
INTRODUCTION 
T HIS volume, the seventh in the series Polyphonic lv1usic of the Fourteenth Century, contains the music of Vincenzo da Ri mini, Rosso 
de Chollegrana, D onato da Firenze, Gherardello da Firenze, and Lorenzo da Firenze, whose compositions are representative of the 
middle period of trecento polyphonic music, circa 1 3 5o to 1 375. 

Little is known about the lives of these composers . Rosso de Chollegrana is known through one solitary composition preserved 
in Lo. Vincenzo da Ri mini' s music is preserved in three sources: Lo, Pit, and Sq. ln the fi rst he is listed as Prate Vinrenro, in Pit as 
L' Abate Virencio da lmola, and in Sq as A1agister Abbas V icentius de Arimino. Aside from the fact that he was a member of the Bene­
dictine order (he wears Benedictine dress in the Sq miniatu re), ·we know nothing of his life. Nor do the texts which he set to music 
give us clues such as those which may be g leaned from Jacopo da Bologna's madrigals.' While Jacopo was deeply concerned with 
contemporary events, Vincenzo 's texts deal only with mythological characters, shepherdesses, and bucolic scenes . Even the place 
associated with his name is difficult to identify. Was it lmola or Rimini? Both cities are in the Emilia-Romagna province, Imola 
being situated about 20 miles southeast of Bologna. lt is unfortunate that only six pieces by this competent composer, whose skill 
shows professional discipline, have su rvived . The absence of a polyphonic ballata suggests that he may have been a con temporary of 
Jacopo da Bologna and slightly younger than Gherarde llo and Lorenzo da Firenze. 

D ual residence is attributed also to D onato, who is listed in Lo as Ser Donatio da Chascia, in Pit as Dom Donato da Cascia, and in 
s ·q as M. Donato da Fforentia. It seems likely that Cascia, near Florence, may have been D onato's native town, but that he eventually 
worked in Flo rence, the artistic centre. He, too, appears in the Sq miniature as a Benedictine, and is perhaps of the same age group as 
Gherardello and Lorenzo. Beyond these probabili ti es, D onato is as elusive as the others . In addition to fifteen madrigals a due, one 
caccia-madrigal a tre, one ballata a due, there is one composi tion in the form of a virelai, which is preserved in Lo, Pr, and R UP but 
bears his name only in RU1• The three versions are sufficiently dissimilar to warrant separate transcriptions. 

Gherardello was eulogized by Francesco di Simone Peruzzi and Franco Sacchetti in an exchange of sonnets between 1364 and 
r 366. T he first is captioned with the words , "Sonetto mandata daFrancesco di Messer Simone Peruzzi a Franco Sacchetti per la morte 
di ser Gherardello, di musica maestro." Sacchetti's reply, in the same rhyme scheme as \\·as the custom, began his sonn et with the 
words, " Come in terra lascio sconsolate. " 2 Apart from the death of Gherardello, which can thus be fixed between those two years, 
little else is known about him. According to Pirrotta, Gherardello came from a family of musicians of whom one was Ser ) a cob !Is frater 
Ser Gherardelli and another Ser Giovannes3 Our Gherardello is depicted in Sq in the habit of a Benedictine, his name given as Magister 
Ser Gherardeift1s de F~orentia. In Pi his name reads Fra Gherardello, and in L o and Pit as Ser Gherardeilo. The title Ser indicated at that 
time ei ther a priest or a notary. In addition to the sixteen secular compositions which have survived, Gherardello also composed a 
polyphonic Mass, of which only the Gloria and the Agnus D ei are known. Another madrigal set to a poem by Sacchetti has disappeared . 

Lorenzo 's name appears in F/ asS. Lor·enro, in Pit as Ser LorellfO di Firmre, in L o as Ser L orenro,prete, and in Sq as Magister L auren­
tius de Florentia. H is full name, L aurentius Aiasini, is supplied by the fourteenth -century Florentine historian, Filippo Villan i, in his 
L iber de origim civitatis jlorentiae et eimdem famosis civibus.4 After mentioning him and such composers as J oanne Barrholo, loannes da 
Cascia (Giovanni da Firenze) and one Bononiensis (Jacopo da Bologna), Villani devotes an entire page to Francesco Landini. Younger 
and apparently less prolific than Landini, Lorenzo seems to have been his equal in musical sensitivity and imagination, witness Da, da 
a chi avaregia, Ita se n'era, and Dolgomi a voi. His music has rhythmic vita lity and variety and he shows great skill in using the techniques 
of sequence, imitation, canon and syncopation. Lorenzo's Povero pappator is his only surviving isorhythmic piece, and his caccia, A 
poste messe, is unique in being a tre without a supporting tenor. Alexander Main has attempted to prove that its ri tornell o, though 
without the usual indication (by a sign or by a number of brevis res ts at the beginning) was also performed as a triple canon .s Sixteen 
secular compositions and one movement of a polyphonic Mass (Sanctus) have survived; two additional ballate by Franco Sacchetti, 
said to have been set to music by Lorenzo, have not come to light.6 

EDITORIAL COMMENTARY 
The transcriptions in the present volume were made whenever possibl e from the F/ codex, thu s continuing the practice begun in 

volumes fou r and six. H owever, of the 65 composi tions incl uded here, 32 were transcribed from Sq, z8 of which are rmica. Tran­
scriptions from L o are also included whenever a considerable number of notational and rhythmical differences occur. 

The principles of transcription are basically those used in the preceding volumes of trecento music. Compositions governed 
by the brevis have been t ranscribed according to the ltalian divisiones; those governed by the longa have been transcribed according· 
to the French modus and so stated in the commentary. The rhythm of the quaternaria, however, appears to have un dergone a change. 
During the earl y period of Italian no tation , the genuine quaternaria meant that no more than fou r semibreves comprised on e brevis 
measure. In the middle period, with \\·hich this v olume is concerned, the quatemaria rh ythm assumed the definite value of one quarter 
of the brevis measu re. Thus a composi tion cast in this rhythm (frequently indicated by .q.) informed the performer that tvco or three 
breves were joined to produce one measure-the longa here employed as the unit of measure. 

The change from the use of divisiones to modi/J could not have happened suddenly, fo r there are many compositions which seem 
to lie miJway, combining elements of both Italian and French notation. T owards the end of the fourteenth century only the French 
system was in general use. Compositions which would earlier have been cast in octonaria or duodenaria were then w ritten in modus 
imp nfectum or modus perfectl!w respectively. 

Comp ositions orig inally cas t in octonaria or duodenaria rhythm and so indicated on rl1e manuscripts, with semibreves whose 
values fluctuate ben\·een quarter and eighth notes and with the brevis as the unit of measure, have been transcribed in strict I talian 
notation . Those in mixed no tation, with fix ed semibrevis value and with note values shorter than a semibrevis expressed as minimas 
and semiminimas rather than as semibreves and rninimas, have been transcribed according to the modus, with the longa as the unit 
of measure. 7 

IX 



Since ha lf o f t he co mpositions in this vo lume are transcribed from Sq, and frequently use .q., the r hythmic o rganiza tion of such 
compositions is given in the critical commentary no t si mp ly as .q. but ra ther as either .q. 2 o r .q .3 to indicate the I talian counterparts 
of the French m odus imperfectum and modus perfectu m respectively, and are transcribed acco rding to the French mod us. It is merely 
a change in terminology ; the results are the same. 

T he use o f the symbo l .q . by the scribe o r scri bes who had copied the mus ic in Sq8 ,,·hen the F rench modus was alread y available 
is di fficu lt to explain unless amor patriae \\·as a facro r in p reserving at least one no tational p rincip le of Ital ian origin. Gallic influence, 
at least in no rthern Italian cour ts, is easily explained in view of the si.:, ty-seven years of Papal residence in Avignon . Italian co mposers 
and theorists 9 were fa miliar with French notation and w ith isorhythmic organiza tion. 10 T he use of bi-li.ngual texts 11 al so points to 

close cul tu ral ti es between the rwo countries. 

[t has been the policy of the transcriber to avo id the simu ltaneous use of conflicting time sig natu res such as z/4 and 6/8. In 
those instances where a composition lying generally in z/4 tim e digressed momentarily to 6/8 and w as so indicated (s.i. ) in eithe r one o r 
both voices, it was considered best to continue in z/4 and ro exp ress six quavers as two g roup s of triplets. As in the p revious volume, 
ligatu res are ind icated by a b racket. 

In general, note fo rms are unifo rm in the va rious codices . H owever, one co mposition, Ita se n'era by Lorenzo da Firenze, is 
preserved in th ree versions : Sq, f. 4 5 v-46r (version A ), Sq, f. 46v-4 7r (vers ion B), and L o. Where version B fl uctuates between .q ., .n . 
and .t. and employs the usual note fo rms, version A retains on e time signatu re ( .p.) fo r the entire composition and relies on new note 
fo rms to express rhythmic variety. \'\ihile SqB can be transcribed with rela tive ease, a successful so lu tion to SqA and L o can be reached 
onl y after a co mparison of all th ree M SS. A fundamental p ro blem in SqA is the use o f the above-mentioned sp ecial note fo rms and 
the lack of consistency in their application b y the scribe. A lthough the table given by J ohannes W"olf in his Geschichte der Memurai­
Notation von 1250- 1460 12 would appear to be generally correct, several variants should be noted. The follo\\·ing special forms are 
used, and, in the opinion of the present transcriber, with the following meanings: 

(so) = t / z s(m .18-r9)13 

( 1!i0 ) = t /4 s(m. r8-1 9), r /3 s (5 4-55 ), t j6s(m. 41) 
(om) = Z/ 3 s (always) 
(mv) = I /8 s (always) 
(sm0 )= t (8 s (m . 44-47), r /6 s (m. 54-55) 

In SqB and L o do ts are used after notes, evidently to se t apart trip le group ings within a duple meter, o r duple groupings within 
a triple meter . Thu s in SqB (m. 53- 54 C) triple groupings, already indicated by .t ., are reinforced , and in Lo (m. 18-zo C) duple group­
ings and (m. 54- 55 C) trip le groupings are indicated . 

So me madrigals survive with only one tercet. This is obviousl y a scribal lap sm calami, for in some instances the complete text 
(tw o o r more tercets) is present in the same composition from another codex. T he second tercet in Da, da, a chi avaregia, miss ing in Sq, 
was taken from CarCb. Moreov er, A nto nio da T empo, the Paduan judge-poe t, stated in 13 32: 

M andrialis (Madrigal) itaque u ndenarius tantu m debet esse duaru m par tium sive copularum ad minus ; p otes t etiam 
habere p lures partes servata tamen regu la incepta, et sic de aliis mandrialibus. D ebent etiam habere omnes mandriales in secunda 
p arte to t versus quo t in prima .. . 14 

In the absence of a seco nd terce t, t he repetition of the first section may be left to the discretion of the performer. 

Once again I wish to acknowledge the assistance g iven me by Dr. Fran k Ll. H arri son, Reader in the Histor y of Mus ic, and 
Dr. Cecil Grayson, Serena P rofesso r of Italian Studies, both of the Universi ty of O xford, E ngland ; Dr. H arr ison fo r his help and 
wisdom in th e so lution of the knotty pro blems inherent in musica ficta, and Dr. Grayson w ho succeeded in decipher ing and reconstruct­
ing some of the texts that were prac tica lly illegible. T o Dr. J ohn G rubbs of the Uni versi ty of T exas I offer my sincere thanks not 
only fo r his patient and pain staki ng proof-reading , but also fo r his man y suggestions in interpreting certain equivocal readings . I am 
also indebted to the Librarians of the fo llowing insti tutions withou t whose co-opera tion this vol ume \\·ould not have been possible : 
Biblio teca N azionale Centrale and Biblio teca Medicea-Laurenziana in Flo rence ; Bibliotheque N ationale, Paris ; the Bri tish M useum, 
London ; Biblioteca Vaticano, Rome; and the Universi ty Library in Prague. 

I am grateful to the University of California, Los A ngeles, fo r a generous g rant which enabled me to examine the manuscripts 
in the European libraries, and to the American Council o f Learned Societies for the grant of a fellowship . 

Los Angeles, Califo rnia, r968 

1 Sec this series , VI, 10 4, t zz, 1 z6, r z8 . 
'Franco Sacchetti, 11 !ibro delle rime, ed. by Alberto Chiari, Bari , 1936, 93· 
3 MGG, V, l l · 
'Edited by Gallett i, Florence, 1847, 34· 

W. Thomas Marrocco 

'Alexander Mai n, in The Coii/JIJO II II'ealth of M usic, ed. by G. Recsc and R. Brandel, New York, 1965, 130· 16z. There are two other examples of the use of a 
triple cano n in the rito rnclli o f Gio vanni da Firenze's N e/ boscbo senza Jolglie and in Prancesco Landini 's De dimmi tu, the latter ar the fifth. 

6 Franco Sacchctti, Op. cif ., I3 and 41 . 
7 The exceptions are ln f orma quasi and Seguendo'f canto. 
s The Squarcialupi codex conta ins 344 co mpositio ns entered at various times and by vario us scribes, which accounts fo r the vari ety in no tatio n and rime signatures . 
9 Examples o f senaria gallica and senaria italica are found in the Vatican codex Rossi 215. Sec MarrC, plate V . 

to Marchettus da Padova declared in his Pomerium ( 1318) that French notat ion was mo re rational than lralian, whi le Prosdoci mus de Bel demandis , no twith­
standi ng the fact that French notation had become univ'ersally accepted, declared in his Tractatus p ractice de musica mensurabili ad modum ftalicorum ( 141 2) that 
Italian no tation was sv perio r to French in cen ain aspects . See 0. Strunk , Source R~adings in !v!usic H istory1 N ew Yo rk, 195 0 , x66; C. Sartori , La Notaz ione 

l talia11a del Trecenlo, Florence, I9 J8, 144 · 
u Sec Piero's 0 11g11i dilello (0-L. VI, rz), Jacopo's L o lwm vostro (Ibid. , ro4), the ano n yrr.ous Quandye vov le due (MarrC, 8o), Lorenzo's Povero rappator (PirrMF Ill, 

r z), and Landini's Si dolce non sono (0 -L. ! V, z ro) . 
12 I (r9o4), p r. 
13 Wolf gi ves a value of r t / z. s witho ut reasonabl e justi fica tion. Ir woul d appear that modifications (circles, flags, and stems) above a no te always sho rten the 

value, while those belo w lengthen. 
l <l Summa artis r itbimici} ed . by G . Grio n, Bo lo gna, 1869, 140. 
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xo6 Cb after B/ between 112 and 113 C pali omitted in tran­
scription; T palp omitted in transcription{ 1 I7 C 2trm. 

Variants in Lo: I C T [s.i.] / 46 C first beat pam omitted in 
transcription/ 63 C second beat b plicata{98 T second beat all 
draftoo C first beat m m'" mf IOI C first beat m"' m mf 104 C 
third beat m dram mf I07 C second beat all m{1o8 C b dot If 
I09 C I If no C 1s dot/ t 17. C between second and third beats 
pab omitted in transcription/ I I 3 C second beat sm sm m m m; 
T between second and third beats pab omitted in transcription/ 
between I I4 and I I 5 C T palp omitted in transcription/ 1I7 C 
5dra/119 C 2trm, second beat mvmvmvmvtn m 111 fu8 Call m. 

Editions: WoSq, 94; PirrMF Ill, 10; Text: LiGoM, 48. 
IT A SE N'ERA (M) 2 v; Lorenzo da Firenze. 
Sources: 

I. Lo, f. 43v-44r (see separate transcription). 
2. Sq, f. 45v-46r version A. 
3· Sq, f. 46v-47r version B. 

Text: Author unknown; SqA SqB first Ter and Rit underlaid in 
both v, Loin C only, T untexted, SqA SqB second Ter Jacking 
(taken from Lo), Lo second T er placed at end ofT. 

Rhythm: SqA opens _in .p. (not indicated in T), 76 changes to 
[.o.]; SqB opens In .q. 3 (not indicated in T), 76 changes to 
[.q.z]· . In SqB and Lo there are frequent changes to .a. , .t. , 
~nd s.1 .,. throughout the composition. For more detailed 
~ormanon consult the notes. Reduction: b=quarter note 
1n .q., dotted half in .n., .t. , and s.i. 

Notes: The following variants pertain to SqB only : I C .q.
3

; 

T [.q. J] / 4 C .n. f 5 C .q.3 / 7 C .n. / 8 C .q.3 / I6 C .n. f I8 C .q. , 
second beat .n. f 20 C .q. 3 / pC .t. , second beat .q./ 22 C .n.f 
23 C .q .3 / B T .t. , third beat .q. / 34 T .t., third beat .q./ 
be~een _ 36 and ~7 _C pab omitted in transcription; T pali 
orrutted In traoscrtptlonf 39 C .n.f 42 C .q. 3 / 44 C second and 
last notes s in lieu of mf between 48 and 49 C pali omitted in 
transcrip~on f 53 c .t.f n-54 c all notes followed by dots/ 
S7 C Eb stgn/ 75 T max f 76 C T [.q. 2]/ 83 C [s.i. ] / 84 C [.q.2] / 

90 T .i.f 9I C .t., second beat .q.; T [.q.] / between I04 and 
Io5 C pab omitted in transcription; T pali omitted in tran­
scription. 
The following variants pertain to SqA only : I C .p.; T (.p.]/ 
z C no ligs/ 3 C T first and second beats ligz/ 5 C T no ligs/ 
6 C T first and second beats ligz/ 8 C T no lig/ 9 C T no lig/ 
IQ c T no lig/ I I c T no lig/ I z c no ligs; T first and se'cond 
beats ligz / 12 third beat tQ I 3 first beat T ligz f I 3 C no ligs; 
T second and third beats ligz/ I4 T no ligsf q-I6 T no Jigs/ 
I7-I 8 T SJ b b (lig4)/ I 8 C first beat mo m<> m0 m0 , third beatlast 
note m f I 9 C first and second beats all sm, third beat mo mo so f 
zo-u T no lig/ ZI C no ligs/ n T first and second beats ligz/ 
23 T first and second beats ligz/ 24 C I palp; T If 2.5 C CH; 
T no lig/ z6 C no ligs/ z6 to first note 27 T ligz/ 27 C no ligs/ 
z8 C no lig, thirty~second notes expressed with mv; T no lig/ 
19 C T first and second beats lig1{19 third beat to 30 no ligf 
30 C no ligs{31 C thirty-second notes expressed with mv,no ligf 
31-31 T lig3{ 33 c no lig/ 37 C thirty-second notes expressed 
with mv; T no lig/ 38 C thirty-second notes expressed with mv, 
no lig; T no Jig/ 39 T first and second beats lig1/ 40 C third 
beat m<> m<> trm trmf 40 to first note 41 T lig1/ 41 T first and 
second beats lig1/43 C third beat trm m<>m0 trm trm; T first and 
second beats ligz./ 44 C second beat sm mo m<> sm sm; T first and 
second beats ligz./ 44 third beat to 45 T no lig/ 45 C first and 
third beats sm m0 m<> sm sm f 46 C second beat sm m<> m<> sm sm · 
T lacking/ 47 T first and second beats lig1/ 47 third beat t~ 
48 T no lig/ 48 T If between 48 and 49 C palp; T pali/49-51 T 
bE pd sCE (lig1) sC sEF (ligz.) sDf 50-p C no ligf PGH/ 
11 T no Hgs/ 52-53 C no lig/.53 Csecond and third beats mC 
.IW

0ED1m°CBbm0 A/ 53-51 Tlig1/,4Cm0 GABbCBbAG1.1W°FE 
trmD/ 5 S C no lig/ ~il C noB natural/ 59 C no lig/ 6o C T no 
lig-s/61 C no lig; T lig1/61 C T no ligs/63 C no lig; T lig1/ 
64 C no Eb; C T no Jigs/ 6s T first and second beats lig1/ 

••• 

65-66 C no lig/ 66 T lig2/ 67 T ligz/ 67-68 C no ligsf 68 T 
no ligs/ 69 C first two notes ligz; T first and second beats Jigzf 
7o-7I C no Jig/ 7I C CH/ 72 C thirty-second notes expressed 
with mv; T first and second beats ligz/73 C no Jig; T first and 
second beats lig2 / 74 C thirty-second notes expressed with mv; 
T no Jig/ 75 C T If 76 C T [.o.] with French characteristics; 
C no Eh in sig / 76-78 T lig3 / 8o C thirty-second notes ex­
pressed with mv; T lig2/ 8I-83 T lig3/ 84 C no lig/ 85 T ligzf 
85 third note to 86 C lig2/86 T lig2/9o T dot after first note/ 
9I C second beat mvDCBbA mG/94-96 T no ligsftoo C no ligf 
101 C ligz/ between 104 and I05 C T pabfto5 T ligz./to6 C 
noB natural; T ligzfio7 T no Jigs/ 1I2-II3 T no ligsfn3 C 
no Jig. 

Variants in Lo: I C T [.q.3]/4 C .n.f 5 C [.q. 3]/ 7 C .n./8 C .q.3 / 

between r I and Iz T pam pam omitted in transcription/ 
between I 3 and I4 T pasb omitted in transcription/ I6 C [.n. ]/ 
I6-I7 Call m (reading adopted from SqA and SqB)f 18 and I9 
C first beats .q. groupings indicated by dots after each mf 
zo C last beat .q. grouping indicated by dots after each note/ 
zz C first beat .t., second beat .q .f 2.3 C .n., between fourth 
and fifth notes pab omitted in transcription/ 24 C[ .q. 3 ] /between 
2 5 and z6 T pab omitted in transcription / 31 C first beat If 
34 T .t./ 3 5 C first beat I; T third beat .q. / 40 C m m pab, change 
to .n., m m m mf between 40 and 4I C pasb omitted in tran­
scription / 4 I C between second and third beats pasm pam 
omitted in transcription/ 42 C second beat m pam pam mf 
between 42 and 43 T p ab omitted in transcription / 43 C .q.3, 

pasb after first and second beats omitted in transcription/ 44 C 
first and second beats I pa s, third beat triplets expressed with 
sm in lieu -of trm/ 45 C second beat triplets expressed with sm 
in lieu of trn1 f 46 C first and third beats triplets expressed with 
sm in lieu of trmf 47 C pasb after second beat omitted in 
transcription{ 48 C pam pam after first beat omitted in tran­
scription / between 49 and 50 C palp omitted in transcription; 
T pab omitted in transcription/ 53 C pasb after second beat 
omitted in transcription / between 53 and 54 C pam pam 
omitted in transcription/5 4 third beat to 55 C triplet groupings 
within .q. indicated by dots after each note / 58 C first beat If 
6o C third beat dots on each note of lig /63 C dot after second 
lig/ 64 C dot after first lig / 65 C second and third beats dots 
on each note of ligs f 69 T pab after first beat omitted in tran­
scription/ 75 T H on E perhaps intended as FH, omitted in 
transcription/ 77 C T [.q.2)/ 84 C s.i.f 85 C .q.2 ; T If 92. C 
first beat [.n.] , second beat .q.2 / between Io5 and Io6 C T pali 
omitted in transcription. 

Editions: WoG Ill, II9; WoSq, 77; PirrMF Ill, 8 ; Text : LiGoM, 
49; Facs: Ga, pl. XI (Sq) . 

NEL CHIARO FlUME (M) z v; Lorenzo da Firenze. 
Sources: 

1. Fl, f. 77v-78r. 
2.. Pit, f. zzv-z 3r. 
3· Sq, f. 48V-49r. 

Text: Author unknown; all MSS first Ter and Rit underlaid in 
both v, Fl Sq second and third Ter placed at end ofT, Pit at 
end of C. 

Rhythm: All MSS open in [.q. 3 ) , 36 change to s.i. (change not 
indicated in FJ), 50 F/ to [.q.2), 5 I Pit Sq to .q. 2 (change not 
indicated in T) ; reduction: b=q_uarter note in .q. , dotted half 
in s.i. To avoid the use of conflicting signatures at 5 I it was 
deemed best to change to z/4 at 46. 

Notes: T Pit Bb sig through zz only/1 C T Fl Pit Sq [.q. 3]/ z 
C Sq no CH; T Pit Sq no CH/ 4 C Sq no CH/6 C Pit Sq second 
beat first three notes trtn, Sq last heat ligz; T Pit Sq no PH/ 
6 to first note 7 T Sq lig4{ 8 C Pit 2FH, Sq first beat EFEF, 
no PH ; T P_it Sq no CH, Sq Bb/ 8 last two notes to I I T Sq 
lig9/ 9-10 T Pit lig6/ I I C Sq I pabf between I I and u C 
Fl Pit palp, omitted in transcription, Sq no palp; T Fl palp, 
omitted in transcription, P_it Sq period in lieu of palp/ C T Sq 


