Introduction
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Mary, the Virgin Mother of Christ and Queen of Heaven, has been the object of
veneration since the early days of the Christian Church.! The personification of purity and
grace, and by virtue of her humanity, Mary was viewed as the ultimate mediatrix who could
effectively intercede to God on behalf of mankind, as she did at Cana in the episode known as
Christ’s first miracle, the transformation of water into wine (John 2:1-11). Thus, a typical
Marian prayer—including the four texts of this catalogue—begins with a recognition of her
unique roles and virtues (usually in direct reference to the long list of metaphoric images that
make up the Marian Litanies) and concludes with a request that she, in her position as “our
advocate,” may petition her Son for grace and forgiveness for all humans (“ora pro nobis”).?

Mary’s exalted status as a lady uniquely endowed with virtue and beauty, worthy of
love, respect, and the highest praise from Christian believers, naturally aligned her with the
idealized lady of the courtly love tradition. As David Rothenberg has recently argued, the
repertory of poetic images and the rhetorical register of late-medieval Marian texts were
indebted to the language of fin amour that defined love poetry from the troubadours to the
fifteenth century and beyond. In particular, throughout its long history the genre of the motet
frequently invited allegorical reinterpretations of the image of the courtly Lady “full of all
goodness” (immortalized for instance in Hayne van Ghizeghem’s De tous biens plain) as the
Virgin Mary.?

The precise origins of Marian devotion remain unclear, but evidence of a liturgical cult
or at least veneration of, or devotion to Mary is confirmed by the end of the fourth century.
One of the earliest images of the Nursing Mother comes from the Priscilla Catacombs in
Rome, dating to ca. 250 AD.* By the beginning of the fifth century a fully developed cult of
Mary had emerged as is evidenced by numerous images, prayers, feast days, processions and
claims of miracles on her part. After considerable debate and resistance, the Council of
Ephesus in 431 formally approved devotion to Mary as the God-bearer.> By the late seventh
century the liturgical calendar included a core group of four Marian feasts: Purification
(February 2), Annunciation (March 25), Assumption (August 15), and Nativity (September 8),

though the first two were originally regarded as Christological, rather than Mariological feasts.



Two additional Marian feasts (Visitation, July 2) and Immaculate Conception (December 8)
date to the late Middle Ages.°

Despite the relatively early origin of the Marian liturgical celebrations, the concept of
Mary as a merciful mediator, the advocate for mankind, became well established no earlier
than the late eleventh/early centuries As Barbara Haggh-Huglo has shown this key historical
development is to be connected with the parallel rise of the notion of Purgatory in medieval
theology, which paved the way to the belief that Christians could bargain for a better fate after
death by appealing to Mary and the Saints, through the intercession of the Church, with
endowments of money and goods.” A veritable market of “indulgences” quickly ensued, also
in connection with the cult of relics. This widespread practice was a major factor leading to
the breakup of the Western church into new evangelical denominations in the 16" century,
which either greatly reduced or completely eliminated the cult of Mary and the Saints.
Indulgences could be obtained also by engaging in certain devotional practices that could
involve music: for instance, in the early 1500s the bishop of Zeitz granted an indulgence of 40
days for the mere act of reading or singing the song “Maria zart,” also believed to protect from
the devasting effects of the “French disease” (i.e., syphilis) that in those years began to spread
across Europe.®

Of the twelfth-century theologians who stressed the role of Mary as mediatrix and
dispenser of mercy, Bernard of Clairvaux (1090-1153) was one of the most influential. In his
Sermons on the Song of Songs, a staple of medieval homiletic literature, Bernard interprets the
two lovers of the biblical text allegorically alternatively as the Soul and Christ or as the
Mother and Child, fostering a conversation on Mary’s femininity across Christendom that
continues to this day.” In the eyes of some modern scholars, Mary’s acquiescence to God’s
plan of salvation was a de facto endorsement of the image of the submissive and obedient
woman in a male-dominated society. Yet, Mary acts as a woman in control of her destiny
when she questions Gabriel’s announcement that she will become the Mother of the Christ
(“How can this be?”’; Luke 1: 26-38); moreover, Renaissance iconography invariably portrays
her in the act of reading the Bible (the theme of the so-called Reading Annunciate)—an
allegory of Mary’s place in the plan of salvation, but also an implicit endorsement of women’s
education and self-affirmation. It is also Mary who offers a cogent synthesis of the message of

the Gospel in her Canticle, the Magnificat, with its eschatological vision of a new world-order



that turns on its head earthly—thus, male-centered—notions of power and hierarchy (Luke 1:
46-55).1°

Mary’s outsize presence as a devotional subject in the arts, music and architecture of
early modern Europe is a testament to her central role in the communal life of the period. As
Blake Wilson (among others) has shown, the urban phenomenon of lay congregations,
widespread in Italy but to some extent also across the Alps (particularly Flanders), was a key
catalyst toward the development of art forms tailored to the spiritual activities of late-medieval
city dwellers, often inspired by the passionate preaching of members of the new mendicant
orders (Franciscans, Dominicans, Augustinians, Carmelites, Servites and others) that rapidly
established themselves in urban areas beginning in the early 13" century.!" The result was the
rise of a markedly affective brand of devotion “from the bottom up” with an unmistakable
political valence, as it aimed at reforming “in head and members” an institutional Church
increasingly viewed as worldly and corrupt. The vitality of the devotion to Mary in pre-
modern times is further confirmed by the constant stream of visitors to renowned Marian
shrines, such as those of Walsingham in England, Altotting in Germany, and Loreto in Italy.'?

The affective turn in late-medieval religious devotion hinged on the themes of the
Suffering Mother and of Christ’s Passion on the Cross. However, as Carol Schuyler has
shown, its historical roots date to the beginning of Christianity. Its main scriptural
justifications were John’s Gospel, that places Mary at the foot of the Cross (John 19:25) and
the episode of the Presentation of Jesus to the temple, when Simeon, holding the Baby,
predicts Mary’s future suffering (“a sword will pierce your soul, too,” Luke 21:35)."* But it
was the renewed emphasis placed on the humanity of Christ in the eleventh and twelfth
centuries, notably in Anselm of Canterbury’s meditations, that reimagined Mary in the key
role of emotional conduit between Christ and the faithful: in a new alliance of faith and the
emotions, Mary’s suffering at the Cross came to exemplify the affective and spiritual response
to Christ’s sacrifice expected from every believer.'* Indeed, Mary was a credible advocate to
her Son on behalf of mankind precisely because in her lifetime she had shared the joys and
pains of all women and men on earth, to the point of weeping over her Son’s dead body.
Further amplifying Simeon’s speech, later books of hours will often depict the Virgin with
seven ominous swords piercing her neck, a reference to the seven events of her life recalled in

prayers by Christians who sought to find solace in the Lady of Sorrows. '



Spurred by the new mendicant orders, the visual artists from the 13" century onward
sought to translate the new theological trends of Anselm’s era for broader, urban communities
by promoting an intimate relationship between common viewers and the two persons of Mary
and Christ, increasingly portrayed as Mother and Child in human flesh and placed in physical
settings reminiscent of the viewer’s time and place. The counterpart of the new, naturalistic
and emotional approach to the representation of the sacred introduced by Giotto around 1300
was arguably the fast-growing repertory of religious texts and songs—such as the Italian
laudae, the English carols, and other forms of popular devotion promoted particularly by
Franciscans across Europe—that had become widely ubiquitous by the 15% century. The use
of vernacular languages in these forms of religious literature, exuding characteristic intimacy
and emotionality through a rich repertory of metaphors, is a notable sign of the ongoing
humanization of Mary in pre-Reformation times. Or this stanza from the monophonic lauda

Ave, donna Santissima (from the Cortona laudario):

Tu se’ porta, tu se’ domo You are the door, you are the house,
Di te nacque dio et homo from you was born God and man
Arbore con dolze pomo O tree with sweet fruits,

Che sempre sta florissima always in full flower.

Significantly, however, the four traditional antiphons that are the object of this
catalogue, likely dating to the 9™-11" centuries, refer to Mary as queen of heavens, a glorious
virgin, and a mother of mercy, among other attributes, but not as a suffering mother: as the
official expression of Marian theology, the antiphons refrain from the stark emotional tone of
popular devotion.

It was particularly during the Renaissance that musicians sang Mary’s praises through
countless musical compositions that resulted in a large monophonic and polyphonic repertoire
for various liturgical and extra-liturgical purposes, often customized for particular places and
devotional organizations performed during ritual events of various kinds of visual, musical
and oral media.

During the twelfth and thirteenth centuries some churches instituted the singing of an

antiphon to Mary as a devotional act in itself independent of, though often attached to one of
the other services of the day. In Roman and Franciscan usage since the thirteenth century,

each of the four antiphons,'® Alma redemptoris mater, Ave regina caelorum, Regina caeli and



Salve regina became associated with that portion of the liturgical year for which its text is
most appropriate. By 1254 the Franciscans had adopted the singing of all four Marian
antiphons. The appropriate antiphon usually followed Compline; however, the seasonal
antiphons were not exclusive to Compline but could conclude other Offices such as Lauds,
None and particularly Vespers. Pope Pius V’s Breviarium Romanum of 1568 extended a
seasonal cycle of the four antiphons!” to be sung after Compline.

Polyphonic settings of the Marian antiphons were presented in monasteries after
Compline or other Offices and in cathedrals during, before, or after the Mass, or with other
liturgical festivals. Antiphon settings became a part of the Mass in connection with the
substitution Mass'® as in the settings of Gaspar van Weerbecke. Members of the aristocracy
heard the antiphons performed in private chapels and for privately endowed services.
Evidence suggests that Marian antiphons were also employed within educational institutions.
In fifteenth-century England, a Marian antiphon was often required to be sung at evening
devotions honoring the Virgin Mary; Salve regina became the favored antiphon. According to
one of the statutes of 1444 of Eton College, “Every day at a suitable time in the evening...all
sixteen choristers of our Royal College...shall reverently go into chapel accompanied by the
master of the choristers....They shall kneel before the crucifix and say Pater noster; then they
shall rise and sing before the image of the Blessed Virgin in the time of Lent the antiphon Salve
regina with its verses; outside of Lent and also on feast days during Lent the sixteen choristers
shall likewise sing...some other antiphon of the Blessed Virgin.”!

The practice of composing and publishing the four Marian antiphons as a set or cycle
became a common practice among late Renaissance composers. Several composers,
principally Italian and Spanish, published cycles of Marian antiphons, among them Fernando
de las Infantas (I 37),%° Francesco Martini (M 1001), Juan Navarro (N 28), Diego Ortiz (O
125), Asprilii Pacelli (P 24), Francesco Soriano (S 3985), Annibale Stabile (S 4200), Orfeo
Vecchi (V1069) and the Englishman William Byrd (B 5217). For varied performance
requirements and changing styles, composers set the four antiphons for different voice
groupings. Tomas Luis de Victoria issued cycles for five voices (V 1521--six voices for Salve
regina) and eight voices (V 1530). Giulio Belli composed and published four cycles of the four
Marian antiphons for four voices (B 1767), five voices (B 1768), six voices (B 1766) and eight

voices (B 1765). Of the many composers credited with multiple settings of the four antiphons,



Orlande de Lassus was among the most prolific with twenty-four settings (four Alma
redemptoris mater, five Ave regina coelorum, seven Regina caeli and eight Salve regina).
Such enthusiasm for the Marian texts may have been due to the influence of Wilhelm V and his
reform at the Bavarian court as well as his admiration for the Virgin Mary.?!

A multitude of publications devoted to the Offices of Vespers and Compline by Italian
composers appeared during the second half of the sixteenth century and continued throughout
the seventeenth century.?? Composers provided polyphonic music for Psalm texts (alternate
verses), antiphons, hymns, versicles and responsories, the Magnificat for Vespers, the Canticle
of Simeon for Compline, and most significantly, the four Marian antiphons. To be sure, texts
set to polyphony differed in the many printed editions. In some instances, publications
included music for Vespers and Compline. Adrian Willaert’s [ sacre e santi salmi...,** one of
the earliest publications, contains polyphonic music for selected items of both Vespers and
Compline with a single Marian antiphon, Regina caeli (RC220). A majority of subsequent
publications include the four Marian antiphons for voice groupings of three to six voices
including antiphonal choirs (8 vv).

Of particular interest regarding the transmission of Marian antiphons are the printed and
manuscript sources devoted to them: Pierre Attaingnant’s Liber duodecimo (1535%), the only
sixteenth-century print devoted to Marian antiphons, contains two Ave regina coelorum, eight
Regina caeli and seven Salve regina attributed to Franco-Flemish and French composers,
among them Josquin, Jean Richafort and Mathieu Sohier. Two late sixteenth-century
manuscripts, respectively, contain 28 and 42 Marian antiphon settings: GrazU 8 (four A/ma
redemptoris mater, three Ave regina coelorum, six Regina caeli and fifteen Salve regina);
LjublianaN 207 (five Alma redemptoris mater, four Ave regina coelorum, eleven Regina caeli
and twenty-two Salve regina). In addition, two sixteenth-century manuscripts contain only
Salve regina settings. MunichB 34 includes twenty-nine settings attributed to well-known
Franco-Flemish composers—Josquin, La Rue, Richafort, Obrecht and others. RegensburgB C
98 includes eighteen unattributed polyphonic settings; four have been identified as works of
Josquin, Pierre de La Rue and Jacob Obrecht—the remaining fourteen settings are most likely
the works of Franco-Flemish composers. Two additional manuscripts contain several settings
of Salve regina: D-Rp MS. C 95, dated 1611 includes eighteen anonymous antiphons, one of

which concords with Christophorus Clavius’s Salve regina, (SR053), and an attribution to



Jacobus Gallus [Handl] (SR111); and the Eton Choir book, EtonC 178, (fifteen attributed Salve

reginas).

Alma Redemptoris Mater

Alma redemptoris mater, quae pervia caeli porta manes,
Loving mother of the redeemer, who remains the accessible gate of heaven

Et stella maris, succurre cadenti surgere qui curat populo:
and star of the sea, help the fallen people who look to rise.

Tu quae genuisti, natura mirante, tuum sanctum genitorem:
You who, while nature marveled, gave birth to your holy Creator

Virgo prius ac posterius, Gabrielis ab ore sumens illud, Ave, peccatorum miserere.
Virgin before and after, receiving that ‘Hail’ from the mouth of Gabriel, have mercy on sinners.

Although this antiphon is first recorded in the twelfth-century antiphonal of St. Maur-
des-Fossés in Paris (Paris, Bibliothéque Nationale, ms. Lat. 12044, f. 177") as part of the Office
of the Assumption of the Virgin (15 August), it may be the oldest of the four antiphons,
“though not older than the ninth century.”* In the late thirteenth century the Franciscan order,
closely followed by the Roman Curia, prescribed this antiphon to be sung at the end of
Compline, thus closing the daily liturgy with a prayer to the Virgin. The antiphon is allotted
from Vespers of Saturday before the first Sunday in Advent through Second Vespers of the
Purification (2 February). The attribution of the text and melody to Hermann of Reichenau
(Hermannus Contractus, 1013-54) no longer appears tenable.

Alma redemptoris mater may have been linked with psalmody both preceding and

following the chanting of a psalm or canticle. The text in hexameters is apparently modeled

upon the ninth-century Marian hymn Ave maris stella that shares identical or similar phrases.

Alma redemptoris mater Ave maris stella
Alma mater Mater alma
Caeli porta caeli porta
Stella maris Maris stella
Virgo prius ac posterius Semper Virgo
Gabrielis ab ore Gabrielis ore

Sumens illud ave Sumens illud ave



Most composers of polyphonic settings of Alma redemptoris mater recognized its
structure of four musical/textual segments by dividing settings into two, three, or four sections.
To divide the text into two equal partes (2.p. Tu quae genuisti) became a common practice; yet,
many settings exhibit a continuous polyphonic fabric while others clearly differentiate textual
segments setting them apart through contrast in number of voices, texture, meter, use of a full
cadence to articulate each textual section, or a combination of techniques.

The chant melody associated with Alma redemptoris mater is designated as mode 5,%
referred to as the Lydian mode by sixteenth-century theorists. With the not infrequent
introduction of b-flat either as an accidental or in the signature, mode 5 became the Ionian
mode (and later, the major mode). Consequently, Alma redemptoris mater with the presence of
a b-flat signature conforms to the Ionian mode. A large majority of the polyphonic settings of
Alma redemptoris mater based upon the chant melody complement its modal characteristics of
a finalis on F with a b-flat signature. Compositions void of chant may reflect the Lydian mode
with a b-flat signature (e.g., AR090 and AR106) but usually confirm, for example, Dorian,
transposed Dorian (g with b®), or Mixolydian (e.g., AR060 and AR061) modes.

Ave regina caelorum

Ave, regina caelorum, Hail, queen of heaven;

Ave, domina angelorum: hail, mistress of angels;

Salve, radix, salve, porta, hail, root of Jesse; hail the gate;

Ex qua mundo lux est orta: through whom light entered the world.
Gaude, virgo gloriosa, Rejoice glorious virgin,

Super omnes speciosa, beautiful above all others,

Vale, o valde decora, Greetings, o most beautiful one,

Et pro nobis Christum exora. And entreat Christ for us forever.

The earliest dated manuscript that contains Ave regina caelorum is from the twelfth
century (Paris, Bibliotheque Nationale, ms. Lat. 12044). Ave regina caelorum, like Alma
redemptoris mater, may have been linked with psalmody both preceding and following the
chanting of a psalm or canticle. Ave regina caelorum was relegated to Compline from the
Feast of the Purification (2 February) through Compline of Wednesday of Holy Week; the

chant melody associated with Ave regina caelorum is assigned to mode 6 with a finalis F.?°



The rhymed text of Ave regina caelorum in octosyllabic couplets comprises two stanzas
each with four lines in the formal scheme: aa bb cc dd. Consequently, many of the polyphonic
settings consist of two partes. Musical repetition for the initial “ave regina caelorum” and “ave
domina angelorum” as well as “ex qua mundo lux est orta” and “super omnes speciosa”
enhances the textual symmetry: aa bc dc ef. A few composers of polyphonic settings that
incorporate the chant melody repeat the entire texture for the two “ave” phrases (AC035,
AC061, AC062 and AC095) or include complementary initial musical material for the two
phrases (AC098). An anonymous setting constructed as a double canon but devoid of the chant
melody also restates the entire polyphonic structure for the two textual phrases (AC186, mm. 1-
16 equal mm. 17-32). On the other hand, only Baldassare Donata’s Ave regina caelorum
(ACO036) manifests similar motivic material for “ex qua...” and “super...”

A substantial number of settings are devoid of chant quotations; yet, at least six of these
motets include the “salve” motto (/a-sol-la-re), the initial pitches of Salve regina in conjunction
with the phrase “salve radix sancta” for which the motto is underscored with longae or breves
in one or more voices. Four of Orlande de Lasso’s five Ave regina caelorum settings, all free
of chant, include the “salve” motto. Rudolph de Lassus added a unique double choir setting to
the antiphon repertoire; his Ave regina coelorum (AC072), modeled upon his father’s O la o
che bon echo, not only contains the “salve” motto, but also initial pitches of the model, the echo
principle and the Mixolydian mode. Antiphon settings by Francisco Guerrero (AC057), Robert
Naich (ACO087) and Hermann Mathias Werrcore (AC139), all based on the respective antiphon
chant, also include the “salve” motto.

The alternatim principle, a structural feature of many Salve regina polyphonic settings
and to a lesser degree of Regina caeli, defines an Ave regina caelorum by Jean Maillard

29 ¢

(ACO077) that consists of three versets: “ave Domina angelorum,” “gaude gloriosa, super
omnes speciosa” and “et pro nobis semper Christum exora.” On the other hand, an anonymous
setting (AC154) manifests a symmetrical structure of four versets: “ave Domina angelorum,”

99 ¢¢

“ex qua mundo lux es orta,” “super omnes speciosa’ and “et pro nobis semper Christum
exora.”

Like the other Marian antiphons, the text of Ave regina caelorum, with but minor
variations, has essentially remained intact since its origin. The Pre-Tridentine version was used

throughout the fifteenth and sixteenth centuries with polyphonic settings spanning the years
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from Du Fay to Victoria and was particularly favored by Spanish composers. A few settings

close with “Amen,” a practice that is also evident in some early sources of the text.

Pre-Tridentine text Tridentine text
Ave regina coelorum, Ave regina coelorum
Ave, domina angelorum, Ave, domina angelorum,
Salve radix sancta Salve radix, salve porta
Ex qua mundo lux est orta: Ex qua mundo lux est orta:
Gaude gloriosa, Gaude virgo gloriosa,
Super omnes speciosa: Super omnes speciosa:
Vale, valde decora, Vale, o valde decora,
Et pro nobis semper Christum exora. Et pro nobis Christum exora.

Another Marian antiphon begins with the initial acclamation of Ave regina caelorum;
however, the remainder of the text differs entirely from the above text. The text comprises six
rhymed lines with eight syllables per line and the accompanying chant melody is relegated to

“In Honour of the Blessed Virgin Mary.”?’

Ave, regina caelorum Hail, queen of heaven,

mater Regis angelorum mother of the king of angels,

O Maria, flos virginum Mary, flower of virgins,

velut rosa vel lilium like a rose or lily,

funde preces ad Dominum pour forth our prayers before your son
pro salute fidelium. for the salvation of the faithful.?®

Regina caeli

Regina caeli laetare, alleluia; Queen of heaven, rejoice, alleluia;

Quia quem meruisti portare, alleluia, because of him whom you were privileged to bear,
alleluia,

Resurrexit, sicut dixit, alleluia, is now risen as he promised, alleluia.

Ora pro nobis Deum, alleluia. Pray to God for us, alleluia.

The earliest known sources for Regina caeli, the Old Roman antiphoner S Pietro B.79
(Biblioteca Apostolica Vaticana) and the Lucca antiphoner 601 (Biblioteca Capitolare Feliniana

e Biblioteca Arcivescovile), date from the twelfth century and indicate an Italian, if not
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specifically Roman origin for the antiphon. It appears in both manuscripts within a group of
antiphons to be sung with the Magnificat after Vespers during the Easter season. Its use as a
concluding antiphon for Compline dates from at least the mid-thirteenth century.? Within Pius
V’s breviary (1568) Regina caeli is assigned from Compline of Holy Saturday to None of the
Saturday prior to the Feast of Pentecost.

Textually, Regina caeli is the simplest of the four Marian antiphons. It consists of four
irregular lines, each concluding with an “alleluia” that acts as a textual refrain. Linked with
Marian devotions in Easter season, the antiphon seems to have been an independent piece not
associated with the recitation of psalms. Since 1742, Regina caeli also concludes the Angelus*°
during the same period of the liturgical year.>! Spanish composers working in their native
country used a particularly Spanish chant melody that, with a few minor variations, was
remarkably uniform throughout the kingdom. The melody bears almost no resemblance to the
Roman version.*

The chant melody upon which a large majority of the polyphonic settings of Regina caeli
are based is traditionally assigned to mode six with a b® signature and a finalis F.*> Polyphonic
settings embrace chant as a motto (i.e., use of initial pitches of one or more textual phrases),
paraphrase technique, cantus firmus, or canonic procedures, the latter more frequently used in
Regina caeli settings than in the other seasonal Marian antiphons. Like other composers, Orlande
de Lassus favored incorporation of chant in settings of Regina caeli; his seven Regina caeli
antiphons include chant (two as a cantus firmus in equal note values), whereas none of his
fourteen remaining Marian antiphons settings include their respective chant melodies. In accord
with the modal feature of the chant, F final with a b® signature prevails in the polyphonic
settings;>* the chant is transposed to C in a few antiphons.*> Regina caeli antiphons devoid of
chant reflect the prevailing Lydian mode (e.g., RC031) but usually affirm, for example, Dorian
(RC181) or Mixolydian (RC207 and RC210) modes. Composers who used the Spanish Regina
caeli chant respected its modal assignment, mode one, in the polyphonic settings.>¢

The melisma associated with “laetare” and the respective double melismas connected with
“portare” and the final “alleluia” clearly distinguish Regina caeli from the three other seasonal
Marian antiphons. Settings of the antiphon reveal a wide spectrum of treatments from ignoring or
dismissing the melismas to faithful duplication of all melismas. A majority of composers include

initial or principal pitches of melismas but acknowledge only half of the “portare” and final
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“alleluia” double melismas. On the other hand, some antiphons exhibit one or two abbreviated
melismas (e.g., “laetare” and “portare’) but complete inclusion of chant for the final “alleluia”
(RCO11, RCO58 and RC148). For their respective three-voice settings, Cypriano de Rore
(RC194) and Adrian Willaert (RC217) share the same cantus firmus that incorporates complete
melismas.

The alternatim procedure of alternating chant or organ within polyphonic versets
frequently applied to the text of Salve regina was also used with Regina caeli. In reference to the
Salve service at the church of Our Lady (Onze Lieve Vrouw) in Antwerp, a document dated 1479,
indicates “the Salve regina or Regina celi was performed in polyphony, in alternatim with
organ.”®” Most likely, the Regina celi was used during the Easter season. More than a dozen
Regina caeli settings in this catalog involve alternation, of which eleven anonymous works not
surprisingly are transmitted in manuscripts compiled in Brussels (LeidenGA 1442),3® Leiden
(LeidenSM 1440)*° and ‘s Hertogenbusch (‘s HerAB 73)* during the mid-sixteenth century. The
lone attributed example (RC121) belongs to Jean Maillard, a French composer of whom little is
known. Two alternatim settings (RC236 and RC252) appear, respectively, in CasAC C, a
manuscript compiled in Casale Monferrato that contains works by Franco-Flemish composers,
and Krak]J 2464, a Polish source devoted to compositions by regional composers.

Thirteen Regina caeli settings include the trope Alle Domine nate matris*' that first seems
to have appeared in KrakJ 2426 (RC252), a manuscript compiled during the 1420s.*> The trope
was favored in areas that came under German influence during the fifteenth century as evidenced
by the polyphonic settings of the antiphon in Polish, Czech and German sources.** Except for
troped Regina caeli settings attributed to Johannes Brassart (RC037) and B. H[artzer?] (RC094),
the others are anonymous. Common to all trope settings are the initial syllables “alle” and pitches
of the final “alleluia” that parallels its melodic and formal structure wherein the paraphrased
melody for “alle...vivere” is restated for the second verse, “quam...pie,” without transposition
(e.g., RCO37 and RC252), or transposed to G (RC275) or C (RC228). The trope continues as an
integral part of the antiphon (RC037) or as an independent section (RC273). It may appear
somewhat incongruous that the trope text is addressed to the Lord in an antiphon honoring Mary;
however, the trope in a Regina caeli in MunBS 3154 provides a suitable introduction to the Introit
in a Missa Paschalis, a plenary Mass, that it precedes. Indeed, the third phrase of the antiphon,

“resurrexit sicut dixit” also speaks of the resurrection as proclaimed by the Easter Mass Introit.



Perhaps one of the principal purposes of the troped Regina caeli was to introduce the Easter

Mass.

Alle Domine nate matris Deus alme nobis confer praestaque vivere:

Quam [quoniam] te decet laus honor O Domine qui de morte surgebas rex pie:

Fac nos tecum surgere, alleluia.

O Lord, born of a kindly mother, grant and give us life.

Since praise and honor become you, O blessed Lord, who rose a king from the dead:

let us rise with you, alleluia.
Salve Regina
1. Salve, regina, mater misericordiae;

Hail, queen, mother of mercy,

2. Vita, dulcedo et spes nostra, salve.
our life, sweetness, and hope, hail!

3. Ad te clamamus exsules filii Hevae.
To you we cry, exiled children of Eve.

4. Ad te suspiramus gementes et flentes in hac lacrimarum valle.
To you we sigh, groaning and weeping in this valley of tears.

5. Eia ergo, advocata nostra, illos tuos misericordes oculos ad nos converte.
Come then, our advocate, turn your merciful eyes toward us,

6. Et Jesum, benedictum fructum ventris tui, nobis post hoc exsilium ostende.
And after this our exile, show us Jesus, the blessed fruit of your womb.

7. O clemens,
O merciful one,

8. O pia,
O loving one,

9. O dulcis virgo Maria.*
O sweet virgin Mary.
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Following medieval Roman and Franciscan custom, Salve regina is allotted from First
Vespers of Trinity Sunday through None on the Saturday before the first Sunday of Advent. In
the twelfth century the newly established Franciscan and Dominican orders introduced Salve
regina into their Marian devotion. One of the earliest liturgical uses of Salve regina was as a
processional chant at Cluny around the year 1135.%° Snow notes that the Cistercian Order sang
Salve regina as a daily processional chant from 1218, and after daily Compline from 1251. The
Dominicans had the same practice from 1230, including it also as a prayer within the final rites;
the Franciscans added it to daily Compline no later than 1249. Pope Gregory IX (1227-41)
ordered its chanting after Compline on all Fridays, and beginning in the fourteenth century it
was generally sung after Compline in all Latin rites until the Breviary of Pius V (1568)
extended its use to the other hours.*¢ The origins of Salve regina are unclear. Ingram suggests
that the origins of neither the text nor the melody can be ascertained although it is generally
believed that both were composed at the same time by the same person.*’

The earliest surviving manuscript known to include the antiphon is n.a.1412 (Paris,
Bibliotheque Nationale), a Cistercian antiphoner dating from 1150-60 from the abbey of
Movimondo near Milan that may imply a Cistercian origin. A second possible place of origin
is Cluny, where in 1135, when Peter the Venerable was abbot, a resolution was passed
requiring the antiphon to be sung during processions. Proposed attributions to Adhemar of Le
Puy (d 1098), Hermannus Contractus (d 1054) and others rest on insubstantial evidence. It is
clear that the text draws on a type of Marian theology that was still new at the beginning of the
twelfth century.*® The literary style and vocabulary of its text (regina misercordiae, advocata,
eia ergo) reflect the spirit of that period, although it has also been suggested that the date of its
composition could be as late as the very early twelfth century.*’

Salve regina was always an independent piece never associated with the recitation of a
psalm. The antiphon was particularly favored by English composers of the fifteenth century
and sixteenth-century Spanish composers>® whose works are preserved along with those
composers of the new world in manuscripts in the cathedrals in Guatemala City, Mexico City,
Puebla and Bogot4. Additionally, Ingram attributes almost 130 polyphonic settings to
Netherlandish composers active between 1425 and 1550.°!

The text of Salve regina consists of nine verses of prose with an irregular number of

syllables per verse and rhyming final syllables for the first six verses.’> Due to this thyming
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scheme and the pairing of verses in the chant for the first four verses, the influence of the
sequence upon this antiphon may be posed. Another feature of the text involves the frequency
of short exclamatory phrases: Salve regina, O clemens, O pia, O dulcis virgo Maria. Text
rhyme brings order and symmetry to these ejaculatory phrases.

The text and rhetoric of Salve regina exercised a significant role upon the structure of
polyphonic settings. The most frequently used practice of structural division involved the
alternation of even-numbered verses sung polyphonically with the odd-numbered verses
relegated to chant or performed on the organ. The alternatim practice was particularly favored
by Flemish (J. Obrecht, P. La Rue, J. Vaet, H. Vinders) and Spanish composers; alternation
between chant and polyphony became the standard practice in Spain followed by F. Guerrero,
P. Bermudez, H. Franco, J. Navarro, R. de Ceballos and others.>* Examples of organ settings
appear in the works of Paul Hofhaimer, Johannes Schrem, Johannes Kotter, Arnolt Schlick and
the two anonymous settings in the Buxheimer Orgelbuch (SR 527-539). A less frequent
structural arrangement involved the division of the Salve regina text into eight or nine partes.
A rich source of this structure is Regensburg C 98 wherein nine of eighteen unattributed Sa/ve
reginas (four concord with Salve reginas by La Rue, Obrecht and Josquin) observe this
practice. On the other hand, a tripartite structure of the text enables topical unity, symmetry
and expansion of musical material. The central plea of the antiphon, verse 5, is framed by four
verses on each side. The opening verse of the first segment, “Salve regina,” emphasizes Mary
as the queen of mercy, verse 5, “Eia ergo,” requests mercy from Mary, the advocate, and the
opening verse of the third segment emphasizes Mary as Mother of God. References to mercy
occur in each section: verses 1, 5, and 7. The tripartite division is often accompanied by a
reduction in voices for the middle section. Salve regina settings employing two relatively equal
parts, the second segment normally beginning with “Eia ergo,” also display expansion of
material through developmental techniques. Typically, the one-movement structure as
employed by late sixteenth-century composers includes contrasting melodic and rhythmic
motives, textures, voice combinations, and mensuration changes to distinguish textual verses.

Three notable features of the antiphon’s musical structure are that verses one and two
are identical, verses three and four share initial pitches, and verse eight is a modification of
verse seven. When composers adopted the antiphon as pre-existing melody, they often

mirrored these features in their settings.
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The ubiquitous “salve/vita” motto,>* became the most frequently quoted motive from
the antiphon. Numerous quotations often permeate the polyphonic texture of the initial two
textual phrases; yet, a single quotation of the emblematic motive was sufficient for many
composers. A subsequent key point in the text of Salve regina are the words “Et Jesum,” the
beginning of verse six. This phrase received specific attention through several stereotypical
methods: 1. separation from the rest of the verse, 2. chordal setting, 3. use of the appropriate
chant as cantus firmus, and 4. reduction in the number of voices. Procedures could be
combined. The three concluding invocations often received distinctive treatment. Some
composers set them in chordal texture, reduced the number of voices for them and their tropes,
or introduced the appropriate chant of the invocations in cantus firmus style though the main
body of the work did not include cantus firmus procedures.

Salve regina settings by fifteenth-century English composers invariably include three or
four verses of the trope Virgo mater.>® The fifteen Salve reginas in the Eton Choirbook, those
by Dunstable (SR080), Power (SR214 and SR215) and Richard Pygot (SR449), as well as the
anonymous settings LonLP 1, “Lambeth Choirbook” (SR320), TrentC90 (SR390) and TrentC
92 (SR394) contain this trope. Salve regina settings by Hubertus de Salinis (SR116) and
Engarandus Juvenis (SR129) are the only extant examples by continental composers that
include the Virgo mater trope. Respective verses of the “Virgo, mater” trope were inserted
before the final three acclamations: “O clemens,” “O pia” and “O dulcis Maria.” A majority of
the settings include the first three trope verses, though the fifth verse was occasionally
substituted for verse three; only two settings contain verse four (SR116 and SR129°).
References to the plainsong of Salve regina are infrequent in the Salve regina settings by
English composers; indeed, Walter Lamb is the only composer to include the trope plainsong

melody in his antiphon setting (SR132).

Virgo, mater trope

Virgo, mater ecclesiae Virgin, mother of the church,
aeterna porta gloriae, eternal gate of glory,

esto nobis refugium be our sanctuary

apud patrem et filium with the Father and the Son

O clemens! O merciful one.



Virgo clemens, virgo pia,
virgo dulcis, O Maria,
exaudi preces omnium
ad te pie clamantium

O pia!

Funde preces tuo nato,
crucifixo, vulnerato

et pro nobis flagellato,
spinis puncto felle potato

O dulcis Maria, [salve.]

Gloriosa dei mater

cujus natus est ac pater,

ora pro nobis omnibus

qui tuam memoriam agimus.

O Maria.

Dele culpas miserorum;
terge sordes peccatorum
dona nobis beatorum

vitam tuis prrecibus.

O mitis.
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Virgin merciful, virgin kind,
virgin sweet, O Mary,

hear the prayers of all

of those crying to you in piety.

O loving one.

Pour forth the prayers to your Son

who was crucified, wounded

and scourged for us,

whom thorns did pierce, who drank the cup of bitterness.

O sweet Mary, [hail!]

Glorious mother of God
whose son is the father

pray for us all

who perform your memorial.

O Mary.

Expunge the sins of the doomed;
wipe away the stains of sinners;
give to us the life of the blessed
through your prayers.

O gentle one.

Quotation of extraneous texts in Salve regina, as well as the other Marian antiphons,

enhanced theological implications, clarified and emphasized structural features, and possibly

expanded the purpose and use of the seasonal Marian antiphons. Inclusion of hymns,

sequences, and antiphons (above all, one or more of the other three Marian antiphons) in Salve

regina compositions (Table I) influenced the use of the antiphon within liturgical and extra-

liturgical dimensions. Likewise, quotation of melodies associated with the repertoire of French

chansons, German Lieder and Dutch liedeken (Table II) coupled with the Salve regina chant

promoted an interrelationship between secular and sacred spheres. Bereft of their original

texts, but retaining their melodic and rhythmic integrity, complete, abbreviated, or selected

phrases of secular melodies were primarily presented in an upper voice. Symbolically, there

arose a symbiotic relationship wherein the “early beloved of secular song was elevated by
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likening her to Mary simultaneously making Mary more accessible and immediate by likening
her to the early beloved of secular song.”>’

That more than 525 polyphonic settings of Salve regina from the period 1400-1615
survive, or are known to have been composed, can be attributed to the need for the many
settings required during Ordinary time as well as the preference of Spanish composers for
setting the text where even after the adoption of the Breviarum Romanum of Pius V in 1568,
Salve regina continued in use in several Spanish dioceses. The Spanish fondness for
polyphonic settings of Salve regina can be explained by the fact that this antiphon, sung after
Compline, was required during the entire year. Only after the new breviary of 1576 was
adopted in Spanish dioceses were composers required to set the three other Marian antiphons
polyphonically according to seasonal requirements.

Another significant use for polyphonic settings of Salve regina settings was the Salve,
Salut or Lof that was named for the Salve regina.’® The admiration for Salve regina among
theologians of the eleventh and twelfth centuries apparently led to its inclusion in monastic
evening devotional services. When a laic Marian devotion developed as an outgrowth of these
services, Salve regina attained a central place within the service.

By the late Middle Ages, confraternities consisting of members of the laity had become
established throughout Latin Christendom. One of the early practices of the confraternities was
to glorify Mary by singing Salve regina at least on Saturdays and/or Sundays after either
Vespers or Compline. By the late fifteenth century these services had expanded to include a
variable selection of readings, recitation of psalms, music, prayers, a motet, the use of organ
and naturally the singing of Sal/ve regina celebrated before an image of the Virgin Mary. In
churches, lay confraternities often endowed the Salve services and made generous provisions
for musicians to celebrate them; singers trained in singing polyphony were enlisted for the
services.

Evidence points to the establishment of Loven (Salve services) throughout the Low
Countries during the fourteenth and fifteenth centuries. The Marian confraternity of St.
Goedele established one of the earliest endowments in Brussels in 1362. This Lof, celebrated
on Saturdays and on Marian feast days along with the Marian Mass, included the first

documented endowed polyphony in Brussels.”® The most lavish services were likely those
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sponsored by the Marian confraternity in Antwerp whose statutes established a daily devotional
service on 12 February 1479.5°

Normally, Salve regina was sung at the Lof, except at Easter when Regina caeli was
substituted. In its post-Tridentine form, the Lof featured the singing of A/ma redemptoris mater
from Advent to Christmastime, Ave regina coelorum from Purification of the Virgin until Good
Friday, Regina caeli at Eastertide, and Salve regina from Trinity Sunday to Advent.®!

Several composers of Salve regina settings are known to have been members of specific
confraternities. Obrecht was a member of the Marian confraternity in Antwerp. Du Fay was a
member of the Salve chapel of St. Géry at Cambrai, and Pierre La Rue, the composer of six
polyphonic settings of Salve regina, was a member of the Confraternity of Our Lady at
‘s-Hertogenbosch. To be sure, it cannot be determined whether Salve regina settings by these
composers were composed specifically for their respective establishments.

A service that had evolved from the simple chanting of Salve regina came to be
celebrated as a separate devotion after Vespers or Compline in many churches and cathedrals,
and as part of the procession and Mass in others. To fulfill the demands of the Salve devotions
for polyphonic settings of Salve regina as well as the three other Marian antiphons, composers
provided numerous settings. Indeed, the popularity of Salve regina and the Salve service®?

continued throughout the sixteenth century at the height of the Marian cult.%

For the most part, the history of Marian antiphon settings in the fifteenth and sixteenth
centuries parallels that of the motet in broad stylistic features such as number of voices, texture,
inclusion of borrowed material, cantus firmus treatment, paraphrase of borrowed material, use
of canon and multiple choirs.

In the early fifteenth century when the first polyphonic Marian antiphon settings
appeared, English composers took the lead. Most pieces were written for three voices with
contrasting two-voiced inner sections. On the continent, English influence became evident in
the works of Du Fay and his contemporaries, who, like English composers, reduced the number
of voices in inner sections, and divided their works into sections corresponding to the natural

divisions of the text. The Eton composers who followed late in the century represented a unique
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situation. They increased the average number of voices to five, wrote in a highly contrapuntal
style, and often included chant melodies other than the Salve regina melody.

At the end of the fifteenth and the beginning of the sixteenth centuries four-voice
combinations became standard and motets were normally divided into well-defined partes.
Devices such as canon, ostinato, and the use of tropes were mainly employed through the
beginning of the sixteenth century.

On the continent Burgundian composers of the last third of the fifteenth century
developed a distinctive style. Structural voices tended toward an axis formed by the Tenor and
Superius. Part and parcel of the structure was a cantus firmus. Long melodic lines,
independent of text or textual rhythm, unfolded according to musical considerations. Although
imitation occasionally occurred, it was not a hallmark feature. During the last two and half
decades of the century, another style originated in northern Italy, but became primarily evident
in the works of Netherlandish composers. Motets in this style exhibit an imitative texture
featuring duet sections with contrasting combinations of voices (upper contra lower voices)
with corresponding textual and musical rhythms. Some motets are entirely chordal with
syllabic settings of their texts. Borrowed material in the form of chant is not common to this
style; however, when present it usually permeates the entire texture via imitation. Contrasting
duple and triple mensuration sections are not uncommon. In settings of Regina caeli, the
“alleluia” refrain is frequently in triple mensuration. Whereas tonal harmonic progressions are
not evident in the Burgundian style, they do occur particularly at cadential points in the new
style. To be sure, an intermingling of the two styles occurred in some works.

Among the most productive composers of Marian antiphons in the late sixteenth century
were Roman and Roman-oriented composers. In addition to works for four, five and six
voices, eight-voiced works for double choir became common. Venice has usually been
associated with polychoral music; yet, based upon output, Rome has the strongest claim to be
regarded as its true home.®* Roman composers produced multiple choir settings of the Marian
antiphons during the two decades following the Council of Trent. By the beginning of the
seventeenth century polychoral settings had become standard in Rome with contributions by
Palestrina, Giovanni Animuccia, Ruggiero Giovanelli, Felice Anerio, Francesco Soriano and

Victoria.
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Palestrina published a double-choir setting of Ave regina caelorum (AC087) in
Motetorum quae partim...liber tertius, 1575 (P 711), the first extant publication of Roman
polychoral music. Additionally, Palestrina contributed two double-choir settings of A/ma
redemptoris mater (AR084 and ARO08S5), another Ave regina caelorum (AC088), two settings of
Regina caeli (RC162 and RC163) and one Salve regina (SR197). All of these settings include
the respective antiphon chant melodies, in most cases extensively paraphrased, particularly in
the single-choir sections. Whereas the Venetians experimented with the combination of choirs
of contrasting ranges, Romans preferred choirs of equal range. Significantly, the most
frequently set texts by Roman composers were Marian antiphons sung at the conclusion of
Compline or Vespers, or in a devotional context. That polychoral settings flourished in Rome,
Venice and Munich (Lasso is credited with two settings, AR063 and SR140) may reflect a
political dimension. In Rome large-scale music was designed to impress the listener and
communicate the authority of the church and the expansion of the city’s musical resources. In
Venice and Munich polychoral music as well as architecture and other art forms projected the
grandeur and authority of the state.

Whereas the creation of multiple choir settings of the four Marian antiphons became a
trademark at the end of the sixteenth and the beginning of the seventeenth centuries,
chromaticism was used sparingly. Except for Gesualdo’s Ave regina caelorum (AC053) the
use of chromaticism is limited. Even Orlando di Lassus, who employed chromaticism in some
of his motets, did not venture into that realm with the Marian antiphons. Evidently, composers
associated the four antiphons with a more conservative tradition considered appropriate for
their texts and functions.

Symbolism involving number or compositional techniques is evident in several Marian
antiphons. Compositions for seven voices are rarely found during the Renaissance; yet, four
Regina caeli (RC075, RC115, RC157 and RC180) that date from the sixteenth century were
most likely intended to commemorate the Seven Sorrows of the BVM.® Similarly, J. Martini’s
inclusion of seven chants in his Sa/ve regina [SR168] may symbolize Mary’s Seven Sorrows
and Joys. The presence of ostinati, their pitch content and number of repetitions often represent
religious concepts (see Renaldo’s Regina caeli, [RC189], Josquin’s Salve regina, [SR128,]
Victoria’s Salve regina [SR267,] as well as Caspar Copus’s Salve regina, [SR068]). Copus’s

Salve regina, intended as an encomium to Arnold de Bruck, not only includes a German
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version of the antiphon chant, but also quotes the superius of the “cum sancto spiritus” section
of the Gloria of Josquin’s Missa de Beata Virgine, a symbolic means of inviting Josquin to join

the composer in honoring Arnold de Bruck and the Virgin Mary.
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ARI118

ARI129

ACO030

AC046

AC063

AC221

RCI123

RC189

RC268

RC297

RC348

SR003

SR052
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Table I
Plainchant Borrowings

Bibliographic citations accompany the specific antiphon.

Josquin

Anonymous

Anonymous

H. Chapelle

J. Forest

J. de Kerle

Anonymous

J. Maillard

Renaldo

Anonymous

Anonymous

L. Senfl

A. Agricola

J. Browne

Plainchant text and music of Ave regina coelorum in S
and B
Altus of J. Ockeghem’s Alma redemptoris mater, AR0O78

Plainchant Et genitorem in lowest voice of 1.p.; music
and text of Ave regina coelorum in lowest voice of 2.p.

Plainchant text and melody of Ave regina coelorum
included in T and Ct of respective partes

Plainchant text and melody of sequence Inviolata, integra
et casta es Maria in S

Text of antiphon Anima mea liquefacta est included in
concordant manuscript, ModE X.1.11

Plainchant text and melody of final “alleluia” of Regina
caeli in Q

Plainchant melody of Regina caeli in S

Plainchant text and melody of sequence Inviolata, integra
et casta es Maria, and antiphons A/ma redemptoris mater
and Ave regina coelorum

Recitation formula with text Sancta Maria ora pro nobis

Textual phrase and pitch motive Surrexit Christus used as
ostinato

Plainchant text and melody of sequence Inviolata, integra
et casta es Maria

Hymn texts and melodies of Festum nunc célebre, Gloria
laus et honor, and text and melody of Te ergo quaesumus,

a verse of the Te Deum

Text and Tenor of W. Frye’s Ave regina coelorum mater
Regis

Antiphon Maria ergo unxit



SR053

SR068

SR105

SR118

SR168

SR214

SR235

SR245

SR256

SR273

SR320

SR336

ACO072

RCO087

RC308

RC394

SR006

J. Browne

C. Copus

N. Gombert

R. Hygons

J. Martini

L. Power

L. Senfl

J. Sutton

J. Vaet

R. Wylkynson
Anonymous

O. di Lasso
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Antiphon Venit dilectus meus

“Cum sancto spiritus. Amen.” From the Gloria of
Josquin’s Missa de Beata Virgine

Plainchant text and melody of antiphon Ave regina
caelorum, antiphon Beata Mater, sequence Inviolata,
integra et casta es Maria, antiphon Hortus conclusis,
antiphon Alma redemptoris mater and antiphon Ave Maria
Antiphon Venit ad Petrum

Plainchant text and melody of antiphon Da pacem
Domine, hymn Vexilla Regis, antiphon Vos amici mei
estis, hymn Gloria, laus et honor and sequence Veni
Sancte Spiritus

Antiphon Alma redemptoris mater

Hymn Stella maris

Antiphon Libera nos salve

Vaet’s motet Vita, dulcedo et spes nostra salve
Antiphon Assumpta est Maria

Antiphon Libera nos salve nos

Motet Memo esto verbi tui

Table 11

Secular Borrowings

Bibliographic citations accompany the specific antiphon.

R. de Lasso
J. Ghiselin
Anonymous

Anonymous

G. Aichinger

O la o che bon echo by O. de Lassus

Tenor of G. Binchois’s Comme femme desconfortée
Tenor of H. van Ghizeghem’s Allez regretz

Cantus of Ockeghem’s D 'un alter amer

Parody of G. Gabrieli’s madrigal Lieto godea



SR020

SR022

SR036

SRO78

SRO81

SR101

SR136

SR173

SR256

SR272

SR330

SR331

SR333

SR387

SR388

B. Appenzeller

Ar. Fer

N. Bauldeweyn
A. Divitis
L. Episcopius

J. Ghiselin

P. de La Rue

J. Molinet
J. Vaet

H. Vinders

Anonymous

Anonymous
Anonymous
Anonymous

Anonymous
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Myns liefkens bruyn ooghen, anonymous Dutch liedeken
Lieder: Zu jagen, Wunschlich schon, Glick walt der Reis
and Wes ich mich leid

Tenor of Du Fay’s Le serviteur and Discantus of Isaac’s
J’ay pris amours

Superius of Ockeghem’s Je n’ay dueil

Tenor of Josquin’s Adieu mes amours

Various voices from Pierre Sandrin’s Doulce memoire

Superius of G. Binchois’s Je ne vis oncques le pareille
attributed to Binchois/Du Fay

Discantus of Du Fay’s Par le regard de vos beaux and
Discantus of Je ne vis oncques le pareille attributed to
Binchois/Du Fay

O werde mont, anonymous Dutch liedeken

Tenor from anonymous chanson iay mys mon coeur
Superius from J. Ghiselin’s Ghy syt die werste bovenal
Superius from Pierre de La Rue’s Myn hert altyt heft
verlangen

O werde mont, anonymous Dutch liedeken

Myns liefkens bruyn ooghen, anonymous Dutch liedeken

Tenor of Du Fay’s Le serviteur halt guerdonné

Hilf und gib rat, anonymous German Lied



30



