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PR O C E SSI O N A L

Provencal Melody: A I'entrado del tens clar Anonymous
(12th century)

Derivative Conductus; Veris od imperia Anonymous
(13th century)

Jean Smith, soprano
C O L L E G I U M

School of N otre D ame
(c. 1200)

C lau su la : B en edi canm s D otni n o

Steven Schwartz, bass
M B N S C H O R U S

Derivative Motet : Pnlcelete � Je langnis � Domino . Anonymous
(c . 12 50)

Edith Keith, soprano
Jean Smith, soprano

I N ST R U M E N T A L E N SE M B L E

Derivative Motet : Mont me fts grief �
R obi n s tn'oi tne � Portare Anonymous

(c. 1270)
Jean Smith, soprano
Edith Keith, sapmna

I N ST R U M E N T A L E N SE M B L E

Trouvere Melody: Bele Ysabelot m'a mort

Derivative Motet : Entre Copin � j e me cnidoie -
Bele Ysabelot . . . . Anonymous

(late 13th century)
Hillary Meyers, soprano

Edith Keith, soprano
Steven Schwartz, bass

I N ST RU M E N T A L R N SB M B I .E

Secular Melody:
Robins m'ai tne, Robins m'a . A ttribu ted to Adam de la H al le

(c. 1240-1287)
Hillary Mayers, soprano



Ballata: Gram piattt' agli occhi

Edith Keith, soprano
Jean Smith, soprano

I N ST R U M E N T A L B N SB M B L R

Virelai: Or sus, vous dormez trop Anonymous
(late 14th century)

I N ST B U M B N T A L B N SR M B L R

A n toine Busnoi s
(d. 1492)

I N ST R U M E N T A L R N SB M B L R

Fortu rta ad voces musicales Ludwig Seng
(1490-1 543)

C O L L E GI U M

For tun a i n mi H einr ich I saac
(c. 1450-1517)

I N ST R U M E N T A L R N SB M B L B

I V

Josquin des Prez
(c. 1450-1521)

Kyrie
G lor i a
Credo (in plainchant)
Sanctu s
Agnus Dei

C O L L E G I U M

Fortuna desperate

Missa Fortuna desperate

Edith Keith, soprano
Steven Schwartz, bass

Hillary Meyers, soprano
Edith Keith, soprano
Steven Schwartz, bass

Jean Smith, soprano
Edith Keith, soprano

Hillary Mayers, soprano
Penny Howell, soprano
Edward Reardon, tenor
Steven Schwat tz, bass

F ran cesco L an d in i
(1325-1397)



R E C E SSI O N A L

Estampida: Kaletzda Maya Reimbautz de Vaquieras
(II. 1180-1207)

N O T E S

Borrowing and reshaping pre-existent musical materials have been
consistent practices throughout the history of the art. The early de-
velopment of polyphony depended almost entirely upon a repository
of borrowed liturgical chants. A composer's craft was often measured in
the medieval and renaissance periods by the degree of skill with which
he reworked someone else's music. All compositions were shared among
all musicians as a kind of common property.
T he response Bezredicatzztzs Doznino closes each of the Canonic H ours.
The words are sung by soloists to any one of several possible melodic
formulas. The formula is then repeated by the chorus to the words
"Deo gratias". The solo portion of this response became a fertile area
for early experiments with polyphony. The addition of a freely com-
posed second voice over the melismatic section of the chant resulted in
the clausula. The nobility perhaps demanded similar exciting new
sounds for their courtly festivities, for musicians soon began to add se-
cular texts to the new voice. T he clausula was thus transformed into
the motet. A third voice and text added over this superstructure result-
ed in the double motet. The needs of both liturgical and courtly func-
tions might thus easily be fulfilled by the same music. A clausula pro-
vided with secular words was converted to a motet; a motet divested
of words could be returned to the church as a clausula.

After the middle of the thirteenth century, composezs began to turn
to secular melodies as f rameworks for motets. Robins m'aime in com-
bination with a chant segment Portare and a third voice Mout me fu
grief is an example of a double motet of this type. Bele Ysabelot is a
melody which would have been completely lost had it not been re-
tained in substantially its original form as the lower voice of a motet.
During the early fourteenth century, secula- motets and texts invaded
the sanctity of the church. Pope John XXII issued a Bull condemning
the practice, and composers were finally forced to turn to secular music
to carry out their experiments. Frequently they patterned their com-
positions after the forms introduced by the Trouveres. The virelai and
ballata'are the French and Italian equivalents for the Trouvere re-
frain, AbbaA. Or sos, vous dormez uop is also an early example of
program music. The words and music attempt to imitate a lark, a
dzum, and bagpipes.



Fortuna desperata became a very popular melody azound the turn of
the sixteenth century. Many composers simply lifted the tenor voice
out of Busnois' original three-voice composition and dressed it up with
new counterpoint. Ludwig Senti preferred to combine the melody
with other popular tunes of his day. His Fortuna ad voces musicaies
pits patterns of ascending and descending scales against Busnois' tenor.
The work may have been devised as a clever means of motivating choir-
boys to learn their solfege. Heinrich Isaac, Scull's teacher, also made
several anangements of Busnois' melody. In Fortuna in mi the tune is
transposed from the Ionian mode to the more somber phrygian mode.
In many ways Joaquin's Missa Fortuna desperata anticipates the parody
masses of the mid-sixteenth century. The composer draws freely upon
all three voices of Busnois' work. He dissects, develops, decorates, and
expands the original materials into masterfully controlled counterpoints.
This mass brings us full circle in our short history of borrowing. The
medieval musician carefully pat terned his secular compositions after
liturgical models. Josquin now reverses the process. He uses a secular
composition as the point of departure for his mass.

C O L L E G I U M M U SI C U M

L. D . N UBRNBERGER, director

Singers

I nstrum en tali sts

Elizabeth Chancey
D on C ohn
Pam el a C ran e
N adine D av i s
George Jolly
Joel Katz

Stanley Koshi
D on ald L enn ar tson
Raymond Levi
Su san M ar t in
Stephanie Mostovoy
Eric Nye

Ruth Alperson
L oi s C an dee
Susan Copeland
David Crosby
D i an e D en n i s

Merrilyn Dow
A n n Evan s
Fred Fressenb aum
Roger Goodman
Marcia Griglak
Penny Howell
E di th K ei th
George Lamphere
Rim a L ei tch

R ich ard L ev in
Hillary Meyers
R obert Parke
Kathryn Paul
Michael Rawlings
Edw ard R eardon
Steven Schw ar tz
Gregory Smith
Jean Smith
Shirley Smith
D ix ie Som m ers
A n n St ai n er

Barbara Z an ow i ak
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Our grateful appreciation to the First Church .and Mr. Timofiy Gerber who have generously
provided us with handbells for the program.


