E pilogue

This study has addressed the need to reconsider the music of the ars subtilior as
embodied in its notation from the perspective of its reception by musicians and scribes on
the Italian peninsula during the earliest years of the fifteenth century. This focus was in
part dictated by the dating and origins proposed for CH 564 and MOe5.24, which
concluded that these principal sources of the ars subtilior were produced by scribes active in
Italian centres. Both these manuscripts clearly represent local receptions of the ars subtilior
style, but each from a very different perspective. CH 564, most likely the product of a
Florentine professional workshop, represents for the most part a retrospective anthology of
the masterpieces of the ars subtilior as it was cultivated in France at its height during the
1380s and 1390s. MOe5.24 on the other hand is a monument to the reception,
assimilation and extension of the ars subtilior style and techniques by Italian masters. In this
manuscript, the influence of French masters remains acknowledged through the presence of
a select number of their works alongside early Italian proponents of the style, specifically
Philipoctus de Caserta.

I have identified in CH 564 revisions made subsequent to this source’s completion
which suggest a knowledge, however general, of the ars subtilior style which extends beyond
the ineptitudes (and hamstringing on the part of his exemplars) of this manuscript’s
principal scribe (Scribe B). This aspect itself attests to this style’s cultivation in Florentine
circles, perhaps under the auspices of the Augustinians of Santo Spirito, in the early fifteenth
century. Conversely, the scribes (o & B) of MOe5.24 represent musician-scribes whose
knowledge of ars subtilior techniques was extensive and plausibly based upon personal and
professional experience. Scribe a appears to have has special access to the works of Matheus
de Perusio, a fact that is also attested to by the presence of newly composed Cts by Matheus
in another fragment (PAas 75) copied by this same scribe. The alterations made by Scribe B
(Layers I and II) in MOe5.24 also suggest a continuing musical currency for the repertoire
copied. The careful recasting of semiotic devices by this scribe, as with many scribes from
this period, betrays an understanding of the semantics of this style. Such an understanding
could only reside in continued cultivation.

The use of various semiotic devices is central to our understanding of the
development, or at times plurality, of notational styles in this period. In the case of special

note shapes and mensuration signs, I have concluded that practices can be delineated along
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ethnographic lines (which also reside in chronological frameworks). The significance of
these ethnographically oriented explanations is ultimately their contribution to our
appreciation of the culture that fostered the ars subtilior style and the social contexts in
which it resided. The development of a unique system of note shapes in Lombardy, distinct
from proportional systems of notes shapes and coloration witnessed elsewhere, indicates the
importance of the ars subtilior style and its reception/adaptation by composers in this region.
The notated works of Matheus de Perusio remain central witnesses to this tradition,
although its practice appears to have extended as far as Rome.

On a broader level, I have argued that musical notation, still a vibrant and new
svmbolic language, was subject to the influence of other aspects of intellectual culture during
the fourteenth and early fifteenth centuries. The role of metalinguistic theory (evolved from
Aristotelean doctrine) was a discernible influence upon musical notation, both theoretically
and practically, which resulted in the increased use of extrinsic modes of signification in
addition to, or in preference to, intrinsic modes. In relation to the development of extrinsic
modes of signification, I identify the advent of algorism in music and its notation in the
years around 1400. Importantly, I ask for a revision of received views by demonstrating
that algorithmic processes exist in music of the late fourteenth century in advance of the
actual use in musical notation of the sign-system central to algorism, namely Indo-Arabic
numerals. Even in the earliest uses of Indo-Arabic numerals in the musical notation of ars
subtilior works, composers and scribes appear more often concerned with their novel
appearance than their implicit meaning. This situation, nonetheless, highlights the
freshness of Indo-Arabic numerals to medieval scribes, a freshness that is obscured today by
this sign-system’s mundane dominance.

The symbiosis of music and culture is central to this study’s claims. The view that
the semiotic system directly associated with the music of the ars subtilior contains elements
which link it to innovative movements of intellectual culture permits the conclusion that the
ars subtilior itself was progressive and innovative. Nowhere is this more significant than in
the case of MOe5.24. By proposing that this source contains in part a chanson repertoire
associated with individuals connected to proto-humanistic circles in northern Italy, I
demonstrate a newly acquired role for this genre and the ars subtilior style. An endurance of
a set of stylistic elements, whose context originally resided in the courts and social institutes
of France but in turn were adapted/developed in parallel in proto-humanistic circles in Italy,

is apparent. The register of this flamboyant polyphonic style is as apt for nobility as it is for
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the aspiring patrician or mercantile classes in the context of their emergent humanism. The
enduring nature of the ars subtilior style possibly resides in its intellectual accomplishment
and the necessity for the most accomplished performers in its execution.

The calibre of the performer of this repertoire remains central to this style’s
continued cultivation in Italy during a period of great upheaval and political instability in
France, as were developments on the Italian peninsula, which resulted in the transplantation
of French and Franco-Flemish musicians and composers into Italian centres. Even then,
those ultramontanes no doubt encountered Italians whose knowledge of French techniques
and performance abilities must have rivalled even the best French polyphonist. Although
only one aspect of Italian musical culture, the strong presence of the ars subtilior in Italy
among native practitioners, surely facilitated the arrival of the next generation of French
composers. When Guillaume Du Fay penned his Resvellies vous (Ob 213, f. 126v) in 1423
for the wedding of Carlo Malatesta to Vittoria di Lorenzo Colonna at Rimini, he employed
a late form of the ars subtilior style for the pleasure of his Italian patron. But nowhere else in
his chansons from this same period does Du Fay employ this same style. Resvellies vous
appears to be a response to the requirements of culture and circumstance wherein the
suitability of the ars subtilior as a mode of musical celebration in the case of a noble wedding
is maintained. The salient feature of this observation is that in at least the court of Carlo
Malatesta, ars subtilior aesthetics remain viable and desirable as late as 1423.

The ars subtilior style represents a broad range of characteristic manipulations of
musical elements. I have argued that representations of these stylistic elements are tied to
concepts resident in the cultures of this period. The significance of this conclusion lies in its
contribution to our understanding of this music. My ultimate goal is to inform the
performer and listener of these cultural concepts that are often far removed from our own
experiences. For, despite the fact that I have for the most part limited this study to
palaeographic and semiotic issues, I desire more than anything to hear this repertoire
performed in a manner which seeks to recreate those aspects of culture described herein. The
actual means by which the re-creation of this style takes place is essentially a matter for
performers. Although we can scarcely know how this music sounded from one place to the
next, the reciprocal influence of scholarship and performance practice can lead to a carefully
considered re-creation of one or more threads of the fabric of medieval culture. Ultimately,
this informed position acts as a prism through which the dim light of the past is refracted

onto the present. ‘It serves to illuminate more fully our own experience and bridge the gap
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between surviving artefacts and our own (post-)modern preconceptions. In this way, this
study has sought to bring to light further knowledge that significantly contributes to our

growing understanding of the music of the ars subtilior.



Addendum

During a conversation on 18th February 2001, Pedro Memelsdorff informed me in
general terms that his study of manuscript accidentals in MQOe5.24 was almost complete.
Thus, it was much to my disappointment to learn that his findings' had been published too
late to be considered in the body of this present study. I take this opportunity to respond
here to his important study and to examine its conclusions regarding the creation of the
outer gatherings of MOe5.24. Memelsdorff’s study challenges several previous conclusions
concerning the outer gatherings of MOe5.24. He largely overturns Pirrotta’s theory that the
two outer gatherings existed in the first instance as a protogathering. Instead, it is proposed
that Gathering 1 was added to the inner gatherings as it began to be filled with works, but
that Gathering 5 was not associated with this new compilation at this stage. Tantamount
to this conclusion is that the freehand preparation of f. zr closely corresponds to the page
layout of Gatherings 2 and 4 and, therefore, must have been associated at one time with
either of these gatherings. But perhaps the most significant new conclusion arrived at by
Memelsdorff concerns the possibility of multiple exemplars being used by the copyist of the
outer gatherings. By proposing that certain segments of the outer gatherings demonstrate
different scribal behaviours in the application of manuscript accidentals, Memelsdorff
concludes that the outer gatherings depend on two or possibly three exemplars. He suggests
that this scenario indicates that the outer gatherings must be distanced from Matheus de
Perusio, again contrary to Pirrotta and more recently Stone.” In conjunction with keen
observation of essentially three different pen and ink types, Memelsdorff arrives at an
ingenious reconstruction of the order of copying and compilation of the outer gatherings.
Memelsdorff’s study is a bold and welcome contribution to the debate concerning the nature
and origin of MOe5.24. Granted that he admits in his concluding remarks that it is a “first
attempt to reconstruct the genesis and compilation process of the outer gatherings of
ModA”,? there are, however, several questions raised by the conclusions drawn in his study.
His conclusions impact minimally upon my discussion of the inner gatherings of MOe5.24.
Instead, Memelsdorff seeks to answer several questions concerning the genesis of the outer

gatherings not attempted in my own study of MQOe5.24.

' Pedro Memelsdorff, ‘What's in a sign? The § and the copying process of a medieval manuscript: the
Codex Modena, Biblioteca Estense, a.M.5.24 (olim lat. 568)’, Studi Musicali, vol. 30, 2001, pp. 255-79.

* See above, pp. 95 and 97-98.

* Niurelsdorff, “‘What's in a sign?’, p. 227.
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Although I do not dismiss Pirrotta’s notion of a protogathering consisting of
Gatherings 1 and 5 of the present manuscript, I do suggest that several works could have
only been entered into their respective gatherings after the hypothetical protogathering had
been split.* It is inescapable that the outer gatherings were prepared in a uniform manner,
although the absence of prick marks in the fifth gathering® suggests in hindsight that the
gatherings were not prepared as a single unit. Similar layout and presentation suggests a
close proximity of each gathering to the other at an early stage. Whether each outer
gathering represents a separate project, as proposed by Memelsdorff,® is debatable. Pertinent
to Memelsdorff’s argument is the conclusion that f. z originally followed f. 40v and that the
fifth gathering was commenced as a collection independent of the new compilation
consisting of Gatherings 1-4. The dissociation of Gathering 5 from a Gatherings 1-4
project is useful in explaining the palimpsest of Gratiosus fervidus on f. 16r by Scribe a in
preference of the copy of the same work on f. 50v and its replacement by Pres du soloil. Yet,
the intermediate position of f. z is an obvious lynch-pin in Memelsdorff’s argument
concerning the late addition of Gathering 5.

Memelsdorff’s conclusion that f. z originally followed either Gathering 2 or 4 is based
upon the similar (vertical) dimensions of the writing space on f. zr. There are questions,
however, over whether ff. 20v or 40v could have been used as a template for the ruling of
staves without a rastrum (but evidently using a rule) on f. zr. Unfortunately, I was not in a
position to examine Memelsdorff’s findings by returning to the actual manuscript. However,
using a technique of digital overlay of images of MOe5.24 scanned from microfilm (with
correct scaling confirmed by staff and page widths), I was able to note certain discrepancies
between the disposition of the staves (right side) of ff. 20v and 40v with the beginning of
those on f. zr. Freehand lines on f. zr were clearly ruled from left to right, presumably using
right end of staves on a facing page as a template. (There is a general lack of correspondence
to the left end of staves on ff. 20v and 40r.) Staff dispositions on f. zr do not match for
either the fifth and sixth staves of f. 20v or the 9™ staff on f. 40v (that is the distance
between staves 8 and 9 on f. 40v is smaller than on f. zr). These small observations leave
some doubt over whether f. zr originally shared a relationship with the final leaves of either

Gathering 2 or 4 when it was ruled with staves. Yet, it is curious that the disposition of

* See above, p. 101.
> See above, p. 100.
® Memelsdorff, ‘What's in a sign?’, p. 274.
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staves on f. zr shows a near perfect correspondence to the disposition of staves on left-hand
side of f. 11r. Further measurements, perhaps with the assistance of a life-size transparency
of f. zr, need to be made on the actual manuscript before any definite proofs (if at all) are
established.

Memelsdorff notes’ the inscription on the spine edge of f. zr discovered by Alessandra
Fiori. My independent discovery of the same inscription is reported above in the body of this
study® wherein I arrived at a slightly different, perhaps more cautious, reading of the
inscription as Nota figurata. Sumite [lacuna] del ¢acara rather than Nota figurare Sumite
Karissimi del Zacara offered by Memelsdorff (Memelsdorff reports that Fiori reads Hora
figurate. Sumite Karissimi del Zacara). Reading this inscription as a catchword to the second
gathering, Memelsdorff’s suggestion’ that f. z may have formed the rear flyleaf to the lost
original first gathering is plausible. This situation may explain the lack of correspondence
between staff positions on f. zr with ff. 20v and 40v if one was to speculate that the original
first gathering was prepared similar to Gatherings 2 and 4, but with staff dispositions
reflected by the position of staves on f. zr. In other words, zr was ruled using a template that
consisted of the lost first gathering. This situation throws some doubt on the need to
transposed f. zr to an intermediate position after f. 40v, as Memelsdorff requires in his

® Some inconsistencies in Memelsdorff’s account of

reconstruction of MOe5.24’s genesis.'
the assembly of the manuscript are suggested by his association of the f. z flyleaf with the
new first gathering (the one that presently survives) also. Here, he concludes that f. z is still
empty when transposed to after f. 40v. Is Memelsdorff proposing that f. z was a flyleaf to
both the old and new first gatherings? Memelsdorff also speculates that ff. a and z were
joined at this point.'' The slightly smaller dimensions of a and z certainly suggest that they
formed a bifolio or were cut as single leaves simultaneously. There is some question,
however, mainly due to the non-corresponding disposition of staves and the possibility of its
association with a lost gathering, of whether ff. a and z were actually associated the new first

gathering until after the copy process had begun in earnest. The leaves may have been

simply appropriated from the discarded old first gathering with staves freshly ruled on f. zr.

" Memelsdorff, ‘What's in a sign?’, p. 271.
* See above, p. 99.

’ Memelsdorff, ‘What's in a sign?’, p. 272.
' Memelsdorff, ‘What's in a sign?’, p. 272.
" Memelsdorff, ‘What's in a sign?’, p. 273.
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Also crucial to Memelsdorff’s reconstruction of the genesis of the outer gatherings are
his meticulous observations concerning pen and ink types in them. His hypothesis
concerning multiple exemplars is also brought to bear upon the discussion. The problem with
the methods of establishing this hypothesis, however, is discussed below. On their own, pen
and ink types are sufficient for demonstrating copying layers in the outer gatherings.
Essentially, Memelsdorff identifies three copying layers in the outer gatherings with some
incursions into the inner gatherings:

Layer I: ff. av, 1r-2r, 9v-10v, 41r-44r (broad nibbed writing implement, light to darker
brown ink).

Layer II: ff. 2v-9r, 44v-50v, including Cts by Matheus de Perusio and manuscript
accidentals in inner gatherings (broad nibbed writing implement, near black ink)

Layer I1I: ff. zr, 16r (palimpsest)'?

The numbering of layers above reflects the order of copying Memelsdorff assigns to the outer
gatherings. (Memelsdorff does not refer to copying layers as such, although this is clearly
what he intends.) Of significance is Memelsdorff’s view that Dame que i’'aym sour toutes (ff.
10v-11r) and the motet Ave sancta mundi (ff. av-1r) are respectively the penultimate and
ultimate entries in Layer I in the first gathering. Yet, there is little internal evidence (even in
light of Memelsdorff’s theory concerning multiple exemplars) to suggest that Layer I
chronologically precedes Layer II. In my estimation, the copying of works onto the exterior
pages of a gathering might suggest that Layer I actually post-dates Layer II. External faces of
gatherings were often the last to be filled in music manuscripts of this period."> This permits
a reiteration of a former view that these gatherings may have already contained music
(copied in Layer II) before their association with the inner gatherings of MOe5.24. This
might have included the transmission of Gratiosus fervidus on f. 50v. This scenario might
also paint a picture of a copying project consisting of both Gatherings 1 and 5 which
commenced with Matheus’ sacred works, but soon moved to incorporate his songs.
Memelsdorff considers the entry of alternative Cts into Layer II as a secondary and
final element of this layer that depended on a third exemplar: a Contratenor-book (to use
Memelsdorff’s terminology). The conclusion that these Cts represent late entries is based the
different form of “C” initial is used for their labels. I would question, however, this

conclusion by noting the work of the same scribe in PAas 75. In those fragments, both

2 Memelsdorff, ‘What's in a sign?’, pp. 269-278. Layers described here are not to be confused with those
described in the body of this study.

" Vid. Nadas, ‘The Reina Codex revisited’, p. 102; idem, ‘The structure of MS Panciatichi and the
transmission of Trecento polyphony’, p. 410.
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forms of the “C” initial are used in alternative Cts by Matheus de Perusio.'* These
additional voices appear to have been entered contemporaneously with the main portion of
each respective work and their initials bear no specific significance. I am not convinced that
a different form of initial indicates that Cts added to MOe5.24 are from a separate
exemplar. Nor am I convinced that these Cts were copied after all other works using a
“normal C” initial. Certainly, these Cts were copied after the main entries on the pages
beneath which they appear.

Memelsdorff himself offers additional support for the conclusion that Layer II marks
the initial phase in copying by observing'® that the coordination of manuscript accidentals
between Machaut’s Se vous n'estes in the fourth gathering and its Alius Ct by Matheus de
Perusio in Gathering 1 “would seem to confirm” the inner and outer gatherings remained
separated and used independently from one another. This observation, however, seems
inconsistent with the view that the Layer I entry of the Ct of Dame que i'aym sour toutes
across both gatherings effective ties Gathering 1 to Gathering 2 before the addition of Layer
2 entries. I see little reason to challenge the chronological position of Layer III that
Memelsdorff situates in the final phase of the copying process. The following alternative
scenario can be proposed: with the copying of Layers II (including alternative Cts) and I
completed (in that order), Layer III continues to preserve Matheus de Perusio’s songs by
copying Dame de honour onto the blank staves of f. zr taken from the old first gathering, and

Pres du soloil over the palimpsest of Gratiosus fervidus, f. 16r.

I have left the aspect of Memelsdorff’s study I find the most problematic to last. This
concerns his assessment of the use of manuscript accidentals in the outer layers. Observing
that three types of manuscript accidentals are used in this portion of MOe5.24 (b, b and #),'¢
Memelsdorff attributes what is perceived as different behaviours in the use of these particular
forms to the presence of at least two exemplars, each employing a different system for
indicating pitch inflections and hexachord positions that is reproduced by the copying scribe.

Memelsdorff uses this conclusion to distance the outer gatherings from the direct influence of

* Matheus’ Cts for Ciconia’s Lizadra donna and Antonello Marot da Caserta’s Piit char che’l sole use the
“normal” (closed) “C” , while his Ct for Fontaine’s Pour vous tenir and Ct secundus (by Matheus?) of Bertrand
Feragut’s De yre et de dueyl use the open “C”. The Ct of Ayes pitie de moy belle and Je languis d’amer mort both use
the “normal C”.

'S Memelsdorff, ‘What's in a sign?’, p. 277, fn. 67.

'* This is highlighted as a special feature of Scribe o on pp. 106-108 above. Memelsdorff attributes the
same meaning to the § with and without internal, ornamenting dots, Memelsdorff, “What's in a sign?’, p. 256,
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Matheus de Perusio. This conclusion is significant. Although not stated by Memelsdorff,
the compilation of an anthology of a composer’s works outside his direct influence attributes
a greater significance to this composer in terms of his influence and wider reception. This
proposed revision, especially in conjunction with the discovery of Matheus de Perusio’s works
during last decade in a source (CH-BEsu) not directly related to MOe5.24 and PAas 75,
requires future reconsideration of his role in the music of the early fifteenth century.
However, while Memelsdorff’s conclusions concerning multiple exemplars are innovative, I
firmly believe that they are methodologically flawed.

Early in his study,'” Memelsdorff constructs a hierarchy of manuscript accidentals by
proposing that all be divided into either accidentals written next to the clef (which he refers
to as extrinsic signs) or accidentals written within the staff (which he refers to as intrinsic
signs). In the first instance, I am curious to learn from whence does this terminology derive
and what is the basis for making it (be it historical or empirical). Unfortunately, no further
explanation of this terminology is provided, although it is clear that it is crucial to the
ensuing discussion. I reject Memelsdorff’s classification of manuscript accidentals on the
following bases.'® In the first instance, Memelsdorff’s model seems to invert the
understanding of musical notation as might be construed from a historical perspective. One

such historical perspective might take the ontological model of musical notation prevalent in

fn. 9.

'” Memelsdorff, ‘What's in a sign?’, p. 259.

'® T must assume that the reader is acquainted with theories of manuscript accidentals and musica ficta.
The following studies represents a selection of secondary literature that has significantly contributed (although I
cannot explicitly indicate in the present context whether their contribution has been positive or negative in their
effect) to my understanding of these issues: Richard H. Hoppin, ‘Partial signatures and musica ficta in some
early 15th-century sources’, Journal of the American Musicological Society, vol. 6, no. 3, 1953, pp. 197-215;
Margaret Bent, ‘Musica recta and musica ficta’, Musica Disciplina, vol. 26, 1972, pp. 73-100; eadem, ‘Diatonic
ficta’, Early Music History, vol. 4, 1984, pp. 1-48; eadem, ‘The grammar of early music: Preconditions for
analysis’, in Tonal Structures in Early Music, ed. C. C. Judd, New York and London, 1998, pp. 15-59; Karol
Berger, Musica Ficta: Theories of Accidental Inflections in Vocal Polyphony from Marchetto da Padua to Gioseffo
Zarlino, Cambridge, 1987; Thomas Brothers, Chromatic Beauty in the Late Medieval Chanson, Cambridge, 1997;
Andrew Hughes, Manuscript Accidentals: Ficta in Focus 1350-1450, Rome, 1972;  Elizabeth Leach,
‘Interpretation and counterpoint: The case of Guillaume de Machaut's De toutes flours (B 31)’, Music Analysis,
vol. 19, no. 3, 2000, pp. 321-351; Peter Urquhart, ‘“Three sample problems in editorial accidentals in chansons
by Busnoys and Ockeghem’, in Music in Renaissance Cities and Courts: Studies in Honor of Lewis Lockwood, eds J.
A. Owens and A. M. Cummings, Michigan, 1997, pp. 465-481. Many of Bent’s important studies on
manuscript and editorial accidentals are now contained in a single volume that consolidates her views on
issues such as the significance of hexachords, musica ficta and gammaut transposition, vid. Margaret Bent,
Counterpoint, Composition and Musica Ficta, New York and London, 2002. I also note, in light of the issues
discussed herein, the article by Pedro Memelsdorff, “"Le grant desir": Verschliisselte Chromatik bei Matteo da
Perugia’, in Provokation und Tradition : Erfahrungen mit Alten Musik (Festschrift Klaus L. Neumann), eds H.-M.
Linde and R. Rapp, Stuttgart, 2000, pp. 55-83. 1 further articulate my position on the interpretation of
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music theory of the fourteenth century (as discussed in Chapter 4 of this present study in
relation to mensural notation). According to this model, signatures (as indicators of the recta
gammaut) can be equated with an intrinsic or essential nature. Departures from the intrinsic
recta gammaut brought about by internal accidentals (in particular ficta) would be construed
as accidentia and therefore operate extrinsically. Transpositions of the gammaut by internal
manuscript accidentals may be regarded as intrinsic in there nature. Secondly, there is little
to suggest that a manuscript accidental at the beginning of a staff functions in a
significantly different way to a great number of manuscript accidents (especially b) occurring
internally on a staff. It is frequently the case across collective transmissions of a work to
witness the use of a signature at the beginning of the staff in one source and the same
“signature” significantly delayed in another source. An example occurs in the Ct of Jacob de
Senleches’ En attendant esperance, where the one flat signature occurring at the beginning of
the Ct voice in CH 564 is delayed some six tempora until just before the first instance of the
pitch-name b in MOe5.24. The use of accidentals at the beginning of a work represents a
particular application of accidentals wherein the transposed gammaut is established in the
first instance. Internal transposition functions in exactly the same manner although in the
context of a previously established relative pitch hierarchy. In each case the function is
identical — to establish a specific order of intervals residing in the meaning of accidentals in
relation to the hexachordal system.

I am thus concerned that Memelsdorff’s model for different scribal behaviours as a
reflection of different exemplars is based upon a false premise. I am also troubled that the
false premise is used to suggest an empirical model for the use of “Marchettan” leading tones
in the music of Matheus de Perusio. Marchettus’ division of the tone has aroused the
curiosity of especially Jan Herlinger'” and several subsequent scholars/performers, and
Memelsdorff’s curiosity is undoubtedly invoked by his worthy goal of bringing new
understanding to the performance and listening of this music. There is, in my estimation,
little to support his conclusion (whose argument is necessarily left incomplete to pursue the
central issues of his paper) that manuscript accidentals in particular portions of the outer
gatherings reflect a notational practice seeking to encode “Marchettan” leading tones. The

following paragraphs will establish and articulate my rebuttal.

manuscript accidentals and provision of editorial accidentals in the introduction to Appendix A in Volume 2 of
this present study.
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Based wupon his extrinsic/intrinsic categorisation of manuscript accidentals,
Memelsdorff*® concludes that the perceived behaviour exhibited by manuscript accidentals
can be divided into two groups that reflect at least two different exemplars. These are
labelled groups Alpha and Beta by Memelsdorff, wherein:

1. Alpha consists of entries on ff. (a), 1r-3r, 7v-10v(+11r), 41r-45v, 50r-v and z.

2. Beta consists of entries on ff. 3v-7r, 46r-49r.

Group Beta is evaluated to demonstrate a consistent behaviour wherein

1. § appears only after an intrinsic b and permanently cancels the b.

2. b is not repeated unless an another intrinsic b occurs

3. An intrinsic b is not cancelled by 4.

4. Where # cancels extrinsic b, # “is used also for permutations and paenultimae”.

Group Alpha is association with “Marchettan” leading tones, wherein:

1. b cancels either intrinsic or extrinsic b.

2. # can cancel intrinsic b.

3. t may not be preceded by b, but cause a pitch inflection. This often occurs at the
beginning of staves.

4. # after k on the same pitch may indicate a Marchettan leading tone.

The problem with Memelsdorff’s system of categories is that it unfairly differentiates
between signatures (or extrinsic signs to use Memelsdorff’s false terminology) and internal
accidentals. It also ignores some fundamental principles operating in the original. Foremost
among these is the significance of the new staff. A new staff without any signatures can
only indicate the relative location of pitch structures through its clef. Gammaut locators
operating in the previous staff must be restated in the form of signature to indicate the
continuation of the same gammaut. Also, Memelsdorff’s conclusions do not factor in the role
of implicit solmisation in the relation to certain manuscript accidentals. The presence of a §
(as an indication of mi) midway through a work suggests that the same pitch-name was
previously solmised to the syllable fa. Furthermore, if the sign k appears in an unusual
position, that is, in a position in the natural gammaut that cannot be solmised to the syllable
fa in the recta system of hexachords, then one must ask whether the natural gammaut is
operating at all, or whether a transposed gammaut if implied contextually by the subsequent
use of this sign and the relationships exhibited contrapuntally between voices. My view is
that the use of manuscript accidentals in the outer gatherings is wholly consistent with a

single system of locating pitch structures. Rather than representing multiple exemplars,

' Jan W. Herlinger, ‘Marchetto’s division of the whole tone’, Journal of the American Musicological Society,
vol. 34, no. 2, 1981, pp. 193-216.
% Memelsdorff, ‘What's in a sign?’, p. 260.
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accidentals reflect a single scribal intention, that for reasons set out below, originated with
the scribe of the outer gatherings. I will now suggest another rationale for the usage of
manuscript accidentals in the outer gatherings, and proceed to demonstrate the uniform
application of these principles across Memelsdorff’s Alpha and Beta groups. These
conclusions pertain at this point of time only to the scribal behaviour of the outer gatherings
of MOe5.24, and should not be extrapolated, for example, to the manuscript accidentals
appearing in the inner gatherings copied by my Scribe B.

1. § occurs on pitch names that can be explicitly or implicitly solmised fa. It possesses a

significant degree of prescriptiveness and indicates either:
a. The hard hexachord of a gammaut.
b. A sharpwards transposition of the gammaut. It locates the hard hexachord in
that gammaut. .
c. It cancels the effect of a b but only in such a way that it indicates a preference
for the hard hexachord over the soft in the established gammaut.

2. % indicates musica ficta, i.e. pitch inflection beyond recta gammaut. Its degree of
prescriptiveness is relatively weak, usually limited to a single operation often delimited
by a cadential function. It does not cause permanent transposition or mutation.

3. b occurs on pitch names that can be explicitly or implicitly solmised mi. It possesses a
significant degree of prescriptiveness and indicates either:

a. The soft hexachord of the recta gammaut. The inflection remains in operation
until cancelled explicitly by a manuscript accidental or implicitly by contrapuntal
behaviours.

b. A flatwards transposition of the gammaut. It remains in effect until cancelled
either implicitly by § or contrapuntal relations between voices.

c. A cancellation of a hard hexachord or gammaut transposition, which may also
entail additional transposition.

4. The effects of accidentals do not carry over from the previous staff. This explains why
signatures are usually repeated at the beginning of staves. A new staff overrides all
behaviours described above.

5. All gammaut positions are subject to musica ficta, both notated and implicit. Melodic
behaviour and contrapuntal context form core determinants in the editorial application
of implicit inflections.

6. Whether a “signature” appears at the beginning or within a staff is not significant apart
from the recognition that a sign indicating a gammaut position at the very beginning of a
work lacks the same context of an internal gammaut transposition.

7. As a coefficient of points 1 and 3, gammaut transpositions can only be indicated by § or

b.
To demonstrate the redundancy of Memelsdorff’s classification of manuscript accidentals in
the face of a equally competitive, if not more viable theory based on principles of
solmisation, limitations placed upon the scope of this response require me to take one song
from each behavioural group (Alpha and Beta) proposed by Memelsdorff. These are Helas
Avril(MOe5.24, f. 451) from Group Alpha and Ne me chaut (MOe5.24, f. 48r) from Group

Beta.
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Figure A.1 provides a transnotation of the first 42 BB of Matheus de Perusio’s Helas,
Avril. Manuscript accidentals are preserved in forms and relative positions that correspond
to the original. Editorial accidentals are shown above the staff, including those inflections
explicitly required by manuscript accidentals and those understood to operate implicitly. The
sign // appearing above staves indicates the beginning of a new staff in the original.

Additional details relating to editorial policy are explained in Volume 2 of this present study.
Figure A.1: Matheus de Perusio, Helas Avril, BB. 1-42.
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Figure A.1 (cont.)
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Ct and T of Helas Avril lack signatures or transposing accidentals. The unsuitability

of bb in these voices (i.e. soft hexachord in natural gammaut) suggests that all voices operate

in a once sharpward transposed gammaut located on G. The use of the hard and soft

hexachords is not prescribed but is implied contrapuntally. Musica ficta on ¢ and G is implied
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or specified (eg. T 6.2, Ct 15). The beginning of the S (1.1-3.1) contains no indication of
gammaut location other than the clef that suggests a natural gammaut. Yet, a degree of
ambiguity must exist in this initial passage with the notation of §g at S 3.2. The presence of
this accident suggests retrospectively that a gammaut on d operates before this sign. This
suggests that from the outset, voices in this work exhibit a relationship that is common to
the majority of works noted in conflicting or differentiated signatures in this period.

The sign &g at S 3.2 signals that the syllable mi must now be sung at this position in
place of a former fa syllable and results in an inflection of g by a chromatic semitone. At the
same time, its capacity as a hard hexachord effects a further sharpwards transposition of the
gammaut to one based on A. This requires the editorial inflection of several subsequent pitch
names in response to the new hierarchy of intervals. The occurrence of bd in S 6 marks a
particular form of accidental also occurring in Matheus de Perusio’s Le grant desir found in
the 4" gathering of MOe5.24. Unlike Le grant desir, the context for the interpretation of
this accidental is clearly established by the &g in S 3. As a gammaut is already operating
where the pitch name d is already solmised fa, the use of b on this syllable does not inflect
the pitch it precedes, but it establishes a soft hexachord on a (in preference to a hard
hexachord on b), and effectively indicates a gammaut based on E. The recurrence of g at the
beginning of S 10 is necessary after the beginning of a new staff and acts to re-establish the
location of the gammaut (on a). The bd at S 16.1 functions exactly as when it last occurred
in S 6 and ensures a prolonged cadential figure that Memelsdorff aptly refers to as the
clausula peruscina.”' Because g in the E-gammaut is already sung to the syllable mi, the bg at S
16.3 establishes the soft hexachord of the a-gammaut. The bc at S 19.1 enables the d-
gammaut briefly before a return to the soft hexachord of the a-gammaut. The occurrence of a
new staff at S 23 causes a reversion to the natural gammaut. This explains the #f at S 26.1
that represents a one-off instance of musica ficta in the context of the natural gammaut. (S
28.2 is inflected editorially as ficta in acknowledgment of implicit contrapuntal behaviours
in lower voices.)

An a-gammaut is established briefly at S 30, but bc’ and bf quickly shift the pitch
organisation back to a g-gammaut via the d-gammaut. The g-gammaut is in operation in S 34
when #g is employed to indicate a once-off ficta inflection. Because the melodic line
descends after the cadential figure in S 34, the soft hexachord is favoured editorially (hence

f-natural at the end of S 34). The bcin S 35 establishes a d-gammaut temporarily, but this is
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quickly cancelled by the beginning of a new staff. Again, the natural gammaut is operating
and #c is used to indicate a single precadential inflection. This situation possible betrays an
exemplar where there was no staff break between 35 and 36. Memelsdorff does not
attribute any significance to the staff break at this point when he observes®” that the same
phrase repeated in the third part of this work uses only the sign & in the same location as in S
35. There is no staff break in the second occurrence of this passage. It is perhaps notable
that bf appears in the second statement in a position corresponding to S 36.3 in its first
occurrence. If nothing else, comparison of these two readings confirms once again that new
staves wipe the slate clean in relation to previous gammaut transpositions. Transpositions are
only restored at the beginning of a new staff by restating the pertinent signs (i.e. as
signatures). But my reading further highlights certain inadequacies in Memelsdorff’s
reading. The %c is required in the first instance of this passage at S 36 because the inflection
is ficta in a natural gammaut. It is not required in the second statement because the f&c
continues to operate until bf signifies the soft hexachord of a new gammaut. Both statements
contain only one further manuscript accidental: #c indicating a precadential instance of
musica ficta. While there is a degree of ambiguity in relation to which gammaut is operating
in this final portion of the first and last section of the S (the natural gammaut in the first
section, the g-gammaut with soft hexachord in the second), their pitch structures are
identical.

This brief analysis of manuscript accidentals and their meaning in Helas Avril
confirms that this work from Memelsdorff’s Group Alpha exhibits the seven principles of
behaviours set out above. Significantly, it demonstrates that ficta signs are construed in a
manner consistent with the operating gammaut. It also confirms that new staves cancel the
effect of manuscript accidentals in the previous staff. Finally, it undermines the pretext used
by Memelsdorff to propose a system of Marchettan inflections in Group Alpha. The logic
that Memelsdorff searches for*® in the use of these signs is evident in the behavioural
principles established here. The sign 4 indicates a strongly prescriptive hard hexachord
position over a soft hexachord position (either implicit or explicit) which often effects a
particular gammaut in light of which subsequent accidentals are interpreted. The sign #, on

the other hand, is short lived in its effect and signala a ficta relationship. There is no need to

' Memelsdorff, ‘What's in a sign?’, p. 267.
* Memelsdorff, ‘What's in a sign?’, p. 267.
* Memelsdorff, ‘What's in a sign?’, p. 268.
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resort to an explanation based on microtonally adjusted inflections. I would be the first to
hesitate in denying that the Marchettan system of inflections may have a place in the
performance practice of this music. I, however, see no justification for its practice in the
behaviour of manuscript accidentals in this particular work. With these points in mind, I
now turn to Ne me chaut, a song situated by Memelsdorff among the Group Beta works.?*

Figure A.2 (See p. 335 below) provides a complete transnotation of the two-voice
virelai Ne me chaut. Again, it reproduces the form and location of all manuscript accidentals,
indicating their meaning editorially. Staff breaks are again indicated by /. Ne me chaut
exhibits none of the complex system of inflections present in Helas Avril, but contains
sufficient manuscript accidentals to analyse their behaviour. The T operates with a one-flat
signature throughout. Aside from bb used twice in signature positions, only two other
manuscript accidentals are found in T 8 and 16, both #b. In both instances, the sign #
clearly indicates a once-off inflection in response to a cadential function. It overrides the
effect of b for only one pitch. (I have chosen to inflect editorially bb in T 18 as a
continuation of a cadential function. It is possible that the # in T 16 is actually an
indication of this cadential inflection at the end of a phrase.) Because #b is judged an
instance of musica ficta, I have read the T in an f-gammaut. An editorial preference for the
soft hexachord explains the choice of an e-flat inflection for the first six BB of this work.
The hard hexachord is implied by rising melodic lines and cadential structures (eg. B 40)
from B. 19 onwards.

The S of Ne me chaut commences with a bb’ sign. In light of subsequent use of §b’
and the lack of bb’ repeated at the beginning of staves, I read this sign as an indication of the
soft hexachord in the natural gammaut. Thus, once again from the outset, this work
demonstrates a behaviour consistent with most compositions of this period which is inherent
in the use of differentiated signatures in that upper voices are located in a gammaut one
transposition higher than the lower voices. The occurrence of be at S 7.3 indicates a
transposition to the f-gammaut. The effect of the soft hexachord is immediately cancelled in
favour of the hard hexachord by ke at the beginning of S 9. This initiates a two BB

cadential function that Memelsdorff might also refer to as a clausula peruscina.

** Memelsdorff, ‘What's in a sign?’, p. 261.
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Figure A.2: Matheus de Perusio, Ne e chaut.
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The be at S 15 continues to locate pitch names in a f-gammaut after the beginning of
a new staff, but again the soft hexachord is cancelled in favour of the hard hexachord at S
16. The bb” at S 21 marks a return to the natural gammaut. The natural gammaut continues
to operate for the rest of this work, although the composer’s/scribe’s preference for hard or
soft hexachords of this gammaut is clearly indicated by kb” at S 29 and S 40 and bb’” at S 31
and S 41. Because the natural gammaut operates from B. 21 onwards, cadential ficta
inflections on f and ¢ are indicated by #. Unfortunately, the position of manuscript
accidentals in the S of Ne me chaut contributes little to proving that new staves cancel
previous accidentals. However, it is clear that a consistent operation of manuscript
accidentals identical to those in Helas Avril can be identified.

Indeed, the model proposed here explains many of the difficulties encountered by
Memelsdorff in his categorisation of the behaviour of manuscript accidentals in the outer
gatherings of MOe5.24. In a footnote at the bottom of page 261 of his study, Memelsdorff
notes that, in relation to the use of the sign & in Trover ne puis and Gia da rete d’amor libera et
sciolta, “the difficulty lies in deciding whether some of their flats <i.e. b> are intrinsic or
not.” In Trover ne puis (vid. Figure A.3 on page 337), the occurrence of be at the beginning
of the fourth staff and after the 29" note in the same staff without any in interpolating te is
considered problematic by Memelsdorff. However, I observe that the melodic line descends
to E on the 21* note of this same staff which sounds as E-natural (i.e. as the hard
hexachord) in anticipation of the same inflections in the Ct and T voice in subsequent BB.
This implicit operation of the hard hexachord would seem to warrant the re-confirmation of
the soft hexachord when the melodic line again ascends to the octave above. The # on the e
just after the second instance of be on the fourth staff does not cancel the effect of be (as
Memelsdorff suggests) but it effects a once-off ficta inflection in relation the bb-gammaut
briefly established beforehand by ba’ before the last pair of minime pause of the staff. The
instance of be at the beginning of the fourth staff is problematic in Memelsdorff’s
categorisation as the only sign occurring before this one is also be above the ninth note of the
third staff. If anything, the restatement of be at the beginning of the fourth staff vindicates
my view that a new staff cancels the effect of previous signs. Much of the subsequent
remarks made by Memelsdorff concerning the use of 4 and # in the lower voice of Trover ne
puis can be consistently explained as either indicating the soft or hard hexachord of the
current or new gammaut (note especially the end of the 7™ staff) or the placement of ficta

tones on the 4" and 7" degrees of the Bb-gammaut operating this voice. Memelsdorff’s
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2. There is no significant difference in the meaning of b and § either at the beginning of a
staff or within a staff. Both signs merely indicate a soft or hard hexachord position
respectively, which in turn might establish a particular gammaut of pitch relationships.
Context, however, is critical in determining whether the signs cause pemutation or
transposition. Both signs possess a significant degree of prescription that contrasts
sharply with the once-off inflection caused by §.

3. b can appear after § whenever a continued shift from the soft to hard hexachord is
required. It may also appear on a pitch-name that is implicitly solmised mi in the hard
hexachord beforehand. Alternatively, it may establish the hexachord from the onset
when implicit indications of not sufficiently evident.

4. § can appear after b whenever a continued shift from the soft to hard hexachord is
required. It may also appear on a pitch-name that is implicitly solmised fa in the soft
hexachord beforehand. On the other hand, it may establish the hexachord from the
onset when a degree of ambiguity exists.

5. # indicates a once-off ficta inflection. The effect of a previous 4 or b continues to operate
after this ficta inflection.

6. # after & on the same pitch indicates a gammaut shift has occurred between the signs and
that the second sign indicates a one-off instance of musica ficta.

As such, the uniform system of manuscript accidentals across Memelsdorff’s Groups Alpha
and Beta distinguishes between the operation of recta signs (I include those that cause
transposed gammauts) and ficta signs. It embodies a degree of precision that is often lacking
in the inner gatherings of MOe5.24 (only # and b are used) and in CH 564 (which prefers 4
to #). Exceptions to this observation occur in works in the inner gathering of MOe5.24 like
Le grant desir, but the binary system of manuscripts accidentals cannot be compared in a
simple way to the ternary system used in the outer gatherings. The notational practice in
the outer gatherings, particularly in Helas Avril, represents yet another aspect of notational
subtilitas that is shared with those works in the inner gatherings which seems to respond to
new stylistic demands placed upon contrapuntal and rhythmic language.

Returning, however, to the task at hand, I make the following assessments
concerning the significance of Memelsdorff’s study in relation to this present study. The
protogathering theory, while considerably diminished in the present study, is dismissed by
Memelsdorff. Memelsdorff and I, however, reach a similar conclusion that the outer
gatherings were formed as quinions before the copying process was commenced, although I
leave open the option that some works were already copied into the outer gatherings before
their association with the inner gatherings. In doing so, I question the order of copying
layers attributed to the outer gatherings by Memelsdorff, although I do not disagree with his
excellent account of ink and pen types in them. I have demonstrated here that a reasonable

degree of uncertainty exist in relation to Memelsdorff’s conclusion that f. z original followed
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ff. 20 or 40. This throws some doubt on the conclusion that Gathering V remained
separated from the collection until late in the compilation process.

Finally, I have questioned an aspect introduced in Memelsdorff’s study that explores
the possibility of multiple exemplars being used for the outer gatherings based on the use of
manuscript accidentals. The premise that accidentals at the beginning of a staff are in some
way different to those encountered in the midst of a staff is employed without any
articulation of its basis. If its basis is a purely empirical one, then my provision of a model
that is based on historical grounds (solmisation practice, somewhat informed by modern
views on gammaut transposition) and confirmed by empirical data suggests its non-exclusivity
and fallibility. At the same time, the alternative model I have provided demonstrates that
exceptions noted by Memelsdorff under his categorisation of manuscript accidentals are
unexceptional under the model proposed here. The model I have provided here actually
argues from the strong hand of a scribe who has a particularly precise manner of controlling
pitch-organisation according to held conventions (like the cancelling effect of new staves).
Internal variation, such as that found in Helas Avril, suggests the scribe is in control of these
conventions and adjusts his text accordingly. This view is also borne out by several
accidentals erased by this scribe in recognition of these principles. One notes, for example,
the erased & in the fourth staff of Ave sancta mundi (f. 1r). The sign is unnecessary here
because the same strongly prescriptive sign already occurs earlier in the staff. Again, this
might suggest the correction of a reading made in the first instance by the scribe of the outer
gatherings from an exemplar (formed using similar conventions for manuscript accidentals)
wherein the second instance of § corresponded to the beginning of a new staff.

The burden of proof rests upon the ability of the scholar to articulate an effective
argument and the methods used to establish a hypothesis. Because the basis of
Memelsdorff’s methodology is flawed and the behaviours of manuscript accidentals he
observes can be readily explained using another method (as I have done above), I do not
think that the case for multiple exemplars has been proven. Although framed as a
preliminary study, I believe that further steps could have been taken by Memelsdorff to
explain why he arrived at a certain copying order (or at least refute any other reasonable
possibilities) and why the fifth gathering should have been dissociated from the collection of
songs in Gatherings 2-4 of MOe5.24. Questions of how the inner gatherings became
associated with the outer ones, as well as of where the manuscript was compiled and its early

provenance remain unanswered. I have provided some speculative answers to these
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questions in Chapter 3 of this present study, but I also acknowledge (as I believe Mr
Memelsdorff might also) that definitive answers to these questions reside in a continuing,
careful re-evaluation of this important manuscript from the perspective of sound

methodologies.
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Composers whose first name is accompanied by a toponymic designation, eg. de Caserta, are referred to by
their first name. All other composers are referred to by their surname/patronym.

Alanus, Johannes
Sub Arturo plebs vallata | Fons citharizancium
/ T: [In omnem terram]
Composed for Order of the Garter, 46
Use of coloration and mensuration signs in,
262
Andrieu, F.
Armes, amours, dames, chevalerie
Setting of Deschamps’ eulogy for Machaut,
43
Anonymous
Apta caro/ Flos virginum/ ALMA
REDEMPTORIS MATER, 53, 102
Reference to in Tractatus Figurarum,
12-15
Cine vermeil, 47
Possible reference to device of Jean de Berry,
44
Transmission of, 80-81
Credo (Tn.111.2)
Proportions indicated by single Indo-Arabic
numerals in, 293
De quan qu’on peut, 54
De tous les moys
Use of reversed-C mensuration sign, 274
En Albion de fluns environnee, 45. 304, fn.57.
279, fn.125
Use of reversed-C mensuration sign, 274
Gratiosus fervidus/Magnanimus opere, 101,
109, 117
Implications of its palimpsest in MOe5.24,
111
Hors sui je bien, 102
Inter densas deserti meditans/Imbribus irriguis/
ADMIRABILEM EST
And Gaston IlI de Foix, 45
Je la remire sans mesure
Recasting of notation in Pn 568, 276
Use of special note shapes in, 276
Je ne puis avoir plaisir, 52, 81
Transmission of, 78
Use of reversed-C sign and special note
shapes, 275-76
Je prens d’amour noriture, 280
Exceptional use of reversed-C mensuration
sign, 274
Je prins conget, 75
La ray au soleyl
Attributed to Johannes Ciconia, 137

Le mont Aon, 36, 82
Possible reference to Gaston 111 de Foix, 46
Subtilitas in notation of pitch inflections, 22
Transmission of, 76-78
Marce, Marcum imitaris, 164
Medee fu en amer veritable, 52, 81, 82
Proportions indicated by single Indo-Arabic
numerals in, 293
Transmission of, 80
Use of numeral 4 to indicate 2
1,299
Multipliciter amando/ Favore habundare/ T
LETIFICAT IUVENTUTEM MEAM, 53
O lieta stella, 74
Pictagore per dogmate/ O terra sancta/ ROSA
VERNANS CHARITATIS, 45
Puisque ame sui doulcement, 280
Sans joye avoir, 90
Se de mon mal delivre prestement, 280
Se vos me voles
Ct corrected by Scribe Bin CH 564, 58
Sur toute fleur, 280
Thalamus puerpere thronus salomonis/
Quomodo cantabimus
Coloration in, 194
Toute clerte m’est obscure, 34, 82
Transmission of, 79
Ung lion say
Proportional mensuration signs in, 278
Anthonellus de Caserta
Amour m’a le cuer mis, 314
Use of fractions to indicate proportions in,
297-99
Beaute parfaite, 172
Text by Guillaume de Machaut, 146
Dame d’onour en qui tout mon cuer maynt
Proportional use of substitute mensuration
sign, 274
Unicum distanced from composer, 177
Use of substitute mensuration signs in, 292
Du val perilleus, 170
Transmission of, 171-72
Tres nouble dame
Use of reversed-C mensuration sign, 275
Antonello Marot da Caserta=Anthonellus de
Caserta?
Del glorioso titilo d’esto duce
And ducal investiture of Giangaleazzo
Visconti, 131



Piit char che’l sol
And its senhal Lucia, 131
Antonio da Civitate
Long temps j'ay mis mon cuer, 75
Antonius dictus Zacharias de Teramo
Caciando per gustar, 102
Tuscan/Veneto orthographies in Egidi
fragment, 169
Credo, 163, 164
Ornamented S in MOe5.24 transmission of,
232-33
Transmission of, 168-69
Dime fortuna, 124, 139, 178
Gloria, 164
Plorans ploravi
Proportions indicated by single Indo-Arabic
numerals in, 294
Sumite karissimi, 123-24
Aesthetic shared with works by other
composers, 176
And the spinal inscription in MOe5.24, 175
Bartholomeus de Bononia
Arte psalentes, 121
Its references to a papal curia, 119-20
Que pena maior, 11, 294
Combination of equivocal intrinsic and
extrinsic modes of signification in, 191
Influence of proto-humanism upon, 125-26
Proportions indicated by single Indo-Arabic
numerals in, 294
Bartolinus de Padua
Alba columba, 132
Chi tempo a, 132
Inperial sedendo, 96, 110, 136
And its ascription to Dactalus in MOe5.24,
132
And its textual reference to Carraresi, 132
As terminus post quem for Pn 6771, 162
La douce cere, 74, 132
French influences upon, 133
La sacrosanta carita d’amore, 132
Le aurate chiome, 132
Blasius
Ore Pandulfum, 96
Accidentals added to by another scribe, 106
And Pandolfo I1I di Malatesta di Fano,
118-19
Borlet
He tres doulz roussignol joly, 53
Cesaris, Johannes
Bonte bialte
Transmission in Pn 6771, 74
Ciconia, Johannes
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Con lagrime bagnandome el viso
And death of Francesco Il Novello di
Carrara, 136
Credo, 164
Doctorum principem/ Melodia suavissima/ VIR
MITIS, 136
Textual style shared with Latin songs in
MOe5.24, 124
Gloria, 164
Transmission in Paduan fragments, 150
Gloria Suscipite trinitas, 164
O Felix templum iubilia, 136
O Petre, Christi discipule, 121
Its reference to Alexander V, 136
Per quella strada lactea de cielo
And the Carraresi arms, 136
Sus une fontayne, 133, 137, 146, 147, 266
Citations of works of Philipoctus de Caserta,
141
Copied with music of northern masters in
MOe5.24, 179
Questions over priority of transmissions,
158
Transmission of, 155-59
Use of Indo-Arabic numeral 3 in, 294, 295
Use of mensuration signs in transmissions of,
264-65
Una panthera in conpagnia de Marte, 136
Ut te per omnes celitum / Ingens alumpnus
padue, 136
Ciconia, Johannes?
Padu...serenans, 136
Cordier, Baude
Amans, ames secretement
Proportions indicated by Indo-Arabic
numerals in, 293
Use of mensuration (and cut-) signs in, 308
Belle, bonne, sage, 32, 36, 67
Modified by editor-scribe in CH 564,
63-64
Proportions indicated by single Indo-Arabic
numerals in, 293, 308
Tout par compas, 32, 306
And its use of cut-signs, 307-8
Compared with La harpe de melodie,
309-13
Precise text underlay of, 36
Use of proportions in, 299-300
Corradus de Pistoria
Se doulz espour
Use of single Indo-Arabic numerals in, 294
Veri almi pastoris



Composed for arrival of John XXIII in
Florence 1411, 179
Its references to the Great Schism and a
papacy, 120
Cuvelier, Johannes
Lorques Arthus, Alixandre et Paris, 46, 51,
294
Proportions indicated by single Indo-Arabic
numerals in, 293
Use of numeral 4 to indicate 2
1,299
Ne Geneive, 34, 51
Proportions indicated by single Indo-Arabic
numerals in, 293
Use of proportional mensuration signs in,
280
Se Galaas et le puissant Artus
And motto of Gaston III de Foix, 45
Egardus
Furnos requisti/Equum est, 140
Gloria, 163
Transmission of, 166-68
Gloria spiritus et alme, 140
Transmission in Paduan fragments, 150
Egidius
Courtois et sages
And Clement VII, 144
Transmission of, 172
Roses et lis ay veu en une flour
Broad transmission of, 144
Reference to Yolande of Bar and marriage to
John I of Aragon, 43
Egidius de Aurelia
Alma polis religio/Axe poli cum arctica, 27, 48,
144
Franciscus
Phiton, Phiton, beste tres venimeuse, 45
Transmission of, 87
Galiot, Johannes
En attendant d'amer la douce vie, 51
Le sault perilleux, 23, 48
Diminution in, 276
Use of proportional mensuration signs in,
276, 280
Garinus
Loyaute me tient
Transmission of, 89
Gherardello da Firenze
Gloria
Influence of French notational process on Pn
568 transmission of, 254
Sotto verdi fraschetti molt' augelli
Use of dragma in, 214
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Goscalch
En nul estat, 54, 85
Modified by editor-scribe in CH 564,
60-63
Transmission of, 86, 88
Use of substitute mensuration signs in, 51,
292
Grimace
Alarme, Alarme sans sejour, 53, 85
Transmission of, 86, 88
De Narcissus, 85
Transmission of, 86
Se Zephirus/Se Jupiter
Transmission of, 91
Guido
Dieux gart, 34
Or voit tout en aventure
Use of litotes and special note shapes, 204-6
Guillaume de Machaut
Biaute qui toutes autres, 258
Rose, liz, printemps, 258
Guillaume Du Fay
Resvellies vous
As a late manifestation of ars subtilior,
319
Hasprois, Jehan. Se¢ Johannes Symonis dit
Hasprois
Humbertus de Salinis/Johannes Cuvelier
En la saison, 45, 48, 123
Jacob de Senleches
En attendant esperance
Modified in CH 564, 57-60
Use of special note shapes in, 223
Use of syncopa colorata in, 197
En ce gracieux temps
Deolleries reflecting the text of in MOe5.24,
110
Transmission of, 160-63
Fuions de ci, 46, 50, 102, 198
And death of Alionor of Aragon, 44
Transmission of, 87
Je me merveil, 126
Use of particoloration (Type 6 coloration) in,
202
La harpe de melodie, 1, 54, 177, 224
Coloration with verbal specified meaning
(Type 7 coloration) in, 202
Compared with Tout par compas, 309-13
Late ascription in CH 564, 51
Modified by editor-scribe in CH 564,
55-57
Use of special note shapes in, 223
Jacopo da Bologna



Oselletto selvazo, 205
Jean Haucourt=Johannes de Alte Curie
Se jletoye aseiiree, 47
Johannes de Alte Curie
Se doit il plus en biau semblant, 47, 52
Johannes de Janua
Une dame requis, 280
Use of proportional mensuration signs in,
280
Johannes Symonis dit Hasprois
Ma douce amour je me doy complaindre, 51
Proportions indicated by single Indo-Arabic
numerals in, 293, 295
Puisque je sui_fumeur, 48
Proportional mensurations signs in, 280
Landini, Francesco
Adiu, adiu dous dame iolye, 133
Musica son, 126
Lorenzo da Firenze. See Masini, Lorenzo
Masini, Lorenzo
Ita se n'era star nel paradiso
Special note shapes in, 224-25
Sanctus
Influence of French notational process on Pn
568 transmission of, 255
Matheus de Perusio
Dame que i’aym sour toutes, 101
Proportional mensurations in, 278
Le grant desir, 180, 232
Special note shapes in, 232
Subtilitas in notation of pitch inflections, 22
Le greygnour bien, 180
Composed in response to ars subtilior
aesthetic, 176
Proportional mensurations in, 278
Use of Compound (Type 5) coloration in,
202
Pres du soloil, 109, 111
And palimpsest in MOe5.24, 101
Late entry into MOe5.24, 110
Only composition by composer in 3™
gathering of MOe5.24, 117
Matheus de Sancto Johanne
Inclite flos orti gebenensis, 46, 48, 264, 266,
272, 282
And Clement VII, 43
As another example of Latin song in
MOe5.24, 125
Intrinsic indications of prolation in, 265
Relationship with Par les grant senz
d’Adriane, 271
Textual references and historical context,
267-70

Indices | 376

Use of mensuration signs in transmissions of,
260-62
Je chante ung chant, 47, 52
Proportional mensurations in, 277
Sans vous ne puis, 54
Sience n’a nul annemi, 47
Niccold da Perugia
Soufrir m’estuet, 133
Olivier, Johannes
Si con ci gist, 51
Paolo Tenorista da Firenze
Amor da po’ che tu ti maravigli
Special note shapes in, 233-37
Soufrir m’estuet, 133
Philipoctus de Caserta
De ma dolour, 50, 147
Proportional note shapes in, 211
Relationship with Sus une fontayne, 158
Transmission of, 159
En atendant souffrir m’estuet, 45, 147, 163
Erroneously ascribed to Jo. Galiot in CH
564, 49
Its use of motto of Bernabo Visconti in, 271
Proportional note shapes in, 211
Relationship with Sus une fontayne, 158
Subsequent entry in Grottaferrata fragments,
169
Transmission of, 87, 164-66
En remirant, 85, 147, 157
Different forms of semiminima in
transmissions of, 160, 206
Meaning of dragme in, 220
Meaning of semibreves caudate in, 220
Substitute coloration in, 203
Transmission of, 87, 159-60
Use of reversed-C mensuration sign, 274
Il n’est nulz homs
Meaning of dragme in, 222
Par le grant senz d’Adriane, 47, 272, 282
And Louis I d’Anjou and Kingdom of
Naples, 43
Relationship with Inclite flos orti
gebenensis, 271
Textual references and historical context,
266-67
Transmission of, 89-90
Use of mensuration signs in, 265
Par les bons Gedeon et Sanson, 46, 49, 170,
271
Dating of, 43
Different notational processes in
transmissions of, 170
Meaning of dragme in, 222



Reference to Clement VII, 271
Transmission of, 170-71
Use of Compound (Type 5) coloration in,
201
Philippe de Vitry
Garrit gallus/ In nova fert/ NEUMA
Coloration in, 194
Tribum que non abhorruit/ Quoniam secta
latronum/ MERITUR HEC PATIMUR
Reference to in Tractatus Figurarum,
12-15
Philippe de Vitry? :
Douce playsance/ Garison selon nature/
NEUMA QUINTI TONI
Tempus-only mensuration signs in, 259
Pierre de Molins
De ce que foul pense souvent remaynt, 42, 89
Transmission of, 85
Par maintes foys
Use of arithmetic note shapes in
transmissions of, 230
Pykini
Playsance! Or tost, 53
Transmission of, 87
Reyneau, Gacian
Va t’en mon cuer, 4, 52
Royllart, Philippus
Rex Karole Johannis genite/ Leticie pacis
concordie/ T: [Virgo prius ac posterius], 34,
47
References to Charles V and Peace of 1375
in, 43
S. Uciredor=Rodericus?
Angelorum psalat, 51
Proportions indicated by single numerals in,
293
Use of particoloration (Type 6 coloration) in,
202
Use of reversed Type 4 coloration in, 202
Use of special note shapes in, 223
Solage
Calextone qui fut, 47, 53
And wedding of Catherine of France, 44
Corps femenin, 47
And wedding of Catherine of France, 44
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Fumeux fume, 36, 48, 53
Subtilitas in notation of pitch inflections, 22
Pluseurs gens voy, 81, 82
Transmission of, 79
S’aincy estoit, 47, 51
In praise of Jean de Berry, 45
Use of single Indo-Arabic numerals in, 294,
295
Tres gentil cuer, 4, 42
Suzoy, Johannes
Prophilias, un des nobles de Roume
Substitute coloration in, 203
Pytagoras, Jobal et Orpheiis, 170
Use of cumulative, proportional mensuration
signs in, 3014
Taillander
Se Dedalus, 54
Trebor
En seumeillant m’a vint une vesion, 198, 272
And John I of Aragon’s Sardinian expedition,
44
Helas pitie envers moy
Special note shapes in, 222
Passerose de beaute, 272
Reference to Yolande of Bar after her
marriage to John I of Aragén, 43
Quant joyne cuer, 266, 272
And house of Aragon, 45
Use of mensuration signs in, 265
Se Alixandre et Hector, 272
And Mathieu de Castelbon, 44
The syncopated style in, 199
Se July Cesar, Rolant et Roy Artus, 272
And motto of Gaston 111 de Foix, 45
Its use of syncopa coloration at the
minima, 198
Vaillant, Johannes
Dame doucement trait, 43
Par maintes foys, 42, 53
Dragma and related forms in transmissions
of, 219-20
Velut, Gillet
Laissies ester vostres chans
Use of mensuration signs in, 309
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For specific compositions by composers listed in this index, refer to the Index of Compositions above.

A

Alberti family of Florence, 29
Exile of, 28
Francesco d’Altobianco, 27, 28-30
Algorism, 284
And calculation using fractions, 288
And proportionality, 286
And theory of mensural music, 289-91
European treatises upon, 287
History and development in middle ages,
286-89
In schools, 289
In the universities, 288
Introduction of Indo-Arabic numerals into music
notation c¢. 1400, 287, 291-301
Its influence on notational process before the use
of Indo-Arabic numerals, 284, 300-304,
309-13, 315
Alionor of Aragén, Queen of Castile (11382),
46
Andrea da Firenze, 143
Anonymous X (Coussemaker, Scriptorum,
1), 20-21
Anthonellus de Caserta, 102
Biography of, 130-31
Copying of his works by Scribe W in Pn 6771,
172
Possible association with Pavia, 97
Antonio da Civitate, 74
Evidence of activity in Italy, 75
Antonio de Leno
Special note shapes in Regule de
Contrapunto, 209
Antonius dictus Zacharias de Teramo
At Padua in 14102, 177
Biography of, 137-40
Evidence of scribal skills in music, 138
In Pisan curia, 138
In Roman curia, 137
Not responsible for revised S of his Credo in
MOe5.24, 233
Possible connection with Johannes Ciconia, 141
Role in northward dissemination of Roman
repertoire, 175
Aristotelean ontology. See Modes of
signification
Aristotle
Influence of his Metaphysica (Ontology) on
theory and practice of mensural notation

In Anonymous OP, 188
In Johannes de Muris’ Notitia artis
musice, 189
In Marchettus de Padua’s Pomerium, 188
In Prosdocimus de Beldemandis
Expositiones, 187
ars nova, 15, 17, 21, 23
Ars nova, the treatise
Diverse traditions of, 242
ars subtilior, 319
And proto-humanistic culture in northern Italy,
122-27
Definition of, 10-23
Endurance of its aesthetic in Italy, 319

B

Bartholomeus de Bononia
Organist at Ferrara cathedral 1405-1427,
143
Possible association with Zacharias, 143
Bartolinus de Padua, 117
Biography of, 131-33
Baude Cordier. See Cordier, Baude
Baude Fresnel. See Fresnel, Baude
Bent, Margaret, 6, 239
Berkeley Anonymous
On creation of new note shapes, 209
Boen, Johannes
Ars musice, 22
The Venetian appendix to his Ars (musice),
229
Boverio fragments, Boverio Codex. See
Manuscripts: Turin, Biblioteca
Universitaria, ms. T.I11.2
Bradwardine, Thomas (c. 1290-1349), 285

C

Carraresi
Francesco il Novello (1359-1406), 132,
136
Francesco il Vecchio (1325-1393), 132
Marsilio Papafava, 132
Ciconia, Johannes (?1373-1412)
Biography of, 133-37
Possible assoication with Pavia, 176
Role in northward dissemination of Roman
repertoire, 176
Role in transmitting works of Philipoctus de
Caserta, 141



Role in transmitting works of Zacharias and
Egardus, 141, 150
De proportionibus and mensuration signs,
263
Cordier, Baude, 27
And his notation as an indication of chronology,
313-15
The problem of his identity, 306-7
Corradus de Pistoria, 145
Documented at Santo Reparata (Florence), 143
Documented at Santo Spirito (Florence), 142
Correr, Angelo. See Popes
Cossa, Baldassare. See Popes
Cuvelier, Johannes
Works ascribe to in CH 564, 50

D

Dactalus de Padua. See Bartolinus de Padua
De semibrevibus caudatis
Testimony to persistence of tempus-only
mensuration signs in, 245
Deschamps, Eustache (c.1346-1406), 46,
181
Diminution, 21
Definition of. 273, fn. 105
Notational indications of, 273-81
Docta sanctorum patrum, papal bull
And ars nova, 18
Dondi dall’Orologio, Giovanni, 132
Duns Scotus, John, 17

E

Ecghaerd, Johannes. See Egardus
Egardus
Biography of, 140
Egidius
Identity of, 144
Ercole 1 d’Este (1431-1505), Duke of
Modena, Ferrara and Reggio, 174

F

Fabri, Thomas, 140

Filargo, Pietro. See Popes

Filiation. See Stemmatic filiation

Filipoctus de Caserta. See Philipoctus de
Caserta

Frater Carmelitus. See Bartolinus de Padua

Fresnel, Baude (11397/8), 314
Identical to Baude Cordier according to Wright,

27, 306
Fumeurs, Parisian society of, 48

G

Galiot, Johannes
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Erroneous ascriptions to, 51
Gaston III dit Phebus (1331-91), Count of
Foix, 47 .
Gentile de’ Migliorati, Cosimo. See Popes
Gherardello da Firenze, 253
Grenon, Nicholas, 95
Griffoni, Matteo (1351-1426), 132
Grottaferrata fragments, The. See also
Grottaferrata, Biblioteca dell’Abbazia di
S. Nilo, segn. provv. Kript. Lat. 224 (olim
197) and Hanover, Darmouth College
Library, ms. 002387
Relationship with Modena, Biblioteca estense e
universitaria, ms. a.M.5.24, 163
Guillaume de Machaut (¢.1300-1377)
Ballades in Codex Chantilly, 52
Coloration changed to substitute coloration in
Biaute qui toutes autres (B 4), 258
Inclusion of his works in MOe5.24, 117, 143
Lack of mensuration signs in his works, 258
Lack of semiminima in his music, 206
Lament on his death by F. Andrieu, 46
Le Remede de Fortune, 19
Transmission of his works. 68, fn. 108
Unsigned changes of mensuration in Rose, liz,
printemps (R 10), 258
Use of coloration in his works, 194
Guillaume Du Fay (c. 1398-1474)
Early works in Ob 213, 313
Works in Pn 6771, 74
Giinther, Ursula, 10

H

Hanboys, Johannes
Early reference to single dot in mensuration
sign, 246
Influenced by French mensural practices, 247
Henri d’Orleans, Duc d’Aumale (1822-
1897), 25, 31
Henri de Triqueti. See Triqueti, Henry de
Humbertus de Salinis
Member of Alexander V’s chapel, 123

I

Indo-Arabic numerals. See Algorism

J

Jacob de Senleches, 1, 51, 97, 122
Proportional relationships expressed
intrinsically in his works, 191
Uniformity of his notational grammar, 184
Use of syncopa colorata, 197-98
Use of syncopated style, 199



Works ascribed to in CH 564, 50
Jacobus de Liege
Speculum musice
Description of early mensuration signs in,
244-45
Use of subtilis, 17-18
Jean Vaillant
School of Music at Paris, 48
Johannes Boen. See Boen, Johannes
Johannes de Janua, 97, 145
Documented at Santo Spirito (Florence), 142
Johannes de Muris, 17
Libellus cantus mensurabilis, 243
On coloration as intrisic indicator of prolation,
261
Johannes Suzoy, 6
John I of Aragén (1350-95), 46

L

Landini, Francesco (¢. 1325-1397), 253

Works in Modena, Biblioteca estense, ms.
a.M.5.24, 143

Leonardo Giustinian, 136. See also Ciconia,
Johannes

Libellus cantus mensurabilis. See Johannes de
Muris

Lorenzo Masini, 253

Louis I, Duke of Anjou, 267

Ludwig, Friedrich, 25, 94

M

macaronic French/Italian texted works, 133
Manuscripts. See also Paduan Fragments
Chantilly, Bibliothéque du Musée Condé,

ms. 564, 4, 24-93

Compilation of, 66—67

Conjectural dating of, 93

Contents, 36-54

Copying layers, 32

Editor-scribe in, 54-64

Origin and provenance, 25-30, 92-93

Physical characteristics, 30-32

Previous scholarship concerning, 25-30

Principles of organisation based upon
repertorial considerations, 49-54

Relationship with Florence, Biblioteca
Nazionale, Panciatichi 26, 72-83

Relationship with Paris, Bibliothéque
Nationale de France, it. 568, 88-91

Relationship with Paris, Bibliothéque
Nationale de France, nouv. acq. fr.
6771, 83-88

Scribes in, 33-36, 64-66
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Single exemplar hypothesis, 25, 72, 84
Chicago, Newberry Library, ms. 54.1, 11,
310
Examples of dimensions of, 31
Florence, Biblioteca Laurenziana, ms.
Med. Pal. 87, 32
Florence, Biblioteca Nazionale,
Panciatichi 26, 25
Dating of, 74-76
Relationship with Chantilly, Bibliothéque du
Musée Condé, ms. 564, 72-83
Grottaferrata, Biblioteca dell'Abbazia de
S. Nilo, segn. provv. Kript. Lat 224
(olim 197), 163
Hanover, Darmouth College Library, ms.
002387, 163
London, Public Record Office, SC 7/41/7,
175
Modena, Biblioteca estense e
universitaria, ms. a.M.5.24, 5, 24,
94-183
And repertorial connections to proto-
humanism in northern Italy, 122
Contents, 111-27
Dating of inner gatherings, 179-80
Illumination and rubricae, 109-11, 132.
See also Niccolo di Giacomo da
Bologna
Its presence in 18" century Estense Library,
173
Its presence in the 17" century Estense
Library, 174
Its presence in the library of Ercole I d’Este,
174
Origin and provenance of, 173
Physical characteristics, 98-106, 174
Previous scholarship concerning, 94-98
Relationship with Boverio fragments,
170-72
Relationship with Grottaferrata fragments,
163-70
Scribes in, 106-9, 175
Spinal inscription, 99
Transmissions of Matheus de Perusio's
compositions in inner gatherings distanced
from composer, 177
Oxford, Bodleian Library, ms. Canon.
Misc. 213
Frequency of mensuration signs in, 258
Oxford, Bodleian Library, ms. Canon. Pat.
Lat. 229, 147, 148
Transmission of Sus une fontayne in,
155-59



Tuscan/Venetian orthographies in, 161

Padua, Biblioteca Universitaria, ms. 675,
148

Padua, Biblioteca Universitaria, ms. 684,
148

Padua, Biblioteca Universitaria, ms. 1106,
148

Padua, Biblioteca Universitaria, ms. 1115,

148 '

A direct descendant of Paris, Bibliothéque
Nationale de France, nouv. acq. frg.
6771, 161

Tuscan/Venetian orthographies in, 161

Padua, Biblioteca Universitaria, ms. 1225,

148

Padua, Biblioteca Universitaria, ms. 1283,
148

Padua, Biblioteca Universitaria, ms. 1475,
148

Paris, Bibliothéque Nationale de France,
fonds frangais 146, 12
Earliest evidence of mensuration sign in, 257

Paris, Bibliothéque Nationale de France,

fonds lat. 14741 (olim St. Victor 680)

Mensuration signs in its Ars nova treatise,
242

Paris, Bibliothéque Nationale de France,

it. 568

Its scribes influenced by French notational
process, 253

Questions over proposed connection to Paolo
Tenorista da Firenze. 237, fn. 101

Relationship with Chantilly, Bibliothéque du
Musée Condé, ms. 564, 88-91

Paris, Bibliothéque Nationale de France,

nouv. acq. frg. 6771

Exemplar for part of I-Pu 1115, 161

Paduan origin of, 162

Relationship with Chantilly, Bibliothéque du
Musée Condé, ms. 564, 83—-88

Parma, Archivio di Stato, busta 75, 111
Rome, Biblioteca Apostolica Vaticana,

Barbarini lat. 307

Mensuration signs in its Ars nova treatise,
242

Rome, Biblioteca Apostolica Vaticana,

Rossi 215

Use of signa divisionis, 251

Rome, Biblioteca Apostolica Vaticana,
Urb. Lat. 1419, 254

Stresa, Biblioteca Rosminiana, ms. 14,
148

Turin, Biblioteca Universitaria, ms. J.I1.9
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Only non-cumulative proportions used in,
305
Transitional nature qf proportion notation in,
305
Turin, Biblioteca Universitaria, ms.
T.1L2, 6, 139
Relationship with Modena, Biblioteca estense
e universitaria, ms. a.M.5.24, 170-72
Marchettus de Padua, 205
Prescriptions for signa divisionis in his
Pomerium, 250
Marot da Caserta, Antonello. See
Anthonellus de Caserta
Matheus de Perusio, 97, 111
Biography of, 127-30
Not responsible for revised Zacharias Credo in
MOe5.24, 232
Use of special note shapes, 231
Matheus de Sancto Johanne
Biographical details of, 270
Mathieu de Castelbon, 47
Mayhuet de Joan. See Matheus de Sancto
Johanne
Mensural notation, French. See also Special
note shapes. See also Mensuration and
proportion signs
Adpvent of, 185
Alteration, defined, 192
Coloration
As an intrinsic mode of signification, 187
As intrinsic indicator of prolation, 261-62
Different types in principal sources of the ars
subtilior, 194, 199
Early use in music of ars nova, 194
Four principal types of, 194, 196, 199,
200-201
Predominant types of, 202
Three secondary types of, 194, 201-2
Use in music of ars subtilior, 194-203
Compared with common practice notation, 184
Five basic notes shapes of, 191. See also
minima, semiminima
Inherent minima equivalence between
mensurations, 191
Mensuration, principles of, 241
Note shapes defined as intrinsic (essential)
forms, 187
Perfection and imperfection, 185
Substitute coloration, 203, 258
syncopa colorata in ars subtilior, 196-99
Syncopa, defined, 192
Mensural notation, Italian. See also Special
note shapes '



Advent of, 185
Divisiones, the, 248-50
Influence of French notational processes upon,
214, 252-57
Inherent proportions in, 250
Perfection and imperfection, 185
Signa divisionis in, 250-53
In De diversis maneriebus in musica
mensurabili, 250
In Pomerium musice, 250
In Tractatus practice cantus
mensurabilis ad modum ytalicorum,
251
Summary of use in practice, 251-53
Mensuration and proportion signs. See also
Proportions
As extrinsic modes of signification, 187
Cut-Signs, 307-9
In the works of Baude Cordier, 307-8
Mensuration signs
Interchangeability of C and reversed-C in
14" century, 263
Proportions, indicating, 273-81
At semibrevis level, 276
Their meaning qualified verbally, 280
Reversed-C indicating 4:3
At minima level, 273-77
At semibrevis level, 275
Most common use in works in [2,3], 274
Tempus-only, indicating
In Inclite flos orti gebenensis, 260
In Par le grant senz d’Adriane, 265
In practice, 259, 260~66
In Quant joyne cuer, 265
In Sus une fontayne, 264-65
In theory, 244-45
Prolation indicated intrinsically, 261
Relationship between composers using,
272-73
Theoretical persistence into last quarter of
14" century, 245
Tempus-prolation signs
Conceptual basis, 248
Earliest reference to single dot in, 24647
Reduction of prolation dots in, 24648
Theoretical development of, 245-48
Use of single dot censured by Prosdocimus
de Beldemandis, 247
Theory of in 14th century, 242-48
Use in the ars nova style, 257-59
Various types in Ciconia's De
proportionibus, 263
Proportion signs
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In fraction form
Limited use in Tn J.I1.9, 305
Using Indo-Arabic numerals, 291-301
In fraction form, 284, 295-301
Conventionally called fractions by
theorists, 296
Single numerals, 292-95
Using mensuration signs, 273-81
In Pytagoras, Jobal et Orphetis, 3014
Proportions
Cumulative (Bradwardinean), 298
Non-cumulative (Boethean-Pythagorean)
In Amour m’a le cuer mis, 298
Substitute mensuration signs, 274, 292
Miani (Emilianus), Pietro, 121, 123
minima, the
Invented in second phase of ars nova, 14, 18
Theoretical indivisibility of, 220
Modes of signification
as an intellectualisation of mensural notation,
186
As conceptual framework for development of
French mensural notation, 190
Essentia (essence)
According to Aristotle, 187
And intrinsic modes, 187
Intrinsic and extrinsic, 186
Intrinsic and extrinsic forms defined by
Prosdocimus de Beldemandis, 186
Intrinsic forms derived through differentia,
190
Mensuration and proportion signs as extrinsic
Sforms, 190
Role of accidentia in defining essentia, 188
Muhummad ibn Musa al-Khwarizimi
Influence of his writings on algorism on the
West, 287
Murray, Alexander
On adoption of Indo-Arabic numerals in middle
ages, 286

N

Nadas, John, 72, 84, 253

Niccolo di Giacomo da Bologna, school of
illumination of, 94, 97, 110, 111

Nicolo III d’Este, 120

o

Odington, Walter )

Concerning diversity of note shapes, 204
Omni desiderati notitiam

Mensuration signs in, 243
Oresme, Nicholas (c. 1320-"1382)



And proportional acceleration, 286
On use of algorism in proportionality, 286

P

Paduan fragments, The, 147-55. See also
Manuscripts:Oxford, Bodleian Library,
Canon.Pat.Lat.229; Padua, Biblioteca
Universitaria, 568, 675, 684, 1106, 1115,
1225, 1283, 1475; Stresa, Biblioteca
Rosminiana 14
And the music scribe Rolandus da Casale, 149
Early origin and provenance at S. Giustina,

148
Physical characteristics of, 150
Pandolfo IlI di Malatesta di Fano, 118-19
Philipoctus de Caserta, 6
Attributed with invention of certain special note
shapes, 229

Plumley situating him in Avignon circle, 271

Scant biography of, 141

Strohm's hypothesis of him serving Bernabo
Visconti, 271

Unique meaning of special note shapes in his
works, 220~-22

Philippe d’Alengon, Cardinal, 134

Philippe de Vitry (1291-1361), 12, 205

Philippus de Caserta. See Philipoctus de
Caserta

Pirrotta, Nino
His study of MOe5.24, 95

Plumley, Yolanda, 271

polymensuralism, 20

Popes
Avignon

Benedict X111 (1394-1415), 96, 122
Clement VII (1378-94), 46
Gregory XI (1370-78), 45
Pisan
Alexander V (1409-10), 95, 121,
122-23, 124, 136, 178
John XXIII (1410-15), 95, 120, 124,
178
Roman
Boniface IX (1389-1404), 137
Gregory X1I (1406-15), 122, 137
Ugolino d'Orvieto in chapel of, 291
Innocent VII (1404-06), 122
Proportionality
And algorism, 284, 286
And Thomas Bradwardine, 285
Evolution of in middle ages, 285-86
In Euclid's Elements, 285
In music of the ars subtilior, 284
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Proportions. See also Mensuration and
proportion signs
Bradwardinean, 286, 298
Indicated extrinsically in Tout par compas,
309-13
Indicated intrinsically in La harpe de
melodie, 309-13
Proportional mensurations reflecting inherent
proportions in Italian notation, 279
Pythagorean-Boethean, 286, 298
sesquialtera and sesquitercia inherent part of
Italian notation, 250
sesquitercia
Mensuration signs, indicated by, 273-77
Prosdocimus de Beldemandis
On creation of new note shapes, 208
On diminution, 21
On proportional nature of reversed-C
mensuration sign, 273
On using fractions to indicate proportions, 295
Prescriptions for signa divisionis, 251
Prudenzani, Simone
Il Solazzo
And works of Antonius Zacharias in northern
Italy, 140

R

Robert of Geneva. See Popes

Rolandus da Casale. Se¢ Paduan fragments

Roman de Fauvel. See Manuscripts: Paris,
Bibliotheque Nationale, f. fr¢. 146

S

Santa Giustina, Padua, 148. See also Paduan
fragments
Santo Spirito, Florence, 48, 93
Corradus de Pistoria at, 142
Johannes de Janua at, 142
Role in the cultivation of French music, 144-45
semiminima, the
Lack of standard form in late 14th century,
206, 215
Not used by Machaut, 206
Senlesses, Jacopinus. See Jacob de Senleches
Sigismond, Holy Roman Emperor, 120
Solage, 48
Special note shapes, 204~37. See also
semiminima
Arithmetic, 207, 225-37
Based on concepts in French notation, 227,
229, 230
Evidence of use in northern and central
Italy, 238



In works of Matheus de Perusio, 231
Invented by Lombard Gwilgon, 230
Theory of in Tractatulus de figuris et
temporibus, 228
Theory of in Tractatus Figurarum,
225-28
Use in ornamented S of Zacharias' Credo,
232-33
As intrinsic mode of signification, 187, 207
Consistent use in Tn T.I11.2, 211
Dragma
Contextual meaning of, 218-20
In theory, 220
In trecento sources, 213
In Angelorum psalat, 223
In En attendant esperance, 223
In Helas pitie envers moy, 222
In Ita se n'era star nel paradiso, 224-25
In Je ne puis avoir plaisir, 275-76
In La harpe de melodie, 223
In Or voit tout (Guido), 204
In trecento repertoire MSS, 213~15
Origins of, 207
Proportional, 207, 209
Evidence of in De ma dolour, 211
Evidence of in En atendant souffrir
m’estuet, 211
Signification by additional note stems, 218
Semibrevis caudata
Contextual meaning of, 218
Semibrevis caudata and dragma, exceptional
meaning in Philipoctus de Caserta's works,
220-22
Theoretical discussion of, 208-10
Types in CH 564 and MQOe5.24, 215-17
Virgula notation, 222-24
Spinelli, Tommaso, 28
Stemmatic filiation, 70-71
Use of lemmata, 147
Stone, Anne, 22, 264
Her study of MOe5.24, 97
Strohm, Reinhard, 271
On chapel of John XX11I, 180
Stroke notation. See Mensuration and
Proportion signs:Cut-Signs
Suzoy, Johannes, 301

5
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syncopated style, the. See Jacob de
Senleches, Trebor

T

Tanay, Dorit Ester, 17
Terminology. See also traynour, trayn
ars nova, 10, 14
ars subtilior, 10-23
subtilitas and subtilis, 10, 15-18, 19, 22
Tractatus Figurarum, 11-15, 18, 184
Theory of arithmetic note shapes in, 225-28
traynour, definition of, 227
traynour, trayn

Defined in Quatuor principalia musice, 228

Defined in Tractatus Figurarum, 227
Trebor

Use of syncopa colorata, 197

Use of syncopated style, 199
Triqueti, Henri de, 31
Tonal behaviour, 82

U
undifferentiated semibreves, 12, 18
A4

Velut, Gillet, 309
Visconti
Bernabo (1323-1385)
His motto set to music, 46
Philipoctus in his court? (Strohm), 271
Giangaleazzo (1351-1402), Duke of
Milan, 122, 131, 132
Device in La ray au soleyl, 137

w

William of Ockham, 17
Wolf, Johannes, 26, 94

Y
Yolande of Bar (11416), 46
Z

Zabarella, Francesco, 125, 135
And Pietro Filargo, 123
His arrival at Florence in 1411, 179
Zacharias. See Antonius dictus Zacharias de
Teramo
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