+o ~y . 

togotaer would aggpeg~e about len per cent • -af-t-he-ntUilber 
::r~ ~ ~~+ ~~' r .:n-~ 

o-r tittlm "S.t-t'helrlUet. Tae:re is tbe~the_mod.e.rn French 
I 

style; used in~vlO-par..t n~d dou.ble- mote.t.D:.; Here-
~.. s 

the thirds and fourths are admitted, the :t:'ifth re-unining 
, 11.-.i"f~W\1\ &:;tT.. ~~ t;o ~ I~~ ~ b. 

the chief consonance,_~ 'i'~tmd- :Fourths -t-oge~ 

number--tlbeut ~ty t.o...sJ..xt~entyof. -the t~t-ai or ·"fi1'-ths. 
IS' 

A comparatively small group of mote. ts, about eigbteen:rer . -h9 r .. 
r.~ dK ..... t ; , 

cent. o~ all those under consideration , show between e ghty 
lA.t,/) ~~'h.lh\r~&;.{ ~) ' Jt ~l... pLW') ~ ~~ 
ancl-en~undred per -cent . thirds .Lend fourths in~oport ion 

to-t~-numb~r of fifths . These p ieces occupy an inter-
,_ l- .r •'• 

·\A rl\..t ., """ 

mediate position between the modern French and t he l ast of 

the four groups, in which thirds and fourths pr&.io!llinate . 
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This l ast harmonic style i s clearly linked to pieces with 

melodic technique. ot the thirteen pieces in class one , 

eight are composed in this style: F' 2 , 8 ; 10; 15 ; 17; 

W2 2 ,16 ; 57; 76; W2 4 ,11. They are joined by F 2 ,11; 12; 

w2 2 , 77; and w2 4 , 24 1n class two; F' 2 , 9 in class three; 
I 

w2 4,71 in class four; ·F 2 , 18 and W2 2 , 63 in class six. 

This small gr oup of thirteen early ~nd three late motets 

indicate the tendency to eliminate t his style. 'rhe third 

of our groups balances this drop in t he use of thirds and 

fourths somewhat , as it ineludes ten early and eleven late 

motets. The first group, motets with conservative conson

ance style , comprises eleven early and twelve later pieces. 

The largest group is the second w1 th thirty early and 
. . 

twenty- three l ate motets . The treatment of the consonances 

in these l atter compositions becomes the s tandard for the 

succeeding peri od. ts~V't5n p ieces reniain unclassffie a tor 

-v:a~s-r.-4lasons-) .- · 

It is very interesting to see that a.mong the three

part and double motets only the forme r use the thirds and 

fourths as predominant intervals. While this usage grad

ually diminished in the two-part motets, which were 

continually composed, the lapse of time between the 

composition of the three-part motets and that or the double 

motets aooounts for t he contrast between these groups in 



220 

t his respect . :Even among t he l ater t hree- part motets we 

do not find an example of pr edominance of thirds and 

fourths . Only the motet famil y based on the quadruplum 

"Lfors" has to be excepted f r om our general statement 

with regard to the double motets . In all parts of t his 

composition, F 2 , 5/6 , thirds and fourths predominate. 

This is equally t rue of the three end tour-part motets: 

W1 Nos . 1; 3; 4; 6; F 1 ,12 ; W2 1 ,15 , the last one based on 

a compos ition by Perotin; and also ot the tripla ot F 1,5; 

13. (tripl um t wo, ot the version w2 1 , 6); 21; 23; and of the 

mototus ot F l,lg . A number of these pieces have another 

teature which is no~ found els~where in our motet s , viz. 

that the tripl um seems to bo composed without regard to 

the tenor , and only with respect t o the motetus. 

The group which uses the fift h solely or almost 

exclus ively is small. It comprises F 1,10 triplum; 18 

motetu3 ; 20 ; 23 motetus; and ot t he' l at er three-part 

motets F 1,24 and possibly F 1 , 26 . The largest number or 

parts shows the preponderant but not exclusive use of the 

fifth . 

~-unong the early double motct s only 112 2 , ?0 resorts 

to t he oonoe.rvat ive ot yle i n which the f ifth i s al most , , 

exclusivel y used; · F 2,5/6 with its pr eponderant thir dsand 

fourths has already been excepted . For the conservative 

• 
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double motets the number of parts adhering to the exclus

iveness and predominance of the fifth respectively is 

seven to eleven,as agai nst three to seventeen in t he 

modernistic double motets. The higher proportion or the 

former s t yle among the conservative motets possibly 

i ndicates that it was considered to be classical by a 

certain Sr,oup of conservative musicians between 1210 and 

1230/40. The significant tact is that the thirds and 

fourths are completely d rapped as pr edominant consonances 

in the latest motets of our manuscripts. Rokseth's con

tention! t hat t he th ird did not gain in importance 

during J the t hirteent h century . is t :hererore supported by 

our research, which, however, i s limited to t he early part 

of t h i s century . By the same token, Kuhl..mann ' s opposite 

assertion is d1sproved.2 

Kuhlmann also asserts that t he s ixth i s used on 

secondary beats between t he -f'itth and o.otave. 3 This is 

indeed already frequent in the disoant clausulae. On 

the other hand, the s ixth ·is about equally r are on. main 
,. ,..w;f..t~ 

beats in early and later motets. ~t le theretoreAno 

indication ot date e:s ter aB-'We can eee. 4 We can aleo 

1 Pol yphon1es 216 . 
2 Op. ~· t, ll6t; the dupla of s t.v. clausulae do 

not show any more thirda t han other l ate pieces , either; as 
against K~lmen~1 ibid. 119t. 

3 Ibid. u7. 
4 As against KUhlmann, ibid. 118 . -
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pJain11 SGO tlYN; in spite of t he frequent use ot the 
:;.. 

sixth on weak · beats throughout the thirteenth century, 
~t:, 

it .. did not acquire t.h€ recognition as a consonance. 
,, i..L. 

-T ,1 
'l'Q.o -&b:ttr remain~ a strict dissonance in art music , and 

S") 
the Anonynua IV calls it vile; but he admits that people 

do use it . He is probably referring here especially to 

the English; for owing to a wavo of English intluence, 

the sixth was introduced as a consonance in the fourteenth 

century. l 

we-nuJ. a"1s-t2nr-aontemporarles 
~~i-M 
aeecpftd as consonances, Bttt where in a composition ~:re 

dissonances allowed? The ~scantus ~ositio ~8!:~ 

permits the s ounding or thirds , between the f ifth and the 
. . 

unison, and of sevenths , between the f ifth and the octave , 
. 2 

as connecting consonances on weak beats . \leak beats thus 

may be discordant . Garlandia reaffirms t hi s in general3 , 

and adds· thnt a secondary beat may be either consonant or 

diSbnant , but in such a way "ut habeat ordinati onem suam 
" cum sono antepos ito et postposito et per viam alicuius oolo

ris , s ive tuerit in eadem voce si vo in diversis. t•4 This 

1 The Anonymus V describes the n~v style of singing 
in consecutive sixths, starting and concluding with the 
octave as the "totus generalis modus oantandi"; Ooussernaker, 
s criptores I , 366a-b. 

~ Coussemaker, Scriptores I, 95a- b. 
3 Coussemaker, Scrlptores I , 116a. 
4 Coussemaker, Sorlptores I, 117a. 
r c..sr, "":.>ct 
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means that ebords on secondary beats may be dissonant \'Then 
- ~ 

resulting from passill8, ~~. f~ee passing , or tree 
""'-"~r '1-- "n f >t 

o-h~ notes between notes of their awn part or any two 

parts , or when resulting f r om either the repetition ot 

the preceding note, or from the anticipation at the 

succeeding one 1n t heir own or in any othe r part. These 

rules are more liberal than those ot many subsequent 

centuries . They are not curbed by any contrapuntal con

s ideration,e1ther. Each part is tree to pursue i~s awn 
,,.t,t £-k. ~' 

passine) o~atlghtg or repeating dissonance, without r egard . 
to any other_ voice. The result is that trequen~ly the 

harshest dbsonances occur on secondary beats throughout 

the t welfth and thirteenth centuries. 

Franco, however, does make a l imit ation: "Omnia im

perfecta disoordantia ante conoordantiam bene conoordat ."l 
~~ 

He Aw1sh~s to exclude the perfect d i s cordances. At a l ater 

time these fineases became part and parcel of the technique; 

Mid Welter. Odington t herefore only says : "Brevis queoumque 

sita ante l ongam, ets1 di scordet, non v1tuperatur."2 
~4 (/'~~~ ~ 
In-our early motets J thel.!e are a- number o-t- pieeee-

~hl&h the secondary beats are very oare~ly treated. 

Frequently theyweak-bea-w shcw no more di scordances than 

1 Coussemaker, Sori~ores I, 130a. 
2 Coussemaker, Scripores I, 246a. 
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the main ~ats. Only 1nA oomparot1vely ttl'fl pieces 1s o lack 
• ~t 

of oore 1n thls roDpeotA obsorvod9 ond thon only sporad1ee.lly, 
C1 "~·~to 

so thnt firOll8 transa1ss1on ot spllttings or Just r:d.otakas 
~..a 

oay be the reason tor auelrdissonenoes. L!ost .1.m:.PGl'\cm\ &{i'tM 
~~ 

'8JJDRS d1ssorumoos llbioll ~ on weak beots,.ae passages 

or contrary ~~. or the-se the CIOSt rr.quent is perhaps 
3-2- l 
l-3-rJ , whereby the lo,w:or part t0%'m6 o •oo1or• with the upper 

H!.~.:v~'j 
pert by aoundi!i6 the third. en the wbcd:8, Good tmruony 

88CODdU¥ bo&to- ts""'•\'8.,. trr'"e1"lllly- obaene<J . -m-eurt,. 
&11414~,. 

UOre important • htNOVGr , 18 the fact · that d1osonnnces 

were allowed on mo!n beats also. Gorlandia states: "Omne, 

quod tit 1n il:lpari , debet CQncordar1 ••• • si sit i n primo 

vol aecundo vel tertio modo. s ed duo ptmoti sumentur blo pro 

uno et aliquabdo unuo eoruo ponltur in d1soordant1om propter 

oolor~a :tll~ice ; et hlo pr1tn.ro vol sooundus. Et hoc bene per

oittitur ab euotoribus primis et lioentiatur. ftl ~anoo 1s 

leas explicit: "In ~1bus ~1~ utenduo ost uonper ooncor

dant11s in pr1nc1p1o pertection1s , l1cet s it longa , brevis 
Ow1"t ~.4- ""'~ vel so brev1s. n2 Indcod ~ilfct many d1asonanoes

1
\on main 

beats. Yost ~ them ore well planned "propto~ oo1orom 

muBioe" , find a rooolut ion> or are heard in otller logi~el 

1 CoussemakeT • Scr1Dtoreo I • lO'la . 
2 Cousneoalror, scrliitores I , 132b. 
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oonneotions . 
1H>?-j 

Kublmnnn b&&trosted t his subjoot r~re oxtone1vo1y 
. 1 e), 

t-ha-n ell "l>t1nJ'rs.. He fa1lfi • howevo~ , to olasaify tho 
~ 

diasononoos ao oyllabic and melionatic 44:&SOMDCee. 1Te-
~\.j ~ .... '"1 

shall at t !ret -n.poal<-ebout the rormor,. &nd ('litforentioto 
c• 1 , , • .k "'~..(~in'oa f'fl·'d'~ ~~"liW~th<1 l) A""' ill)l '\ ;.. f' h .. ~ 

betwoon s.Uap.iihio.1ona A and other d i scorda.. ~e -elt5p nn1on:., 

ae wo am1e~amt--1-tr, .... na.c.d.s-a...-rosol.ut.ion.-iftto~~oneononoa . 
C\. 

iti1G ~~loy~d os o atimulatlng footor botoro asyone ot 
~~&~ ..... "' ....... ~ .. r. rvc 41 
~ oo~sonnnoo~~ In F 2 ,8 measures 231 25 , and 51 , c.e •• 
~J'fl~~ ~-1 3- 3 c:w..t ,A ;:3 p..~~"!IJ1C..fl.M I 

wo find ~ l -1 ond 2-11 A 1n :·ta /..-?-0 rneasurd 1~ thor e oooura . , ·\ ~(\ ntt 
~mf~mH~~~~. and in t:tCaoureo 4 and e i::r, 'f'hilo 

~kO.f~1rL\.l1.M ~-l 
measuroa g and i4 Ufl6 t he alrct•dJ quoted ouepenS'lon j:~>; 

2 , ~1 shows in coo~uro 46 ~:i ana in moonuro 50 i :i ; 
C- 2 
1 - 2 appears , o . g ., 1n F "! , 9 noocuro :2. 'rho prosroso1on 
3 - [J 
2- 1 - 2 i o qui to fl~Q.uont a s a cac1 anco for·ula in now French 

oat eta , but it ol!lo appear:;; in the boc1=! of cuo1' pioooo . 

'rho moot am~ine ex:anplo of t he smJpons1on toolml (iUO i s , 

lla.7evor , r ur niohod by r 1 , 1 2 ; wlt!lin 1to fort.t- flvo porfco-

t1ones wo find aovcn timoa t he suapono1ou 
~-1 G:t> J.-I , ono~ 1-~ , 

ona onoo I:r. 
D1oeonnncoo moy olno e!>poor on r:-.ain bonto wit hout 

having tho funot1on of suo:>ens1onn. A Group Of CXOffillleo 

· I Cin . o lt . I , 115 rr. 
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seems to antioipato the note which forms the consonance 

on the next main beat . This- anticipation, it it is 

:,Jpt~~ dissonant, i s usually t~eated like ~ n , resolv-
..,~~l~·:+ ~~~) 

i ng ~ t\ atepwise bt o a consonance 

on the weak beat, i . e . between the anticipating and t he 

anticipated notes . Yet this resoluti9n is mostly ascending 

in contraat to the more usual descending resolution of an 
~ NQ1/ • So we find in F 2 1 3 measure 51-52 the pro-

s-9-10-9 
gression: 1-3 - 5; or in F 2., 43 measures 41-42: 
5- 6-7-8- !2 
1 - 2 - 3. Such progressions seem to be rather oharac-

teristio of later pieces , however. We find them in 
2-3-4-2 

'tV2 4 ,10 measures 20-21: 1 - 2 ; w2 4 ,12 measures 10- 11: 
9-lD-9 6-7-8-6 
1 - 2 ; N2 4 , 40 measures 15-16: 1 - 2 ; \12 4 , 52 measures 

8-7-8 8- 9-10-9-8 
10-11 and 21- 22: 3 - 1; W2 4 1 60 measures 53-54: 3 1 . 

More characteri stic of the earlier motets i s a type 

of dissonance vlbioh is introduced and reso1 ved stepwise , 

preferably i n contrary motion. Examples of this type are 
4-3-2-1 

the follolr.lng passages. F 2 ,10 measure 51- 52: & - 3-4; 
5-4- 3-2-1 

F 2 , 44 measures 11-12: 5 - 4 - 5 ; W2 2 ,63 measures 10-11: 
1-3-2_-3_-4--5. 4-4 4-3 1 Usually such passages of contrary motion 

are covered up by melismatic eplittlngs in later motets. 

Yet we find the following passages in \12 4,80 measures 
9-8-7-6-5-4-4-3 

21-22: 2 - 1 - 3, , and in W2 4,85 measures 14-15: 

~:t:i-:-~. 
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A further reason for the oocui~oe ot d1ssonances 
~ 

on main 
~ 

beats are the "t.L~pesn . As Garlandia states , 

t-lcn-ElB t 

I) 
i . e . motivic~ or melodic rep~titions , may be 

partly dissonant . Sinee such repetitions occur mostly 
~- t&t>,~ 

in e&!'l-y motets, this type o~ discordance is mainly 

found there. Two exampl es out of many may autti oe here. 
No 1~ 

J! 2 . 45 starts with two phrase·s whose antecedent s (meas-
,·J •• .-4/c~ 

urea 1-2 and 5- 6 respect! vely) are eq~al. It is interesting 

how t he composer evaded a ehange or the melody in these 

antecedents by concluding them with A-G, the first time 

above F in the tenor , the second time above G, so that a t 
IV\ l~(,\. 

first the G or the mote~ i s a dissonant changing note , 
"''\'·~~~~ 

and then the A a·' suspension. The repetition or ~P 
' r l-'l. I~ , ,_.- I l l-l~.J) flot> 

motive 1n measures 31-32 and 33-34 again nesults int a 

sixth and then ~ a seventh. 

l-tl.-6l-~=:t: -4ifte ~e~ th~t most dissonances can be 

explained by the above rules , there are qulte a tew 

instances where none of thest rules appl~ and yet a 
~ k.M 

dissonance appears. In these instances we·-itave the 

a l ternative or interpreting the appeaPanee of ttm dissonance 
~ 

as springing from an erroneous abbreviatio~of~nelismat ic 
~M~b 0 . 1 

l 
uplittirtss -e1-the. mod.e \on the part or the scribe_, or of 

- -
surmising that t he composers th"<>ught that a change to a 
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dissonance was good in some cases, because it made for 

greater variety. All possible dissonancea - - seconds , 

sixths , and sevenths , occur in t his way , i . e . wit hout 
~~) 

apparent justification. A1he sixth , when leading to a 

c onsonance on the next mai n beat in contrary moti on 

{disregarding the intervening weak beat) , seems to have 
~\k·tQ.. ~oe>w.J. ? - *- 8 ~·~· 

been cons i der ed a ~~ in passages like 2 - 1 (in 
NC51 1 1~101 No.c;11 35" .. 3b 6 - * - 5 ~ 
\~ measure ae, and Vlz-4-,.Q.Ij measure -39) or 1 - 2 (in 

1\ c ~~~ l o1~ 1 , 
\t2 2 , 63 measure 4 i -Wz 4,95 mea<Jure *;-and W2 4 ,80 

measure 13f . Ne t.t.ttl ,...,, llf). 
~ ) 
~e also encounters several dissonances which are 

y ,~(·~ 

freel y introducedJ~by means of skips. They may be r esolved 

like ordinary ;ll:Sp~n;lo~~ or may c ont inue in skips . ~ 
~~, ! <"'?.to, ~,,-,, 

j.nstances arc foun<t; ,-;i n 1i' 2 , 20 measure 2? ; W2 2 , 63 measure 
' l-1 111. ).,. (, tJ• h /.. 
l?,;, ( seconds ); Wz-4 , 59;nea&Y:Pe &t w2 4 , 73 measure 15 (sixth; ); 

\12 4 , 85 h:ao feuP-SUoh-El.i-e&GBanc..._as.J.n_it s first six measu-res , 

' a l.J. s.o~ onda , - 'Wh ioh , h<nte'V'er-; -m&Y·-b6- errors ,. but ~~. v~ite~ 

could not study t he -onl y otl-ler o-rsion of t hi s mot ot, 11 No. l3 ,. 
H \.l."'.t t ' 

i n order to verify t he pertinent passee,es . ... -- Finally , we -e-l so 
rs 

enQQunter t he freely i ntroduced sevent~. In H2 4 , 15 TIOasure 
IS f\.Q. 1'$(; 

17 and in \ 2 4 , 56 measure 2 t he sevent h proceeds t o a 

sixth , which l atter t herefore soer1s here t o ocquiro t he 

position or a relative consonance 1n comparison wit h t he 
~~> ~) 

sevent h . I n \12 4 ,42 measure 13 , the sevent h remains 
. A 
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unresolved;, it-is-:t'~l:.lowed--by-a-sixtll on t.he we~ b~t.__ 

and then_b~ ..another dissonance--,- a second, ..on ..the .. next. 
- ( - ~" ..,.,~ 

J{t_ain-blmt". Phere-aro "ii~ examples or such dis-

sononcesr-sineuier--in-that-they use the tenor, at least 
r~c •5(, 

partly , to provide the resolution: F 2 ,24 measure 1:5 11./ ~ ·J 
7 ~ 6 

sh011s 1 • 2 - . an~ in Wz 2 ,57 me_asure 2? we find a rather 

orude example of 11 t .he composer tried to acconmodnte 
:.. .. "' 

a note of the ~~urgi 1 melody whic~did not fit well , 
in~hosen pattern;~~s l &eds to ~-2. 

General conclusions cannot be dravm from the 

fav instances of syllabic dissonances . The contrapunt1l 

settins of both early and l a t er motets is at least as 
~oi w~ oJ.>-M-~ 

careful with respect t o t he main beota os weAfound ltr 

to be \'11th respect to secondary beats . Dissonanoos are 

used onl~- occasionally, either rs stinulatinc variations 
~~ 

of harnony or as t he result of ~res, ao a melodic 

feature . l I n t ho former case they are only rarely introd

uced in a free manner or left wit lwut a pr oper resolution , 

because thoy ar e harmonic phenomena . In the latter t hey 

do not need a special preparation nor a resolution , 

because they arc loc ioal parts of nelodic passages and 

have no harmonic implication. 

1 This difference i s not expba inod by any t heor 

ist of the time . 
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The preceding paragraphs were mostly devoted t o 

the t wo- part motets . I n motets or three or tour 

~*""~'~ -such ~ro-part compositions ~D±y termed the 
'l• tJ V~j 01'\L ·~ ~tvJ-!lij, r'·v'h~ , fo ~ ).',(l~ Sl.~h·~r) 
to.-wl:H:Gh., according to Garlandia , each new voice 

parts 

nucleus, ~~~-~ 
I 

had to 

be added in such a way that 1 t was consonant with this 

nacleus. Pranco is more precise: "Qui triplum • • • 

quadruplum vel quintupl um fao ere voluit , accipiat vel 

resp ioiat prius ractos, ut, si cum uno discardat, oum 

aliis in concordantiis habeatur."l The only relaxation 

ot rules about dissonanoes and conso~ances on t his 

aooount is taught by the Anonymus IV . 2 He declares t hat, 
J. 

when in a quadrupl um a tull chord is souncf, e.g . C-E-G-0, 

t he resulting s ixth (E-o) is permitted, and the tact t hat 

the chord is nevertheless eonsonant is r egarded by him as 

"valde mirabile" . Perhaps the Anonymns I also throws 

some light on our problem when he says: "Tonus cum di a

pason habet bonam ooncordiam, maxima cum i n medio profertur 

diapente ; et tit hec consonantia ex duabus d1apente. "3 
fit{.t~ .c-~4 ~ ~!l\l~e- b~ ~-\# fw-o ~......ti,l IY\,.1 

It seems that~.,. in order to interpret this statezoont correctly) 

it is necessary to read the two sentences in reverse order. 

The author apparently takes the position that the combin

ation of t wo consonances must also be consonant. If this 

1 Coussemaker , Scriptores I, l32b, 
2 Ooussemnker, Sorlptores I, 360a. 

·3 Coussemaker, Scrlptores I, 30lb. 
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. WM 
theory ha~-been generally accepted, many disonances 

could be explained. But this leems no ~to -n-ave-been the 

~a.~t 
Franco's viewpoint was apparently~ by 

moot composers. The rollowing table lists all disonanoes 
'l'W 

that result when we proce,eds according to his rule in a 
lt- dM 

three-part composition. fl!li't1s we-set above or below a 
~'\ 11\v(l. 

consonant interval a tone Which is consonant w1 th only one 

o~ the previously fixed tones, the sixth being treated 

a s a dissonance , o~ course . 

4: 6 7 8 1.} ~ 5 6 7 111 4 7 9 10 
(3 3 3 3 :>4 6 7 8t\k 4 4 4 44 5 6 7A:l5 5 55 5 7 9)to 
(1 1 1 1 12 4 5 6J l 1 l 1 11 2 3 411 1 ~ 1 3 5)~ 

1 1 l 11 2 l l 1 1 2 1 1 1 r 
rClr~ 

This rea-Hy formidable list ot dissonances becomes 
N. 

still larger when .e accep~ a rourth part on top or such 

discards and on top at harmonies or three tones. These 
fv bt. ~) ¥\L t"'f-~{ ~ h~J 

1atter, hewe~, ~lnk to a qs1ngle ~ viz. the triad, 
IS)Vt., 

it we except the chords in which two or three tones stand 

in unison, or more than two tones are discordant with 

each other. We can imagine that P'ranco' s rule became 

absurd it composers accepted it at its race value and 
O"hL vwT 41\.V-..R. 

allowed more than t~t1te to be dissonant. No pieces 

composed in accordance with t his rule have been handed 

down, either, although the technique or a few motets 
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appears to . be close to it. But there is probabl y another 

expl anation tor the existence of t hi s teatUfe 1n these 
l~. rt·· ;.{~·1.1.1) / h 

pieces. -- Jam&s of Liege~ is more realistic about t his 

problem.l He permits only consonances wit h all parts in 

three-and tour-part compositions , and ~ys that, while the 

dupl um may use only perteot cons onances, triplum and 

quadrupl um may al so make use of 1mpertect ·ones .2 
\, . c.•~ 

Several ot the syllabic dissonances exemplified above 

are used in final and medial cadences. At this e arly time 

the final chord was already be1ns specially treated . Even 
~1'-.4. 
earlier the recognition or its significance can be -observed 

in the organum. The cadences used in the various classes 

1 Coussemaker,SOriptores II, 386b. 
2 Rokseth (Polrphonles 215) seeks support tor the 

expl anation or Aissonanoes iD Garl sndia' s statement t hat 
"quadruplum cun tribus s ibi aasoci atis ab aliquibus duplex 
oantus nuncupatur , quia duo in vie em nunc cum uno, nunc cum 
reliquo audientibus, t anquam esset duplex discantus, per
cipitur." (Goussemaker, SoriRtores I, 117aJ But this passage 
has noth ing to do with l~ problem. It only describes ths 
etteot or an i nstrumental quadruplum ot which , according to 
Garlandia's statements on the precedi ng pages, the upper 
two pe.rts play between the oetave a nd double octave, while 
t he t\'10 lower parts play between 1(pe,..,;towest notes and their 
octave.. From her findings that Vl2~3~8 shows many discards 
she ooncludos, moreover • t hat onl y t h e single parts were 
heard 1n their lin~ar progression , not the vertical whole . 
Besseler ~ uses such instances to substantiat e his 
argument that this music is eeant for performers only , not 
tor listeners. Bu~ tAiS-is-di~roved y- t heor1at s a~ well 
as by ...o..ur research • .Eurthe~LJ~l~,l8 -does not· pave ~ 
t-oo-many discards. i h/\ ~~~ '.s O<M" - -~-;~ ~ ~""' .... ~ ~"'-- (J 
~) ~ v~w C.e.....bi- "M.&~~ .t{/,~"'" to lt~M ~ ~~ ~) 'tf..f<.tA 
~ ~ ,~...,.~) J ;u.. ~~~. ~ N~\WI,t~-..t~t~o~·) ~~ .m, ..._ ~---r-0 rA_ ~ ~tio ~ w'*c~ ~ ~~ 
~!.e,~ > ~ Y'.._ls;A-~ ~ J,.~ Tl--... ~ ~ w.-~...,-t "' 

{.. lw-"t<!.'\~ ~~ ~ 

~"~ ~ f~u·~, 
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ot motets therefore cast another light on the style af 

our pieces. The two- part motets in classes one and two 

display a great predilection toward ending in a unison, 

and less often 1n the fifth. Classes four and t ive 

prefer the octave and the fifth to the unison. Classes 

three and t i ve use all endings about equally often . -

These closing intervals are almost never reached in 

parall el motion. l Covered parallels are frequent, how-
6- 5-4- 5 

ever. Very frequent endings are e . g. 2 - 1 and 
9-8-7-{ 6-5- 6-7-)8 
2 - ( - )1 ; fourteen early and nine l ater motet s 

e.nd in one or tlle other of these formulae . Another very 
5-(4-3-)2 

large group concludmwith 1 - 2 ; we coWlt fifteen 

such cadences among the early motets and nine among the 

later ones . Six early and three later pieces use the 
6- 7-8 

formula 2 - 1. Various cadences which streea the third 

as the penultimate interval se~ to be more characteristic 

ot the later pieces than of the earlier ones . The third 

is used preferabl y 1n these two ways: ~=i:~ or ~:!:i; . , 
six early and ten later motets use such cadences. Still 

another way ot arriving at the final unison is charac

teriStic ot the later motet . It employs a suspension of 
3-5-2 2-1 2 -

a second in various ways : 2- 1-2 or 1 - or 1- 2. We find 

such cadences only once among the early motets , viz . in 

1 As against Roksoth, Polyphonies 217. 
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W2 2 , 30, but twelve times among the later ones . There 

are, besides , sever a l other \Vays ot preparing the final 

consonance t hat are used in the t 1-ro-part motets, both 

early and later, here and there . 

In all three and four-part and double motets onl.y 

unison , fitth1 and octave are admitted a s r inal intervals . 

The onl.y exceptions are the saoond tripl um of F 1,13 in 

W2 1,6 Which clQSOS in 8 third (s o that it becomes pr obable 

t hat the ~vo last perteetiones ot the tripl um are written 

a third too low) and both motetus and tripl um of W1 No . l. 

There are but two early mot eta all or . whose part s meet 

in the unison in the final cadence -- W1 Nos. 4 and s. 
When we divide the other cadences into such as end with 

an octave , t hose which end with a fifth , and finall y 

t hose that show fifth and octave , we find t hat the first 

var iety occurs only i n three- part motets . The l ater · 

works turn especially toward t he third of these oadenoo 

chord~ indicating a t rend to\vard greater fullness ot sound. 

The early three and four-part mot ets have the follovdng 

r atio between the throe endings : 5 to 11 ( ?) to 5 ; the 

inte r rogation point stands t or W2 1 ,12 whose tripl\lii\ is 

partly lost. The six motets in organum styl e all 

conclude With the t hird ot the specified chords . In t he 

l ater three-part motets t he ratio is 1 to 1 to 4 (? ); the 
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int errogation point stands for 7 1 . 26 whose triplum is 

partly lost. And the ratios for the early , conservative , 

and modernistio double motets are respectively: 0 to 3 to 

3 ; 0 to 2 to 7; and 0 to 3 to 6. w2 3 , 21 is too defective 

to be judged. At least part of the closing seotion ' ot 

the motetus seems to be missing. The oe.denoe wns probably 

one of the thfrd vari ety , since t enor and tr1pl um conclude 

with a fourth. 

These final consonanc es are arr ived at in many 

different ways . The tenor is usually arranged 1n such e. 

way that i t closes descending in stepwise pr ogression. 

Apart from melismat1o spl1tt1ngs , the penultimate harmony, 

leading to the final chord consisting of f ltth and octave • 

is most frequently made up of a third and sixth moving in 
6-7-8 6-~-e 

contrary d1reotion to the tenor as foll ows: 4 - 5 and 2-4-~. 
. 2 - 1 2 - 1 

These formulae beoome v~ry frequent later in the thirteenth 

and 1n the fourteenth centuries . Of the 5 to 4 to 3 t o 7 t o 5 

oadenoes (in the order: early three-part , later t bree-p~rt • 

early double , conser vative double, modernistic double motets ) 

of the third ki nd not l ess than 2 t o 1 to 2 to 5 t o 4 make 

use of this formula 1n one or another form, often embellished 

by suspensions , retardations, etc . And t his number proves 

the popularity or this formula as early as t he beginning ot 

t he thirteenth century. In addition , the l ater the works 
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are the more suspensions occur in the cadences betore any 

of the main consonances, viz. unison, fifth, or octave . 
fJ J N ~ VW1.~"' ~'Vt > 

~Many of the syllabic dissonances are subsumed under 

Gs rlandia's "oo1or" , i.e. under the ornaments . The most 

frequent kind of ornamentation, hmvever, i s of the mclis

matic t ype . W~have discussed t he licotures , coniunctures , 
' f}lf r(; ~ .tv.v. r~ Jl 

and plioae~at ~ lonc t h in cllapt or six• 8B4-aooompanied 

thea w!t..ft- a s reat-numlre·r ~or e:mtnpie-a, -to whi-00--'tle -shall 
. ~ c4,.:t~~~u""n. ill ;_,r. ({ 

have OCCasion- to refer . Dut Vtbile ..WO COnfined.OO:I'ae-lva-o-

there to t he problems of transcription of these ficurcs, 
r .. , """ ~ ,., .. ( ~e A t() 

we nust now discusd"' ,_t hedunotions. of these-epH-'t-t-ings of 

the-modo. Many t heoris t s expound t he rules of the uso or such 

ornament s. ITnndschin has ~iven an impressive l ist of old 

and modQrn treatises on this subjeot . l But we 68tn t he 
..... ~~~ {'•'\ V:, ~ ~'-c. ..... J, (.J 

clearest Y~,rrom the music 1tse1t . eur examples1have 
.. ~ 
proved t hat in two versions of one composition a plica is 

t'"iCI.~P 
1 Zur ittge der me1odischen Por aihrasier¥:S i m 

Mittol al ter-5 : 1Iucbald (Gerbert , s cr-ntor es ~1!0); 
Arlbo (lbld. II , 212 ); Hanuel Bryennius ; ellormann Anonymus ; 
DiscantU8;Positio vulgaris (Coussemokor , ~criptores I, 96f ); 
Johannes de Garlandia (ibid . I, 115 ond 164t );=n!eronymus de 
Moravia ( ibid . I, 89 ff };-Inonymus II ( ibid. I , 312 ff); 
Anonymus ~ibid. I , 358 and 363) ; Anonymlls VII (ibid . I , 
382 ); Johannes de truris (ibid . III, 62 ))0arra de Vaux, Lea 
tenseurs d • I slam IV, 360 ; -,:rre'mann , IIondouoh der Musi~o"Soliichte 
! ,120 (first edition}; Laoh, Me~!e 175t;;IT. Mue er, 

Huobald ' s •• • Schriften 32; R6 in VtMN V, 384 ff and 
3881' • ~ '' ..;~ It ~t( tCr r \ l~·~~~. '\C..'>' 16.:' e I . 
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anot her t he ligature i s repl aced by a plica -- mere 

local differences. Nevertheless, the fact that one 

version uses ligatures preponderantly while another leans 

toward plicae may bo a sign of the l ater uate at the first 

of these; tor the process of the elimination or t he plica 

goes on throughout the thirteenth century. When the sem,i-
-t\''(: 

brevis became th~ melodic counterpart of~ syllablop in the 

French t ripla, theorists held that the plica Oould not be 

applied to this small note value . l Later the plioa was 

also eliminated from larger values and generally replaced 

by ligatures . 2 In this way the r hythmicai and melodic 

ambiguity o~ the plica was abolished. This development 

proves t!lat ligat ure an~ plica have ~f.e same. Iijllsical func -
~--~!,. -k.t~.'l' ~1\.w\<.t_ \"' ~ ~ h~ ~~~~ ~+ f~ . 

tions, fl \'ie shull therefore ~reat them here together . 
1')1,~\%Y\.1 

The rhythmioar" ~ot!oo- of these melismatic figures 
4 . 

~as~~ begn.discussed in chapter six. Splitting the 

beats or the mode serves as an enlivening and ornamenting 

factor. It introduces considerable varietie~ of rhythmd, Y-. ,t f 1, .. t.c (\JL~ 

but these are gnly varieties of the basioArhythm in the 
~ ~ r~ .f\~t. ~~ , ~'"" JJJ~ dJt..,_ 'ftc. (• 11-1£4 i 

early motet , and fdo not GeB.t~lbute -~l.BB-n6W. The only 
+1-e. c... .. ..r. "'. ".tv+-"f' t J 

device that adds anything reall y new to modal rhythm ~ . " ,.-
1 See Petrus Pioardus , Cousaemaker , Soriptores I, 

137b. 
2 See Theodorious de Campo , Coussemaker, Soriptores 

III, 190b. 
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~ et~ ~~~.HJ vvv..~ W\J';l) 

is> ~he hoquet . -%~ "is .lnterestingJ4iG aep t:tmt the longest , . 

passage in t his technique seems to be derived from liga

tur~,~ by omitting the main beats of modal binariae (see 
No /If> 

Vla 2 r35--an4~ly4., discussed in chapter seven). H-e elso 
"" ~ t.;c,~ ~,~ ~ ~'1)l'19)~ ~ qq; ••. 

find the ~oquet /\incorporated in F 2 , liS and 25 •1A A variety 

of it,in Which the mot etus pauses for a whol e perfeotio , 

utters two syllables w1 thin t he foll owing perfcotio , and 
t.)o~ , s' , 1o2., t"'l . 

then again pauses f or a perfectio , appears in F 2 ,24; 30; 

and W2 3 , 17 motetus . Another variety of r hythm, probably · 

related to the hoquetus technique , consists in pausing 

to~ an entire perteotio and then starting a continuous 
N~fl~& 1'15.) 

phrafie . This device occurs in J.i' 2 , ~l7; T/2 3,1 motetus ; 

and 20 motetus. In a~ these instances , the motetus pauses 

for the first perteotio of a measuring unit or two perfec-
~~~"~ . 

tiones and comCH~ in again on the second halt of the unit 

wh1Gh giv~s it the hoquet character. 

The mel odic functions o~ ornamental note groups 
' 1J.UM, ~1o ~ ,~.J 

are much more manifold. ~n classi.f.;r them in three 
-i; "r\. ~ 't' i'\. ~~·W~~) • 

groups : passing notes , changln.g notes , and eppoggiaturQ.J. 
"'t l\ 

Passing notes are very comcon. Binariae and notae 

plicatae usually fill a third s tepwise, descendinG in the 

greater number of examples .~ Some~times also three or 

1 See chapters~~, ex~ples 2, 11, 12, 17. 19, 20, 
31, 32 , 33, 34 , 36, ~d 37~ . 
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+ ~ n~~~ rJ'J..., .,..r-.-' ~7 
tour ornamental passing notes are used . 'l%e group---(..b-) 

ot- our exampl.e.§._in o~;:~i.vee instances of partial 

passing, mopeover~ i.e. passages in which t vro main beats 

follow each other a an interval larger than a third , 
"r" )\. 

which interval is tilled in only partially by passing notes . 
T"~·~ ~ n 
ChangLng notes are a lso very frequent . Binar1ae 

and notae plioatae especially often furnish the common 
~ o'\.. ~ ....... f..elt 1\\Ul~ ~ 
changtnB ~1.\botvteen , two 'ho'tes ot equal pitch, bqth as

Cl~ ~~,.~t.t.J--~ ~.,-~.t~ ~~. ~~~~.t 
· cending and descending. "But the free ~"nolo also 

rt~l.~~ ~ 
appears as a by-note either .PC' the first or the second ~'1<--4 
rf~Ch + ~~ 
'nOt.e betvreon which the ornamental no~e stands . The 

notation of the l~tter i s possible almost exclusively in 
s~~vl"'- e; ' 

ligatures, as we pi"t:wed 1n chapter six' j.n the great 
ft..,~'~ 't 

majority of instance~ 1 however, the free changing note is 
~~~~ p·~ 

the 0.1- note of the note it follows . It appears mostly 
t- ~ 
note between two stepwiso as an ascending ornamental 

I 

.,._. tct-.A t 'i-.t.i. ' 
descending main notes) 11 It is less often used in 1the 

opposite direction or between two skipping main n otes • 
.1.. -... 

A group of three ornamental notes ot \7hich the first two 
~~~~~A. ~J ""-~"" tlc•t-4~~.,., t""-+t'~f!,. F~; 

arc of the same pitch often perform the same function. 
-_, +~~fu -t ,.y o'ie~ 

;o:::bi~~o; ~ passing and~~t~~notes~ooours in the 

With the aid of added by-notes these ornaments 
~'-eh. t\lwl -+n -et: 

often take the form of a ~. or turn . These 
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richer ornaments are not essential member s ot t he melody , 

as the following examples f'rom t he same measures of 

can be ~d in front of . 

or after the original ornament, ae we see. ~ 

The appogsiatura i s commonly used. The first note 

of t his ornament i s 8 discordan~ which is resol ved into 
. t h 

8 concordaaae by the second of its constituent notes,· 
~ 

1his le-~1'-ftO~ may also be written as a plica. Both 

ascending and descending appoggiatur~are used, the latter 

more frequently,though.~ In several instances t he appog

gi atura is not resolved stepwise , but e . g . 7-5. Such 

inst ances lend themselves easily to a c ombinat ion '~th 

passing koees , resulting in twofol d appoggi aturtllf; e . g . 

7-6- 5 . Very interesting are such forms where t~e appog-
~~" .. S'! 'f" }I 

gi atura is combined with either passing or ohangrbg notes 

in such a way that the ooncord~· iS t he second ot three 
<t ~n 
notes. 

forms: 

1:ife combinations appear quite f requently in all 

piffiij 1 et 1 

' "' "! See a l so example 31 in chapter six. 
~See chapter six, examples 6, 7, 11, 12 , 13, 17, 

23 , 26 , 32. 
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the ornaments. We-have- s een :liat the ornaments may 
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(,w'f 

change their appearanc e in various versions; r they may 

even go further than t hat . The same ornamental nates 

may embellish one beat in one version and may be combine~ 

vrit h a neighboring beat in another version: Consequently 

an ornament which appears to be an appoggiatura 1n one 

version may appear as a passing or =~ ~n~e 1n 

another. This procedure frequently results 1n a change ot 
~ 'li 

the notes which constitute t he main beats. A few examples 

out or a great 
N~ 111 
(W2 4,45) m. ~7 

t'i~ \l) ' 
\ W2 l,4~ m.l0 ot mot. 

~Q "24 
W2 1,10)\ m. 30 of 
w2 1,17) 

N~,t&b , 
( \'12 4 , 56) m .. l4 . 

l_w2 4 , 56) m. 24fi• 
tl'·~ ) ..__,_ (1"~2 2 ,13 m. 49-52 

w1 f 53v 

w2 4 , 37 

See also examp~es 17 and 23 

change from an appoggiatura t o 

illustrate t his point: 

Mo 6 , 201 

~-
~ 
(VI1 r lG'N8 
(W2 f 7l.,V 

j,£ bhJrn 
ihffi:it 
f 

versa is effected , as i s a l so t he case in the first 
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No. f £~ 
example above, taken trom W2 4w56. A l ar ge number of such 

conversions within a few measures are given 1n the last 

example above. 

In the later motets the melismatic ornaments 

greatly increase in number and in richness. In proportion 

to the number of pertectiones the number or ornaments 

approxtmates fifteen to twenty-five per . cent. in the early . 

motets. Only a few pieces, viz . sixteen, concentrated in 

classes tour and six, show between fifty and one hundred 

per cent. ornaments. The meli81'!1S c9mpriae in the .large 

majority or instances onl.y tw~ notes . All this is 

reversed in the later motets. Here Only in ten pieces 

do the ornaments aocrue to l ess than tifty per cent., 

while many others have around one hundred and .fifty per 

cent. and more. And th~se ornaments very frequently 

contain three to four notes ., The second beat of tne second 

modo is especiall y embelli shed by such rich ornamentation. 

Various versions , one French and one Latin, indicate the 

trend clearly. Almost invariabl y the French version will 

contain mare melisms . This is the beginning or the 

process at dissolution at the modal patterns through ornam

entation. The essential differences between the rhythmical" 

characters of the six modes are thereby greatly reduced. 

This development is reflected by Franco' s new formulation 
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~ 

of the modal theory , as discussed in chapter five. These 

ornamental notes soon obtain equal importance with the 

beats of the mode. Composers began to use these quick 
c~ '\{'.l ww~ 

dissolutions or the mode syllabically, \thi.ch resultett- ~n 

the style or quiok declamation in the motet 0~ the 

Franconian period. This development is also olesrly 

discernible in the three-part and ~ouble moteta . None of 

the early three-part motets has more than twenty-five per 

cent . of ornaments ( in proportion ta the number of pertco

tionas) , and this percentage increases with each of the 

groups, and is largest _ in the modernistic double motets . 

The greatest number of ornaments is always round in 

motets in the second mode , and their number gr~1s simul

taneously with that of the ornaments . 
4t~ ..... ?il.. 
~e most of the forms ot melismat ic ornaments , 

especially all simpler ones. already appear in the organs , 

the more complicated combinat ions among the tllree ~b~ps 
"""~ we- montioned11 seem to be char acterist ic af the motet. It 

is also in. the motet that the feel ing develops that these 

figures are indeed ornamen~al , that is non- essential 
.1 

parts of the melody. Cons-equently S\lC'h- mobl le ornaments, .$~ 
Jt..,~ 

as .we observed 1n the group or examples given above, are 
4 

also oharaoteristio of the motet . Chapter six has given 

tts- an inkl.ing of the difficulty of writing down with 
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accuracy such very rich ornamentation in modal notation. 

One ereat ditriculty was eliminated 1n the early motet , 

in that at least . the arrangement of the beats became clear. 

But soon the inclination toward ornamentation necessit ated 

the adoption ot a new notation. This new notation enabled 
I~..K!-~.:_f ._(P.,.J ,,.I . 

the musi cians to ~~- :fix thet\rflythm of such ornam-
~ {. fM..v~v ••• t · <.tJ ~Jtvr-·JCI. j-

ents ~as well as that ot the split values of the new st yle 

of quick declamation in the French triple , which style 

evolved from these ornaments . Thus together with the new 
fl ... .,......v."~ 

style ot tha French double motet the mensural notation 

made i t s appearance toward the middle of the thirteenth 

century. 

scale structure in the motet . According to J'ohannes de 

Grocheol the Ohurch modes do not regulate the motet . In 
k, \. f" WM 

chapter eight we have shown t hat the tenors can only 

rarely bo alea~ly attributed to one of the modes . It is 

mer e coincidence therefore when an upper part seems to 

conform to the apparent mode of the tenor in its ambitus . 

The Church modes had been instrumental in creating a 

musical abstract , viz . a soale of halt and whol e tones in 

which transpositions were possible. Beyond that they lost 

1 Won, J'ohannes ~ Grocheo 115. 

• 
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all importanoeA in the pol yphonic art music of the thir-

teenth and fourteenth centuries. 

A look at the follovdng list of motets , based on 

the orten quoted tenor "In seoulum• , will convince the 

reader that there is no generai relntion between the 

compass of the upper parts and tho mode of the tenor. 

3inoe thi s tenor itself has a hi gh ambitua , the upper 

parts are limitod vdth respect to thoir range because , 
... ..,"...) 

as we-have proved in eh.npter nine , t he upper parts altlost 
~ 

a l ways stan_d hi gher than the tenor . ll we had cllosen a 

teno~ wit h a low ~bitus , we would find a still greater 

variety or oam~asses in this list . 

• \12 2 , 16 
34 

3,10 o- a 
23 r-el 

4, 2 -fg-el 
9 f-e l 

19 t-el 
26 r-el 
50 r-el 
55 f-el 

l-2..1 MO 
') 7 3Q) 

79 t-el 
3 , 37 r-el 
5, 85 r-el 

87 f-el l q )..}S" 

':11 ... 

lbl 

102 f-el 
107 r-al 
118 r-el 
120 f-el 
133 f-el 



.. 

1'7 
~; 
. ( 
") ., 
..., 

::J 
{ 

3c, 
' ( 

.. 0 

t"l. 
? 

Lj 

'}.3~ 
'131 

Lrlb 

~I 

3 (01 
... ~7 

' U:J, 
J-7'8 

; 7 ..U2.... 
~ ~03 

.)'lq 
3 3/ 

Mo 5 ,13"4 
138 
162 
163 
166 

6 , 178 
19? 
20? 
218 
223 
230 

8 , 324 
336 

Ha No . 4 
Ba No .. 12 • 
Hu No. ll9 

Tu 2t.t 
Mu C IS 
~lcivr I 5'1 Si

1 
ll 

t-el b-gl a-e.l · ol/cl,gl/ol 
t-el b-o2 cl-o2 e~ljcl,c2/tl 
f-el dl-o2 g-bl gl/c2 ,cl/cl 
t-el cl-o2 dl-c2 gl/tl , o2/c2 
t-el s-sl gl/cl 
t - el. g -Al . cl/ol 
t-el g-81 ol/ol 
r-el g-al gl/ol 
t-el a-c2 ol/cl 
t-el g-al tljol · 
t-el a-c2 b-c2 gl/ol , c2/tl 
f..q1 g-al(Jt) ol-al(Bf1 ol/ol ,gl/tl 
t~l b-c2 dl-d2 gl/ol~c2/tl 
t-a'l g-al g-al cl/ol ,gl/tl 
g-el a -al b-al o1/gl , gl/dl 
+- rJ.' .f -~ ' .f' l+l 
+ -e' b-~'- ~ft ef 
CJ-e;' c'-c..l. lg t~'c.J. 
~e. f - t;l. Cl zc! 
a~ ~: ~~ c~/~~: 
-t..:e' ~-"b.' ~ C. 
+-e.' -f -o..' .f//c_~ elf I 
f -e 1 o..-cl. o...-~1- ~~/ ;<- 1) '~ 

I I ~ e,r• 
f~ f-A / !/v i ('\,I vJ-t! 1- (iv d- e. l.. c. .-? ) .,, c, 

246 



THE TEXTS 

.U·.t ~ 
Th~ poetic part of ~ motets cannot be treated 

. ~J~ -+two 
exhaust! vely in this paper; Such treatment would be the 

task of a philologist. In fact , the majority of the fL'~'-1-l1:J 

Latin piece-s cmd -a:ll French omnr have been previously 
I I • ;J ) 

published. tfJ In spi to of the work of expert philologists , ri . J.t. 
..fw..,t~ ~ fl''-"tlh~it~ ~ i1: {.;............ 'I 

howe-rer, many readings still remain ~A There are 

two main reasons for this. Firstly, the texts are often 

very badly transmitted; words and even entire phrases 

are sometimes omitted , and in a few instances the poems 
A ~ \1 ,I ~~~ 

are in hopeless disorder . Secondly , in" all .t.he-se- public -
" j._ be~ 

ations the music was disregarded as a factor contributing 

to the establ ishment .of the text . [w 
only vnth the second of these reasons in our c~reotions . 

Other emendations follow previous philological publfOa~i~ns:J 
. . 

In;the L~tn motets various readings are otten preserved 
I in various versions. and-al-so; 'fnauglr less o:tten~ in French 

1Wt "-•'-''-,( ~ I cto't .. ~ "-" "'~"'t~f-t.-i 
--tens-. '.¥&-have 'tried to select the best readings , but 

t•')(l. ~ 
corrections ~be necessary in many dubious inst ances. 

, ,..,)'!! 1'7 ~. bL-~ ... 
!'"or til'S listings ot publications of texts ~et:.&r .t-o 

- r 
Ludwig, Repertorium passim. · Since 1910 only ve-ry taw- of 

the texts have been published or re-edited , aside from 
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~,( f'~{cL~ ~~~- eJ. ~-41 Cl-V)) 

those contained in Mo , R, aGd Fauv so that Ludwig' s} list-
_ _ / ,I (~ 

ine a nr)Ystill nearly complete. ' 

A convenient division for the followinG comment s 
. SWVL~ h.H"U'~ ~ 

presents itself, for there are abGUt unequal number of 
~.;;l l -;'\{.' .... .::r ·~ , •• • 

Latin and French texts in our manusorip~. We shell 
-~lA 

therefore t"r"e-at ot first of the Latin} and then-of- the 
~r~"1~ ) ~ ~ .... r:J.u--. iM-

French text s~ In both sections ~main ooncern ·will be 

t he oubject matter of t hese poems; &&4 their versification , 
.fr c;k tS "-""' 

and how t hese poi~ contribute to ~ unders tandinG of 

the early motet . 

t ... 
'/ t 

We count thirty- t vJO Latin motet 

text s in our three manuscriptsl to which we a.dd t he qua

druplum text of Uo 2 , 35 {F 2 ,5/6} . Of t hese , one hundred , 

i . e . seventy-five per cont ., elaborate i n one or another way 

on t ho feast to which t he tenor word bel ones . 2 Wo may 

refer to those pieces as tropical motets . The other 

thirty-thr ee pi eces are el l of relie ious character, t houch 

1 One of t hem, viz . F 2 , 46 , is incouplete . 
2 The tenor melody is 1n aome instances used for 

different words from the liturGy of the same or different 
fe stivals . In such cases t he scribe often chose one of 
the interchangeable words without payine too much attention 
to their relation to t he upper parts . The text of tho 
upper parts may t hen e ive 1ifi.. a clue ~eo to which tenor word 
was oriGinally intended. 1.1'9--have alw ettemp tiS'd 1ll our 
transcriptions )to give, what seem&d t he right tenor 
desicnation . , . ~~.-

"" 4•' f\.1\n p "M~ 
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not s trictly lit urgical, because t hey have no connection 

wit h the context or the tenor . Sixteen of these texts 

belong to newly c omposed motets , fourteen to clausula 

motot s , an4 t hree are l ater oontratacta of earl y motets. 

Among the tropical motet s only- thirty-six are not based 

on disoant claueulae (including tour based on the qua• 

druplum "More" which we classified as a ~ater piece ), 

fifty-seven are texts of olausula motets, and six later 

contrafaota of early motets.1 Though we see that,on t he 

whola, the later p ieces tend more away from the trope 

idea, t he tradition is still .s trong enough to i nspire the 

poets to c ompose s ixty-nine per cent . of the texts to 

t hese later pieces and of the eontrafaota of French motets 

1n t he trope technique. The rest , though consisting partly 

of contrafacta of secu~ar Fr ench motets , keep within the 

reli3 i ous bocndariea of the earlier Latin motet s . 

The genui ne trope exert ed its infl uence on the 

poets , prompt ing them t o t ake up t he words or syllables 

of the tenor in the text at important pl aces. These 

places are particularly t he beginning and the end. 

Usually t hese wor ds ar e worked into the context, somet~es 

1 ! he two versions of w1 Ro.l were probabl y com
posed independently, and both are therefore listed as 
early motets . W2 2 , 40 remains unclassified because its 
music haa not reached us. • 
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preceded by a word when t ilcy stand at the becdnnin{P , or 

followed by one \"!hen t hey stand at t he end. The \'lord or 

syllable need not bo usod in t he saoc s onse in which t ho 

tonor usos it . The import ant point i s t he eq_unlity of 

eJound. Ot the one hund.red tropical pieces t rronty- t hreo 

us e t his device i n the begi nninr, , t went y at t he and, and 

t'vcmty-one at both beginninc; and end. Si nco t he toner is 

usually onl y a small fragment of e zr adual, alleluya verse, 

or rosponsorium , tropical texts often base themselves more 

br oadly on the contents of t he entire liturgical t ext r ather 

t han on t his small fragment . I n such i nst anc es ot her words 

of the liturgical text than t he tenor \7ord itselt are used 

as tropical references . One· motot (alroady counted among 

those with a tropical bet;innins ) onds , and fifteen pieces 

start t his wny (five or them wer e already listed amonc t hose 

t hat paraphr ase the tenor at their eonolusions ). Tvtenty- six 

already counted and tour additional no yet unc ounted texts 

use tropical · r eferences in t ho body of t he toxt , moreover . 

To sum up t hi s pa r ocr aph: not less t han s oventy- eir ht trop

ica l motets actually t ake up words of t he tenor text. 

The extrenely h i Gh percont or.o lllith whioh t !1 is trope 

technique invaded t he Latin motet hod its rever bera tions 

in non-tropical Latin nn well as Fronoh textG . ~o out of 

t he t h i rty- three non-tropical Latin texts t wo bo,- in Vl ith 
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t he tenor word and five end with it. I n t hese as well 

as in a nmnber of other piece~ the tenor word may be 

quoted as a matter of routine without being incorporated 

into the text •. The text either begins after t he tenor 

quotation independently , or closes betor sueh a quotation. 

The idea of the trope is tol~owed up in some or 

our earliest motets in which the tenor contains a number 

at words in such a way that , whenever a new syllable is 

sung in the tenor , the upper parts wil~ take up this 

syllable slmul.taneously at the beginning or ending of the 

line , or outside at context . As long as the particular 

tenor syllable is sung, moreover, all lines or the 

motetus text will rhyme with it . Such motets are F t 250 ; 

F 1 ,16 ; w2 2 , 39a-d. W2 2 , 34 and F 1 , 21 rhyme most or the 

11nes to the vowels of the tenor syllables. Others, e . g . 

W1 No . B (first stanza); W2 2 ,~9; and 66 rhyme to the 

vowel of the one syllable at which their tenors consist . 

In many instances at least the first few lines do so. 

Th~~tions~ip between the t~nor end the new 
~ text.s can take on a-number --of~ different forms ; e . g . ) above 

a tenor which belongs to the feast of Nativ1ty, 1t is 
~~t \ ~ 

equally appropriate to s1ng
1
.the glory of' Mary and her 
\ ~ ~"" 

1mmaculate conception, an enormously popular theme ~~ 
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~~. treated rrom all possibl e angles; as it is to 

sing about the happenings at Jesus• .birth; or about the 

significance af Jesus ' l ater deeds; about God Father' s 

power to tran~tigu.re h~elf into the human body; or to 

admonish the believers to follow Jesus ' example; to proaoh 

hope with reference to Jesus' redeeming deeds ; etc . This 

being so, and the poets having enough f reedom ot. salt

expression, it is interesting to examine what kind of 
r/ 

poems actually oo~stitute the repertoire, and how the 

reperto[fe changed with the progress of ttme. 

Let us at first list the main subjects. Hary 

heads t he list with forty-two poems in her honor. Then 

fol~ow God Pather with four~een poems , Jesus with twelve , 

Stephen v1it h five, t he Spirit wit h four, J'ohn the Baptis t 

w1 t h three • John the Evangelist and the Magi each with 

t\vo, Oatherine wit.h one. Th~ remaining forty-eight texts 

do not refer to, or at l east do not address, one or these 

or other individual per sons . 

It is to be noted t hat , apart from a few descrip

tions of feasts connected with Jesus, all pieces which 

address or glorify Jesus, the Spirit , or St ephen are 

included 1n F, Ma, or w1 • But none of the pieces Which 

are only preserved in ~ and l ater manuscripts treat these 
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subjects. SUch texts are found in F 1,15; 16; F 2 , 2 

CW2 1,12 ); 38, all o~ which are prayers to the Holy 

Spirit to teach the right way o~ living. W1 uo.5; F 1 ,5; 

9; F 2 , 28; 39 expound the significance or teasts in ooneo

tion with the glorification of Jesus ; the latter poi nt is 

especially taken up in F 1 , 12; F 2 , 7; 16 ; 29 ; 37 , which 

explain Jesus ' significance more generally; one of them, 

viz . F 2 , 16 , as well aa F 2 , 3 ; and 44 are 1n the form ot 

prayers for help and redemption. The numbers which are 

connected with the person ot Stephen only expound his 

fate, and draw same general morals rrom it . They are 

\'l2 2 , 39o-d; ··11 No . 6; F 2 , 36 ; W2 2,69 (F 2 , 36 ). The last 

of these texts i s singular in w2 • The fact that it para

phrases the tenor throughout and rhymes throughout w1 th 

the tenor syllables , as well as its subject matter suggest 

even an earlier date for this version than for the one 

in F , however, 

Texts dedicated to the pther Saints are also round 

in later manuscripts . John Baptist is the oubjeot ot 

F 1,17; F 2 , 32 ; W2 2 , 40; the tfugi are treated in l2 2,39a; 

so ; John Evangelist in u2 2 , 39 (W1 No. l); 61; and Oatherine 

in F 1,24. The l ast one is a glorification ot the Saint , 

whUe the others explain more or less simply the signifioan~e 
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of the persons involved. The interest for God Father 

and His functions also remains alive in the slightly 

later textsof W2 • F ~ 250; F 2 . 14; W2 2 , 54 explain His 

eignitioanoe; w1 Nos . 3 and 4; w2 1 ,5; U2 2 , 72; and 73 

glor11:'y Him; F 2 ,12 and 18 praise His power ; ff2 2 , 6'7 is a 

t hanksgiving song; and F 2 , 25 ; W 2 2 , 11 ; and 66 are pleas 

t or His support. 

Al l these subjects are only rarely treated 1n the 

l ater motet s 1n France. God Father as the person to whom 

thanks are due and to 'tftlam prayers are addressed is more 

frequently the subject at English texts . Various Saints 

are al so the subjects or English texts hore and there . 

During the thirteenth century in France Jesus io addre3sed 

only rarely, usually 1n connection with Mary. It is Mary 

whose ·popularity grows constantly. Later in the century 

she is almost the only one of the holy persons to bo 

glori f i ed or addressed , and , as time goes on , she is 

addressed with inorea~ing familiarity . All personal troubles 

ar e confided in her and her aid is constantly solicited. 

The immaculate conception, an ~portant point of scholastic 

controversy, and settled only in the oourse of the thirteenth 

century, is almost invariably mentioned , alluded to, or 

broadly treated 1n the poems dedicated to her . In our 

manuscripts the following Latin texts treat this subject: 
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F 2 , 13; 19; 33/34; 35 ; w2 2 , 58 (F 2 ,44) ; w2 3 ,12 triplum 

explain !tary' s !unction in connection with teasts dedicated 

to her ; F 1~21 ; F 2 , 3Q; 31; 45 ; W2 2 , 50 ; 51 ; 57; 74a (F 2 , 

40/ 41) ; 75; 82 are p~ay~rs to her; F 1 , 10; 17; 19; F 2 ,8; 

10; 23; 46; w2 2,3 (F 2 , 33/34); 21 (F 1 ,10 ); 31; 45; 45; 

65 (F 1 , 17 ) ; 78 are glorifications ; and Wl No.l ; F 1 , 18; 

25 ; We 1,9 (F 1.18 ) ; W2 2 , 2 ; 24; 68; 70a-b ; 76 ; 77 are 

glorifications with a prayer included. 

Needless to say that ~he number of texts \'Thioh do not 

treat holy persons is also on the increase in TI2 • We have 

here various groups or subjects, some of which arc very 

interesting. The largest number of thom is strictly rel

igious. Hope tor the believers is held out in F 1 , 23; 

F 2 ,5/6; 15; 20; 21; W2 2 , 62 _(F 2,25); 71 . Admonition is 

meted out to shun' the pleasures or this world , the sins, 

and to adopt faith and virtue instead, in W1 No.2; F 1 , 13 ; 

14; 20; 22; F 2 , 1; 4; 17 ; 22; 27; 43; \'12 2 , 16 ; 36 (F 2, 17 ); 

44; 74b (F 2~40/41); '81 ; 84. The last of these is a curious 

little poem trying to persuade the Jaws to odopt Ohristianity, 

a very important point or contemporary papal policy; In 

1216, at the fourth Lateran council, Pope Innooenoe III 
. 

proclaimed the most stringent laws against the Jews . The 

mus ical form of this p i ece has already been treated . Since 

the text supports our findings , viz . that thio motet i s of 
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a rather ·late date because its form is influenced by the 

French moteta , vre · can place it fairly accurately into the 

year 1216 . A further number o~ pieces comment on the 

feast s tor which they are intended, partly in joyfu~ mood , 

as 1n F 1.2; W2 2 , 34; 39b; 55 ; 59; 79; partly describing 

the horrors of pain and death which 1 however , can be 

overcome by divine graoe , as do F 1.4; 11; W2 2 , 37 (F 2 , 5/6 ) ; 

63. A sort ot vow or good intentions is F 1,1. 

There remain ten texts which are not directly related 

to religious practice . The most interesting group comprises 

w2 2 , 25 ; 30; and 53. They ell describe the lives and endeav

ors of the adheren ts of the mendicant orders. The first 

piece refers directly to the Franoiseans. The ot her two 

texts may have been composed by Dominicans or Franciscans. 

All three are musically later pieces. They may well have 

been composed in 1217 or shortly after , since both orders 

began to spread around that year. All three motets are 

treated very cloverly as tropical motete . The other seven 

texts seem to Ot'iginat e in the same cirole of poets . One 

of them, viz . F 1 1 26 , was va itten by the bishop of Paris , 

Guillaume d ' Auvorgn"8, \1ho , t hough not himself belonging to 

one of these orders, sympathized with them. This text 

criticizes the clergy vicorously ; so do F 2 ,40/4~ triplum 

and W2 2 ,83 (F 2 , 32) . The clergy is pr aisedt on the other 
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hand , in F 2 , 24 (in rorm ot a t r opical motet ) and in F 2 , 

40/41 motetus . Finally, governmental and olerioal justice 

are criticized 1n strong terms in F 2 , 9 and 42 . 

The texts show a ve~y clear development of the 

tast e and afford us a new means or dating motets . Of all 

groupo of texts only those addressed to God Fat her and 

Mary : as well as the religious and critical moteta include 

non-tr opical p ieces , viz . 3 , 15, 9., and ~ reapeotively. 

We see that tho.yf'orm the highest percentage in the last 

group and the next lower in the Mary motets , proving the 

l arger distance ot these texts from the earliest motets-. 

These non-tropi cal p i eces are respeotivoly F 2 ,11; 12; 

W2 2 , 73; - \1'1. No.l; F 1,10 ; F 2 , 31 ; 45 ; W2 2 1 24 ; 45; 50 ; 

51; 57 ; 58; 70a- b ; 74a and b (F 2 , 40/41); 76 ; 77 ; · - - F 1 , 20 ; 

F 2 ,1; 4,: 22; 27 ; 43 ; w2 2 1~6 ; 62 (F 2 , 25 ); -- F 1 , 26 ; F 2 ,9; 

40/41; 42 ; W2 2183 (F 2 , 32 ). 

Again i f we survey the number of pieoes in eaoh 

group whioh are no longer based on disoant olausulae , we 

find that there are none among the motets dedicated to 

Stephen and only one in each of the other groups ( six 

altogether) with the exception of the tolloYdng : God 

Father -- six ; Mary - twent-y ; religious motets - • fourteen ; 

critieal motots -- seven. This is eAactly the same ratio 

as that or the enumeration of non-tropical motets in the 
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preceding paragraph. Since only sixteen or these fifty

three later pieces have also non- tropical texts, out of 

a total ot thirty-three non-tropical poems , these are 

really two distinct series of facts , wnich establish 

clearly the trend or interest among well trained clergy

men between 1190 and 1220. From strictly liturgical and 

religious matters •the interest swings toward occupation 

with political and organizational problems. Within 

religious subjects the thoughts veer from Jesus to Mary. . . 
tie have not tried to associate any of our text 

groups wit h any one of the six s tyl.ist1c classes. There 

is no relations~ip between text and music in this sense . 

It may be possible that a philological investiation could 

arrive at a differentiation or poetic styles which \lould 

coincide with the classes of musical styles. But this need 

not be so ; for the same music was certainly sung in various 

pl aces , and consequently the texts may not always have 

been composed at the same place where the musio was com

posed. This is especially true of the contrafacta which 
t'l.t 

are often of '8 -:{)oeti.O 1Jtyle dift'erent trom that-~ the 

original poem 
1 
~.t. s~~n.t..fM~i~f t~Ww~; , 

The s trong conservatism which pervades the subject 

matter of all Latin texts is also evidenced by their vers

ification. It is not necessary to enter here into a 

\ 
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discussion of meters ; nor is it necessary to discuss the 

way in which theso meters are associated with certain 

musica l r hythms because we- can ~a1n all suoh relations CJW ~t erf!~ 

by two general rules> which , however, are in no way ooneo-

t ed with the meter . They are: (1) the musical accent , 
l'\.11!"'l'''l- ~(lit 

i . e . the main· beat , must ~ooincide with an aooented syllable 

(not a long syll~ble, ror the principle of quantity does 

not pertain to~ poetry); (2) ~he l ast note before a rest 

must carry the last syll able of the line , 1 .e. it must 'lteri\'"'11d 

carry a rhyme . The basis of both rules is the :faet that ,"''J ~ t/tu ""tlii 
=>r~ ~~) ,.)1~ . 

the text"-6 we:s l:W'A&l*Y added to the musio . Only in very few 
~ 

ins tances among t-he t Latin --pieces> does the text seam to 
> t- ~ ¥~ t"t~ ~~~ 

have preoe4ed.,.--Gl'-et -least influenced~ musical composition~ , 
~ ~ ~ J l'J ~s. 11 PI 1lil ~"- v. ..... .\.<.1) 
eep~ in W2 2, 51 and 84. But these n\l.[llbers may vroll 

V~~ 
bo oontra1"acta of lost French motets , in whi"Qn-the texts 'MP~ 

preceded the music , and may thus only appear to have 

influenced the music because they are auoh good imitations 
-~<~ . 

of theee French mot-ets-. 
~t'~al . 

Both rules must be supplemented. Unaccented 

syllables are allowed to fall on main beats if the immediately 

preceding or following syllable , or both , ere accented and 

also fall on ~main beat~ Thi s is only possible if at 

l east two longae follow each other . To give an example: 
' / I 

"Gaudium" is normally represented by the rhythms ; l' l(•, , r) f > 1\ ! '!. \ 
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I 

but may also be sung l . • ~ , or t' \ L ~ t·) , or finally 
t / , , "" 

\}' \ 4r. J. Lfif~ ~, \ j • ~ ., • -- The seoond rule does not pro-

hibit the use or rhymes in the body of phrases. For t his 

r eason the endings of lines are indicated in a number of ,, ~~ 
m~ by dots in the text , especially in F , or by lines 

in the music 1n places where they cannot mean rests . 
e.,~ ,.~.~,~ 

Exceptions to these11 rules are .:rr.&'DY> rare. Sometimes 
01" ~~ 

a sort of suspended accent brings about the misplacement 
~ 

of accents in the body of a long line. This is perfectly 

legitimate, especially ~the second mode , where the weak 

beat is t he longer one. Suspended accents or one or the 

devices of lengthening syllables mentioned above are quite 

frequently used to adjust rhymes . Especially is the oft

r epeated word u~ria" made to correspond to rhymes of the 
"'"1~1 ). • 

t ype "omnia" , e . g . in \'12 2 , 46 ; 82, et-e. , altho~ aetually 
eH O.v• ·~ ~kt. .) ·~· t.fji~? AAJ ~~ ~ ~' 4 W\~'J ~ 

it isfl. ot t he "pia u typo · ~~here are a f ev: places , however , 

where we really find inoongruitios between word and tone . 

Such crude passages do not necessarily mean that the poem 

was a oontraractwo of a text which fitted the music betterJ 
. .... <· "1.1'"&V.t. • 

~t would see~, however, that ~~second-rate productions 
e.r '" "\. \ 
oame - ~.ther from the pen or people who did not possess the 

ability to compose original words to a pieoe of musio but 

needed an already existing text tram which to get t heir ideas. 
(;.., 

Usually all lines of 1iiie poemp rhyme. Exceptions to 
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t his are especially frequent in the l ast line ~vhon it vr~.L-1 
{;\. .JA, .. r.-t.o 

' ..-t a l~o8 UF-the tenor wol~d. Vie find unrh.ymed syllabl eo. 
('y1C f'\ '\ ,;J.f,..t, ~~ 

otherv11se only sporadicall y . The rhyme always~ concerns 

tv1o syll abl es ; ~ rhym~ whether feminine or mascul-

i ne ( 1 ,; or " 1 ) , a~t{ys begins' with t he voYtel of the • 
~ ')v<-:-.... ,~ 1 b ~t- (h " t ... r..~ 

penultimate syllable , and is ~ alwayJ exact. Tho l atter 
t I(\.• lh~\,.{J')) h 
va~ioty , call ed rioh r hymes, make$ up f or the l ack of ~e 

r hyneS of three syllables ( 1 " J ); which seem; to be ~ more 
.,cJ, 

natural to the Latin l~'"lguage than the,_monosyl l abic rhyme . 

With the single exception of the word "~ria; 

t he iopossi bility of r hyming equally \?ritten but different ly 

stressed t er minationD i s usually strictly observed. 
IIJ,. a-1 > 2.0 

t he except ions to thi s r ule in \'11 No.l, lines 15 

Possibl y 
2- ~ 37 

and 18, 32 
3$ l..j '1 4) 4 7 t.t.B 0 , 

and 33 , 40 and 41 , 42 and "4"'3t?1 , and 62 and 63 , are due to 

a forei gn infl uence . ~~~nly other exceptions to the 
' f:t l)\-f 

principl es of rhy.ming , es given above , appear in F 2 , 23 
74 -2 

w2 2 , 5e. 
I I 

The former rhymes ••• escit , ••• esoit , • 
I I I I I 
escit , • • • essit , • • • es11 t, • • • exit • • • • exit·, 

and 

• • 

• • • ~xi t . This looks like assonance , and the half lines {v.8,to>u.) 

of this p oeo ~e still more decided use of assonance; · ~ 

Long linea are ver y .i'requently split by rhymes Vrithin , e.c. ~ No· f' ,, 
~~ - ~'!l ~! , 

1.,....- I 7 • I I I , I ~~ ~vol\1' •t\"1. I' .,.'. 
within ~line "'.MJ "''rti;(',; 'b·:{, OP 'betwmmil two JJ.ines> ~ IJ~ S'S·J.~.i·. 

• ' • ' IV,/ t I I_,.,!._~ I ol/ J I fl~ I ~I•J,,.!.f/ ~Colr' h h t li 1 ~~ b-1~.,1-41 )l 
~ ~h ~~ ~l. • ~uo a or nes ocour espec-
t.t> i!s't t.e &)Cl~ 

i ally in the third and sixth modes . Qui te often the 
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~ 
terminations o~ these partial lines furnish the rhymes :ro~ 

1\Jf· S)-/ 
apparently rhymeless long lines . AS-a~ .~qt4oped,-these 

~.:0 ;obo .u..:PAL ~ +'-* ~ ... , ~·;tc 112.. I 
\ 

p8'1'1ri~seraason1nl'Oe) Hi CS,23~ linea -4 and 5 rhJI118 -

• • • dioAt-,_ i~d-l4tlee--a-8-rhylnEr ; - -:--. -t1e ;-

• ..._ • t1.e., • .....-· .. .-miuJ.. ~sonanoe woul.d normally inc!lcate 
. ~(!tSS" 

a very early date. But, 1hoogh the music to which thi-s-poem 

·,is aet is comparatively early, it does not seem to be of an 
e~~ 

earlier date than many other pieces )lje dtuOll'BBe4-; the 

" text would therefore seem to have been composed in the same 

period as the other Latin motets, but by a ~ conservative 
W> '/"'1, 2. 

poet. - W2 2 ,58, on the otller hand , gives an example or a 

later ~hyming technique, probably influenced by the French 

motet texts. The rich masculine rhymes are frequently 
, I I 

dropped . Lines 1 and 2 rhyme sydere, ••• hodie; lines 

5-e ~ther~ •••• gloria , ••• gr atiS, ••• perpetua; 

lines 9 and 11 caper&, ••• ventre; lines 10 and 12 
I I 

potuit, 
I I 

••• protulit . 
{N-~t1·e. 

Usually t he ~lines are at irre~ular length , following 

the music. No---at..temp-t... was-ma.d&-~at well balanced rhyme or 
Q.~ "_...;..~I ;:: 

verse schemes. It seems to be purely incidental that the 
~\ ~I t 

text o:r W2 2 ,49 shows the symmetric rhymes a -a-b - a - a-a- b -
, 

- a- b - a-b - a- a-a-b - a-a- b. Only a tew very early pieces 
N \ .,. "' < • ";: c,.~-t r/S ;;~ I 0~ ,.,,l ... j cl ,.,~, " J • 1 1 J } 

have parallel rhymes more or J.ess throughout, viz . F 2,38; 
t·• o· '8 

43; and V/1 l~o. 2 . '!!he l&&t ot -t.fli!tae is not only musically 
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but also textually formed like a kyrie trope: ap- ab-ab -

- c-c-o - d-d-d - e-e-t - g. The only other rhyming 

finesse used in these motets is the rh~ order a- b-b-a 
""" ..... """1 

tor tour successive lines, especially also Apartial lines • 

. This rhyme order mostly ooours at the beginning of a 
;.w '' ,. 4 i"k-'. 1'"M-~ M ' • 

piece. -- The play upon words isAa frequent art tioef\ In 
' ,J, ( <-(, ~.\"'l.•llit-'\ 

the.._ newer texts F 2 , 27 ' end {y2 2 ,45 suoh paragrammatio 

inversions pervade the entire piece. - l'e eel,.,.......tmaw the 
~ ~ ((.. ., v.r.J \~';.,..,...~: /"' • : 

poets or ~IB'ee-~ text~hilippe le noelier wrote • 
N~~2.).;tr-t,i~ .. l> 41f-4?, ~14, ~ A£)C No• a;j'H.rl,~ ~~~-lj r-~"" ,¥ 

the texb of F 1 , 11 an 4; ·-!;ui e d ' Auvergne ~~~t{ 

ot F ~, 2 &, f'.Jo. -"Cl .. 3 ~ M tw.-. t;J.J GA ~ 

The most important publications ot our m.otet texts 
::u~ 

are: Flacius~ Varia doctorum ••• poemata, Basle, 1557, 
1\ 

in which W1 and w2 were used, but not completely. Some 

texts of Vl1 and F are contained 1n Franc. Jos. Mone, Hymni 

Lat1n1 , Freiburg , 1854. The texts ot these two manuscripts 

were almost c ompletely edited in Dreves & Bl ume , Analeota 
IMAbl.t~ 

hymnica, especia1ly 1n volumes XXI and XLIX. ~-- Tho text 

transmission ot Wl is quite good • with the exception of 
8 ' 

No .~ ,~hich does not make sense.+ The same ean be said~ 
IYv>o \ 

about a number of texts in W2 w~ch are detective t o such a 

1 Neither t he learned editors of the Analeota 
h~ca, no~ scholars whose assistance the wrlber so~ht were 
a e to correct the obviously deteoti ve transmission ot this 
poem. 
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degree t hat their emendation ~e~ h 

find a~bet.~oond -version. Many mistakes are the 

result or omissions or incorrect readings on the part ot 

the scribe. The transmission ot P is muoh better. Large 
. ~-~· 

divergencies between the manuscripts are rare, 'ords ere 

sometimes changed , lroweTer-t-[The 'QJ..l2:Y exception where one 
- . . '· .._ ;. 

version shows one line more than the ot11e-r ... _is F 2 , 29 and 

W2 2 , 33, and F seems to preserve the better verai~p.~ 

(b) French texts 

ot our three manuscripts only t 2 contains French texts . 

We count a 'grand total of one hundred and thirty-seven such 

poems , including the two French tenor texts .ot .W2 3 , 20 end 21. 

And to these we add the erroneously omitted quadruplum text 

ot w2 3,16t-4,3l (from Mo 5,145 ) and the Provencal text " .Al 

cor ai une alegranoe~, t2 3 , 2 motetus, so that we have to 

treat one hundred and thirty-nine French texts.l All these 

1 Ludwlg only counts one hundred and thirty-tive texts 
because he does not include t he lost quad.ruplum text of Yf 2 3 , 
l6to4,3l, nor the two moteta 1n two languages, viz. the J'rench
Provencal number W2 3 1 2 and the Latin~rench motet W2 3 112. -
Beside the one mentioned · Provencal motet text, which· has 
reached us only in this manuscript while the music ot this very 
popular motet reappears in many manuscripts with various French 
and Latin texts, only tive more are known to have survived. 
They are: "Molt m'abel11s t l' ffmourous" in H 1; N 12; Mo 5 ,109; 
and Cl 5/6 motetus; "Emi , emi lf£rotele m•ooiesu and "Emi , emi 
Marotele sage" in Mo 5!159 triplum and motetus ; "Li jalous par 
tout" and "'.rtl.it oil qu sunt enamourat" in t.!o 5 ,.169 tripl um and 
motetus; triplum only in N 101 (t 218v) ; motetus only in B.N. 
tra . 25 ,532 r 334 (Cour de Paradis , line 400); identical music 
wit h Latin texts i n Mo 4,64. 
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texts have been published before , many or t hem i .n various 

places . They can all be conveniently found in two works , 

however, exo..ept f or \12 4 , 63 which appears in Bartsch, 

Romanzen ~ Pastorellen, 235. These two works are G. 

Raynaud, Reoueil ~ Motets 1"ranoais, 1881/1883, 1n whioh 

our manuscript is not used, and in A. St1Imn1ng, Die alt---
franzoesisohen MOtette, 1906, Where all texts ot w2 , not 

' published up to that time, a re edited. 

In Ra)"Jlaud • Reoueil ) our texts show frequent 

distortions due to ditterenc&a in transmission . The dev

iations. in ~he transmission of Hrench motets are much 

greater than those 1n t he Lat in ones. .A& an-e%8mpl'e"""11r9 
· N b 4 ~-t~ v , 

g!Te W2-1~~ ~~ 17 rt and the version of these passages 

as printed in Rayn.aud, Recu&i~ II, 41; according to Cl, ')-lo-\~-41 suvc. M 1W\-'\. 
d (l ~~~~~-"~·~- 1 

La crine a sorete• < Sa orinete a soret~ 
~nqes nul peintor g fM.¥. Jte f'u tai&te B& paintour 
Ne tist f~e si portrete 'Nule chop~ n'est portraite 
Con oele por cui ~e ohact. Cam oeldbPor qui je chant. 
DexJ,~e l ' aim tent) Dexf.>je .J.'aim tant, 
N!1 pui s durert~ N~i puis durert > 
Bien sai) qjel m•oc1rrat" Bien sai ,que ~'"1-)ln)o~"c-~"""~ • 
Dexl n' 1 le dira,~ DiexaJ qu• 11 dira~? 
Ne puis endurer Ne puis endurer . 
Lea mals) dont je morraria, Le.s maus que soutterz a~J'AJ 

Suo~ c ommon divergences can only be accounted for 

by f aulty memory ; tor they are not errors oaused by poorly 

written archetypes or by mistakes in copying . These songs 

wore sung in aany dit'ferent places , and the singers,~ 
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' Reblemen sn~wom~~ trained to compose poetry them
~.n.c-... :S "*ii'YI1~ 

selves, ma) havb Asupplanted same of the words and lines 

with new ones, quickly made up to fill gaps of memoryJ or 
~ -to ~ 

perhaps to improve the text for~ display their skill. Besides , 

there also ooour mere lapses of v~iting. All these reasons 

plus the disregard ~r the musio oause many mistakes in ~ 
~.t ~~, 

~ the abcwe memsM>nect works!\ wllS.oh we shfli.-~1!'jl' tv··-nimt:: 

i!late- heT8'1 

:»'rem the F}:"enoh texts it is clear that the poets c..-k., ~~~ 
~ ~'h ~ f#f<t ~~~ ~~) 

did not follow the music slav~shly, but rather got an idea 
~ 

of r hythm and l ength of tae ~ and then composed their 

lines more or less freely, fitting them afterwards to the 

music as best they could. This resulted in incorrect acoent

uation here and theTa, but usually not 1n more than one or 
rvo. 7r ? > v· ~-~ , 

two lines of a motet . ~l~, l1Bes 2G-~, e.g ., 

show the following distortion (the lapse or time between two 
i.~ 

accents in ~u~ examples is always the smne l: 
- I I I I I 

T~t ert p~isan~ at de b~le fedtqre> 
~a ioel ~s n ' avoi$ onqps nature 
(instead of: n•avoi. on~s nature} 

s.,."""'J"',{~ IV• n 2.Jv 1 17-

~ 4,&-lin&&-2~2 are partly sung to long notes while the 

text, on the contrary, would demand quicker notes: 

~ 11 plus ri,ohe et ll pl~s polssqnt 
(instead or:gqr 11 plu~ ricqe et,li plus poissant) 

Vent mea tel v~e menant; 
( ,hf.....,t """-<~' h .. t '11\ e 'W"r'd)' t ) ) 

Needless to say that these are rather the exceptions. 
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The poets mostly associate the words well with the music, 

usinG musically irregular nlaces to equalize the longth 
tJ9. ll,.)-., ..w"'.o·~--~ 

of poetic lines. W~3 e±ve~ ue a very ingenio~s e;ample 

ot versification, at the same time making use or this idea; 

(2' J~ v~s salu, I Cue:r; recreU, ai e,J.f o> 
C~{ ~ame, ~61ono mon ~avoir, ~1 m'en ~oi douloir• 1 ~' 

PO}'te de sal Mal aiJ por 
1 
voir; 10 C:t> 

CLI i)e~ aai .b1JnAde ,voir, 1fin oe sitfcle vesoul 1 fl-1 
-c'":>1 t ar mout.~' avez valu,--;?" 5 San.j vostre._,esou r J..) 

't ' V I' 1 1 ~ 4..! I 
c).} pq.veJ va q rJ 1 ,. •avrai .~e mes v~npu; , C') 
(~) · jtomme mere Jesu: _ .X, vd's espofl'~r avoir '';) 

t; · _ • • ao;n oonfort et vertu. 15 2-) 
o,.,.b 0"')'\1~ ""'~.A/.)~ ,v 5.~~""'.c.s~rf rw ~0~. 
:::---- When we- compor~this poem with tAe-ene n•itten- to the 

I ,.;,. f 1 - 2-) ~ 
~~~~ W2 4 , 38, we perceiVelhOW differently t he 

t j]".C.'V.l 
same music could be treated by a lesser poet .~ While one poet 

will evade t he issue by insertine "o, o, o" over a series 
No.>7- 3 

of long notes , see .e.g . w2 4 , 48 , another one will use them 

to equalize the rhythmic proportions ot various lines, e . g . 
No .l '\ !.t , v . I&.... 'I I 

W2 4 , 70 lines 16-1?: 

v,17-l ~ 

lines 21- 22: 

~1 I I / 

;.,._ 11 re~ont m~intenant 
.,... .. chant a nt ( . 

~~ bele._k LeUZ vor s) ri~m~) C4) 
~u o ora grnt / CL4) 

Yet another will just count the syllables and not care too 
n. ... l) Wl f.JI) 188 , -~ . ~ -2.1) 

much how they will fit the music; So.he co~poses t he 
"u-...J ~~ .. w' ( f.f(~· t ff,tfH " .. t) ~ ,..tr s.v..;:t -~ru-~ r-

tollowing,;llnes).to ~ musie which"eoee in groups ef two .rhyth-
,, ~ .. wt; ~ ,.. 

.mic -un1.ts ·-(-pe-rf.ootiones )j. v4.~ . in W2 4;60"""T!fm"S 14· "'2'2·: 
, I I I ~I I I I 

('i) Rois n"aime mie C4\ Meis Y'Jl_qorisi~, 
(t~\ 0}levnlerie; , , rJl r'ie ,wen ,en die,, 
(4 R61lna ,oler&le en ~no :t+,lche v.e ;- 'r-- I 

Cl) JJI" prise mie , 1 (4) ~ulle et e'nvie\.../est ou de sus . 
(y) fors qant mes"tier en a . ,_ 
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~on the whole it is almost axiomatic that the 
::::. 

poetic r hythm will conform to t.he musical r hythm. In some 

instances the text is even the only olue to the rhythmic 
~ ·~Q~ ~~ 

transcription of the musio. 'Phe~ i.s a definite r hythmio 

concept.t.De in-thi.e-p<>&~. The counting of syllables, set 

forth by most scholars of Lledieval Frenoh as the only 

principle of versification, fails to explain forms like the 
No• 0.3-:, 

one of ~given above , which is ~ one ot many 

* examples . ~counting the syllables 
~~ :::;. 

or,.. lines"'!:'-<> mrd 9- 13 

we get the following alignment : 4- ?-5· 5- 6· 5 and 5-4-6-4- 6. 

But the 

l ength; 

is what 

poet ' s intention was to create lines or equal 
~c. 

each line consists of two ~ units, and that 
]f ~ 

counts . JNe may argu&l that it is just t he music 

that results in t his a rrangement . Yet ir this kind of 

rhythmic versification had not been current in the t hirteenth 

century , poetry and music could not have been linked 1n t his 

way to the satisfaction of artists and audiences. 
~e-r 

That Phythm is indeed one of the basio concept~ 

of t hirteenth-century poetry, is proved by the social songs , 

which show very strict, and yet sometimes interest ing rhythm. 
~'twl tJr 11-f; 

In the tripl um of W2 3 1 20, e . g . , two l i .nes invariably form 

one unit; jhe first line is al ways trochaic and the seoond 

anapaest 1c . -No--cloubt .- the- lat tar could have been composed 

m - iambic r hythm as welle But this is beside the point~he 
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quant1:tati'V8, -nbs-o~~ pl'c:fsody--h:lrs -no in:fluenco -on thia 
«-'et""~ 

poetry. A qualitative, rhythm±c system, working with 
yirt.~ ) (A 41\ C.. 4 <f.k t'f~-< c! • 

suspended accents , e~ basis The term "foot" 

is therefore avoidqd here and replaced by the term '~hyth-
, , '>1'" .J •<. ~~.,"\o'' ~ > 1\)Q,II.fS"-l > • 

·mic unit". Tho mote~ua of this number /\shows a olear 

spondaio arrangement in whioh lines 1 and 3, each of seven 
• ( q'\, s ~cJ/Jn t.ft~ ~ ~~'))) 

syllables, and linos 2 and 4, eaoh of six syllabl esAare 

very natura,lly ~qua+.i~ed to four ;b-:;.!t-e-- units eaQh. (>C1Yi~~>f:Ji. fr.t•lt,.J,.,u~ 
Jt- .< »~~1.v•lof ~V~ v. ~ . (, hJbt ~~tL..I J-o -IW-...U:.. ~~ tn:r_ . 

I I I , "" '~ I I ~ ~ •'loYV\-'~ , • · ... ) 
~plum: A la.r. ohemine~ ...... ;-;il) J-Oisf~roi t d~ j an vi; e r ; ,, ~,~~.~tn~<.:t\.o't. ~""'' 
!J\.~;1 tMt) p:ueill la Ohar Aalee) -• OS Oha·pODS FsO.S DlOngier t 

'v( i bi I I r ~ I I 1 l 
pa~e en.~aree , ~/ pbanter et ren~o ~ier1 . 
· c 1 ~st o o <Q;, m' agr~~; - - IJcrJ,ns vin~ a z;emuer . 1 ~ler tau sana fumee, -- ~es doS et l e, t abller 1 

;anS toneier. 
I /. I I 

Motctu1H Mout, sont ~al.lant, ,oil de Gant • 
~ r 1')£<~1'7\ F~ei~ de oqrtoisie ,, , 

~o.rge ot, oorto,\.,s, despendant 
~t ,de .richo, vi~ , 
S ' en ont l i aver nout gra~~ 

· Envie ., 
tJ~. \bO > 1~1 > lliLf.f,J't(,, 

The other social moteta , viz . W2· 3 , 3 ; 4; 19 ; and 
1"'1 S' • '1!.3} )84 1 ~S" 3&L .. f > , 

W2 ,-42 show· ' the same feature. Simple rhythmic structure, 
tvo- 1 t.~) t\Ps rw·-1 J 

like that of the motetus of W2 3 , 20, is found in W2 3 , 3 
11 1, lii~H '"> lBt;J .... -.e{ :sl · l L~~~tot. " .. ...... ~ ~); ~t. ,..f+Cc.tot ~tJr,vli$, t~o ~:~. 

mot etus ; 4; and 19; tke other two voices , viz . W2 3 , 3 triplum 
tir, ) 

and w2 4 , 42) tend to arrive at a reeular number ot r hythmic 

units in lines of unequal l ength. (Ht -n..n-..4)CM.~·h~ "\' l l.f~ ~J tWYlQ\i -."" .) 
(...c.,~.;t ~ 
In~all eooialAmotcts the t~s ~~ motetus and 

.. : .\ \ k ~f. 'J f ~ C.~'Y~~ fr't' ~J o\..q '-'.(1 \ u I 
tripluc are eiosoly related,~ In w;· :3 a danoinc song is 

coupled with the ory of t he cake vendor v1ho sells h i s Vlares 
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at oooial dances . t.Pho others b0ion3 to the oonservntivo 
I ' I 1 6"" 

rtatots ~ ''la 3 , 20 is tho first attempt at a throe - pnrt 
' ..... 

triple motet : The liturgical tenor 1a humorously para• 
. h\~111 

phrnso~ in French words or a drinkinG sane • t ho ~o~etus 
prt~-V'..ll) t ' '\ ,.{t'Y.I) ~-ttvJ 

le~l&-e't tl'\e s.tatery f,entlcmen of Ghent , and the triplUJ 1 ~ 
11" ~ ~~ "fC.c.t V t..~\o< tf f\11.1 MM ~"o ~~ ~ ~ ~·£4 ~t Ne 

sinns or wino • women , ::md Done. In ~21'"'~, 21 the tonor iD ~'\.Up4. ,;odd 
~ (A(I 

s!!:dl!!rl:y wordod , whilo both upper parto doooribo tho 
~ ¥~~~ No, f4q 

ou5to::ts at the di nner table, of h rfotl. ~o 

notetus po~es fun at an old 1,wOT'".~.n -v11l9 marriea • whilo thcl'\ 
"111-9i c s~~M.... -t,.,.,.,e. i ~wr 

triplum sincs o postouroll o' 11 t ho t wo texts ar e tropo- liko 

oonnootod through t hoir a1r'lilar boGinni ncs: "A la vilo" ond 
0 - r;f r:!)/ / 

uoo l o vilo" In ~2 3, 4 the triplwn aotirizca the J cotoh 

wlna drinJ.;oro , while the r.ototua dooo t he sorto wi tll t:.::_;/ 

J.,c,~ 
ti~.l-1-the other oonoorvntivel\ moteta also pursu~ . 

tt ~ ecw· . u-af 
speoinl ways of addinG texts to tho usio, wht&a-proved 

~hat the musical technique of th~so piocos wa5 roooenized 
V'\4 

as ao othing spooinl by the oontempornrios. 'Je even cot~ 
~ c.<Wit c(, 

a6mo hints that~ oonaiderod to bo,olasotstio or 
$.c_.l,f" , C e -~ J - t-Jor, . ~If > Cl~ >~ ; t-t 1 l"fo > 147, c:v~ ~J 

oonoervat1vo. ~ot' th~motets ,"~ W2 3,7 ; 0_; 15 ; ond 
370- f~"t, 
22 rrange tho triplum and nototun~ao otanza~ or ono poem, 

._nfl, 
havinG the samo rhymes in both porta. Tho other two , viz . 

I"'> 14\' 
\12 3,o und 23• .aloe hnvo olooelJ roletod to ~.tn in both 

purto , nanaly pooJrul with oir:1ilar OXl'>roooions of lovo . Tho 
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l atter evon plays upon o word in the two in1t1ol linos , 

rom1n1ooont ot tho tropo: "Ohasoun dlt qo je tolo1o" and 

"Se j ' o1 ame .tolenent" . In w2 3,5 ot111 more conoervnt1vo 

teaturoo seem to irnitato English stylo olmraoter1ot1os . 
~~~' 

Roturn1DS~o the vorsit1oot1on or .our~ mototo.,-wtr 
;::::... " 

-mu&t eoy ttmt-:re is vary eood . Those p1eoea \•hloh aro sot 
M' 

t o muoio of 11. earlier st yle) ot the ty:po that is not formed 

1Jl pbrooee or nny reaularityJ oonnot but follow with t he 

text in t ho oame we.y . Dut W".ncro tho tluoio permits rogul.or 

tormotione , or \vhoro the musio end the text ore nowly 

composed • ond per hal>IS t or;othor , we f 1nd that t he 11nes~1111 
~c 

oontsin an equal nunber of rhythmio units, or et loaot 

oevoral suoh linos will follow eao'h other until another 
lA '-~:\lb 

croup of linos of oqunl length eo!'los in. So:Jet ines shorter 

or lonr or linos ora inserted for ortlet1o reasons , however. 
~ 0'- ~~~' 
~a-1~ tnAe-noa~~,w~t-ro~n~t~ti~~ last line 1o~mn4o lonser to 

~o, fltS - I 

allow for a more deterratnea endins , ns ,e .g., 1n We 3, 20 
~~"' n.r~ 

(ooe above ). Somettrnoo suoh longer linos ourk out a dotin1to 
. ~t . ,,·~- 1 

torm t er- t tUfpoom, oa , e . g . • in W2 4 , 43 ( eoe above ), \Vboro 

t he longer lino 7 marks tho end ot the first part, ano the 
!VW(... {-c 9-. -k~ c .1-ft C'l_ 1 t ·~ .U,t 

oorroopondinc l ine 14 ~ oo~oludef) t he sooond pnrt , whioh J.. , _ , • 
-\1--u. ~ ~~""-"~\ ~~ ~\AA '+tu. 2_~, loGV~<~- I 

lett.&r ia oooontuated ·by e final oa'aonzo in lino 15; 1\ In . 
,~ 

thie lloy OUP- poom rooeivea e two-port form or two almost 

oqual stanzas with tho fUnctional vorao deaicn: ab- ob-nb-o -



- ~-ab-ab-ed. The r hymes are slightly differently 

arraneed, though: ab-ab-ab-~- ab-ba-aa- ba . 1 

~~~ 
Such s tanza-like arrangements within t he non-

272 

strophically oonoeived motets are ~~requent. One of 
f...h. f q S"" 

many exampl es is f urnished by v;2 4•71, Whioh ~ ~lao ~ ~ 

significant because of its ~ fine rhylhing s cheme . . ' 
~0~ v.l 

A further feature of this number l-68~i5fitrk-t-o t~e .• , JJ. 1 
olV.>Cl-' \4U(. ~ j .fteN, ..JU.;~ V) ~ ..... "" ~~ 1~{(: .. #\... 

equalization of lines of different lonc~~~-tak46g ._ 4 r~.~-
' '1-,t~~'"' ,J\Au 1'\' ~~~ A r" CI C"'..,.....,. • 

~~age of irregular longae perfeotae in~he musi~~see 

lines 10 and 13, 11 and 12) . This motet text shows t he 
~- ,l ... b 

ohanson form A- A-B: 
1 • I I I 

~~t fro~dure ~ret a fi~ 
%ontr e . l a se;son d'e~te , , 
~p!siau~ ohan~ent d~ ouer finJ 
~ en doulor ont este , 

. I I I ~ 

.Z,~vee...,est ,par ':Yl nat~ 
~rot, s~, Robin t~ove, 1 

~ li pr~i~ f a chief enol;n ; 
"~ele> alons en ci vert pre , 

I I I I 

S ' abat~ons l a ,rosee; 
~ouz oe p)nf 1 , 

~rons> s '~l v,oqa vient a gre . " 
~e,n•i os aler , 

Rob1p, 
1 

, , 

t rop sui de vous bl asmee . " 

The r hyme scheme abab- abab-oabbac vtas not recognized by 
c.tr\.'\4-1~ c, r 

Raynaud , for he did not norrectly ia~rpret· t he music, which 

1 This ver y beautiful poem is compl etel y ruined in 
Stimming' s editi on , because there l ines 8 and 14 arc both 
split i nto two lines. 
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'«'\.(. 
gives here , as in many other pl aces , the clue to ~versific-

ation. · 

Short lines may also serve the purpose of marking 

out such stanza-like arrangements. A fine example of this 
. ~!. tJ•·3'g · ~ ~ ·h~. ~ t>.~~>-- ~ ~"M.: J. 

is the religious n~r w2 4 , 84, \vhioh also proves that 

the"sa-p'Ortione may be~ n~ny al?reren engths: 
' bfGJYI~) v ~I ' 

~au sire De~ Q.f3 porraa, devenir, " 
~ ohascun jo7 veons l e mont mourir 
A si gra.nt tort1; 

1 I I I 

....._ e, ne penson,s a ;:os ames 
1
guerir?, , 

''Jfe,z l a la mort ~ nos vient, asseD.l irt, 
~ar l~ieso~s tout , si pensons de fouir, 

[
f.'lons en fort 

Llf I I V tJ V I I ""'7';.. er,s Jesu C~ist ~ por np;; vtut1 morir. 
B~en le devlns- ce se~ise merir, " 
~utrement n8p soumee mort . 

One or two such st anza-like f ormations ooo~ frequently in 
. 

~orms which otherwise are undivided . 

Whil e the longer l ines usually occur only at endings , 

the short lines also play an important role in t he body of 

t he texts . In most instances t hey have an invigora ting 

effect, and are used by t he poets in various ways , two of which 

may be exemplified here. Short lines , as we understand t~em 
~' here , are those that contain two or sometimes three r hythmic 

units , as opposed to the usual four or more . 

1 Again Stimmin.g ' s edition obscures t he form of this 
poem by splitting line 5 into two . 
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The first or these devices cons i sts in the alter 

nation of short and long lines . This is quite frequent , 

t hough only a few times running throughout nn entire poem. 
~fd"!>~- 1 

A good example is Wz--3-, 16--mot-etua~ 1 
I / I ~ 

leia~te m'a nuis i 
r s amors , 

I r un r 4g9:tt de Celi) 
to~ jor:, 

st li~l de mes doulbrs , 
~nz me1cf. 1 ~~tarfns p ' en ven§ieront , 

aa:J!:~en pri) ';/ I I 
,hast~ve~ent vendront 

r es de or .(/ I) 2/1!, '~ 
lis,, cl,(> , pe::;~~~~ 1 • amai . "\""t la v{ T 

B;en m a ., "tM IJ I , 
~ea cuers) q,._ant on~s a l i 

~ ' abondonA. L 

LY douz r egar' de l a b~le 

~rfo!J r:!'l'f· 
Another way of uslns the controat of l one and short 

lines is the formation of a gr oup of four lines , eit her 

long- short-long-short or short-lons- short-lonc , with the 

rhymes a - b-b-a; or short-long-long- shor t with the rhymes 

a - b- a-b. These arrangements ar e very attractive . To be 

sure , v1e find the same rhyme sohemesaleo with equally long 

lines; ~t her e t he moment of sur prise that the linos of 

unequal . r ather than those of equal longthare paired by 

rhymef, adds gr eatl y to the effect . Among severa l exrunples 

1 By spl itting line 11 into throe lines Raynaud 
veils this scheme. 
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N&·£"3-1 
ot the first of these combinations we qu~ w2 4 , 23 lines 

l-4J~(,e~ : 
"' 

I 11( I I 
.Amo~)qi ~ant t;' a grave 

"'f:t pgu 9l~Jri., I 

~' envoia "'qerre ~erci 
~out a passe; ,_ 

The second arrangement 
~. f5~ Cv. Jo-t; )) 

is evidenced by the last lines t9·~ 

of W2 4 ,0 , which are, however, somewhat irregulnr; for each 
iA .Q(M.a~ 

of t he first two lines hae eRe eeat more than t he correspond-

ing lines 11 and 13: 
I I I I I I 

11 0,o , o:'Robin ja perdrai . l ., "' -, / . "' 
~~e t• ai,de n'al._,mes aigniausJ 
~ j ')111~ bi~us, / 
~s un PtflJJ sont trop gai! "I J 

~ 9hl11'lWr~ 
The I indicat es t he line arrangement of theAedition.~ 

3tlnnahrg• This arrangement, in itself quite possible , is 

proved to be wrong by t he musicl r or t he syllable "n'ai" can-
S·~~ Cl 

not qualify as a rhyme, ~s it fall s on an unstressed beet. 

And among t he other accented syllables onl y "a i gni aus" and 

"biaus" oan r hyme . The correct, and much finer versification, 

c;iven above , emerges naturally • . 4 The third arrllllGement...-
e..~:; tJo, 13~- 1, l. 

~iael~ i s foun~~n lines 12-15 of W2 3 , 7 triplum and mot etus: 
VI I 

Triplum: ! e, ma intEJllant , , 
e po~vie!Jt de moi _por~r. 
}cSn es ;nes si vrai amont 

Fe v1 fa lir 

Motetus: 1/es n~por(¥,nt; , / 
Trpp 1 ~1 mis,por g~9~1r . 
!r,.e o~~enqai en oro:usan t 

f moi trii)tlr , 
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't\.(T\1 '",J>.<l ~ 
We ha"V had occasion to :refer to ~ errors in the 

~ UiM 'C..(_ 
previous edi tione of reur texts, which we were able--to 

oo~rec~~1ith the aid of the transcript ion of t he music . 

Moat of these mistakes are due to the wish of t he editors 

to trea t every word that rhymes with anothor one as a 

real rhyme , i.e . as the final word of a line. Very often, 

however, t hese words orop ·up incidentally, or are mer ely 

intended to enhanoe t he attr~ctiveness or the texts by 
~ 

r hymes and assonances withi~ Only in a f ew special 

instances do we real ly find sucoessions of short l ines . 
1'-Q 'l.l.f ~ 1.. 

In w2 4 , 37, e . g., t he quick succession or s hort lines is 
1-ve 

especially effectual. And t he music adds greatly to the 

effect by not separating the lines , but r a t her oollectin~ 

eight of them at a t ime into one l~rser unit . The ent ire 

poem may follow here because of tts inter esting structure. 

Two chanson forms divide t he whole piece: A- A- D - C- 0- D. 
-ttLC~~ 

The fir st part has a rhyming s cheme a~l~wa: abab- cdcd-

-de~r .\ The second part of the poem contains the short 

linea which are indicat ed by /2 in the following analysis 

of the rhymes , and ~"<<of its r hymes differ from t hose in 

t he f irst pa.rt : 2 

1 ~ne ~~litting of I+ne 11 into two in St icming 's 
editio~gain Qlouds ~h for~ somewha~ . 

2 Her e Stimming obscures the true scheme by combining 
lines 26 and 26 into one line . 



a/2 b/2 b/2 c/2 o/ 2 d/2 d/2 a/ 2 
o/2 e/ 2; c/2 a/2 o a/ 2 a /2 .c/2 

a e e t 

2'7? 

vi ~"'-J'J S ··~ .t/ 
This piece is a oontrafactum or a Latin text.an4-Showa bad 

11· \ :at A1 v. ~ ~ t-1~ ~~ ... ,.:.._ v. l'l 4 ... J J 

rh~hm in liftee 6(1 , 32/ri6., aa4 ifft~31, and d8o additional 
IS" 

rhythmic units in lines e, 9 , and 29, as well as a oont rao-
s~ 

t ion in line 11 G. 
I I 

D~e qe 1j ' aim 
~om fins amis , 1 

$ vous me claim, 
~e mon cuer , qi m' as 

, 1/.n .,.tel pri~bnJ 
~ Pont ja n ' itr ai 

1 

/ 

mis 

5 

A~ par vos son 
\inz ouit, ~e gfi 

I 

morrai ; 
.j. I ....-.. I I 

1 a sooo~rs n ' an avr a l llJ: votrs' <fe , j 'a im tant " I 10 
~u vous pr oi,J gitez moi 
p'e ce grief torment> , 
pu ne puis me'tre OO~Oi j 

I I 

"' ~e l'emor~ 
li.i m' at e in~.,< 
ite vous vei nt 
;Bonomept, 
i,lal ement 1 

~ui sorp)'iS 
it esprf,.s 
Par folor .. 

L;.a[' souvent 
1 

Pleine/ et plor 
"for lJl grant 
P..Qul.or , 
t'! , tout 

1
ades sent . 

~W''l a tort, 
~· en contort 
~ chantant , 

I V I 

l
~ vos am9z I'l8 
ien

1 
le vo1S•, 

Et eL de ,v~ jo). ) 
~ o iert a ennui . 

In their subject matter these poems give a t air 

2.0 

20 

cr oss section or the trends of the til:le . The huge majority 

one hundred and eiGhteen of the one hundred and t hirty-nine 

t exts - - deal with l ove in one or another \my . deveral 

mot ives vary this old t heme : there is the pr aise of the 

beloved one or aff irmation of the singer' a love (thit t;y-three 
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pieces : V12 1 ,17; W2 3 , 2 mot etuo ; 5 motetus; -6 triplum; 8 

triplum; 13 motetus ; 15 triplum and motetus ; 17 triplum 

and motetus ; W2 4 , 3; 4; 7; 9; 10 ; 11; 17; 18; 19; 22 ; 

25 ; 30; 34; 39; 40 ;, 54;. 56 J 51; 64; 57 ; 85; 89 ; 90 ) ; we have 

entreaties to grant favor {nineteen pieces: w2 3 ,1 triplum; 

6 motetus ; 7 triplum and motetus; 9 triplum and motetus; 

16 trip1um and motetus; 18 quadruplum and motetus; 23 triplum; 

·w2 4 ,5 ; 35 ; 36; 51 ; 58; 77; 79; 86 ) ; then we find the inev

itable complaints about the "maue d'amer" or the unrespon-. 

s iveness of the l ady (twenty pieces: W2 3 , 6 triplum; l O 

triplum and motetus; 22 t r iplum and mot etus ; w2 4 ,12; 16 ; 

23; 27 ; 29 ; 32; 37; 41; 44; 52; 72; 74; 81 ; 82; 88); four 

songs start with n description ot spring as the season 

of love (Wz 1,13 ; Wz 3, 12 motetus ; 13 triplum; W2 4 , 66 ); 

this motive also occurs in a number of other songs (e. g. in 

w2 3 ,2 trip1um; W2 4,16; 29 ; 68 ; 70; 71; 72); autumn is 

described only twice 1n songs of complaints (W2 3, 22 triplum 

and motetus )l spring is a l so chosen twice as a contrast to 

the unsatisfied love of the poet (W2 4 , 16; 72) ; t hree songs 

speaks specifically of the longing for the beloved one 

(\12 3 ,8 motetus ; \'12 4 , 50 ; 57) ; tive poelllS praise love in 

general (W2 3 , 14 triplum and motetus ; w2 4 , 2 ; 33b ; 53) ; 

two warn against too oonstant a love (ri2 3 ,11 triplum and 
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motetus); and three are Generally directed against love 

(W2 1,16; W2 3 , 23 motetus; ~2 4 , 26 ). 

Two further important motives are the shepherd 

motive -- the poems describing the love ot tmrot, Mnrion, 

Amelot, Robin, Godefroi, Ragnault (pastourelle) - - and 

the en- route motive - - the passing knisht who falls 1n love . 

To the former belong nine pieces , viz . W2 3 , 19 tripl~; 

\'12 4 ,8 ; 15; 20; 38; 48; 70; 71; 75 . To the latter we 

attribute fourteen pieces , viz . w2 3 ,1 motetus; 2 triplum; 

18 triplum; W2 4 , 21 ; 24; 46; 47; 49; 55; 63 ; 69 J 73 ; 80 ; 

87 . The girls give a r ather good account or t hemselves in 

these poems: eight out of t he fourteen protestations of 

love at tirs t sight are rejected by them on the Bround t hat 

t hey already have a lover and \vish to remain f a ithful to 

him. -- Only four sonGs deal with t he feminine s ide of the 

problem in various ways , viz . w2 4 ,14; 31; 45; 76 . --

And finally we have two refrain oenti, dealing with various 

phases of love, viz . w2 4 , 33a; 78 . 

The remaining t wenty- one numbers comprise t hree 

groups: (a ) social songs (twelve p ieces: W2 3, 3 tripl um and 

motetus; 4 triplum and motetus; 19 motetus; 20 tripl um, 

motetus, and tenor; 21 tripl um, motetus, and tenor ; W2 4 , 42) , 

toas t s to cood food , drinkinG , s1nging , and dancing ; (b ) songs 
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of r eligious character , one an admonition (W2 4 ,84), and 

five addressed to Mary (W2 1 ,14 ; W2 4 ,1; 43; 59 ; 83) ; 

{c) sones criticising mor als (three pi eces : w2 4 , 6 ; 13; 

50) turn passi~nat~ly on Chivalry , Church , and bad 

morals and effemination in general. 

Her e as in t he Latin picoos it is interestine; to 

observe the shifting of t he poetic interest . The lareest 

percent age or motets based on olausulae is found among 

the religi ous picoas and in the motets or pastourelle 

character . They are still partly connected with t he trad

ition or the Latin mot et s . The interest soon turns to 

pure l ove songs , howe•er, which are almost exclusivel y 

connected vti th now music. These oieces for m t he main group 

of mot et t exts in t he double motets,too, throughout the 

first half of t he centur y . For a short t ime another 

devel opment opens a new field of inter est which soon again 

loses its importance : t he social songs , almost all set 

to conservative doublo motet compositions , which belonc 

to the snme t ime as t he l ates t t wo- part und earliest mo~ern

istic double mot et s . 

All religious motcts still nmka use or the tropo 

technique , either as outright tropes (W2 1 ,14 ; W2 4 ,83 ; 04 ) 

or at least by t aking up t he tenor word at the beeinninG or 
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end , or both. In the c omplete break of t he texts with t heir 

oricinal function in t he motet, t hese devices of paraphrase 

al so disappear. It seems to be onl y ooinoidental when a 

tenor word is apparently alluded to in the beginning of a 

French mot et, e . g . in W2 4 , e7 ; 29 ; 40 ; 49 J 85 ; 90 ; or at . . 

an ondins , e.g . in w2 4 , 7 . The reference to the tenor word 

at . t he beginnins of a piece is used hucor ously , hcwrevor. 

In this way it is employed in We S, 4 mot etus ; eo tenor ; 

21 triplum, motetus , end tenor ; and 1n the l ater version of 

We 4 ,88 (in Mo ) i n all tour parts. The t\YO tenor s of We 3 , 

eo and 21 ar e the earliest ones with a Fr ench text t hat 

have reached us . Consequently these motets are the earliest 

t hree- part t r iple mot et s we have . In later t hree-part 

triple motets t he tenors are always t aken from orig inal 

French secul a r sonss . Our t wo examples still use liturg i cal 

melodies , paraphr asine t hem in a quai.nt ~my . 

Georer aphioal olues as to the ori g in of the motets 

aro neclis ible. one sons speaks of English and Norman 

peopl e and t he related t r ipl um o~ Sootohmen, anot her one ot 

Rhenish and Fr ench wines . The c ities of Ghent, Arraz , 

Torna1, Bl angi , and Paris are mentioned once each , Paris 

al so a second t ime toget her with st . Germain. 

We know t he names of only a few or t he authors or 
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our texts, viz . Richard de Fournival for w2 4,3 and 14; 

Li Moine de St. Denis tor W2 4 , 32 ; Gautier de Dargies for 

W2 4 , 61; Ernou~ le Viel tor w2 4 , 63; Robert de Rains for 

W2 4 ,72; Moniot d'Arraz for three lines of W2 4,86 , The 

dates of these men , as far as they are known, are somewhere 
~M..~l . 

between 1180 and 1240. Theee poe~e-11 may not have composed 

the poems to the respective musical oompositiopsthemselves, 
en.~"'" t{.,~ -~) 

however , As Sal imbene' s cnronlrcals prove , someone else may 

have realized their suitability to fit a g iven music, or may 

have composed a melody to the g iven poem. The life dates 

of these poets therefore furnish neither termini ante quom 

nor post quem for the complete motet compositions. Nor can 

the geographic oris 1n of the composition of the text furnish 
ce 

any clue to that of the composition of the music, and vi&a 

versa . 

From this argument we s ee t hat t l1e 1:ew dialectic 
~ rA.o ~ • 

traits found in Gm- poems oam1ot 8'Ssist-o:s- much in t h1s 
.p~ 

respect ,...-either. A number of poems point to Burgundy by 

reason of the fact that they use the verbal ending " • • • ot" 
rv . ~g 

~the t h ird person sing . impf . ind., e . g . ~ w2 4 ,15; outside 

of W2 3 , 2 -motetus, we find only once a Pr ovenca l form, viz . 

"esprignaz" in W2 4 ,70; if the short fOrr:l "el" for "ele" 

is indicative of \/estern France , t his trait may he?-p ~ 1n 

) 
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~.'l4-3 
some other numbers , e . g . in w2 1 , 1? ; the Pioardio contrac-

tion of t he endina " • • • iee" to " • • • ie" also appears 
tJ•~t;t..-1 \ ;L.o~ 

in a few pieces, e . g . in w2 3 , 5 motetus and \~2 4 , 81 . On 

the whole , we get very little information trom t hi s source; , 
~ ~ 

for , as we heard , eighty- five per oent . of the poems dea l 

with love and use more or l ess t he oame few words over 

and over again. An~ just these f~1 ofton used words must , by 

that tiir.e, have a ttained nationwide uniformity in France 

throueh the influence of courtly poet~, . 
; 



CHAPTER XII 

THE PRACTICE OF FERFOIDdANCE 

W\ 
Whether \t& see O\H" mete~e in t he oricinal or nodorn 

notation , we-- al wa¥S _t'e..el tbe-.lack-o:t' one important indic-
V) .~~ .. ~ .... ~ ~·.,.~~ i'Ci.t~ ~IL,j' 

~~~nely t hat of t he t ype of performer s for whom t hise 

ml:l&io--was intended. Even the theorist s do not enliGhten 

us ve~ueh on t his point . Only occasionally do t hey 
( ,., 

T give hints 'lhioh t hrow light on i t, and t hen t hey refer to 

t he or can~ :t-n mos t lustmm-es. \ie ehe-11--t.her-eforo in<)lude 
v.r\J'f {.w~ c.(...-J "tJH;>t~A •W 

~he orcanum~in t he discussion which follows . 
,. ~ ~n, V;, 

.le-ar-e- sure- of" one thing : much of what we knov~t~ of -: .,.. 

t hirteenth- century music was per formed vocall y . For t his 

r eason we--ehtrl:-1 a t -first -e--ssem&-1-e some information on who 

sana t hese oompositionsfl ~£R ~- ~iCceJ f...J\ .. 1 . , , i ; /, .J 
~~~\, ~·r.t.:ui 1v "~41, "" ~'!" c .. · 

The organum was ~ a soloistio art J 1\ Each 
~~ J... part was~sune by one oreanista; ihe chor al port ions of tho ~~~~-

serv!ee-anG-o~ wer e sung by the choir . This practice 

is described by Eliaa Jal omonis , priest at St . Astier en 

Ptrigord, who wrote his treatise in 1274. 1 While Elias 
/ 

assigns oaoh part to one singer only, Janeo of Licgef admits 

1 Gerbert, Soriptores III, 57b ff . 
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severol singers: "Nihil enim prohibet in duobus cantibus 

simul esse cant antes plures tam in tenore quam in discant u . nl 
fifYv~\.rf-.. pt-..e~'cc 
ButASamos' stat ements do not necessarily reflect the ~ustom 

ot Notro Dame. IS?) ~.~1!'.•>- ~ 1'1. ' 1 "f ) ;;t ~ ~«""« vl~ .., . 0.:'(~ ~~~V .a • ~ ..e_ 
~'a-VI ~ Wl~Yt ~T~ V"•~tt. flv\l ~~ -~ ~r- ~~1/.J ..-( ~ ~ ~ 

Lator 1n the~century the soloists frequentl y turn~ 

to t he falset t o technique. Alr eady Gautior de Ooincy in 

his "Miracl es de Not re Dame" says t hat t he high , cle·ar tone 

is most beautiful . This war k wa s written $bout 1230, and 
(k~vtn ( '>.8 ~ lfl). 

Salimbene supports this view in his cnronicle~ of the-year 
J""" W, ~ 1..L.~"~ t lU'7)>~' 

~. Twenty yeurs~ater we-beer Roger Bacon deplore\ t he 

use of the f alsetto as ~nly. He refers to it as 

havine come into use only recentl y in contrast to the 
[q . ~~~ ;2t8>f)? j 

dignified manly singing of ol den t imes . '!t--±s-there:t'ore 

d~ul whether . .GautieJ!_an.d ...Salimbene_ already refer to 

oot-he rshretto .-

Besides the normal male voices and tho falsetto 

singers,.~ boys ' choirs were employed. According to Rokseth 
\~t-trv •. ~t. ~ ~11. ~r~ 

t hese boys sang the mone~ alleluya2 and( also t he tenors 
J ' #< 

( 

of organa, when the upper parts were sune by f al setto 
~ 

singers; '\ !f the te~:rt had 

oho~r (elerioi chori )Asupported 

I too low an ambitus , t he 'Yhw5 

the boys . To avoid t his 

1 douasemnker , Soriptores II, 386a. 
2 Pol yphonies 4~ . 
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expedient some organs may have been trans~osed . l 

Women also sang , and although they were not taught 

how to read and '~ite music , they even performed t he 

difficult mote.ts , learning them by r ote. The nunneries 

employed cantrices for this ~urpose. There hae reached-us 
~~-aw{ 

a two-part siDBing exer cise for nuns in Ru No . l 83. 2 The 
- h 

/ 

women , like the men , t ried to sing as high as poss1ble . 3 

In the thirteenth century the f emale singers did not play 

an important rol e; fn the fourteent h century , however , 

we hear of t hem as v1ell as of ball erinas in the service 

of various courts and of performances with purely female 

or mixed ensembl es . 4 
IVtl'\.~ 1~-vtW I ~.C/l: V, ·'hOfNA• 

Though we know et al l these types of voioo3 , ~ 
~r11~ 

. llave no !d~ vlhioh pieces they sang. Some scholars maintain 

t hat the high a.mbi tus of a piece indicat es that 1 t vms sung 

by hi gh voices, and that a low amb1tus was intended for low 

voices. Besseler , e . g . , conc ludes from such indications 

in many compositions , especially of the fourteenth century, 

that thoy were sung by falsetto singer s or by natural male 

1 .Rokse£h , Poly~honies 49 . 
2 Rokseth , Les emmes musiciennes 477f and 479 . 
3 Rokset h , ~tphon!es 47; 9ii possibl y thi s does 

not refer t o t he actua pitch but r at her to the shrill ness 
ot tone pr oduct ion.- &GO-or<tins-t o Dr. I:;Eto -scru:--ade. 

4 Rok~etb , Les femmes musi cionnes 474f . 
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~~ 
voices respeotivoly. There is; howeveri a small number of 

compositions which have been handed down in various trans

positions, transposit ions by a fourth or fifth beinr. most 

frequent . In these instances 
~~ 

~~ ea~ally f~d ~e aooid-
t~.c.tiC' t•' r 

ental~Aadded where necessary. On the whole , ,.. very ,r ew1 . l-A ~ ~f~ , 'o'fl ~ /'« I tJo. 4,.t-

8COidentalS occur in the manuscript s, as w~eard,1 and yet 

the scale structure of the various pi6oes is quite different . 

This seems to support Rokseth' s vievr that olef and ambi tus 

were only chosen vrith regard to the nost comfortable way of 

\vriting a melody, i . e . of bringing the entire melody within 

the staff ( auxiliary lines were pr actically unknown) , and 

to avoid aocidentals as muoh as possibl e . Consequently the 
~- 4-o 

ambi tus does not f.. indicate whet her fer.1ale, male, boys ' ·• or 

falsetto voices were required. l 

Elias Salomtni s describes the duties of the oon

duotor : 2 Ho had to see to it t hat all voices stal'ted 

simultaneously. He beat the perfeotio with his hand, and 

all had to follow his " tactus"-! It ,.,as his duty to train 

the singers to lis t en to each other when singi ng . This 

was very important because t hey had to suppl y t he rie~t 

accidenta lsJwhioh t he books often failed t o show them. rre 

1 Rokseth , Lea femmes musiciennos 479 . 
2 Gerbert, SO:riptores III , 57 ~r . 
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probably also super•isod the correct modulations of voice , 
tt.. 

or what ~would callt.Jto-day IllUBical i nterpr etation . 
H~s 4;oc. 

Thio loads M€ to a second problem. The re no 

indications ~seripts as to musical interpretation. 
~ 

All~ can do is to assemble · the scattered ~eferenoes 

concerning it from the theoretical treatises and other 

literary eouroea . 
~JI '\ "~ le 'd rv- ... ""; 

Odington gi vos the rule l "(Duplum) • • • est oan
>1\ 

t andun leniter et subtiliter • •• , tenor autem tremule 

teneatur . "l The word "trenrule" probabl y means What ·,\'e ell,; 

~ vibrato; It seems to be identical with t he second kind 

of "flor if'icatio voois" of' Garl andia2 , and the vray the 

"~onga florificota , prout utitur in organo puro" 'las performed 

according to the Anonymus IV • The application or the l atter 

was left to the s inger's taste , for two equally written 

figures may be differently interpreted , onco with and onco 

without florifioatio . The Anonymus IV e;ives the followinG 

example :3 ~~~~~!-~: 
whioh must be trnnscribod , according to hi s explanation , 

~-t-7~mrrg----l.~r:~--- - ll 
as f ollows: ~==:-..:~~~ .-..=~- ___ :!-.-~ ~~~fi~:F.~.l 
The first time the "tangendo dis iunct1m" written notos 

all his 

1 Ooussemaker, Soriptores I , 
2 Ooussemaker , ooriptores I, 
3 Ooussemaker, 8criptores I, 
examples only in words , e . g . 

246b. 
115b . 
35Bb; the Anonymus gives 
~ longa , ~brevis , eto . 
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s t and "pro longa florificat~ the second t tme "sine 

tlorifi oatione oum elongation~ This oan be t aken as a 

support of KUhlmann' s sugeestion t hat t he tangendo disiuno

tim plicetae indicate lengt hening , although this passace 

r efer s to t he organum and not to ~e dis oant , and, moreover, 

omits t he plica . -- The plica i t self indicat es another 
'-'-· 1~ ~*k ~~-' M,) [J~ s!t~ J.( 

speoialty of vocal performance) as we-heePd-in chapter six. 

The forte and piano i s t aught by Garl andia : ~obili

t atio soni est auGment atio eiusdem (sc . voois ) vel dtminutio 

per modum superbie . In augment atione , ut melius videatur; 

in grossitudine, ut bene audiatur; in fictione , ut melius 

appet atur; in dimissione, ut semper r eourvetur."l 

The l ast part of t hi s quotation s eems to allude to 

a t ochnique which was or importance in t he organum purum. 

I n discussing t h is species Franco says: "Sed s i disoordan

tia venerit ( so . in duplo), tenor t aceat ve l se in oonoor

dantiam tineat."2 A~, ~~ gives t he fo+!gwing example: 
·- ~I' I~ t--1 ~ ~·~f~.:::~:J~~~~~?;n~:;::~~ -. ,. -··---·· ·-·- ----·---··--· ___ .,.. __ 
~ \ 

The F ot the t enor goes to E, i n order to sound an octave 

· with t he duplum. Fr om t he followins exampl e it i s easy 

to see t hat t he t enor need never eo out of its way moro t han 
w-,u ,.o 1.. it .-'\ (, ;t.. 

a whole tone to reach an interval t hat ia eeasonant with t he 

1 Coussemsker , Scriptores I, ll6a . 
2 Coussemaker, 3criptores I, l 35a. 
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duplwn: 

It seems 
~W,:t~tf¥fr~~~-= 
that this passa.GoJ wll1~ aleo appears-in ~umber 

ot e~~~tiee~ has to be interpreted as meaning that, 

wherever a half-tone step sufficed to reach a consonance , 

t he t enor oould go out of its way; but where a whol e tone 

was needed for this purpose, t he tenor woul d just oease to 

sins as long as t he dupl um was dis sonant . This interpret

at ion is based on t he usage of the word "fingere" in music 

t heory of t he t ime , e . g . in "musica ficta" , al ways 

referring to hal t -tone alter at ions; whole tone could not 

be "feiene<fl without attract ing t oo much attention, e1~AM' . :1--L 10. 

As t he word "tineere" i ndicates, these changes of tenor tones 

ore not written down in t he manuscripts; They ar e entrusted 

to t he skill of t he sins er , for t heir actua l f ixation would 

have caused alter at ions in the tenor mel ody. However , t here 

is no r eason t o doubt t he application of Franco's rule, 

s ince i t i s re~eated , t hough not so extensivel y t r eat ed , by 

several other theorists . 
/t-!. 

We-nO\v turn our-at-t:Jetrt'iun to t he use of instrument s, t'~ ts 

-we knovfi\ t hat instruments wer e pl ayed in ohurch,l althoueh 

1 ~specially the vielle and the organ>accordinc to 
Rokset h , Pol~onies 218 . ~ Handschin believes t hat the 
organ vms t ee loally not advanced enough to be pl ayed in 
ohuroh (Die Rolle der Nat ionen 40) and he finds no r ef erences 
to t he use-or the organ at Not re Dame befor e obout 1400 (Zur 
Gesohichte ~ Not re ~ 53f ) • ;1- ~bAJ c ~ ~ 4 t..t.V" h> J,~ 
tu ~- l1't< ~ ~ ~~~ \O)"(VC) ~~f~ of ~ ~&'t! '~"a ~t~ 
~ r~·.,)M-t..<) ~ ~(""~~ ~r..<l> -&.,-w6~ .. ...-.Col. .,.'€.l, 0J ·:A-'\1!..6-' "*~ •V 

¥
(.~L-fl r ,,_<r .,A j,J' J.. .A1lo·:'l (;f 0"\;fl (<\,\,~ j,yt. l'l'YI'l'- t/.V)~ 

e,\;'11.1 --~ lj, 0\- TV ~ ..) f-1\ ~ W} I r~ I' '( i<,..t.. ~TV"" I..) 

r~ t.A. 
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nobody describes their participation in the liture ical 

aotion. But we ha ve ree'Ords-of severa l men w&e strenuously 
~ 

opposed this usage , and desired 
(/' 

to exclude the instrument s 

from church. Petrus Cantor (at 
~~ 

Notre Dame 1184 to 1197 ) , ,. 
/ RoGer Bacon (in his Opus Tertium, 1267 ), and James of Liege~ 

, (about 1330 ) bel onB to these authors .l 

About the employment of instruments in secul ar musio 
~ V? I')',MI'\1 • \A,;~\ ....,h·~ ~) n'"' VI.QI\ \!::). 

wa ar e bett~r-i~or.med , because many nov&ls and poems of the 
I 

t ime mention it. Fritz Bruecker gives lists of quotations 

of musical instruments and ensembl es i n us e with shepherdo 

and kninht s . 2 These lists gi ve us a eood picture of t he 
~ cvvt~MM 

oolor of ensembles used for Sf)eeiflu Durposes . But t hey are 
~ 

1ioo t en~n1. '"to be applicabl e to t he performance of ore:anu 
--. .... . ..£ v.) 

or motets . We-have very little i n:f'ormat ion about t he \·ray 
~'\.t. ... ,J 

motets were performed : &ad what we do have pertains mostly 
LJt. t 

to a l ater per i od than t he one, under consideration, and 
~ U\ (,, of 

consequently may not applr to ~ motets . 
pw-.r..~ (. 1/.) ~ 

Thi s ! S-What ....we -t4.nd in t he "Roman de l a Rose" 
" 

(about 1270 ): 
.:. 

t~r •J n.Vb 

Oreues i r ' a bi en mani ables , 
A une sol e main port ables , 
Ou il mel smes soufle et touche 
Et chant e aveo a pl eine bouche 
Motes o treble et teneure . 

Thi s shows ~~ the pract i ce of s i neine one part whil e pl aying 

1 See Rokset h , Polyphonies 218f . 
2 Die Bl asinstrumente in der altf ranzoesischen 

Literatur ,""T€26 , 73 ff and 75 H .-

3 ( ~ ,. '~ 
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~ t he other' on a portotive organ. In 1330 t he arch pries t 

Juan Riz writes , with respect to the thirteenth-century 

motet: Con sonajas de asofar fasen dulce sonete 
Los oreanos y dison chanzones e motete . 

Here, too, t he organ accompanies the singer, and thus mixed 

vocal and instrument al performance must have been known in 

t he t hirteenth century. l 

Indeed t he tenors of t he Fr ench two-part and double 

motets seem to have been performed instrumentally from the 

inoep~ion of t his species. The liturgical desienations of 

t he tenor melodies are mostly carelessly \vritten in the 
J..l..t ')'<I (..IA.o..L., ... 

manuscripts, especially 1n t hose of &-9i4ghtly l~ter_date 

than-t~e Notre-Dame manus~ripts . They often contain mistakes 

or are omitted entirely. Moreover, t he mpre complicated the 
~"'"' ""' 'Q 

tenor patterns became, the less vocal /\character . t~. 
0'·~ 

Later in the century ~ se~ a few direct hints to t he effeot 

that at least some t enors were meant for instrumental per

formance, for some original instrumental tunes are converted 

into motet tenors (one Chose Loyset, and three Chases Tassin) . 

Instrument a l preludes t o motets seem also to have been used 

according to the Beneral statement of Johannes de Grooheo : 

"Bonus autem artifex in viella omnern oant um et cantilenam et 

.c;..tt. ·'-"'"'" ~ 
1 The~quotations are taken from Handschin , Ueber 

Estampie ~ Sequenz 10. 



293 

omnem formam musioalem gener aliter introduoit . "l 

Less clear aro t he st at ements of Mae ist er Lambertus 

and ~lias Salomonis respect ively: "Omnis oantus , qualiter

cunquo fuerit diver s ifioatus ad extremitatem, etian in 

n2 modum viello oongrue per illam poss it declar ari . "In 

viella et simil ibus in quinque chordi s totus oAntus potest 
t{\.~1f~J · 

oompleri ."3 They seem to indicate the complete ~ransorip-
~ 1hv t V.:> 

~~ of vocal compos iti ons ~r instruments . We have onl y 
P.~ 

one pr actical proof of such e t~aneer.lpt1'0Jm in t he t hir-

teenth century , viz. that of the hoquet "In Seculum" in 
~~t.(.~ 

Ba Nos . l04 and 106. , -In- t he f amous manuscript , London 
f'W"~~ --:. ,.. . 

B .M. ~\dd . 28 ,860 we ..f-ind evidence of this usa;-e i n t he ~.-11 
) on-vt~ 

fourteent h centur y: It ei~& a~ transcript ions for t he 

organ 

Vi try 

of t wo well knovm mot et s of t he youn~ Philippe de 
.. t 

and, one,.. t he origi nal of which i s appnrentl:r lost . 
'fl..t. I V-1 

\Ve l\nve still les s information about oriBinal 

instr~ental compositions of pol yphonic mus io . 4 In speaki ng 

of organa tripl a and quadrupl e Garlandia says : " ::> i t us pr o

prius quadrupli i n triplioi diapason ot infra • • • vix 

in opere ponitur nisi in instrumentis."S Several t imes he 

1 Wolf, Johannes de Grooheo 9? . 
2 Coussemaker, Jcrf~tores !, 269a . 
3 Gor bert , Jori? tores III, 26a. {" "' 
4 For the use o Instruments in monodic music see the 

quotations tron Johannes de Grooheo in chapter three. 
5 Coussomnker , 3oriptores I, 116b; a f mv lines l ater 

he expl ains t he "situs proprius"• see ehuptet ~ 
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otreosoo t he teot t hat tha humon vo1oo onnnot sine 1n ox

tromol y hi(~ rec;iotero r ond thnt instruments olono oon be 

usod t horo. It romnino unclear v1het her ho rotors to vocal 

oompooitiono with ooooooor~ inotrumonta in h1ghor octavos 

or to purel y inotrumentol oompos1tiona . l'or hope the next 

quotation throws some liGht on thio queotion: "L"'t o1o tslo 

quodruplun o~ tribuo aibi asaooiatio • • • • tanquruo essot 

duplex di ooentus , peroipitur , tantum 1notruroont1u ~xtmo 

oomplctio. "l Corlandia spoako here or t ho ottoot or o four.• 

part composition whooo uppor two P''rts have thoir ombituo 

betwoen t he duple ond triple octavo~~ ond whooc 10\'lor two porta 

hove o raDGO up to the dupl e ootovo . :nut bo oxpln 1no that at \·-'~ 

a voool parrormonoe ot ouch oompoeit1ons tho hi r;her two parts 

would ~ bo sung in t he sa""l.o ootoves os t ho lower two parts . 

The orreot ~ two pair s of voices , which oon only ( "tont W"l") 

bo produced whon inetrumonts play t ho pnrts in t heir "oitua 

propriua~ . ~ould be loot in t hi s coae . This oxpl nnotion 

\'loul <t thorotore load to t he Clasurnpt ion t hat > aoida from tho 

voool quadruple> t horo wer o oiroil or OOI'lpositions which \7ero 

pl ayed on 1natrurnonts onl y . 2 

1 Couosomakor , Sor1ptoreo I , 117a. 
'- k 2 Rokseth tbinM Garl and i s nay bo rorcrrinG her o to 

a Mixed vocal and inotr~ontal performance of orgona quodrupl o , 
t ho lO\'Ier parts boing SUDG and the upper psrt o pl ayed on in• 
s trumontn . But thon oho oontrod1eta t hia expl anot ion ~eroelf• 
in t he statemont t hot t ho ChurQb did not permit inotr~ont~ to 
r oplaoo voioea, but onl y to reinforce t hen tlol~honiee 44) . 

V~:.-, r.o 1mithetan4i~- ' hi=e ohe s t ates l ater ( ibid.21b that l notr\14• 
ants did aubatltuto for voioas . ----
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Another species which seems to have been performed 

frequentl y on instruments wa s the hoquetus • . We--haTe,. 
. B~~~~~ 

9eside the versions of "In Seculum", ,_five more instrumental -
hoquet1 in -Da Nos.l02, 103, 105 , 107, and 108 .1 .'\ side-

light on the performance of such picc~s is given by Gerlandia . 

In discussing the hoquetus he says: "Etiste modus sumitur 
rf, ~~~~ W1~; · 

f l aiolis . "2 Flutc~Awere t hus f avorod i n connection with 

hoqueti . 

~ most favored of all instruments were t he organ 
-;:::. 

and the vielle, which we a lso encountered in connection 

with the perfor mance of motets . They wer e t he only instrum

ents that could produce t he entire ambitus of t he music of 

the period. The outstanding artistic instrument was the 

1 6n~ of t hem, viz . No . l05, i s called "In deculum 
Viellatoris" This does not mean t hat t his piece was intend~d 
.tor pl aying on vielles, as some have explained , but it may be 
a paral~l to t he title of Nos.l07 and 108 , ~ "In Seculum 
d' Amiens't As this t it1e probabl y i ndicates t hat the pieces 
were composed by a master at, or at least of, Amiens, so the 
aforementioned title may impl y that the composer of t he number 
was a famous vielle l ayer, by virtue of which f aot he was 
nicknamed "viellator" The most probable bear er of suoh a 
name would be a minstrel , whose task it was to accompany 
sincere on various instrument. The most famous of t he contem
porary minstrels was Tassin , who is mentioned by JohruL~es de 
Grocheo ( ~lolt, .2.P..• cit . 99 ); he was a minstrel in t he service 
of Philippe le Bel Till288, and his music was so well liked 
t hat at least t hree ot his dance t~e~ were used aa motet · 
t enors in Mo 7,270; 292J 294. If ~ere permitted a GUess 
as to the composer of Ba No.l05 , ~choice would t her efore 
be Tassin. 

2 Coussemaker , Sorfpt ores I, 116b ; Garlandia 
describes the hoquetus as a sub- species of the oopula . 
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vielle . With its tive strings, tuned to d-G-g-dl-dl or 

d-G-g- dl-gl, it had a compass from G to al or G to d2 , 

i . e . two to two and one-half octaves , just the r ange of 

~~ motet a . 



CHAPfER XIII 

SUMMARY 

We have now oome to ~he end of our detailed survey 

oovering the first tive deoades of the development of t he 

early motet . In the following paees we shall briefly sum 

up the major resul ts of t his investieation. 

We have seen how a number of musical styles , 

crystallized into vorious species, is, in the l ast decade . 

of the t welfth century , enlar ged by a new species -- the 

mot et . Tho motet i s based on one of t he previously exist -
' c. • 

1 oL r •K4. \ U L • ti· '-'· 
ing styles , viz . t hat of t he discant olausula . , The only 

(..>k) 

marked change is the more or less syllabic t ext ~ 
.lkf . &tiu• ~· '"' 

added t o previously melistmatio campositions.~f t~UJty1o. 
I r r 

These earliest motets all have Latin t exts which bear the 

stamp of the origin of the motet in t hat t hey all pertain 
1 

to religion,~ and, in t he majority of examples , more apeoif-

ioally to t he feast to whose liturgy the pieoe, or at least 

its t onor, ori(!; inally belonged. These early motets nr.e Wt.~" 
~-~~i>M ~ ~J' I 

striotly modol Aand do not hav~ much ornamentation. The 

tenor patterns are simple and , in t he great majority ot 

instances, in the fifth mode. In the upper parts the first 

mode , often modified by the insertion or loncae perfectoe, 

prevails . A number of very early motet s have irres ular 

' 
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phrase arrangements, ~ut the greater number of rnotets 

hased on clausulao reveal the Perotinian influence by 

""' .. •1 t he rhytbmic.ai balance of phrases . A-3.e.rs6--groul'" of them 
Q;>.,).~t.h 

leen toward mel odic repetitions, Theae~~G&S also dis-

play a tendency toward the use of t he third and fourth 

as important consonances. 
~~~ 

Later, perhaps 1n the~ second decades of t he thirteenth 

century, the texts begin to take up important r el igious 

problems existin6 at that time : Mary•s immaculate conception . 

the formation of the mendicant orders , the corruption of the 

clergy , eto . The musicians together with the authors of 

suoh texts break away from tradition. They no longer rely 

on old compositions of the Perotinian school , but neverthe

less retain its style . 

From about t he middle of t he first decade of t he 

century the French l anguage begin(3 to make inroach into t he 

mot at . It fir s t make~ its appearance in contrafaota of 

Latin motots , but soon eain~ in importance in newly com

posed pieces . Whil e still f avorins the religious and s erious 
~_... I 

texts in the beginning , the French motets soon turnt' toward 
£. 

the ver y f ashionable motive of the pasto6relle . And together 
-f i<M. ~ ~~1 ~ ~ ,.P,v-~ f all) ~ ~o./.) 

with this moti~ the retrain) ~~introduced 1nto the motet . 

Some of t hese refrains are only text quotations) set to music 

which oric inates from a disoant olausula. But soon the 
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"--~~ ~·e---;).1' "1 - [·}''\( 

text as well as/\the musio of refrains a-re more and more 
' 

frequently utilized in the motet. .At t he same time love 

"'"" becpme- the dominant theme of the motet. The Latin 
Sj>"'"CU' p{ ~ 'r"""~j ~ u ..(. -fc; ~.._,. CI'W• i-f'\..c-A 

motet meanwhil e d~95-ftlmDS~pl~tely ~ut of ~ight. ; 
f Y\~L(.

In thaae ~orFrench motats the musical oempoa1t±on 
~~~ 

of ~he mo'bet)'ls sometimes o.a»Piee""""""Ott~ t he struo·tural i:dea 
.n-ov<v\re. , - b~, Mfh~N~, ~.t \. ,, <JfA.' 

ot repetitive~4e~~4eP t ae i~~DO&-Ot-aonrtiy monody . 

This idea reappears in some motet a which either wer e 
~"~ 

orie inall y composed with a Latin text or have r eached-us 

only in this form because t heir Fr ench archetypes o~e 

lost . On the whol e , however , the musical style of t hese 

· l ater two-part motets turns away f rom melodic r epetition ; 
;~t ~ t(c. S.fl"\.4.c(t.~-tt • .. _.t Wf-'",,((._.S .... r\\-tt •1..6'\1( m ~v.M ~""~ , 

.t t he same time , t he fift h is gener ally adopted 

a.s the dominant consonance. 'l!he pri·1lcti:l1le-of-var!e-t-y--ana 

O'Ollt-r&e~.ao$18 -t-o -1'~~...-otnes'C eompol:tfttons. The tenor 

loses its s i anificnnoo as t he measurinr. rod and firm 
c- A it'.(;' \-1.-.~iLt.t 1 ~ ~~ ft...t c.t~\t{ ~JwJ1,,..,s (A, «..t ,'\<..t I·-..;{ ) ~t. .Jt t .or 

r hythmic basis of t he composition. 
11 

lts- patterns ar e 

quickened and become more intricate . while . on t he other 

hand , the frequency of tenor 
CL 

lonG notes t hroughout is ~e 
c..v-A !.J, u:~ ,'\A( ~""'"'i'~ ~ 
t-o~~ic~i~a-ef 

arrangements in equally . 
fu. 4~, t>t tfuJT&t.<Vk 

r iPst s ign or a--t.e.ooopc.y 
#... -J£, U.U.·n <-y .jj' 

the tenor) wMch-"gains momentum 

in t he latter part of the century. The rigidity of the 

modes is smoothed out by many splittine s , and theso mel is

mat i o ornament s rosult in a gener al trend of the modes to 
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diminish their essential differences and to more or 

less merge . At t he same time the second mode gains a 

p6sition~equal~ 1mportan1 with that of the first . 

These developments occupy about the second and third 

decades of the thirteenth century. 

The early part of the development of the Latin 

t wo-part motet was accompanied by that of the three and 

four-part motet s with one new text for all parts above t he 

t enor . These upper parts show~ conductua .t, , •f(. ~ 1~., , 
a-:' wV1l. a.pf'll:"'\1'-'~ o{ftv. fN 1-......ui 1,.0 b-4..~«' u' , , ~':;;,:;~ 

technique , mov~nc princ 1~ally note oseins~ not~~ This 
.,.Y<,vJt• cl(~- b..-~.t""c~J( '0""Ad.1tAi4 ~~eu -

type of motet died out~bofore the Latin two-part motet 

was surpassed 1n importance by the Frenoh motet, probabl y 

in t he first decade of the thirteenth century. The only 

attempt to retain it and to oarry it over into t he French 

motet is evidenced by the presence 
~ r,"r\.~ )W'f,.d 1"'.c.U.h ¥-

t hree - part moteta in~W2 (1,15-171, 

Latin pieces . 
~~") 

of five such French· 
&Q. ~o..tt • 

"' all,_ contrafacta or 

Greater arti'"Sts had meam1hlle begun to turn t o 

organa tripl a , and to edd to each of their upper part s an 

individual text , t herewith creating t he double mot~t . 

They soon a l so started to compose new Lat in double motets 

in the style of organa tripla. But t hi s was j ust at the 

time when t he French laneuage pr evailed in t he mot et, and 

\ 
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consequently the new French motet s t rle with its refrains 

took the lead here, too. After a brief preparatory stage , 

when it existed in the form of oontrat'acta, t he new French 
~ ~ I double motet gets under way probably in the aeo~e 1220j.~ 

L250. A sign of the early date ot. the collection of such 
~ 3t-e~ 1\\ ~~Id f.,t "~11' .{ 

mote~in~w2 ~is the large percentaee of pieces contained 
~·"""~:t l \1~ 

therein that ar~composed in the musical st yle of t he 

early three-part mot ets with conduotua technique in t he 

upper parts . This technique diminishes in import ance ver sr 
(~)'t(<t-~ 

soon afte~ards when the unchall enged »eian of t he French 
I double motot beg ins, probably in the deosde 1230~te 1849. 

But it is just t his t ype of motet which t hrows t he 

most interesting light on the development . The earliest 

motets wer e certainly t he compositions of clergymen both 

musically and poetically, as t hey are based on discant 

clnusulae and have relie ion as t heir subject/. In t he 

' French two-part rnotets the influence of t he trouveres , i .e. ~ 

t he secular nobility, predominates , as the subject matter 

proves. It is the conservative double motets that witness 
) 

t he fact that t he motet must have become . for a short time, 

a popular entertainment of ~YPgae~e and students. But soon 

t he motet withdreVI again into the sphere or high art music 

and became almost exclusively an occupation of a very much 
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r the. 
secuflarized clergy. This. trend is evidenced by~ modern-

istic double motets. Here purel y musical problems are 

sol ved . The style or quick declamation is developed out of 

the richly ornamented French two-part motet styl e . Aside 

from the finesses of the refrain technique, the arrangement 

of phrases is t~e chief concern of the composers • 
.J1 lo-:) \f~t ;A.fl ~ ""r~' t{ , f wi+i... 
We wore able to caloulate~thesa developments ~ 

&:~~' 
aea~, in spite of the fact that we-had onl y 

(:V\(. K~·. I "11\ • 

a tow dates at our ~oremnnd. These dates ar e : (a) the date 
7. .- I "2..00 

of Perotin' s quadrupl e , viz . 119~ &nd ii~9 , which helped 
V\. tt.vv.., jl (4-'\ AM.d Cw,... f{'\.( 11 4- J IC -..f 'U 11. t J 

~to determine this master ' s death~ which probably occurred 
GM"~~., M. €. h · "'~1e 

'tretweun 1~ 1206, wh!-le in his middle A forties . Further-

more , it hel ped ~to place the period of t he revision of 
etu-!1-

the ~ ~ and the composition of theAPerotinian 

discant clausul ae !~the deeade ~ llSO~bo 1190. The 
<'1 •r.G""" ; 'Jc. . 

quadruplum clausula "Mora" , which 1:-e-,aeoordins t.o -~ur , ~ ~c"f.-1'~, I( 
cJ..~ ~~-.... : .. ~ l..c> r~O'Y\ .~ f.....;. . ...c 1't' e... 

r..e-sea-Nh., post -Per ot ini an but nst lat~ t han the 13t .. V. 
w-!~ (,.V ~V "-"''~C..l ,(. ) a ~ 't 

m&l4~s , appeared to belong to t he years immediately oub-
~~,. l' C. ~x.nve<, I" 

&e f!\:lO!iti t.e Per otin ' s death . 'Phe St,V ~ 1Ilel isms themselves 

v~;-according to our findings , probably composed between 

1-e-ee--and 12l .S. -- (b ) or t he four major Notre Dame manus-
~ 

oripts F contains t he l a test oonductus to which we can an• 

siGn a definite date . nanely 1236 . Jinca none of t he Notre-
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t .IJ? 1)/) 

Owme conduct~ is os . advanced in style aa the oonductl of 
,...., t"' (:e 

Jt .v of the period 1244 to 1248, we canAsafely concluded 
"""' ... .J 1<'-..«, '4,..1 . .. ·~ 

that the assemblage of f was finished about tne ~year 

1235 . We could further conclude that the motots in our 

manuscripts, ao well an in Ua, must also have been composed 

up to about this year. We thus established a perio.d or 

about fifty yearo , viz . 1190 to 1235, in whioh the above 

reviewed developments must have taken plaoe . This period 

\WS also verified by all the ascert ainable dates of poets . l , AR 
Jt. e:t..,.._...,t \ ~ t\ ec-~- ,A. ' • tt f . .. , <J" ~(· ,. ~... ()..,.. 1.{/ d 

whose texts appear in .our notets, aa well -as-by the refrains fc.~,.~HJ 
r{ .t 

in~ French piooea . ~- (o ) The date of the decline of 

t he Latin two-pnr t mot et and of the increasin~ influence 
l.JC• J 

of the French motet on the Latin, \Vhich we deduced frorJ 
t)'!Uo~ • '' \•~ 
teenhi~al evidence , was corroborated part icularly bY, t he · 

Ct .(~_( ~!} 
.th.:'&e texts v1hich refer to the mendicant orders,

11
and '4:;1ite -one.. 

~wl:liah refere to the Jewish question) ("W-z-2TB5; 30-;~3-;- and. 
Pt lJ_(f1J:ll t...(j 1 ~,!I-~ lo4.b 

S4rh which we could place.1 in the y:oar9 l-23:6-aBd ~,.If or 

shortly thereafter . 

duoh is the develop~ent of the earliest motet as it 

presents itself on tho basis of a speoialized study os 

well es in its relation to the General historical proeoss . 

The following chart ~nay ser..-.re to illustrate the ohronol

ogica.l development of the earl y motet &s summarized in ··the 
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SOWA , Heinrich . E1n anon~er 6loss1erter t1us1ktraktat 1279. 
Kessel 193~oeniriSOerger S~udieri zur UusiE7isaen=
sohaft , vol. 9 . * 

Zur trei torentwioklung der modal en H~lunik. Z:t'Mi'l 
xv, t9j4, P· t22-a?. -

SPANKE , IIans . Da.s l ateinische Rondeau. ZFSL LIII , 1929 , 
p. l l 3- l41r.'" 

nezension zu Beok , Les Chansonniers eto . ~.J?SL LII , 
1929 , p.165=18) . --- ---

~n~sche und oittollateinisclle Formen in der 
~ri von M!nriesangs Fruohling . zt.RPh XE~l929 , 
p. I91- 2Jr. 

Stud1on zur Geschiohte des altfranzoosiochen Liedes . 
Horr:t.gs Aroh iv CLVI, 19~ p.66- 79. 

~ ltosburGor Graduale . Z:f'RPh L, 1930 , p. 582- 595. 

:;•anznusi k in der Kirehe da s JJittolalters . Neu
phllol . t!fffeirungen Xh'"l,19'o . p . !l;j- !70 . 

St . Unrtial St udien . ZFSL LIV , 19) 0 , pp. 282- 317, 
385-42~ ; LVI , 1932 , p. 450- 478. · 

Dor Codox Duranus a1s Liederbnoh. Zll.n'/ XII:j: , 1931, 
p. 241-251. ---

volkstuooliohes i n der altfranzoosiaohon Lyrik . 
ZfRPh LIII . 1933:-p. 258- 286 . 
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SPAin:B , Uans. Beziahun~en zrrisohen ro.l\O.nisohor uncl mittol 
late1n1sclier LYr~~ ~er11n 19j6 , Abharidl unGen dor 
'tieL d . 11issens~zu Goett1ngen , philol . -hi~t, . Kl o.sso 
3 . Folge , 18 . 

::.,TEJlGI!iL, E. Der strornennusgan~ in den naltocten fr?-zoe-
. s1sch~u11aden etc . ~ LVI1! , 1896 , p. 8 -1!4. 

STIClrl'lillO'.t.H , Friodrich. Die Uelocllen der Laudonhnndsohrlf
ton, Cortona , Libr. pub£1. 9! tiii<rF!oronz , J!gl . I!, 
r,-12~. Diss. G'O'ettineen 19~.-;- ---

STD1MING, J .. 1bort. Di e altfranzoenisohcn llotetto der Da.m
bercer Handsonritt . GcBellschaft fUor ro~nn!sohe 
Li'Coratur vol . 11; Dresden 1906. 

V.i.mRIEH , Paul . 1& .!2!:! :franoais. Paris 1931/32 , .3 vols . 

uelle ost l 'ori~e du vers trancais? Annoles de 
lTuniversite de ~is Vtf , I9j2 , p. 52o; VIII ,l93.3 , 

w . 122; .320 ;1.,52 ; xr, 1936 , p. 427. 

Ln "Chanson de llotre ~· do Gautier de Coincy. 
Roi:lD.lliO. tfi ,~9j3 ' p .49'f-519. . -

Le r ondoou et forn.es anal.oguea . Nouph1lo1ogiscllo 
E!ttel1unge~l9)3 , p. I02-l25 • 

. uootions. d.o motrique franca.ise . ZFSL LVIII , 1934, 
p. 4?5-436.-

·uAGllER , Peter . ~ ~ litur~isohen Or eana. AM1 VI , 1924, 
p. 54- 57. 

\.OLF , Joho.nnos . Anon~i ouiusda.m Codex Bra.sil iensi s . 
DC , 1893 , p.46~17. 

VftW/ 

Deitroece zur Gesohichte der L'Uoik des l!t: • J'o.hrhun
dcrts . Kl~p.I-31. -

Die Husiklehre dea Johannes de Groohoo . DTILG I , 
1'8'99. p . 65-l30 .- -

Goochichte dcr l:ensurelnotation 125<?- 1460 . Breit.-
kopf rmd haertel , Lel:rzr{l; 1904. -

D1;o 1. e1odien te.r Tr oubadours , Eine Bosproehun~ der 
Deoksolion i>ubTI"KR£ion. zn.:d :t , 1908 , p .l~~l .3-;-
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WOLF , Johannes.. Bi n anonymer l'usiktraktat aus dor ersten 
~oit der nrrg novau . ~ ttr , 1908'7P.J)-J8 . --
l )ierre Attb;'Y+• ZD'.G XII• 1910 , :p. l.3•15 • 

I.andbuoh der NotationsL--unde . Breitkopf und I1aertel , 
Leipzig 19Ij, 2 vols . 

l:!a.rlz En~liah l'uaical Tll.oorists .. Musica l "uarterly 
XXV , 193 , p.426-429. 

tJOOLDRIDGE .. The Pomllonic Poriod . vo1 . 1 o:r onord 
History of l.lus o , Oirora: ! 902 . 



PUBLICATIONS OF MOTET COUPOSITIONS UP TO 1400 

la) Entire ganuscript~ 

Ba AUDPY , Pierre. Cent motets du XIIIo oioclo . l)o.ris 

Cg 

Fau 

Ha 

I.;:aoh 

uo 

1908, 3 vols . 

DECK , Jean . 1,2 Chansonnisr Cane~· 1927, 2 vols . 

AUDRY , Pierre. Le Roman du ]fauvel . 1907 ( facs1rJ.ile) . - ___ .._. 

COUSSEWUCER , Edmond de. Oeuvres oomplotos .£y trou
vcrc Adam ~ ~ Hallo. 1S72. 

AliGLES • IIigini . .!! Codex :r:1us1oal ~ ,!:!! Jiuelaas . 
1931 , 3 vols . 

llJD , IG , Friedrioh . Guillaume de t:achuut , Uus1Iro11-
scho ~:orke vol . J .-r9~~. -- --

ROCKSETfl , Yvonne . PoJ.Ehonies du XIIIe sieole. 
Paris 1935- 39 , vol. - 3. 

R DECK , Jean. ~ J!anuscri:L?t du l!£!• 1938 , 2 vols . 

Wi Dl\XTER, J .H. An Old St.AndrmT' o r uoi c Hanuscript . 
1931 ( :f:"ceiiiil"'T:' - -

jb) Large Collections 

Apt 

EE!I ~:ooJ..DHn>Gn , H. J.: . & J:IUGIJ.rJS , D.A. Lnr~z BneJ.inh ~-
nony. 1697 , 1913; 2 v9ls . 

1~0 6 

-
llUZMANU , f'einrich . Die I!otetton dor l!~<lrider ~and-

schri:rt . Aft7.: n,~J7 , !?. 17:3-'Im;. . -

KUlill.:Wm , Georg. Die zueistil.1migon frnnzoosischen 
rotctton dez Kc>aoX U.ontJ?2liior . .uorzEu...-e I9)C, 
2 vols . -

COUSSElUUG:R , Z . d . L'c.rt ha1."1.10niquo aux ~ ~ 
XIIIe siocles ~ (fron Lo ) . Paris .1865. 

WOLF , J . J.ius ikaliccbe Schrirttatoln. 1923 ( ruosL'"lilos) . 



ANllCY!'ATIONS TO TEE USE 01!' THE TRAllSCRD TIOYS 

AND THE NOTES PERTAINll1G TO THE 

mDIVIDUAL MOTRI'S 

The second volume of this t hesis cont ains ' he t r ans

criptions of all t he motet s transmitted in the manuscripts 

w1, F , and 'IJ/2 • Since most of the~e ccmpositions appear 

sever al times in these manuscripts , we ln ve in each case as 

sembled all ~arallel versions in one pl ace , viz . in such a 

way t hat t he probabl y earliest motet version is s iven ~l 

full 1'1 t he lowest staves, while in the others all those 

divcrconces a r e entered which e r e found i n the renminin~ 

verslons . I n so doing , we have only t aken i nto consider

ation t be t hree quot ed manuscr ipt s , with t he exception of 

a few lnst onces , where furt her versions seemed t o be of 

particular i nt erest .-- At t he bec:inninc; of each pioce full 

refe rences appear above each staff , i ndicatinc the version 

or versions entorod t herein . ?Totet versions appeur with 

n~~bor and folio quotation , t he l atter beinc carried 

t hrouc hout the piece . For m.e lisrnatic vers ions only the 

f olio. on which t hey boc in . i s quoted , \lhile t he numbers 

Given to many of t hem by Ludwig are r,iven in t he notes 

on tho i rdividual motets below. I n all staves , but those 

which contain t he chief version , the notes with their 
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stens drawn upward belong to t he ver sion at first named 

above the particular staff , those with atoms dro\vn downward 

to th second named ver sion. (Only in a fmr instances have 

we put a third version on the same staff, also with s teMS 

dovmward , differentiating it from the second one by refer

ences to t he manuscript in which it is preserved. ) 

We have not c iven small divergences of texts , bel

ieving that this would have complicated the pictur e un

necessar il:' . The text of the earliest version i s written 

above tho tonor , or below the mot etus , of t he chief 

ver~ion . The other texts appear invariebly underneath 

tLo s taff in which t heir musical version i s given , aside 

fr om a fmt pieces in which one t ext oppoar s above ~he 

particular staff and one below , the former text beloncine 

to the ver sion f irst named above the s t aff , the latter to 

the one second named. If doubt should arise as to whioh 

of two named versions a text belongs , we remind t ho r ender 

t hat the Lntin texts are f ound in W1; F 1; F 2 ; .12 1,1 - 12 ; 

and N2 2 ; and t lle French texts in W2 1,13-17; W2 3 ; and 

~~, 4 .--1'hosc ~rords or syllables which par aphrase t he t enor 
(.j 

are underscored . The refrains of French notets aro i ndio-

oted by wavinG lines . I n writin~ t ho texts we hovo unif ied 

t 1le ort horr aphJ- oone\'lhat. In t he Let in texts we have 



319 

replaced t he "c" whic h almost always stands for t he aasibil-

- ated ."t" in our manuscripts by "tn . .e have omitted t he "h" 

Which appear s after t ho "J" of Jesus , because it confuses 

t he modern reQder. ( It i s a remnant of t he Greek eta , n iB-

understood by t he medieva l scribes : . • ) In t he French 

texts we have invar iabl y vrri tten "i" in keeping wit h t he 

IDElnuscri pts, wit hout ever repla cirlB it by " j" . On t he other 

hond , lfJe have al ways written "q" and dropped t ho "u" nhich 

follows it i n about f i f t y per cont . of the instances i n our 

manuscript s . In addition , we have emended words according 

to previous publicat i ons without further designat ion. Omis

si ons in t he text s a re indicat ed by square brackets . 

I n our tr·lnscript i ons we have mar ked o nu.111bcr of 

small divergences in t he manuscript s by numbers foll~Tod 

by ·brackets to whi ch the foot notes in t he foll owine lis ts 

correspond. Emendations 1n t he chiof ver sion ar o either made 

i n accordance with t he other versions contained in our manuo

cript s , or t he source of t he correction is given in , or self 

evident from, the followine lis t s . The word "emendation" 

without further refer ence advises of t he t ac t t hat conj ecture 

forms t he only basis of t he particular correction. 

In t he sooond volume , i .e. t h transcriptions , we have 

arrafiBed t ho works according t o their s~ecios, so t hat t he 
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motets in organum style a re the first; t hen follow 1n order 

t he early four and three-part motets • the Latin two-part, 

French two-part , and the double and triple motot a, ' it hin 

each spccios the motet s are arran cd 1n tho order in which 

t hey appear in t he manuscripts, In t ho following annot 

a tions to t be single works, however, \Ve hove leapt the order 

or their appearance in t he manuscripts throug~out, Br ack

eted page references beneath t he motet designations f acil

itate the use or the second volume , In the annot ations we 

have only treatel t hose motets in full t hat al so appear as 

chief versions i n our transcript ions . Those numbers ore 

underscored, while the other number e a re compl emented by a 

refer onoe "see • • • ", indicntitlB t he pl aoe vllrore full annot

ations of t he piece ar e Given. 

Along with each ootet all its parallel versions ere 

mentioned • . In doina so , we make use of t he abbroviat ions 

whioh appear in the oomplete list of manuscripts whioh oon

t a in motcts of t he repertoire or the. thi-rteenth century as 

well as pieces of t he "ar s no~u" style of the fourteenth 

oentury up to the deoth of Guillaume de !faohaut • Yrhioh list 

is given belov1. (The manuscripts preserving t!achaut ' s musio 

ar e fully quoted in Ludwig 's edition of Uaohaut's works, 

second volume, and are therefore not given here.) The text 

of the version whioh i s given as ch ief version in our 
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transoriptiona 1s aloo that or oll other vero1ons Yrith t he 

oxoeptlona ot tboao v~1oh are rollrnvcd by asterisks . Enoh 

new text 1a designated by an aetoriek , t ho toxt being 

furt her 1dont 1f1od by ita i!'lo1p1t only when 1t i s not OO'i• 

ta1nod 1n our manuoor1pt s . In rurtimr porellol versions 

tho ast erisks artor tbo rn.ot at doeignation oorrecmond l n 

number to the oater1s~s indiooting one or the previously 

quoted toxto .(or. sometimes a toxt which appoore i n full 1n 

t he second volumo and which is qtto1:ed oubsoquentl y oiUy) . 

uadrurl.um , triplum, cutd rnotetun texts ot ono cotot oro 

always vrritten obove eeoh other , the nototus be in~ tho 

lowest ond the quodruplurn the h l'hoot , c.nd oro fur"hor 

indicated by open breokota in t r cnt of tho to~t quot otiono. 

Othor abbreviationa ore~ 

A • • • • • • • • Antiphanalo 

A''• • • • • • • • Antlphonale Monastiotun 

cs •• • • • •• • cousaomakor, . ~oripto~ 

r •. • • • • • • 

t aao • • • • • • • 

t ol , 

1'030101~ 

G.V:. 

• • • • • • tootnotoo 

• • • • • • • ~·rtodio!'l Gonnri~h, nongeoYN,_ Jl:irolaio 
und ~lladon' t to r ur or fol lorlinc G .. ~ 
rofol"'s to ~!ie number \ltl ioh o rc.rroin 
llao oon "'.1von !r. t l'o aooond vol w:Jl or 
that work . 
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GR . • • • • • • • Gr aduale Romanum 

(inoipit onl y ) •• of this number onl y t he inoipit of 
t he t ext i s preser ved . 

rnolis i:l •••••• oelismatic archetypes ; if not further · 
qua l ified , in t wo parts. 

Pr •• • • • • • • Processionale Uonostioum 

quot . • • • • • • quotat ions 

R • • • • • • • • Reaponsoriale 

T • • • • • • • 

(text only ) • • 

• Tenor 

• or this number only t ho t ext i e 
pr eservod. 

Whenever t wo or more oayital letters, st andinG tor 

musical notes., are hyphenat ed , t hi s i s i ndicative of a 

ligature. An oblique atroke t hrouw1 ouoh a letter i ndicates 

a pl i ca note. 



!WtuSCRIPI'S l'111ICI: COIJTAIN l .. OTETS 
( conposed up to about t he death of Guillaume de Unchaut) 

Admont 638 
Apt 
Arras :tragmant 
Ars ••••• • ••• Paris Arsenal 5198 
Ars J101 •••• Pnr!s Arsenal JlOl 
ArsA •••••••• Pnris Arsenal lJ5 
ArSB •••• ~•••Paris Arsenal 3517-18 
ArsC •••••••• Pur is Arsena~ 8521 (texts onl y) 

Ba ••••• • •••• Bumberg Ed. IV. 6 
BaraA ••••••• Dnroolona B.M. 85J 
Baroc ••••••• Darcelonn B .~.946 
Basle D .XI . 8 
Ba •••••••••• Borlin ~s.40 t 580 
Berlin Stadtbibl .lat . tlo225 
Bern 389 
B&S-• .... -...... Beso.ncon Dib .. Episc. I . 716 ( incipits only) 
Bol ••••••••• Bologna Licao music . Q 11 
Boul •••••••• Boul ogne sue t:er D1bl.nunic . l 48 
Br •••••••••• Dru~aols D1bl.Roy. l 9 , 606 
Breslau U.B. I .40J,66 · 
B.N. fro . 571 

(Paris) 846 
847 

1;050 nouv. acqu. (Clairarnbault) 
1 ;591 
2;193 

. 12 ; 581 
12, 786 
20 , 050 ( st , ~srmain) 
22 ; 928 
24; 406 
25 11.,08 
25 532 

B.N. lat.ll , 4l l {Paris ) 

ea •••••••• Canbxei B1bl~nun1c . 4l0 
caD ••••••• Caobrai B1bl. nunic . l 328 
Canbri dgo U .L.Add. 36 ,88l~ Ff I .l7 
carm.Bur. • l.:unioh lat . 4660 
cs •••••••• Paris B.N, f ro . S45 (Cange ) 
Ch ••••• • •• Chantilly , Liusee Conde 1047 

., 
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Cl • •• • •• •• Paris Arsenal 6361 (La c~ayettc)(texts only) 
Col.mar 352 
cott . f'"r9.£?!l•·· London B . cott . Fr .XXIX 

D • • • • • • • • • 
Da •••••••• 
Da ••••• ••• 
Da 2777 ••• 
Dijon 525 
Di jon 526 

Oxford Dodl . Douce 308 
Darmstadt 3317 3471-72 
Darastaut 521 t texts only) 
Dar.ostadt 2777 

E . t!us. 7 • • ., Oxford Bodl. E. Arus . 7 
Eng ••••••• Engel ber g 324 
Eng 102 • • • Eneelberg 102 
Er:furt • • •• Erturt Stndtbibl . Folio- 169 
Erla.ngon 458 

F ••• • •• • •• Floren~e Bibl ~Ued.Laur.Pl.XXIX , l 
Fauv ••• ••• • Paris » .N. fro. 146 (Fauvol) 
Flor. l22 ••• Fl or ence Naz. II;I.l22 
Fl or. 212 ••• Florence Naz. II , I , 212 

Graz U .B. II . 756 
H •••••••• , Frasmen t Herent.hal s at w uva1n 
Ha • ••••••• Paris B.N. 25566 ( La Vulliere , Adam da l a linlle) 
Harl . 5958 •• London B .:U.Ho.r~. 595S 
Hohent'urt 65 

Innsbruck 451 
Iv •••••••• Ivreu 

Kaernton Stiftsb1bl. 27, 20, 25 

'r.anbeth Palace ;22, London 
L1lle Dibl .munio . 397 
I.J::>A •• · •••• London B.H.Egarton 2615 
LoD • • • • • • • London B .u . Egerton 274 
LoC ••••••• London B .U.Add . )0 ~091 
LoD ••••••• London D • .U.Add . 27 ,6 30 
LaUa ••••• ; London B .u .narl . 978 
London B. U. Add. 28, 850 (organ) 
London B · . vesp. A XVIII 
Luebeok 17 



!In• ~ ••••••• lladr1d Dibl .Ne.o . 20 , 486 : Ilh 16 7 
JJnoh • • • • • • llachaut t'lfl.llusoriJ)ts 
l.!agd . Colle• OXford Co.gd . Coll . lOO 
Maz •••••••• ~aris B1bl. llazarine 307 
LioV ••••• · ~ # l!anuscri pt llcV eagb 
Uetz D1b1.~io. 535 
uo •••••••• l!ont pe111er Fa.c . de I.!ed . H 196 
l!odena AR 4 
1JUA ••••••• !.i.unich St adtbib1 . 1'ragm. mua . 4775 + t'ra.~.Joh.Wolf 
MuB •••••• ·• L~ioh St ndtbibl. l a t . l 6 , 44.4 
lluG •••• • •.• Munich Sta.dtbibl•lat . 5539 
MuD ······~ llunioh cerme716 
Uunioh :mus . 3223 

N ••••••••• Paris B. ll. fro . l2 , 6l5 (Iloailles} 
NO ...... ~.. Oxford Uovr Col~ege Library 362 

Oxf. •••••• Oxford Bodl . Douee 139 
Oxi' .Add . •• Oxford Bodl . 30 ,l51 : Add . A 44 
oxt.Bodl ••• Ox.f'ord Bod1. S62 
oxford Corpus Christi College Ms . 8 
oxr. na.wl ••• Oxford Bodl .Rawlinson c 510 {terts only) 
O'Jd'- \,orc •• . iorceeter Add . 6S t- :OC ·• XII + XIII + XX • 

London B.M. Add. 25 , 0 :3l • Auct . li1 1 3 + 
wor coster Add . 68 f X • XI • x:_~~III • XXXI 

Pio. •• • • •• Paris D.N.P~c .67 f 67 
Prag •••••• Prague U.B.XII. E· l 5a 
Ps • ••••••• Paris B~i. 1at . ll , 266 (Pseudo~risto~le) 

R ••••••••• Paris D. N. tro . 844 (Roy) 
Reg • ••• •. • Rome Bibl , Vat .Reg,.1at . 1543 
Rico •••••• Florence R1oo. 2757 foheval do Fust). 

St . Fl orian XI 587 
s t . Gal.l en Stif t3bibl. uo. 38.) 
Bt .M. l ••• ~ Paris B. n . l a t . ll39 (Bt.~Tartial) 
st .ll. ~ •••• Paris B.n . lat . 3719 (s t .l!artial} 
s t . u . !l •••• Pari3 B.R. l a t . )549 (st .V.o.rtial) 
St .V •>..- •••• Paris D. ll'. l at . l 5139 (s t .Victor) 
Siena n.x. )6 
St uttgart Hauptbibl . I . Aooot . 95 

Tortosa Capitulary Library c 97 
Tourna.i IV. 
Trer.1 • • • • • • Codex La Trcnouill.e • Cb.atenu Rerruut 



Trior Stadtb1bl. J22 
Tri:n. Coll ••• Caubridge r.I r inity Col logo 0 . 21 . 
Tu •••••••• Turin Bibl. Roale vari 42 

·v ••••••••• Rome Bibl .Vat . Reg. l490 

\'ll •••••••• \1olfenbuettel 677 (ol1.m Helmsta&t 628 ) 
W 2 • • •••• •. ;-:oltcnbuettel 1206 ( olin IIeLlD.Sta<lt 1099 ). 
Wrlhering Abbey IX. 40 
\1or o • • • • • .. VJo.rc.ester Add . 68 f XVIII 

' 

__ ......,.. __ _.._ __ 
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Wl l lo .l (fasa . 2 , f 13} - F f 235; in t hree parts : LoA · r 
( :p. 22 ) 74v; LoA t 92; J.!a 5,11; 1n tvro parts : \'1~2 , 39* ; 

melism: l!l nos . l 6- 19; F nos . 42+44+43+45~ H"f 83 
(: -::1 no . l6} . ~ 
The Latin toxt * is by ?hilippo lo Chancelier. 
~ St . JolUl ~vungelist gradual . Docambor 27 , 

GR 39 . 
FH: (l)Tenor nisslne; in --;1 n o . l , supplied by · .. 1

2 
2 , 39 

whoro the initi al M of nanora io missing. In 
w2f 83 t h e tonor ia that of l. J. \ l. )· (tl 50) . In 

Il - l.i 
W1~ 50 and F f 151 each of tho first four tenor 
repotitionn shows the tenor word .--- (2 )111ssing in 
\122 , 39. --{J)E in w1 No . l . --{4)M1ss5.nc in . ~;lr so.
(5 )llissing in F f I51 . - -(6)Thio tenor davalopcent 
st ands in pl ace of t ho next ono i n F r 1514-- (?)This 
tenor devoloprJant s t ands i n pl ace of t h e preceding 
one in F t 151. 

No 2 (faoc . S, f 81) - F t 230v; in tuo parts: St uttgart 
(~} f JOv ; Ox:f. Rawl •. {t ext only) ; malism: W1 l 'o . 57; 

F uo . l ol. 
--'l!.;_ nnster &unday alle1uya, GR 222 . 

:rm : (I)Tonor nissinc in \i Ho. 2 . - - {2}l:1ssinr; in F f 
230v. -- ( 3)! '1ss1nc in ~;2 ~o .2 . -- ( ~)A in F f 230v . -
{5)Wl n o . 2 shows here t wo extra notes: G-.F .--(6) 
L:insing in :7~ f 57 .--(7)Missing in F f 158.--( 8) 
F f 158 and J! r 230v vrrito a lina. --~~.l. _Ho . 57 w:ritos 
no flat .-- (lO)F :r 230v writes F . - - {ll Jllissing in 
F t: 230v. 

Jto .3 {i'asc . 9 , r 107) - F 1 , 6 ; Ma 4 , 27 ; w2 .. _1 , 4; ~.r2 1 , 16* ; 
(~) in tVTO parts: f/2 2 , 48 ; ff~ 4 , 58 ·r; Hu No. 131; 

nelima: F r lOSV; \'.2_ f ?J.v . 
__.l.t Easter c;radu.al , GR 221 

FH: {T}Tenor miosinc in \'11 Uo. J . --{2)E in ' J :tro . J . - ... 
( 3 }i.iissing in :'!2 l , L~o . -- ( 4Hl2 1 , 16 has hare ·an e-xtra 
C • -- ( 5 ) ~·ron here the t or.. or of .: 2 1,16 is in d isarder. 
- ( 6 ) In tno oart;in o:f 'i'! 2 2 , 4a stands the boginning 

' of the Fr~noh text 'tiiul't eot fous" . -- (7)L!isaing in 
W2 2 4a. --(e )In \12 2, 4u only t he first t hree noasures 
of t1o tet.or follow t he ruotetus inn:tedia.tely. The 
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W {No . J) 1 entiro tonor for 712 2, 4a and b i'ol lO'HO the 1 ttar. 
However, l!lDO.suren 12-13 and 22 are nissine :f'rOI:l t he 
portion which belongs t o '12 2 , 4a and t·~e nt enor 
s yllable "~0" belonging to 4b is erronoously vrrit t en 
tmdcr the beginning of the s aoond t enor dovolo~ont 
of -~, 2 , 4a. --{ 9 )Uissing in .12 4 , 5B. -•{l0)\l 4 , 5S 
has fiero nn· oxt r n E instead of tho rost . - - (ll Jilis
s ing i n F 1 , 6 . - .... (12)F f l 08v v.rritos a 1'·l a.t in front 
of the F.--ll.3 )l.1.is sine; in 11' :r l 08v . 

~~lt (fo.ac •9 , f 107) - F l , 7; Ua 4. 28 ; in t"~Jro )?arts : ~/2 
(p;j"Q ) ·2 .~· b J melima: !? f l 08v; w f 71. v . 

T.: :East or grcdunl , GR 221 . 
FU: (!"Pl'onor .mi~sing D; W1 No . 4.--( 2 )Uissing 1n W 1 No .4 .--(3)th.ss~ng in w2 2 , 4-b .--( 4)\72 2 , 4b ~1rites 
11Q.UOt~LUJn . 

llo .5 (fusc . 9 , f l 07v} - li' 1 , 8 ; VIz 1 , 11; in t ro parto; 
(p:J'I} 'l.'ortooa 1: 140v; -;,2 2 , 7 ; moliam: ~11 No . 54; 

J! t 109; .. 2 f 72. 
T : East er sunday alleluya, GR 222. 

FU : (T}"'l_fonor missine in VI no . 5.-(2 )t!1ooinG in :11 
!1o. 5 .--(3)A third too l o-T in \fl 1 o . 5 . --(4 ) ~71 l.o. 5 
hua hare u G. --( 5 )l.!iacing in ;~2 1,~(6}!Iuro 
\:2 1 , 11 show~·D .!l siJ \] ,ja.nd lf2 2,7 ,5'-\il .l)s@gM 

( 7)1Ioro ·r? 2, 7 sho':Fs over t he erroneous orossGCl out 
dupl i ca t i on of the word "morti s" an oxtr a E.-- (8 ) 
F f 109 shcms o. linc . --( 9 )liissing in F t 109. 

no . 6 (:rnsc . 9 , r 115 ) - P 1 , .3; ua. 6 , lO ; 1n t wo :pnrt s tiluA 
(~} lS t 23 according t o Ludw1s ) ; Oxi' . Rawl . (text 

only); Cxf .Add. f 79v {text onJ.y ); malism: \i1 
uo . ~5 ; F f l Olv. 
T : St . St ephen gradual , Decembe r 26 , QR 36 . 

Flf : (ITTenor missine; in u1 bo. 6 . -(2 )Y11 no . 6 ho.s 
horo E. --( 3)Hissins 1n Vfl ITo. 6 . 

------~ 



FLORENCE BIBL ) . LAUR . PL .XXIX , 1 

f 235 

f 220 
I 

- see :11 lio . l 

- unicum 
T: Saints• Feasts , second sollamn vesper , 

--rs9* ; A.U 1245 . 
m : (l)Ae t he r hyme of the z:totetu.s and the oonpo.ri
son w1tll t h e chant tuno proves , the syllable "Ml" 
has t o stand here . --( 2 )The manuscript hns the syl
labl e "lii" here . 

F 1 , l - Ma 4 , 21 ; Wz 1 , 8 ; i n t '\ro parts : '.12 2 , 1; ~e1ism: 
(p.J4) Vll No . 35; F No. 9 . 

T : Christnas rospcr'lsoriwn , Decer.1ber 2-5 , R 59 ; 
-pr 27. 

Fll : (l)l~issinB in F 1,l; -(2)1J.issing in \12 2 , 1 . --(3) 
From·here on F 1 , 1 shows B flat . --{ 4}Frott hore on 
W2 2 pl sll.OVIS D flat . - - (5)Tonor is missing in W2 1 , 8 . 
-- (6 tFron here on 12 1 , 8 shouo D f 1at . --(7}Hore 
w2 2 , 1 s hows bars . · 

2 - t:a 6 , 11; in t wo parte: w2 2 , 32 ; melism: w1 lio. 2 ; 
(p .)5) F No . 66 . 

~T_;_ Chl·istDas rosponsorium, Dooanbor 2-5, R 59; 
J?r 27. 

FN: (l)Tonor is called li'l'Al-.QUAl.," in W2 2 , 32 . --(2} 
F 1 , 2 has no B flat .--(3)W1 ligates D- E-C-D . -- (4) 

· nero F shm-m a B flat , prooably only :ror t h e B fol
lowing four .m.easuros lo.tor. -(!))In F the tenor is 
·wTitten hare 4£:::~· ' \l·f4l ·-- ( 6}f11 11go.tos_ D- F-D-E . 

8 
RI - A 

3 .. see w1 Ho . 6 

1t - in t\70 purts : Ha 6 , 1~ ; ~ 2 , 35 · quot : Franoo , 
{ p ."Y6 ) Anonyous II r Htmich Ano-bymus (l:uc} , Petrus Pi

oa.rdu!l , Han<llo , Doo .v , Doc .VI ; vit h new triplum: 
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F 1, (4 ) 
Ba 44: (Ohorus innoeentium*; Cu 5/6 (* · ; 

l text of F 1,4 ( text or F 1,4 
Dos 6 <• · ( inoipits only); 

(toxt of F 1 , 4 
m_el iam: \'11 no. 2o ; F t 105; w2 f 68 . 
T: Innocents ' {;ro.dunl , Docenl:ier 2C. 

FN : TITF orroneounl-y beeins t o sins t he syllabl e 
"D3TH" nt t :i1o beginninG or t he second ne a sure . - - ( 2 ) 
F 1,4 and all orcanal versions 11nva a syllable bar 
horo . --( 3 )~1osing in w2 2, 35 .--(4)D r l nt is pr~s
oribod i n tills portion or w~ 2,J5 only.--( 5)D f l at 
is prosc~ibod in thi~ ~arti6n of F 1,4 only.-- (6) 
Incorrect bar 1n fl1 • -- { 7) Il.l"orreot quo. tornarin in 
f'f .-(G)W 2 , 35 shtnvs hero t '.e noto A o.nd its text · 
stllnble ~in" repeated on the voroo paee.--(9 )\'/ 2, 
35 hno hor~ incorreotly A-G- Z F-G. --{10) 712 2 , 352sho\7s 
no D f l at.-(ll)F t 105 ohm•m a line. - -{12)F f 105 
has no f l a t . 

2 - n eliao: F rro. 66. · 
(p.) S) T: Purification gradual , February 2. 

lt'!1 : TITFron horo on F l , 5 ahows D 1"1a t . 

6 se~ u1 No. 3 

7 oeo w1 Iio . 4 

fl soo u1 I.o . 5 

!1 - in tvro ,arts: rr 32 (R 9 ) Hui natin* ; o.olism.: 
(p .)9) triplun ~l f 87v; F f 24; U2_f 22v • 

...!.!. Eo.otor Sunday ·o.l lelU¥G, GH 222 . 
FN :( l )~ aninc in F 1,9.--(2) F 1 , 9 writes inoorreotly 
~~~~f!·--(3)F 1 , 9 , .. T i tes n B.--(4) t:1ssinc 

in ~·, 1 • 

10 - Ho 4 ,63 (toxt of F 1,10 ; in t\70 parts : I.:a 4 , 
(p:Tt-0 ) (* . 

25* ; u2 2! 21* ; ::lQlisn: triplutl W1 f 88 ; F f 24; 
w2 f 2J J n t\7o ports : F t 109vf-\Y2 f 72v. 
T: Eastor sundo.y a~loluya GR 222 . 

FI1 :\ITt:ios1,ng in w2 2 , 21.--(2fDouble bars in \11 . -
( J )!lissin(; in ~72 .--(4J ]'roLl here on YT2 2 , 21 shouo D 
:f'lat. - -( 5)W2 2f2l 11gatos n-c . --(6)F f 24 writes no 
flat horo. --( 7J l'' f 24 wr1tos D flat from here on.--
( 8 )l!issin~ in F f 24. --{ 9 )F t 109V sho\ls no flat here . 
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F 1 ll - 1n two parts : W2 2 49~ • lfortOse. . r .140* ;t:ua l-' t'*; 
lp-:42) oxr .Add . f' 129 (terl only) ; me11sm: w1 No . 56 ; 

F Uo.104~ . 
...x.;_ East er :.undo.y al~eluya , GR 222 . 

Flt:UTFrom here on F 1,11 shows B flat.-- (2 )Uiss1ng 
1n w2 2. 49. -- __ : 

12 - 1n t wo parts : W2 2 , 48; MuA 26 •••• dent meatier* 
( p-:43) (beginninG is I:1issin8) ; t'!uA 27 ; UuA. 28 Cel i se-

mita**; ue~ism: F Uo . l22 . · . . 
T : Aaoension a1leluya r uay 22 , GR 265 .. 

FN:1!TF has here C D.-( 2 JF has hore B •. 

JJ - i n two parts : Ma 6 ,6 ; \'12 2,8 ; W2 4 , 82*! Cnrm.. · 
nur. 4 (text onl.y); \·rit li new trlplum.( l J: w2 1 , 6 ; 
melism: w1 no . 23 ; F f ll6'Y; ne\7 tr1plun(2): F 
f' L.,!)v . 
~ Ascension a~leluya, second Sunday after ~y 
~. GR 268. 

FU: (l)From here on F 1
1

13 shous B t J.at .--( 2 )With 
lengthenod notes 1n F 13;-(J)W.ssing 1n ti2 4 . 82. 
--(4)Fzom horo on w2 .1,& shows ·B flat.-(5)Misa1ng 
1n w2 1,6 .-(6 )Missi"ng in w2 z ,a . --(7)Froo here on 
n2 4, S2 sh~ B f'lat .--( 8)Here w1 shows a B flat . --
1,\,1)Iiere Wf shows a B nat ura1.-(I0) F sh<ms an extra 
note ·A.-- 11)W2 1,6 is one t hird t oo l ow. --(12)lleTe 
\'12 4.82 $hov1s an extra G-F.--(13)W2 4,.82 shovrs no 
sy llable bars in tenor.-(14 )Miss1ng 1n F t 45v.
(15)F t ll6v shows no tlat.-- (16 )F t ll6v shows B 
flat.rrom hore on.--(17)U1ssing in F t 116v. 

, .lit - w2 1 ,10 ; w2 1,17* ; in t vto parts: w2 2 ,13j w2 4 , 
( p~;l;?) 37** ; J.o 3,47; mel.ism: w2 No. 25; F No.l)o. 

T : Whit suntide a lleJ.uya . 
m :T!T"Rodie per1uatra" is t7ritten one llne too low 
in w2 1110 Bnd \72 1 , 17; other.rlse all versions 
sfi:ad t.he t enor words in organum tashion. --( 2 )!!is
s 1n·W2 1 , 17. --(J)Miseing 1n F 1,14.-- {4)~tss1ng 
in \"/2 4.37 .-( 5 )\11 t 5JT, \12 1 ,10 l \V2 l.,l7 t \12 2. 13 
liea'te c-&.-(6 )Vfi t 5Jv ligates l.ncorrectly 
~ F-G D- F E-D.--(7)F t 162T sh~s a line. --(S)Wl 
f 5 )V S h OWS a lin&e 

M - in two parts: w2 2 , 27 ; UuA 36. 
(p""3•) T : \1hitsunt1de al.l.e1uya. 

In~:'TiT1J1sa1ng 1n W2 2 , 27. 



.. 

F 1~ 16 - LoA t 69; LoA t 84v. 
( pJ) .....!.:. Whitsuntide allel.uyu ,_ QR 272. 

FN:SDall \?aves indicate t hat t he respeotivo letters 
are in oapital.s i n F 1 ,_ 16~--(l)The lines of F 1, 16 
are sb~m where dissonances with t he upper parts 
nru:e a rest probable . --( 2 )This note is written far
t her t o t h e right in F· 1 , J.6 . Howevor , t he regul,ar1-
t y ot the rhythn nakes 1 t probabLe t hat this ia t he 
r isht place for tho note.--(J)Uisaing 1n F l • l6 . -
(4)Th1a syllable stands under t he tollo~ note~ 
but t he not et us text proves t l1a t t his is 1 ta ori(5in
al pl aoe. --(5)Th1s n~te is writ ten farther t o the · 
left but can only be meant to stand here. --(6)F 1, 16 
\J.rit es only c •--(7}F 1. 16 writes • 

!Z - Da 60 (* . ;Mo 5, 83(Sovent me fait****; 
(p. 51) (~~ieruo hodie~** (** 

1n tV10 ~s: rl 2, 65* ; W i 5** ; 11 37 (R 14) ** ; 
Hu 113* • . The ~rench t.erl l ends wit h a refrain 
which· r eappears 1n Prison d ' A.Ilouro - GE 872. 

FN: (1 )F 1 , 17 writ es onJ.7 "WLIE" . -(2)U1ssing 1n w2 2,65. --(JJW2 2 , 65 and~W2 ~, 5 show no B flnt . --(4) 
112 2 , 65 wrilies D- E-C D ana w2 4.5 D-E-e- n • 

....!!. St . Jobb Bapt i st alle1uya , June 24 .• 

18 - .12 1. 9* ; UuB 9 (text of F 1,_18; 1n . tm> parts; w2 (p:;2) (* . 
2!18* ; l12 2 , 64; w2 4 , 87**; quat: Go.rlandio. ; m:e.-
1 so:W1 Ro. 29; F r ~23. 
T: A::uro:m:pt 1on grad~, August.l5 , GR (98)·. 

FIH"tTnJ1ss1nB in Wz 4 . S7.-(2}.t1isu.1.n£ in w2 2 ,1B.
(3)U1ss1ng i n ~~2 1 , 9 . -(4)Mias1ng · 1n \12 2 "64..-- (5 ) 
Missing 1n v; r;54.-.-f6)Rere w2 2 , 6lt snorm o.n ctro 
D rmd t he ro~et 1 tion ot t h e ~rd "virgo".-( 7 )ilia
sine; in F 1 18 because of n hole 1n tho parol:mant . 
-(S )\'12 4,87 lisates F-G A. -(9 )W2 2 , 64 shows an 
extra F • 

.!2 ~ in t t'ro parts: ·J.!a 6 , 7 ; w2 2 , 56 ; UuC 20i mth new 
( p~4.) triplun: llo ) , 44 ( Qant repn1re* ; Dec zJ 

( t ext ot F 1 19 
(* · (inc1pits onlyf; moliSiil! u1 nos . 
(toxt of F 1 , 19 
75- 76; F f 1 26 • 
T: Assuoption all&luya,. August 15 . -



F 1,( 19) 
F!I: ( l ) W~ 2. 56 and \'t r 59 write "REONAT" • --( 2 )w1 · 
t 59 does not l iga'ttl here.-( J)lliss1ng in \~ 2 B". 
- - (4)M1ssing 1n w2 2 , 56 •--(5)U1ss1ng in wl T 59. 
-(6 )F 1 , 19 1s here paled out and neene to show a 
c · rather than a D. --{7·)The resto are e?aSod i n F 
1 , 19.--(S)Uissing in F 1 , 19 . --(9) ~2 2 ,6 11gaten 
B-A O. 

~ - \12 1-, 7; in tl.o par~s: l!n 6 . 8;, w2 2,-20; Fauv u2 
(:p. 56) 5; cr..tr. Rawl . (text okll.y) i with OO"J triplum: Dil 

No. 7 ( de:pOsi tum orodf tum ; molisrn: F No •173 . 
(text of F 1.20 

T: Assumption alleJ:uya August 15 . · 
,-n:1!Tw2___ 2 , 20 wr1tosnRE~" while t'V2 lr? m-ites 
"REGNA.Nru.-(2)M1ssing 1n cr2 2 , 20. - {) F 1 , 20 i_s 
a third too low. -(4)Missinc in F 1 , 2Q. -(5)W2 
1, 7 sho--.vs a bar ilere. --(6)w2 1, 7 shows a double 
oor hore.. - (7) \V2 2 , 20 Shows a bar here. -(8)Tha 
tenor ro:petit1oi1 is ~ssing in V2 2 ; 2o.---( 9 )F t 
167 showa- an extra a.. 

. 
l! - Im 4,.22; melism: W1 No . 78 ; F No . l67 • . 

( :p. 57) T : ASS'tll;lption a.lleiUYa, August 15 • 
.Fil :l"ITF r 166v a nd: w1 1: 59 show a l i n& .. -(2)\71 r 
59 \'~rites "REGI!AT" . 

~ - ti2 l p2 ; in two parts: \12 2 , 28 ; Fauv t 9 (DOn
( p . 58) odio J ; meliSIJ: triplUil F ~ 46 . 

T: Popes 1 Oonressors' al~aluyn. 
Fl~ : IDF 1 , 22 · shows B .fl at · t'rotl h ere on~- ( 2) l.U~ 
sing in ·w2 2 , 28 . - ())W2 2 , 28 shows B:flat hero . 
(4)W2 21.2~ l acks B f'la~ again. --(5)ld.!ssi:ng 1n W2 
1 , 2. - - (o)F 1

1
22 has here an E.--(7)F 1922 has hare 

a D. --( S)Y/2 , 2. ~1s a third too high.-\ 9)W2 1 , 2 
nnd w2 2 , 28 sho\1 no bar. - (10) \Y2 2 , 28Mwrites er
roneously D- F 7 .-(ll)\1? 2 , 28 nrites A-G and arter
v:ards t he syllable "VI- w . --( l 2 )The scribe of F t 46 
\ trOte t he tollo\'lins six oea.sures erroneously in the 
order J-4-l-2- 3-4 lnst~ of 1- 2-3-4- l - 2. 

1.1 - 1n tvro parts : w2 2, 29;Loiin 1,47 <? inclEit on.ty) ; 
(p . 60) \'rlth new ti'iplum: !io. 4 , 23 (lcclosie vox ; m.elimn 

(Eoclesie vox* 
w1 llo. l02; F t 1.4l. 
T : Con1'essors • aJ.l eluya , oOimJune doctorum, GR (4l.) . -



F 1,(23 ) 
F.N:(l)W2 _2 , 29 ehovs B flat from hore on.--(2)U1s
sing in·~ 2 299-•(J)W2 2,29 shows no B flat from 
here on.--~(4fW2 2 , 29 and F t l4J. show a bnr here. 
--{5)W2 2, 29 ligates c-D-F F.--(6)w2 2 , 29 urites 
"ET FI.OREBIT" .-(71W2 2_.29 v."rites E. 

~ - w2 l.l; V12 1,13* ; LoA r 91; Hu 89 (a fourth 
( p--;bl) J.ovrer); Cambridge· i n t wo parts: R ~ l 99b 

L 1 autrior ouida1 *~ ;. l.oB 19; with nev1 t~1plum 
(l ):Ba 6 {Agmina m1lit1e**• ; Cl 28/9 

( t ext ot F 1, 24 
(.De 1o. v iree **** ; wit-h new tr1p1um (2 ) :. quat': 
(* 
Odington and Hand1o (Agoina nil1t1e**~** ; 

(text of F 1 , 24 
oe~imn: st .v .No .-40 . 
T : St . cnthorine all&luyaf November 25. 

Ff1 :TIT1liso1ng in W2 1, 1.3.- 2)Fr am here on F 1 , 24 
s hows a B flat .--( J)W.ssing 1n W2 1,l.--(4)t.i1ssing 
in !P 1. 24.--(5)li' 1,24 and 'W2 1 , 1) do nol lignto 
here.--:-(6 )W2 1,1 writ.es he-re: ;r 1 \h·(u.h "11 Mt "U•HJ,Y\ 

"" ~ (7) F 1, 24 ·wr ites here a D~-( 8 lW2 1,1 vrr 1tes (}F. 
--(9)W2 1,13 tlrit.es h-ere F 1G. 

. . 

_g2_ - ?/2 1 , .3; W2 1,14*** ; in two par ts : ArsB 3; Oa 4; 
{p:OJ) ArsA 2; Enurt {.frnonentary} ; quat:. Anonymus IX 

(CS · III) , Discantns positio vulgaris , Anonyo.us · 
III , Petrus P1cardus, Doo.v , llandlo; wit ll new 
tr-ipl um(l) : llu 104a ( text or F lt25 ; wit h new 

· ( t axt o~ F 1, 25 
tr1plum(2):Mo 4;52 (0 Marin * · ; Ba 75 

( t ext ot F 1-1 25 
(* . ; nu 1046 (* ; 
( text of F 1,25 {text of F 1 , 25 
Da 2 ( * · ; Bos 21 ( * 

(text or F 1, 25 ( t ext or F 1 , 25 
( incipits only) ; q.uot: Franco, IJagiater Laober
tus , Anonymns IX ( CS III)J wit h ner1 triplum(J): 
Hu No.l)7 (Q U&ria ** · • 

(text o.r '"I 1, 25 
T: Assumt ion ·gradual , August 15, GR 561. 

FN:TI'Tlr 1,_ 25 vrrites onl.y "Vh'RITA"" .-,.{ 2 )From here 
on F 1, 25 sh&ws no B t1at.-(3 )W2.;.1 , 14 has hero 
an extra D.--(4)W2 1, 14 uritos G G-F . 



p 1, 26 - in ~ro parts: t12 2,9; Hu 140; with nS'a triplw: 
l P:04) Yo 4 1 $7 (in salva.tor1s* ; Ba ·45 { * · ; 

{text ofF 1, 26 (text ofF 1 , 26 
LoB 25/26 ( * . ,. 

(text of F 1 , 26 
T-: Assum-ption grad~l , August 15, GR 561. 

Fri :1n'F 1. 26 ligates D-c- D- D-E (plloa) because too 
syllables of the tct are miasine.-(2)1' 1; 26 and 
W2 2 , 9 11gate D- A-G because t\'10 syllables of t he 
text are missing:"unitas" instead ~ ttuniversitas". 
--(J)W2 2 . 9 urites "IN VERITATE".-(4)Tenor entirely 
missing in F 1 . 26; aJ.so in \72..~2 ' 9 large portions 
ot t he tenor are mioo1Xlg. -L5 JM1as1ng in w2 2 , 9 . -
(6)U1ss~ 1n F l,26 .--(7)~he rest is missing in 
F 1., 26 ; the recain1ng portion of the motetus is 
supplied by W2 2 , 9 . 

F 2, l 

2 see 112 1 . 12 

_3 - IJa 6 , 25 ; w2 2 , 26; m.elistu w1 No. 26; F r 118v; 
< p ."'?2} w2 r 75 . 

T~ \7h1tsundo.y alleluya.. · 
Fll :\ITF 2 13 uri tos only •'DOCE" .:..-( 2 )F 2 , 3 nrites 
here e. nnturaJ..-(J)W2 f 75 shotTS no flat here. -(4) 
This tenor aroup is repented · i n l'/2 2126.•-{6-)W2 2, · 
26 writes aD here.--.{§)172 2,26 , W2 t: 15 ; W1 f·5Jv , 
F f 118v show a line. 

~ - l!a 6 ,3; w2. 2112; oxr. Ra\'ll.(text onl7); w2 4 , 84* ; 
(p."'73) melist!l: F 't llv possibly a redu.ced three-part 

motet . 
T: Easter alleluya. 

Fli :TIT\12 2 , 12 and W2 4.,84· \'ll"ite "ET T.ImUERmlT" .-
( 2 )Miasina in w2 4;84_.-(J)W2 4 , 64 sho\'18 n line. 
(~)~issing 1n w2 2, 12.--(S)W2 2.12 shows a line . 

212.- \72 2 , )8b/a; Ba 61; Bes 10 ( inoipits only) ; with 
( :p. l45) quadrupltml: Mo 2 , 35; in two part.s: !Ja 4 , 24; \72 2 , )7*; melism: quadrupltm "Mora" W1 t 6v; F 

t ?v; Ma t 21; \12 't s. · 
T : Easter alleluya • GR 249. -



F 2 ,(5/6 ) . · · 
FN: (l )Uo 2, 35 wr i tes "oors morsuff . --(2)Mo 2!35 
trritces second mode.-(3 lllo 2 ,)5 m-ites no f at .... 
(4)W2 t ,; 'hows no flat 1n t he ootetus.-- (5)~o 2, 
35 writ es . , . --(6)Mo 2 , )5 writes a brevis . - - · 
(7)F 2 5/6-' shows bore ·no flat . - - (8)1J1ssinc in w2·2 
) 8 . -- (9)w2... 2 ~3-8 (uotetus t has no flat .• - -:-(10)112 2.,3~ shows no r~t ~eTe . --(ll )The t enor is n1as1ng in 
both w2 2 ,37 and w2 2 ) D; ' both t10tets show trequ~'ti
l y , though not :oonsistentl.y, leJ:#hened notes wh.ere 
l ongae o..re suna,; neither or tho IJOteta show any 
special rost sign for tbe·tb.reo perteot1on rests 
ot t he motetus.--(12)Uo 21 35 and F 2, $/ 6 nr1te no 
tla. t tor t he tenor nor do F t 7v and i12 t 5.--(1) } 
Missing in Wl t •. 6viCLlJ Rest missing 1n U'l f 6v. 

7 - ~elism: ~ No. 6); F no. l2) . 
(p."?4) T: Ascension alleluya t:ay 22 , • 

FN:TIJ'Tonor s~tllab1e n.is~.!n& in F 2 • 7.-- 2JW.s
sine in F r 161. 

8 - w2 2 ,4-7 (text only); meliSl!l: F Ho.l~l. 
( p .-,5 ) T : Ascension alleluya , t:ay 22 , • 

FIT:"'{TJUus.io completely I:lis$1ng 1n u2 2 , 47 . -(2 ) 
w2 2! 47 writes "TAT!!U" .-(3)U1sftlnc in F 2 , 8.
(4 )M ssi~ 1n w2 2-, 4.7.-( .5 )111ssillg in F t J.60v. 

_2 - n2 4. 63* ; R t 102v a*.; n elism:tripl un F t ll. 
(p.(6 ) The French t ext * is by Ernoul le Viel and 

ends wit h a retrain - GE 1066 . 
~Assnmp'~ion gradual August 15 , GR ( 98 ) . 

FUffiJF 2 , 9 writes F.-- (2 ):uissing in w2 4-,63. 
tJ )Y r 11 shor.~ no flat from herei7!.~(4 JW2 4,63 
shm7B ho~e an nddi t iona l phrase ;~ 1 A. 5.J\f • 

10 - w2 2 , 15 ; t1e-lism.: W1 lTo e)O; F No.l71. 
(p:77) T : Aostllll:ption nlltlJ.Uya, August 15. · 

ll1f :"'~Tw2 2 ,15 writes nnEGINA" . -{2)W2 2 ,15 shows 
o.n extra F . - - O }Missing 1n w2 2 , 15. 

ll - nelism: 'Z No.l06. 
{p-:78) ·T : Assumption tlllaluya• August 1;. 

12 - :m.e l ian: VT1 No. 77; F l~o .l-65 . 
(p-:79) T : Ass.U!:lp'tion alleluya , August 15 . 

Fll ~1IT:M1ssing in F t 166. 



F ~ 11 - t/2 2 , 41 ; m.o11sm' F t 76v; './2 t 52 . 
{p-;'79 ) T : Uativity rosponsorium, Docembor 2 5· 

. FN: T!Tv/ 2 2 , 41 Vll'i to "AD Z\1Ul"UU.i." • 

14 seo w2 1 , 15 . 

l5_ - l/2 2 , 10; ... al1sn: w1 llo . 90 ; F f 138 . 

33'1 

(p:bO) T: Martyra ' Confassors • · a llo1uyn. 
Fll:lTfF 2 . 15 writes " SPEHA" , W2 2-tlO \',Titos "LT 
SPEnAl~" . --( 2 ) F 2 , 15 vr.riteo A. - -( 3)L1ne is not 
shown in Y/2 2,lo . --(4)t!1asine; in w·2 2 ,10 . --(5)':2 

2 , 10 ~~o·~- ~~e ~Ol).£1' uli;h f'' ff .. ·= _ ... : .. Jf.~~:_l~~.W:~.:=::t. __ ~~ 
(6 }Uss inc 1n w1 f 6ov. ---(7)F f 138 writes doublo 
bnr.--{ e}~issing 1n F t 138 . 

16 - v:2 21 19 ; uol iat1: W1 no. 96 ; F t 139v; ~!2 r ?Ov. 
( p~) T: Popos ' Confessors ' a l l eluya . 

FN:Tir1i 2 , 1 9 omits tenor \70rdo ; W1 t 61 \ll'ites 
· "TORIUt .. ; rr2 t 70v vn-ites "RA" . -- ( 2 )'I•his line is 

not wri tton i n .12 2 , 19 and w.., f ?Ov. --(.3)I.ri:;s inc 
in w2 2 ,19 . ~ 

_l'Z - w2 2123; w2 2 , 36*; moli::.>!l: \11 r..o. 31; F f 13lv. 
(p-;51) T : A 1 Gaiilts r rodual, Lovomoer , 1, GR 5-96 . 

1~1 :111]· 2 , 17 onita tenor SJ llabl e ; ~2 2 , 23 and . 2 
2 , J6 ·v.T i to only ltT.JS" .-- ( 2 ) 1'~ 2 , 17 writ es .~> . • --( 3 ) 
\/2 2 , 23 a nd \12 2 , 36 u r i to a rest here.-- (4) '/2 2 , 23 
shows wr ong text version which i s partly t aken cc.re 

of by ~~~:~~~!l~is~~~~c~~~~~t=~l~~ 
8 
in De- o vo • ro o - no-ri-bus 

(5)ll1sainc in w2 2 , 23.-- (6}0 2 2 , 23 · aho~rs n l i pe .-· 
(7)'/~ 2 , 23 sh~lS fla t .-- ( S )W2 2 , 23 \'n'ites ~~~~. 

\12 2 , 36 !Jr1tes · ~-- .--{9 )Repoutod in 2 2 , 36 .C
(lO)Ussinc 1n~·:12 2 , 36 . --(11 )\12 2 , 36 writes a l i no . 
--(12 )rt2 2 , 36 v~:ritos :::; . --(13)0mtt od in ,;1 t 59v. -
(14) 71 f 5?v and r r 13lv ~;rito n line . 

l~ - u olien: F No. l o5. 
(p'782 ) T : Soveral lW.rtyrs ' cradual , GR ( 22 ) • 
. FN:\ir.F 2 ,18 \'/rites only "DO" a nd F f 168v wr i tes 

"DO!.UNJ~" . -- (2)F t 16£Vwr1tes no na tlira l . -( 3)L..1s
s i n g in F f 16 6v .-- (4)F t 16Bv shmiS n line. 



E' 2 t 1_9 - \72 2 , 14; molism: F . t 14lv;ffa t B5v. 
p-;B2) T: ? . 

m :1TJ\12 2 , 1.4 wr1 tcs only "Q.U.IA CONCUPIVr.Ptt , ·-F 2 , 19 
writes liere onl y "QUIA CONCUPI" .--(2 )F 2,19 ~ites 
here ''VlT" •--(3}F 2 , 19 writiJs here "REX".-{4}F 2 ,19 
ur1tes 2li 211 2s1 so does F f 14l~.--(5)F 2 , 19 
~:-rites A.-(6 )Uiss!ng in / 2 2 , 14. -(?)W2 2,14 \"iTitils 
B. 

20 - \'12 2 , 43 ; Hu 90; with triplUI:l: tto 3 , 42 (Qant 
(p:1f3) (Q.e,nt tloriot* ; l!o s . l35 (* ; 

(llon o~un** (El moi de*** 
:Ba 6? ( ; D&s 22 (* {inc1pits only); mel1sm: 

( ** ( ** (lost entirely) 
F no. 246a quot :Uagister LarJ.bertus*~ 

...!W, Ascension alleluya ., ooootld Sunday a fter May 
22., GR 268.. 

FN: (l)F 2 20 hru3 an extra B here. -(2 ):U1ss1ng in W2 
2 , 43.--LJfw~ 2•4) has no flat here~·-(4)F r 174? 
v~ites F. --(5)M1saing 1n F f 174v.--(6 )F f 174v 
\'lri tes a · 11n&~ 

21 ._ tooli ml: F No.2S3• 
(p-;tf4} T : Popes ' Contes:sors • nlleluya. · 

FNfrtfF t l??v shovm a 11ne. --(2·}F 2 , 21 \n-iteo "ET 
•:miAlll'AVI" • 

22 - meli sm.: \'11 t 35 ; w1 t •45; F r ll6; W2 t 74. 
(p-;s'5) T : Ascension o.l1Gluya 6 llay 22• GR 265 . . 

FN:liTVIl f 45 writee "NA!' •-(2 }VT2 f 74 vtrit&s a line. 
--(3)F t 116 writeo a line. . 

n - \72 2!· 42_: w2 4 , 21., Hu 114; n elism: wl l1o . 65; 
(p~5) F f 20v; W2 t 15V• . 

T : s t.John Baptist alleluya June 24. 
FN:T!'m'1 t 58t W2 2 , 42• W2 4! 2! write ".L:ULIERUL1" • 
_..( 2)Wl -r 58 , w2 t 75v. F t 20V show e. lino.-()) 

i n fl2 2t42 •-(4tWl t 58 and F t l26v m-ite 
·--(5)Thorf;J is no natural 1n '2 2 142 , but 
1s not whcmn any more tram hare <>n . .In \7 2 

4 , 21 the flat is oontillued t111 t he olld . -(6}li1ss1ng 
1n V/2 4-, 21.-(7), 2 ~ .~ and Y/2 41 21 show ~o flat in 
t ho tonor. -(8 }\72 2 , 42 and :·12 4 , 21 v~rite 1}. 

44 - :uo 6 j 2ll: Travalllie du mau* ; molim:u F r l39V; 
(p-;s6} W2 f il; W2 t 83V• · 

T : Puri.tication e.lleluya, Fobruary 2 , GR ( 73} • -
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F 2 , (24.) 
FN: (!)Double bar. -(2)F r 1)9v aDd ·w2 f S)T write 
ffTA" .--{ ))W2 r S)v writes here t h e only B fla~. . . . 

_gs_ - ua 6,16; w2 2 62*; \12 4,48** · ArsB 12***(monod-
(p~) 1o) ; B .N. trc . ~2928 t 15Sb*** (monodic); with 

with ·triplwn and new tenor:Bu No. S); melism: 
tr!plum ~1 ~ .12; F t UY; Vl2 t 29. Possibly a 
reduced ~e-part motet. 
~ S. aints' Feasts, sooond solemn vesp-er, A 59*; 
~ ~5. . 

FN:(l)lUss1ng ln W2 z. 62.-·(2)Kiso1ng 1n w2 4,48. -
(J)W.Ss-lng in \11 t 12.-(4-)tr1 _ t l2".,"8Jld F t 42v 
write a llne.-r5)M1ssing intf2-f 29.-(6)This nea
sure is repeated in w2 t 29 .. -r·t)l11ss1n8 1n F t 42v. 

26 - tJO 6.240: JJ<mt solo!e*; Da 521 (text only) ; 
(p~} n elism: F No . l05 . · 

T : Easter Sunday · alleluya, GR 222 . ~ 
Ftl :\IT.Mies1ng in F 2 , 26 .--(2 )F 2 , 26 writes .--
( j )Frctr:l here on Kuhl!;f s transcription 1 l'trong. 
-(4)F t l58v Ytrites f~ 8.-( 5)!.11s~1ng 1n F t lSSY. 

%1.. - unioUill · 
( ,-;9o) ....h st •Andreas c.lleluya , November )0 , GR )691'. 

FN:\ITF 2 27 nrites G; corrected according to the 
ohant . --(~)F 2 , 27 ~~ites F ; corrected according to 
t he ohant. 

28 - L\uA 7 (19 acoordine t o Ludv'lig); o eliSI:l: w1 
{p~) No.s; F tlo-. 26 • vr2 t 63. 
~ Christmas gra<Iuel , D.eoember 25 . GR J) . 

Fli:1IJW2 t 6) and w1 t 49 shovr no tl.at.--( 2 )\'/2 r 6) an~ w1 t 49 sh~r no natural.--() )\'f1 t 49 
writes nare n tlat.--(4)W1 t ~tPf-tfes uere no 
tlat .--(5)W1 t 49 writes nere .--(6)F t 
149 writes G. 

~ - w? 2 ,.33; meJ.ism: F t 76; F t 81T; w2 t Slv. · 
(p~ ) _n s oller.m Feo.sts, first vesper. A 59; Ali 1244. 

FN: lT}Rest or motetua and entire tenor is missing 
1n \12 2,.33; onlt t he text is written out.-- (2 )llis
sing in F t S?v.--(j)Probable version of u2 2, 3J.-
(4)F r 76 and F 2 ; 29 write "SAilCTO" , F t 8:/T writes 
"00~.!Dl0" and w2 2. 33 writes "DD" . 
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F 2 _lQ - uni<rum · 
{p--;9)) T: Assumption gradual, August 15, GR 561. 

Fll :nTAddedt apparently- missing in F 2 , 30 . -(2 ) 
Double bar 1n F 2,)0. 

3.! - unioutl 
{p-;9'3) ~ Aseenaion a llel.uya , seoond Sunday after llay 

~. GR 268. 
FN~ ( l)F 2 , 31 vTr1tee G-F: emendation aooordin6 to 
ehant tune • 

...J..g - W2 2·. 83*1 \V2 4,~}~ ; Mo 6 1S5** ; LoO 5** ; quat 
(p-;94) Fran-co: Arida :rrondesC)it*' *i Fauv ~ ·6! * ; tTit h 

trip1um: Ba 26 (Qant vi~t* **; Uo 7, 274 
l** 

(****; Bes 2S C**** (1neip1ts only); mallsm Y 
(** (** 
No.u.s • 

....za. s t . J'ohn Baptist · a lleluya , June 24~ 
Fll flTJV12 2 , 83 and V12 4 ,~3 write " J OHAlmE" . -(2) 
F a , 32 ~~ites F. - - (3)F 2 , 32 ~Mea A. --\4 )lli ss1ng 

. • in W2 2 t S:h-(5)W2 2 , S3 writes D and W2 4 , 13 m-ites 
t he las~ note toge:ther 'tdt h t he preceding notes 1n 
a quaternaria. 

1ll3~ - W2 3. 13 (* ; N 35/36 (* ; Ba 97 
(~} . (** (** 
- • (Co.strun pudieitie*** ~ 1Iu 126 (*** ; wit h qua-

(V1rgo viget **** l *~** 
druplum: Mo 2 , 2~ ~ P~us bale***••; 

** Cl 31/33 (***** (texts only; in t wo parts: ( * . 
W 213***i :: . LoC 2****•* · Dol f 8****· Ca 12**• 

• , • J J Jt;' *. Ca 12o.**** ; D 4** ('text only); quot Franco )j<* ; 
oeliam: tripl.Utl F t ll• 
The Frenoh t oxt ** ands vnt h a retrain uhoso 
nusio reappear-s in V 't ll9V as a ballet ot Guy 
d 1 .Amiens - GE 95. 
T: Nativity Jtesponsoriun, Deoenber ~~ Pr 185ft. 

Frl:\n"F 2 31/34 and F t 11 l7Tite only "li'W S FILIUS E~1 • 
-·(2)F 2,J3Z34 and F t 11 ~1rite sioplioos C~D;~ 
2, 3 writea rf-D. -(3)W2 2•3 v~rites 1n oargin: ( 1 u
trier io1r. -(4)ll1na1ng in w2 3,13. --(4)il2 3,13 
shows here a double bar. 
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F 2 , 12. - with trir>1un: LuB 6 ( •••• nubi t ntl! uni * 
(p-;95) {text of F 2 , 35 to nou _usio 

( bo~inning or to:A.'"t is Llissill6 ; t his trip1m:: is 
srmg to the I:lelody of F 2 , 35); n olim!l: F f 6 5 ; 
F :no. l; \'12 f 47 . 
T : Christnas res:ponsoriumf Deo0t1ber 2 5, AL llSJ . 

FIHTIJ}.asoing 1n ••2 f 47 • .-(2 J J_issing on F f 147. 
--( 3)!\isainc in F r 65 . 

( p~5 )- ~~d~j_~f:l ;\7ao 4~:g~~~*~t~oi~~;1F a~~~r~:n.f.h!o 
French toxt ends wit h a retraiu · which J. .. oappours 
in vt., 4, 33 llo.l; :Dr S9 end; t:o s,;n·v.2 - GE 9. 
T : S'1aStephen ~1, Deoomber 26 , Gn 36 . 

~~:mF 2,36 ''"::itoa t'~~~~ .--( 2 )I:11ss1na. in w2 

4,30.-- (3H1 4 ,30 1igates 211 311/ .--{4)~'/ 2 69 
11gates 2li2311/ . --(5)Uissing ih W? 2!69. ~- (l)F t 
151 haa a flat in the first line unti a t {7) no 
:flo.t is shmm any uore in F f 151. 

J1 - me1isn: F r 110. 
( p~) _!i Tuesday after ~anter Coouunio , GR 223f. 

)~ - L111e f 32 : 0 quau* ; Bos 40 : He ~ant ie** (in
(p--;97) cipit only); quot Fra.z.oo: Vireo Dei":·<t* ; \71th 

tripluo.(1) : r.:o 5, 86 (Por vos anio'·*** ; 
( "'* 

Cl 76/77 (**** {texts only) • with tripltna (2) : 
(** t 

Ba Uo . 39 (Do.no do vnlour***·"'* ; 1:o 7, 281 ( ***** ; 
i** {** 

'l'u uo . 6 ( ~**,..* ; mel1Sl:l: F No . l41. 
(** 

Vera 6 of tho French t riplun(2)***** is a ro
rra.in, ~ea11pear1n3 in \·ror ks by Johono ::Jro.rt and 
Gi11obort de Dorneville - GE 106 . The Latin toxt 
* i n o. oontr atactun o:f the French text** • oon
poacd by Adnn de Basseia. 
T : lihitsuntide a1leluya , GR 272. 

FU:TirF r 163v shows no f l at frou ilere on. 

3_2 - Da 521 ( toxt only) ; me11sn: F r~o . 102 . 
(p-;tJB) _.1J. Easter Lunday alleluya , GR 222 . 

FN:{I.}F 2 , 39 writes an extra :c; .--(2)lliso1nc in F 2, 
39.-- (3) 1<' 2 , 39 shm·rs no f'lat hero . 
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F 2 , 40/41- r ... a 6 , 16/17 ( t ripl um t ext of F 40/41; 
(p:I49T · (0 quam * 

\12 3 , 2 (** ; Ko 3,36 ( ~* ; Cl 42 (** (text only); 
(*** - {* ( * (lostJc 

in two parts: TI 2,74a***• c w2 2 74b**~*· ; 
r..oc 7*; AraB S*~ nu 93*J B.u . rro . 219.3* (toxt 
only) ; Be a 9 ( ineip i t only) ; quot: t:o.gistor 
Lanbertus *, AnonyUUs VII * ~ me11sm: F 11o . 1 30 ; 
s t . V. No . l5 . 
T : Ascension a.).leluyn, second Sunday after :Uay 

2'2, UR 268. · 
FN: {l ) :b"' 2 , 40/41 vr.rit~s E.-.. ( 2 )F 2 , 40/41 writes E. -
(.3}F 2 , 40741 urites lengthened note.-- 4)F 2 o 41 
\Yritos F. 7- {5 )The · first t onor pattorn ~~~~~~ 

i.r GAll-) t• -
is ''t'ritton a f'tor t h e triplun of F 2 ;4v/41 . -- t6 ).Mis
sing !n ·r12 3 , 2 ."'-{-7)Missine in \12 2 , ?48.. -(S)Ll!ssing 
i n 12_ 2 , ?4b. - (9 }W2 2 , ?4b shows liero a. bar. -- (lOt 
w2 .3 , 2 VJl!'itas . --~11 }\'72 3 , 2 shorTs no :flo.t . --(12} 

p -=-~-i;;.:=--.:.:.:-..::+.::::- Llis ~ll.llG in F t 161 V • -- ( 1.3) F 
~~:.-;ga:::-7!:=:.~:;- t 161 v s hows a l i no . 
icon-tor ne pen-

_bg - w2 4 , 6* ; t:o 3,50 . · 
( p--;99) _,.U. Chr i stno.s gr adual • Deoa;tber 2 5,- GR .3 3. 

Fll : \ .LJF 2 , 42 writes only "DO" . -- (2)Missing 1n F 2 , 
42. - -{ .3 )F 2 , 42 writes c-D-F. -- ( 4)F 2 , 42 ''r.ri tos D. -
{5lL1ssine in w2 4 ,6 . --(6)tl2... 4 , 6 sbo.Ts an extJra D. 
-- {?)W 4 , 6 allo\70 t wo extro ·D .... - (8 }\'12 4 , 6 wr ites one 
tono · t oo h ig.h ; eiJ.endation a ccording t o Zlo .3 , 50 . --( 9 ) 
w 4 6 vJTi tes a third too low. - ( 10 )W2 4 6 wri tos 
B~--f ll)W2 4r..6 writf,ls no :rl e.t he:re . ---~12 Jw2 4 , 6 \'ll'i
tos G. --(+.3 )VT2 4 ,6 w:ri t os l!!. - ... (14)\'/2 4 ,6 ,·r.ri tos F . 

43 - uniolltl. - · 
(p:!Ol) T: Assumpt ion gradual , August 15, GR {98) . 

FIJ:\l}F 2 , 4.3 w:ri tes a pparently one t l11rd too low; 
o.."londation . 

~ - u2 2, 5n*. · 
( p . l Ol) Tl Innooonts' eradual , Comr.rune -pl ur inoru:m !:O.rty-

--rc>rut:! II , December 28 , GR {2?) . 
FN: (1)\'1 2 ,53 is m'itt on a f i fth higher and thus 
,·rithout~ flat .--(2)F 2 , 44 onits t ho tenor word and 
\1

2 
2 , 58 ·n-i tes nLIB:mASTI" . --(3) isaine in \:2 2 , 58 . 
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. 
45 __ - melism: F 't 8Sv. · · 

(p-;m2 ) 'i' : nativity rosponsoriutl, December 25, Pr 
l rS5 ff. 

21~ : ( 1) F f 13Sv 'llllri tos uno" . -- ( 2 )Uisning in F f SSv • 

46 - uniouo. 
(p:I08) 

Fll: (l)F 2,46 wrlton a. t l1ird too h 1Gh. - - (2 )The rest 
o"f t l1o nototus and tho tonor o.re · ::11soinc;. 



lVOLFEimu:E.TrRL 1206 

see F 1,24 

s ee l!., 1,22 

seo F 1,25 

4 see \'11 No . 3 

2 - tmioum · · · 
(p .o6) T• Sollor..m Feasts , first voal)or , A 59; ·.Al.: 1244. 

FN:Ti:i\rl2 1, 5 vr.rttos G. --(2H.:iooinc 1n Vl2 1 , 5. --(3) 
Y!2. 1,5 writes nEIUS", but since t he sru:.1~ u elody is 
cuso usod for t ho rord "DOtlTIW" an(, ·the tox:t soans 
to tro::po this to~or , t he word "EIUS" apparentl y is 
a nistake. --(4)VI, 1 , 5 writes c .-• (5)This E is prob• 
ably a nist~~e aEd should be a D. 

6 soo F 1 , 13 

7 soo F 1,20 

~ 
0 soo F 1 , 1 

9 coo F. l , l 8 

10 ~eo F 1,14 

11 s oe \ll Ho . 5 

12 - 1h two parts; F 2 , 2; MUA 34 $~lono lo , ml * ; 
(p:07) u uA 35J meli sn : w1 l:lo . 27 ; F No . l 38. 

1' · 'lhitsuntide a1reluya. • 
.l!'l~ :T.ttw2 1 , 12 writes n o .-- (2 )llisn].ne in w2 1,12.-
(3)Rost is ~ssing in l/2 1,12 ; t t o rarlaininG portion 
of t he motetus is supplred fro:.1 F 2 , 2 . --(4)Tonor 
entirely oissinc in Vl 2 1 , 12.-- (5)F 2 , 2 Yrritos only 
"DOGE" . --(6 )F 2,,lhja':;.l n D natural horo.--(7) 11 
5 Jv \:ri tos he:."o • -- l 8 )H 1 f 5 Jv trri tcs horo 

F .-- ( 9 )\ /1 t 5 3v writes ~ere &j , l. ;\ id. -- ( 10 )I.: is s inG 
in F f lo3o .. 

13 ·soo F 1 , 24 



w? 1 , 14 soe F 1,25 -
~ - \foro . {E:= s~no• ; Uo 4 , 62 (El: sonino** ; 

( ~ . uO) (EX Gnwino* (• 
• na 29 (** ; IIu 128 (**a in two :!,')Q.rts : w2 2 , 5* ; 

(* . (* 
\L, 4 , 46***; \l 4, 77; melis.u: trip1·UIJ. by : erotin: 
w~1~ 11; F f 32; w2 f 16v, ·~2 r ·1av; \1? r 2ov; 
1:o f 11; 1n two :parts: F f J..Z9v. · ""' 
T : IJatj.vity a11eluya, October 7, GR 585 . 

FN:U1\r72_ :f' 18v v;ri tes "PROSA LUTE(TO)" o.nd .12 f 20v 
nL-cr Dml:Ut\(BUlrnJll)" .--(2}\1? 1,15 is a tl\ird too 
hiGh . .... -( 3 )W2 1 , 15 shO\'JS an""2 . --(4)W2 1,15 shov1s a· 
D. -- ( 5 )U!aa:rne; h1 w1 t 11 . .... (6 )Llis.:Jinc in w2 4, 77. 
--(7)U1so1nc 1n \7 z , s . --(8)llero w2 1 15 nhows a 
c . --( 9 )\'12 1 , 15 sh~·rm hero :G-F; --(1o)r:l soinc in F 
2 , 14. --(Il)JtiosinG in w2 2 , 46 . --{12}Lonc;thoned 
note in r1 2, 46 . --{13)\'Joro . could bo oh ookod · only 
up t o har~ • .-(14)W; f 11, V12 f 16v, \'12 f l~hr , lf2 f 
20Y I' f 32, F -: 1-9V, and r.:o t 11 end t t1o disoa.1t 
.3ecrt 1on horo.-- (15)Trill1u:-J. and mototuo chlll1BO 
:'ldoos in ~!u Uo . 128. -- ( 16 )Ho 4 , 62 uri ton hero a 
loneo.. -(l?)F :f 32 o.nd :1 f 129V shmt a line. 

16 soo ;;1 I_ro. 3 

17 seo F 1 , 14 

w2 2, 1 sec F 1 , 1 

2 - \/2 2 , 52; ,12 4 , 16*; V12 4 ,65* . 
- __x_;_ Asounpt!on c;radua.r, August. 15 , GR . ( 98) • 
FU:Tlll ~im:sing in W2, 2 , 2 . - .... (2)";;2 2 , 52 v;rites r'VIDGO" 
und. \12 4 , 16 ~;riteo 'DO!!mO, . --\3)\'/2 2 , 2 vrritec a 
third too hi~. --(4)W? . 2 , 2 uritos no tlat . --(5)In 
t '3o r.nrGin of \1? 2~2 rrtiando"c;.ant vo1 l a roso" . -
(6}~1? 4 , 16 ~rite;J ~ Gl • ... 
3 3eo F 2 , 33/34 

40. BOO .11 Ho . 3 

4b see ~;1 rro . 4 
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w2 2, 5 aee w2 1,15 

6 sec F 1,19 

7 seo w1 No-.5 

8 ooc F 1,13 

9 see F 1 , 26 

10 see F 2,15 

11 see w2 ~ ,1 

12 soo F 2,, 4 

13 see F "1, 14 

14 sec F 2,19 

15 aeo F 2,10 

16 - Boul 1; with new tripl um: t.lo 4 ,65 (01 vor e vis*. 
(p:I03} (text of W 2,16 

T: Dastor Gradual , GR 221 . 
FN:\ITin t he nnr gin or \'12 2, 16 stands "C~t nost l a 
flOr on pro"; t his beginninc; shoul d sto.nd at w2 2 , 
16 . --{ 2 )11is s i ne i n w2 2,16. 

17 see \7 2.3 , 12 

18 sooF 1, 1a 

19 sec F 2,16 

20 see P 1 , 20 

21 aoo F 1 ,10 

(22 - Conduotus "Beats. viscera" by Porotin) 

23 soo F 2, 17 

~ - w 2 2, 24: La.iu tent en mai *{marcina1 note onl y ) ; 
with tr1pl un:l1o.l22 (0 Liaria <locus ** ; nelism: 

(text of \12 2, 24 
F No. 72. 
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w 2 , (24 ) 2 T : Puririoation alleluya, in dedicatione Eool e-
-s!e, February _2 , GR (73J. 

FN: (1) I n the !:!ll.r gin or 1'12 2,,~ Sstrs nLaiu tent 
en ma1" .--(2)W2 2, 24 '~itos . • -- (3)W2 2, 24 

writes "ET CONI!,IT.clBOR" .-(4)W2 2 , 24 writes B. --(5) 
F f' 154-v shows a lino. 

25 see w2 3, 9 

26 see F 2,3 

27 see F , 15 

28 oeo F 1,22 

29 soe F 1 , 23 

3.Q - unicum 
{ p.~3 ) T: Confessors • alleluya, oamoune doctoruu, GR 

--r4l). . 
FN: (l )W2 2 , 30 write s F G A ( s implices) .--( 2)W2 2 , 
30 omits t he tenor uords . 

__.2_l - w2 4, 29* : LoO -3*; with tri11lum: 1uo 5, 111 
(p .ln5) (Aoours m1 tont*~ : Cl 70/71 (** (text only) ; 

(* (* 
~elism: F No.163. 
~ : Nativity re~ponsorium, Deoember .25 , Pr -185 f f. 

FN:\ITW~ 2, 31 Vlrites G.--(2)Uissing in \12 2 1 31.-
(3)W2 2131 VJritos nn extra. G.--(4 )l.!issine i~: ~: 
(5)F l 6o \7rites only F.--(6 )vt2 4, 29 writes 

. g • 

ut the ond.~- (7)MissinG in ',72 2 • .34. 

32 soo F 1,2 

33 soo F 2, 29 

34 - w2 2 , 60 ; Do. 521 (text only); oolis:L: F no. 9l. 
{p.E6) T: East er c radual ·GR 221 . 

FI1:TITll2 2 34 o.nd w2 ~ ,60 Yirite a flat in :rront of 
t he F.-- (2h.:issing !n \72 2, 6o.-( 3)F r 157 shovrs 
a 11ne.-- (4~Uissinc in ~2 2, 34. 

35 seo F 1,4 
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l'l2 2 , 36 soo F 2 ,17 

37 aoe F 2 , 5/ 6 

38 see F 2, 5/ 6 

39 soe w1 No.l 

~- Du 521 ( tort only) ; fli t ll tripluo cmd · (!uadru:Jlum: 
( p-;;T Ma 2,1( l os t ) 1 mol ism: quadrupl ur.: by Pcn~tin : F 

t l ; Ua f lJVI LoA t · ?9. 
T : Cltr ist ooa csra,dual, Deoa:nber 2 5, GH 3 3. 

FH:\ITTenor missing i n vr2 . --(2):tlissmg i n w2.-
(3hiit h lengthened noto rorm i n r:2 .--(4)I.:iisa1ng 
in F. 

~- Do. 521 (toxt only ); with t.ripl un o.nd quadruplunu 
( p~ ~a 2 , 2 ( lost ); ~al1SL~: quo.drupluu by Per ot in; 

F t lv• flo f l)v• LoA. t ?9. 
~ Chr l s t DO.a gradual, Docenbor 2 5, GR ~ 

. ~~f\IJ'l'onor nisainc in W2 .--(2)F has here~· 

--( 3) .ith lencthcned note in \12 .--(4}Lissinc in F . 
--( 5 )0ne third too high . 

J9o- Graz f 105; wit h t ripluu nnd quaurup+uc' Un 2 , 
(p.lO) 3 ( i'ra8')!lontury); mo1ism: quadru:Dl um by Porot i n 

W l t )V; F f 4; Dl f 17 • 
T : s t . s tephen (;ro.<1unl, Hooonber 26 , G?. 36 . 

FlT:l'ITTonor nisoing in ·.v2 2 ,39o • ..;-( 2)I issine · in ;;2 
2139o . - -( 3l* !i t h lcncthoned not e tor- 1 l a w2 2,39o.-
(4)1Ioro W r )V s hovts a i'l o.t.-{5) ¥!1 f Jv shows 
horo C A.~ (6 )W1 i' Jv io ligatod in~orrootly : D C-D 
c .--(?}t!isoing In w1 .--(8 }Jaiss1 ng . 1n F f 4 .--(9 )F 
l iGUtes D-e D-D- C.--(l O)F 5howa here a finis puncta
rum; t l1e f ol l owinG t wo ~easures tlB.Y \;oll be t ·ran ... 
scr 1 bed as ono: -- ( 11) In W 1 t l.o foll o,:rint; 4 

~ notes are ~ittcn in ono lic
o.turo.--(12)\71 licuto.s l•' 0 -A • 

.----:.\ _ -- ( 13 ) F hl13 horo 1!; . - - ( 14)\'11 licates B-A-B-G- A ana F l it;-
- ntos D -D-G A.--( l5)W1 liG-

~~ii~i atoa A-B- c -n-JJ.--(16 )1.!ss1nc 
i in F . --(l7 )W1 ligutoa G- A- D-
1 A--c .--(lO)F .ao.s ~1ere a flat . 



W2 2 , 39d- wit h t riplun and quadruplun: r.la 2 , 4 : uolisn: 
(p . l3) quadruplun by Porotin W1 f 4v; F f 5; t:a. t 17; 

w2 r 1. · · 
_XI. St . stephen gradual , Dooenber 26 GR 36 . 

FNf{T]'ronor nisA1ng 1n \72 f2i."rt-(2lL!l os1nc in \12 
2 , 394 . -(3)\11 slJ_ows here . --(4)Wl sh ows B 

f l a t t hroughout . --(5 )\12 2 , 39d shmm lenct .. onod 
nota f or:m. --(6 )w2 shm7s D t l at t hrouenout . --(7) 
Here all manuscript s shov1 an E flat . - -( 8 )W2 shows 
hare n double bar f or t he r est .--(9)\'11 oho\'is here 
n G. -- (l0)M1ssing in W1 . - - (ll)Wt \r.ritos oiLJ.plioes 
G F . --(l2)w2 11getea B C-D~--( 13 'I! nnd \J~ l icute 
C-A B. ·-(14J]' and W2 ligato C-B D D. - - (1!) )F has 
here J 7. -- (l6 )~issiiig in W2 . - - (17)\'/l lieatos O• F A. 
--(18 )\'!2 ligo.tos G-D A.-•(I9 )W2 l icates C-D.:.n . -
(20 )W2 lico.tes G-F A-G-B .-(21 ) ~'12 writes l ; . --( 22 ) 
w1 ,·a-itos l 7 . - - ( 23)w1 l igates n - c .--( 24)F \"Jritos 
J7 . -~( 25 )W2 licatas in sooond oodo. -- (26 )F lico.tes 
B A-B. --( 27) F 11gntes in second node . --(28 )T~e ver
sions ot Il and w2 a~ \7ell aa tho fail ure of w2 2 , 
39d t o show a lengthened note for t his A nay nean 
that t he follotling t hree r...easures \Tore a l so sung: 

This woul ci 1'1 t t h o t1otot 
t ext I:uoh bettor.Dut in 
t h io ca s e t lle ttro notos 
wi t ll x l'10uld show t h o 
l engthe c d form in w2 2, 
39d, vrhioh t h ey do not . 

( 29 )W 1 shows hero a finis rmnotorun. -- ( 30) u issinc; 
in F.-- (3l)Wl liGates D-e. --( 32)\'11 licates t J1o 
:rollowine t hreo notes . --( 33)Wl shous a quatorna.ria. 
- -( 34) F allows a quatarnaria. - - (mw2 showo a qua
tol~o.ria . -- ( 36 ) Wz shows T. f' J 1 ~. t ) U. s-1 • -- ( 37)F 
and \/2 lico.to A-c. --( 38 )\'11 s!lous F hore.--(39 }V!2 
has horo no finis punctorun. --(40 )F o.n.d H2 havo t h o 
tenor no to A hero a l r eady. -- ( 41 )Wl l ino too G- .. 1. . -
(42 )'lho licature for.:1 of this n oe.su:ro · in \11, F , .12 
aea:.:.s t o indicate t:1e r hytht:L I 'm l~ \ , but t :.o 
oonoono.nooa ao r.roll as t~1o len{jJ.pned for 1 of ·c o 
first t_oto in \'12 2 , 39<1 justifY -6\ll" trancc:ription. 
--{/..:.3 ) ~h lieatas t :_c t\70 f ollowinc :1o:..ouros in 
sooond L'rodo . - (44 )Wl licc.tos G-~.--(45 ) .;2 licatos 
D- ..:: F . --(46) !1 has here F-9. --(47) d2 hoo ho:ro t•\·r tu f· 1r . -- (4e )\;1 ligatoo D-:~ .--(4 ) ) 
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w2 2 , (39d) 
(FU) (49 )F O..."'ld w2 write tll.e following 16 noasures in 
seoond modo . - - (50)\'72 liga.tes C-D-J.i:-D-B. --(5l)This 
tenor noto is '\'li'itten three measures l~tor in F and 
ono noo.suro l ater 1n w2. conpn.r 1oon wit h t 11e tenor 
not es ovor t 1l O syllable '"llDu seems t o establis:, 
t he version of \l1 as r igllt .--( 52)W1 is n t l"ird too 
hic;h :ror the foliowine; six mea.s uros . -- (53} W2 11C
ates F-G- D-G-A. - - (54)112 ligatos D-h -F - D-E.--( 55 ) 
'l'ho Dyllabl o "U~" is Vlritten two noosures l ator 
in \i2 2 , 39d. - - (56 )'1'his bar is missing in d2• In n1 
t llo l:>Ell' and syll able "US" are written ono and one 
ho.lt neasuros l e.tor. In \'72 2 , .39d t he syllabl e "US" 
is \'rritte~ two moasure s Iat er.-- (57) \b licutos · 
c- B-c . --( 5!l )w2 lieates A-c-n-e- :~ .--T59)F shows 
hare a finis punctorum. · 

l.tQ - unioum without notes : 
l3u1ie;rum ' 

\ 

_l:ID..'t.\la est naior natus hodio; 
rr1o est ay<lus syde~~. 
(._Uerl sol i ustitie 
risit ut luo ifrrum, 
ITio est prophot i e 
Pat run iubar votorum, 
~ie precursor eratio 
uuno diugnant puortnn 
Ohr istus sanotifi onro. 
r atris uter'tlTil 
Dum vult storllem tecondaro 
Testio venit oporum 
Agnum d1g1to 11ons~rore 
Bt nun<latoron scol orun • 
In l nvncro cundare . 

'i!: ' :ul,.crun, St. John Daptist a l loluyu , J uno 24. 

41 soc F 2 , 1.3 

42 ooe F 2 , 23 

l~3 . coe F 2 , 20 

L!!k - uniocm 
( ·1.1:07) '1' : ? 
. Ii'!.:T!TTho tenor nolody ic v.Titten twioo but cannot 

bo fi ttei! to t ::to boc inning or t lliJ .. ot etus . --( 2 )'l. .L.1is 
p1troDo io :...c1cloct as an o:.ond,.tion . 
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w2 ~ . 45 flOO 12 3 , 16 

46 BOO ''2 3 ,6 

47 soo ~' 2, D 

48 DOG F 1,12 

49 aoo F 1,11 

50 soo w2 4 , 54 

_n - unicum - · 
( :p ."'I"7) T: 1Sot1vity renponnorima, December 25, Pr 185 ff. 

Ft~ :\ITJ:Irobab1y t-llm)ine; emendation . It 1s very 
o 1ff1cu1 t to emend this r.1ot ot . J~ccoru1nc to the 
the ror.a.rko no.do ir chapter sovon t.:l io piuco soez:J.S 
t o 'bo i: •f l uonoed by trouvere poetry , and '.10 have 
t horoforo enended tne ::otetun o.n ·.roll uo tho tonor 
in a ccordance t·ri th thio nssunption. But , t houGh 
our c:ucnd.c.,t:i.on iz 1.he beot wo can suec..ost , uo do 
not believe t l·nt it re,reocnts tho oric;ina1 in
tention of tllo con ;>ozer. 

52 soo •2 2 , 2 

53 - unicun 
( p .~C ) T: Sollcrm F0arrts , first vos~or , A 5? i All 1244. 

FN:TITl isoinG in w2 2 , 53 ; anen<1at:lon. --( 2Hh 2 , 53 
t·rritao ~-D ; amendation.-- (3) Tho l oot f our nousuroo 
soon to havo boon pl anned u1thout tenor ; for t.he 
chant tuno ends., \"lhoro the tenor concludes . 

24 - w2 4,64* · · 
(, .lTia) Ti Sollonn Foaets , first voo~or , A 59 ; AU 1244. 

FU:T!r'l2 2 , 54 \7ri ton ono tono too llicll. .-- ( 2)W2 2 , 54 
onl y ,·;rites G- li' .--( 3)Thio- no.to soorm 'tO havo a 
doocon<1 illf plica in \12 2 , 54.--( 4 )Thio note is uis
sin~ i n both 1':2 2 , 54 and \'i~ 4 , 64j ao.endation.-
(5 )L"isainc 1n '2 4 , 64.-- (6 ) '/2 4 , l>4 ohO\rs an extru 
noto D nn<l nn extr a 7/0rd "nort" • · 

.22 - \:2 4 , 59* ; LoD 63 ; ne1isn: F l~o. ?G . 
(p.,'ln9 ) T: Bastor cradunl , ea 221. . 

FI, : TIT: iooin[" :ln .:2 2 , 55 .-- ( 2 ) .12 2 , 55 11c.ntaa 
3 li si/ .-- ( J )•J 2 2 , 55 sho\.7e no flnt.-- (4).F r 155 



•2 2 ,( 55 ) 
(FN} (l~h7ritos C-A-G- .1 / .\f .--(5)F f 15;; trrites 
"IIIrC Din .--( 6 )!.:is s i ne in ' '2 4 , 59 . 

56 seo F 1,19 

57 - unioum 
(p.l09 ) T : Dpiphany crauua l, J anuary 6 , GR 52 . 

FN:\n"'l'his pasfJn("o i s written nt t;!lO on<l of t he 
r..ot otuo ; but n cr oss uhicll r ofcr o to n oinilar 
erose at · t ho beGinning of tho nototuD indi cates 
thnt t he passogo llno to bo inserted thore.-
( 2)W2 2,57 onl y \7rites "Rl·~".--( 3 ) L11ssinc in 
iJ2 2 , 57 ; amondo.ti on. 

.58 soe F 2 , 44 

59 • 803 '~2 3,5 

60 aoe w2 2, 34 

61 000 r:z 3,17 

62 aoo F 2 , 25 

6J • w2 4 •4* ; l72 4 , 28* ; no1iSJJu I!' f .112v . 
(p .!IO) Tl Easter ollo1uya , rR 249. · 

Ii'I~ :TITw2 2, 63 \rritos B.--( 2) \'/.-. 2, 63 \'.Titos an 
ertra note F and on extra ;.·ro~ "sunt" • -- ( 3) I .i o sine 
i n '2 2 , 63 . --( 4 )\"12 2 ,63 oho.ro no f 1nt .-- (5)F f ll2v 
~rr1tos an extra. G.--\6 )~1esinc i n F f ll2V.--
(7).F f ll2v rrri t oa ....! .--( C ) Ui~sinc in :J2 4 , 4 .--
( 9 )Wz 4 , 4 a.n<l 1. 2 4 ,.28 vrrite c.-- ( 10 )Missing i n 
H2 4 , 20. --(ll)Wz 4,28 trriteo an extro. :8. 

64 BOO F 1,18 

65 seo F 1,17 

66 ooe \72 4, 79 

67 soo ilz 4, 86 

6G seo \12 4,1 

69 soe F 2 , 36 
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•'12 2 , _1Q - Wz 3•11 {* ; na 76 {Tu doous*" * ; 
(p .T5)) (** _iO· r.:uriu beat n:tofl*:i 

na 9· (**" ; Tu 19 ( ; n i t h ~unuruplum: (*•)! • (** 
l!o 2, 19 (Qi l a vaudroit*•·· :;* ; Cl 34/36 (*"*" * ; 

(* (* 
(** ( *~ 

in t\'10 parts : LoO 1 0 !Jeri n <locus'·' **>)**; 
l :uB 14 {toxt onl y ); Boul 3**~** ; quot: .t..agi ster 
LnmbortuD**"'* ; Doe . vr~~ ~ * ; ...;ri'urt*I;. Jj *. 
T: Easter Sunday a lleluya , CH 222. 

FN:l'I'J\V2 2 , 70 ,.-rrites E.-- ( 2 )' iz 2 , 70 Vlri tas D.-
( 3 )~issd:ne in \'12 2 , 70.-- (4)\72 2, 70 \'Jritos c.-- . 
{ 5) Vl2 J , 11 shm·rs a bar. 

71 - Vi2 4 , 22* 
( p .~fl) T : l~rtyrs' Confessors ' ul1oluya. 

:.i'IJ:Tlli.:issinc in -w2 2, 71.-- (2 )tassing in both 
''·2 2 ; 71 and W2 4 22 ; en enda. tion. -- ( 3 )t:iso inJL_ 1n 
::2 4,22 . --(4 )W2 4,22 oonoludoe with: &m e U s If}. s· 1\ 

{5) \'12 4 , 22 writes "SFillli\l3IT" . 'l 

72 see \/2 4, 23 

73 sec \72 4, 57 

74a soe F 2 , 40/41 

74b see F 2, 40/ 41 

75 sec w2 4, 7 

_76 - unioun; contt\ins as3onanoos \71th w2 4,66 . 
(p.lil) T: rrntivity r esponsoriuu, December 25, Pr 185 ff . 

l!"N : TITr11ssins in ;!2 2 , 76 ; er.1ond t-1on . 

7~7 - nelism: F Uo . 04 . 
(p.I!l) T: ~astor gradual , GR 221. 

F!! :Trrt-72 2 , 77 wr:l tos onl y 0 D01.:n.O" .-- (2 )W2 2 77 
"rites ~n ox~ro~.--(3)t~1as1nc in F r 15 • 

78 seo W2 4, 53 · · 

79 see W2 4,2? 



354 

i12 2, .!!Q - \i1 th triplun: ::o 5 ,104 (:;:;n non .Jiou*; Ba 80 ( * • 
( l~t voi~ * (** 

The ?ranch text ~* is a. motot onto , uhosc rofro.in 
roa,)poora in t he rovorso order of linos ln the 
triplum * o.nd a l so as tho refrnin of Lo 2, 24 not ., 
at tho end oi' l:uP. 23 ( 14 ncoordihe to IJuuY:ic) and 
Mo 5 , 96 tr., anc in l ino 10 ot ~o 5, 142 tr. 
T s Christnaa alleluya , Decomber ~ 5, GR 34. 

FI~ : '"{TT\'1 2 , SO \IT1 tos "~IUS" \lhile the melody is 
actuq11f tho.t or " E ( ius in o )RI.cll'l" . -- ( 2 ) \12 2 , eo 
vrritoo 1~ GC D. --( 3 )Bissing in 112 2, 00. 

81 .. unioum 
{p .!I2 ) T : Asoonslon a lleluya , socon<l :..;unduy after r~.ay 

22 , OR 268. 
J.i'IT : (l }I.liosing in •'~ 2 2 , 81; onondo:tion . -- (2 )W2 2 , 0~ 
writes an metro A. 

82 seo \'12 4 , 80 

C3 seo F 2, 32 

ft4 - Wlicun · 
( p • "'I~ ) T : Chri strJas cradua.l, Doco:!bor 2 5, OH 3 3. 

FI::1TT''2 2 , C4 t7ritos "OlllEU" . 

2 3, 1 - Ilo 5 , 95 ; Ba 62 (tr. text of '2 3,1; Cl 5S 
(p. l5J,. ) t* 

(t1• . toxt of \/2 3,1 {text only }; in tuo parts: 
{* (1oot4 
JJ' 2 ,1 * ; J:a 6 , 14 *; \12 2 , 11 ; noli am : tr:tpl tun 
·1 r 91; F r 45. · 

T : St . J:illdrouo all:eluya , Lovet'lber JO , GR 369f . 
l.i'U:Tn"\','2 3,1 \1r1tos a double bar.--( 2 )t.isoina in -
rr2 J , l .--( 3)W2 3,1 and rlz 2 ,11 '1r1to o . --( 4)W2 3,1 
\'.Ti too A.--( 5 )'N2 3, 1 wri too B . --(6 )\i2 J ,1 wri tos D.-
(7)1 isoinc in 1.1 f 91 .--(S)\/1 f' 91 \'Jritee o tloubl e 
bo.r. --( 9 )\V1 f 91 ~nd. ti2 ~,11 writo G-A- c . --(JO) ;rl t , 91, 
F r 45 , anu F 2 , 1 \?rite ~ c . --(11 ) F t 45 and F 2,1 
wri to n dou'blo bar.--{ 1 2) In 1!' f' 45 tho clot o1· t2lis 
staff is \lrittcn one line too lm·r. --(lJ )F r ~5 writes 
o. bur . --( 14}Ii1snL'1r in F f 45 .--(15)F 2 ,1 uritec a 
bar .-- (16 )I:lissinr in i2;:\2 ,11. --(17)W2 2 , 11 t·;ritos D. 
--( 1<:' ) \/ ~ ,ll uritos L C/ . 
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"2 3 , 2 · soo F 2 , 40/41 

J - un1oun 
( p .~58) T : Gollccn. Focsts ; first vospor , A 59 ; All 1244. 

Fll:TlTl 1sn1nc; in w2 3 , 3 ; euen<lat ion. 

~ - U 7/ 8 ; Das 35 ( inclpi ts only ); i n tuo :vartn: 
(p .T 59 ) LoO 12 Bnl anm prophet ant1* . 

T: ~p:lpha.Tly soquenoo , Jnnu.a.ry 6 . 
l!'t~ :\'!1) dsoine in \I2 3, 4. , e:uondat ion. 

5 - llo 5 , 80J Da. 37 (Sal ve v irco* ; Cl 16/ 1 '7 (toxts 
(p.i 60 ) (Sicut sol is** 

only); in t wo part s : W2 2 , 59*** ; N JO(n 15 ) . 
Tho nototuB conoludeo nith a rofrain uhloll 
ro11ppeura in ~~2 4 ; 33a l .o . 3 - GJ.~ 751 . 
T: Bnster era.dua l , . GR 221. 

Fll:TITw2 3 , 5 writes ..1£ & amended aocordinc to 1:o 5, GG.-
( 2 ) ,12 3, 5 writes F ; erlondQ(1 a coor<linc to I.o 5 , 8~ . -
(3)llcwinc in ·,, 2 3 , 5. --{4 ) In \~2 2 ,59 tho clef o'f the 
firot stuff i& · -ritton o. ·third t oo hiGh . 

·6 - I:o 
(p ,'I61) 

5 , &~ ; Ba B9 ; Ps 5; ~o 4 , 59 {Fons Diaorioordio~ ; 
(In celoot i curia·· *"· 

( t oxts ouly) ; in t \·ro parts: Du 5 ( ~ ; Cl 20/ 21 
( lfl* 

w2 2 , 46*,l"t- ; H 9 ; I: 4(R 4 ); D 2 (toxt onl y ); 
mel1sr, : F no .l50 . 
Tho uototu~ con cl udcs vri th a r efra in nllic h reop
poar o li1 "Co"l:ll aintc d ' J-I.Ilour - GE 1095 , anu it 
aoot1a a l so to bor;in wi i 11 a. rGi'rnin, ual.:inG liho 
pieoe a notct cnte . --The t riplun probo.bly oon
cludos \71th a r·ofr ain , soe al oo Hokooth , Pol y
~honiea 267 . 
i : Foter- IJa.ul gra<4ual, June 29 , GR 512 an<l 369. 

F!. :Trr'l1ha rest of the tonor is u i nninc in •12 2,46 . -
(2 )L.1ss1n{,. in .12 3 , 6 .--( 3)Tllo flat ic 1:t1noinc in 
·') 3 , 6 .-- (h.)'I''lo flat io nissih{; in '12 2.46 . --
( 5) F f 164 V writes "Pt~n" • -- ( 6 ) 1:1soinc in F f 164 V • 
-- (7}F f l 64v 'Ytrit os . - -( O)F f 164v nritos c. 

. 8 

7 - Lo 5 ,116 ; n:ol i sns st .v. I~o . l1;. . · 
{p.T62) T: ·Asoonsion nllel uyn , sooon<l Jundny oftor Lay 
~. GR 268. · 

FI~ : ( 1 )! 1issine in 12 3, 7. --( 2) .12 3, 7 \n."i tos an o::-:tro. 
n:to .1 . --( 3)\!2 3, 7 writes G- F..0- 1!".--(L .. ) t~ 3, 7 \rrltos 
~ J' . --( 5 )li2 3 , 7 t·rritos G- F- .J; G- A. --(6 Jl/2 3 , 7 \7ritos 
G F . 



w2 3, 8 - Uo 5, 149 ; n 79/ 80 ; Do. 16 . 
(p .'I63 ) The tri'~llu.u. conolu.dos 'l'Jith a rof'rain uhich 

reappears at tho ond or 12 4 ,69 - G~ 159. 
T: ~aster LTO.du.al , Thursday after ~aster , 

<m: 23). 
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Fl1: (l)J1is sinc; in \':2 3, B·. --( 2).v2 3 , 8 writes an 
extro. G/ .-- ( 3 )Wz 3;e wri t o s c . -- ( 4Hi~ 3 , 8 uritos 
3 li 2 1 i/.--( 5 )Wz 3 18 w:r1tos B. -- (6 } .• " 3 , 8 
writos 3 li 2 si/ . - - \ 7} Wz 3 , 8 on l y writos "I;IC 
FAC'I1J:J" . 

9 - M.a 1,3 (* ; Mo 5 , 136 ; in tvm parts: \/2 2 , 25* . 
(p ."I64 ) (* 

The Ltot ot ua concludes \7i th b. refrain which 
which r ea:>:pcnrs a t .tho ond of llo 5, 132 t r . 
T : Doot oros cradual, GR (39 )f . 

F!~ :l'!Tll2 3, 9 '·rrites n .-- ( 2 ) f2 3, 9 only rn-ites .r.:.: .-
(3 )W2 3, 9 11gat es 5 l i . .... -( 4)W2 .3 , 9 11gates 3 li 2 11. 
--( 5}Both W2 .3 9 o.nd W~ 2 25 vrri t e A; ~ended ac oor4-
inc t( l4 o 5 , 13~ .--( 6 )K1ns!ne in W2 3 , 9 .-- ( 7 )liissing 
i n l'l2 2 ; 25 . -- (8 )W2 2 , 25 11cates 3 11 2 11.--
(9):12 3, 9 shono no flat . 

10 - Da 64 ; Bes 43 ( incip i to onl y ) ; with tri .. !ua as 
(p ."I65 ) quadruplur.1 anC. n0'\7 tripl um: llo 2 28 , . t · 

( tr. to>:t oi' \/2 3,10 ; Cl 59/ 61 { t r . text of \/2 3, 10 
(Trop ai l ono* (* 
(n ot . to~t of .!2 3 , 10 (mot . te:::t of '12 3,10 
in t>Jo parts : 11 22 . 
Tho mototu.& is a notot onte ; the t.oxt ·or linos 
l +Z+pnrt or 15 reappo.ars 1r the f'irot- and :>on-
ul tinnto 11neo of 1:o 5 ,176 ·~.~r . ; lino 15 reappoo.ra 
in D 45 ( text only) ; lino 1 roo:ppon:;.'o in "'l'rnduotion 
d ' Ovido" - G-3 21 . --'I'llo triplur.: coo: w to be a l!lot ot 
onte as well . 
'I : ~aster r~adu~l , GR 221 . 

FN:W"/2 3 ,10 \lr1tos "I: ~ .cu:.:.U •. " . --( ~ )wisoinc in 
w2 3, 10 ; e:.1enC od C'oco::.din{) to i_o 2 , 28. -- ( 3} Dn 64 has 
e. nuslcall y·co:-.:octor vorsion than oithor \2 3,10 or 
t~o 2 • 28 t'Jhicl , howevori d.oco not l'i t t he toxt : 
i~ U ;I C t CS 1· -- ( ~ ) :2 3, 0 ·"rriten ~~-( 5)Ba 64 

\h-i tos: ~ .-- (6 )Ba 64 writes : ~.-
(7 ) 'fllo f l n1.. ic !'li ar, ~ne in . ~ 3 ,10 . -- ( S ) ~!o cdopt tho 
vors.:.on of Dn 6 ; both H2 3 , 10 one.. : ... o 2 , 28 npponr to 
bo incorrect : 
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·:12 3 , 11 ooo H2 2 , 70 

12 - LuD ('£CJ""lquan acnuo* ; :ne. 80 ( * 
(p .l'56 ) (t1·. toxt of ~:2 3 , 12 (tr. 

in t\"10 part a : .: 2 2 , 17 tr. to:>..-t 01' a 2 
dru")lun: :. o 2 , 31 ( Qi vouclro it** 

(Daboinuranent*~* 
(not . 1.oxt of \12 3,12 

text of ·'2 3 ,12 
3 , 12 ; \11th c1ua

; Cl 12/13 

c ~* ( toxt onlyJ; nolisu: 
( tr . t oxt of . 2 3 , 12 {loot ) 
(not . _to:..'t of \:2 3 ,12 ( to~t only) 
tri"">lun F t 10v. 
T ~ c:.r istt'ltl.D rooponsoriun, Doooobor 25, R 5-J ; Pr 27 . 

FI"i :11TW2 3 , 12 -rrriteo "TAIKULJ!." .-- -(2 )luiooinc in •lz 3 ,12 ; 
-- ( 3) Tho boc ir.n1nc of cho tr . toxt : " Qan c nost 1o flor 
en la :1ro" \ms r:of'..nt to bo uri t'ton in t:te ~rein 
boo1do the bocinninc of w2 2 1 7 , but ctru1ds inoorroctl y 
in tho norcin boslde tho boclnninc of "2 2 116 o!l. f l53v. 
--( 4 )W2 3 , 12 \rritoo no f l at horo .-- ( 5);12 3 , 1 2 l i c ntoc 
3 11 2 11 . -- (6 ) "12 .3 ,12 ' 'rritoo n .--(7)l.issinc in ::2 2 ,17 . 
--( G)·i2 2 , 17 ,·;ritoo no flat horo.-- (9) •2 21il7 1 lc,otos 
3 11 ~ -- (10 ~;2 2 , 17 ;;ritos .\.- 13- C- D.--{ ) ./2 2 ,17 
\"1l'itoo : .--(l2)i'iooine in F f lOv. --
(l3tF f lOv i catoo 3 11 2 11 . --{14)~ f l Ov r~iteo 
oil..plicoo A G ]' . -- ( 15 ) 'i'ho <1up1un of ;t f l Ov i s uiasinc 
booauao t.ho tr1plun \'!aD orronoously \'tritton in the 
staff above t ho tenor , so t~1at the third staff ror-:.o.ined 

· onpty. 

13 s oo F 2 , 33/34 

14 - Lo 5 , 110 ; no L., {Coli Domina* ; 
{p.lb7) (Ave virco** 

Da 7 {* ; Cl 18/19 

( toxts only) ; 1n "t\'ro po.rts ~ ArsD 
llovo1lcmont rat art: .. *. 

( >2<* 

2** ; l.J 14 

Tho Latu1 text * reupnonro in ?ouv ~3 19 tr. 
'1' : Al 1oluya. o:' tho tllir<l undeJ n:rtor '.':hit-Gundny . 

J?l! :1T}l :issinc in .:2 3 , 14. - - (2 ) t12 3, 14 \Jrites B. -
(3 )W2 3 , 14 tll'itoo L e 

_!2 - Dn 28; ilu 110 (Lauo tibi salus~ ; Roe 2 (*? ; 
{:_) ."IO!J ) {Lam ·.;ibi virco: .. >jt ( *~·: 

uitll qua.dru:;)lun: t·o 2 , 29 (Dieus oout""'~'* ; 
(tr. toxt of' ::2 3 , 15 
(Llot . text of t'2 J ,15 

i:1 tuo pnrt s : D l4 ( toxt only) ; noli s:1: • t 

trip1tlr.l Bt . V. I;o . 1 . 

• , 
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Tho motet ua is a notot onto t·rLose refrain re
a nnears in "TI-aduct 1on d •Ovi c"!o" - Gl!: 362 . 
Ti-Assm:tption craduol, • ucust 15 , GR 561 . 

FH:TI1lliasinc i n ~1, .3, 15.--( 2 )W2 3,15 writes nET 
SUPER" . ~ 

16 + \'!2 4: ,31 - r.:o 2 , 22 ; Cl 81/ CJ ; only quo.<lrupl~ 
(p.l69) arid ~ototus : Lo 5,145 ; Dn 41; t r i pl um only: 

.t\rs 3101 f 5v; motetus only: \'1? 2 ,45* ; D 4 , 56 
(toxt only) ; nolim1: st .v . No . 2t3. 
The end of t llo quadruplun is a refrain which 
rea.ppaa.rs nt t he end of 11 10 ; Ho 2 ,30 quo. -
GE 1240 (sao a l so GD 826 anu 262 ) . 
The ond or t tO t r iplun is a refrain - G~ 439. 
T: Nativity responooriuo, December 25 , Pr 185 ft . 

FtJ:\!TTho quadrupl uc wao probabl y intended t o be 
t he t r i pl Uiil in ~12 3 , 16; hovrovor , tJ~a Lotet us text 
is erroneous l y wr itten in t:~o G!>(lce l oft for tho 
t r i pl um. and t hus t~e note s of t ho t r i pl l.l.l:l a ro n io
sinc ent1re1y.-- (2)I·.:issina i n \12 3,16.-- (3)W2 3 , 16 
writes ~.--(4) rt2 .3 1 16 otd·ts tJ'~ o to~or uord.--

{5 )Res t of t ho tenor is uissing 1n w2 3!16 .--(6) 
Rest nissinG i n \ 2 , 45; t his res t 1s a. so tics ing 
1n \1 3,16, and t~o whole pnoonc o is n issinc in Lo 
5 ,14~ . Bo. 1Jo. 41 civos our vorsion. The s pl itting of 
t~c first perfeot io of tllo foll oy;inr; m.eam:ro in .12 2,45 nakee t ho foll o;·rinc transcription pos:Jib1o: 

"' 8 a e 'Oa' xz .,. Pl.o 5 90 ~ Cl 44/45 (t exts onl y ) J in t wo ~rts: 
( p .T'70) LLuA 22 {13 aooordine t o Ludwig}; w2 2 , 61* . 

T ~ St. John ~vanc~liet cradunl , Dooonbor 27 , 
GR 39· · 

Fl\f : ( l)Thoso o.ro t ho only B flats \7ritten in ,;2 3 , 17. 
--(:2 )1I!ssine in w2 3 , 17 .-- {3}W2 3 ,17 and ;2 2 ,61 
show doubl e ba:rs.-- (4 r.;2 3 , 17 i.Ind .. •2 2 , 61 \/rite sim
plicos (ritnrdo.ndo} .--(5 )Fr OtL 'here on :·;2 2 ,61 shous 
no f l at. 

18 - N 16 /18 ; l.!o 2 32 ; Cl 39/ 41 (texts only) ; only 
(p."I71) quadrupl um o.nd r10tet us : I:un 10 (* ? ; in t i1ree 

(** ? 
parts : n 2/3 ; tripl U!l onl y : \'!2 4, 62 . 
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w2 3 , (18 ) , 
Tho mototus is a ~otet ento \iuoso raf'r o.in re
c.ppoara i n "Salus d ' .Anours" - GE 980 . 
~ Confosoors ' allel uya , Oauouno dootorum, 

GR (41) . 
EN: ( l)Llioainc; in 112 3 ,18.--(2) ri2 3,18 rrri·bos c.--
( 3) \~, 3 , 18 wr i tos C. -- (4)H2 3 ,18 \!rites .. \. . --{ 5 )W2 
3 , 18'-·aritoo G C B. -- ( 6) ?!2 3 , 18 vtri tas F . --{ 7 )\'\2 3, 
18 " r i toa C D. --( 8 )W2 3 , 18 writes D. --(9 )W'2 3 , 18 
v1ritos D.--(10 )W2 3 , 18 \"f!'ites C A. - -( ll) W2 .3,18 
writes ~.-- (12 )W2 3pl8 vtritos t llo l.D.ot t wo liloasures 
of t lle l:lototus a t h :trd t oo l ow. -- (13 )l11soing ·in w2 
4 , 62 . --(14)'I'enor is D:issine; entirely in w.., 4 , 62. -
(15)W2 3 , 18 onl y writes "IDSTUS" .~This o!uost 
tripl e I.:o·tot shous rw.ny ::1ioto.lres . '1'he oorrootions 
2- 7 and 11- 12 are t akon ~~on t ho version ~o 2 1 32 
w~io:~ in t urn needs sol!le oorraotions f'ro::1 u2 3,18 . 
Doth t hose versions and , o.ooordinc t o Rool:soth , o.l
so t1 show t he nista!;:es S-10 , hO\'TOVor • Tthicll, I 
boli evo , r.ro.st bo errors and be corroo"tod a ccording
l y . 

19 - N 40/41 .(R 17 / 18 ) ; Lo 4 ,61 ( I n t10.ri tliserio* ; 
(p ."I73) (GO!.ltlO puclioitio" * 
· t ripl um only: Fo.uv 1~2 4 * ; n elisn : triplun St . 

v .r~o . 2 . 
The ond o'f t ho n.otet us is u rofro.in whioL. ro
ai>poo.rs in t ho "Roman de Galera.n" - GE 59. 
~ Dt . J'ohn Evangolia·t gr a.ducl• Deoor1ber 27 , 
an 39 . 

Fn : ( 1 )Jjiosing i l' 112 3 , 1~ . - - ( 2 )H2 3 , 19 wri too ono 
tone too higl.l . - - (3HV2 3 , 19 writes G. --{4)\'12 3 , 19 
YJTites "NN" . --( 5 )W2 ) ;1? t<Jriteo o.n ad<lit1ono.l F . --
(6 )w2 3 ,19 Y.rrites F .-- (7 )\12 3 ,19 wr i tes D. 

20 - "rit h quatlrupl UI:l, · tri 'Jlum as motetua o.nd mototus 
(n .!'74) as tripl um: l.!o 2, 25: (Chanoouneto vn l!< - lA1no vo 1r "'* ; 

t r i plun text of w2 3 , 20 
\li t h quo.drupl uo a s tr pl utl o.nd t r i D1ura e.s mo-
t otuo : Da 11 I* • 

( tripl uo t ext oi' .12 3 , 20 
T: Assumption cradual , Aucust 15 , GR 561 . 

FiaTI'Jl.isoing in r:2 3 , 2o . --( 2 )Ilot writ ten in w2 3, 
20 . --( 3)1.0 f l at t'Jrltten in w2 3 , 20 . 
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W2 3, 21 - unioum 
(p.m)__1J. St . Stephon cro<lnal , Deoenber 26 , GR 36 . 

FU:1I)lrhis notot is too do.footi ve t o give a solu
t1on.--(2}J:ot shovm in 'il2 3 ,~. . . 

22 - Uo 5 ,127; Cl 7/ 8 ( t ext s onl y ) . 
( p .T76) T: I.o.ti vi ty roaponooriun, Dooo:ubor ~5 , J.. r 105 f f . 

FN:\ITLisaing 1n w2 3 , 22.--( 2)\12 3, 22 wr ites onl y 
"FLOS FILIUS" ,--( 3JThis measure is r opl o.cod by three 
noasuros • in \'12 3, 222 

g)_ - Cl 54/55 (texts onl y) ; 1n trro parts: l~ 23 
(p.r77) t ripl un toxt or 112 3, 23. 

Tho nototuo io o. Lotot onto: lino 1 - l ine 11; 
l i ne 12 r ea.ppGars at t l1o and of ! J 60; Gntiro 
rofra.in roappoara in lJ 54 , l inea 1-2 , i n " Cour 
do Paradls" - GE 43). 
T: Eas t er Gradual , OR 221. 

FlT :'TITiliasina in \72 3 , 23 . --( 2 )This l lne of t he 
IJanu~cript is oorrupt .--(J) f/2 3 , 23 \lritos 3 l i 
4 117 .-- (4}W2 3., 23 \7rites B . --( 5 ) \~2 3 , 23 writes 

, 3 11 2 si 2 117 . --(6 )\12 3, 23 r:rritos 3.11 2 li 2 11 • 
• 

·.12 4 , 1 - :·12 2 , 68*; I.:o 6 , 189; nclisru: F 1.o. 61; 1/2 f 68v. 
(p.l"I4) 'r : Epi phany gradual, January 6 , Ch )2 . 

FH: Trrrn bot h tl~ e organal vorsiona of .F and \72 t h o 
tenor st a rts: $;rr'*frll4 j ' \ s 1 · 

! n IL- LO-MI- N -

Bars ih t he duplura correspond to t he s yllabl e bare 
of t he tenor.--(2)VI2 2 , 6 8 shows hero n s yllable noe" 
nnd inserts an extr a note 0 t \'ro beats l ater to ao
oomnodate this s y l lablo. - - ( 3 )\'12 2 ;68 sh0\'13 hero a 
B f l at .-- (4 )\'12 f 68v shovrs no r l a t until ut · (5} it 
· .. r:ritos t 11e f l at . 

2 - I.lo 6 ,181 . 
(p . ll5) This i s probably a notot ente . 

~ : Easter aradunl , GR 221. 
Fli :TIT 12 4 , 2 \'Jritoa "DT SE" ot t he bocinninc; o.nd 
91CUlUJ!" nt t ho ond • .--( 2)Th1s measure ot t he t onor 
is missing in L:o 6 ,181. r..ooksoth omonds t ho tonor 
inoorroctly. 
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W2 4, J - Aro ·5198 p . 224; Cg f l OSv b ; D.H. fro . S46 f 
(p . l'I5) J l a ; u .u . :r::-c.347 f 64a ; J.odona J~{ 4 , 4 

(; -ritton 1245) t !Iu 109: Et florobit liliun * 
( \7i t hout tenor J ; Do m 3S9 (text only) • 
r..t.'he toxt iB Ceh.lposed by Rio!lard do Fourni vo.l 
o.nd has seven stap.zas 1n so:.1o of t.1.o I:lB.nu• 
scripts . The end is a refrain ~hie~ r ea?poars 
in "Prison d ' A:::loUTs" . 
T : Confessors • alloluya, Cotnuno doctornn, GR · 

\4i) . 
FI1: (l)l.issinc i n H2 . --(2)!-Iore a.nothor additional 
c is \<Jritten. - - (3)Tne text o.nd oonoonance rolutions sa<41 to prompt f a t o believe t hat t his measure is 
n ea.nt t o r ead : ·li3 J • r 1 • 

4 soo Vi2 2 , 63 

5 soe F 1,17 

6 see F 2 , 42 

:z- r 10; u2 2 , 75* ; Lo 6 216 ; u·6 (R 6) . 
(p. lT3) T; St .~ohn Bnp~ist ;iloluya, Juno 24. ~ 

Fll :TIJ\'12 2 , 75 11Gates t he l ast tenor uode: ,t;- C D, 
and 
8 - neliso: F f 89. 

(p. lT6 )_!! Sol lenn Feast s , first vospor, A 59 ; All 1244. 

9 - n ~9 . · 
(P. l'I7) Th.is is a :-1otet ento whose ref rain reappears in 

D 10 o.nd is quoted by l motlynus rv . 
T: .. as-tor gradual , GR 221 . -. . 

10 - M 7; I~ 6 , 209 ; N 2 (R 2). 
(p ."II?) This is a notet ante Vlhose refrnin rcappoG.I•s in 

" Do.lus d'Arlouran - GB 505. 

I'll : ( 1 )\ .., ha o horo only D , but Lo 6 209 provo s our 
trunocrlption t o bo richt . - -(2)I:o &,209 ohowo here 

~ • -- ( 3) 'lhe tonor of rr2 ohm m horo a -rJronc 
paralloli~n to t he pl aoe t~ uensuroo l ator: c-~-G. 
-- (4) W2 _s horo one t ono too low.--( 5)'1'he toner of 
z:o s llo\·ra ho:-o an F . - - (6 ) \'1 211catos .~-G-F ... -n-~.-G/ 
G- F-G G- F G-A.-- (7). :o 6 , 209 uritao hero ~ f i f \ j • 

s 



V/2 4 , .!! - Mo 6 ,19.3. 
( p . l l O)...!! Easter cra.duali GR 221. 

12 • LoC 11 Ilo.o i n die* ; ui t h tr1plunu llo 5, 92 
- (He Diaus de** ; Da 63 (** · ; 
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{text of u2 4 ,12 {text of TI? 4,12 
Tu 31 (** ; Cl 52/53 (** , 

(toxt of w2 4 t l2 (text of w2 4 , 12 
(texts only); Bes 39 (** · ( 1no11)1ts 

(text of VI 4,12 
only) ; r1it h t r i:plum as notetus iud notetus as 
t riplumt HuB 4 ( * • 

(Spes vito*** 
Line l i s a r efrain which roop]!ea ra 1n 1Io £3 , 312 
mot lino 5. 
T: Dedicati on responsorium. 

rn:m~issine in w2 . --(2 )Iicre w2 shows t\70 extra 
notes C D .-- (.3) Ile~·e \'12 s hows A K G instead of 
A G A. 

1.3 seo F 2 , 32 

14 H 6 ; n 1 (R 1: text only); B. IT. fro . 20050 (toxt 
(p .;TI8 ) onlY)~ V f 68v, 

Thib toxt is conposed by Richard do Fournive.l . 
·rt is a notat ente vthoae refrain roo.ppoe.rs i .n 
"Cour d '!~lour" and "Ronan <lo l a Poir e" -G.c; 1239 • 
T: ? 

FN:T!fr/2 4,14 Ttrites an addit ional A to an o.dd1t1on
a l s yllable "tout" .--( 2 )\'1 4 , 14 \'.rrites here an ad
ditional F a s the ropotit~on of this t enor phrase 
proves• 

15 - n 74; u olisn: F no. 462. 
(p .TI9 ) T : ,lhitauntido a l1o1uya. . · 

FrzTITF f 164v sho\7s ·a 11ne.--( 2 )1:1ssine in .12.. 4 , 
15 .--(J) Fron h ere on nisoing in F f 18L;.v;--(4 Jilcr e 
t _e tenor s t ows an uneraoed Ii' before t ;le G i n tllo 
b possible 11cature fo1"'...1 i . '..1.'he G provos t o be 

(5}Enendation for • 
richt by t ho sooonfjijjl$poent of t he tonor. --

16 see v12 2 , 2 

KJ.. - wit h tr1p1um: Lo 5 , 105 (Rion ne puet* • 
(p . ll9) (text of w2 4,17 
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t!2 4 , (17) 
T: Corpuo Christ1 c;ro.<luc.l, Juno 12 , GH 2)4. 

F!f:T!TJ.Hwing in •'2 4 ,17. --( 2 )\/2 4 , 17 \iritos 
"APERIS TU" .-- ( 3)1'/2 4 ,17 wri tos C- F . --( 4)\1& 4 ,17 
Yrritos A-o . - -( 5 )'12 4 , 17 i nser to hore '! 4D ~ ;EJ $j 

1 ll - wlt h t r lplun: Cl '3/4 (~out l o i al..U:lent* (tons 
(p .l'2'0 ) (toxt of .lz 4 ,13 only)~ 

T: AsstUlpt!on crndual, Aucuot 15 , GR (90}. 
Fl'-l :nT\'12 4 , 1C nhouo no rost ; O.. 'lOndntion . 

19 - ?.Xo 6 , 232; V f 74v (toxt only) . 
{p .no) 'l'llis motot inclu(los t\10 rofra.ins ~ linos 5-G 

roapi>oo.r in W2 4 , 33n no.4 and t.o 5 , 117 tr . 
linos 20- 21 ; soo r-1!! 746 ; linos 13-15 roa~J:>Oo.r 
i n ,/2 1!- , 76 t-;o .l, i n "Guillauoo do Dolo" , and 
in "Ror llUl d e la poiro" - GH 62o and 6 :::2 . 
r_r : East or c radua l , GH 221 . 

FH :TlTWz 4 , 19 uritos thio pancnce one tone too 
l ow. -- (2 )V12 4,19 1-icates 2 11 .3 li/ .-- ( J }:.ionine; 
in ·•2 4 19.--\ 1:. )712 4 ,19 uritos an extra J •• -
( 5 )L.""londatioh of ~12 4 ,1 9 \'lh1oh \'Tritos A C. -
(Q).i,i:nondntion of ·' 2 1;. , 1 9 vThioh u ritos J. C G. -
The o~ondationa undor {5) anu (6 ) aro inuioato~ 
in l~o 6 , 232 by lines as fo l lm7a: 

20
• 

6 
_ t :o 

5
.J!

3
Yir 1

a tl!·'r'll cl·11a- nl 
( p .~ ... ho uototus ondG \7ith a. refrain tr:lich ulso 

conoludos , .o 3, 39 tr . 
T : East er Grndual, CR 221 . 

FN l TI'J'i,J 2 4 , 2o \'ll'l tes if .--( 2} \'/2 4 , 20 r:ri to~ F . --
( J}Missinc in W2 4 , 36 . --( 5)\12 4 , .36 \'n''iteo c G G F . 

21 noo F 2 , 2.3 

22 s oo ~~2 2 , 71 

.f.io- Mn 6 , 1 8 Voni vona* ; 'd2 2 , 73·· * ; LuB 12*;-,. ; 
{ P • ) MuD 1.3 * ; nu· 86 * ; D 19 ( to1.'t only) i. with 

tri:>lur:n I.:o 5 ,124 ( Dcsoonfortos"'~ ; 
( te1:t or •!2 4 , 23 

no1isru st .v. 1w. 25. 
Tho end is probabl y a r orruin. 
T : l\.ll oluya of the ·~hird &undny nf·:.or ,'ihi t 

"""'I'Amduy. 
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12 4,{23) 
~I : (l) W2 2 • 72 i s written a f ourth lm·;er.-
(2 )Doth \72 4 , 23 o.nd ~. 2 2 , 72 s hm1 a doublo bo.r . -
(3) \12 2 , 72 Ul'itoa fT'".:!T lll FTiiLS" . --( I,.)Lioa:tne in 
\12 4,23 . --(5 ) :72 4 , 23 \'lritos a1mpl1oea . -- (6 ) ~ .. issing 
iri w2 2 , 12. · 

~4 - n 95 . 
(p .ITl) T : ? 

FlHTiT•l2 4 , 24 ot.ows no rest; C:.londation. 

2.5 - D.N. :fro . l2 , 581 (text only) ; with tri:plum: 
(p .TI? ) rto 5 , 93 (A eo q •on* ; Ba 15 (* i 

(toxt of \'! 2 h , 25 ( toxt o:r . --> 4 , 25 
Cl 56/ 57 (* (tox'ts onl y ): ~ 

{tezt of H2 4 , 2) 
t"lclism: st .v . l~o . 38 . 
'lho ond !o a ref'rain \;hi eh roo.;>pco.rs in .12 4, 33a. 
:1o . 5 and with a sil:rllnr text in 'lu 30 tr . line 4 , 
GOO (}_:: 901 . 
'£ : }Jopoo' Confessors ' a.lloluya • 

..L--: :T!r 12 4 , 25 ';Jri tes :>...C . - - ( 2 )i.:isoinc in 2 4 , 25 . - 
(3)0:to tono too hich in I~ l., , 25 . -- (4)H2 4, 25 ,·:rit.os 
n..;;T LXALTAVI" . --{5 ) .;2 4 , 2, urltos C- L-A- G. 

26 - 110 6 , 249 • . 
( :p .~2) This ooe~~ to be n notot onto. 

'11
: F.astor e,radual , GR 221. 

Fll : TIJ} 11s s i ng i n ~~2 4, 26 • 

27 - \1., 2 , 79* ' l.lo 6 ; 244; Axs 3101 f 5 (tc):t onl y) . 
( p .~2} Tt ? ~ 

F11:TITY12 /4- , 27 \Trites : . --( 2 )\'12 4 , 27 'i'rritos "IU 
COIIDE".-( 3) \I 2 2 , 79 a. '\1S no fle t • .:_ ( 4 )r l1ssina in 
w, 2,79. - - (5)W2 4 , 27 writos an metro. nyllnble "mon" 
EU~d 'tuo onrn notes A. - -(6 )Uisainc; in \{2 4 , 27 . 

2c aoo w2 2.93 

29 sec V/2 2 , 31 

30 soo F 2, 36 

31 oee 12 3 , 16 
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\'12 4 , J2 - L.o 6 , 183 ; R 1: 168 ; n f' 6 l v ; D JO (toxt only) ; 
( :;>."!23) Thio toxt is cOIJ.posod by Li ::oino de Ot . Donis . 

It oonoludos ui tn a refrain tThich roa.ppoars · in 
"l.Ai d 'Aristotc" - GE ?76 . 
'1' : .t.:.O.otor allel uya , Lay 3 GR 460. ~ 

FU :TIT!dssing in i7z 4, 32.-- (2fw2 4 , 32 writ.os: ~ 

_ll~- XI 91 . 
(p.T21;) Thio io a rci'rain cento of tnolve refrains . Iw . l 

roo.ppoa.ro ut the end or ·12 4 ., 30; U C9 ; 1.nd in 
io 5. 1JG tr . line 2 - GE 9 . No . ~ reoppc1ro a.t 
the end of '-¥2 3 , 5 mot . - GE 751 . Jio . 4 reap11enrs 
:tn \12 4 ,19 lines 5- 6 nnd l"o 5 , 117 r r . lines 
20- 21; sao GE 748. ljo . 5 concludes 2 4,25 ; sec 
GE 901 . :rro . 6 see· G.4 750 . Uo . a reappears nt t~o 
end of J=o 6 239 and n 76 and in ".ttouo.n de l o. 
Violct'Ld' - C.i. 10)6 tmd 1058 . Ho . 9 rov:pponrs o.t 
t~1o end of :.o 6 , 202 and 1! 52 ond in ll 44 I;o . l 
and "Prioon d ' .~'.Douro" .- G.U 306 . Ho . 11 reo.ppoa.rs 
so:.touhcn. cLangod at tho end of 1.0 5 , 98 1:1ot . a.nd 
1: 5 nnd in G&utic:::- de Coincy and ".1rison d ' 
Anou:•an ; ooc 0£ 437 • llo . l2 OO!l.Cludos .L• G7. 
T: AsSUL~)tion c.l1c1uyn , .. \.ueust 15 . 

EN :TIT-(9)In \v2 4 , 33a t:.c tono~ oyl1ab1G is \lritt.en 
Y1;:ore in ou:- trc:wc:::-lption t.:1o nu.T.lbc:::- cor:rcs_ponuin~ 
to t .• c nmnbpr of tll.o footaoto 1o "'"lvon; c:.1onda.tions 
acoordinc- to t!o chtmt . -- (10 )J:is3i:1r in !2 4 , 33a ; 
cr~enda.tion. -- {11 ) Thio pnssa&o io writ;"t.:cn c. third 
i..oo !...10'1 in ,12 1: f3Ja; cne.:.1dod c.ocording to tho chant. 

2)~- 1i 65 (H J5 ) . 
(p .TIJ;) 'l'hic 1~ u ain.£;1o l'ofrain . 

T: Aootmij)tion ullol uya , ~uguDt 15 . 
FH :~on rte I)oad the bn:::-s in nensuros one o.nd five 
of the ~"enor c.s CiiYisionos sylla.bo.ru.m. as wo huvo to 
ln ~~~ l~o , 33n , the soaond transcrirrt.on i P first t! Jo 
rooults . The figuration o~ tuv uotetu~ , ho\tovcr, 
indiOtitos t: o soconL. node stroncly and des ~~nds t ..... 
first trtnGcriptio~ . Thi s in noosibly a s ingular 
oaoo in '"hi eh n n.otetus 1 n seoom mode hns a tono:r 
in f irot . 'Ihis woul<l Give the .ost Datiofaotory 
solution. --{1) ,;2 4 , 33b v~rites a c..oub1o bar . 

14 - n GG ; \T.!.tl tri:plun: 10 5 , 97 ( ilonvoio:..cl~Cllt* ' 
(? .TI5) · (text of H2 4 ,34 

ne11su: st.v. l!o . 24. 

\ 
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W2 4, (34) 
This motot conoludoo wi t l.J. a refrain \7h1oll reap
pears in ~o 51 148 tr . line 9 , and trhooo text 
concludes ro 5,162 tr . 
T: Alloluyo. of the t h irs Gunday af'tor \Vh1t-

Sunday. 
TIT : ( 1 ) :Uo 5197 as YJoll as St . V. no. 24 aro \7l"i tten 
a. fourth hlc;hor.-- (2)Wz 4 ,34. M.a l ore an ~;;;~ll 
erron eous C as \'1e11.-( 3) W 2 L.,, 34 writes : ; 
om.endod according to st .• V . llo . 24 . · 

35 - t::o 6 ,1G8 ; 11 42 (R 19); tlelian: St . V • No . 35 • 
( p . 'I25) This notet is :probabl y n motet on't;e . 

T : Easter nlloluyo , l ioy 3 , GR 468. 
Fn:TITono tono too high in W2 4 , 35 .--( 2)W2 4 , 35 
v~itos a doubl e bar.--(3)~ssine in W2 4,35 .-
( 4} f/2 4 , 3 5 vn:-1 te s A . 

36 soo \'!2 4 , 20 

37 soe F 1,14 

38 soo l'/2 ~. ,43 

39 - 1.~0 6 , 248 
(p.l]b) This is a rondeau ref'rain - ~~ 1274. 

T: Easter nl1e1uya. 
FN:TITL.isaing in y;2 4 ,39. 

~Q - llo 6 , 191 
( p.~6 ) Thin ~otot ino1udoo n ro~rain which ronppoaro 

in "Ronan do l a Poire - GB 277. 
T: ? 

F'l'l :lil\'/2 4,40 11gates 2 1i 3 11/. -- ( 2}W2 L~o , 40 
11gates si 3 11 si/. 

4__~ - llo 6 ,107 
( p .~6 ) Thiz is probably a notot enta . 

T : ? 
Ft::\TfW2 4;41 writoa "DO 1!0" nnd Lo 6 , 1S7 writos 
"OI.lT:lS"; e."7londntion. -- ( 2 )1i.1ssinc 1n ··;2 4 , 41 . -
( 3) W 4 , 41 wr:\,tos 2 li 3 li/.-- (4}Llo 6 ,187 ''rrites 
E. -- ( 5 )r.Jo 6 , 187 ''~i tea D. 

A4 - llo 6 , 252 
( p.~7) 1'his io probabl y the sinc- oong u sod for t he 

niaoulin" cane. 
T : ? -
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w 4 , (1:-2) 2 FN: ( l)This pat tom is uri tten E C D in both l!o 6 , 
252 and W2 4 42 , but ou:r ane11do.tion soe1t10 t o bo 
necoasary. --f2}Fissing in 1f2 4 , 42 . -- (3) ¥12 4 , 42 
vrr itos n . --(4)W2 4 , 42 ,·:rites s inpliceo F :: D. --

43 - w2 4, 38* . 
( p;~7) T f Epiphany c;radue.l, Janunry 6, GR 52 . 

F!J:TITW~ 4 , 43 \7ritez an addi tional c .--(2)1I1ssing 
in w2 4 1 lr~ . --(3)W2 4 , 43 \lritos ~fJ"jfs·l t' !t'2l\ • 
--(4)W2 4, L.,3 '\'ll"ites no flat here . --(.5) W2 4 , 3El 
uritos no flat here. --( 6 )Missing in t12 4 , 38. --(7) 
Froi:l horo on the tenor or w2 4 ,38 i s v~· . 

fl.ti· !•la !: . H ~.i!·S·l[@. s• \!' \r l'@j-s M s.1! ffi~ 
kA - V f 116v; V f 25v (tex t only); ne11an: Dt . v . 

(p ."I2G) no . l9 . 
'P · ? 

:rnJtT!'ni2 4_.41~- liGates 3 11 2 11/ . -- (2)~:2 4, 44 11s 
ates si ? li si/. --( 3) l.lios1~6 in r12 4 , 44. 

~ - I.:o 6 , 201; r.1o11s:r::: F no . l31 . 
(p . 1 23)_!1 Ascension nlleluyu, sooohd Sunday artor May 

22 , GR 263. · 
Fl• : (1) \m-.~45 urites e.n ndd~tioue.l n . --( 2)W;: 4, 1.5 
'\'Jritos :;:~--(3}\'12 4 , 45 sh0\'13 no f l at hore . --( 4) 
w 4 , 4.5 1ico.to s 5 11/ . --(5)t.issinc; in i72 4 ,1.5 . -
(~)F f 162 sho'\7s a linc. --(7) I.liocine in ~ f 162.-
(8 )F f 162 \Jrites rtEr GA.UD'";" . 

46 sec ly2 1 , 15 

1±7 - t:o 6 , 20 3. 
(p .n 9 ) This IJotot ands with a refrain which is also 

used by C il1ca de Vinior • GL 96 . 
~ : Enstcr Gunday alle1uya, GR 222 . 

FU :Tni·i ssine in w2 4 , 47. 

48 soo F 2 , 25 

1c2 - r:o 6 , 1G4 ; H 34 (R 11) . 
{p .1.)0) ~his notot oeons to ond wi t h a refrain• soo al

so nocksct h , .eolyphonios IV , p. 2ao . 
_1l ~ustor cradual, GR 221 . 
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w2 4 , (49) · . . 
Fll : (l)W2 4 , 49 "ir,~ttes t he :rollowing t uo tenqr phrns-

. es three times: = 'l·P· J. iL•·H.i·) ,. f· tr· r p. •· I;!] 
~ ~~ 

The tenor may wc[l be-meant t o read m-n-n-n-m. 

_5Q - :t.Ietz 10 ( f 170) ; wi t h t riplum: !.'o 5, 132 
( p .TJO ) (Tro:p fu l i 11 • 

(text of w2 4,50 · 
_!1 Easter sradual , GR 221 • 

.21 - unicum 
( p . l 30) This motet seans t o end wit h a refrain , see 

a l so St~ing, ~· cit . 
T: SollEI:lll feasts , first vesper, A 59 ; A':.J 1244. 

F1HT1Tw2 4, 51 nrites "D0" . -- (2 )?Uissing 1n n2 4 , 57 
and encnded according t o· t ho chant tune . - - (J)Rest 
of tenor u issinc, in w2 4, 51; e:tl.anded. 

~ - llo 6 , 186 
( p .l~l) T: ~nstor Gunde.y alleluya , GR 222. 

FI~ :liTFrom hero on w2 4 52 omits t :.e B :f'la.t . -1·( ~) 
w2 4 , 52 writeo Ii' -G-F .--t 3)ll.issi n c; in \72 4 , 52 • 

.53_ - \12 2 . 78* ; L1o 6 , 194; moliBI'J.: F No . l56 . 
(p .Til) Tfie end of tl11s notet seen s to be a refrain , 

see also Raynnud , ~· cit. and Rookseth , Pol l 
nhoni cs 2Gl . 
T : Assunption gradual, .mgust 15 , GR ( 9~ ) • 

Fll:Tinlissing in .:2 4 , 53 . -- (2) :.:issinc in .;2 2 . 78 . 

~ - w 2 50* ; quot : Fr anco* ; vrith tri:plum: I.'luD 7 
(p .1)2} (~snilat vox** ; Ba 55 (Ln bele eotoile~** ; 

(* · (text of w2 4 , 54 
Mo S , 345 ( *11 * ; wit h 'triplll!!l and 

( te:z:t of .i2 4 , 54 
q_uadruplUIJ : 1:o 2 , 20 ( Celui do <;.i ~*** ; 

( " ..,.. . 
(toxt of w2 4 54 

This moto't. ends \7i tll a refrain '\1h oh a l so con
cludes 11 47. 
T: s t . John Daptist a.llelura, June 24. · 

FN :lTniissing in i'l2 4 t 54 . - - (2 )wiss1nc; in w2 2 , 50 . -
\/2 4 , 54 \·rrites C. - • (3JW2 4 , 54 v~rites C. --(4) \12 4, 54 
writes n .-- ( 5 ) W2 4 . 54 vTri tos t his passe.ce one tone 
t oo h i c;h. --(6 )\'12 4~ 54 vrr itos an ext ra D. - - (7)W2 2, 50 
WTi tes Q lino. - - ( 8}\'{2 4 , 54 and w2 2 ' 50 \Jl"ite "JOHAliNl!."~ 
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4, 2.2 - unioum 
(p . lJ2) This motet seome t o conclude \lith a ref rain , 

soe also Stimming, ou. o1t . 
T : Ea~ter gradual, G1l ~. 

FN:TIT\12 4 , 55 writes D; Enondat.:.on.-- (2) ',,'2 4 , 55 
vrri tas A; omendntion . --{3)Rest missing in dz 4 , 55; 
er.:endation. --(4)This C looks as though it had a 
des~endlne plica , nhich does , houever, not confora 
witll t lle chant tuna o.nd is therefore :1ot s!l<ra1 in 
t ho trfu~soription. 

59- neliom: st.V. No . 27. 
( p .T.33) Tllis lilOtet sear1s t o end with a. refrain , see a l-

oo Stir·uning, E.I!•ill• 
T: Nativity rosponaorium, Deoambor 25 , Pr 185 

lS5 ff: • 
.ET: (l)Uissing in w2 4 , 56 .--( 2 )0ne tone too low in 
\!2 4 , 56 . 

2l - IT2 2 , 73"' ; llo 6 ,192 ; H 81; D 20 {text only); 
(p.T)J) nelian : s·t .v . no . 18. 

This 11otet seems to ond wit h a refra.ih . 
T: ? 

FN:'TlT\"1 2 , 73 and ~·.·? 4,57 llr;ate 211 2·11 si/ . --· 
(2)W2 4~57 libf).te s! J li si/ . -- ( J)lliss~g in w2 4, 
i~·w;(~ , /) . 4 , 57 ¥ .. rites hero i ). ;. h '" . -- (5) t!i ssing 
in v; 

58 seo w1 Ho. 3 

59 seo W2 2 , 55 

60 - lluA 30 
("0 .:04) This n:otet soems to conclude wit.1 a l 'Ofro.1n. 

T: ·ndtsuntide ulleluya. 
nr :Til'Liasinc in u2 4 , 60; emendation. --( 2) .;2 4 , 60 
\!rites .. ; emendation . 

61 ... V f l?v (text only) ; nelism: ot . v . no . 22 . 
(p .!14) This tezt ~a canposed by Go.utior de Darglos . 

~; St. John Baptist alleluya , June 24• 
FN:"ffi,; 2 4 , 61 writes nJo!Wn:IEn . - - (2)VI2 4 , 61 ,;rites 
G; emended. accordinG to s·t .V . No . 22 , :::~ee oho.pte:;:- IV . 
- ( 3) \'12 4 61_ shown ~1 o.dc..itional A. --{4 )H2 4 ,61 · 
vrritos fftf11TJ] tl; e!:lended according to st .V No . 22 , 

seo c_ltlntor IV. st .v. l;o . 22 shows 
the second uode which is better than the 1"irst us 
s'1cmn 1n a2 • 



w2 4, 62 see ·12 ? , 18 

6:3 soe r 2 , 9 

64 seo w2 2!54 

65 sec .f 
2 

2 , 2 
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66 .... unicUI'l 
(p .T)5} Tllis !J.Otet includes sono aasona.11ces with w2 2, 76 . 

T: nativity responsorium, December 25 , Pr 
~5 rr. · 

mi:(l)llis sing in W2 4,66 ; emendation. --(2)W2 4 ,66 
shorTS an adc.11tiono.l F . --( 3 )W2~6 shows an ad
ditional D. --(4) W2 4 ,66 shows · • emended 
a ccordin:; t o t he chant t une . - (5)\ 2 4 ,66 urites 
only "FL0~3" • 

Q1 - rneliam: st .v no. 6. 
(f' .T)5) This is a notet ante whose ref'rai.."l appears in 

"Guillnmne de Dole" . - GE 5 57+826. 
T : Easter Sunday alleluyn OR 222 . 

~l :JIT1U.~aing 1n W2 ~ ~67 . -~(2 fBt .v· ~ •? ah6YJS··tho 
bett J.. .. reudins fisC" 1, 1 . - - ( 3)W2 4 ,6 7 sho'>IS no 

flat here. --(4)W2 4,6~ rites c. 
68 - D 22 (text only); :r.:1elism; F 1To . 59-60 . 

(:p .U5) This :ootet seens to ond nit 1 a·refrain . 
T : £pi '!Jhany t;,radual, JanuaT'IJ 6 , GR 52. 

FN:T!T\72 4 ,6 l3 writes G. --( 2 )11ss1ng in U? 4 , 68 . --(3) 
rr2 4 , 68 allows an extra c. --{.f.a.)W2 4 , 68 · ~:rtos "SUR
G.J" B.nd F f l5~a~i ;r3 "GE ET I LLUMINA.lU::" , -- ( 5) F 
f 152v t~itos · . --(6)F f 152v ligates 3 si 
2 li/. -- (7) ~1s ~g in F f 152v. 

_Q.2. - uniot!I:l 
(p.U6) 'rhis no ... et ends wit !!. a ro:rra.in which reappears 

at t ile end or v12 3, 8 tr. - GE 159 . 
~ Assumption eradual , Aucust 15 , GR ( 98) . 

FIT : ( l.}l.~issing in w2 4 , 69 ; amenda.tlon . -- ( 2)A:pparent
ly one "b~ne too lovr in H2 4 , 69 ; emendation. 

1Q - Ho 6 , 241; 11 31; !:telism.: F No . 208. 
(p. l36) T~is motet se~1s to include a refrain, seo also 

Rocksoth , I olyphonies IV , 286 . 
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w2 4 , (70 ) 
T : Easter o.lleluyn. 

F1T :\IT1 iasine in ~2 4 , 70 . 

-n: - Mo 6 , 221. 
{p . l37) ~~ : Eos·tor erE.'.cuo.l , . en 221 . 

FIT:T!T\'12 4 , 71 urites only "D01:TIJ0" . --(2) Po::wib1y a 
dosoond ing :plica is attaohoo. to thioft · s-8)1.!is
sing in Wz 4 , 71 . --(4) \12 4 , 71 11riteo ~i~! 11. 

72 - Ars 519C p. l ?O ; C~ f 91a; B.lr . rrc . 847 f·72v a; 
(p !!j'3) n.:N . fro . 1050 f 135a; with tri})1Ul.ll: : ~o 5 , 121 

( ;n 110.i qant *; Cl ) 0• 4·7 { * · 
{ tc:z:t of \12 4 , 72 ( te:rt of \/2 4 , 72 
(tOX'ijS only); With t~iplum OB ltlOtOttts and mot
etus as tri:p1uo: .io 5 , 151 (text of W2 4, 72 ; 

{ ~ 

~elisn: F No . 106 . 
Th_o t ext is eonposed b y Hobart de Ho.ins . 
'1' · I!o.stor Sunday allo1uyc. , GR 222. 

Fl. :Ttl'w4. 4 , 72 \'!rites ono tono too high. - -( 2)Mis 
s1ng j_n 12 4 , 72 . --(3)11issinc .in 7 f 15Bv. --(4} 
F f 158v ;;ri tos ordinary a iD.J:>lox . 

TJ - unicum 
(p.TJo) T: ~aster Sunday nlle1uya , CR 222 . 

~I!~ :TITi asr.~ng in w2 4 ,73; C)~c!ldo.tion . 

7k - D 15 (text only }; 
(p .TJ9 ) (Audi :pater ~ ; 

( 0 Maria regina* 
~~ :. GR 23 . 

1'i - 1 0 6 • 225 . 
( , .139) Th1o notot Gnds m.th a refrain whio: r eall;>oars 

in "'l'ro.duotion d ' Ovide" - CE 422 , 4 24 . 
'J• : St . Jolm Baptist alleluyo. , Juno 24., · 

Pl 1 :\T)'\·2 4 , 5 wri~cG one ton e too · lml. --\ 2}U~ 4 , 75 
'::::-itos . --(~) ''/., 4 . 75 '\'Fritos JO -

~ 

:A: !" . -~(4) \'2 4 , 75 \'lritoa F- E- D/D- F A-G/.::.-c-D. -
(5) 2 4 , 7~ Vlritea 5 11/. 

_?Q - unieum 
(p ."'l'39) T : :','hitsuntide alleluyn. 

FI, :liT,: 2 4 , 76 Y.T.:. t os only "DOCBBri'" i eme!;ldat.:.on ao-
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w2 4 , (16 ) 
(FN)cordL"'le; to the chant tuno . --( 2)W? 4 , 76 ap
parently v~rites one tone too high-; emenclation . -
(3)W2 4,76 o.ppo.rontly rirites a t:1ird too hich ; 
omondation. --(4)1Lissinc in W2 4 , 76; enend'ltion. -
( 5 )112 4 , 76 ,n~i tos 2 li 3 11/. --\ 6 )W2 4 , 76 \'::"ites 
a. B fla.t a.t t ho baginning of the first line ; but 
since no B occurs in this line , \Te !_a.vo oni tteJ 
the f'lrot a.ltoe;eth:;r . -- (7)\'12 4 , 76 \!rites si:cplioes 
F E. 

77 see W2 1 , 15 

7S ... l:uA 17 ( 22 e.ccordinc; to Lud'l.ig) 
(p .!40) This is a rofraL~ conto of seven refrains . 

ro . 1 concludes -72 4 ,19 in e. contracted form 
a...?3.t:. reappears in "Guillaume de Dole" and 
"Roi.lD.n eo la. Poire" - GE 620 and 622 . 'Ihe 
text of 11o. h reappears c>t the one":. of !._o 5 ,131 
uot . - GE 293 . No . 5 reappears in "Lo.i d 'Ari
Gtote" and 'Ronan do l a Viol ette" ... G~ 969 . 
T : Christna:J gradual , Decenber 25 · GR .33 . 

~r:1ITW2 ~ . 78 only vn~ites "D0" . --( 2 )U! ssing in 
W2 4 f 78; cmonda. tion . -- ( 3) \V2 4 , 78 shows an extra D. 
--( 4 Jl1o 5 , 131 i~ ~tten a fourth lowor . --( 5) 
w2 4, 78 Yirites : &i#U I ; e JOnded a.ocordinc; to tho 
chant tune . i 

J!l - w2 2 , 66* ; 1~o ·6 , 220 ; N 85 ; Llelismi st.v. Ho . 5 . 
: !41) This notct ends with a refrain - GE 695 . 

T : Easter eradual ; GR 221 . 
J.~:'TITUissinc in W~ 4 , 79. -- ( 2 )W2 4 ~ 79 writes : 
fl \ffJJ.t i 1 . --( 3JWz 4 , 79 lignteo 3 li 2 11/. --

(4}\12 4 , 79 lir;ntes si 3 li o1/. --(5)l:iosing in 
w2 2 ; 66 . --(6)Both w2 4 , 79 and r:2 2 , 66 ligate 
si 2 li 2 11/. --(7)1.'{2 2 , 66 tr.rites D-A-C G G F . 

8o - w2 2 ,82 
(p .!41) T: Assun,tion gradual , Aueust 15 , GR ( J8) . 

FN:T!Tl.Iissin6 in .\'2 4 , 8o . --( 2}'·.v 4 80 rr.ritos 
"VITAl!" .-- ( 3 )Vf2 4 , 80 r~ri tes F . -- ( 4 }wz 4 , 80 ,;rites 
G.-- ( 5 ):Missinr. in \lz 2 , 82. -- ( 6 )W2 2 , 82 shows no 
:rlat here . -- ( 7) V/2 2 , 82 shm·ro n flat hare . 

81 - MuA 33; H 8 ; lT 5 (R 5) • 
(p .I1;2) T: Whitsuntiue e.lleluya. . 



3'13 

"2 4, 82 soo F 1 , 13 

_EU - unicU!•l 
( p .1J;2 )__'!_;_ Assu.rption gro.dunl , August 15 , GH (9J} . 

84 sec ::::' 2 , 4 

M - !! 13 
{p . I42) Tllis :Lot~t starts Viith a quotation from J:oniot 

d ' Arra.s . 
T : nativity responsoriUla, Decenbar 25 t Pr~l85 ff . 

F11 :TIT1I1os1n{; in .12 4 , 85 ; er:.wndat.;.on . - - (2J ./2 4 , 85 
VTri tes J!'; amondo:tion accordinG to tho ohnnt tUlle . - 
( 3 )H2 4 , 85 ,·;rites n .... F-E ; emendation • 

. 36 - H2 2 , 67* 
(p . 'I43 ) T c Ascension alloluya, second Sunday after 

!ay 22 , GR 268 . Pe 
Fl : {1)1 issin{; in ''2 4 , 86 . --(2 )'1'2-is· in pocsibly: . . -
(3 ) 12 4 , 86 shous no :fl at . - -(4)·.:2 2 , 67 insdrta h :r•e the 
word "opere" and tvo extra notes!) n . --(5)'12 2 , u7 
vn•itos F G/ J -0-Jj./ . -- (6 ) ':12 ~ 67 ,,-rites 5 1!.7 . --
(7 ) .12 2/7 u::ites 3 si/ . - (Cl ' 2 2 , 67 sL.owc no D flat . 

87 soo i.":: 1 , 18 

88 - J~uA 3 ; '~i tll tri!JlUi1 and 1uad:ru:;:ll.ll1: Lo ~. 26 
( p ."!43 ) (Viderund pur pou ; nelisLl: ''1 Uo . 63; F f l OOv ; 

(Vidc~~Xnt par peu* F-!to. l9 . 
(Vidol~t par pou** 
'rlliG motet scans to be a rcl'rain . 
T : Christens gradual , December 25 , GR 33 . 

FI\l : T!TH1ssine in F 1' l OOv and F f 148v. --{ 2 ) Wl :r 49 
and F f· l 46v shou a lino.-- (3 )Hios:lng in ·11 f 49 . --
( 4 )W2 4, 88 wri tos "Ol.n,:ED" . -- { 5 )\/1 f 1,.9 sho;rs no f l at . 

_s& - r .. a 6 , 20 Gaudo chorus: ; N 15• ArsD 9 ; Hu '5* 
(p .U3) {llitl a tld~d part il...tendod) ; \ri·t:t. tri)>lun (1 ) : 

l.o 5 , 128 (~T' ai si bien** ; \:i t.h tril.,ltUJ. ( Z}: 
(text of 712 4, G9 

Lo 3 39 (Povre secors ai'Pl·*· Ba. 36 (*:~* . 
' (* , (* ' 

Cl 87 /OB ( *~ * (to::.:ts only) ; qnot : 
( tezt of .. 12 ~ , .:;9 

Doc . VI (Gaude chorus~ ll'* ; Diao . r>oa . vulg. *; 
(* 



w2 ( , (u9 ) 

374 

rtlnGi stor l..o!.!.bort.us*~11* ; Fro.nool>l'• * ; Potrus Pi car
due* ; Anonyr.1us II (CS. I ) ; 1 .tmich ..nonymus {1tuC) • 
This .t:.otot ov-ous to bo u 11otut e;.1to . 
'- : ::aster alloluy~ 

:F1. :TIT .. 2 4 , 0) \.r:-1:\:os : ~ . --( :: )Li:::sinG in f2 4 , w9 • 

.2Q -I'o 6 , 182 ; . eliBll: F l~o . l4 . 
(p .T44)_!! Ct.rintJ.aas responsoriutJ.• Dcoonber 25 , ,L. 59; 

Pr 27. · 
FH : (l} Ld!loinf!' j_n ~·12 4 , 90 . -- (2) 'l2 4 , ?0 \JI'i~o!:; only 
"'?AlP' • -- ( 3} W 4 , 90 writes onG ·Lcrno too lovt. -- ( 4) 
Roct of tm.10~ is !.issinc in\,..., 4 , 90 . --( 5) r, J... , ?O 
m•5.tea t·--( 6 ) l.in~in{; in 7 f f4v. -(7)F f I4c 
writes J. fs iJ ISII . 
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