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INTRODUCTION

It is the intention of this study to provid"'a c1os" examination of
one major musicaL source of the Trecento - the Mancini codex. Three

approaches have been taken, and this has required the organisation of the

materiaL into three volumes

In the first volume, essential nanuscript details have been recorded

and interpreted with a view to providing a general impression of the

makeup of the nanuscript and providing evidence leading to an opinion ex-

pressed concerning the probable dating and provenance of the source. FoIl-
owing this, the named works contained within the collection, are considered

in general analytic terms as they contribute to the picture of the composer

in question. (The anonymous works are not here considered, since the analysis,

grouping and possible provision of composer attribution for these works com-

prises a separate study.) This is intended to provide a perspective for the

works in transcription in Volume II, and in textual analysis in Volume III.
At the conclusion of Volune I is presented the manuscript connentaïy, provided

in this volume so that it can function as a useful reference tool for the

reading of the transcriptions of Volume II and the texts of Volune III.
Volume II itself, purports to be nothing more than the transcription of

the works contained in the manuscript. Any editorial comment for these works

has been incorporated into the manuscript commentary at the end of Volume I.
The editorial procedure is described in the introduction to Volune II.

The intention of Volume III is primarily to present the texts as they

appear in the nanuscript but prefatory to this is the plcesentation of brief
fornal essays concerning the text forms for¡nd in this collection. Atl too

often the texts of the songs of this period - in the present study considered

to be the essence of the works - have been ignored, oï at best given only

cursory attention. Admittedly, LiGotti, in his presentation of these texts,
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made a consolidated attenpt to redress this balance, but there are problems

with his collection, which have nade a re-edition-,essential. As LiGotti

states, his collection is a modernisation of the priginal and he has made

attenpts 'tper presentarli con una ceïta uniformità grafica?' (LiGotti 1950 :

111). The present edition makes no attempt to modernise the texts but

tries to present then as nearly as possible, exactly as they appear in the

manuscript. A full editorial nethod is provided in the introduction of

Volume III, but as will be seen, the texts as given heie, provide few

problems of understanding to the reader of modern Italian.

A study of this nature uncovers more questions that it f,)roposes answers

for, and can perhaps hope to be nothing more than exploratory, in isolating

those areas surrounding the manuscript itself which sti11 require investi-

gation and understanding.
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In the late fifteenth century a manuscript collection of French and

Italian songs held in Lucca was broken up. At tÏis time the songs víere

of 1ittle interest and the value of the nanuscript" *u, based entirely on

the commercial value of the fine parchnent folios which provided the mat-

erial of the collection. Consequently the. parchment folios were used

by notaries in the creation of bindings to protect their record books.

Later again these notaïy books themselves fel1 into disuse. Such was the

case ih the State Archives of Lucca and the Public Library of Perugia

where unexpected treasures were to be found on the eve of irlorld War II.

In 1935, Professor Giovanni Cecchini, Director of the Biblioteca

Comunale of Perugia discovered three parchnent folios in the padding of

the covers of some protocol books held in the archives (Ghisi 1942:72).

In 1938 Professor Augusto Mancini discovered eighteen parchrnent folios in

the covers of the record books of the Archivio llotarile held in the Archi-

vio di Stato of Lucca (Pirrotta 1949:720) .

In the process of adapting the parchment folios to their binding pur-

poses, both the.height and width of the pages were reduced by triruning.

In the case,of the folios from Lucca, the average height of each folio is

ca. 220 mm, while the width of each of the two pages of the folios is now

different due to uneven folding, such that the width of one page is ca. 145

rnm and that of the other is ca. 155 mm (Pirrotta 1949:L2l). The three

folios from Perugia have been less damaged by trimming due to the larger

size of the protocol books into the bindings of which the folios were in-

serted. Two of the Perugian folios have the dinensions of 220 x 160 nm

and the other is slightly larger at 230 x 156 nm (Ghisi 1942:74). It has

been estimated that the original format of the folios was in the region of

235 x 162 mm.

The trimming of the top margin has in many cases defaced or conpletely

removed the composersr names which were generally to be found there, while
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the trinning of the lateral margins has often abbreviated or conpletely

removed the original numbering of the folios and i¡ extreme cases has cur-

tailed the musical notation. The triruning of ttrç. tower margins has only

caused problems in the rare cases where an extra staff has been added

below the seven or eight ready-ruled staves. See for example Man. p. 40

(f . 10b') and Man. p. 41 (f . 9b).

Besides the destructive process of trinming, other evidence of damage

is related to general wear and tear, either through the pu::pose for which

it was originally intended or the degenerative processes of the passage of

tine or the abuse the folios were subjected to in the binding process.

As a result, in several places, both writing and nusical notation have been

obliterated. More frequent legibility problems are caused by the shared

imprints of companion pages which produce a confused layering of both not-

ation and script. Further legibility problens are created by the addition

of doodles and scribbles possibly added by the notary clerks responsible

for the separation of the folios fron their original manuscript position.

The folios from Perugia seem to have been a particular target for this kind

of abuse, see for example Man. pp. 23-26 (f. 7a-7bt). Very few pages

have been seriously torn, though see here, l{an. pp. 29-30 (f. 8a-8a'),

Man. pp. 43-44 G.. 8b-8b') and Man. pp. 47-48 (f . l2b-t2bt). Nonetheless

the major part of the ¡nanuscript preserves with reasonable clarity the

literary script and musical notation.

The description of manuscript contents which follows is an attenpt

to reflect in words, the visual appearance of the manuscript pages with

respect both to the specific physical characteristics of the pages and

their notational contents. Each page has been given a simple arabic number

which should be used in adjurct with the Pirrotta system of foliation which

is a little more cumbersome. The extent of trimming is noted and this
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should be kept in mind when considering the contents of the title line

which reproduces the script appearing inmediately,above the first staff.

Anything enclosed in double quotation marks i. p"er"rrted as it appears in

the manuscript and is assumed to be original rather than added at a later

date. Abbreviations appearing here are T.R. for top right and T.L. for

top teft, which provides the position of the annotation in question. The

nunber of staves per page is then provided, followed by a staff by staff

description of notational contents. The initial P stands for pentagram

and the arabic number following this, provides the:-ordinal position of the

staff. The evidence of indentation of staff lines and the appearance of

illuminated capital letters is here noted along with the position of the

voice parts of the songs to be found on these pages. Abbreviations used

include C for Cantus, Ct for Contratenor, T for Tenor and Tr for Triplun.

The final line of descriptíon incorporates other lnarkings fourd on the page

and generally includes modern atternpts at numbering the collection, and the

late fifteenth and sixteenth century annotations nade by notary clerks.

In order to distinguish between these two sorts of annotations, those deened

to have been provided by the Renaissance clerks have been placed within

double quotation narks. Abbreviations used include, B.L. (bottom left),

B.R. (botton right), L.H.M. (left hand nargin) and R.H.l{. (right hand mar-

gin) .

This description of manuscript contents, though it assunes the conmon

origin of the Lucchese and Perugian folios, distinguishes between the two

collections with the use of the R.I.S.M. sigla - I-Las 184 for the Lucchese

folios and I-PEco3065 for those from Perugia. A justification of the

common origin of these pages will be provided below.
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DESCRIPTION OF MANUSCRIPT CONTENTS

nissing folios

1. I-Las 184 f. la

trinning : top and right

title line : I'de paduatr T.R. la XX Itxx...lr

7 staves

P1

P2

P5

P4

P5

P6

P7

: not indented - capital trlrr - Tenor - Man. 1

: Man. 1- T

ilil tt conclusion
rrCrr - rfContratenortr - Man. 1

-ct
ll conclusion

B.L. - 1; B.R. 55; L.H.M. rr.... ..1496r'

: capital
: Man. 1

: tt rr

other narkings

2 I-Las 184 f. lar

trinning : top and left

title line : blank

7 staves

: not indented - capital rrDrt - Cantus - Man. 2

: Man. 2 - C

P1

P2

P3

P4

P5

P6

P7

il

lr

tt

tl

lt

lt

rl

It

ll conclusion
blank

blank

(erasure shows through)

(erasure shows through)

other narkings : B.L. - 2; B.R. - 54; x;

3. I-Las I84 f. 2a

trinning : top and right
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title line : "Binchoisil T.R. 2a XX Itxx. . . tt

7 staves

PI

P2

P3

P4

P5

P6

P7

not indented - capital ?rD'r

Man.2-T conclusion
no capital - rrcontratenorrr

Man. 2 - Ct
rr rr tr conclusion

(vertical) - Man. 2

t'Ser Joannis collodi Anni

- rrTenortt

- Ivfan. 2

: blank

: blank

other narkings B.L. - 3; B.R. - 61; R.H.M.

1489"; L.H.M. - 908

4. I-Las I84 f. 2al

trimming : top and left

title line : "Fratris bartholinjt'

7 staves

P1

P2:

P5

P4

P5

P6

P7

not indented - capital trstr - Cantus - Man. 3

Man.3-C
rr rt rr conclusion and added text

capital t?Srr - Tenor - Man. 5

Man.5-Tconclusion
capital 'tCrr - I'Contratenor'r - Man. 4

Man. 4 - Ct inconplete but with continuance mark

other narkings : B.L. - 4; B.R. - 12.

rnissing folios

5. I-Las 184 f. 2b

trimning : top and right

title line Itde paduat' 2b

7 staves

not indented - capital ttztt - Cantus - Man. 5

Man. 5 - C

P1

P2

P3
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P4

P5

P6

P7

: Man. 5 - C conclusion and added text
: capital ttztt - Tenor - Man. 5

:Man.5-T
conclusion

B.L. - 5; B.R. - 67.

tt tt il

other narkings

6. I-Las 184 f . zbl

trinmins : top and left

title line : "Fratris bartholinj!'

7 staves

: not indented - no capital (trinned) - Cantus - Man. 6

:Man.6-C
: rt rr ll

conclusion and added text
(trirnned) - Tenor - Man. 6

P1

P2

P3

P4

P5

P6

P7

It t?

no capital
Man.6-T

conclusion

other markings : B.L. 6; B.R. - 68; x

7. I-Las 184 f. lb

trinning : top and right

tít1e line : "de Padua" T.R. lb

7 staves

Pl : not indented - capital rtlrt - Cantus - Man. 7

Man.7-C
llllll

illrll

capital t'L"

Man. 7 - T

ilItlt conclusion

B.L. - 7; B.R.other markinss

PZ

P5

P4

P5

P6

P7

conclusion and added text
- Tenor - Man. 7

trimrnins : top and left

s5

8. I-Las 184 f. lbr
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title line : I'Fratris bartl'roIinj"

7 staves

P1

P2

P3

P4

P5

P6

P7

not indented - no capital (trinmed) - Cantîs - Man ' 8

Man. 8 - C ;'
il

tt

It

lt

It

il

ll

il

It conclusion and added text

blank

blank

other narkin B.L. - 8;5; B.R- - 56; x; R'H'M' -trlot 9l7tt;18

rnissing folios

9. I-Las 184 f

triruning :

titler,line

.3a

top and right

: ttde paduarr T.R. 3a XXX trxxxrr ltxxxtt

7 staves

: not indented - capital trl'r - Tenor - Man' 9

: Man. 9 - T

P1

P2

P5

P4

P5

P6

P7

tt

ll

It

il

It

ll

t?

lt

ll

blank

blank

conclusion

B.L.-9;R.H.M..rtSelBenedettofraciotti14941495t|

t.H.M. - 751

other narkings

10. I-Las 184 f. 3al

trinming : toP and left

title line : 'rFratris bartholinjrl

7 staves

Pl : not indented - capital rrs'r - Cantus

P2:Man.10-C
P3:rrtrrr

Man. 10
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P4:Man.10-C
P5: blank

P6 : blank

P7 : blank

other narkings : B.L. - 10; B.R. 16; R.H.M. 26

conclusion and added text

11. I-Las 184 f. 4a

trinning : top and right

title line : t'de paduatt T.R. 4a XXXI rrxxx...'r

7 staves

PI

P2

P3

P4

P5

P6

P7

: not indented - capital rrsrr - Tenor - Man. 10

:Man. 10-T
: rt rr ll

capital "C"
Man. 10 - Ct

il l? n

conclusion and added text
- rrContratenor " - Man. 10

conclusion

B . L. - t1; L.H.M. 37; I'Coluccio Busdraghi - 1524"other rnarkings

12. I-Las I84 f . 4al

trimning : top and left

title line : "Fratris bartholinj"

7 staves

P1

P2

P3

P4

P5

P6

P7

not indented - capital rrNtt - Cantus - Man. 11

Man. 11 - C

: capital
: Man. 11

. lt ll

t?

illl

il

tt

ilNil

_T
It

conclusion and added text
- Tenor - Man 11

conclusion

B.L. - L2; 7other markines

nissing folios
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13. I-Las 184 f. 4b

trinming : top and right

title line : blank (trìmmed) 4b XXX...

7 staves

Pl : not indented - capital ?rTtr - I'Teneur" - Man. 12

P2 : Man. 72 - T conclusion
P3 : capital rtMrr - Cantus - Man. 13

Man. 13 - C

ttilll

capital trT"

added text

other narkings : B.L. 13; B.R. 39

P4

P5

P6

P7

conclusion

- rrTeneur" - Man. 13 conclusion and added text

14. I-Las 184 5. 4bl

trirnning : top and left

title line : blank (trinmed)

7 staves

P1 : not indented - no capital (trinned) - Cantus - Man. 14

P2:Man.14-C
P3 : " r? rr conclusion and added text
P4 : no capital - 'r(Tene)urrr - Man. 14 conclusion

P5 : no capital - Cantus - Man. 15

P6 : Man. 15 - C conclusion

P7: no capital - "(Teneu)rt'- Man. 15 conclusion and added text

other narkings : B.L. - 14; B.R. - 40; x; R.H.M. - 2168; "Contidini"

15. I-Las 184 f. 3b

trinning : top and right

title line : rrFratris Antonij de cividalr'

7 staves

P1

P2

P3

P4

T.R. 3b XXX

not indented - capital trMrt - Cantus - Man. 16

Man. 16 - C

?r tr tt conclusion and added text
capital rrTrr - ttTeneurt' - Man. 16 conclusion
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P5 : capital t'Crr - ttContra teneurrr - Man. 16

P6 : Man. 16 - Ct conclusion : 'rContra teneurr' - Man. 15 conclusion

P7 : blank

other markin B. L. 15; B.R. - 27

16. I-Las 184 f. 3b'

trinming .: top and left

title line :rtFratris Antonijil

7 staves

Pl :

P2:
P5:
P4:
P5:
P6:
P7:

not indented - no capital (trinmed) - tt(Tri)plunrr

Man. 17 - Tr conclusion

no capital (trinrned) - Cantus - Man. 17

Man. 17 - C

rr rr rr conclusion and added text
no capital (trimned) - "(Tene)urr' - Man- 17

Man. L7 -T conclusion

other markings : B.L. - 16; B.R. - 28; x.

= Man. 17

nissing folios

17. I-Las 184 f. 5a

trinnins : top and right

title line : "de florentia" T.R. 5a XXXXVI? I'xxxxvij"

8 staves

P1

P2

P3

P4

P5

P6

P7

PB

indented - capital trvrr - Cantus - Man- 18

Man. 18 - C

: capital trvrr - Tenor - Man. 18

:Man. 18-T

conclusion and added text

conclusion

B.L. - L7; B.R. - 57;

ll

il

ll

It

ll

tt

It

lt

ll

lt

other narkings

It

L.H.M. - 't1584 ac 1589r'; 3207 .



18. I-Las 184 f. Sar

trimrning : top and left

title line : rrFranciscj cecj

- 11-

conclusion and added text

8 staves

: indented - capital ttDrt - Cantus - Man. 19

:Man.19-C
P1

P2

P5

P4

P5

P6

il

tt

il

ll

It

t?

lt

il

ll

lt

il

il

P7 : blank

other rnarkings : B.L. - 18; B.R. - 58; x

missing folios

19. I-Las 184 f. 5b

trinning : top and right

title line:rrCiconia" T.R.5b LIV?

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital rtctr - Tenor : Man. 20

Man. 
:t :

il il rt conclusion

added text
capital trTtt - rtTeneurrr - Man. 21 conclusion

capital r?Cr' - t'Contra teneur?' - Man- 21 conclusion

added text

other narkings : B.L 19; B.R. - 59

20.I-Las 184 f.5b'

trinning : toP and left

title line : "Johannes Ciconia"

8 staves

Pl : indented - capital rrltr - Cantus ' Man. 22
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P2

P3

P4

P5

P6

P7

P8

ll ll

: Man. 22 - C

'1.

: It rr tr conclusion

: capital ttlrt - Tenor - Man. 22

: Man. 22 - T

:ttiltr:

ll

other narkinss

'r conclusìon and added text

: B. L . - 20; B.R. - 60; R.H.M. - f rser Nicolao Carellitr

2I. I-Las 184 f

trinning :

title line

8 staves

.6a

top and right

: t'Ser Niccholay preposititr T.R. 6a LV 'tlvtr

F¡
iqt

I

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital rrDtr -Carttus - Man.

":"' ?,t :,

It tr tr conclusion and added text

capital rrTrr - t'Tenort' - Man. 23

':"' ?,' 
- 

:,

23

conclusion and added text

B.L. - 2L; R.H.M. - 17; L.H.M. - rrser Piero Mannuccitl

tt il il

other rnarkings

22. I-Las 184 f. 6a'

trinning : top and left

title line : rrMagister Antonius cachara"

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

: indented - capital !tR'r - Cantus - Man

: Man. 24 - C

: It rr ll

:ilrrlr

: r, rr tt

: tr lr r?

: It It lr conclusion

24

q
blank
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other narkings : B. L 22; B.R 15; L.H.M 18

t¿

nissing folios

23. I-PEco 3065 f. 7a

trinning : top only

title line : "de teramo' rrlviii"

8 staves

Pl : indented - capital trurr - Tenor - lulan. 25

P2 : Man. 25 - T

P3

P4

P5

P6

P7

P8

illrt?

t? ll tl

tt rr ll

It ll ll

no capital -
Man. 25 - Ct

conclusion and added text
continuation of Contratenor - Man. 25

conclusion

illegible scribble in alI rnarginsother narkings
d

r
24. f-PEco 3065 f. 7al

trinning : toP only

title line : "Cachara"

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital ttDrt - Cantus - Man. 26

Man. 26 - C

ilil!l

lt tt ll

r?illl

It tr 'r conclusion and addéd text
blank but containing white notation scribbles

iltltlllttlllllttl

l
¡

i

i
f
¡,

¡.

il-
ï

I

-{
ï
i
t'

other narkings : right and left nargins contain il1egib1e scribbles

25. I-PEco 3065 f. 7b



trimmins

title line

top only

: ttde teïamoft ''

-L4-

r?lviii tt "lviii j t'

tti

I'

8 staves

tt

tt

ll

ll

n

il

il tt

tr

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital rrDrr - Tenor - Man. 26

Man. 26 - T

il

It

ll

It

It

ll

il

ll

tt

: blank but containing white notation scribble

It

ll

It

tt

tt

other markinqs : B.L. 6; B.R. - 675; s9; R.H.M. - 11;4;8; 7;22

26. I-PEco 3065

trimrning

title line

f . .7bl

top only

: I'Magister Antonius Cachararl

I

M

r

8 staves

: indented - capital trAtt - Cantus - Man. 27

: Man. 27 - C

P1

P2

P3

P4

P5

P6

P7

It

ll

Ir

il

It conclusion : capital rtcrr - t?Contratenortr - Man- 27

- Ct inconplete

other narking: : R.H.M. - illegible writing

P8 : Man.

n

It

t?

ll

il

il

lr

ll

lt

ll

27

nissing folios

i

í

i

I
I
n

rì

¡.
i,
,il'

ï

I

4
TT

f
t-

27. I-Las 184

trinming

title line

f. 6b

top and right

: I'de tetanol'

8 staves

T.R. 6b LXII



P1

P2

P3

P4

P5

P6

P7

indented - capital
Man. 28 (stanza)

-15-

- Tenor - Man. 28 (stanza)

conclusion and added text

ll

ll

n

ll

ll

ll

lr

ll

ll

tl

ll

tt

il

ll

ll

rrPil

T

Ir

ll

t?

il

ll

PB: blank

other nárkings : B.L 23; L.H.M. r9

28. I-Las I84 f. 6bl

trirnning : toP and left

title line : blank (trinned)I

I

fl
i{i

I

8 staves

p1 : indented - capital rrlrt - cantus - Man. 28 (ritornello)
P2 : Man. 28 (rit) - C

P3 : il t? rr rr conclusion

P4 : no capital (trirruned) - Tenor - Man. 28 (ritornello)
P5 : Man., 28 (rit) - T

P6 : tt r? rt tt conclusion

P7 : blank

P8 : blank

other narkings : B.L. - 24; R.H.M. - IITI; 20

,¡

I

I

i

i
,t

f
{
It

29. I-Las 184 f. 8a

trinrning : top and right. R-H.M. badly damaged

title line : rtMagister zacharias'r T 'R' 8a LXIII

8 staves

i indented - capital rrstt - Cantus

: Man.29 - C

: ll rl lr

: !t rr It conclusion

: capital trTrr - lrTenorrr - Man. 29

: Man. 29 - T conclusion

Man. 29

il
t
.t

rt

l1
t

.r[

I'
I

P1

P2

P3

P4

P5

P6
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P7 : capital rtcrr - ttContratenorr' - Man. 29

PB : Man. 29 - Ct conclusion
bother narkings : B.L. - 25; 4I; 6 ; B.R. LXIfI; L.H.M.- 1826

30. I-Las 184 f.8al

trinning : top and 1eft. R.H.M. badLy damaged.

title line : I rMagister Antonius cachata"

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital rrCrt - Cantus - Man.

Man. 30 - C

tt ll lt

rr il il conclusion

capital rrctr - Contratenor - Man. 30

Man. 30 - Ct
tr lr lr

!r conclusion

: B.L. - 6; 26; B.R. - 42

30.

l!

other rnarkings

31. I-Las 184 f. 9a

triruning : top, right and botton

title lÍne : t'de teramorr T.R. 9a LXIIII "lxiiijf' "lxiiij"
,l

I

I

I

I

I

I

I
I

1

ri
Ii

+

I
Ji

ì.

I
rt

I

8 staúes

P1

P2

P5

P4

: indented - capital rrCtr- Tenor - Man. 30

:Man.30-T
:nnll

: il tt rt COnCIUSiOn

P5 : added text
P6 : added text
P7 : blank

P8 : blank

B.L. 27;10; R.H.M. - 7497;35; L.H.M' -rrSer Matteo

Antognoli"
{

othér narkings

{

r
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32. I-Las 184 f. 9at

trinning : top, left and bottom

title line : rrMagister zachararl
lt

,'

8 staves

Pt : indented - capital r?Irt - Cantus - Msn. 51

P2:Man.51-C
P5: il rr 'rr

P4 : rr rr lr conclusion
Ps : capital rrTrt - I'Tenor't - Man. 31

P6:Man.31-T
P7 : r? rr rt conclusion and added text
P8 : blank

other markings : B.L. - 28; B.R. - x; 36

33. I-Las 184 f. 10a

trimming : top, right and botton

title line : rrde teramorr T.R. 10a

8 staves

P1

P2

P5

P4

P5

P6

P7

P8

indented - capital rrcrr - t'Contratenor" - Man. 31

t:"' 
:' 

- 
:'

rr rr I' conclusion and added text
blank

blank

blank

blank

other rnarkìngs

LXV rrlxv?t

B.L. - 29; R.H.M. - I'Ser Vincenzo Granucci 1528r'; 9;

L.H.M. - n. 3222

{

34. I-Las 184 f. 10at

trimning : top, left and botton

title line : "zacharias"

8 staves



P1

P2

P3

P4

P5

P6

P7

P8

- 18-

: indented - capital rrArt - Cantus

: Man. 32 - C

: rr ll ll

: tr lt lt

: tt rt tt conclusion

capital rrs't - Cantus - Man. 33

Man. 33 - C

Man. 32

ll

other narkings

conclusion and added text.

B.L. - 30; B.R. - 14; R.H.M. 10

35. I-Las 184 f. lla

trinming .: top and right

title line : rrde teramo[

8 staves

PI

P2

P3

P4

P5

P6

P7

P8

T.R. l1a LXVI

indented - capital rrAtr - Tenor - Man. 32

Man' trr' 
:,

rr rr rr conclusion and added text
capital rrstr - Tenor;- Man. 33

Man. 33 - T

rr I' rr conclusion and added text
capital rtcrr - rrContratenor" - Man. 32 left unfinished

other markings : B.L. - 31; 18; R.H.M. - 8; 62; 2386; 2386

36. I-Las 184 f.llal

triruning : top and left

title line : 'rAntonellus Marotil

8 staves

: indented - capital rtD't - Cantus - Man. 34 (stanza)

: Man. 54 (stanza) - C

{

P1

P2

P3

P4

P5

P6

P7

lr

It

It

ll

tl

lr

!r

It

ll

tr

tl

t?

ll

lr

lr

blank

lr conclusion and added text
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P8 : blank

other narkings : B.L. 52; B.R. - x; R.H.M. - 6; L.H.M. -61

37. I-Las 184 f. llb

trinming .: top and right

title line : trde casertatt

8 staves

P1

P2

P5

P4

P5

P6

P7

P8

T.R. 1lb 'LXVII "lxvij' rrlxvijrt

indented - capital ttDrr - Tenor - Man. 34 (stanza)

t:". 
:o 

[stanza) 
:

ll tr lt ll

tr tr rr rt conclusion - rrvolta carta per la voltatl

capital trDtr - Cantus ! Man, 35 conclusion

capital ttDrr - Tenor - Man. 55 conclusion and added text

blank

other rnarkinss : B. L 35; R.H.M. 5; L.H.M. - 61

38. I-Las 184 f. llbl

trinming : top and left

title line : trAntonellusil

P1

P2

P3

P4

P5

8 staves

indented - capital rrMtt - Cantus - Man. 34 (ritornello)
Man. 34 (rit) - C

rr !! n rr COnCIuSiOn

capital 'rMrr'- Tenor - Man.34 (-ritornello)

Man. 54 (rit) - T

P6: rt il il ttconclusion

P7 : capital rrArr - Tenor - Man. 36 (first section)

P8 : Man. 56 - T ffirst section) - continuance rnark at end of line

other narkings : B.L. - 34; R.H.M. - 7; I'Ser Michele Serantonirr; L.H.M.

62; 63
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39. I-Las 184 f. 10b

trinning : top, right and botton

title line : !'Marottt T. R. 10b

8 staves

PI

P2

P3

P4

P5

P6

P7

P8

LXVI I I
'4

indented - capital rrArt - Cantus - Man.

Man. 36 - C

illtlt

ll tl l?

lr tr tt conclusion

no capital - second section of Tenor -

Man. 56 - T conclusion and added text
blank

36

Man. 36

óther markings : B.L. - 35; L.H.M. -11

40. I-Las 184 f . LOb'

triruning : toP, left and bottom

title line : t'Antonellus"

9 staves : [final staff is short and has been added)

P1 : indented - capital trPrr - Cantus r Man- 37

P2: Man. 37 - C

P3: il il lt

P4: tt rr lt

P5 : r' rt lr conclusion and added text

P6 : capital rrPtt - Tenor' - Man. 37

P7 : Man. 37 - T

PB : il rt !! conclusion

Pg : Contratenor - Man. 37 - conclusion

other markinss : B.L. 36; x; R.H.M. - 12

41. I-Las 184 f. 9b

trinming :

title line

9 staves

top, right and bottom

: blank ftrìmned) T.L. 9b

final staff has been added

LXIX

Pl : indented - capital rrDtr - Cantus r Man. 38



P2

P5

P4

P5

P6

P7

P8

P9

-21-

Man. 38 - C

:ttril

: r? tr rr conclusion and added text '

: capital ttDrt - Tenor - Man. 38 ;'
:Man.38-T
: rt ttl tr conclusion : trContratenorrr - Man. 37

: Man. 37 - Ct

[this contratenor completed on f. 10br)

B.L. - 37; L.H.M. - 33

It l?

other narkings

42. I-Las 184 f. 9b'

trinning : top, left and botton

title line : rrAntonellusil

8 staves

: indented - capital rrcrr - Cantus - Man. 39

:Man"39-C
: r? rr ll

P1

P2

P3

P4

P5

P6

P7

P8

tt lt 1r

no capital
Man. 39 - T

ilttlt

blank

conclusion and added text
(trinmed) - Tenor - Man. 59

conclusion

other markings : B.L. 38; R.H.M. - n. 1694; R.H.M. 34

43. I-Las 184 f. Bb

trinming : top and right. Right hand side badly damaged.

titlè line:rrMarotn T.R. Bb LXX

8 staves

P1

P2

P3

P4

P5

P6

P7

indented - capital rrOtt - Cantus - Man. 40

'î' i'- :
il conclusion and added text

- Tenor - Man. 40

lr tt

: capital "0r'
:Man.40-T
.t?ntt conclusion



P8 : blank

other narkings

-22-

B.L 39; B.R. - LXX;43 ./

44. I-Las 184 f . 8b'

trinming : top and left. Left hand side badly darnaged

title Iine : rrAntonel lustt

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital rtM'r - Cantus - Man. 41

Man. 41 - C

iltt

iltr

tt :ll

capital
Man. 41

illr

other narkings

conclusion

B.L. - 40; B.R

1506 al 1521'l

tt

It

It

ilMr

-l
ll

conclusion and added text
- Tenor - Man. 41

- 44; x; 41; R.H.M. ItUrbano Franciotto

nissing folios

45. I-Las 184 f. 72a

trimning : top

title line : rrde cividalr'

''8 stavcs

P1 : indented - capital t'Vrr - Cantus - Man.

P2 : Man. 42 - C

P5:rtrrr?
P4 : I' r? rr conclusion : capital rrTrr -
P5 : Man. 42 - Tr
P6:rrrrll
P7 : tr rr " conclusion : capital I'T"

P8 : no capital I'secunda pars/contratenoris

other markings : B.L. - 41; B.R. - 69; L.H.M

T.R. I2a LXXIV It *- tr..^^...

42

I'Triplum'? - Man. 42

- rrTeneuret' (pes) rtContrateneurett

- I'Atandretr conclusion (Man . 43)

750
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46. f. I2al

top

: blank (.trimrned)

8 staves

P]

P2

P3

P4

P5

P6

P7

PB

indented - capital rrP'r - Cantus - Man. 44 (lst section)
Man. 44 flst section) - C

lrtrt?llil

iltrrriltt

ililililtr

tt lr rr rr rr conclusion ttverte foliurn pro

capital ttTtt - trTeneurer' - Man.' 44 (Ist section)
Man. 44 [lst section) - T conclusion

other narl(ångs : B.L. - 42; 8; B.R. p

secunda partetr

47. I-Las 184 f. I2b

trinming : top.

title line : blank

B staves

Right hand nargin badly lacerated.

(trimned) T.R.72b LXXV rrlxxvtr

P1

P2

P5

P4

P5

P6

P7

P8

indented - capital trcr' - I'Contrateneure" - Man. 44 (1st section)
Man. 44 flst section) - Ct

ll r? lr lr It conclusion

blank
ll

tt

ll

?r

other markings : B.L. - 45; B.R. - 77

48. I-Las 184 f. 72bl

trimning : top only but contents of page erased.

title line : blank erased

? staves

aI1 that remains of the body of the page is the indentation of capital
rrstr. Probably contaìned the second section of Man. 44



other narkings

-24-

B.L. - 44; B.R. - x; 72. In centre top of page is

the narking t'1485 Ser Francio.tti"

49. I-Las 184

trinming

title line

8 staves

f. I3a

top and right

: rUoh fuIgn" T.R. 13a LXXX "lxxxrf

Man. 45P1

P2

P3

P4

P5

P6

P7

P8

indented - capital rrMtr - Cantus

Man. 45 - C

It lt lt

il rr rr conclusion

capital I'Mrr - Tenor - Man. 45

Man. 45 - T

tr tr

]] .or,.r,rrion and added text

: B.L. - 45; T.R. - 1; L.H.M. - rrser Collodi 1595rr (?)

It ll

other rnarkinss

50. I-Las 184 f. LSal

trimning : top and left

title line : I'Magister iohannes't

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital I'Irt - Cantus - Man. 46

Man. 46 - C

ttilll

illlll

ttillt

tr '¡ 't conclusion and added text
capital trcr' - Tenor - Man. 47

Man. 47 - T conclusion and added text

other rnarkings : B.L. - 46; T.L t

51- I-PEco 3065 f. I4a

trinming : toP and right
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title line Itciconiat' trlx>ixj tt t'1xxxj I'

8 staves

P1 : indented - capital rrlrr - Tenor - Man . 46 
-, l-.

P2 : Man. 46 - T ' 
''

P3: il il

P4 : rr rr lr conclusion
P5 : no capital - Cantus - Man. 47

P6 : Man. 47 - C

P7 z tr tt " conclusion and adde d text
PB : blank but holding scribbled -white notation

other narkings : B.L. - 1; R.H.M. - 484t 23t scribbles in right hand mar-

gin and at the botton of the page, include the date 1584

and the name I'Care11i"

52. I-PEco 5065 f . 74al

trirnrning : top and left

title line : blank (trimned)

B staves

P1

P2

P3

P4

P5

P6

P7

PB

indented - capital rrcrr - Cantus - Man. 48

Man. 48 - C

il

tf

il

ll

ll

ll

il

tl

tt

ll

lr

il conclusion and added text
capital trcrt - ttContratenort' - Man. 49

Man. 49 - Ct conclusion : rernainder blank

other narkings : no legible figures or notes

53. I-PEco 5065 f. 15a

trinning : top and right

title line: "Ciconien

8 staves

r'lxxxii j I' rrlxxxii j "

indented - capital ttcrr - Tenor - Man. 48

Man. 48 - T

P1

P2



P3 : lvlan. 48 - T

P4:rrrrrr
P5 : capital t'G"

P6:Man.49-C
P7.. n il ll

P8 : capital 'tT"

other markings :

-26-

conclusion

- Cantus - Man. 49 '.

;"

conclusion and added text
- rtTenorrr - Man. 49 conclusion

B.L. - 2;

54. I-PEco 3065 f. 15ar

trinning : top and left

P1

P2

P3

P4

P5

P6

title line : trMagister Johannes"

8 staves

indented - capital
Man. 50 (stanza)

tt tt ll

tt ll ll

ililll

rr l? ll

- Cantus - Man. 50 [stanza)

conclusion and added text

P7 : capital rtctr - 'rContratenort' - Man. 50 (stanza)

P8 : Man. 50 (stanza) - ct incomplete with continuance marking

other markings : none

ilurr

C

n

tl

tt

il

55. I-PEco 3065

trimning :

title line

f. lsb

top and right

: t'Ciconiat'

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

: indented

: Man. 50

:rtil

:ttil

: Man. 50

: capìta1

: Man. 51

:rtil

- capital tturr - Tenor - Man. 50 (stanza)

(stanza) 
:

It tr conclusion : continuation of
(stanza) - Ct conclusion.
ilLrr - canon - Man. 51

- canon

" conclusion and added text

other markinss : B.L 3

Man s0 (st) Ct.
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56 I-PEco 5065 f. 15bl

trinming : top and left

title line : blank [trimmed)

8 staves

l¡

P1

P2

P5

P4

P5

P6

P7

P8 ll

other markings none

It conclusion - remainder blank

indented - capital rrDtr - Cantus - Man. 50 (ritornello)
rï. 

:o 
(rit) - c

rr conclusion
capital trDtt - Tenor - Man. 50 (ritornello)
r:". 

:o 
(rit) - r

I' conclusion ; capital 'rDr' - Contratenor - Man.

Man: 50 (rit) - Ct

s0 (rit)

57. I-PEco 5065 f. 14b

trinning : top and right

title line : trCiconia'l

8 staves

P1

P2

P3

P4

P5

P6

P7

P8 It

other narkings

indented - capital I'Crt - Cantus - Man. 52

t:"' 
:' :

rr It rr concl-usion and added text
capital trT?r - I'Tenorrr - Man. 52

Man. 52 - T conclusion : capital trctt-'rcontratenor't

Man. 52 - Ct
ll

- Man. 52

conclusion and remainder blank

B. L. - 4; L.H. S. - scribble including the words '?Al

molto tnagorr

58. I-PEco 3065 f. 14br

trimming : top and left

title line : "Johannes"

8 staves
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iridented - capital rrPtr - Cantus

Man. 53 - C

Man. 53P1

P2

P3

P4

P5

P6

P7

P8

It

il

tt

tt

tt

il

tt

It

lt

It

It

tt

lr

tt

It

il

tt

other narkings

il conclusion and added text

: illegible scribbles in bottom margin and right hand side

59. I-Las 184 f.. 15b

trinming : top and right

titte line : 'tciconiarr T.R. 13b LXXXV tr1xx..."

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - capital rtPt' - Tenor - Man. 55

Man. 53 - T

It ll ll

Irillt

t?illl

il il tt conclusion

blank

blank

other narkings : B.L. - 47; 9

60. I-Las 184 f. 15br

trinming : top and left

title line : rUohannes"

8 staves

P1

P2

P3

P4

P5

P6

P7

i-ndented - capital rtPrt - Cantus

Man. 54 - C

Man. 54

ll

It

n

It

lt

'tt

ll

l?r

ll conclusion and added text
capital rtPrr - Tenor - Man. 54

Man. 54 - T
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P8 : Man. 54 - T conclusion

other markings B.L. - 48; B.R. - x; R.H.M.

missing folios

29r4;

61. I-Las 184 f. 16a

trinming : top, right and botton

title line : blank (trinned) T.R. 16a

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - no capital - Cantus - Man.

':"' :' 
-,,:

It rt " conclusion and added text
no capital - Tenor - Man. 55

Man. 55 - T

rr rt lt conclusion
blank

other markings

55

B.L. - 49; B.R. - x; R.H.M. - 21; L.H.M.

Antognoli 1496"

trSer Nlatt.

62 f-Las 184 f. I6a'

trinning : top, left and botton

title line : blank (trinmed)

9 staves : final staff is short and has been added

P1

P2

P3

P4

P5

P6

P7

P8

P9

indented - no capital - Cantus - Man. 56

Man. 56 - C

l1

ll

il

It

It

ll

ll

ll

ll

ll

lr

tt conclusion and added text
no capital - rrtenoùTrr - Man. 57 conclusion

no capital - rrcontratenor?r - Man. 57

Man. 57 - Ct conclusion (short added staff)
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other markings : B.L. - 50; R.H.M 22

63. I-Las I84 f. I7a

trinming : top and right

title line : blank (triruned)

8 staves

T.R. 17a

P1

P2

P3

P4

P5

P6

P7

PB

indented - no capital - Tenor - Man. 56

Man. 56 - T

ilillt

t?iltr

tt ll ll

no capital
Man. 57 - C

rl r? lt

other narkings

conclusion and added text
- Cantus - Man. 57

conclusion and added text

B.L. - 51; B.R. - 29; L.H.M. - n. 1700; rrSer Matt.

Antognio 1501"

64. I-Las 184 f . ITal

trimning

title line

top and left

: blank (trinmed)

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - no capital - Cantus - Man. 58

Man. 58 - C

ll

It

It

ll

It

ll

It

tt

ll

no capital
Man. 59 - T

conclusion and ddded text
- Tenor - Man. 59

rr conclusion and added text

: B.L. - 52; R.H.M. - 30

lt

other narkings

65. I-Las 184 f. l8a

trinming : top and right
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title tine: blank (trirnmed) T.R. 18a

8 staves

P1

P2

P5

P4

P5

P6

P7

PB

indented - no capital - Tenor

Man. 58 - T

illlll

il r? rt conclusion

no capital - Cantus - Man. 59

Man. 59 - C

illllt

- Man. 58

ll ll rr conclusion

: B.L. - 53; B.R. - ''rSer Matteo Antognoli 1518 1519'r

B.R. - 63

other rnarkinss

66. I-Las 184 f. I8a'

trimning : top and left

title line : blank (trirnned)

8 staves

: indented - no capital - Cantus - Man. 60

:Man.60-C
:rtilll

: lt tt ll

: " n il conclusion and added te:it

P1

P2

P3

P4

P5

P6

P7

P8

no capital - Tenor - Man. 61

Man. 61 - T

t' conclusion

: B.L. - 54; B.R.

tandrea s positioned in L.H.M.

ll ll

other markillgs 64

67. I-Las 184 f. 19a

trinning : toP and right

title line : btank (trinned) T.R. 19a

8 staves

P1

P2

P5

: indented - no capital - Tenor - Man. 60

:Man.60-T
. tt tl ll



P4

P5

P6

P7

P8
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Man.60-Tconclusion
no capital - Cantus - Man. 6l
Man. 6l - C

ilttll

'4

ll tt t? conclusion and added text

B.L. - 55; R.H.M. - rrSeÌ Matteo Antognoli 1497 I498t'

R.H.M. - 13

other markings

68. I-Las 184 f. 19al

trinming : top and left

title line : blank (trinmed)

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - no capital - Cantus - Man. 62 (stanza)

Man. 62 (stanza) - C

tl

il

lt

ll

It

?t

t?

ll

It

It

?t

il

n

tt

It

t?

tt

ll

ll

il

ll

il

lt

It

other narkings : B.L. - 56;

conclusion and added :text

B.R. - 17; T.R. - 14

69 I-Las 184 f. 20a

trinming : top and right

title line : blank (trimmed)

8 staves

T.R. 20a

t' conclusion

-ct

P1

P2

P5

P4

P5

P6

P7

P8

indented - no capital - Tenor - Man. 62 (stanza)

lvlan. 62 (stanza) - T

il

il

?t

tl

Man

It

tt

lt

It

tt

62

il

il

n

l?

lt

(stanza)
tt tl incompl ete

rrcontratenor't Man. 62 (stanza)
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other markings Anttr

-------,-.-.-------

70. I-Las 184 f. 20al

trimning : top and left

title line : blank (trinned)

B staves

B.L. - 57; B.R. - 11; 11; R-H.M. ttSer Matt

L.H.M. - I'Ser Matteo Antognolirt

P1

P2

P3

P4

P5

P6

P7

P8

indented - no caPital - Cantus

Man. 62 (rit) - C

Man. 62 (ritornello)

: tt r? ll ll

: r, r il u conclusion : Tenof - Man. 62 (ritornello)

: Man. 62 (rit) - T

: rf r rr tt conclusion I'residiun contratenoris!' Man. 62 (stanza)

: Man. 62 (stanza) - Ct
. rt tr rt tt conclusion

other markinqs : B.L. - 58; 4; B.R. - 50

7I. I-Las 184 f. 2La

trinning : toP and right

title line : blank (triruned) T.R. 21a

P1

P2

8 staves

indented - no capital - Cantus - Man. 65

Man. 63 - C

P3 : rr rr rr conclusion

P4 : no capital - Tenor - Man. 65

P5:Man.63-T
P6 : rr rr tr conclusion and added

P7 : no capital - t'EI contratenore'r - Man. 62 (ritornello)

PB : Man. 62 (rit) - Ct conclusion

other rnarkinss : B.L . - 49; 59; 2328; L.H.M. - "1525 et 1526 Michelis

Orsuccit'

72. I-Las 184 f .2la¡

trinning : top and left
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title line : blank (trimmed)

8 staves

Pl : indented - no capital - Cantus - Man.

P2:Man.64-C
P3:rrilrr.
P4:rrrrrr
P5 : rt tt tr conclusion

P6 : no capital - Tenor - Man. 65

P7:Man.65-T
P8 : tr rr tr conclusion and added

other narkingr : B.L. - 60; 5; B'R.'- 46

64

nissing folios

73. I-Las 1B4 f . 2Ib

trinming : top and right

title line : blank [trinned)

8 staves

P1

P2

P5

P4

P5

P6

P7

PB

T.R.2Tb
.'l

FI

ùI
indented - no capital - Cantus - Man. 66

Man. 66 - C

It rr I' conclusion and added text
no capital - I'tenour" - Man, 66 conclusion

no capital - t'contratenorrt - Man. 67

Man. 67 - Ct
r tr tr COnCIUSiOn

blank

other markings : B.L. - 61; B.R. - 47

ì

i

i

't
I
¿,

ii

¡
'\
,t"
f
.t

,t

f

74. I-Las 184 f. zlbl

trinmin : top and left

title line: blank (trirnned)

8 staves

,fil

I
I

indented - no capital - Cantus

Man. 68 - C

P1

P2

Man. 68
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P3:Man.68-C
P4: rt tr lr

P5:ttrrrr

P6 : tt rt It conclusion

P7 : no capital - Tenor - Man. 69

P8 : Man. 69 - T conclusion

other rnarkings : B.L. - 62; B.R.

Orsuccit'

x; 48' R.H.M. r?1525 et 1526 Michelis

d
irþ

#

75. I-Las r84 f. 2Ob

trimning : top and right

title line : blank (trinmed) T.R. 20b

It

I' conclusion and added text
- Cantus - Man. 69

conclusion and added text

8 staves

: indented I no capital - Tenor - Man. 68

: Man. 68 - T

P1

P2

P3

P4

P5

P6

P7

P8

lÌ

ll

il

tt

ll

It

no capital
Man. 69 - C

lr !r

other rnarkinqs : B.L. 63; 51

,¡

76. I-Las 184 f. 20b

trinning : top and left

title line : blank (trimmed)

B staves

i
i

í

ì
I
l,

t,
i¡

ä
ï
¡t

I

P1

P2

P3

P4

P5

P6

P7

indented - no capital - Cantus - Man. 70

Man. 70 - C

il

ll

ll

il

il

It

tl

?r

It

il

It

{
i'
i

: blank

t' conclusion and added text
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P8: blank

other markin : B.L. - 64; B.R. - n. 1709; x; 52
'l

77.I-Las 184 f . 19b 

-- 
':-;

trinming : top and right

title line : blank [trinmed) T.R. 19b

8 staves

P1

P2

P3

P4

P5

indented - no capital - Tenor - Man. 70

Man. 70 - T

il

It

ll ll rt conclusion

P6 : blank
P7 : blank
P8 : blank

other markings : B.L. - 65; L.H.M. - 15

ü
:'{t

¡

78. I-Las 184 f

triruning :

title line

. 19b!

top and left

: "Di franciesco degltorganj"

i.
¡

i

(

1

I

¡.

,il

ï

I

.rtt

I
{

8 staves

Pl : indented - no capital - Cantus - Man. 71

P2 : Man. 7I - C

P3: rr il rl

P4 : rr rt r? conclusion

P5 : no capital - Tenor - Man. 71

P6 : Man. 7L - T

P7 : tt lr rt conclusion

P8 : added text

other narkings : B. L. - 66; B. R. - n. 1695; R.H.M.

T.R. 18b

16

{ 79. I-Las 184 f. 18b

trinming ,: toP and right

title line ' rtD r andrea stephanj t'
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8 staves

: indented - no capital - Cantus - Man. 72

: Man. 72 - C

P1

P2

P3

P4

P5

P6

P7

P8

:: :: ll .o,.,.r,,sion and added rext

no capital - rrtenortt - Man. 72

Man. 72 - T conclusion and added text
no capital - rrcontratenortr - Man. 72

Man. 72 - Ct conclusion and added text

other markings : B.L. - 67; 6L

80 I-Las 184 f. 18b

trin¡ning : top and left

title line : ttDtandrea stePhanjil

B staves

Pl : indented - no caPital - Cantus

P2 : Man: 73 - C

P3:rtlrlr

P4: il il lr

P5:nrr!f

P6: il rr rr

P7 : il lr lr conclusion

P8 : added text

other nârkings : B.L. - 68; 2; B.R.

I

ì

- Man. 73

- n. 77L7; 62

h

I

81. I-Las 184 f. L7b

triruning : toP and right

title 1ine ; blarik (trinned)

8 staves

T.R. 1,7b

!'
Jt

!,

l,
,l

I

4
r
f.

Pl :

D'

P3:
P4:
P5:
P6:

indented - no capital - Tenor - Man. 75

Man. 73 - T

It
l1

It

tt

lt r r

lr

lr

ll

ll

It

tr

ll

ll conclusion



P7: blank

P8 : blank

other markin

82. I-Las 184 f . ITbl

trinnin : top and left

title line : r'... .. ..Pitorrl

8 staves

- 38-

P1

P2

P3

P4

P5

P6

P7

P8

indented - no capital - Cantus - Man. 74

Man. 74 - C

lr

rlt

ll lr

ll conclusion

- Cantus - Man. 75no capital
Man. 75 - C

other rnarkings

rr conclusion and added text

: B.L. - 70; B.R. - 32; 7; L.H-M. - 'tSer Matt' Antognoli

1501'tt

83. I-Las 184 f.16b

trimnins

title line

top, righ.t and bottom

: blank (trirnrned) T.R. 16b

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - no caPital - 'rtenor"
Man. 74 ^ T

rt tt ll

Man. 74

conclusion and added text

- Tenor - Man. 75

conclusion

B.L. - 7I¡ 23;

It ll

: 'no capital
:Man.75-T
: It ll lt

: tr tl ll

I
I

other rnarkíngs
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B4 f.16b'

topr left and botton

: -b1ank (trirnned)

8 staves

P1

P2

P3

P4

P5

P6

P7

P8

indented - no capital - Cantus - Man. 76

Man. 76 - C

ilillt

Irilll

tr I' lr conclusion and added text
no capital - Tenor - Man. 76

Man. 76 - T

il il il conclusion

nissing folios

I
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An examination based on the physical characteristics of each fo1io,

directing particular attention to the quality of þrchrnent, the staff

ruling, the dimensions set aside for musical notaiior,, the distribution

and size of illuminated capitals and the survival of the original nunbering

suggests that the tì^¡enty-one folios of the Mancini Codex can be grouped

into three sections (Pirrotta 1949 2122) with the following characteristics:

Section A

Contents : Man. pp. 1-16 (ff. 7-4) (a11 frorn I-Las 184)

Parchnent quality : fine grained and light colour nith a slightly glossy

finish
Staff ruling : Seven black five-1ined staves per page

slight variation from page to page but an average di-
mension of ca. 782 x 138 mm.

Notation space :

Initials : Tirere is no indentation of the first staff of every page,

but alternate red and blue initials of a moderate size are

provided for the beginning of the principal voice of each

composition. Snaller initials are provided for the entry
of other voice parts on the page.

Original numbering : 1) where this has survived the trimmin g process,

it appears in two series of identical numbering

a) light brown ink niniscule roman figures
b) larger red ink roman figures

2) runs from XX... to XXX...

Section B

Contents : Man. pp. 77-60 (ff. 5-15) {Man. pp. L7-22,27-50 and 59-60

(ff. 5-6 and 8-13) from I-Las 184 and Man. pp. 23-26 anð,

51-58 (ff. 7 and 14-15) fron I-PEco 3065Ì

Parchment quality : relatively coarse grained, darker in colour and with
a flatter finish than that of the preceding section.

Staff ruling : Eight black five-line staves per page with the exception

of l'{an. p. 40 (f. 10b') and Man. p. 41 (f. 9b) which have

nine staves, the last being added after the prinary ruling.
Notation space : relati-vely wide.variety of dimensions but generally of
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greater height and less width than that of the preceding

section . ,:4

Initials : The first staff of every page is indented by up to 3 crn to
provide space for the tracing of laige initials in alternate
red and blue for the principal voice.of each composition.

These principal initials are larger than those of the first
section. Smaller initials aie provided for the entry of
the other voices.

Original nurnbering : 1) in common with the preceding section, where

the original numbering survives, it appears

in two series of identical numbeting, in mini-
scule roman figures in light brown ink and

larger roman figures in red ink.
2) The nunbering runs from XXXXVII to LXX...

Section C

Contents : Man. pp. 61-84 (ff. L6-2L) (a11 from I-Las 184)

Parchment quality : similar to that of Section B

Staff rulin eight black five-line staves peï page with the exception

of Man. p. 62 (f. 16a') which has nine staves, the last
being additional to the prinary ruling.

Notation Space : wide variety of different dimensions, but in general

rnitials : as in Ï:';l::::,Ï':::.;Ï: :Ï'r;:,:'::;;r':;':;:,i ;;,:
is indented by up to 3 cm. Here however, the initial is
lacking, the blank space containing only a small letter pro-

vided to guide the later work of the niniaturist. Capitals

for other than the principal voice are also nissing.
Original numbering : there is no evidence of the original numbering on

any of these pages.

With the establishment of the primary features of the Ma¡rcini Codex,

the naterial now exists to present a justification of the c'orunon origin of

the Lucchese and Perugian folios. The unity of these two collections,

suggested by the common scribal hand a¡rd closely similar physical charact-

eristics such as the dimensions of notation space and the staff ruling, is
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confiTmed both by the original numbering series and the sharing of several

works between the two portions tt

The Perugian folio 7 is central within a fasöicle since lvlan. 26 is

shared between the facing pages f. 7.at and f. 7b (Man. pp. 24-25). The

fact that it belongs within the second fascicle of Section B is clear too,

not only fron its concentration on the works of. Zadnata da Terarno, (clearly

the dedicatee of this gathering), but also from the original nurnbering -

f. 7a (Man. p. 23) = lviii and f. 7b (Man. p. 25) = lviiii, which lie

between the Lucchese f. 6a (Man. p. 27) = 1v and f. 6b (lvlan. p. 27) = lxii.

The remaining two Perugian folios (f. 14 and 15) are clearly related

to each other, since f. L4at (Man. 52) and f. 15a (Man. p. 53) share Man.

48 and Man. 49 and thus f. 15b' (Man. p. 56) and f. I4b (Man. p. 57) nust

be similarly related. Folio L5 is central within a fascicle since the

facing pages f. 15a' (Man. p. 54) and f. 15b (Man. p. 55) share Man. 50.

The relationship between the Lucchese and Perugian folios is made clear by

the sharing of lufan. 46 and 47 between the Lucchese folio 73at (Man. p. 50)

and the Perugian folio 14a (Man. p. 51) and also the sharing of Man. 53

between the Perugian folio 14b' (Man. p. 58) and the Lucchese folio 13b

(Man. p. 59).

Attenpts to incorporate other manuscript fragments into the }fancini

Codex have however been less successful. Ghisi proposed that the Pistoia

fragments (I-PS 5), also found in bindings, originally forined part of the

Mancini Codex (Ghisi 1946:L79). Though both Mancini (1947:90) and Bonac-

corsi (1948:552) rejected this hypothesis, Pirrotta presents the nost con-

vincing sunmary counter-argument. His argument against the inclusion of

the Pistoian fragments in the Mancini Codex initially concerns the contents,

by expressing doubt that the same work, A pianger lrochi mei would be repeat-

ed in the one codex (this work features in both the fragments from Lucca

and those of Pistoia), and continues to point out irreconcilable differences
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in the physical characteristics of both sets of fragments. The Pistoia

fragment for example has a scribal hand unlike any of the three to be found

in the lr.4ancini Codex, the original size of its pr!èt must have been con-

siderably larger than those of either Lucca or Perugia and the quality of

parchment is narkedly different. In short, the l"lancini Codex cannot

absorb the Pistoia fragments.

Accepting the incorporation of the Perugian fragnents and those from

Lucca to produce the l"lancini Codex, the unity existing between the three

sections of the najor manuscript must now be considered. The most con-

vincing thread of unity existing between the three sections of the manu-

script is the result of the work of a single scribe who produced all but

the last seven pages of the final section. Pirrotta distinguishes three

scribes in all (1949:L22) with the primary scribe (A) responsible for

Man. pp. I-77, the second scribe (B) producing Man. pp. 78-81 and the final

scribe (C) responsible for Man. pp. 82-84.

Clercx proposed that the contributions of scribes B and C constitutes

another, the fourth section of the manuscript (Clercx 1960:I 65). This

proposal is not adopted in the present study which bases the primary sub-

dividing of the folio collection on their physical characteristics and not

on either compositional or scribal styles. Clercxrs proposal belongs

properly within the area of the sub-dividing of the fascicles.

Pirrotta proposed that to scribes B and C can be attributed the addi-

tions of composersr names in two cases in folios which were otherwise the

responsibility of scribe A (Pirrotta t949:L23). In both cases, firstly

the addition of the name "Ser Niccholay preposititrover an erasure of ivÍan.

p. 27 (f. 6a) and secondly the addition of the name rtJoh Fulgn" on Man. p.

49 (f. 13a), the names are added in a hand which is clearly distinct from

that of scribe A but in the opinion of this study, the evidence is too

slight to rnake a definite attribution to either scribe B or C or even a
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further foreign hand.

A further proposition put forward by Pirrotta, (7949:723) is that scribe

B was responsible for the erasure of Bartolino áarlPadovars Donna licadra ,
J

originally penned by scribe A on Man. pp. 2-3 Gr. rat-2a), md the substit-

ution of Gil1es Binchois' Dueil angoisseux. The involvement of scribe B

in this process seems unlikely on two grounds. lFirstly a comparison of

scribal styles found on Man. pp. 2-3 and Man. pp. 78-81 suggests the shared

characteristics of a scribal school, rather than the identity of a single

scribe. Perhaps this is the result ofrrla comune provenienza da una scuola

di ananuensi toscani", which Pirrotta proposes tinks scribes B and c.

(Pirrotta 1949:L22), Secondly the period during which the works of Bin-

chois were copied into the four rnain Italian manuscripts bearing his works,

lies between the I420s and 1440s (Fallows 1980:772). It is highly likety

that Dueil angoisseux was copied into the lVancini Codex during the same

period, which fal1s well beyond the final date the present study proposes

for the completion of the secondary stage of redaction (incorporating the

additions of scribes B and c) i.e. up to ca. 140s. (The dating and prov-

enance of the Mancini Codex will be discussed more fu11y below).

Further evidence of the unity of the collection is provided by the

partial survival of the original numbering, which consists of two series

of natching nunbers in roman ciphers. The first series is traced in light

brown ink and was probably intended to guide the later work of the illum-

inator who added the second series in bold red ink. This pattern is con-

sistent in the first two sections of the codex and serves to serially link

the folios contained therein. The third section is however conpletely

devoid of any original numbering. Pirrotta proposes two explanations for

this. The first, is that this thitd section was added to the codex after

the illuminator had conpleted his work on the first two sections. The

principal scribet s work on the third section was curtaited for some reason
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before this fascicle had received its final preparation for the illuminator

(i.e. the broln ink nunbering series). The secoÉd of Pirrottafs explan-

ations, suggests that the third section had achieúed this state of prepared-

ness, but that the initial brown ink series, positioned very close to the

upper right margin, was completely rernoved in the trinrning process. The

first of these explanations seems the most likely, for the complete dis-

appearance of the numbering proposed in the second, presupposes a larger

page size, which considering the general physical uniformity of the co1-

lection seems unlikely.

The process of reconstructing the original nunbering systen, with the

assistance of ordering clues provided by the continuation of songs fron one

page to the next, and the manuscript characteristic of disposing the com-

poserrs name across the verto of one folio and recto of the next, produces

the following working rnodel of the manuscript.
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PROPOSED I¡IORKING MODEL OF TI]E IqANCINI CODEX

The model which follows is an attempt to pro'äuce an image of the

original structure of the lvfancini Codex. The dotted lines represent folios

now missing, while the full lines indicate lhe surviving folios, nurnbered

according to the systen developed by Pirrotta (1949:I34-13S). The Ro¡nan

numerals present a reconstruction of the original numbering system of the

manuscript. In the usual manner, bracketed numbers indicate editorial

reconstruction, while numbers without brackets are presented as they appear

in the source.

The result points to a manuscript of at least one hundred folios (or

fifty double folios) which is rnore than double the size of the manuscript

as it survives today. That it rnay have been even larger is quite possible,

for the single gathering of section C has no original numbering and it rnay

well have been preceded and followed by other gatherings of which there is

now no trace.

SECTION A

'4

t-

(r)
(II)
(rrr)
(IV)

(v)

(VI)

(WI)
(vrrr)
(IX)
(x)

L

L
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1a

(XI)

(XIr)
(xr rr)
(xrv)
(XV)

( xvr)
( xvÏr)
(xwrr)
(xrx)
(XX)

(xXI)

xx-- (xxrr)
xx-- (xxrrr)

(xxrv)
(xxv)

(xxvi)
(xxw r)
( xxvr r r)

2a

2b

1b

3a
(xxrx)

XXX

XXXI

(xxXIr)
(xxXI rr)
xxx-- (xxxrv)

xxx-- (xxxv)

(xxxvr)

4a

4b

3b

t-

t-

I

+
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SECTION B

(

(

XXXVI

XXXV

)

r)

I )

III

:4

ìr'

5a

(xxxrx)
(xxxx)

( xxxxr)

(xxxnr)
( xxxxr r r)
(xxxnv)
(xxxxv)

(xxxxu)

XXXXVI I
(XXXXVII I)
(xxxxrx)
(L)

LI

LI

(

(

5b
(Lr r r)
(Lrv)

6a

7a

LV

(LVr)

(LWr)

LW II
LVI]II

(LX)

(LXr)

(LXrr)

( LXrr r)
LXIIII
LXV

(LXVr)

LXVI I
( LXVr r r)
( LXr x)

(LXX)

7b

6b

8a

9a

10a

Lta

11b

10b

9b

8b
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72a

72b

( LXXr X)

LXXX

LXXXI

LXXXI I
( LXXXr r r)
( LXXXTV)

LXX-- (LXXXV)

(LXXXVT)

( LXXI)

( LXXI I) :4

( LXXI fT-) ' 
,.':.

(LXXTV)
.LXXV

(LXXVT)

(LXXVT r)
(LXXWrr)

( LXXXVTT )

( LXXXVI II )
(LXXXTX)

(LXXXX)

(LXXXXT)

( LXXXXTT)

( LXXXXI I I)
(LXXXXiv)

(LXXXXV)

(LXXXXVT)

( LXXXXVI I)
( LXXXXVI I I)
( LXXXXT X)

c

13a

L4a

15a

1sb

L4b

13b

SECTION C

I

I

16a

t7a

18a

19a

20a

27a

27b

2Ab

19b

18b

t7b

t_

16b
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This working model is based on the assumption of the serial relation-

ship of sections A, B and C. Although it is pos.sible that Section C was

cornrnenced first, and for some reason left incomptete while the prinary

scribe began work on Sections A and.B, it seems un1ike1y. Surely rnore

likely is the proposal that Sections A and B r{ere passing through the

secondary stage of preparation i.e. through the process of illumination,

when Section C was begun by the primary scribe. The single surviving

fascicle of Section C was left inconplete before the completion of its

primary stage i.e. before the addition of the prinary numbering series.

With this assumption in mind, the relationship between the three sections

can be accepted.

The lack of original numbering in Section C prevents the development

of a clear idea of tire size of this section. There may weii irave been

fascicles preceding and following the single surviving gathering, and- the

size of that gathering may well have been considerably larger than it now

is, with extra folios lying within the central folio (f. 21). However,

the relationship of the sur'ùiving folios to each other can be considered

fixed, for even without the aid of a numbering series, the ordering clues

provided by the continuation of a song from one page to the next, arrd the

customary disposition of the composers? names across two folios, provides

clear evidence to support the given reconstTuction.

Similarly with Section B, the relationship of the surviving folios to

each other, can be fixed, although the original size of the section remains

r:nknown. The size of the proposed gathering at the connencement of Section

B (preceding folio 5), carì be established from the distance between the

secure original nunbering of folios 4 and 5, however, whether it appeared

at the beginning of Section B or at the end of Section A cannot now be es-

tablished. There may also have been further fascicles at the end of

Section B, following folio 15.
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The situation is slightly different with Section A. Although the

number of nissing folios preceding folio 1, can be established with reas-

onable security from the surviving original numbering, and the relation-

ship of folio L to 2 and fqlio 5 to.4 can be established, the relationship

between the two groups of surviving folios is not necessarily fixed.

The originally proposed arrangement of the four surviving folios of

Section A produces the following order of works.

f. \a - Ma¡. 1 - Bartolino da Padova

lar- Man.2 - GillesBinchois
2a - Man. 2

2at - Man. 3 - Bartolino da Padova

Man. 4 - Bartolino da Padova

missing folios
2b - l4an. 5 - Bartolino da Padova

2bt - Ma¡r. 6 - Bartolino da Padova

1b - Mart. 7 - Bartolino da Padova

1b' - Man. 8 - Bartolino da Padova

nissing folios
3a - lvlan. 9 - Bartolino da Padova

3at - Man. 10 - Bartolino da Padova

4a - Man. 10

4at - Man. 11 - Bartolino da Padova

missing folios
4b - Man. t2 - Anonymous

Man. t3 - Anonymous

4bf - Man. 74 - Anonymous

Man. 15 - Anonymous

3b - Man. 16 - Antonio da Cividale
3br - Ma¡r. t7 - Antonio da Cividale

A reamangement of the fas.cicles so that folios 3 and 4 are enclosed within

folios 1 and 2 rar|her than being contiguous with them, produces the following

order:
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f 1a

1at

2a

2al

3a

3al

4a

4al

4b

4bl

3b

3br

2b

2bl

1b

1bl

- NIan.

- Man.

- Man.

- Man.

Man.

- Man.

- Man.

- Ivfan.

- lvlar.

It4an.

Man.

Mar.

lvlan.

Man.

Man.

Man.

lvfan.

Man.

Man.

1 - Bartolino da Padova
,¡

2 - Gi11es Binchois

2;
3 - Bartolino da Padova

4 - Bartolino da Padova

nissing f,olios
9 - Bartolino da Padova

10 - Bartolino da Padova

10

11 - Bartolino da Padova

missing folios
12 - Anonymous

73 - Anonynous

L4 - Anonymous

15 - Anonymous

16 - Antonio da Cividale
17 - Antonio da Cividale
ni-ssing fo lios
5 - Bartolino da Padova

6 - Bartolino da Padova

7 - Bartolino da Padova

8 - Bartolino da Padova

Although this arrangement is justifiable, and it raises the tantalising

possibility of the existence of the elusive "Rondel franceschi" (Debenedetti

1922:1.76) of Bartolino da Padova (Man. 72-15), it is less probable than

the originally proposed arrangement, since it interrupts the unity of a

gathering dedicated to the works of Bartolino da Padova with the intrusion

of two works by Antonio da Cividale (Man. t6-t7).

Another arrangement consisting of enclosing folios 1 and 2 within

folios 3 and 4 is possible. The original numbering here is severely

trinmed and could be rnanipulated to allow this possibility. Such an

arrangement produces the following order of works:
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f 3a

3al

4a

4al

la
1ar

2a
a^lLA

2b

2b,

1b

1b'

4b

4bl

3b

3br

9

10

10

- Man

- Man

- lt{an

- Man

- Man.

- Man.

- Itfan.

- Ir,lan.

l,la¡.

- Man.

- Man.

- Man.

- Man.

lvfan.

ldan.

Man.

Man.

It4an.

Man.

Bartolino da Padova

Bartolifo da Pad.ova

11 - Bartolino da Padova

missing folios
1 - Bartolino da Padova

2 - Gi1les Binchois

2

3 - Bartolino da Padova

4 - Bartolino da Padova

rnissing fo lios
5 - Bartolino da Padova

6 - Bartolino da Padova

7 - Bartolino da Padova

8 - Bartolino da Padova

nissing folios
1,2 - Anonymous

13 - Anonymous

14 - Anonynous

15 - Anonymous

76 - Antonio da Cividale
17 - Antonio da Cividale

This proposal, though e,qual1y as satisfactory as that of the original

proposal, offers no particular advant4ge over it and consequently for the

purposes of this study the originally proposed ordering has been adopted.

From the working model it ca¡r be seen that there are eight surviving

incomplete but distinct fascicles. These gatherings generally relate to

specific composers. Thus the contents of the first fascicle:

It{an. 1 - Bartolino da Padova

Man.2 - GillesBinchois
l{an. 3 - Bartolino da Padova

Man. 4 - Bartolino da Padova

Man. 5 - Bartolino da Padova
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I{an. 6 - Bartolino da Padova

It{an. 7 - Bartolino da Padova

Man. B - Bartolino da Padova

reflects a clear dedication to the works of Bartolino da Padova, with the

excep tion, BinchoisrDueil angoisseux, being a later addition to the manu-

s cript .

The second fascicle:

Man. 9 - Bartolino da Padova

Man. 10 - Bartolino da Padova

Man. 11 - Bartolino da Padova

Man. 72 - Anonyrnous

Man. 13 - Anonymous

Man. 14 - Anonynous

It{an. 15 - Anonymous

Ìuían. 16 Antoñio da Cividale
Man. 17 - Antonio da Cividale

is shared between the works of Bartolino da Padova (5) and Antonio

Cividale (2) with four anonylnous rondeaux separating them.

The third fascicle:

Man. 18 - Francesco Landini

Man. 19 - Francesco Landini

Man. 20 - Johannes Ciconia
Man. 2I - Anonymous

Man. 22 - Johannes Ciconia

is shared between the works of Francesco Landini (2) and Johannes

(2) with one anonynous work.

The fourth fascicle contains six works:

da

Ciconia

Man

Itfan

Man

Man

Man

Ma¡t

23

24

25

26

27

28

NicoIo da Perugia

Zacha'ta da Teramo

Zachara da Teramo

Zachara da Terarno

Zachara da Teramo

Zachara da Teramo
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five of which are by Zachara da Teramo and one by Nicolo da Perugia.

The fifth fascicle is considerably larger with thirteen works:

Man. 29 - Magister Zachãrias

Man. 30 - Zachara da Teramo

Man. 3I - Zachara da Teramo

Man. 32 - Zachara da Teramo

Man. 33 - Anonymous

l4an. 34 - Anthonello da Caserta

Itlan. 35 - Anonymous

Man. 36 - Anthonello da Caserta

Man. 37 - Anthonello da Caserta

lvlan. 38 - Anthonello da Caserta

Man. 39 - Anthonello da Caserta

Man. 40 - Anthonello da Caserta

Ma¡. 41 - Anthonello da Caserta

Excepting the singie work by ivlagister Zacharias, whicir opens this group,

the fascicle continues the collection of works by Zachara da Teramo, €s-

tabtished in the preceding gathering, adding a further three works. The

second half of the fascicle concentrates on the works of Anthonello da

Caserta, with a further tt,r¡o anonymous works.

The sixth fascicle is very short with only three works:

Man. 42 - Antonio da Cividale
Man. 43 - Anon)¡mous

Man. 44 - Johannes Vaillant

demonstrating no particular composer orientation, with one work each by

Antonio da Cividale and Johannes Vaillant and a further anonymous work.

The seventh fascicle, the last in Section B, is nuch more extensive:

l¿lan. 45 - Giovanni Foligno

Man. 46 - Johannes Ciconia

Man. 47 - Johannes Ciconia

Man. 48 - Johannes Ciconia

Ivlan. 49 - Johannes Ciconia

Man. 50 - Johannes Ciconia

Man. 51 - Johannes Ciconia (?)

!

rl
I

tl

T'
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Man. 52 - Johannes Ciconia

l¡lan. 53 - Johannes Ciconia

Man. 54 - Johannes Ciconia

and is clearly dedicated to the works of Johannes Ciconia with only one

exception, a work by Giovanni Foligno.

The eight and final fascicle

Man. 55

Man. 56

Man. 57

Man. 58

Itlan. 59

Man.60

Man. 61

Man. 62

Man. 63

It'lan. 64

Man. 65

L{an. 67

Man. 68

Man. 69

Man. 70

Man. 77

Man- 72

Man. 73

Man.74
l4an. 7 5

Man.76

Anonynous

Anonymous

Anonymous

Anonymous

Nicolo da Perugia

Anonymous

Andrea Stefani
Bartolino da Padova

Anonynous

Anonymous

Anonymous

Anonynous

Anonyrnous

Anonymous

Anonymous

Francesco Landini

Andrea Stefa¡ri
Andrea Stefani
Bonaiutus Chorsini
Paolo da Firenze

Anonymous

I

i
i

i

I

t
t

I

it/ -,l

ï

{'

the largest in the collection, containing twenty-two works, seems to have

no particular composer orientation, with the greater number of works (four-

teen, possibly thirteen), remaining anonymous. It also contains single

works by Nicolo da Perugia, Bartolino da Padova, Francesco Landini and

Bonaiutus Chorsini with one or possibly two works by Paolo da Firenze and

three works by Andrea Stefani.
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The provenance of scribe A is general 1y agreed to be I'lorthern Italy.

Clercx (1960:I 65), supports the Italian nationallty of the scribe by

citing the authority of Battelli (1949 :226), whó åxptains that the graphic

idiosyncracy of the use ot "!" in place of rtz?r characterises the "nìano-

scritti dagli ultini decenni del sec. XII a tutto il sec. XIV!'. The

Northern character of the scribe is similarly supported by idiosyncratic

linguistic and graphic forms (Clercx 1960':I 65). In thisrClercx is

clearly in agreement with Pirrotta who describes the script of scribe A

as of the gothic ty¡re, popular in Northern Italy (Pirrotta 1949:122) .

Further evidence in support of this provenance is brought to bear by von

Fischer who adds that the use of the five line staff was a strongly

Northern characteristic, possibly revealing French influence (Fischer

Ivcu: r¿+Y).

A Tuscan origin is generally proposed for both scribes B and C, whose

styles have much in comrnon. Pirrotta states that the hands of scribes

B and C display "due be11e scritture caligrafiche semiumanistiche" (1949:1'22),

a statenent which CIercx supports (1960:I 66) again citing the authority of

Battelli (1949:247) who explains that this style of writing flourished in

the Florentine milieu at the beginning of the Quattrocento. The sinilarity

between the two hands leads Pirrotta to propose the provenance of scribes

B and C from a school of Tuscan amanuenses (1949:722). Certainly their

contribution to the codex has a Tuscan flavour with respect to linguistic

forms.

Pirrotta reports that LiGotti identifies scribe B with Andrea Stefani

who was, besides a composer, a much sought after copyist as is demonstrated

by the wide range of Florentine manuscripts showing his hand (Pirrotta

1949:t22). This attribution may be supported by the fact that of the three

compositions added by this scribe to the l'4ancini Codex, two are the works

of Anclrea Stefani. Although Pirrotta supports LiGottirs attribution on the

ü
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basis of "nurnerose rassorniglianze'r, betleen the scribal styles of l{an. pp.

78-8I and the Florentine manuscripts, he resists a decisive identification
i'

on the basis that the script on lvlan. pp. 78-81 is printed script rvhereas

that of the Florentine manuscripts is cursive script.

l,íore secure llowever is the identification of Scribe C, responsible

for one and possibly two works by Paolo da Firenze and a further work by

Bonaiutus Chorsini, with the scribe who compiled fascicles 6 and 8 of

F-Pn 568 and numbers 1, 2,4 and 5 of US-CLwr. The connecting link be-

tì^¡een these three manuscripts is forged through the works of Paolo da

Firenze, for it is none other than scribe C "si deve la notazione di quasi

tutte le composizioni di Paolo da Firenze (una trentina circa), rarissine

negli altri codicet' (Pirrotta L949:723). This connection between scribe

and composer is extrenely rare ín this period and may suggest either a

personal relationship between the two or in fact that the scribe was also

the composer.

It was apparently the custom of the notary clerks responsible for

breaking up the original l4ancini Codex and incorporating its folios into

the bindings of their records, to sign their names and often append a

date to the abused folios. Pirrotta (7949:124) provides a sununary list

of names and dates, and for the sake of completeness see here l{an. pp. L,

3, 9, 11, L4, 17, 20, 2t, 37, 33, 38, 44, 49, 49, 51, 67, 63, 65, 67, 69,

71, 74, 82.

The dates provided by the clerks range from 1485 to 1595, which im-

plies that the Mancini Codex l4/as certainly to be found in Lucca during this

period and that it had been in l,ucca certainly in the second half of the

fifteenth century. The single date perceivable on the Perugian folios is

1584 which lies within the extreme dates (Man. p. 51). There is also one

clerical name in corunon between the Perugian and Lucchese folios - that of

I
1i
.f

lt
t

4
I
I
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Carelli on the Perugian folio 14a (luian. p. 51) and Ser Nicolao Carelli on

the Lucchese folio f- 5b' (Man. p. 20). Possibly Ser Nicolao Carelli,

called from Lucca to Perugia in the course-of his.4usiness, took with hin

fine parchment folios from the Lucchese collection in the expectation of

plying his trade in the University town. During his stay in Perugia he

may well have resided at the Bertoli College, an institution of the com-

nune of Lucca, intended as a shelter for citizens of Lucca working at the

University of Perugia (Pirrotta 1949:I24).

There is some argument surrounding the provena-nce and dating of the

Ivlancini Codex. The main protagonists in the debate are Pirrotta and

Clercx. Pirrotta proposes a Lucchese provenance with the primary red-

acLiorr ciateci ca. L42A and iater aciciiLions made before i4.30. Ciercx otr

the other hand suggests a Northern Italian origin for the rvork of the

primary scribe, dated in the late fourteenth century, with the additions

of scribes B and C made in Lucca before t430.

Here the following construction develops arguments from both proposals

and makes the suggestion that Sections A and B of the ]4ancini Codex were

produced between 1395 and 1400 and that the priinary scribers contribution

to Section C was inade after 1401 and probably in ca. 1402. The contribu-

tions of scribes B and C followed this, and a final date for their additions

would suitably be ca. 1405. As for provenance, the najor part of the

evidence supports a Paduan origin for the primary redaction of the manuscript

a¡rd a Lucchese situation for the additions of scribes B and C'

Section A contains seventeen works featuring primarily the works of

Bartolino da Padova with two additions by Antonio da Cividale and a further

four anonymous works. Bartolinors connections with Padua are evident not

only from his name, but also from his documented associations with the

Carrara family of that town. Antonio da Cividale, as his name inplies,

{
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was certainly a composer fron the North, and the possibility that he tvas

known in, or even spent time, i in Pad.ua cannot be áiscounted.
;.'

There are trvo works within this section, both by Bartolino, that have

extra-musical references to assist in dating and provenance. The first

is La douce ciere (ùlan. 1), which by its heraldic references clearly re-

lates to Padua (See III p. 60). The dating of this work is a little

more difficult, although it is clearly a work of Bartolinors naturity.

It probably belongs in the 1390s. The second work, Le aurate chiome

(Man. 9), can be dated more securely from ca. 1380. (See III p. 59).

Section B has a strong concentration on the works of Ciconia, Zachara

da Teramo and Anthonello da Caserta, with sundry works by Francesco Landini,

Nicolo da Perugia, Magister Zacharias, Antonio da Cividale, Johannes Vail-

lant and Giovanni Foligno. Ciconiars connections with Padua are nol well

known, and v¿ere certainly established before his taking up permanent resi-

dence there in 1401. The situation with both Zachara da Teramo and Anth-

onelIo da Caserta is, however, a little less transpalent, for both these

composers, if their names are interpreted correctly, hail from the Neapol-

itan regions. Nonetheless, both these composers have their works trans-

nitted in Northetn manuscripts, and it is not impossible that they were

known in Padua or possibly even spent time there.

There are four works in this section that have extra-musical references

to assist in the dating and provenance of the manuscript. The first of

these is Del glorioso titolo (Þfan. 34) by Anthonello da Caserta. This can

be dated at 1395 and was probably intended for a Milanese audience (See III

p. 774). The renaining three works are by Ciconia. The first of these,

Una panthera (Man. 50), was probably written between 1369 and 7372, for a

Lucchese audience (See III p. L34). The second - Le ray au soleyl (Ì'ían. 51)

- can be dated between 1388 and 1390 and was intended for the new lords of

Padua (See III p. 136). The third and final work - Per quella strada
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(Man. 53) - is definitely of Paduan provenance and probably dated 1387

(See III p. 139).

Considering Sections A and B, the provenance':¡udged by conposers and

the major number of works containing extra-musical references, point to

Padua in preference to any other city. The latest date for any of these

works fa1ls at ca. 1390, and it is thus like1y that this prinary stage

of the maauscript, hras completed after that date, and possibly up to 1400.

The single fascicle of Section C will be considered in tlo parts -

firstly the part comprising the contribution of the primary scribe, Ðd

secondly,' the contributions of scribes B and C.

The first part of Section C shows no particular conposer orientation

and includes works by Nicolo da Perugia, Andrea Stefani and Bartolino da

Pariova. Orriy one work incorporates extra-musicai references to assist in

the dating and provenance of the collection. This is the famous Irnperiale

(Man. 62) by Bartolino da Padova, which has Padua as a secure provenance

and 1401 as a probable date (See III p. 152). This date, late in Bartolinors

career, explains why the work was not included in the two fascicles of Sec-

tion A, otherwise dedicated to his works. The obvious interpretation, is

that Sections A and B were already complete when this work was composed,

and that Section C was at this time in its primary stage of redaction and

thus able to incorporate this late work of the master. This first part of

Section C can then be dated as after 1401 and probably ca. L402.

The contributions of scribes B and C to the lt'lancini Codex change the

focus of the collection completely. As Pirrotta points out, these two

scribes bring into the collection, single works by Francesco Landini and

Bonaiutus Chorsini, one and possibly two works by Paolo da Firenze and two

works by Andrea Stefani (Pirrotta 1949:122). These are all conposers who

flourished in the Tuscan milieu. The Tuscan influence is underlined by

both scribes' semi-humanistic script style, popular in the Tuscan area at
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the beginning of the fifteenth century. (Clercx 1960:I 67). It is in

particular the contribution of scribe C, that provides the richest range

of possibilities for botl'r dating and provenance. t'this hinges around the

relationship betrveen scribe C and Paolo da Firenze and froin that the

relationship between the final section of the lvfancini Codex and fascicles

6 and 8 of F-Pn 568.

Pirrotta, though falling short of suggesting the identity of scribe C

and Paolo da Firenze, pïoposes a close personal relationship between the

thro (Pirrotta 1949:I25). He also altudes to documentary evidence which

suggests that Paolo da Firenze was the Abbot of S. Pietro di Pozzuoli, a

carnaldolense abbey only a short distance from Lucca. Flere then is the

first connecting link between the final pages of the Mancini Codex and

Again through the involvement of scribe C in both F-Pn 568 and the

Mancini Codex, a relationship can be established between these tlüo sources,

primarily through the works of Paolo da Firenze. One of the proposed

aïeas of provenance for F-Pn 568 is Lucca. Here then is the second link

between the Mancini Codex and Lucca'

As regards the dating of these last few pages of I-Las 184, Pirrotta

suggests that the two-voice versions of the last two works of the manuscript

predate the three-voice versions of the same works in F-Pn 568. Since the

proposed dating of fascicles 6 and 8 of F-Pn 568 is ca. 1410, it seems like-

ly that the Mancini Codex was completed before then, and possibly ca. 14C5.

Naturally the final piece of evidence supporting the Lucchese prove-

nance of the fj-nal stages of this nanuscript is the fact that the signatures

and dates of the notary clerks responsible for the breaking up of the coI-

Iection reinforce the suggestion. that Lucca was its final resting place,

and that it had mouldered there for over half a century before being put

to new use.
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CONCORDANCE CHECKLIST

This concordance checklist, besides providing'the means with which to

assess the position of the Mancini Codex with respect to contemporaïy manu-

script sources of the late fourteenth and early fifteenth centuriesr pro-

vokes a range of questions which could provide the material for later

studies.

The manuscript providing the greatest number of- concordances with

Mancini is, as in so many other cases, the squarcialupi codex - r-Fl 87.

The significance of this is however blurred by the fact that I-Fl 87 was

a retrospective collection. This source, the targest surviving collection

of Trecento music, is difficult to assess in relation to other sources) like

the Mancini Codex-. which were more proner:ly cont-emporaneolls with the nusical

traditions they were transmitting.

The situation is a 1ittle clearer with ïespect to the Reina Codex -

F-Pn 677L - the source providing the next highest number of concordances

with the Mancini Codex. There would seem to be a transrnission relationship

between the Reina and Mancini sources, particularly through the works of

Bartolino da Padova, for of the range of manuscripts that relay the works of

this cornposer, the Reina presents versions which lie the closest to those

found in l{ancini. Obviously further study is required here to elucidate

the relationship between these two najor sources.

F-Pn 568 has fewer concordances with Mancini than either Squarcialupi or

Reina, but here the relationship is a concrete one as discussed above. The

relationship between the two sources centres on the identity of Mancinits

scribe C with the scribe who compiled fascicles 6 and 8 of F-Pn 568. Fur-

ther concordances between the two sources, beyond those produced by Man-

cinirs scribe C, strengthen the possibility of a positive relationship betweenJ

the sources.



- 68-

The possibility of concrete relationships between Mancini and two

peripheral sources - the keyboard source I-FZc t!7,, and the literary source,

Prudenzanits Il SolLazzo - demands further study.;. Although in both these

cases, the proportion of concordances is not ovenvhelming, other features,

such as the ordering of works and idiosynchratic orthography, suggests the

distinct possibility of transmission relationships.

The remaining nanuscript relationships are less provocative and

- probably reflect the spreading popularity of a particular work, or works

of a particular composer, rather than a relationship between nanuscript

traditions.
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Quando necessita

QueI digno de memoria

Quel sole che nutrica
Rechordete de mi

Sempre se trova
Sempre donna tramai

Se prenio di virtu
Serva chi puo

Serva ciaschuno

Stringe Ia man

Tanto di nio cor

Tuo gentil cortesia

-70-
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PzF1ModPitLoManRSq

As can be seen, I-Fl 87 (Sq) is the nost inportant source for this

composeT, since it contains thirty-seven of the thirty-eight securely

attributed works. F-Pn 6771 (R) provides concordance for twenty-five of

these thirty-seven, and Mancini, although it holds only eleven pieces by this

composer, contribu tes one unica - Serva ciaschuno (Man. 3) -

Besides this, the Mancini codex provides unique enriching naterial for

several other works. The table below provides voicing and texting details

of the works of Bartolino da Padova which appeaÏ in the lr{ancini Codex, with

comparative evidence from the concordance sources'

TTIE WORKS OF BARTOLINO DA PADOVA CONTAINED IN THE MANCINI CODEX TABLE II

Man. 1

r-Fl 87
F-Pn 6777
GB-Lbn 29987
F-Pn 568
I-Fn 26

La douce ciere

T textedC texted2v

3v?
3v
3v
3v
2v
3v

*(c
C

c
C

c
C

texted) ?

texted
texted
texted
texted
texted

ct
Ct texted
ct
ct

ct

T texted
T texted
T texted
T
T texted
T

ì4an.3

Serva ciaschuno (B)



Man. 4
I-Fl 87
F-Pn 677L

Man. 5

I-Fl 87
F-Pn 677t

Man. 6
I-F1 87
F-Pn 677t
GB-Lbm 29987
F-Pn 568
I-Fn 26

Man. 7

r-Fl 87
F-Pn 677L

Man. 8

I-F1 87
F-Pr: 677L
I-MOe 5,24

Man. 9
I-Ft 87
F-Pn 677I

Man. 10
I-F1 87
F-Pn 677I

Man. 11
I-F1 87
F-Prr 6777

Man. 62
I-Fl 87
F-Pn 677I
F-Pn 568
I-MOe 5,24

-7t-

Rechordete de mi (B

Gioia de novi odori B

Per un verde boschetto

La sacrosancta karita (B)

Perche can iato B

Le aurate chiome (Þ{)

re donna (B)

ltron chorrer t B

I erial sedendo

*(T texted) ?

T texted
T texted

/
Ct L3v?

2v
2v

*(C texted) ?

C texted
C texted

T texted
T texted
T texted

C texted
C texted
C texted

2v
2v
2v

T texted
T texted
T texted
T texted
T texted
T texted

Ct texted
Ct texted

Ct texted

C texted
C texted
C texted
C texted
C texted
C texted

2v
3v
5v
2v
3v
2v

T texted
T texted
T texted

C texted
C texted
C texted

2v
2v
2v

* (T texted) ?

T texted
T texted
T texted

C texted
C texted
C texted
C texted

2v?
2v
2v
2v

T texted
T texted
T texted

* (C texted) ?

C texted
C texted

2v?
2v
2v

T texted
T texted
T textedCt

CtC texted
C texted
C texted

3v
2v
3v

T texted
T texted
T texted

Ct texted
C texted
C texted
C texted

2v
3v
2v

T texted
T texted
T texted
T texted
T texted

CtC texted
C texted
C texted
C texted
C texted

3v
2v
2v
2v
2v



1't

* brackets enclose a part missing in the Mancini Codex.
1. this parE incomplete. .,

As can be seen, the Mancini source provides'c.ontratenor parts for

Rechordete de mi (Man. 4) (paÉial only) a¡rd Inperiale sedendo (Ma¡. 62),

both works which elsewhere survive in only two-part settings.

With reference to concordances of an extra-nusical character, it is

significant that of the six works of Bartolino da Padova cited in Pru-

denzanirs Sgllazzo, five are found in the Mancini Codex. The works cited

are:

La douce ciere
Imperiale sedendo (Man. 62)

(Man. 1)

Per r¡n verde boschetto (Man. 6)

La sacrosancta karita (Man. 7)

Le aurate chiome (lvian. 9)

Alba colonba

- So11.

- So11.

- So11.

- So11.

- So11.

- So11.

25

25

25

29

29

29

III
III
III
III
I II

(See

(See

(See

(See

(See

p. 1s 3)

p. ss)

p. 67)

p. 6e)

p.73)

Although Alba colonba is not found in the Mancini Codex, it is quite

conceivable that it was included on one of the many nou/ lost folios of this

source

The evident link between these two sources is intriguing a¡d nay suggest

that the Mancini manuscript vras used as a reference by Prudenza¡ri. It is

of course also possible that both sources rnerely reflect the enduring popu-

larity of a common collection of Bartolino da Padovars works. Furthet extra

musical references providing clues for dating and provenance, are found in

the three Bartolino rnadrig als for:nd in this source. La douce ciere (Man. 1)

was most probabty written for one of the members of the influential Paduan

fanily - the Carraresi (See III p.59-61). Although dating this works remains

conjectural, it certainly falls within the period 1380-1400. Le aurate

chiome (Man. 9) was written for Catarina Visconti, probably shortly after

her marriage to Giangalleazo in 1380. Where this work was written remains

a problen, for atthough Milan would seem to be indicated, for political

ïeasons this seems unlikely (See III p.73-74). The final Bartolino madrigal,
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Imperiale sedendo (Man. 62) was written to celebrate the bestowal of

inperial honours on Francesco Novello da Carra'ra..in the second half of

74OI (See III p. 152-153). :''

Fron this information it can be deduced that Bartolino's activities, as

they are reflected in the Mancini Codex, basically circulated around the

Paduan court of the Carraresi, though demonstrating sone inter-reaction

with Nfilan, within the period 1380-1401.

The works of Bartolino da Padova demonstrate his position within a

period of rapid stylistic change. Certain features of his works demon-

strate the reflective but innately Italian elements of style and possibly

point to the influence of the earlier Jacopo da Bologna. Other aspects of

his work reflect the influence of the adventurous French style which was

beconing an increasingly inportant factor in the music of the late fouri-

teenth century.

One element of the works of Bartolino which reflects the influence of

Jacopo da Bologna is his use of linking phrases between the lines of his

nadrigals (Fischer 1980a:227) . The table below provides information on

the setting style of the text lines of the madrigals and the linking phrases

which separate them. Attention is here directed to the final column.

TABLE III

1- ( lv)
2- (2v)

1

1

1

1

1

3
2

7

2

3

6
2

J

4

3

15
6
7

4

Le aurate chiome (2v)
S. Iine 1

2

3

Ri. line 1

2

7-(2v)
1- (2v)

1

1

1

7

L

6
9

1

6

5

3
3

5

3

9

5

I
7

La douce ciere (3v)
S I ine 1

2

3

Ri line 1

2

Linking
Phrase

Final
Syllable

Penultimate
Syl1able

Central
SyllabIes

First
Syl 1ab1 e
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aQv)
2() -2v

3(2v)

1

1( 1)
1

1

1

J

7 (2)
19

9
t4

6
2(4)
5

4
3

15
11

6

8
2

Imperiale sedendo (3v)
S. line 1

2

3

Ri. line 1

2

Linking
Phras e

Final
Sy1 lab1e

Penultinate
SyJ. lab1e

Central
Syl 1ab1es

First
Sy1 1ab1e

In the three Bartolino nadrigals preserved in Mancini the characte.ristic

use of the linlcing phrase can be seen, betv¡een the first and second, and

second and third lines of each stanza. A linking phrase between the final

line of the stanza and the first line of the ritornello would not be expected

and in none of the three madrigals does it so occur. From the evidence

provided it would seem that the use of the linking phrase between the first

and last lines of the ritornello is not normally a feature. Neither La

douce ciere (Man. 1) nor Le aurate chione (l4an. 9) show the use of the link-

ing phrase anywhere in the ritornello. The exception, Inperiale sedendo

(Man. 62), which is perhaps not typical of Bartolino's style, since it is a

very expansive and quite elaborate work, demonstrates a reasonably extensive

linking phrase between the first and last lines of the ritornello.

The feature of these linking phrases which particularly connects the

styles of Jacopo da Bologna and Bartolino da Padova is that, in general,

the Cantus voice is not involved in then. Thus in a two-voice nadrigal

like Le aurate chione the linking phrase seen at the end of the first

line is nonophonic - for Tenor alone. Providing the only exception to

this general rule is the linking phrase for both Cantus and Tenor between

lines two and three of this madrigal. An examination of this phrase

(II p.20 b'o. 36-59) however, demonstrates that it qualifies only narginally

for status as a linking phrase, since it is not preceded by the character-

"'+il,t
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istic line-end cadence. The remaining trvo madrigals, La douce ciere and
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Imperiale sedendo are both three-voice works and following the general

rule, all linking phrases found in them, avoid use of the Cantus and are

for the two lower voices alone . ' ;'

The fact that linking phrases. stand between the setting of the final

sy11able of one line and the opening syllable of the next, raises the

question of performance mode. It is possible that the linking phrases

were performed by instrunents used throughout the work to double the Tenor

or Contratenor and Tenor. It is also possible that they were performed

by voices vocalising an extension of the final sy11ab1e of the preceding

1ine.

The use of the linking phrase is not nornally a feature of the

Bartolino ballate found in this collection. There is only one instance

of it, found between the first and second lines of the ripresa of Per un

verde boshetto (lt{an. 6) (II p.14 b.18). In this two-voice piece the

linking phrase is monophonic - for Tenor alone. It is perhaps signifi-

cant that this ballata combines several features of what would otherwise be

a madrigalian style including the Arcadian, naturalistic style of text and

the extensive nelismas on the first and penultimate syllables of every line.

The first three colurnns of Table III above, detail the nunber of bars

duration (in transcription) of the treatment for the structural syllables

of the lines of Bartolinors madrigals. As can be seen, the particularly

Italian characteristic of extended nelismatic passages on the first and

penultimate sy11ab1es of the text-1ines of the nadrigal is clearly in

evidence. Also evident is the patterning which Bartolino evolves to

establish the hierarchy of line relationships with the separate sections

of stanza and ritornello and also the hierarchy of the relationship be-

tween stanza and ritornello.

In general the opening syllabIe receives the most extended melismatic

-1
rtf
iil

I

1

i

f

t

1

i.

il
ï

I

"4
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i

treatment. Imperiale sedendo provides the exception to this by devoting
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the greatest nelismatic activity to the penultinate syllable of the stanza.

This nadrigal is exceptional in a number of. ways;'as has already been sug-

gested, and the fact that it does not fit tfre .(erièral plan is not surpris-

ing. Sone attempt at redressing the balance however, is rnade by Bartolino

in that he proportionately reduces the expected melismatic treatrnent of the

opening syllable of the ritornello.

Generally speaking, the ¡nelismatic treatment of the opening syllable

is broadly balanced by the treatment of the penultinate syllable of the

stanza. Although nelismatic activity is less prominent in the ritornello

than in the stanza there is the same general aim for balalrce, in that the

treatments of the opening and penultimate syllables of the ritornello are

approximately of the same duration.

Generally within the first two lines of the stanza and the first line

of the ritornello, the penultimate sy11ab1e receives less attention than

the opening sy11ab1e. This is partially redressed by the treatment of

the final sy11ab1e and the extension process of the linking phrase. It

should be noted here that the lack of melisnatic extension of the penul-

tinate syllable of the first line of La douce ciere is r:¡usuaI but produced

by a unique set of circunstances. Bartolino was here attempting to apply

a particularly Italian characteristic to a peculiarly French 1ine. Almost

without exception the ltalian madrigal line is of eleven syllables duration

with a piano ending. The first line of La clouce ciere is of ten syl1ab1es

duration with a masculin ending and thus (in Italian terms) with a stressed

final syllable. Bartolino was thus faced with the prospect of applying

melismatic elaboration to a normally trrlstressed syllable, a procedure

which would produce definite inbalance. He chose to avoi.d the problem by

etininating aI1 melismatic activity at this end of the line.

In general, the second line of the starza is provided with a less

expansive treatment than that of either the first or third. Again,

¡'
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1
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4
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Imperiale sedendo provides the exception to this, in that the stanzafs

central line is not only treated unusually generously, but also set twice

in succession. The reason for this is clearly Èhe text content, for it

is this line - "Dal ciel discese un charro dtonor degnot?, which bears the

prinary heraldic insignia (See III p.152).,

Also noticeable is the non-existent or scant nelisnatic treatment

of the first syllable of the final line of the ritornello. The reason

for this is probably one of balance and is related to the couplet function

of the ritornello as opposed to the tercet structure of the starrza. In

the ritornello with an opening melisma and nelismatic treatment of the

penultimate sy11able, the issue of balance at the end of the first line

and the beginning of the second, is a rnuch more precarious matter than

that of the stanza, which can use the central line as a pivot. The lack

of extension of the first sy llabIe of the final line of the ritornello

seïves the structural function of pointing to the balance established at

the outer edges of the section.

The use of extended melismas on the first and penultimate syllables

of lines is also found in Bartolinors ballate, as can be seen fron the

table below.

TABLE IV

I

f

i

¡

il
1rI
I

{'

-ri/

I

11
1L
L1
1t

1

L

1

1

2

4
1
2

4
5

2

5

6
1

4

Rechordete de mi
(Man. 4)

R. line 1

line 2

lM line L

Iine 2

L1
L1

7

11

1

1

1

1

1

2
1

2

5

4
3

4

2

3
5
2

Serva ciaschuruo
(Man. 3

R. line 1

line 2

1l'4 line 1

line 2

)

Number of
Sy1 1ab1 es

Final
Sy1 lable

Penultimate
Syl 1ab1 e

Central
Syl labl es

First
Sy1 lable
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Here again the careful manipulation of patterning is used to highlight

structure at the greater and lesser levels. In general the most extended

melismas are attached to the opening and penultimate syllables of the

ripresa, and there is also an attempt nade to provide an approximately equal

amount of extension to both these points. This clearly establishes the

ripresa/volta as the doninant section over that of the piedi which generally

I
t

11
11

1

1

L6
9

11
10

16
12

Non correr troppo
(Man. 11)
line 1

line 1

R.
1l,l

11
11
11
11

2
2
2

1

4
7
4
2

4
2

2

2

3
5

3
1

Sempre donna
(Man. 10)

R. line L

line 2

lM line 1

line 2

11
11
11
11

2

2

1

2

4
4

J

2

2

5
L

5
2

1

Perche cangiato
(Man. 8)

R. line 1

Line 2

1M line 1

Iine 2

11
7
7

11
11

7

1

1

1

1

1

1

2

2

2
10

6

4
2

2

4
8
)

0
1

1

1

7
1

1

La sacrosancta karita
(Man. 7)
line 1

line 2
line 3

line 4
line 1

line 2

R

llvl

7
11

7
11

1

1

2
1

2

11
2
6

3
4
2
2

11
2

7

2

Per un verde boschetto
(Man. 6)

R. line 1

line 2

lt{ line 1

line 2

7
11
11
11

1

1

1

1

4
6

1

2

2

2

3

5

2

:

Zoya de novi odori
llt4an.5)

R. Iine 1

Iine 2
IM line 1

line 2

Number of
Syl lab les

Final
Syl1abJ. e

Penul timat e
Syl,1ab1e

Central
Syllables

First
Sy1 lab 1e
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have a less expansive treatment. .t

The heirachy of lines within each section i-s-. gain clearly establishedt"

by the differing amounts of extension appJ.ied. Thus within the ripresa,

the opening line is generally treated more expansively than follorving lines

and. sinilarly in the piedi, though or, " ,rná11er scale.

It is worth noting here that the varying syl1ab1e lengths of the lines

generally produces little or no difference in the actual duration of the

setting. For example, the first line of Zoya de novi odori is a short

seven syllable line although it attracts the same durational setting as the

line which follows which is of the standard eleven sy1lab1e length. The

exception to this is seen in La sacrosancta karita where the two central

lines of the rip¡esa are both seven sy1lab1e lines, which, separately

consideredrgive the impression of a contracted setting. This rather

punchy setting style enphasises the injured tone of the text at this point

and drives through both lines conbining them into a unit standing between

the more spaciously treated opening and closing lines of the ripresa.

The use of metre and metre change within a work is another aspect of

style characterisation. The table below details the metre and metre

changes in the works of Bartolino found in the Mancini Codex.

Madrigals

Man. 1

Man. 9

lvfan. 62

Ba1 late
p
p
p
i
o
n
p
p

and
and
and

o. oscillation
i. oscillation
d. oscillation

and .o. oscillation

S

Ri
S

Ri
S

Ri

o
p
o
p
o
p

t

and . i. oscillation

.p. and .i. oscillation

.p. and.i. oscillation
and .o.

t

Man
Man
Man
Man
Man
Man
lvlan
Man

3
4
5

6
7
8

10
11
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As can be seen, half of Bartolinrs ballate feature fio netre change

at all, and use the senaria perfectq mensuration.', It is this unifying

characteristic which links Bartolino with his heritage and reflects the

possible influence of the style of Jacopo da Bologna. The remaining four

ballate are more forward looking and involve the utilisation of more or

less contrasting metTes.

The madrigals all feature some oscillation between contrasting metres

in the stanza. Metre change in the ritornello, however , is found- in only

one of the works - the exceptional Irnperiale sedendo (Man. 62).

The concept of metric contrast between stanza and iitornello is ap-

parently not considered a guiding principle by Bartolino, for in only one

of the works, La douce ciere (lvlan. 1) , is the predoninant metre of the

ritornello not prefigured by its appearance in the preceding stanza.

In opposition to the incumbent French style, which often featured text

underlay only in the Cantus, Bartolino's settings found in the Mancini

Codex, all feature full text underlay in Cantus and Tenor. (Inforrnation

concerning voice texting will be found in Table II - see above). Also

following the Italían tradition, the four works provided with a Contratenor,

relay this part without text and with incipit onIy.

French influence,'is also rejected by Bartolino in th" Ellgie, none of

which feature the then increasingly popular use of ouvert and clos cadences

at the end of the p_iedi. This French fashion was adopted by more suscep-

tible Italian composers from the French virelai and ba1lade.

A degree of French influence can be found in the four three voice

works of Bartolino in this collection, in the role given to the Contratenor.

In these four works the Contratenor shares the range of the Tenor and these

two voices together form the supporting fabric for the Cantus. The table

below demonstrates the relative ranges of the pieces concerned.



- 81-

C. t4on. t þlon. to+ 4C Uon.6l
Lc C ary

l-
M

l.

In three of these works, La douce ciere (lt{an. 1), Rechordete de mi

(l4an. 4) and Sempre donna (Man. 10), the Tenor and Contratenor are paired

not only with respect to range, but also in shared motd-vic naterial and

rhythmic patterns. In these three works the two lower voices provide a

supporting duet for the upper voice. Bartolinofs treatment of the Contra-

tenor in Imperiale sedendo (Man. 62) is, however, quite different. Here

the duet is actually between the Cantus and Tenor, which although they have

different rânges, share rnuch motivic and rhythmic material. The Contra-

tenor here functions by providing a syncopated commentary, which leavens

the otherwise relatively stolid activity of the dueting Cantus and Tenor.

Since this Contra-tenor only appears in the Mancini Codex (See Table II),

a¡d elsewhere the work is for Cantus and Tenor only, it is possible that

Bartolino composed the Contratenor as an afterthought which only found its

way into the Mancini Codex, or indeed that it rt¡as composed by someone else

in an attenpt to reshape the piece in accordance with the contemporary

fashion.

In conclusion it would seem that the collection of works by Bartolino

da Padova found in the Mancini Codex, though holding examples of both the

a
-

T

+
__a

a.
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reflective and forward-looking styles,

for the more adventurous style.

demonstrates a marginal preference



GILLES BINCHOIS

Dueil angoisseux

-83-

(l4an. 2) by Gilles Binchoisþas copied into the l,lancini

Codex after the prirnary stage of cornpilation !¡ras concluded. Donna 1 adra

a madrigal by Bartolino da Padova was erased to make space for this typical

product of the Burgundian court. itlhy this isolated piece hras included in

this manuscript is not known, but the fact that the insertion was a piece

by Binchois is not surprising when it is considered that the four main manu-

scripts for this composer, bearing the largest proportion of his works, were

copied in Ita1y. In fact, this process of erasuÌe to insert works by

Binchois is a constant feature of GB-Ob Can. misc. 2t3 which contains nearly

half of his secular songs. This manuscript r4¡as copied between 7422 and

7436 (Fallows 1980:712) and it is possible that the Binchois insertion into

the Mancini Codex was effected within the sane period.

This work is one of the few songs of the Burgundian School using as

text the work o,-'a known and well-reputed poet, in this case Christine de

Pisan whom Binchois seems certain to have met at the Burgundian Court.

(See III p.62).

This @!lacþ was widely popular, a fact which is reflected in the nunber

of rnanuscripts bearing the work and the wide geographical transmission of

citations of the work. It was clearly popular in England where it served

as the nodel for Bedynghan rs lvlissa dueil angoisseux (Sparks 1965: 457) .

The popularity of the work must have been due in part to the effect of

the poet's wrenching cry of grief and the composerrs sensitivity to the text

in producing an elegant synthesis of two arts.

Binchoisr obvious appreciation of this text is displayed in his careful

observation of the natural sense pauses within the text line. This process

is consistently observed in the A section and throughout the first part of

the B section. For exanple, the first text-line is set with a pause after
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Itangoisseuxrr:

jue¡l on gois - Se<.tX| re- 3e _ tne- .llvt

and the second line has a pause following rrdesespoir'l

de5- es- poir, d1 - ne

(See also bb 24-29 and 30-35).

The languishing style and seemingly effortless elegance is perceived

through a very carefully balanced structure in which the B section provides

the symmetrical answer to the A section with its repeat concluding at the

clos cadence. This balance is underscored with the sense of unity produced

by the provision of a ten bar coda which is identical in both A and B sec-

tions. (Compare bb 72-23 with bb 45-55).

The B section is separately structured using a pattern of precisely

balanced melodic repetitions. Compare the four text phrases of this section:

E

B

@

As can be seen, the fourth phrase is a closely patterned version of the first,

and the third phrase is a virtual repeat of the second at the fifth degree

I' l.le --l¿7) ,-t IaI!ì ltlI

II .a!t)t
I ttlI
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Ia I¿at> ÍtI ttlrtt F
I

2.
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above. The increased tension produced by this transposed repeat provides

the perfect setting for the climax of the piece. ., It is characteristic

that this pattern of musical rhyme contradicts lhq verse rhyme.

Fingerprints of the Binchois style can also be seen in the use of

cross-relations between Cantus and Contratenor:

and

as well as the use of paralle1 fifths, again between Cantus and Contratenor

and

The chain of parallel tenths between Cantus and Tenor at bars twelve to

fourteen (and the parallel passage - bb 45-47) is also characteristic and

part of the leaning towards a euphonious style.

The inclusion of this Binchois piece in the Mancini Codex is perhaps

felicitous since it brings into focus the strong contrasts which exist

between the rapidly evolving styles of late fourteenth century ltaly and

the emergent stable style of early fifteenth century Burgundy.
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ANTONIO DA CIVIDALE

;.'

For a study of the secular works of Antonio da Cividale, the Mancini

Codex is the central source.

CONCORDANCE CHEC KLIST FOR THE SECULAR WORKS OF ANTONIO DA CIVIDALE

Atandre

Io veggio

Je suy si las

Loingtenps

Mergi pour dieu

Vous soyez

x

x

x

x

X

x

x

GB-Ob Can.
nisc. -213I-Fn 26I-Sc L.V.30Man

As can be seen, four of the six secular works are found in this

source, and of the four, three are unique to the Mancini Codex.

The first work, Atandre (Man. 43) contributes little to a study of

the style of Antonio da Cividale for it survives only as a partial Contra-

tenor. The assumption that the piece was originally a virelai is

derived fron the ascription 'rsecunda pars contratenorisil which accompanies

this 1ine. This is then, the second part of a Contratenor which is to

be repeated, as the incorporated ouvert and clos cadences indicate. The

virelai is the only French form which fits this pattern.

The renaining three works by Cividale found in this soulce aTe

rondeaux. Primary infornation for these pieces is incorporated in the

T

T

T

ct

ct

C texted
C texted
C texted

Tr

Tr

(l4an. 16)

(Man. 77)

(Man. 42)

Mergi pour dieu

Loingtemps

Vous soyez

table below.
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In all of these works, only one voice, the Cantus, is texted. This

fact is perhaps a superfluous indication that t se works fall firmly

within the French tradition. Merci our dieu (úän. 16) features a Contra-

tenor which shares its range with the Tenor, and these two parts together,

provide a supporting duet for the text-bearing Cantus. The remaining two

works, Loingtemps (Man. 17) and Vous soyez tres bien venus (Man. 42),

feature use of the Triplum part which, in sharing its range with the

Cantus,-has the same function with respect to the Cantus as the Contra-

tenor has with respect to the Tenor. In both works the Triplum part

u/eaves around the Cantus and frequently lies above it.

The structure of these three rondeaux has been carefully planned

such that the A and B sections are of approximately equal duration. Gener-

a1ly divisions within each section are designed to underline the content

and structure of the text.

Vous soyez tres bien venus (lrlan. 42) is unique within the entire

collection in two respects. It is the only work provided with a four-

part texture and is also the only fully isorhythnic work. The isorhythn

applies only to the two lower parts and is produced by the constant Tepet-

ition of a short pes in each of these two parts. Since there is no

nelodic or rhythmic variation in any of the repeats, the technique should

perhaps more accurately be tenned-ostinato. This technique produces an un-

avoidable sense of regular cadencing with the creation of the open fifth

between the Tenor and Contratenor which occurs at four bar intervals. For

harnonic reasons this cadencing effect is difficult to avoid in the upper

parts and although Cividale rnakes clear attempts to naintain nelodic flow

at these points, the result is stil1 heavily sectional. -A1so remarkable

in this rondeau is the highly nelismatic treatment of the shortest possible

ful1 rondeau text.

Me l_ dieu (Man. 16) and Loingtemps jray mis mon cuer (Man. 17)
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form a stylistic unity though they are scored for different voices (See

table above). Both have structural similarities which depend on

questions of balance seen in the nelisnatic actiyity at the opening and

end of the A section and the end of the B section. Both have a sense of

harmonic unity demonstrated in the relationship between the transient

cadence at the end of the A section on the "super-finalrr tone (Man. 16 -

T super-final = D; Man. L7 - T super-final = A) and the terminal cadence

at the end of the B section on the final tone (Man. 16 - T final = C;

Man. L7-T final=G).

The general style of constantly interrupted nervous melodic activity

seems to be the product of the stringing together of cadence-1ike structures

which constantly punctuate the fabric. An illustration of this process

is provided below in the examination of the four text phrases of Me?L pour

dieu (Man. 16). The cadence structuïes are marked with horizontal brackets

and the accompanying tenor pitch is provided in letter form beneath-
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The result of the cadential style is the high proportion of parallel

octaves and fifths which characterise the texture. The opening bars of

this piece provide a good illustration of parallel octaves:

+

Typical appearances of para1Ie1 fifths can be seen between Cantus and

Contratenor at bars 8 and 19:

t,)lrl
- _aoa ,__?

IS,' i

r\1, ( a - d_-_
t

I

+
I

I

ñv--(
l^

Í ltJ

I //'
I

ã,
II

g
8

JJ
t-

f

a a

J

5

It
(h

)

Y

I
n

'+
,

5
E

à

5

-



-90-

See also bars 10 (C and Ct); 12 (C and Ct); 15-16 (C and Ct); 19 (C and

Ct) attd 22 (C and T) . ./

Even more striking is Cividalers occasional,'.5oftening of the para1le1

fifths by producing the paraLlel triad. This has the effect of converting

the archaic aspect of the open interval into something quite new. Civi-

dale uses this technique twice in this piece in structural positions towards

the ends of the A section (bar 10) and B section (bar 22-23).

Loingtemps j 'ay mis mon cuer (Man. t7) presents sinilar stylistic

material. The melodic line is constantly punctuated by cadence structures

which are nade even more convincing by the use of rests in the vocal 1ine.

The four vocal phrases are presented below:
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Again a high proportion of para11e1 fifths and octaves is found in

this piece. See bars 1 (C and T); 6 (C and T); 8 (C and T); 10 (C and T);

11 (T and Tr) t I3-L4 (C, Tr and T); 23 (C and T) ; 26 (C and T); 29 (T and

Tr); 30 (T and C) and 31 [C and Tr).

And again in several places these open intervals are converted into

parallel triads in both close and spaced positions. Attention is here

directed to bars 70 artd 23:

It is unfortunate that so few of Antonio da Cividalets secular works

survive. for it is difficult to arrive at any conclusion concerning his)
style on such scart evidence. It would seem however that while Cividale's
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style belongs essentially to the late fourteenth century, he incorporated

certain experimental elements which point towardl the increasingly eupho-

nious style of the fifteenth century. ,' i'
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FRANCESCO LANDINI

Divining why these th

corporated into the Mancin

generally adventurous char

Extra-musical referen

linking them. Certainly

(Fischer 1980b :432-433), t

ree works of the Florentine composer were in-

i Codex, when their style seems at odds with the

acter of the collection, is difficult.

ces for these works provide litt1e reason for

all three were models for laude contrafacta

The Mancini Codex offers very little nev¡'in'formation to a study of

the works of Francesco Landini, since it containS only three works from

this conposerrs huge output, None of these three works are unique to

Ma¡cini or offer any enriching material to the versions found in other

sources. From the table be1ow, -it can be seen that each of the three

works features in the authoritative source for Landini - I-Fn 26 (FP)

as well as I-Fl 87 (Sq) and F-Pn 568 (Pit).

Va pur amore

PadA

PadA

LoPR

Pit
Pir
Pit

FP

FP

FP

Sq

Sq

Sq

Man. 1B

Man. 19

It{an. 77

Donna s I ir to fallito
S'irti sorstato

,.1

hough the significance of this with respect to

the Mancini Codex is not clear. In addition, Donna sri'to fallito (Man

19) is cited in Prudenzaníts Sollazzo (Fischer 1956:51), but while a link

between Mancini and Sollazzo ll.as been suggested, it is not, as yet, con-

vincingly explained, and basing any conclusions on a proposed link would

be unwise.

Linking the pieces rnusically, however, is not difficult for they are

all two-voiced ballate with text in both parts. An additional unifying

feature is that they all share the sane'mensuration - quaternaria. Un-

fortunately even this nusical uniformity provides little surprise for

there are no less than eighty-two, two-voiced ballate with text in both
q

i'
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voices composed by Landini and the "majority have predominantly Italian

mensurationsr' (Fischer 1980b :430) .

These features, combined with the eschewal öf French influence in all

areas but notation are, it is suggested by Fischer.(1980b:430), indications

of an early date of composition. Since an early date of composition with

respect to Landini probably implies the thirteen seventies, aad the pro-

posed period of cornpitation of the prinary redaction of the Mancini Codex

includes the-years irrunediately preceding and following fourteen hundred,

there is yet another reason to question the inclusion of these three works

in this collection.

The incorporation of melisnatic extension of the first and penultinate

syl1ab1es of text-lines is a particularly Italian characteristic, reflect-

ing the influence of the nadrigal style, and is clearly in evidence in

these three works as the table below demonstrates.

Srir ti sor stato
R line 1

Line 2

lM line 1

line 2

,''I

ld

Tiil

'i'

ì

i

t

't

f

i.

)
i,

l
ï,
I

I

'{
I,

I

7
t1
11
11

7

11

11
11
T7
11

6
11

6
9

2

1
2

1

6
7

6
6

3
3

3

3

1

1

1

1

3
1

5
3

t2
5
J
9

6
6
6
6
3
6

6
J

1

6
3

2

Donna srirto fallito
R line 1

Line 2

line 3

lM line 1

line 2

line 3

11
7

11
11_

11

2

1

2

2

2

5
3
9

6
6

7

J
7

9
6

3
3
1

6
6

Va pur amore

R line 1

line 2

line 3

114 line 1

Iine 2

Number of
Sy1 1ab les

Final
SyI lab 1 e

Penultinate
Syl lab 1e

Central
Syl1ab1es

First
Sy1 lab1e
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This table also demonstrates Landinirs care in establishing the re-

lationships between the lines and between the t*p sections of the ballata.

In each work, the longest melisnatic activity isiattached to the penultimate

syllable of the ripresa. This establishes the þredominance of the ripresa

over the !lsd!, at the end of which, the second longest melisma is attached.

In general the opening lines of ripresa and piede have longer duration than

the lines which-fo1Iow, a fact which refers to the relationship between

the lines in each section. The except ion to this is Stirti sor stato

(Man. 77) in which the second lines of both ripresa and piedi are longer

than the opening lines. This is in part due to the extended melismas

at the ends of ripresa and piede, and in part to the unvarying degree of

nelismatic activity at the opening of every line, a fact which, it will

be demonstrated below, is due to a feature of the musical structure which

overrides the concerns of text setting.

Seven syllable, lines within the body of the text are provided with

settings of shorter duration than those of the respective eleven syllable

lines. Thus the second line of the ripresa of Va pur anore (Man. 18)

and the second line of the piede of Donna srirto fallito (Man. 19) both

seven sy1lab1e 1ines, have nuch briefer settings than that of the surrowrd-

ing eleven syllable 1ines. The opening line of Donna s'irto fallito

though a seven syllab1e 1ine, is provided with a setting of longer duration

than the eleven syllable line which follows. This is due to the extended

melisnatic treatment given to the opening syllab1e which is used to estab-

lish it as the predoninant line of the ripresa.

Certain nelodic features and degrees of rhythmic activity are used

to point out the finer details of structure and in general-these details

provide support for the structural outline provided by the text. In

't

ti
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i
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I
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"rd

I

{ Srirti sor stato (Man. 71), however, it would seem that purely rnusical
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patterning becomes an end in itself and overrides, even contradicts,

textual concerns. A comparison of the opening þ.ars of each of the four

lines of this work clearly demonstrates this

.! Ò

J, Ð ù

The common patterning of these lines is evident, and attention is

particularly directed to the coincident activity of the third, seventh,

eighth and ninth bars of each line. It is particularly at the seventh

bar that the decreased concern for textual clarity is evident, for in

each case, key words of the line are broken ("vo-glresset", I'pia-ta",

ndon-natt, I'ti-vincero'r). This fact, combined with the unusual 1y regular

duration of the nelisnatic opening sy11ab1es would suggest that Landini

is here moïe concerned with an abstract musical design than a carefully

reasoned setting of a text.

Though the inclusion in the Mancini Codex of these three miniature

gems by the Florentine composel, poses problens for defining the scope

of the conpilation, their pïesence as ïepresentatives of the classical style

provides a point of reference from which to view the more recent compo-

s itions .
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JOHANNES CICONIA

:,

,, 
, 

,.
For any study of Johannes Ciconia, the MancTni Codex is central, for

it is the unique source for over hàlf of his secular works. The check-

list of Ciconiafs works on the foII'owing page, denonstrates the importance

of the Mancini Codex with respect to other manuscripts containing the

works of this composer. I

Ciconia, born and educated in Liège, h¡as not a native of ltaly,

though he spent at Ieast two decades of his naturity there, initially

in the service of Cardinal Gi1 Albornoz and finally as magister and

canon at Padua Catherdral (Clercx 1980:391). Ciconia thus stands within

two traditions - that of his predominantly French heritage and that of

the Italians. His style inevitably reflects the confluence of these

traditions.

With respect to the texting and voicing of the nadrigals, Ciconia

demonstrates that he has absorbed the stylistic colours of the traditional

Italian style.

T texted
T texted
T texted

T texted
ct*

C texted
C texted
C texted

C texted

2v

2v

3v

2v

Man. 46

Man.48

Man.50

Man. 53

I cani sono fuora

Cazando un giorno

Una pantera

Per que11a strada

*This Contratenor is initially provided with an incipit though
it has text in the ritornello

In the two-voice madrigals, both Cantus and Tenor are provided with text,

as were the works of Landini and before hirn Jacopo and Lorenzo. In the

one three-voice madrigal, Italian tradition is also followed, in providing

text for Cantus and Tenor and leaving largely untexted, the Contratenor.

This approach is common to the majority of the three-voice works of Landini.

With equal respect for his adopted tradition, Ciconia provides all
{

'i--{

T
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CONCORDANCE CHECKLIST FOR TT-IE SECULAR WORI(S OF JOHANNES CICONIA

Aler mren veus (V)

Amor per ti sempre (B)

Ben che da vui donna (B)

Cacciando un giorno (M)

Che nel servir (B)

Chi vole anar (B)

Con lagrene bagnandone (B)

Dolce fortuna (B)

Gli atti col dancar (B)

I cani sono fuora (M)

La fiamrna del to anor (B)

Le ray au soleil (Ca)

Lizadra donna (B)

0 rosa bel1a (B)

Per quelIa strada (M)'

Poy che,norir (B)

Quod jactatur (Ca)
I

Sus un fontayne (V)

Una panthera (M)

I
(o
oo
I

x

x

x

x

x

x

x

x

x

X

x

MAN

x

Pit

X

x

x

X

PC

x

x

Pad

x

x

Dom

X

Parrna

x

Pz

x

RU

x

x

Mod

ìr

x

Pad 0
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four of his two-voice ballate with text for both Cantus and Tenor.
:4

T texted

T texted
T texted

T texted

Ct

Ct

t ,'

C tex'teõ

C texted
C texted
C,texted
C texted
C texted

2v

2v

2v

3v

3v

2v

lvlan. 20

Man. 22

Man. 47

Man. 49

Man. 52

Man. 54

Con lagreme bagnandome

La fiamma del to amor

Chi vole amar

G1i atti col danzar

Chi ne1 servir
Poi che morir

The two three-voice ballate however, betray the French influence, in

providing text for the Cantus onIy, leaving Contratenor and Tenor with

incipits.

iVith regard to function, the role of the Contratenor, with respect

to the Cantus and Tenor, also points to French influence. Its range,

which lies a fifth below the Cantus, is shared by the Tenor in all three

works for three voices. Although this Contratenor role was widely

current in ltaly before tire influence of Ciconia, (See for exanple the

three-voice works of Bartolino da Padova), it reflects a change from the

Contratenor role as seen in the early three-voice works of Landini and

his predecessors, where it had a range of a fifth above the tenor, a

range which it shared with the Canctus. The older style Contratenor

functioned, in fact, like a contra-cantus.

Ciconiars adoption of the Italian madrigal style can be seen in

the melismatic treatment of the opening and penultimate syllables of the

textlines.

i
1

( lv)

( 1v)

1

1

1

1

1

1

1

t0
4

L0

2
4
5

3

3

7
1

3
5

Man. 46 (2v)

S line 1

line 2

Iine 3

Ri line 1

Iine 2

Linking
Phrase

Final
Syl lable

Penultimate
Syl lab 1 e

Central
Syl1ab1es

Firs t
Syl i.ab 1e
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2

1

( 1v)

( 1v)

1

1

1

1

1

8
8
8
J
7

1

4
4
4
2

10
11

8

3
4

Nlan. 53 (2v)

S line 1

Line 2

line 3
Ri line 1

Iine 2

2 (2v)
2 (2v)

1

1

1

1

1

B

6
t2

6
9

2

7

2

5

4

16

10

Man.50 (3v)

S line L

line 2

line 5
Ri line 1

line 2

2

2

1

1

1

8
1

10
4
5

)
2

8
')

4

9
2

2

4
1

Linking
Phrase

Final
Syl lab 1 e

Penult imat e
Syl.lab 1e

Central
Syl 1ab 1 es

First
Syl lable

Man.48 (2v)

S line L

line 2

line 3

Ri line 1

Iíne 2

( 1v)

2

2

1

( lv)
( 1v)

Just as Italian is the varying degree of melismatic activity which is used

to point out the structural relationships between the stanza and ritornello

and between the lines in each section. Thus the longest rnelisnas are

reserved for the opening and penultinate syllables of the ripresa, while

the identical positions within the ritornello establish the same relation-

ship, but on a smaller scale. The renaining lines, in general, receive

less attention.

There are several surprising anomalies, however, that can be con-

strued from the table. Note for example, the complete lack of melisrnatic

attention paid to the opening syllable of the second line of the stanza

of Una pantera (lt{an. 50). In this line the expected opening melisma is

delayed and attached to the fourth syllable. Ciconia does this in order

to point out a textual relationship between the first two lines of this

stanza:

Una pantera in compagnia de Þlarte

Candido Jove drun sereno adorno
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The syllable rrMarrt of I'Marterr (Mars, god of war), is enphasised by the

melismatic treatment which falls to it naturally,'in its position as

the penultimate syllable of the line. In orderjlto draw a relationship

between Mars and Jove (god of gods), Ciconia felt it necessary to apply

a para1le1 melisna to the fourth syllab1e of the second line. That the

composer intended this relationship to be evident to his audience is

supported by a certain identity of nelodic material at these two points.

Compare:

.+
and

æ

(man) ... . . Ie ( o ve

Attention should also be directed to the opening line of Per quella

strada (Man. 55), where the expansive melisnas attached to the opening and

penultimate syllables, leave the remaining eight sy1lables to be compressed

into one bar. Admittedly, the Tenor has a slightly more relaxed delivery

of these central syllab1es, but the overall effect is that of a caricature

of the typical Italian approach to text setting. There seens to be no

obvious textual reason for approaching the line in this way.

Another feature, which is an innately Italian characteristic of

madrigal sty1e, is the use of the linking pliiase between text-lines. Both

Bartolino da Padova and Landini use this technique, which apparently stems

from the earlier Jacopo. In the hands of Ciconia, however, this technique

becomes a unique characteristic of an individual sty1e. Traditional with

the use of the linking phrase, is the lack of involvement of the Cantus.

Ciconia follows this general ru1e, such that for a two-voice madrigal, the-

linking phrase is for Tenor alone, and in a three-voice nadrigal, the

linking phrase is for Contratenor and Tenor. Slightly less regular,

though seen occasionally in the late madrigals of Landini is the texting

,
--l-¿ I

I t
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aIJ
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of the linking phrase. In the four madrigals of Ciconia, the linking

phrase is texted more often than not and uses the, opening sy1lab1e of the

following line. Unique to Ciconia, however, is .;!he consistent and rigor-

ous use of an imitation technique which connects the linking.phrase with

the setting of the opening syllable of the following line. In the hands

of Ciconia, then, the linking phrase i, ,r"a to provide a textual and

nusical foretaste of the line to come.

Thus the phrase linking the second and third lines of f cani sono

fuora (Man. 46), takes a rhythmic motif established in the second line

(See bar 14), reshapes it and presents it in the Tenor at bar 19. One

bar later the Cantus presents an imitation at the fifth degree of this

same rnotif:

A similar process is seen in the linking phrases between the first and

second lines, and the second and third lines of. Cazando un giorno (Man. 48).

Thus:
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It should be noted that this second linking phrase is untexted, though

whether this is the result of scribal inconsistency, or a reflection of

the conposerts intentions is now impossible to tell.

The linking phrase between the first and second lines, and second

and third Iines of Una pantera (lr{an. 50), demonstrate again, imitation

between the Tenor and Cantus, though here the Contratenor is also in-

volved in the texture. Thus:
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Lç

Con. s +el chí 0uo trr

In the first example, the relationship between the Tenor and Cantus pre-

sents imitation at the octave, and in the second the same relationship

reflects imitation at the fifth. That the Contratenor is not involved

in the initative structure is not surprising, for to include it would

involve an inversion of relationships between the parts.

The linking phrase between the first and second line of Per quella

strada (Man. 53), is untexted and properly only of two bars duration,

however it is presented in the soulce as a four bar passage thus:

0e

Clearly the second text line should commence at bat 23 rather than the

given bar 25. Once again initation at the octave relates the Tenor of

the linking phrase and the Cantus of the line beginning.

Although the linking phrase is not generally found in Ciconiars
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Þ"rl"t", the influence of the nadrigal is felt in these works, in the

structural use of the contrast of melismatic and-/syllabic passages.

,

11
11
11
11

1

1

1

1

4
6
2

5

5
8
7

9

9
J
)
1

11
11
1L
11

1

1

t
1

1

4
3
5

4
3
J

4

4
4

1

Man. 52 (3v)

R

l ine
1M line

l ine

line 1
2

1

2

72
t2
1,2

T2

1

1

1

1

)
2

1

2

7

4
4
5

1

1

?

L1
11

1

1

T4

10
4
)

B

B

11
11
11
11

2
2

2

2

4
5

3
2

4
4
4
5

2
2

2

1

Ivfan. 22

R line 1

line 2

1M line 1

line 2

(2v)

11

7
11
11

2

1

2

2

1

2

3
2

2

L3

5
2

2

9
4

10
1

1

2

I(an. 20 (2v)
R line 1

line 2

line 3
lM line 1

Iine 2

Number of
Syl lab I es

Final
Syllable

Penul tinate
Syl labl é

Central
Syl lables

First
SyI labl e

As will be seen, there is no one guiding pattern observable in the

contrasting of melismatic and syllabic passages in these p.ieces. Con

lagreme bagnandome (Man. 20) and Poi che morir (Man. 54), display the

rtalian influence, in concentrating melisnatic activity on the key

structural points, at the beginning and end of the ripresa and the end
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of the piede, while paying less attention to the central lines. Italian

in style too, is Chi vole amar (Man. 47), with it s/ very expansive treatment

of the opening and penultinate syl1ab1es of both;llines, and its relatively

compressed treatment of the central syllab1es. La fiamma de1 to amor

(Man. 22), is seemingly less influenced by the madrigal style, and displays

a more even appïoach to text setting. q.rit" at odds with the Italian

sty le is Gli atti col danzar (Man. 49), which almost entirely neglects the

opening syllab1es and provides only minor extension to the penultimate

syllables. Add to this, the fact that the work is for three voices of

which the Contratenor and Tenor are untexted in the French manner, and

that the piedi are provided with ouvert and clos endings, ild the result

is a piece which ou/es more to the influence of tn" French virelai than

the Italian ballata. Fina11y, representing a tTue synthesis of French

and Italian elements, is Chi nel servir (ltlan. 52) which has the u¡texted

Contratenor and Tenor with the ouvert and clos endings of the piedi, fleshed

out with the typically Italian respect for opening and penultimate sy11ab1es

Although Ciconiars general style ís decided by prinary decisions in

areas like melodic range, metre, duration, section proportions and the re-

lationship of text to music, the individual fingerprints of his style are

seen particularly in fine musical details, involving, for example, sequen-

tial activity and the incorporation of imitative techniques.

The sequence, at both the motivic and melodic 1evels, appears through-

out his works, but with particular concentration in the nadrigals. In

I cani sono fuora (Man. 46), for exampIe, the notivic sequence is found

in descending forn:

\1,,
o -ta

Y,_,
tt

a
t
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ascending form:

and in contrary motion

Less rich in sequential activity is Cazando un giorno (Man. 48) with only

one example, which barely rises above the level of the clichè in providing

an elaborated descent in the Cantus:

rt ,¿

Una pantera (Man. 50) shows some use of the notivic

- ta *

and the nore extended:

sequence too, in
v\

-ta

,a
a-¡RV¡ _l

I ,I.J t¡^I
l À,

O-d
atA!f,'

-a-+-
tl
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/ LJ_ -\t
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-J- _t-

D



- 108-

which is represented in augmentation as

1 'ì 1

Again in Per quella strada (Man. 53,) the lnotivic sequence is used to

produce a pattern of elaborated melodic ascent, as in:

and also bars 4 and 9l-92. A related rnotive provides melodic descent in:

The triplet figure provides the notif for descent in:

and also at bars 76-77. At a different level however is the following

though an example of elaborated ascent, involves bothexcerpt, which,

voices:

+

r Ll lt I - tt-tt f I --l-t---7# o -

-: a; -o

- 1>

(

I
I

-ta )
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There is less sequential activity in the ballate. The first of these,

Con lagreme bagnandome (Man. 20) , has none at aII, and the second, La fiamma

del to amor (Man. 22) , has only one example. Tlíis example shows a notif

used in ascent against a descending line in the Tenor:

Sequential activity,

Gli atti col danzar

though absent too fron Chi vole amar (Man. 47) , and

(Man. 49) , is found to a minor degree in Chi ne1 servir

(Man. 52). For example:

and

There is no

s4) .

sequential activity in the final ballata Poi che morir (Man

Imitation h/as a compositional technique used by Ciconia consistently

in the linking phrases of nadrigals, and occasionally in the body of a

textline. As with the use of the sequence, the greatest concentration of

initation is found in the madrigals with a lesser anount in the ballate.

The first two madrigals, I cani sono fuora (tlan. 46) and Cazando un

giorno (Man. 48) have no added imitation beyond that fou¡rd in the linking

phrases, and the third, Una pantera (Man. 50) has on1

1-

\LI
tall

T

lt
II

-aaJ-
l5

imitative passage:

y one additional
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a + Vt^

which demonstrates imitation between Cantus .and Tenor at the octave below

per quel1a strada (lvfan. 55) is however, quite rich in imitation. See for

exanple

which demonstrates initation between Tenor and Cantus beginning at the

octave above, and ending at the fifth above. Irunediately following this

is a four bar passage, featuring imitation between Cantus and Tenor at the

octave be1ow.

L +,

tr

r
-!r-
I

a

tl- I -f I
t

- tt
.7-I

tt IJ tt

o +



- 111-

Imitation at the fifth above is found in the following example

++

In the ballate, the appearance of initation is less consistent and

generally less iigoïous. For example, thiÁ five bar passage fron the

open]-ng of Con lagreme bagnandone (Man. 20), provides imitation rvhich is

allusive rather than exact

In the closing passage of this piece, however, is an extended example of

sequential initation which pïesents the notif in both its original and

inverted form:

ïJj--
a tl,

ì

I

I

L
a

ta1t ia t-

-.-
I

qt=g
-I tl.- O¡

.:.^ tt
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La fiamma del to amor (Man. 22) is generally devoid of imitation, excePt

for this single bar:

ñ

which could be thought of as an example of overlapping inverted initation.

The remaining Þg]lele have no imitation at all.

The use of sequence and initation are important techniques to investi-

gate in the composers of this period, for it generally indicates an in-

creased use of a tonality incorporating a certain degree of triadic writing.

This is certainly true of Ciconia, who more than his Italian contemporaries,

used the triad as an occasional reference point. The nadrigal Una pantera

(Man. 50) is particularly rich in this (See for example bars 7,27,35, 62

and 65). Ciconia also creates passages that have a fauxbourdon effect,

as for examp le in Gli atti col danzar (Man. 49), bars 7 - 9, 15 - 16 and

24 - 25. It is these progressive features which define Ciconia as a

transitional figure, who stands at once at the end of the Middle Ages and

the beginning of the Renaissance.

)

E

,t_a
\I
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NICCOLO DA PERUGIA

TLe Mancini Codex has but a minor contr:-Uutlor, ao make to a study of

Niccolò da Perugia, since it contains only two works by this relatively

prolific composer. Donna poss I io sperare' (Man . 23) is unique to the

Mancini Codex and Tal sotto lracqua (Man. 59) is also held in I-Fl 87,

the prirnary source for this composer.

In common with the general style of the composerfs ballate, the two

found in this source are both for two voices with text in both Cantus and

Tenor. In the case of Donna posstio sperare (lvlan. 23) however, the text

in both voices is different, for this is a fully developed dialogue

ba1 lata from both the textual and musical point of view. Ta1 sotto

1'acqua (Man. 59) lies rnore centrally within this cornposel' s sty1e, in

that it delivers the single text sinultaneously in both voices.

Both ballate display the influence of the rnadrigal in the melisnatic

concentration on the opening and penultimate syl1ab1es of lines. Trad-

itional too, is the varying of the proportion of melisrnatic and syllabic

activity to point out line relationships and the relationship between

ripresa and piede.

There aïe certain elements in both works which suggest, if not a

progressive approach, at least, maturity of style. In Tal sotto lracqua

this maturity is displayed in the use of linking notifs which are used to

relate parts of one 1ine, one line to another and one section to the other.

The nost predominant of these motifs is :

fl

^

so{ - foÍ

FtvtLh

sof - *o
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which first appears at bar 5. It is restated at bar 7, providing the

conclusion to the first text-Iine. It next app.éars within the third

text-line at bar L6, and thus serves to relate'tfi" opening and final

lines of the ripresa. This same motif appears also in the piede at

bar 29, within the opening line, and bar 37 within the closing line.

This simple motif, defined by its quasi-hocket effect, thus links the

opening and closing lines of both ripresa and piede.

Another motif, though perhaps less distinct in outline than the

motif discussed above, has a similar function. It appears first at

bar8:

at the opening of the second line of the riPresa. Its next appearance

is at the opening of the final line of the ripresa at bar 74. l\¡ithin the

piede it appears at bar 24 and 40, thus linking the opening and closing

lines of the piede to each other and to the ripresa.

The final motif :

operates only within the ripresa and appears at bars 10 and 16, serving to

tink the second and third lines of the ripresa.

This motivic process operates under the cover of the deceptively

simple style of this work and serves to set up a complexity of relationships

both hrithin and between lines, and at a higher structural level, between

the two sections, ripresa and piede.

fr

I
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Whether Donna poss'io sperare (Man. 23) was composed by Niccolò's

son, as has been suggested (Fischer 1980c:203) , ór by Niccolo' himself, a

similar concern for establishing links between'the lines and sections by

the primary use of notifs is evident. The initial linking notif:

a

.'J

r[f
ii¡
t,.l

¡

is first stated by the Cantus (the lover in this dialogue), but is sub-

sequently used to define the natuÍe of the Tenor (the lady). (This

notif nay be a developed forn of a pattern stated earlier at bars 4 - 5,

but see also bars 15 - 16, 32 - 33 and 58 - 59.)

In the ripresa the initial linking motif is first stated by the

questing lover at bar 10 and answered directly by the rebuf,fing lady at

bars 18 - 19. In the piede, the initial motif is used twice in answer

to a new motif:

+

which characterises the Cantus 1ine. For the use of these two notifs in

conversational responses see bars 34 - 38 and bars 38 - 42. The final

use of the initial notif is for.nd in the last desperate plea of the lover

at bars 47 - 48. Thus this motif not only links the otherwise diverse

natures of the Cantus and Tenor (1over and lady), but also structurally

connects the ripresa and piede sections. The connection-between these

two sections is made finally binding by the use of an identical eleven bar

coda at the end of each section.
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Though these two works provide little illumination on the general

style of Niccolò da Perugia, they nay be taken f,o rupt"rent a product
,/ 'rt'.

of the naturity of this staunchly ltalian 
"o^porä". There is nothing

tentative about the effortless craftmanship evidenced in these works, nor

anything experinentaf about the incorporation of the integrative devices

which characterise them.
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ANTONIC ZACHARA DA TERAlvlO

For a study of the secular works of Antoni o/Z^.hr^ da Teramo, the

lufancini Codex is the primary source) for it is the unique source for seven

of the nine known works. GB-Ob 213 contributes one further work and

F-Pn 4917 provides an additional concordance.

ZACHARA DA TERAMO - CONCORDANCE CHECKLIST

ü

'l

Ad ogne vento (B)

Amor ne tossa (B)

Ciaramella (B)

Deus deorum (B)

Je suy navvres/
Gnaff'a 1e guagnele (B)

Nuda non era (B)

Plorans ploravi (lvl)

Rosetta (B)

Un fior gentil (B)

x

x

'x
x

X

x

x

x

x

x

F-Pn 4917GB-ob 213Man

1.
i

{

i
1
l,

i,

l¡

il'
1i
.f

I

Even though the secular works of this composer are concentrated in

the one source, they attained a certain popularity, as is suggested by the

fact that three of them are cited in Prudenzanit s Sollazzo (Ad ogne vento

(l4an. 32), Rosetta (Man. 24) and Un fior gentil (l'4an. 25)), three served

as models for mass parodies Rosetta (lvlan. 24), Un fior gentil (I4an. 25)

and Deus deorum (Man. 26)) and two were arranged for keyboard rendition

Rosetta (Man. 24) and Un fior gentil (Man. 25)).

Although Zacharats style is adventurous in some aspects - for exarnple

the unusual (and inexplicable) use of distant accidentals (see particularly

Deus deorum (Man. 26)) and the experimentation with ballata form (particular-

Iy in Ciaramella (Man. 30) and Je suy navvres/ Gnaff 'a le guagnele (ì.'lan. 31) ){

.{'

I'
i

- it is characterised by a staunch retention of traditional ltalian
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characteristics of style. This traditionally ltalian approach is seen

nowhere more clearly than in the texting and voiling of the works

,

T texted
T texted
T texted

a
(T texted)'
T texted
T texted
T texted

ct2

ct2

Ct texted
Ct texted
ct2

C texted
I

(C texted)'
C texted
C texted
C texted
C- texted
C texted

Ballate
Man. 24

Man. 25

Man. 26

Man. 27

Man. 30

Man.31

Man. 32

T textedC texted*
Madrigal

Man. 28

I

t

1

ii

¡

I
ï

{'

4
I
i

* Only the Cantus of the ritornello survives, although it can be
assumed that the Cantus of the stanza would also have been texte d.

l.Cantus missing, but presun"Or, a"**a.
2.Contratenor partial only but cornpletely untexted.

3.Tenor rnissing but presumably texted (See Man. 25).

The two-voice madrigal is texted in both voices as expected and both

of the two-voice ballate, (Man. 24) and (Man. ,0\ are sinilarly texted in

both Cantus and Tenor. òf the five three-voice works, three show the

usual Italian distribution of voices with Cantus and Tenor texted and

Contratenor with incipit on1y. The renaining two, three-voice works, have

an unusual texting,'found occasionally in the late three-part works of

Landini - that of text in all three voices. Both of these works, Ciara-

me11a (Man. 50) and Je suy navvres/Gnaff'a le guagnele (Man. 31) make

particular structural use of the third texted voice. In Ciaramella the

pervading use of chordal style writing suggests a popular style which may

later have led to the frottola. It also evokes to some extent the uncom-

promising tone of the bagpipes. Since all three voices have an equal

share in the rhythmic and melodic activity, it would be inappropriate if

the Contratenor was not to play an equal part in the text delivery as well.
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Je suy navvres/Gnaffra Ie guagnele (l4an. 31) is a double ball.ata in which

the Cantus and Tenor share the delivery of the fírst text and the Contra-

tenor provides a different text which operat"r"uå" a commentary on the

first. Clearly the textual involvement of the Contratenor in this work

is integral to its structure.

The role of the Contratenor, at least with respect to range, is

certainly French influencedrsince it lies a fourth or fifth below the

Cantus and shares its range with the Tenor.

.* .*L
-

þ1arv.f5 l/o.w.2.1 f-{a'r. 3o
+

|4arv
ç

3, 4a 3r

This Contratenor role conflicts with that for:nd in earlier trecento three-

part works, for example the works of Jacopo and the early works of Landini,

where the Contratenor range lies a fifth above the Tenor and is shared

with the Cantus. It is difficult now to decide whether Zachara adopted

this Contratenor style directly under French influence or whether he was

merely following a trend found in the works of so nany of his contemporaries.

The single Zachara nadrigal shows the expected nelismatic attention

to opening and penultimate syl1ab1es as the table below demonstrates,

{
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First
Syllable

1

1

1

1

1

1

1

7

16

73

1

18

3

6

4

6

2

3

73

2

2

9

10

Man. 28*

S line 1

line 2

line 3

line 4

Ri line 1

Iine 2

Final
Syl 1ab1e

Penultimate
Syl1ab']e

Central
Syl 1ab1 es

*
Since this madrigal lacks the Cantus for the stanza, the data
concerning melismatic and syllabic activity is derived throughout
from the Tenor part. Since the Tenor and Cantus deliver text
generally simultaneously in the ritornello it can probably be
assumed that the sane approach woulã-l-have been adopted in the
stanza.

This nadrigal presents a rare example of the quatrain rather than

tercet stanza. Given this unusual verse structure Zachara might have

been expected to concentrate nelismatic activity in the first and fourth

lines (particularly at the opening and penultimate sy11ables respectively),

and pay rather less attention to the two central lines. He takes an

entirely different approach however, and sets the first three lines as if

they were the entire tercet form, by concentrating on the opening sy1lab1e

of the first line and particularly on the penultimate syllable of the third

line. The contemporary audience must have thought the stanza concluded

at this point and would surely have been waiting either for the ritornello

with its associated netre change, or the second stanza with its return to

the opening melisma. It must then have come as a shock to be presented

with what was unmistakably a fourth line, treated with a relatively leisurely

opening melisma and melismatic treatment of the penultimate sy1lab1e, which

directly balanced the opening of the first line. Perhaps Zachata used this

shock treatment to emphasise the significance of the fourth line:
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11
11
11
11
1L

1
1

1

1

1

3
3
5

4
7

3
2

2

3
2

4
4
4
1

4

Man. 32

R. line 1

line 2

line 3
lM line L

line 2

10
10
10
10
11
11

1

2

1

1

4
5

2

2

2

3
3
3

6

lvlan. 51

R line 1

line 2

line 3
line 4

1M line 1

line 2

Number of
Syl lables

Final
SyI 1ab1 e

Penultimate
Sy11ab.íe

Central
Syl I ab les

First
Syllable

Although there is a certain degree of nelismatic attention paid to the

opening and penultimate sy11ables of the lines of these ballate, there

is no one guiding pattern evident throughout. Each work seems to present

an individual approach to text setting. Ad ogne vento (l.{an. 32) reflects

the highest degree of influence from the nadrigal with its regular pattem-

ing of contrastive rnelismatic and syllabic writing, and positioning of the

longest melismas at the ends of the ripresa and piede sections. Rosetta

(Man. 24) â much moïe expansive work, adopts the tradit:-onaf scheme with

the exception of the treatment of the first line of the piede which presents

virtually no expansion of the opening syllable and an unusually protracted

setting of the central sy11ab1es. This anonaly is partly the result of

Zachara shifting the opening melisma to the fifth sy11able, where it is

used to underline the meaning of "languire'r. There is little doubt that

the music setting provides an amplification of the text sense here. Un

fior gentil (Man. 25) presents a pattern clearly at odds with the tradition-

a1 Italian approach. The opening syllables of lines are paid very scant

melisnatic attention although the penultimate syllables of the structurally

significant lines (ripresa, first and fourth lines, and piede, second line),
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Teceive a little more attention. Zacharafs method of attaining balance

in this work is however not related to the balanting of the nelismatic

and sytlabic treatment of text but to a tech"iq"ä'rarely found in the

Italian music of this period - that of line repetition. Thus the opening

Iine establishes its predominance over fol,lowing lines by being stated

twice and a sort of central symnetry is attained with the sinilar treat-

nent given to the final line of the piede. Deus deorum (Man. 26) pre-

serves the outline of the traditional approach in the importaat structural

lines at the ends of the ripresa and piede. The opening line is given an

unusually compact setting with virtualty no extension of the opening or

penultimate sy1lab1e. Although it is difficult to find a neason for this

cavalier approach to a line highly significant from the structural a¡d

icxtual point of view, it does throw into high relief the nelismatic

enphasis given to the opening of the second line at (appropriately) I'MilIe".

Amor ne tossa (Man. 27) achieves a kind of perverse balance by reversing

the usual order of melismatic versus syllabic setting style. Thus there

is no opening melisma, but a veïy extensive penultimate melisma at the end

of the first line. The central line of the ri resa which would normally

attract the degree of nelismatic attention appropriate to its lesser struc-

tural significance, opens with a very broad nelisma, very nearly matching

that of the penultimate syl1able of the preceding line The ripresars

final line receives almost no nelismatic attention and features a more

relaxed setting of the central syllables. The piede of this piece assumes

the normal proportions with the exception that penultirnate syllables re-

ceive virtually no attention. This is directly related to the position

of the onomatopoeic nonsense sy11ab1es which would lose their irnmediate

effect if they were to be stretched through a netismatic setting. The

two final works, Ciaramella (Man. 30) and Je s NAVV]1ES Gnaffra le

(Man. 31), are distinctly unusual works and as the data provided in the

1e
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table above demonstrates, show very few points of similarity with the

traditional ltalian approach to text setting. The popular tone of the

text of Ciaranella distances this ballata from the madrigal whence the

concept of melismatic extension of the opening and penultimate syllables

was borrowed. The highly dignified madrigal style has very rittle to

contribute to this jaunty littre work. túis song also refuses to fit

the usual ballata formal nodel in that it is one of the few exanples that

features a newly composed volta rather than fitting the voLta text to the

music of the ripresa, Zacharat s reason for adopting this approach is

however quite clear. ,The ripresa with its quadruple statement of its

single line and the consequent concentration of the open trat? voü/el sound

would seem to be making an attempt to evoke the sweet sound of the rustic

bagpipes. With a setting so closely modelled on the sound and content

of the text, providing any other text to this setting would clearly be not

only inappropriate but also anticlinactic Je suy navvres/Gnaffr a le guagnele

(Man. 31) is a double ba11ata, and applying this kind of data collection

approach is doubly difficult. The data concerning this work provided in

the table above, is based on the single text shared between Tenor and Cantus.

The fact that this text is French in the ripresa section explains the lack

of nelisnatic extension at the penultimate sy1lab1e position, a process which

it is senseless to apply to a verse line with a stressed final syltable.

The fact that Zachara happily applies extension to the penultimate sy11ab1es

in the piede where the text is ltalian is evident. However, there seems to

be no textual reason for the avoidance of any melismatic treatment of the

opening syllables of any but the first 1ine.

Imitation is not an important constructive tool in the hands of

Zachara although there are some clear examples of this technique. In

Deus deorum

octave in

(Man. 26) for example, there is use of notific initation at the
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and

and also a brief example of initation at the fifth at:

In Plorans ploravi (Man. 28) there is irnitation at the fifth below at:
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and at the fifth above at:

t-t

But it is in Ciaramella (Man. 30) where the most convincing use of imitat-

ion is nade at the opening of the piede. Admittedly the imitation operates

largely on the rirythmic rather than melodic 1eve1, but nonetheless an

imitative opening is rarely found in the Italian music of this period:

and its use here demonstrates a technical skil1 rarely noted.

Similarly Zachata uses the sequence rarely but confidently. In

Rosetta (Man. 24), for example, there is a three bar statement in the

Cantus which is inmediately repeated one degree higher at:

I
ttr a

Èt--/
-e

att>tao

l-¿-1

aI
- I

I I ,-
_f,I b

l.t - .-J --
^
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and later a single bar motif is repeated several tines in an elaborated

descent ' '/

Amor ne tossa (Man. 27)

for two voices - Cantus

also contains an example of a developed sequence

and Contratenor - at:

-¡
h -t-+-- e-

I
b

__¡=LJFfl\- t,-a- - -l Ia-rt

However, the distinguishing feature of. Zachara's compositional style

is to be fou¡rd in the structural use of contrast in the rhythmic relation-

ship between the voices. This consists of juxtaposing passages in familiar

style (usuaI1y associated with dense syllabic delivery) and passages show-

ing increased rhythmic independence between the voices (usually associated

with melismatic delivery of syllables). For example, Zachara sets the

central syllables of the first line of Rosetta_ (Man. 24) in familiar style:

I

I-/+=J 2
a 0I

ó;

et

I

CO^,-E ch<, hory may co-

Ft t/ a

,t tt
JIt

che no\ C.an ftû.J Co-
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and follows it with the melisrnatic treatment of the penultirnate syllable

set with a high degree of rhythmic independence between the voices (see

bb 24-38). This contrastive appïoach is also'arlieature of the remaining

lines of this work. Un fior gentil (Man. 25) rnay also have demonstrated

this approach throughout, although in its inconplete state, it is impossible

to tel1. But note for example the treatment of the final line of the

piede in Contratenor and Tenor:

passio- rla - Éo t' eA

Deus deorun (Man. 26) is generally characterised by a high degree of

rhythmic independence between the parts, but uses two passages of densely

syllabic familar style to provide contrast in the piede

11â irv e nu/>1 n

and

I

!¡I
I
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\
nutw
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t

I
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,/ - -]-
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f De le ven-delta" e. +íde lanfa- ius -

t
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Althoug h funor ne tossa (Man. 27) is inconplete and it is now inpossible to

tell to what extent this contrastive technique was used, it opens with a

forceful syllabic setting in faniliar style betwleen the surviving Cantus

and Contratenor

ArnOtr ne i.¡gSa" ?rOrr, 6e p ce- la-

Plorans ploravi (Man. 28) is also inconplete with Cantus and Tenor surviving

only for the ritornello. Although one would expect rather less familiar

style writing in a nadrigal than in a ballata there is one clear exanple

of it in the firs t line of the ritornello:

îs e<pras Pio'

In a double ballata like Je suY navvres/ Gnafffa Ie guagnele (Man- 31)

the expectation of text setting in familiar style involving two different

texts is low. However, centrally located in the piede is the passage:

\f,
.F\ ì I

*,¿ ¿

o0 A^o.6. tosso- la,

J-'

ìovv sê Pd --

r'fl I ,
I I

t
I
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E+ r- þe e- roI eon

Ciaramella (Man. 30) opens with a passage in faniliar style

e¡q.a- nle(larne dol- ee
J

which sets the tone for the rest of the piece.

Fj-nally, Ad ogne vento (Man. 32) returns to a contrastive approach by

incorporating juxtaposed passages of familiar style writing and writing

with more rhythmic independence between the parts. Thus the familiar style

passage in the first line:

I t4 .

Ciaro -õ n.llî^o dot- 9e
rs

I
In I

a

Cia'16-ë rnella- me dol- ge,
, )-at,
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VOI- fa- eÃ- ¡¡1e

is followed by the melisnatic and rhythmically independent setting of the

penultirnate sy1lable of the 1ine. The central syllables of the second

line of the ripresa are also treated in familiar style :

do il so- õo cas- s; $t-lagr
*
bol

and followed by the contrastive treatment of the penultirnate syl1ab1e. (por

further examples of the familiar style in this work see also bb 27 and 37).

Although the use of familiar style writing was not new to the ballata

and was in fact a characteristic of the earliest polyphonic bal Iate it is

a characteristic which sets Zachara apart from his late fourteenth century

contempoïaries, for whom, appaTently, the familiar style was distinctly

-l
À.

6

,o^
t

bal.--crs- si fu't- tígtï d"¿t

+

noso
f

t
In alatt

IL
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passe This survey would indicate that it is this feature which is the

prirne distinguishing charactelistic of Zacharat,s'style which at once

illustrates his tenaciously ltalian approach anci his rej ection of the

rampant French influence.
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MAGISTER ZACHARIAS

There is only one piece by Magister Zachariäs in the Mancini Codex.

This piece, Sol me trafigetl cor (Man. 29) is also found in I-Fl 87,

although there, as a two-voice piece rather than the three-voice version

found in the Mancini Codex.

The work is found within a series of folios otherwise dedicated to

Zachara da Teramo. Although the sinilarity of narnes has caused some

scholarly confusion (Reaney 1980:ó09), this source clearly differentiates

between the two composers by labe11ing one, Magister Antonius Zachara de

Teramo, and the other, Magister Zacharias. In any case the style of

Sol ne trafigerl cor (lt{an. 29) is distinct1y different from anything

produced by Zachara da Terano.

The texting and voicing of this work displays strong French influence

in that while the Cantus is texted, the Contratenor and Tenor are provided

with incipits on1y. French influence is also seen in the Contratenor

role since its range lies a fifth below that of the Cantus and is shared

with the Tenor.

The influence of the Italian nadrigal style however is seen in the

consistent application of nelismatic elaboration of the first and penul-

timate syIlables of text 1ines.

As can be seen, this work follows the madrigalian nelismatic style

closely, even to the extent of patterning the glede on the customary

11
11
11
11

1

t
1

1

5

3
1

4

3

2

3

4

3
3
3

1

Man. 29

R 1

1

1

1

1ne
ine
ine
ine

1

2

1

2

1M

Number of
Sy1 1ab les

FinaI
Syt labl e

Penultinate
Sy11ab1es

Central
Sy1 I ables

First
Sy11ab1e
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treatment of the ritornello. This is seen at the end of the first and

the beginning of the second line of the pie.ge, wúere scant ¡nelismatic
,, '-'

attention is provided, in order to point out the''balance existing between

the treatment of the opening and penultimate sy11ab1es of the piede

section.

The contrastive text setting style featuring the homo-rhythmic famil-

iar style, which characterised the works of Zachara da Teramo, is not to

be found in this work by Magister Zacharias. This is partly the result

of only one voice of the three parts bearing the text, and partly caused by

the reduced rhythmic and ¡nelodic contribution made by the Contratenor and

Tenor in comparison to that of the Cantus.

A guiding characteristic of this work however, is the solid sense

of tonal unity seen both within the two sections ripresa and piede, and

throughout the piece as a whole. The following schene which examines

the Tenor note at key structural points (the opening chords of ripresa

and piede and cadence chords at ends of text lines) demonstrates the

para11e1 relationship between ripresa and piede and the overall symnetry.

Ripresa Piede

Tenor note

Bar number

c

59

D

29

C

22

C

2t
D

72

C

1

Given this clear tonal direction, Zacharias might have been expected

to display virtuosity with the tonally related technique of imitation,

This he does not do, although he does provide two clear examples of the

related technique of the sequence. The first of these presents a rhythmi-

cally elaborate ascent in both Cantus and Tenor.
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t

t

-I
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tt/t

The second sequence is for Cantus alone and provides a highly elaborated

descent.

An estination of a composer based entirely on only one of his com-

positions will necessarily be only tentative, however Sol ne trafieerl cor

(Man. 29) indicates that Magister Zacharias was a composer who while dernon-

strating his respect for the traditional ltalian style in the area of text

setting, embraced the French influence in almost every other aspect of the

work.
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ANTHONELLO DE CASERTA

Anthonello de Caseïta was a composer who ditåt"a his talents equally

between the production of French and ltatian song ¿ This dual approach

need not be surprising in a composer who could clain both cultures - Italian

and French - as native to him, for Anthonello hailed from Caserta, a small

township within the region of Naples, a city that had long been the predom-

inant stronghold of French culture on the Italian peninsula. It is quite

likely that Anthonello received his earliest education in Naples, and that

that education was distinctly French in orientation. But Anthonello was

an ltalian who must have spent nuch of his mature career in Northern ltaly,

as is evidenced by the inclusion of his works, both French and Italian,

ilr ¡tra¡ruscripts conpiled in Bologna, Paciua anci Venice. It is intriguing

that Anthonello makes no attempt to hybridise his two styles - the French

works embrace the French Ars subtilior manner in both sty1e and notation,

while the ltalian works are stalrnchly ltalian, to the point of being almost

reactionary in style and notation.

The Mancini Codex reflects Anthonello the Italian composer, and con-

tains all his known Italian works, only two of which have concordances in

other manuscripts.

X

XxX

x

x

x

X

X

A pianger lrochi (B)

Con dogliosi nartire (B)

De Vogliaterne oldire (B)

Del glorioso titolo (M)

N{adonna io me ramento (B)

0r tolta pur (B)

Piu chiar che'1 sol (B)

I-PAas 75I-Pu 1115I-PSas 5Ma¡r

ü
I

i

I

t
f

i"
f
r
I

I

4
I

The strongly Italian nature of these works is seen nowhere more clearly
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than in the texting and voicing area:

T texted
T texted
T texted
T texted
T texted
T texted
T texted

Ct

C texted ,

C textêd
C texted
C texted
C texted
C texted
C texted

Man

Itlan

Man

tr4an

Man

Man

It{an

34

36

37

38

39

40

41

DeI glorioso titolo (M)

A pianger lrochi (B)

Piu chiar'cher1 so1 (B)

De vogliateme oldire (B)

Con dogliosi martire (B)

0r tolta pur (B)

Madonna io me ramento (B)

The single nadrigal, De1 glorioso titolo (Man. 34) is for two voices,

Cantus and Tenor, both of which are texted, in the traditional rnadrigal

style. The remaining six works are ballate and five of them are also for

two voices, Cantus and Tenor, both texted. The renaining ballata, Piu

chiar chetl so1 (Man. 37), is for three voices, of which the Cantus and

Tenor are texted while the Contratenor has only an incipit. This is the

usual ltalia¡r marìner of approaching the texting of three voices, and

certainly shows no French influence. The concordance manuscript for

this piece - I-PAas 75 - relays the piece wj-th the same texting and voicing,

but with a nelodically different Contratenor which rnay have been provided

by Matteo da Perugia. Since the Mancini Codex is clearly the authoritative

source for the Italian works of Anthonello da Caserta, the Mancini version

is to be preferred over that found in I-PAas 75, especially since contrary

to general opinion (Gllnther 198:466 and l4arrocco 1977:150), the Contratenor

found in Mancini, is no more trmutilated and incomplete", than nany pieces

found in this source, and in fact requires very little editorial assistance

to render it clear and complete (See II p.81-84). The Contratenor role,

with respect to its range is intriguing here too, for it neither shares the

range of the Cantus in the early Italian manner, nor that of the Tenor in

the French malner, but sits very neatly between the tI4Io outer voices, lying

a third below the Cantus and a third above the Tenor. However, in terms

of melodic activity and rhythmic movement, the Contratenor is related rnore

t'
)

ilJ
lui

nl

il
'li
I
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r{
I
I
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closely to the Tenor than the Cantus, and the two lower voices together

provide the supporting duet, above which the Cantls sounds.

Anthonellors single madrigal, Del glorioro ditoto (Man. 34) demon-

strates the continuity of an rtarian madrigal styrê.by displaying the

structural alternation of melisnatic and syllabic passages. The table

below demonstrates the nelodic structuïe of this work

2

2

1

1

1

1

t

1

3

6

9

5

7

6

3

2

J

4

73

10

6

L3

Man. 34

S line 1

Iine 2

line 3

Ri line 1

line 2

Linking
Phrase

Final
Sy11ab1e

Penultinate
Sy11ab1e

Central
Sy1 lab 1es

First
Sy1 1ab 1 e

The concentration of melisnatic activity on the first and penultimate

syllables of text lines is evident, as is the careful balancing of the

relative proportions of the Iines to point out the structural relationships

between lines and between sections. Thus in general, the longest ¡nelis-

mas are concentrated at the opening and closing of sections, that is the

opening and penultinate sy11ablps of the stanza and the ritornello. The

lack of nelisnatic activity at the opening of the second line of the ritor-
nel1o is not unusual and is almost a conmon feature of the madrigal of this

late period. It seems to point nore convincingly to the extensive melis-

mas at the opening and closing points of the ritornello.

One feature of this work which points to the influence of the early

nadrigal, possibly through the works of Jacopo da Bologna, .is the use of

the linking phrase between the lines of the madrigat. Linking phrases aïe

found consistently in this work between the first and second, and second
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The influence of the nadrigal is seen most clearly in the two ballate
(l{an. -40 and lrfan. 37), whicir, with their exclusive use of eleven syl1ab1e

lines, most nearly approximate the elegance of the madrigal. Or tolta pur

(l\4an. 40) shows the carefully balanced concentration of nelismatic activity
on the first and penultimate syllab1es of each section - "ìpt"r" and piede -

while Piu chiar che'1 sol (lvlan. 37) shows a little less regard for balance

by providing rnelismatic passages in the second line of the piede which ex-

ceed those of the first line of the piede.

A pianger I 'ochi (Man. 36) maintains the basic outline of nadrigal in-
fluence by concentrating nelismatic activity at the opening and penultimate

syllables of the ripresa and at the ends of the two lines of the piede.

The remaining three ballate however, De vogriateme oldire (ltlan. 38) , Con

doeliosi martire (Man. 39) and Madonna io me ramento (Man. 47) eschel the

martire (Man. 39)madrigal influence to varying degrees. Con do lios i

shows almost no melismatic extension of the opening syllab1es of any of

the lines, Ðd only marginal extension of the penultimate sy1lables.

De vogliateme oldire (Man. 38) and Madonna io me ramento (laan. 4L) form a

group, in that both neglect the opening sy11ab1es and relegate a little
more attention to penultimate syllables of text lines. Nonetheless these

7
7

7
11
11

1

1

1

1

1

2

1

2

3

3

3
2
2

3
3

1

1

J

I'lan. 41

R line 1

Tine 2

line 3
1l'{ line 1

Iine 2

11
11
11
11

1

1

1

1

2

6
2

4

4
6
6
7

7

1

3

1

Man. 40

R line 1

]r'ne 2
1M line 1

line 2

Nunber of
Sy1 1ab1es

Final
Syl lab 1e

Penultimate
Syl lab?e

Central
SyI 1ab1es

First
Syl lab1 e
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three ballate develop a styte which is uniquely their orrrn and that has

little to do with the influence of the nadrigal.',

Imitation is only rarely used by Antironello iir these works, there being

only three exanples throughout this small collection. Two of the three are

found in the ceremonial rnadrigal Del glorioso titolo (tnfan. 34), possibly

reflecting the importance of this work within the corpus of Anthonellors

output. The first example of imitation in this work :

.l
II If\¡/

- ataith

Z¿scfrunfL fesfgr -st

-
a

LA. îa f'ìnqt 6eVq-

presents the forn of a linking phrase and functions to link the extended

nelisnatic treatment of the opening syllable of the second 1ine, with the

densely syllabic treatment of the central syl1ables. The second example

Currr ph'J f€-(JfYr -

presents imitation at the sixth above and serves to highlight the word

I'triumphi't. One further isolated example of imitation is found in Or

tolta pur (Man. 40) :

I

-+--

h ¡ O
)

Cr:¡¡ lrictrn- pht eo -gu6- +Ò

-
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and its furction here is apparently purely decorative.

Anthonellots use of sequence is sinilarly restrained, there being only

fi'4an. 34) andone clear exanple of it, appearing in Del glorioso titolo

functioning in the Cantus as an elaborated descent :

One technique which Anthonello does use reasonably frequently, is that

of the unifying notif or thene, which operates to link passages within a

section of a ballata 01' one section to another. Tnis technique is seen

most clearly in A pianger l'ochi (lvlan. 36) where a sinple three bar thene

in the Cantus recurs persistently throughout the ripresa in a variety of

permutations, and features in the setting of three of the four text lines

in this section. The theme opens the piece providing the nelisrnatic set-

ting of the first syl1able, appears within the text line ornanenting the

word "lrochirr and also at the end of the first 1ine, providing the nelis-

matic setting foi the penultimate syllable. The same theme is used in the

second.text line to provide melismatic setting of the first and penultimate

syllables. The third text line does not use the theme which does however

feature at the opening of the final text line of the ripresa. The piede

makes no further use of the theme. The chart provided belolv presents the

a a-l\ a
- I
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theme in its various permutations.

E

A

Piatu 
- ge'. I

- fngt^r'

Vol

3aJ

- I

Ia _t I t-\ tttF

?.r berv q h1a^

des- +ì-

The unifying motif is also found in De vogliatene oldire (Man. 39),

and although the motif is fragrnentary and treated less rigorously than

that in A pianger l'och.i., it is found in both ripresa and piede and thus

serves to link both sections. The rnotif is found first at the penultimate

syllable position in the first line. Reappearances are found within the

third text line, ild both within and at the end of the first line of the

piede. The chart belol presents the motif in its various.appearances.

@

rìo
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Con dogliosi nartire (Þfan. 39) uses tr'¡o unifying motifs within the

ripresa. The first of these notifs is constructed for twò voices and

serves to link the openings of the second and fourth lines :

r l¡nìo eon +cr- rnerv- lo.. Sqgnrr rnìo Ca--

The second notif is a two bar theme for Cantus which serves to link

the conclusions of lines three and four :

ll f I a
l - _a

3:

a

+i

Lrh^

)I)

cor +ü- r^æv-F.e Cþe)l rnìo
a

O

^

T I

Çor rnìo ca--ô +a"
tD--l
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eö-

+ho Fon- (¿
Fè

The renaining work which features the use of the unifying motif is

0r tolta pur (Man. 40). In this work, too, there are two motifs, the

first of which appears only in the ripresa and links the Cantus setting

of the opening syllable with that of the penultinate syl1able of the section

The second notif serves to link the ripresa and piede and appears in the

final line of the ripresa and at the conclusion of the first line of the

piede:

¡ì¿

t

aa -
t\l

I
?:t -1

aI -)Jl-

1_, t-
I

-O/- -l
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Although Anthonello's style as seen in these works could hardly be
,:L

ca1led progressive, preserving as faithfully as ,ll"t do the traditional

elements of the tïecento style as developed bl nTs preaecessors, the use

of the unifying notif however, shows an increasing concern for abstract

nusical design beyond the demands of the text setting exercise. If only

in this respect his style can be described as transitional since it con-

bines the features of the traditional tTecento with the hint of an increas-

ingly nusically independent style.
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JOHANNES VAILLANT

The Mancini Codex is one of the eight torrr.ðt to relay the popular

realistic virelai Par maintes fois (Man. aa) by the French composer,

Johannes Vaillant. The popularity of this work, as confirmed by the

variety of versions surviving, and the high number of alternative sources,

was probably a result of Vaillant's vivid style of text setting, incor-

porating onomatopoeic bird cal1s.

This work is texted in the usual French manner, with ful1 text provided

for the Cantus while Contratenor and Tenor have incipits only. The range

relationship between the voices is also in the French style, in that the

Contratenor and Tenor share a range which lies a sixth below that of the

Cantus.

The rhythmic intricacy of the work, reflected in the use of duple

units in a tenpus inp erfectum cum prolatione perfecta nensuration

is the result of the desire to reflect more vividly the sound panorama of

birds at battle and has 1ittle to do with the more abstract rhythmic corn-

plexities that characterise works of the Ars Subtilior sty1e. Thus the

two against three and four against three passages in this work are com-
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fortably contained within the basic tactus such that there is virtually
no displacement of the basic beat and no genuine'/syncopation.

Sone of the bird ca11s incorporated in this,lwork are the single two

note call of the cuckoo z

co- cu co-cu u-Cu lou-

the variety of calls of the nightingale

o1i oc-4 oLt oci ocr

and

deli

and

ocí O o- oi oaoq o- e¡

t

o- e)

and the call of the lark
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This work follows the general form of the virela!, with howevel the

onission of the Abgesang, and includes the overt:¿nd clos cadences at the

end of the B sections, a distinctly French charãdÈeristic. However, since

it is in the nature of the realisti,c virelai to be. quite unique works,

par ¡naintes fois te1ls us little of the general style of Vaillant and is

perhaps best considered here as an independent work-



-150-

GIOVANNI DA FOLIGNO

:4

Almost nothing is known about this conposet;;b"yond the indication that

he probably came from Foligno. He is survived by only one ballata -

Mercede o donna for which the Mancini Codex is the unique source

The work itself lies firmly within the trecento tradition though

showing only narginal influence of the nadrigal. The Cantus and Tenor

are both texted and generally deliver the text simultaneously though only

rarely in a precise note against note manner. The table below presents

the syllabic/melismatic approach to text setting for this work.

7

7

7

7

7

7

1

1

1

1( 1)

1

1

1

1

3
1

2

2

3(2)
)
3
3(2)

2(r)
3(1)

a

-(-)

-(-)
1(-)
-(-)

Man.45

R line 1

line 2

line 3
line 4

ll,f line 1

Iíne 2

Nunber of
SyI 1ab I es

Final
Syl labl e

Penultinate
Sy1 1abl e

Central
Syl1ab1 es

First
Syl 1able

As can be seen, Giovanni da Foligno provides no melismatic setting

for the opening sy11ables of the text lines, although he does follow tradi-

tion in providing some extension of the penultimate sy1lables. Foligno

uses otheï means than the proportional expansion of the opening syllables

to provide the structural relationships within this work. Thus within the

ripresa, the structurally irnportant first and fourth lines are extended

not by nelismatic extension but by the repetition of the lines. Sinilatly,

the structural balance between piede and ripresa is maintained by the repeat

of both piede lines. Although the occasional word, or even phrase repeat,

is not unconmon in the trecento sty1e, the repeat of full text lines is

rarely seen and may be a characteristic of this composerts sty1e.
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Imitation is not found in this work and there is only one appearance

of the sequence. This sequence utilises conmon,motific material in an

elaboratedascentr ';lì

Foligno d.oes however develop a unifying notif which he uses within both the

ripresa and piede as a linking cadential fornula. The first appearance

of the notif is provided at the end of the initial statement of the fourth

text line of the ripresa :

ér¿ Þ't- +a'- Ie

and thus suggests a false cadence, for it is followed innediately by the

final statement of the fourth line, which using the same motif, provides

the conclusive cadence for the section :

at

S
a

-
Ith t

*e.f de Þie. 4a'.-

h
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I 7 --
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te
A

YH

A permutation of the sane motif provides the cadence at the end of the
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piede

1

Although tittle is knotrn of this composer and the evidence of only

one work is not enough to provide a roturded picture of his style, the

simple, uncluttered approach to text setting and the rhythrnically direet

manner may suggest a style which owes more to a popular tradition than

that of the art song.

lì
u

E

t-
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ANDREA STEFANI

The Mancini Codex is the sole source for'the three suriiving secular

works of Andrea Stefani. These works are the two-Voice nadrigal lt{orte

mfa sciolt (Man. 73), and the ballat I senti natutirio (Ifan. 61) and Con

tutta g,entilezza (Þfan. 72), for two and three voices respectively, each

work representing a distinctly different aspect of the conposer's style.

The madrigal, for example, is a traditionally ltalian work, being texted

in both voices and employing the expected nadrigalian expansion of first

and penultimate syllables. of text lines. The b3llatarCon tutta genti-

Iezza on the other hand, shows French influence both in its textingrwith

the fu1l text provided only in the Cantus while Contratenor and Tenor

have incipits, and in the relationship of the vocal ranges. Finally the

bal1at I senti matutino (Man. 61) is ty¡rically Italian in its use of text

in both voices, but unique in its generation of a musical fabric almost

entirely dependent on the use of three generating motifs.

The alternation of nelisnatic and syllabic text setting styles in

the nadrigal lr{orte mra sciolt (Man. 73) can be seen clearly in the table

below.

2
2

2
1

2/s
1

t4
7

18
7/s
8/6

6
2

4
3/3
s/s

8

74
L3

s/8
s/s

Man. 73

S line 1

line 2

line 3
Ri line 1

Iine 2

Linking
Phrase

Final
Syllable

Penultimate
Syl1able

Central
SyllabIes

First
Syllab1e

The basic structural elements of the traditional nadrigal are clearly

shown here in the careful balancing of the proportions of the 1ines. The

stanza has a much more spacious setting than that of the ritornello which

is also distinguished by featuring staggered text statements by Cantus and
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Tenot, a reasonably rare occurrence in the trecento madrigal. The single

linking phrase (bars 56-57) is nonophonic, for Tefor a1one, and untexted,

without any suggestion of initation, as in, for eïample, the madrigals of

the earlier Jacopo da Bologna. Its function, however, would seem to be

not just to smooth the transition from one long melismatic passage to the

next, but also to operate as a tonal bridge between a cadence chord on D

and an opening chord on E. To achieve this end, the Tenor outlines an

elaborated. octave descent.

+o.

The detailed conpositional devices of sequence and i¡nitation are barely

evident in this madrigal, there being only one exanple of each. The sequence

is found in.the melisnatic passage attached to the penultimate syllable of

the second line of the stanza z

and the passage of imitation highlights the textual significance of the

final line of the ritornello :

lt a
a) a I1^- o7t -l ll t-l Jr-È¡

Ia,t La"
F tl

J1

Ðr

' s-_t I
t) I I I I
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d.9 o- nla, si- r VC.

The compositional device on which the fabric of the nadrigal does

depend however, is that of textural contrast. In the stanza this contrast

exists between nelismatic passages of rhythnic independence between the

parts, ald extensive syllabic passages in strictly familiar style. Thus

in the first text line, the nelismatic settings of the first and penultinate

syllab1es are sepaïated by the syllabic setting of the central syllables :

o o 9nr

Similarly in the second and third lines of the stanza the settings of the

central syllab1es in familiar sty1e, contrasts with the enclosing melis;natic

and rhythmically independent passages. The syllabic passages in question

aïe :

I

¡
la

^

ra,Si- 9rìor 'ye-T
I

l1

a

€rn¡o-fnOf

aF\^
I

_t__ l 'lta
-lI l'l

äonnäl crel ntc- gg¡-
I

ie2rwla,
)

iJa I
- tÌ-

la {-rtev* r'.rie donnäl crel ¡t¿ - gg'-
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and

€ciarv do lri e li- b= ' r^- rnìe vi -

In tíle ritornello the textural contlast exists at another 1eve1, for

not only is it incorporating contrasts within itself, but also naintaining

contrasts between it and the preceding stanza. The means of providing

this contrast is also diffetent, in that within the ritornello it exists

between the sinultaneous delivery of text syllables and the avoidance of

sinultaneity. Thus the first and final syllables of the two text lines

of the ritornello sound together in Cantus and Tenor, while all the syl1-

ables between these two structural points are given in alternation between

Cantus and Tenor. The exanple provided above to illustrate imitation in

this work, provides a suitable illustration of this staggered text delively.

Both of Stefanirs ballate show 1ittle influence of the nadrigal,

though still showing some evidence of the alternation of syllabic and melis-

natic text setting styles. This can be seen from the table below:

7
7
'7

11
7

7

1

1

1

1

1

1

1

2

5

1

1

2

1

1

3

2

1

Man.72

R line 1

line 2

line 3

line 4
11.{ line 1

line 2

Number of
Syl 1ab1es

Final
SyI 1ab1e

Penultimat e

Syl labl e
Central

Syl 1ab1es
First

Sy1 lab1e
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7
7

7

7
7
7

7

7

1

7

1

1

2

1

1

1

2
2

1

3
)
1

2

2

1

1

1

1

1

1

1

1

3

?

lvfan. 67

R line 1

line 2

Iine 3
line 4

1M line 1

line 2
line 3
line 4

Number of
Sy1 I ab 1es

Final
Sy1 1ab 1e

Penultimat e
Sy1 lab 1e

Central
Syl 1ab1 es

First
SyI 1able

Con tutta entilezza (Man. 72) shows no melismatic activity attached

to opening syllables, though the penultimate syllab1es attract a 1itt1e

more attention, and particularly at the end of the fourth line,.underlining

the structural domina¡ce of the ripresa over the piede. The conpositional

style of this work is quite direct - the two lower parts provide an unobtru-

sive supporting duet with occasionally crossing lines, above which the nore

rhythnically active Cantus sounds. There is no evidence of the conposition-

a1 devices of sequence, initation or the unifying motif in this work.

I senti matutino (Man. 61) , it will be seen fron the table above, owes

little to the influence of the nadrigal. Opening syltables, with the excep-

tion of those of the first two lines of the piede attract no melismatic at-

tention, and are generally relegated to an upbeat position in the line set-

ting. Penultinate sy11ables attract a 1itt1e more melisnatic treatment

and provide a foil to the densely syllabic treatment of the central syllab1es.'

This ballata is the clever result of extreme compositional economy,

being as it is, the result of the linking and interplay between three basic i

notifs. The first of these motifs, A, has a constant rhythmic outline

and the function of delivering the first five sy11ables of text lines :
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The remaining two mótifs - B and C - are rhythmically and nelodically de-

fined, and are both associated with rnelismatic text delivery :

B

The table below reflects Stefani's compositional ingenuity in this work by

summarising the motific ordering of each text line.

R line 1

line 2

line 3

line 4

1M line L

Ii-ne 2

line 3

line 4

(*X represents a unique appearance of a notif associated onomatopoeically
with dogs barking)

These three stylistically distinct works by Andrea Stefani provide a

confusing picture from which to draw conclusions concerning his general

sty1e. Perhaps all that should be said, is that Andrea Stefani was a

highly versatile composer who combined at once, features of the traditional

a:rd progressive styles, who reflected both Italian a¡rd French influences in

his works and who was equally at home with the popular and sophisticated

approaches to text setting.

C

*l

i

{

.{c

i'
I

t

A (b.

A (b.

A (b.

A (b.

20 - 27)

27 - 28)

30 - 31)

s4 - 3s) c (b. 37)

B (b. 33)

B (b. 23)c (b. ls)
*x (b. 26 - 27)

c (b. 2s)

c (b. 2s)

A (b. L - 2)

A (b. s - 6)

A(b.e-10)
A (b. 12 - 13)

B (b. 4)

B (b. 8)

B (b. 11)

CB .L4
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BONAIUTUS CHORSINI

Bonaiutus Chorsini is known by only four ball ate three found in

GB-Lbn 29987 and one in the l4ancini Codex. All four works are for two

voices, Cantus and Tenor, both of which are texted. This Italian charac-

teristic is reinforced in Stavesse forca (Man. 74), by the evident influence
5

of the Italian madrigal style as seen in the melismatic treatment of the

first and penultimate syllables of text lines.

11

7

7

11

7

7

11

1

1

1

1

1

1

1

1

1

)

5

2

2

4

5

1

1

3

2

1

3

Man. 74

R line 1

Iine 2

line 3

line 4

1M line 1

line 2

line 3

1

1

1

1

1

1

Nunber of
Sy1 1ab1 es

Final
Syl lab 1e

Penultimate
Sy1 1ab 1e

Central
Sy1 I abl es

First
Syl 1 able

The influence of the nelisnatic nadrigal style is seen here more in

the attention given to penultinate sy11ables than opening syllables. It

should also be noted that careful attention paid to the structural propor-

tions in the work is reflected in the extensive melismas at the ends of

the ripresa and piede sections.

The detailed compositional devices of imitation and sequence are not

used in this work although Chorsini does make consistent use of the struct-

ural device of the unifying motif. Using four notifs he creates a unify-

ing rveb which links secti'oïs both within themselves and with each other.
/.

The four motifs are provided below in their first appearances :

;
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+ ^,

2

ab

lviotif l appears first within the setting of the third text line of the

ripresa and reappears centraLly, in'the first line of the piede (bar 29),

and thus functions to melodically relate the ripresa and the piede.

Motif 2 serves the same function, but within a much more complex frame-

work. This motif appears first at bars 15 - 16 accompanying the penul-

timate sy11able of the third line of the ripresa. It leappeaIs with the

penultimate sy11able of the fourth line of the ripresa (bars 22 - 23) and

with the addition of motif 3 (bars 24 - 26) produces the final cadence

of the ripresa. Motif 2 appears again with the penultimate syllable of

1

3
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r
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the third line of the piede (bars 43 - 44) and this tine with the addirion
of motif 4 (bars 45 - 47), produces the aperto cadence of the piede. The

final appearance of noti f 2 is found in the repeat of the piede, accompany-

ing the penultimate syllable of the sixth piede line and, with the addition
of notif 3 (bars 48 - 50), the chiuso cadence is produced. Thus the final
cadence of the piede is identical with that of the ripresa. Motif 4 is
the only one of the four which is exclusive to one section and thus has no

section linking function. Motif 4 has an exclusively unifying and caden-

tial function in the piede where it provides the conclusions for tine 1

(bars 30 - 32), line 2 (bars gs - s6) and line s (bars 4s - 47).

rt need hardly be pointed out that such pervasive use of unifying
notifs is unusual within the works of the trecento. Indeed it reflects
a concern for abstract rnusical structuring which, though the result is
somewhat static in nature, suggests a later rather than earlier dating

for the work.

I
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PAOLO DA FIRENZE

The Mancini Codex contains only one securely ascribed conposition

by Paolo da Firenze. This is the two-voice ballata, La vaga luce (Man.

75) which appears in F-Pn 568 in a three-voice version. Both l{ancini

and F-Pn 568 also contain in two-voice and three-voice versions respect-

ively, the ballata Tra speranza e fortuna (Man. 76). This work, un-

titled in Mancini, was initially associated with Paolo da Firenze in

F-Pn 568, although at some stage the ascription was erased and consequently

the t'¡ork is of doubtful attribution. The likelihood of this ballata

being the work of Paolo is supported by its position within the Mancini

Codex, following as it does the securely ascribed La vaga luce (Man. 75),

but since it is the present policy to consider under composer headings,

only those works which it can be clearly established as the works of that

composer, Tra speranza e fortuna (Nlan. 76), for the purposes of this study,

will not be co¡'tsidered here.

La vaga luce (Man. 75) reflects the traditional trecento style in

that it is texted for both voices which generally deliver the text simul-

taneously, and shows some French influence in both its node of notation

and the presence of ouvert and clos cadences in the piede. , Tlre influence

of the nelisnatic nadrigal style is only slight as will be seen from the

table below.

11
11
11
1L

7

11

1

1

1

1

1

2

1

2

1

1

4
2

4
)
2

2

1

:

Man. 75

R line 1

líne 2

line 3
lM line 1

line 2

line 3

Number of
Sy1 lables

Final
SyI l ab 1e

Penultinate
Syl1 able

Central
SyI lab les

First
Sy11ab1e
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Only the barest madrigal influence can be seen in the structural out-

lining of the first and penultimate syllables of the ripresa and piede'

Tne running together of the second and third firrj', of the piede is dis-

tinctly antipathetic to the more spacious rnadrigal style, as is the densely

familiar style setting of these Iines.

Per¡ c- 3e ro'

ülord repetition within a text line is not often encountered in the

ballate of this period, but is here a feature of the final line of the

ripresa and the first line of the piede. In both cases' appropriately,

the word repeated is the cty "ohime". Although this works well in the

ripresa it is less successful in the volta repetition, where the syllables

repeated, l'-ni Ïell, have no self contained Sense. In the second piede,

the word repetition is felicitous in that it stresses the senhal "Nencio

Lis att .

Paolo da Firenze was a reasonably prolific composer and thus attempting

to provide some estimation of his work based on only one ballata is rnean-

ingless. It would seem, however, that the combination of the ltalian and

French elements in this work falls within his general stylistic area'

I, -'I
/th \I) ì --a

Pe,t qtel- le tYe- 3c da - ro'ldb. ror}e m'äno.
l)' ---'I- I

I
L) )I

-
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MA}IUSCRIPT COMMENTARY

The presentation of the critical apparatus is developed fron the

Critical Comrnentaries found in the series Polyphonic Music of the

Fourteenth Century. Thus, for each entry, a bar number is provided,

followed by a colon. Following this, a number describes the ordinal

position of the note within that bar, a capital letter provides the

pitch letter name, and a lower case letter refers to the original note

form.

ABBREVIATIONS USED

Note forns

L

Li

b

bp

bi

s

sp

si

s. ob

scau

sa

scau. ob

s\m

m

nal

longa

longa inperfecta

brevis

brevis perfecta

brevis inperfecta

semibrevis

senibrevis perfecta

semibrevis inperfecta

semibrevis

senibrevis

semibrevis

senibrevis

s emibrevis

minima

obLiqua (y' )

caudata

altera

caudata oblilua ( zf
via natura

)

minina altera



m. dra

m. ob

np

trm

SM

dra

1ig

Ií92

1ig3
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minina dragma (

ninina obliqua

minina perfecta

triplet ninima

senininima

dragrna

ligatura

ligatura binaria

)

ligatura ternaria (etc)

l¡

Rest forms

paL

pab

pasb

Pam

pasn

pausa

pausa

pausa

pausa

pausa

longa

brevis

senibrevis

¡ninima

seniminina

senaria inperfecta

senaria perfecta

quaternaria

novenaria

octonaria

duodenaria

CantuS'

Mensurations

]-

p

q

n

o

d

Voice parts

c

cr Contratenor



T

Tr

Other signs

pa

pd

sig

touching tied
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Tenor

Triplum

punctus additionis

punctus divisionis

signature

t¿
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Man. 1 (f. la) La douce ciere (M) Jv Bartolino da padova

Concordances

Note : Mancini contains only T and Ct. c taken fron r-F1 87 f.101r-102.

Text : Mancini : s1 and Ri underlaid in T wíth incipit only in ct. No

added text.

I-Fl 87 : 51 and Ri underlaid in all three voices. Added text at

end of C. See III pp. 59-61

F-Pn 6771 f. 73t-L4;

F-Pn 568 f. 471 -42;

r-F1 87 f. 101r-102

I-Fn 26 f. 108r-109;

GB-Lbm 29987 f. 14f-15

11: .i. not indicated/ 24: .o. not
.i. not indicated/ 4I: .o. not
.i. not indicated/ 54: B natural
not indicated/ 672 B fLat acc/

oRhythm stanza ín .

throughout.

and .i. but consult notes for changes. Ri in .p

Consistent use of pd.

8: F sharp acc/ l-1: .i. not indicated : B fLat acc/
16: F sharp acc/ 19: F flat = F natural accf 20:
C sharp acc/ 23: .o. not indicated/ 26: B flat acc :
.i. not indicated/ qt: .o. not indicated/ 45: .i.
not indicated/ 54: .p. not indicated/ 66-. B flat acc/

Reduction : b = ninin in .o.; b = dotted minin in .i. and .p

NOTES cr

T 1: B flat sig/
indicated/ 26:
indicated/ 43:
sig change : .p.

The following notes refer to I-F1 87 f. 101'-102, concordance consulted to

reconstruct Man. 1

1: .o. indicated: 7: .i. indicated/ 70: .o.
indicated/ tt: .i. indicated/ 24: .o. indicared/
25: .i. indicated/. 4L: .o. indicated : B flat acc/
42: .i. indicated/ 54: .p. indicated/ SS: D flat
acc/.7L: Bflat.acc/

c



cr

Editions : Wolf 1904 (1955) : no. 45

Wolf 1955 : 159

Marrocco 1975 : 28-30

Apel 1970 : 1ó-18
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1: .o. indicated : B flat sig/ 76-77: s, s (Iíg2),
19: no fLat/ 20: no sharp/ 23: pasb, LEs/ 24:
indicated/ 26: ,i. indicated/ 47: .o. índicated/
45: .i. indicated/ 54: B flat sig retained/ 61:
2Esvn/ 75: sDn/ 76: 7EL/

1: B ftat sigl 11: .i. indicated/ 24: .o. indicated,/
26: .i. indicated/ 30-31: s,s,b(lig5) / 4I: .o.
indicated/ qZ: .i. indicated/ 54: B flat sig
retained : .p. indicated/

b/
o.

T
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Man. 2 (f. 7at-2a) Dueil angoisseux [Bde) 3y: Gilles Binchois

Concordances : D-Mbs Mus.ms. 3792 , f. 20; D-Mbs CIm 74274 f. 707

E-E V.ITI.24 f.36r-38; E-E IV.a. 24 f.75t-17;

I-Rvat 7477 f.. 6t-7i I-TRmn 88 f. 2041--205

Text : Complete text u¡rderlaid in C., with incipits only in T. and Ct

See III p. 62.

Rhythn : tempus perfectum cum prolatione imperfecta

Reduction : b = dotted minim

NOTES C 1-2: void breves/ 15: B f.Iat accl 74: 4 and 5 both
void ninimae/ 15: repeat sign provided/ 19: 5 and
6 both void rninimae/ 272 7b, 2m, 3m, 4s, 5rn (all
void) / 28: 4rn (void) / 47: 4m, 5m (both void)/
51: 5 and 6 both void minimae/ 53: 1b, 2m,3fl, 4s,
5n (a11 void)/

Ct 1: B flat sigl 15: LL (pa) (void) : repeat sign
provided/ 22-23: note rnissing - triruning - LCL/
322 pd - bar end/ 33: E flat acc/ 42: pd - bar
end/ 48: L (pa) /

10: pd - bar end/ 72: pd - bar end/ 14: pd - bar
end/ 15: repeat sign narked/ 77: pd - bat end/
27: pd - bar end/ 32: pd - bar end/ 34-37: 1s,
2s, 5b,4b, 5b, 6b (1í96 where 4, 5 and 6 are void)/
45: pd - bar end/ 47: pd - bar end/ 49: pd - bar
end/

The following notes refer to E-E v.III.24 f..36'-38, concordance consulted

to solve problems of illegibility and trirnning found in Mancini

T
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c

1: B flat sig/ 15: repeat sign provid,ed/ S0: B
naturaL acc/ 34-sZ: 1As , 2Gsa, SFbp (lig3), 4Fbi,
sEbi, 6Dbi (1ig3 - red)/

Ct

T

Editions Rehm 1957 : 45-47

Marrocco & Sandon 1977 : 232-233
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Man. 3 (f. 2at) Serva ciaschr¡no (B) 2v: Bartolino da Padova

Concordances none

Text Added text follows C.

Rhythn ! .po throughout with consistent use of pd.

Reduction: b = dottedninim

NOTES c 4: lDm.ob ! np, 2Csm, SDtrn, 4Etrm, Sdtrrn, 6Ctrn,
SCtrn/ 6: use of tnn/ 15: 1Gs, 2 F sharp scau/
use of trn/ 22: A sharp acc/ 25: F sharp acc/
G sharp acc/ 30: lAm.ob i mp, 2Gsn : use of trn/
use of trm/

T 8: lAscau/ 16: lGscau/ 27: lDscau/ 26: lDscau?

Editions : Marrocco 1975 : 88

R and 1M underlaid in both voices

See III p. 63

78trm,
18:

27:
332
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Man. 4 (f. 2a') Rechordete de rni (B) 5v: Bartolino da Padova

Concordances : F-Pn 49L7 f. 24'; I-F1 87 F. 7I7.

Note only the R. of the Ct. of this piece survives in Mancini.
The work is here reconstructed fron F-Pn 4917 f. 24' although
this and the other concordance - I-Fl 87 f. 777 - contains a
two voice setting only. The result is set for 3 voices in
the R. and V., and two voices in 1M and 2M.

Text

Rhythn : .p. throughout with consistent use of pd.

Reduction : b = dotted minim

NOTES Ct 11:
27:

1Bs.i, 2Bn (touching tied)/ 13: 1Bs, pasb/
continuance sign concludes available line/

The following notes refer to F-Pn 4977 f.. 24' , concordance consulted to
reconstruct Man. 4.

1: Esp, 2Esi, 3En/ 72: lEsp, ZBsi, 3Dn/ 74: 1Asp,
2Gsi, 3Fn/

37: B flat acc/

Editions : Wolf 1955 : 188

Marrocco 1975 z 77

Incipít with Ct is all that survives in
f. 24t preserves the piece underlaid in
added text following C. See III p. 64

Mancini. F-Pn 4917
both C. and T. with

c

T



-L7 3-

Man. 5 (f. 2b) Zoya de noví odori (B) 2Y: Bartolino da Padova

Concordances F-Pn 6771 f. 24; I-F1 87 f. 779t -720

Text

at

ü

¡

I

q

I'
l

R. and 1M underlaid in both voices

See III p. 65-66

Added text at end of C.

Rhythm : .d. throughout with consistent use of pd.

Reduction: b = dottedrninin

NOTES C

T

1: lDscau, 2Ds, 3Dscau, 4Es/ 5: C sharp acc/
10: 5 and 4 nissing - reconstructed/ 12: C sharp acc/
79-20 missing - reconstructed/ 24: B sharp = B natural
acc/ 29: F sharp acc/ 30: 2 rnissing - reconstructed/
32: C sharp acc/ 34= 1Gs.ob=sp, 2Fm, SEs.ob=sp, 4Fm,
5Ds.ob=sp, 6Em/

8: 1Gs, 2Gm (touching tied), 3Fm, 4Fs (touching tied),
final note trinuned/ 22: 1As, 2Bs, SCs, 4Dm, 5Cs, 6Bm,
7As/ 29: final note trirnmed.

The following notes refer to F-Pn 6777 f. 24, concordance consulted to
reconstruct passages removed by nargin triruning.

3z D sharp acc/ 4: G flat acc/ 5: C sharp acc/
10: lGs, 2Es, 3Fm, 4Ern, SDs, 6Em, parn, 7Cs/ 722
no C sharp acc/ 14: F sharp acc/ 19: lDscau, pasb,
pasb, 2Es, 3Fs/ 20: 1Gs, pasb, z1.rr-, 3Gm, 4Fs, 5Gs,
6Fm, 7Gn/ 23: G sharp acc/ 24: B sharp = B natural
acc/ 30: lGscau, 2As, SFs, 4Gscau/ 31: F flat =
F natural acc/ 34: lGs, 2Fm, 3Es, 4Fn, 5Ds, 6Em./

B: all notes separate/ 15: lGscau, 2Bscau, 3Gs, 4As,
24: G sharp acc/ 28: B flat aec/ 292 lAscau, 2Ascau,
3Gs, 4As.

Editions Itrolf 1955 : 193

It{arrocco 1975 : 20-27

c

T
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Man. 6 (f 2b') Per r:n yerde boschetto (B) 2v: Bartolino da padova

Concordances F-Pn 6771 f. 23, ; I-Fn 26 f. 66; F-pn 568 f. 391 -403

GB-Lbn 29987 f.81'-82; I-F1 87 f.12Ol

Text R and llrf underraid in both voices. Added text follows c. see rrr

P. 67.

Rhythn : .i. alternates with .o. with consistent use of pd

Reduction b = minirn in .o.; b = dotted minin in .i

NOTES C 1-3 missing - reconstructed/ q: pam, pam, pam, 1Crn,
2Bm, 3Cn/ 7: B sharp = B natural accf 722 .o. not
indicated: pasb, pasb, 1Cs, 2Bs/ 15: 1Gs, 2Fscau, 3Gs/
19, F sharp acc/ 23: 1st note missíng - reconstructed/
34: .i. not indicated : 1Arn, 2Bm, 5Am, 4Gm, 5Fn, 6Em/
39: C sharp acc/ 42: lst note missing - reconstructed/
44-45: .o. not indicated : 1 G sharp sóarr, pasb, 2A.s,
SAs (touching tied) / +0: .i. not indicateð,/ 53: .o.not índicated/ 56: missing - reconstructed/ SS: .i.
not indicated,/ 59: .o. not indicated,/

H
I

T 6: J-Csp, 2Bsí, 3þ,rn/ 12: . o . not indicated/
not indicated/ L9: .o. not indicated/ Sq:
indicated/ q+: .o. not indicated/ 46: .i.
indicated/ SO: pab/ 52:lAsp, 2Bsi,3Cn/
not indicated/ 58: .i. not indicated/ Sg:
indicated/

18: .i.
. i. not
not
53: . o.

. o. not

The following notes refer to GB-Lbm 2gg87 f. 81'-82, concordance consulted

to reconstruct missing passages in Man. 6.

C

i

i

i
I

rì

,¡
1i
I

I

.{t

T
t-
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Tz 6: 1Csp, 2Bsí (tig?), 3þún/ t1: LAL/ 722 .o. notindicated/ ß: .i. not indicated/ 19: A sharp acc :.o. not índicared/ Sq: .i. not indicated/ 55:56: 1Bsp,
2Csp, sDL (fig3) / q+: .o. nor indicated,/ 50: LAsi,
pasb, pasb/ 51: tGL/ Sj: .o. not indicared.

,fr

rlli

Editions : Besseler 1931 : 161

Wolf 1955 : 794

Marrocco 1975 : 56_59

)
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Man. 7 tf. lb) La sacrosancta karita (B) 2v: Bartolino da Padova

Concordances F-Pn 6777 F. 741' I-F1 87 f. 105'-I04

Text R and 1M underlaid in both voices. Added text follows c. see

III p. 68-69.

Rhythn : . o. alternates with . i

Reduction : b = rninin in .o.; b = dotted minim in .i

NOTES 8-10: lAscau.ob, 2Gs, 5Gs (touching tied), 4Ascau, 5Gs,
6Gs (touching tied) , TFscau, BEs/ 15: . i, not indica.
ted/ 77: C sharp acc/ 18: .o. not indicated/ 20-
21: missing - reconstructed/ Z4-ZB: pasb, pasb, 1As,
2Gs, 3Gs (touching tied), 4Ascau, SFs, 6Fs (touching
tied), TGscau, 8Es, 9Es (touching tied), lOGscau, 11Es,
72Es (touching tied) / St: lFscau.ob, 2Gs/ 53: .i.
not indicated/ 342 .o. not indicated/ SS: C sharp
acc/ 38-39: 1Gs, 2Fscau, 3Es, 4Es (touching tied), 5Ds,
6Escau/ 40-47: missíng - reconstructed/ AZ-44: pasb,
pasb, 1As, 2Gs, 3Gs (touching tied), 4Ascau, SEs, 6Es
(touching tied), 7Ds , BSca/ 46: B sharp = B natural
acc : .i. not indicated/ 50-52i pam, pam, pam, 1Crn,
2Bs , 3Bn (touching tied) , 4As, sArn (touching tied) , 6Gs,
7Gn (touching tied), 8As, gArn (touching tied), 10Fs/
53: G sharp acc/ 5Z: .o. not indicated/ SS-eO: 1Fs,

C

il
iF
iril

I

2Ds, 5Es, 4Fs, SFs (touching tie
(touching tied), gGscau, I}Es/
structed/ 65: C sharp acc/ 6
69: .i. not indicated,/

Gscau, 7A,s, 8As
3: missing - recon-
. not indicated/

d), 6
62-6

6: .o

T 15 : . i. not indicated / ß: . o. not indíc ated/ 24-
25: nissing - reconstructed/ 2gz B flat acc/ 53:
.i. not indicated/ S+: .o. not indicated/ 44: 7As,
2Fs, SEsa/ 46: .i. not indicated/ qg-SO: nissing -reconstructed/ 572 .o. not indicated/ OZ: .i. not
indicated/ ø0: .o. not indicated/ 69: .i. not ind-
icated/ 70: B flat acc.

i
i

i

t
I
¡,

I
,{i

I

I

,-r4

Ii

{
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The following notes refer to F-Pn 6777 f,74, concordance consulted to

reconstruct, passages rnissing in Man. 7

8: lAscau, 2Gs/ 8-10: no suggestion of tying/ 15:
.i. not indicated/ 78: .o. not indicated/ 20: lGs,
Ascau, 3Bs/ 2!z 18 natural s, 2Ascau, 3Gs/ 22: no
suggestion of tying/ 24-28: no suggestion of tyíng/
31: TFscau, 2Gsf 33: .i. not indicated/ 34: .o. not
indicated/ Sø: 1Ds, 2Es (not lig) / SZ: 1Es , 2Fs
(not lig) / 38-39: no suggestion of tying/ 40: pasb,
LFs, pd/ 47: 1Es, pasb, pd/ 42-44: no suggestion of
tyíng/ 442 1Es, 2Dscau, 3Cs/ 46: .i. not indicated
: no B natural acc/ 50-52: no suggestion of tyíng/
53: G sharp acc/ 57:. .o. not indicated : LDs, pasb,
pasb, 2Es/ 58-60: no suggestion of tying/ 62: .i.
not indicated : pam, pam, oam, 1Fm, 2Em, SFn/ 63:
1Gm, 2!,,rn, 3Gm/ 642 C sharp acc/ 65: lCs, 2Ds (not
LíÐ/ 662.o. not indicated/ eg: .i. not indicated.

15: .i. not indicated/ 7S: .o. not indicated/ 24.
1Es, pasb/ ZS: l-Es, 2Ds/ 29: no B flat acc/ 33:
.i. not indicated/ Sq: .o. not indicated/ 442 1As,
2Fscau, SEs/ 46: .i. not indicated/ +A: lFs, pasb/
49: pasb, TEs/ 50: J,Fs, pasb/ 57: .o. not indicated/
62: .i. not indicated/ A0: .o. not indicated/ 69:
.i. not indicated/ ZO: no B fLat acc/

j, Editions : wotf igss : 762

Marrocco 1975 : 34-35

c
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Man. 8 (f. 1b') Perche cangiato (B) 2v: Bartolino da Padova

Concordances F-Pn 677\ f . 77; I-F1 87 f. 115; I-Moe a.M.S, 24 f . 39

Note Mancini contains C. only. T taken fron F-pn 677I f, 77

Text R and 1M underlaid in C. Added text at end of C. See III
p. 70-72.

Rhythn : .n. and .d. but consult notes for changes

Reductíon : b = dotted ninin in .d.; b = dotted rninin tied to dotted

crotchet in .n.

NOTES c 1: nissing - reconstructed/ 7: 1Ds. ob=sp / 8:
nissing - reconstructed/ 10: LFs.ob=sp, pasb, 2As.ob
=sp, 3Cn/ 11: preserved as all rninirnae - see concord-
ance/ 74: . d. sig provided/ 16 : 1As , pasb, 2Ds . ob=
sp, 3Csi, 4Dsi, 5Gn/ 17: nissing - reconstructed/
18: .n. sig : 1Ds.ob=sp, pasb, 2As.ob=sp , SBn/ 2!:
B sharp = B naturaL a-c/ 26: F sharp acc/ 28:
missíng - reconstructed/ 30: LEs.ob=sp: pâm, pam, pan,
2Gsm, 3Fsrn, 4Em, SDm/ 31: 1Es.ob=sp, pâfl, 2Dsí, SCsi,
4Bn/ 32: lDs.ob=sp, pâil, pam, parn, parn, 2Esrn, SFsm,
4Em, 5Fn/ 34: rnissing - reconstructed/ SO: 1Ds.ob=
sp, pam, pan, ZEm, 3Fsi, 4Dn/

The following comrnents apply to F-Pn 6777 f. 77, concordance consulted to

províde nissing tenor and teconstruct nissing passages in C. due to nargin

trimming.

1: B flat sig : lDsp, 2Dsp, SDsi, 4Cm/ 7z lDs.ob=sp,
pan, 2Esi, SDsi, 4Cm/ 8: pam, J.Dsi, 2Bsi, SCsi, 4h,
5Bm/ 10: lFs.ob=sp, pasb, 2Gs.ob=sp , 3Cm/ 11: 1Cm,
2Am, 3Csrn, 4Bsm, 5Am, 6Bsrn, 7Asm, 8Grn, gAm, 10Fn, 11Gm/
74: .d. sig/. 16: 1As, pasb, 2Ds.ob=sp, SCs, 4Ds, SGn/
77:14s, 2Bs',3Cs,4Dsn,SCsm,68 natuial s, 7As, gGn/
18: .n. sig : 1Fs.ob=sp, pasb, 2As.ob=sp, 3Bn/ 19:
1Csp, 2Dn, 5Csp, 4Dm, 5Bm/ 23: 1Csp, pasb, pasb/ 26:
E sharp acc, no F sharp acc/ 28: F f1ãt acc : 1Gsi,
pa[, 1ísm, 3Gsm, 4Fsm, SEsm, 6Dsm, 7Csm, 8Dsm, 9Csm,
10Bsm;', 11Csrn, 12Dsm, lJBsm/ J0: 1Es . ob=sp / 32: 1Ds.
ob=sp/,. 34l. 1Bm, pam, 2Cm, 3Dm, 4Em, SDm, 6Crn, 7Dm,
8Cm/ 36: s.ob=sp/ 59: 1Asp, pasb, pasb/

c

{
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1: E flat sig : lDsi, 2Gsi, 3Drn, 4Gm, SFsi, 6En/
5: lDsp/ 5 : 1Cs. ob=sp / 6: 1Fs . ob=sp/ 7: 1Ds . ob=
sp/ 8: 1Ds.ob=sp/ 70: 1Fs.ob=sp, 2-Dsi, pan, SFs.
ob=sp/ 14: .d. sig/ 17: lDscau, 2Cs, 3Dicau, 4Es/
18: .n. not indicated : 1Ds.ob=sp, 2Es, pam, 3Ds.ob=
sp/ 27: 7\.scau, 2Dsp/ 28: lCs.ob=sp/ 31: lFm,
2Es.ob=sp, 3Dsi, 4Cs.ob=sp/ 36: 1Ds.ob=sp

Wolf 1904 [1965) : no. 45

Marrocco 1975 : 51-52

T

Editions : Wolf 1955 : 184
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Man. 9 (f. 3a) Le aurate chiome (M) 2v: Bartolino da Padova

Concordances F-Pn 6771 f. 20'i I-F1 87 f. 107r-108

Note Only the T. of this nadrigal survives in Mancini. C. taken from

F-Pn 6777 f. 201.

Text 51 and Ri underlaid in T. No added text. See III p. 73-74.

Rhythn o alternates with .p. and .i. in stanza. Ritornello features

throughout with consistent use of pd.d

Reductíon b = miním in .o.; b = dotted rninim ir .p., .i. and .d

NOTES T 1: B flat sig/ 11: .p. not indicated/ 75: .o. not
indicated : B sharp = B naturaL accf 18: .i. not
indicated/ 20: .o. not indicated : lBs, pasb, ZCs,
3Bs/ 25-26: LAs, pasb, 2Ds, 3Cs, 4Cs (touching tied),
5 Bscau, 6Cs/ 33: lFs.ob=sp, 2Fm, 3Fs, 4Fs/ 43: .i.
not indicated : 1-Bsp, 2Bsi, 3NrL/ 50: .o. not indica-
ted/ 52-53: 1Bs, 2Cs, 3Bs, 4As, SAs (touching tied),
6Gs, 7Fs, pasb/ 58: .d. not indicated/ 59: 1As,
2Cs, SBscau, 4A,scau/ 63: 1As, 2Fs, pasb, 3As, 4An
(touching tied), 5Bs, 6ñn/ 74: LCs.ob=sp, 2Bm, SAs,
pâ[, 4Bm, SCm, 6Bm, 7s/

The following notes

provide C.

apply to F-Pn 6777 f.. 20' , concordance consulted to

c 8: C sharp acc/ 11: .p. not indicated/ 12: F sharp
acc/ 15: .o. nót indicated/ 18: .i. not indicated/
20 .o. not indicated/ 282 B flat acc/ 33: 1Fsp,
2Gm, SAm, 4Gm, 5Gm, 6Fn/ 43: .i. not indicated/
50: .o. not indicated/ 58: .d. not indicated/ 69:
1Asp, 2Frn, SGm, 4Am, sAm, 6Gm, 7Gm, BFrn, 9Ern, 10Fn/
7I: C sharp acc/ 72: 1Gs, pasb, 2An, SGm, 4Atrm,
SGtrm, 6Ftrn/ 73: 1Ds, pasb, 2Gs, SAs, 4Btrm, SAtrm,
6Gtrn/
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1: no B flat sig/ 6: B flat acc/ 11: .p. nor
indicated/ tS: .o. not indicated/ 16: 1Cs, pasb/
77= lBscau, 2As, 3As/ 18: .i. not indicated/ 20:
.o. not indicated/ 24-25: no suggestion of tying/
282 B flat acc/ 33: 1Fsp, 2Fm, 3si, 4sí/ 432 .i_.
not indicated/ 47: B fLat acc/ 50: .o. not indic-
ated/ 52-53: no suggestion of tying/ 58: .d. not
indicated/ 63: no suggestion of tyíng/ T4: 1Csp,
2Bn, SAsi, parn, 4Bm, 5Cm, 6Bm, 7sí/

Marrocco 1975 z 36-37

T

Editions : WoIf 1955 : I70
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Man. 10 (f. 3at-4a) Þç¡pte donna (B) 3v: Bartorino da . hclova

Concordances F-Pn 6771 f. 15'; I-F1 87 f. IL2l

Text R and 1M underlaid in both voices. Added text follows c. and T.

See III p. 75-76

Rhythm : .P. alternates with .i. throughout with consistent use of pd.

Reduction: b = dottedninim

NOTES C 1: B flat sig/ 7-2: J.Cs, 2Crn, pam, pam, 3Cn, pd, 4Cm,
(touching tied), SDm, 6Cs, 7Cs/ 4z J.Bsp,pam, pam,
2Cn/ 8-10: p¿rm, pam, pam, 1-Cm, 2Drn, 5Brn, pd, 4Bm
(touching tied), 5Cs, 6Ds, 7Arn, pd, 8Am (touching tied),
9Cs, pam, 10Bn, 1lAn/ 13: 1Asp, pasb/ 16: B sharp =
B natural acc/ 17-79: p¿rm, pam, 1Cm, 2Cm, JDs, pd,
4ùn (touching tied), 5Cs, 6Bs, 7Cm, pd, 8Cm (touching
tied) / 28: F sharp acc/ 29: B sharp = B narural
?.c/ 31: 1Csp, pasb/ 32: 1Gsp, 2Gm, 3Fm, 4Gn/
34: F sharp acc/ 37: 1Asp, pam, pam, 2Gn/ 58-39:
J.Gs, 2Fs, 3Em, 4Fm, pd, 5Frn (touching tied), 6Es, 7Ds,
8En/ 42: lEsp, pasb/ 48: C sharp accl 50: LCL
(this pitch corrected to D)

1: E flat sig/ 2: 1Fsi, pasb, SCsi/ 5: 1Gsi, pasb,
2Así/ 13: 1Fsp, pasb/ 51: 1Gsp, pasb/ 55: lGscau,
2Frn, 3Em/ 37 z lDscau, 2Esi/ 4t: B sharp : B natural
acc/ 42:1Bsp, pasb/ 49= 1Gsp, ZFsí, SGn/

1: E flat sig/ 4: 1Bsp, 2Bsi, 3Fn/ 5: 1Gsi, 2Fsa/
6:1Esi,2Fsa/ 7z 1Dsp,2Fsi, 3Gm/ 9:lEsp,2Dm,
3Bm, 4Fm/ 13: 1Dsp, pasb/ 16: 1Gm, 2Fm, SEm, 4Dsp/
77: 1Csi, pasb, 3Bsi/ 19: i-Fsp, 2Esí, 3Dn/ 29:
B sharp = B naturaL acc/ 51: 1Csp, pasb/ 40: F
sharp acc/ 48: 1Asi, 2Gsi., pasb/

Ct

Edi ions : Wolf 1955 : L79

It{arrocco 1975 : 79-82

T
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Man. 11 (f. 4a) Non correr troppo (B) 2v: Bartolino da Padova

Concordances : F-Pn 6777 f. 22; I-FL 87 f. 116

Text R and 1M r¡rderlaid in both voices. Added text follows C.

See III p. 77

: .p. with occasional use of .o. here signalled 1:Rhythn

Reduction b = minim in .o.; b = dotted ninirn in .p

NOTES c 3Gsi, pasb/ 3: lFscau, 2\si/ 202 C sharp acc/
32: .o. not indicated/ 33; .p. not indicated/ 39
1: sig indicates duple proport-ion (.o.) / 4t= t': si
indicates triple proportion (.p.)/ 66: C sharp acc
67: 1: sig indicates duple proportion [.o.)/ 69: 1
sig indicates triple proportion (.p.)/

1: B flat sig/ 3: pasb, TGsaf 32: 1: sig indicates
duple proportion (.o.)/ 33: 1: sig indicates tríple
proportion (.p.) / Sg: 1: sig indicates duple propor-
tion (.o.)/ 41: 1í sig indicates triple proportion
(.p.) / 67: 7: sig indicates duple prcportion (.o.)/
69: 1i sig indicates triple proportion (.p.)/

Editions : Wolf 1955 : 186

Marrocco 1975 : 48-50

:

Çõ

:

T
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Man. 12 (f. 4b) La betle flour (R) 2v?: Anonymous

Concordances : none

T. only survives. The piece remains incornplete since there are no

concordances.

Text :incipit only survives. See III p. 78,

Rhythn : tempus inperfectum cum prolatione perfecta

Reduction b = dotted ninim

NOTES

Note

Editions :

T 4: lAn, 2h, 3Cn/ 11: B f.lat acc/ 15: lGs, 2As
L\ígZ), SGs (a11 void) / 16 : 7Fb , 2t¡¡¡./ L9 : 1Dsi,pd, SBn, 4Asi / Zg: B flat acc/ 33: lGsi , 2Bm,
Pd, sAn, 4Gsi/ 342 1Fb, 2þút/ 55-36: 1Esi, 2Fsp,3b (1ig3) , 4þ,n/ 37-3g: missing _ reconstructed/
3.7_: lDsi, 2Fsi (Lig2), 3Esi (a11 void) / J8: tDb/
15r-i9r1., 2Fn, .pd, 3Ern, 4Dsii S0_S1i lCsp , 2Dsp,5b (1ig3) , 41un/ 5j: section end marking : enã ofverse Líne 3?/ 60: B fI .t acc/ 66: J,õsi, 2Bm,pd, JAm, 4Gsi / 0l: 1Bb , zbrn/ 68_69: 1tsp, 2Fsp,
sEb (1ig3) tun/ 70: lDsi, JFsi (Iíg2), SEsi'(a1t
void) /
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Man. 13 (f 4b) Ma1 vi loyaute (R) 2vz Anonymous

Concordances : none

Margin trinming has removed some line endings. rn the absence of
concordances these have been reconstructed as thought fit.

Text Refrain underlaid in c. on1y. Added text follows T. see rrr p.

79-80.

Rhythn : tempus irnperfectum cum prolatione perfecta.

Reduction : b = dottedrninim

NOTES C

Note

Editions : Ãpel 7972 : no 260

73-74: 1Abi, 2Gsí, 3Fbi, 4Esi (a11 void)/ 77:
section end rnark gíven/ 20l. LGm, 2Fnal , 31sp/ 262
J.Asi, 2Fsi (Iíg2), 3si (atl void)/

T
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Man. L4 (f. 4 b') lrlon bel amy corteus (R) 2v: Anonymous

Concordances : none

Note Margin trimming has rernoyed some line beginnings. These have been

reconstructed as far as possible ín accordance wíth the general

musical style.

Text : Refrain u¡rderlaid in C. only. Added text foltows C. See III p. 81.

Rhythn : tempus irnperfectun cum prolatione perfecta.

Reduction : b = dotted minim

NOTES c 1: nissing - reconstructed : lDbp/ 2-32 1Gbi, 2Ãsi,
scbi, 4Brn, pa, 5Csn (a11 void) / q: 10rn, 2EmaL, SDsi,
4Cn/ 6: 4Ern, SFnal/ 8: 1Gsi, 2Asi (Iig2), 3Bsi,
(al1 void)/ 11: nissing - reconstructed 1Bm, 2Cm,
3Dn, 4Csi, 5Dm/ 12: missing - reconstructed : lEsi,
2Bsi, SDsi (Iíg2 - void) / L3: 1Esp, section end
nark gíven/ 15: lEsm, 2Fsm, SGn, 4Asi, 5Asi (a11
void) / rc: 4Gm, SFnal/ 18: 1Esm, 2Fsm, 3Gm, 4Asi,
5Gsi (Iigz) - all voíd/ 20: missing - reconstructed
: 1Crn, 2Fn, 3Ern, 4Dsi, SCn/

1-2: nissing - reconstructed : lDL/ 3: 1Dbi, 2Bsi
(both void) / 6: lDsi, 2Bsí (Liez), SAsi - all void/
77-12: 1BLi, 2Asi, 3cbi, 4Fsi (a11 void)/ L3: 1Esp,
section end mark given, pam, pam, 2Cn/ 15: 1Csi,
2Asi (Iíg2), SCsi , - aI l voíd/ 16 : lBbi , 2{,si -
both void/ 78-20: lCbi , 2Bsí, sAbi, 5Asi, 6Fsi (1ig2)
TEsi - all void/

Edítíons : ApeL 7972 : no. 267

T
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Man. 15 (f. 4b'-3b) Mon bel amy mon confort (R) 3v: Anonymous

Concordances : none

Text

Note

Refrain underlaid in Cantus only. Added text appears after C

and after T. See III p. 82.

Margin trinming has rernoved several short passages. These have

been reconstructed by conparison with paral1e1 passages in the

surviving work.

Rhythn : tenpus irnperfectum cum prolatíone perfecta

Reduction: b = dottedninim

NOTES C The beginning of the piece is trirnned however it is
like1y that a B flat sig. can be assurned. 1: opening
trinmed - Teconstructed to read - lCsp , 2Esí, 3Em/
2: 1Gsi, 2Esí (Iíg2), Gsi (a11 white)/ 3z 1Gsí,
2Gm, pd, 3Fm, 4Dsi/ 6-7: 1Gsi, 2Ãsi (Iíg2), SGsi,
4Fsí, SDsi (Ll_gz) 6Eflat si (a11 white)/ 9: lDsp
(with section end mark above), pam, pam, 2Dn/ 10:
the beginning of the bar is trinned. It has been
reconstructed to read 1Esp, 2Dsp/ 1l-: J-Csp, 2B

natuial sp/ 12: 1Csi, 2Bn, pd, SCn, 4Asi/ L3:
1Gm, parn, 2Gm, 3Bn, 4Cna1/ 15: 1Fsi, 2Fm, pd, SGm,

E lLat sí/

The beginning of the Tenor is nissing, however it is
likely that a B flat, E flat sig. can be assume<I. The
first three bars are rnissing and have been reconstruc-
ted to read 1CL, 2Csp , 3Dsp/ 9: section end mark
given/

1: B flat and E flat sig. / 9: section end mark
given/ 72: 1Gsp, 2Fsi (1ig2) , 3Dm/

Editions ApeL 7972 : no. 262

T

Ct
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Man. 16 (f. 3b) Merci pour dieu (R) 3v: Antonio da Cividale

Concordances : none

Text Refrain undertaid in Cantus only. Added text appears after C.

See III p. 83-84.

Rhythm : tempus imperfectum cum prolatione perfecta

Reduction : b = dotted ninin

NOTES C 1: B flat sig. 1Csi, 2Cn, pd, 3Em,  FmaI/ 2: short
bar used to maintain balance/ 4: 1Gsi, 2Dm, pd,
SDrn, 4F sharp si/ 5: 1Gm, 2Fm, 3Dsi, 4Em, SCn (a11
white) / e: 1 B natural m, 2Dma1, SCsi, 4Bm/ 11:
bar missing - reconstructed to read - lCsp/ t3:
section end mark gíven/ 15: 1Gm, 2Fm, 5Dsi, 4Csi
(a11 white)/ L6: 1Asi, 2Cn, pd, SCn, 4 B natural
mal/ 18: 1Bm, 2CmaL/ 19: 1Asi, 2Gm, pd, 3Bm,
4Csí/ 202 1Dm, 2Em, SFsi, 4Em, SDn (all white)/
21: beginning of bar missing - reconstructed to read
- 1Dm, 2Fsi, 3Esi, 4Dn/

1: B flat and E flat sig./ 3-4: 1Csi, 2Bsí, (Iigz)
3Asi, 4Gbi, SAsi (afl white)/ 6: 1Gsi, 2Fm, pd,
SEn, 4Dsi/ 70: 1Fsi, 2Gsí, (Iig2) 3Fsi (a11 white)/
72: 1Gsi, 2Fsi, (Iiez) SEsi (a11 white)/ '13:
section end mark gíven/ 16: LFsi, 2Esi (1ig2) SDsi
(a11 white)/ 19: 1Fsí, 2Gsí (Lig2) SEsi (a11
white) / 24: lGsi, 2Bsi (bgz) SDsi (a11 white)/

Ct 1: B flat and E flat sig. - 1cbi, 2Fsi (a11 white)/
5: 1Csi, Gsi (1ig2) 3Fsi (al1 white)/ 10: 1Fsi,
2Esí (ILgz) SDsi (a11 white)/ 13: section end mark
given/ 15-15: lAsi, 2Bm, SCsi, 4Gsi (Ligz whíte),
SBsi, 6Asi (Lig2 white) , 7Csí, BAsi (Iíg2 white),
9Gsi, 10Fm/ 19: LDm, 2CmaI, SGsp/ 20-21: these
bars nissing - reconstructed to read 1Abp, 2Bbp/
23-24: lCsi , 2Bsí (7ig2 white) 3Gsi (white) 4Fsi, SEm/

Editions : Reaney L975 : 3

T
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Man. 77 (f. 3b') Loingtenps j'ay mis mon cuer (R) 3v Antonio da
Cividale

Concordances : I-Fn 26 f.. 38

Text Refrain underlaid in Cantus only. Added text follows C. See III

p. 8s.

: tempus perfectum curn prolatione inperfecta

Reduction: b = dottedminin

NOTES C 7-2: opening passage rnissing - reconstructed frorn
concordance to read - l-Dbi, ZBm, 3Cn, 4Dsi, SCsi/
6: 1cbi, zBsi/ 7: 1Abi, 2A.sí/ 72: 1cbi, 2Dsí/
1.4: lDbi, 2Csi/ 1,6-77: passage nissing - recon-
structed from concordance to read - lCsp (pa), 2Bm,
SBm, 4Am, 5Csi, 6Gsi, pam, 7Gn/ 18: 1Asi, 2Fsi
(Iig2), 3Esí/ 19: 1Dn, 2Asi, SGsi (Iiez), 4Fm/
22: 1Dsi, 2Csi (7ie2), 3Ãsí/ 25; 1cbi, 2{si/
292 1Ebi, 2Dsi/ 30: lAsp (pa), 2Gsi (IiCz) , 3Fm/
32: lFbi, 2Esí/ 33-34: passage rnissing - recon-
structed from concordance to read - 1Dsi, pasb,
2Am, 5Bm, 4Cm, SBsí, 6Asi, 7Gn/

Tr 1: bar missing - reconstructed from concordance to
read 1Gm, 2Bsi, 3Asi, 4Bm, SGrn/ i7-72: iDm, 2Cm,
3Asi, 4Bsi, sbp (1ig5 followed by pa)/ 18: passage
missing - reconstructed from concordance to read
lDbi, ZBsi, 3Asi, pam, 4Esi, sDm/ 35: C sharp acc/

1: B flat sig. taken from concordance - opening
passago rnissing - reconstructed frorn concordance to
read - 1Gsi, 2Fsi, SEsi, FDn, SFsi, 6En, 7Dm, BFn/
4: 1Dsi, 2Bsí, 3Asi, pd/ 23-24: passage missing -
reconstructed from concordance to read - 1Fsi, 2Bsi-,
5Dsi, 4cbi, SGsi/ 32: lDsp (pa), 2Csi (1ig2), 3Bm/

The following comrnents apply to F-Pn 26 f. 38, concordance consulted to

assist in reconstructing nissing passages.

1: 1Dbi, 2Bm, 3Cn/ 2z 1Dsi, 2Csi (Itg2), 3si/
76-17: lCsp (pa), 2BI, 3Bm, 4An, 5si, 6si, pam, 7Gn/
28: this bar illegible or missing in this source/
332 1Dsi, pasb, Sfun, 4Bn/ 34: lCrn, 2Bsi, SAsi
(Iíg2)'; 4Gn/

T

C



T
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1: B flat sig. - 1Gsi,
2Fsi, SEn, 4Dm, 5Frn/
24: 1Cbi, 2Gsi/

2Fsi (Lie2), 3Esí/ 2z 1Dm,

23: 1Fsi, 2Esi |Jfe2), 3Fsi/

1: lGn¡ 2Bsi, SAm, 4Brn, SGn/ 2: differs narkedly
frorn Mancini and presents - 1Asi, 2Gsi (Iíg2), Pâfl,
3Dn/ 3: SGsí/ 4: lAsi (these last two notes
nor ligated)/ 18: 1Bbi,-2tsi/ 19: 1Asi, parn,
2Esi, 3Dn/ 35: no C sharp acc/

Edítions : Reaney 1975 : 4
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Man. 18 (f. 5a) Va pur anore (B) 2vz Francesco Landini

Concordances : I-Fn 26 f.. 9 ; F-Pn 568 f.70; I-F1 87 f. 17I

Text:: R and 1M are underlaid in C. and T.

III p. 86.

Rhythm : .q. throughout

Reduction:b=ninin

Added text follows C. See

NOTES c 1: lFbp (pa-)/ 74: 1As, ZGtrm, SFtrm, 4Btrm/ 202
lDsp (pa), 2Em/ 36: G sharp acc/ 45-46: 1Am, 2Gm,
3Fn, 4Gsi, SDsi (Iíe2), 6Em/ 56-57: 1Cm, 2Bsi, SAsi,
(Iíg2) 4Gsi, SFm/ 62: pasb, lGtrm, 2Ftrm, 3Etrm/
74: lFsp (pa) , 2Gm/ 75: lAsp (pa) , 2Gm/ 77: lEsp
(pa) 2Fn/ 86: lGtrm, 2Fttm, 3Etrm, 4Dn, SDm/

1: B flai sie./ 42-46: lAsi, Zãsi, 5Fbi, 4Dbi, scbi,
6cbi (1ig6) / 49: 1 C longa perfecta/

T

Editions : Ellinwood 1949 : 165-166

Iltolf 1955 : 315

Schrade 1958 : 25
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Man. 19 (f. 5ar) Donna sritto fallito (B) 2vi Francesco Landini

Concordances I-Fl 87 f. 158; I-Fn 26 f. I;

85'-86; GB-Lbn 29987 f. 23.

F-Pn 677I f.. 34; F-Pn 568 f.

Text R and 1M underlaid in C. Added text at end of C. R and 1M under-

laid in C and T of F-Pn 677I witt' no added text. See III p. 87-88.

Note Only the C. of this piece survives in Mancini. The T. has been taken

fron the concordance F-Pn 6777 f. 34.

Rhythm : .q. throughout. No provísion of pd in Man. but consistent in

F-Pn6771 f.34.

Reduction:b=rninim

NOTES

T

Editions : Ellinwood 1949 : no. 45

Wolf 1955 284,

1: B flat síg./ 5: pasb,
lBtrrn, 2Atrm, SGtrrn, 4As/
28: lFsp (pa), 2Em/ 30:
40: lEsp (pa) , 2Fm/ 53:
2En/ 72: lDsp (pa) , 2Em/
lDsp (oa) . 2En/

1Etrm, 2Dtrm, 3Ctrn/ 6:
t2: 1Atrm, 2Gtrm, SFtrn___/

lCtrrn, 2Btrrn, SAtrm /
lFbp (pa) / 7I: lFsp- (Pa) ,

86: F sharp acc/ 922

c

The following conrnents apply to PR 34, concordance consulted to reconstruct

Man. 19

c 1: B flat sig lasts for only first staff Line/ 16: 1'^L/
18: pab/ 19: G sharp acc/ 28: 1Fs.ob=sP, 2Em/ 40:
lEs.ob=sp, ZFm/ '55: LFL/ 69-70: this source presents.
only one pab/ 712 lFs.ob=sp, ZEm/ 72: lDs.ob=sp, 2Em/

86: no F sharp acc/ 93: lDs.ob=sP, ZEm/

9: B flat acc/ 36: C sharp acc/ 77: B natural acc/
84: F sharp acc/ 87: B f.Iat acc/

1Schrade 1958
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Man. 20 (f. 5b) Con lagreme bagnandorne (B) 2v; Johannes Ciconia

Concordances : F-Pn 568 f. 52t -53; F-Pn 4379 f.. 621

Note This work survives with renor only in Mancini. The Cantus has been

taken fron the concordance F-Pn 568.

Text : R. and 1M. r:nderlaid in T.

See III p. 89-91

Added text incorporated after T.

Rhythn : .q. throughout with consistent use of pd

Reduction:b=ninin

NOTES T 72-73: lFbp (pa), pasb/ 74: B flat acc introduced -
becornes sig. in next Iine/ 77: B flat. acc/ 43-46:
1Dsi, 2Csi, 3cbi, 4cbi, sGbi (1ig5) / 77: B sharp =
B natwral acc/

The following notes refer to F-Pn 568 f. 52, , concordance consulted to

reconstruct this work.

72-73: lFbp Cpa), pasb/ 15: F sharp acc/ 17: B flar
accf 18-19: lAbp (pr), pasb/ 20: pab added to atign
voices/ 21,: B fLat acc/ 22-23: 1Drn, 2Cs, SBs, 4As,
SGn/ 29: B flat acc/ 30-31: 1As, 2Bm, SAs, 4Gs
(Iigz) SFn/ 49: C sharp accl 58: F sharp acc/

1: B flat sigl 72-73: lFbp (pa), pasb/ 14: 1Fs,
2Fm, 3Fn/ 15: 1Gs, 2Ãs/ 18-19: lAbp (pa), pasb/
20: no pab/ 32-33: 7GL/

Editions : Clercx 1960 : II 65

c

T
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Man. 21 (f. 5b) Ave vergene CR) 3v? = Anonyrnous

Concordances : none

Note: Contratenor and Tenor only survive for this work. Since there are

no concordances the piece must rernain incomplete..

Text rncipits provided in ct. and r. are all that survive of the text
underlay- Added text provided at end of ct. see rrr p. 92.

Rhythm : tenpus perfectum cun prolatione ímperfecta

Reduction :b=dotted ninirn

NOTES cr , 4Db, sBb, 6AL
58: pasb, pasb,

(1ig5) , 6s/

5-6: 1DL, 2Csi/ 70-17: 1D1, 2^b, 36
(1ig6) / SO: section end rnark given/
lGs/ 39-43: lAb, 2Bb, sfr, 4D6, scbi
44: 7Abí, 2Gs/ 49: pasb, pasb, 7As/

T
d

r

16: 1Abi, 2Gs/
pasb, pasb, TGs/

30: section end mark gíven/ 37:
48-49: lAbi , 2ffii, SFbi (tíC3) /

Editions

j
L
i

i

i

t
I
I
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Man. 22 (f . 5b') La fiannna del to amor (B) 2v; Johannes Ciconia

Concordances : none

Text : R. a¡d 1M. underlaid in both c. and T. Added text provided at end

of T. See III p. 95.

Rhythn : .p. throughout. pd. provided consistently

Reduction : b = dottedminin

NOTES C 2: D sharp acc/ 6=
27: lDs, pasb/ 36:
38: 1Fs, pasb, pasb/
pasb, pasb/

C sharp acc/ 19: C sharp acc/
C sharp acc/ 37: F sharp acc/

43: F sharp acc/ 48: 1Gs,

5: B sharp = B natural accf 10: lDs.ob=sp, 2Ãs, 3Bm/
72: 1As, pasb/ 75: B flat acc/ 27: 1Ds, pasb/
28: B flat ace/ 30: B sharp = B naturaL acef 36:
B sharp = B natural acc/ 58: 1As, pasb, pasb/ 4g:
1Gs, pasb, pasb/

Editions : Clercx 1960 : II 61

T
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Man. 23 (f. 6a) Donna posstio sperare (B) 2v', Niccolo da Perugia

Concordances : none

Text R and 1M underlaid in both C.

end of C. and T. See III P.

and T. Added text incorPorated at

94-96.

¡

t
I

{..

4
I
i

Rhythn : .q. throughout with only ninimal use of pd.

Reduction:b=ninim

NOTES c

T

Editíons : LiGotti 1950 : 150

Marrocco 1972 z 728-729

34-36: pal, pasb, 7Ds/
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Man. 24 (f. 6a') Rosetta che non canbi CB) Zvz Zachara da Teramo

Concordances : F-Pn 4977 f. 20t-21

Note

Text

Mancini contains only c. of this piece. T. taken from F-Pn 4917

f. 20t -2t.

R and 1M underlaid in C. in Mancini. R and both l'f underlaid in

both voices, and added text at end of c. in F-Pn 49]-7 f. 20t-2I.

See III p. 97.

:J

q

Rhythn : tempus perfectun cum prolatione inperfecta

Reduction: b = dottedninim

NorES : c ' 1;,: iL:: iïT/rr)/" lî'1;'loii'3'?'ÍllT1" ,,oiofi]o'
2Cs, pd/ 10: lAsp (pa) , 2Bm, 3Gm, 4þrn/ 76-1'7:
lCsi,- 2Dsa, SAbi Ctigs), 4As , Pd/ 27: 1Dsi, 2Fsa/
23: 1Bsi, 2 E flat sa/ 51: 1Fs, pasb, pasb/ 442

2Fsp (pa), SEm/ 56: 1Fs, 2Gsa/ 59-62: 18 maxina/
6S:-palb, pasb, 1Ds/ 64: presented as lDs, pd,
2Cs but interpreted ignoring pd to read 1Ds, 2Cst, in
orcler to naintain alignnent/ 68-69: lBbi , zDbi (Iigz
white) SEs, 4Fs (pd separates notes 5 G 4, but here
ignored to maintain atignrnent)/ 70-72: lGLi (white)
2Es,3Dbi, 4Fs, 5Es (Líe2)/ 95-96: 1Bbi, zDbí, SCbi
(1ig3 white)

The following conments refer to F-Pn 4977 f.2Ot-27, concordance consulted

to reconstruct this Piece.

fred notation used in place of white) 36-37: pasb, 1Asi,
inri, scbi (1ig5), 4Dsi, pd/ 292 1Ds, 2Es [1ig2) --/
64: iDs, pd, 2Ós but pd ignored in this reaðing/ 65:
1Dbi, ZCm, 3Dm, pd/ 69: pd separates notes 2 & 3

but here ignored/ 120: palp supplied here but consi-
dered pali in order to maintain alignment

'l
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1: B ftat and E flat sig/ 6-11: 1F maxina wít}r. pa/
13-18: lF naxima with pa/ 20-27: lBbi, 2Gsi, pd,
SGsi, 4Gsal 24-27: 1Gbi, zBbi, 3cbi, 4BLi (1ie4 -
al l red) SCs , pd/ 5 6 : 1As , 2Gsa/ 79 -82: 18 rnaxirna/
105-106: 1Fbi, zcbí, 3Abi (Iig3 - all rcd)l 772-LL3:
1Ds, pd, 2Cs, 3Bbi, 4cbi (Iíg2 both red).

Editions : Pirrotta 7974 : 767-t7l

Marrocco 7977 : 712-1L4

Reaney 1977 : 1-11

Planenac 1972 z 48, 109
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Man. 25 tf. 7a) Un fiore gentil (B) 3v?: Zachata da Teramo

Concordances : None

Note Mancini contains only the T. and second half of Ct. for this piece

Since there are no concordances the piece must remain incomplete.

Text : R and 1M underlaid in T. Added text at end of T. See III p. 98.

Rhythn : ternpus inperfectum cum prolatione perfecta

Reduction : b = dotted minim

NOTES T 3: 1Gsm, 2Fsm, SEsrn, 4Fsm, 5Dm, pd, 6Fm, TGmaI/ 4:
B flat acc - operates from here on as síg. / 7: 1Dm,
2 F sharp bi, 3Em/ 9: 1Gm, parn, pam,2Dm,5 C sharp
mal/ 11: lDsi, 2Cn, pd, 3Dm, 4Dmal/ 74: 1Dsi, 2Fsi
(Iigz) SGm, 4Em (a11 red) / 78: 1 C sharp bpl 2t:
J.Em, 2GmaI, 3Fs , 4Em/ 262 F sharp acc/ 28-29: 1Cm,
2DmaI, 3Csp, 4Dsp (Iig2) 5Csp, pdl 40-42: red void
notes indicate duple proportion in diminution/ 40:
1Dm, 2Cm, SDm, 4Ern, SDm, pasb, 6Gm (a11 red void)/
47: 1Fm, 2Em, 5Ds, 4Cs (Iigz) 5Bs (a11 red void)/
42; J-Cm, 2Bs, 3Arn, 4Cs, 5 B natural s (a11 red void)/
43: lCsp, 2Dsí, 3En, pd/ 44: 1Dsi, 2Csí, SBsi (a11
-red) / 58 : 1Asi, 2Esi (Iiez), SFsi (a11 red)

Ct t-34: nissing/ 40-47: lDm, 2Am, 3Brn, 4Cm, SDm, 6Em,
7Dn, 8cbi, 9Gm, 10Cm, pam, 12Dm (a11 red voíd)/
42: 1Am, 2Drn, pam, 3Am, 4Asi, SGsi (Iig2) (a11 red
void) / 45: a chord of A-E - duration - bp. The top
note-E-isrcd./

Editions : Ghisi 1947 z 13

Marrocco 1977 : 743

Plarnenac 1972 : 106'

I

Reaney 1977 : 72-16
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Man. 26 (f. 7at^7b) Deus deorurn (B) 2v: Zachara da Terarno

Concordances : none

Text Added text at end of CR and both M underlaid in both C. and T

See III p. 99-100

Rhythm : tenpus imperfectun cum prolatione perfecta

Reduction : b = dotted ninin

NOTES c

Editions : Ghisi 7947 : 14-15

Ilarrocco 1977

T

1: C sharp acc/ 5-72 1Bsp, 2Asi, SBsi (lig2) 4Así
(notes 2,3 and 4 are red) SBbp with added pa followed
by 6Grn and section end line/ B: 1Dsi, 2Esi (Líg2),
3Dn, 4Cm (a11 red) / 10: lFbp preceded by flat and
sharp sign/ 20: 1 F flat = natural m, 2Ernal , SDsp/
22: G fLat acc/ 23-24: 1Fsp, 2bp, pa/ 25-26: 1Crn,
pd, 2D flat maL, 3Esi, 4Dm, SCsi, 6Bsi, TAsi (líg2
red) - this reading though musically satisfactory
ignores the function of the pd between notes 7 and 2
which should operate to prevent alteration. Another
reading couLd be 1Cm, 2D flat m, pd, SEsi, 4Dn, 5Csp,
6Bsi, TAsi (ligz reð)/ 27: G f\at acc/ 28: F sharp
acc/ 33-34: 1Gsp, pam, pam, 2Bsp (pa) 3An, pd, 4 G

flat m, 5 F mal/ 59: D f.lat acc/ 432 C flalu acc/
47-48: 1Bm, pd, 2Cmal, 3Dsi, 4Cm, SBsi, pd, 6Arn, 7 G

flat rn, 8Fsrn, 9Gsm, 10Esrn, 11Fsm - this reading though
rnusically satisfactory ignores the function of both pd,
the first of which should prevent alteration and the
second should indicate perfect. Another reading could
be 1Bn, pd, 2Cn, 3Dsi, 4Cn, SBsp, pd, 6Am, /
54-55: 1Cm, pd, 2Dma1, SEsp, pd, 4Dm, 5 Cshãiþ-sp, pâr,
pan, 6Dm. This reading, though acceptable ignores the
fr¡tction of the first pd to prevent alteration.
Another acceptable reading would be 1Crn, pd, 2Dm, 3Esp,
pd, 4Dn, 5 Csharp sp, pam, pam, 6Dn/

6-7: 2Ghp wíttr pa/ 74: C flat acc/ 19: B flat acc/
222 C flat provided but no note for it to apply to/
23-24: 2Abp with pa/ 25: G f.Lat acc/ 30: D flat
acc provided with note for it to apply to/ 51: flat
and sharp sign applied to C./ 39: G flalu acc/ 45:
C fLat acc/ 53: G flat acc/

i roe-loz

Reaney 7977 : 16-18
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Man. 27 (f . 7b') Arnor ne tossa (B) 3v?: Zachara da Terarno

Concordances : none

lilancini contains only C. and first part of Ct. Since there ale no

concordances the piece must remain incomplete.

R and 1M r¡nderlaid ín C. with incipit only in Ct. No added text.

See p. 101-102

Rhythm : tempus imperfectum cum prolatione perfecta

Reduction : b = dotted rninirn

Note

Text

NOTES C 5: red voíd notes indícate duple proportion in dininu-
tion 1Em, 2Fm, 3Gm, 4Am, SGm, 6Fm, 7Em, SFrn (a11 red
void) / t6: 1Am, 2Bn, 3Crn, 4Dm, 5Cm, 6Bm, 7Cn, 8An
(a11 red void) / L8-19: 1Bm, 2Cm, SDm, pd, 4Ern, pd,
5Dm, 6Csi, TDsi (Iig2 - red), SBsi (red), 9Cm/ 25:
1-Dm, 2Crn, SBrn, 4Am, 5Am, 6Gm, 7Am, BFrn (a11 red void)/
26: 1Brn, 2M, 3Arn, 4Gm, SGm, 6Frn, 7Fn, 8Ern (a11 red
void) / 28: C sharp accl 29: 1Dsi, 2Esi (lie2)
sFsi (a11 red) / 32: lAsi , 2Csi (Líg2) 3Bsi (a11 red)/
35: D sharp acc/ 37: G sharp acc/ 43l- E sharp acc/
45: 1Cm, 2Dm, 3Fm, 4Em, SDrn, 6Cm, 7Bm, BCm (a11 red
void) / +ç: 1An, ZBm, SCs (a11 red void) , 4Dsp/ 48:
1Fsi, 2Esí (Iigz), SDsi (a11 red) / 49-57: 1Csp, 2Dsi,
SCsi (1íg2), 4Bsi (notes 2, 3 & 4 = red), 5Asp, 6Bsp
(1ig2) , 7Ít, pam, pan/ 58: 1Esi, 2Fsi (Lig2) SDsi (a11
rcd)/ 67: F dnarp acc/ 72: B f.Lat acc/

19: G sharp accl 27-23: lDLp (pa)/ 25: 1Csi, 2Asi
(Iig2), SGsi (a11 red)/ 32: 1Dtn, 2Cm, 3Asi, 4Dsi (ligz)
(a11 red) / 34: Ct. concludes.

ct

Editions : Ghisi 7947 : 15-16

Marrocco 7977 z 739-140

Reaney 1977 : l-8-19
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Man. 28 Cf . 6b-6br) Plorans ploravi (ltl) 2v: Zachara da Teramo

Concordances : none

Note This madrigal survives in an incornplete forn lacking the Cantus

setting of the stanza.

First stanza set in T. Added starrza follows T. Ritornello text

is set in both C. and T. See III p. 103-104.

Text

Rhythn : tempus inperfectum cum prolatione perfecta. in stanza and tempus

imperfectum cum prolatione inperfecta in ritornello.

Reduction : b dotted minin

NOTES 1: B flat sie./ 13: 1Dsi, 2Fsi (lig2), 3Esi (a11 red)
14-15: 1Dsp,2Gsí, SCsi, 4Dsi (notes 2, 3 tr 4 = red)
SBsi, 6Cn/ 19: red void notes indicate duple pïopor-
tion in diminution - 1Gs , z\rn, 3Gs, 4Fs (Iigz), SEn/
25-26: pam, pam, th, 2Gsi,3Dsi, 4Esi (notes 2, 3 t, +
= red), SDsp/ 29: note missing due to trirnning re-
constructed as tCbp/ 55: 1cbi, 2Esi (red) / 39:
lDsi, 2Fsi, 3Esi (a11 red) / 40: B sharp = B natural.
acc/ 44: 1Dsi, 2Bsi (Iíe2), 3Asi [a11 red) - note 3
reconstructed/ 45: lDm, 2Em,SFn, 4Es, 5Ds (Iíg2)
6Cn (a11 red void) / +ø: 1Ds, 2Cs (Iíg2), SDs, 4Cs
(1i92) (a11 red void) / +Z: 1As, pasb, 2Ds, SCs (1ig2)
(a11 red void)/ qe: 1As, pasb, 2Ãs, 3Bs (Iíg2) (afl
red void) / +g: pasb, 1As, 2Bs, SCs (Iíg2) (a11 red
void)/ 50: 1Ds, pâil, 2Cs, SGs, 4Fs (Ií52) (a11 red
void)/ 5L: pam, 1Cn, 2Bs, 3As (Iigz), pâfl, 4Dm (a11
red void) / SZ: 1Crn, 2Fm, SEs (a11 red void) , 4Dsp/
572 1Asp, 2bi (red void)/ 58-59: pasb, 1Ds, 5Cs,
4As (Iie2) 5Gs, pasb (a11 red void) / 60-67: 1Cs, 2Ebí,
sDbi, 4Cs, pasb, SGs (a11 red void) / 62: 1Fbi, 2Ebí
(1ig2) (a11 red void) / ZS: 1st note missing - recon-
structed as lCsp/ 76-77: 1Es, 2Cs (7ig2), SDs, 4Es,
sDbi (1ig3), 6Cs, 7Bs (Ligz) (a11 red void)/ 78:
lAs, 2Ds (1í92), 3Gsr pâm, 4Gn (a11 red void) / 79:
lCs, pam, 2Ds, SEm, 4Cs (a11 red void)/ S0: pam,
LFs, 2Ern, pam, SFm, 4Es (a11 red void) / 87-83: pam,
1Dm, 2Esr pâm, SDrn; 4Gs, SFs (Iíg2), pêfl, 6Em, pam,
7Arn, 8Gs, 9Es (IígZ), 10 F sharp s, pam, 11Grn, 72Cs
(all-red void) / gq: pam, th, 2Es, parn, SDm, 4Cs
[a11 red void) (notes 2, 3 & + reconstructed) / BS:
1Ds,22Gs (tig2), 3As (al1 red)/ 92: lAsp (pa) 2Em
3Am, 4En/ 95: use of trm/

T
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Editions : I'tarrocco 1977 : 74I-I42

Reaney 1977 : 28-29
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Rhythm
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Man. 29 (f. 8a) So1 me trafigerl cor (B) 3v: Zaccaria

Concordances : I-F1 87 f. 1,771; I-MOe aM.5.24 f. 731-74.

R and P1 underlaid in C., T. and Ct. have inapits only. Added

text follows T. See III p. 105.

tempus perfectum cum prolatione perfecta and tempus ínperfectum

cum prolatione perfecta (.i.)

Reduction b = dotted ninim tied to dotted crotchet in .n. and b =

dotted ninim in . i.

NOTES 5: 1Csp, 2Bm, 3Cm, 4Dm, SCm, 6Crn, 7Bm, 8Bm, 9Am (notes
2-9 all red void) .- red void notation indicates duple
proportion in dininution/ 7: bar of 3/8 time pro-
vided to maintain balance/ 8: .i. sig provided/
73: return to .n. not indicated but required/ 15:
1Esp, 2Dm, 3Em, 4Drn, 5Cm, 6Bm, 7Cm, 8Am, 9Bn (notes
2-9 aII red void) / 78: 1Asp, 2Lm, 3Bm, 4Am, 5Gm,
6Frn, 7Gm, 8As (notes 2-8 a71 red void) / 20: 1Esp,
2Dm,5Em,4Dm, 5Cm, 6Brn, 7Cn, BAn, 9Bm (notes 2-9 all
red void) / 23: lGsp , 2Gm, SFm, 4Ern, 5Fm, 6Dn, 7Em,
8Fs (notes 2-8 aII red void) / 24: lGsp , 2Gs, 3h-,
4Gs, SFs, 6En (notes 2-6 all red void) / 25: 1Dsp,
2Drn, SErn, 4Dm, 5Crn, 6Bm, 7Cm, 8Am, 9Bm/ 282 4Bm,
sArn, 6Bm, 7Gm (all red void) / Sl: SEsrn, 6Dsrn (these
notes also red void although the duple proportion
dinrinution does not here apply) /
5-6: lCsp, 2Dsp (Ií92), SEsi, 4Fsi (Lig2 red), 5Gsi,
6Em, 7Ern, 8Dm, 9Fm, 10Erna1/ B : . i . not indicated/
11: 1Gsi, 2Fsi (lí92), SEsi (a11 red)/ 13: return
to .n. not indicated/ 77: lDbp (pa)/ 37-33: 1Fm,
2Gnal, 3Asp, 4Gsp, scbi, 6GLi flig a where notes 5

(notes2,3È4 arered)

c

T



ct

Editions : Wolf 1955 z 532

Wolf 1904 : no. 64

Marrocco 7977 : 728

Reaney 7977 : 124-725

-205-

5: 3An.dra,  Bn.dra/ 6z 2Gsi, JFsi (fig2)
4Gsi (a11 red) / 8: .i. not indicated/
8-10: J.Csi, 2Bsi (Iig2), 3Asi, 4Dsi, 5Esi
(Liez), 6Dsi, 7Gsi, BAsi (7ie2), gDsi (a11
ted)/ 11: G sharp acc/ 13: return to .n.
not indicated/ 15: F sharp acc/ 16: G sharp
acc/ 23; C sharp acc/ 25: F sharp acc/
29: F s}:.atp acc/ 50: 1Asi, 2Bsi (IigZ), 5Asi,
4Esi, SCsi (1ig2), 6Bsi (a11 red /



Note
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Man. 30 (f. 8at-9a) Ciararnella ne doIçe (B) 3y: Zachara da Teramo

Concordances : none

Text R., 1M. and v. r¡nderlaid in all three voices. Added text at end of T.

See III p. 106.

This piece presents one of the few examples of a volta rnusically

different fron the ripresa

Rhythn : tempus imperfectum cum prolatione perfecta

Reduction : b = dottedrninin

NOTES 3: lFbi, 2Esi (red) / A: 1Bsi, 2Asi (IíC2) jGsi (alt
red)/ 27: 1Esi, 2csi (1ig2), 3Dsí (atl ied)/ 28:
section end repeat sign given at the end of this bar/

Ct 3-4: 1Asi, 2Dsí (1ig2), SCsi, 4Dsi, 5Fsi (Iíg2), 6Em,
7En (a11 red)/ 7-82 1Bsi, 2Dsi, JCsi, 4Bsi, 5Csi(ligz), 6Bsi (a11 red) / tZ: 1Fsi, 2Fsi, 3Esi (aLI red)/
73: LFsi, 2Fsi, 3Esi (a11 red) / 22: 1Dbi, 2Csí (red)/
28: section end repeat rnark given at the end of this bar/

C

T 72-73: 1Fsi, 2Csi, SCn, 4Cm, SFbi,
22: 1Dbi, 2AsL (red) / 24: 1Gsi,
rcd)/ 26-27: 1Dsi, 2Cn, pd, Sh,
(IígZ red), 7Bsi, 8Am/

6Cm, 7Cn (all red)/
2Asi, 3Gn, 4Gm (a11
pd, 4Crn, 5Gsi, 6Csi

Editions : Marrocco 7977 : 104-105

Reaney 7977 : 20-2I
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Man. 31 (f . 9ar-10a) Je suy narryres/Gnafffa le guagnele CB) 3v

Zachara da Teramo

Concordances : 'none

R and lM r¡nderraid ín a1l voices. Added text incorporated at the

end of each parr. See III p. 107-109.

Rhythn : teÍrpus irnperfectLrm cun prolatione perfecta

Reduction : b = dotted minin

NOTES C

Text

1: lCn (pa), 2Dsm, SEsi, 4Dsi (Iig2 red)/ 24-ZS: 1An
pam, 2Csí, 3Dsi, 4Esi, SFsi (notes 2-5 red), 6Esn,
7Fsrn, BDsn/

T 7-2: 1Cbi, 2Gsi, SCsi, 4Gsi (Iíg2) 5Cm, 6En (at1 red)/

Ct 5: 2Bsi, 3Fsi (red) / 32: 2Esi, SFsi (red)

Editions Pirrotta & LiGotti 1950 : 151

Marrocco 1977 ; 108-1.09

Reaney 1977 : 27-23
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Man. 32 (f . 10a'-11a) Ad ogne vento (B) sv: zachara da Terarno

Concordances : none

Text R and 1M r¡nderlaid in c. and T. whire ct. has incipit on1y. Added

text appears at end of T. See III p. 110-L11

Rhythn : tempus imperfectum cun prolatione perfecta

Reduction: b = dottedrninin

Note This piece contains only the first portion of the Ct.

NOTES 3: 1Fn, 2Em, SDm, 4Cm, SBm, 6Cm, 7þJr, BBrn (a11 red
void) - red void notation here indicates duple pro-
portion in dininution/ 10: 1Gsi, 2{si (Lig2), 3
B flat si (alt red) / 72-75: lEsi , 2Csí (1ig2) 3Dsi,
4Esi (Iíg2) all red, SFsi (red), 6Gsp (b1ack) (Iíg2),
7Fsi, SEsi (1ig2), 9Dsi, 10Csi (Li-gz) (notes 7-IO =
red) / qg: B natural acc/

8: B flat acc/ 72-73: lAsp , 2Fsí, 3Gsi (Lígz) 4Asi
(notes 2, 3 and 4 = red), 5 B flat si,6Cm/ 14-15:
lBsi, 2Asi (1ig2) SGsi, 4Fsi (Iíe2) SEsi, 6Dsi (Iig2)
aIL red/ 31-32: 1Gsi, 2Fsi (Iíe2), SEsi, 4Dsi (Lig2)
5Esi, 6Dsi (Ií92) aIL red/ 40: 1_Gsi, 2Fsi (Iig2),
SAsi, 4Gsi (Iie2), SFsi, 6Esi (1ig2) aIL red/ 52:
1Csi, 2Bsi (Iiez), 3Asi (a11 red) / SS: l_Dsi , 2Lsi,
SDsi (a11 red)/

Ct 3: 1Asi, 2Gsí (Lig2), SFsi (a11 red) / 7L: F sharp
acc/ 72-75: 1Asp, 2Cm, 3 B flat si, 4Asi (IigZ),
SGsi,,6Csi (1ig2) 7Csí, 8Csi, 9Csi, 10Gsi, 11Esi
(Ií92), 12Fsi (notes 2-L2=red)/ 16: Cr finishes
at end of this bar.

Editions : Marrocco 7977 : 137-738

Reaney 1977 : 23-25

C

T

/;
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Man. 33 (f. 10ar -11a) Spesso fortr¡na (B) 2v: Anonymous

Concordances : none

Text

Rhythn : tempus inperfectum cun prolatione perfecta

Reduction : b = dotted ninim

NOTES C

T

R and 1M underlaid in both voices.

See III p. 172-713.

Added text at end of C. and T.

2Csi, SBsi,
, 48si,
3Fsi (Iig2

1: B flat sig/ 16-18: LAsi,2Gsi [both red), 3Fsi,
pd, 4En, pd, 5Gm, pam, 6Gsi, TFsi (Iíg2 red), 8Esi,
9Drn, pd, 10Fn, pan/ 79-27: lFsi , 2Bsi (Iíg2 red),
3Dsi, 4Cn, pd, 5Em, pam, 6Dsi, TCsi (1ig2 .red) 8Bsi,
9Arn, pd, l-OCsrn, L1Dsm, 12Bsm, 73Csm/

1: B flat sig/ B: E flat sig added/ 77:
(Iig2 red)/ 18-19: 1Asi, 2Gm, pd, SBm, pan
SAsi (Ií92 red), 6Gsi, 7Fm, pd/ 20: 2Gsi,
red)

Editions : Marrocco 1978 z 743-744
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|!qn. 34 (f . 11a'-lLb-11b ' ) Del lorioso titolo (M) 2v: Antonel lus
de Caserta

Concordances : none

Text : si and Ri underlaid in both voices with added text at end of c

(stanza). See III p. 774-716.

Rhythm: principarly in.p. with changes to .o. and .i. but consult notes

for changes. Reasonably consistent use of pd.

Reduction : b = dotted ninirn in .p. and .i.; b = minim in .o.

NOTES C 2-5:1Asi, 2Bs.ob=sp, sAm, pd, 4An (notes 3 & 4 touching
tied),5Gs.ob=sp,6Am, 7Frn, pd, 8Fn (notes 7 & 8 touch-
ing tied),9Gsi, pasb,10Am, pd,l1Am (notes 10 Ê 11
touching tied) , 1,2Csm, 15Bsrn, 14Asm, 15Bsm, 16Grn, 174m,
18Fn, pdl 10: 1Asp, pasb/ 77-72: 1Bsp, 2Cm, iAm,
4Crn, pd, 5Cm (notes 4 ô 5 touching tied) / 13: .o.
indicated/ 78: J-Bscau, 2Csí, 3Dsí/ 2Ol use of trm/
27-22: lEsir pâm, 2Fs.ob=sp, SGs, pd,4Gm (notes S & +
touching tied) / 28-29: 9Em, pd, 10En (touching tied)

/ St: lFscau, pasb, 2Gsi/ 32: B flat acc/
S3-Sq: 7Gm, pd, 8Gm (touchin"g ried) / 59: LGs, pam,
2As, SFs.ob=sp/ +1,: .i. indicatedf- 43: B f.Lat acc/
45: F sharp acc/ 50: .o. indicated/ S0-S1: 4Grn,
pd, 5Gm (touching tied) / 56: use of trn/ 57: .i.
indicated/ 63-64: SGrn]-pd, 6Gm (touching ried) / 66:
.p. indicated/ 70: 1Fn.ob=nÞ, 2Gsm, SAtrrn, 4Gtrn,
SFtrrn, 6Gtrm, 7Atrm, SGtrm/ 71: use of trm/ 73: LAs.
ob=sp, 2Gsi, 3Fn, pd/ 82: use of trm/ 8J-84: 1Fsi,
2Gs.ob=sp, sAm, pd, 4Arn (notes 3 t, 4 touching tied) /
90: use of trm/ 91: use of trn/ 95: lFn.ob=np, 2õsm,
3An.ob=rnp, 4Bsm, 6Ctrm, 7Btrm, BAtrm/ 96: use of trm/
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T 4: 1Bs.ob=sp, 2Asi , 3Dn/ 6: 1Cm, 2Bsí, SAs.ob=sp/
12: 1Asi, 2Csi, 3Bsí/ 13: .o. indicated/ 74: 1As,
2s.ob=sp, 3Cs, 4Bm/ 19: pasb, lDs.ob=sp, 2Es, SDmf
24: use of trm/ 30: 1As, 2Gs.ob=sp, SFs, 4Gm/
39-40: 3Bs, pd, 4Bs (touching tied) / 47: .i.
indicated/ 42: pam, 1Dm, 2Cs.ob=sp, SSn, pd/
46-47: 5Bm, pd, 6Bm (touching tied) / 50: .o.
indicated/ 57-52: 4Em, pd, 5Em (toüching tied) /
53-54: 1As, pasb, 2Ds.ob=sp, 3Em, pd, 4En (notes--
3 & 4 touching tied) / 57: .i. indícated/ 66:
.p. indicated/

Editions : Marrocco 7977 : 60-62
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Man. 35 (f. 11b) De rnia farina (B) 2v: Anonynous

Concordances : none

Text : R and LM underlaid in both voíces

III p. 777.

Rhythn : .p. throughout

Reduction : b = dotted minim

NOTES c

Added text follows T. See

2Fsm, 3Gs, 4Gs/ 5: use of trm : 7Dm.
6-7: use of m.ob=mp, sm figure/ 9:

4: lEm. ob=mp,
ob=mp,8Esm/
use of trn/

T

Editions : Disertori 1954 : xii

Mamocco 1978 : 52
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Man. 36 (f.11b'-10b) A pianser ltochi (B) 2v: Antonellus da Caserta

Concordances I-PSac 5 f.A; I-Pu 1115 f. 2t

Text R and 1lt{ underlaid in both voices. Added text follows T.

III p. 118.

See

Rhythn o generally with short section in .i

Reduction : b = minirn in .o.; b = dotted rninin in 1

NOTES C 11: LBs.ob=sp, zfum, SAs, 4Gs/ 54: lGscau, 2As.ob=sp,
3Gn/ 38: use of trm/ 45: use of trm/ 49: 1Ds.ob=
sp, 2Cm / St: .i. indicated/ 55: return to .o. not
indicated/ S0: 1Gs.ob=sp , ZFm, SGtrrn, 4Ftrm, SEtrm,
6Fm, 7Dn/ 63: use of trm

1: B flat sig/ L0-11: 1Ds, 2As, pd, 3As (touching tied)
4Cs/ 73-14: J-Ascau, 2A,s (touching tied) SCs, pd,  Cs
(touching tied) , SDs , 6Bscau/ S0-S1: 2Cs, pd, 3Cs
(touching tied) / SS: B natural accf 51: .i. indicat-
ed/ 55: return to .o. not indicated/ 67-62: 3Cs, pd,
4Cs (touching tied)

T

Editions : ì4arrocco \977 : 56-57
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Man. 37 (1. 10b'-9b) Piu chiar chrel sol CB) 3v Antonellus da
Caserta

Concordances : I-PAas 75 no. I

Text : R and 1M underlaid in C. and T. while Ct has incipit only. Added

text follows C. See III p. 119-120

Rhythn : .p. throughout with consistent use of pd.

Reduction: b = dottedninin

NOTES c 11: 1Fs, 2Gsa/ 55-54: ZEs, Pd, SEs (touching tied)/
55-58: lGscau, 2Ds; pd, 5Ds (touching tied), 4Fs, 5Es,
pd, 6Es (5 € 6 touching tied),7Cs, 8Ds, Pd, 9Ds (8 & 9

touching tied), 10Bs, pasb/ 59: sig 1: indicates
duple proportion (.o.) / 6t: sig 1: indicates triple
proportion (.p.)

1: B flat sig/ 7-8: ZFs, pð, 3Fs (touching tied)__/
18-19: 2Bs, pd, SBs (touching tied) / 2B-29: 2Ds,
pd, SDs (touching tied) / 49-50:-2Gs, pd, SGs

(touching tied) / 59:-sig 1: indicates duple pro-
portion (.o.) / --61: sig J.: indicates triple proportion
(.p.) / 70-77: 2Bs, pd, SBs (touching tied) __/

1: B flat sig/ 32-33: lower half of staff trinmed -
bracketed notes are possible reconstructions/ 48-51:
partially damaged - reconstructed as fol1ows. 48: pab/
49: 1Gs, 2Fs , 3A.s/ 50: 1Gs, 2A,scau/ 51: 1 B natural
bp/ 59: sig 1: indicates duple proportion (.o.)/
68: lBbp (reconstructed)/ 77: l-Ds (reconstructed)/
722 lAbp (reconstructed)/

Ct

Editions : lvfarrocco 7977 : 67-69

T
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Man. 38 (f . 9lr) Deh, vogliaterne oldire (B) 2v: Antonellus da Caserta

Concordances : none

Text : R and 1M underlaid in both voices.

p. 127.

Added text follows C. See III

Rhythm : .q. throughout with pd consistently used.

Reduction:b=ninirn

NOTES c 4: trrn used/ 5: use of trm/ 9-L0: 3Bn, pd, 4Bn
(touching tied) / 70*7\: 4Am, pd, 5An (touching tied)/
15: use of trm/ 16: use of ttm/ 20: B LLat acc/
27: use of trn/ 25: use of trm/ 26-27: 4Gm, pd, SGn
(touching tied) / 37: use of trm/ 32: use of trm/
332 1-4 sn (reversed tails) / 36: use of sm/ 37-38:
use of trn/ 46-47: use of trn/

T 73: 1Ab (following pab omitted to rnaintain alignnent)
47-42: 3Bm, pd, 4Bm (touching tíed) /

Editions : Marrocco 7977 : 59
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Man. 39 (fgbr) Con clogliosi martire CB) 2v: Antonellus da Caserta

Concordances : none

Text : R and lM r¡nderlaid in both voices.

III p. 122

Added text at end of C. See

Rhythn : .p. throughout with consistent use of pd

Reduction : b = dotted miním

NOTES c 2: use of trm/ 5: use of trn/ 5-6: 1Gs, 2A.s, 3As,
pd, 4fun (notes 3 E 4 touchíng tied) , SBsrn, 6Asm, TGtrrn,
BFtrrn, 9Etrrn, (no distinction between sm and. tnn shape)
10Fm, tlGn/ 10-11: 6An, pd, 7An (touching tied)/
15-16: 6Fn, pd, 7Fn (touching tied) / 27: 6Arn.ob=rnp,
7Bsm, pd/

T 2: lCscau, 2Fs/

Editions : Marrocco 7977 : 58
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Man. 40 (f Bb) 0r tolta pur (B) 2v: Antonellus da Caserta

Concordances : none

Text R and 1lt{ underlaid in both voices. Added text at end of c

See III p. 723

Rhythm : .o. alternates with .p. with consistent use of pd

Reduction : b = ninin in .o. and dotted minim in .p

NOTES C 1: B flat sig : lFscau, 2Fs (touching tied) , 3Em, 4Fm/5: .p. not indicated/ Z: .o. not indicateð./ 15: 1Dm

.p. not inaicated/

t

T

Editions : I{arrocco 1977 : 65-66

1: B flat sig/ 5: .p. not indicated,/ 7: .o. notindicated/ Z0: this bar rnissing due to trimming -reconstructed/ 27: .p. not indicated : lAs, 2Fa, pd,
9Fr (touching tied), 4Gs , pd/ ZI-32: 2Cs, pd, 3Cs
(rouching tied)__/ 44: 1Es, 2Fs (rhis rait-nóte nissing
due to trinming-r reconstructed) / sz: .p. not indícatea/

:
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It{an. 4L [f . 8b') ]fadonno io me raflento (B) 2v: Antonellus da Caserta

Concordances : none

Text R and 1M underlaid in both voices. Added text at end of C.

See III p. 724.

Rhythm o throughout with consistent use of pd

Reduction:b=minin

NOTES C 8: LAs.ob=sp, 2Bn, 3Cs, 4Bs/ 10: use of trm/ 1,2:
lCs.ob=sp, 2Bm, 3Ctrrn, 4Dtrm, SCtrrn, 6Bm, 7t:rr,/ 16:
use of trm/ 20: lCs.ob=sp, 2Bm, SBs, 4A,s/ 22: 1Fs,
pasb, 2As.ob=sp, 3Gm/ 24; 1Es, pasb, 2Cs.ob=sp, 3Bn/
26: use of trn/ 29: D sharp acc/ 32: lDs.ob=sp,
2Cm, SCs, 4Bs/ 37: use of trm/ 42-43: i11egible in
source - reconstructed to read 1Es, pasb, 2Fs, 3Gs pd
4As, 5Bm, 6Arn, 7Gs , BAn, 9Grn, pd/

T 27: lDscau.ob, 2Es/ 22: use of trm/ 25: B flal- acc/

Editions : Marrocco 7g77 : 63-64

I
I
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Man. 42 (f . 72a) Vous soyes tres bien yenus (R) 4v: Antonio da
Cividale

Concordances : none

Refrain underlaid in c. only with incípit in Tr. No text reference

in Ct. or T. Added text follows Ct. See III p. tzi.

Note This piece features an ostinato pes in both T. and Ct.

Rhythm : tempus imperfectum cum prolatione perfecta

Reduction : b dotted rninin

NOTES 1: 1Gsi, 2A.si (Iig2), SFm, 4En (a11 red) / S: 1Csi,
2Ãsi (1ig2), 3Gsi (a11 red) / 73: 1Cm, 2Dm, 3Esi,
4Fsí (a11 red) / 19-21: 1Gsi, 2}si, JDsi, 4Csi, SAsi(Iíg2), 6Gsi, 7Esí, 8Gsi, gFsi (aIL red)/ 22: no
section en<l rnark gLven/ 25: C sharp acc/ 26: Dsi,
Bsi (Iig2), Gsi (a11 red) / SZ: lAsi , 2Gsi (Iig2),
3Esi (a11 red) / SS: F sharp accl 40: lAsi, 2Gsí
(Iig2) SFsi (a11 red) / qS: C sharp accl

l,Asi, 2Esí (Iig2), 3Gsi (a11 red) / SS: C sharp acc/
47: 1Gsi, 2Asi, SCsi (aII red)/

Tr

L: B flat sig/ full Ct consists of lCbp, 2DL, pab which
is re peated throughout the piece.

1: B flat sig/ fu11 T consists of 1: 1Csp, 2Asp (LígZ),
3cbp/. Although no pausa is given it ha! been assumed
that 2 bars rest are required before the pes is repeated.

C

Ct

T

Editions Reaney 1975 : 5-6
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Man. 43 (f. 72a) Atandre CV) 3v?: Anonymous

Concordances : none

Text Incipit rrAtandrerr alone survives. See III p . 726

Note only the second part of the contratenor of this piece survives

Rhythm : tenpus irnperfectum cun prolatione perfecta

Reduction : b = dotted minim

NOTES ct lDsi, 2Bsi (Iíe2) ,
ending indícated (

3Csi (a11 red) / 19: second tirne
'chyust') I 2I: F sharp acc/

Editions :
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Man. 44 (f,12at-72b-72bt) Par maintes fois (V) (3v): Johannes Vaillant

Concordances F-Sn 222 f.. 65'; D-l,fbs Clm 14274 f . 27t-28; A-Wst 2777 f . 19;

F-Cu so+ (olin 7047) f. 60

Note The fírst section only of this piece survives. Part of the second

section can just be discerned on f. 12bt but this has largely been

erased and is almost entirely ílIegible. Concordance F-CI{ 564 (7047)

has been used to reconstruct the píece.

Text The fírst section text is underlaid only in the C. while Ct. and T.

have incipíts only in Mancini. See III p. 727-728

Rhythn : tempus inperfectum cum prolatione perfecta

Reduction: b = dottedminim

NOTES c 10: F sharp acc/ 79-20: 1Crn, z{rn, SCm, 48, SCrn, pd, 6Dm,
7Dm, 8Dm/ 32-33: 1Gsi, 2Fm, 3A dra, 4 A, dra, 5 A dra,
6 A dra, 7tp/ 45-46: sm note shape indicates duple pro-
portion in diminution/ 49-51: use of sm note shape
indicates duple proportion in diminution/

Ct 1: B flat sig/ 722 1F dra, 2E dra, 3D dra, 4E dta/
77-78: 2D dra, 3C dra, 4D dra, 5E ha/ 28: 18 dra,
2B dra, 58 dra, 4B dra/ 4t-44: use of sm note shape
to índicate duple proportion in dininution/ 56: use
of sm note shape to indicate duple proportion in
dininution/

1: B flat sig/ 24-30: LEsp, 2Ds p, 3Cbp, 4Fbp, SGbp,
7Abp, SGbp (Iig8) / 57-54: 3Asp, 4Gsp, SFbp + pâ,
6cbp (1ig4)

The following cornrnents refer to F-CH 564 (7047) f. 60, concordance consulted

to reconstruct Man. 44.

T



Ct

Editions : Apel 1970 : 222-225

Apel 1950 : 774

aaa

10: 1Am, 2Bm, 3Am, 4Gm, SAmall 11: lFm, 2Gsi, parn,
3Ãn,  Bm/ 20: 3Dsi, 4Dnl 25: pam, pam, 1Bm, 2Gsp/
32-33: lGsi , 2Fm, SAnp (pa) , 4tunp (pa) , 5A,np (pa),
6tunp (pa) , TDsp/ 36: 1Dm, 2Cn, 3Bm, 4Cm, 5Am, 6Gn/
42-43: pasb, LDsi, 2Bm, SDsi, 4Bn, SDsi, 6Bm/ 45-
46: use of dragma to indicate duple proportion in dinin-
ution/ 59: use of dra - duple proportion in dininution/
60: lAmp (pa), ztunp (pa), SDspl 63-64: use of dra -
duple proportion in dininution/ 69-70: usê of dra -
duple proportion in diminutionf 77-79: use of dotted
ninima/ 84: use of dra - duple proportion in diminutj-on/
87-88: use of dra - duple proportion in dirnutíon/ 932
índication for second tirne bar/

3-5: 1Dsp, 2Csp, 3Dsp, 4b (Iig5), 5Dm, 6Gsi, 7Dn/ 12:
use of mp (pa) / 17-20: 2Dnp (pa), SEnp (Ira), 4Dmp (pa),
5Enp (pa), 6Fsp/ 23: 1Dsp, 2Fsp (lig2)/ 28: 1Bsi,
2Bm, SBsi, 4Bn/ 47-44: use of dra to indicate duple
proportion in dininution/ 72-76: use of dra to indicate
duple proportion in diminution/ 86-87: use of dra to
indicate duple proportion in dininution/ 93: second
tine ending indicated/

3-5: LGsp, 21.sp, 3Bsp, 4Ab [1ig3), pâf,, pam, SGn/ 22:
1Dsp, 2Csp (1ig2) / 24-30: 2 x Iíga/ 40: 1Csp, 2Bsp
(Itg2)/ 47-45: 2 x longa/ 95: second tine ending
indicated/

c

T
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Man. 45 (f. 13a) Mercede o donna (B) 2v: Giovanni da Foligno

Concordances : none

Text R and 1Il unde¡laid in both voices. Added text follows T.

III p . 729.

See

Rhythm throughout with consistent use of pd.

1:B flat sig/ 3: E fLat acc/ 5: E sharp = E natural
zcc/ 6: use of trm/ 7: use of sm note shape, with
reversed taiLs/ 11: E flat acc/ 18: 1Em.ob=np, 2Dsm,
3Ctrm, 4Btrn, SAtrrn, 6Bs, 7As/ 33: lDscau.ob, 2Em,
5Dn/ 47: lFscau.ob /

T 1: B flat sigl

Editions : Ii{arrocco 7977 : 90

o

Reduction:b=ninirn

NOTES c
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Man. 46 (f . 1,3at -74a) I cani sono fuora (M) 2y: Johannes Ciconia

Concordances : none

Text 51 and Ri underlaid in both voices. Added text follows C

See III p. 130.

Rhythn : .o. in stanza and .p. in ritornello. consistent use of pd.

Reduction b = rninim in .o.; b = dotted minirn in .p

NOTES 7: 1Bs.ob=sp, 2Cn, 3As.ob=sp, 4Bm/ 8-9: 1Cs.ob=sp,
2A.s, 3Bs, 7Gm, pd, 8Gm (touching tied), 9As, 10Fs,
11Gs, 12En/ 15: B flat acc/ 39: .p. not indicated/
39: LCs.ob=sp, 2Bn, 3Cm, 4A:iít/ 40-4L: use of, trn/
44-45: 1Cs. ob=sp , 2Bs, SAs (with pd placed above the
note) 4Gs, SFs,6Em, pd/ 58: B flat acc and use of
trm/ 62: use of trm/ 65: use of trn/

T J.: B flat sig/
not indicated/

23: lDs.ob=sp, 2Dm, 3Es, 4Ds/ 39: .p

Editions : C1ercx 1960 : II 46

C
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Man. 47 (f. 15a'-14a) Chi vole arnar (B) 2v: Johannes Ciconia (?)

Concordances : none

Text : R and lM underlaid in both voices. Added text follows c.

See III p. 1Jl

Rhythm : .p. throughout with consistent use of pd

Reduction b = dotted miniln

NOTES c 23: sig 1: indicates duple proportion (.o.)/ 25.
sig 1i indicates rriple p"oþoriion (return-to .p.)
C sharp acc/

232 si-g 1: indicates duple proportion (.o.)/ 2Sz
sig 1i indicates triple-p"oportion (return-to .p.)/

T

Editions : Clercx 1960 : II 56
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Man. 48 (f. 14at-15a) Cazando un giorno (M) 2v: Johannes Ciconia

Concordances : none

Text 51 and Ri underlaid in both yoices. Added text follows C.

See III p. 732

Rhythn : stanza in .o. and ritornello in .p. with consistent use of pd.

Reduction : b minim ín .o. and b = dotted ninirn in .p

NOTES 6: 1Fs.ob=sp, 2Gm, 7Am, 8Bm, gAn, 10Gn/ 7: 1-Fscau.ob,
2Gs, pd/ 33-34: lAscau, 2Gs, 5As, pd, 4As (touching
tied) 5Gs, 7Fn/ 542.p. not indicated/ 55:1Cm.ob,
2Bsm, 3Btrm, 4Ctrm, SAtrm, 6Atrm, TBtrrn, 8Gtrm (sn and
trm - identical form) / 56: use of trm/ 61: use of
trn/

1: B flat sig/ 7z lFscau.ob, 2Es/ 2T: C sharp acc/
37-32: lDscau, 2Cs, SDs, pd, 4Ds (touching tied), SCscau,
6Bs/ 35: C sirarp acc/ 54:- .p. not índícated/
71,-72: lFsi , 2Fn (touching tied), 3Bsi, 4Bm (touching
tied), pd, SAsi, 6tun (touching tied), 7Dsi, 8Dm (touch-
ing tied) /

Editions : Clercx 1960 : II 49

Ghisi 7947 : suppl. 3

C

T
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Man. 49 (f.14ar-15a) Gli atti col danzar (B) 3yì Johannes Ciconia (?)

Concordances : none

Text R and 1M underlaid in C. while T and Ct. have incipits only.

Added text follows C. See III p. lgs

Rhythm o throughout with consistent use of pd

Reduction:b=minim

NOTES 1: E flat sig/ 4: E sharp = natural acc/ 7: E f.Iat
acc/ 9: B sharp = B naturaT accl 18: B sharp = 3
naturaL acc/ 20: B sharp = B natural acef 23: E
flat acc/ 31: B sharp = B natural acc/ 36: second
tirne ending indication/ 37: E fLat acc/

Ct 1: B flat and E flat sig/ 5: B sharp = B natural acc/
7: B flat acc/ 9: F sharp acc/ 11: B sharp = g

natural acc/ 16: F sharp acc/ 26: F sharp acc/
36: second time ending indication given : I'chiusot'

C

T

Editions : Clercx 1960 : II 69

Ghisi 1947 : suppl. 5

28: A, flat acc/ 36:. second time ending indication
rrchiusotr/
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Man. 50 (f. 15at-15b-f5bt) una pantera (tD 3vi Johannes ciconia

Concordances : none

Text Added

Rhythm p. throughout the

Reduction : b=dotted minin in .i. and .p b= rninim in . o

NOTES C

51 and Ri r:nderlaid in C and T with incipit only in Ct.

text follows C (stanza). See III p . IS4-IS1

.i. alternates rvith .o. and .p. in stanza

ritornello with consistent use of pd.

CT

3: C sharp acc/ 7: C sharp acc : ferrnata sign over
1onga, followed by pasb and pð/ 9: .o. not indicated/
10: use of trm - same note shape as sm/ 14-15: use
of trm/ 77: F sharp accl 19: .i. sig given/ 24:
F sharp accl 35: C sharp acc/ 36; .p, sig given/
39-40: use of trm/ 42: use of trm/ 4O: F sñarp acc/
48: use of trm/ 49: .i. sig given/ Ot: .p. not
indicated : F sharp acc/ 62-65: 1G sharp L with
fermata above, pasb, pd/ 65-66: 1FL witñ fernata above,
pasb, pd/ 7: use of trm/ 722 l-Bs.ob=sp , 2Cm, SBm,4Cn/ 75: C sharp acc/ 80: use of trn/ B6: use oftrm/ 94: use of trm/

3: G _sharp acc/ 5-6 : 1As . ob=sp , 2Gsí, 3Bsi, pd, 4Bm
(touching tied), 5Gsi, 6Gm (touãhing tied) Zgsl/
following 6: 1Asp, pasb - thís bar omitted to maintain
alignnent (?)/ 7-8 1FL with fermata sign above, pasb,pd/ 9: F sharp acc with no note in the ienainder óf



T

-229-

7-8: 1AL with fermata above, pasb,
.o. not indicated/ 73: B sharp =
.i. indicated/ 27: C sharp acc/
37= .p. indicated/ 44: B sharp =
B sharp = B natural accf' 49: .i.
flat acc/ 61: .p. not indicatecl/
ferrnata above, pasb, pd/ 65-66:
above, pasb, pd/ 85: B flat aec/

pdl 9: B flat acc
B natural acc/ 19:
26: B flat acc/

B natural acc/ 48:
indicated/ 57: B

62-63: 1BL with
LDL with fermata

87: C sl'arp acc/

Editions : Clercx 1960 : II 52

Ghisi 1947 : supp1. 6
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51 (f. 15b) Le ray au soteyl (Canon) 3v: Johannes Ciconia (?)

Concordances : none

Note For a working translation of the explanatory Latin rubric see rrl
p. 736. For a description of the solution of the canon see

Appendix I

Text : Entire text underlaid in given part. see rrr p. 736-737

Rhythm : tenpus irnperfectum cum prolatione perfecta (given part)

Reduction b = dotted rninirn (given part) .

NOTES 2: 1Fm, 2A,sí, SFsi (Iíg2 - void) 4Dsi, pdl
5: lDsp (pa), 2Cm, 3FmaL/ 6: lGsi (void)r pâm,
2Fsi, 3Dm, pd/ 7: B flat acc/ 1g: B flat acc/

Editions : Ghisi 1947 : Supp1. p. 9

Bukofzer 1948 : 169

Clercx 1960 : II 91

Hoppin 1961 : 419

ÃpeI 1972 : 157-158



-237-

Man. 52 (f. 14b) Chi nel servir antico (.8) 3v z Johannes Ciconia

Concordances : none

Text R and 1M underlaid in C. with incipits in Ct. and T. Added

text follows C. See III p. 138

Rhythn : tenpus imperfectum cum prolatione perfecta

Reduction : b = dotted rninim

NOTES C 1-2: LGbí, 2Dsi, scbi, 4Bsi (a11 red) / Z: lAsi, 2Gsi,
3Fsi (a1l red)/ 72: 1Dm, 2Em, S F sharp si, 4Esi
(lí92) aLL red/ 74: 1Fm, 2Gn, SAsi, 4Gli Gigz) atl
red/ 2I: 1 C sharp m, 2Dsm, JEm, 4Fsm, SDrn, 6csn,
7Dm, SBsn/ 24: 1Fsi, 2Bsi, JDsi (aLI reð)/ j1: th,
pd, 2Gn, 3Frna1 , 41si/ 34: J_Asi, 2Gsi, SFsi (a11 red)/
37: C sharp acc/ 47: second tirne ending indicated/

Ct L5-16: 4Dsi, 5Asi (Iig2) 6Dsi (at1 red) / Ig-20: 1Bm,
2Cm, SDsi, 4Csi (Iig2) SDsi, 6Csi (IiC2), TBsi (aII rcd)/
41: second tirne ending indicated (chiuso)/

T 5: 1Gsi, 2Asi (Lig2), 3Fsi (a11 red)/
(1ig2), 3Esi [a11 red) / 25: lAsi , 2FsI
(a11 red) / 2S: lAsi , 2Fsi (Iig2), JEsi
38: lDsi, 2Csí (1í92), JBsi (aLL red)/
tine ending indicated (chiuso) /

9: 1Esi, 2Fslr
(Iígz), 3Esi
(aLL rcd) /
47: second

Editions : C1ercx 1960 : II 71

Ghisi 7947 z suppl. 10
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Man. 53 Cf.14br-f5b) Per que1la strada tM) 2v: Johannes Ciconia

Concordances : none

Text 51 and Ri r¡nderlaid in both voices. Added text follows C.

See III p. 139-140.

Rhythrn Stanza uses .o., .p. and .i

with consistent use of pd.

ritornello uses .p. and .o., all

Reduction : b = dotted ninim in .i. and .p b = minim in .o

NOTES 8: use of trm/ 76-77: lAs, 2Bscau, JAs, pd, 4As [tou-
ching tied), 5Gs, 6As, pasb, pd/ 232 .i. indicated/
252 .p. indicated/ 33: use of trm/' 40: .i. indic-
ated/ 44: .o. indicated/ 49: .p. indicated/
52-55: use of trm/ 64: .o. indicated/ 70: .p.
indicated/ lq: G sharp acc/ 76-77: use of trn/
B0: C sharp acc/ 86: F sharp acc/ 88: C sharp acc/
91: .o. indicated/

4: B fLat acc/ 6: C sharp acc/ 18-19: rns presents
1Bs, 2Ls, 3Gb, 4Fb (lig4) but interpreted as 1Bs, 2A.s
(Ií92), 3Gs, 4Fs (Lígz) in order to naintain alignnent/
27: .i. indicated/ 24: .p. indicated/ 3I: B flar
acc/ 40: .i. indicated/ 44: .o. indicated/ 49:
.p. indicated/ e+: .o. indicated/ lO: .p. indicated/
91:.o. indicated/

Editions : Clercx 1960 : II 43

C

T



-233-

Man. 54 (f. 13bt) Poi che morir (B) 2v¿ Johannes Ciconia (?)

Concordances : none

Text R and 1M underlaíd in both voices. Added text follows C

See III p. 747

: .o. alternates with .i. with consistent use of pd.Rhythn

Reduction : b = rninin ín .o.; b = dotted ninin ín .i

NOTES C 7: 1Cs.ob=sp, 2Dm, SEtrrn, 4Ftrm, SEtrm, 6h, 7Cm, pd/
1.3: F sharp acc/ L5: .i. not indicated/ 16: F flat
= F naturaL accf 26: .o. not indicated/ 29-30: 1Cb,
(pa), pasb, pd/ 33: C sharp acc/ 34: .i. not indic-
ated/ 35: 1Esm, pasm, 2Fm, 5h, 4Dsrn, pasm, 5Fm, 6Ern,
pð/ 36: .o. not indicated/ 47: F sharp acc/ 48
lGscau.ob, 2Fs, pd/ 32-33: lCbp (pa), pasb, pd/ 55:
.i. not irrdicated/ S0: B flat acc/ 57:. .o. not ind-
icated/ 65: B sharp : B natural acc/ 65: B flat acc/
66: .i. not indicated/ 67: B fLat acc/

T 15: . i. not
indicated/
indicated/
52-53: lCbp
57: .o. not
66: .i. not

indicated/ 78: C sharp acc/ 26: .o. not
29-30: lCbp (pa), pasb, pd/ 34: .i. not
55: C sharp acc/ 36: .o. not indicated/

(pa), pasb, pd/ 55: .i. not indicated/
indicated : F sharp acc/ 59: F sharp acc/
indicated/ 0S: F sharp acc/

Editions : Clercx 1960 : II 58



,l
i;

t
f

-234-

Man. 55 (f. 16a) Piangono 1'ochi (B) 2v: Anonyrnous

Concordances : none

Text R and 1M underlaid in both voices. Added text fotlows C. See

III p. 742.

Rhythm : .p. throughout with consistent use of pd.

Reduction : b = dotted ninin

NOTES C 2: use of trm/ 10: lDs, 2Dn (touching tied) SAs, 4Bm,
pd/ 15-16: use of trm/ 22: use of sm note shape -
ídentical rvith trm note shape/ 29: 1Es, 2Em (touch-
ing tied) / 33: use of sn figure/ 34-35: use of
trm/ SSI-Zgm.ob=mp, SCsm/ 36: lAm.ob=mp, 2Bsm,
3Ctrm, 4Btrrn, SAtrn, 6Bm.ob=np, TCsm/

T 20: B fLat acc/

Editions : ìdarrocco 1978 : 720-721
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Man. 56 (f. 76at^77a) Ahirne per tutto (B) 2v z AnonYmous

Concordances : none

Text R and lM underlaid in both voices. Added text fo110ws c. and T.

See III p. 743

: tempus inperfectum cum prolatione perfectaRhythm

Reduction : b = dotted ninin

NOTES c 1: B flat and E flat sig/ 8: 1Fm, 2Gsi, 3Fm, 4Gm,

time ending indicated/

B flat and E flat sig/ B: 1Fm, 2Em, pam, SBs, 4Cs

2Dsi, SEsi (a11 red) / 20: pasb not present in ms -
added here to restore balancef 31'-32: pasb, 1Asi,
2Bsi, 3Asi (Iíg2) aII ted/ 322 one bar of 9/8
provided to maintain balance/ 35: 1Bsi, 2Gm, pd,
iemainder of bar trimned - reconstructed to read

5Em, 6Ds (al1 red void)/
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48: one bar of 9/8 to restore balance : 1Cm, 2Gm
3Fm, 4Em (a1I red void), 5Dm, pam, pam, - remain-
der of bar trirnrned - reconstructed to read 6Gsp/
53: second tirne ending indicated/

Editions : Marrocco 1978 : 14-15
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Man. 57 (f. I6at^17a) Ay 1as quant je pans (R) 3v: Anonymous

Concordances : none

Text and T.Refrain underlaid in C., incipits provided for Ct.

Added text follows C. See III p. 744-1.45

Rhythm : tempus irnperfectum cum prolatione perfecta

Reduction : b = dotted minirn

NOTES C

Ct

T

Editions Ãpel 7972 : no. 238

1: sig comprises D flat and C sharp, G flat and
F sharp (?)/ 3: lAsi (red) , 2Fsi, 3Gm, pd, 4Em/
6: 1Arn, pd, 2Bm, 3Cna1, 4Dsi (red) / 12: 1Fsi,
2Bsi (Lígz), SGsi [a11 red) / 17: lCm, pd, 2Em,
SCsi, 4Dn, pd, SBrn/ 18: section end mark given/
20: lCsi (red) , 2Esí, 3Drn, ACn/ 22-23: 1Em, pd,
2Fm, 3Gsi, 4An, SÇsi, 6An, 7Gm, BFm, 9Gm, 10En/
26: 1Fbi, 2Gsi (both red)/ 282 1Dsi, 2Bsi (Iig2)
SDsi (all rcd) /

1: sig comprises G flat and F sharp/ 3: 1Esi,
2Dsi (Iig2), SCsi (a11 red)/ 0: 1Fbi, 2Bsi
(both red) / 77: G sharp acc/ 18: section end
mark not provided/ 24: 1Bm, 2Am, SGsi, 4Fsi (a11
rcd)/ 34:1Dsi, 2Fsi (Iigz),SDsi (a11 red)/
35: C sharp acc/

L: sig cornprises G flat and F sharp/ 18: section
end mark given
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Man. 58 (f. 17ar-18a) Non credo donna (B) 2v: Anonymous

Concordances : none

Text R and 1M underlaid in both voices. Added text at end of C.

See III p. 1.46

Rhythn : tempus perfectum cun prolatione irnperfecta

Reduction : b = dotted ninim

NOTES C

T

Editions : Marrocco 1978 : 97-98

9: 4Cn - this note reconstructed/ 17: C sharp acc/
19: lCsp (pa) , 2Bm, 3Brn, 4{:rl/ 292 lCsp (pa), 2Dn,
3Csrn, 4Bn, SAsm (note 2 - níssing - here reconstructed)/
42: second time ending indicated/

1: B flat sig/ 39: 1Dsp, 2Csp (Iíg2 - both notes with
pa) / 42: second time ending indicated/

{
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Man. 59 (f. 17at-J.8a) Tal sotto ltacqua (B) 2v: Nicolo da Perugia

Concordances : I-F1 87 f. 86'

Text R and 1M r:nderlaid in both voices. Added text at end of T. See

III p. 747-1.48

Rhythn : .p. throughout with consistent use of pd.

Reduction : b = dotted rninin

NOTES c 34 z lFs . ob=sp, 2Gm, 3Frn,
44: use of trn/

4En/

T 16: 1Gs.ob=sp, 2Fsi, 3Gm/ 24: B flat aec/

Editions Wotf 1955 : 728

Manocco 1972 : 194-195

1: B flat sig/
40: B flat acc/
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Man- 60 (f. 18a'-19a) Fugir non posso (B) 2v: Anonymous

Concordances I-BU 2276 no. 72 (p. 87); F-pn 4579 f.. 6s

Text R and 1M underlaid in both voices. Added text follows c. see

III p . 1.49

Rhythn : tenpus perfectun cum prolatione imperfecta

Reduction: b = dottedninin

NOTES transcribedC

T

3z lEsp (pa) , 2Dm, 3Crn, 4Dn/ 27: 1DL
here as 1Db/

1q-18: 1Am, pan, 2Esí, iAm, 4Gsi, SFm, 6Em, pam, 7Dm,
BCsi, 9Bn, 10Amr pâm, llBsi/ 27 z IDsp (pa) , 2Csi(Ií92), 3Bm/ 35: lGsp (pa), 2Fsí (Iíg2)-, 3Em/

Editions : lrfarrocco 1978 : 76-77
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Man. 61 (f. 18a'-19a) I senti rnatutino (B) 2vz Andrea Stefani

Concordances : none

Text : R and 1M underlaid in both voices. Added text follows C

See III p. 150-151

Rhythn : tempus inperfectum cum prolatione irnperfecta

Reduction:b=rninin

NOTES c 1: B flat sigl 6
SDsi (1ig2) , 4Esm,

F sharp acc/
SDsrn, 6Cm, 7Dn/

th, 2Ési-,
F sharp acc/

))_)7
35:

T 1: B flat sig/ 11 : E f.Lat acc/

Editions ; Marrocco 1977

Pirrotta 1964

52

I no 43
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Man. 62 (f -79at -20at20at -2!a) Irnperiale sedendo (M) 3v

Concordances : F-Pn 6771 f 73 4 f.. 221-23; F-Pn 568 f. 47t-48;

29t-30; I-F1 87 f. 109'-110

Text : 51 and Ri r.¡nderlaid in C. and T

Bartolino
da Padova

I-ltlOe 5.24 f .

Ct. has incipit. Added text

152-153

Rhythn

follows C. (stanza). See III p.

Stanza in .o., .p. , and .i. Ritornello in .p. and .q

consistent use of pd.

all with

Reduction b = minim in .o. and .q b = dotted ninin in .p. and .i

NOTES C 3: C sharp acc/ 5: use of. trn/ 13: use of trn/
28: pab added to maintain alignnent/ 44: .p. indic-
ated/ 45: use of trm/ 54: F sharp acc/ 63-65:
use of trn/ 72: use of sm note shape having identical
form to trrn/ 78-79: use of trm/ 81: .o. indicated/
84: .p. indicated/ ee: .i. indicated/ g0: .p.
índicated/ 778-119: use of ttm/ 123-725: use of
trm/ 728: .q. indicated/ 730: use of trm/ 136:
use of trn/

1: lAb interpreted as 1AL in order to mai¡ri.airr aligrr-
ment/ 4z lAs.op=sp, 2Bs, 3Gs, 4Bm/ 18: 1Es, 2Cscau,
3As, pd, 4As (touching tied) SFscau, 6Es/ 27: 1Ds,
2Fs.ob=sp, 3Gs, 4Bm/ 28: lCs.ob=sp, 2Bs, 3As, 4Bm/
40: 1Gs.ob-sp , 2A.s, 5Bs, 4Am, pd, SAm (touching tied)
6As, 7Gs, 8Gs, 9Fn/ 44: .p. not indicated/ 48l.
use of trm/ 63-65: pam, lBs, 2A.s, SBm, pd, 4Bm
(touching tied) 5Cs, 7Bs, 8Am, pd, 9Am (touching tied)
10Gs, 11Fs, 12Gn/ 81: .o. indicated/ Sq: .p.
indicated/ A0: .i. not indicated/ 90: .p. not
indicated/ 714: C sharp acc/ 116-717: 4Gn, pd,
5Gn (touching tied)/ 728: .q. not indicated/



T

Editions : WoIf 1955 : 160

-243-

.p.indicated/ 87:,o. indicated/ 842
indicated/ 87:.i. indicated/ 90:
indicated/ 777: 1Gs, 2Gm (touching tied)

728: .q. indicated/ 728-734: lAb, zDb,
4Ab, sDb, 6Fb, 7Gb (Lig7)/

44
p
p

3Fb,

Marrocco 1975 : 25-27
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I'fan. 63 (f . 21,a) A tanti orníni (B) 2v: Anonymous

Concordances : none

Text R and 1M underlaid in C. and T

p. 154.

Added text follows T. See III

Rhythm : tempus imperfectum cum prolatione inperfecta

Reduction:b=minim

NOTES C 33-3427-2:
1An,

lDbp (pa) , pam, 2Dm/
2Bs, 3 C sharp s, 4Ds,

8: F sharp acc/
5Cm/

T 2z 1Drn, 2Gs, 3Fn/

Editions : Marrocco 1978 : 13
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Man. 64 (f. 27at) 0 cuor del corpo mio (B) 2v?: Anonymous

Concordances : none

Text R and 1M r¡nderlaid in C. No added text. See III p. 1S5

This piece survives with C. only and since there are no concordances

the work rnust renain incomplete.

Rhythn : .o. generally with some .i. showing consistent use of pd

Reduction b = ninim in .o.; b = dotted ninim in .i

NOTES c 3z 1Es.ob=sp, 2Ftn, 3Gtrm, 4Atnn, SGtrm, 6Fm, 7En/
29: .i. not indicated/ 30: .o. not indicated/
47: lDscau, 2Ds (touching tied) I 57: .i. not
indicated/

Editions : Marrocco 1978 : 765
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Man. 65 (f. 27at) Mille nerçe (_B) 2v?z ,A,nonymous

Concordances : none

Text : R and lM underlaid in T. Added text follows T. See III p. 156

Note 0n1y T. for this píece survives and since there are no concordances,

the piece must remain incomplete

Rhythn : teilpus inperfectum cum prolatione imperfecta

Reduction:b=ninirn

NOTES T 1: B flat sigl

Editions : lt{arrocco 1978 : 162
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66 (f. 27b) Je suy madame (R) 2v: Anonymous

Concordances : none

Text Refrain underlaid in C. only while T. has incipit. Added text

follows C. See III p. 757.

Rhythn : tempus irnperfectun cum prolatione perfecta

Reduction : b = dotted ninim

NOTES C 1Gsi, 2Esí (Lig2 - red void), pasm, SDsm, 4Csm, SDsrn/
2:, 7Bsí, 2Dsi (ll-gz), 3Esi (a11 red void) / 12: section
end marking givenl 76-17: lBbi , 2Csi, 3Dsí (1ig2)
(notes 1, 2 & 3 all red void), 4Esp, pd, pam/

6: 1Bbi, 2Asi (red void) / 9: 1Csi, 2Gsi (Liez), SAsi
(all red void) / 70: there appears to be one bar mis-
síng in this first section - bar 10 has been created
as 1Dsp, 2Esp to redress the lack/ 72: section end
marking given/ 18-l-9: 2Gsi, SFsi (Iíg2) 4Csi (a11 red
void)

T

Editions : Ãpel 1972 : no. 254
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Man. 67 (f . 27b) ltferci merci noble creature (V) 3v?¿ Anonymous

Concordances : none

Text : incipit only survives. See III p. 158

Note : On1y the Ct. survives for this píece and since there are no

concordances the work must rernain incornplete.

Rhythn : ternpus imperfectum cum prolatione perfecta

Reduction: b = dottedrninim

NOTES cr 1: B flLat si,g/ 25: due to margin trinning this bar
is incornplete. It has been reconstructed to read
1Bsp, 2Csp/ 37: section end mark given/ 51: B

sharp = B naturaL acc/ 53: second tine ending given
- rrchyusrt

Editions
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Man. 68 (f. 21bt-20b) O pensieri vani (.1) 2v: Anonymous

Concordances : none

Text Stand Ri underlaid in C. and T. Added text follows T.

See III p. 159

: Stanza in .o., Ritornello in .n. with consistent use of pd.Rhythn

Reduction : b = rninim in .o. and b = dotted rninirn tiéd to dotted crotchet

]-n .n

NOTES 4: use of trm/ 5: 1Fs.ob=sp, 2Gm, 3Atrrn, 4Btrm, SAtrm,
6Gm, 7Fn/ B: use of trm/ 12: use of trm/ 15: use
of trm/ 18: use of trm/ 19-20: 1Fs , 2Fm (touching
tied), SEs, 4Gs, SFm, pd, 6Fn (touching tied), 7As, BGs
98 flat s, 104m, pd/ 23-24: 1Cs, pasb, 2Cs, 3As, pd,
4As (touching tied) , SFscau, 6Ds/ 27: B flat acc/
30: use of trn/ 3I: C sharp acc/ 32: use of trm/
36: .n. not indicated/ 37: F sharp acc/ 38: sm
note shape identicat with trm note shape/ 43: F

sharp accf

9: B fLat acc/ 15: 1Fs.ob=sp, 2Em, SFrn, 4As, SBm
(2 and.3 nissing - he::e '-¡econstructetl) i .f7: usc of
ttm/ 24:SFm,6Gn,7Ar1,8 B sharp = B natural m
(note 5 - nissing. reconstructed) / 3t: B sharp =
B natural acc/ 36: .n. not indicated: bar missing -
reconstructed as TCbp/ 38: 1Gsi, 2Gn (touching tied)/
40: B sharp = B natural acc/ 42: E flat acc/

Editions : lr{arrocco 7972 : 70-71.

C

T
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Man. 69 (f. 21bt-20b) Deh tristo mi topinello (B) 2v: Anonymous

Concordances : none

Text R and 1If set in both voices. Added text follows C.

See III p. 160-161

Rhythm : tempus imperfectum cum prolatione perfecta

Reduction: b = dottedrninin

NOTES 2: C sharp acc/ 7z 1Fsi, 2Arn, pd, 3As, 4Grn (note 3

nissing - reconstructed) / 9: C sharp acc/ 10: 1Dsi,
2Dsi (red void both), pam, pan/ 74: C sharp acc/
15: 1Dsi, 2Dsi (both red void) , pan, pam/

1: B flat acc/ 2: 1Asi, 2Gsi (Lig2), SFsi (a11 red
void)/ 4-5: 1Gsi, 2Dsi, 3Esi (7i92), 4Asi, SGsi (I:-gz)
6Fsi (al1 red void)/ 9-10: 1Dsi, 2Fsi, 3Ern, 4Em, SDsi,
6Dsi (a11 red void) , pam, pamf 72 1Fsi, 2Fsí, 3Esi
(a11 red void) / t3: B flat acc/ 15: 1Ðsi, 2Dsi (both
red void) , pan, pam/

Editions : Disertori 1954 : xi-xii

I'farrocco 1978 : 51

c

T
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Ilan. 70 (f. 20b'-19b) Spinato inrorno (B) 2v: Anonymous

Concordances : none

Text R and lltl undertaid in both voices. Added text follows C.

See III p. 1.62-163

Rhythrr : ternpus inperfectum cum prolatione perfecta

Reduction : b dotted minim

NOTES C

T

1: 1Em, pd, 2Fm, 3Esi, 4Dsm, SEsm, 6Cn/ 2; 1Bsi,
2Asi (Iíg2 - red void) / 6: sig f, indicates duple
proportion/ 7: sig G indicates return to tem.
imp: pro per/ 10-11: 3Csi, 4Asi (Lig2), SBsi (alI
red void) / 26: lAsi , 2Csi (Iíg2), SBsi (a11 red
void) / 30: 1Asi, 2Bsi- (Iig2), SCsi (a11 red
void) / SZ: lGsi , 2{si [1ig2), SEsi (a11 red
void) / SS: 1Asi, 2Gsi (7íg2 - red void) SBm, 4An/

4: 1Dsi, 2Asi (Iigz), SBsi (a11 red void) / 6-7:
lAbp (pa), ZGsí, pam/ 20: LEsi, 2Csí (tig2), SDsi
(a11 red void) / 25-26: lAsi , 2Gm, pd, SDrn, pd,
4Em, SDsi, 6Fsi, TAsi (notes 5, 6 and 7 aII red void),
8Gm/ 37: 4Esi (red void)/ 44: B flat acc/
45: iine enci missing - reconstructed as lAL/ 54:
B flat acc : 2CLp (pa) /

Editions : Marrocco 1978 : 745-746
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Man. 77 (f.19b') S'irti sot stato (B) 2vz Francesco Landini

Concordances I-Fl 87 f. 742'; F-Pn 6777 f. 4Bt-49;

I-Fn 26 f. 8; F-Pn 568 f. 89'-90.

I-Pu 1475 and 684 f. S1r

Text R and 1lt{ underlaid in both voices.

III p. 764

Added text follows T. See

Rhythn : tenpus inperfectum cum prolatione imperfecta

Reduction:b=ninirn

NOTES c 5-6: 1Gsi, 2Asp (pa), SGsi, 4Fm/
use of trn/ 29-30: use of trn/
51: use of. ttm/ 63: lEsp (pa),
(pa) / 80: use of trrn

9: use of trm/ 26
4I: F sharp acc/

ZFn/ 72-74: lGLp

T

Editions : Ellinwood 1949 : 167-762

Wolf L955 : 246

Schrade 1958 : 22

47 : 1Csí , 2Dsp (pa) 3Csí , 4Bm/ T2-7 4: J.BLp (pa) /
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Ilan. 72 (f. 18b) Con tucta gentileçça (B) 3v: Andrea Stefani

Concordances : none

Text R and 1M underlaid in C, with incipits in T and Ct.

Added text follows C., Ct and T. See III p. 165-166

Rhythm : tempus imperfectum cum prolatione perfecta

Reduction : b = dotted minim

NOTES c

1, Ct

2: F sharp acc/ 3: C sharp accf 10: F sharp
accf 16: C sharp acc/ 19: C sharp acc/
23: F sharp acc/ 25: F sharp acc/ 26: C sharp

6: lGbi, 2Asi (red void)/ 15: LAbi, 2Dsí (red
void) / 78: lGsi , 2Fsi (Iig2), SEsi (a11 red
void) / 20: note missing - reconstructed as lAbp/
26: -lAsi, 2Fsi (Iigz - red void) /

6: 1Gbi, 2Fsi (red void)/ l-0: 1Asi, 2Bsi (Iig2),
3Asi (a11 red void) / 74-75: 1Dbi, 2Gsi, 5Dbi,
4Dsi (a11 red void) / 77: 1Dsi, 2{si (Iíg2) ,
3Gsi (a11 red void) i 19: 1Ðsi , 2Gsi (1ig2),
3Esi (alt red void) / 27-22: lDbp (pa) __/
26: 1Dsi, 2þ'si (iig2), 3Esi (a1l red void)/

T

Editions : Pirrotta !964 v no. 42

Marrocco 1977 : 51
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It{an. 73 (f . 18b I -17b) lrlorte mta sciolt (If) 2v: Andrea Stefani

Concordances : none

Text 51 and Ri underlaicì in both voices. Added text follows C.

See III p. 767.

: tempus inperfectutn cum prolatione perfecta with some tempus

perfectum curn prolatione irnperfecta

Rhythm

Reduction : b = dotted ninim

NOTES C

T

7: C sha'rp accf 27: C sharp acc/ 24: F sharp acc/
34: F sharp acc/ 47: F sharp acc/ 47: F sharp
accf 51: F sharp acc/ 58: sig o índicates tem. peï:
pro. í^p/ 67: F sharp accf 69: lFsp (pa) , 2Em, Sh,
4Cn/ 75: C sharp accf 84: F sharp acc/ 88: F
sharp acc/ 94: no mensuration change índicated/
95: F sharp acc/ 97: sig o indicates tem. per: pro.
itp. : C sharp accl 99: LDsi, 2Csí (Iíg2) SDsi/
100: sig C indicates tem. imp : pro. peî/ 103: G

sharp acc/ 1l-1: sig o indicates tem. per: pïo. inp :

F sharp acc/ I21: F sharp acc/ I22: sig C indicates
tem. imp : pro. per/ 724: sig o indicates tem. per :
pro inp : C sharp acc/ 725-L26: use of trm/

4-6: lDLp (pa) / 73: F sharp acc/ 58: sig o indicates
tem. per : pro. í^p/ 94: sig e indicates ten. inp :

pro. per/ 97: sig o indicates tem. per : pro inp/
100: sig G indicates tern. imp : pro. per/ 111: sig o
indicates tern. per. : pïo. i-p/ !22: sig e indicates
ten. inrp : pro. per/ 724: sig o indicates tem. per :

pro. i^p/

Editions : Pirrotta 1964 : v no. 41

l'{arrocco 1977 : 53-55
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Itlan. 74 (f . 17br-16b) Sravesse força (B) 2vz Bonaiuto Corsini

Concordances : none

Text : R and lM underlaíd in both voices. Added text follows T.

See III p. 16B-169

Rhythn : tempus perfectun cum prolatione inperfecta

Reduction ! b = dottedninin

NOTES 25: C sharp acc/ 48; second time ending indicated -
trChiusott,/

T 48: second time endíng indicated - rrChiusot'y'

Editions : Pinotta 7964 : v no. 35

Marrocco 1977 : 80-81
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ì4an. 75 (f . 77bt-f6b) La vaga Luce (B) 2y: Paolo da Firenze

Concordances : F-Pn 568 f. 71.1 -72

Text R and both l'{ r¡¡rderlaid in C; R and 1M r¡nderlaid in T

Added text follows C. See III p. 770

Rhythn : tenpus perfectun curn prolatione imperfecta

Reduction: b = dottedrninim

NOTES 1: B flat sig/ 3: use of trn - distinct note shape
fron sn/ 6: lGsp (pa), 2Fnp (pa), SEsm, 4Dsm, SEsn/
7: 1Crn, 2Dsí, Smp (pa), 4Csrn, SBsm, 6Csn/ 14: use
of trm/ 19: LFm, 2Drn, pam, 3Fm, 4Em, 5Fm, 6Grn, 7Em
(notes 4-7 trealed here as sm to maintain alignrnent) /
32: second time ending indicated "Chiuso??/

10: pam, pasm, lGsrn, 2Gm, SGm, 4Gm, 5Gn (4th note
nissing - reconstructed) / 22: pasb missing but
reconstructed/ 32: second tirne ending indicated
rrChiusorl

Editions : lt{arrocco 1975 : 136-137
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Man. 76 (f. 16b!) Tra sperança e fortuna (B) 2v: Anonymous

Concordances : F-Pn 568 f. 1i0r-131

Text R and Lli4 underlaid in both voices

See III p. 771-

Added text follows C.

Rhythn : .p. throughout with consistent use of pd

Reduction : b = dotted minin

NOTES C 7z 2Dm.ob=mp, 3Bsm/ 10: F sharp acc/ 11: 1Gm.ob=mp,
2Fsrn, 3Gsm, 4Fsm, SEsm, 6Fsm, 7Dm, BErn (note 3 missing
reconstructed) / 22: 1As, pâil, 2Dm, 3Em, 4Fm (note 1
nissing - reconstructed) / 26: C sharp acc/ 2g:
1Es.ob=sp, 2Csí, 3Dm/ 48: second tine ending nissing
- reconstructed/

22: B flat acc/
trChiuso'r

48: second tine ending índicatedT

The following notes refer to F-pn 569 f.
in order to reconstruct nissing passages

concordance consulted

76

130 ' - 131,

fron ltlan.

2: F sharp acc/ 4: LAs.ob=sp, 2Gsi, 3Fm/ 7: 1Es,
pasb, 3Dm, 4Em/ l-0: no F sharp acc/ 11: lGm.ob=rnp,
2Fsm, 3Gsm, 4Fsm, 5Esm, 6Fsm, 7Dm, 8En/ 222 1As,
pâm, 2Dm, 3Em, 4Fn/ 40: 1Am, pam, 2Arn.ob=np, 3Bsm,
4Cm, 5Dm/ 48: second tine ending reads : Lfun, 2Bs,
3Am, 4 C sharp m/ 49: 7DL/

T L9: 1Gs, 2Gs, 3Gs/ 22: no B fLat acc/

Editions : lr{arrocco 1978 : 150-152

C

,i:

i
i

I

't

1

r"

þ

i,
,t-

ï
,t

f

ì{
I
.l
I

{



-258-

APPENDIX I

Excerpt fron "Ttvo Examples of Mannerist Notation in the Late Fourteenth

Century'r by C.J. IVilliams, appearing in lr{iscellanea Musicologica XI (1980)

1 11- 128 .

The second work studied here is 'rle ray au solêyl", which features an

apparent notational sinplicity concealing actual musical complexity. This

work has been the cause of some minor controversy since it was first con-

sidered in the late 1930s, for not only is the piece itself difficult to

transcribe, abounding with syncopation and other esoterica, but the Latin

prescription, provided to explain how to perform the canon, is partially

obliterated and decidedly anbiguous. It reads:

dum tria percurris quatuoï valet

tertius unum subque diapason

sed facit alba noras.

(llhile the three running notes have the value of four, the third (part) has

the value of one which is an octave below. But rnake the white notes rests).

Ghisi (19462773) was the first scholar to attempt a version of this work.

Although his result is both harshly dissonant (which he attempts to explain

away by finding it an example of an exciting new contrapuntal approach) and

inconsistent, both within itself and with his explanation, it served to

provoke a reaction from Manfred Bukofzer (1,947:165). Bukofzerrs transcrip-

tion is for two parts, as hras Ghisits, although three parts are obviously

called for in the rubric. However, Bukofzerts version is clearly based on I

musical common sense, and is derived from a musical analysis of the given

part. He explains that "it is unmistakable that in spite of the rhythm of

major prolation the melodrtr"tt, into groups of four eighth notes which form

harmonic units" (Bukofzer'tnOr;168). It is unfortunate that the next step

he takes - which is to produce the other part by augmenting each note by four -
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ignores the sinpler conclusion suggested by the fact that his four-note

harnonic units, pair comfortably with the given partrs three-note harmonic

units.

Clercx (1960:'II 91), Hoppin (1961:417) and Apel (7972:157) have each

produced a version of this work, and they are conveniently gathered together

in Apelrs French Secular Compositions of the Fourteenth Century. Each of

the versions begins with the establishment of the Primus. Clercx doubles

each note value to produce the Secundus and quadruples to produce the

Tertius. Hoppin, though he adnits he had not seen the original when he

arrived at his version, in fact cones the nearest to a successful version, and

is obviously guided by Bukof.zer' s I'four note harmonic units" observation.

The main problem with Hoppinrs transcription is that the given part, Primus,

is not offered in a complete statement. Apelrs transcription depends on

tripling note values to produce the Secundus and quadrupling to produce the

Tertius.

It would appear that each of these three versions is possible (except

perhaps for the Clercx version, which ignores the indication "sed facit alba

morasrt) depending on how one chooses to read the canon. But in each case

only one voice has a complete statement of the melody. Considering the

performance possibilities of this piece this would seern unlikely. Surely

it is more probable that each part would continue repeating its melody until

all the parts cane to the end simultaneously. The version which is offered

here is based on this conclusion-

The obvious first step is to transcribe the given part. The mensur-

ation indicated largely by grouping, is tempus imperfectun prolatione najor,

or in modern terms 6/8. The conplete version, (excluding the final longa),

is 24 mensurae. Obvious y the three running notes that are referred to in

the prescription, are the groups of three minima which provide the half bar

in this rnensuration. In the Secundus, therefore, the half bar is to be
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fil1ed with four running notes (minima). The Secundus can then be derived

using the same note values in a different mensuration, such that the ratio
between the Prirnus and secundus is s:4. l{hen this part is conpleted, it

will be seen to fill 18 mensurae, which neatly fits the ratio when compared

with the full version of the primus of 24 mensuïae (rg:24 as 3:4). The

Tertius is derived in much the same way, but by using a different ratio.
To rephrase the initiat rubric : "while there are three running notes (in

the first part) the third (part) has the value of onerr. The note values

given in the Prirnus are therefore increased by three to produce the third
part. The prescription also requires that the third part be taken dor.m an

octave ("subque diapason'r) and that where white notes appear in the first
part, rests are used in the third ("sed facit alba morasrr). A fu1l version

of the Tertius covers 72 mensurae. We then have the relationship of. 24

bars for the Prirnus, 18 for the Secundus and 72 for the Tertius, so that

for every full statenent of the Tenor part (Tertius), there will be four

statements of the Secundus and three statements of the original voice.
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ABSTRACT

The Mancini Codex is a late fourteenth and early fifteenth

century Italian manuscript conprising the combination of the fragments

I-Las 184 and I-PEco 3065. Evidence suggests that the manuscript was

compiled between ca 1395 and 1405, initially in Padua and later in Lucca.

It is a major source for the trecento, containing seventy-six Italian and

French two and three-part songs, including fifty baI1ate, eleven madrigals,

ten rondeaux, three virelais, one ballacle and one canon.

The nanuscript is a particularly important source for the works

of Johannes Ciccnia, Anthonello da Caserta and Antonio Zachara da Teramo,

l'rut also contains sundry works by Bartolino da Padova, Antonio da Civitate,

Francesco Landini, Andrea Stefani, Nicolò da Perugia, lr'lagister Zacharias,

Bonaiutus Chorsini, Giovanni da Foligno, Johannes Vaillant and Gilles

Binchois, as well as a considerable nurnber of anonymous works.

The thesis is presented in three volumes with Volume I containing

manuscript description and discussion, sumnary analyses of the named worìrs

and a detailed manuscript commentary which is designed as a reference tool

for volunes II and III which contain respectively the transcriptions and

texts. Volume III also presents systematic textual analyses and a general

disc.ussion of the text forms.
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1.6. Description of nanuscript contents

L.7 . Discussion of manuscript contents

1.8. Division of folios into three groups according to physical
appearance

1.9. Comnon origin of Lucchese and Perugian folios

1.10. Rejection of Pistoia fragment as part of Mancini Codex

1.11. The contribution of the three scribes responsible for the
nanuscript

I.12. Additions of composerst nanes by scribes B and C rejected
on grounds of insufficient evidence

1.13. Pirrottars proposal that scribe B added Binchoist Dueil
angoisseu* Ìrtltn. z) rejected on grounds of dating 

-
improbabi lity

Discussion of the original nunbering system

Proposed working nodel of the Mancini Codex

Original size of the manuscript htas greater than one
hundred folios, or more than twice the surviving size

Discussion of working model

Possible rearrangenents of the folios of Section A

suggests the possibifity of Man. I2-lS being the I'Rondels

franceschi" of Bartolino da Padova

Discussion of composer orientation of the fascicles

Northern Italian origin of scribe A

C.J. Williams

2-3

4-39

40

I

I

2

2

1.14.

r.15.

1.16.

r.t7 .

I .18.

t.t9.

t.20.

40-4t

4l-42

42-43

43

43

43

44-45

46-49

50

50-53

53-56

s7

46

4 E+

T

I

t-1-
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| .22.

7 .23.

r.24.

2

I.25. Proposal made that Sections A and B were produced between
1395 and 1400 and that scribe Ars contribution to section
C was made after l40l

1.26. The contribution of scribes B and C was made between 1402
and 1405

I.27 . The prirnary redaction of the ¡nanuscript was made in Padua
while the additions of scribes B and C were effected in
Lucca

1.28. Justification of the proposal depends on the dating and
provenance of Bartolinors La douce ciere (Man. l) and
Le aurate chione (Man. 9), lñrtiìorffiãã Caserta's Del
glorÍoso titolo (Man. 34) , Ci coniar s Una panthera (M-an . 50)
and Per que lla strada (Man.53) and particu-larly the 1401

Paduan-wõik õFBartoIi no da Padovafs Inperiale (Man. 62) 59-61

Tuscan origin of scribes B and C

LiGotti's identification of scribe B as Andrea Stefani
eval uated

Scribe C also contributed to F-Pn 568 and US-CLwr partic-
ularly with the works of Paolo da Firenze

Signatures and dates of the Renaissance notary clerks reveal
the nane Carelli as common to both the Lucchese and Perugian
fol ios

The relationship between scribe C and Paolo da Firenze
discussed in connection with Paolots possible residence
near Lucca

Lucca as the conmon place of origin of fascicles 6 and 8

of F-Pn 568 and the final stages of the Mancini Codex
noted

scribe crs contribution to the Mancini codex predates that
nade to F-Pn 568 which suggests that the Mancini codex was

conpleted before 1410 and possible ca. 1405

The Lucchese origin of the Renaissance notaly clerks
finally supports the Lucchese provenance of the final
stages of the Mancini Codex

Concordance checklist

Discussion of concordances proposes transmission relation-
ships with both F-Pn 6771 and F-Pn 568

The possibility of concrete relationships between Mancini
and l-FZc 117 and Prudenzanits Sollazzo is suggested,
though this requires further study

2. The Conposers and their works

2.1. Bartolino da Padova

57

s7

57

58

59

59

59

1.29.

I .30.

1.31.

t.32.

62

62

62

62

63-66

67

r .33.

1.34.

r.35.

2,I.I. Mancini, one of the three inportant sources for this

68
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composer, contributes one unicun and contratenor Parts
for Rechordete (Man. 4) and lrnperiale (Man. 62), which
otherw se ex st as two-part works

2.1.2. Discussion of link -between Mancini and Sollazzo through
the comnon reference to works of Bartolino

2.1.3. Extra-musical references in La douce ciete, Le aurate

69-72

72

73

73-75

75-77

77 -79

80

80

80

80-8r

8l-82

83-84

chione an
with the

d Imperiale
Paduan court

support ar o no sassociation
of the Carrarese between 1380 and

2,t .4 .

2.r .5 .

2.r .6.

2.t .7 .

2.1.8.

2.r.10.

2.t.tr.

l40l

Use of linking phrases in nadrígals suggests influence of
Jacopo da Bologna

Traditional approach to melismatic setting of first and
penultimate syllables of nadrigal lines

Melisnatic/syllabic text setting styles in the ballate

Very little difference between setting styles of the seven
syllable and eleven syllable lines

The use of netre and netre change reflects little concern
for the concept of netric contrast betvreen stanza and
ritornello of the madrigal

The lack of ouvert and clos cadences in the ballate
suggests a piìilerence fõF-the ltalian style

Some French influence discerible in the role of the
Contratenor which shares its range with the Tenor

Binchois' sensitivity to the text is seen in the careful
observation of natural sense pauses within the text lines

The forrn of the ballade is syrunetrically balanced around
the A section's EIõT-ãdence, which is repeated at the
end of the B secffiñ

Patterned melodic repetitions in the B section produce
a musical rhyme which contradicts the verse rhyme

some evidence of cross relationships and parallel fifths
as Binchois characteristics

79

2.1.9. No evidence of French influence found in nethod of text
underlay

2.1.I2. The Bartolíno works found in the Mancini Codex reflect
a preference for the nore adventurous style

2.2 Gílles Binchois

2.2.1. Dueil angoisseux was probably copied into the Mancini
Codex between 1422 and 1436

aaa

2.2 .3.

2.2.4 .

2.2.5.

83

84

84-85

85

85
7.2.6. Some use of triadic writing reflects a leaning towards

euphony

2.2.7. The inclusion of this piece into the Mancini Codex brings
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2.3. Antonio da Cividale

2.3.I. Mancini is the central source for the study of the secular
works of this composer

2.3.2. Atandre though surviving only as a fragment hlas originally
a vlre a1

into focus the strong contrasts between the styles of late
fourteenth century Italy and the early Burgundian school

The French characteristic of the texting of only one
voice in a polyphonic structure is evident

The Contratenor shares its range h'ith the Tenor and the
Triplum shares its range with the Cantus

Loingtemps displays consistent use of melodic cadences

86

86

87

87

87

85

87

89

88

88

90

90-9r

92

2.3.3.

2.3.4.

2.3.10.

2.3.rr.

2.3.5. The two sections of the rondeau)( are of approxinately
equal duration

2.3.6. Vous soyez tres bien venus is unique within the collection,
since it is the only four-part work and the only fully
isorhythmic piece featuring ostinato repetitions in the
Contratenor and Tenor

2.3.7. Merci pour dieu shows an unusually high proportion of
parãiTõi-i3tfF and octaves

2.3.8. Merçi pour dieu displays interrupted melodic activity
ás the reluft of the stringing together of cadence
structures

2.3.9. Merçi pour dieu and Loingtemps forn a styllstic unity
in their tonal organisation

Merci pour dieu shows sone use of the parallel triad

2.3 .12 .

parallel fifths, octaves and triads

While Cividalefs style belongs essentially to the late
fourteenth century, he incorporated certain experinental
elenents which point towards the increasingly euphonious
style of the fifteenth century

2.4. Francesco Landini

2.4 ,t. Mancini is not an inportant for this composer, since it
contains only three of his works in versions found
elsewhere

2.4.2. All three works have laude contrafacta and one is referred
to in Sollazzo

2.4.3. All three works are two-voiced ballate with text in
both parts, sharing the same mensuration - uaternaria

93

93

93

94

2,4 .4 .

2.4.5.

Stylistic features would suggest that
early products of Landini which makes
in the late source, Mancini, a puzzle

Influence of the madrigal seen in the
of first and penultinate syllables of

these works are
their inclusion

nelisnatic extension
text lines 94 -95
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C2 2.4.6. Seven syllable lines generally have shorter settings than
eleven syllable lines 95

2.4.7. Stirtir so'stato shows strong concern for abstract
nusical patterning which over-rides concern for text setting 9ó

2.4.8. These three works as representatives of the classical
style provide a point of reference fron which to view
the more recent conpositions included in the Mancini Codex 96

2.5. Johannes Ciconia

2.5.1. Mancini is a major source for the study of Ciconiars
secular works, since it contains nore than half of them 97

2.5 .2. Ciconia stands within two traditions - that of his
predoninantly French heritage and that of the Italians.
His style reflects the confluence of these traditions 97

2.5.3. Texting and voicing of madrigals reflects Italian style 98

2,5.4. The two-voice ballate show Italian influence while the
texting of the three-voice ballate show French influence 99

2.5.5.

2.5.6.

Contratenor role shows French influence

Melismatic treatment of first and penultinate syllables
of text lines in the nadrlgal shows Italian influence

2.5.7. Ciconia manipulates the expectation of ¡nelisnatic activ-
ity to underline text content, particularly in Una
panthera

2.5.8. The use of the linking phrase in the madrigals reflects the
influence of the early trecento style, while the texting and
consistent imitation found in then makes then part of the
Ciconia style

2.5.9. Structural use of the contrast of nelisnatic and
setting styles seen in the ballate

syl I abi c

99

100

101

l0l - 104

105-r06

l0ó-109

109-112

rt2

tt2

ll3

2.5.10.

2.5.1r.

2.5 .t2.

Use of sequential activity observable in nost works

The use of imitation is concentrated in the madrigals

Ciconia's style incorporates a certain degree of triadic
writing

2.5.13. Ciconia can be seen as a transitional figure who stands
at once at the end of the Middle Ages and the beginning of
the Renaissance

2.6. Niccolò da Perusia

2.6.1. Mancini has only a minor contribution to ¡nake to a study
of this composer since it contains only two works, one
of which is a unicum

2.6,2. Both works are ballate for üdo text bearing voices although
one is a dialogF6illata lr3
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2.6.5.

î.6.3. The use of the linking rnotif provides the structural under-
pinning of Tal sotto I racqua

2.6.4. The linking notif is also in evidence in Donna possrio
sperare in conbination with an identical eleven bar coda at
the end of each section

These two works represent a product of the maturity of
Niccolò, a staunchly Italian composer

2.7. Antonio Zachara da Teramo

2.7.1. Mancini is the prinary source for a study of the secular
works of this composer, for it is the unique source for
seven of the nine known works

2.7.2. Three of the works are cited in Sollazzo, three served as
nodels for nass parodies and two utere arranged for keyboard
rendi tion

113-l14

ll5

116

tL7

tt7

rt7-118

118

118-119

ll9

119-l2l

tzt-t24

r24-r26

126-127

r27 -73L

r32

2.7 .3.

2.7 .4 .

Zachatars style incorporates the adventurous use of distant
accidentals and experinentation with the ballata form
while still remaining intrinsically ltaliã-

The texting and voicing of the madrigals and ballate reflect
the retention of the Italian ideal

Melisnatic extension of first and penultimate syllables
of text lines seen in the single madrigal

Use of contrast of melismatic and syllabic setting styles
is not consistent throughout the ballate

Initation is not an important constructive tool in these
works, although there are some clear examples of the
technique

2.7.10. The sequence is used rarely but confidently

2.7 .Ir. The distinguishing feature of Zachara's conpositional
style is seen in the structural use of contrast in the
rhythnric relationship between the voices. Ttris consists
of juxtaposing passages in familiar style and passages
showing increased rhythnic independence between the
voices

2.7 .t2. This feature is the prime distinguishing characteristic
of Zacharafs style which at once illustrates his tenacious-
ly Italian approach and his rejection of the ranpant
French influence

2.8. Magister Zacharias

2.7 .5. Structural use of a third texted voice is
navvres/Gnaff'a le guagnele and Ciaramella

seen in Je suy

2.7.6. Contratenor shares range with Tenor, reflecting French
influence

2.7.7.

2.7 .8 .

2.7 .9 .

2.8.1. Mancini contains only one piece by this conposel 133
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t33

133-134

r34

134

134-135

135

2.8 .2.

2 .8 .3.

2.8.4 .

2.8.5.

2.8.6.

2 .8.7 .

French influence is seen in the texting and voicing of the
work and in the range role of the Contratenor

Italian influence is seen in the consistent application of
nelismatic extension of the first and penultimate syllables
of text lines

The contrastive text setting style featuring the hono-rhythnic
familiar style is not to be fou¡td in this work

The guiding characteristic of the work is the solid sense
of tonal unity

No evidence of initation, though restricted use of the
sequence

Magister Zacharias tvas a composer who while demonstrating
his respect for the traditional ltalian style in the area
of text setting, embraced the French influence in al¡nost
every other aspect of the work

Use of linking phrases in the madrigal suggests the in-
fluence of the early trecento style

Varying degrees of concentration of nelisnatic activity
on the first and penulti¡nate syllables of text lines seen
in the ballate

2.9, Anthonello de Caserta

2.9.1. Caserta was a composer who shared his talents equally be-
tween the production of French and ltalian song

2.9.2. The Mancini Codex reflects Anthonello the Italian comPoser,
and contains alt his known ltalian works, only two of
which have concordances in other nanuscripts

2.9.3. The texting and voicing of the works reflect their
strongly Italian nature

2.9.4. Structural alternation of melismatic and syllabic passages
is seen in the nadrigal Del glorioso titolo

136

136

137-1 38

138

138-139

139 - 141

L4t-r42

t42

r42-L45

2.9.7. Some evidence of initation found in these works, though
concentrated in the madrigal

2.9.5.

2.9.6.

2.9.8.

2.9 .9 .

Rare use of the sequence noted

One technique which Anthonello does use reasonably frequent-
ly is that of the unifying rnotif or theme, which operates
to link passages within a section of a ballata or one
section to another

The use of the unifying notif shows an increasing concern
for abstract nusical design beyond the denands of the
text setting exercise. If only in this lespect, his
style can be described as transitional, since it combines
the features of the traditional trecento with the hint of
an increasingly independent style.

2.9.10.

t46
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b( 2..10 . Johannes Vail lant

2.LO,l. The Mancini Codex is one of the eight sources to relay
the popular realistic virelai, Par maintes fois by this
conposer

2.L0.2. The work is texted in the usual French nanner

2.L0.3. The rhythmic intricacy of the work is the result of the
desire to reflect more vividly the sound panorama of
birds at battle and has little to do with the ¡nore abstract

lexities of the Ars Subtilior

2.10.4. The bird calls incorporated in this work are those of
the cuckoo, nightingale and the lark

2. 10. 5. This work tetls us tittle of the general style of Vaillant
and is best considered as an independent work

2.LL. Giovanni da Foligno

147

147

rhythrnic comp r47

148

149

150

150

150

r51

151-152

152

153

153

153-154

154

r54

2.rt .L .

2.rt .2 .

Giovanni da Foligno is survived by only one ballata for
which the Mancini Codex is the unique source

Texting and voicing of the wo¡k reflect a strong Italian
style

The Mancini Codex is the sole source for the three sur-
viving secular works of Andrea Stefani

Each work represents a different aspect of the conposerrs
styl e

2.IL.3. Makes a structural feature of line repetition, a character-
istic rarely seen in the traditional trecento style

2.11.4. No evidence of imitation and only one example of the
sequence

2.IL.5. This work is characterised by the use of a unifying
notif which appears within both the riPresa and piede
as a linking cadential fornula

2.11.6. Although little is known of this composer, the sinple
approach to text setting and the rhythnically direct
manner may suggest a style which oh¡es more to a popular
tradition than that of the art song

2.12. Andrea Stefani

2.12.1 .

2.12.2 .

2.12.3. The alternation of melismatic and syllabic text setting
styles in the nadrigal Morte nfa sciolt is noted

2.12.4. The single tinking phrase found in this work operates
as a tonal bridge between th¡o text phrases

2.I2.5. The techniques of initation and sequence are sparingly
used

2.L2.6. The compositional devlce on which the fabric of the madrigal
depends is that of textural contrast 155-156



w 79t3

/,2
9

2,L2 .7 .

2.L2 .8.

Both ballate show little influence of the madrigal, though
showiñfE-nã evidence of the alternation of syllabic and
melisnatic text setting styles

The compositional style of Con tutta gentilecça is quite
direct - the two lower part@ive sup-
porting duet above which the more rhythnically active
Cantus sounds. There is no evidence of the compositional
devices of sequence, initation or the unifying motif in
this work

156-r57

157

157-158

r58

159

159

r59-160

r61

r62

162

163

163

2.12.9. I senti matutino is the result of extrene compositional
econony based on the linking and interplay beth'een
three basic notifs

2.12.ro . Andrea Stefani was a highly versatile composer who
combined features of the traditional and progressive
styles, who reflects both Italian and French influences
in his works and who was equally at hone with the popular
and sophisticated approaches to text setting

2.73. Bonaiutus Chorsini

2.13.1. Bonaiutus Chorsini is known by only four ballate, one
of which appears in the Mancini Codex

2.13.2. Stavesse força shows the influence of the ltalian nad-
rigal styte ín the nelismatic treatment of the first and
penultimate syllables of text lines

The detailed compositional devices of initation and
sequence are not found in this work although Chorsini
does make consistent use of the structural device of the
unifying notif

The pervasive use of unifying motifs is unusual in the
works of the trecento. It reflects a concern for
abstract musical Ctructuring which suggests a later
rather than ealier dating for this work

2.L4. Paolo da Firenze

2.L4.1. The Mancini Codex contains only one securely ascribed

2.13 .3 .

2.13 .4 .

conposi
itisp
this composer

2.14.2. La vaga luce re
that it is text

2.I4.3.

flects the traditional trecento st¡'le in
ed for both voices whicñ@lly deliver

tion by Paolo da Firenze - La vagL -luce, although
ossiblê that Tra speranza ffiffi-s also by

the text simultaneously, and shows so¡ne French influence
in both its mode of notation and the presence of ouvert
and clos cadences

The work features sone word repetition within text lines

2.I4.4. The combination of the ltalian and French elenents in this
work are characteristic of Paolors style

3. Manuscript Commentary

3.1. Explanation of nethod, including abbreviations 164- 166
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167 -257

258

258

258

259

259

260

260

261-264

265-277

1-r11

5.2. The Commentary provides identifying nunber, folio position,
title, form, number of voices, conposer, concordances, text
presentation, rhythm analysis, reduction and detailed notes
on the manuscript presentation of the work as well as a list
of other editions

4. Appendix I

4.1. Excerpt from I'TWo Examples of Mannerist Notation in the Late
Fourteenth Century" by C.J. Wifliams, appearing in Miscellanea
Musicologica XI (f980) lll-128

4.1.2. The work to be studied is Le ray au soleyl

4.1.3. The Latin prescription translated

4.1.4. Transcriptions by Ghisi and Bukofzer evaluated

4.1.5. Evaluation of versions by Clercx, Hoppin and Apel

4.1.6. The complete version of the Primus is 24 nensurae

4.L.7. The ratio between the Primus and Secundus is 3:4

4.1.8. A full version of the Tertius covers 72 mensurae. This
produces a relationship of 24 bars for the Prinus, l8 for
the Secundus and 72 fot the Tertius, so that for every
full statement of the Tenor part (Tertius), there will be
four statenents of the Secundus and three state¡nents of the
original voice

5. References

5.1. Included here are bibliographic details of all books and
articles cited in Volume I

6. Supporting References

6.1. Included here are bibliographic details of books and a¡ticles
which, though not specifically cited in Volunes I and III
of this thesis, provided essential background reading to the
study

Volume II

l. Contents

1.1. Editorial Connents

1.1.r. Provides explanatory information on the ldentification
number, the title line, nanuscript incipit, vocal ranges'
clefs used, choice of clefs, ligatures, coloration' ¡nanu-
script line changes, editorial additions, nanuscript ac-
cidental location, accidental continuance' nanuscript ac-
cidentals, editorìal accidentals and text underlay

2. The Works

The works are presented in manuscript order with the ain of
providing them in as full a fashion as possible. Editorial
connents for each work ate incorporated into the Manuscript
Connentary appearing at the end of Volune I

2.L.

t-t7l
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l. Preface

l.l. The preface provides an explanation of the method of present-
ation of the texts and a justification of the text comnentary
associated with each text

2. The Madrigal

2.1. Sources

2.1.1. Sources include Francesco da Barberino frDe variis inven-
iendi et rimandi nodisil fron the Latin g losses to Documenti

I -lV

r-2

5

4-5

5-7

8-9

tonio da Tenpo "De nadrial run
artis rithmici dictaninis I'Capitulun

de voc I us app ca sve s fron the rfCronaca

del Convento di S. Caterina di Pisar'.

2.2. Origin

2.2.I. There was a high degree of orthographic variety in the
word nadrigat. Some of the versions of this word, found

2.2.2. Da Tempo proposed that the etymological.origin of the
Latin term mandrialis and the vernacular narigalis was

d tAmore, An
ffi-sulruna

from mandra (Lat. flock, herd).
proposal vras accepted until the la

ibus et eo
Anonymous

This etymological
te nineteenth century

le'

3

42.2 .3. Alessio propo sed derivation from netricalis

2.2.4. Bembo prop osed derivation from materialis and more recent
scholars have supported the proposal

2.2.5. Biadene presents the argunent that madrigal derives from
matricale and constructs an argument against the ¡nandra
or1g1n

2.3. Form

2.3.1. The first theorist to deal with the netric forms of the
madrigal was Antonio da Tenpo in his Sumna artis rithnici
dictaminis of 1332

i
i

i

I

I

'ì

¡
f
I

(

2.3.2 .

2.3.3.

2.3 .4 .

He divided the form into two basic t¡2es - the nandriales
com¡nunes and the nandriales cu¡n retornellis. Subdividing
ã?ñ-:E-yrye, he def nadrigal and
two species of madrigal with ritornello

Different combinations of line lengths seems to be a more
inportant differentiating Paraneter than either rhyme or
rhyme order

Definitions and schematic exanples are provided for each
of the five tfpes of connon nadrigal

I

I

8

9
2.3.5. Definitions and schematic examples are provided for the

thro types of madriga I with ritornello
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2,3.6. Marroccors study of the madrigal suggests that there are
- however, many different tyPes of nadrigal form that Da Tempo

had not considered

t2

(.'2

2.3.7 . The rather arnorphous shape
way to a nore crystallised
century. Characteristics
l) a greater concentration

of the early madrigal gives
forn in the later fourteenth
of the later nadrigal are
on the eleven syllable line

10

l0

l0

10-l I

L2-t4

t5

15

16

t6

l6

t7

2)
3)
4)

the nunber of stanze stabilised at two
a greater degrõ--f variety between stanze
thã ritornelio becomes a conpulsory þãFof the rnadrigal

2.3 .8. The forrns of rnadrigal found in the Mancini Codex are
surveyed with the conclusion that the metric f,orm T¡pe I
(A B B - C D D - E E) is the ¡nost common

2.3.9. The madrigal forns found in the Mancini Codex are conpared
with the results of LiGottits study on the trecento madrigal

3. The Ballata

3. l. Sources

3.r.1.

"Capitulun de vocrbus appl icatis
Ghidino daaccio Il decaneron and

Sorunacampagn a Trattato delle ritni vol

3.2.Origin

3.2.1. Ballata derives etymologicatly fron ballare I'to dancerr

3.2.2. Ihere is a clear relationship between the canzone and
the ballata established through the use of conmon division
termF-

3.2.3. The oldest record of the ballata as a dance forrn is found
in Il Diaffonus by Giovanffiiãi]Íirgilio

Sources include Dante Atighieri
Antonio da Tenpo "De ballatisrl
dictarninis, Anonymous
verbis", Giovanni Bocc
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3.2.6. The earliest ballate survive as texts in the Memorialia

3.2.4 .

3.2 .S .

3 .2.7 .

Further suggestions concerning the dance fron can be
gleaned fron certain passages in the Decaneron

A proposed floor plan of the dance form is provided in
scheme forn

The suggestion that the dancers inrprovised the melodies
for thãie early ballate is rejected. l'ft¡re likely is the
suggestion thatEe words were adapted to-one of a col-
teðlion of well-known dance tunes, and it is probably
this practice which underlies the description of the
batlata as "verba applicata sonisrr

The history of the ballata as dance and song can be seen
as having three staþF-the first stage is preserved
nainly in texts frorn the second half of the thirteenth
century into the first half of the fourteenth century-
The second or transitional stage is seen in the surviving
nonophonic ballate which were expressly c-omposed for their
texti and pñ5ã5I] lie at the tail-end of the dance
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3.2.8.
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tradition. At the third stage, the ballata acquires
polyphonic clothing and is elevated to the status of art
song. At this stage, the ballata has lost its dance
function

3.3. Form

3.3.1. The first theorist to deal with the various metric forrns
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of the ballata was Antonio da Tenpo
rithnicllälFaminis of I 332

in his Sumna artis
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24-26
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3.3 .2.

3.3.3.

3,3.4,

Da Tempo distinguishes five general species of ballata

Each of the species is defined and illustrated

Da Tenpo does not incorporate the rePeat of the ripresa
in his text exanples and it is not clear whether the
repeat of the ripresa is mandatory in the sung version
of the ballata
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5.3.6. The ripresa and its repeat hlas an integral part of the
dancffi-rm producing a symnetry which is not possible with
the exclusion of the repeat

3.3.7. Since the ripresa is an integral part of th-e dance ballata'
there is little reason to exclude it fron the art-song
ballata, a reflection of this dance tradition

3.3.8. Different scribal methods of presenting ballate in the
musical sources provide no further illumination on this
issue

3.3.9. In accordance with the view that the polyphonic art-song
ballata owed nore to its origins as a dance fortn, than to
Tñ'ãlõñe noble literary canzone, the text collection of
this study presents ballate with all riPrgsa returns,
whether they are indicated-i'n the nanuscript or not

3.3.10. The variety of Þel]ata forms found in the Mancini codex
is surveyed and presented in table form

3.3.11. Discussion of the distribution of ballata form t¡pes 
-

found in the Mancini Codex conpareffiñ-the results of
Marroccots studY

3. 3 .5. The literary ballate found in text sources denonstrate a
direct lineagé-Eoln the parent form - the canzone. The
ballate found in musical sources ¡eflect affi¿irect lineage
ñm the canzone and represent a forn which required the
dance invõIìlen-ent for its function

4. Rondeau

4.I. Sources

4.f.1. Sources include Johannes Grocheo De Musica, Francesco da

Barberino "De variis inveniendi eTFnñd modisfr from
Documenti drAmore, Antonio da Tempo frDe rotundellist' from
ffici dictaninis, Anonymous rrCapitulun de

vocibus applicat is verbisrr and
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Ghidino da SorunacanPagna
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Origin

4.2.t. The forn known as rondeau presented a wide range of alter-
native names betweõi-Tthe eleventh and fifteenth centuries.
Sonre of these were the French fo¡rns rondet rondel
and the ltalian forns rotondello, ro o vïl!-fron
the Latin for.lns rot ttun I un an rondel lus,
meanl ng rtcircular

4.2.2. The term rondellus used to refer to rondeau in continental

ronde,
Eiñ-aett

trea ses , was also used to ffio the compos-
technique of voice-exchange, or a piece composed

nedieval
itional

34

34

37

38

39

39

4.2.s

using this technique

The circular nature of the rondeau - rondellus is derived
fro¡n the circular pattern oF:cñ,õirigñã-l dance form,
while the circular characteristic of the rota - rondellus
is contained within the essential nature of tne canon

4.2.4. This terninologicat confusion has led to differing inter-
pretations of the sources

4.2.5. One of the hypotheses developed concerning the origin of
the rondeau locates refrain poens akin to the rondeau in
tne fEEìñ!| of the first Christian centuries

4.2.6. Another hypothesis depends on the influî of Eastern ideas
flowing to the West in the wake of the Crusades

4.2.7 . The rondeau initially belonged to the popular culture
rathêi-lñã- that of the courrly society

Of the three fo¡rnes fixes, the rondeau was the first to
acquire potypñõiìlffi. Ttr-s nray be related ro the
fact that the rondeau refrain was frequently included in
the tripta of eaffihirteenth century motets

With the advent of the Ars Nova, the rondeau lost its
function as a dance-son!-ã1ffi1 absol6ãi-ñto the
courtly milieu of the other fornes fixes

4 .2 .8.

4.5. Forn

4.3.1. Explanation of relationship between text lines, rhyne
orders and nusical setting
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4 .2.9 .

4.3.2 .

4 .3,3.

4.3.4.

4.3.5.

The earliest consistent rondeau shape to energe is the six
line type

The next stage in the developlnent of the rondeau is the
eight line rondeau. It is this basic sEãpffiat remains
the organising structure of nost rondeaux from later
tines and the majority of those that were destined for
musical setting

Discussion of less frequently encountered rondeau forms

Discussion of rondeau forms found in Eustache Deschamps
LrArt de dictiõ-
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4.5.6. Discussion of the rondeau forn (rotundellus) as presented
by Italian theoristffie sinilarities and differences

40
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between the French rondeau and the Italian rotondello

4.3.7. The rondeau ty?es found in the Mancini Codex are presented
in tãETilform

4.3.8. Discussion of conclusions to be drawn fron table, in corn-
parison with the results of the rondeau survey conpleted by
It¡i lkins

5.2.2. Although this etyrnological development is clear enough,
the formal development of balade fron the troubadour
balada is doubtful

5.2.3. The forn most likely to have provided the proving-ground
for the ballade was that of the Provencal canso

5. Ballade

5.1 . Sources

5.1.1. Sources include Eustache Deschanps "Or sera dit et
escript apres la facon des Baladesrr fron LtArt de dictier 43

5.2. Origin

s.2.r. Terrn most comnonly used in the Middle Ages was balade and
not ballade. This derived etymologically fron balada
whicñE-ls turn derives fron balar 44
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5.2.4.

5.2.5.

There is no vestige of the dance in the ballade of the
late thirteenth and fou¡teenth centuriesl-Fis essen-
tially a lyric forn

Canso is the source and relating link between, the ballata
ãä-a tne baltade

5.2.7 .

5.2.8.

5.2.6. Throughout the fourteenth century, the ballade became the
dominant forn of the formes fixes and was the ¡nost comnonly
set

The Ars Subtilior nade no structural advances on the ballade
but introduced increasing netric and consequently nuslõT-
complexity

The ballade receded from favour in the early fifteenth
centñIts position and function being taken over by
the less serious rondeau

5.3. Forn

5.5.1. Discussion of the ballade in its nost common fornt

s.3.2. The only contemporary verse theorist to deal with the
ballade was Eustache Deschamps. It is interesting that
hÏã-approach to the form centres attention on questions of
versification, often leaving natters of form to be gleaned
from the illustrative examples

5.3.3. Discussion of the forms of ballade as Deschamps presented
them 48-Sl
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c.2 3.4. Discussion of the solitary ballade to be found in the
Mancini Codex

6. Virelai

6. I . Sources

6.1.I. Source presented is Eustache Deschamps frDe la facon des
Virelaisil from LtArt de dictier

6.2. Origin

6.2.L. The term virelai derives fron the root virer which would
seen to rETFdance origins of the foñ-
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54 -55
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56-58
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6.2.2.

6.2.3.

6.2.4 .

6 .2.5 .

6.2.6.

6 .3. For¡n

6.3.2.

6.3.3 .

6.3 .4 .

Limoges

It seems doubtful that the form of the virelai existed in
France before the end of the thirteenthGt-ury

The genesis of the virelai forrn remains a problen

Discussion of the virelai tradition of the thirteenth and

fourteenth centuries

The increasing attention paid to the rondeau in the early
fifteenth century led to the neglect õf the virelai and

its eventual disappearance
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54
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6.3.1. Discussion of the basic form of the virelai

Although broad structuTal features of the vireljri remain
standaid throughout the fourteenth centuryffitural
detailing concerned with rhyme, metre and the nunber of
lines pei section, rernains flexible to such an extent that
virelais of identical form are only rarely found

Discussion of virelai form as presented by Eustache Deschanps

The virelai changes throughout the foulteenth century
to iñìõ-ry-orate an increasing use of conplex ¡netric Pattelns
and contrasting line lengths

6.3.5. Discussion of, the virelais found in the Mancini Codex

7. Text Conmentaries

(This sunmary will not present a surunary view of all the texts
to be found in the Mancini Codex, but ains to focus attention
on texts which have historical significance or are unusual in
other ways)

7.1. (Man. l) La douce ciere contains heraldic allusions which
relate it to-ffi-Þãrpafava element of the Carraresi fanily
of Padua. Dating inconclusive s9-6 I
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7 .3.

7 .4.

7.5.

7 .6.

7.7.
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62

67

68-69

70-72

73-74

89-9 I

114 - 116

134-135

136-L37

139-140

152-1s3

172-r73

L74-175

L75-L76

t76-L77

L77 -r7 8

178-L79

179-180

(Man. 2) Text conposed by Christine de Pisan

(Man. 6) This work cited in Prudenzanirs Sollazzo

(Man. 7) Text by Giovanni dall'Orologio

(Man. 8) Original presentation and setting of this text
reflects lack of conprehension of the original poetic
intentions. A reconstruction of the text is proposed

(Man. 9) Le aurate chiome contains heraldic allusions which
link it wffionti. Possible dating in or
shortly after 1380 proposed

(Man. 20) A mourning song for either Cardinal Gilles Albornoz
or Francesco il Vecchio da Carrara, which could be dated
at either 1393 or 1406. The latter date is preferred

7 .8.

7.9.

7.10 .

7.11.

(Man. 34) Del glorioso titolo contains heraldic allusions
which suggFi-ñãîffiTffitten to celebrate the ducal
investiture of Giangaleazzo Visconti in 1395

(Man. 50) Una panthera contains armorial allusions which
indícate alõnirelñÏõñ-with Lucca possibly between 1369 and

L372

(Man. 5t) Le ray au soleyl evokes the personal emblems of
Giangaleazffi dating between 1388 and 1390
is proposed

(Man. 53) Per quella strada contains heraldic allusions which
link it wiffianily of Padua. Proposed dating
of the work is 1387

7.12. (Man. 62) Inperiale sedendo evokes heraldic devices of the
Carraresi @ Proposed dating is given as
l40r

8. Text Content

8.1. In this section, the texts are considered fro¡n the point of
view of their content. Brief conparative discussions are
included under the fotlowing headings

8. I .1 . Heraldic texts

8.1.2. Historical texts

8.1 .3. Classical references

8. I .4 . Mourning texts

8.1.5. Conic texts

8.1.6. Onomatopoeic texts

8.1.7. Musical references
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c"2 e 1.8. Religious texts

8.1.9. Moralising texts

8.1.10. Courtly love texts

8.l.ll. Love and the cruel lady

8.1.12. Love and the flower

8.1.15. Love and the flane

8.1.I4. Lovo and the hunt

8.1.15. Love and fishing

8.1.16. Love and the lady

8.1.17. Love from the wonanrs point of view
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