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INTRODUCTION TO THE SERIES

The Gordon and Breach Musicology series, a companion to the Journal of Musicological Research, covers a creative range of musical topics, from historical and theoretical subjects to social and philosophical studies. Volumes thus far published show the extent of this broad spectrum, from Music, Film, and Art; Witnesses and Scholars: Studies in Musical Biography; to Music in English Children’s Drama of the Later Renaissance. The editors also welcome interdisciplinary studies, ethnomusicological works and performance analyses. With this series, it is our aim to expand the field and definition of musical exploration and research. 





INTRODUCTION

DOI: 10.4324/9781315075730-1


Considering that there is hardly a publication these days that does not dismiss historical musicology as something either hopelessly passé, or at least in bad straits, it may seem daring to issue any book that openly shows its positivist face. This collection of essays focusing on the dissemination of music, the history of publishing, is historico-philological with a vengeance; but even though it may be out of fashion, to those who know that the overall picture of the musical past is not yet complete, each of the following essays makes an important contribution.

When Kerman in his book Contemplating Music opened a Pandora’s box of criticism, citing Curt Sachs who urged us to see the big picture as long as forty years ago, he gave us a paragraph from one of the wisest scholars in our field I have ever known:


Do not say wait! We are not yet ready; we have not yet dug up sufficient details to venture on such daring generalities. This argument … will still be heard a hundred years from now, at a time specialized research has filled and overflowed our libraries. … (Sachs in 1949 quoted by Kerman, Contemplating Music. Cambridge: Harvard University Press, p. 177)



Kerman is right of course to endorse Sachs. But the big boys, (pace feminist critics), such historians as Abert, Bukofzer, Lang, Sachs himself, always did see the big picture (in their days a lot easier, of course); still they went on with their piddling little studies such as e.g, “Ein neuer musikalischer Papyrus-Fund” (Abert), or studies of fauxbourdon (Besseler), the Caput mass (Bukofzer), and others, all of which contributed to the big picture for coming generations. New discoveries of however varying degrees of importance are still made. They change our critical perceptions and Kerman is wrong to relegate “positivist” research to those of our graduates not talented enough to be critics. Heaven help us with the scholars who have no special critical talent but now feel obliged to try their hands at it anyway. The late Howard Mayer Brown, arguably the best musicologist of his generation, a positivist if there ever was one, never wrote a book or article that did not contribute to the overall larger picture, yet he is hardly mentioned in Contemplating Music.

When it comes to a collection of essays such as this one, hypersophisticates may question the need for them. But as recently as ten years ago the term “dissemination of music” was hardly known and certainly not used. One spoke of the “music trade” with some disdain (since it was neither an art nor a learned discipline), and the literature about music publishing was largely about techniques of typesetting and printing. These subjects are still fundamental in the field if only for the need to establish hierarchies of sources for their dates and reliability. Once music printing began, several decades later than books, i.e., sometime around 1475, because of such difficulties as lining up staves and notes as well as text, it was formidable and expensive. Consequently there was probably a certain reluctance on the part of printer/publishers (at the time usually the same individual) to invest in the process and, as one might expect, the first published music consisted almost entirely of liturgical music for the Catholic services. Nevertheless, a surprising amount of publishing began almost immediately. One of the contributors to this book, Mary Kay Duggan, is an expert in this field. Her contribution on incunabula opens the volume with interesting news about early missals.

Naturally the moment one addresses such an issue as for whom and why publishers produced their work, one is really dealing with the social history of music. Thus even without displacing the history of printing, still essential to source studies, we have added a new topic of equal or potentially far greater importance, a topic about which still not very much is known. Since the archives of this kind of material are exclusively available in Europe, if anywhere, and are not obviously organized by subject (much of what would have been documentation printers may have suppressed because they took it to be trade secret), research has been rather slow. Some of what we have learned derives from digging in these archives but even more, I suspect, is encountered accidentally in the course of other unrelated research. Each of the specialized essays in this collection moves us forward bit by bit. Thus, for example, while hardly anything was known about Renaissance editors (were there even such creatures who made their living or part of it by working in publishing?), Dr. Ongaro’s essay about a professional editor of anthologies represents a major step forward into the actual situation of publishing in the sixteenth century.

Professor Mangsen’s essay, profusely documented with statistical tables, is directly related to the overall situation of publishing in Europe and indirectly to the history of changing taste. Why was Corelli so popular in England long after his death, while in Germany he is hardly mentioned at the same time?

Sarah Adams is interested in the international distribution of music in the late eighteenth century, a question that as far as I am concerned is still puzzling. Considering that music was inherently international, and in the absence of firmly established copyright laws, why was there not more piracy? There are some scholars who believe that the term “piracy” is misapplied in the eighteenth century — that the concept of intellectual property was only just surfacing and there was no ethical inhibition about appropriating music. But even if property rights were lodged in the publisher, Haydn and Mozart were quite anxious to protect themselves if only to sell their wares in other countries and in different arrangements. Both deplored the free taking of their works as theft. Adams presents us with a new perspective on the international music trade.

Bianca Maria Antolini has long been at work piecing together the history of music publishing in Italy. This contribution of hers illustrates not only how most Italian publishers began their careers as operatic copyists, but also the extent to which they hoped subscriptions would assure them of sales in what must have been a very uncertain business at the time.

Finally, listing the contributions in chronological order, Lisa Feurzeig illustrates what became a new relationship between publisher and composer in the course of the nineteenth century, when authors were now clearly the owners of their intellectual property. The changed relationship was never unequivocally beneficial to the composer and even today it is usually still a battle between profit and art. For the most part, what we know of this kind of business arrangement, beginning with Haydn and Beethoven, is very one-sided: the composer complains, but the publisher’s correspondence has rarely been preserved. We can learn quite a bit from Fauré’s unhappy “marriages” with publishers.

Aside from its inherent interest in the history of publishing and Rezeptionsgeschichte, I hope this collection will encourage similar work. We need not all work in semiology, gender studies, deconstructionism, and whatever other new trends will be around tomorrow. What we do need is to continue the necessary empirical scudwork not by default, for lack of talent, but rather because without it musicology will simply be rehashing what we already know in increasingly desperate guises.





Music in the Fifteenth-Century Printed Missal

MARY KAY DUGGAN
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The introduction of hundreds of exactly replicated copies of the missal, the liturgical book of texts and chant for the celebrant of the Catholic Mass, affected the very nature of the service book and the plain chant it contained. The move to print the liturgy was accompanied by a complex web of technological, liturgical and political challenges that provoked reaction by printers and publishers, local and regional monastic and diocesan editors, and the very top echelons of monastic orders, ecclesiastical provinces, and the papacy. Missals form a large percentage of the corpus of early printed music put into the hands of fifteenth-century readers. Apparently well aware of the significance of the appearance of liturgical books in print, contemporary liturgical reform movements were intensely involved in the process of editorial revision and the production of corrected copy texts for the printers. The books themselves illustrate the manner in which printers responded to the challenges of transferring newly reformed manuscripts into print, through the design of layout, regional styles of chant, size relationship of music type to letter type in the absence of ruling, musica ficta, color for staves, complex melismatic neumes, liquescence, and mensural chant. From the first decades the publication of liturgical music displayed the characteristics of centralized and specialized production together with widespread distribution networks that were to contribute to the standardization of liturgical books and culminate after the Council of Trent in the next century in a monopoly by a single publisher appointed by Rome.

Music incunabula are usually defined as those books printed before 1501 containing music in the form of printed notes and staves, printed notes or staves, or printed text with space allocated by the printer for the addition of notes and staves by hand.1 Current estimates suggest that some four hundred and fifty editions of a total of about 30,000 incunabula satisfy that definition of music incunabula; about 270 contain printed notes and staves.2 Detailed study of 156 Italian music incunabula shows that most were printed with notes and staves from metal type, though in the earliest period of printing before such type was available a significant number were printed with space for music: 76 contain notes and staves printed from metal, 13 contain notes and staves printed from wood, 17 contain printed staves, 34 have space allocated for music, and fourteen are titles for which no copy could be located or examined (see Table 1). Of 156 Italian music incunabula, 75% or 118 are missals;3 an additional five missals4 printed in Italy contain no music or space for music, though some owners inserted manuscript music on extra leaves bound in. A higher number of editions of the missal, 191, were printed in what incunabulists call German-speaking lands (the area covered today by Germany, Austria, Switzerland and parts of Eastern Europe).5 Estimating that each of the Italian and German editions was issued in five hundred copies (the number of copies ordered, for examples by Abbot Udalricus III of the Benedictine Monastery of Michelsberg in Bamberg of the 1481 Missale benedictinum (Bamberg: Johann Sensenschmidt; H 1127), the combined total would be over 150,000 books, all but 10,000 printed between 1480 and 1500.


Table 1 A comparison of all music incunabula and Italian production.


	Music Incunabula

	Notes/staves metal

	Notes/staves wood

	TOTAL Notes/staves

	Stave

	Space

	Unverified

	TOTAL






	All

	*

	*

	270

	*

	*

	*

	450




	Italian

	76

	13

	89

	17

	34

	14

	156




	Italian

	
	
	
	
	
	
	



	Missals

	61

	2

	63

	13

	28

	14

	118






*= research incomplete


A missal is made up of a central portion of fixed prayers, the Canon, preceded by the readings for Sundays (Temporale) to Easter and followed by the Sundays after Easter and the readings for feast days (Sanctorale). The text of sung portions is written in smaller letters than those read by the priest or celebrant. Music notation is included for those portions sung by the celebrant, including a number of prefaces that vary according to the time of year and level of feast, the Pater noster, incipits of the chants of the Ordinary or unvarying parts of the service (Kyrie, Gloria, Credo, Sanctus, Agnus Dei), and a few chants for Holy Week. The choir’s sung portion is contained in another liturgical book, the gradual. A calendar of feasts for the year, graded according to level of feast, is usually placed at the beginning of the missal. Unusual in the manuscript missal, preliminary material after the calendar grew in the printed missal to contain such extras as a letter from the bishop requesting those under him to purchase the book, explanation of the perpetual calendar, cautions to the priest in handling the host, prayers to be said while vesting, tables, and indexes. Titles of sections and readings, directions for the additions of sung portions (introit, psalm, antiphon, verse), and directions for actions of the priests appear in red, thus called rubrics.

Editions of fifteenth-century missals reflect prescriptions of various rites, the Roman rite being most common but others distinctive to localities (as, for example, Ambrosian to Milan, Sarum to England). One of the preoccupations of the Catholic Church councils in Constance and Basel in the first half of the fifteenth century had been monastic reform, including the development of a standard observance that could be accepted on both sides of the Alps. Benedictines at Melk in Austria, Subiaco in the Papal States, Padua in the Venetian Republic, and Bursfeld and Mainz in Germany played a major role in arguing for and developing a reformed liturgy.6 Despite conflict between conciliar and papal authority which led the Council of Basel to elect a second pope in 1441, northern reform efforts continued. In 1448 at Mainz papal legate Cardinal Juan de Carvajal, an appointee of newly elected Pope Nicolas V who promised to unite Europe again under one pope, approved the new Ordinarius divinorum of the growing Bursfeld Congregation of Benedictines and specifically mentioned for the first time the need for standardized liturgical chant melodies as well as texts.7 With Carvajal’s papal entourage in Mainz was the German Nicolas of Cusa, former Basel conciliarist and soon to be made a cardinal and papal legate himself. In the capacity of papal representative he returned to Mainz in 1451 to decide against the reformed liturgical books prepared by the Benedictine house of St. James in Mainz and, with authorization to have recourse to secular arms if need be,8 he pronounced in favor of the version prepared by the Bursfeld Congregation. The Ordinarius divinorum has been described as “really only an adaptation of the office of the Roman Curia for monastic use.”9 After joining the Bursfeld Congregation the Benedictines of St. James managed to issue their Psalter in 1459 and a Canon missae appeared in Mainz in 1458 (GW 5983), but the first printed missal was delayed until about 1472 when a Missale romanum (Goff M-643) appeared somewhere in Central Italy with an incipit attributing the editing to Franciscans, the order of the current pope Sixtus IV. Another undated missal appeared in equally obscure circumstances about 1473, a Missale speciale for the diocese of Constance. An alphabetic type similar to that of the first missal was used in Rome by Ulrich Han to print the 1475 Missale romanum (H 11364), reprinted with music in 1476 (H 11366) and often afterward by Han and his successor, both semi-official printers of papal documents. The Bursfeld Benedictines continued to negotiate as late as 1471 to print their liturgical books in Subiaco;10 the Ceremoniale and Ordinarius appeared in 1474–75 from the press of the Brothers of the Common Life in Marienthal (HC 12059, Goff 0–85; H 4883 = 12059, Goff S-756) and the missal in 1481 (H 11267) printed in Bamberg by Johann Sensenschmidt with the votive Masses and sequences integral to northern liturgical tradition.11

A comparison of missals produced in Italy with those printed in German-speaking lands (see Table 2) reveals a scarcity of editions in the Roman rite printed in Germany; if figures were available, that scarcity would be seen to hold true for the rest of Europe. North of the Alps, missals used outside the monastery were under the editorial control of the diocese although cathedral chapters were being urged in visitations by papal legates to bring local books into closer agreement with the practices of Rome. Widespread dissemination of printed Roman missals provided editors with easy access to those practices. Proof that printed missals became the exemplars for future editions is found in a copy of the Missale romanun (Venice: G. B. Sessa, 1497, H 11412*) that contains annotations in the hand of Cardinal Sirleto that were used for the reforms that produced the Tridentine missal under Pope Pius V after the Council of Trent in 1570.12 The calendar and services of the Roman rite and the design and types of Italian printers as established in the tens of thousands of missals issued in the fifteenth century had a lasting impact.


Table 2 Missals Printed in the Fifteenth-Century in Italy and in German-speaking Lands.


	Country

	Roman Rite

	Religious Order

	Local Rite

	Total






	Italy

	84

	14

	25

	123




	German-speaking

	10

	14

	168

	191







Decisions on how and where to include music in printed books would have been made by an editor or editorial committee13 and set down in a manuscript exemplar to serve as a copy text for the printer, but unfortunately no such copy text has been identified and the printed books must speak for the publication process. What is apparently the first printed missal, attributed to Central Italy about 1472, leaves so much space for insertions by hand of rubrics, music, and illuminations that both copies have at times been treated as manuscripts.14 A copy was found in 1964 in the manuscript collections of the Biblioteca Vaticana (Urb. lat. 109, called BV below) in the intact library of Federico da Montefeltro, the Duke of Urbino, for whom it was illuminated.15 I recently identified another copy from a Central Italian Benedictine monastery, now in the Newberry Library (Inc. f7428.5, called NL below), also called a manuscript in the inventory made at the time of its purchase in 1890. The size of the book is Median folio (NL, 328 × 220mm heavily trimmed; BV, 348 × 243mm, slightly trimmed). Both copies are vellum rather than paper, since skin was traditionally preferred for manuscript liturgical books because of their heavy use and presumed longevity. Pages are laid out in two columns of twenty-nine lines of text or space for seven texted music staves. The edition first appeared (NL) with about one-third of the total space blank for text in red, music and initials to be added by hand. At some point it was decided to run the sheets through the press again to print in red rubrics of three or more lines (BV), still relying on a rubricator for isolated abbreviations for verses and responses. Space for Roman plainchant, for which type was still four years in the future, was left immediately following rubrics for performance on forty-seven of 692 pages, primarily for prefaces but also for such individual chants as the “Ecce lignum” of Good Friday and “Pater noster” of the Canon. That space was filled in by hand in both copies with plainchant in square Roman notation on two-, three-, and four-line red staves (see Fig. 1).


[image: ]
Figure 1 The first appearance of music (f. [i5]v) in the ca. 1472 Missale romanum, (a) NL and (b) BV.

The relationship of music to alphabetic text in liturgical books had been carefully worked out in manuscripts and delineated in the ruling of pages that preceded scribal entry.16 Whereas in the rest of the first missal the printer has allotted the space of three lines of text to each staff and to text underlay, this first appearance of music in the book is one line short and the solution was to leave both text and chant to be entered in manuscript. Presumably the sequence of scribal activity was black text, red lines for staves, black neumes, and red initials. Without the rules that were the usual guide for scribes, the space was approached quite differently in each copy. BV’s music scribe chose to enter a two-line staff over the first line of text, allowing room for the first low note but placing the clef at the level of the line of text above. NEs music scribe placed the first low note in the text line, allowing room for three staff lines; the initial is designed for a larger space than is available here and intrudes over the clef of the second line. It is clear that the first “music” books that were printed with blank space for music to be entered by the owner vary enormously from copy to copy and required a great deal of effort to complete after purchase. In a large percentage of extant copies of incunable missals printed with space for music, no music was ever entered.

A printer who receives a text with passages of music can decide to omit them, leave space, print staff lines, or print lines and notes. While there are no extant printers’ copy texts for missals, contemporary manuscript missals assure us that music for the celebrant was a regular feature of the genre. A printer’s decision to leave space for music in a printed text acknowledges its importance to the reader and presumes the ability of owners to write in the passages for themselves, while also showing that the printer probably did not have access to music type. Printed staff lines perform the same functions with the additional benefits of providing a visual reminder to the reader that music belongs in the space, defining by the distance between staff lines the size of the notation, and providing the red color appropriate to staves for chant. The printer of a book with printed staves and without printed notes again probably did not have access to music type.

Another reason for the omission of printed notation, even by printers who were skilled in the use of music type, is the variety of regional styles of plainchant in use at the time. Books printed in Italy in the fifteenth century were distributed internationally from such cities as Venice, with its succcessful land and sea distribution network that made it the center of printing in the later decades of the century. While square Roman notation with a stemmed virga would be acceptable anywhere in Italy, German-speaking lands would expect Hufnagelschrift or horseshoe-nail notation, Milan used Ambrosian notation, medieval Hungary used a gothicized Roman called Messine-German, and Spain preferred an unstemmed virga.17 Extant copies of editions of a given Roman missal with blank space for music or with printed staves without notes can be found with many different styles of music notation. Since Messine-German notation was never cut into type, the Missale strigoniense (for Eszterom or Gran) was printed several times with staves and without notes by a printer (Johann Emerich of Speier) who regularly printed Roman chant type in other books. Extant copies of such missals include manuscript notation in Messine-German, Gothic, and Roman styles.

The participation of international religious orders in editorial reform and the wide dissemination of Italian editions of liturgical books helped to erode regional styles of chant. When all liturgical books at the Benedictine monastery at Benediktbeuern were burned in a fire in 1490 and had to be replaced, the abbot complained that the choir books sent as exemplars from the Benedictine house at Tegernsee were in “modern” notation and his house preferred the “old” notation.18 The Benedictines of Tegernsee were at the center of the liturgical reform movement coordinated with Subiaco and Padua. A manuscript missal from their library (Staatsbibliothek, Munich, Clm 19234) contains text in the southern gothic rotunda letter, Roman plain chant notation, rubrics, and design closely resembling the first printed missal, though at the end of the fifteenth century a calendar and Canon in northern gothic textura bookhand were inserted.

Beyond music notation styles, there were other significant differences in design between a northern and Italian missal. The first edition of the Benedictine missal (Missale benedictinum bursfeldense, Bamberg: Sensenschmidt, 1481) was commissioned by Abbot Ulrich III of Michelsberg in Bamberg to be printed in 500 copies on vellum and paper. The size was slightly larger (Union Theological Seminary, New York, 365 × 259mm) than the usual Median folio, and some northern diocesan missals were printed on even larger Royal folio paper (Missale wratislaviense, Mainz: Peter Schoeffer, 1493, H 11333; Univerzitni knihovna, Prague, 40 A 8, 410 × 287mm). The letters of the Benedictine missal are in a gothic textura type (32 lines per page) and the music (9 staves per page) uniformily written in the dozen copies examined in a gothic plainchant notation remarkably like that later cut into type for Sensenschmidt’s missals. The organization of the book differs in that the entire Temporale appears before the Canon which is followed by votive Masses, readings for particular feasts, and sequences. A major visual difference is the design of the central portion of the book, two gatherings of plainchant and the Canon, in a single column across the page, the Canon in a very large text type (12 lines per page in the Benedictine missal) and the chant on a large music staff (18mm, 9 lines a page). Music in northern missals was brought together in the gathering or gatherings preceding the Canon in a single-column format, rather than dispersed immediately following rubrics for use in a two-column layout.

The design of staves also varied from region to region in ways that would soon be lost as impossible or impractical via the technology of printing. Staves were uniformly red in the Italian Roman missal of the late fifteenth century and in manuscript form varied in number of lines from two to five as needed for the ambitus of the melody. Such variety in staff size is unusual in printed books, though a good music compositor following a manuscript model could accommodate it, as in the first missal with printed music (Missale romanum, Rome: Han, 1476) with four- and five-line staves. Reprints by Han’s successor, Stephan Planck, changed to consistent five-line staves that made it easier for the printer to lay out notation. Erhard Ratdolt’s first missal, the Missale strigoniense (Venice, 1486) includes staves of three, four, and five lines. The first music printed in German-speaking lands, the Graduale for the diocese of Constance ([Southern Germany? ca. 1473]; GW 5315), was printed on five-line black staves framed at each side by two rules forming a marginal space into which clefs and directs (custos) were inserted. In the unique extant copy (British Library, London, IB. 15154) the line of the F clef is visually accented by handcoloring in red. The importance in the north of a red line for “F” is attested to by the hand-drawn insertion of a single-line red staff for the handwritten gothic plainchant in the lower margins of the 1493 Missale speciale printed without music (Strasbourg, Griininger; British Library, London, IB. 14180). In another northern missal (Missale romanum, Nuremberg: Fratres Ordinis Eremitarum S. Augustini, 1491; H 11262) three-line red staves appear for the three pages of chant. Pierre Attaignant cut the first single-impression plainchant type perhaps even earlier than his mensural type of 1529, but no printed sheets that use it survive, presumably because as long as red staves were demanded for plainchant a double impression was required.19 Technological efficiency would eventually eliminate red for plainchant staves and standardize the number of staff lines for chant to four, resorting to ledger lines for a fifth if necessary.

One further notational possibility exists, that of supplying notation without staves. With painstaking care, neumes for chanting all epistles and gospels have been entered above the text in red in campo aperto in at least four copies of the Missale benedictinum bursfeldense (British Library, London, IB.2616; J. Pierpont Morgan Library, New York, ChL ff156; Bibliothèque Nationale, Paris, Vélins 245; Preussische Kulturbesitz, Berlin, Inc. 333, 2°). Even more frequent in incunable missals are handwritten neumes in campo aperto above the text of the gospels for Passion Sunday. Such tiny interlinear neumes are a technical impossibility in locked formes of metal type.

Early printed editions of the missal for the Ambrosian rite included space for music that was filled in one copy by two-line staves, one red line for “F” and one yellow line for “C” (Missale ambrosianum, Milan: Zarotto, 1475, H 11254; Biblioteca Ambrosiana, SP.II.22) and in another by raster-drawn red staves upon which the red line for “F” was strengthened and a yellow line for “C” drawn (Bibliothèque Nationale, Paris, Rès. B. 1485).20 Later editions of the work (Milan: Valdarfer, 1482; Milan: Zarotto, 1488) included printed 4-line red staves. No printed missal included special colors to mark the location of clefs.

Type for music must abide by the tyranny of the rectangular forme into which pages are locked for printing and the rectangular metal shape of individual characters that must fit tightly side by side in that forme. On the other hand, beginning in the fifteenth century music type differed from alphabetic type in that it was not designed to be set in rows of pieces of type equal in height, but in a composite row equal in size to the staff. Individual music types of a single font are produced from more than one mold to accommodate designs of different heights such as tall (clefs, neumes of large intervals), medium (stemmed notes, neumes of small intervals), and small (accidentals, lozenges, liquescent neumes). Each piece of type could be set to print in black on a line or space of the staff already printed in red. As the compositor set designs for music notation, each piece of type had to be surrounded by spacing material so that type with faces and blank type would fit together like brickwork.21 Thirty-eight music types were used in Italian music incunabula, thirty-three Roman plainchant (two of which included designs for printing the black mensural notation of the “Credo cardinalis” in the gradual), three Ambrosian plainchant, one gothic plainchant, and one white mensural notation.22 All but five were used for missals, fifteen for folio format (staff of 15 to 21mm), nine for quarto format (staff of 10 to 14mm), and five for octavo format (staff of 9 to 11 mm). A table of the clefs of Italian music types in actual size illustrates the enormous range from very large choirbook format (staff of 32 to 55 mm) to small octavo.23

The rectangular shape of a piece of type encourages compactness of design through short stems on noteheads rather than a variety of stem lengths according to the height of a note on the staff, narrow directs at the end of a line for less of a visual cue for the placement of the note on the next line, and the elimination of pen strokes that had decorated clefs and neumes in manuscripts. That technological imperative may be responsible for the shape of the common note of printed plainchant, today familiar in the liturgical books printed by Desclée. Most plainchant missal type used one casting of the virga, with a short stem (Johann Emerich, 6mm, R19; Torresani, 5.5mm, R22, see Fig. 2a–b) while others included virgas of varying stem lengths designed to extend to the bottom of the staff from noteheads on various lines and spaces (Torresani, 6.75–12mm, R23; Ragazzoni, 6.5–11mm, R14; see Fig. 2c–d). An eclectic solution to the need for different stem lengths was chosen by Christoph Valdarfer, who apparently cast only the notehead and used pieces of metal rule cut to size for stems (R26, Fig. 2e). Difficulty in attaching the rules to the noteheads combined with the irregularity of weak rules makes the music a challenge to read.24 Valdarfer was one of the few to successfully preserve variant lengths for the direct placed on different lines or spaces (R26).


[image: ]
Figure 2 Stems of plainchant type.

	Emerich of Speier, R19.

	Torresani, R22.

	Torresani, R23.

	Ragazzoni, R14.

	Valdarfer, R26.



In contrast to chant, mensural music has always been disseminated in an internationally recognized notation that could be read throughout Europe, and that notation has always included long note stems capable of extending through a five-line staff. The first such type appeared in Niger’s Grammatica (Venice: Theodor Franck of Würzburg, 1480; M1) with designs for varying lengths of stems (6.5–13mm) and the well-known type of Petrucci appeared in 1501 with a long stem of a single size that often projected into the text above and below the staff. After Petrucci left the Republic of Venice to return to Fossombrone in the Papal States, where in 1513 he received a privilege to print music, a Venetian typefounder requested a fifteen-year privilege to protect the printing and sale of mensural music books in the Republic of Venice.


…Jacomo Ungaro, cutter of letters and inhabitant of this most excellent city for forty years, having discovered the way to print measured music, and fearing that others, as happens, may reap the fruit of his labors, begs your Excellency that you be pleased to grant him the favor that no one else may print or have printed the said measured music either in this city or in its provinces for the next fifteen years, nor bring books printed elsewhere to sell in this city or subordinate lands, under penalty of losing all the books and 100 ducats for every time that it occurs.25



The presence of a professional music typecutter in Venice for forty years encourages a hypothesis that places the process of type design in the hands of such an individual rather than with individual printers.
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