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Riddles visualised
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Introduction: visual poetry ~ visual music

As we have seen in Chapter 1, obscurity can stem from a multiplicity of
factors. In Quintilian’s Institutio oratoria we find discussions of dark
vocabulary, but the rhetorician also devotes attention to obscurity in syntax
(the arrangement of words), style {e.g. brevitas) and content (e.g. figures of
speech). Furthermore, we learn that obscurity can be caused by specific
types of formal organisation, which imply self-imposed restrictions that
sometimes preclude the lucid expression of thought. Technical virtuosity
goes hand in hand with a series of demands, which could be of a visual,
verbal or numerological nature." For example, in word games the author
deliberately plays with the order and layout of letters and words, dissecting
them into the smallest possible units and rearranging them according to
specific rules. Such forms gained popularity in Classical Antiquily, and
were further developed in the Middle Ages and the Renaissance. Examples
of ‘constrained writing’ include well-known techniques such as anagrams
(when the reordering of a word or phrase forms another word or phrase),
pantograms (texts in which every word starts with the same letter),”
chronograms (phrases in which specific letters can be read as numerals,
of which the sum indicates a date) and rhopalic verses (a line in which the
number of syllables per word increases systematically).

Writers also experimented with the ordo legendi of a text. Instead of
the usual direction ~ horizontally from left to right ~ the reader is
sometimes instructed to read the lines backwards (as in the ‘versus
retrogradus’ or ‘versus cancrinus’) or vertically (from top to bottom or

See also Ziolkowski, "Theories of Obscurity’, 134.

See, for example, the monumenta! alliteration in Hucbald of Saint-Amand’s Efoga de cafvis, in
which every word of the 146 hexameters starts with the letler ¢. The sixteenth-century cellection
Acrostichia {Bascl, 1552) contains long poems in whicl every word starts with ¢, p and £

™

respectively.

! "o give just etie example, 1. Febel, Poesia wnbigua oder Vonr Alphabet zum Gedicht: Aspekte der
Entwicklung der modernen franzdsischen Lyrik bei den Grands Rlétoriquenrs, Analecta
roenanica, £2 (Brankfurt aot Main: Klostermann, 2007)% 320 mentiona Baudet Harenc's poem Le
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vive versa)! Acrosties, mesostics and telestics are poems in which (he
an
read in Cicera's Pe divinatione, th £y were seen as a major causge of obscurity.®
Aboveall, they must be seen In order to be perceived, Acrostics were mostly
tisedd for revealing someone’s name - whether that of the author himselfor a
dedicatee - and were often highlighted by way of the font size and/or a
ditferent colour® Thig kind of identification denotes the auther's growing
establishment as an atthority and his wish to mark a work as his own,
Yor Renalssance COMPOSErs, acrostics were equally popudar text forms,
b biis Wiiboia Do VIR0 diufrix, a singers’ prayer to the Virgin Mary - whose
Latin name iy suggested by way of a repetitive la-mj-lIa soggetto - Josquin
spelled oul his name by way of an acrostic.” The texts of two of Busnoys's
chansons - 4 pous sans autre and fe ne buis vivre ainsi — are designed in
such a way s 1o spell out the name of hig acquaintance Jacqueline d’Hac-
queviile via an acrostic® Py Fay also composed a number of songs which
reveal their dedicatee in this way. The first letter of each line of Craindre
vous vuedl discioses the name ‘Cateline Dufal’, whereas Mon cuer me fajt
Yel uncovers two names (‘Maria® and “Andreas’).” This formal way of
erganisation was thus first and foremost made to be seen, as these namey
cannot be heard in performarce, but are present in an encoded way.'?

fst mieldle and last Jetter of each line respectively form a message. Ag we ¢

doctringl de I soconde rhétorigue, which in one source carries the heading ‘Ainsi que I'cerevice
va' {Pars, Hibiinthéque nationale de Franee, f, . 2206, fol. 103).
* . Ernst, ‘Lesen als Rezeptionsakt: Textprasentation und Textverstindnis in der manieristischen
Bareckiyrily, Zeitschrifs fiir Literaturwissenschaft wnd Linguistik, 57-8 (1985), 67_94 uses the
following terms for reading directions: “progredient’ (from left 1o right), ‘regredient’ (from right to
left), ‘deszendierend’ {from top to bottom) and ‘aszendierend” (frony bottom to top),
* Cicero, De divinatione, 1111, defincs an acrostic

s ‘cum deinceps ex primis versus litteris
aliquid canectitay’,

? As we have scen in Ch. 1, the medieval bishop Aldhelm of Malmesbury identified himself as the
author of a collection of one hundred riddles by way of an acrostic and a telestic,

7 See also K. Pietschmann, ‘Repriismmlionsformcu in der frankoflimischen Musikkultur des 15,
und 16. Jahrhunderts: Transfer, Austausch, Akkulturation’, Musikiheorie, 25 (2010),99-115, wha
situates the piece's peculiarity on a twofoid level. First of all, it js said that the encoding by way of
AN acrostic circumvents ‘die emphatische unmittelbare Nmncnsnennung [of}osquin]' (this of
course goes for ail acrostics); secondly, through this special treatment of the ordo legendr it
beeomes clear that the Piece also addresses a publicwith a profound literary background (p- 107).

® The first line of two other chanson (exts (A que ville est abhominabic and Ja que Juf ne si
actende) make a pun on the woinan's name,

? See especially I, Fallows, Dufay (London: Dent, 1982), 29-31, 43, 53 4, 601,

0 Fhey were not only used for individual pieces, but could also serve tg highlight the overall plan
ol 2 collection: sce, for exaruple, the Iist of contents in the Medici Codex, speiling out *Vivat
senper Inclitus Lauecaliug Medices Dux Urbiod', the first €ight pieces of Florence, Biblioteca
nazionale centrale, Magl XIX. 129 (Mariet’) and the firg thirteen pieces of Wolfenbiitrel
Her oy August Bibliothel:, (ol Guell, 287 extray, {*& Estiene Pelil'),

Intraduction: visual poetry - visual music

o as well,
In some cases, however, these messages were designed to be heard de. "
it b honi » limina in praise
i tet Anthoni usque limina
it in a subtle way. In his mo . <o
;ll?elt Anthony, uniquely preserved in Brussels 5557, Busnoys 1llcorF(;r49r)
ain , ( : s locore
h;s first and last name at the beginning (‘Anthoni usque ad hmm.a 10“ o)
: i t respectively.
‘fiat i i s, fol. 507) of the Latin tex
and end (fiat in omnibus noys', - : o
conceit is not only visually highlighted with red—mk;etterst,l bl.lltame e
i i tect the 1
) inscripti h tells the singers how to de
ay of an inscription, whic : e ofth
o Zser- ‘Alpha et o cephasque deutheri / cum pos decet per;:lt;[nh ai
com : ud ol
querliJ/ actoris qui nomen vult habere’ My alpha anc}lm:ega, ;{m e head
i the seeker
il of my second-last, will te
f my second and the tail o nd- e
Of Yauthor’) 2 With Anthoni usque limina Busnoys thus creatfld z; rem *
of m . . e
ble szect- his motet in praise of Saint Anthony, which takes tthe ol; note
. . i i is at the sa
i i d by the chorus of singers,
collective prayer when being sai s of singers, 1 at he s
i hich he put his distinctive sig)
ayet for him and one on w _ -
e g ial typographical effects, more figurative element:s Wi ‘
R i 1agin§tive as composers. Fertile soil
i as i
ossible as well, and writers were ‘ e
Ilfor experimentation were the carmina ﬁgumtc.:. In t-hesedworth the text
takes the shape of a graphic figure that is mimetically linke -to ‘e ontens
afthe poem. In other words, the message of the text is v;suali'se Y =
. i iqui ne
N atial layout."* This tradition goes back to Classical Ant1qu1t£ in ,g;ecrete
spati . ket .
Irjlcl the ceuvre of Greek poets such as Simias of Rhodes, ]Dosmf as o1t e
. d Theokritos in particular.’” Their creations - in the shape of an e;h al ) "
o,
. a syrinx, etc. ~ together with the pattern poems of the Anthologi
axe, , etc, _

i s, ed. R. Taruskin,
toi : forks, Part 2: The Latin-Texted Works,
" Modern edition: Antvine Busnoys: Caf?‘ected W sot:;ew e e e
sters and Monuments of the Renaissance, : o ich each
‘2 MImelrh ‘“;n Busnoys's name recurs in a letter by Jean Molinet to the composer;
The play s
i ith ei ‘bus’ or ‘noys’. ‘ . .
ot g IJu‘SB ; 0 s):. “Anthoni usque limina” 2nd the Crder of Saint: Antoime end
RO (YQES} [5-31; Wegman, ‘For Whom the Bell Tolls: Reading an
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o l'Il‘ng' the Middle Ages and Renaissance (New York and. Qxford: Oxfor e
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musikitlischer Theorie, Korposition und Auffithrung, Trus&:g:g ]; ;ndmayr-mandl gt
I r;'ail:-:ancemusik. 3 {Kassel: Birenreiter, 2004), 2‘1—-49 at 3 -40. pomarr Brandl soggess
ll!2 l‘{i.;c penultimate line of the poem, ‘ot per verbi misterium’, coul
1 3 !
e encoding of the composer's name. . ~ S dipie Mt
N 5 studies of visual lyrics, see especially G, Pozzi, La. parofa dig o
g e e s Pattern Poetry: Guide to an Unknown Literature (Albany: Sta
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Adelphi, 1981) and D Higgins, P " )
iversity of Mew York Press, 1947). _ o 1M Sdmonds,
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?.th (tt{nssiml Library, 28 (London and New Yorks Beinemanon, 1919 3
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Riddles visualised

Groeca, became well known through fiftcenth- and sixteenth-century
editions and exerted an enormous influence on the poetry of that
time.'® In the fourth century, the Latin poet Publilius Optatianus Porphyr
tus addressed a series of pancgyric carming figurata to Emperor Constan
tine, most of which had special formal and visual peculiaritics. During the
Carolingtan peried, writers developed so-called spatial line-poems, which
were designed in the form of a cross, a rectangle, a triangle or a circle; in
some cases, an accompanying declaratio explains how to read the text.”
The cross, as Christian symbel par excellence, gained special prominence
in the poems of Venantius Fortunatus, its popularity culminating in
Rhabanus Maurus’ well-known cycle of 28 poems De laudibus sanctae
cricds (o 810}, Printed versions (from 1503 onwards) of the latter contrib-
uled Lo a renewed interest in carmina figurata and stimulated imitations
and developments thereof during the Renaissance.'®

I the carly modern period, shape poems were especially cultivated in
laly, England and Germany. Among the numerous advocates and their
collections should be mentioned Piero Valerianos Peemata (Basel, 1538),
Girelaso Musici’s Rine diversi (Padua, 1570), Richard Willes’s Poematum
fiber {London, 1573) and Baldassarre Bonifacie’s Musarum libri XXV
{Venice, 1628), which show lexts in such fanciful forms as an altar, o
pyramid, an cyg, o pear, a sword, a wine flagon and wings, Many of them
were Latin ov Greek scholars, hence famifiar with the long-standing
tradition of the genre. Bul the carmen figuratum also flourished among,
well known writers such as Jean Marot, Jean-Antoine de Baif and Francgois
Rabelais, A theoretical approach to the genre is offered in the chapter
‘O proportion in figure’ of George Puttenham’s The Art of English Poesy
(1598} in which various forms of ‘ocular representation’ are discussed and
itlustrated by way of examples,'

B

4. Church, "The First English Pattern Poews’, Publications of the Modern Language
Association, 61 (1946), 636-50.

7 U. Ernst, “Zahl und Maf in den Figurengedichlen der Antike und des Frithmittelalters.
Beobachtungen zur Entwicklung teldtonischer Bauformen” in Erast, Intermedialitiit im
europiischen Kulturzusanunenhang: Beitriige zur Theorie und Geschichte der visuellen [yrik,
Allgemeine Literatenwissenschaft - Wuppertaler Schrifien, 4 (Berlin: Schmidt, 2002),

2343 at 40ff.

N. M. Mosher, Le texte visualisé: Le calligrantme de époque alexandrine & Uépogue cubisie,
American University Studies, I[L119 (New York: Lang, 1990) and U. Ernst, Carnen figuratus:
Geschiche des Figurengedichts von den antiken Urspriingen bis zum Ausgang des Mittelalicrs,
Pictura el poesis, § (Cologne, Weimar and Vienna: Bohlau, 1991).

G. Puttenham, The Art of English Poesy, ed. F. Whigham and Rebhorn (Ithaca, NY and London.
Cornell University Press, 2007), bk, 2, ch. 8.

Tntroduction: visual poetry - vistal music

Visual piclorialism gradually penetrated musical thinking, and riddles
turn out to be a particularly fraitful domain. The scope of pictorial themes
ranged from geometrical forms to religious, cosmological and political
symbols, to more playful motifs. Because of their visual attractiveness,
such pieces circulated in a wide range of sources and in various media:
they not only survive in music manuscripts and prints, but also appear on
broadsides, paintings, lithographs, copper engravings, intarsia, linen cloths,
playing cards, alba amicorum, etc. Apart from that, they often occupy a
prominent place in theoretical treatises: musical calligrams occur on title
pages or in the liminary matter, or at the very end of the treatise, by way of
a final résumé and symbolic conclusian. Their writers must indeed have
considered them an epitome of their learning, a condensed way of express-
ing the essence of their ideas.

Literary and musical experiments with formal elements have in common
their visual orientation, their ‘materiality on the page’ and their judicious
use of spatiality. They only work in a written form and are not primarily
made for oral transmission, but are designed to be read instead. In the case
of music, too, these peculiarities cannot be heard - they pass unnoticed
in performance ~ but are made and conceived to be seen. They are ‘eye
music’ in the broad sense of the word. In these instances the notation is not
merely a medium, a prescription for performance, but acquires a central
function and is the focus of the composer’s attention. Without the notation
the maker’s intention cannot be fully communicated. Rather, the mise-en-
page is the very essence of and the key to the understanding of the text/
music. The music or the text as written becomes the very subject of
the writer's intention and, as a consequence of this, is mainly accessible
and visible to ingiders.

Reading these texts ~ whether silently or collectively - always implies
a kinetic dimension: the reader has to convert the page into weli-defined
directions according to specific instructions and patterns, which in some
cases have a mimetic function themselves.*® The author literally directs the
reader through the composition and channels the reading direction. In so
doing, he deliberately plays with and confuses the reader’s expectations,
leading him to explore the written text in manifold and unexpected ways,

® Eryst, “Lesen als Rezeptionsakl’, 175 ciles the axample of a poen {n the form of a wheel ol
Fortune, The reader’s exploration of the text could by saist ta mirror the wening of the whezl
ftsell. A comparalie example n st would be Basde Cordier's Tont gar compas, Here as well,

3 n 3 il 2
thie very set of ceading/singlng raplies a mavemnent of the pagr et b albgous as tnvetlery

effort 1w orientaus blowel? by way of & somping (e Dl

77
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It is this balance between showing and hiding and the appeal to the reader
to make sense of the writ(en text (hat bring these creations close to threz leli
of the riddle. Because of his active role in the realisation of the teet 1(’
reader in a certain sense becomes 1 second ‘inventor’*! Above alf :;, tt'ht
author’s compelling of the reader to go down a specific patl, the ti‘a:iit?/ ‘;
ordo legendi is abandoned in favour of new, hitherto un,ex lored Eona‘
o.f readi,_ng. This also implies what Ulrich Ernst has called a ‘Eir)),tautm::t)im
sierung’ and ‘Retardierung’ of the act of reading itself ** Reading is -
lo.nger a self-evident, automatic activity, but the deceleration thit or::T
with these new ways of ‘scanning the page’ makes it become a cognii’ves
hermeneutic activity, which offers the possibility for reflection. In the ne t‘
pages, I explore how these principles can work in music by vlvay of thr:.(e

s.ets of examples: riddles in the form of or accompanied by the image of g
circle, a cross or the lunar cycle. ; <

Geometrical figures: the circle

How swift (he circle stir above,
His center point doth never move;
All things that ever were or be,
Are closed in his concavity.

And beyond his wide compass,
There is nobody nor no Place,
Nor any wit that comprehends,
Where it begins, or where it ends.
And therefore all men do agree,
That it purports eternity,
George Puttenham, The Art of English Poesy (1598), book 2, chapter 12

The geometrical form and age-old symbol of the circle invites a wh 1

.rangfe of interpretations. It can EXpress concepts such as cyclical renewole
.1nﬁ‘mty ~ without beginning and end — and perfection. But a circle can la ’
imitate the form of objects such as the wheel of Fortune, itself an alle aos‘:2
of the human condition. In his book on the history of visual lyrics Ulg' ?
Ernst discusses a carmen Jiguratum by Abelard in the form )of :;(;

2t
See al d i i
; i{a 5o Febel, Poesia ambigna oder Vom Alphaber zum Gedicht, 404: “Daneben wird di
edeutung des Lesers, der als zweiter “faisens” ebense zur Real gt
" c‘r.slcn ‘Mni explizit betont und so eine spiegelbildliche Relatio,
Lrnst, Lesen als Rezeptionsaki’.

isierung der Texte beitrigt, zum
n vor Leser und Autor gedacht.’

Geometricad Agures: the crcle

concentric circles, from which a number of rays depart. The circular form
allows a multiplicity of interpretations that are all present in the text of the
poem, of which each line, moreover, starts with the letier O: it variously
stands for the sun, a wheel, a host, the four winds, the cosmos, and infinity.
In music as well, we encounter a range of compositions in the form of a
circle. As early as the fourteenth century, composers began to play with the
mimetic associations of the circle. In the anonymous ballade En la maison
Dedalus from about 1375, two concentric circles depict a labyrinth, the
‘house of Daedalus’, in which the persona of the text claims to be enclosed
(see Plate 4.1).** The ballade is also a love sonig, and the labyrinth an image
for the lover’s restless quest for his lady. In addition, the two-part canon in
the lower voices could be seen as a musical reflection of the lover’s miserable
situation, faithfully chasing his beloved, but doomed never to reach her
(‘ma dame vers qui ne puis aller’ / ‘je ne say comment a li venir’).*®
Attached to the famous Chantilly Codex is the rondeau Tout par compas
suy composé by Baude Cordier, written in so-called Ars subiilior notation.*®
Here again, we see two concentric circles in the centre of the page, which
are surrounded by four other circles. Three of them (framed in a square)
contain texts by and about Cordier himself, whereas the upper left circle
not only reproduces the text of the rondeau on a five-line stave, but also
contains the instruction that the upper voices sing in canon, with the cormes
entering after three breves at the unison {see Figure 4.1).% The circle thus
stands for a compass - ‘I am composed in the form of compass’, the
persona telis us — but also suggests the virtual infinity of what is conceived

> 1J. Ernst, ‘Ein unbeachtetes “Carmen figuratam” des Petrus Abaelardus: Textitberlieferung ~
Verfasserproblematik - Gattungsstruktur’ in Ernst, Intermedialitit im eurepdischen
Kulfurzusatmmenhang, 65-90.

* Crocker, ‘A New Source for Medieval Music Theory’.

5 The canonic inscription reads “Tenor faciens contratencrem zlter alterum fagando’ ("The Tenor
making the Contratenor, with the one hunting the other”). See also O. Huck, ‘The Early Canon
as Imitatio naturae’ in Schiltz and Blackburn (eds.), Canons and Canonic Technigues, 7-18.

* 1. Bergsagel, ‘Cordier’s Circular Canon’, Musical Times, 113 {1972), 1175-7; E. Anheim, ‘Les
calligrammes ryusicaux de Baude Cordier’ in M. Clouzot and C. Lalove (eds.), Les
représentations de la musique au Moyen Age. Actes du collogue des 2 et 3 avril 2004 (Paris:
Musée de la Musique, Cité de la Musique, 2005), 46-55; Y. Plumley and A. Stone, ‘Cordier’s
Pictute-Songs and the Refationship between the Song Repertories of the Chantilly Codex and
Oxford 213" in Y. Plumley and A. Stone {eds.), A Late Medieval Songhook and Its Context: New
Perspectives on the Chantilly Codex (Biblisthégue du Chitteani de Chantilly, Ms. 564) {Tuznhont;
Brepols, 2009, J03-28. Sce nlso the facsimile edition: Codex Chantilly: Bibliothéque du Chateau
de Chantilly, Ms. 564, ed. Y. Plumley and A. Stone {Turnhout: Brepols, 2008).

* Bor a discussion of works whose lext provides instructions tor peclormance, see UL Giinther,
“Fourteenth-Century Music with Texts Revealing Performance Practice’ in §, Boorman (ed.),

Suadics in the Performance of Late Mediaeval Musie (Cansbridge University Pregs, 1983), 253-70.
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Figure 4.1 Baude Cordier, Tout par compas in the Chantilly Codex

as a perpetual canon. To sing the music, one is forced gradually to turn the
page around. This kinetic dimension also implies a mimetic aspect: the
singer is lke a traveller trying to orientate himself by way of a compass,
There is indeed a high degree of self-referentiality between music, lext and
image. They ave all dosely linked and add to the multiayered inferprel
ation of the work as o whole,

Geometrical figures: the circle

En la maisorn Dedalus and Tout par compas are early examples of
works that combine visual pictorialism with an enigmatic notation or
compositional technique, This tradition gains popularity in the fifteenth
and sixteenth centuries and continues beyond. In this section, I shall take a
closer look at two lesser-known works that survive in circular notation. But
before doing so, a brief overview of Renaissance pieces in circular notation
is in order, as they form the background against which we should consider
this tradition. We shall see that in all these cases, the circle can serve
different semantic purposes: it can have a mimetic function or express
more abstract ideas such as infinity and/er togetherness. What all pieces
have in common is that they are canons or at least contain two or more
canonic voices. In the majority of cases, the canon is perpetual, but
sometimes the circle gives rise to a canon per fonos or a retrograde canon.

The first example, dating from the late fifteenth century, is one of the
most lavish pieces in circular notation. The multicoloured illumination
that survives in the chansonnier Florence 229 shows a circle of music -
lettered in gold — in the centre, which is surrounded by four winds against
a blue background.*® The music of the frontispiece is traditionally attrib-
uted to Bartolomeus Ramis de Pareia, whose name appears in the centre
of the circle as part of the motto: ‘Mundus et musica et totus concentus.
Bartholomeus Rami’. As we have seen in Chapter 3, this musician was
indeed fond of enigmatic inscriptions. However, this motto does not
necessarily have to credit Ramis with composition of the music. Rather,
as Howard Mayer Brown has shown in his edition of the chansonnier, the
motto, with its allusion to the construction of macrocosm and microcosm
along the same harmonic proportions, is a quotation - albeit in compact
form — from Ramis's Practica musica (prima pars, tractatus primus).
The idea that music reflects the laws of the world goes back to Classical
Antiquity, but was revived at the end of the fifteenth century by Neopla-
tonists such as Marsilio Ficino. Against this background, the circle can thus
be said to be an image of the world. This interpretation is reinforced by the

B 4 Florentine Chansonnier from the Time of Lorenzo the Magnificent: Florence, Biblivteca
Nazionale Centrale MS Basico Rari 229, ed. H. M. Brown, 2 vols., MRM, 7 (University of
Chicago Press, 1983). For a more recent intepretation of the frontispiece, see K. Pietschmann,
‘zirkelkanon im Niemandsland: Ikonographie und Symbolik im Chansonnier Florenz,
Riblioteca Nazionate Centrale, Banco Rari 229 in M. ], Bloxam, G. Filocamo and L. Holford-
Strevens (eds.), “Uno gentile et subtile ingenio”™ Studies in Renaissance Music in Honour of
Bonnie Klagkburn (Turnhout: Brepols, 2009), 605-15. Pictschmann presents convincing
evidence that the lumination was nol originally intended to be included in the manuscript. If
wa avcepl this hypothesis, it is teiling that this complex piece was added 1o a chansonnier and
not to, say, o collection of massss o motets.
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four winds (named Oriens, Occidens, Septentrion and Meridion) that blow
from four directions.” Apart from strengthening the circle’s mimetic
function as a depiction of the globe, they also have a more practical
function: they mark the entrance points of the canonic voices. The inter-
pretation of the four-voice canon is further specified in the inscription in
the middie, which is full of Greek terms. As Brown shows, several solu-
tions/readings of the riddle are possible, two of which involve an ever-
progressing transposition along the circle of fifths.™ If this is indeed the
case, then this puzzle would indeed be a perfect expression of the unity
of world and music. To quote Brown: ‘It covers the entire universe in two
dimensions: vertically, in traversing the entire gamut of notes from top
Lo bottom; and horizontally, in modulating throughout the entire circle of
fifths.™ "I'his composition thus has a distinctive experimental touch, and
the combination of visual and musical imagery offers its viewer a complex
and fascinating puzzle te reflect upon.

There is 2 clear concentration of pieces in circular notation in the first
decades of the sixteenth century. They occur in different media and are
all embedded in a specific iconographic programme. The anonymous
Salve radix survives uniguely in London Royal 11 Euxi, a choirbook for
the English king Henry VIIL** The opening piece of the manuscript is a
double canon, beautifully notated in the form of two circles, each contain-
ing a red rose in the centre (see Plate 4.2, showing one of them}. The flower
is not just a pictorial ornament; it has clear heraldic connotations: it is
the Tudor rose and thus symbolises the king himself. In this motet, the
circle allows for multiple, yet inlerrelated interpretations. First of all, it
epitomises the reunion of Henry VII and his sisters Mary and Margaret,

¥ In his Caneni musicali, fol. 104%, Zacconi also has a four-voice work in circular notation, with
four winds blowing from different directions. As he explains, the winds refer to a passage in
Ezekiel 37:9, in which the prophet describes o valley full of bones, God resuscitates the bones
and covers them with flesh with the following words: ‘quattuor ventis veni spiritus et insufla
super interfectos istos et revivescant’ {('Come, spirit, from the four winds, and blow upen these
slain, and let them live again’). The result is a double retrograde canon (between the voices on
the upper and lower part ol the cirele respectively). See also L. Wuidar, "Les Gerogfifiel Musicali
du Padre Lodovico Zacconi’, Rewe belge de ninsicetogiv, 61 (2007), 61-87.

Pietschimann, ‘Zirkelkanon im Niemandshnd', reinforces this interpretation by referring to
passages in Bonaventura da Brescia's firevis colfuctio arfis musicae (1489) and Giorgio Anselmi's
D pusica (T34). More precisely, both theorists mention the four winds and associate them
with the modes amd the gencra respectively.

A Floventine Chanssinior. e, Brown, 22,

" Foe a thorongh anddysis and cootextualizsation of tis plece, see T Dmilrescu, "Clonstricting a
Canonie Piteh Spival: The Case of Safee radis” in Schiliz and Blackbarn (edwo, Caneons and
Conmde Technnqes, V470

Geometrical figures: the circle

which took place in 1516.” Apart from that, the circle can be said to
continue the topos of the closed garden that is shown on the preceding
folio of the manuscript. The hortus conclusus s itself an allusion to
England as a walled island, which - as the text of Salve radix tells us —
‘closes outside the dissonant hearts of the aged” (‘claudunturque foras
dissona corda senum’).

As Theodor Dumitrescu has shown, Salve radix is also most interesting
from a compositional point of view. His analysis of the piece’s constructive
propertics — especially its palindromic features - led him to the conclusion
that the work can be performed as a canonic pitch spiral, which involves
the successive addition of flats through the sequence of fifths.>* The result
is a work that — like the four-voice riddle in Florence 229 - enables
multiple interpretations. While one version is ‘straightforward’ in that
the double canon is sung as it is notated, a second version radically alters
the aural result by gradually traversing the complete pitch space. Evidently,
this requires a considerable effort on the part of the singers, and it must
have entailed careful preparation before they could realise the unusual
pitch spiral. Like the image on the first page of the choirbook, showing a
singte root (ie. the Tudor family) with various branches (ie. Henry VIII
and his sisters), the rose composition on the following page also allows
various readings that all go back to the same notational archetype. Above
all, in this work the circle can be said to have both abstract and mimetic
meaning: it is a powerful symbol for the unity of members of the {royal)
family, but its closed nature also mimics the insular position of the country
for which the manuscript was destined. Finally, the circular notation might
even symbolise the work’s experimental character as an ever-descending
spiral along the circle of fifths,*®

About a decade after Salve radix’s inclusion in a royal choirbook, a
Continental manuscript also links the cyclic aspect of canons with the

* See also the hmage on the opening page of the choirbook, which shows a rose in the centre,
flanked by a marigoid and a marguerite (representing Mary and Margaret respectively).

** Por a recording of this work, which follows Dumitrescu’s transcription, see Henry’s Music -
Motets from a Royal Choirbaok, with Alamire Ensemble, Quintessence, Andrew Lawrence-King
and David Skinner {Obsidian, 2009).

3 0. Ander and M. Lundberg, ‘Principer, frigor och problem i mustkvetenskapligt
editionsarbete -- med exempel frin pigende inventerings-, editions-och utgivningsprojekt’,
Svensk tidsirift for musikforskning, 91 (2009), 49-76 at 62~4 discuss 2 piece in circular notation
{rean areund 1600 thal might also have been conceived as a pitch spiral: Pfaffen sor was part of
the collection from the CGerman congregation of §t Gertrude in Stockholm and is currently
preserved at the Music and Theatee Library of Stockhaim {Tyska Kyrka XXXVI). My thanks to
patiias Lundbary for sharing this information withsne.
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circle, Lach partbook of the madrigal collection Bologna O 21 has «
differenl canon in circular notation on ils opening page.™ In ali cases, «
circle surrounds a cost of arms in the form of a feather ina shicld, (o which
bands on bolh sides have been added. Concordances with eatlier sources
male clear that these warks were criginally not intended te be depicled in
the form of a circle, but their canonic structure may weli have inspired
the scribe of Bologna Q 21 to present them in this form o catch the
attention of the manuscript’s owner. Both Mouton’s 4-in-1 canon En
venant de lyon (Cantus) and Willaert’s three-voice canon Se ic naj mon
amie (Altus) are clefless compositions that turn out to be a katholikon, with
each pitch level containing a modally differentiated version of the same
melody.”” The remaining two pieces are double canons: Mon petit cor
(Tenor) is another work by Willaert, which had originally appeared in
Antico’s Motetti novi e chanzoni franciose a quatiro sopra doi (Venice,
1520); Josquin’s Bayses moy appears in the Bassus partbook.*

The visual attractiveness of circular notation made it an interesting
element for music prints, manuscripts and treatises, and even paintings.”
In his famous Allegory of Music, probably dating from the 1520s, the
Ferrarese painter Dosso Dossi includes two examples of visual music,
which he presents on stone tablets: apart from the triangular presentation
of the three-voice mensuration canen in the second Agnus Dei from
fosquin's Missa L'homme armé super voces musicales, Dossi includes 2
circle that contains a four-voice perpetual canon at the unison.*” The
question of the authorship of this work being put aside, the format of
both canons clearly has a symbolic meaning, Each in its own way visualises
musical perfection and thus underlines the painting’s allegorical intentions.

Un canzeniere musicele italiano del Cinquecento (Bolagna, Conservatorio di Musica "G.

B. Martini” Ms. @ 21}, ed. C. Gallico, ‘Historiae musicae cultores” Biblioteca, 13 (Florence:
Olschki, 19613,

¥ Major vesearch on kafholika has been done by P. Urquhart, ‘Caloulated to Please the Ear:
Ockeghem's Canonic Legacy’, TYNM, 47 (1997), 72-98.

In Antico’s collection, Willaert’s chanson carries the inscription ‘Alterius [recte Allernis]
dicetis, amanl alterna Camoenae’ (*You will speak i alternation, the muses love alteroation’),
which is a quotation frem the third book of Vergil's Bucolics, !, 58-9.

Cine year afier Salve radix, circular notation seems to have been used as a merely decorative

3

3

element on the title page of Antico’s Canzoni Sonetti strambotii ¢t froltole libra guarto
{Rome, 1517). Antico reproduces the four-voice canon at the unisen on the words “Vivat Leo
Decimus Pontifex’ that had figured on the title page of the Liber quitndecing miissarim al’
516, The canon is now depicted withaut text in the form of a cirdle, shonwing U pratile of a
man in a cameo-like manner. For a transcription, see Ruhland, Musikalische Ritsel, 67

A major study of the music in this painting is H. C. Slim, "Dosso Dosst’s Allegory a Florence
aboin Music’, JAMS, 43 (1$90), 43-99,

Geomelrical figures: the circle

‘The triangle invites both pagan and Christian interpretations: it refers
to the importance of the number three in Aristotelian theory, but also
stands for the Holy Trinity as one of the main doctrines of Christian
faith - see also the motto “Trinitas in unum’ that Dossi attached to
Josquin’s mensuzation canon. The circle not only suggests the virtual
infinity of the canon, but also the perfection of the unison or the octave,
the imitation interval of the canon. We can assume that both works on
Dossi's painting were originally not conceived with this special visual
format in mind, but it is clear that the circle and the triangle not only fit
the subject of the painting, but also bring to the fore a special feature of
both canons.*!

A further piece in the form of a circle leads back to England. In
the 1540s, an eight-voice canon by a certain Morel was attached to
the manuscript London Royal 8 G.vii*? The inscription ‘Morel viro prae-
clarissimo domino comiti de Arundell’ on top of the circle allows the
identification of the dedicatee as either William Fitzalan, 18th earl of
Arundel {11544) or Henry Fitzalan, 19th earl of Arundel (1512-80).**
Both were members of the Order of the Garter, and it is the emblem of
this famous order of chivalry that inspired the form of the work. The order
was dedicated to the image and arms of Saint George (the patron saint
of England) and its arms show a garter with the motto “Honi soit quy mal
y pense’ {‘Shame be to him who thinks evil of it’). All these elements
are present on the folio with Morel’s composition: the order’s motto serves
as the text of the worl, the circle (containing a five-voice canon} mimics
the form of a garter, and in the centre is Saint George on 2 horse slaying
a dragon with a lance, on which a three-voice canon is written - the
oak leaves shown in and beneath the circle were part of the coat of arms
of the Fitzalans.™*

M The manuscript Trattato del contrapunto (Bologna B 140}, written by Tomaso Graziani
{probably as a result of his studies with Costanzo Porta), has a riddle in the form of two
triangles and a circle. As the texts of the respective forms ~ “Tres sunt qui testimonia dant in
coelo’ {*There are three that give testimony in heaven’) and ‘Demum emnia sine fine’ (‘finally all
without end’) - make clear, the trisngle symbolises the Trinity, the circle infinity. This work is
discussed in book 3 of Zaceoni’s Canoni musicali, fol. 106. See also Wuidar, “Les Geroglifici
Musicali du Padre Lodovice Zacconi'.

A facsimile of the manuscript was published in the series Renaissance Music in Facsimile, 9, ed.
H. Kellman {New York: Garland, 1987).

1544 was the year of Henry's induction, which might well have been the incentive for Morel's
cotuposition.

Since the folio is deficient (a picce is torn out), a transcription of the music is problematic. The
garter and the motto reappear on fol. 2" as part of a heraldic iflumination for Mouton's Celeste

-
(4]

beneficivm.
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A few exceptions notwithstanding, most of the above-mentioned canons
lack a canonic inscription. One or mare signa congruentine usually suffice
to mark the entrance of the com(it)es, especially when it is a fuga canon.
Two sixteenth-century works in circular notation, however, are accompan-
ied by an enigmatic inscription. In both cases, the use of musical signs
would not suffice to establish which transformation has to be applied to
the notation. The enigmatic aspect of both works thus resides not only in
the correct interpretation of the verbal canon, but also in deciphering the
intimate connection between music, image and text.

The German composer Ulrich Bréitel wrote an eight-voice motet Ecce quam
bonum, which survives on a broadside printed by Philipp Ulhart in Augsburg
in 1548."” Three concentric circles are surrounded by hunting scenes, which
are placed in the corners of the rectangle that frames the circles: an armed
hunter, tooting his horn and in the company of his dogs, goes after a stag
and hares (see Figure 4.2). The editor, Sigmund Salminger, dedicated the work
te the five sons of Raynmnd Fugger the Elder, and he is probably responsible
for the panegyric poem “Fuggeri patriae magnum decus . . ", which is printed
at the bottom of the page. The lengthy verbal inscription in the middle
instructs the performers how to sing the music:

CANON. Fuga. Octo vocum. Medium circulus fugam habet, cum qua duae
exleriorvis & duae interieris circuli voces incipiunt, ita tamen, ut ex medij circuli
vaxe, Lres adhue voces in unisono singuiae post tria temepora sese subsequantur,
Exterioris & interioris circuli voces, in medij circuli fagam cadunt, ubi morantur, et
sic in medio consistit virtus, ac primi sunt novissimi, & novissimi primi.

Ruie. Fugue for eight voices. The middle circle has the fugue, with which the two
voices of the outer and inner cirele begin, in such a way that from the voice
{written} in the middle circle three further voices cnter one after ancther at the
unison, after three breves. [After which} the veices from the outer and inner circle
join in the fugue of the middle circle, where they stay. And thas virtue consists
in the mean (middle), and the frst shall be last, and the last shali be first.

The central circle contains a four-in-one canon, with four voices entering
at the unison at the distance of three breves, as the signa congruentize
indicate. The inner and outer circle each contain two free voices. After they
have finished their line, they gradually join the four-voice canon and
develop into an eight-in-one canon at the unison that can be repeated
ad infinitune (see Example 4.1). The aural result is rather static, as due to

" My, Bayersehie Saatsbibliothek, M jor, 15682 The broadside was published
prsthumonsly, thiee e G years afler Bitels death,

Geomelrical Agures: the circle
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Figure 4.2 Ulrich Britel, Ecce quam bonum. Munich, Bayerische Staatsbibliothek,
2 Mus.pr. 15642

the canonic structure there is not much room for harmonic variation:
especially when all voices start participating in the canon, the sonorities
constantly oscillate between G, Cand D. In Britel's Ecce quam bonum, the
circle becomes a powerful symbol for peace, harmony and unity between
the members of a rich patrician family. This intention is un derlined by the text
of the motet, which starts with the well-known fist verse of Psalm 132: “See
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how good and how pleasant it is Jor brethren to dwell together i unity’ (‘Eeee
quam Lonum et quam ivcunduny habitire Tadres in woom’). But instead
of continuing the biblical quotation, the poem takes a different direction:

Ecce quam bonum et quam incundum

habitare fratres in unum,

unus amor quorum pia tam bene pectora jungit.
Urbs eadem fungat et una domus.

See how good and how pleasant it is

for brethren to dwell together in unity,

whose pious hearts are joined so well by one fove.

May one and the same city and one house connect them,

Brotherly love, as it is extolled in the Bible, becomes a vehicle to praise
the solidarity between the city of Augsburg and the famous patrician Fugger
family. But there is more. As Thomas Réder has shown, Salminger published
this broadside at a precarious, but highly symbolic moment.** Indeed, in
1547-8, Emperor Charles V was in Augsburg, where he presided over the
Imperial Dict., The spread of the Protestant religion continued to be a thorn in
Charles’s flesh, especially since the city of Augsburg — except for some rich
Catholic families such as the Fugger and Welser families, who temporarily
left their native town — had stood ap for the Lutheran Reformation during
the Schmalkaldic War. However, during the Danube campaign of 1546,
many Protestant rulers had to capitulate, and thanks to the efforts of the
Puggers, Augsburg submitted to Charles. Against this turbulent historical
background, Britel’s Ecce guam bonum reads as » political and religious
manifesto: a plea for the peaceful cohabitation of Imperialism and urban
autonomy on the one hand, and of religious convictions on the other. The
three circles could be said to visualise the gradual reconciliation between
the Emperor (the outer circle?), the city (the inner circle?) and the Faggers.
The family’s “stability’ - symbolised by the canon technique, which stands
for the ‘all in one’ principle — not only steers the middle course (in the
literal and figurative sense of the word), but is also the point at which the
other voices converge in the end. In the canonic inscription, this circle is
tellingly labelled “virtue™: ‘et sic in medio consistit virtus”."”

T, Rader, ‘Verborgene Botschaften? Augsburger Kanens von 1548 in Schiltz and Blackburn
{eds.), Canons and Canonic Technigues, 235-51.

As we have seen in Ch. 2, Obrecht used this inscription in the Gloria and Credo of is Aisse
Forturia desperata. Here, the word ‘medium’ refers (o the middle notes which s the stanting
point of the Tenar’s melody in cach section of both nmass itens, Tncanoiher source Bratel's fog
also survives independently, ie. without ihe four additionad vorees (alunich, Baverinhe
Staatsbibliothek, 2 Mus.pr. 15G#138).

Geometrical figures: the circle

T ' ‘-\E"
Sttien :

Figure 4.3 Anon., Miraris mundum in Prague DR121, p. 307

The Strahov monastery library in Prague holds a lavish broadside by an
anonymous composer, which was printed in Prague by Georgius Nigrinus
in 1589 (see Figure 4.3).** As I shall show, this six-voice work a voci pari

W Pprague DR 124, fol, 92", My thanks to Scott Edwards for drawing my atlention 1o this
broadside. The manuscript is also avaitable ontine al manuscriptorium.com. See alsn M.
Bohatcové and |. Hejnic, “Knihtiska? Jifik Nigrin a jednolistové “proroctei” Jindiicha
Uremetriana’, Shornik Nerodniho Muzea Pruze, 35 (1981}, 73-135.
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not only effers its recipient a rich musical, visual and textual programme to
decipher and reflect apon, but it also sccks 1o integrate music in a wider
emblematic context.”” How does this work? Framed by a decorative
border, which Nigrinus used {or other broadsides as well, are four voices
laid out in table format, with two pairs facing cach other.™ They sing the
following, somewhat enigmatic text, about which more below: ‘Miraris
mundum dorso consistere cancri? Desine, sic hadie vertitur orbis iter’
(“Are you surprised {0 see the world on the crab’s back? Refrain! This is
the way of the world nowadays”).

The distich reappears in the centre of the broadside, where i is notated
on a banderole. This central part consists of several interrefated elements.
The banderole is accompanied by the image of a crab that carries a globe
on its back — the vista includes a landscape with a man in a boat, a town's
sithouette and a starry sky with a waning moon. In the body of the animal
is a short five-note palindromic pattern g-a-b-a-g, under which the words
‘Cancer cancrisat® (‘The crab goes backwards’) are printed reversed.
The layout of the music is symmetrically organised, with a c4 clef and
three breves’ rest on either side. The notes form 2 brief soggeffo ostinato
of 2.5 breves. This ensemble is surrounded by a circle that contains music
and is underlaic with a text that is likewise written backwards. In a
macaronic mixture, Czech verses alternate with Latin ones:

Svét se todi rovné jako kolo,

Proto? ptitele hted mit dobrého,

Multa vadunt cum feria sexta,

Neb mnohé véci jdou v svétd zpdtkem,
retro cedunt in deteriora & non meliora.

The world is turning straight like a wheel;

Therefore make sure to have a good friend.

Many things go oa Friday.

Because many things in the world go backwards,

They go backwards for the worse and not for the better,”

1 am preparing an article (provisional title: “The Globe on a Crals Back: Musie, Ensbler and
Worldview on a Broadside from Renaissance Prague’) on this broadside.

On other broadsides by Nigrinus, see M. Bohatcovd, ‘Farbige Figuralacrostichen aus der Offizin des
Prager Druckers Georgius Nigrinus (1574/1581), Gutenbery-Jaltrbacl, 57 (19821, 216 -62.

My sincere thanks to Lenka Hlavkovd (Mrackovd) for helping me with the translation of the

Cuecl: verses. Leafranc Holford-Strevens infermed me that the toxt contuins a pun: ‘zpitkem’
(I. 4) means backwards’; but it could also be tead as « patkem’, with Friday’, thirs repeating the
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‘curn feria sexta’ in 1. 3 (private communication, 15 April 2012}

Geometrical figures: the circle

‘Together with the text underlay, the backward notation of the mensuyation
sign also indicates that the music is to be sung retrograde. The music turns
out to produce a second, two-breve ostinato, which starts alteenately on o’
and ¢ and with statements separated by 3.5 breves’ rest.”” The result is a
six-voice work for four free voices and two ostinati with three texts
superimposed (see Example 4.2)>*

It turns out that the distich ‘Miraris mundum .. ." was well known in the
context of emblem books. Only 2 few years before the publication of the
broadside from Prague, the humanist Joachim Camerarius introduced
these verses in his manuscript treatise Symbola et emblemata from
1587.%* Here, the phrase serves as the subscriptio for an emblem, of which
the pictura shows a crab with the globe on his back; the motto reads “Sic
vertitur orbis jter’. Camerarius explains that the backward movement of
the crab symbolises a regressive world, a world that is desperate and losing
sight of its goal. In order to illustrate this, he quotes a verse from Vergil's
Georgics, 1.200, where it is said that all things tend ‘in peius ruere ac retro
sublapsa referti’ (‘to speed to the worse, and backwards borne glide from
us’). According to Camerarius, the image and the distich were invented by
Laurentius Truchsess von Pommersfelden (1473-1543), who was a canon
of Wiirzburg.”™ In the multi-volume printed version of Camerarius’s
treatise, this emblem is part of the fourth book, entitled Symbolorum ef
emblematum ex aquatilibus et reptilibus desumptorum centutia quarta
(Nuremberg, 1604).°® In this version Camerarius considerably expanded
his commentary and adds further (mainly antique} souzces to support the
pessimistic image of the retrogressive movement of the world.

52 pMoest of the Czech verses have one syllable more than the Latin ones, but the composer solved

this by splitting the second minim into two semiminims for the Czech text.

Both editions by Jitka Snitkovd arc unfortunately defective: see Vybir vicehlasych dél eskéfo

pivodu z XVI a XVIL stoleti (Prague: SNKLHU, 1958), 73-77 and Carrmina carissima: Cantica

selecta bohemica saeculi XVIL Coro a cappeila, Musica antiqua bohemica, 1113 (Prague:

Supraphon, 1984), 21-33. For unknown reasons, she transcribes the piece for eight voices,

thereby spreading the ostinato and the retrograde music in the circle over two voices each.

Clearly, the broadside does not give any indication to do so.

5% In Camerarius’s treatise, the wording of the first line is slightly different: ‘Miraris caneri dorso
consurgere mundum? For zn edition and commeniary on this manuscript, which is kept at the
Stadtbibliothek Mainz (shelfmark Hs. 11.366), see Joachim Camerarius the Younger, Symbola et
emblemata fam moralia quam sacra: die handschrifilichen Embleme von 1587, ed. W. Harms
and G. Hef {Tiibingen: Niemeyer, 2009). The emblem and Camerarius’s explanation are on
pp. 1934 of the manuscript (sec Harms and Hef, 196-7 [no. 98] and their comnientary on
pp. 514-15). It i also printed in A, Henkel and A. Schone, Emblemuata: Handbuch zur
Sinnbildkunst des XVI, und XV Jahrhuenderts (Stutigan: Metzlee, 1996), col, 727.

3 1 have not been able to find this emblem in Truchsess's writinggs.

* Emblem no. 54, fols. 547-55".

5

w



290

{Alus
{Adbas 171

[Alus 1]

MTenar 1]
{Tenor 1]

[Fassus]

[PasE
-(5’":1“:”,

VY o,

[

¥,

+ ¥ duns,
H

Kiddles visuabised

e ¥ fr
ra i fis o ontan
fof 0 f — P

- iy mun - dam, thf ] [T

ris

mitn

mio v vis mun-dom, mi - ra - ris mun - dam, g -

T
Mo -ora - oris omumr - dum, . mi - ra - ris mun - dum, mun - dum

dugn, i

can - ori,
- . R pTR c WU N S S 3
’ | ,..{ I 1 | 1 3"" ]
,,,,, T T 1 /|

Fro-toi pfi-te - le

- T
e o - oy
+
't L T r -t — f
si - ste-re can - cri, con -5 - ste-re can - o,
O —
can -
s
T t T o o
dor - S0 c¢on - si - ste-ve can - cri. com - SE - sfe-re CaR - ori, coit -

ample 4.2 Anon., Miraris mundum

Geometrical figures: the circle
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Example 4.2 (cont.)

Geometrical figures: the circle

In the Renaissance, the image of the crab as an expression - o quole
Camerarius ~ ‘de Mundi perversitate querela’ was revisited by several
authors. Camerarius refers to book 38 (the section on ‘De cancro’) of
Picro Valeriano’s Hieroglyphica (Basel, 1556), but the topic is also touched
upon in Erasmus’s Adagia.*” In their edition and commentary of Camera-
rins’s handwritten Symbola et emblemata, Wolfgang Harms and Gerhard
HeR mention further sources in which the image of the crab carrying the
globe and the connotation that goes with it show up. Especially from the
carly seventeenth century onwards, the emblem and/or its motto occur in
various contexts and in different media, such as a medal from the Altdorf
Academy, a broadside from Augsburg, and as part of the emblematic
ensernble in the Golden Hall of the Nuremberg town hall.*® Especially
interesting, however, is a mid sixteenth-century source, the album ami-
corum of the Augsburg organist Abel Prasch (Munich, Bayerisches Natio-
nalmuseum, MS 245). On fol. 1307, we find an entry from 1560 by a certain
Jacob von Haunsperg zu Vachenlueg. As Harms and Hefl surmise, the
similarity between his fine-grained drawing of the crab and the images in
Camerarius’s Emblemata and our Czech broadside is so striking that they
all seem to go back to the same, as yet unknown, prototype.

What could have inspired the anonymous composer to set this text?
I believe a central figure might have been the person who is mentioned at
the bottom of the broadside, below the name of the printer: we learn the
page was made ‘Impensis Joannis Grilli Senioris 4 Gryllovva', ie. at the
expense of Johannes Gryll a Gryllova. This Johann Cyréek — ‘Cvrek’ being
the Czech word for cricket (German: ‘Grille’) — lived from 1525 to 1597
and was a legal counsel and writer from Rakonitz {(Rakovnfk). He is known
for his poems in the Greek language and for having transtated several
biblical books into Bohemian*® In 1571 Emperor Rudolph I made him a
‘viadyka', a member of the lower nobility. In 1588, a yéar before the
publication of the broadside, Gryll not only became mayor of his native
town, but on 27 July Rudolph II also proclaimed Rakonitz a royal city. It
may well have been the connection of these events that stimulated Gryll to

57 See Erasmus, Adagia, [[1.7.98 (‘Cancrum ingredi doces’).

S¥ | E. Stopp, The Emblems of the Aftdorf Acadermy: Medals and Orations 1577-1626 (London:
Modern Humanities Research Association, 1974), 168-9. The Nuremberg town hall was
bombed during the Second World War, but a reconstruction of the emblems in the Golden Hall
was pastly possible thanks to the drawings in P. Issefburg, Emblemata politica (n.p, 1617).

5 Seq the list of publications in A, Truhldf, K. Hrdina, | Hejnica and J. Martinek (eds.), Rukavét
humanistichého bdsnicivi v Cechich @ na Moravé, 6 vols. {Prague: Academia, 1966}, vol. [1: C-1,
2367,
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have the broadside printed in nearby Prague. Morcover, since 1442 Rako-

nitz had carried a crayfish in its coat of arms — the central place of the
animal in the city’s heraldry has an etymological reason: the Czech word
for crab is ‘Rak’. If we accept the hypothesis of Gryll’s designation as

the main impetus for the broadside, the festive occasion is strangely al -

odds with the inherently pessimistic tone of the text and the negative
connotation of the crab carrying the world.

The uncertainty about the piece’s origin notwithstanding, it is undeni-
able that the 1589 page exhibits a high degree of self-referentiality, Music,
text and image are strongly interdependent, and each element intensifies

the effect of the other. Above all, the underlying idea of the regressive -

world is expressed by all possible means. Apart from the text ‘Miraris
mundum’, which serves as the verbal comumentary on the image of the
crab with the world on its back, several visual details - musical, textual
and iconographical - reinforce the central message of the broadside.
Most notable is the retrograde notation of the words “‘Cancer cancrisat’
for the short ostinato, which is itself conceived as a palindrome; as
we have seen above, the Greek word for this technique is ‘wapxivifior’.
Furthermore, as the notation of the Czech and Latin verses as well as
the position of the clef indicate, the music in the circle has to be sunyg
anti-clockwise. Finally, it could even be said that the layout of the four
free voices serves the purpose of the work’s essence. The table format not
only mimics a performance situation with two pairs of voices facing each
other,®™ but as they see each othet’s parts upside down, this could also
be a reference to a ‘mundus inversus’, which is conceptually related to the
idea of the retrogressive world.

The Prague broadside can be considered a moralising emblem. To the
emblem’s traditional combination of text and image, music has been added
as a third medium that underlines the moral message with its own means.
We could even say that the tripartite stracture of the emblem _ the
inscriptio ‘Cancer cancrisat’, the pictura of the crab with the globe on its
back, and the subscriptio in the form of a Latin distich - receives a further
consolidation via the music in the circular notation. The music in the
circle, which literally encapsulates the emblem, is a compressed form of the

& Contrary to many other broadsides that are discussed in this chapter, there {5 no problem in
performing the mausic from this page: with two singers on the lefl and two on 1he right side,
the remaining two parts in the centre can be sang by two further voices, standing at the
small side of the rectangle. The five-note ostinato, which is interspersed with three braves” res,
can easily be sung from memory.

Religions symbols: the cross

cmblem’s tripartite arrangement. It summarises and Hlustrates the three

aspects in a condensed way: the circle revisits the image of the world - it is
an abstract reproduction of the globe on the back of the crab; the text, with
its mixture of Czech and Latin verses, reformulates the contents of the
subscriptio about the world developing in a negative sense. Finally, the
retrograde reading of the music visualises the backward movement of the
world that is criticised in the emblem.®' As a whole, like a riddle this
broadside both conceals and reveals its intention: it demands an active
recipient, offering him interpretative clues, while forcing him to decipher
the notation and the meaning of the work at the same time.

Religious symbols: the cross

Within this crosse here may you find,
Foure parts in two be sure of this:
But first seeke out to know my mind,
Or els this Cannon you may misse.

Thomas Motley, A Plaine and Easie Introduction to Practicall Musicke
(Londoen, 1597}, 174

These lines accompany a cross-shaped composition, as it appears in
Thomas Morley’s Plaine and Easie Introduction fo Practicall Musicke (see
Figure 4.4)52 As we have seen in Chapter 3, Morley was not an enthusiast
of enigmatic music - let alone opaque inscriptions - but this ‘piece isa
striking exception. Motley confesses that even the four-line instruction is
too obscure to arrive at the correct solution. We are only told that four
voices can be deduced from two written ones, ie. from the music notated
on the two beams of the cross. The crossbar contains a canon between
Bassus and Tenor: while the Bassus has to sing the written melody in
retrograde inversion, the Tenor has to transpose this melody up a twelfth,
while singing all the notes as dotted minims. The staff of the cross
produces another pair of voices: the Cantus sings the notes from top to

5! It should be noted here that this interpretation of retrograde reading does not jibe with Craig
Wright's theories in his The Maze and the Warrior. As was also discussed in Ch. 2, nccor?.ing to
Wright this compositional technique is an image of *Christ’s journey into Hell and retum” and an
expression of ‘the eternal prophecy of Revelation: our beginning will be our end’. T am curre.ntly
embarking on a study on the symbolisim of retrograde reading; in the course of my rescarch, it has
become clear that the technique has different meanings according to the context in which it
appears, hence should be studied in a more nuanced way. _ N

“ As I noted in Ch. 3, according to the latest research by john Milsom and Jessie Ann Owens, it is
not certain whether it was Morley who created this piece or rather an m_lkuown master.
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Example 4.3 Thomas Morley, cross canon

subtype of canons in which the comes proceeds in one rhythmic value
only.%* Owing to the combination of these techniques, the aural result of
the riddle is rather peculiar {see Example 4.3). The two outer voices are
rhythmically varied, but Altus and Tenor move in one note value each, the
former in semibreves, the latter in dotted minims, which causes a constant
instability of the rhytbmic structure. What is remarkable, though, is the
fact that for Morley the image of the cross does not have any noticeable
religious connotations - or at least he does not indicate a theological
reason for depicting the music with a cross-shaped layout. It rather seems
as if the mere form of the cross, with its sober but effective construction of

Figure 4.4 Thomas Motley, cross canon in A Plaine and Easie Introduction to
Practicall Musicke {London, 1597), 174

in one, in the twelfth vnder the treble, singing everie note of it a semibriefe till it come to this
signe as before {signum]: likewise you must note that all the parts begin together without any
resting, as this Resofution you may see.” I quote from the forthcoming edition by John
Milsomn and Jessic Ann Owens, p. 174, The written-out solution foliows on p. 175. See also
D. Collins, ‘Morley on Canoa’ in J. A. Owens and J. Milsom {eds.}, Thomuas Morley: A Plaine
ane Easie Introduction to Practicall Musicke {ip press). [ am grateful to Denis Collins for
sending me his article prior to publication.

As Callins, ‘Morley on Canen’, points out, ather examples of this procedure may be found in

bottor, while the Altus duplicates the melody at the lower twelfth, thereby
treating every note as a semibreve.”® This cross piece thus belongs to a

63
Therefore you must note that the Transeersarie or armes of the crosse containe a Canon in the

twelftly abaue, which singeth cuerte note of the base a prickl winime Gil yon come o this o

i

sign | sig chere it endeth, The T of
gin [signam] where itendeth, The Redins or stalfe of the ceosse contumetih like wise (wao partes canon collections by Bevin, Bull and Waterhouse.
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two arms, offered the young musicizn an inleresting occagion to exper
ment with 4-in-2 canons in an attractive visual design.

Morley was neither the first nor the last to present music in the form of a
cross. He could draw on a tradition that had started in the first decades of
the sixteenth century and was to continue well beyond. Being 4 universal
emblem of salvation and one of the central symbols of (',IhrEslinniiy, the
cross is firmly embedded in a religious context. 1t was an important
element in medieval passion theology, which not only developed a con-
templatio crucis, but also supported a compassio crucis, a ‘suffering with’
the crucified Christ. This concept was encouraged by depiclions of Christ
on the cross, which almost literally ‘impressed’ the image on the supplicant
and stimulated a mystical re-enactment of Christ’s Passion. The idea of
visual intensification was advanced in the Renaissance’® In 1492, for
example, the Dominican friar Michele da Carcano wrote a sen;non ai)out
the use of images in general and devotional objects in particular. In his
f‘)pinjon. they have both a mnemenic function and an emotional impact:
images, more than texts, help to retain a message in one’s memory; they
arouse devolion and excite the viewer’s imagination. The Dominican friar
and reformer Girolamo Savonarola, who wrote a treatise on the trivmph of
the cross, even created an image that devout people could carry with them
as a lool lor contemplation while praying.®® With the advent of the
Reformation, the cross continued to have a privileged place. But there
wis o considerable shift of emphasis in its theological significance and
epistemology. The cross even became a cornerstone in Lutheranism:
accurding to Luther’s theologia crucis, which he defended during the so:
called Heidelberg Disputation in April 1518 but touched upon in earlier
and later texts as well, Christ’s Passion and crucifixion are the only way to
salvation. It is only from God’s self-revelation through the cross that
peaple can learn about him,*” An important aspect of Luther’s hermeneut-
i<s is the tropological interpretation of the crux Christi as the suffering of

* R Viladesau, The Trivmph of the Cross: The Passion of Christ in Theology and the Arts Jrom the

Renaissance to the Ceunter-Reformation (Oxford University Press, 30(38)‘ B ‘

Lo his Libro . .. della verita dellq Fede Christiana sopra o Glorioso Trivinpho della Croce di

Chiristo, Savonarola considers Christ's Passion and crucifixion as the first cause of -J" "

salvation. - e

© See Y. ) Kim, Crux sola est nostra theologia: Das Krenz Christi als Schliisseliogriif dor Theoloes
crucis Luthers (Pranlfurt am Main: Lang, 2608). The theofogio cruvis was ('3|;lii;;}(‘tl.1(3 the *
scholastic theologia gloriae, which according to Luther speenlates about Gid's !_Awiuv without
any connection to real life. It {s also sald that the scholastic view locuses oo mmhl‘nu the
reconciliation between God and mankind. Kim shows that Luther's ideas were strongly .
connected with the theological movement at the Universily of Wiltenbery . i

66
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#

Christians. The crass is neither a way to union with God nor an example
for the imitatior: of his sanctity, but God’s only cure and present to the
faithful. '

It is no surprise, then, that Renaissance artists from bath Catholic and
Protestant circles produced works related to Christ’s death on the cross -~
including the carrying of the cross, the raising of the cross, his descent
from the cross and the entombment — in such overwhelming quantities.
Apart from crucifixes and paintings, crosses were often integrated in visual
poetry for an epicedium or carmen ﬁmemlef’8 or more generally for
texts about the Passion. From the early decades of the sixteenth cen-
tury onwards, composers were to follow suit. Their cross-shaped pieces
circulated in various media and were eye-catchers in both practical and
theoretical sources. Composers must have been inspired not only by the
visual attractiveness of the cross and its capacity to convey a religious
message, but also by the performative challenges it enabled. For as in
literature, the cruciform layout was particularly suitable for experimenting
with different reading directions in the horizontal and vertical sense:
forward and backward on the one hand, descending and ascending on
the other. Tt is no coincidence, then, that the majority of musical crosses
are conceived as a double retrograde canon, with the voices starting from
opposite ends of the cross’s arms. For compasers, the cross thus was not
only a vehicle for expressing their religious worldview, but also an original
way to visualise the essence of an established compositional technique.

Most cross pieces are accompanied by imaginative enigmatic inscrip-
tions, which are - not surprisingly - mostly guotations from the Bible.
Before scrutinising two cruciform riddles, by Ghiselin Danckerts and
Adam Gumpelzhaimer, I shall first give a general overview of compositions
in the form of a cross and highlight the intertextual relations between some

of them.”

Ludwig Senfl seems to have started the tradition and even did

so in several compositions. In the manuscript choirbook Munich 37

 Cf the chapter Die neuzeitliche Rezcption des mittefaltertichen Figurengedichies in
Krenzform: Priliminacien zur Geschichte eines texigraphischen Maodells” in U, Ernst,
Intermedialitit im européischen Kulturzusammenhang, 181-224. See also the poem in the form
of a cross by Antoine de Baif in Mosher, Le texte visualisé, 112,

% Tor an overview of cross-shaped pieces from the second half of the sixteenth century onwards,
see W. Braun, ‘Visuelte Elemente in der Musik der frithen Neuzeit: Rastralkreuze’ in G. F.
Strasser and M. R. Wade (eds.), Die Dowmdnen des Emblems: Auferliterarische Anwendungen
der Emblematik, Wolfenbiitteler Arbeiten zur Barockforschung, 39 (Wiesbaden: Harrassowitz,

2004), 135-55.
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{fols. 10°-11), Isturm crucis socium et repni eredimus - the sixth strophe of
sequence for the feast of Saint Andrew - is depicted in the form of a

. 70 . . . . :
diagonal cross.”™ This layout was evidently inspired by the so-called crux

decussate on which the apostle Andrew is said to have been marlyred and
which is also mentioned in the text. The result is a short double retrograde
canon ad voces aequales between Contratenor and Tenor on the one hand,
Vagans and Bassus on the other — the voice labels are positioned at each
end of the cross so as to illustrate the composer’s intention. This short
piece does nat have an enigmatic inscription; the mazin challenge for the
singers is to understand the experiment with the orde legendi and the
connection between the strophe’s layout and its contents.

Two other cross-shaped maotets by Senfl have an identical verbal canon.
Both Crux fidelis and O crux ave appear on a broadside: a minjature intage
of lhe." crucified Christ on the left is flanked by a biblical inscription on the
right”' As we have seen in Chapter 2, the psalm verse ‘Misericordia et
Veritas obviaverunt sibi, Lustitia et Pax osculatae sunt’, with its twofold
meeling of virtues, is an elegant way to hint at a retrograde canon. But
there is also a theological explanation for Senfl’s choice of this psalm for
two pieces refated to the cross.”’” As I have shown elsewhere, from the
commentaries of the Charch Fathers onwards, Psalm 85 was interpreted in
typological terms as an aliegory of the Passion.”” More precisely, this is a

“psalin flbOut a nation in exile: God js asked to restore the harmony between
Mercy and Truth, between Justice and Peace. Only then will the nation he
rescued. In the various commentaries on the Book of Psalms, we read that
it is exactly this hope for deliverance that was realised when God sent his
Son Jesus Christ to the earth and when Christ died on the cross to do
penance for the sins of mankind. At that moment Mercy and Truth come
together, Justice (which is granted by God) and Peace (which is to be
realised by mankind) kiss each other.

7 See Ludwig Senfl, Samtliche Werke. Band X. Motetten. Vierter Teil Kompositionen des
Proprium Missae I, ed. W. Gerstenberg (Wolfenbittel and Zitrich: Méseler, 1972), V1

B {facsimile) and 75 (transcription).

™ Munich, Bayerische Staatsbibliothek, 2 Mus.pr. 156#4 and Vienna, Osterreichische
Nationalbibliothek, SA.87.02.8. Mus 32. For a transcription of Crux fidelis and O crux ave, see
J. €. Griesheimer, “The Antiphon-, Respensory-, and salm Motets of Ludwig Senfl’, PhD

" thesis, Indfana University (1999), vol. 1f, 605-7 and 608-10 respectively.

* Crux fidelis is a procession hymn for the Veneration of the Cross on Holy Friday; O crux ave

. spes unica is he sixth strophe of Vexilie regis, a bhymn for Passiontide.
See Schiftz, ‘La storia di un'iscrizione canonica’. See also H. Hattenhauer, Pax ef justitie,
Bcric)hlc. aus den Sitzungen der foachim Jungivs-Gesellschatl der Wissenschatten, 3 {i{amburg,
1983},
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Their identical layout and common inscription suggest that Crux fidelis
and O crux ave were conceived as a pair. The broadsides do not contain
any information on the place, the date or the printer. Bowever, another
source for both works makes clear that Senfl even had a motet in three
partes in mind, Indeed, the manuscript partbooks Munich 322-25, dating
from around 1527 and containing music that was owned by Heinrich
Glarean, present Crux fidelis, Ecce lignum crucis and O crux ave as a
triptych that uses the same canonic inscription throughout. It is difficult
to say whether Senfl composed his motet with or without the cross-shaped
form in mind. But it is clear that music, text and image of the broadside
form a coherent unity and bear witness to the composer’s acquaintance
with particular theological traditions.”* The cross-shaped layout of the
strophe from the Andrew sequence in the Munich choirbook, in which
the composer played a major role as a scribe, shows that Senfl was not
unfamiliar with the semantic possibilities of visual music. In the case of
Crux fidelis and O crux ave, he might well have instigated the production
of the two (or maybe even three?) broadsides. They serve almost as a
devotional image along the lines of Michele da Carcano’s above-mentioned
description: they invite the viewer to contemplate the rucifixion, to reflect
on the text of the piece and connect it with the compositional technigue
that is suggested by the psalm verse.

Senfl’s cross pieces not only seem to have initiated a real vogue for
cruciform riddles, but also had a direct influence on two composers: apart
from Adam Gumpelzhaimer, about whom more below, Leonhard Pamin-
ger too must have known the broadsides and referred to them. In other
works from his considerable output as well, he shows his acquaintance
with Senfl’s oeuvre, and two motets from his Secundus tomus ecclesiasti-
carum cantionum (Nuremberg, 1573) bear witness to this. In the section
of works ‘De Passione Domini’ - Paminger’s motet books are organised
according to the church calendar — are two works on a fold-out page.

™ Senfl's Crux fidelis and O crux ave were also used, albeit without the cross fayout, as exempla in
theoretical treafises and were reprinted many yeats after Senfl's death. In his Erotemata smitisices
practicae (Muremberg, 1563}, Ambrosius Wilfflingseder reprints O crux ave spes wnica and
visualises the idea of the two voices mecting/kissing each other by printing the names of the
virtues at the beginning and end of the music respectively. On the next page, he labels the
resolutiones as ‘Vox Veritatis’ and “Vox Pacis’. Crux fidelis appears both in Heinrich Faber's Ad
musicam practicam introductio (Nuremberg, 155¢) and it the [amous ihird book “De
Canonibus’ of Hermann Finck’s Practica musica {Wittenberg, 1556). In the Suavissinu el
incundissimae harmoniae (Nuremberg, 1567), the printer added the following hint to the Altus:
‘more Hebrzorum canit’ {{the Altus} sings in the manner of the Fiehrews'), Ui sefeoring to
the writing direction from right to lefi; for the Tenor it simply says ‘Cancrizat’,
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On each side is a cross-shaped composition: the antiphon Tua cruse
triumpharmus and the hymn Vexilla regis.” Like Senfl’s pair, the diptych
shares the same inscription, which is taken from John 6:37: ‘(Fum) qui
venit ad me pon eijciam foras’ ('Him that cometh to me, 1 witl nol cosd
out’). A double retrograde canon is hinted at not only via the verbal canon,
but also by further notational features. 1n addition lo placing the words
Vox cancrizans’ on the oppasite side of both arms of the cross, the firsi
word(s) of the text are printed backwards (‘ecurc aul” and ‘allixeV’
respectively).”® Paminger, although working in the Catholic diocese of
Passau, had many friends in Protestant circles and was considerably influ-
enced by Reformation ideas, It is not unthinkable, then, that he considered
the cross-shaped pieces, with their emphasis on the redemptive power
of Christ’s Passion, a fitting musical exemplification of Lather’s above.
mentioned theologia crucis.””

With the next composer we turn to a decidedly Catholic context. Among
Pieter Maessens’s puzzle canons is a nine-voice Per signum crucis, which
is also preserved on a broadside.”™ The work is dedicated to Ferdinand
I's wife Anne, Queen of Hungary and Bohemia, and their son Charles,
Although the page does not mention a date and place of publication, Laura
Youens proposcs 1543 as terminus post quem, since in that year Maessens
moved to Vienna to become a member (and in 1546 chapel master) of
Ferdinand’s chapet.”™ Anna died in January 1547, which leaves us with
a fairly narrow time frame of about three years for the composition of
Per signum crucis. Attached to the cross are additional staves going in
different dircctions; it is the singer’s task to find out the path he has to take.
The words ‘Tn nomine Patris, Filii et Spiritus Sancti’, written on both arms
of the cross, mimic the sign of the cross Catholics usually make via a ritual
band motion (see Figure 4.5}, These words return at the bottom of the
page, where they are flanked by a skull, out of which writhes a serpent, and

™ See alsa Meyer, *Vexilla regis prodeunt’, who for unclear veasons only discusses Vexilla regis.

" i shuuld atso be noted here that the pieces have complementary clets: c3 and 4 for Tug cruce,
cl and o4 for Vexilla regis. They are not in the same mode, though.

” This hypothesis was aiso advanced by Grantley McDonald in his paper ‘Ludwig Senfl, Leonhard
Piminger and Martin Luther’s Theology of the Cross’ (Barcelona, Medieval and Renaissance
Music Conference, 5-8 July 2011).

® Itis part of the same collection of broadsides from the Bavarian State Library that also contains

Sentl’s Crux fidelis and Gumpelzhaimer’s Crux Chiristi (see below). Shelfmark 2 Mus.pr. 156#1.

L. Youens, ‘Forgotten Puzzles: Canons by Pieter Macssens', Revie belge de musicologie, 46

{1592), 81-144. Comparing the printing method with other broadsides from that period, she

hypotheses that Philipp Ulhart from Augsburg might have been the printer.
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Figure 4.5 Pieter Maessens, Per signum cructs. Munich, Bayerische Staatsbibliothek,
2 Mus.pr. 156#1

bones. The text of the piece, ‘Per signum crucis de inimicis nostris libera
nos, Deus noster’, is refated to the feasts of Inventio crucis {3 May) and
Exaltatio crucis (14 September). Bach of the four main points of the cross is
identified by a direction (Oriens, Septentrion, Occidens and Meridic‘s]. a
position (Supereminens, Sinistra, Profundum and Dexlera) ad a virtue
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(Charitas, Patientia, Humilitas and Obedientia)™ ‘I'iese virtues are the
subject of the almost twenty biblical quotations thal surround the multi-
branched cross. As Youens shows, the equation of the four points of the
cross with these four virtues can be traced back to Augustine, who explains
the symbolism of the cross in his 140th letter.”'

‘The biblical verses that accompany Maessens’s picce do not contain any
clues about the music - such as the clefs and the route of the voices; the
recipients have to figure that out themselves — and should thus not be
considered as enigmatic inscriptions.*” Rather, with this broadside Maes-
sens offers his patrons a condensed view of the theological meaning and
context of Christ’s Passion, thus testifying to his broader religious know-
ledge and his capacity to incorporate it in a sophisticated musical pro-
gramme. He invites the viewer to spend time with the work and to explore
the rich array of sources quoted. He guides the eye of the recipient in
various directions and places music, text and image under the sign of the
cresss. When we search for a possible historical context for this broadside,
Ferdinand I's presidency of the Imperial Diet at Nuremberg in 1543 conies
to mind. During both meetings, the Turkish threat and the growing influ-
eace of the Protestants were at the top of the agenda. Could Maessens’s
Bbroadside be considered a religious pamphlet to support his patrons, in
which he makes a plea to ‘free us from the enemies by the sign of cross’?
Furthermere, it should be mentioned that Ferdinand’s wife Anna, the
actunal dedicatee of the page, was known as a pious and learned woman.
She wrote a prayer book, cntitled Clypeus pietaiis, which was reprinted
numerous times until well into the seventeenth century. One of the prayers
is to be said when the priest, during the liturgy, inakes the siga of the cross
when holding the host over the chalice. In Maessens’s motet, the sign of the
cross is explicitly seen as salvation and as a protection against enemies {‘ein
Heyl und Beschirmung wider alle heimliche Arglist meiner Feind'}.®

£ Al texts are reproduced in Youens, ‘Porgotten Puzzles’, 91-2 n. 30.

It should also be mentioned here that Maessens had a profound interest in theology and
symbolism, which speaks among others from his book of prayers, the Navem piae et breves
orationis dominicae declarationes {Augsburg, 1555).

* For a transcription, see Pieter Maessins, um 1505-1562. Sdmtliche Werke, ed. 0. Wessely and
M. Eybl, Denkmiiler der Tonkunst in Osterreich, 149 {Graz: Akademische Druck und
Verlagsanstalt, 1995), 84. For a different version {with other clefs and registers of the individual
voices), see Youens, ‘Forgolten Puzzles’, 139-44.

Quoted lrom the 1642 edition by |. G, Schonwetter: Clypens Pictatis, Dus ist, Schildt der
Andacht: L welchem Alie wnd Newe, jedoch Amdiichtiye, zu der Gottseligheit und Licbe
Gottesdienstlivhe, wuch schine Gebet . begriffen seymd; Weypland von der ... Frawen Anna,
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Whether there is a direct connection between this passage in Anna’s
manual of devotion and Maessens’s Per signum crucis or nol, with this
work he clearly touched upon a topic that for various reasons had a special
impeortance for his employers.

In addition to Morley’s cross canon, discussed at the beginning of
this section, cruciform riddles appear regularly in a theoretical context,*
In the last book of his El Melopeo y maestro (Naples, 1613), Pietro
Cerone includes no fewer than four riddles in cross-shaped form. His
predilection for religious themes runs like a golden thread throughout
his treatise. Cerone, who was a priest in Naples from 1603 onwards, is
very much concerned with the propagation of the Catholic faith, It is
worthwhile noticing that El Melopeo y maestro has a double dedication:
in addition to addressing the Spanish king Philip III, he puts his
work under the protection of the child Jesus and his mother Mary,
‘emperatriz de los Cielos ..., amparo seguro, y efficacissima advocata
de los pecadores’. In this paratext, Cerone even explicitly refers to the
crucified Christ speaking to his mother {‘Mulier ecce Filius tuus’) and
to John (‘Ecce Mater tua’), and he ends the dedication with the sigr}
of the cross (‘con el Padre, y el Hijo, y el Espiritu sancto. Amen’).*
In this context, the multiple presence of the cross theme (nos. 20, 34,
43 and 45) in a book with forty-five enigmas musicales does not come as
a surprise.

Cerone even concludes his collection with a cross riddle. The final picce,
entitled Enigma doblado en otra differente forma de Cruz (no. 45) is by
Ghiselin Danckerts. Tts position at the very end of the book ~ and indeed
of the treatise in general — marks once more Cerone’s deeply entrenched
Catholic belief, He must have got to know Danckerts’s music in Naples,
where the Dutch composer was in the service of Pierluigi Caraffa before
joining the papal choir in 1538; after his appointment in Rome, Danckerts
visited Naples on several occasions. In his manuscript treatise, Danckerts
writes that the piece had been published in print: ‘il motetto del Crucem
Santam [sic] subiit, a due parti fatti a modo d’una croce, pubblicato anche
esso per la stampa’®® However, the original (probably broadside)} is now

Rémische Keyserin ... fiir Threr Majestiit seibst eigne Andacht zusammen verfasset {Frankfurt
am Main: J. G. Schonwetter, 1642}, 86. .

81 1)) this context, [ should also mention the cruciform piece by Costanzo Porta in Bologna B. 140,
added between fols, 11 and 12. .

85 See also Lhe ‘Oraciones para antes de estudiar’ Cerone prints in the introduction, betweern the
two dedications, These prayers are also introduced by the sign of the cross.

8 Bruyn, ‘Ghisilinus Danckerts, zanger van de pauselijke Cappella’ (1949}, 131.
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Figure 4.6 Ghiselin Danckerts, Cricern sanctam subiit in Pietra Cerone, £l Melopeo
Yandestra, L1389, Regenshurg, Bischdfliche Zentralbibliothek, Th 34

missing. In his &I Melopeo y maestro, Cerone prints the work on a double
page and dates it 1549 (see Figure 4.6).

The cross is accompanied by the following inscription: ‘Hoc signo vincent
si calcen a vertice vertent. Ortus et occasus, septentric meridiesque’ ("They
will win with this sign if they turn the end on its head. East and West, North
and South’), thereby referring to the vision of Constantine in order to
underline the power of the cross.*” As we have seen above, with Optatianus
Porphyrius’ cross poems for the Emperor a tradition of cruciform poetry
started that must have influenced composers as well.

The title of the riddle (Enigma doblado .. ) already reveals that Danck-
erts’s riddle allows a double solution. How is this Lo be interpreted? Fach
arm of the cross contains a pair of voices: Cantus (c1 clef) and Bassus
(f4 clel) on the one hand, Altus (c3 clef) and Tenor {c4 clef) on the other.
The positioning of the clefs, the mensuration sign () and the text underlay

’ tl’he four cardinal divections, menticred m the verbal canon, e calied by the ancicnt time
indications, with ortus standing for sunrise, meridier for mitdday and oecusis for sunset, In
ancient Rome, septentrio was an alternative name for the constellution of the Creal |;l'il.l' and
became a synonym for the northern wind. o
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at-cch point of the cross hint at Tanckerts’s intention: whereas the Cantus

sings ity misic straigltforward, the Bassus Jiterally turns the melody upside

down, which results in rétrogi‘m{e'in'versio'n. As the inscriplion says, the
veices have to turn the music ‘from tip to log”. The same procedure goes {or
Altus and Tenor. The latter voice in fact quotes the plainchant melody of
Crucem sanctam subiif, which was sung on various feasts related to the
commemoration of the cross.™ To the left and right, Cerone adds two voices
(Cantus secundus and Tenor secundus), which do not participate in the
canon and can be added ad libitum (see Example 4.4).

A second version of the riddle results from another ‘turning of the end
on its head’. This time, the Cantus (and the Altus) sing their melody
backwards, whereas the Bassus (and the Tenor} once more turn that music
upside down, which results again in retrograde inversion. Here as well, two
optional veices — printed on the lower part of the page -~ can be added to
enrich the harmony. QOwing to- these various techniques, which pose
serious restrictions on the freedom of the voices (such as the avoidance
of dotted notes and dissonances), the aural result of Danckerts’s work is
rather static, which also seems to be the reason why he proposes to add
further voices.

In his discussion of the riddle, Cerone mentions twice that the words
Crucem sanctam are not so much to be sung as to serve as decoration: ‘no
sirve tanto para cantat, COmo par ornamento’.¥ This is strange, not only
because Danckerts himself calls the piece by this titie in his manuscript
treatise, but also because he has the Altus quote the melody of the antiphon
Crucem sanctam subiit, with which Cerone surely was familiar himself.™
But it seems that he had difficulties with the text underlay of the other
voices — especially in the case of the retrograde reading — which is why
he may have thought the words to be of secondary importance.”!

85 Gee the edition in Ghiselin Danckerts: The Vacal Works, ed. E. Jas, Exempla Musica Zelandica,
5 (Middelburg: Koninklijk Zeeuwsch Genootschap der Wetenschappen, 2001), 6-11.

Cerone, Bl Melopeo y muaestro, 1137. See also 1139, where he writes under the image of the
cross: ‘Nota que las palabras Crucen: sanctam sirven solo de adornamiento.”

The text of the antiphon is as follows: “‘Crucem sanctam subiit gui infernum confregit: accintus
est potentia, surrexit die tertia, alleluia’ (‘He submitted to the Holy Cross who broke Ieil; he
was girded with pewer, he rose on the third day, alleluia’). Transfation quoted from Jas's
edition, xv. For the melody of the antiphon, see Libier Usuais, 1461,

! Text underlay is often problematic with retrograde canons. Even when a writlen-out resofutio of
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the retrograde version of a melody ls given, scribes or printers often fail to underlay the text. See

alsa Zazulia, Verbal Canons’, 2914, This said, it is indeed somewhat difficult to provide a good
coordination: of words and music in Danckerts's riddle taut cowrt - see also the edition by

Eric Jus.
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Example 4.4 {cont.)

Example 4.4 Ghiselin Danckerts, Crucem sanctant subiif
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However, another source that also transmits Danckerts’s cruciform
riddle points in the same direction. It has until now gone unnoticed that
Zacconi also discusses the piece in his Canoni musicali.” In book 3, which
is aboul music accompanied by an image (Zacconi calls them gieraglifici)
or a poem, he analyses the cross piece in chapter 9, without, however,
naming the composer.” But a couple of things are different, which makes
one wonder about the respective sources Cerone and Zacconi used. To
begin with, the text is different: in Zacconi’s version, the four voices sing
the text ‘Per signum crucis de inimicis nostzis’, ie. the same text Maecssens
used for his above-mentioned broadside. However, Zacconi puts these
words at the beginning of each arm of the cross as a kind of marker,
but he is not concerned with a precise text underlay. Neither does he seem
to have recognised the plainchant melody of Crucem sanctam subiit in
the Altus. Aside from that, the verbal canon is slightly different from
Danckerts’s riddle: ‘Hoc signo vinces, si calcem a vertice vertes’. Not only
has the third person plural changed into a second person singular, but
the cardinal directions are also absent, which has consequences for the
interpretation of the riddle. Indeed, what is especially remarkable is that
Zaccomi does not mention the possibility of a second version. He presents
his readers with only one resolutio, and even that one only partially.
The reader has to find out for himself about the double retrograde
inversion canon that underlies the four voices and is not told about
the alternative upside-down reading of the voices; neither does Zacconi
provide a second pair of si placet parts. He seems to have understood
the turning upside down of the page in one sense only.”* For Zacconi, who
is normally not at a loss for words, this paucity of information is striking,
to say the least. Furthermore, even the music itself shows differences com-
pared with Cerone’s version: in nearly all parts, the first four bars have
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%2 The piece is nat discussed in Wuidar, “Les Gereglifici Musicali du Padre Lodovico Zacconi'.
% Zacconi, Canoni musicali, (o}, 110, See the reproduction in Cerfeda, ‘Il ms. Canoni musicali

VAD" P& X
RuE : o ot T
! I } I :H roprii e di diversi autori di Lodovico Zacconi', vol. If, 204 {transcription on p. 90). Chapter 9
- t 3l propry p p p
Ifl . l - - i carries the heading ‘D’un aliro sorte di canoni con croce che sono d'altra pit singolar
(s — - —i—le.' :1 — ] s r—— consideratione’. The ‘ather cross piece’ Zacconi refers to concerns a short anonymaous piece that
E} 11
: T t H is discussed in the preceding chapter. It is a double retrograde canon without text, but with the

following text from Matthew 16:24 written diagonally between the four arms of the cross: "Qui
vult venire post me / abneget semetipsum / et tollat crucem suam / et sequatur me’ ('If any man
will come zfter me, let him deny himself, and take up his cross, and follow me’}, See the
reproduction in Cerfeda, vol. 11, 203 (transeription on p. 89).

M [his is also surprising becavse, as we have seen in Chapter 2, both in his Prattica di ruusica and
the Canani musicali Zacconi discusses the possibifity of multiple solutions {often involving
inversion) that can be found without the composer marking this as such. He even explicitly
mentions the rechnique of ‘revolutione’, a term derived fromi turning the nwsic upside down.
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differesnst note values and harmonies, after which bolh sousces coincide again;
however, smaller rliythmic and melodic variants keep occurring. This is
especially the case with the si placef voices, which have livelier rhythms
vis-d-vis Lhe canonic voices anyway. Apart from a dilferent clef for the
Tenor secundus {cd in Cerone, 3 in Zacconi), there are numerous smaller
difterences. [t is difficult to find a reason for these variants, not only because
we do not have Danckerts’s original, but especially since the compositional
restrictions imposed by retrograde inversion canons are considerable and
do not leave very much room for changes. Cerone and Zacconi must have
copied the music from different sources. A final difference belween both
versions needs to be mentioned. Zacconi writes that the cross was accom-
panied by further pictorial elements. As we read in his commentary:

oltre il porvi parole di pit singolari ed intime signilicationi, vhanno anco fatto due
parti musicali appresso, situate di I'un lato, e l'altro, e ve Channo poste a libito, e
beneplacito di cantanti, con: apprendernele appresso (come ho detto) in foggia di
spaliera, attaccata in asta; che 'una si vegghi attaccata alla lancia, e Paltra alfa canna
con la sponga.

Besides the fact that they have used particular words full of secret meaning, they
also have made twa voices Logether with it, which are situated on one and the other
stde Jof the crass], and they made them ad libitur for the pleasure of the singers,
[potting them [l melodies] in the form of an espalier attached to a staff, of which

—one can be seen attached 1o a lance, the other to the reed with the sponge.

- Zacconi's drawing on fol. 1107, the si placet voices do indeed seem to
serve as an espalier thai flanks the cross. Two objects from the arma Christi
ave attached (o it a lance on the left side and a sponge set on a reed to the
vighl. Zacconi was not good at drawing, but the intention nevertheless is
clear, Cerone does not include these instruments of the Passion in his
version. Lither it might have been toe difficult to realise these iconograph-
fcal details in priat, or the absence of these objects could be yet another
indication tiat both theorists drew their example from different sources.
Another cruciform riddle that js mentioned in El Melopeo y maestro is
from the late sixteenth century. The Enigma con otra differente Cruz {no. 43),
which in Cerone’s treatise is without attribution to a composer, turns out to be
Adam Gumpelzhaimer’s Crix Christi?® This piece survives in several souces,

5 Cerone, LI Melopeo y muestro, 1131 only says the work is by um Compositor moderae’. In hig
short declaracion, he writes that the piece "no ay cosa difficultosa ni secrera’. At the end, he also
mentiens a cruciform piece by Giovanni Maria Nanine, which, however, is lust.

Religious symbols: the cross

in different media and in various forms.”® The best-known version of the
work - and probably also Cerone’s source - is in Gumpelzhaimer’s
Compendium musicae, an introduction to the principles of mrusica practica,
illustrated with numerous examples. The treatise first appeared in 1591 and
was reprinted more than a dozen times until the end of the seventelenth
century. From the second edition {Augsburg, 1595) onwards, the law:?hly
designed page was added shortly after the dedication. The piece also survives
as a large broadside (Munich, Bavarian State Library, 2 Mus.pr. 1564 1‘9;
see Figure 4.7)."’ Scenes from Christ’s Passion - the Mount of Olives in
Gethsemane, the sleeping apostles, Judas and the soldiers, Calvary, the crown
of thorns, nails, etc. - build the background for a cross and four circles,
ali of which contain music. As the explanation at the bottom of the page
makes clear, they yield two compositions: the Crux Christi is for six voices,
the Quatuor evangelistae for eight. How does this work?

Let us start with the Quatuor evangelistae. In the centre of each circle is
the symbol of an evangelist: an angel {(Matthew}, a winged lion (Mark), a
winged bull (Luke) and an eagle (John}.”® The text recalls the last wo.rds
of one of the malefactors who were crucified beside Christ: “Domine,
memento mei cum veneris in regnum tuum’ (‘Lord, remember me when
thou shalt come into thy kingdom’; Luke 23:42). By having the circles
surround the cross in the centre of the page, it is as if the malefactor -
while representing the penitent community ~ is addressing himself to
Christ on the cross, begging for mercy and forgiveness. The same intention
is expressed in the two-line epigram at the bottom of the page, which reads
like the subscriptio of an emblem: ‘Quem prece sollicito, seu Sol, seu Luna
coruscet, / CHRISTE fer auxilium, Cruce qui peccata luisti’ {‘Christ, whom
I beg, whether the sun or the moon is shining, help me, you who at the
cross has taken away the burden of sin’).

9 W, Dekker, ‘Ein Karfreitagsritselkanon aus Adam Gumpelzhaimers Compandin m_us.icae
(1632), Die Musikforschung, 27 (1974), 323-32. See afso Schiltz, ‘La storia di un’iscrizione
canonica’. ‘

" Hewever, net all copies of the 1595 edition contain this page. In Augsburg, Siaats- ur.u']

Stadtbibliothek, Tonk. 831, for example, the Crux Christi appears as a copper engraving by

Dominicus Cuslos; the copy of the Bavarian State Library doss not have this engravi'ng. In the

following editions, we have either a wondeut by Alexander Mair or a coppes engraving by

Waolfgang Kiltan. -

It can be noted that the four circles are arranged as in a choirbool: Cantus and Alu‘xs ontop. l.enor

and Bassus at the bostom. ‘The transcription af the Quattar evangelistar in Adam (]um]ul-lm:nnwr,

Ausgewdhite Werke, ed. O. Mayr, Denkmiler dev Tonkanst in Bayeo, X2 (Ledprig lh‘e‘nkopl &

Hiirtel, 1909}, 5-6 mistakenly intecprits the clef of the twa upper voices 5 CL As 1th edition shows,

this praduces many dissonarces. The clef should be eead as g1, a5 in my lesnscriplion.

9
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Figure 4.7 Adam Gumpelzhaimer, Crux Christi ~ Quatuor evangelistae. Munich,
Rayerische Staatsbibliothek, 2 Mus.pr. 156#19

In order to know how eight voices can be deduced from four circles, one
has to take into account the verbal canon that is added between the circies.
The text is familiar: Gumpelzhaimer takes the same Psalm verse that
Ludwig Senfl had already chosen for his cruciform riddles, ‘Misericordia

Religious symbols: the cross

et Veritas obviaverunt sibi".” Here as well, the meeting of Mercy and Truth
gives way to a retrograde canon.

The music of every circle must thus be read clockwise and anti-
clockwise at the same time, which produces an eight-in-four canon {see
Example 4.5). With the music going in two directions, the linear sense of
time is suspended: Christ’s identity as Alpha and Omega, beginning and
end, is being represented. In other words, a constructivist musical principle
becomes a medium of symbolic expression.

As such, the symbolism suggested by the circle perfectly complements the
moment of Christ’s Passion that is expressed by the cross. The text is a
prayer for Good Friday: ‘Ecce lignum Crucis in quo Salus mundi pependit.
Venite adoremus’ (‘Behold the wood of the cross on which hung the Saviour
of the world. Come let us worship’). The opening imperative ‘ecce’ explicitly
invites the recipient £o look at and contemplate the suffering of Christ via
the interplay of image, text and music. At the same time, the sacred wood
is made alive through sound. Several inscriptions hint at the interpretation of
the music on the two arms of the cross. Gumpelzhaimer attaches the
remaining hemistich from Psalm 85 - ‘lusticia et Pax osculatae sunt’ - to
the music of the cross-bar. At the same time, he emulates Senfl’s example by
adding two more passages from the same Psalm: with the words Veritas
de terra orta est’ {“Truth is sprung out of the earth’) written from bottom to
top and ‘lusticia de Caelo prospexit’ {‘Justice hath looked down from
heaver’) from top to bottom, he visualises the reconciliation of heaven and
earth that takes place throngh Christ’s death on the cross. At the same time,
it is an image of what is happening in musical terms: two voices start on the
opposite side of the staff and produce another retrograde canon.

The two remaining voices of the Crux Christi must be sought at the top
of the page. Two angels flank the titulus of the cross, which carries the
words ‘Tesus Nazarenus Rex ludaeorum’ written twice on the staff. Above it
is an enigmatic inscription — note that the word ‘Canon’ is written as
if coming out of a light and in the place where God is usually depicted. The
instruction ‘Clama ne cesses’ (‘Cry, cease not’) is a quotation from Isaiah
58:1 and instructs that the text should be declaimed without interruption,
with two voices singing on ¢ an octave apart (see Example 4.6). As in the

% Gumpelzhaimer also knew Philippe de Monte's eight-voice Ad te, Domine, levavi animar meani,
which contains a four-voice canon with the same psalm vesse as enigmatic inscription; he
transcribed the music in the so-called Gumpelzhahmer Codex E (Krakdw, Bibliolcka Jagiellonska,
Mus. ms. 40027). Ot this manuscript, see M. Steinhardt, "New Warks by Philippe de Monte ina
Recovered Codex, Revie belge de musicelogie, 42 (1988), 135-47 and R. Charteris, Acdam
Gumnpelzhaimer’s Little-Known Score-Bovks in Berlin and-Krakow, Musicological Studies and
Documents, 48 (Neuhansen: American institute of Musivology, 1996},
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Example 4.5 Adam Gumpelzhaimer, Quatuor evangelisiue
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Example 4.6 Adam Gumpelzhaimer, Crux Christi

Religious symbols: the ceass

case of the psalm verses, with this biblical quotation Gumpelzhaimer
also seems to refer to the music of a famous predecessor: as we have
scen in Chapter 2, ‘Clama ne cesses’ accompanies the third Agnus Dei
of Josquin's Missa L'homme armé super voces musicales. As Bonnie
Blackburn proposes, in Josquin’s mass the use of the verse from lsaiah
has a double function: it ‘relates not only to the cry for mercy to “the
Lamb of God that takest away the sins of the world” but to “On a fait
partout crier” and the trumpet motif of the L’homme armé song: “Cry,
cease not, lift up thy voice like a trumpet, and shew my people their
wicked doings, and the house of Jacob their sins”.'*® In Gumpelzhai-
mer’s Crux Christi, the inscription is used for Christ, the Lamb of God
who by his death on the cross took away the sins of the world. The verbal
canon can also be said to invoke the verdict of the Jews, chief priests
and officess who — as we read in John 19 — cry out before Pilate to crucify
Jesus, the ‘King of the Jews'.

The Crux Christi - Quatuor evangelistae must have had a special
significance for Adam Gumpelzhaimer. Apart from its presence in the
Compendium musicae and as a large broadside, it also survives in various
alba amicorum. One of those is especially noteworthy. The Stammbuch
of Paul Jenisch (Wiirttembergische Landesbibliothek Stuttgart, Cod.
hist. gt. 299) contains two versions of the Crux Christi.'®" The entry
on fol. 106" contains a striking textual difference. Instead of ending Ecce
lignum crucis with the imperative “Venite adoremus’, we now read ‘lesus
Christus noster. Interestingly, these words were used in a Protestant
context, which was both Gumpelzhaimer’s and Jenisch’s religion. As we
have seen above, in Luther's theologia crucis, the cross was not so much
an object of devotion that should be venerated {Venite adoremus’);
rather, Luther interprets Christ’s Passion in tropological terms as the
suffering of the faithful. Via the cross, Christians identify themselves
with “Tesus Christus noster’. It is certainly telling that in all printed
sources of the Crux Christi, Gumpelzhaimer opts for the traditional
Catholic variant of the Ecce lignum crucis text, whereas in a ‘private’
entry for an album amicorum he confesses unequivocally to his Protest-
ant belief.

190 plackburn, “Masses Based on Popular Songs and Solmization Syllables’, 39,

01 ) (he album amicorum of Paul Jenisch, see C. Gottwald, ‘Humanisten-Stammbiicher als
musikalische Quellen’ in W. Stauder, U. Aarburg andl P, Cahn (eds.), Helnuith Ostlroff zu
scinem siebzigsten Geburtstag {Tutzing: Schneider, 1969), 89-103.

325



Kidedles visualised

Music and nature: the lunar cycle

1 with borrowed silver shine,

What you sce is none of mine.

First T show you but a quarter,

Like the bow that guards the Tartar;
Then the half, and then the whole,
Ever dancing round the pole;

And true it is, T chiefly owe

My beauty to the shades below.

Jonathan Swift, On the Moon

The moon has always held a strong fascination for scientists, philosophers
authors and mankind in general. Long before the first landing on th(;
moon, the Greek salirist Locian wrote of a trip to the meon. In 2 most
:n_\msing tone, Lucian describes the inhabitants — whom he calls “Selenites’
aller the Gireek goddess Selene - what they look like, what they eat an\d
drink, what happens when they grow old, etc. In his De Vita Caesarum
Suctonius describes the Tunatic’ Roman emperor Caligula as a 1'athe;
remarkable person, who talked to the full moon and even wanted to
embrace her, T Ariosto’s Orlando furioso, the knight Astoifo flies to the
moon in Elilah’s Maming chariot, where he hopes to find a cure for
Orlando’s madness. On the moon, everything lost on earth is to be found
including Orlando’s wits. Astolfo brings them back in a bottle and makesj
Orlando sniff them, thus restoring him Lo sanity. |
The fascinalion with the moon found a particular expression in Renais-
sance musical riddles.'® More precisely, musicians were struck by the
resemblance of the various phases of the moon to the mensuration
signs. The similarities between both are indeed striking: from the waxing
crescent moon over the first quarter () to the full moon (OQ) and then
back to the third quarter and the waning crescent moon (C}, all forms have
a paraliel in the stock of mensuration signs. By playing with this ana-
logy, composers were able to intimately connect the universal order of the
macrocosm with the notational subtleties of the Renaissance musical
microcosm. The laws of the heavens are reflected in the lundamentals
of nwsical organisation. Aparl from their visual analogy, the mensuration
signs and the lunar cycle are indeed linked on a more abstract level.

02 e ). . -
Sec also my ‘A Space Odyssey: The Mensuration Signs and the Lunar Cyele® in 5
Rnnn-nevcau.\', P. Vendrix and V. Zara {eds.), Proportions: Scicnee - Musigoe - Priviture o
Architectre (Turnhout: Brepals, 2011), 217-29,

Music and nature: the lunar cycle

Roth are ways of measuring time: musical time (‘musica mensurabilis’)
with its changing subdivisions on the one hand, cosmic time on the
ather.” Not surptisingly, the etymology of the word moon refers to its
relation to the computation of time: the Germanic term Mond, which
is related to the Latin mensis, is ultimately derived from the Proto-Indo-
Furopean root me-, also represented in measure. Words derived from
it - like Monday and month - indicate the moon’s importance for meas-
uring time: a week corresponds to the seven-day phases of the moon, one
month is the time it takes for the moon to circle the earth. In fact, the
majority of all calendar systems are based on the movement of the moon,
whence they are called Tunar calendars.

Several music treatises of the fourteenth and fifteenth centuries, such
as the Qualuor principalia musicae and the seventh book of Jacques de
Lidge’s Speculum musicae, draw a parallel between the tempus divisions in
music and the division of time in general.104 The expanded version of
Prosdocimus’s Tractatus cantus mensurabilis {Lucca, Biblioteca Statale,
MS 359) even compares the circle of tempus perfectum to the zodiac sign,
which stands for one solar year and is divided into twelve parts or months.
In the music of the Renaissance, this abstract analogy is developed in more
tangible ternis, as the similarities between both are extended to the visual
level. A handful of riddles offer a fascinating testimony of the way this field
is explored in inscriptions, jmages and their musical realisation. Most
of these pieces appear in theoretical treatises, a fact that clearly poinls to
their speculative character and intention.  shall discuss the riddles in order
of increasing complexity.

Early traces of the tradition can be found in the five-voice motet Saule
quid me persequeris — Sancfe Paule apostole by Jean Le Brung, of which the
text is about the conversion of St Paul (Acts 9).'%% The Tenor primus takes

103 gae also E. Schroeder, “Mensura” according to Tinctoris in the Context of Musical Writings of
the Fifieenth and Early Sixteenth Centuries’, PhD thesis, Stanford University {1985).
104 4 1. Busse Berger, Mensuration and Praportion Signs: Origins and Evelution (Oxford:
Clarendon Press, 1993), 46.
A facsimile edition of the piece in Vatican CS 46 (fol. 85°-887) appeared in the serics
Renaissance Music in Facsimile, 21 (Mew York and London: Garland, 1986). According to
Jeffrey Dean, the motet was copied by Claudius Bouchet and belongs Lo the mapuscript’s latest
tayer of music {p. vi). This motet also survives in Fior de motetti ¢ Canzoni novi cowiposti da
diversi eccellentissimi musici (Rome: Giunta, 1526; RISM 1526°} snd Liber octavus XX
musicales mptetas quatuor, quingue vel sex vocuim modulos habet (Pacis: Attaingnant, [534;
RISM 1534'7), as well asin several manuscripts (Padua A 17}, In Casale Monferrato, Archivio
Capitolare, MS D(F), the work is attributed to Pierre Moulu, Modern edition by A. Tillnan
Merritt, Treize livres de motets parts chez Pierre Attaingnant en 1534 ¢t 15335 (Monace
1'Otseau Lyre, 1962}, vol. VILL, 53-61.
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Music and natuge: the funar cyole

and on frescoes and altarpieces. It refers Lo the description of the Apoca-

lyptic Woman in the book of Revelation, who was later identified as the

Virgin Mary: ‘And a great sign appeared in heaven: A woman clothed

with the sun, and the moon under her feet, and on her head a crown of
twelve stars.'® Zacconi’s readers must have known what the image was

supposed to look like. He goes on, explaining that every element of the

drawing has a musical meaning: the Virgin Mary, the ‘most sublime
creature’, stands for the G-clef (i.e. the highest clef}.'%® The ‘sweet’ child
Jesus provides the key to establish the system (b molle}: Cantus and Tenor
thus sing the resulting melody in the hexachordum molle {starting on f’
and frespectively), whereas Altus and Bassus imitate it a fourth below, in
the hexachordum naturale. Finally, the shape of the moon indicates the
mensuration sign of Pesciolini’s composition, ie. tempus imperfectum:
‘Con quella luna semicircolare, forsi dico che haverd voluto mostrare il
tempo del semicircolo semplice.*® Here as well, it is the visual analogy
between the half moon and the sign of C that is played with as part of
the riddle’s resolutio.

Zacconi writes that the text of the work contains several additional
indications for the singers. The soggetto cavate is not only the key to the
melody; he also explains that the words ‘pandis abscondita’ refer to
the canonic technique. Like the Virgin Mary, who uncovers things hidden,
the work gradually develops into a polyphonic construction and discloses
the musical potential of a single line. The final phrase, ‘regina domira,
cunctorum porta in celesti sede’, refers back to the image of the Madonna
with the moon under her feet, as this is the clue to the interpretation of
the canon - the image “apre la via & cantori come detto canone si habbia
a cantare’,

Judging from the written-out resolutio, Zacconi seems to have missed
an important point of Pesciolini’s canon. In his solution, the canon can be

'0¢ Revelation 12:1. Translation quoted from the Douay-Rheims 1899 American Edition. See also
B. J. Blackburn, “The Virgin in the Sun: Music and Image for a Prayer Attributed to Sixtus IV',
Journal of the Royal Musical Assaciation, 24 (1999), 157-95 at 185-9.

197 “Col disegno della Madonna, havera forsi voluto mostrat la chiave di G sol re ut acuto, e questo

perché: si come fra tutte le chiavi musicali non v'& la pits sublime che ls sudetta, cosi ance fra

tutte le creature humarie, nion v'& altra, ne la pidt sublime che la B. Vergine' {fol. 126%).

1t should be added here that Zaceoni had a great interest jo astrolagy, resulting in, among

athers, £ 'astrologiche richezze di naiura and Pronestici perpetud. See also L. Wuidar, "Les

ceuvres astrologiques de Padre Lodovico Zaceonl (1555-1627) face & ha censure ecclésiastique’,

Brilfetine de Plnstitut Historique Belge de Rome, 75 (2005), 5-26 and Wuidar, Musigue of

astrologic aprés le Convile de Trente, Etudes d'histoire de Part, 10 (Brussels and Rome: elgisch

Historisch Institust te Rome, 2008), esp. 126-46. .
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repeated ad infinitum: after three semibreve rests, the voices start again -
he only shows the first notes of the Cantus’s second statement.'!! But this
would produce intolerable dissonances with the other voices. Pesciolini’s
intention, however, was a different one, and again the text may be said to
contain a clue to the correct interpretation. By depicting the Virgin Mary
as the “porta paradisi’, the ‘gate to all people’s celestial dwelling’, he seems
Lo suggest a gradual ascension towards this goal. And this is indeed the key
to Pesciolini’s canon: it is a canon per fonos, of which the starting pitch
ascends a second upon each repetition. Thus, the second statement of the
Canlus starts on g, the third one on &', etc., with the other voices changing
accordingly (see Example 4.7). In all repetitions, the solmisation remains
the same."" The deceptively simple tune thus hides ~ this being yet
another interpretative layer of ‘abscondita’ ~ a far more intricate canonic
construction, a musical visualisation of the ‘scala paradist’, so to speak.''?
The third book of Hermann Finck’s Practica musica includes an enig-
malic instruction that also alludes to the similarity of cosmic elements and
the mensuralion signs. ‘Da mihi dimidiam lunam, solem, & canis iram’
(‘Give me the half moon, the sun and the dog's anger’) is what we could
call an audio-visaal riddle (see Figure 4.8). Finck explains that this verse
can be used when a composer decides not to show the mensuration signs,
but to hint at them in a cryptic way instead: “The moon stands for this sign
C, the sun for O and the r for the dog’s anger, which used to be written as
2 (sig. Cc2n) M
It turns out that Finck resurrects a well-known titerary riddle, whose
origins seem to go back to the Middle Ages.'"” Martin Luther used it in one
of his famous Tischreden''® and the phrase also turns up in two famous

"' See also his explanation about the rests at the end of the canon on fol, 125" ‘non denotano

altra che tre pause da doversi aspettare prima che si rincomminc da capo’. This solution is nat
discussed in Wuidar, Canons énigmes et hidroglyphes musicaux either.
* This would add another work to the bulk of pieces discussed in E. E. Lowinsky, ‘Music in
Titian's Bacchanal of the Andrians: Origin and Histery of the Canan per tonos’, in Lowinsky,
Music in the Culture of the Renaissance and Other Essays, ed. B. ]. Blackburn, 2 vols.
(University of Chicago Press, 1989), vol. I, 289-312.
Due to the ever-changing starting pitch, the solmisation also changes and the soggette cavato is
not applicable to all statements of the melody.
What looks like a 2 is a round r {J). The letter r clearly refers to the noisea dog produces when
it is angry (Eagl: ‘snarling’s German: ‘knurren’).
* See Galloway, ‘The Rhetoric of Riddling in Late Medieval England’, 87ff, who discusses its
appearance in English riddle books.
Here the phrase is ‘Redde Deo mediam tunam, solem, canis irany, wisich is explained as
follows: ‘Das hertz will Gott, kein heuchlerey, darumb sich, dass dirs cin ernst sey.
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Example 4.7 Biagio Pesciolini, Tu celi pandis abscondita

German riddle collections.’?” It is in fact a word game: a combination of
the letters C (i.e. the half moon), O (the sun) and R (the sound of an ang_r}‘r
dog) results in the Latin word ‘cor’ (heart). The sentence ‘Da mihi

r -
U7 tohannes Larichius's Aenigmatum libri tres {Frankfurt, 1545), fol. 77° and johannes
Lauterbach's collection of Aenigmata (Frankfurt, 1601)},.156.
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Example 4.7 (cont)

dimidiam lunam, solem, & canis iram’ should thus be understood as ‘Give
me~your heart’, which is why it was a favourite epigram for an album
amicorum. Another possibility to encode the same word is the foliowin
sentence‘, also quoted by Hermann Finck: ‘Dimidium spherae, spheramg
cum principe romae / Postulat a nobis totius conditor orbis’ {‘The;
founder of the whole world asks from us the haif of the orb, the orb
and the ruler of Rome’). The riddle is a literary pun, but Find,( gives it
a musical twist by reading the letters as mensuration signs: ‘You thus
have C for tempus imperfectum, O for tempus perfectum and O2 for
f‘n{)dlils minor perfectus.” He did not include 2 musical example for this
1ns_cr‘1ption; he probably invented it himself without drnwing.ou m
existing composition.

In the three riddles discussed so far, the moon plays a partial role in a
largf—:r compaositional concept: it is embedded in a religious context i-lCC,(}InL-
panied by further enigmatic literary and visual clues, and C(;mbined

“diguidiam lunath, folem;

Figure 4.8 Hermann Finck, Practica musica, sig. Cc2”. Regensburg, Bischéfliche

Zentralbibliothek, Th 120

with other cosmic elements. The next two riddles are different in this
respect: here, the moon is at the very centre of the riddle’s concept. Above
all, both works have abstract intentions, seeking pleasure in exploring the
theoretical possibilities of the similarities between the lunar cycle and the
mensuration signs. The first piece appears in the treatise by the Scoltish
Aponymous {London Add. 4911)."*% As we have seen in Chapter 3, the
& dates from around 1580 and was probably intended for didactic

boo
s. Book 1, chapter 15 contains a series of riddle canons, each of

purpose
which focuses on a specific technical aspect. It is the fourteenth canon

{fol. 34%) that is relevant here. The short mornophonic piece consists of
five notes C-D~E-D~C accompanied by the instruction ‘Sit velkuti funa
crescit decrescit et oda’ (‘Just as the moon waxes and wanes, so let the
hymn do also’) (see Figure 4.9). The prefixed mensuration signs . C
and Q) indicate the augmentation (‘waxing’) and diminution (‘waning’)
of the motto: ‘Off this present tenor the perfyt signe dois triplicat,
the imperfect dois duplicat, of diminucion dois menorat. All poftis 10
the canon subdewit Be this precept.’

As with all his riddles, the Scottish Anonymous provides a resolutio. The
small melodic unit, which is in itself conceived as palindrome, appears
five times. The melody is transposed upwards and downwards, starting on
¢, g ¢ and again g and ¢ respectively; the pitches are indicated by the
position of the mensuration signs on the system. The value of the notes
changes according to the mensuration signs under which they are sung.
The course of the lunar cycle is thus imitated in three ways: the shape of
the melody, the starting pitch of each statement, and the rhythmic pace of

U gar g study of this treatise, see Maynard, *An Anonymous Scottish Treatise on Music”.
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Figure 4.9 Scottish Anonymous (Londen Add, 4911), Fourteenth Canon, fol. 34"

the five statements all follow a pattern of rising/growing towards a climax
(full moon) and descending/decreasing again.“9

The last example to be mentioned here is in many ways similar to the
riddle of the Scottish Anonymous, but takes it a step further. Cerone’s
Enigma de la escala (no. 41) is for four voices, but only the Fenor voice is
conceived as a riddle; the other three voices are written out.'®® The Tenor’s
enigma takes the form of an image that is accompanied by a series of verbal
instructions {see Figure 4.10). On top of a ladder with six steps is a
banderole *Aretini scala dominatur’, which evidently refers to the Guido-
nian scale and the six solmisation syllables ut re mi fa sol (0.'*' The verbs
‘Ascendunt” and ‘Descendunt’ on the left and the right side of the fadder
indicate that the solmisation syllables should first be sung upwards, then
downwards, Under the Jadder is a breve rest followed by a breve, on top
of the ladder another breve rest is written. As Cerone explains in his
declaracion, the length of the breve and the breve rest does not remain
coustant throughout the piece, but is subject to change {‘cuyos valores
seran differentes y variados’). Here, we are referred to the pictare of the

1 On fel 27¥ is another riddie that refers to celestial bodies. With the inscriplion ‘Saturnus

tardior est Mercurio’ ('Saturn is slower than Mercury'), he alludes to the different velocities of

both planets, which depends on their distance from the sun. As Mercury is closer 1o the sun, it

has to move faster. Thus, in the musical riddle, while the slower Saturnus sings the miclody

under 2, Mercury sings it twice as fast under C

Cerone, El Melopeo y maestro, 1125-8.

"2 For recent research on the Guidonian scale, see M. Giand, “Scala miusicn™: Vicende di yua
metatora’ in F. Nicoladi and P. Trovato (eds.}, Le parole defln susica [T Studi i lessicologia
musicale (Florence: Glschld, 2000), 31-48.
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Figure 4.10 Pietro Cerone, Enigma de la escala in E! Melopeo y maestro, 1125.
Regensburg, Bischifliche Zentralbibliothek, Th 34

moon, which is accompanied by five mensuration signs (€. C O,.Ollz and
9 respectively) and the indication ‘ut luna’. The idea, of course, is that tlhzz
succession of the signs corresponds to the phases of the lunar cy'cle.
Finally, the number of mensuration signs suggests that the serles.o}tl“
solmisation syllables has to be sung five times. In order to know whic
hexachord the solmisation syllables have to be sung in, Cerone has added
the banderole ‘Canunt per omnes C-F-G', referring to the hex.achordum
naturale (starting on C), molle (starting on F) and durum (startmg‘ on Gl
For the written-out solution of his riddle, Cerone has used the comilzr;
Tiempo’ of tempus imperfectum or C (see Figure 4.11 and Example 4.8). _
In the first and last statement, the solmisation syllables are sung
semibreves in the hexachordum naturale (starting on C). In the szcond
and fourth statement, the solmisation syllables are sung in breves in the

122 Cepone actually put the phases of the fusar cycle in the wrong, order. If the moon is n;lovu.ai
owards full moon, the lelt side is davk. The lirst quarter moon thus takes the form of .rLI\rerﬁ_.t;
¢ (and wot G, a5 Cerone suggests). 1 the mooa is maving towards the 11‘ew nion, the right side
Is dark. The thied usrter maon thus looks Lke C {and not reversed C).

Bl g f dene by the Seottish Aponymous.
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PFigure 4.11 Resolutia of the Tenor from Cerone's Euigia de ba escala, 1126,
Regensburg, Bischifliche Zentralbibliothek, Th 34

hexachordum molle (with bb) starting on F. For the central statement, the
solmisation starts on G of the hexachordum durum. In the tempus perfec-
tum the breve now has the length of three semibreves.

In accordance with the prescription ‘ut luna’, every parameter of the
construction is a musical reflection of the lunar cycle. The meledic line of
the suggetto, the succession of hexachords and note values, the form of the
mensuration signs: all are organised around a central axis, and like the
lunar phases culminate in the full moon.’** One can even add another
element to this list of analogies. If we count the number of breves and rests
for each statement, it turas out that they are all multiples of seven.
Likewise, every major phase of the funar cycle takes seven days (or one
week): seven days [rom new moon to first quarter moon, another seven
days from first quacter moon 10 full moon and sa on. After approximately
28-9 days (i.c. one month), the whole cycle starts again.'®

Do these musical riddles in any way relate to the scientific developments
of their (ime? After all, some Renaissance music theorists had a profound
knowledge of astrology and some even wrote elaborale texts about the
tapic. Like music, astronomy was part of the curriculum of the artes
liberales; and theorists such as Nicolaus Burtius, Bartolomeus Ramis de

12 Whuidar, Musigue of astrologie, 46 n. 107 mentions a manuscript with music by Antonio
Caldlara, If quinto libro di canoni alf Unisano & 3 voci. Comp. i femipa che battea fa bna
(1730). This manuscript, together with Caldara’s Divertimenti musicali, per campagi
Contp. in tempo, che battea la Jung (1728) is now kept in the Sichsische Landesbil-tiothek -
Staats- und Universititshibliothek Dresden (shelimark Mus. 2170-21-1 and Mus, 2170-11.2
respectively). I have not yet been able ta examine these wanuscripls,

In his Passacaglia BuxWV161, Dietrich Buxtehude scems to fave played with this temparad
aspect of the lunar cycle. For an analysis of this wark and its musical translation of the
nurnerus perfectus 28 and its constituents, see especiaily 1. Ree, ‘Getal en symiboliek in
Passacaglia en Ciacona’, Het Orgel, 82 (1986}, 20514 at 2089 and ¢, Webber, ‘Modes and
Tones in Buxtehude’s Organ Works’, EM, 35 (2007), 365..69.
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Example 4.8 Pietro Cerone, Enigma de la escala
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Pareia, Girolamo Cardano, Pontus de Tyard and Zacconi were skilled in
astrology and published on it.!2¢ Cerone’s enigma was published at a time
when the traditional view of the moon was undergoing drastic changes.*’
Traditionally, the heavens, starting at the moon, were the realm of perfec-
tiom; the sublunary region was the realm of change and corruption.
Aristotle suggested that the moon perhaps partook of some contamination
from the realm of corruption. Medieval followers of Aristotle, trying
to make sense of the unar spots, entertained various possibilities. The
explanation that finally became standard was that there were variations of
‘density’ in the moon that caused this otherwise perfecily sphericat body to
appear the way it does. The ideal of the perfection of the moon, and
therefore the heavens, was thus preserved.

The telescope, however, delivered the coup de grice to attempts to explain
away the moon’s spots and to the perfection of the heavens in general.
It was one of the central instruments of the Scientific Revolution of the
seventeenth century. Already in sixteenth-century literature one can find
several references to devices that would allow one to see things from a great
distance, but it was Galileo Galilei who made the instrument famous. His
telescope revealed hitherto unsuspected phenomena in the heavens, which
were to have a profound influence on the controversy between the followers
of the traditional geocentric astronomy and those who favoured the helio-
centric system of Copernicus.”® Galilei constructed his first telescope in
June or July 1609, and in March 1610 he published his Sidereus Nuncius,
with a dedication to Cosimo II de’ Medici. Coincidentally, Biagio Pesciolini’s
moon riddle was composed for the baptism of the Grand Duke twenty years
earlier. It is tempting to speculate whether a theorist like Pietro Cerone
knew about Galilei's discoveries, which became famous soon after their
publication. After all, Cerone was keen to stress his wide-ranging knowledge
of and his acquaintance with all possible disciplines, as becomes clear in the
course of his Bl Melopeo y maestro. Like the other examples I have discussed,
Cerone’s riddle reflects the widespread desire of the sciences and the arts
to get close to and understand the nature of the moon.

13 O the connection of music and astrology (mainly from the second half of the sixtecnth
century and beyond), see Wuidar, Musigue et astrologie.

177 The following paragraphs are mainly based on information from ‘The Galileo Project’ (Albert
van der Helden and Elizabeth Burr}: http:.’fgali.lcu.rice.edulsci.’obscwatienshnoon.html.

2% With his telescope, Galileo saw that the lunar surface has mountaing and valleys, much like the
surface of the Earth, The moon was thus not spherical and hardly perfect. See R. Azjew,
‘Galileo’s Lunar Observations in the Context of Medieval Lunar Theary’, Studies i fistory
and Philosaphy of Science, 15 (1984), 213-26.
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Rebus, cryptography and chironogram

A field where music, text and image enter into a special connection is the
rebus, where pictures are used in place of letters or words. As a genre, the
rebus is related to the riddle, as it too poses a special chalfenge to
the recipient and presents itsel{ as a question that needs to be solved.
It is an encoded message that must be deciphered. A rebus is intended to
be puzzling and decelerates the reading pace. Apart from that, like a riddte
a rebus is a form of constrained writing that uses strict rules, but due
te its openness and ambiguity leaves consjderable room for fantasy and
imagination. The recipient has to make sense of the - seemingly
incoherent — building blocks and bring them together in order to discover
the rebus’s meaning.'” Above all, by presenting a message in an indirect
way, the solution of a rebus often vields unexpected and humoristic
aspects, thus introducing an element of play and entertainment that is
also to be found in many riddles.

The rebus was immensely popwlar in the Renaissance, and had
become an increasingly attractive playground ever since the period of the
rhiétoriguenrs: in their worls, they had explored the creative potential of
homophones - words that are pronounced the same but differ in meaning -
which is central o the working of a rebus."® Its combination of playful
and cryplic elements charmed famous people such as the polymath
leonardo da Vinel and the calligrapher Giovanni Battista Palatine.'”?
Throughoul Europe, we find examples in Latin, French, Dutch, Spanish,
Halian, linglish and German. Rebuses also found their way into theoretical
writings.""* In the third chapter of his Bigarrures du Seigneur des Accords

A major study of the phenomenon in general and during the Renaissance in particular is Céard
and Margolin, Rébus de la Renaissance. They stress the fact thal “ces “écrils en image” ne sont
pas des images “ilfustrant” un texte, mais des images qui sont & lire comme un Lexte, qui sont
i substitut du texte, avee sa dynamique et son mode de communication propres’ (p. 53). For
a discussion in the conlext of riddle images, see also E.-M. Schenck, Das Bilderrétsel
(Hildesheim: Olms, 1973).

On this aspect, see also Céard and Margolin, Rébus de la Renaissance, 171F. They show that the
play with homopheny was not limited to poetry, but also extended to personal mottoes, coats

130

af arms, standards, coins, tombstlones, etc,

See e.g. A Marinoni, I rebus di Leonarde da Vinci, raccolti e interpretati. Con un saggiv su
“Uria virtd spirituale” (Florence: Olschki, 1954). Palatino included a chapter on 'Cifre quadrata
et sonetio figurato’ in his Libro . .. nel qual Sinseging & scrivere ogai sorie Ietlera, antica, ¢l

moderna (Rome, 1545), in which a complete sonnet is depicted in the lorm of a rebus.
13

i

Sec, for example, Giordaro Bruno's De fmaginum, signorton of idedrton compositions
(Frankfurt am Main, 1591); English translation (O the Composition of thiages, Sigs @ Tdvas)
by Charles Doria, ed. I>. Higgins (New York: Willis, Locker & Owens, 1991),

Rebus, c;ryfﬁtf.ngmplw'imc:l r;'thtjmlc)gr;uﬁ :

{Paris, 1582), for example, Estienne Tabourot des Accords discusses vari-
ous ways of making a rebus ‘pat lettres, chiflies, notes’, Tabourat's treatise,
which was reprinted many times and gained wide popularity, is concer-
ned with all kinds of word games, such as acrostics, retrograde verses,
anagrams, palindromes, echoes, etc., thus offering its reader a {ascivating
overview of verbal creativity in the Renaissance.'””

As is clear from Tabourot’s treatise, music was also instrumentalised for
this kind of word puzzle. Basic musical constituents such as solmisation
syllables and note values were used as pictures that represented words,
parts of words or sometimes even small sentences. Among the manuscript
sketches of Leonardo da Vinci, written in a Milanese context around the
turn of the century, a whole range of rebuses include musical elernents as
well. Some of them consist almost exclusively of solmisation syllables,
leading to phrases such as ‘L’amore mi fa sollazzare’ or “Amore 12 sol mi
remirare, sol 13 mi fa sollecita’!*® In his collection FPIQOAOIIA sive
Sylvula logogriphorum (Frankfurt am Main, 1602), Nicolas Reusner
also includes a series of musical ‘griphoi’, in which both selmisation
syliables and note values are treated in a rebus-like manner.'** Or consider
the rebus in Paris, Bibliothéque nationale de France, f. fr. 5658, which
dates from the late fifteenth or early sixteenth century (see Pigure 4.12).1%¢
Notes occur three times and together with the other pictures help to
form the moralistic phrase “La paix solennelle nous maintient en soulas’
(‘the solemn peace keeps us relieved’). Or, as Céard and Margolin explain
in their two-volume book on rebuses in the Renaissance: ‘La - paix — sol en
aile {sol in a wing] ~ nceuds main tient en sol [a hand carries a kniot in
sol] - Als).1¥

Composers too - or in some cases their scribes ~ such as Guillaume Du
Fay, Armold de Lantins, Pierre de la Rue, Alexander Agricola and
Matthaeus Pipelare incorporated rebus-like elements in their signature by

3 Eor 4 good averview, see H. H. Glidden, ‘Babil/Babel: Eanguage Games in the Bigarrures of

Estienne Tabourot, Studies jn Philology, 79 (1982), 242-55.

'* F.g. Marinowi, i rebus di Leonardo da Vinci, 195 (no. 88} and 233. Most of Leonardo's rebuses
survive on seven folios currently in the library of Windsor Castle.

135 pansner’s collection was added to Johannes Lauterbach’s Aenigmata (Frankfurt am Main,
1601). The musical griphol appear on pp. 157-8. On the etymology and meaning of ‘griphos’,
see Ch. 1.

136 Soe (he reproduction in Céard and Margolin, Rébus de la Renaissance, vol. 11, 78 and 269-70
(explanation of the rebus).

7 The three solmisation syltables - once la and twice sol - are here to be read in the
hexachardum durum,

343
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Figure .12 Rebus in Pans, Biblioths i
12 Rebus in Paris, Bibliothéque nationale de France, fonds francais 5658

substituting parts of it with solmisation syltables."*® Pipelare’s su

sometinies even fully depicted as a rebus, by having the s:lll?l?le "'Mas
syllables fa and re preceded by the image of a pipe.'* And th nsau'on
I"j(?ll‘l.lﬁ Alarnire, whose scriptorium produced the manu;;cri ts i }:3' S}fnbe
finds the rebus-like attributions to La Rue and Pipelare zomr;t‘i,:néz u(::cei
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5% and 1600). More generally speaking, rebuses were popular in heraldry in the

radition of so-calle H1E 30Ms, wier € DEa 5 Y a visual p
<canting arms, e th € 3 1511,

rers n. 5 t}
dit led t h. the b ame Is expressed O visual pun

k)

See the illustration (from London, British Library, Cotton MS Galba B iV, fol. 203" in H
: , fal. 203%) in H.

Kellman {ed.), The Treasur j
D, T y of Petrus Alamire: Music and Art in Flemisf: C i
1500-1535 {Ghent and Amsterdan: Iudion, 1999}, 21. e i Court aniscrpts

Rebus, cryptography and chrorogram

(;\(:\ s K

Figure 4.13 Signature of Petrus Alanire. London, British Library, Cotton MS Galba
IV, fol. 203

a rebus himself {with the solmisation syllables la, mi and re on a three-
line stave) as a signature - indeed, the very choice of Petrus Imholf’s
pseudonym makes us almost expect this visual wordplay (see Figure 4.1 3.1

An extremely complex musical piece that makes use of rebus-like
clements is Ockeghem’s Ut heremita solus. This enigmatic motet, whose
solution has been discussed at length by Andrea Lindmayr-Brandl,
combines several cryptic principies.141 One of these is hidden in the first
stave of Petrucci’s edition of the Motetti C (Venice, 1504). As can easily
be seen, the line is almaost completely composed of words that can be
expressed by solmisation syllables - where this is not possible, normal
letters are used (see Figure 2.20 above). The resulting text reads as
follows: ‘O vere sol, labes fa[l]laces solut ut remititlere soles, ergo lapso-
que reo miserere (‘O veritable sun, the deceitful stains have been
cleansed, as thou art wont o forgive; therefore have mercy on one who
has fallen and is guilty).'**

In a sense, the origin of Josquin’s Missa La sol fa re mi - at least if we are
to believe the anecdote from the last chapter of Glarean’s Dodekachordon -
can also be said to go back to a rebus-like idea. This is what Glarean tells
us: ‘Again, when Josquin sought a favor from some important personage
and when that man, a procrastinatof, said over and over in the mutilated
French language, Laise faire moy, that is “leave it to me”, then without
delay Josquin composed, to these same words, a complete and elegant

MO mop Agricola, see for exa mple the chansennier of Hieronymus Lauweryn van Watervliet
(London Add. 35087), fols. 37" (Cest mal sarchic} and 39° (Da pacem Domine)-

1 Jindmayr-Brandl, ‘Ein Ritsellenor Ockeghems’.

142 Transtation (by Leofranc Molford-Strevens) guoted from J. van Benthem, ‘Text, Tone, and
Symbal: Regarding Busnoys's Conception of In hydraulis and Its Presumed Relationship 0
Ockeghem's Ut herenila sodus in P, Wiggins (ed.), Antoine Busroys: Method, Meaning, and
Context it Late Medipval Music (Crefond: Clarendon Press, 1999), 215-53 at 234. Edition in
Johannes Ockeghent: Collected Works, Third Velume: Motets and Chansons, ed, R. Wexler with
I3, Plamenie (New York: Galaxy Music Curporation, 1992), [8-24.

i
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freies tasusjere . = he verisimifitode of the ancedole is underlined by
a detail that accompanies tosquin’s mass i the mannsaript Vatican S 41,
which was prepared shortly afier (he composer lefl Rogne, The

initial shows
@ man with a turban holding a banderole with the text 1

thus offering the clue to the inferpretation of the
of the rebus."* When hearing the dismissive phrase, fosquin must have
been struck by the fact that it could be quite easily translated - by virtie
of its phonetic similarity or by the same words’, as 3
solmisation syllables. He treats the five: note soggetto as a “code’ with an
extra-musical meaning and has it dominate the textyre

£sse faire aomi',

seggetiog i, the solution

arean wrikes - inlo

of the whole mass.
Like a rebus, the solmisation syltables are used as a “picture’ (in the broad
sense of the ward), whose combination produces a verbal text. Strictly
speaking, the only difference from a rebus as we usually know it is the fact

that in this case only one type of picture is used, whercas a rebus s
normally composed of a plethora of pictures, ™"

Apart from their use in a playful yet intellectual context, elements
of music were sometimes even used as real ciphers. Although the use of
codes as such is an age-old phenomenon, cryptography flourished in the
Renaissance. Machiavelli underlined the importance of codes for the
transmission of arcanag fmperii, and Leon Battista Alberti and Johannes

Y2 Helnrich Glarean, Dodekachordon (Basel, 1547), bk. 3, ch. 26: ‘Idem Todocus, cum ab nescio
quo Magnate beneficium ambiret, ac ille procrastinator identidem dicevet mutila ilia
Francorum lingua, Laise faire nioy, hoc est, sine me facere,
totam composuit Missam oppido elegantem La sol fa re mi,
Dodecachordon, trans. Miller, vel. 11, 272.

" For an evaluation of the mass, its possible relation with the
and a list of vocal and instrumental works afier fos
‘Some Remarks on the “Missa La sol fa re mi™
fosquin des Prez:

haud cunctanter ad eadem verba
" English transtation quoted from

popular barzelletia Lassa far a mi
<quin based on the same soggerro, sec J, Haar,
in E. E. Lowinsky and B. J, Blackburn {eds.),
Praceedings of the International fosquin Festival-Conference held at the
Juiliard School at Lincoln Center in New Vork City, 20-25 june 1971 (London, New York and
Toronta: Oxfurd University Press, 1976), 564-88,

M As Bonnie B

lackburn remarks (private communication, 28 January 2011), Serafine’s sonnet La
Vit ot Fesolvi ~ which is full of selmisation syliables ~ could be considered as a reverse

rebus, a5 iU turms out that the syllables can be deciphered as musical notes: w

hen read in
vertical order {

from top to bottom), they form a melody that quotes parts of the plainchant
In once souzce, the poem carries the inscription “Senecto XCIX artificioso sopra fa
musica dove piu volte e inserito. Vi: Re: Mi: Fa: Sol: La. Alla nostra donna’. Far a discussion of’
the picce, see E. E. Lowinsky, *Ascanio Sforza’s Life: A Key to Josquin’s Biography and an Aid
te the Chronalagy of His Works' in E, E. Lowinsky and B, J. Blackburn (eds.), fosquein dey e
Proceedings of the International Josquitn Festival-Conference held at the fuilliard Sefroot at

Linceln Center in New York City, 21-25 June 1971 (London, New York and Toronto: Oxlord
University Press, 1976},

Sabve regina.

31-75 at 57-9. In the above-mentioned compasitions, music in

generat and the solmisation syllables in particular can be re
does the opposite, because Lere, a

ad a3 language. Serafino’s poem
s Lowinsky puts it, Tanguage reveals music’ (p. 6.

Trithemius designed complicated methods of encryption.™ n a per‘im}
that continued to expand methods for transmitting Isﬂr;essages_by mea.n.s (;l
codes and signals, music played a significant role.™ A ba‘-etc rule m‘a

these systems is that notes acquire a verbal, i.e. non-musical, meaning
and by so doing allow the composition of a secret me'ssuge. -Most of t‘hese
techniques use a rather simple substitution cipher, in which letters are
assigned to individual notes. Marco Antonio Colonna, who h‘ad b;?;
appointed head of the Spanish army by the Duke of ‘Alba in 1 d
developed a cipher that uses letters to indicate ge?graphlcal names an

dignitaries on the one hand, and pitches in four different note \.ralues to
denote letters on the other."** Matteo Argenti, who was the official papal
cipher secretary in the late sixteenth and ear_ly seventeenth cenlfi.lr}r(,
designed a musical code system that was part of his ma.nual .0ﬂ cryptanaly-
sis."* In 1596, he developed a system through which nine pltrjhcs could be
varied in eight different ways, thus enabling seventy-two po&;l{)]c sym_bf)ls.
Around the same period, Blaise de Vigenére states in his Traicfé des c..f‘l g[fr‘e:s.
ou secrétes manidres d'escrire {Paris, 1586), that ‘even music can disguise
itself as a code; by making use of the lines and the distance between the
letters, with breves, semibreves and black notes, depending on where- the}:
are located; with them one can make several alphabets as one w?shes
{p. 278)."%% The enlarged 1606 edition of Giovanni Battista Poxl’tas Pe
occultis literarum notis also contains a chapter with the suggestive title
‘Musicis notulis quomodo sine suspicione uti possimus’ (‘How we can use
musical notes without suspicion').15 Y Here, the author discusses and exem-
plifies various ways in which pitches and durations can be used for

Y gee also Jiitte, Das Zeitalter des Geheimnisses, esp. 87-92 with further lite'rah’m.z. o

Y7 Por an overview of this topic, see especially E. Sams, ‘Cryp.to.graphy, zmuslcal,. in E\II \,r;n} . : ,

753-8 and Gerhard E. Strasser, “Musik und Kryptographie', in MGG®, Sachteil, vol. V1, cols.

;Z;:S.P. Devos, Les chiffres de Philippe I (1 555—)1 595; cltgdu despache universal durant le
igcle (Brussels: Palais des Académies, 1950}, 215-19. .

- ;ce?t[li: rt.iiiii(iu of Argenti’s manual in Aloys Meister, Die Geheimschrift im }[_;)re;ist]j dir

papstlichen Kurie von ihren Anfingen bis zum Ende des XVI. ]uhrhundjrz"s (1 ;5 ;:: oI

Schéningh, 1906, 148-62. The title of papal cipher s.ecretar?r was cre:.ate 1; .t fne

‘La musique meme se peut déguiser en forme de Chlf-{fe; fmsantlsemr les lg[’leﬁ ¢ .

entr'espaces de lettres, avec les notes bridves, semi—brieve.s et n.onres, selon qt: es es y Is: o

situées; dont se peuvent former plusieurs aiphabets 4 la d1scret1?n dfa c}\_acun . See .}.- P. : we;

‘Le tricté des chiffres f secretes manieres d'escrive de Blaise de Vrge.nmte in D Mﬂr:lf,' . Sel

and A Tournon (eds.), L'énignatique 4 la Remaissence: Formes, :srgmﬁcanmzs, estl etrq;z_e.ls.o

Actes du collogue arganisé par Passociation Rer;c;:’ssance, Humanisme, Réforme (Lyon,

i g 2005) (Paris: Champion, 2008), 27-39.

:{]L)r:::ﬁ::';:l l'iﬁs)m( Porty, De ociulris fiterarum ngtis (Strasbourg, 2606),. bk. 5, ch. 14, pp. 335-7.

Ouiginally published in 1563 under the title De furtivis literarum notis.
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Riddles visualised

cryptographical purposes. One way is to substitule every letter of the alpha-
bet by a note with a specific pitch and duration: a scala with semibreves from
¢ to @’ and minims from &’ back to ¢ covers the whole afphabet and enables
oue to make a secret message look like an innocent composition, '™

In the further course of the seventeenth century, other writers continued
to develop similar methods.'™ In the enlarged version of his Steganologia
et steganographin: Geheime Magische Natiirliche Red und Schreibkunst
{Nuremberg, ¢. 1620}, Daniel Schwenter uses what is only a minor vari-
ation of Porta’s table.'*® A far more sophisticated cipher was designed
shortly afterwards by Gustav Selenus, a pseudonym of Duke August II
of Brunswick (the founder of the famous Herzog August Bibliothek in
Wolfenbiittel), in book 6 of his Cryptomenytices et cryptographiae libri
IX!* In chapter 13, which is dedicated to the use of circles, dots and
notes as codes, he refers to Schwenter’s work and the substitution cipher
as we know it from Porta and others. A few pages later, however, Selenus
discusses different systems ‘De Transformatione Obliqud Notarum
Musicalivan’ {see Figure 4.14) and how they can be used ‘extra omnem
suspicionem’. They are characterised by an increasing degree of complex-
ity, in which several cipher keys are combined and the hexachord plays
a major role. Selenus even incorporates the possibility of a retrograde
reading of the music. He then illustrates his theory with several examples,
both menophonic and polyphonic.'*®

e

Near the beginning of his treatise (bk. 1, ch. 5), Porta discusses ali kinds of obscurities in
language, riddles being one of them:. It should also be mentioned here that Porta, in his Magiae
naturalis sive de miracubis rerum paturatim libei IV {Naples, 1558), includes a chapter on the
nuical effect of music in general and the lyra in particolar (bk. 2, ch. 25): see C. Pennuto,
‘Giovambattista della Porta e elficacia terapeutica della musica’ in L. Wuidar (ed.), Music and
Esotericism, Aries Book Series, 9 (Leiden and Bostoru: Brill, 2010), 109-27,

See H. N. Davies, “The History of a Cipher, 1602-1772', ML, 48 (1967), 325-9. In the
cighteenth and nineteenth centuries, Porta’s system was sometimes depicted in the form of a
cipher wheel. In this alternative method, notes and letters were written on lwo concentric
circles, of which one was fixed, the other movabie. See for example E.-G. Guyot, Nouvelles
récréations physiques et mathématigues (Paris, 1769}, 188.

' 1. Schwenter, Steguriologia et steganographia (Nuremberg, c. 1620), 3034 {end of bk. 5).

5 G, Selenus, Cryptomenytices et cryptographiae libri IX (np., 1624), 311 and 321-6.

The solution of the monophonic melody (pp. 324-5) is especially worth menlioning. When
one applics Selenus’s code to the music, the following phrase appears: ‘Hiet dich for deinen
Diener Hansen: Dan er sol dich bey Nacht erwirgen’ ("Watch out for your servant Hansen,
because he is going to strangle you by night’)! H. Blumenberg, ‘Ein musikalisches Bildritsel’,
Die Musikforschung, 45 {1992), 163-5 discusses a riddle whose notes produce the name
‘Wolf Preisegger bvrgerschreiber zv Nirnberg'. The enigma works with an interesting
substitution system: each solmisation sylable can stand for four possible letters {ut: a, g,
nand t; re: b, b, 0 and v, etc.)

453

Figure 4.14 Gustav Selenus, Cryptomenytices et cryptographiae libri IX (Lineburg, 162), 321-2. Munich,

Baverische Staatsbibliothek, Res/2 Graph. 39
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A linal category that should be mentioned in this contest leads back 1o
the sixteenth century, A small number of compasitions are conceived as
chronograms, in the sense that the music hides a date or a year that needs
to be untangled by the singers/readers. In her monograph on literary
chronograms, Veronika Marschall makes a distinction between two layers
of text in this type of ‘poesis artificiosa’."™ Apart from the linear basic
text, which presents itself directly to the recipient - whether in the form
aof a verse or of a longer poen1 - there is a second semantic level that is
integrated in the basic text and produces its own meaning. Usualiy sig-
nalled by capitals and/or a different colour, highlighted letters are treated
as numerals that must be added together (with I = 1, V = 5, X = 10, etc.)
in order to produce a year."® Such numerical cryptograms are mostly
written for specific occasions and offer their readers the possibility to
discover and decipher a text within a text. The tradition of writing chrono-
grams goes back to ancient times, but the ‘carmen numerale’ was especially
popular in the Renaissance, and it seems that composers were inspired
by this procedure and applied it to music, '

In some cases, singers simply had to count the number of notes and
rests, the sum of which produces a year that is related to a person or an
event."” This procedure occurs, for example, in the collection Suavissimae
el iucundissimae harmonige (Nuremberg, 1567). The editor Clemens
Stephani, whose function is mentioned on the title page, selected the pieces
and ordered them according to a careful plan.'®” Various works are
dedicated to Bohemian personalities, and one of these works contains a
date. Martin Agricola’s four-voice Festina lente, the second piece of the
collection, is announced as ‘symbolum’ of Vaclav Albin from Helfenbark
(see Figure 4.15). Albin (c. 1500-77) was chancellor of the Rosenberg

"% V. Marschall, Das Chronogramm: Fine Stucie zu Formen und Funktionen ciner lterarischen

Kunstform, Heticon. Beitrige zur deutschen Literatur, 22 (Frankfurt am Main: Lang, 1997).
For an introduction to the various uses of letters as numbers, see G. Quang, ‘Buchstaben als
Zahler, Symbolon. Jahrbuch fiir Symbolforschung, 10 (19913}, 43-50,

This technique is of course not to be confused with gematria, which has been applied by some
scholars to compositions from the Renaissance, Here, every letter of the alphabet is associated
with 2 number {a = 1,1y =2, ¢ = 3, etc.). By counting the total number of notes of a work and/or
a voice, some scholars chim to detect a composer’s signature that is hidden in the music (eg.

158

15

o

Du Bay = 4420+6+1+23 = 54). 'This technique is problematic from a methodological point of
view, however.
" See my Tasen, Lilien und Kavons: Die Anthologie Suavissimae et fucundissimag harmoniae
(Niirnberg, 1567)" in P. Gancarczyk and A, Leszczynska (eds.) The Musical Heritage of the
Jagiellonian fire (Wavsaw: Instytul Sztuki PAN, 2012), 107-22.

Rebus, cryptography and chronogram

Sym&olum
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Figure 4.15 Martin Agricola, Festina lente in Suavissimae ef iucundissimae
harmonine {Nuremberg; Gerlach, 1567}, sig. B2*. Munich, Bayerische Staatsbibliothek,

2 Mus.pr. 40

family in their castle at Cesky Krumlov, hence a confidant of the book’s
dedicatee, Wilhelm von Rosenberg. The paratex!t printed above the motet
reveals that the piece contains a chronogram: ‘Symbolum ... numerum
anni continens’. Agricola’s Festina lente, which is conceived as a double
canon, in each canon pair has a total of sixty-five notes and rests. Given
the fact that the collection was printed in 1567, this might imply that we
can pinpoint Albin’s vear of birth as 1502. It is clear that the composer
himself, who had already died in 1556, cannot possibly have intended such
a reading of his motet. The integration of a ‘time riddle’ in Fesiina lente
should rather be considered the result of Stephani’s invention.

A far more sophisticated example of a musical chronogram can be found
in the final piece, Puisqu’en janvier, of Susato’s collection of Vingt ef six
chansons musicales {Antwerp, 1543).161 Tts Tenor is printed in red and

161 4 colour facsimile was published in the series Corpus of Early Music (Brussels: Culture et
Civitisation, 1970), vol. I. -
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black (by double impression); an enigmatic poeny is allached, which (dls

us a specific date is hidden in the piece (see Plate 4,33
CANON. Par les notes I'an icy trouverez

Et des pauses le jour du moys scaurez

Quand L’empereur de Thunes retour feit

Dans Bruxelles

Et st ce ne souffist

En telle heure qulestoit apres midi

L’aultre’en tel temps dira ce que jay dict.

RULE. By {counting) the notes here you will find the year

And by the rests you will know the day of the month

In which the Emperor returned from Tunis to Brussels;

And if this ts not enough,

On which bour it was in the afternoon.

The other will tell in which month (took place) what I have said.

The rubric tells us that the piece is related to Charles V's conquest of the
Ottoman Empire in Africa, Susato claims to have hidden the year, the day
and the hour of the emperor’s triumphal entry into the city of Brussels - an
event Susato might even have witnessed himself. The month is already
revealed in the chanson’s main text:

Puis qu’en janvier on penlt appercevoir
Vostre venue, aussy gue vous puis veoir
En ce pays ou vous ay attendu,

Si vostre zele'est sur moy estendu
Depuis cest an tout heur pourray avoir.

Because in January we can witness
Your arrival, so you may see

In this country where I waited for you.
If your zeal reaches towards me

Since this year I could have each hour.

But how are we to find the other elements? Fortunately, a near-
contemporary source offers help. Die nieuwe Chronycke van Brabant
(Antwerp, 1565} informs us about the year, the date and the hour: Tinde

"2 On this chanson, see also K. K. Forney, ‘New Documents on the Life ol Tielnan Susato,
Sixteenth-Century Music Printer and Musician’, Revue belge de musicofogie, 368 (1952-4),
18-52 at 35-6.

'of the year 1540 at four o'clock in the afternoon’).

Rebus, cryptography and chronogram

van daer tooch die Keyser met zyn suster ende met alle die heeren te
Brussel. Doer hy quam opten xxix dach van Januario, Anno xl omtrent vier
oren na noene’ (‘And from there the Emperor went with his sister and all
the lords to Brussels. There he arrived on the twenty-ninth day of January
163 As the rubric teils us,
we have to count the notes in order to know the year. If we add up all
the (black and red) notes, the total is thirty-nine breves and a minim.
As Kristine Forney explains, as the year did not change until Easter by
Antwerp style, this is the correct date. In order to know the day of the
month, it turns out we have to count only the red rests, which add up to
twenty-nine semibreves. For the time of day, the rubric instructs us to look
at ‘the other’. With this, the comes is meant. Although a signum congruen-
tine is lacking, by trial and error we discover that a fifth voice can enter
after three breves either at the fifth above or a fourth below the Tenor.'®?
Both options are plausible, and if we decide on the latter, we can see
that the imitation interval of the fourth indicates the hour of Charles’s
entry, i.e. four o'clock (see Example 4.9)."%

Contrary o most of the examples we have discussed in this and the
foregoing chapters, in Susato’s composition the enigmatic element does
not reside primarily in the transformation of a written melody — that is,
apart from the canonic imitation that has to be derived from the Tenor.
The enigmatic rubric does not prompt the singer to apply a special
technique to the music according to a given rule. The music as written
can in fact be sung the way it is notated - the only real challenge is for the
cowes to find the correct imitation interval and distance. Rather, the main
goal of the poem is to tell the singer that the music is the key to a historical
(i.e. extra-musical) event Susato wished to celebrate. Music is treated as a
set of signs that all contribute to the solution of the chronogram: the
number of notes and rests as well as the use of two colours. Like the
musical riddles we have discussed in this book, the recipient thus has
to become active: he knows that a message is hidden in the notation,
for which the accompanying instruction offers the necessary clues, Bat

163 Cited in ibid., 36 n. 109. The description is on p. 27 of Dic nigwwe Chronycke.

Y This sofution was discovered by Antoine Auda, as is mentioned in B. Huys, Verzameling
kostbare worker: Ontstaan en ontwikkeling var cen afdeling van de Koninidijke Bibliotheek
{Brussels: Koninklijke Bibliotheek, 1961), 95-9.

" Huys, Verzameling kostbare werken, 97 writes that the upper ffth is the only possible solution,
which would result in o second Superiug, but Lhis is not correct. An imitation of the Tenor

{written in <3, whereas the Allus is written in <4) at the fower fourth would produce 1
sacond Yenor,
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Example 4.9 Tielman Susato, Puisqu’en janvier Example 4.9 (cont.)
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Riddles visualised

contrary (o maost of the above-mentioned examples, this activity dees nol
[wave any congrele musical consequences, s the voices can sing their lines
without further ado. As o matter of fact, this ‘time riddie’ could have been
expressed in a dilferent medivm. Music is ane possible semiotic system
to produce the required result, but strictly speaking language (hy way of
capitais, colours, etc.) could have done the tiick as well. What remains is
a composition, an occasional chanson for Charles V. If ene could not sev
the elaborate layout and did not know the piece’s conception as a musical
chronogram, a sounding panegyric for the emperar could still be enjoyed.

in this chapter, } have discussed riddles in which images play a central rofe
in the interpretation of the piece. Their presence not only turns these

compositions inlo real works of art, but through the intimate nexus of

music, text and image, these brain-teasers also offer their recipients a
multisensory experience to reflect upon — regardless of whether they were
meant for performance or rather for private meditation and silent reading.
It is here that the musical riddle’s connection with the culture of the
enigmatic in general becomes especially traceable, as it seeks to broaden
the cryptic embedding of mwusic in other media. The resulting self-
referential synergy often adds a further symbolic layer {o the composition.
Above all, because of their special arrangement and miise-en-page these
riddles challenge the reader’s usual reading patlern and force him to
explore the page in various directions,

The list of topics 1 have mentioned here s far rom complete. To give
just o few examples: we also have riddles sccompanied by or depicted in
the form ol the zodiac ar the four clements, which - very much like the
funar cycle - seek to connect music with the cosimos and the eteenal laws of
the nusica uaiversalis, Playlo clements such as a chessboard, dice, animals
ar a mirrer were equally favoured fields to experiment with and often hide
profound concepts behind the seemingly ludic surface.'® Some riddles
operale witly colours and yet others integrate political symbols {such as
a coal of arms andfor a dignitary's motto), thus instrumentalising the
music’s potential for the self-display of a ruler while underlining his taste
for the coded and the secret. Such a vast topic, embracing such diverse
areas and disciplines, deserves a separate study. Indeed, much still waits to
be ‘uncovered’,

8 Gae Tor example M. Long, ‘Symbol and Ritual in Josquin's Missa Di [adi’, JAMS, 42 (1989), 1-22.

~= | Conclusion

In the third volume of his Geschichte der Musik (Leipzig, 1868), the music
historian August Wilhelm Ambros dedicates a long chapter to the "Kinste
der Niederlander’. He begins by summarising the withering crilicism it
invited in later centuries, in the aftermath of descriptions by Padre Martini,
Charles Burney and Johann Nikolaus Forkel.! Indeed, in his day the
canons and fanciful enigmatic inscriptions by composers such as Busnoys,
Josquin and Obrecht were often considered the ‘summit of bad laste’
(‘Gipfel alles Ungeschmackes’), ‘unworthy plaything’ (‘unwiirdige Spie-
lerei’), in short ‘non-music’ (‘Nicht-musik’). With their compositions fallen
into disrepute, Ambros provocatively asks: “Who would risk going into
the dark haunted forest of these “canons”?* Under such bad auspices, the
undertaking seemed to be doomed to fail. But Ambros decides to enter
the selva oscura nonetheless and offers some astule observations about
the contrapuntal and notational subtleties of Franco-Flemish composers,
which he rightly characterises as typical expressions of the music of that
period.

The scepticism vis-a-vis polyphonic complexity in general and musical
riddles in particular that Ambros here briefly touches upon is of course not
just a post factum observation, ventilated some centuries after the emer-
gence of these works. On the contrary, in the music theory of their time,
enigmas attract criticism for various reasons. They are said to be a sign of a
composer’s intellectual bragging, needlessly vexing the singer and the
listener alike. The riddle’s champions, on the other hand, consider them
first and foremost a mental challenge that can teach them hitherto
unknown things, hence bring intellectual satisfaction. Neither in literature,

" music_or any other art form do riddles leave their recipients cold. Bither

one feels attracted by the (implicit or explicit) question they pose, or one is
annoyed by their veiling and the process of unravelling they require. The
radicality of both positions seems to go back to a basic characteristic of

T ALW. Ambros, Geschichte der Musik, 3 vols, (Leipzig: Leuckart, 1868), vok 11T (Gescirtehie dvr
Musik i Zeitalter der Renaissance bis ey Palestrina}, 6180,
T phid, 62: "Wer mag sich in den fingteren Zauberwald dieser “Canops™ hinciawagen?”
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