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NOTE ON TERMINOLOGY, TRANSCRIPTIONS AND CITATIONS

Because this research is concerned with vocal music, conceived of without the
notion of a pitch standard, all notes and note-names represent approximate,
relative pitches. Note names are given in Helmholtz pitch notation (e.g. ¢’ for
middle c). Italicised capitals (e.g. F ) represent pitch classes. Historical note
names (e.g. ‘Gsolreut’ for g) or solmisation syllables may be used as part of a
historical quotation or discussion. Note values are called by their British names,
also in discussing mensural notation (e.g. breve for brevis). Intervals are given in
English (e.g. fifth for diatessaron or quinta), unless part of an original language
quotation. Interval progressions—for instance: third to unison—are given in the
following form: 3-1. Three-voice sonorities—for instance a first inversion triad—
are indicated as follows: 3/5. If needed, upper and lowercase m’s are used to
indicate major and minor imperfect consonances (e.g. M3-5 means: major third
to fifth).

The musical examples in this dissertation fall into three main categories:
transcriptions of historical compositions and treatise-examples, demonstrative
examples, and transcriptions of improvisations.

The historical examples have been transcribed from images of their
manuscript or printed sources (facsimile editions, digital pictures or microfilms),
unless otherwise indicated. References to a recommended modern, scholarly
edition are provided in a footnote. References to digital or printed facsimiles
used for transcription are given in the bibliography together with the sources. All
examples are given in modern clefs (F4 and G2). Ligatures are indicated with
horizontal closed brackets. Broken horizontal brackets indicate coloration.
Manuscript accidentals are given within the staff, using # for the diesis or ‘mi-
sign’ and b for the ‘fa-sign’. (See also Glossary, ‘musica ficta’). Accidentals above
the staff or between parentheses are editorial. Reconstructed music is placed
between vertical square brackets. Chant and polyphony notated without a clear
rhythm has been transcribed in semibreves. If notated on a single staff, filled
notes represent the second voice, open semibreves the tenor. The fourteenth-
century mensural examples in Chapter 3 have been transcribed at various levels

of reduction, corresponding to those of the referenced editions. This is in order



to facilitate comparison and to accommodate for the many different, regional
variants of fourteenth-century mensural notation. The fifteenth-century
mensural examples in Chapter 4 have been transcribed retaining the original
note-values, unless otherwise indicated. Improvisations (e.g. Example 2.20) have
been transcribed from recordings, notating only rhythm and relative pitch. The
notated pitch reflects the mode of the cantus firmus, not the performance pitch.
In metric improvisations, the semibreve represents the beat. Sung accidentals
are given within the staff. The names of the participants are given in square
brackets above the parts. For demonstrative examples (e.g. Example 2.2) the
same conventions are used.

The texts cited in this dissertation likewise fall into three categories:
lyrics of musical examples, passages from historical treatises, and quotations
from modern, scholarly publications.

The lyrics and titles of historical pieces are given in the original spelling of
the sources (e.g. ‘deo gracias’ instead of ‘deo gratias’). Similarly, part-names are
given in their original forms (e.g. superius instead of soprano). Lyrics in
transcriptions of improvised polyphony are given in the spelling of the Graduale
Triplex. Quotations from historical theoretical texts are given in English
translation in the body of the text, with the original in a footnote. Not all treatises
could be studied from facsimile, titles and quotations from treatises, therefore,
follow the spelling of their modern editions. In citations from modern English
scholarly texts the spelling of the original is retained. Foreign language
quotations are given in translation in the body of the text, with the original in a
footnote. Unless otherwise indicated, the authors cited are historical

musicologists.



GLOSSARY

Cantare super librum (Lat.): ‘singing on the book’, an expression used by
Johannes Tinctoris to describe performances of non-written counterpoint.
The term takes its origin from the chant book, liber cantus, which supplied
the cantus firmus for such performances.

Cantus (Lat.): ‘song’, when used as a part-name it refers to the upper voice of a
fourteenth- or fifteenth-century polyphonic composition.

Cantus firmus (Lat.): ‘firm song’, a plainchant melody. In modern usage it
indicates a chant, often in long values, undergoing polyphonic treatment.
See also ‘cantus prius factus’.

Cantus prius factus (Lat.): a pre-existing tune, either sacred or secular, which
forms the basis for a polyphonic composition or improvisation. See also
‘cantus firmus’.

Clausula (Lat.): ‘cadence’, the progression from an imperfect sonority to a
perfect one in stepwise contrary motion, often at the close of a musical
phrase. In a two-voice cadence (e.g. 6-8 or 3-5), one voice makes an upward
stepwise soprano clausula (cantizans), and the other a downward stepwise
tenor clausula (tenorizans). Three-voice cadences can be formed by
doubling the soprano clausula at the lower fourth or upper fifth, producing
the so-called double leading tone cadence (3/6-5/8 or 6/10-8/12). In the
later fifteenth century other standardised cadential functions appear: The
bass clausula (bassizans) is formed by 5-1 below the tenor, and the alto
clausula (altizans) by 4-5 or 5-3 above it. See also ‘musica ficta’.

Color (Lat.): see ‘isorhythm’.

Contrappunto alla mente (It.): an expression used for improvised counterpoint
by Italian sixteenth-century authors such as Nicola Vicentino and Gioseffo
Zarlino. Tinctoris already classified cantare super librum as a ‘mental’
activity.

Contrapunctus (Lat.): ‘counterpoint’, a term for polyphony dating from the mid-
fourteenth century. In a strict sense it refers to note-against-note-
counterpoint, ‘punctus contra punctum’, the placement of one note against

another in polyphony.



Contratenor (Lat.): a voice ‘against the tenor’, enriching the tenor-cantus duet.
Fourteenth-century mobile contratenores mostly occupy the same range as
the tenor. A special instance is the fauxbourdon-contratenor, which runs in
parallel with the cantus or superius. In the late fifteenth-century
contratenors specialise, either as a ‘low contratenor’ (contratenor bassus)
or a ‘high contratenor’ (contratenor altus).

Discantus (Lat.): ‘singing apart’, a term for polyphony used between the twelfth
and the seventeenth centuries. It is employed here to denote fourteenth-
and early-fifteenth century polyphony based primarily on contrary motion.

Discantus / Contrapunctus floridus (Lat.): ‘florid discant or counterpoint’,
terms referring to rhythmically varied polyphony, in which the note-
against-note counterpoint has been ‘broken up’ into smaller values.

Fixed do solfa: a modern system of sight-reading, practised mainly in Romance-
language countries, in which solmisation syllables represent fixed, absolute
pitches (e.g. ‘do’ is C). ‘Solfa’ is used here for modern, seven-note variants of
this practice, ‘solmisation’ for historical techniques. See also ‘hexachordal
solmisation’ and ‘moveable do solfa’.

Guidonian hand: a pedagogic aid for training singers, credited to—but probably
not invented by—Guido of Arezzo. It is mental map, in which the notes of
the medieval Gamut (G-e”) are projected on the joints and finger-tips of the
singer’s left hand. See also ‘hexachordal solmisation’.

Hexachordal solmisation: a system of sight-reading, practised between the
eleventh and the eighteenth centuries, credited to Guido of Arezzo. This
system made use of six syllables or voces musicales (ut, re, mi, fa, sol, and la)
known as a hexachord. Hexachords would be placed on C, G and F, thereby
obtaining all the pitches of the Gamut. See also ‘musica recta’.

Hoquetus (Lat.): ‘hocket’, a musical technique, used in polyphonic compositions
between the thirteenth and fifteenth centuries, in which a single melody is
shared between different voices. The term seems to originate from
‘hoquet’, the French for hiccup, because of the abrupt silences in each of the
parts which result from this technique.

Improvisation model: used here to identify a technique producing a particular

polyphonic texture, such as fauxbourdon, gymel or discant in adjacent
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consonances. Similar concepts exist for later music in the form of
‘Satzmodelle’ (Ger.) or ‘schemata’.

Isorhythm: a term coined by musicologist Friedrich Ludwig indicating the
periodic repetition of rhythmic and melodic sequences in compositions
from the thirteenth, fourteenth and fifteenth centuries, especially in tenor
parts. In modern parlance, talea refers to a repeated string of rhythmic
values, color to a repeated melody.

Locus communis (Lat.): ‘commonplace’, from the Greek ‘topoi’, an element of a
linguistic or musical idiom which is the common property of all its users.
Historically these elements were collected in ‘common place books’, or
stored in the memory, to facilitate extemporisation.

Mensural notation: umbrella-term for the musical notations used for writing
polyphony between ca. 1200 and 1600. Its historical, theoretical
designations, cantus figuralis and musica mensurabilis, set it apart from
plainchant notation, in which notes were not ‘measurable’ and—in
principle—supposed to be of equal length.

Moveable do solfa: modern system of sight-reading, practised for instance in
Kodaly pedagogy, in which solmisation-syllables apply to scale-degrees
rather than fixed pitched (e.g. ‘do’ for G as the tonic in G-major). See also
‘fixed do solfa’ and ‘hexachordal solmisation’.

Musica ficta (Lat.): ‘fictive music’, notes outside of the basic medieval Gamut.
Not to be confused with editorial accidentals in modern editions of
medieval music, which also include musica recta. These notes were in use
for two principal reasons: the marking of cadences with a ‘leading tone’
(causa pulchritudinis), and the correction of tritones and diminished fifths
(causa necessitatis). Even so, musical scribes very rarely indicated such
‘accidentals’, and the use of musica ficta was part of the singer’s craft. See
also ‘musica recta’ and Section 3.1.4.

Musica recta (Lat.): ‘real music’, the notes of the medieval Gamut, which could
be sung on one of the three basic hexachords. These are all the diatonic
pitches as well as B-flat. See also ‘hexachordal solmisation’.

Oral tradition: a form of communication in which knowledge, artistic and
cultural ideas are transmitted by word of mouth from one generation to the

next.
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Organum (Lat.): used here to identify either ‘parallel organum’, the singing in
parallel perfect consonances, or organum purum, the florid, unmeasured
organum practiced for instance by the Notre Dame School.

Progression: used here either as a ‘dyadic progression’, the progression of one
interval to the next (e.g. 5-6), or as the succession between two multi-voice
sonorities, analogous to a ‘chord progression’ in later music (e.g. 8/5-3/5).

Resfacta (Lat.): ‘made thing’, a term used by Johannes Tinctoris to indicate a
notated ‘piece’ of polyphony. See also ‘cantare super librum’.

Simple polyphony: a repertoire of largely homophonic polyphony from the
fourteenth and fifteenth centuries, often—but not always—written in
plainchant neumes or ‘mixed’ notations, using elements from both chant,
and mensural notation.

Species counterpoint: a method of teaching counterpoint through a number of
stages or species with an increasing number of notes of the counterpoint for
every note of the tenor. This method was so named by Johann Joseph Fux in
the eighteenth century, but had—in different varieties—already been in
use since the late fifteenth century.

Superius (Lat.): ‘soprano’, a general fifteenth-century name for the upper part in
a polyphonic composition. See also ‘cantus’.

Talea (Lat.): see ‘isorhythm’.

Tenor (Lat.): term indicating either the tenor-part of a polyphonic composition,
or the cantus prius factus on top of which the polyphony is constructed. See

also ‘cantus firmus'.
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