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INTRODUCTION



PATRICIA HALL



“In order to eliminate every cultural and economic peculiarity, no Polish corporation, union or association can exist … Polish restaurants and cafes are not permitted … There shall be no Polish newspapers, nor production of Polish books, nor publication of Polish journals. For the same reasons, Poles shall have no right to own radio receivers or phonographs.”

Fragment of Wetzel and Hecht’s Memorandum, November 25, 1939

DURING a recent visit to Auschwitz-Birkenau, I was particularly struck by the text of this memorandum posted in Block 15, now the site of an exhibition on Poland during World War II. It describes a level of censorship applying not only to music, but Polish life in general. As Halik Kochanski, the author of The Eagle Unbowed: Poland and the Poles in the Second World War clarifies, “Nazi ideology demanded the total subjugation of Poland and erasure of all evidence of her statehood” (Kochanski, 98).

Music censorship in Poland, alluded to at the end of the quote (Poles shall have no rights to radio receivers or phonographs), is made explicit in the film The Pianist: Wladyslaw Szpilman’s performance of Chopin’s Nocturne No. 20 in C Sharp Minor, Opus Posthumus, is interrupted by the dramatic bombing of the Polish National Radio. Polish life (and music) does not resume until the end of the war, signified by the 1945 broadcast of Szpilman playing the same Chopin nocturne.

While this could be cited as an extreme and total form of censorship, occurring during a world war and initial invasion of a country, there are equally extreme forms taking place today. Freemuse, established in 1998, “advocating and defending freedom of expression for musicians and composers worldwide,” maintains a website in which instances of music censorship are literally posted as they occur, for instance, the blurring of musicians playing instruments in a broadcast by the Islam Republic of Iran Broadcasting in February 2016. Moreover, even a cursory glance online reveals other shocking instances of music censorship: the public beheading of an Iraqi teenager by ISIS in February 2016 for listening to “Western pop music.”

In its most elemental form, music censorship requires an agent capable of affecting negative outcomes on a musician. These negative outcomes may take the form of execution, imprisonment, torture, fines, or cancellation of performances and the resulting loss of income. It is not surprising that as a result, many musicians resort to self-censorship. Conflicts between the censoring agent and the musician arise when music does not project the ideals of the agent, whether religious, governmental, or otherwise. In their extensive study of the history of music censorship, Marie Korpe, Ole Retov, and Martin Cloonan list possible censoring agents as “governments, mass media, religious authorities, industries, business firms, school systems, retailers, musical groups, parents, and even individual musicians” (Korpe et al., 240).

This Handbook presents thirty in-depth studies of music censorship from the eighth century to the present. The range of music presented is also very broad, from Gregorian chant to eighteenth-century opera to present-day pop music. Since censorship is a worldwide phenomenon, this volume includes studies from every continent. At the same time, these chapters are representative examples, since it would be impossible to discuss every type of music censorship, a fluid phenomenon that can change daily.

Section I focuses on religion as an object of censorship, but also as a censoring agent. In Chapter 1, Luisa Nardini describes the result of Pepin the Short (714–768) and his son Charlemagne’s program to enforce liturgical homogeneity in Western Europe. In Chapter 2, Alejandro Planchart traces the evolution of the English Kyrie, and its transformations in continental sources. Jeremy L. Smith explains the variability of governmental control on printed music during the Protestant/Catholic conflicts of the Elizabethan era in Chapter 3. In Chapter 4, Guillermo Wilde discusses the imposition of Jesuit ideals on the native population of South America, and their resistance to these ideals. Chapter 5, by Pauline Fairclough, elucidates the complex topic of suppressing Western sacred music in Soviet Russia. And finally, Chapter 6, by Na’ama Sheffi, explains the opposition to performing Wagner in Israel after Kristallnacht.

Section II, in contrast, focuses on a particular era: the Enlightenment in France and Austria. Beginning with Hedy Law’s ingenious study of the role of Harpocrate in eighteenth-century France (Chapter 7), we move to three iconic operas of the period: Martin Nedbal’s study of censorship in Don Giovanni (Chapter 8), Laurence L Lütteken’s of The Marriage of Figaro (Chapter 9), and Robin Wallace’s reexamination of censorship associated with Beethoven’s Fidelio. (Chapter 10).

Section III, studies censorship in transitional governments, from nineteenth-century Italy to present-day Taiwan. No volume on censorship would be complete without a discussion of Verdi’s operas in pre-Unification Italy, and Francesco Izzo details the many struggles with text censorship that Verdi endured (Chapter 11). The remaining chapters in this section deal with broad periods of censorship in twentieth-century nations: the former Yugoslavia, with an emphasis on the censorship of folk music (Ana Hofman, Chapter 12), Nancy Guy’s study of the censorship of popular music in Taiwan (Chapter 13), and Barley Norton’s study of censorship in Vietnam from 1954 to the present (Chapter 14).

Section IV describes censorship in totalitarian governments during the twentieth century. Four of these chapters focus on an individual artist. Chapters 15 and 16 by Carol Hess and Thais Lima Nicodermo, respectively, discuss the composers Estrella in Argentina and Lins in Brazil. My own chapter traces Berg’s attempts at the end of his life to counteract censorship of his opera Wozzeck in Nazi Germany (Chapter 17). Michael Beckerman describes the unique censorial conditions of the concentration camp Theresianstadt in 1944 (Chapter 18). Peter Schmelz examines the saga of censorship that has evolved around Schnittke (Chapter 19). And Hon-Lun Yang explains different phases of censorship in the Peoples Republic of China, both in terms of native performers and visiting musicians (Chapter 20).

One might initially imagine that less censorship occurred in democracies, the topic of Section V, however, three of the contributions derive from particularly fraught periods of US history: the labor battles of the 1930s (David Paul’s study of the filmic reception of The Cradle Will Rock, Chapter 21); the Second Red Scare (Jennifer DeLapp’s chapter on Copland’s Lincoln Portrait, Chapter 23, and Dick Flack’s chapter on Pete Seeger during the Vietnam War (Chapter 22). Our final chapter (Chapter 24 by Gordon Thompson) deals with the censorship of a Beatles song by the BBC, but also the entire history of BBC censorship.

Finally, in Section VI we examine race, gender, and sexual orientation as objects of censorship. Beginning with Sandra Graham’s study (Chapter 25) tracing the long career and racial code-switching of Sam Lucas, three of these chapters examine censorship of African Americans. Michael Drewett (Chapter 26) compares censorship during the Apartheid and post-Apartheid era of popular songs. Travis L. Dixon examines audience perception of rap music based on race, gender, and other factors (Chapter 27). Two chapters discuss the ongoing censorship of women in both the United States and post-revolutionary Iran. Roxane Prevost and Kimberly Francis (Chapter 29) explore the reasons why women are a distinct minority among composers of classical music. Ameneh Youseffzadeh discusses the suppression of women musicians in the male-dominated state of Iran (Chapter 30). Paul Attinello (Chapter 28) traces music about AIDS, from the first public awareness in 1981 in the repertory of “classical, popular, and avant-garde musics of the Anglophone West.”

While Plato’s Republic is frequently cited as the first extensive discussion of music censorship, music censorship has probably existed as long as music, and will continue to exist in one form or another. I hope this volume makes clear the tremendous complexity, variability, and changing nature of music censorship, as well as the many strategies that musicians have used to counteract it.
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CENSORSHIP AND RELIGION




CHAPTER 1



IN THE QUEST OF GALLICAN REMNANTS IN GREGORIAN MANUSCRIPTS

Archaisms in the Masses for the Holy Cross in Aquitanian Chant Books



LUISA NARDINI

WHEN Pepin the Short (714–768) and his son Charlemagne (742–814) envisioned a program of cultural unification of western Europe, they promoted a series of actions devoted to endorse liturgical homogeneity within the territories of their kingdom and beyond. This program entailed the suppression of regional liturgical traditions and the superimposition of Roman use to Francia and the rest of the Europe. That this was not a straightforward process, however, is attested by the melodic contamination of Roman chant that resulted from the attempt to domesticate the foreign (Roman) musical idiom to the local (Frankish or Gallican) taste. Therefore Gregorian chant—the repertory of chant that emerged from the eighth-century liturgical and musical exchanges between Rome and Francia—can be described as an aesthetic compromise, where compromise refers to the stylistic synthesis operated by Frankish cantors who, while adopting ritual structures and liturgical texts and genres from Rome, preserved some elements and their own liturgical practices and musical language.

Although the contamination of Roman chant with elements of Gallican style and repertory pervaded the whole body of liturgical chant, there are some feasts and ceremonies in which the preservation of Gallican elements was more pervasive and that therefore can be used as a means to reconstructing elements of the Gallican style. Among these there are feasts that were either not included in the Roman chant books or that were already present in the Gallican calendar before the arrival of Roman chant. In their effort to provide texts and melodies for these celebrations, Frankish cantors often conflated the general framework of Roman liturgy with components derived from local, preexisting devotional materials. In some such cases cantors simply reused older pieces and adapted them to the formal structure of Roman chant, while in others they composed new chants that would fit, structurally and stylistically, the recently Romanized arrangement of the mass. These last examples are generally defined as Romano-Frankish chants (Huglo et al. 2013).

In order to identify Gallican chants in extant Gregorian manuscripts, a method of double comparison has been proposed by scholars, the first between Roman and Gregorian books, to isolate chants of non-Roman origins, and the second among manuscripts of the Mozarabic, Ambrosian, and Celtic traditions to narrow down the geographical origins of pieces. After the double process of comparison has been accomplished, it is necessary to test the pieces according to “three main criteria . . . (individually or in combination): the evidence of liturgical books and other literary evidence, the literary style of the texts, and the musical style” (Huglo et al. 2013).

Within the repertory of the mass, in particular, one phenomenon has been noticed, the liturgical transformation of chants. This consists in refitting preexisting Gallican chants into Gregorian genres. This way a processional antiphon, or a piece from the ordinary, could change its original function and become an offertory, a communion, or an introit. There are instances of cognate chants in various Western chant traditions that bear more remote pre-Gregorian (Gallican) origins. These were made compatible with the structure of the Gregorian liturgy by way of genre switching (Nardini 2007). These are some of the methodologies that led scholars to identify a number of Gallican chants and to compile lists of extant exemplars (See Leclercq 1924; Huglo et al. 2013; Stäblein 1955, for a lists of individual pieces and bibliographical references; Huglo 1955a,b; Schäfer 1956; de Clerck 1977; Levy 1958–1963; Brockett 2006, for examples of studies of specific repertories).

This chapter analyzes a group of chants for the masses for the Holy Cross copied in manuscripts from Aquitaine that bear signs of more remote pre-Gregorian roots. These roots can be recognized in some textual and musical features, in aspects related to their liturgical collocation, and in the theological arguments they unfold. A comprehensive analysis embracing all constituents of liturgical chants is the only way to attempt the identification of Gallican components in chants copied in Gregorian manuscripts. Rather than proposing the discovery of new pieces, then, this chapter speculates on issues of persistence and change in the transmission of liturgical repertories and the role of music censorship on the practice of liturgical chant.

There is a group of masses for feasts of more remote Gallican origins that include, among others, the Chair of St. Peter, the Finding of the Cross, and the Beheading of St. John the Baptist (Hesbert 1935; Righetti 1950; Ropa 1993) to name just a few. Some of them are alternative masses to others found in Roman chant books for the same calendric day. For instance, in Roman chant books May 3 (Finding of the Cross) is also dedicated to St. Alexander, and August 29 (Beheading of the Baptist) to St. Sabine. Some of the pieces provided for these feasts may contain Gallican components that were filtered through the process of Romanization of chant and ended up being transcribed into Gregorian chant books. Ultimately, they made their way into the uses of other regions of Europe in the Middle Ages.

Reasons for focusing on the mass reside on the consideration that this is the best-documented rite of the Gallican tradition. We can learn about the structure of the Gallican mass from a number of documents, the most descriptive of which are the letters of the pseudo-Germanus. Texts for prayers and scriptural references are included in sacramentaries and lectionaries, the liturgical books used by the celebrant. These include the Missale gothicum (a Gallican sacramentary), the Missale gallicanum vetus, the Bobbio missal, and the Missale francorum (from the north of France), the so-called Mone masses (a group of masses described and published by the German historian F. J. Mone), plus a number of other, fragmentary documents. Lectionaries are preserved in a more scattered series of manuscripts, including the lectionary of Luxeuil, the lectionnaire d’Aniane, the lectionary of Wolfenbüttel, and other incomplete documents (see bibliography). Studies and editions of these documents allow us to advance more solid hypotheses about how Gallican remnants were sifted through the process of Romanization of Francia and entered the Gregorian tradition of chant. However, the identification of individual Gallican chants that were sung at mass is problematic both because they are very rarely listed in sacramentaries and lectionaries and because, when we do have occasional mentions of actual chants, they are generally limited to textual incipits and lack musical notation. This makes it necessary to recur to the method of multiple comparisons mentioned above to overcome the difficulties in the identification of chants. However problematic, a study of the Gallican mass may avail itself of larger and more reliable resources than the office. The divine office, in fact, not only is scarcely documented in extant Gallican sources but also shows stronger signs of regional fragmentation, thus rendering the comparison between the Gallican and Roman, or Gregorian, versions of chants an even more challenging task (Huglo et al. 2013).

The choice of Aquitaine for the present study, finally, is due to the consideration that this region, because of its greater geographical distance from the center of the kingdom, was characterized by a higher degree of retention of non-standardized chants (Huglo et al. 2013). Among Aquitanian manuscripts, graduals Pa903 and Pa776, both published in facsimile editions, will be privileged for this discussion (manuscript sigla are expanded in Appendix 2). Moreover, given the frequent political and cultural exchanges between Aquitaine and various territories of the Italian peninsula, some of these Gallican-influenced chants were later transmitted to Italy and were incorporated into the local liturgical manuscripts (Nardini 2015). Interestingly enough, some of the chants for the Holy Cross analyzed here ultimately reached the city of Rome. As explained below, some of the chants copied in the Roman gradual Bod74 were imported from outside of Rome. This circumstance, while pointing to the multidirectionality of chant transmission in medieval Europe, confirms what other scholars have also suggested: that the special kind of liturgical hybridism that resulted from the process of Romanization of Frankish liturgy—Gregorian chant—ultimately permeated some portions of the Roman rite, the very model to which Carolingian liturgists aimed to conform (Levy 1984; 2000–2001; 2003).

Before digging into the analysis of specific examples, however, it is important to contextualize the process of standardization of chant within the projects of cultural reform of the Carolingians and, previously, the Merovingians in order to define to what extent royal decrees influenced chant practices in Carolingian and post-Carolingian Europe. As mentioned above, the quest for liturgical uniformity was instrumental to the Carolingians’ broader plans of political and cultural unification of Europe. Carolingian monarchs knew that the political cohesiveness of their vast domain could only be attained through a project of cultural reform that would help holding together territories that were otherwise characterized by profound geographical, economic, ethnic, and cultural differences. Rosamond McKitterick observes, “with their steady series of conquests during the eighth century, adding Alemannia, Frisia, Aquitaine, the Lombard kingdom in northern Italy, Septimania, Bavaria, Saxony, and Brittany to the Frankish heartlands in Gaul, the Carolingians created what Ganshof regarded as an unwieldy empire” (McKitterick 1996, 59; see also Ganshof 1968).

Of course, any attempt at cultural unification in the medieval West had to go hand in hand with the pursuit of religious concord. With this in mind, Carolingians promoted a series of actions aimed to define and achieve correctness and uniformity in church rituals. We know that before the reign of Pippin III (714–768), not only did Gallican liturgy differ from that of Rome, but there was also no such thing as a prescribed set of approved texts even within the territories of Francia (McKitterick 1996, 61, 59). Indeed, because of the political fragmentation of Europe and the lack of a standard of liturgical uniformity on the part of ecclesiastical and temporal authorities, liturgical practices were substantially heterogeneous from region to region and sometimes from dioceses to dioceses up the eighth century.

Within the territory of pre-Carolingian Gaul, liturgical uses varied greatly from place to place, if not necessarily in the structure of rites, at least in the choice of texts. It is for this reason that scholars have referred to a plurality of liturgical Gallican uses. It was to favor a process of uniformity and ritual correctness that Carolingians pursued fidelity to Roman practices. McKitterick reminds us that “from the reign of Pippin III . . . (714–768), onwards, statements concerning the organization and ritual of the church within the Frankish realms of western Europe reveal a preoccupation with correctness, authority, and concord with the holy see” and also that “unity of law, administration, and ritual was not only required but also swiftly established within the Frankish Church.” In synthesis, it was a matter of “production and dissemination of authorized texts” (McKitterick 1996, 61, 62).1 In fact, in pre-Carolingian Gaul as in the rest of Christian Europe, ritual practices were often simply regulated by bishoprics or, as can be evinced by missionary uses in the sixth century, by whatever texts were at a cleric’s hand (for a more recent discussion and additional bibliography, see Hornby 2004).

It was because of the aim to overcome liturgical discordance among churches of the realm that Carolingians envisioned that a successful strategy for liturgical reform could only be attained by pursuing ritual concordance with the Roman (meaning papal) practices. This plan had a three-fold advantage: first, it could be easily recognized as authoritative by subject populations; secondly, it could benefit from the efficient network of papal bureaucracy and canonic tradition and therefore could be more easily spread throughout the territories of medieval Europe; finally and foremost, it was the reflex of a wider program of assimilation of the reign of Francia to Rome, because of the notion—intrinsic to the Carolingian political agenda—that “(Christian) Rome had to be reborn or revived in Francia” (Brown 1994, 14).

In her study on unity and diversity in the Carolingian church, McKitterick underlines that what Carolingians were really seeking was not identity of ritual practices, but a more general sense of concord. In other words, rituals had to be compatible with the uses of Rome in order and structure, but not necessarily exactly identical to them. For example, mass had to be organized according to the practice of Rome with two sets of chants (Proper and Ordinary) intertwined with prayers and readings. Moreover, each genre had to follow the structure of Roman models. Yet there were still margins for variants that consisted in additions and modification to the core repertory to suit the cultic needs of local churches.

The main instrument to promote “‘peace, concord, and unanimity’ among the whole Christian people” was the Admonitio generalis, an articulated body of legislation issued by Charlemagne in 789 that was composed of eighty-two clauses and was mostly devoted to ecclesiastical and spiritual matters (King 1987; Brown 1994). Main concern of the Admonitio was the pursuit of the spiritual salvation of humanity. The Admonitio stresses the importance of the true doctrine to instill religious piety and to control heresy. The production and availability of correct texts was crucial in this endeavor. Emphasis is given to the necessity of having well-trained scribes and reliable sources in scriptoria, so that only texts in accordance with religious orthodoxy would be produced. As for liturgical practice, the Admonitio stresses the urgency for uniformity of practice and concordance with the Roman See (Brown 1994, 20). Pippin’s intervention toward the suppression of Gallican and the adoption of Roman chant is defined as instrumental in attaining liturgical uniformity. However, reference to chant is very brief in the Admonitio, and more specific details about what the adoption of Roman chant specifically entailed are not included.

There is no doubt, though, that Frankish liturgists succeeded in Romanizing the order and structure of the mass. In fact, they not only acquired the overall organization of the Roman mass but also adopted the formal structure and textual selections of Roman liturgical genres for both the Ordinary and the Proper. For example, introits copied in post-Carolingian chant books conform to Roman uses in their being articulated in antiphon, psalm, and Doxology, as well as, in the majority of cases, in their textual selection. This can be verified for all other genres of the Proper of the mass, although there are repertories, such as alleluias and offertories, that, because of their later period of formation, display greater degrees of variability and inconsistency with more markedly local differentiations.

Table 1.1 compares the rite of mass in the Roman and Gallican liturgies. The table does not aim to imply a deterministic correspondence between Gallican and Roman genres (there are liturgical genres for which, because of formal and stylistic incompatibilities, the comparison cannot be made), but simply to show the order of chants, prayers, and readings and their position in relation to the central event of the Eucharist.



Table 1.1 Confrontation between the structure of the Mass in the Gallican and Gregorian uses. The correspondence is not necessarily liturgical but reflects the order of chants and their position in relation to the main events of the celebration




	Gallican Mass
	Roman (Gregorian) Mass



	1. Antiphona ad prelegendum (with psalm verse)
	Introit (with psalm verse)


	Call for silence
	


	Aius (Trisagion) followed by the Kyrie eleison
	Kyrie


	Benedictus (Prophetia). Replaced during Lent by the Sanctus Deus archangelorum
	Gloria


	Reading from the Old Testament
	


	Hymnus trium puerorum
	Collect


	Reading from the Epistles, the Acts, Revelation, or the martyrologium.
	Epistle


	Responsorium
	Gradual


	Antiphona ante evangelium
	Alleluia. (Sequence)

Alleluia is replaced by the Tract during penitential times.



	Aius before the Gospel
	


	Gospel
	Gospel


	Sanctus post evangelium
	Credo


	Preces
	


	Dismissal of the catechumens
	


	Sonus
	Offertory


	Immolatio Missae
	Preface



	Sanctus
	Sanctus


	Eucharist


	Fraction antiphon
	Eucharistic Prayer


	Lord’s prayer
	Pater noster


	Episcopal benediction
	Agnus Dei


	Trecanum (probably sung during communion)
	Communion


	
	Post-Communion


	
	Ite Missa est




The earliest Frankish liturgical books, as those published by Hesbert, all conform to the Roman order shown in Table 1.1. Conformity not only pertains to the overall structure of the rite, but also, for the most part, to the texts of Proper and Ordinary chants. Although complete homologation was never completely attained (and probably not even sought after), it is easy to understand that the changes introduced were substantial. Furthermore, the adoption of these changes by the majority of western churches following the Latin rite (with the exception of the churches of the Ambrosian and Old Hispanic rites) is a phenomenon of unprecedented import in the history of Western liturgy.

Even within the mass, however, we can find pockets of localisms in the otherwise standardized structure of the rite. Among these pockets of localism there are the texts for prayers and the selection of readings from the scriptures, for instance, which, studies have demonstrated, show lesser signs of super-regional standardization (McKitterick 1996).

But there were also other elements from the Gallican musico-liturgical practice that were retained in Gregorian chant books. Among these there are a group of ceremonies that were not part of the Roman liturgy. These include the processional antiphons sung during the Rogation days, the three days that preceded the Ascension, or the preces transcribed among the Minor Litanies in Gregorian books (Huglo 1955; de Clerck 1977; Capelle 1925), the translation of the relics at the dedication of a church, or the washing of feet at the baptism of neophytes (Huglo et al. 2013; Schäfer 1956). The tradition of Rogation was not known in Rome, but, through the intermediary role of Frankish manuscripts, was ultimately spread throughout Europe. It is for this circumstance that the chants for Rogation days are a privileged repository of Gallican remnants. Some of these antiphons were re-employed as mass Proper items in some Frankish and Italian manuscripts (Nardini 2007). They are characterized by more florid melodies and imaginative texts that make them differ from the majority of Roman antiphons (Huglo et al. 2013).

As for the forms of localism in the rite of the mass, these may pertain to either musical style, textual features, or the observance of feasts that predate the Romanization of the rite. However, they are difficult to identify because of the lack of extant notated Gallican liturgical books and because of the elapse of about four centuries between the creation of Roman chant (later seventh century) and its transcription in manuscripts. The earliest substantial Roman manuscript, Bod74, dates not earlier than the second half of the eleventh century. These circumstances, therefore, prevent the direct reconstruction of the Gallican (and Roman) archetypes of Gregorian chant, as underlined in the vast bibliography on the subject (see, most recently, McKinnon 2000, 375–403; and Levy 2000–2001; 2003). Localisms in Frankish manuscripts, however, should not be interpreted as forms of inobservance to royal mandates. In all liturgical chant repertories of the Latin Church, in fact, occasional divergences from standardized practices were simply a natural consequence of the need for a continuous balance between uniformity of rituals, realized through dogmatic and liturgical concord, and preservation of feasts, ceremonials, and textual and musical elements belonging to peripheral uses.

One of the main characteristics of Gallican chant that has been underlined in previous studies is the very special style of texts that veers from the psalm-like simplicity of Roman texts. Even when newly composed, Roman texts mimic the succinct and immediate language of the Scriptures and have plain prose that generally avoids subordinate clauses and complex theological discourses. This is typical of both the texts for Proper chants and liturgical prayers. In particular, Roman texts for prayers are

rigorously precise in theological formulation and concise in vocabulary: prayer is always addressed to the Father through the Son, and petitions are concisely expressed. By contrast, Gallican prayers develop various aspects of a theme, with an accumulation of rhetorical figures such as repetitions, redundancies, antitheses, and metaphors; and the rich and colorful vocabulary contrasts strongly with that of the Roman liturgy . . . . Prayers in the Gallican rite were frequently addressed to the Son and the Holy Spirit. (Huglo et al. 2013; see also Manz 1941)

The furbished style of Gallican prayers very likely derived from the intense stream of liturgical composition of sixth-century Merovingian Gaul (Hen 1996; 2001). It eventually affected the style of Romano-Frankish mass Proper texts (Steiner 1993). In this way, Frankish liturgists were able to reemploy imagery, theological concepts, and phraseology typical of Gallican texts within the recently acquired structure of the Roman liturgy.

The masses for the feasts of the Holy Cross copied in the Aquitanian manuscripts Pa776 and Pa903, have Proper texts that resemble, in content and style, more ancient prayers found in Gallican sacramentaries for the mass of the Finding of the Cross. Before proceeding in the analysis of these texts, however, it is useful to briefly trace the history of the introduction of these feasts into the liturgical calendar.

There are two major feasts dedicated to the celebration of the Holy Cross in the liturgical calendar, the Finding (May 3) and the Exaltation (September 14). Both feasts were known in Rome by the seventh century. In Francia observation of the Finding predates the arrival of Roman chant, while the Exaltation was imported with the rest of the repertory. Arguably, it is because of this circumstance that the mass Propers copied in Aquitanian manuscripts have a composite nature whereas chants of Roman and Romano-Frankish origins are intermingled with others displaying signs of Gallican influence.

Although both feasts had been established in Rome before the end of the seventh century, it was not until the second half of the eleventh century that we have a record of notated chants for the Proper of the mass in Roman liturgical books, when the earliest extant Roman book with chants for the Holy Cross, Bod74, is dated. This and the other two mass manuscripts, Vat5319 and F22, provide complete formularies. Examination of these formularies, notwithstanding the late date of compilation of the manuscripts, leads to the identification of the core Roman liturgical repertory for the Holy Cross predating the exportation of chant to Francia. Although the original, seventh-century profile of chants cannot be reconstructed and although the Roman mass Propers do reveal signs of conflation of local (Roman) and foreign (Frankish) influences, it is possible to identify the pieces that belong to the original Roman setting for the Holy Cross. Let us take a closer look at these formularies.

Table 1.2 compares the masses for the Finding of the Cross in extant Roman manuscripts. The chants that are “local” and reflect the pre-Gregorian practice were simply adapted from other masses of the liturgical year. These are the introit Nos autem and the gradual Christus factus est borrowed from Passion week; the alleluia Dominus regnavit and the offertory Deus enim firmavit both from Christmas day; and the communion Spiritus ubi vult from the week after Pentecost. (In the manuscripts, pieces borrowed from other feasts are provided with rubrics referencing their original liturgical collocation. These rubrics are transcribed in all caps in Table 1.2, as in Cutter 1979). The rest of the formulary of Bod74 and Vat5319 was imported to Rome from elsewhere: the processional antiphon Nos autem gloriari came from Aquitaine and bears more remote Gallican origins (Nardini 2007); the alleluia Dulce lignum is a Romano-Frankish addition to the Roman fund of chants for the Holy Cross that is also copied in a number of manuscripts of French, Italian, German, and English origin (Schlager 1965, 182). The prosulas Omnipotens rex eterne and Animas quas redemisti and the sequence Alma fulget lux preclara are shared with manuscripts from southern Italy. The prosula O alma crux is an original piece that was probably composed in loco in imitation of the imported prosulas. Given the repertorial similarities for part of the Mass in Bod 74 with Beneventan manuscripts, especially with Ben35 and MC318, it is very likely that Omnipotens rex eterne, Animas quas redemisti, and Alma fulget lux preclara were imported in Bod 74 from southern Italy (Levy 1971; Planchart 2001; Kelly 1994; Kartsovnik 1998; Nardini 2004). Finally, Table 1.2 shows the interchangeability of liturgical material between the Finding and the Exaltation of the Cross in Roman manuscripts, with Vat5319 being the only one with both formularies.



Table 1.2 Chants for the Proper of the mass of the Finding of the Cross in Roman chant books (Cutter 1979)



	Bod74
	Vat5319
	F22


	Processional Antiphon

Nos autem gloriari oportet in cruce Domini nostri Jesu Christi in quo est salus vita et resurrectio nostra per quem salvati et liberati sumus

	Processional Antiphon

Nos autem gloriari oportet in cruce Domini nostri Hiesu Christi in quo es salus vita et resurrectio nostra per quem salvati et liberati sumus

	


	Introit

Nos autem gloriari. [REQUIRE IN EBDOMADA DE PASSIONE FERIA III]

	Introit

Nos autem [REQUIRE AD SANCTAM PRISCA]

	


	
	Gradual

Christus factus est. IN CENA DOMINI

	


	
	Alleluia

Dominus re[gnavit]. NATALE DOMINI MISSAM

	


	Alleluia

Dulce lignum dulces clavos dulcia ferens pondera quae sola fuisti digna sustinere regem caelorum et Dominum

Prosula

Omnipotens Rex aeterne Jesu Nazarene Populi suscipe preces Clemens atque benigne

Prosula

Animas quas redemisti ex Spiritu Sancto gratias quas suscepisti eas a saeculo custody

Prosula

O alma crux nostra salus Christi per cruore te obnixe collaudamus omnes propter Dominum

	
	


	Sequence

Alma fulgens lux praeclara splendidior cunctis gloriosa desiderabilis atque dilecta membrorum Christi et honodrara. Tu sola fuisti digna nobilis triumphata ad caelis es exaltata super omnia ligna cedrorum es collaudata. Catenis infernorum per te sunt destructae animae Sanctorum sunt absolutae. Tartaris legions sunt obligatae per tuum sanctum signum manus armata. Libera nos semper crux gloriosa. Amen

	
	


	Offertory

Deus enim firmavit

	Offertory

Deus enim. [IN NATALE DOMINI]

	


	Communion

Spiritus ubi vult spirat et vocem ejus audis alleluia dicit Dominus et nescis unde veniat aut quo vadat alleluia alleluia

	Communion

Spiritus ubi vult spirat et vocem ejus audis alleluia. Dicit Dominus et nexcis unde veniat aut quo vadat alleluia alleluia

	


	Chants for the Proper of the mass of the Exaltation of the Cross in Roman chant books (Cutter 1979)


	Bod74
	Vat5319
	F22


	
	Introit

Nos autem REQUIRE AD SANCTAM PRISCA

	Introit

Nos autem [FERIA III POST DOMINICA IN PALMIS]



	
	Gradual

Christus factus est. REQUIRE IN CENA DOMINI

	Gradual

Christus fac[tus] [CENA DOMINI]



	
	Alleluia

Dominus regna[vit] IN NATALE DOMINI

	Alleluia

Dominus regnavit [NATIVITATE]



	
	Offertory

Deus enim fir[mavit]. MISSA MANE PRIMO

	Offertory

Deus enim fir[mavit]. [IBIDEM]



	
	Communion

Spiritus ubi vult. REQUIRE IN INVENTIONE SANCTE CRUCIS

	Communion

Spiritus ubi vult [FERIA V POST PENTECOSTEN]





That Dulce lignum was a Romano-Frankish import in an otherwise mostly Roman formulary is proved by a simple and, indeed, unique circumstance. The melodic profile of Dulce lignum in Bod 74 is Gregorian, not Roman, since it corresponds to all other European versions of this piece. The melodic incipit provided for the other chants—the introit Nos autem, the gradual Christus factus, the alleluia Dominus regnavit, the offertory Deus enim firmavit, and the communion Spiritus ubi vult—on the other hand, all coincide with the Roman rendition of the same melodies copied in previous sections of the manuscripts. This circumstance points to a Roman origin for the core formulary for the Holy Cross. After all, the feast of the Exaltation was already known in Rome before the exportation of Roman chant to Francia since “the prayers and readings of the Roman mass-sets for the Exaltation of the Cross belong to the feast’s oldest layer in the West” (van Tongeren 2000, 81).

The majority of tenth- to twelfth-century European manuscripts follow the model of Roman manuscripts in that they show an interchange between textual and melodic materials for the two feasts. The formulary for the Exaltation is often transcribed in an abridged form with rubrics referring to the chants for the Finding, since it comes later in the liturgical year, and therefore is copied in a subsequent section of mass books. Besides these repertorial and thematic links, the two feasts have different liturgical histories, are connected to separate cultic traditions, and pertain to distinct spheres of meaning related to the Cross. Both feasts, besides their seventh- and eighth-century institution in the Roman and Frankish calendars, bear more remote Palestinian origins (van Tongeren 2000, 4). The Exaltation commemorates the victory of the Byzantine emperor Heraclius and overthrow of Persian reign in 628. This victory allowed the return to Jerusalem of the relics of the True Cross, which had been previously removed by the Persians. In the spring of 629 the Cross was borne to Jerusalem in triumph by Heraclius himself.

The feast of the Finding derives from a duplex Palestinian tradition later imported by Constantinople, the dedication of the Constantinian basilicas on the Sacred Sepulcher and the Calvary and the remembrance of the finding of the Cross by St. Helena, mother of the emperor Constantine, commonly dated to the year 325. This latter episode (which gives the name to the feast of May 3) prompted the development of a rich literary tradition that was equally cultivated in both the Eastern and Western Christian world. This hagiographic tradition about the Cross also affects some of the Aquitanian Proper texts analyzed below.

The outburst of historical narratives in both Greek and Latin about the legendary events connected with the Holy Cross—the dream of Constantine, St. Helena’s recovery, and Heraclius’s return of the Holy Wood in Jerusalem—is not surprising, given the centrality of the Cross in Christian spirituality. The wealth of production of hagiographical accounts and theological discourses on the Holy Cross are generally referred to in specialized literature as staurology, from the Greek stauros (σταυρός), “cross.” Notwithstanding the flourishing of staurological writings since the fourth century, liturgical formularies for the two feasts were created at a much later age (not earlier than the seventh century), were scant in newly composed chants (as we have seen in Roman manuscripts), and poor in staurological contents.

Among Sextuplex manuscripts (Hesbert), which include manuscripts belonging to the earliest Gregorian generation, only the Compendienses (from Compiègne, ninth century) has the Finding of the Cross, while the Corbienses (from Corbie, ninth-tenth century) and the Silvanectensis (from Senlis, ninth century) the Exaltation. All their formularies are aligned with the core Roman repertory with the addition of the alleluias Dominus regnavit a ligno in the Compendiensis and Redemptionem in the Corbienses (cf. Cutter 1979; Hesbert 1935; and Table 1.3). While the first of these alleluias has a specific staurological focus, “The Lord ruled from the wood (of the Cross),” the alleluia Redemptionem is another example of chant borrowed from a pre-existing feast. Redemptionem in fact comes from the periods after Easter and Pentecost.

Manuscripts belonging to about one generation later than the Sextuplex sources enrich this basic formulary with a few items. These new items were not borrowed from other masses, but were newly composed for the Holy Cross. For this reason they characterize the formulary with themes and imagery more explicitly referring to the Cross, the events of the crucifixion, and the passion of Christ. The most frequent Frankish additions usually include the offertory Protege domine, the alleluia Dulce lignum, and the communion Per signum crucis (Table 1.3). Content of these pieces will be discussed below together with the other pieces of the Aquitanian tradition.

To synthesize, we can say that in the majority of early Gregorian manuscripts the formularies for the Holy Cross include the basic Roman set of chants (in the Frankish adaptation)—all of which borrowed from other Christological feasts—and a handful of chants that were composed in Francia possibly soon after the arrival of Roman chant in the eighth century. These Romano-Frankish additions are more noticeably focused on the crucifixion, the theology of the Cross, and the role of Christ in the divine design of the human salvation.

It is in eleventh-century Aquitanian manuscripts, however, that we find a much richer repertory of chants with a stronger staurological emphasis. These chants reflect the Gallican tradition of liturgical prayers for the Holy Cross. Pa776, a gradual from Gaillac, and Pa903, a gradual copied at St Yriex of Limoges, have formularies displaying an unprecedented richness and originality. Both of them have one formulary for the Finding, while Pa776 has two different formularies for the Exaltation. For the most part these formularies have multiple alleluias and double offertories occasionally embellished with prosulas. Tropes and proses will not be considered here, while prosulas will be only incidentally mentioned (Appendix 1).



Table 1.3 Formularies for the Holy Cross in Sextuplex sources and Cambrai 75 (76)




	Inventio (May 3rd) M 97 bis—Compendiensis
	Exaltatio (September 14th)—Corbiensis



	In Nobis autem glori[ari] oporte Ps Deus miseratur nostri

Gr Christus factus est/Propter quod et Deus

Al Dominus regnavit a ligno

Of Dextera Domini

V Inpulsus

Co Nos autem gloriari . . . Iesu Christi Ps Deus miseratur nostri

	In Nos autem gloriari Ps Dominus regnavit

Gr Christus factus est pro nobis

Al Redemptionem

Of Deus enim firmavit

Co Nos autem gloriari . . . Ihesu Christi. Ps Annunciate inter gentes



	Of Deus enim firmavit belongs to the second Sunday after Christmas, Al Redemptiones to the Tuesday in Easter Week, and Of Dextera Domini to the Easter mass.


	Cambrai 75 (76).


	Inventio (May 3rd)
	Exaltatio (September 14th)


	In Nos autem* (nn)

Al Sancti tui domine

Al Dulce lignum

Of Protege domine

V. Salus omnium

Co O crux splendidior

	In Nos autem* (nn)

Gr Christus factus est* (nn)

Al Dicite in gentibus

Of Protege domine* (nn)

Co Crux benedicta

Co Per lignum crucis





The masses combine some of the standard Gregorian chants we have already encountered in Roman and early Gregorian manuscripts, with some newly composed pieces. These newly composed pieces are compatible with the overall structure of Gregorian chant, but were likely composed locally after the standardization of the practices of chant. As is the case with similar repertories developed in various regions of medieval Europe after the diffusion of Gregorian chant (Planchart 1993; Nardini 2006), neo-Gregorian chants often conceal elements of older pre-Gregorian traditions. In the case of the Proper chants for the Holy Cross in Aquitanian manuscripts, it is the thematic analysis of Proper texts that leads toward the recognition of archaic Gallican elements. Table 1.4 lists the incipits of chants for the masses of the Holy Cross in Pa776 and Pa903, and Appendix 1 provides textual transcriptions.

All newly composed Proper chants copied in Pa776 and Pa903 are embroidered with theological concepts and literary metaphors that are derived from the liturgical prayers copied in Gallican sacramentaries for the Finding of the Cross. Although the theological kernel of the Cross is common to all Christian traditions, there are some clusters of meanings that are more geographically characterized, so that we can speak of Roman, Hispanic, or Gallican staurological traditions.



Table 1.4 List of Proper chants in the Aquitanian graduals Pa 903 and Pa 776




	Pa776



	Inventio (May 3rd)
	Exaltatio (September 14th)


	In Nos autem gloriari*

Al Dicite in gentibus

Ps Laudetur omnis tibi

Ps O quam lignum pretiosum

Pr Dicite cori cuncti

Al Benedictus sit Ihesus

Al Salua nos Christe

Al Tuam crucem adoramus

Al Dulce lignum

Pr Hic vir dux polorum

Of Veniens uir splendidissimus

V. Cumque in sopore

Pr Protege dominarot

Of Protege domine

V. In conspectu tuo

V. Salvator mundi

Co Tuam crucem adoramus

Co Per signum crucis

Co Crux Ihesu Christi

	In Christus pro nobis*

Gr Michi autem/Per quem michi mundus

Al Benedictus sit Ihesus Christus

Of Deus enim firma*

Of Dextera domini*

Co Tuam crucem adoramus

Alio

In Dum esset gens congregata Ps Aspice in orientem

Gr Pro pio filio*

Al Adoramus te Christe

Al Nos autem gloriari

Al O crux benedicta

Al Tuam crucem*

Pr Et lignum crucis

Al O crux veneranda

Of Salva presentem catervam

V. Salus omnium populorum

Co Nobis autem gloriari

Co Redemptor mundi

Co Per lignum salui facti sumus



	Pa 903


	Inventio (May 3rd)
	Exaltatio (September 14th)


	In Dum esset gens congregata Ps Aspice in oriente

Al Dicite in gentibus

Al Salua nos christe salvator

Al Tuam crucem adoramus

Al Dulce lignum dulces clavos

Al Per signum sancte crucis

Of Veniens vir splendidissimus

V Cumque in sopore somni

Of Protege domine plebem tuam

V In conspectu tuo domine

V Salvator mundi salua nos omnes

Co Per lignum serui facti sumus

	






central to all these [Roman, Hispanic, and Gallican] traditions is the commemoration of the Cross, and the celebration of the feast of the Cross in the perspective of salvation. This central theme is developed and concretized in various motifs . . . through the incarnation, which issued into the crucifixion, Jesus emptied and humbled himself, and is elevated by God. In this way, through his precious blood (that is to say, his death on the Cross) the redemption of the world was brought about . . . . The Cross marks this salvation and refers to both this salutary deliverance and to Christ (van Tongeren 2000, 260; 253–274).

Besides this common thematic focus, Roman and Gallican prayers are differently characterized in contents and literary styles. Gallican texts “are full of metaphor, effusive, lyric in tone and content and narrative in nature: they develop themes and motifs elaborately, richly engaging in associations from Scripture while doing so” (van Tongeren 2000, 260; 253–274). Also, while Roman prayers identify God, the Father, as the principal responsible for the human salvation and Christ as the mediator, Gallican prayers are generally addressed to Christ who is defined as lord, king, redeemer, and savior. This way Christ doesn’t assume a simple intermediary role, but is the primary entity in the plan of redemption of the human kind. This Christological emphasis in Gallican texts derived from the urgency to defeat heretical beliefs that denied the divine nature of Christ. The Cross is instrumental in both the Roman and Gallican traditions, but Gallican texts are more lyrical and make an extensive use of metaphors when referring to it.

There are seven main theological motifs associated with the cross in liturgical prayers (van Tongeren 2000). These are: (a) redemption, (b) recirculation, (c) content of salvation, (d) Cross and Eucharist, (e) historical references, (f) the present and eschatology, (g) the Cross characterized. The ways in which these categories are developed, though, reveal a different attitude of Roman and Gallican liturgical composers and illuminates the devotional influences exerted on Aquitanian mass Propers. The categorization proposed by van Tongeren is useful to sort through the different concepts unfolded by the Aquitanian Proper texts and therefore will be used here as a guideline for textual analysis. Pieces are referred to through their order of appearance in Appendix 1. Preexisting chants borrowed from other feasts of the liturgical year are not examined.

Redemption. Redemption is the underlying theme of the entire formularies; however, it is explicitly mentioned in the alleluias Adoramus te Christe (6), Benedictus sit Ihesus (7), and Per signum sancte crucis (12) and in the communion Redemptor mundi (24). Jesus is defined as the deviser of the divine design of human salvation and the Cross as his instrument. Christ is adored and blessed in nos. 6 and 7 (“we adore you, Christe, we bless you who redeemed the world through the Cross”; “Blessed be Jesus Christ, our Lord redeemer, and blessed be the wood for which there will be justice”). More concise is no. 12 with: “Through the sign of the Cross make us free, o God, you who redeemed us.” No. 24 also mentions the sign of the Cross and the episode of Jesus saving Peter from drowning: “Redeemer of the world, through the sign of the Cross, save us against all adversity, you who saved Peter in the sea, have mercy on us.” In no. 24 the underlying reference to Christ’s role in the redemption is further defined as a defense against adversity (“ad omni adversitate custodi”).

This last example is particularly relevant in a discussion of Gallican influences on Aquitanian mass Propers, since its content and vocabulary strongly resembles a prece of Gallican origins, “Miserere, miserere, miserere illi Deus” (Pa776, 138; see Huglo 1955 [preces and antifone], Huglo et al. 2013; Brockett (2000), “Have mercy . . . on him, God, o Christ redeemer, let he come (to you); holder and redeemer of the world, Jesus Christ, author of things”). There is also an interesting musical connection between the two pieces, since the communion, a unicum in Aquitanian manuscripts, appears to be mimicking the melodic conduct of the Gallican prece. The scalar motion alternating between descending and ascending movements and concluding on the lowest notes of the melodic range characterize both the prece and the communion. A major difference is a more neumatic, and occasionally melismatic, style (especially on the conclusive Miserere nobis, but also on mundi and crucis) for the communion. Other Gallican-derived elements of this and other melodies will be discussed below.

Recirculation. This theme is about the relation—according to medieval theologians—between the wood of the Tree of Good and Evil in Paradise and the wood of the Cross. While Adam and Eve closed the doors of Heaven to humankind by eating from the Tree of Paradise, the wood of the Cross reignites the hopes of salvation. Recirculation is only marginally present in Roman prayers but is recurrent in Gallican prayers. In the communion Per lignum (22) this concept is expressed in a very concise but effective manner, where an obvious reference to redemption is also included: “We were made slaves through the wood and were made free through your Holy Cross; the fruit of the tree seduced us, the Son of God redeemed us.” The version in Pa776 that substitutes “servi” with “salvi” (saved) appears to be corrupted. In the communion Crux Ihesu Christi (20) the reference to recirculation is more hermetic: “The cross of Jesus Christ opened the door of heaven for us, the cross annulled the constraints of death . . . .”

Content of salvation. This is arguably the most pervasive theme in the Aquitanian masses for the Holy Cross. It is by and large related to the “accessibility of paradise,” “the protective function of the Cross,” and “the struggle against the enemies.” Salvation, “the attainability of Paradise,” is “restored by God” in Roman prayers and by Jesus in Gallican ones (cf. van Tongeren 2000, 108–110, 147–148). In the alleluia O crux benedicta (11)—a prayer addressed directly to the Cross (“O blessed Cross”)—Jesus is defined as the “savior of the world” and the “king of angels.” The alleluia Salva nos Christe (13) but even more so the offertories Protege domine (17) and Salva presentem catervam (18) are all centered on salvation. No. 13 also reiterates the episode of Peter saved from the waters (“Save us Christ, savior, through the virtue of the Cross, you who saved Peter in the sea, have mercy on us”) and insists for three times—a possible Trinitarian allusion—on morphological variants of “save”: “salva,” “salvator,” and “salvasti.” The same text is also found in an antiphon for the adoration of the Holy Cross at Good Friday, “Salva nos Christe, salvator, per virtutem crucis qui salvasti Petrum in mare Miserere nobis” also copied in Pa776, 65v.

But it is with the offertories that we find a stronger emphasis on salvation. No. 17 has two verses centered on it: In conspectu tuo, “At your conspectus, o Lord, shall our prayers be acceptable through the sign and virtue of the holy Cross for which we are saved and freed, alleluia”; and Salvator mundi, “Savior of the world, save us all and drive all the dangerous things afar from us, and extend the right of your majesty to protect us.” Besides the common Gallican-derived notion of Jesus as the savior, In conspectu tuo concludes with a string of words—per quem salvati et liberati sumus alleluia—that coincides with another chant of Gallican origins, Nos autem gloriari . . . alleluia alleluia a chant that assumes different liturgical functions (antiphon, offertory, and communion) in manuscripts of the Gregorian traditions (Nardini 2007). And it is in the form of an antiphon that is incorporated in the Roman manuscripts Bod74 and Vat5319 as mentioned above (Table 1.2).

No. 16 and its verse Salus omnium polorum are also imbedded with salvific themes that echo the main contents just analyzed. As a matter of fact, some Aquitanian and Italian manuscripts have these texts as additional verses for Protege domine (see Hankeln, vol. 3, 143–154). In addition to the usual characterizations for Christ and the Cross we have already seen, Salus omnium polorum adds a sense of rejoicing “the peoples of believers rejoice and applaud with their hands,” possibly in reference to inner meaning of the feast—the Exaltation—that is the joyful celebration of the Cross, the happiness of men in the perspective of the salvation.

Cross and Eucharist. As with Frankish prayers, Aquitanian Proper chants do not make a direct link between the Cross and Eucharist, a theme that is instead present in the Roman euchology. Brief Eucharistic accents appear in nos. 17, 25, and 26 (Tuam crucem), since they refer to the sacrifice of mass and the passion of Christ: “would our sacrifice be acceptable to you, alleluia” in no. 17 and “we recall your glorious passion, have mercy on us” in nos. 25 and 26. Nos. 25 and 26 have very similar texts, but different melodies. No. 25 is also copied in Pa903 as a communion for Maundy Thursday.

Historical references. Historical references are quite rare in the Roman euchology and are generally limited to the definition of the historicity of the event of the Crucifixion or to Scriptural quotes, while they are more extensive in Gallican manuscripts. During Gallican services excerpts from the legend of the Finding were included in readings, prayers, and chants. Most of these historical references are about Heraclius’s recovery and Helena’s finding of the Cross. While such texts are completely absent from Roman and Frankish mass Propers, they are reintroduced in the Aquitanian masses where there are at least two historicizing texts: the introit Dum esset (1) and the offertory Veniens vir (19) mention the episode of the so-called dream of Constantine. The antiphon of the introit says: “While the people were gathering on the Danube, behold, a splendid man has appeared in the night to the king Constantine saying: alleluia”; and the verse, “Cast your eyes to the east and see a sign for which you will obtain virtue.” This is a citation of the legend of Judas Cyriacus’s Inventio crucis, a text that was in circulation in the West from the sixth century (Borgehammar 1991, 202). The legend narrates “the motif of the River Danube, where Constantine contended with the ‘barbarians’” (Baert 2004, 86). In staurological texts the episode of the dream of Constantine on the Danube is interpreted as the anticipation of three other crucial events for the history of Christianity: the conversion of Constantine, the official recognition of the Christian religion, and Constantine’s request to his mother, St. Helena, to depart for Jerusalem to find the wood of the Cross.

No. 19 presents an even more extensive narrative:

At night a very radiant man came to the king Constantine, woke him saying: look up in the sky and see a sign of the Lord’s Cross for which you will gain virtue and strength; after having seen the sign, the king made a replica of the Cross that he had seen in the sky and glorified God, alleluia.

The verse simply reiterates the concept: “While the king Constantine was sound asleep, behold, a man appeared to him through a vision and said: look up in the sky.”

References to the legend of the Cross in Gallican prayers should be interpreted with respect to the adoration of relics during the celebrations for the Cross. It appears likely that these two historicizing texts meant to emphasize the physicality of the Cross. The Cross—dreamt by Constantine, found by Helena, and recovered by Heraclius—is the objectified instrument of the human salvation. The reference to Constantine’s victory can be explained not simply as a prelude to the victory of Christianity over paganism, but foremost, as the heavenly victory of God over evil. “Salvation as a military victory” is another typical element of Gallican prayers (van Tongeren 2000, 260).

The present and eschatology. Nos. 17 and 18 also bring the actuality of the religious service within the context of Proper texts. In the verse In conspectus tuo there is an explicit reference to the prayers offered to God, while no. 18 opens with the words “save the present crowd, which is congregated for your praise.”

The Cross characterized. In Gallican texts the Cross is defined as a foundation of faith and an aid to prosperity and against adversity. The cross is defined as a weapon, but also as protection. It is a trophy and the holder of the ransom, Christ. These elements also recur in Aquitanian Proper chants, some of which are structured as prayers directly addressed to the Cross in the second person. In these chants, therefore, the Cross is personified as an active agent of salvation. In the alleluia Dulce lignum (9), the Cross is defined as “sweet” and the only one to be worthy to bear Christ, the Lord and king of Heaven, while in no. 11 the cross is “blessed” and the instrument of Christ’s triumph. This alleluia also cites excerpts from the Pange lingua (“dulce lignum dulce clavo dulce pondus sustines . . . sola digna tu fuisti ferre pretium saeculi”). The Pange lingua and the other two hymns by Venantius Fortunatus on the Cross became well known toward the end of the sixth century. They therefore predate the institution of the feasts in Rome and Gaul and may have influenced “the selection and composition of textual materials for the formularies of the feast” (van Tongeren 2000, 236).

In conclusion, this textual analysis shows that there are many links, in imagery and vocabulary, between the Aquitanian Proper texts and the Gallican prayers for the Holy Cross. Not all the chants included in the Aquitanian formularies were locally composed, but it is worth noticing that the combination of original and imported pieces stressed religious themes and mimicked phraseology and vocabulary of the Gallican devotional and liturgical Gallican traditions.

The analysis of these masses in Pa776 and Pa903 also reinforces the notion that liturgical materials for the Finding and the Exaltation were interchangeable. Although the two feasts had different histories and only the Finding predates the arrival of Roman chant in Francia, the circumstance that Pa776 has two distinct formularies for the Exaltation with chants that are mostly shared with the feast of the Finding in Pa903 demonstrates that Aquitanian liturgists, when in the process of providing texts and music for the Exaltation, re-employed chants for the Finding that would also reflect the main contents of Gallican staurological thought.

The explicit Christological emphasis in Gallican texts resulted from the need to convey fundamental dogmas to defeat heresies—especially Arianism and adoptionism—that disputed the divine nature of Jesus. In particular, adoptionism, according to which Jesus was God’s adoptive son, started to spread throughout Western Europe before the sixth century and encountered a revival in Spain and Gaul during the eighth century (van Tongeren 2000, 264–265). It is not surprising, therefore, that Gallican liturgical compositions for the Holy Cross posed the accent on the divinity of Christ to rebut adoptionism and reinforce the orthodoxy of faith.

Aquitanian Proper texts for the Holy Cross, however, were probably composed not earlier than the eleventh century. Explaining why they are so heavily embedded with Gallican-derived themes may have multiple explanations. One of the factors could have been an archaizing aim to restore aspects of the Gallican compositions that were compatible with the religious sensibility of the Aquitanian people. It is likely that when composing these mass Propers, Aquitanian clerics found immediate inspirations from the collection of prayers of the Gallican traditions and decided to imitate their theological discourse, poetic imagery, and phraseology. This archaizing attitude also characterizes other neo-Gregorian repertories from other regions of medieval Europe, as we have seen.

In the case of southern Italy the archaizing attitude of neo-Gregorian chants also informs the musical style. This is an aspect that is more difficult to ascertain for Aquitanian chants because of the lack of Gallican notated chant books that could be used for comparison. However, there are some neumatic and melodic patterns that may be recognized as Gallican, as, for instance, the “exhuberant melismas . . . on the penultimate or antepenultimate syllable,” “sequential patterns for a descent” of the type (c-b-a b-a G a-G), and the pes stratus, a special neume that “occurs only in chants composed in Gaul (whether Gallican or Romano-Frankish)” (C-D-D, D-E-E, F-G-G-, etc.). These are some of the specifically musical characteristics that scholars have identified as typical of Gallican chant (Huglo et al., 2013) and that also recur in the Aquitanian chants for the Holy Cross. Besides a more generally ornate and melismatic style in all the chants (including communions and introits) a melisma on the penultimate syllable is found in the verse Salvator mundi of the offertory Protege domine (17), and in the communion Per signum crucis (23) (marked with no. 1 in Examples 1.1, and 1.2.). Sequential descending patterns (marked with no. 2 in the examples) appear in many melismatic passages as, for instance, in the alleluia Per signum sancte crucis (12, Example 1.3), where the pattern a-G-E F-F-E-D is employed three times in the alleluia. In the verse of the same piece we find others on the syllable cru-cis (b-a-G a-G-E F-E-D) and on -de-us (G-F-E F-E-D). Others occur in the verse Salvator mundi of the offertory Protege domine (17) on nocenti-a and on prote-gen-dum (both with the sequence F-F-E-D E-D-C). The pes stratus (marked with no. 3 in the examples) occurs three times in the alleluia Per signum sancte crucis, twice on ce-lum in the offertory Veniens vir (19) (G-a-a G-a-a), and once on sa-crificium in the offertory Protege domine, and on cunc-ta and ma-iestatis of the verse Salvator mundi, among others.



EXAMPLE 1.1. Excerpts from the offertories Protege domine, Pa903, 77v-78 and Veniens vir, Pa903, 77v.
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EXAMPLE 1.2. Communion, Per signum crucis, Pa776, 82.
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EXAMPLE 1.3. Alleluia, Per signum sancte crucis, Pa903, 77v.

[image: image]



Of course, these examples are not sufficient to claim that the chants for the Holy Cross found in Aquitanian manuscripts are of Gallican origins. Indeed they belong to the Romano-Frankish repertory. Although composed or acquired in Aquitaine after the diffusion of Gregorian chant according to the general structure of the Gregorian compositions, they do retain archaic traits belonging to the musical language of Gallican chant. Here, rather than speaking of chants of Gallican origins, we should speak of Romano-Frankish chants incorporating Gallican elements of melodic style as part of the archaizing attitude of these masses.

Archaism, however, may not be the only explanation for the use of these specific textual and musical features. The centrality of Christ and the Cross in the liturgical narrative of these masses can also be viewed in the context of renewed devotion to the figure of Christ and his earthly life during the eleventh century. In particular, the Crucifixion and the passion of Christ were the subject of a renovated exegesis of the scriptures and the writings of the church fathers, which is at the basis of a significant part of the literary and artistic production of the time. “It was in fact, around the turn of the millennium that crucifixion imagery . . . became widespread in the Latin West” (Landes 1995, 301). This restored interest in the figure of Christ was reflected in the development of new pictorial cycles in western churches in which the crucifixion occupied a larger space than any other episode of sacred history (Tronzo 1985) and in the renewed relevance of the cult of relics of the Cross. We know that the relics of the Cross in Aquitaine, for instance, increased significantly in number between the end of the tenth and the beginning of the eleventh centuries (Frolow 1961, 44–45, 133–143).

Even the mention of Constantine the Great in the introit Dum esset and the offertory Veniens vir may have been a very special way to convey elements of the contemporary Aquitanian society that was characterized by a cultural identification with imperial Rome (Remensnyder, 9 and 108–109). Constantine the Great, the emperor who reunited the eastern and western sides of the Roman empire and who was deemed to be the originator of the rediscovery of the Holy Cross, could have well been considered as the most suitable historical figure to be mentioned within the mass formularies of the Finding and Exaltation of the Cross. As for the music, it is likely that the persistence of Gallican-derived musical features in pieces that otherwise perfectly fit the structure of the Gregorian (or Romanized) mass demonstrates the flexibility of the liturgical repertories of medieval Europe. Religious communities of medieval Europe were continuously negotiating between fidelity to the centralized power of the church and the empire and the preservation of localisms and archaisms in rituals and ceremonies.

We have seen that Carolingian interventions in matters of liturgical practices were intended to pursue concord, not identity, of liturgical practices. This entailed the maintenance of forms of localisms in an otherwise standardized ritual use. As mentioned above, the Admonitio generalis stresses the importance of adopting Roman chant and, in doing so, mentions Pippin’s involvement in the pursuing of this goal. The historical narratives by Notker Balbulus and Paul the Deacon, though, tell us that the transmission of chant from Rome to Gaul was not a straightforward process. Aside from the sometimes harsh comments about the difficulty to accomplish this goal, these texts do not provide us with sufficient elements to reconstruct precisely the process of transmission, and possibly manipulation, of Roman chant in Francia. Scholars have proposed different views reaching at times radically opposite theses, such as, for instance Gregorian chant being the closest possible rendition of alternatively Roman or Gallican archetypes (McKinnon 2000; Levy, 2000–2001; 2003). Given the impossibility of reconstructing the Roman and Gallican ancestors of Gregorian chant, this problem will probably have to remain unsolved. What is certain, though, is that the study of peripheral chant traditions may lead toward a recognition of additional examples of Gallican, or in general, pre-Gregorian influences in extant European chant manuscripts.

APPENDIX 1

Introits


1.Dum esset gens congregata super danubium ecce vir in nocte splendidus apparuit Constantino regi dicens alleluia

V.Aspice in oriente et vide signum per quod accipiens virtutem



Finding: Pa903, 87

Exaltation: Pa776, 114 (2nd formulary)

2.Christus pro nobis

Exaltation: Pa776, 114 (1st formulary)

3.Nos autem

Finding: Pa776, 81

Graduals

4.Michi autem absit gloriari nisi in cruce domini nostri ihesu Christi

V.Per quem michi mundus crucifixus est et ego mundo

Exaltation: Pa776, 114 (1st formulary)

5.Proprio filio*

Exaltation: Pa776, 114 (2nd formulary) – borrowed from the second formulary of Maundy Tursday in Pa776, 60

Alleluias

6.Adoramus te Christe benedicimus tibi quia per crucem tuam redemisti mundum

Exaltation: Pa 776, 114 (2nd formulary)

7.Benedictus sit Ihesus Christus redemptor noster dominus et benedictum sit lignum per quod sid [!] iusticia

Finding: Pa776, 81

Exaltation: Pa776, 114 (1st formulary)

8.Dicite in gentibus quia dominus regnavit a lingo

Finding: Pa776, 81; Pa903, 87

Pr Laudetur omnis tibi caterva cunctipotens qui condidisti caelorum astra et regnas per secula

Finding: Pa776, 81; Pa903, 87

Pr O quam lignum pretiosum ubi salvator mortis cruore crucem pro nobis pependit

Finding: Pa776, 81

Pr Dicite cori cuncti et psallite in gentibus quia magna domini clementia suis respiciens ovibus regnant omnia sacra et imperavit a ligno proprio filio suo crucifixo qui surrexit et sedet in trono dei conculcato tabulo

Finding: Pa776, 81; Pa903, 87

9.Dulce lignum dulces clavos dulcia ferens pondera quae sola fuisti digna sustinere regem celorum et dominum

Finding: Pa776, 81v, Pa903, 87v

Pr Hic vir dux polorum viscera victor ascendit ex eculeo manu tenta tendes o membra

Finding: Pa776, 81v; Pa903, 87v

10.Nos autem gloriari oportet in cruce domini nostri ihesu Christi

Exaltation: Pa776, 114-114v

11.O crux benedicta quia in te pependit salvator mundi et in te triumphavit rex angelorum

Exaltation: Pa776, 114v

12.Per signum sancte crucis libera nos deus noster qui per crucem nos redemisti

Pa903, 87v

13.Salva nos Christe salvator per virtutem crucis qui salvasti petrum in mare Miserere nobis

Finding: Pa776, 81; Pa903, 87

Exaltation: Pa776, 114 (1st formulary)

14.Tuam crucem adoramus domine tuam gloriosam recolimus passionem

Finding: Pa776, 81v; Pa903, 87-87v

Exaltation: Pa776, 114v*

Pr. Et lignum crucis benedictum in quo deus pependit et ihesu nazarenus hoc signum apparebit cum dominus venerit iudicare seculum autem per ignem vitam vivamus cum deo semper recolimus

Exaltation: Pa776, 114v

Offertories

15.Deus enim firmavit*

Exaltation: Pa776, 114 (1st formulary)

16.Dextera domini*

Exaltation: Pa776, 114 (1st formulary)

17.Protege domine plebem tuam per signum sancto crucis ab ominibus insidiis inimicorum omnium ut tibi gratiam exubeamus servitutem et acceptabile tibi fiat sacrificium nostrum alleluia

Finding: Pa776, 82; Pa903, 88

V In conspectu tuo domine sint acceptabile preces nostra per signum et virtutem sancte crucis per quem salvati et liberati sumus alleluia

Finding: Pa776, 82; Pa903, 88

V Salvator mundi salva nos omnes et cuncta nocentia a nobis procul repelle atque ad protegendum nos dexteram tuae maiestatis extende

Finding: Pa776, 82; Pa903, 88

18.Salva presentem catervam tuis laudibus congregatum ut sancte crucis vexillum defensor liberis tibi famulemur obsequiis et acceptis votis muniamur auxiliis

Exaltation: Pa776, 114v

V.Salus omnium populorum per crucem Christi factus est letentur per gentes plaudent manibus credentes quia rex noster per crucem suam seculum triumphavit et infernum vicit

Exaltation: Pa776, 114v

19.Veniens vir splendidissimus ad Constantinum regem nocte suscitavit eum dicens aspice in caelum et vide signum crucis domini per quod accipies virtutem et fortitudinem viso autem signo rex fecit similitudinem crucis quam viderat in celum et glorificavit Deum alleluia

Finding: Pa776, 81v; Pa903, 87v

V.Cumque in sopore sommasset Constantinus rex ecce vir per visionem apparuit ei dicens. Aspiciens in ce.

Finding: Pa776, 81v; Pa903, 87v



Prosa Protege dominator domine tuis que famulis et cunctum plebem tuam per virtutem domini signum sanctissimum lignum vite salvatorem crucis ab omini malo libera nos ab hominibus insidiis impiis iniquitatis malorum dolor omnium cunctis delens haec nos tibi gratuita exibetimus sanctum + servitutem qui nos per crucem redemit felicem prius secundum promissionem verbum et accepta tibi sit et amabile tibi fiat sanctum et immaculatum sacrificium nostrum alle proclamet pater lu filius ia spiritus sanctus

Finding: Pa776, 81v-82; Pa903, 87v-88

Communions

20.Crux Ihesu Christi adaperuit nobis ianuam caeli crux solvit vinculo mortis per hoc signum ligni vite sit salutis nostre defende nos Ihesu Christe hic et in futurum

Finding: Pa776, 82

21.Nobis autem gloriari oportet in cruce domini nostri Ihesu Christi

Exaltation: Pa776, 114v-115

22.Per lignum servi (salvi) facti sumus et per sanctam crucem tuam liberati sumus fructus arboris seduxit nos filius dei redemit nos alleluia

Exaltation: Pa776, 115; Pa903, 88

23.Per signum crucis de inimicis nostri libera nos Deus noster

Finding: Pa776, 82; Pa903, 88

24.Redemptor mundi signo crucis ab omni nos adversitate custodi qui salvasti petrum in mare miserere nobis

Exaltation: Pa776, 115

25.Tuam crucem adoramus domine tuam gloriosam recolimus passionem, miserere nostri qui passus est pro nobis alleluia

V.Adoramus Christe redemisti mundum

Finding: Pa776, 82

26.Tuam crucem adoramus domine tuamque gloriosam recolimus passionem, miserere nobis qui passus es pro nobis

Exaltation: Pa776, 114

APPENDIX 2

List of cited manuscripts




	Ben35
	Benevento, Biblioteca Capitolare, 35. Gradual with tropes and proses, Benevento, saec. XIIin.



	Bod74
	Cologny-Genève, Bibliotheca Bodmeriana, Bodmer 74. Gradual with Roman chant, Rome, Santa Cecilia in Transtevere, 1071. Facsimile edition in Das Graduale von Santa Cecilia in Trastevere (Cod. Bodmer 74), ed. by M. Lütolf, Fondation Martin Bodmer, Cologny-Genève 1987.



	Cai75
	Bibliothèque Municipale, ms 75 (76). Troper, Kyriale, gradual. Arras, St. Vaast, middle 11th cent.



	F22
	Vatican City, Biblioteca Apostolica Vaticana, Archivio di San Pietro F 22. Gradual with Roman chant. Rome, San Peter’s, early 13th cent.



	MC318
	Montecassino, Archivio dell’Abbazia, 318. Theo-retical writings, region of Benevento, saec. XI.



	Pa776
	Paris, Bibliothèque Nationale de France, lat. 776. Gradual with tropes, proses, and processional, Gaillac, beginning of 11th cent. Facsimile edition: Gaillac: Il cod. Paris Bibliothèque Nationale de France lat. 776 sec. XI Graduale, eds. Nino Albarosa, Heinrich Rumphorst, Alberto Turco (Padova: La Linea Editrice, 2001).



	Pa903
	Paris, Bibliothèque Nationale de France, lat. 903. Gradual, tropes and proser, Saint Yriex, before 1031. Facsimile edition: Le Codex 903 de la Bibliothèque Nationale de Paris. Graduel de Saint Yrieix, Paleographie Musicale, vol. 13/2 (Tournai: Lang, 1930).



	Vat5319
	Roma, Biblioteca Apostolica Vaticana, Vat. lat. 5319. Gradual with Roman chant-Kyrial-Proser, Rome, San Giovanni in Laterano, late 11th–beginning of 12th cent. Transcription published in Monumenta Monodica Medii Aevi, vol. 2, ed. Bruno Stäblein and Margareta Landwehr-Melnicki (Kassel: Bärenreiter, 1970).





NOTE

1.And I would add also “of acquisition,” where this term refers to imports from Roman practice.
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CHAPTER 2



THE ENGLISH KYRIE



ALEJANDRO ENRIQUE PLANCHART

THE Kyrie eleison as a choral refrain to a series of petitions (a litany) can be traced to fourth-century Jerusalem, according to the testimony of Egeria, who visited the Holy Land between 381 and 384 (Egeria 1999, 124). The Kyrie had reached Rome in the fifth century, and from the letter Gregory the Great (d. 604) wrote to Bishop John of Syracuse, we can gather that it was still essentially a litany at this time. Gregory took care to deny that he was introducing Greek practices into Rome, and in this connection he mentioned that in Rome, unlike in the East, Kyrie eleison is sung as often as Christe eleison and that on nonfestal days the Greek text was sung without the longer verses that were sung on other occasions (in quotidianis autem missis aliqua quae dici solent tacemus). In Gregory’s time the Kyrie was still sung by the clergy with the congregation responding (a clericis dicitur et a populo respondetur) (Gregory 1862, 956–957). The connection between the Eastern Kyrie litany and the Kyrie of the mass, however, is not straightforward, and it now appears more likely that the Kyrie of the mass was introduced in the West independently of the litanies (De Clerck 1977, 282–295). By the early eighth century, the Kyrie’s position after the introit of the mass was fixed; the Kyrie was no longer sung by the people but by the schola cantorum; and it consisted of any number of repetitions of the invocation “Kyrie eleison,” until the pope signaled a change to “Christe eleison” (Andrieu 1974, 2:84: “schola vero, finita antiphona, inponit Kyrie eleison”). By the late eighth century the Kyrie was restricted to nine invocations—three Kyrie eleison, three Christe eleison, three Kyrie eleison—sung antiphonally between the schola cantorum and the regionarii (subdeacons) (Andrieu 1974, 1:159). There is no reference in either of these ordines to any other text, so it is possible that in the eighth century, as the Kyrie was incorporated into the mass, its text was reduced to the nine short Greek acclamations, each possibly sung twice (once by the schola and once by the regionarii).

Nonetheless, when the Kyrie eleison emerges in the earliest manuscripts with music for the ordinary of the mass in the early tenth century, the manuscripts show a number of versions. Some of the versions look at first sight like the older litany, but these probably derive from developments that took place in the course of the ninth century and had already crystallized not only as different approaches to the performance of the Kyrie eleison but also into what might be called regional variants (Bjork 2003, 4–7). For some of these regions we have sources from the tenth century, while for others (for example, southern Italy) the earliest surviving sources are from the eleventh century. The early sources already show some international as well as regional melodies and approaches. By the early eleventh century, there are, roughly, five “manners” of singing the Kyrie eleison. These are as follows:


1.Nine Greek invocations, usually sung to a relatively simple melody: aaa, bbb, ccc’ or aaa, bbb, aaa’.



This manner is found throughout Europe beginning in the early tenth century. Some very simple Kyries found in the earliest sources with neumes, which do not survive in transcribable form, follow this pattern and appear to be even less ornamented.1



EXAMPLE 2.1 Kyrie XVI of the Vatican editions (Graduale Romanum, Liber Usualis), Melnicki 1954, no. 217. Melnicki reports sources from all over Europe going from the tenth to the eighteenth century, but did not inventory the tenth-century manuscripts with non-diastematic notation. Transcription is from F-Pn lat. MS 887, fol. 59v (Limoges, ca. 1030), one of the earliest transcribable copies of the Kyrie. The different sources transmit a considerable number of small variants (cf. Bjork 2003, 359–362).
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2.The first invocation in Greek, and then each of the following invocations preceded by a Latin text with a melody different from that of the Greek invocation. The Latin texts are what modern scholarship calls Kyrie tropes, but only when their melody is different from that of the Greek invocation (Bjork 1980, 2–3).



This manner is found almost exclusively in East Francia, although some of these Kyries were also sung in Italy, where they arrived most likely with the East Frankish repertory, including the Notkerian proses. The piece in Example 2.2 is the only one of these Kyries that was used west of the Rhine, albeit with a different Kyrie melody (Bjork 2003, 12).


3.Each Greek invocation is preceded by a Latin verse with the same melody as the Greek invocation. The melodic pattern can be as simple as aaa, bbb, ccc’ or as elaborate as aba, cdc, efe’, with the alternation between Greek and Latin in the last pair being broken up phrase by phrase. Scholars from the late nineteenth century to the third quarter of the twentieth century referred to these Latin verses as tropes, but they are not tropes. Rather, they are Latin invocations set to the Kyrie melody, and many of them were composed simultaneously with the melody. They are best called Latin Kyries (Bjork 2003, 171).





EXAMPLE 2.2 This transcription is a reconstruction of the version in CH-SGs 484, 209–211, with the help of F-Pn lat. 1118, fol. 19v for the trope verses and F-Pn nouv. acqu. lat. 1235, fol. 214v, and D-Bs Mus. ms. 40078 (Z. 78), fol. 247r, for the Kyrie. Melnicki 1954, no. 144.
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This manner of singing the Kyrie was the most widespread one in the lands west of the Rhine. Some of these Kyrie melodies were known east of the Rhine and were sung occasionally in this manner in the tenth century and with increased frequency after the eleventh, but in some instances they were sung with separate Latin verses in the second manner listed above.2



EXAMPLE 2.3 This is Kyrie XIV of the Vatican editions, Melnicki 1954, no. 64; Source, GB-Ob Rawl. Lit. D 3, fol. 49r.
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4.The Greek invocations were sung by themselves, but each set of invocations was introduced by a Latin verse with a separate melody, that is a trope, sometimes with an introductory verse for the entire piece as well.







EXAMPLE 2.4 Kyrie Vatican ad lib. VI, Melnicki 1954, no. 55, from F-Pn lat. 903, fols. 166v-167r, the initial E of many of the Greek invocations is uniquely found in this MS.
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This practice is related to that in Example 2.2. It was also connected, in France and parts of Italy, with Kyries sung in the manner of Example 2.3, so that the introductory verses led not just to sets of Greek invocations but rather to Latin-Greek Kyries with each melodic strain of the Kyrie itself sung twice. This is the way in which the Kyrie in Example 2.4 appears in F-Pn lat. 11118, fol. 12r (Bjork 2003, 261–264). The repertory of these introductions is the smallest and most unstable of the medieval Kyrie repertories. Instances vary from a single introduction to two, three, or four, in different combinations and placed at different points in the sequence of the Kyrie invocations. Virtually all instances are unique, so it is hard to determine what a “normal practice” was anywhere. Judging from the very small number of surviving sources, this might have been the predominant manner of ornamenting the Kyrie in pre-conquest England, but it disappears in all post-conquest sources. This might not be just a case of the Norman invaders bringing their own liturgical traditions with them (though they did that), but of the fact that by the early twelfth century this manner of singing the Kyrie was dying all over Europe.



EXAMPLE 2.5 Melnicki 1954, no. 52, transcribed from I-Bc 40, fols. 21r-v. See also Boe, 28–39.
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5.Greek and Latin invocations sung in alternation as in the third manner listed above, but in this case the Latin invocation follows the Greek invocation. Thus, textually this manner of singing the Kyrie resembles that of the second manner listed above. The difference, however, is that all nine Latin invocations are sung to the same melody, without any change, and all Greek invocations are sung either to that same melody or a very close variant of it. The entire Kyrie ends with an “amen” or an “alleluia” set to part of the music for the invocations.



This manner was restricted to Italy, largely south of Rome. The earliest southern examples are from the middle of the eleventh century, but we have no earlier sources from the region. Concordances of a few pieces from northern Italy, however, demonstrate that this repertory went back to the tenth century (this Kyrie appears also in I-Vc CVII [100], fols. 32v-33r, copied ca. 1000). It survived in southern Italy, mixed with Kyries imported from both east and west Francia until the thirteenth century.

Two of these manners of singing the Kyrie—those involving actual tropes (Examples 2.2 and 2.4 above)—fell into disuse in the course of the twelfth century. Kyries such as those in Example 2.5 were used largely in southern Italy, while in the north they were adapted to the Frankish manner presented in Example 2.3—that is, with the Latin text preceding the Greek invocation. Thus, north of the Alps, only the Kyries such as those given in Examples 2.1 and 2.3 continued to be sung into the thirteenth century. The same Kyrie melodies, including a relatively large repertory of new melodies and Latin texts composed in the eleventh century and early twelfth century, continued to be sung, either as Greek invocations or with the Latin texts depending on the solemnity of a given feast and the local traditions. If the surviving chant books are a guide, when the Kyries were sung with the Latin texts in the course of the thirteenth century, they were no longer sung in alternation with the Greek invocations.3

This was essentially the situation that obtained in continental Europe during the thirteenth century. In the course of the thirteenth and fourteenth centuries, the singing of the Latin verses was gradually abandoned throughout most of the Continent. The abandonment of the Latin verses has never been studied systematically and can only be deduced by comparison of the hundreds of missals and graduals of the thirteenth, fourteenth, and fifteenth centuries that have survived. This is an immense task that has never been attempted, although a foundation for it exists in the critical notes to the edition of the Latin Kyries in AH 47. A number of Latin Kyries continued to be copied into the fifteenth century, although there is little evidence that they were sung, since their melodies also appeared just as often with just the Greek invocations. Moreover, there are instances of Kyries with newly composed Latin texts in fourteenth- and fifteenth-century missals (in these cases usually without music, so we cannot tell if the Kyrie melody was newly composed or an old melody was provided with a new Latin text) (AH 47, 140–145 and 166–167). A few of the old Latin Kyries (for example, Clemens rector aeterne) continued to be copied and possibly sung with their Latin text, but often what we encounter in many sources are vestigial copies of the Latin verses, where only verses 1, 4, and 7 are entered below the music. When the ordinary of the mass began to be set in polyphony in the fourteenth century, a number of such late Latin Kyrie texts were used in a few of the settings. Of the twenty-two surviving polyphonic Kyries of the fourteenth century (these include those edited in Cattin, Stäblein-Harder, and the Kyrie of Machaut’s La messe de Nostre Dame), eleven have no Latin texts. Of the other eleven, one has a fragment of one of the traditional Latin Kyries, seven other have newly composed metric poems modeled on the conductus and motet poetry of the time, and three have multiple texts in the manner of the contemporary motets. In other words, virtually all the Kyries with Latin texts in this repertory are sui generis works, either strophic conductus settings or motet-like works related not to the traditions of plainsong Latin Kyries but rather to the new polyphonic genres of the thirteenth and fourteenth centuries.

The situation in England, however, was quite different. After what David Hiley calls “the heroic age of Anglo-Saxon monasticism” (Hiley 1993, 581), in the seventh and eighth centuries, the time of the Venerable Bede, Benedict Biscop, Boniface, and Alcuin, the English church was virtually destroyed by the Scandinavian invasions of the ninth century. When England began to recover in the tenth century under King Ælfred and his successors, the religious, liturgical, and musical life of the island drew both inspiration and some of its key personnel from the monastic establishments of northeastern France and the Netherlands; the major English establishments were led by three great bishops, Dunstan, Oswald, and Æthelwold. All three were monks and converted the cathedrals over which they presided—Canterbury (Dunstan), Worcester and York (Oswald), and Winchester (Æthelwold)—into monastic cathedrals. In 972 Æthelwold and King Edgar called up a council to lay down guides for the conduct of the English church, which resulted in the Regularis Concordia (Symons 1953), with a description of many of the liturgical practices then in use. At the council, advice was sought from monks of St. Peters in Ghent and Saint-Benoit-sur-Loire at Fleury. Earlier in the century Æthelwold had brought monks from Corbie to Abingdon to provide instruction in writing and singing. Unfortunately, the written record of the Anglo Saxon liturgy of the tenth century is extremely fragmentary: there are about thirty books or fragments, a third of which come from Winchester (see Rankin 1987). The surviving Kyrie repertory of pre-conquest England consists of seventeen melodies: nine of them are international in the sense that one finds them in sources from all over Europe between the tenth and the thirteenth centuries; four were found elsewhere in north French (including Norman) and Rhenish sources; four survive only in the Anglo-Saxon manuscripts. There were four Kyrie tropes, one with an international concordance, one with a fairly extensive French concordance, and two found only in England. And there was one Latin Kyrie, a late addition to the pre-conquest repertory but one with a wide distribution in France and the Rhineland. This repertory, in comparison to the Kyrie repertory found in sources from France and the Rhineland in the tenth and eleventh centuries, is anomalous. It has Kyrie tropes of the West Frankish variety but no Latin Kyries except for the addition, in the eleventh century, of Cunctipotens genitor deus in one of the surviving manuscripts.

The fall of the Anglo-Saxon Kingdom to William the Conqueror in 1066 produced the first large wave of suppression in England itself. One consequence of the conquest is that virtually none of the English repertory of tropes and proses survives in post-conquest sources. (This loss, however, pales in comparison to the cultural genocide perpetrated on the Spanish nation and its liturgical tradition by the treachery and imperial hubris of Pope Gregory VII, one of the most unappealing figures of the medieval papacy, with his insistence that Spain abandon its traditional liturgy and chant entirely, essentially erasing several centuries of the cultural memory of a nation.) William did replace the entire English hierarchy, including archbishops, bishops, and abbots, with Normans (or, in the case of the first two post-conquest Archbishops of Canterbury, with Italian monks who had been important officers of Norman monasteries), and this change brought with it a revision of the order or service itself. The pieces of the mass and office that were established throughout Europe were of course not changed, but the change is quite noticeable (although not entirely clear-cut) where there was the possibility of choice: in the Alleluias of the Sundays after Pentecost, in the responsories for certain offices, and particularly in the Kyries and other pieces of the ordinary of the mass, as well as in the use of tropes and proses. When one compares the pre-conquest chant books with those from after the conquest and those from Normandy itself, it is clear that even though pieces were sung at different feasts, the versions of the Gregorian melodies sung after the conquest remain those that were sung before the conquest, and the variants found in Norman sources were largely not adopted. But the trope repertory, particularly the tropes for the proper of the mass, does not survive in the post-conquest sources. It might be that by this time this was a dying repertory all over Europe, but it is also true that among French sources proper tropes survive into the twelfth century in central and northeastern manuscripts, but disappear rather early among the Norman and northwestern manuscripts, suggesting that there might have been a Norman antagonism to tropes. Unfortunately, no English sources with transcribable notation existed by 1066, so an entire repertory of tropes—not only those for the local English saints but also adaptations of French and Rhenish pieces reworked in the highly ornamental language of the Anglo Latin poets of tenth century Winchester—are now beyond our reach as music. Among the proses for the local saints, those that were set to French or international melodies can be recovered by comparing their neumation with that of Continental versions that can be transcribed, but a number of proses of insular origin remain also irrecoverable as music. In the case of the Kyries, two of the tropes can be recovered by comparison with French and Rhenish sources, two others, however, are irrecoverable, and none survived in post-conquest manuscripts. The same applies to four of the Kyrie melodies, which were clearly insular in origin. The early Kyrie repertory of post-conquest England becomes almost entirely northern French in character, with a large number of the kinds of Latin Kyries that were sung in northern France at the end of the eleventh century. Many of them, of course, were set to the international melodies that had been sung before in England but only with the Greek invocations.

The liturgy of post-conquest England also took a slightly different direction than on the Continent, including Normandy. The great revival of the tenth century had been carried out primarily by monk-bishops who had turned out the clerks in their cathedral and established monks. The primatial see of England, Canterbury, was a monastic institution, as were Winchester and Worcester. Thus, their liturgical use could not well serve as a model for secular cathedrals or parish churches. Salisbury Cathedral, which was founded by St. Osmund in the late eleventh century and grew to prominence under Bishop Richard Poore (who changed the site of the cathedral in 1218), became essentially the model for the secular liturgy of England, particularly since the Chapel Royal appears to have adopted the Salisbury liturgy. From the thirteenth century onward, professional bookshops in Oxford, London, and Cambridge were able to produce numerous books of the Salisbury use on demand, which made it easier for all the churches on the island to use the Salisbury rite, known as the “use of Sarum,” which became largely the English national rite of the later middle ages until the Reformation (Hiley 1993, 584).



Table 2.1 The Latin Kyries of the Sarum Use in Liturgical Order



	  1. Deus creator omnium
	Mel 68 (Vat. XIV)


	  2. Cunctipotens genitor deus
	Mel 18 (Vat. IV)


	  3. Kyrie omnipotens pater
	Mel 67 (Vat. no)


	  4. Kyrie rex splendens
	Mel 24 (Vat. VII)


	  5. Lux et origo lucis
	Mel 39 (Vat. I)


	  6. Kyrie rex genitor
	Mel 47 (Vat. VI)


	  7. Kyrie fons bonitatis
	Mel 48 (Vat. II)


	  8. Orbis factor rex aeterne
	Mel 16 (Vat XI)


	  9. Conditor Kyrie omnium
	Mel 70 (Vat V)


	10. Rex virginum amator
	Mel 18 (Vat IV)




The manuscripts (and eventually the printed books) of the use of Sarum established what became a relatively consistent series of Kyries for use in the major feasts of the year and usually presented them in an order of descending liturgical solemnity. With some small variations of order here and there in the sources, the order is as follows (Table 2.1).

These were followed by between ten and thirty other settings (sometimes of the same melodies as those of the Latin Kyries listed above) for less solemn feasts. The melodies, even without the Latin texts, were used as a form of liturgical reference indicating their appropriateness for a given feast. For example, a melody that in more solemn contexts had always a Marian Latin text, could be used without the Latin text for less solemn Marian feasts such as the octaves. The order of the Latin Kyries at the outset was always considered as a general guide to their solemnity, with those at the beginning of the list serving for the more solemn feasts. The placing of the Kyrie for the masses of the Virgin at the end of the list was a traditional feature of such ordered lists, even though the feasts of the Virgin were often among the most solemn (Wickham Legg 1916, 1–6).

The manner in which the Kyries were copied in England began as an analog of the manner in which they were copied across the Channel. In the twelfth- and early-thirteenth-century manuscripts, the Latin Kyries were copied with the melismatic setting of the Greek invocation following each Latin verse. In manuscripts of the later thirteenth century and the fourteenth century, the Latin Kyries were copied with only the Latin text and without the double versicle structure. Throughout the fourteenth and fifteenth centuries, England differed from the Continent by continuing to sing the Latin Kyries as a normal part of the celebration in most feasts above the simplex rank.

The English polyphonic repertory of the thirteenth and fourteenth centuries was also qualitatively different from the Continental repertory. There was very little secular polyphony in England, and the English motets of the thirteenth and fourteenth centuries are almost uniformly in Latin with liturgical and devotional texts. Although the English developed their own notational system, derived largely from the Franconian notation of the thirteenth century (as was the French Ars nova notation), English music shows an awareness of French polyphony and its notation throughout the fourteenth century, but the converse appears not to be the case. Continental music does not seem to have had much contact with English music at that time. Sometime around 1400, English composers came upon a novel manner of organizing the music for the ordinary of the mass. As on the Continent, English mass music consisted largely of isolated movements, Kyries, Glorias, Credos, and so on, written in different styles that ranged from simple simultaneous declamation of the text in the manner of a conductus—but often with the appropriate plainsong in the middle voice of the texture, what modern scholars call “discant style”—to elaborate motet-like compositions based not always on a preexisting cantus firmus but on a voice, the pes, that had a repeating melodic and rhythmic pattern and served as the base and guide for the contrapuntal combinations, and to canonic settings supported by one or more slow moving parts. Toward the end of the fourteenth century, English composers, like some of their Continental counterparts, began pairing movements together, primarily Glorias and Credos, and Sanctus and Agnus, by means of similar clefs, mensurations, order of textures (alternation of duos and trios or alternation of sections in different mensurations) and some motivic work. By around 1400, however, one or more English composers came upon a considerably more radical idea when writing mass movements based on the more elaborate motet technique, and it was to organize all five movements of the ordinary of the mass into a cycle where all the movements were motet-like settings based on the same tenor, almost always a pre-existing chant that was, however, not a mass chant but an antiphon, a responsory, or another kind of chant often chosen, as in the case of motets, for the emblematic and symbolic meaning of the chant itself. This had two immediate consequences: first, it tied the newly composed mass to some liturgical or ceremonial occasion, a coronation, the feasts of the Virgin, the feast of a Saint; second, the repeated use of the same cantus firmus throughout each movement of the mass created a set of contrapuntal constraints and preconditions that in many cases eased (though not necessarily ensured) a musical rather than purely liturgical sense that the five movements belonged together as a work. It might not be a historical coincidence that such a procedure arose in England rather than on the Continent. This was usually accompanied by a similar structuring of the polyphonic texture of all the movements, with changes of mensuration duplicated from one movement to the next, and the distribution of passages in reduced scoring (usually duos) falling at corresponding places in each movement. All of these traits add up to a completely musical solution to something that would have been important primarily to musicians—the musical and formal structure of the cycle. On the Continent, virtually all singers and composers of sacred polyphony were at this time clerics, while in England they were largely choral vicars—that is, musically trained laymen contracted by the clerics of a given church to take their place in the choral services of that church.

This shift in the manner of organizing all five movements of the ordinary of the mass would prove eventually to be immensely influential, but when it was being accomplished in England in 1400–1410, there is little evidence that anyone across the Channel was paying attention. That was to change in a few years. In 1414 King Sigismund pressured Pope John XXIII into calling an ecumenical council to end the Great Schism of the West, which divided Western Christendom into obediences to three rival popes: Gregory XII, Benedict XIII, and John XXIII. The council met in Constance in southern Germany from 1414 to 1418, and was attended by several hundred cardinals, bishops, abbots, as well as representatives of the universities and the secular rulers. Many of the cardinals and bishops came with considerable retinues including their chapels and musicians. All in all, some eighteen thousand clerics descended upon the city, which at the time had about eight thousand inhabitants (Schuler 1966, 150). Among them came the retinues of the bishops of Lichfield and Norwich, who traveled through Germany. On September 8, 1414, they stopped in Cologne and celebrated the feast of the Nativity of the Virgin, and a local chronicler reported not having heard such splendid singing in thirty years (Schuler 1966, 158). Having arrived in Constance on November 16, the English singers and instrumentalists celebrated the feast of St. Thomas of Canterbury on December 29 with singing and instrumental playing that elicited the most extraordinary admiration from the listeners (Schuler 1966, 159). The memory of these performances and of the music itself clearly lingered on the Continent and was surely renewed by the presence of English musicians among the retinues of the English delegation to the Council of Constance in the 1430s as well. In the 1440s Martin le Franc, in a widely cited passage in his poem Les champion des dames, explains part of the new style cultivated by Gilles de Bins, called Binchois, and Guillaume Du Fay by commenting that “they took on the English countenance and followed [John] Dunstaple,” (Le Franc (1999), 4:67–69; cf. Fallows 1987 and Strohm 2001). Iohannes Tinctoris, in the Liber de arte contrapuncti, written in the 1470s, again places the fons et origo of the new style of European music in the 1430s and with the English generation of John Dunstaple (Tinctoris 1975–1978, 2:12). And it is indeed Dunstaple and his slightly older contemporary Leonel Power who provide us with the earliest mass ordinary cycles built on a recurring cantus firmus in the tenor (Curtis and Whatey 1994, and 2. Musica Britannica 8).

Evidence of this interest in English music is also provided by the rather large quantity of English pieces that appear in Continental music manuscripts copied between 1420 and 1460. These include mass ordinary movements, either isolated or grouped into cycles, motets, hymns, and songs. In manuscripts from the early part of this period composer attributions are relatively frequent, but for some reason they drop off dramatically in manuscripts copied after about 1450. Given this circumstance, however, it is remarkable to find a considerable number of pieces in the earlier manuscripts identified not by a composer’s name but by the remarks “Anglicanus, Anglicus, or De Anglia.” This may not mean that the copyist of the manuscript did not know the name of the composer but rather that the nationality of the composer was more important than the name itself—that the work was valued for being English.

Continental copies of English music throughout this period are plagued by small inaccuracies, which Margaret Bent, with her characteristic acuity, has pinned on two factors working independently of each other. First, the exemplars were available to the Continental scribes for only a limited and possibly a short time at any given time (Bent 1979, 1–7.). Second, Continental scribes were at a disadvantage when transcribing some of the more complex English works. English music continued to use full-black notation well into the fifteenth century. This tradition gave the composers four colors to notate the rhythmic subtleties of their music: full black, full red, void black, and void red. Continental notation in the early part of the century, even when using full black notation was restricted to two colors: full black and full red or else full black and void black. After ca. 1430, when void black notation became the norm (with black full as the color notation) the Continental notation remained a two-color notation. Thus Continental scribes had to resort to a different mensuration sign or to a numerical proportion to render some of the rhythmic complications of English music into their notation, a process that they did not always control properly.

Nonetheless, a large repertory of English mass music was copied in northern Italy and southern Germany in these decades, and this is particularly fortunate because the English themselves discarded their own choirbooks with damnable efficiency when their contents became outmoded, no matter how splendidly copied the books had been, and a large number of these books were also destroyed during the upheavals that followed the English Reformation. As a result, the only music for the mass we have from the entire fifteenth century in England is one incomplete choirbook from about 1415–1421 (E-Lbl Add. 57950, Old Hall) and a much smaller, also incomplete choirbook from about 1459–1465 (E-Cmc Pepys 1236). Beyond these, only scattered fragments remain, the most substantial being a collection of twenty-two pages from a choirbook with music for the mass copied around 1490–1515 (E-Ybi Mus 1). The first of these choirbooks was largely devoted to music for the mass, and the movements were copied section by section. It is probably missing one or more gatherings at the beginning, so that it starts partway through one of the Gloria settings and all the Kyries are lost. The second is primarily a collection of motets that includes two Glorias; the only Kyrie in the manuscript is a setting of the litany Kyrie during Holy Week. The extended fragment has fourteen mass movements, among them four Kyries (all with only the Greek text), but only one “cycle” (Gloria, Credo, Sanctus) (Curtis and Whatey 1994).



Table 2.2 English Mass Cycles in Continental Sources (fragmentary movements are denoted by *)



	
	Mass
	Attributions
	Sources



	01
	[Ad fugam]
	Standley
	I-TRmp 88 (K, G, C, S, A), 314v-322v


	02
	[De Beata Virgine]
	Tik
	
CZ-Ps D.G.IV 47 (S), 84v-85r

I-Las 238 (K*, G*, C*, S*, A*), 1v-10v

I-TRmp 89 (K, G, C, S, A), 366v-374r

I-TRmp 90 (S), 348v-349r




	03
	[Sancta Maria Virgo]
	Anonymous
	I-Las 238 (G*, C*, S*), 37.1r-37.6v


	04
	Alma redemptoris mater
	Power
	
I-AOs 15 (G, C, S, A), 219v-226r

I-TRmp 87 (G, C, S, A), 3v-8v

I-TRmp 90 (G), 112v-114r

I-TRmd 93 (G), 142v-144r




	05
	Alma redemptoris mater 1
	Anonymous
	I-TRmp 87 (K, G), 146v-149v


	06
	Alma redemptoris mater 2
	Anonymous
	I-Las 238 (C*, S*, A*), 31r-35r


	07
	Caput
	[Du Fay]1
	
I-Las 238 (K*, G*, A*), 17v-20v

I-TRmp 88 (K, A), 31v-35v

I-TRmp 89 (K, G, C, S, A), 246v-256r

I-Trmp 90 (G, C, S), 96v-98r, 168r-170v, 228v-230r

I-Trmp 92 (G, C, S), 126v-128r, 236v-238r, 297v-299r




	08
	Da gaudiorum praemia
	Dunstaple
	
D-LEu 1084 (G*), 230r

I-AOs 15 (C, S), 226v-230r

US-CA Houghton, Inc. 8948 (G*), flyleaf




	09
	Deuil angoisseux
	Bedingham
	
I-Trmp 88 (G, C, S, A), 17v-21r, 27v-31r, 214r-216r

I-Trmp 90 (G, C), 383v-389r




	10
	Flos regalis
	Frye
	I-Br 5557 (G, C, S, A), 30v-38r


	11
	Fuit homo missus
	Anonymous
	
I-TRmp 88 (K, A), 35v-38v

I-TRmp 90 (G, C, S), 103v-105r, 175v-177r, 239v-241r

I-TRmd 93 (G, C, S), 133v-135r, 243v-245r, 308v-310r




	12
	Hilf und gib Rat
	Anonymous
	
CZ-Ps D.G.IV 47 (G, C, S, A), 105v-112r

CZ-Ps D.G.IV 57 (motet: O gloriosa mater), 112v-114r

I-Trmp 89 (Motet: Salve regina), 354v-356r




	13
	Iacet granum
	Anonymous
	
I-AOs 15 (G, S), 82v-84r, 214v-216r

I-TRmp 87 (G, copied twice), 31v-33r, 141v-142v

I-TRmp 90 (G, S), 123v-125r, 271r-272r

I-TRmp 92 (S)18v-19

I-TRmd 93 (G, S twice), 153v-155r, 344r-345r, 359v-361r




	14
	Meditatio cordis
	Anonymous
	
CZ-Ps D.G.IV 47 (G, C, S, A), 85v-92r

I-TRmp 88 (motet: Gaude Maria), 284v-286r




	15
	Nobilis et pulchra
	Frye
	B-Br 5557 (K, G, C, S, A), 38v-48r


	16
	Puisuqe m’amour
	Anonymous
	I-TRmp 88 (G, C, S), 85v-93r


	17
	Quem malignus spiritus
	
Anonymous

check TR 93


	
I-Las 238 (G*), 24 bis r-v

I-TRmp 90 (G, C, S, A), 100v-103r, 172v-174r, 234v-239r

I-TRmd 93 (G, C, S, A), 130v-133r, 240v-242r, 303v-308r




	18
	Rex dabit mercedem
	Anonymous
	I-VEbc 755 (G, C, S, A), 54v-63r


	19
	Rex saeculorum
	
Power

Dunstaple


	
D-Mbs Lat.14274 (G), 121v0123r

I-AOs 15 (G, C), 39v-40r, 72v-74r

I-TRmp 90 (G, S), 110v-112r, 274v-275v

I-TRmp 92 (G, C, S, A), 39r-40r, 46v-49r, 94v-95r

I-TRmd 93 (G, S), 140v-142r, 347v-348v,




	20
	Salve sancta parens
	Anonymous
	
I-TRmp 90 (G, C, S, A), 98v-100r, 170v-172r, 230v-234r

I-TRmd 93 (G, C, S, A), 128v-130r, 238v-240r, 299v-303r




	21
	Sine nomine
	Plummer
	B-Br 5557 (K, G, C, S, A), 10v-20r


	22
	Sine nomine
	
Benet

Dunstaple

Power


	
F-CA 11 (G), 20v-22r

I-AOs 15 (G, S, A), 194v-195r, 207r-210r

I-Mb AD.XIV.49 (S, A*), 74v-80r

I-TRmp 87 (C, S, A), 37v-39r, 103v-104v, 106v-107r

I-TRmp 90 (G, C, S, A), 118v-120r, 193v-195r, 254v-257r

I-TRmp 92 (S*), 98r

I-TRmd 93 (G, C, S, A), 148v-150r, 263v-265r, 326v-329v




	23
	Sine nomine
	Bedingham
	
I-TRmp 88 (K, G, C, S, A), 46v-54r

I-Trmd 93 (G, C, S, A), 30v-36r




	24
	Sine nomine
	Anonymous
	I-Bsp frag. E (K*, G*, C*, S*, A*), 1v-10r


	25
	Sine nomine
	Dunster (?)
	I-TRmp 88 (K), 26v-27r


	26
	Sine nomine
	Cox
	I-Br 5557 (K, G, C, S, A), 20v-30r


	27
	Sine nomine
	Anonymous
	I-Br 5557 (K, G, C, S, A), 90v-99r


	28
	Sine nomine
	Standley
	CZ-Ps D.G.IV 47 (K, G, C, S, A), 53r-v, 164r-165r, 167v-171r


	29
	Sine nomine
	Benet
	
I-Bc Q15 (S, A), 24v-26r

I-TRmp 87 (G), 165v-167v




	30
	Sine nomine
	Anonymous
	
I-Las 238 (C*, S*), 30 bis r-v

I-Rvat CS 14 (K, G, C, S, A), 65v-75r




	31
	Sine nomine
	Anonymous
	
I-Rvat SP B80 (K, G, C, S, A), 61v-70v

I-Trmp 88 (K, G, C, S, A), 253v-260r

I-TRmp 90 (G), 430v-432r

I-VEbc 759 (K, G, C, S, A), 20v-25r




	32
	Sine nomine
	Anonymous
	
I-TRmp 88 (A), 21v-22r

I-TRmp 90 (G, C, S), 250v-254r, 318v-324r

I-TRmp 93 (S), 322v-326r




	33
	So ys emprentid
	Frye
	I-Las 238 (K*), 21v


	34
	Summae trinitati
	Frye
	
B-Br 5557 (G, C, S, A), 2v-10r

I-TRmp 88 (motet: Salve virgo), 70v-71r




	35
	Te gloriosus
	Anonymous
	I-Las 238 (K*, G*), 25r-26v


	36
	Thomas caesus
	Anonymous
	I-Rvas SP B 80 (K, G, C, S, A), 166v-181r


	37
	Veterem hominem
	Anonymous
	
CS-Ps D.G.IV 47 (G, C, S, A*), 140v-147r

I-TRmp 88 (K, G, C, S, A), 1v-9r, 264v-266r






1 Attributions in I-TRmp88 and in I-TRmp89, the one in I-TRmp89 erased.



It is possible to postulate three things from the surviving English fragments and the manner English masses are transmitted in continental sources. First, the early English cantus firmus masses were sometimes copied as complete cycles, but most likely the sources from the first half of the fifteenth century were, like the Old Hall manuscript, copied by groups of movements, that is, all the Kyries, then all the Glorias, and so on. Second, English composers, like their Continental counterparts, continued to write isolated mass movements or mass pairs for some time into the fifteenth century and these included isolated Kyrie for nonfestal occasions, which set only the Greek invocations. Third, some shorter mass cycles intended for feasts of lesser rank included Kyries that set only the Greek invocation, but the cycles based on cantus firmi (which were at this time almost uniformly composed either for special occasions or for the feasts of the highest rank) surely set, virtually without exception, the Latin-texted Kyries prescribed by the Sarum use in their fourteenth- and fifteenth-century version—that is, the Latin verses without the Greek invocations (unless the Greek text was part of the Latin verse as is the case in Kyries 3–4 and 6–7 above).

This view, of course, depends on much of what has been found about English masses in the last quarter of the twentieth century. For nearly five hundred years, the view, at least from the standpoint of Continental sources, was quite different. As noted above, English music was eagerly copied and imitated on the Continent between 1420 and 1470. In terms of the mass these copies go from isolated mass movements to complete or near complete masses, and the frequency with which isolated Glorias, Credos, Sanctus, or Agnus Dei that clearly belonged to complete cycles were copied suggests that, in some cases, the exemplars available to Continental scribes were choirbooks organized like Old Hall. But there were surely also what Charles Hamm has called “fascicle manuscripts,” which sometimes transmitted a complete mass cycle rather than a group of Kyries, Glorias, or motets. The transmission of the English cantus firmus masses in Continental manuscripts is detailed in Table 2.2.

This list is a conservative one; it includes, with one exception to be discussed later, only those pieces for which a general scholarly consensus has evolved about their English provenance, either because parts of them survive in English manuscripts (since the English generally did not copy Continental works into their choirbooks) or because they present traits that are stylistic or notational mannerisms of English music in the fifteenth century that were rarely used by Continental composers (Hamm 1960, 211–215; 1968, 57–64). Three more expansive lists have been published by Charles Hamm (1968), Rob Wegman (1989), and Gareth Curtis and Andrew Whatey (1994). The first was drafted at a time when our knowledge of central European music was very limited and scholars were unaware of how enthusiastically German and Austrian composers, nowadays mostly anonymous, adopted certain aspects of the English approach to mass composition. The other two are deliberately over-inclusive, and justifiably so, on account of the purpose of each of these studies, particularly in the case of Curtis and Whatey, where they listed every work that any scholar had suggested could be English.

A glance at the fourth column of Table 2.2, which deliberately excludes any surviving English copies of these works, will show that Continental copies of these pieces are rarely complete. It is more than likely that, for the early part of the century, the English choirbooks were copied in the manner of the Old Hall Manuscript, that is, with all the Kyries, then all the Glorias, and so on. Still, the movement most frequently missing from Continental copies is the Kyrie. The copies of English masses in Table 2.2 fall into four categories:


1.Masses copied without the Kyrie: 18 (nos. 3, 4, 6, 8, 9, 10, 12, 13, 14, 16, 17, 18, 19, 20, 22, 29, 32, 34)

1a.Masses from group 1 where a “motet” appears to be a “re-texted” Latin Kyrie: 3 (nos. 12, 14, 34)

2.Masses with long Kyries where the Kyrie verses were eliminated on the Continent: 4 (nos. 11, 30, 31, 36)

3.Masses with short Kyries that fitted the Continental practice: 8 (nos. 1, 2, 23, 24, 25, 27, 28, 33)

4.Masses with long Latin Kyries that retained them in Continental copies: 7 (nos. 5, 7, 15, 21, 26, 35, 37)



Before we proceed, a word about what I called the exceptional entry in Table 2.2: it is the Missa Hilf und gib rat, preserved in CZ-Ps D.G.IV 47 (G, C, S, A, motet), with the motet preserved in I-TRmp 89. Every movement and the accompanying motet has a typically English bipartite structure with a section in ⚬ and a section in ¢(probably originally c), with long introductory duets. Further, the motet has one text in CZ-Ps D.G.IV 47, O gloriosa mater Christi, and two texts in I-TRmp 89, Salve regina misericordiae in Wiser’s hand, and Gaude rosa speciosa, added in a large and coarse later hand, which suggest that all texts are probably contrafacts. What has given pause to a number of scholars is that the cantus firmus in both copies of the motet (but not in the mass) is identified with a German incipit, “Hilf und gib rat,” presumably a Leise, which would make this piece an improbable combination of an English work and a German cantus firmus, possibly a secular tune, at a time when virtually all English cantus firmus masses used plainsong cantus firmi. The problem is that no source survives for the entire Leise, only a quotation in the tenor voice of a quodlibet on O rosa bella in the Glogauer Liederbuch (PL-Kj Mus ms 40098), no. 117, consisting of four notes: d, d, c, d, set to the four words (Ringman and Väterlein 1936–1981, I, 40–41). As Andrew Kirkman notes, this is an extremely common melodic pattern, and it is just as likely that somewhere in the transmission German scribes might have identified the opening gesture with a Leise they knew (Kirkman 1994, 196). A number of scholars ascribe the mass to one “Philippus” on the basis of a single word under the tenor of the Gloria in CZ-Ps D.G.IV 47, “Philipi,” but this is an extremely unlikely position for an ascription, and Kirkman (1994, 196) reports that Rob Wegman suggested that this might be a residual piece of a cantus firmus motto. No such chant has surfaced, and indeed the Cantus database reports no chant beginning in that manner and only one beginning with “Philippus,” which indicates how rare such an incipit is. Two chants beginning with this word are reported among medieval rhymed offices: Philippi imperatoris ille, the second antiphon in the first nocturn of matins for St. Quirinus (AH 28, no. 56), and Philippi viridarium sanctorum, antiphon for matins of SS Felix and Nabor, by the Milanese Franciscan Origo Scaccabarabozzi (AH 14b, no. 3). But neither chant looks like a promising source for the cantus firmus. Still, the tenor of the mass shows not Hilf und gib Rat but rather Philippi as its incipit. The melodic opening is a commonplace, and the structure of the work is entirely congruent with that of English masses with re-texted Kyries.

There are some aspects in which the raw statistics given above are deceptive. Of the seven pieces in the last category, five are transmitted in two Continental choirbooks that deliberately do not follow Continental practice, the earliest being I-Las 238. This manuscript, as it exists today, is the remnants of a once very luxurious choirbook given to Lucca Cathedral around 1467 by Giovanni Arnolfini, a Lucchese merchant active in Bruges and a cousin of the Giovanni Arnolfini in Van Eyck’s famous painting. The manuscript surely came to Lucca with the English theorist John Hothby, a Carmelite friar who was appointed in 1467 as magiscolus of the cathedral, where he taught until he returned to England in 1486. Sometime after 1600 the choirbook was dismantled and its leaves were used as binding for notarial registers. By 2007 about forty bifolios had been identified and were separated from the registers, restored as much as possible, and brought back together. The choirbook, as Reinhard Strohm has shown, was most likely produced between 1462 and 1464 for the Chapel of St. Thomas Becket in the Carmelite Friary in Bruges, which was the chapel for the wealthiest English group in that city—the Brotherhood of the Merchant Adventurers—meaning that the English liturgy rather than the Continental one was followed there (Strohm 2008, 38–34).

The other manuscript is B-Br 5777, copied for the Burgundian chapel around 1468 in connection with the marriage of Charles the Bold to Margaret of York (Wegman 1989, 5; 1986). It was surely intended to provide a number of masses for a rite that would be familiar to the new English-born duchess. Thus only three masses with Latin Kyries survive in other Continental manuscripts. There is one overlap in these numbers because the Kyrie of the Missa Caput was eventually copied by Hans Wiser in two of his collections, I-TRmp 88 and 89, written ca. 1460 and 1464, respectively. If the leaves with the Kyries of all the masses surviving in I-Las 238 could be recovered, surely nos. 6 and 17 would have to be moved from the first to the fourth category, but this would not change things very much since the nucleus of B-Br 5777 and all of I-Las 238 are, for all intents and purposes, “English manuscripts” copied on the other side of the Channel (though they are in fact, Flemish manuscripts).

The conclusion remains, however, that by and large Continental copyists, who were eager to acquire English works, when faced with the very long and elaborate settings of the English Kyries with Latin verses, mostly left them out. The two manuscripts that are an exception to this policy are both late and either for an English congregation in the case of Lucca 238 or for a chapel that had now an English princess as the wife of the ruler. This leaves only three instances in the entire fifteenth century where we have an English Kyrie with its Latin verses copied in a Continental source: the Kyrie of the Missa Alma redemptoris 2 in Trent 87, the Kyrie of the Missa Caput in Trent 88 and 89, and the Kyrie of the Missa Veterem hominem in Trent 88. The possibility of simply removing the Latin verses was used only very sparingly, since Kyries treated that way remained inordinately long. Interestingly enough only one of the really solemn English Kyries was treated that way: that of the Missa Fuit homo missus, which surely used the verses of Deus creator omnium, since as Margaret Bent notes, the opening of the cantus paraphrases the plainsong of that Kyrie (Bent 1979, 171). The Kyrie of the Missa Sine nomine in I-Rvat CS 14 (Hogg 1988, 53–54) and that of I-Rvat SP B 80 probably used one of the shorter sets of verses, since they are not inordinately long. And in the case of no. 31, the Missa Sine nomine found in Rome, Trent, and Verona Andrew Kirkman has shown that in every place the mass was copied the Kyrie was not only stripped of its Latin verses but drastically recomposed and shortened in a different way in all three centers (Kirkman 1994, 182–183).

One explanation often used for the elimination of the long English Kyries when the masses were copied on the Continent is that, of course, Latin Kyries were no longer used in most liturgies across the Channel, and thus the English Kyries were essentially useless. But this cannot be the entire explanation since the vast majority of the manuscripts listed in Table 2.2 above were not institutional manuscripts—that is, manuscripts intended to serve a church choir or a princely chapel. Most belonged to private collections compiled by individual musicians either for their own use and edification or as material to teach music (not just liturgical music) to their charges. This was the case with Hans Wiser, whose collection of manuscripts—some copied by himself and his students and some acquired during his years as schoolmaster in the cathedral in Trent—form the largest surviving cache of mid-fifteenth-century music that survives from anywhere (Ward 1975; Wright 1986; Leverett 1990; Gerber 2007). Ironically, of the five exceptions to this statement (B-Br 5557, I-AOs-15, I-Las 238, I-Rvat CS 14, and I-Rvat SP B80), two are for institutions where English liturgical traditions were cultivated, and those are our main Continental sources for the English Kyries with Latin verses. One of the personal collections, I-TRmd 93, which was written by Hans Wiser perhaps around 1453 in Munich (Wright 1996, 31–53; 2003, 247–332), is also arranged like an institutional collection: a series of introits, then Kyries, Glorias, proses, Sanctus, Agnus, and an appendix of motets. Each of the sections of Glorias, Credos, and Sanctus begins with a block of four movements from large-scale English cantus firmus masses, but none of their Kyries appear in the Kyrie section, and some of the Agnus were left out as well.

This suggests that, with the exception of a very small number of collectors, the English Kyries, with their Latin verses, appeared to be too strange a category to warrant copying into their anthologies, even if the music itself was magnificent. One possible explanation for this would be what would have appeared to Continental scribes of the second and third quarters of the fifteenth century to be the irrational nature of the English Kyries in term of their text distribution. A typical Continental Kyrie at the time consisted of three sections of music, with the text “Kyrie eleison,” “Christe eleison,” and “Kyrie eleison” set to each. Internal repetition of the text within each section was left to the discretion of the performers and was not considered a necessity. When each invocation had separate music, which was extremely rare, the Kyrie consisted of nine sections of music, as in Guillaume Du Fay’s Missa Sancti Iacobi (Planchart 1976, 30–31). The English Kyries had to have separate music for all nine invocations, since each had a Latin verse, but their distribution was asymmetrical in a manner that must have struck Continental musicians as irrational. The two most common schemes for English Kyries were as follows:


1.Two sections of music, one in triple meter (O) and one in duple meter (C), with the invocations distributed as follows: I (O): K1, K2, K3, X4, X5 || II (C): X6, K7, K8, K9 (cf. Missa Caput).

2.Three sections of music, one in triple meter (O), one in duple meter (C), and one in triple meter. On the surface this would be similar to the structure of Continental Kyries, but in the English Kyries divided in this manner the verses are usually distributed as follows: I (O): K1, K2, K3, X4 X5 || II (C): X6, K7, K8 || III (O): K9 (cf. Missa Fuit homo, Missa Quem malignus), although in some cases the first division takes place between X4 and X5 (cf. Missa Nobilis et pulchra).



Clearly such pieces might have appeared as more than passing strange even to collectors avidly compiling their own anthologies of sacred music for personal reasons. In fact, among Continental manuscripts of the first half of the fifteenth century, the only English Kyrie with Latin verses that we encounter is the setting of Deus creator omnium in the fragmentary Missa Alma redemptoris mater1 in I-TRmp 87. Later in the century three more English Kyries were copied stripped of their verses. The one we can be certain of is that of the Missa Fuit homo missus in I-TRmp 88, not only because of its immense length, but also on account of the extreme asymmetry of the three sections (I in O 68 breves, II in C 88 breves, III in O 24breves) and, as noted above, the fact that the beginning of the cantus paraphrases the plainsong of Deus creator omnium. The Kyrie of the Missa sine nomine in I-Rvat CS 14 divides the Kyrie in two sections: I in O, 73 breves; II in ¢, 114 breves), the Kyrie of the Missa sine nomine in I-Rvat SP B80, TRmp 88, and I-VEbc 759 presents a different situation since the Kyrie was drastically recomposed to produce a shorter movement, which in I-Rvat SP B80 yielded two alternate short Kyries, hence the name Kirkman (1994, 181) has given the piece, “The Two Kyries Mass.”

Later in the century some scribes attempted to salvage the English Kyries by transforming them into motets, that is, by applying to them an extended sacred text not connected with the old Kyrie verses such as antiphon, responsory, or a freely composed devotional text. Three of the pieces in Table 2.2 show this: the anonymous Missa Meditatio cordis survives only in Prague, CZ-Ps D.G.IV. 47, without a Kyrie, but I-TRmp 88, a manuscript that shows a considerable number of concordances with the Strahov manuscript, transmits a motet, Gaude Maria Virgo, with the cantus firmus Meditatio cordis, which shares the structural traits of the surviving movements of the mass and is most likely a contrafact of the original Kyrie of that work. Similarly, Walter Frye’s Missa Summae trinitati, which, exceptionally, is transmitted in I-Br 5557 (one of the few choirbooks that transmits English Kyries with some consistency), without a Kyrie, is clearly related to the motet Salve Virgo with the cantus firmus Summae trinitati, found in I-TRmp 88 (Snow 1969). The third instance, that of the Missa Hilf und gib Rat, has been detailed above.

Indeed, I-Trmp 88, copied by Hans Wiser around 1460 in some ways represents Wiser’s attempt at collecting the missing movements from a number of English masses. It contains the Kyrie and Agnus of the Missa Caput and of the Missa Fuit homo missus, which were missing from his copies in Trent 93 and 90; the Kyrie of the Missa Veterem hominem, separated by several dozen folios from the other movements of the mass, which opens the manuscript (as though he was able to obtain a copy of it only after he copied the last four movements of the mass); and the two contrafact Kyries just mentioned. Apart from the two “Continental-English” choirbooks, I-Br 5557 and I-Las 238, I-TRmp 88 is our only purely Continental copy of most of the long English Kyries that survive.

Simply stripping the English Kyries of their Latin verses and singing only the Greek invocations to the music was apparently not considered a viable solution for the most part. The Kyrie of the Missa Fuit homo missus sounds very eccentric when sung as it is copied in I-TRmp 88, and the text distribution for the Kyrie in the Missa sine nomine in I-Rvat CS 14 also must have struck singers and listeners in the fifteenth century as eccentric. And then there is the matter of the length of the movements. One of the earliest Continental cantus firmus masses is a direct imitation of an English work, Jehan de Ockeghem’s Missa Caput, where, beginning with the Gloria, he takes the double statement of the cantus firmus from the English mass movement by movement and duplicates the structure of the model. He did not do so for the Kyrie, and instead used a single statement of the cantus firmus to construct a Kyrie in the usual Continental manner (Bukofzer 1950, 263–264, 266–268). The dimensions of his Kyrie provide a convenient point of comparison with those of the model: Ockeghem’s Kyrie is 74 breves long (in three sections of 23, 30, and 21 breves), while the Kyrie of the English mass is 255 breves (in two sections of 105 and 150 breves). The latter is almost as long as the Credo of the mass, and this must have struck Continental musicians as absurd. The asymmetric text setting also apparently made little sense to them, and, for example, Hans Wiser, when he copied the Kyrie of the English Missa Caput with text incipits implying the presence of the Latin verses, he redistributed the Kyrie verses (or had an exemplar where they were already so redistributed): verses 1–3 are sung to the first section, verses 4–6 to the second, and the last three verses were left out.



Table 2.3 Continental Mass-Motet Cycles



	
	Mass
	Attributions
	Sources of the complete work


	1
	
Ad fugam

Motet: Quae est ista


	
Standley

Anonymous (Standley?)


	
I-TRmp 88,

I-TRmp 89




	2
	
Esclave puist il

Motet: Gaude Maria


	Anonymous
	
I-TRmp88, 388v-399r

I-TRmp 88, 399v-401r




	3
	
O rosa bella I

Motet: O pater aeterne


	Anonymous (Joye?)
	
I-TRmp 88, 363v-372r

CZ-Ps D.G.IV 47, 160v-161r, I-Md 2269, 123v-124r




	4
	
Sine nomine

Motet: Flos de spina


	Puyllois
	
I-TRmp 87, 167v-174r, I-TRmp 90

I-TRmp 90, 434v-436r.




	5
	
Soyez apprantiz

Motet: Stella caeli


	Le Rouge
	
I-Rvat SP B80, 71r-80r, I-TRmp 90, 310v-318r

I-TRmp 88, 11v-13r






All of this apparently had a number of consequences. The first is that this might be a factor in the fact that, for all the admiration that English music elicited on the Continent in the first half of the fifteenth century, apparently there are virtually no attempts to emulate the English cantus firmus mass (and it was the cantus firmus masses that, as big festal works had long Latin Kyries) until after the mid-century, at a time when a work like Leonel’s Missa Alma redemptoris mater was nearly fifty years old. The earliest Continental cantus firmus masses we have are Ockeghem’s Missa Caput, a direct imitation of the English mass; Du Fay’s Missa Se la face ay pale, which is in many ways his own reaction to the English Missa Caput; and Joan Ximeno de Cornago’s Missa Ayo visto lo mappamundi, which in terms of its structure is related to works such as the Dunstaple/Leonel Missa Rex saeculorum. Although all three works date from the early 1450s, the earliest copy we have of them is I-TRmp 88, copied in about 1460, which is also the manuscript where Hans Wiser copied the three long English Kyries of the masses Caput, Fuit homo missus, and Veterem hominem.

A second consequence, which has a number of ramifications, was the spread of a misunderstanding among Continental composers and scribes who had only second-hand knowledge of the English repertory, and came to think that English cantus firmus masses were primarily four-movement cycles beginning with the Gloria. This may be the case with a number of anonymous eastern European masses that are also among the earliest imitations of the English-style cantus firmus mass. The Missa Christus surrexit, which Laurence Feininger (1951) once ascribed to Du Fay, survives only in I-TRmp 89, fols. 342v-346v, without a Kyrie or an Agnus, and shows a polyphonic structure resembling the Missa Caput and the extraordinary divisi in the last sonority of each section found in the Missa Fuit homo missus. These divided final notes led Charles Hamm (1968, 72) to consider it an English work. But Reinhard Strohm (1989) has shown that the cantus firmus of the work is actually the German Leise, Christ ist erstanden, which virtually assures that it is the work of a German or Austrian composer eagerly imitating the English style. The lack of the Kyrie here might be an accident of transmission, since the Agnus is also missing.

This misunderstanding of the nature of English mass cycles by their near contemporaries also took another form. The efforts to rework the Latin Kyries as motets apparently prompted some imitation as well. Robert Snow (1969) has identified six “Mass-motet cycles,” in central European sources. Three of these, listed in Table 2.2, nos. 12, 14, and 34, are surely English masses where the Kyrie was transmitted separately and provided with a contrafact text so it could be used as a motet. But then there are a number of masses that are full five-movement masses with the short Kyries normally used on the Continent but which are clearly related to a motet, and in one instance at least the mass is copied together (Table 2.3) with the related motet following it immediately:

Three of the cases have been generally accepted. The mass by Standley, most likely an English composer, is entirely canonic, and the motet is composed using the same procedures as the mass and is generally considered to be by him. The unusual manner of notating both works clearly ties them together. A more tenuous case is that of Jehan Puyllois, whose Missa sine nomine has been associated to his motet Flos de spina by Reinhard Strohm (1991, 428–429).

In any case, both the suppression of the English Kyries on the Continent and at the attempt, particularly in the later fifteenth century to recover some of these Kyries in a different guise, appear to have sparked a small tradition of producing mass-motet cycles, which in this case includes at least one English composer, Standley, although it is worth noting that his nationality is assumed on account of his name and some of the traits of his music, all of which survives in central European sources (Bent, New Grove online).

The final step in this story, at least in terms of the evolution of the English polyphonic mass in the fifteenth and sixteenth centuries, is that sometime, either at the end of the fifteenth century or the beginning of the sixteenth, English composers did stop writing polyphonic Kyries for their festal masses. The early stages of this development can be gleaned from what survives of E-Yb Mus 1, where we encounter an apparently Continental choirbook where the large-scale settings of the ordinary have no Kyries and a series of Kyries without the Latin verses is copied separately (Baillie and Obussier 1954, 22–24). In the English choirbooks that do survive from the first quarter of the sixteenth century, GB-Llp 1 and GB-CAgc 667 (Skinner 1997, 245–255; Bowers 2005, 659–664), all the large scale polyphonic festal masses begin with the Gloria, there are only a few isolated settings of the Kyrie without the Latin verses, and only the smaller votive masses for the Virgin include a setting of the Kyrie (for example, the Ludford Lady Masses; cf. Bergsagel, I). The reason for this development apparently has to do with the increased use of polyphony in the liturgy in the later part of the fifteenth century and into the sixteenth. By their nature the Latin Kyries, given the assignations in the Sarum use, inhabited a world halfway between the ordinary and the proper, and their presence in any polyphonic setting had the effect of restricting the number of occasions when such a setting could be sung, and composers and choirmasters, each for their own reasons, would have had an interest in making the immensely elaborate polyphonic settings of the mass that became the norm in Tudor England be available for performance on as many feasts as possible.



Table 2.4 English Sources for English Kyries



	Date reported
	Source
	Mass
	Composer


	1970
	GB-Cec 300, 1r
	Rex saeculorum (K*)
	Dunstaple/Leonel


	1970
	GB-Cec 300, 1v-2r
	Sine nomine (K*)
	Dunstaple/Leonel/Benet


	1970
	GB-Cec 300, 2v
	Da gaudiorum praemia (K*)
	Dunstaple


	1955
	GB-Cu li.V.18, 219v-228r
	Quem malignus (K, G, C, S*, A*)
	Anonymous


	1969
	GB-Lbl Add 54324, 6r-v
	Caput (K*)
	Anonymous


	1969
	GB-Lbl Add 54324, 1r
	Alma redemptoris 2 (K*)
	Anonymous


	1979
	GB-Tar DD/L P29/29, 2v
	Salve sancta parens (K*)
	Anonymous




The almost complete disappearance of English fifteenth-century choirbooks, however, meant that as interest in this repertory arose at the end of the nineteenth century and during the first three quarters of the twentieth, scholars were restricted to the continental copies of nearly all of the English festal masses. An added factor in this was that the large majority of the works that were ascribed to English composers in the sources had no Kyries, or the Kyries survived as what at the time were considered independent motets. Among the few masses that survived with their Latin Kyries on the Continent, most of them, apart from those in B-Br 5557, were anonymous (I-Las 238 was not discovered and reported until 1968) (Strohm 1968), and one of the central works of this repertory, the Missa Caput, was regarded as the work of Guillaume Du Fay on the basis of the spurious ascriptions in I-TRmp 88 and 89. It was not until Charles Hamm’s 1968 study that a systematic attempt was made at detecting English stylistic traits in the vast repertory of anonymous works in fifteenth-century Continental manuscripts, an attempt that required some time to be refined and digested, so to speak. Two other developments took place precisely around that time. The first was removal of the Missa Caput from Du Fay’s canon and its identification as an English work, a process that began with Bukofzer’s (1950) report of the discovery of part of the Agnus Dei in GB-CO A 3. This was followed by Strohm’s (1968) discovery of I-Las 238. Then Ian Bent and Margaret’s (1969) report of another English source with parts of the Kyrie led Thomas Walker (1969) to question Du Fay’s authorship of the last four movements and culminated in the removal of the entire work from Du Fay’s canon (Planchart 1972). The second development was the gradual discovery of fragmentary English sources with the Kyries of a number of the masses that were known from Continental manuscript only as four-movement works (first reported in MB VIII). These are shown in Table 2.4 (including Caput as well).

Although the Kyries in Table 2.4 are not very numerous, they are crucial in that they correspond to virtually every major English mass prior to 1450 that survived in Continental sources, including every mass ascribed to Dunstaple in any source. The only Kyrie still missing is that of Leonel Power’s Missa Alma redemptoris mater. Most of the recovered Kyries are too fragmentary and cannot be entirely reconstructed. Only those of the Missa sine nomine, variously ascribed to Dunstaple, Power, and Benet (and most likely by Benet), and that of the Missa Quem malignus spiritus survive in complete form. The structure of what survives of GB-CAec 300 indicates that early on these masses, cyclic though they were, were still copied as in The Old Hall manuscript, with the movements grouped by genre, a practice that might have continued in England after it was abandoned on the Continent.

More Kyries might eventually turn up, although one despairs of ever finding complete movements, much less complete masses, in the English archives. Seldom has the destruction of an impressive repertory been quite as thorough. The list published by Curtis and Whatey (1994) includes a considerable number of works that never crossed the Channel and survive only as fragments. They cautiously classify some of them as Gloria-Credo pairs, or Sanctus-Agnus pairs, but pieces such as the impressive Gloria and Credo on Tu es Petrus (or perhaps Puer natus) that survive as fragments in the same English source as the Agnus of Caput (GB-CO A3) were almost certainly part of a full-scale cyclic mass.

Today we can catch bare glimpses of an enormous repertory that was immensely influential outside of England in the early fifteenth century, and eventually evolved into the extraordinary works of early Tudor England. The half dozen or so complete examples that survive, particularly the Missa Caput, are among the most impressive fifteenth-century works that have come down to us from anywhere. The attempts to salvage some of these Kyries as motets also produced an interesting if short-lived tradition of mass-motet cycles among Continental composers, both in northern Flanders, which was surely the most frequent point of entry of English music onto the Continent, and for reasons still not entirely clear, in the Germanic areas of central Europe. With the rediscovery of the English Kyries as fragments in insular sources we have recovered not so much a repertory as an understanding of a lost tradition.

NOTES

1.Arlt and Rankin 1996, 3:208, 3:295.

2.For example, Vatican Kyrie ad lib. VI, Melnicki 1954, no. 55, was widely sung in the West with the Latin text Tibi Christe supplices, and in the East with the Latin text O theos Christus.

3.The large majority of Kyrie collections from the late twelfth century on, when they transmit Latin Kyries, transmit only the melodies with the Latin text and not in alternation with the melismatic Greek invocation; and when the melodies are copied with the melismatic Greek invocations, the Latin texts are absent entirely. A number of manuscripts will transmit the same melody with and without the Latin texts, but as separate pieces.
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CHAPTER 3



GOVERNMENTAL INTERFERENCE AS A SHAPING FORCE IN ELIZABETHAN PRINTED MUSIC



JEREMY L. SMITH

THE Elizabethan era was arguably the first in English history when governmental forces took such an interest in the new media of print as to inspire some direct precursors of modern-day forms of press censorship. It was also an era that famously witnessed an outpouring of motets, anthems, consort songs, madrigals, keyboard and lute music in print as well as a great rise in British popular forms, including especially the broadside ballad, which was in certain ways rightly treated as a poetic type, but from which stem such famous tunes as “Greensleeves.” In this chapter two exemplary events—a governmental admonition and the granting of a royal patent of monopoly—will be shown to have special significance in shaping the ballad and the art music of this era. The admonition, discussed first, involves William Elderton, one of the era’s most celebrated and most castigated ballad writers. The monopoly concerned many composers of the art-music tradition. That both events had a lasting effect on the music of this era, particularly in its politicization, has thus far gone unnoticed.

On or about September 8, 1570—some ten years before he would make significant use of “Greensleeves” in a ballad—Elderton received important feedback about his latest publication. It came from the queen’s own privy council, which conveyed the following to their “lovinge friends, the Masters, Wardens and Companye, Printers and Stationers of London”:

After our hartye commendations we perceave of late a certeene Ballett hath bin sett forthe in prynt by one William Elderton intituled Doctor Stories Stumblinge into Englonde ymprinted in fflete Strete by Thomas Colwell. And albeit the substance thereof seemede to cause therewith a certeene zeale and good meaninge towardes the ffurtherance of trewe Religion and defaceinge of Papistrye; yet do we find that some partes of the same do particularlye touche by name certeyne personages of honour and reputation tending also to the descreditt of some prences with whom the Queene’s Matie standeth presently in terms of amytie.

And therefore we have thoughte wele not onlye to give yowe knowledge thereof and to require and chardge yowe in her Mtes name that yowe do forthwith give order that none of the said ballets be uttered or solde abroade and that such of them as have been alredie dispersed may be called in againe with as moche dylligence as may be but also do will and commande yowe that from hence forthe yowe suffer neither booke ballett nor any other matter to be published in print whatsoever the argument thereof shalbe until the same be first seene and allowed either by us of her Mtes pryvie cownsell or by thee Commissioners for cawses eccleyasticall there at London. Whereunto wee earnestlye requyer yowe to have speciall regarde as yowe tender her Mtes pleasure and will answer for the contrary. So fare yowe well from Rycote the viij of September 1570.

Yor Lovinge ffreindes

R Leycester. E Clynton. F. Knollyes. W. Cecill

(Arber 1875–1894, 5:lxxvi; quoted in Rollins 1920, 212–213)

After hearing this news, presumably from a fellow freeman at Stationers’ Hall, Elderton’s publisher Thomas Colwell surely wasted little time in notifying his author about the matter. Indeed, Colwell probably went combing through London’s livelier taverns and Inn Yards (a theatrical venue that Elderton apparently frequented) that night in a search of the colorful ballad writer and actor who was soon to be widely known for his “ale-crammed nose” (Goldring 2004). Both men had been singled out in this report, which came from the very highest level of government. To have one’s name associated with this act of censorship—the wholesale suppression of a printed ballad—was no doubt the cause of some consternation for Colwell. Elderton probably regarded it as one of his more sobering experiences as a professional writer.

Aware of this privy council report and similar documents, such as those concerning the famous 1599 Bishop’s Ban on satire, Elizabethan scholars have long operated under the assumption that censorship of print in the late-Tudor era was extraordinarily oppressive and all-encompassing. Pointing to the kind of interaction outlined above—among the privy council, high commission, and Stationers’ Company—the traditional view finds Elizabeth’s closest advisors painstakingly checking for and rooting out any offensive printable material before it entered the era’s English and foreign book markets, which thanks to the presses were larger than ever before (Siebert 1965, 98).

Bibliographers familiar with the Stationers’ Company archives, however, have long been wary about such assertions of how well this system actually worked. Studies of the so-called Stationers’ Registers, which reflect when and why publishers brought in books for a pre-publication review, showed a haphazard treatment of seditious and immoral texts (Greg 1944). From this perspective, censorship efforts on the whole seemed more often directed toward the protection of a publisher’s copyright than the protection of a nation’s policies, politicians, and moral fiber. And now literary historians, who once seemed almost uniformly to relish the notion that a government’s administration could act so repressively as to inspire an ingenious evasiveness, have also begun to question the efficiency of the system. In studying censorship practices in the realm of poetry and prose, Cyndia Susan Clegg, for example, found them to be so sporadic and ad hoc as to render the whole enterprise inept. She suggests they did relatively little to help Elizabeth with her political needs beyond the encouragement of a limited kind of propaganda that favored the views of her establishment (Clegg 1997, 5).

In this chapter it will be argued, to the contrary, that the politically shaped products that stemmed from this kind of censorship could be seen, at least in music, as an achievement of note, one that should be credited to the effectiveness of the government’s actions. But whether or not the system was effective and whether or not the propaganda was indeed limited, ballads were, in any case, one of the most watched of all printed genres, and for good reason. In 1912 Herbert L. Collmann suggested that the “prolificacy, and the audacity with which [Protestants of Mary Tudor’s era] leveled their verses against those in authority, explain the reason why the ballad-writers were the objects of decrees made with a view to their suppression.” He concluded, however, that “the incorporation of the [Stationers’] Company . . . in 1557, . . . aided largely by the restoration of the Protestant religion, brought about a rapid change in the tone of the ballads, until at length their language closely reflected the opinions of nine-tenths of the population of London at the time of their issue” (Collmann 1912, ix–x). After a comprehensive review of the extant broadsides material in 1991, Carole Livingston went even further in her appreciative assessment of the effectiveness of the government’s control of the press. In her view there was no period of “audaciousness” in the pre-Elizabethan history of the broadside ballad. Governmental interference was a “key formative influence on the . . . genre [from] its inception” (Livingston 1991, 849). However contradictory their views of the situation in earlier periods, these authors agree that Elizabethan ballads, at the least, were effectively watched over with care.

That broadside ballads were relatively short works, easy to check over for offensive content, makes the censorship process seem at least feasible for this particular genre. (It is perhaps no accident that we have no extant copies of Elderton’s offending verses.) On the other hand, these same broadside ballads were just as unstable as any other kind of literature when it came to the matter of their reception. Many of these ballads were designed by their authors to be read from a pro-establishment perspective and with a particular moral in mind. No matter what the author’s intention, what happened when people got them in hand, heard them sung, or sang them, however, was surely not so easy to control. At that point, with so much as a sneer, anyone wishing to do so could shift a reading from what the government might encourage and condone to something they would not wish anyone to hear or accept.

Such hermeneutic instability notwithstanding, the privy council’s admonition toward Elderton opens a useful window into the government’s point of view and expectations. That the council voiced its appreciation of Elderton’s “good meaninge” and “certeene zeale” helps establish what they sought from the ballad press. It is also useful that they condemned the way he “touched” upon the wrong matters in various ways, as this points to what in the ballad might cause anxiety. The most instructive aspect of this admonition, however, was the general direction it gave for the future writers of ballads to take care as they served “her Mtes pleasure” (Arber 1875–1894, 5:lxxvi).

Even with only the title to go by, it is easy to see why the privy council made an effort to commend Elderton for his good intentions in writing “Doctor Stories Stumblinge into Englonde” before they pointed out its problems and suppressed it. The title assures us of two things: (1) that Elderton’s ballad was of a journalistic type; and (2) that he had spared his anticipated audiences none of his famous black humor—as indicated by the word “Stumblinge.” This facetious text suggests that Elderton had engaged in an ad hominem treatment of what turns out to be a Catholic figure of some prominence, and an attack on John Story would likely have pleased the privy council, which had applauded Elderton’s efforts to “the ffurtherance of trewe Religion and defaceinge of Papistrye” (Arber 1875–1894, 5:lxxvi).

If once esteemed as a distinguished lawyer, chancellor of the diocese of Oxford (and London), and a Member of Parliament, by the end of Mary’s reign Story had earned an infamous reputation as a ruthless persecutor of Protestants. After a period in and out of Elizabethan prisons, he eventually settled in the Netherlands, where he served officially as a customs officer, checking through the cargoes of English ships in an effort to stop the importation of Protestant propaganda into Antwerp and other tenuously Catholic Habsburg areas (Lock 2004). Overseas, Story stood as a thorn in England’s side. In 1570 William Cecil, privy councilor, principal secretary, and England’s most powerful politician under Elizabeth in his lifetime, masterminded a secret operation to bring him back for a grim accounting (Pollitt 1983, 140–141).

Cecil may well have had personal reasons to pursue the abduction project. In 1568 he had sponsored the seizure of a set of Spanish pay ships that had taken refuge in English harbors (Read 1933, 447). When this led to a trade embargo, it caused some serious economic hardships for English merchants, which temporarily but dangerously weakened Cecil’s political position (MacCaffrey 1993, 121). A coup on the order of the abduction of Story would help Cecil regain his former standing as the queen’s most trusted collaborator and confidant.

Despite a major glitch—the original crew deserted the mission and a set of last-minute replacements had to be found—the secret operation worked out quite well. Cecil had enlisted and recruited a number of agents for the enterprise, including the exiled William Parker, who was somehow able to convince Story that he was a trustworthy Catholic (Parker had himself been working as a customs agent before he was “turned”). It was at Parker’s side that Story unsuspectingly walked onto a ship where a newly recruited crew was poised to detain him and sail back to home shores (Pollitt 1983, 144). When Story arrived in England, Catholic friends were there to help him orchestrate an escape from his latest captors. But Story was promptly recaptured. Then, in what turned out to be a clever piece of political theater, Cecil arranged for Story to be locked up in the same Lollards’ Tower that the former Marian chancellor had himself used to imprison (and torture) Protestants some years before (Lock 2004). All told, by the time he stumbled back into England, Story’s story had all the markings of the kind of “true-to-life” episode that would attract the interest of the English public at large.

The whole escapade made terrific fodder for a journalistic ballad, but, in telling the tale, could Elderton have blown Parker’s cover? Could he have potentially spoiled certain aspects of the trade negotiations? The former seems possible and the latter seems likely. For the sake of resuming trade relations, Cecil was in contact with the Catholic Duke of Alva, the Spanish viceroy of the Netherlands. Alva controlled ports vital to English trading interests (Read 1933, 447). He was also committed to some famously oppressive operations against Protestant rebels in the Netherlands. Leveling invective against a figure such as Alva was surely what the Elizabethan ballad writer must have thought one was supposed to do, given the right opportunity. Yet in the elaborate game that Cecil and the queen were now playing with nearly all the major Catholic powers (Italian, Spanish, and French), this was clearly not the time to do it.

The international perspective on the Story case is significant, as even to disinterested foreigners the whole incident could have seemed as much a breach of international law as any great coup for the Protestant cause. In 1572, Philip II’s ambassador baldly accused Cecil (and the queen) of kidnapping (Pollitt 1983, 140). Philip even tried to blackmail Cecil with the information. By 1572 Cecil would probably not have felt much threatened by such an action. But two years earlier the privy council may have been worried that Elderton might have unintentionally served the kind of purposes Philip had proposed.

So, in the end, an ambivalent privy council—one condoning Elderton’s intentions but concerned about unintended results—suppressed what was surely a potent journalistic ballad. As Elderton came to terms with this, he must have pondered the implications. He had been commended for his religious zealotry. He was probably also aware that he was told (obliquely, if rather firmly) that he should serve the queen’s pleasure. Yet if he learned anything from the privy council’s admonition, it was that he could easily get in over his head if he dabbled too strongly in political affairs he did not fully understand.

To continue on as a ballad writer, Elderton faced a daunting set of new conditions. On the one hand, he needed to find subject matter that would interest the public at large and still serve his queen and council. On the other, he needed to be sure to avoid hidden pitfalls, like exposing the identity of any secret agents or besmirching the reputations of special allies, no matter how short the period of diplomatic amity might last. In his subsequent work Elderton demonstrated in various ways that he had taken the gist of this lesson to heart.

After suffering the public humility of what a colleague sarcastically described as an “ell [ill] Fortune” (Rollins 1920, 123), Elderton returned to the trade with a fine work commemorating the bishop of Salisbury, John Jewel, who had died in 1571 (Elderton 1571). Jewel had lived only to middle age, but he had achieved great distinction in his lifetime as an anti-papist controversialist. Jewel had also supported the use of vestments, however, taking a position that was decidedly more conservative than that of his more puritan colleagues (Craig 2004).

Wisely refraining from any discussion of Jewel’s positions, Elderton described his subject simply as a “jewel” among religious men, a “Bishopp of so good grace, wher good men be so skant” (Elderton 1571, li. 8). As he considerately added, however, “there [were] some behinde, . . . [on whom Jewel’s] Talents did bestowe” (li. 12). In 1920 Hyder Rollins suggested this work was essentially an exercise, an “attempt at pure elegiac poetry” (Rollins 1920, 215). This assessment seems fair, yet it is possible to detect a special political sensitivity in Elderton’s approach. Certainly the ballad writer showed an allegiance to the “trewe religion” (Arber 1875–1894, 5:lxxvi) of the kind Elizabeth herself would have appreciated. Perhaps just as importantly, though, as much as he bemoaned Jewel’s loss for the sake of his “sheep,” Elderton wisely left room for others among the living to become “shepherds” in his place (li. 26).

Jewel’s death was not the only event of interest to ballad audiences in 1571. Story died that year too. But Elderton—who presumably did not want to call attention to his prior troubles—passed over the chance to have a last word on that subject. Instead it was yet another political death, that of Thomas Howard, 4th Duke of Norfolk, that inspired a new ballad from Elderton.

Before his fall, Norfolk was an exemplary “personage of reputation and honour” (Arber 1875–1894, 5:lxxvi). He had stood closest to the queen herself in noble rank, as the nation’s only living duke. By 1572, however, Norfolk became prominently associated with the very matters that most deeply threatened Elizabeth as she entered her second decade of rule: the Northern Rising; the Ridolfi Plot; and the uncertain status of the Catholic contender for the English crown, Mary Queen of Scots, whom Norfolk had intended to marry. Ultimately Norfolk, who claimed he had never veered from his Protestantism, was little more than a figurehead for the rebels. He was noncommittal with Ridolfi and he seemed all along to have thought his queen would eventually approve of his plan to marry her cousin. But as far as Elizabeth’s chief counselors were concerned, this all added up in the end to treachery, and Elizabeth’s own consternation was roused in particular by Norfolk’s plans to marry a serious rival. Ultimately, the duke was executed as a traitor (Graves 2004).

With newfound restraint in his “A balad intituled the dekaye of the Duke,” Elderton responded to Norfolk’s execution rather than to his capture and imprisonment (Elderton 1572). As he had done before with Story, Elderton found a title phrase to succinctly summarize the narrative thrust. This time it was a “dekaye” not a demeaning stumble. But Norfolk was described therein as “Duke of high honor” (Elderton 1572, li. 70), and the ballad overall was notably devoid of irony or sarcasm. In marked deference to the duke’s former status as the highest peer of the realm, the central theme, his “fall to highe Treason” (li. 70), was recounted not with vengeful relish but as a cautionary tale warning that others may also “lose all” if they do not look to their “dueties” to “Queene and countrie” (li. 78–79).

Rather than vilify Norfolk, Elderton described the pope rather viciously as a “pestilence” (Elderton 1572, li. 11). The hero, so to speak, was the “Triall,” which was applauded in the stanzas and had its “good[ness]” emphasized with musical and poetic repetition in Elderton’s well-crafted refrain (li. 1). Otherwise, not a single particular offense of Norfolk’s was mentioned in this ballad. Yet Elderton managed still to put forth a complex message, at least in terms of self-positioning. In casting Norfolk as a tragic dupe of the pope, Elderton, through his poetic voice, could show his respectful views of Norfolk, as a man of such high rank.
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