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PREFACE TO THE SECOND EDITION

The present revision of this book is the result of further study in
Italy as a Fulbright research Fellow in 1950. The munificent grant
made it possible for me to examine Italian music codices first-hand
and to discover six additional compositions in canon form. These are
numbers 8, 11, 12, 14, 17, and 22. Because interest In the music of the
Italian trecento has grown considerably during the past two decades,
complete collections of the music of one composer or of one form are
indispensable. I am particularly indebted to the Mediaeval Academy
of America which understood the need for and made possible the pub-
lication of the second edition.

Dr. Nino Pirrotta, formerly Director of the Biblioteca Musicale di
S. Cecilia, Rome, Italy, and at present Professor of Music and Librar-
ian of the Eda Kuhn Loeb Library at Harvard University again offered
a helping hand which I readily accepted. Many corrections and revi-
sions have been made in accordance with suggestions by him and the
late Dr. Manfred Bukofzer, to whom I am deeply grateful. I owe an
expression of gratitude to Dr. Teresa Lodi, Directress of the Biblio-
teca Medicea-Laurenziana in Florence, Italy, and Dr. Anita Mondolfo,
Directress of the Biblioteca Nazionale Centrale in Florence, through
whose kindness and cooperation photographic reproductions of the
music manuscripts were obtained.

Los Angeles, California
1961

vii





CONTENTS

Page

AN INTRODUCTORY STUDY OF THE CACCIA xi

CROSS REFERENCE TABLE xxii

FOURTEENTH-CENTURY ITALIAN CACCE 1
I. Apposte messe 3

II. Cacciando per gustar 6
HI. Chavalcando con un giovine accorto 15
IV. Chon bracchi assai (Giovanni) 16
V. Chon bracchi assai (Plero) 19

VI. Con dolce brama 22
VH. Cos! pensoso 25

Vni. Dal traditor 28
IX. Dappoi che'l sole 30
X. De' dimmi tu 37

XI. Faccia chi dee 40
XII. Giunge il bel tempo 44

XIII. In forma quasi tra'l veghiar e'l sonno 47
XIV. La fiera testa 50
XV. Nel boscho senza folglie 54

XVI. Nell' acqua chiara 57
XVn. Ongni diletto 62

XVm. Or qua, conpagni 64
XIX. Passando con pensier 67
XX. Per larghi prati 74

XXI. Per sparverare 77
XXII. Quan ye voy le due 80

XXHIa. Seghugi a corta (FN) 83
XXmb.. Segugi a corde (L) 85
XXIV. State su, donne 87
XXV. Tosto che l'alba 93

XXVI. Useletto selvaggio 96

BIBLIOGRAPHY 99

APPENDIX 103
Variations in the musical readings 105

PLATES
Between Pages

I. Tosto che l'alba Palatino 87 codex (Squarcialupi)
folio 25v-26r frontispiece

II. (a) Cacciando per gustar Estense Lat. 568, folio 16v . . 5 &6
(b) Cacciando per gustar Estense Lat. 568, folio 17r . . 5 & 6

m. (a) Con dolce brama Panciatichlano 26, folio 98v 21 &22
(b) Con dolce brama Panciatichiano 26, folio 99r 21 & 22

IV. (a) Nell'acqua chiara Additional MSS. 29987
folio 40v 56 & 57

(b) Nell'acqua chiara Additional MSS. 29987
folio 41r 56 & 57

V. Or qua, conpagni Rossiano 215 codex, folio 19v-20r . . 63 &64
VI. (a) Oselletto selvaggio fonds italien 568, folio 43v . . . . 95 & 96

(b) Oselletto selvaggio fonds italien 568, folio 44r . . . . 95&96

ix





AN INTRODUCTORY STUDY OF THE CACCIA

The term caccia means hunt or chase. Like the madrigal and ballata, the composition bearing this
name occupied a prominent position in the music of the Italian trecento. In its literary sense, the
caccia was originally a descriptive poem which dealt with an episode of the hunt set to a composition
in canon form. The assembling of the hunting party with dogs and falcons, the departure, the sighting
of the prey, the chase and capture of the quarry represent a striking contrast to the idyllic madrigals.
Later, any scene lending itself to vivid description was introduced into the poetry.1

In its musical sense, the term caccia, like its Spanish counterpart, caca, and the French chace,
indicated the musical form (today known as canon), not the poetic content. The three cac,as, O Virgo
splendens, Splendens ceptigera, and Laudemus Virginem, found in the Llibre Vermeil, a fourteenth
century manuscript preserved at the monastery of Montserrat in Spain, are all addressed to the
Blessed Virgin Mary;2 while the four integral chaces describe an alba, Tres dous compains leves su,
a hunt, Se je chant mais que ne suelh, a bizarre and comical enterprise, Umblemens vos pri merchi,
and an aspiring singer, Talent m' est pris de chanter commeli coccu.8 It is on the basis of this premise
that this writer disagrees with Ellinwood who affixes the title, Pesca, to Landini's caccia, Cosl pensoso
come amor mi guida, because the subject matter deals with a piscatorial adventure.4 If such were the
custom, it would then be proper to call those cacce describing a market scene and a fire, mercato and
incendio. Ellinwood was apparently influenced by Carducci's collection of poems titled Cacce in rima.
Carducci separates and subtitles each group according to subject matter, and, as a result, oneiinds
poems describing venatorial episodes as "Alia Capriola, Alia Volpe, Alia Cerbia, Alle Quaglie"; pisca-
torial, "Pescatrici"; nautical, "Barcaioli"; market scenes, "Merciai Ambulanti, Rivenduglioli, In
Mercato"; and a fire scene, "Al Fuoco J" Also included in his collection are two poems which portray
the action of a battle. But these are really frottole and were not given musical settings, that is, can-
onic settings.5 Therefore, Carducci errs in calling these "cacce" because a poem, irrespective of
subject matter, is a caccia only when it is set to the musical device of canon. Contrarily, a hunting
episode does not necessarily imply a musical setting in canon form.8

Towards the end of the fourteenth century, some composers, notably Mattheus de Perugia, employed
the canon device in a movement of the Mass.7 It is interesting to note, however, that by the beginning
of the fifteenth century the term "caccia" was displaced in favor of "fuga".

The caccia technique was, then, at the disposal of all three poetic forms, madrigal, ballata, as
well as the caccia. Several examples of madrigals have come down to us with non-canonic first sec-
tions, but with canonic ritornelli. These are: Si come al canto, FN 70v, and All' ombra d'un perlaro,
FN 60v, both by Magister Piero; Per riddi' andando ratto, FN 58v-59r, by Giovanni da Firenze; Dd, da\
chi avareggia pur per se, FL 50v-51r, by Lorenzo Masini da Firenze; La bella e la vegcosa cavriola. FL
27r, by Ser Gherardello da Firenze, and the anonymous Nel prato pien di fior, PR 9v-10r. Only one
example of a ballata poem has survived set to a canon, Dal traditor non si puo I1 uom guardar.8 On the
other hand, ten madrigal poems and sixteen cacce poems, all included in this volume, were set to canons.

'Translations of three cacce (nos. 7, 9, and 19) may be found in Leonard Ellinwood, The Works of Francesco
Landini (Cambridge, 1939), p. xxvii; Gustave Reese, Music in the Middle Ages (New York, 1940), p. 366; Lorna
de Lucchi, An Anthology of Italian Poems (New York, 1924), p. 95.

2Dom Gregori M. Sunbl, "Els Cants dels Romeus," Analecta Montserratensia, I (1917), 100-192.
3Nino Pirrotta, "Per l'origine e la storia della caccia e del madrigale trecentesco," Rivista Musicale Itallana,

XLVIII (1946), 305-323. In this article, Pirrotta offers convincing testimony that the composition, Talent m'est
pris, is a rota, i.e. a circular canon. To the above-mentioned chaces may be added those by Guillaume de Machaut
titled, Le lay de la fonteinne and L,e lay de contort. Transcriptions in modern notation may be found in Guillaume
de Machaut7~Mu"sikahsche Werke,~id7~b~y~Friedrich Ludwig, in Publicationen alterer Musik, Vol. IV, 1954, 235-256.
and in Polyphonic Music of the Fourteenth Century, ed. by Leo Schrade, Vol. II,(Monaco 1956),39-74.

4Op. c i t , p. 35.
'GiosuTCarducci, Cacce in rima dei secoli XIV e XV (Bologna, 1896). Frottole were set to music in the fif-

teenth and early sixteenth centuries. In the fourteenth century, the frottola was a poem not intended for a
musical setting. Its main characteristic is a conglomeration of bizarre and strange facts without connection and
at times without sense, in an irregular meter and without a pre-established rhyme scheme. It resembles the
caccia in that it does contain dialogue and excitement.

•See Ettore LiGotti, L'Ars Nova e il madrigale (Palermo, 1944), p. 48. The madrigal Con levrieri e mastini
set to music by Gherardello da Fire"nze describes a chase.

TEt in terra, found in Biblioteca Estense, Modena, codex Lat. 568. folio 9-10.
"See p. 28. Cf. Machut's canonic ballade. Sans cuer-Dame par vous—Amis dolens, in Musikalische Werke, ed.

Ludwig. Publicationen alterer Musik, (Leipzig, 1926), I, p. 16.
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xii FOURTEENTH-CENTURY ITALIAN CACCE

The period during which cacce appeared was a rather brief one. They were included in the codices
of the latter part of the fourteenth century, but by the beginning of the fifteenth century, they had
already disappeared.9 We may therefore assume that they enjoyed their greatest diffusion from approxi-
mately 1350 to 1380. It is, however, surprising to note that of the several hundred known examples of
secular music of the Italian Ars Nova, only twenty-six are in canon form. These compositions were
not intended for popular consumption, for the music was too refined, too florid, and rhythmically intri-
cate, to be sung with any degree of competence by provincial or itinerant musicians. Carducci men-
tions hypothetically, but to us quite plausibly, that the cacce were represented in a manner similar to
the later canti carnascialeschi. He states,

Io sono tentato a credere che alcune almeno di queste cacce fossero
rappresentative in effeto, o, per dir meglio, quasi rappresentate . .
. . . o da cori cantati o da una persona sola accompagnata da coro,
con i gesti e con gli arnesi di quell1 esercizio, e anche recando in
mostra alle volte qualche prodotto animale della caccia e della pesca.10

I am tempted to believe that at least some of these cacce were repre-
sentations in effect, or, better, almost represented either by
sung choruses or by one singer accompanied by a chorus, with gestures
and trappings of the sport [hunting and fishing tackle] and also display-
ing at times the results of their catch.

These are true art-songs and were expressly intended for the amusement of patrons, patronesses,
and courtiers, who, on occasions, served as adjudicators during the musical contests. An example of
such musico-polemics is found in two settings of Con bracchi assai (nos. 4 and 5) by Magister Piero
and Giovanni da Firenze. It may also be added that certain representations of the hunt, as well as the
idyllic madrigals, were allegories which veiled, more or less subtly, their amorous significance, as
in the following example, Nel boscho senza folglie:11

In the leafless woods while chasing an exhausted partridge,
A white hare suddenly jumped in front of me,
Her delightful beauty made me forget the bird
And I chased the hare with my greyhounds.
At the sight of the dogs she scampered into a cave
Where she was caught trembling with fear.

I gathered her into my arms and kissed her,
Never before have I caught such sweet game.

Somewhat less subtly is the action of the hunter inSeghugi acorta12 who abandons a bear and fox hunt
at the sight of a pretty maid: (second stanza and ritornello)

Out in the clearing, at the sound of the [hunter's] horns,
And at the approach of a storm
A pretty maid appeared from the dale.
She cried, "After it, after it, after the Fox:"
I took her by the hand, "Come here, here, forget the Fox:"
She said, "Oh no, oh no, because I don't want to:"

'The music is preserved in the following codices: Biblioteca Medicea-Laurenziana, Florence, codex Palatino
87 (Squarcialupi); Biblioteca Nazionale Centrale, Florence, codex Panciatichiano 26; Bibliotheque Nationale, Paris,
londs Italien 568, and codex Reina. fonds fr. nouv. acq. 6771; Biblioteca Vaticana, codex Rossiano 215; British
Museum, London, Additional MSS. 29987 and Biblioteca Estense Modena, Estense Lat. 568.

l0Carducci, op. cit., pp. lUTT.
"Carducci, ibid., p. 12. See page 62 of the present volume.
"See number 23.
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I embraced her, crushing her proud spirit
And carried her off into the woods.

The exuberance found in the caccia is traced directly to the frottola. From the madrigal the caccia
borrowed the contemplative opening, which sets the scene of action, and the closing couplet called
ritornello. Apart from their affinities in music and poetry, the canonic madrigal differs from the
caccia in that the former has neither dialogue nor excitement;13 the poet objectively relates an episode
of an idyllic nature, whereas in the caccia, the poet is suddenly torn from pleasant thoughts by the
shouts and cries of vendors and fishermen, or becomes an eager and vocal participant in the ensuing
action.

The caccia and the chace were apparently unknown before 1300. Johannes de Grocheo writing ca.
1300 mentions among the vulgar forms, cantus gestualis (chanson de geste), cantus coronatus (con-
ductus), stantipes, ductia, additamenta, motetus (for the litteratis), organum, hoquetus, and rotundellus
(for the common people)." The chace is conspicuously absent. The word caches is mentioned in an
anonymous French translation of Alanus de Lilla's Anticlaudianus.15 These verses written in praise of
music mention instruments, notation, and musical forms. The last few lines read as follows:

Et de notes toutes figures
Longhes, brieues, menres, minimes,
Et les rifflans semiminimes,
Et toutes notes pour motes;
Pour rondiaux et pour hoques;
Y sont aussi et estampies,
Caches et balades jolies,
Courans et belement tenans
Et aucune foys arestans;
La sont vois, son, comunament,
Soit bas ou hault moyennement.

In Italy the caccia is first mentioned (and thoroughly described) by an anonymous writer of the
early fourteenth century, whose treatise, Capitulum de vocibus applicatis verbis1* was joined to
Antonio da Tempo's Summa artis vulgaris dictaminis~written in 1332. The anonymous writer states:

Cacie sive Incalci, a simili per omnia formantur ut motteti,
salvo quod verba caciarum volunt esse aut omnes de septem, aut
omnes de quinque sillabis. Volunt etiam esse ad tot quot partes
sunt et omnes volunt esse formate supra primam partem, ita
quod, si facta fuerit ad quinque partes, omnes quinque cantores
cant are possint simul primam partem. In numero canentium
habere vult talis ordo qualis dictus est in mottetis, scilicet
quod, quando unus ascendit, alter descendit, tercius firmus
stet, quartus pauset, quintus rumpat. Et sic, cambiando
officia, fiat diversitas decorata, inveniendo sepissime in
consonantiis. Et pars illorum et omnes in fine, in consonantia

"The term, canonic-madrigal, implies a madrigal poem set to the musical device of canon. Its poetic form
was at first amorphous exhibiting a variety of rhyme schemes. Towards the latter part of the fourteenth century,
the various rhyme schemes were dropped in favor of ABB, CDD:EE. For a discussion of the madrigal see my
article, "The Fourteenth-Century Madrigal: Its Form and Contents," Speculum, XXVI (1951), 449-457.

"Johannes Wolf, "Die Musiklehre des Johannes de Grocheo," Sammelbande der I.M.G., I (1899-1900), 65-130.
Grocheo's Theoria gives us the most extensive information on secular musical forms before 1300.

"Francesco Novati in his article, "Per l'origine e la storia delle cacce," Studi Medievali, II (1906-07), p. 308,
errs in placing these lines in the thirteenth century. The notational nomenclature used in these verses is clearly
that of the fourteenth century.

1(lSantorre Debenedetti, "Un trattatello del secolo XIV sopra la poesia musicale," Studi Medievali, II (1906-07),
p. 79.
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se reperient quis in quinta, quis in octava; et caveant a tritono,
ut dictum est supra in mottetis.

. Cacce, or incalci, are in all respects composed similarly to
motets, saving that the words [verses] of the cacce should be
either all of seven or all of five syllables. They seek also to be
corresponding to the number of parts [voices] there are, and all
should be formed over the first part [voice], so that if a caccia
were composed of five parts [voices], all five singers
may sing the first part together. In the number of singers
[among the singers] there should be the same order as was
said of the motets, that is, when one ascends the second
descends, the third remains steady [holds], the fourth pauses,
and the fifth embellishes. Thus, by alternating their roles,
may an adorned variety be produced, frequently converging
in consonances. Let some of them [singers] and all at the
close, find themselves in consonance, some at the fifth,
some at the octave, and let them avoid the tritone as was
said of the motet.

This description does not conform to the numerous examples which have come down to us. It does,
however, resemble the rondellus, with its multiple number of voices and the "alternating of their
roles." And on this point there is agreement in that imitation is implied. Imitation, or interchange of
voices, is a feature which has already been detected in certain examples of organa found in the reper-
toire of the Notre Dame school.17 The step from fragmentary imitation to an extended canon, - from
brief interchange between two upper parts in Perotin's Viderunt to the chace, Se je chant mais,
appears to be a logical one. Pirrotta prefers to insert two smaller steps betwieiTfhese, - the
rondellus and the rota. He states, "the rota as a circular canon would represent, in the evolution of
the structural principle of the canon, a very important intermediate link between the rondellus and the
canon in strict sense."18

Whether the French chace preceded and influenced the Italian caccia is a matter which may never
be decided conclusively. It would appear logical, in view of the dominant position held in musical
composition by France in the thirteenth century, to give that country the credit for having been the
fountain-head of all musical forms. But there are several features of the caccia, which, apart from
the use of canon, show no influence of the chace. These are 1) melismas on the opening and closing
syllables of the poem, 2) a concluding ritornello, and 3) a supporting instrumental or third vocal part.19

The accounts of several historians indicate that their conclusions regarding the formal structure
of the caccia were based on a study of a limited number of cacce.*0 Some writers have treated the
subject superficially, while others have chosen to ignore it. The ritornello, or second section of the
caccia, occasions the greatest variance of opinion. It should be recognized that the structure of the
caccia is subject to variations, for, as the poetic content is often varied, so is the musical scheme.
The first section of the caccia is in canonic imitation always at the unison.21 Whether or not this sec-

"Gustave Reese, op. cit., p. 305.
"Nino Pirrotta, "On thi"Problem of Sumer is icumen in," Musica Disciplina, II (fasc. 3 and 4, 1948), p. 213.
"Cf. Friedrich Ludwig, "Die italianischen Madrigale, Balladen, und Cacce," Handbuch der Musikgeschichte,

ed. G. Adler, 2nd ed. (Berlin, 1930), I, p. 278; and Heinrich Besseler, Musik des Mittelalters und die Renaissance,
(Potsdam, 1931), p. 158, are of the opinion that the French chace preceded and influenced the Italian caccia. This
writer agrees with Nino Pirrotta, who, in a brilliant article, "Per l'origine e la storia della caccia e del madrigale
trecentesco," Rivista Musicale Italiana, XLVm (1946), 305-323, sees a slight precedence of the Italian caccia.
Apart from the use of canon, the caccia exhibits several features already mentioned which distinguish it from the
French chace.

MCf. Leonard Ellinwood, op. c i t , p. xxvii; Theodore GSrold, Histoire de la musique, (Paris, 1936), p. 381; Karl
Nef, An Outline of the History of Music, (New York, 1939), p. 66; Henry PrutHeres, A New History of Music, trans.
Edward Lockspeiser, (New York, 1943), p. 28. Francesco Vatielli, Storia della MusicaTTMilan, 191B), p. 28.

"The canonic-madrigal, De' dimmi tu, by Landini, proves an exception to the rule. It differs from the other
canons in that the imitation occurs between the second and third voices and at the fifth.
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tion is followed by a ritornello depended on the composer. He was at liberty to omit it entirely, (in
which case the final couplet was assimilated into the first and only section), to write for one voice
alone, to write two or three-part harmony, or to compose a three-part canon. The ritornello is in
canonic imitation in the following:

Chon bracchi assai (Giovanni da Firenze)
Chon bracchi assai (Piero)

• Cosi pensoso
Dappoi che'l sole
Faccia chi dee
Passando con pensier
State su, donne
Tosto che I1 alba

The ritornello'is omitted in the following:

Cacciando per gustar-Ai cenci, ai toppi
Con dolce brama
In forma quasi tra'l veghiar e'l sonno
Nell'acqua chiara
Or qua, conpagni

The ritornello is not in canonic imitation, but is sung either in unison or solo in the following:

Apposte messe
Per sparverare

The ritornello is not in canonic imitation, but in two or three-part harmony:

Chavalcando con un giovine accorto
La fiera testa
Giunge il bel tempo
Ongni diletto
Per larghi prati
Quan ye voy le duq
Seghugiacorta(FN and L MSS.)
Useletto selvaggio

The ritornello is a triple canon in the following:

De>, dimmi tu
Nel boscho senza folglie

With four exceptions all cacce have a third instrumental or vocal part serving as a bass which
does not participate in the canon but which occasionally imitates one of the upper voices in short
sequential fragments.22

The entry of the second voice is often indicated by means of a cross or insignia elaborately wrought,
or by a series of rests at the beginning of the composition conveying to the performer the number of
breve measures rest before the entrance of the second voice. The ritornello is indicated by its abbre-
viated form, tornelli, or by the following monogram: "fflf. As a rule the first section of the caccia

is cast in double rhythm whereas the contrasting ritornello is, in most cases, in triple (simple or com-
pound) rhythm.

22 Here, too, amorphousness exists. Nos. 2, 10, 11, and the ritornelli of 15, 21, and 23 have vocal tenor parts. In
no. 15 the tenor participates in the fugue-like opening.
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Unless the composer had given a specific ending for the second voice, the performer was obliged,
at times, to hold the notes of the last and penultimate measures of the second part twice their original
value in order that all parts of the composition might end simultaneously. This procedure is shown in
the following excerpts:

Dappoiche' 1 sole (measure no. 200) ex. l a and lb
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A certain distinguishable pattern is followed by all caccia composers in the structure of the melodic
line. The initial note is, in most cases, a longa, and from this point the first voice usually proceeds in
madrigalian fashion with a long melismatic passage sung on the opening syllable. The first voice may
continue its flight for from four to as many as twenty-two measures before the entry of the second
voice. The general direction of the melody is a gradual descent until the cadence is reached, at which
point it combines with the entry of the second voice forming a perfect fifth.23

The range of the melodies varies from a ninth to a tenth, and only in two cacce does the range ex-
tend to an eleventh and twelfth respectively. Skips of more than a fifth are seldom found. Only when
the music seeks to interpret the excitement of the words is the smooth flow of the melody violated. A
glance at the following example demonstrates this effective procedure:

"Although there are exceptions, this is the interval employed in most canons. One canon uses the interval of
the fourth for the entrance of the second voice, two the prime, and five the octave.
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Tostoi che I'alba

suo-na!" - o, ai-

JU 3d 1

bracchi. Sta-ra awi - sa - to. "Bus -

The technique of hocket, in the European art of polyphonic music, was confined to a period of about
200 years. This device appeared suddenly in the musical art of the thirteenth century, reached its
peak in the fourteenth, and lost itself slowly in the forms of polyphonic writing in the fifteenth.24 Its
purpose is to break up the movement of the melodic line or lines through the insertion of a rest after
a note (or notes) in alternation. No regard is shown to the chopping up of the words in the process.25

In order to identify the several ways hocket is used in cacce, the following examples are given. In its
simplest form the truncation occurs after two or more notes, ex. 3a; in the second form, hocketing is
confined to one voice, ex. 3b; in the third type, hocket occurs between two voices, ex. 3c; and in the
fourth type each of the voices hockets in turn, ex. 3d:

3a Passando con
pensier (231)

3b Nell'acqua
chiara (23)

mi ba - gna - ve.

t^rv-r-r

3c Nel boscho senza
"Tolglie (51}

ve, ch'il

dol-

Vol - tan -

v y p v p
ce p e - l'al- tra con la

w
\\ 1

141; p- 1

—F— ,
3d Per larghi

prati (103) T i \i r
chu -

TF=*=*= [ H i n n

r
"Marius Schneider, "Der Hochetus," Zeitschrift fur Musikwissenschaft, XI (1929), p. 391.
"For a humorous description of the use of hocket see W. E. Wooldridge, Oxford History of Music (2nd ed.,

Oxford, 1929), I, p. 290.
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Contrary motion prevails at the cadences. In two-part cacce both parts may converge stepwise to
the final, or diverge ending on the interval of the fifth, see ex. 4a and 4b. Where three parts are con-
cerned, the 1»nor usually descends to the final while the cantus and contratenor ascend to the octave
and fifth respectively, or to the fifth. Characteristically, the third, which invariably appears in the
penultimate chord, is deliberately omitted in the final chord.

4a Chavalcando (46) 4b A poste messe (59)

2a.. ta-ta col collar 1O.

2a. va - 1O.

4c Passando con pensier (236) 4d Chon bracchi assai (81) Giovanni da Firenze

r rfr r r r r
—fad 1 1 1 f—

^ Lri — '

p-= 1

1—f̂ ~
a .

a.

-

1

0 •

The oldest musical documents of the cacce are those of Jacopo da Bologna, Giovanni da Firenze,
and Magister Piero. Jacopo migrated from court to court in central Italy, where, owing to his fame,
his presence was acclaimed. He was considered an expert musician and was the author of a theoretical
treatise, "L'arte del biscanto misurato."28 Giovanni da Firenze was organist at Santa Maria del Fiore
in Florence and also lived at the court of Mastino II della Scala at Verona. Filippo Villani, the
fourteenth century Florentine historian, tells us that Jacopo and Giovanni met and engaged in
musical contests at the court of Mastino n in 1351." Immediately after these composers come
Vincentius de Arimino (Rimini), also known as Abate Vincentius da Imola, Francesco Landini.
Niccolo del Preposto da Perugia, Gherardello da Firenze (died between 1362 and 1364), Lorenzo Masini
da Firenze, Andrea dei Servi (died 1415),2* Donate da Firenze, and Zaccaria, whose name is indicated
in the Squarcialupi codex as Magister Zacherias Chantor Domini nostri Papae. His papal service
extends from 1420 to 1432.

MW. Thomas Marrocco, The Music of Jacopo da Bologna, (Berkeley and Los Angeles, 1954), PP- 146-155.
A German translation of Jacopo's treatise by Johannes Wolf is found in Theodor Kroyer-Festschrift (Regensburg,
1933), 17-29.

"Libor de civitatis florentiae famosls cjvibus, ed. Galletti, (Florence, 1847), p. 34.
*• For a biography and collected works of Landini see L. Ellinwood, op_. cit. EUinwood, in his "Francesco

Landini and his Music," Musical Quarterly. XXII (1936), p. 191; and in his The Works of Francesco Landini, p. xiv,
states that Francesco probably studied under Giovanni da Cascia (Firenze) and Jacopo da Bologna. I have not been
able to locate the source of Ellinwood's statement, but, considering that fact that Francesco was in Ws early twenties
when he presumably visited the Visconti court, it is quite probable that, despite his blindness, he could have studied
under Giovanni and Jacopo.

"The few facts which were uncovered on the life of Andrea dei Servi can be found in R. Taucci's Fra Andrea
dei Servi. (Rome, 1935).
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It is extremely unfortunate that the names of the poets do not appear on the musical manuscripts,
for the cacce which are preserved in music codices bear only the names of the composers who set the
poetry to music. Excepting four cacce whose authors are known, time, fire, and negligence have des-
troyed the manuscripts containing the poems as well as the identity of the poets. The probability that
the composers themselves supplied their own texts should not be overlooked, for Francesco Landini
was well-known as a poet and as a musician. Yet, he, too, often used poems by other poets. The only
poets whose names we definitely know are Franco Sacchetti and Niccolb Soldanieri.

Franco Sacchetti (13337-1400), the son of a Florentine merchant, was born in Ragusa and went to
Florence after his father's death in 1347, where he became interested in the study of commerce and
literature and later in the writing of poetry.30 In 1352, before his marriage, he began writing love
lyrics in imitation of Boccaccio and Dante, and from this period on, he formed many acquaintances
with court musicians. During this time he met Niccolo da Perugia who later set Franco's poems to
music. Although the poetry may not have been set to music at its inception, it is certain that the
poems were conceived in such metrical forms as to make them easily adaptable to musical settings.

Although Franco Sacchetti is the best-remembered of the poets, he was not the first to use the new
form. Probably the earliest was Niccolo Soldanieri, of whom very little is known.31 He was a Florentine
who preceded Sacchetti and who died 21 September 1385. According to Carducci, Soldanieri appears to
be the oldest and strongest if not the most elegant writer of his time.32 Soldanieri's caccia is com-
pletely true to the original meaning because it describes a hunt.

There are five other poets, their identities unknown, whose cacce contain lively descriptions of
hunts for stag, quail, or chamois with bloodhounds, mastiffs, and falcons, interruptions by occasional
showers - all of which are similar in every respect to that of Soldanieri. The remaining cacce, though
retaining the name and form associated with Soldanieri, are not cacce in the original and more exact
sense of the word because the subject matter was varied in many ways by later poets.33 The three
cacce by Franco Sacchetti, which, according to Carducci, are the "flower of cacce," are clearly
atypical, because one is a gentle idyll describing maidens gathering flowers; another concerns itself
with women strolling about the countryside; and the third relates the action of a battle. Indeed,
Sacchetti breaks away not only from the original subject of the caccia, but also from the original kind
of rhyme. Finally, the hunt motif gave way to other descriptive scenes such as fishing, sailing, in-
cendiary, market, and rural pursuits.34

It is understood, then, that the caccia poem was originally an episode of the hunt. The structure of
the canon probably influenced composers to prefer texts dealing with the hunt; the action of one voice
giving chase to the other connoted the idea of flight and pursuit.

The following is a list of cacce, canonic-madrigals, and canonic-ballata in approximately chrono-
logical order:

Opening Words Composer Subject Matter Type

Giunge il bel tempo Jacopo da Bologna Nature cm. (canonic-
Per sparverare " » Quail hunt caccia madrigal)
Useletto selvaggio " " Satire cm.
Nel boscho senza folglie Giovanni da Firenze Partridge hunt cm.
Per larghi prati " " Hunt (various quarry) cm.
Chon bracchi assai " " Quail hunt caccia
Ongni diletto Magister Piero Love cm.
Chavalcando con un

giovine accorto " " Love cm.

30LiGotti-Pirrotta, II Sacchetti e la tecnica musicale del trecento italiano, (Florence, 1935), p. 10.
"Jolanda Miraglia, La vita e le rime di Niccolb Soldanieri, (Palermo, 1947).
52Carducci, op. cit., p. 7, refers to Soldanieri as a writer of true cacce. Three cacce were written by

Soldanieri but only one was set to a canon by Lorenzo da Firenze.
"Two cacce, the third is a frottola.
"See nos. 2, 6, 7, 9, and 19.
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Opening Words

Chon bracchi assai
Con dolce brama
Seghugi a corta
Or qua, conpagni
Tosto che I'alba
Apposte messe
In forma quasi tra'l

veghiar e' I sonno
Nell' acqua chiara
Cosi pensoso
De'dimmi tu
Quan ye voy le dug
La fiera testa
Dappoi che'l sole
Passando con pensier
State su, donne
Faccia chi dee se'l po
Dal traditor
Cacciando per gustar-

Ai cenci, ai toppi

Composer

Magister Piero
ti n

it "

Anonymous
Gherardello da Firenze
Lorenzo da Firenze

Vincenzo da Rimini
ii it

Francesco Landini
II II

Anonymous
Niccolo da Perugia

H it

II it

II II

Donato da Cascia
Andrea dei Servi

Zaccaria

Subject Matter

Quail hunt
Sailing
Hunt (various quarry)
Chamois hunt
Deer hunt
Deer hunt

Market scene
Market scene
Fishing
Satire
Love
Philosophic
Fire
Rural scene
Rural scene
Philosophic
Philosophic

Market scene

Type

caccia
caccia
caccia
caccia
caccia
caccia

caccia
caccia
caccia
c m .
c m .
c m .
caccia
caccia
caccia
c m .
canonic-ballata

caccia

According to Carducci, the poem of the caccia consists of blank verse and alternating rhyme with
two hendecasyllabic verses joined together in the final rhyme.35 However, a survey of the cacce com-
piled by Carducci shows no evidence that the poems adhere strictly to this pattern. While the poems
consist of blank verse and alternating rhyme, the couplets do not always alternate systematically with
the blank lines. The initial verses of the cacce are usually in iambic pentameter with feminine
endings. Each is hendecasyllabic before the poet's thoughts are interrupted by the shouts and cries
of hunters or vendors. The occurrence of dramatic dialogue which follows will immediately violate
all semblance of meter. The only similarity to the madrigal poem is in the final hendecasyllabic
couplet. The unique difference lies in the effervescent excitement in which the caccia abounds, cries,
commands, goading, bargaining, and humorous touches bordering on the burlesque, to which purpose
onomatopoeia is effectively used. The strong, marked rhythms are accentuated by the use of hocket
to stress the excitement of the chase or of the market. There are no examples of cacce poems employ-
ing a language other than Italian. Among the canonic-madrigals, that is, madrigal poems set to the
caccia technique, La fiera testa is partly Italian and Latin; Ongni diletto contains Italian and French
lines; and Quan ye voy le dug is entirely in French. When one recalls the close political relations be-
tween Italy and TrancVahd the sixty-seven years of Papal residence in Avignon, the use of the French
language, at least in Lombardian courts, is not considered unusual.

Up to the thirteenth century both Italian and French notation went hand in hand in their development,
except that the French recognized only fixed values of their notation, while Italian notation was not
concerned with fixed but rather with changing values.

The notation employed in cacce falls into two general categories. The first comprises those com-
positions written by members of the early fourteenth century Italian school, namely, Piero, Jacopo,
and Giovanni; while those of the second category were written in a system combining French and
Italian elements which Apel terms" mixed notation,"3* and were used by the later composers such as
Landini, Zaccaria, and Andrea dei Servi. The Italian notational system rests upon the practice of
Petrus de Cruce who established the brevis as the fundamental unit. This practice is corroborated
by Jacopo da Bologna, who, in his treatise states, "Nota che il tempo e le brieve una cosa
significano."" Notice that tempus and brevis signify but one thing, (i.e. the same thing.)

Characteristic of the early fourteenth century notation is the use of points of division introduced by
Petrus de Cruce, which is somewhat similar in meaning to our present-day barline. Here the sub-
divisions of the brevis are clearly marked by points which enclose from two to as many as twelve

*Carduccl, op. clt., p. 10.
"Willi Apel, The Notation ot Polyphonic Music from 900 to 1600, Fourth edition, revised with commentary

(Cambridge, 1949X"p- 3 7 4 -
STW. Thomas Marrooco, The Music of Jacopo da Bologna, p. 148
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semibreves. The scribe of the Rossi 215 codex was very meticulous in this regard and gave added
information to the reader by placing one of the following letters at the beginning of the composition:

.p. - divisio perfecta

.i. - divisio imperfecta
.q. - divisio quaternaria
.s. - divisio senaria

s.g. - divisio senaria gallica38

(in the French manner)

s.p. - divisio senaria perfecta
s.i. - divisio senaria imperfecta
.o. - divisio octonaria
.n. - divisio novenaria
.d. - divisio duodenaria

The use of points of division continue in the later codices, (FN, P, PR, and L) but the letters are
used less frequently. The Squarcialupi, which is the most beautifully limned, is practically devoid of
points as well as letters.39 In the absence of these, the performer was obliged to classify the notes
into those groups in which they fell most easily. Besides the point of division, there are also points
of perfection which indicated perfection or triplicity of the longa or brevis; the point of augment-
ation which served in the same capacity as our present dot; and the point of alteration which is placed
before the first of two short notes preceded by a longer one. Its peculiarity lies in its function. It
concerns not the note it follows, but the second of the two short notes which it precedes, the value of
which it doubles.

The transcriptions of the compositions which follow were executed as faithfully as possible, with
strict adherence to the notation and rhythm given by the composers.40 Those instances where the
position of a note or its value was not clear were resolved according to the author's judgment and so
indicated in foot-notes. Where the position of the syllable of the words in relation to the music was
indefinite, their position was determined according to the most logical rhythmic recitation. Even the
elaborately illuminated Squarcialupi manuscript is not lacking in defects in the position of the text,
which was probably added at a later time and not always by the same scribe who copied the music
notation.41 In all transcriptions, the treble clef was used for the vocal parts, and the bass clef was
used for the tenor part. A five line staff was preferred over the six line staff of the Florentine manu-
scripts. Excepting numbers 2, 10, 14, and 26, the two upper voices of all canons are tb be performed
one octave lower than written. Ligatures are indicated thus: i 1 In rare instances the rapidity of
some repeated notes sung on one syllable justified the use of broken-line ties.

The addition of complementary accidentals by musicologists in the music of this period has been
the cause of much controversy. In this work, the author has not attempted to offer any solution to
this vexing problem; all suggested complementary accidentals were placed above the notes in the
transcriptions.

"See plate on page IV.
"In the ritornello of Landini's De' dimmi tu, a circle is given to represent tempus perfectum, prolatio minor

(3/4 time). In the first edition of "this work, the ritornello was transcribed in 4/4 time, the O having been inter-
p re ted as Octonaria,

^The flight and pursuit principle of the chase suggesting rapid motion prompted the use of rhythmical values
corresponding to 1/4 those of the originals. In certain cases the values were halved. The original time signatures
were annotated in the transcriptions with the modern signatures in parentheses.

"Whenever available the transcriptions were made from the Squarcialupi manuscript. The collation in the
appendix lists all variations of rhythm and notation.



CROSS REFERENCE TABLE

No. of
Opening Words voices

1. Apposte messe,lstsec.
ritornello

2. Cacciando per gustar
3. Chavalcando
4. Chon bracchl assal

5. Chon bracchl assai
6. Con dolce brama
7. Cosl pensoso

8. Dal traditor

9. Dappoi che'l sole

10. De dlmml tu

11. Faccia chi dee se'l po

12. Giunge il bel tempo

13. In forma quasi tra'l

•
14. La fiera testa

15. Nel boscho senza folglie

16. Nell' acqua chiara

17. Ongnidlletto

18. Or qua, conpagnl
19. Passando con pensier

20. Per larghi prati

21. Per sparverare 1st sec.
ritornello

22. Quan ye voy le due
23. Segugl a corta
24. State su, donne

25. Tosto che l'alba

26. Useletto selvagglo"

2
1
3
2
3

3
3

3

3

3

3

2

3

3

! 3

3

2

3
3

3

3
2
3
3
3

3

3

Type

caccia

caccia
cm.
caccia

caccia
caccia
caccia

canonic-
ballata
caccia

cm.

cm.

cm.

caccia

cm.

cm.

caccia

cm.

caccia
caccia

c m .

caccia

c m .
caccia
caccia

caccia

c m .

Composer
Lorenzo da

Firenze
Zaccarla
Plero
Giovanni da

Firenze
Plero
Plero
Francesco

Landlni
Andrea del

Servi
Niccolb da

Perugia
Francesco

Landlni
Donato da

Cascla
Jacopo da

Bologna
Vlncenzo

da Rimini

Niccolo da
Perugia

Giovanni da
Firenze

Vlncenzo
da Rimini

Plero

Anonymous
Niccolo da

Perugia
Giovanni da

Firenze
Jacopo da

Bologna
Anonymous
Plero
Niccolo da

Perugia
Gherardello

da Firenze
Jacopo da

Bologna

FL

49v-50r

176v-177r

128v

185v

82v-83r

125v-126r

75v-76r

36r

95v

36v-37r

85v-86r

25v-26r

13v

Manuscript Sources
FN

76v-77r

91r
93v-94r

92v
98v-99r
45v-46r

93r

97v-98r

88r

96v-97r

70r

90v
99r

72v-73r

L

39v-40r

41v-42r

69v-and
32r in-

P Other Mss.

Mod 16v-17r

45v-46r

complete

40v-41r

22v-23r

78v
42v-43r

26r

32v-33r

R 8v-9r
incomplete
R 19v-20r

29v-30r

25v^6r

43v-44r PR 8v

Previously
Published
1*

2
3,4 ,5
6 ,7

8

9

10,11

12

13
14, 15

16

17

18, 19, 20
21, 22, 23
24,25

The reader is urged to consult a recent publication which appeared too late to be considered in this volume: Kurt von Fischer,
Studien zur Italienischen Musik des Trecento und frtihen Quattrocento, Stuttgart, Publlkationen der Schwelzerischen Musikfor-
schenden Gesellschaft, 19351

*See following page for explanation of numbers in this column.
« The modern spelling is uccelletto. In FL it is uselletto, but in FN, PR, and L, the spelling Is oseletto. This composition

must have enjoyed wide diffusion, for In addition to the above-mentioned codices, a fragment of the ritornello is preserved in
the Biblioteca Universitarla, Padua, MS. 658, the verso side of which contains Jacopo da Bologna's madrigal, O cleco mondo.

xxii
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I Apposte messe
Caccia

Lorenzo da Firenze
Text bf Niccolo'Soldanieri

f:J...JJJ u f &m£
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Bianca laltala col collar di va _ -10.
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Passa,passa, pas.
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_sa. La cerbia uscf al gridoe al labla_ _ io.
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Bianca latta-ta col collar di va_

Bianca lattata. col collar di va _

60
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Lasciati l cam" a lei si fer vicmi
"Ai cane!" "0 ta del can, grida, de grida"!
-Ve, ve, la, la. ve."
Passando il poggio, allor furon le strida.
HCu cu, cu cu, cu. cu."
•Dalli, dalli , o tu ."
Che e ? che e ? che e "
L'uccel, l'uccel, Tuccel,
Che me, che me, che me
Uccella e stassi in su un appio ntelo,
Perche'ella m mano a me lascio del pelo."
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Plate II. (a) Cacciando per gustar, codex Estense Lat. 568,
folio 16v, Biblioteca Estense, Modena.



Plate II. (b) Cacciando per gustar, (tenor part) codex
Estense Lat. 568, folio 17r, Biblioteca
Estense, Modena.



II Cacciando per gustar
Caccia

TL 176v-177r Zaccaria

I I'J 1,1 IJ
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J J IJ Js t
'Vo' ne c in- que. "A li buo-ni me- lan,-^o- li!"

"A



-na-ri to - li til - li!" "Vo Vo' l i , vo' l i ? "

33^3atrza
"U- -na de- na - - ro".

0 0 0 0E P i
Ta-gli, alagli'thi vuo-le buo-ne ci- pol- le?

JlJJlJU J
" Vo1 ne da-re du-i." "CHi vol-li ca- val- ca- ci?"

J Ji.hU J1 > J' J> I Jm 2 = 2

Cos- ta sei sol- li lo cetx- te - -na-ro e vo ne dui.'Sac

"A- vanti, avanti, cKi si vuol cmr- ma -

140

J J I J J) v I Jl JtJ1 JI i i P
"A lu ca-cio sar-di-na-le, a lu ca-cio de la for- ma!' "A lo bo-no

p i r r i j .
- c i o c h e f o - r a t r i - sta." "Se ne vuoi tre per due de - n a - r i t o - li t i l - l i! '

- r e ? "

5E3EE±===3 J J n J
150

j ^ y jn^n7
lat - te." ' No, no, no, no, no, non l'ho." "A lo buono

fr-F 1- J)
'Vo- Vo' l i , vo' l i vo" ne da-re du - i.

10



160

cac- CJO fie - sco!" "Non e fie-sco co-mo d i - ci:

j>-h ,h I j J m J i
'Chi vol-li ca- val- ca - ci?" *A lu ca-cio sar- di- na- 1e-M

^

^
*Et e buono et e chia- ro."

J JP P P P p p ' r r
"A lu ca-cio de la for- ma!' "A lo bo- no lat - te." 'No,

Chi vuol se-gar li pet-ti-ni?*ffChi vuol con - ciar - li pe t - t i - n i da ca-po?'

170

chi li vuol li buo - ni sca-fi? ' *E chi li vuol li luo - ni

J It J
no, no, no. no, non

£
"Al dent, al dent!" "Chi ha mal denle ha el mal pa-

J 4 X r P P i r r i m4_ 4' 4
vi-scio-li?' A la n - cot-ta fie-scal'

p p p i r
"A lo buo-no ca - cio fie-sco!' Non e He-eco co-mo

ff ft I ff ff ff ft ff ff

- r e n - te, e chi Ka'l mal v i - ci- no ha'j mal m a t - t i - no.

11



ISO

J Jl * i J l Ji P p
*A\ b u o n o - li'o co - mo Tun-to

P, p
piu che lantbra* "A le buonce-

^ *
d-' 0

di - ci.' ' I t e buo-no

b

et .e chia-ro "

utr r | f ' | r r

chi li vuol le buo - ne f i-co-ra?"

$ } Ji I J- J>!fcr6= > I i '
chi l i vuol Ji buo- ni sca-fi?1" chi l i vuol l i

r i r f i f r

i J
chi l i vuol le b u o - ne pe r - s i - ca?" "A le ca -

r p
buo- ni vi scio-li?" la r i -

^ ^
"Chi

sta -

-cot-

—•

gr

J • •<—

ie ri -

ta

r

H
—4

mon-

M
f i e -

P"=

H—
- ^

de.

s

200
-t •t—

fern - mi -

ca."

P m—
t—

—i
ne!"

"Al buon
=1=
o -

>—•—

*An-na,

1io

- ^ -

ca

=|£

vien

vuo] coa- ciar cal- l a - r e cen- - t r a - r i , ca-pis-te-r i ,

12



3=£
ca!" Fam-mi be- ne, cio —

Jl
 J> i J l J m^

co- mo l"un to piu. chc ram-bra? *A le buonce-

b^
e com-pre - ra t rep-pie-di e c o - p e r - c h i - e ? "

210

p r
for- te?"

} Jr
- r a - gel* chi li vuol le buo - - ne

m ft ft
J -I

"A l'a - ce- to, a l a - ce- to'.' Co - ms'l tos -

*Com- - p a - - re ,

m J
f i - co- ra?* chi li vuol If buo- ne per-si- ca?"

r
- S I - CO." "Chi vuol

220

vo me cer- ne- re?" *Chi

J I J' J' J
"A le ca - sta - gne r i - tnon- de, fetn-mi- ne! An-na ca,vien

cer-ne- re ?• 'Si ma- don-na, si, sal-go

13



r u i J
al - tro che fa - ri — - na com - pra

•!> J> h h I J
ca!' fam mi b e - ne cio for - - t e ? "

£ s g
su'.'

240

J Jr i r p
v e a - de, Chi dor.

J ' J
"Com- - p a - - r e , vo' me

i r i

ISO

IJ Ij1 3
-me. cac - - cia stu- - t a , chi ac - cen -

r I JK
cer-ne-re." Chi al - -tro che fa- r i - -na

r i ' r ?=^3

m i L J
-de .

r r
com - - pra ven- -de.

^
14



Ill Chavalcando con un giovine accorto
Canonic - Madrigal

FN 91 r

Cha - val - - can- con un gio -

Magister Pierq

- v i -

Cha- - val - -can-

- do con un gio - vi -

rirrrrf r i " = F I

bra - mo - so di-tro- va- -re a- mo - - r e .

p ra - pien di fio -

r r i " r
Giu- gne- mo ia un bel

40

pra - - to pien di fio -

-re .

t
Cia - scun
L'u - na

ha
CO

pre - so el
gli oc- chi

suo
Val-

per
-Ira

su-a va-
col - la

- • 0-

per
- tra

su-a va-
col- la

i
-re. Cia- scun ha p r e - so el sauo

L'XJL- a a c o - g l i oc - chi l ' a l -
Guardando in mezzo di queeta verdura

"T* f "T" |» I • ?~T~? "FT T T I T T T T I* 1 o ^ T o ll V e ^ e m 0 Amor in forma d'una dea,
I— if I f [ ' ' I I I I I I | L J I =^z: 1 Che due_ doncelle in suo braccio tenea.1 i • • i i —\m ^ ^ 3 ^ biondetta cogli occhi leggiadri,

Taltra col viso benigrvo et humile
E di cora^gio ciascuna g"entile.
Quando ci vide Amor, 1e braccia aperse
Allor queste col raggio di eua vista
Ansono intrambi d'amorosa l is ta .

-ghez-
trez-

- 2a.

o .

-ghez-
Irez- -za.

-za.

15



IV Qion.bracchi assai
Caccia

FN 9 3 r - 9

T^f-ay-P-—
W^1—'

Chon

-' U) P—

4v
•_r~p~i

1—j

1 1

_J

• •

I

_ _ » _

—1—=- =

1—P 1
-J

If - -
- —

brae- cl

Gio^

f 1

^i as -

' —

Chon

ranni da Fitenze

| J ] ) $ \
m. C •

sa- i e

[T |

ft 1
H

10

r i nv r_r i n
chon mol - - ti spar- ve - - n .

bracchi as- sa i e chon mol- ti spar-

r ' p i r r i r i f
20

l)c- - e e l - l a - vam su per la r i - va d'A-da E qual

-ve -

.1 1,1

Uc-

m

-ce- -va, *Da,da!" I

-eel-la-vam su per la r i - va d'A-da £ di-

r T p I r i

16



i C p
qual, " va-cia!" "Va-rm!" Tor-na Pie-cio-lo.* E,

- c e - va, "Da, da!" E, qual,

j^rr^l

PP |T
"Va-cia!" "Va-rin!" "Tor- na Picdo-lo." E,

f ' r i p r p

qual prea-dea le quagli* a vo-lo a vo- lo Qaan-

qual pren-dea le

do con gran tem - pes - ta

quaglie a vo - lo a vo - lo Quan - - do con gran, tem, -

17



an a - qua ven.- - e .

; P P C-f ff B I f f aj—m-

-pes-taun a-qua ven,- -e.

Ritornello 1»

on,- de fra roe di - -ce-a,

"£c - cho la pioggia, ec- cho Pi- do et E - - ne —

-ce -a , * l c -
T
 f r

- cho la pioggia ec-cho Di-do et E - ne -

Ne corser mai per campagna. levrieri

Come" facea ciascun, per fuggir Tacqua;

E qaal dicea, "Da qua, dammi'l tnantellol'

r tal, "damtni il cappello!"

Quaado io ricoverai co'l mio uccello

Dove una pasturella il cor mi punse.

18



V Chon bracchi assai
Cactia

FN 92v Magister Picro

-p-

Chon

<~6\ -m-

I

f f i r rjgtTF
bracchi as - sai e con molti spar- ve -

V i f f i f f P m PI z. IwChon

ii f i r
20

n Uc- cel-la-vam eu per la ri-va

j f=tr i &r p-f-_|.crr r r
bracchi as- sai e con molti spar- v e -

m
r i i" i r *

30

d'Adda qual di -

- n Uc-cel-la-vam su per la ri-va

19



- s n a p r i r , r i r if r ^
- c e - a "Da, da," e qual, *Vaqua, *Va-rin, torrupic-cio-lo e

d'Adda qual di -

r > J' r> IT• T T r ' ' r

mm
qua! pren - dea le qua-glie a vo- loavo- lo quaix-

rr n r » r m f
ce a,*Da, da." e qual, "Va-qua, Va-ria, lorna pic- cio-lo."

r f p r p r i g
do con gran tenv - pesta un'acqua giun -

* p- Ml" If
qua!pren— dea le qua-gliea vo-loavo-lo quan—

** r r r i r T M

r r i ' r ME

-do coa gran tem-pesla un'acqua giun-

r i r i f t r • r

20



70

pf^^f

?: r i i* r ir p=££
Ritornello

"Ec-co la pioggia iifra me di - co e ri - do,

Ec-co la pioggia il bosco E-ne-aframe d i - co c ri-do,

-do!

D i - -do."

Ne corser mai per campagna levrieri

Come facea ciascun per fuggir Vacqua;

£ qual dicea ,'Da qua, dammi '1 maixlello

E tal,'Dammi '1 cappello!"

Quando io ricoverai co'l mio uccello

Dove una pasturelia il cor mi punse.

in MS.

21



.f)-T)tno-V 7

f ^ -p t 4* i i . I

* * ' - ^ d ^ ^ - '

•„• • ? — ~ — •

hilrpfpr moLtuui la fe
" ~- ' R

Ui ucUx fdytii/fh abmieTK* yivi

cuifcfrSi fichi ftn •

Plate m. (a) Con dolce brama, codex Panciatichiano 26
folio 98v, Biblioteca Nazionale Centrale~
Florence.



•

W'ftV'V**
—— —•«•

cnoi- C Ivnhikt tnama

tr»r t» «tia rlU c>Hai|iui1« quote <iudtrut
^ • ' • — — — — - — - - - f

tiruMor. tif

: - ( t

Plate III. (b) Con dolce brama and Seghugi a corta, codex
Panciatichiano 26 folio 99r, Biblioteca
Nazionale Centrale, Florence.



FN 88v - 9 9 r

i

VI Con dolce brama
Caccia

Magister Piero

Con dol-, con dol-ce bra- ma c , con grandi-

=H=; :F=tf

JV3
-si- o, dis-si al co-mi- 10 quan-do fa' ia ga - li -

I I J . j ) | j IJ i if- J

"An-di-

Choa dol-, chon dol-ce bra- ma e con,

30

0 •m
-arooal pop- to del-la don-na mi- a." Et e-gli tos-to pre-se il suo fra-

»J J
grand i - s i - o, die- si al co-mi- to quan- do fa1 ia ga - l i -

r ir-

J J h J jyJ>J TJ- J>l J
-schetlo, *Sa! su.! a ban- co, a baa- co, p i - glia. vo- ga!" E dale pop-

#-*-

"An-di- -a-mo al por- to del-la don-na mi- a!"

P -jr , i I r

22



50

J ilJ'JiJi J>U U J I J T piL
-pe mo-la via la so - -ga . lo ven-to e buone tuttialzonl'an-

J J

It e-gli tos-to pre-se'l suo fras - chet-to *Su, su, a ban-co,a ban-co pi-

r ir r
60

J J I J»
-ten,- na, 'Ai- os, Ai- os, e Tar-bo - ro drii-zau- -do, Chi- n* el qua-der-rial lutli t i -

J . J>|J J^J'I J J I J J U
vo-ga! 'Edale pop- pe mo-Ta via la so- ven- to e

r r

rJ I J IJ J IJ * I J A M J J l i
- r a n - do, "Sa-ia la vc-la saia in-ve-6ti g o - me- -ne,»

r ' P i ' ' p p P 'r~ r
buone tutti alzon Tan-ten- na, "Ai-os, a i - os, e Var-bo-ro driz-zan- - d o .

r r
80

r p p i ' r~ _ •"Is-6a, i s - sa,pur te di ma-no ' n m a - -no!" La ve-lae su , da

I »
Chi- na el qua- der-nal tul-ti t i - ran- - do "Sa-ia la ve- la ,

r if r

23



190.

J I J J iJ
100

J i j HJ.-J
vol-ta che si sa- -no A - do le fbrv-de ca-la lanzo- l e - - lo . A

saia.in-vesti g o - me- ne." "Is-sa i s - sa pur tedimarufn ma- -no .

r if if i7i

J u ' j j i j i . M . j IJ t ir ir r i [_ti"
den-tra poz- -za nvo-la del-la 60 - -s ta . A Tor- -za

i r p M J r ' J l p p p 'J
La ve-lae su,da vol-ta,che si sa- -no A- do le fon-de ca-la 1'an-zo-

r> if if I?

120

p o - pe cia-sche - d'un s*a- co -

J. J' lJ I J | J ' J > J ) J > I , ] | J IJft j Ij Ij
- le - - l o - A den- tra poz- za mola del la s o - -sta. A

-i r

J f\ T 130

-s ta .

Tor- za po- -pe cia-scke- d'un s"a- c o -

r I r
-sta.

24



VII Cosf pensoso
Cacda

FL 128 v Francesco Landini

r r ir pr
Co- - si pen- so-so com'a- nwrmi ghui -

f i r i r = a =

JJ>|J- J
20

p^-p

-da, Per la ver- der i - ve- ra passo, passo,

m rsw
Co- 6» pen - so - so chom* a - mor mi ghui -

r if.-ii^

30

g
Sen- ti,*Le-va quel sas- so! "Ve'l gran-chio, ve, ve'l pesce,piglia, pi-glia!"

m JJU J. IJ,!»-=-
da, Per la ver- de H - ve- ra pas-so, pas-so,

^ ^

i r PIJ- f
#-=-

*Qiies-t'e gran ma-ra-vi- Co - mincio I - sa - bel - la con, i -

r n c r r i r - r p i r P r c
Sen- ti," Le-va quel s a s - so!* "Ve'l gran-cHio, ve, ve'l pesce, piglia,

rr
1Brevis in M S.

25



fe rnrprp«FF=?
-sln- da, "0 me, o me!" "Cheai, che ai?" "I son mor- sa nel

pi-glia!" "Quest'e gran ma-ra-v i - Co- mincio 1 - sa -be l - la

rri, r ,fr,r ,r-«*

di- Li-sajl pesce ge!" "I Vo.1 To!"

con i - stri- da, "0 me, o me!" "Cheai, che ai? "I son. mor-

•t'ir r \r \rm£r ' r
60

-—•
lErmelli- na Ta pre- so." "Tielloben, tiel!" "Ques-t'e bel-la

r r , i r * r r i r p P - 1 > - •• i r , i

r 1 r I ' [ ' ' I- sa nel di- to!" Li-sa,'l pe- see fug- ge!

f r »^-

70
'•< • I f - J- i r rp i r ir -—P-1

?
pes -ch ie - ra." "In- taa-to giunse l'a- mo- ro- sa ecKie -

^
'I To, I l o f U'Ermelli-na Va pre- so." *Tiello ben, tiel!" "Ques-t'e

26



80
m-i-

&r=&

-bei-la pes-chie- ra." I n - tanto giunse Va-mo- ro-ea echie-

Ritornello
(1)

Do- ve va- ghe t ro- - vai don.- ne a-man-

Do-

rf ir

100

- U , Che man-cHel- son a brcon be'sen-bian--

r r i r rr icr f fM
-ve va- ghe tro - vai don- ne a-man- Che man-

r

r r i r Pr r I r r

r r r i r f* r i r r i r
-chel- son. al- lor con be' sen,- bian,-

P

-ti.

-« r-rr

* d-c in M S.
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VIII Dal traditor
Canonic - Ballata

FL 185v-186r Fra Andrea dei Servi

J I J
Pal tra-di- lor non si puo l'uom guar- da-

Dal

-o-

10

gg
re, Che mo- slri buo- na fac- cia Con s a - g a -

i n U J I' J J I
tra - di - tor non si puo l'uom guar- re, Che tno -

r" asEEg SSE^g

20

J J
c i CO - 6lu-mi"e (al - 6a trac -

stri buo - na fee - Cia Con s a - g a - ci c o -

cia. Pos- s i - ma pe- sl i-

i i ' ' I J. J
slu-mi^e fal- sa trac- cia.

m ^c^5

28



TT J

30

i0 d 00

len ca cer-la- men- le fa- mi- liar ni - mi-

-o-

Pes- ma pe- sti- len-ca cer-la-

m
40

i f J r r ir
J
 -

CO, so-pralut- te l'al- Ire a- epr'e mor- t a -

^
m e n - te f a - mi- Jiar ni- m i -

f f r . f F f
co,

,i j i j J

11111

le.

T rr
so- pra tut- le l'al- trc a- epr'e tnor- l a -

XL

vvr "•
Questa nyalvagia torma fradolente

Fe' giaper antico,
A molti buoni now pensato male.

Simile a Gtuda im traditor cotale,
Pien d'infinila laccia,
Tradito m'ha corv dimostrar bonaccia.

Pero si guardi ciascun com' si fida,
E come crede altrui,
BencK'altri il parlar abbia pien. di mele.

Chelal si firxge amico e par che rida,
Dicendo i' sono e fui
E sard sempre servitor fedele.

Che poi ascoso vento alle sue vele,
E con inganni ailaccia
Chi piu. sicuro dorme ia le sue braccia.

29



IX Dappoi che "1 sole
Cactia

EL 82v-83r
ti)

L 82
ti)

Niccolo da Perugia

J ftl J- J.f I f fci

Dap - -poi che'l 60- le i dol- zi

Dap-

p-=- r̂  if

I"g f f M f r
ra-zi a - scon- -d"e E la l u - na di- mo- stra'l suo splen-do - re,

f r irpr Mrp f i c u r ' ' J ; r ir Pr P| J I

-poi cKe'l so- le i dol-zi r a -z i a-

i i i _ . iS>-'"t # ; £ ^ r£r==rr

|g=iii ff— i P"—P -̂

Sen- ti" ua gran.ro- mo-re for- te gr i -da- re *A1 fuo-co,al fuo-co!"

J- J. f dtz

scon- de E la l u - n a di- mo - stra'l suo splendo- re , Sen-

mv r i f

r . •

I t poi stando un p o - co, "O-ve? Do-ve? "E qua!" *Su.,su! 0 - gn'uom:

fc r" CET I T' r' i r n l ^
tf ua gran r o - mo-re for-te gn -da - re,

TF1 i p - >. I r if9' i T " 1

"Al fuo-co al fuo-co!*

•o3-

30



40

su ! fuor le lu-cer-

r >•

Itpoi staado unpo- co, "O-v'e? Po-v'e? E qua!"*Su,Su!

r T i r

m+-

- n e ! Lu- mie- re con. I a n - ter-

p- I— t-Prtpr *• p

O-gn*aom: Fuor le lu-cer-

^ r m
J f\ r

60

m
-ne."

tr0 tu del-la cam-pa-

r fT- i r f i r r
-ne! Lu- -mie-re con Van- t e r -

^

ff r
na!" Suo-na!" *Don, don/, don^don," MAllarme,allar- me!*

IJ, i J. i i
- ne."

31



% r P f P"

te* La cer- vel- lie-re. La scur' e la gor- gie-ra! Tos-to,tos-

r i-1 B r.. i IT iPrCTir
10 tu, del-la campa - na! Suona!" "Don/, don,don,don." "Allarme,allar- me!"

_ . i

£ P.—P—P—P. £ T>vvn\r>-\wm*£ ' / -1
. -

-to! che'l fuo-co pur s'a pi - glia!" "Man-da per la fa-mi-glia." "Allacqua^lV

Tu te' la cer-vel - l i e - ra La. scur' e La gop-gic-ra!

&£= m
acqua!" MSu con le m e - z i -

r *- it £
Tos-to,tos- to! che'l fuo-co purs'a pi - trManda per la fa-mi- glial

m

r r PI r' r ^ pr
-ne!" Chi por-ta doc-ce, chi r e - ca-va sea -

f i r
' • |

r i '• » P-

«
Airac^ua ,a l l*ac- t j u a ! " " S u con l e m e - z i - -ne! f

m

32



100 r Ir er~ i r \r
Chi si fa- ce-a ma- lc, Et chi di-cea,"Ac- cor- ri!

f-r Pir r i r r ir r i
Chi porta docce, chi re- ca-va sca- - l e , cki

* * - 0' i .

HO.

Omel soc-cor-ri!* "0 tu,del-la trombet-ta Suona!" "Ta-tim, ta-tinv."

^ f \TVr
si fa- ce-a ma- le, Et chi di-ce-a "Ac- cor- r i !

m
Cias-cun si ti - ri a - drie - -to! '

0-=- f
0 me, soccor- ri!" *0 ta,del-1a t rombet- ta , Suona,!*

0s-

i ^
egom - bra, et chi r u - ba- -va,

0 0 0 0

'Ta-lim, ta-tim," Ciascun si ti - ri-a - d r i e - - to!"

H
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qaal Vacqua ver- ea - Et tal rom-pea

0- _• _ Q r r 11
Chi sgom-bra, et chi r u - ba- -va,

m
140 mmm i

Vu. - scio con. 1 ac - cet - - t a . Qui ognun s'af-fret-

Hf It r r ir
It qual 1 ac^ua ver- sa - -va, Et tal rom-pea

m

^
150 mr IT" r p ' J r i r

- ta pur d'a-mor- za-re'l fuo - -co

i
- 6Cio con Vac - cet - - t a , QuT ognun s'af- fret -

r r' i r- f
160

im
et le fa-vil- -1e. Pas- s a - t e - ran le squil-

I r '• I r J i J- J- i r
ta pur d'a-mor- za-rel fuo- - co et le

»• fm
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m- I m i
170,

0' 0 0^~

- t e , Quart- doe m a - e - stri con, grand'ar-go- meit-

fa-vil- le , Pas- -sa-t"e- r a n l e 6Cfu.il-

0+-

r i f ' r
180

r i r i r r P I T r a
- lo gri-da-van "Tut-ti a cha - sa cftegli e spen -

i . 0' -*0-
P

Quaa - do e ma - e - stri con grandar-go- men- -to gri-davan

£
190

- to!" gri- da-van Tutti a cha- -sa,

f•-=- rI
*Tut-ti a cha- sa, ch'egli e spea -

0' m.nr ir

200

LLJ J

cKegli e spen -

r r i n i • Ir- r P 0' i • .

gri-da-van* Tut-ti a cha- 6a, ch'egli e spen-

%
*No ending for the second voices is offered in M S., but the augumentalion at the cadence

is suggested by the editor.
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-to!"

-to!'

Tor-

frrWm

.1- l r -
-nan-do vi-di,et sem- prealcor m.i

Tor-

I

sta - C I C I con 1 I et

jCffCrrrir n.i r r i | - r T r 1 r**ir rrr r i | - i>-i .J-
- nando vi - di,et sem-pre al cor mi sta C I C

m
240

Jl J

P^SE
A.

I con L I et A.

• I if- I g r \ r • r
Perfetta meter indicated in L maauscript only.
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X De' dimmi tu
Canonic - Madrigal

FL 125 v-126 r
10

J 1J

Francesco Landini

De' dim-mi ta che se'co - si frc-gi- a-

20

* pNJJJl j J UgJJ'U'JJJ
-to, per- le d'oro, quando

w
De' dim-mi ta che sse"1

r- _ r= m*EF

De' dim-mi tu che sse' co - sT fre - gia -

30
40

tu li v c - -di chi

J J |J J I j J I* aJ I J
co - si fre • gia - -to

T | f i r f
- t o Di per- le

§0

cTo - ro

^ u
ti par e s - ser, par a - ver notv e r e - di

j l j l j l j l j l j j l j J
Di per - le d'o - ro qaaado tu. ti ve -

m m-nr r ir r
quando tu ti ve - di chi

37



0

J I J J U J I J a ^
Ric- - c ' a cha-va-llo, ben. ac- com-pa- gna-

mJ IJ IJL•0- <-9- 0-0

-di chi ti par es- ser, para- ver non

- i

if i f m
ti par es - ser, para-ver non e r e -

70

- d i

80

J J U J .•m— z a

Ma un fun' m*e quel che per gto-ria

^ ^JJ IJ j
-di ' Ric-

mr
^ R,C - c'a cha- val-lo ben ac- compa- gaa -

mm 90

tie- - n i . Et

i
cha- vallo ben ac- com-pa- gna - t o , Ma

r r r i r i r
to,

J

Ma

100

un, fun' m'e q\i«l che

J I j | J ] J J ^ | J | J J j J J I J 7 3 J J I J I
fre- gi, drap-pi et ton di pa- l a - fre-

un
rr—

fun mV quel che per glo - H - a lie -

per glo- ri-a t i e - ni,
1 Two »uperfluous minimVin iKe MS. are omitted in tke iraneciplion.

I t
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no

uu
120

p
Et fre-gi drap-pi e ton-di p a - l a - f r e -

iff fir i f nr if if
fre-gi drap- pi e tondi pa-1a-fre-

Ritornello
140 m

A che di ch'i di te caa qucl ch'i sea - to 0 -

i i
che di ch'i di - le ch'a quel cHi sen -

r ffnir ir
che di ch'i di - te ch'a quel cli'i sen - to

I 150

gni sta- to di g-en-te cer-ca veu-

to O- gni sta- to di gen-te cer-ca vea- to.

m
0 - gni sla- to di gen-te cerca vea- to.
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P45 v - 4 6 r

XI Faccia chi dee se'l po
Canonic - Madrigal

Donato da Fiienze

§HS

JO. rr n \ft
Fac-
Pcr

i
cia chi de' ss'l
far, do - ven - do

-*»-

po', che pas - sa
far qoel ch'ai la -

r ^ J L / r r I r t r r r r ' r r f
Fac
Per

r r r T

Pif t& t f i f
ra
to,

r r r r
cia chi de' se'l
far, do - ven - do

r r r r£^3=f
cia chi de' se"1
far, do - ven - do

po' che pas - sa To -
far quel ch'ai la - scia

po', che
far quel

pas - sa
ch'ai la

1*0-
ecia -
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' r
rt

Ch-al

cia - scun cor - ra'l suo ol ^
cor - po Tal - ma poi ch'e

t»
da

mo
ta

r r r±EE
El
Ch'al

20

r r
v o l -

^m
Et
Ch'al

r r r r
cia-scun cor-ra'l suo ul - ti - mo fi -
cor - po l'al - ma poi ch'£ da — l a vol —

ne,
la ,

nc,
ta,

Non sie chi pen - si tor-nar do-po'l
Non lor - na, stan-do'in euo iu - di-cio*in

f i -
v o l -

r r r r r i r T r »r
cia -scun cor -ra'l
cor-po l'al - ma

euo ul^- ti - ma
poi ch'e da - ta

f t -
vo l -

r r r
Non »ie
Non tor

chi
na,

r r r i r , , r r i f r r

i r Lf j
ftp ' u ':zr£:

ta,'
Non
Non

sie chi
tor - na,

pea-si tor-nar do
staa-do^n suo iu - di

po'l
cio'in

r r u r rr r i P P
pen - si lor - par do - pp'l fi -
slan-do*in suo iu - di - cio'in vol
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rr f r i r *
f i -
vol •

r r r i r r r

# £ ^
ne.
la.

- & •

• K i

Ritornello

men - tre

ne.
ta.

che noi

Si
Et

fcV / { \ ___
- / ' l I I I ' ' -

I t

rrr_r r
pas - 6iam e no'ii t en -

ft TTrrrEfrr rnr ng/rr r ir
ni-ilmen - tre che pas - aiam e

^ ^
men - tre che noi pas - eiam e no"il ten -
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60

r r > r* nr ,1 J J
D o - vian Vo - prar per - chc non tor na'1

^ ^ f f r r c/r n -
ten- po

», r m
po

ten -

j J Jr > r i r
per - cne not

i» P
Do - vian Vo - prar non Ior-nai

r r i r r r r P P
vian To-pra-re per - che non tor-na'l len -

T

f ' f J rtat

R r r j r r r r r r
po.

ten- po.

•* r J r > r r r J
po.
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XII Giunge'l bel tempo
Canonic - Madrigal

FN93r
Jacopo da Bologna

J 1' I ,t
Giun
A4

10

J i j . i j .
flol-

bel
ci

tem-
ver- s i

del-
d'u-

•I. I J i t
la
eel ve-

fuo-

fe J3 i J.
ge-1
5do1-

bel
ci

t e m -
ver-

p?
si

del-
d"u

la
sel-

ma
ti

ve-
fuo-

30

ra
ra

Che
Van

m LT ' '• P
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m
nuo-
don-

v'er-
ne

bet- la
ghir

da
lan-

fior-
de'in com-

40

J J I .1. I J J U J
e
pa

vio
gni

11nii i IE
T1UO •

don-
v er
ne

bet-
pe'

la
ghir-

da
Ian

m
a,

J

Cre-
S e -

fior-
de'in

1 e
com- pa-

via -
gni-

Lrr r i

m
scie
guen-

bea - to
do Tor

mor
mop

m
do-
drei

£=$ ^

60

ves-
tut-

Cre-
S e -

ser
la

vuo-
v i -

m
scie
guen-

bea-
do

to a-
a-
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70

1

mor
mor

ves
tut-

sep
ta

m
le-
a.

. ) . l ,1

Ritornello

dei pia -
fan d'a -

giia.
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XIII In forma quasi tra '1 veghiar e'l sonno
Cacria

FL 3 6 r Vincentius De Arimino

r i r r i»r i f _L

In for- ma q u a - si tra'l ve - gHiar el son -

m J J
20

=F
-no lo sla-va stanco, del dor-mir d i - 6 i -o , Quaa- do cjuesta tem-pes-ta.

ir if rr r it|'
la for - ma qua - 61 tra'l ve - ghiar e'l son. -

«

30

ciap-pa- r i - o. "0 della barca, pre-mi e 'avi- a." "De1 sta for-tel*

•—0

=F
-no Io stava stanco, del dor-mir di- si-o, Quan-

f i r i r i r

r p n M|
'Vol-gi man, guard 'al tuo re mo? La,qua, mo."

r r r r r r
- do questa tem - pes - ia. ciap-pa- n- o. "0 della barca,

r r ir ir ^
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r r if rn
"Stal- li-* rtV'e ch'i p re - mo""&amba-rel-li, Gamba-rel-li, chi vuol pe- -9ce

D p p p
premi e'nvi- a." *Pe' sta for-te!" * Vol - gi man,, guard'al tuo re -

f 11

60 i L

r. if
sar-ci-ne sec-che?" "0 ti, ar- ri - va! arr i - va(L'e) fat- to."

r r i r r n , P
mo." La, qua, mo."

r r
"Stal-li/'Ve cK'i p re - mo." "Oamba - rei-li, Gamba-

70

r n P i rm r i r r r if
'Che vaT 1U-

i r r i f f i r
- na?" Art-co sea - ti - va di -

- rei - li chi vuol pe - see sar-ci-ne sec-cHe?" "0

t p i -FP r i r •—0

-re, 'Chi vol a-ce-to?" *O(cHi; vol a-ce-l*a- ce - t o l T i co-si

r ' r p P
li, a r - r i - v a ! a r - r i , va (L'e) fat- to." *Che val 1U-

r ir IT r^ ^
1 Sec footnote No. 1 on following page.
2 D in Manuscript.
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m m

chi con- pe- r a - v a e chi v e n - de - a :

r P P i r b\Vt>T
-na?" An- co sen,-ti-va di - re, Chi vol a-ce-to?1

r i r

i i
r pur vo - le-a dor - mi- pe Et

P^ =F
"O(chi) vol a ce-t*a- c e - to!" Et co - si chi

lacking in M S. j

con- pe-ra-vae chi ven-

100 rr i r r
oon po - te -

P r
- d e - pa r vo — l e - a d o r - m i -

r ir r i p

Or > i
p i ' 1

$> i *
-re

CLe 1

MO

r

I:t

1 —
r 1

-
—̂ - «

-
1

4

n on po -

r 1

N
t

a

• —

e -

i

- 1

- £L .

P

? II

:
••Probably ihe final V of aceto is elided allowing chi'to fall on the strong beat of the measure.
2BrevU in Manuscript.
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FL9Bv

XIV La fiera testa
Onontc - Madrigal

Niccolo da Perogia

r r
La fie - ra le - sta

-e-

che d'u-man si ci - ba Pen-nis au-ra-

w t±±
I s fie - ra

-©-:-

ci- ba Pen-nis au-ra

J j ^ J
per- qui H i .

J ££E£
tis

-o-

vo - li - turn

1

-o-
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20

j >
So — vr'ogn'i- l a - l i - an que- sta pre- l i -

J I ' J M J
per qui-

r f

j J j J ' r
ba. Al- ba sub ven-tre pal-la de-co- ra- tur, Per-

rit. So- vr'ogn'i-ta-li-an que- sia pre-

fr rr

HI r * i > r > r ̂ ^JU'J ij
del mondo si-gno-We ri-chie-

, J IJ J@
li- ba. A1- ba sub ven-lre pal-la de-co-

o f

^

30

i, J1 » J F »- r if rrr
de Vel- ud

w—•—
ra- lur Per- che del moa-do si-gno-rie ri-cbie-

*>.f P ' f
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-a—
e -

^m • 4 * 4 J-W-
ius a- spe-

J u ^u
de

-e-

Vei -

J i* r Jm^
ctu de-

1 i N ' J ' ^r c/ r m
e- ius

T i t , r i fH ^ =*=»=*

• m o n - stra-

spe- ctu. d e -

m» i r - » ^ — «••
=F

tur.

r J r u «=s O -

•mon- slra- lur.

• O i

1 Measure Lacking.
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Ritomello

CJ1 J •' p [r
Cist

t f i . f

Cist

f r1 rr r

£ # • 0
fier cy- miers et la fiam- ma ehe

77 ^ ^

fier cy- miers et la fiam - ma che

J I
60

m'arl. So- frir m'e - stoyt

) J > J n(•}) n-
•©i-

tn'art. So frir m'e - stoyt

=»=3

che son fier part.

(2)

che son fier le- o- •pari.

P 7

1 Measure lacking
2 i n M.S. J J
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XV Nel boscho senza folglie
Canonic • Madrigal

FN 97v-98r Giovanni da Firenze

f-wrf rf~fl §• p

Nel bo-scho sen-za fol - glie Cac -

Nel

' •

£=Pi£p

'0

cian-do u- na per- ni- ce mol- to stan- cha Sal- tonv-

£=fe^ f
bo-scho sen-za fol- glie Cac- cian-do u-na per-ni - ce

m EfEEES

^m
VL- - na le - pre

r P i r r
mol - to s t a n - cha Sal- torn.- -m' i- - nan. - zi

- J. iJ-h \ I i I ^'y^-J'1|yy:^? | " i r
bian- ca la sua bel-la va-ghez- za La- sciar nti fe - ce la chaccia pri -

FFF# (»-^# mm
u - na le - pre bian - ca la sua bel - la va -

54



P.yy

-nte- ra Et se- guirl'al- tra con. la mi- a le - vrie-

J-IJ.J. Ir r. J J ^m
-ghez- za la-sciarme fe-ce la caccia pr i -me- ra rt se - gun

- ra Vol - taa - do - si piu. vol - te U - sci de'

1 al - tra coa la mi - a le - vrie - ra Vol - tan - do - si

r T i r r i r r
70

ca -m e fuggi n"u-na ta- na I t h fw pre-ea te-mo-ro-saesa -

r iTr p r i r i r r-1 r P r P r
piii vol - te U - sci de' ca - ni e fug-g? nu-na ta - na.

r**r

It ]j fu. pre- sa te-mo-ro-sa e sa

1Breve rest lacking1 in MS., but interpolated here
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Plate IV. (a) Nell'acqua chiara, codex Additional MSS. 29987
folio 40v, British Museum, London.



mm
(inert- f*l/AiiO^ jauwtte f»uo\^

"

———

Plate IV. (b) Nell'acqua chiara, codex Additional MSS. 29987
folio 41r, British Museum, London.



Ritornello
90

V P P p I P
brac-cio la ri - col-si e la ba-cia-

brac-ciola ri - col-siela ba-cia-

-col siela ba-cia

- 1 .

no

|,Pf ii
Ca- ciapiudblce gianta'non caccia- i.

Cac- cia piu dolce g i a - ma'non caccia- - l .

0 \ 0 0

Cac - cia piu. dolce gia- gia-ma'non eac-cia—
- i .
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XVI Nell" acqua.chiara
Caccia

F136v-37r Vinceqtius De Arimino

r r p i j > r r \r - p - 1 1 J. iasp
Ncl- -l'ac-q-ua cKia-ra

" h IJp|»
e dol - ce pe - scan. - - d o Coa re-tee

- r ; .
Nel-

P'r' r i f r 1 r" i r r Ir=
20

i r Pr
a - mo T sta-vat- ten- to. "Ve, ve. ve, v ,̂ ve, ch'il sen-

r \j'J- i f r r ^
-1'aqixa cHia-ra e dol- ce pe - scan-

r TT

i ^—P—P t- p r i r r i f ^
-to!1 "Ad-docquaT ce-sto!" "El-Ve fat-to!" Tfra presto,

fe pJ Ju I Ai J- I J . u . I J . J J> I J - J J' l I
-do Con r e - tee a- mo V stav'at- t ea - to,

r \f if if r

57



F T i r - r F i r l=^m
ti - ra su, e non. par - la - re." me ch'el pur sen

" P " P i r -P f Pr i r' r
*Ve, ve, ve, v'e, cK'il sen. -

r i rf r p i r p r
La-scio l'a- mo per u-nabo-ce ch'egli udi gri- d a -

u- P P P i r r n- pr i r=
fAd-duc-qual ce-sto!" Elle fat- to!- "Tira presto,

5 f f p,I ' P-

re, *Pa- ro- li, chiavi,la-ve-zi!" "Pa- ro- H, chiavi, la cHia-va d u -

f^=F^r
t i - ra su, e non par- l a - re!" me ch'el pur sen-

60

^ ^ «•

ra!" "Yien qua, vien qua, che val u - m ? ' ''Sei da - na-ri! "

ft r < - i r - Pf l P r pp
r f

va!" La- scio l'a- mo per u-na bo-ce ch'egli udi gr i - d a -

I C in M S.
r r ir
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—1 *™» 1

I r r pi r
70

^m
An- cor u-di gri-da- re, 'Chia re-molo?"

re, "Pa- ro K, chiavi,lavezi! 'Pa- r o - li, chia-vi, la chiava du-

J J ' l J -*— -i— -J— -J— -J-

"Chia remolo?" "O-li-o o-li-o, chia remolo 1 lo n'o tnez - zo sta- ro."

r> £r
"Vien qua,viea qua, che val u - -na?' "Sei danari."

^
80

r-f-fi-rr
'Quanto va - le?" Tre sol-di!" "Trop - po e

r p P p^ r*
cor u-df gri- d a - re, •Chia remolo?'

i p p p p t i pbt

ca -ro." "Chiavetro rotto?" 'Chia ferro rotto?" "A-go-ra,fu-6a,my-

"Chia remolo?" "O-li-o,o-]i-o, chia remolo?"
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90m= i T T p i r r i r
- o - Co- chi vert - de - a et chi

M-nm r r p i r
Io n'o mcixo sta-ro." Quan-to va - le?' * Tre sol-di." "Troppo e

J'r B I ,),r i r J r
100

J- i r T - i r
com-ps-ra-va U - na vec - cKia pur gri - da - -va, ' Ca buoncKuoli don-

P P P T P P i r)
ca - ro. "Chia vetro rotto?" "Chia ferro rotto?" *A-go-ra,fu-sa,my- o -

" N 110

f i r i r n r
- ne , ca- buoncKuoli!" Po do-po lei ve - n i - - a un,

1 »-i r P r p i f Jmrr pE&E*
1y!" Co

1

51
• I T

cKi ven,- d e - a el cKi com-pe-ra-va U- na vecchia

F=#

PI r t P PI

che s a - vor vea- d e - 'Mos-tar- da, 6a-vo-ret!" ''Salsa verde,savoret,6avorel!'

r-'r*- i r r p p p m - ir rr p
pur gri - da. -

It
va, Ca buonchuoli,don-ne, ca buoncKuoli !* Po'

1 Point Lacking in M S-
^Longain M S.3Brevfs rest in MS.
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130

"Chi to del latf'Chi t3 del lat?""Chi to del lat?" La

do-po lei ve - ni - a urt chc sa- vor ven- de- a, Mo-

m
140

J. ,,J I J. r,Jfmt
r e - te e l'a- mo e'l pe-sce li la- scia-

dkz

star-da.savoret!" "Sa-lsaverde, Savoret savoret!" "Chi to del lat?" "Chi to del

• ) . i -I

J J 1.1 J. J
ISO

ft*

3-*-
- 1 ,

r Pr i Pr pr

Si'

y y ft I E r r• i r PpFF
la?' "Chi t5 del lat?" l a re - te c la-mo e'l

r r • "•• —

p r P r i p r P
gran tempesta noa senli* giamtna - - i .

EESjE
pesce li la-scia- - l .

r if • » • I V

1 Brevis rest in MS.2Brevia rest lacking in M S.
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XVII Ongni diletto
Canonic • Madrigal

FN88r
.d. indicated in Rossi Ms.

Magistei Picro

M ^ r Lrr r i

•M r r
gniBdolz

d i -
r e -

l e t - to
gart

ed
con

on -
plus mir

bel
plus

pia-
m'rn-

r r r r r r r
re,
me,

A
Ma

mis
quel

di
re

let -
gart

to ed
con

on - gni
plus ^iir

bel
plus

pia-
m'm-

r
mours
pur

el
rum

gens cor de ma da-
me de-gna ve-de-

fir f r f r r f i r B r r f r r r rcc

me,
r e ,

~rr-

cer-
fla-

re,
me,

A
Ma

mis
quel-

/ f\ -e- r rff r5 J r r r r r
Se
Ay

i

sol
las

pia-
ce -

ta
lui di

che

me
n'est

vo-
ois

r J* r r r r i r r>..rr
gens corde ma da -

me de gaa ve-de -
a-
la

mours
pur

el
noa

me,
re,
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§

I
i

.

Plate V. Or qua, conpagni, codex Rossiano 215, folio 19v-20r
Biblioteca Vaticana, Rome.



R.19v-20r

XVIII Or qua, conpagnl
Caccia

Anonymous

r r Pi IPPP
' Or qua con - -pa-gni, qua cum granpia-ce- re, chiamat'i

10

r r ir T?n?i r
SF^can qua to - sto!* * Bo-cha negra, toy, toy! BJancho pc-lo, sta quj,sta,ch'u-na cha-mo-za a

r r-if r~iJ- r ir r irW
*0r qua.coa-

»>: „. +^

-pa-gai, qua cum gran pia - ce -

P
20 r Tr T| r P r i>r rr - w i

nxi me parve - d e - re!" "Di duade-na!"*De. qua, de qua! Pep qxial via

F» r i rw •=£

re,chiamat'i can. qua to - sto!1 Bocha negra, toy, loy!" Bianco pe - lo

Per quel bo - scRa. io guala , g°ua -

g. r p r P i "P~r P r i P
sta qui,sta, ch'u-na cha-mozaa mime parve-de- re!" *Di dun-dena! de

iSenaria GaJlica
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r r p i f P r p
- ta a - sco - 'Mol- ton, Mol- toa! Chise", chi

r pr i'r r n r i ? y PT
qua, de qua! Per qua! via va?" "Per que] bo- scha

iN§ r i

se'?" V son guar-da- pas- so." *Que voy, que voy?' *Va de qua'."

r pr i•'• f r

,
io, guata, g u a - ta a— s c o - sa!"

i
EO

i- r ir rP P PTTTr
*Nonvi-di che soa mol-te? pi-gHa l'w - na."

r r PI r pr r i rn r r
•Mol- ton, Mol - ton.pilChi se', chi se'?" "I* son gxiar- d a - p a s - : "Que

i fm&w
"Quala voy ?' •Que - -sta dr-

g
- drieto

r p p r ' '• r P
voy,que voy?" %1Va de qua! Nonvi-di che son mol-te? pi-glia l ' u -

*A~D-A in original, - probably an error of the copyi«t.
Idem.. To avoid clash between second and tenor parts, A-C-A'is suggested
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bian - cha, per- ch'io la vego staa -

r p r i • i'r
- na. "Qua-la voy?' "Que - sta d e -

^

70

'• r i

-drieto biarv- - cha, per- ch'io la vego

m
i r r T T ' r i »• r=

•-=- err rrw
start -

m
Noi tuly la seguimo cum effelto
Aidando 1'ua al altro,
"Piya, piya» fay,fay!"
Cun forte la mala ch'en
Ver la tana va quasi a del el to
*Non po fugir, non po, tion po,
CKe'l can latjen!"
"Ne movre non si ea, perch'e 8maHta'.*»
"Ja fou, 5a fou, se avili!"
"Ve cun se rebufa!"
**Bala s ' tu voy!"
«£a fa la!"
4Mte mo, che non. morda
Perche fera non fa,no!"
Chosi fo ly destesa
Per qucsto modo presa.
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XIX Passando con pensier
Caccia

PL 85v-86r

•* n Pr . 'P^ ^P

Niccolo'da Perugia
Text by Franco Sacchetti

P a s -

i i ' i T i r•&1

i f J-u >Turn r r »

- saa - do con. pea - sier per un bos - chet - -to, Don-ne per

r r ' l f r p i f
P a s -

f r f ,r

I J' J' J' J' U "J I f
quello gi-van fior co - g-liea- - d o , "To' quel, to* quelTdi- c e a - d o , Ec-cHo-lo,

r r ' f r ir r i r
- san - do con pea - sier per utv bos - chet - - t o .

Ig'r r P l P r r
ec-cho lo!*"Che e?" Chee?" "II fior a - ly- so!* 'Va

J J
Donne per quel-lo gi-van. fior co - gl ien- -do, "To' quel, to quell'di-cendo,
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P. P.- P. P.p p P P 7 V i P P i rirr i r *. P. P. P.p P P
lla per le vi - o - -le!" "0 me ch'el prun. mi pun- gel

iP P I P r
'Ec- cho-b! ec-cho-io! "Che e > "Che e'? *I1 fior a - ly -

i
so!'

err ir
Quell-allra me v'aggiange." 'U" "U" 'OcK'e qual che s a l - ta?"

p. p. p. p1—i—i—x

" Va - 11a per le vi- o - le!" "0 me chel prun,

i

60

P^ps
"E un gril lo!" "Ve-ni- - te qua, c o r - r e - te, ra-pe-ron-zo- U co-

l££ p. P. P. \ P.

mi pun- -ge!" * Quell al-tra me v'aggiunge." "U" 'U' 'OcK'e'(fuel che

-te!* "E nonson des-si!" "Si sso - no." "Co-le- i, o co-le -

r > i r r i n
sa l - -ta?" *E' ua g r i l - -lo!" "Ve-ni- te qua, co r - re - te, ra-pe-rorwo-

7T F it > ir
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80
pz-

- i !" *Vien qua,vien qua pe'fua- Costa." costa." pel ser-

- l i co - g l i e - - te!" "E non soa des - si!* "Si sso - no."

£*=

J i j U J r r^r r • r r
- mo - li - no." No' s ta- retn trop- po ch'el tenv-po ei tur-ba e ba-le-na e

P p P>

*Co-le- i, o co-Je- i!" ''Vienqua,vienqua pe fua- ghi." "Costa,

r nrf if r

t u o - ria, e ve — spro gia s u o - - na!'' "Non e egl'ancor

P^ r r ' r
costa, pel s e r - m o l - l i - no." * No'sta- rern trop- po cHe'ltem-po si tur-ba

i r t if? i r

r PPP
no na!1 MO-di, o-di!" "L'usignuol cKe can,- ta^ *Piubelv'e',

w
e ba-le-na e tuo - - na, e . ve - 6pro gia suo -

f ff if
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p p r i r f " i r p •' i r P T i r
piu bel v'e!" I sen-

" P i f-

to, e rum so che." "0- ve, do- ve?" "In quel

£
*Non e e-gTancor n o - -na!" 'O-di, o-di!" Tu-signuol

r r r ir

r v v| r r if > i f
glio!" "Toc-ca, p ic- chia, H - toe- cha$ tnert/- tre

i r i r ' i P m
can- _ta." ''Piu bel v'e, piu bel v'e!" "I s e n - to, e noa

r
130 r>v p p i r

cK'el bus - so cre-sce et u - na se r - pe n ' e -

0 0

Wsii r r
so che." " 0 - ve, do-ve?* "in quel ce - spu - gW." *Toc-ca,

i

MO

r r i r ' I P P r i r
see. "0 me, o me tri - sta!'

1 ' "0 me las - sa!" R0 nvell'aggen-

r i r r r n c _ r c_r i r rw
pic-chia, n - toe- cha; men-tre ch'el bus - so cre-sce

r ifm
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r ir -f ir r ir-do tutte di p a - u - ra pie- ne, u - n a granpio- va vie -

- i r r r r i f * *
et u-na ser-pe n'e - see, "O me, o mer tri - *ta!" *0 melas-sa!"

SEE

- ne. Qua-le sdruccio-la, qua! ca- -de,

r 'r rir 'r
"0me.*Fuggea-do tutte di p a - u - ra p i e - ne, u - na gran pio - va

nr i f i f r i f f*K . p

qua! si pun-ge lo pie - d e . ler-ra van ghir- Ian-

P—0—0 *¥=£r i r >\ 1 1 V
BE

vie- - ne.

m
Qua-le sdruccio- la, qual ca -

f iri

170

r
- d e , tal cio cH'a col - to la -

r ' if r, if f i L i r n r r i
6cia,

- de, qua! si pun-ge lo pie - de.

7

ter- ra

i
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ttrirr ir
tal per - cuo - - te. Tien-si be -a - la

j J IJ J
van, ghir- Ian - de, tal cio* ch'a col - to la -

3EE(= P i c

190

m
chi piu fuggir puo -

ecia tal per - cuo - - t e . Tien-si be-

m #^p
200

r r ir r J i r i r i r
- te.

r r i p p P rn r i f^-^tz^E^i

- a - ta chi piu fixggir puo - - t e .

m
Ritorndlo

Si fi-60 stetli'l di che lop mi - ra -

Si'

i
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r J|J ̂ 'J-J-
220

r r J- r
i che non, m*av - vidi e tat-to mi ba - gna - i. Si f i -

J J^r PJ pi r r i r r r p i T ^ M r r
fi - so slet-ti'1 di che lop mi -pa - i che aon m'avvidie tulto

r i- r i rr r i r «• f i r r

!=!=£ r r n r »• r
- s o stet-ti cjie IOP mi - ra -

• I -.—•

mi ba - gna -

f ,•

Si f i - - so 6tet - ti

«Em

r f P r P I Ts f ' " r :±=
- i che non, nVawtdi e tut - to ii ba -

m r i f
cheel di IOP mi - ra -

i> i f' r i r T f m r
P - f m

r- i f . - r i r •• f-
gna-

• p p, P m i^ r r *• 11 r *•
- i che non m'avvi - di e tut - to mi ba - gna - - i.

0-^- •-=-
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XX Per larghi prati
Canonic - Rispetto

£K 96v-97r Giovanni da Firenze

Per lar- pra- ti e per graa

k ^

Per

an f
20

srr.rrnrm-fis
bo - schi fol - - t i .

Ti r rn r 7 ? 1 ! ^
la r - ghi pra- t i e per gran bo-schi fol-

mt—'T
Htftftf -30 J L

iii m
gia-dre doa-ne e va-ghe don-zel- let-te, Ve- sti-te strette choi cap-pel-li

II i

- t i .

.» H I

Leg- gia-dre

5 I « «p±-

40

r inn so

i
sciol - -li .

f i f ipyyprIrnCrrpr'J

doti-ne e va-ghe doa-zel- let-te, Ve- sti-te stret-te choi cap-pel-li sciol-

1This poe»u is in the iorm of a Rispetto which consists of a quatrain in alternating- rhyme and
a refrain usually having two couplets, ABAB CC DD. An extra 6trophe was added to the
present r ispetto.
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• w i •

ar-clvi, con turchassi, e con sa - e t - te. Et coa le curie ri-a-man corre chac-

m

i" i IT irpafiJ
- ciaa - Uc - ci - den, - do e pil - gliaa- do

Coa ar- cKi coa turcViassi e coa sa - et

J

te. Et coa le u-ri e ri-a- man corre a chac -

-i tt
t—\p zzr^±!z

80

n n H f;r iCcfr p i r fTTPr

Cer- vi, Capri-o- li, Ciaghia-li e Lu.- pi. En-

^

-ciaa- do. Uc - ci- dea - do e pil - gliando

f r~ P^=F

If

Cer- vi, Capri-o- 'li, Cin-ghia-li e Lu- pi. E a -

m
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*sp* f I r i I i r
-trando so - le ne' luo •

b
ghi piil chu -

r r
-trando so- le ne'luo- ghi piil ca -

±=k. ±=tz

MO

- if if I - I - i f i f !=£=!==
120

m

r ' r • r T
Ritornello

0-r-f

-p i . Per ri- po- sar-si al- Vom-

-pi. Per ri- po- sarsi al - Torn.-

frff. 140

r r r r if
- bra.

11 . i O i » • l o - l c

-bra.

)' - - o

1 Duodenaria rhythm indicated in MS. |time suggested alloiling twelva sbdeenlh notes to a brevia
2 Quarter rest lacking in M S.
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XXI Per sparverare
Caccia

FN 70r

tor inr'f
10

Jacopo da Bologna

iJ'irTi'11
Per spar - ve - ra - re tol - ei el mio spar - ve -

w
Per

I—

j u J |J
20

- ro. Bracchi e bracchi chia - man do "lit , cit, Ba-rat - tie - ra, Te-va-

spar- ve - ra - re tol - si el mio spar - v« - BraccKi e

T if ii

I
30

ii f r i f rir r i r if ' i f t
rin, te, te!" Zon - ze-nto al - la cam- pan.- gna, vi - di cer-

r if irriiirrriftiricrr
bracchi chia- man- do, *Eit, eit, B a - r a l - l i e - r a , Te-va- rin., t e ,

^ ^
40

J-- p i r r i r
-char e Hn-fres - car la chan - gna. * Bur-1a,qui, Te - va-rin,

te! Zotv - ' xe-mo al - la cam - pan-gna, vi - di ccr. chare
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50
0 0 5

fid!" *Ve' la Ba-rat- tie -ra, fid!' "A- mo-ro-sa boc-ca, fid!" *le- va,

{ULLU- t r p p i r r i r n r ^^£
rin-fres - car la charv - -g-na. va-rin,fidl*

60 m
le- va, 1e - va - la!' "Guar-da, gtuir - da,

r r i r * i r ' r r ir
•Ve'la Ba-rat-tic-ra, fid!" "A - mo - ro - sa bocca, fid!" "Le - va , le - va, l e - va,

if ir

80 mi
guar- da - la!" Per la mi- a don- na pro- si Qua-gliess-

r irnr
-la!1 * Guar-da, guar- da^ guar- da-la'.*

v^m

re - di - re non

T r i r i r n r r r r
Per la mi- a don- na pre - si Qua-glie as - sa -

-0—p
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no

fTi \ ir i m ! I..) i J m
du - bi - ta -

? \ o \ a

- 1 - del r e - di - re non mi d a - bi - t a -

r ' f T
Ritornello

tai-o spar- ve - ro ia pun. _ - gno, Et qaesio fu.

sSz:

l"al-ti - mo di di g-iun. -
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FN90v

Quan

XXII Quan ye voy le due
Canonic - Madrigal

Anonymous

-e-

Quan

- © •

10

re- ver- dit la pre Et

r . r r i r r r U LJ
ye voy le due tens ve- nir que- r e - ver- dit la

i

nrr
rou -s i - gnol ccn - t i r Ou boic eoe la r a -

O 9 9

pre Et

•e-

rou- s i -

20

f rr rr
me —

& r r r r r r r i r n
gnol cen- tir ou boic

- e - rnr

At on - ques ne

3 ^ 3 ^
la ra-

me puis te -

1
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Tier c a n - ter Car l u - it

r r i r r r r r r
At o n - ques ne me puis l e - ner

S* rcJcJT i r r
mi d e - sir e tou- le ma pen- s e -

# r r r r r n r r,r ^
de can- ier Car tu-it mi d e -

r p-V^

Son en c e - le a - mor e ser— vir

iou- te ma pen— s e - Son

r r IT- f I r; - o -

cui Pay m'a- mor do- n e - Sanc r e -

r i r r r i r r
en c e - le a - mor c ser- cui \~ay m'a- mor do-
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BO

TTT i r * -0-

pen - tir.

rj l r - l ' r r r CJULT
 | 5*E EF?

Sane re- pen- tir.

i
Ritornelio

§HH
vos sin- gnor sc-ron nos lo-te vi-

r D P f i>fSI
vos sin- gnor se-ron nos to-te vi-

I I

r r
60

r j- i f P
e, Por ce-le da-me che d'a-

r P r r r r
mor ncn-

1

r PPM3 =
POP t e - le da- me che d'a - mor n'en-

dt±

r i r p r
V I - e.

r if r .r ' f if f
d d , e in M S.
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XXIII* Seghugi a corta
Caccia

F1J 99r Magister Piero

r i p r p i r i r i Lr P pi r
Se - gHu - gi a cor- ta e can per la (o - re -

Sc - ghu -

ni) f I f E r ir r
l0

f i f T p l r ? p i r i r i f ti ' 11
-sta. In sit, in giu-, ia qua, ia la ab-ba- ian, - do, "Bauf, bauf,

_ ^ 8

f - 1 f—Lf = t t F = l ' M f 7 PEJ
-f ir* cor_ ta e caa per la fo - re - - eta. In. su, irv

» r i r i r i r i r

J A 2°

ii ir [jif i r
bauf, ba bauf!" E cac-cia- t o - pi chia-ma-re coa-for-

g-iu, ia qua, irv la ab-ba-iart- do, "Bauf, bauf, bauf, ba - baaf!

fit 7̂  6

r r r ir ir

- t a a - do, "Ve'la.ve'la, ve1!* "Dra-gonJDragon, te, U, te." "01 - la, ol - la, ol-la!' "Qual

i p ir rrif
c a c - c i a - to - ri chia-ma-re con-for- tan.- do, *Ve la,ve'1a,

*M ir i r if if

83



m £ m . . p. J J I ,L I J
e, qual e, qual a, vien. qua, vien. q u a , cKe qui sort g-li or -

J> J> | J J | Jm
ve!" "J)ragou,Dragoa, te, te, te! ' '"01-la, ol - la. ol - laV'Oual e, qaal

m m
50

Sen - ti - va quan - do ad al-tra cac - cia cor-

J I ,1 I j I J ^
e, qual e, Vien. qua,vi'erv qua, che qui son. gli or- si 1" Sen,- t i - va

i r rr m
Ritornello

p.

Vo - co lurv-

Al suon de'corni e de l'altra letnpesta,
D'una vallea use? la villanella.
"Ai, ai, ai, da", da', a la vol pe!"
Allor la presi per la man*Vien. qua,
Qua, lascia andar la volpe !"
rfsse,"De no, de no , perche i" non. voglio!"
Pur Vatbracciai che non le vaise orgoglio;
E porta la nel bosco.

dal bo - -scKo. .
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L 78 v

Segugi a corde
Caccia

Magister Pieto

r r>r pTSXL

Se- gu- gi a cor-de e can. pep la fo - re -

Se - gu -

VW f" I F r r ir

" _J t pi rf- f?p i r ??pi r
- sta. la su, in giu, in qua, in la ab- ba - iaa - do,'Bauf, auf,

, • » t

M " i r i r p r rrFr|r>pir'iyp
cor - de e can per la fo - re — - sta. la ea, ia

•4.- r i m P-
20

bauf, ba, bauf!" E cac-cia- to- ri chia - maa-do e

It

n r ^ r - i r r p
g-itl, in cjua, il la a b - ba - ian. - do, "Bau-f, auf, bauf, ba - bauf!'

J J ' J J ' | J . i- | J' J ' J) J ' v v I ,1 . I
coa-for- taa- do "Ve-la,ve' la, ve'!* "Dragon, dragoa, te, te!" *01-1a, ol-

i • ir if i r
E cac- cia - to- ri chia-mando e cort-for- taa-

ir m r if if
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Piji
-la ol - la!" "Qual e\ qual e, qual e, vienqua,vien qua,ck« qui son. gli o r -

do, "Ve'lajve'la, ve'!" "Eragon,dragon, te,1 ' m
te!" *01 - la, ol - la, ol - la 'Qual

1

^f—tf [ r r 11- Hf-tH-rnrr T

r i - ce - va quan- do ad al-tra c a c - cia COP _

J. J. I.I. I.I
e, qual e, qual e, vienqui,vien, qua,che qui son gOi OP- - s i ! '

' ^ — —^ 1

D i -

Ritornello

ce - va quan - do ad al-tra cac- cia cor-

Po co lun-

70

dal bos - - co.

- ̂ hi dal bos - - C O .

Al suon de'corni e de Valtra tempesta,
D'una vallea usci la villanella.
"Ai,ai,ai,da, da', alavolpe!"
Allor la presi per la man,"Vien qua,
Qua, lascia andar la volpe !"
Disse,"De no, de no, perehe i"non voglio!"
Pur Tabbracciai che non le valse orgoglio;
E porta la nel bosco.

-ghi dal bos - - c o .
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XXIV State su, donne
da. u

L 42v-43r Niicolo da Pcrupii
Text by I'r.imo Sjuchctti

"Sta-te su don- ne, che dob - bian no* fa - re?'1 *'II piu bel tem-po

^Sta-te su don - ne

^ 0'
. ^ _ | — • • - -

non si vi-de ma - Git- ta-te gliarcho - la - y, i na-spi con le roc -

- r e ? " "II piu bel tetn-po non si vide m a - y.""'Gitche dob - bian no* fa -

20

LQP=i ttttEsmtm
che!" "Noa si- a - te scioc- che, chc,fi- li nes- s u .

r p f P i Ctr f-l i fV i rr-p-i^=r-i^=j-p^i:f-rn--^=i^i
-ta-te gliarclio- l a - y, i na-spi con le roe- - c h e ! " "No s i -

f±rm±

r- ir

su,0P6u!*Ad u - na ad u - n», per le mansi p i - glia — ro * Tut-te

p r \T f i f
- a - t e scioc- che, che fi - li nes - su - na!*"0r su,orsu!*Ad a - na axl u -
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J pi r '• i r r »«.»» mm • I #•

r PJ pi r ± 3

cho-rerv-do ad un fiu- me an- da- ro. "A l'a- qua,a Va- qua!

J- J - 1 J - *-
j • t i t -

-na, pep le man si pi -gl ia- ro, Tutte cho-ren- do, ad un f iu -

f ir if ir r m
50

J. J. iX
Chi a granchi pes- - s c h a - Chi git-taa" pe-sci Ve- -scha.

J- 7'r
-me a a - da- ro. "A l'a-qua,a l'a- qua!" Chi a granchi pes - -scha

_ i—, >•—•, g:—•, _ — J ,

F T if [»• i ' r ir *• i|- if
60

Po-y su per Ton- de, chor- ron al m.a- li - ao, '0 mu-gna-

r rnccrpriri
Chi git-ta a' pesci l'e - - scha. Po-y su per Von- de,

if r i r n r if r " i f r- i r r

r f*
-io, o, mu-gna- io, *Pe-ca- mi co- ste -

- > •

chor- ron al mu- l i - no, "0, m u - g n a - io, o, m a - g n a - io,

m
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•-f-frrEbrrrff

vPe-sa anche le- "Que-sta pe-sa cen- to, e questabendu-

"Pe-sa- mi ' co- ste.- -y "Pe-6a anche le-

—i ,rf^ , f
p- 1M if i r irHn-f^

90,

*- P ^
-gen. to!" Tu ee* u - na g-ras -, -sa!" "Che ti

r r p i f r i r 7 7 p i r ^ r M r r» ' i |

"Que-gta pe- sa cen- - t o , e ques-ta ben du- gen- -to!"

#-=--

100

r » » P. -f"f • - - i1 ' .'

veix-gha fra- cas - sa!" "E tu se' t i - s i - c u e - - cia!

r r \r r in Sir

' Tu se' gras - sa!" CHe ti vengha fra-cas- -sa i«

•ir: r

110

sir ^
"Che ti crie-pi la buc- -cia!" 'O fanciul-le, o, fanciul-

'E tu se' ti- s i - cuc- - cia! • Che ti criepi la

^ ^ T?I r r irr irT

89



r '•
120

i m p - irrfrJiJ-Jpirr
- le , a ca- sa ri-tor- nia- mo!" *Sa- len-do al mon-

buc- cia!" * Ofanciul- le, o fan-ciul- le, a ca-sa ri-tor-

\yr\rr\7T\iPn\tvri\Tr\

f i f E> • »
&

- t e schon- tra-ro unvil- la -

} 7 T i f - i r p p J i ^ J J ' i 7 r 7 7 i p r r
l

^

-nia- mo!" Sa- len-do al mon- - te

f i f f mr i r n r
140

i< •

rT if r

PPP P
no, gri
r

- d a n - do, " Pi-glia,pi - g*lia, al la-

n
schon- traro unvi l - l a - - n o ,

m
160

„ . I ' m.rrr
-dro, al la-dro e al la-

dan- do, *Piglia,pi- flia, al la- dro, al la-droe al la -

f " i f <r •••• . 7 T . n r
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160
•-=-

-dro!" "0 La-pi-no, o Va-uello, o Ce-che-rel- lo!" "Che e.che

it
-dro!" "0 La-pi-no,

mmr r ir
170

r if ir r ir
e?" *I1 lu-po se ne va col mio a -

Pr p i f
o Vanello, o Ceche-rel- lo!" "Che e,che e?* "IT la-po eerie va col

•-̂ »• r
ISO

r r i r - r r f ^a
- l o ! " A qucl PO - mo - re ri - strel - te!

*- \TT\MP^
mio a- gnel- - l o ! " A quel

• _ • .

i
190

i r n p r f ir f ii if r - i p ' ^ ^
Fu- onron in ver me le gio-vi- net -

ro- mo- re r i - stret- te! Fa- gn-ron in ver me le gio-vi-

i f- f i f ' - i r n
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f" r i r r ir r if
Ritornello
. .q.

£
210

r c r r frrr[jf E' I
Ma se a-pa- ri-to foss'el la- po, for- 6e pre-sae-ra

PIS
Ma sea-pa-

I

H - to foss'el

_c

r I If r | ^

^ 7»p i r ' J r

tal da me ch'a me ri - chor-

I r r i r r ri
lu - po, fop - se, presa e-pa talda me ch'a me n - chor-

r 11 '• i r » f ir
220

r f l r f< i r r
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XXV Tosto che lalba
Caccia

FL 2Sv-26r Ghirardcllo da Firenze

piJp r j ' i r i rHr=j
Tos-to cKe Val-ba del bel gior-noap-

w

i J. i f i f 11—rr—t?

J . y y J > I J - J J ^ I J . J - | J - h - J
20 mJ -h -J -U-J ,

-pa- re I-sve-gliali cac-cia- tor. "Su, su, su, su, ch'egli e'l tem- po!*

0 Tos-toche l'al-ba del bel gior- no a p - p a -

Vfc

-i 30
7 7 -J- 5-5t—J—I—m' 7 7

"Al- let-tali can, te, te. ta, te, Vi-o- la, te, Pri-me- ra, te!'

J.yyJ)|J-OlJ. J- l J- kJ-^^EFJ
-re I-svegliali cac-cia- tor, "Su, su, su, su,cKeglie"l tem - po!* "Al-

rr if if mm
Jin? g

Su al-to al monie con buon ca ni al ma - no E gli bracchettial pia-no- E ne la

-letta li can, te, te, te, te, Vi-o- la, te Pri-me- ra, te!' fSlL

1 A in M S.
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50 m
piaggiaad or- di- ne cia- ecu-no. Io veggio senlir

Jp,p- | J - J
f • I " • 1 • I • I I " »

al-toal moa-te con buoa ca-ni al ma- no E gli bracclietti al piano E ne la piaggiaad

0^- i • i • irf If i

u - no de' no-sti mi-glior braocKi. Staraavvi-sa-to "Bus- sa- te d'ogni l a -

or- di- nc cia- scu-no. I' veg- gio sea-tir

r ir ii

J. rrrJ l 'J-J-
70 mr p r

7 7 L ^ —I 77 u 77 I 17 u 7
1 ' 1 '

-to cia-scunle macchie che Qua-gli-na suona!' *Ai-o, a i-o!" A te la

>• u , P, f f, iff* 1. r
r i ? 7 K P 1 r r 1 *• rrPTp 1 r pp prp

t 1

u- no de' no-6tri mi-glior bracchi. Sta-ra avvi-6a-to. "Bus- sa-ted'ogni la -

f if T if

pirr iJ
cer-bia vie - ne Car-bon la prese c in boc- ca la te - ne.

> a i r pr PT
- to cia-scun, Te macchie ch

r I f / ~ ^ I I

che Qua-gli-na suo-na!" "Ai-o, a i - o!" A te la
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90

m

F f i r J - i f p f p i f r P i f r r p i fS2:
cer-biavie- ne. Car-bonlapre-see in boc- ca la te- ne-

m r= nrT
Ritornello

tnonte que' che

Tel

r f r t» i r

u_JJ'ir pr n 1 r i y-=- P \w

v'e- ra su gridavaal al- tra daj'allra e suo corno so-na-va,

J J I !
monte que'che v'e-

^

raeugh'davaal

^ *

T P i r i

ai-tra da l'altra e suo corno so-na-va,

m r if if£
d E in MS.
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Plate VI. (a) Oselletto selvaggio, codex fonds italien 568,
folio 43v, Bibliotheque Nationale, Paris.



'^.\\^^4^^^:-.-^.-:-^.,::--.

UlM •- VnTV '•* ' âI5ptzt t=t
^'t-i^^j n? "&/•&$?•$

*W*
± f:

*&•**

^ ^

Plate VI. (b) Oselletto selvaggio, codex fonds italien 568,
folio 44r, Bibliotheque Nationale, Paris.



XXVI Useletto selvaggio
Canonic - Madrigal

Jacopo da Bologna

- sel - letto sel-vag-gio per sta-

Jw
f if" r i 7 T

I-1 r if J r r i r J
- g"ione Dol-ci ver- s e t - ti can.- taconbel mo-do

- sel - lelto sel-vag-gio per sta- gione Dolci

' r

20

r r ' i f f
Ta- -le che gji-da for- te chi noa lo-do

r ' r r i f
ver- set-li c a n - ta con bel mo- do Ta- chc gn'-da

f ir

.MJ
Per gridar forte non si canta be - -ne Ma con so-a-veetdolcemelo-di-

tern m*—14—^
»̂ » r J ;J/

for. te chi non lo-do Per gridar forte non si canta be-

•a. nr?=
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I
- a Si fa bel canto e cid vuol ma-e-

J>
- ne Ma con so-a-ve et dolce me Jo. di - - a

i r f m

Si fa bel can to e cid vuol ma- e

±•Or >—&

- ti si fan ma - e - - s l r i Fan bal-la-te ma-dri-a-li e mot-

J J I .1 > J3£ > o
Pochi Than - no et tut

XL.

- ti 6i* fan ma - e -

J i I J ' J ' I.. I3w-
- t e - - t i Tut-

- stri Fan bal-la-te ma-dri-a-l i e mot- te - - ti Tut -

^ ^ ^ r 1
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£0

j nnm
- ti en-fi-o ranFi- li- pi e Mar- chet-

«^¥
- ti en- fi-o.ranPhillipi e Mar-chet-

m
70

Ritornello

e pie-na la terra di ma- e - stro-

Si pie-na la ter-ra di ma-e- stro-

piu non tro - va - no di - see - po- li.

-li che lo- co piu non tro-va- nodi- see - - p o - l i .

f ' O' I O'
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SIGLA

FL Florence, Biblioteca Medicea-Laurenziana
codex Palatino 87 (Squarcialupi)

FN Florence, Biblioteca Nazionale Centrale
codex Panciatichiano 2(5

L London, British Museum
additional mss. 29987

Mod Modena, Biblioteca Estense
codex lat. 568

P Paris, Bibliotheque Nationale
fonds Italien 568

PR Paris, Bibliotheque Nationale
L fr. nouv. acq. 6771 (Reina)

R Rome, Biblioteca Vaticana
codex Rossiano 215
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VARIATIONS IN THE MUSICAL READINGS

In collating the various codices, a number of notational and rhythmical differences were discovered. These
variations are listed below. In the first column of readings, representing the text as transcribed above, a blank
indicates that the reading is clear from the context. A blank in another column indicates agreement with the
reading in the transcribed text.

measure no.

10

13

15

43

51

FL

i t

J7./T3
j *

I Apposte messe

FN L

i t

J J/T73
JJ/7T3
J J
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II Cacciando per gustar

FL

measure no. 3

26

46-47 White semiminimae

48

Estense Lat.

F sharp

F sharp

Semiminimae colored red

55 White semiminimae

59 White semiminimae

64-65 J 'J I J

71

74 White semiminimae

82 White semiminimae

93-94 J J I J J

101

105-06 = |

114

125

132

155

178

207-210

JJ.UU

Semiminimae colored red

Semiminimae colored red

Semiminimae colored red

Semiminimae colored red

F sharp

F sharp

no ligature

J J. I J I J
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measure no. 215-216

220

249-254

^

Tenor

19

43
46

White semiminimae

55 White semiminimae

57 White semiminimae

60-63

81-82

89 White semiminimae

96 White semiminimae

112-114

121

124

p

136

138-140 m
171

flat

Semiminimae colored red

Semiminimae colored red

Semiminimae colored red

no ligature

Semiminimae colored red

Semiminimae colored red

no ligature

t P t p

no ligature

m

m
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measure no. 176-177

182

204

210

210

no ligature

Bflat

White semiminimae Semiminimae colored red

223 White semiminimae

227-228

Semiminimae colored red

239

measure no.

11-12

15

21

27

28

33

56

61

76-77

78-79

85

94

103

107

108

246

249

FL

meter not indicated

no ligature

J.J.
J.J J>

J . J . j :
J77.J>
J. J

j . J

no

no

VH Cos*i

FN

ligature

nj.
no ligature

J * J
* J * J

ligature

ligature

pensoso

L

senaria imperfetta

ligature

no ligature

semibrevis lacking

no ligature

ii ii

ii II

II II

J.J . J.
no ligature

two minimae in plai

no sharp sign

1-4

6-8

21

57-59

J.J.
'J.J.
J.J.
TJ.

J.
J.

J

J.1
J.1

tenor

J.J. J.J.
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IX Dappoi che'l sole

measure no.
5

7

8

10

28

34

34-35

49-50

51

56

76

84

94

102-103

115

123-124

189

142

160

171-178

178-179

207-208

225-226

227

228

235

237

238-240

241-242

243-244

245

247

FL

alteration point

b, c, a, b

J . J J>
J.J.

semibrevis rest

brevis

J . J J>
two semibreves

ligature

i t

no ligature

ligature

t l

t l

tf

t t

tf

If

second and third beats

are semibreves

25

31-33

55

71-72

99

118

imperfect longa

'c, a, f'

brevis

brevis

f

no indication

measure lacking

a, c, a, b

minima rest lacking

brevis rest lacking

superfluous brevis rest

brevis rest

perfect long

brevis rest

two minimae

superfluous brevis rest

it semibrevis rest

ft *f it

alteration point lacking

superfluous minimae rests

brevis rest

no ligature

tt tt

ligature

no ligature

second and third beats

are minimae

tenor

perfect longa

'c, a,'f

longa

superfluous rest

longa

g
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measure no.
140-141

146

190-195
213-214

FL

'a, g, i'
two minimae rests

'a, g, a, f, e, d'

241-242

243

L

'a, g,'f

three minimae rests

"a, g, a, f,1 e, d
two initial measures in ritor-
nello; probably error of copyist.
Notation and rhythm entire-
ly different.

no ligature

In forma quasi tra'l veghiar e'l sonno

FL

sharp indicated

semibrevis

e, d, e

measure no.

6

10

20

31-98

41

47

49

52

54-55

60

69

71

75

78

79

80

84

93

102

112 no sharp

No tenor part available in L manuscript.

= #

j J
brevis

J

a, a, a,

brevis

J
•

no sharp sign

brevis

melody written third lower

e. d, d

P P
minima rest

J * J >
semibrevis

J J
f sharp

a, g, a
semibrevis

J J

XVI Nell' acqua chiara

measure no.
1

5-6

10

33

36

37

38

FL

initial note a long

«• J>J
two semibreves

J^ J J5

last note c

L

brevis

c, sharp

two minimae

sharp indicated

last note d

J. J-
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measure no.

39

41

44

46

46

48

52

59

60

61

62

65

73

76

79

83

84

88-89

95

97

104

105

108

110

112

120

131

133

135-148

157

28
41
47
52

59-61

103

108

110

143

FL

semibrevis lacking

J. J
two semibreves

3T7.0

JJ>J>J>J>
J . '•

J. J.

breve rest

J . J J>
P r p r

Measure lacking

JJ>J>J

brevis
it

imperfect longa

'd, e, d,1 a, £

imperfect longa

superfluous rest

J.
a, b, a, b,

JJ

J.
measure lacking

two minimae

superfluous brevis rest

J. JJ>
bflat

J>J >•

melody written third higher

tenor

longa
tt

it

perfect longa

d, e, d, a,

perfect longa

p

J. J

a, b, a, b,

J J>JJ>

J J>JJ>

J. J>J

d, e, d, a,

phrase needlessly repeated

J. J J>
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XIX Passando con pensier

measure no. FL
Meter not indicated Octonaria rhythm indicated

in tenor part.
The first section is in substan-
tial agreement with FL.

1-14

16-22

25

49

55-56

63

68

97

149

170

181

l o o

measure no,

1

6

8

9

12

17

18-19

21-22

27

30

32

34

39

40
42

46

54

60

82-83

89-90

no ligature

"J JAAAAAJ1

jjL+-p r j -

no ligature

J J A A A
J J 'A A A"A A'
no ligature

no ligature

777 A JJ

FN

initial note a longa

brevis

two breves

two breves

brevis

J *
no sharp

TTr

-Hi-
longa

tenor

ligature

'JJ A AAA'AJ
• i " j i '

ligature

A JAA.A
'JJAAAAA'
ligature

no ligature

ligature

no ligature

•J J A A A A'

XXI Per sparverare

L

brevisrrcrr =
semibrevis

semibrevis lacking

two semibreves

no ligature

four semibreves

semibrevis and rest

mn
no ligature

I
sharp

no ligature

no ligature

brevis
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measure no.
99-102

104

113

FL

e. a

77 J777 no ligatures

So numerous are omissions of measures in the tenor part of the L manuscript, that a transcription is impos-
sible.

XXV Tosto che l'alba

measure no.

4

8

10

13

15

17

20

36

63

64

83-84

92

93-94

97

104

106

112

118

FL

J S>J
J. J
J J>J
g, a, a,
I

d, e, d, c

j .
'J.
y

g

e,

J.

, a

, d

j :
j .
y y

J.'

J7 J?
brevis

FN

J
J.

g, a, g

J. J.

J. J-
d, e, d, d,

J. J J

rj yj

L

J
J.
J

J>J>J
J.

P

J
J.

J>J»J
J.

J. J.
d, e, d, d,

J. J. j :
j . J.

d. d

J. J.
d, e, d, c

J. J.
longa

tenor

1

3-12

35-38

39-43

47

48-51

64-67

70-77

93-95

96

98

103

d,T f, d, e,
i

'b, c, b, a, f,

semibrevis
rest lacking

two

•/'I r
'J. J-
Jr
d,b,

longae

fT=f=P

u:
j .
d

d, e, a

g1

'd,c, f, d, ej'dTeT
no ligature

'b, c, b, a| lf7i1

no ligature

Ti.
c,b, d

no ligature

no ligature

maxima

no ligature

no ligature

maxima

T7TJ
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measure no.
7
11

14

25

27

28

40

43

52

73

J J
rh

j —

J i

76

6

11

15

23-25

42

49

70-72

74

76

b, a

J -
last note a brevis

sharp

flat

XXVI Useletto selvaggio

FN

J J

J j J

J * J *

no sharp

J * * J
J * lJ~]

In ritornello, secundo
given for primo.
Probably error of copyist.

b,c b .b .a

tenor

PR

last note a semibrevls

no ligature ligature

J i ^

J i -
ligature

no sharp

no flat

no ligature

r r r
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