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Foreword

Anscari Manuel Mundé

f all the works I have been asked to introduce throughout my career, few have

been as prestigious as Hispania Vetus, this study of the early liturgical and musi-

cal codices (nearly all of them including contents from both categories) of the

Iberian Peninsula. The theme of this book falls within my own academic field—

though naturally not encompassing all of it—giving me an incentive to turn my
attention, perhaps for the very last time, to the subject of literary, musical, and liturgical codicol-
ogy and paleography.

I was asked by Susana Zapke, a musicologist with solid Germanic scholarly training who has
already done research on subjects closely related to this book. The book has received support from
the Fundacién BBVA, a sure guarantee not only of perfect presentation, but of scientific rigor,
and this is further assured by the quality of the contributors, several of whom are friends of mine.
Rather than commenting on the book itself, therefore, I would like to offer a number of remarks.
Some may seem obvious; others are intended to remind readers of something which, though fun-
damental, has not always been properly taken into account by some Iberian and other European
medievalists.

This volume will offer considerable help to scholars researching the most diverse period in the
history of the Iberian Peninsula: that part of the Middle Ages when the characteristics of the dif-
ferent Iberian cultures were forged and consolidated. To understand this period, it is essential to
understand the conditions in which it unfolded.

These cultures were built on a series of substrata which had been superimposed over a period of
many centuries. The most obvious of these were the Iberian-Basque, Cantabrian, Celtic, Afro-
Berber, Semitico-Jewish, Helleno-Greek and Roman-Latin cultures, with Germanic, Vandal,
Swabian and Visigoth additions, and the later emergence of Arab elements. Their respective influ-
ence varies from region to region in the Iberian Peninsula.

Broadly speaking, the cultures that arose out of these substrata formed vertical strips running
down the Peninsula. From west to east extend Galicia-Portugal, Asturias-Ledn, Rioja-Castile and
Catalonia, with Aragén nestling between the last two; to the north lies the Basque-Navarrese
enclave, while in the center and south we find the more extensive horizontal Arab strip. Here we
need to explain why that superimposition of traditions and cultures led to the formation of politi-
cal institutions so strong that their respective inhabitants saw themselves as the children of specific
motherlands and nations.
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While the Moors consolidated their position and resisted incursions from the north, centralising
their power in the Cérdoba Caliphate, the other regions began the process of political consolidation
in the 8" century. Some nuclei—such as Asturias, with its Visigothic royal tradition—stood firm
in the north of the peninsula; conscious of their historical past, they soon expanded towards Leén
and Galicia. During the 9" century, the Galician nucleus in the far west spread down towards the
future county of Portugal (later to become a kingdom in the 12 century) after it broke away from
Asturian-Leonese absorption. The restless kingdom of Navarre resisted the invasion, albeit with
difficulty and later inroads from its neighbors. The impregnable Basque nucleus remained isolated.
In the northeast of the peninsula, from the end of the 8" century, resistant Hispano-Goths, with
the support of their Frankish hosts, formed a county on the banks of the River Aragén which they
then extended westward. In the 11 century this county obtained from Navarre the status of a
kingdom. At the eastern end of the Pyrenees—an area later conquered by the Moors—Hispano-
Goths, with Franco-German support, pushed the borders of the Carolingian kingdom south as far
as the Spanish March. The various counties were united in what from the 10" century was to be
called the Regnum Barcinonense' by the emirs of Cérdoba and its neighbors across the Pyrenees; by
the end of the 11™ century it had come to be known as Catalaunia.*

Mozarabia, a Christianized mixture of Arab, Hispanic and Visigothic, had neither the power nor
the will to belong to a political structure worthy of its learned ancestors, surviving instead in
scattered enclaves within the Caliphate in the south until the 15% century. The Iberian Peninsula
was shared, or rather, fragmented into politically distanced homelands, which largely ignored one
another.?

The first mixes of races and peoples came gradually. Some came about through force, though with
the passage of time they became subtly intertwined. One case in particular serves as a good illustra-
tion: from the end of the 8" century until long before the country came to be called Catalaunia,
the local Hispanics, Goths, Jews, Arabs and Franks, came together in a struggle to re-establish the

old ordo christianus.*

The languages of the Iberian Peninsula clearly demonstrate the diversity of independently-develo-
ping societies. The different forms of speech—the ways in which the common people (the plebs,
vulgus or rustici) of a society sharing a common territory over a long period communicated with
one another—developed and diversified precisely because of a lack of social and cultural contact
with other neighboring communities over several centuries, and the period covered by this book
was to be crucial in establishing the cultural and linguistic diversity of the peninsula. These clearly
differentiated languages were: Galician-Portuguese, Castilian, Catalonian, Basque (persistent), and
a number of intermediary languages and dialects which united and divided these other tongues, as
well as the Mozarab Ladino, now almost extinct.’

Much of my career has centered on paleographic aspects, both literary (those that use signs to
establish words and phrases expressing concepts and ideas) and musical (those which, through
signs or neumes, represent sounds in tones and melodies). Given that this wonderful book deals
with music and liturgy—art and worship, two very particular themes—which cannot be studied
without a solid understanding of the history of the texts used in the Iberian Peninsula and its
neighbors, it seems appropriate to introduce some background.

From the first appearance on the peninsula of liturgical texts with musical neumes—antiphona-
ries of the mass and the holy office, mixed or “mystical” books, plenary missals, pontificals and
variety of rites—a clear distinction can be seen between two types. The largest group, in the
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west, is in a script we call Visigothic, with its own neumes which are commonly called Visigothic
and Mozarabic (and we should be careful not to confuse them!) transcribing melodies of the old
“Visigothic” or “Toledan” rite. From the 9™ century on a second group, no less important in
quality, emerged in the east, written in Carolingian script with what are known as “Catalonian”
neumes and based on Gregorian melodies.°

It is important to remember the initial reasons for the diversity between the Iberian peoples in
their liturgical, literary and musical dimensions.

One key factor was the separation of the dioceses and counties of the ecclesiastical province of
the Zarraconensis from the other territories of the peninsula, which continued to observe the old
Visigothic liturgy. This came about as the result of a series of circumstances: the (purportedly tem-
porary) subjugation of the dioceses of Tarragona, liberated by the Carolingian monarchs, to the
metropolitan of Narbonne from the end of the 8" century on; and the suspicion of heresy
leveled by Carolingian theologians against Visigothic liturgical texts. This was followed by the ear-
ly acceptance of the rule of St. Benedict in the monasteries and the ordo canonicorum of Aachen in
the cathedrals. Another important factor was the papal favor enjoyed by Catalonia’s ecclesiastical
and civic institutions from the end of the 9" century, under Popes Formosus in 892, and Romanus
in 897; so strong was this support that according to Paul Fridolin Kehr, between 950 and 1050
Catalonia was the recipient of more papal bulls than any other country in Christendom.”

A few examples will suffice to give an idea of the wider picture in the Carolingian bishoprics and
counties of the old Zarraconensis from the 9" century on. In 874, Frodoin (Frodwin), the Franco-
German Bishop of Barcelona, attended the Council of Attigny, which had been called by his
friend Emperor Charles the Bald. There he complained to Pope John VIII about certain Mozarabic
presbyters, refugees from Cérdoba, who wanted to introduce the Visigothic rite inside and outside
the city. In another example, at an important ceremony attended by Frodoin and the Archbishop
of Narbonne, Sigebod (also Frankish), in Barcelona in 877, it was stated that: “cum vero quadam
die ambo in eadem sede missarum solemnia peragerent...”; the mass could only be concelebrated in
accordance with the Franco-Roman rite observed by the metropolitan prelate.®

There are plenty of examples of the new liturgy in the form of fragmentary codices, in palimpsests
and documents: the record of the consecration of Tona, dated in Vic in 888, the Tarragona frag-
ment from around 890 and the two Copenhagen palimpsests from the 10" century—the first,
from Barcelona’s rural agro and the remainder from the city of Barcelona—along with several other
manuscripts, all reflect a state of liturgical peace that had long existed in the Catalonian area of
influence; indeed, it had been achieved two centuries before the “war of the rites” broke out in the
interior of the peninsula in the 1070s and 1080s.

There are also examples from the first decades of the 11" century that show the same process in
reverse: King Sancho the Great of Navarre was a great admirer of the venerable Oliva (or Oliba),
abbot of Ripoll and Bishop of Vic, with whom he struck up a close friendship, requesting his advice
on matters of particular importance. At one point, Abbot Oliva wanted to send King Sancho a trea-
tise in the form of a letter on a controversial moral theme. As his envoy, he chose the monk Ponce
(Pontius, Pong), a disciple of his at the school of Ripoll and later Abbot of Tabérnoles (Seu d’Urgell).
Sancho was so taken by Ponce’s erudition that he kept him on as his tutor (in a letter he calls him
‘domne meus magister Poncius abba”) and later appointed him Bishop of Palencia. The restoring Bishop
observed the mos romanum. Despite Ponce’s good intentions, the liturgical customs he brought from
the eastern Pyrenees were not initially welcomed by the members of his congregation, accustomed
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as they were to the Visigothic rite. However, we must assume that he soon adapted to local customs,
given that he ended his ecclesiastical career as the Archbishop of Oviedo. The case of Atén, Bishop of
Castile, originally from the east of the peninsula, was similar: in a document associated with Sancho
the Great, it is stated that he celebrated the mass according to the Roman rite, causing ill will among
his subjects, who were used to the venerable Visigothic rites.’

However, such personal contact must have been rare, if we are to judge by the case of the rotuli
or enciclicas mortuorias. These encyclicals, commonplace in the Pyrenean counties during the 11™
century, called for liturgical prayers to be said for important figures who had died. Having made the
rounds of the religious communities in the Catalonian sphere of influence, the tomifer, who carried
the encyclical by hand, visited monasteries and cathedrals in western and central Europe, sometimes
going as far afield as Paris or even Flanders and the Rhineland.' Yet in the entire 11" century, he
never once crossed westward over the Ebro. For the inhabitants of the Catalonian counties this area
was Spania, the land of Arabs, as many documents and legal texts of the time attest. Such a perspec-
tive should come as no surprise, given that much the same idea was held in Leén and in Galicia.

The case of the Mozarabs of the south who took refuge in Toledo is another example of incom-
prehension between people from different backgrounds, leading to liturgical intolerance. The
Mozarabs ensured the survival of ancient liturgy and melodies from the Visigothic ordo in the
parishes outside the metropolises. When the new Archbishop of Sahagin, Bernard, imposed the
Franco-Roman rite on his diocese (burning any old books containing the Toledan liturgy that were
preserved in the cathedral), he confined the southern communities, with their books and their
liturgy, to the suburban parishes of the capital. It was Cardinal Cisneros, with his advisor Ortiz,
who was to save these codices for posterity, using them for his edition of 1500. Although some
of these liturgical codices, also from Toledo, are among the latest examples from the peninsula to
contain neumes, and strictly speaking they fall outside the scope of this corpus, in that they date
from after the 12 century," I think it is quite reasonable for them to have been included in this
volume: as I say, they represent a much earlier tradition, even if the neumes remain mute for us,
given the complete absence of any diastematy.

As these examples show, it is very important to approach the medieval culture of the Hispanic
peoples with a degree of caution. As the ancients put it “distingue tempora et concordabis iura!”

I would now like to turn my attention to the importance of the copyists’ skills. Some of the great

scriptoria of cathedrals, monasteries and regular canons were home to men who were expert in a
variety of writing arts: calligraphy, draughtsmanship and illumination. It is sometimes assumed
that these specialities were exercised by different people. While this may sometimes have been
true, it is entirely reasonable to presume that a man with the ability to trace millions of letters with
micrometric precision on thousands of pages over many years would also be capable of drawing
the great initials at the beginning of the manuscript or its individual sections or chapters; of adding
figures or portraits; of illustrating a full-page scene and even of illuminating the drawing. Such a
person would be a calligrapher, draughtsman and miniaturist par excellence. I have no doubt that
in many of the codices included in this collection, the calligrapher who drew the neumes and the
copyist of the liturgical text were one and the same.

To illustrate this point, I cite the example of the monk Guifré of Ripoll, the skilful copyist of vari-
ous codices from the monastery, who worked between 1008 and 1040. Analysing his script, I came
to the conclusion that he was responsible for copying at least seven codices and had also worked
on several others. The most important of these is the giant Bible, Biblioteca Apostolica Vaticana,
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1. Archivo Histérico Archidiocesano, Tarragona, Frag. 22/1, 11" century ex., fol. 1v

ms. Lat. 5729, which is entirely in his hand. A comparative analysis of his writing shows a clear
evolution in the penmanship of the letters, signs and abbreviations, allowing us to establish the
chronological order of the codices attributed to him. We may deduce, for example, that the great
Vatican Bible was on Guifré’s lectern between 1015 and 1020. The great initial letters of the books
of the Bible—with drawings of plants, animals and humans—are all in his hand, and were drawn
before he copied the corresponding text around the edges. Even more important was the discovery
that the great illustrations that cover many of the pages, with their wonderful Biblical scenes, are
also the fruit of his artistic talent (which I dared to describe as “impressionist”). Among the copies
attributed to Guifré there are also two liturgical codices—of the Franco-Roman monastic rite,
needless to say—full of Catalonian neumes in his hand.

When the brownish ink and the quill stroke, with its slight wear, in the text and the neumes were
compared under the microscope, it was found that the same ink and the same quill had been used
to form both the letters and the neumes.'?

I referred earlier to fragments. One area of codicological research which once seemed to have been
ignored—or at least neglected—was the study of fragments of codices or membra disiecta. For
many years, | have centered my attention on searching out such pieces and describing them.'? Any
fragment, albeit the battered remnant of a single folio, is proof of the existence of a once complete
codex, which must have circulated and been known and read by learned figures from the region.
Our knowledge of these fragments has greatly extended our understanding, not only of the history
of the script, the location of the writing centers and the dissemination of the texts, but to an even
greater extent, their cultural implications.

I would like to conclude this foreword with an anecdote which I think may amuse readers, be they
palacographists or liturgists. The setting was the conference on Latin paleography held in 1979 in
Switzerland. At the meeting in Saint Gall I presented a study on the fragments of codices preserved
in Catalonian libraries or of Catalonian provenance (1980). We were working in collaboration with
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2. Missale mixtum, Montserrat, Biblioteca de la Abadfa, 1254-IV, 11* century in., fol. 3v

Professor Ldzsl6 Mezey (not present at the event), who was in charge of drawing up an inventory
of the fragments of codices preserved in the libraries in his home country of Hungary; he had
contacts with other “fragmentologists” such as Avelino de Jests da Coast (not present), an inde-
fatigable searcher of Portuguese fragments, and Manuel C. Diaz y Diaz, a shrewd analyst of the
remains of codices, who was present at the event. We considered that in our respective countries,
having lost many of the manuscripts to war, invasion and destruction, our only choice was to
gather together the fragmentary remains of our old codicological treasures. However, at the end of
my paper, one astute colleague asked whether we were founding a new paleographic science: “frag-
mentology”. Of course not! We all know that this is pure codicology: what does it matter whether
a codex has five hundred, a hundred, fifty or ten folios, or whether just one, two or five of its folios
are still preserved: we must always treat them as the remains of a once-complete codex.

I am convinced that this book will demonstrate the strength of the different Iberian cultures with
their respective cultural focuses, the diverse liturgical rites that were introduced at different paces
and in very different times in the Iberian Peninsula, and the working methods used in the different
scriptoria and the varied work of certain copyists of talent and skill capable of writing, decorating
and artistically illustrating a codex and adding musical neumes to the liturgical text, melodically
embellishing the public prayers. It will also show the exceptional importance of liturgical-musical
fragments to our understanding, given that so few complete codices still remain.

These historical, paleographic and liturgical conclusions have been judiciously applied by Susana
Zapke, editor of the work. On certain points she has had to accommodate multiple interpretations,
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as will be seen in her extensive and erudite concluding chapter to Hispania Vetus. This is nothing
other than a demonstration of her exemplary method and of her intelligent and respectful intel-
lectual approach to the opinion of the other contributors, and she should be thanked for it.

Notes

'I would like to make a couple of historical and etymological excursus on the names given to the area of the
Iberian Peninsula to which I belong. On Regnum Barcinonense, see Juan Vernet. “El Statu quo’ internacional
de Barcelona en el siglo X”. In Martin Forstner, ed. Festgabe fiir Hans-Rudolf Singer. Zum 65. Geburtstag. ..
Frankfurt, Berne, New York, Paris: Peter Lang, 1991, 509-517, with the Arabic texts that acknowledge it;
for the French texts from beginning of the 11" century, see Andreas Floriacensis. Miracula sancti Benedicti,
Book 4, Prologue and Chaps. 7-9. In Eugene de Certain, ed. Les miracles de Saint-Benoit, écrits par Adrevald,
Aimoin, André, Raoul Tortaire et Hugues de Sainte Marie, moines de Fleury. Paris: Chez M(adame) V(euve)
Jules Renouard librairie de la Societé de I'Institut de France, 1858, 173-174 and 182-191; for the quotes in
Catalonian funerary rotuli see note 10; I have used all the accounts in Anscari M. Mundé. “Aportacions de
la historia local a 'expansié de Catalunya ara fa mil anys”. Annals. Casa-Museu Prat de la Riba. Casteltercol
5 (1989): 15-25; and idem. “Dels Pirineus a Europa, passant per Ripoll”. In Consell d’Furopa: una dimensié
humana. Dia d’Europa. Barcelona: Generalitat de Cataluna, 1989, 15-27, especially page 26; summary in
Gran Enciclopédia Catalana. Barcelona: Edicions 62, 1973. Vol. 4: 691-692.

2 My second excursus refers to the name Catalaunia. A Cathalanus appeared for the first time in Besald in
922, who would have been a native of Catalaunis = Chalons-sur-Marne; see Catalunya carolingia. Vol. 5,
Els comtats de Girona, Besalii, Empiiries i Peralada. Barcelona: Institut d’Estudis Catalans, 2003 (Memories
de Secci6 Historico-Arqueoldgica: 61), docs. 183, 185 and 186 and my remark on pages 56-57; mention is
made of ZTeodoricus Rex francorum dum esset Cathalaunis in the prologue by the jurist Bonsom to his copies
of the Liber iudicum popularis written in Barcelona in 1010 and 1011 (edited by Jests Alturo, et al. £/ Liber
iudicum popularis ordenat pel jutge Bonsom de Barcelona. Barcelona: Generalitat de Catalufia, Departament
de Justicia i Interior, 2003, 339 and my comments on pages 117 and 228 and note 6, with references to
previous works of mine); from approximately 1085 AD, the wife of Zetmar, Lord of Catelltercol bore the
name of Catalana; when she died in 1125 her heir was a daughter, also called Cazalana (see “Aportacions de
la historia local...”, cited in note 1). From the same period—around 1100—several citizens of Carcassone,
a county recently acquired by Ramon Berenguer III, Count of Barcelona, began to be called catalani, cata-
lanenses, catelan and de Cataluign; and the count himself and his compatriots are similarly described in the
Liber Maiorichinus, which describes the help given by the Pisans in the conquest of Majorca and Eivissa in
1114. Accounts written by 12% century Italian and English chroniclers and by the 13" century Hungarian
chronicler Simon of Kéza show that legends were already circulating about the coming of Attilla, King of the
Huns, from Chalons-sur-Marne, Cathalaunum, to the land now known as Cazalaunia, at the eastern end of
the Pyrenees. I therefore consider that of the twenty possible etymologies proposed for Catalunya, the most
likely origin of the name can undoubtedly be found in Cazalaunum from Chalons-sur Marne (from 1995,
officially called Chalons-en-Champagne). I hope, Deo volente, to publish soon a long study under the title
Del “Regnum Barchinonense” a “Catalaunia” [which has been announced for several years now; for example,
in “Los origenes de la nacién catalana”. In Club Arnau de Vilanova, ed. Para entendernos. Los grandes temas
del debate Esparia-Catalunia. 1° ed. Barcelona: Ariel, 1996, especially pages 49-53 and note 32 (2" ed., 2001,
49-55 and note 32)]. To make it easier to understand the historical discourse, it is common practice to use
the terms “Catalunia’ and “catalin” (“Catalonia” and “Catalonian/Catalan”) to designate the territory and
its adjectives, although these choronyms actually emerged later.

? Juan Carrasco, et al. Historia de las Espasias medievales. Barcelona: Critica, 2002.

4 Anscari M. Mundé. De quan hispans, gots, jueus, arabs i francs circulaven per Catalunya. Barcelona: Real
Académia de Bones Lletres de Barcelona, Universidad Auténoma de Barcelona, 2001.

> I have addressed several of the issues mentioned here in “Los origenes de la nacién catalana”. Op. cit., 36-

66 (2" ed., 37-68).
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¢ Joaquim Garrigosa | Massana. Els manuscrits musicals a Catalunya fins al segle xit1. Levolucié de la notacié
musical. Lleida: Institut d”Estudis Ilerdencs, 2003, with twenty-six plates.

7 Paul Fridolin Kehr. Die dlteste Papsturkunden Spaniens. Berlin: Akademie der Wissenschaften, 1926, 3
(Abhandlungen der Preuflischen Akademie der Wissenschaften zu Berlin: Philosophisch-Historische Klasse
2). I give a detailed account in “Notes entorn de les butlles papals catalanes més antigues”. In Homenaje a
Johannes Vincke. Madrid: CSIC, Gérresgesellschaft zur Pflege der Wissenschaft, 1962-1963, 113-120 and
two plates (republ. in Anscari M. Mundé. Obres completes. I: Catalunya, 1: De la romanitat a la sobirania.
Barcelona: Curial Edicions Catalanes, Abbey of Montserrat, 1998, 91-100).

8 For a more extensive study, see my E/ Commicus palimpsest Paris 2269. Amb notes sobre litiirgia i manuscrits
visigotics a Septimania i Catalunya. In Liturgica, I: Cardinali I. A. Schuster in memoriam. Montserrat: Abbey
of Montserrat, 1956, 84-85, with an interpretation of contemporary sources. The change in the liturgy
in the Catalonian counties has been dealt with by other writers on the basis of my work; see particularly
Miquel S. Gros on the Catalonian-Narbonnaise ordines. More details in Anscari M. Mundé. “El bisbat
d’Egara de I'¢poca tardo-romana a la carolingia”. In Simposi Internacional sobre les Esglésies de Sant Pere
de Terrassa. Terrasa: Centre d’Estudis Historics de Terrasa, 1992, 41-49, especially pages 48-49 (now in
Anscari M. Mundd. Obres completes. Ibidem, especially pages 226-240. The extensive and well-documented
work of Ursula Vones-Liebenstein. “Katalonien zwischen Maurenherrschaft und Frankenreich. Probleme
um die Ablésung westgotisch-mozarabischer Kirchenstrukturen”. In Rainer Berndt, ed. Das Frankfurter
Konzil von 794. Kristallisation Karolingischer Kultur. Vol. 1, Politik und Kirche. Mainz: Mittelrheinische
Kirchengeschichte, 1997, 453-505 (Quellen und Abhandlungen zur Mittelrheinische Kirchengeschichte:
80). Vones, in his learned study, touches on the theme of the liturgical change in Catalonia introduced by
the Carolingians during the 9* century (citing, among others, “El palimpsest” and “El bisbat d’Egara”; I
thank him for his interest in my work). I would like to present two themes discussed on pages 476-78, notes
132, 139, 140, and 142. Certainly there was a kind of war of rites between Bishop Frodo and some of the
Mozarabic clerics who had arrived from Cérdoba a short time earlier, with some resemblance (albeit limited)
to what happened in the center of the peninsula around the second half of the 11* century (see, in my text,
the section following note 8). On page 28 of “El bisbat d’Egara,” however, I did not refer to “the consecra-
tion of bishops” by the Mozarabic presbyter Tirso, but only state that “algt I'empenyia fins al punt d’actuar
com a bisbe i aixi ordenava altres preveres”, meaning that he translated them as he pleased, exactly what the
capitularies of Charlemagne and Louis the Pious criticized: “de his qui sine consensu episcopi presbyteros in
ecclesiis constituunt vel de ecclesiis eiciunt”. In the context of another study I intend to return to Baié, who
revolted against Frodo, and his fate far from Terrassa.

9 Justo Pérez de Urbel. Sancho el Mayor de Navarra. Navarre: Institucién Principe de Viana, 1950, 215-
217 and 283; see my review in Anscari M. Mundd. “Entorn de Sancho el Mayor de Navarra”. Butlleti de
la Societat Catalana d’Estudis Historics 1 (1952): 33-42 (reprint in idem. Obres completes. Ibidem, 298-307,
especially pages 301-303).

10 Jean Dufour. “Les rouleaux et encycliques mortuaires de Catalogne (1008-1102)”. Cabiers de civilisa-
tion médiévale 20 (1977): 13-48; see also Léopold Delisle. Les rouleaux des morts du 1x au xv siécle. Paris:
Imprimérie Nationale, 1866, 74, 81, 82 and 91, which contains responses from other monasteries which,
around 1050, refer to monks from Canigou as fratres barzolonenses, barcinonenses.

" Anscari M. Mundé. “La datacién de los cddices litdrgicos visigoticos toledanos”. Hispania Sacra 18

(1965): 1-25.

12 Idem. Les Biblies de Ripoll. Vol. 3, Estudi dels mss. Vatica, Lat. 5729 i Paris, BNE Lat.6. Vatican City:
Biblioteca Apostolica Vaticana, 2002, with twenty-seven plates; on Guifré, passim, in the text, and also Plates
5, 13a-23" and 25; 16 and 19 show script and neumes in his hand.

13 Since in 1952, I wrote about “El fragmento biblico del manuscrito Madrid, BN, ms. 3307”. Estudios
biblicos 11 (1952): 399-411, and in particular, since I began the study in 1950, published in 1956, of the
fragment E/ Commicus palimpsest... Op. cit., a number of works have been published on other fragments:

“Les collections de manuscrits en Catalogne et celle du Montserrat en particulier”. Archives, Bibliothéques
et Musées en Belgique 30 (1959): 217-223; “Cédices isidorianos de Ripoll”. In Manuel C. Diaz y Diaz, ed.
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Isidoriana... Estudios... XIV Centenario. Madrid, Leén: Centro de Estudios e Investigacién San Isidoro
(CSIC-CECEL), 1961, 389-400; “La col-leccié de papirs de Montserrat”. Studia papyrologica 2 (1963): 35-
42; “Fragments d’un curids sacramentari-martirologi”. In Gesammelte Aufsiitze zur Kulturgeschichte Spaniens.
Miinster: Aschendorff, 1963, 12-53 (Spanische Forschungen der Gorresgesellschaft: 1/21) (with the colla-
boration of Alexandre Olivar on the appendix); “Un fragment molt antic de litirgia romana a Catalunya”,
followed by “Nous manuscrits amb notacié catalana arcaica”. In I Congrés Litsirgic de Montserrat. Vol. 3,
Seccié d’Historia. Montserrat: Abbey of Montserrat, 1967, 173-191; “Documentos visigodos originales en
pergamino y su proyeccién en la época de la reconquista”. In Congresso luso-espanhol de estudos medievais pro-
movido pela Cdmara Municipal do Porto. Porto: Cdmara Municipal do Porto, 1968, 200-201; Los diplomas
visigodos originales en pergamino. Transcripcidn y comentario. Barcelona: University of Barcelona, 1974; “Les
col-leccions de fragments de manuscrits a Catalunya”. Faventia 2, no. 2 (1980): 115-123; “Fragment del
Llibre jutge, versié catalana antiga del Liber iudiciorum”. In Miscel-liania Aramon i Serra. Barcelona: Curial
Edicions Catalanes, 1984. Vol. 4: 156-193 + 29 figs. (Estudis Universitaris Catalans: 26); “El fragmento de
Celanova de la Hispana reaparecido”. Hispania Sacra 36, no. 74 (1984): 591-600; “Comment reconnaitre
la provenance de certains fragments de manuscrits détachés de reliures”. In Codices manuscripti. Zeitschrift
fiir Handschriftenkunde. Vienna: Brider Hollinek, 1986. Vol. 11: 116-124; and “Entorn dels papirs de la
catedral de Barcelona”. In Miscel-linia papirologica Ramon Roca-Puig. Barcelona: Fundacién Salvador Vives
Casajuana, 1986, 221-223; much of “La cultura artistica escrita’. In Antoni Pladevall i Font, ed. Catalunya
romanica I, Introduccid a lestudi de l'art Romanic Catali. Barcelona: Enciclopédia Catalana, 1994, 133-162
(republ. “La cultura escrita del segle 1x al x11 a Catalunya”. In Anscari M. Mundé. Obres completes. Op. cit.,
484-582, is based on the fragments of codices).
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Introduction

Susana Zapke

ts geographical situation and the political and cultural circumstances resulting from

successive waves of invaders—Romans, Vandals, Visigoths and Moors—have given

the Iberian Peninsula a complex, unique history in the context of the general map

of Christianity. Located on the periphery of Christian lands and fragmented into

political entities that differed widely in their cultures and ideologies, its inclusion in
the unifying program drawn up by Pope Gregory VII (1073-1085) was beset by numerous
difficulties. The Pope’s objective of abolishing the Hispanic liturgical tradition, also known
as Visigothic or Mozarabic, and replacing it with a uniform liturgy with a Franco-Roman
structure was to result in numerous different scenarios which arose from the political and
sociocultural differences between the states that made up the peninsula in the Middle
Ages. Indeed, modern historiographers have revived the term Espasias, which can be found
in medieval writings, in preference to the singular form, thus highlighting the diversity
of the political entities in the Iberian Peninsula following the decline of the Kingdom of
the Visigoths.! The North-South divide in Spain that followed the Moorish invasion, the
survival of a Visigothic substrate and the Carolingian elements that trickled in over the
course of the 8" century laid the foundations of the political edifice that existed in the
period under consideration here, at the time of the transition from the Hispanic rite to the
Franco-Roman rite. Documentary proof that this transition did not take place to the same
degree or at the same time throughout the peninsula appears in the many different forms
and structures that can be found in the sources of liturgical music which form the basis of
this publication.

The first part of the book presents contributions by nine leading scholars from different disci-
plines—textual and musical paleography, philology, history and musicology—who raise substan-
tial questions and provide partial solutions to various complex matters which continue to cause
controversy. Each of these original articles is a key contribution to the advancement of research
in this complicated chapter of the liturgical history of the peninsula, in which many questions
remain unanswered. The second part of the book seeks to provide a vision of the vitality of the
process of transition, and the diversity of structures of liturgical music that could be found in the
Iberian Peninsula, by describing a total of 89 manuscripts representing the various notational
systems: Visigothic, Catalonian, transitional modes and Aquitainian, and indicating the cultural
areas that provided the backdrop to each of them.

Although the two parts can be viewed as independent documents for consultation, each part of the
book complements the other, as the articles in Part One draw from the sources in Part Two.
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Historical background

The first contact between the kingdoms of the Iberian Peninsula and the Western Church was
made by King Sancho III the Great (1004-1035). As a result of this connection the monasteries of
the Pyrenees were annexed into the Benedictine reform, new monasteries were founded, including
San Juan de la Pefia (1025), and other churches and monasteries were converted, such as San Mar-
tin de Albelda, Santa Marfa de Irache, San Salvador de Leyre and the Cathedral of Pamplona, all
of which depended personally on the King and his family. Links with Abbot Odilo of Cluny and
with Catalonian clerics such as Abbot Oliba of Ripoll and the Bishop of Vic provided the stimuli
required to reform the King’s domains in an open, progressive spirit driven by the desire to restore
Christianity in lands threatened by Moorish incursions. The monastic reform undertaken by the
King in the context of a more general political project was to result in the diffusion of the Bene-
dictine rule and the implementation of new liturgical usages stemming not from direct action by
Cluny or Rome but from the mediation of such centers as the Abbey at Ripoll and key personages
such as the aforesaid Abbot Oliba and Abbot Poncio of San Saturnino de Taveérnoles. The religious,
cultural and economic renewal undertaken by this markedly progressive monarch was to trigger a
far-reaching transformation in society over the course of the 11™ century.?

Papal influence in Catalonia dates back further than in the rest of the peninsula: the first rappro-
chement took place in the 9" century ex. (ca. 892). This turn towards Rome was motivated partly
by a desire for independence from the Archbishopric of Narbonne, with which the Bishoprics of
Catalonia had been linked since the 8" century ex.> A case in point is the Monastery of Sant
Miquel de Cuixa, which fell under the direct patronage of the Holy See in the year 950. This
rapprochement provided the church in Catalonia not only with the assurance of some degree of
protection but also with progressively greater autonomy from the Carolingian sovereigns.

Occasional interaction between the papacy and the various political regimes culminated in a plan of
action applied to the whole of the peninsula, which was promoted during the pontificate of Gregory VII
(1073-1085). A few days after being elected, he established the abolition of the Visigothic heresy
and the deviations of the Arianists and Priscillianists in Spain as essential priorities. The absence of
any allusion to harmful influences resulting from the Moorish invasion is significant: there was no
specific mention of such influences until a papal bull dated 1077, in which the arguments against
Arianists and Goths no longer appeared, and all responsibility for corrupting the liturgical rite was
heaped upon Muslims and pagans.* From then on the program of reform was applied with greater
rigor although, as shown repeatedly from various analytical angles in the first part of this book, the
absence of a plan of action designed to cover the whole peninsula gave rise to many different sce-
narios and different rates of transition to the new rite. The first official delegations sent by the Holy
See to begin liturgical reforms arrived in the years 1065 and 1071 in the person of Cardinal Hugo
Candidus. A journey by Sancho Ramirez to Rome in the year 1069 to enfief the kingdom of Aragén
to the Pope was the first direct contact between a Spanish monarch and the Holy See. Its impact
was to be felt years later in the reform of the monasteries of San Juan de la Pena and San Victoridn
de Sobrarbe in 1072, and in the appointment of Garcia, the king’s brother, to the Bishopric of Jaca
in approximately the year 1076. In a bull dated October 15, 1079, Gregory VII invited Alfonso VI
of Castile and Ledn (1040-1109) to carry out correctionem regni vestri quod diu in herrore perstiterat.
However, political and ecclesiastical centers soon voiced opposition, and the difficulties faced by
the Pope are exemplified by the figure of the deposed abbot Robert of the Monastery of Sahagun,
reformed in 1079. He had voiced his approval of the Hispanic rite on two previous occasions:
once under the pontificate of Pope John X (914-925) and again under Alexander II (1061-1073).
However, Gregory VII sought to go further than his predecessors and envisaged an ambitious plan
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to unify liturgical usage and guarantee the hegemony of Rome throughout Christianity. In this
context, the Council of Burgos, held in May 1080, represents a decisive point in the complex rela-
tionship of the Spanish kingdoms with the Holy See: This council officially approved the replace-
ment of the Hispanic rite by the Roman rite, and consolidated Spain’s definitive subservience to
Rome. Liturgical orthodoxy was thus assured in all the kingdoms of Spain, with the elimination of
the heretical malformations which Pope Gregory VII believed had risen there because of the region’s
geographical remoteness from the center of power of Christianity in Rome. Only in Toledo, which
had been reconquered by King Alfonso VI in the year 1085, did part of the Visigothic tradition
manage to survive in six parishes, in spite of the rigorous sentence by the Pope, who defined the
rite as superstitio toletana. However, it was to experience a second renaissance centuries later in the
context of a Visigothic renovation movement promoted by Cardinal Cisneros (1436-1517). Mean-
while, the primatial see embraced the new rite unreservedly and incorporated French monks into its
community. Copies were also commissioned of books of worship belonging to the Franco-Roman
tradition by order of the then Archbishop Bernard, who had lived previously as a monk in Cluny
and had been abbot of Sahagun.

This ambitious project to Romanize the liturgy entailed political, ideological, social and cultural
changes, and was to result in practice in the learning of a new rite and new forms of notation
which were unknown to both clergy and congregations, and which were gradually to displace
local traditions. This meant that books of worship and copies had to be imported from the cen-
ters recently reformed, and that expert calligraphers and annotators had to be enlisted to produce
them. The largest collections of manuscripts that survive from the transitional period come from
three centers: the abbeys of Santo Domingo de Silos and San Milldn de la Cogolla and the Metro-
politan See of Toledo. In the process of change, Visigothic manuscripts were relegated to a secon-
dary role, except for consultation in some celebrations under the old rite that survived in the new
liturgical order.

Currently, a total of 50 manuscripts of liturgical music from the Hispanic rite survive, some com-
plete and others as fragments, but between them they contain almost the whole of the repertoire.
A larger number of complete manuscripts (and an even greater number of fragments) belonging
to the Franco-Roman rite survive, dating especially from the 12* century med. onwards, when
copying was at its height for the many monasteries and cathedrals that had recently switched to
the new usage.

Transition

The fast pace of political, social, economic and cultural reform as outlined above was to affect reli-
gious expression, aesthetic emotions and the conditions for artistic creation. All this was reflected
in both the form and the content of the sources of liturgical music.> As in all transitions, there were
changes in rules, norms and conventions, so the reform affected not only liturgical practice but
also the systems of writing and notation used, the way in which material was organized and even
the style of illumination of manuscripts. All these formal elements were linked to a new system of
allegorical and symbolic values arising from a transformation of ideological and cultural reality.
The sources from which this new liturgical order derived became a way of asserting identity and
power, particularly during the transitional period.°®

The various stages in the transition from the Hispanic rite to the Franco-Roman rite can there-
fore be recognized directly in the morphology of the sources of liturgical music themselves. A
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case in point is the unique composition of the calendar of saints and the liturgical calendar,
from which significant data can be gleaned on the network of influences and interactions within
Spanish centers and between Spanish centers and those elsewhere in Europe, particularly in
southeastern France.” It is from the latter that various structures containing a hybrid of the
Hispanic and Franco-Roman rites derived, and well before them the unique configuration of
the Catalonian/Narbonnais rite.® However, the gradual assimilation of the new formulae and
hagiographic forms of worship took place side by side with two other phenomena: loyalty to
autochthonous tradition and the creation of new forms of worship, symptomatic of a desire to
reaffirm local identities in the face of pressure to join the reform.” The coexistence of elements
from different cultural backgrounds and the liberty and individualism reflected in both external
and internal manuscript configurations are evidence not only of reluctance to adopt decisions
imposed by political power but also of the fact that the reform did not take place systemati-
cally and homogeneously. Individual decisions and local cultural contexts acted frequently as
variables that determined the survival in some cases and a replacement in others of systems of
writing and unique configurations of formulae, liturgical calendars and calendars of saints used
in the sources of liturgical music. The transition in the form of the liturgy was thus a long-lasting,
diverse process.

The asymmetric configuration of these sources can be explained in part through historical docu-
ments which bear witness to the resistance offered by different dioceses and monasteries to an
ecclesiastical policy that sought to impose a new liturgical form on them.'® However, this reluc-
tance should be interpreted within the broader historical context of a country that was constantly
striving to defend its borders against Moorish invaders on the one hand and against the reformist
policies of Rome—channelled via France—on the other."" These two external factors set off a
process of change on several levels that affected territorial awareness, the distribution of society,
political structure and ideological and cultural identity.

In this sense, the term frontier, which has become established as a concept in studies of medieval
history, takes on a particular meaning in the description of the new types of source and in discer-
ning the cultural substrates (Kulturkreise) from which they stem. The term is a particularly loaded
one in the case of Iberian history: it suggests on the one hand an attitude of defence and on the
other a process of cultural permeability and tension which served to forge the particular identity
that emerges from an analysis of the corpus of sources of liturgical music selected for inclusion in

this book.!?

State of the question

The earliest research on the various liturgical traditions of the Western church in the Middle Ages
dates from the 19 century ex., and was conducted for pragmatic reasons: a valid model was being
sought for the interpretation of Gregorian chant so that a single, definitive version of choral chant
could be established. This goal was approached from a particular ideological orientation, which
meant that the scientific approach taken was not exempt from the romantic idealism and the linear,
evolution-based vision that pervaded historical studies in the 19" century.

The work of the monks of Solesmes, centered on reconstructing the archetype of Gregorian chant,
represents the culmination of a number of attempts made in France over the course of the 17" and
18" centuries.” It is to these monks that we are indebted for the earliest studies that have a real
impact on the notation and interpretation of sacred monody. It was Prosper Guéranger (1805-
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1875), with the publication of his Institutions liturgiques (1840-1851)—supported by other spe-
cialists working close to him such as Joseph Pothier, Agustin Gontier, and Eugéne Cardine—, who
established the basis for paleography (Paléographie musicale, 1889-1924) and Gregorian semiology
(Semiologie grégorienne, 1970).

However, the analysis by the monks of Solesmes includes two scientifically controversial points:
an attempt to restore a Carolingian archetype—tainted by ideological overtones—and the reading
and partial adaptation of semiological methodology. In regard to the latter point, the model of
semiology proposed by Cardine has given rise to critical reactions and alternative approaches.'*

On the other hand, the urgent need for editions that could be put to practical use meant that
there was pressure to provide immediate results, which could not be accomplished by scholarly
progress conducted at the proper pace. Consequently, even though the Graduale romanum (1908)
and the Antiphonale romanum (1912) date from the early years of the 20™ century, certain essential
questions still remain to be solved, including points regarding rhythm, the origins of the various
forms of melody set down in the sources and even the meaning of the liquescent signs.”> One may
also question the goal of #ranslating plainsong notation from one notational language with a rich
inventory of graphic variants to another when its limited range is scarcely capable of representing
the broad spectrum of nuances of expression contained in the original.

The concept of historiography as evolving towards ever more sophisticated systems of notation
stems from an approach that is characteristic of 19™ century restoration projects.’® The concept of
medieval notation as a “prelude” or more primitive version of later notations is linked to the way
in which the Middle Ages were perceived in the 19% century, but it is a concept that dominated
early studies of sacred monophony. In spite of these limitations, however, the material gathered
and classified by the monks of Solesmes provided essential impetus for research into the origins
and different types of Western notation. In the context of the Iberian Peninsula, the studies by
Wagner (1911-1912), Prado (1928), Rojo and Prado (1929), Anglés (1935, 1938) and Sunyol
(1935), in particular, are proof of how dynamic a field of research this was in the first few decades
of the 20 century."”

Research into sacred monophony conducted over the past 25 years reflects a change in orientation,
with the subject being tackled from the viewpoints of several different disciplines in an attempt
to achieve a broader reflection less centered on purely material analysis.'® This is an approach
that takes into account the general history of the culture in which each of notational language
arose, and assumes that there is information not contained in the notational signs themselves that
requires a knowledge of the medieval culture from which that notation originates, which know-
ledge is often hard to access.” From a pragmatic viewpoint the difficulties posed by this holistic
approach are often insurmountable. In that regard, recent studies have sought to lay down a number
of ground rules for the semiological interpretation of notation. Treitler and, more recently, Hass
have made notable contributions to this task.?

Contents
Part one

The nine studies that make up part one of the book are original contributions from the perspec-
tives of different disciplines that examine some of the key questions regarding knowledge of the
sources of liturgical music in the Iberian Peninsula in the period in question.
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In the first study, Ludwig Vones sums up the historical context underlying the reform project,
pointing out various nuances of the process of adopting the new rite and highlighting resistance
to it in various circles of the church and the nobility, with particular reference to the complex
web of relationships with the Abbey of Cluny in Bourgogne, with various other important cen-
ters in southern France such as St. Victor in Marseille and Saint-Pons de Thomiéres, and with
the Holy See in Rome.

The study by Michel Huglo provides an approach to the scientific and cultural context in
which the Hispanic rite originated, highlighting the origins of Etimologias by St. Isidore and
its dissemination through the peninsula. In his study of the formal layout of Etimologias and
its text variants the author differentiates between three sets of manuscripts originating from
the south and north of the Iberian Peninsula and two later examples from what is now Portugal.
His description of a total of 13 manuscripts representing these traditions provides new data
and also corrects errors that have previously slipped into classical reference works. There is an
extensive analysis of the harmonic diagrams interpolated into Visigothic manuscripts from
the second half of the 8" century onwards. These interpolated diagrams are found only in the
Iberian family of manuscripts, and a comparative analysis enables the author to re-establish
the original order of the diagrams and identify the ancient Greek theoretical sources on which
they are based.

Manuel C. Diaz y Diaz tackles the antiphonary as an early type used to disseminate the His-
panic repertoire, and provides new data concerning the codicological characteristics and the
origin and date of the Antiphonary of Le6n (Ledn, AC, ms. 8). The author interprets the much-
discussed prologue to the Antiphonary as an expression of the tension caused in the Hispanic
church by the controversial attitude of Elipandus of Toledo, against whom Beatus of Liébana,
the church of Asturias and various other theological circles of the Carolingian world polemi-
cized. The elegiac couplets found in prologues three and four are seen as further evidence of
demand for the continuation of the much-venerated Hispanic liturgy, which was then under
threat due to theological and political discrepancies and which was finally to be abolished in
the second half of the 11" century. The author also reviews the origin and dating of the miscel-
laneous codex (Cérdoba, AC, ms. 123), situating its production in Ledn in the 11% century in.
and revealing new data concerning the Book of hours belonging belonging to Ferdinand I (Santiago
de Compostela, BXU, ms. 609, Res. 1) and the Liber canticorum et horarum (Salamanca, BGU,
ms. 2668).

The study by Maria José Azevedo Santos provides valuable data on liturgical reform in Portugal
based on the paleographical analysis of transitional codices between Visigothic and Carolingian
scripts. Data on a large number of fragments preserved in Portuguese archives and libraries helps
to complete the topography of Hispanic liturgy and confirms the extensive work done by centers
in Coimbra, Braga and Porto during the liturgical transition, which took place there somewhat
later than in the rest of the peninsula.

From a philological viewpoint, Eva Castro Caridad explores the origins of the texts for the
Feast of the Circumcision of Christ, which was widely celebrated in the old Hispanic rite and
is of particular importance because it refers to a practice that was abolished by Christians but
maintained by the Jewish communities of the Iberian Peninsula. The author studies direct testi-
monies—sources of liturgical music—and indirect testimonies—such as the Leges visigotho-
rum—and shows that most of the Hispanic masses of the zemporale had been compiled by the
7™ century med., including those for the Feast of the Circumcision, which in turn was linked
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to the celebration of the Nativity. A comparative examination of the sources that describe this
feast reveals common structural elements and perceptible differences in a time-frame running
from the 11" century to the 16", i.e. from the earliest testimonies of the Liber commicus and the
Liber misticus to the publication of the Missale mixtum by Ortiz and the Breviarium gothicum by
Lorenzana, and this in turn enables the author to identify the sources from which the various
prayers and readings originate.

Gunilla Iversen looks at liturgical poetry produced mainly in Catalonia between the 10™ and
13 centuries, and analyses the vocabulary and poetic and compositional structures of a parti-
cular group of prosulae, proses and texts linked to the sanctus of the mass. The repertoire of
southwestern France makes particular use of the Hebrew word osanna as the basis of a whole
series of compositions found in numerous copies from Vic, Girona, San Juan de la Pena, Auch,
Montserrat, Tortosa, Narbonne and San Martial. The exploration of literary sources enables the
author to identify various interpretations of the expression osanna that in some cases were used
only in these poetic and musical compositions. The uniqueness of the Hispanic repertoire and
the creative process of its texts are revealed through a detailed analysis that identifies its formal
articulation based on the vowel sounds in the word osanna, its unusual selection of vocabulary—
vocabulary concerned with the semantic field of music is of particular interest—and an inter-
pretation of the symbolic and allegorical values of the images suggested.

Maricarmen Gémez focuses on the earliest records of what is known as the Canto de la sibila
Eritrea (“Song of the Erithrean Sybil”), the earliest prophetess of antiquity, whose prophecies
were deposited at the Capitol in Rome and were consulted in search of answers on essential
matters of state. The reading or performance in song of the sybilline verses was part of the liturgy
for matins at Christmas, at the end of Advent, though its exact position is not made absolutely
clear in the surviving documentation. Following a comparative analysis of the various literary
sources of the texts later used for musical composition, the author looks at the earliest records
that contain notation and manages to demonstrate that the tradition was not restricted only to
the former territories of the kingdom of Aragén, particularly Catalonia, Majorca and, to a lesser
extent, Valencia, but rather extended to a much broader, more complex cultural and geographi-
cal context. The musical and literary variants in the records preserved in southern France and in
the north and south of the Iberian Peninsula reflect the vitality of an ancient, widespread tradi-
tion that was to survive until well into the 18" century at the cathedrals of Toledo and Majorca.
The study is illustrated by a number of examples taken from Iberian manuscripts in which the
sybilline verses, which were interpreted through a simple choreography, appear mostly in adia-
stematic and diastematic Aquitainian notation, although copies in Visigothic, Catalonian and
Beneventan notation also survive.

Barbara Haggh explores the origins of the texts, melodies and inventory of notational signs
used in offices at the Monastery of Santo Domingo de Silos, based on their oldest source: the
Antiphonary of Silos (London, BL, Add. ms. 30850). A comparative analysis with other sources
from the viewpoint of the structure of the offices and the variety of neumes with which the melo-
dies are is transmitted enables the author to draw new conclusions concerning both the origins
and the sources from which the office of St. Dominic was constructed, and the types of Visigothic
notation used in the north of the peninsula to transmit the chants for such offices. A comparison
of the notations used for this feast in different sources of liturgical music reveals the interaction
of the graphic forms of the western and eastern parts of the northern Iberian Peninsula. Some
neumes in the Antiphonary of Silos (London, BL, Add. ms. 30850) can also be found in the
Antiphonary of Ledn and in the Liber ordinum (Silos, AM, Cod. 4), which leads to the hypothesis
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of a common origin for the two vocabularies, and of contact with parts of France. The author
attributes the origin of the Aistoria in honor of St. Dominic to a time after the reform of the liturgy
at the Monastery of Silos, and suggests that it was composed using models brought from the other
side of the Pyrenees. The antiphons and responsories at the end of the Antiphonary of Silos could
well, therefore, have been composed after the bistoria was written.

The study by Susana Zapke comprises two attempts to construct a select corpus of liturgical
musical sources dating from the 9" to 12 centuries, i.e. the Visigothic period, the period of
transition to the new Franco-Roman model imposed by Rome and the period of consolidation of
the new model, based on two criteria: typology, with the listing of the various modes of writing
text and music; and topography, with an attempt to determine the distribution of the sources
in the various cultural areas of the peninsula. Using a selection of representative examples taken
from 90 liturgical manuscripts, this study looks at the variety of notational systems used in the
Iberian Peninsula during the period under consideration: Visigothic notation (northwestern,
northeastern, hybrid western/eastern and southern), Catalonian notation, transitional notations
and Aquitainian notation. The examples reflect the diversity of writing systems and vocabula-
ries of graphic notation that existed in the various areas and periods considered, the wide range
of possible combinations of them during the transitional period from the Hispanic rite to the
Franco Roman rite, the wide range of contexts (i.e. types of source) into which musical nota-
tion can be placed and the different functions performed by notational signs depending on their
context. The main difficulties encountered in both attempts at systematisation lie in the lack of
example from some areas and in the lack of a method for bringing together tools for musical
paleography with historical and cultural considerations that would offer solutions to the ques-
tion of the plurality of forms and combinations of writing in the rich corpus of liturgical music
manuscripts preserved in the peninsula.

Contents
Part two

The interdisciplinary approach provided by these articles is extended in Part Two with the descrip-
tion of a selective corpus of eighty-nine liturgical musical manuscripts representing the different
types and a chronology of the sources and scopes of the ecclesiastical geography of the Iberian
Peninsula in the 9™"-12% centuries. These manuscripts have been selected for three basic reasons: to
bring together representative examples of each of the various types of sources of liturgical music,
to compile a corpus characteristic of each region or cultural area of the ecclesiastical life of the
peninsula during that time and to compile a set of manuscripts that illustrates the different systems
of writing and notation used.

The manuscripts selected are grouped according to their systems of notation—Visigothic, Catalo-
nian, transitional and Aquitainian—and are presented in chronological order within each group.

The types of manuscript featured include six miscellanies (see below), fourteen antiphonaries,
twelve breviaries, three sacramentaries, one ritual collectory, two homiliaries, two bibles, six exam-
ples of the liber misticus, two of the liber horarum, three of the liber ordinum, one of the liber
canticorum, eight collectanea, two examples of the liber hymnorum, three of the liber psalmorum,
canticorum et hymnorum, one psalterium et liber canticorum, one liber canticorum et horarum, three
lectionaries, five missals, five tropary-prosaries, one /iber responsorialis, four graduals, three evan-
geliaries and one pontifical.
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The following are also included on an exceptional basis, since they are not liturgical music
books stricto sensu: a theoretical treatise with additions in Aquitainian notation on some pages
(Barcelona, ACA, Ripoll 42), a number of miscellaneous codices (Madrid, BN, ms. 10029;
Barcelona, ACA, Ripoll 106, 74 and 40; Montserrat, BM, ms. 72; Lleida, AC, Roda 8) and
three manuscripts without notation (Madrid, RAH, Cod. 118 and 14; and London, BL, Add.
ms. 30851, although in the latter, there is notation in eight hymns and neumes are used as
reference signs). Seven documents from beyond the Pyrenees are also included which were
identified at a very early date as liturgical books or exemplars copied at centers in the Iberian
Peninsula (Huesca, AC, Cod. 1; some parts of Huesca, AC, Cod. 4; Paris, BNE Lat. 933,
1871 and 5304; Braga, AD, ms. 1000; and Toledo, BC, 44-1 and 44-2).

Twenty-nine of the manuscripts selected represent the Hispanic rite or come from the Visigothic
period, including the two bibles [Burgos, AC, without shelfmark (from now on w./o0. s.) and
Cracow, Czartorysky, ms. 3.118], seven contain formulae from the Catalonian/Narbonnais
tradition and forty-seven are from the Franco-Roman tradition, though formulae from the
Hispanic tradition may still be found in them. There are twenty-eight documents with northern
Visigothic notation, four manuscripts with southern Visigothic notation, seventeen with Cata-
lonian notation and thirty-seven with Aquitainian notation. Eighteen manuscripts feature com-
bined writing systems characteristic of the transitional period.”' Not counting certain notated
parts of compound manuscripts—e.g. Cérdoba, AC, ms. 123—, the corpus contains a total of
twenty-one fragments of liturgical music from different periods.

The geographical distribution of the eighty-nine manuscripts selected is as follows:

1. Visigothic period: Toledo group, San Milldn/Silos group, Catalonian group, Leén group,
Pyrenees group (Navarre/Aragén).

2. Transitional and Franco-Roman period: San Milldn group, Silos group, Catalonian group,
Castile group, Toledo group.

The corpus selected provides representative samples of the various liturgical traditions of the penin-
sula in the period under study. The description that accompanies each codex is guided by reference
works by Andrew Hughes and Elisa Ruiz Garcia.”” The folios shown are chosen in some cases for
structural and/ or formal reasons. The rarity of the writing systems used and/ or the repertoire
written down have prevailed over considerations of the present state of conservation or aesthetic
quality of each document. The selection therefore includes both plainer documents from rural
monasteries and superb pieces drawn from royal archives.

Sources. Some clarifications

Not all the material originally envisaged could be presented in the final state of the book. Problems
of various kinds, such as the poor condition of some manuscripts, the difficulty of accessing cer-
tain archives or obtaining authorisations and, occasionally, problems in locating documents due
to changes of catalog number, forced us to abandon our search in some cases.

However, the active efforts of Spanish archives and libraries to catalog material in the past few decades
have revealed a considerable number of complete manuscripts and fragments of liturgical music from
the Hispanic and Franco-Roman repertoires, mostly in the bindings of notarial records and documents
whose contents are not strictly liturgical in nature.” The latest such findings are listed below.
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The Archivo de la Real Chancilleria in Valladolid (parchments, carp. 180, no. 1) contain a frag-
ment of a breviary in Visigothic writing with Aquitainian notation, dated between the last third
of the 11 century and the 12 century 77.2* The Archivo Histérico Provincial of Huesca contains
no less than 84 fragments dated between the 11* and 13" centuries, drawn from the bindings of
notarial records.”

Other recent findings include the recovery of the Visigothic manuscript Officia sanctorum (New
York, HS, B2916), located by Susan Boynton and featured in this book, and a fragment of a
Visigothic Antiphonary from the 10® and 11% centuries preserved at the Royal Academy of His-
tory, Cod. 9/4579.%

Along with the increasing number of manuscripts, we must also highlight the fact that there are
a number of known manuscripts of the Hispanic rite and others from the transitional period
whose whereabouts are currently unknown. Such is the case of the fragment from Cincinnati,
Ohio (Hebrew Union College, Klaus Library, a miscellany manuscript with a fragment of a Liber
misticus dating from the 10™ century, listed by Millares Carlo 1999, 1, no. 34, the Liber misticus
of Santa Cruz de Coimbra (Ferndndez de la Cuesta 1983) and the Braga fragment (Braga, AD,
Registro Geral, Caixa Frag. 280, 3 Colegao Cronoldgica. Capa do Tombo de Vilar de Monte), an
Antiphonary of the Franco-Roman rite with Visigothic script and Aquitainian notation from the
11" century, ca. 1080-1090) (Millares Carlo 1999, 1, no. 18). In all these cases the most likely
explanation is misplacement following a change of catalog number.

Ongoing cataloguing projects of note include those of the Archivo de la Real Chancilleria of Valla-
dolid (Ruiz Asencio), the Archivo de la Catedral of Valladolid (Lépez-Calo), that of the Cathedral
of Santiago de Compostela (Rey Olleros), numerous archives in Aragén (Institucién Fernando el
Catélico) and the Archivo Diocesano of Burgos (Asensio), from which further study material can
be expected to be obtained.

With the exception of the recent findings mentioned above, the documents offered by Janini
(1969, 1977a, 1977b),”” Ferndndez de la Cuesta (1983, 105-113; 2000, 848-850), Diaz y Diaz
(1983) and Millares Carlo (1963, 1999) continue to constitute basic reference material for any
systematic listing of sources of liturgical music under the Hispanic rite and the Franco-Roman
rite in the Iberian Peninsula. Furthermore, the works by Sablayrolles (1911-1912), Sunyol (1925,
French edition 1935), Anglés (1935, 1988), Mundé (1965, 1982), Olivar (1969), Martimort
(1982), Mas (1982, 1988) and Garrigosa (1990, 2003) provide substantial data on sources from
the Catalonia/ Narbonne region and Septimania.”® We owe the list of the earliest examples of the
Franco-Roman tradition in the Peninsula essentially to Huglo (1985) and Rocha (1982). A selec-
tive list of sources from the Franco-Roman repertoire classified by type has also been drawn up by
Ferndndez de la Cuesta and Lépez-Calo (2000, 891-895).

A certain ambiguity in the term “sources of liturgical music” needs to be clarified. As will be
seen, notation can be found inserted into documents which are not strictly musical, and in
some cases documents intended to contain a melodic repertoire were never notated or provided
with only partial notation, as in the case of the Liber hymnorum (Madrid, RAH, Cod. 118/
Cod. 14) included in this book, although since this is a hymn repertoire it is possible that it
was never intended to include notation. Another case in point is the part of the hymnarium
comprising the Liber psalmorum, canticorum et hymnorum of Silos (London, BL, Add. ms.
30851, 11™ century) which contains a limited amount of musical notation but also employs
various neumes as references to glosses. Further examples are the breviary of Silos (London,
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BL, Add. ms. 30849, 11 century ex.), which has no musical notation, although it had at first
been planned; the matins Antiphonary of Arles-sur-Tech (Paris, BNFE Lat. 14301), in which
the antiphon texts added later were never provided with the notation originally envisaged;
the Liber horarum (Madrid, RAH, Cod. 118; counterguard, Cod. 14); the Antiphonarium
visigothicum (Madrid, BN, ms. 10001, fol. 141); the secular Roman breviary (London, BL,
Add. ms. 30849), which was also never provided with notation except at the end from fol.
290r onwards—numbering in ink—(fol. 294r: numbering in pencil), not to mention the
many examples of partially entered notation in the well-known Glosses of St. Emilianus
actually entitled Sanctorum Cosmae et Damiani passio, missa et orationes (Madrid, RAH, Cod.
60)—in the Liber misticus (Madrid, BN, ms. 10001, flyleaves), in the Sacramentary of Roda
(Lleida, AC, Roda 16), in the Antiphonarium or Liber misticus (Madrid, RAH, Cod. 30) and
other documents described in Part Two of this book.

Sources. Geographical range. Centers of production

Manuscripts are ascribed to particular centers of production mainly on the basis of paleographical
criteria, in the sense of the techniques applied in their production (preparation of the medium,
organisation of material, composition of the page) and the graphic universe deployed in them, ran-
ging from the instruments used to the colors of the inks and even the system of writing, the set of
graphic characters used (ductus, modules, systems of abbreviation ), the illumination, and the types
of binding used. All these elements provide valuable indicators for identifying where a particular
codex was produced. The catalog descriptions that make up Part Two of the book cover various
points, but it has not been possible to determine the exact place of origin of a considerable number of
the documents presented. To forestall rash speculation, the various options considered by the specia-
lists involved are given, with question marks against those cases where attribution is not definitive.

Throughout the book, the term “center of production” is preferred to scriptorium because the latter
is understood to refer to an organized location with a tradition extending over several generations,
and there is little documentary evidence that this was the case in the Iberian Peninsula. The only
evidence for the existence of a scriptorium in the strict sense of the term is a mention of the Tower
of Tabara (Madrid, AHN, Cod. 1097 B), in which the term #heca suggests a room in which codices
were produced.” In this sense the work carried out at Silos, for instance, by specialists originating
from various locations charged with increasing the stock of liturgical (not theological or scientific)
works in the library can be better described in terms of a “copying center” than a scriprorium.>
The study by Ruiz Asencio on the various origins of the codices from the Pyrenees and la Rioja
held in the library at Silos provides further support for this choice of terminology. Ten codices that
entered the monastery in the time of Abbot Domingo seem to have originated from La Rioja and
Pamplona: San Milldn, Cathedral of Ndjera, San Prudencio de Monte Laturce, Albelda and other
centers in the kingdom of Pamplona-Ndjera, with the Etimologies (Paris, BNE N. A. L. 2169) of
1072 being one of the earliest examples from the school of copyists at Silos.?* This line of argument
is supported by the set of manuscripts, from the transition between the Hispanic and Franco-
Roman rites, copied by specialists from a range of different cultural backgrounds. Paleographical
analyses by Shailor and Phillips and a mainly historical analysis by Levy find sufficient indicators
of situations and procedures characteristic of that period.** Moreover, the knowledge provided by
Diaz y Diaz of the ways in which royal, cathedral and monastic libraries and collections of books
were compiled in the northern Iberian Peninsula from the second half of the 9™ century onwards,
by copying or by acquisition of copies from various origins, also supports the idea that there was
intense interaction between the various centers.*
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Sources. Chronological scope

The documents selected cover a period of almost four centuries (9* ex.-12 ex.), though the
exact dating of the manuscripts continues to be a matter of controversy. This is particularly true
of the approximately 350 Visigothic manuscripts that survive, including some with false or inac-
curate dates, for most of which there is no definitive dating. Garcia Turza estimates that we cur-
rently have a total of just 45 documents that can be dated precisely.** Munddé’s review of Toledan
liturgical chant manuscripts of the Hispanic rite proposes dates that differ by several centuries
from those attributed by other scholars, as discussed above.*> Garcia Turza also stresses the lack
of consensus on dating and mentions, among others, the representative cases of the glosses of
St. Emilianus (Madrid, RAH, Cod. 60), which have been dated anywhere between the 7" and
11" centuries, and the Bible of Quisio (Madrid, RAH, Cod. 20), where there is also a margin of
error of almost 4 centuries (7*-11%).% In this sense, the article by Diaz y Diaz published here is
particularly significant, as it provides new arguments for the precise dating of the Antiphonary
of Leén (Leén, AC, ms. 8) and the notated fragment from the Cathedral of Cérdoba (Cérdoba,
AC, ms. 123).

Apart from the manuscript corpus of the Visigothic rite, those of the Franco-Roman rite also
present us with considerable difficulties in terms of their dating. Textual paleography provides a
more sophisticated, more reliable method than musical paleography, partly because of the uniform
character of Aquitainian notation and the consequent difficulties of determining precise dates
and locations. Nor is the dating of transitional liturgical music documents always clear, since the
overlap in writing systems gives rise to anachronisms and archaisms that impede specific dating. In
view of these difficulties, the catalog descriptions that make up Part Two of this book include pro-
posals for dating put forward by the author of each description, followed by other dates attributed
to each manuscript in the relevant reference literature.

Notes

! Concerning the historical revision of the concept of Spain in the Middle Ages, see the opposing posi-
tions—now regarded as classic—defended by Américo Castro in La realidad histérica de Esparna. México,
D. E: Porrta, 1980 (1% ed., 1954); by Claudio Sdnchez Albornoz in Espasia. Un enigma histérico. 2 vols.
Barcelona: Edhasa, 1983 (1 ed., 1957); by José Antonio Maravall Casesnoves in E/ concepro de Espana
en la Edad Media. Madrid: Centro de Estudios Constitucionales, 1997 (especially: “De los nombres de
Espafia y de sus partes”, pp. 53-79); by Julio Caro Baroja. El mito del cardcter nacional. Meditaciones a
contrapelo. Madrid: Seminarios y Ediciones, 1970; and by Juan Carrasco, et al. Historia de las Esparias
medievales. Barcelona: Critica, 2002.

* See Isidro Gonzalo Bango Torviso, dir. Sancho el Mayor y sus herederos: el linaje que europeizé los reinos

hispanos. (Exhibition catalog.) 2 vols. Pamplona: Fundacién para la Conservacién del Patrimonio Histérico
de Navarra, 2006.

3 See Manuel Riu y Riu. "La organizacién eclesidstica” in Ramén Menéndez Pidal, ed. Historia de Espana.
Vol. 7**, La Espana cristiana de los siglos viir al x1. Madrid: Espasa Calpe, 1999, 636-639. There are discre-
pancies as to the date: Miquel S. Gros puts independence from Narbonne at a later date (ca. 971).

* See Ramén Gonzdlvez. “The Persistence of the Mozarabic Liturgy in Toledo after A. D. 1080”. In Bernard
E Reilly, ed. Santiago, Saint-Denis and Saint Peter. The Reception of the Roman Liturgy in Ledn-Castile in
1080. New York: Fordham University Press, 1985, 157-185.

5 In regard to social changes in the year 1000, marked by the fear of the apocalypse and the change from
a ritual, liturgy-based religion to action-based Christianity, see Georges Duby. L/An Mil, Paris: Gallimard/
Julliard, 1980 (1** ed., 1967). Concerning the transition from the year 1000 to the year 2000 in terms
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of fear see idem. An 1000 an 2000. Sur les traces de nos peurs, Paris: Les Editions Textuel, 1995; see also
Manuel C. Diaz y Diaz. “Hispania, ano 1000: cultura en declive” in Ramén Villares Paz, Luis Antonio
Ribot Garcia and Julio Valdeén Baruque, coord. Ao mil, afio dos mil: dos milenios en la historia de Espana,
Madrid: Sociedad Estatal Espafia Nuevo Milenio, 2001. Vol. 2: 179-198. Concerning the functionality of
art and the interaction between art and society in the medieval world see Georges Duby. Art et société au
Moyen Age. Paris: Editions du Seuil, 1997 (1% ed., 1995). On the change of mentality and the origin of a
new social class of intellectuals see Jacques Le Goff. Les intellectuels au Moyen Age. 3" ed. Paris: Editions
du Seuil, 2000 (1% ed., 1957).

¢ The restructuring of society that resulted from the struggle between the nobility and the monarchy, the
tension between the new middle-classes and the old nobility and the rebellion against the domination
of nobles and ecclesiastics make up the backdrop for the reform of the liturgy, which thus took place in
the middle of a complex, prolonged socio-political crisis. The reform of the liturgy was taken in many
cases as a pretext for reasserting rights or expanding power, which explains why the process was not homo-
genous or synchronized in time, and why the very different scenarios alluded to above emerged. On the
restructuring of society in the 1112 centuries, see Josep Maria Salrach i Marés. “Los grupos sociales” in
Ramoén Menéndez Pidal, ed. Op. cit., 394-426 and the enlightening summary by José Maria Minguez. La
Espana de los siglos vi al xii1. Guerra, expansion y transformaciones. Donostia-San Sebastidn: Nerea, 2004,

239-292 (1* ed., 1994).

7 It must be remembered that this interaction with other lands was not unilateral. Evidence for this pheno-
menon can be found in the survival of pieces from the Hispanic repertoire in sources from southern France,
which can be attributed to the fact that Catalonia and Narbonne belong to the same ecclesiastical area and
shared the same liturgical usage. In terms of form, there are various indicators of the survival of old usages.
The Visigothic notation was maintained in various cultural circles until well into the 13® century, and the
Visigothic system of ruling also continued to be used in some areas. On the other hand, coexistence with
Carolingian writing systems denotes the cooperation of experts from different cultural areas. These points
are addressed in this book. Regarding the subject at hand, the survival of the Regula communis or Regula
abbatum and the specific section of their pactum can be cited as examples of Visigothic rules governing
the organisation of monastic communities which remained in force in Portugal, Castile and La Rioja until
well into the 11" century. See Ludwig Vones. Geschichte der Iberischen Halbinsel im Mittelalter (711-1480),
Reiche-Kronen-Regionen. Sigmaringen: Thorbecke, 1993, 20 and subsq.

8 Below are indicated a few of the studies that deal with: 1) about the interaction between the Visigo-
thic rite and the Catalonian/Narbonnais tradition, see Miquel S. Gros. “El ordo romano-hispdnico
de Narbona para la consagracién de la iglesia”. Hispania Sacra 19 (1966): 321-401; idem. “La liturgie
narbonnaise témoin d’un changement rapide de rites liturgiques”, in Liturgie de ['église particuliére
et liturgie de ['église universelle. Rome: Edizioni Liturgiche, 1976, 127-154; Alexandre Olivar. “Les
supervivéncies litdrgiques autoctones a Catalunya en els manuscrits dels segles XI-XII” in /I Congres
Litirgic de Montserrat. Montserrat: Abbey of Montserrat, 1967. Vol. 3: 21-89; Josep Roma Barriga. £/
Sacramentari, Ritual i Pontifical de Roda (Cod. 16 de l'arxiu de la Catedral de Lleida, c. 1000). Barce-
lona: Fundacié Salvador Vives Casajuana, 1975; 2) about surviving Visigothic forms and structures
that mixed the Visigothic and Franco-Roman traditions, see Michel Huglo. “Les preces des graduels
aquitains empruntées a la liturgie hispanique”. Hispania Sacra 8 (1955): 361-383; Jean Vezin. “Un
calendrier franco-hispanique de la fin du x1éme si¢cle (Madrid, RAH, Céd. 18, fols. 6-11v)”, Biblio-
théque de I’Ecole des Chartres 121 (1963): 5-25; Susana Zapke. “Procesos asimilativos del nuevo reper-
torio francorromano en el norte de la peninsula” in Revista de Musicologia 16 (1993): 2257-2267; idem.
Das Antiphonar von Sta. Cruz de la Serds, XII. Jh. Neuried: Ars Una, 1996: 104-164, 167-215; 3);
about the interaction between Languedoc and Moissac with the diocese of Braga, see Pedro Romano
Rocha. “Les sources languedociennes du bréviaire de Braga”, Liturgie et Musique (1x‘-x1v* s.). Toulouse:
Edouard Privat, 1982, 185-207 (Collection d’Histoire religicuse du langue doc au x111° et au début du
x1v¢ siecles: Cahiers de Fanjeaux 17). Finally, readers are referred to the collected volume by Bernard
E Reilly, ed. Op. cit., especially the chapter by Roger E. Reynolds. “The Ordination Rite in Medieval
Spain: Hispanic, Roman and Hybrid”, pp. 131-155.
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? Particularly from the 12* century onwards, new hagiographic forms of worship appeared whose formulae
stem in part from hagiographic sources—chronicles and judicial protocols—that included certain episodes
from the Reconquest. Numerous hagiographic texts bear witness to this procedure, as evidenced by the
stories of Sts. Nunilo and Alodia, St. Urbez and St. Eurosia. See Antonio Durdn Gudiol. Los condados de
Aragon y Sobrarbe. Zaragoza: Guara, 1988, 43-49; Susana Zapke. “Procesos asimilativos...”. Ibidem; and
idem. “El oficio de san Indalecio en el antifonario de Santa Cruz de la Serds, siglo xi1”, Aragonia Sacra 6
(1991): 181-198.

10 See Bernard F. Reilly, ed. Op. cit.; Antonio Ubieto Arteta. “La introduccién del rito romano en Aragén y
Navarra”. Hispania Sacra 1 (1948): 299-324. Antonio Durdn Gudiol. Op. cit.; idem. Los obispos de Huesca
durante los siglos xi1 y xi1. Zaragoza: Gobierno de Aragén, Centro del Libro de Aragdn, 1994; idem. La Iglesia
de Aragén durante los reinados de Sancho Ramirez y Pedro I (1062?-1104). Rome: Iglesia Nacional Espafiola,
1962; idem. “La Santa Sede y los obispados de Huesca y Roda” in idem. Coleccion diplomitica de la Catedral de
Huesca. Zaragoza: CSIC, Escuela de Estudios Medievales, Instituto de Estudios Pirenaicos, 1969, nos.139,
144, 145 and 181; Paul Kehr. “Das Papsttum und die Kénigreiche Navarra und Aragdn bis zur Mitte des
12. Jahrhunderts”. Berlin: Akademie der Wissenschaften, 1928 (Abhandlungen der PreufSischen Akademie
der Wissenschaften zu Berlin: Philosophisch-Historische Klasse 4); idem. “Cémo y cudndo se hizo Aragén
feudatario de la Santa Sede”. Estudios de la Edad Media de la Corona de Aragén. 1 (1955): 285-326; Antonio
Ubieto Arteta. Historia de Aragon. Zaragoza: Anubar, 1981; José Marfa Lacarra. “A propos de la colonisation
franque en Navarre et en Aragén”. Annales du Midi 65, no. 23 (1953): 331-342; idem. Historia politica del
reino de Navarra, desde sus origenes hasta su incorporacion a Castilla. Vol. 1. Pamplona: Aranzadi for Caja de
Ahorros de Navarra, 1972; Anscari M. Mundé. “Moissac, Cluny et les mouvements monastiques de I'Est
des Pyrénées du x1° au xu° siecle” in Annales du Midi 75 (1963): 551-573; Peter Segl. Konigtum und
Klosterreform in Spanien. Untersuchungen iiber die Cluniacenserkloster in Kastilien-Ledn vom Beginn des 11.
bis zur Mitte des 12. Jahrbunderts. Kallmiinz (Oberpfalz): Michael Lassleben, 1974; Julio Valdeén Baruque,
dir. Historia de Castilla y Ledn, Valladolid: Ambito, 1985. (particularly interesting in regard to the topic dealt
with here is volume 4, by José Luis Martin. La afirmacion de los reinos (siglos xi-xit7). In ibidem.

1 See Ursula Vones-Liebenstein. “Katalonien zwischen Maurenherrschaft und Frankenreich. Probleme
um die Ablésung westgotisch-mozarabischer Kirchenstrukturen”. In Rainer Berndt, ed. Das Frank-
furter Konzil von 794. Kristallisation Karolingischer Kultur. Vol. 1, Politik und Kirche. Mainz: Mit-
telrheinische Kirchengeschichte, 1977, 453-505 (Quellen und Abhandlungen fiir Mittelalterliche Kir-
chengeschichte: 80).

2 On the concept of “frontier” in the Middle Ages, see Julian Bishko. Studies in Medieval Spanish Frontier
History. Aldershot: Ashgate, 1980 (Variorum Collected Studies Series). Robert Bartlett, ed. Medieval Fron-
tier Societies. Oxford: Clarendon Press, 1989. See also in the same volume Robert Ignatius Burns. “The
Significance of the Frontier in the Middle Ages”, 307-330.

13 See Karl Gustav Fellerer. “Choralreform”. In Ludwig Finscher, ed. Die Musik in Geschichte und Gegenwart.
Kassel: Birenreiter, 1989. Vol. 2: 1323-1331; David Hiley. “The Restoration of Medieval Chant”. In idem.
Western Plainchant. A Handbook. Oxford: Oxford University Press, 1995, 622-629 (1* ed., 1993).

14 Katherine Bergeron, Representation, Reproduction, and the Revival of Gregorian Chant at Solesmes. New
York: Ph. D. Cornell University, 1989 (U.M.L. 8924515), published as Decadent Enchantments: The Revival
of Gregorian Chant at Solesmes (Berkeley and Los Angeles, 1998); Katherine Bergeron and Philipp V. Bohl-
man eds. Disciplining Music. Musicology and Its Canons. Chicago: Chicago University Press 1992; Leo Treitler.
“The Early History of Music Writing in the West”. Journal of the American Musicological Society 35 (1982):
237-279; idem. “Reading and Singing: On the Genesis of Occidental Music-Writing”. Early Music History
4 (1984): 135-208; idem. “Paleography and Semiotics”. In Michel Huglo, ed. Musicologie médiévale. Nota-
tions et séquences. Actes de la table ronde du C.N.R.S. a IRHT 6-7 septembre 1982. Paris: CNRS, IRHT, 1987,
17-27; Luigi Agustoni and Johannes B. Géschl. Einfiibrung in die Interpretation des Gregorianischen Chorals,
Vols. 1-3, Regensburg: Bosse, 1987.

!> Not counting, in the specific case of the Iberian Peninsula, the lack of criteria for the transcription of the
melodies of the Visigothic repertoire and the Catalonian/Narbonnais repertoire in archaic Catalonian notation,
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annotated in campo aperto with no indications of pitch at all other than in exceptional cases discussed in
the study of Hispanic notations in this book (pp. 189 and subsq.). It is equally hard to determine the origin
of the three types of Iberian notation prior to the change in the rite: Visigothic notation with its northern
(western and eastern zones) and southern variants and Catalonian notation. This formal difficulty is com-
pounded by that fact that there are scarcely any examples of Visigothic notation in the south of the peninsula
except for later manuscripts from Toledo. The same goes for northern Portugal, except for a few fragments,
and for other areas of the peninsula such as the Pyrenean region of Aragén.

¢ See Max Haas. “Aspekte der Forschungsgeschichte”. In idem. Musikalisches Denken im Mittelalter. Eine
Einfiibrung. Berne: Peter Lang, 2005, 351-361.

17 See bibliography for Part Two, pp. 429 and subsq.

'8 Among the benchmark studies that provide a new historical view of Gregorian chant must be men-
tioned Helmut Hucke. “Toward a New Historical View of Gregorian Chant” in Journal of the American
Musicological Society 33 (1980): 437-467; and David Hiley. Op. cit. Concerning the origins of nota-
tion, see Leo Treitler. “The Early History...”. Op. cit.; Kenneth Levy. “On the Origin of Neumes”. Early
Music History 7 (1987): 59-90; Harmut Msller. “Institutionen, Musikleben, Musiktheorie”. Neues
Handbuch der Musikwissenschaft 2 (1991): 129-199; Michael Walter. Grundlagen der Musik des Mit-
telalters. Schrift-Zeit-Raum. Stuttgart, Weimar: Metzler, 1994. On the origin of the names of neumes,
see Michael Bernhard, ed. “Die Uberlieferung der Neumennamen im lateinischen Mittelalter”. In
idem. Quellen und Studien zur Musiktheorie des Mittelalters. Munich: Beck, 1997. Vol. 2: 57-71 (Musik-
historische Kommission: Bayerische Akademie der Wissenschaften, 13). Finally, on the binary of oral
tradition/ written tradition see Leo Treitler. “Homer and Gregory: The Transmission of Epic Poetry and
Plainchant”. Musical Quarterly 60 (1974): 333-372; idem. “Transmission and the Study of Music His-
tory”. In idem, et al., eds. Transmission and Form in Oral Traditions. International Musicological Society.
Report of the Twelfth Congress Berkeley 1977. Kassel: Birenreiter, 1981, 202-211; idem. “Reading and
Singing...”. Op. cit.; Andreas Haug. “Functions of Music Writing in the Early Middle Ages”. Lecture
on “Musik der Karolingerzeit”. Paderborn, 24 and 26 October 1999; Susan Boynton. “Orality, Lite-
racy, and the Early Notation of the Office Hymns”. Journal of the American Musicological Society 56
(2003): 99-168. On the structure and origins of the Hispanic repertoire, the classic studies by Féro-
tin, Pérez de Urbel, Leclercq, Brou, Cordoliani and Wagner, which are well-known to specialists, are
supplemented by new contributions cited in the various chapters of this book and in the bibliography
to Part Two.

¥ Max Haas. Op. cit., 365.

2 Leo Treitler. “Paleography and Semiotics”. Op. cit.; idem. “Written Music and Oral Music: Improvisation
in Medieval Performance”. In idem. With Voice and Pen. Coming ro Know Medieval Song and How it Was
Made. Oxford: Oxford University Press, 2003, 39-67. Max Haas. Op. cit., 345-398.

2! Two schematic diagrams (1 and 2) show the corpus selected in terms of the cultural and political areas
from which the documents are drawn and of the types of notation used: see pp. 197 and 201 of this book.
An additional table (3) showing the chronological order and indicating the respective writing systems used
is given on p. 204.

22 Andrew Hughes. Medieval Manuscripts for Mass and Office. A Guide to their Organization and Terminology.
Toronto: University of Toronto Press, 1982 (2™ ed., 1995) and Elisa Ruiz Garcia. Introduccion a la codi-
cologia. 2" ed. Madrid: Fundacién Germdn Sdnchez Ruipérez, 2002 (1% ed., 1988).

» See Carmen Rodriguez Suso. La monodia litiirgica en el Pais Vasco. Fragmentos con notacidn musical de los
siglos x11 al xvii1. 3 vols. Bilbao: Bilbao Bizkaia Kutxa, 1993 (Biblioteca Musical del Pais Vasco). Miguel C.
Vivancos. Catdlogo del archivo del Monasterio de Santo Domingo de Silos. Santo Domingo de Silos: Monas-
tery of Silos, Junta de Castilla y Leén, 2005. Manuel Rey Olleros. La miisica medieval en Ourense. Vol. 1,
Pergaminos musicales del archivo catedralicio. Ourense: Xunta de Galicia, 2006.

2 We are grateful to Prof. Ruiz Asencio for this highly useful information. Coleccidn Pergaminos, carpeta 180,
documento 10. Bifolio 352 x 463 mm. Ruled with dry point. In highly deteriorated condition.
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» Susana Zapke. Fragmentos litiirgico-musicales de la Edad Media en Archivos de Aragon. Siglos xi ex.-xilr ex.
Huesca: IEA, DGA, 2007.

%6 Susan Boynton. “A Lost Mozarabic Liturgical Manuscript Rediscovered: New York, Hispanic Society of
America, B 2916, olim Toledo, Biblioteca Capitular 33.2”. Traditio 57 (2002): 189-219. See also Francesc
Xavier Altés i Aguil6. “El retall testimonial d’un full d’Antifoner visigdtic (siglos x-x1) procedent de I'antic
arxiu de la Seu de Roda d’Isavena (Madrid, Real Academia de la Historia, ms. 9/4579)”. In Miscel-lania
Litiirgica Catalana 9 (1999): 33-50. Thanks are due to Miquel S. Gros for drawing my attention to the
existence of this document.

%7 José Janini and José Serrano with the collaboration of Anscari M. Mundé. Manuscritos litiirgicos de
la Biblioteca Nacional de Madrid. Madrid: Direccién General del Libro, Archivos y Bibliotecas, 1969;
José Janini and Ramén Gonzdlvez. Catilogo de manuscritos litiirgicos de la Catedral de Toledo. Toledo:
CSIC, Diputacién Provincial, 1977a; José Janini. Manuscritos litirgicos de las bibliotecas de Espana, 2
vols. Burgos: Aldecoa, 1977b, 1980 [Publicaciones de la Facultad de Teologia del Norte de Espafia
(Sede de Burgos): 38, no. 2], an inventory going up to the 16™ century. We must also take into account
the earliest attempts of systematically cataloguing the corpus of Hispanic sources by Rudolf Beer.
Die Handschriftenschiitze Spaniens. Bibliographische Ubersicht der Handschriftenbestinde 616 spanischer
Bibliotheken und Archive. Vienna: Kaiserliche Akademie der Wissenschaften, Philosophisch-Historische
Klasse, Sitzungsberichte, 1894, 124-131 (2™ ed., 1970). Juan Facundo Riafio. Critical and biographi-
cal notes on early Spanish music. London: Bernard Quaritch, 1887; Marius Férotin. “Liber mozarabi-
cus Sacramentorum’. Monumenta Ecclesiae liturgica 6 (1912) (Rome: Centro Liturgico Vicenziano.
Edizioni Liturgiche, 1995) and the study by Jules Tailhan. “Appendice sur les bibliotheques espagnoles
du Haut Moyen Age”. In Nouveaux Mélanges d Archéologie, d "Histoire et de Littérature sur le Moyen—z‘fg@.
Vol. 4. Paris: Didot, 1887.

28 “Septimania” refers to the dioceses of Narbonne, Maguelone, Lodéve, Béziers, Carcassone, Agde, Nimes
and Elna.

» See also “La importancia histérica del scriptorium de San Salvador de Tébara”. In Fernando Regueras
Grande and Hermenegildo Garcia-Ardez Ferrer, eds. Scriptorium. Tibara visigoda y mozdrabe, Salamanca:
Ayuntamiento de Tdbara, Centro de Estudios Benaventanos Ledo del Pozo (CECEL-CSIC), Parroquia de
Tabara, 2001, 65-83.

% José Manuel Ruiz Asencio. “Cédices pirenaicos y riojanos en la biblioteca de Silos en el siglo x1”. In José
A. Fernédndez Flérez, dir. Silos. Un milenio. Actas del Congreso Internacional sobre la Abadia de Santo Domingo
de Silos. Vol. 2, Historia. Santo Domingo de Silos: Monastery of Silos, University of Burgos, 2003, 177-210
(Studia Silensia: 26).

3! Barbara Shailor. “The scriptorium of San Sahagtin: A Period of Transition”. In Bernard E. Reilly. Op.
cit., 41-61; see also Nancy Phillips” text: “Nordspanische Neumen” in “Notationen und Notationslehre
von Boethius bis zum 12. Jahrhundert”. In Thomas Ertelt and Frieder Zaminer, eds. Geschichte der Musil-
theorie, Vol. 4, Die Lehre vom einstimmigen liturgischen Gesang. Darmstadt: Wissenschaftliche Buchgesell-
schaft, 2000, 445-451; and Kenneth Levy. “Toledo, Rome and the Legacy of Gaul”. Early Music History
4 (1984): 49-99.

32 Diaz y Dfaz distinguishes between three types of circulation: 1) circulation of manuscripts from the south
to the north, driven by the Saracen invasion and coinciding with the establishment of the royal residence
in Oviedo during the reigns of Alfonso II (791-842) and Alfonso III (ruled 866-910; 2) circulation of
manuscripts between the various northern kingdoms; and 3) circulation between centers in the peninsula
and centers beyond the Pyrenees. Finally, the impetus provided by Visigothic renovation increased interest in
forming select libraries with documents from various sources. Manuel C. Diaz y Diaz. “La circulation des
manuscripts dans la Peninsule Ibérique du viir© au x1¢ siecle”. Cahiers de Civilisation Médiévale 12, nos. 3

and 4 (1969): 219-241 and 383-392.

3 Claudio Garcia Turza. Los manuscritos visigdticos: estudio paleogrdfico y codicoldgico. Vol. 1, Los cdices
riojanos datados. Logrofio: Fundacién San Milldn de la Cogolla, 2002, 12.
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3 Anscari M. Mundé. “La datacién de los cédices litirgicos visigéticos toledanos”. Hispania Sacra 18
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The Substitution of the Hispanic Liturgy by the
Roman Rite in the Kingdoms of the Iberian Peninsula

Ludwig Vones

or that anonymous chronicler who

wrote a book of annals in the 12% cen-

tury in., which was later included in the

Crénica de San Juan de la Peria, there

was not the slightest doubt: the /ex ro-
mana had been introduced at the Monastery of San
Juan on 22 March 1071, a Thursday in the second
week of Lent, and from this date onwards it would
be strictly followed: “Et tunc intravit lex romana
in Sanctum Iohannem de la Penia XI kal. aprilis,
secunda septimana quadragesime, feria III, hora
Prima et Tertia fuit Tholetana, ora Sexta fuit ro-
mana, anno Domini millesimo LXXI et inde fuit
servata lex romana”.! This event is only mentioned
once, however, in the line of text giving the date in
a forged episcopal document in favor of the monas-
tery. The date given there is 1 August 1071: “primo
vero (anno) ingressionis Romani officii in Sancto
Iohanne”.? Nevertheless, the process of replacing
the Hispanic liturgy or the Visigothic-Mozarabic
rite by the Franco-Roman rite in the kingdom of
Aragén, which took place at the same time in the
convents of San Victorian de Asdn in Sobrarbe, in
San Pedro de Loarre, and shortly afterwards under
the influence of San Victoridn, in Santa Maria de
Alaén as well, cannot be questioned.> We must keep
two things in mind, however. On the one hand,
the change of rite in 1071 did not mean that the
new liturgical forms were accepted spontaneously
throughout the kingdom of Aragén, but rather that
this was the beginning of a gradual process of estab-
lishing them that was to last more than two centu-
ries. San Juan de la Pena was the ideal starting point
in this process, because it was here, under the reign
of Sancho III the Great, where the Cluniac monk,
Paterno, had already been named abbot and had in-
troduced the Benedictine reform in 1028.4 On the
other hand, the decision taken in 1071 represented
both the result of intensive negotiations between
the monarchy and the Papacy and the first conclu-
sion in a long process of evolution that had begun
centuries before.

In the Carolingian period, proponents of the various
forms of worship had already clashed in the debates
on adoptionism. With the decisions approved at the
Council of Frankfurt in 794 and at the Synod of
Aachen in 816, which advocated the compulsory re-
forms of the ordo canonicus and the ordo monachorum
that were rigorously inspired by the precepts of the
Church Fathers or by the rule of St. Benedict, clearly
defined boundaries were established. In the future,
this was to trigger intense Carolingian diplomatic
activity in the Mozarabic zone, where once again re-
sistance emerged to the advance of the Franks, who
favored a Church inspired by Rome and the Papacy.®

In the kingdom of Asturias, which saw its political
and ecclesiastical autonomy and its very existence
threatened, these manoeuvres provoked counter-
reactions, including the “discovery” of the tomb of
James the Apostle and the creation of a genuinely
Hispanic apostolic cult in opposition to the cult of
the Roman, Peter.® Despite all missionary efforts, the
Hispanic liturgy managed to survive in the Christian
kingdoms, just as it did in the Mozarabic communi-
ties under Muslim rule. Even in Catalonia and in the
Pyrenean counties that were exposed to Carolingian
influence, from this time onwards, forms of the His-
panic rite are found that later coexisted alongside the
Franco-Roman liturgy and often also liturgical forms
that mixed both rites.” With the disintegration of the
Carolingian Empire and the end of expansionist pres-
sure, conflicts over liturgical uses eased, and Christian
kingdoms and sovereigns, in particular, practiced—
except in the Catalonian counties—an ecclesiastical
policy that was further and further removed from
Rome and the Pope. The Reconquest spread more
as an expansionist political movement than as a war
against the infidels and sometimes took on the fea-
tures of a war in legitimate defence.® Only in the
11% century, with the Cluniac and reformist move-
ment of the Church, did the Hispanic kingdoms
once again become the focus of papal policy. At that
time, the ideas then produced in Rome regarding a
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Church subject to the basic supremacy of the Papacy
required a purge of Western ecclesiastical structures.
This was also due to the reorganisation of the Ibe-
rian Peninsula with its new configurations of king-
doms and Christian territories, and—together with
the restoration of those dioceses freed from Arab
control and their frontiers and property rights—the
reestablishment of an ecclestical organisation that
was considered to be primitive and inspired by the
Roman Curia and St. Peter.” The basic conditions
for the implementation of the Curia’s claims were
the incipient relations between the Crown of Ledn
and Castile and the Burgundian Order of Cluny,
which, because of the latter’s close relations with
the Papacy, seemed predestined to act as a media-
tor. The numerous legations that were sent at this
time also played an important role. Thanks to these,
contacts were initiated and maintained between the
Roman Church and the monarchies, the situation on
the spot was clarified, and papal decisions were dissemi-
nated and adapted to meet pre-existing conditions.

Except for the county of Barcelona, which was basi-
cally independent from the end of the 10* century
onwards and separate in practice from the Franco-
French imperial league, in the 11* century med. all of
the kingdoms in the Christian north of the Peninsula
were ruled by descendents of the ancient Royal Nava-
rrese dynasty.'® Sancho III the Great of Navarre had
unified the counties of Castile, Aragén, Sobrarbe and
Ribagorza under his control, had brought them to-
gether with the kingdom of Pamplona-Navarre, and
had also established his hegemony over the kingdom
of Ledn, which allowed him to distribute this zone of
influence among his four sons at the end of his life.
In this way, the county of Aragén considerably en-
hanced its status, due to its having been granted the
title of royalty. Through a skilful matrimonial policy
and a series of dynastic coincidences, Leén and Cas-
tile remained united under Ferdinand I’s authority,"
until they were divided among the King’s three sons
by inheritance after his death in 1065 and finally re-
united again in 1072 under the reign of Alfonso VI.
Ultimately, Sancho I Ramirez reigned in Aragén and
in the territories of Sobrarbe and Ribagorza, annexed
since 1046; in Pamplona-Navarre, Sancho IV Garcés
el de Penalén was destined for the throne, but when
he was murdered in 1076, the King of Aragén took
his place.

In the eyes of the Curia, the political map of northern
Spain was far from representing a homogenous
whole, when, in the 1060s, the Curia began to exert
its influence there to create an organisational struc-
ture for the Church in accordance with its idea of
the primacy of the Pope, and especially, to spread the
Roman liturgy, with the support of the Benedictine
Order as a prerequisite for this integration process.
The first attempts to suppress the Hispano-Mozarabic
rite, which had dominated previously, and to intro-
duce a liturgical reform that followed ecclesiastical
guidelines throughout the Empire, took place during
Alexander IT’s pontificate. To achieve this aim, Cardi-
nal Hugo Candidus deputed a legation to that region
from 1065 to 1067-1068 and held two councils in
Ndjera and in Llantadilla de Pisuerga.'? At first the
results were not at all encouraging, however, because
he clearly lacked the political and ecclesiastical sup-
port that was needed in Navarre and Le6n, where the
Crown, nobility and episcopate were in the midst of a
deep crisis. Thanks to a rather tendentious report from
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the same period, which appears in the famous Codex
Emilianensis (from the Monastery of San Milldn de la
Cogolla and now kept in the Real Biblioteca de San
Lorenzo de El Escorial with catalog number 1.d.1),
we have news about a legation of Spanish Bishops
to Rome, possibly between 1065 and 1069, perhaps
in late 1066 or early 1067. Once they had arrived
there, this legation, which was perhaps accompa-
nied by Hugo Candidus, advocated at a synod in the
Pope’s presence that their traditional rite should re-
main in force. It is thought that on this occasion the
delegation presented several manuscripts as proof of
the orthodoxy of their Hispanic liturgy. These were
the Bishops Nufo of Calahorra, Jimeno of Oca de
Burgos and Fortin of Alava, and the books that they
showed were a Liber ordinum from the Monastery
of San Martin in Albelda, a Liber orationum from
Santa Maria in Irache, a Liber missarum from Santa
Gemma, near Estella, and a Liber antiphonarum also
used in Irache. Apparently all of these works were ex-
amined in detail by the Pope in person and by the
experts expressly brought together there for the occa-
sion. This assembly finally considered the books to be

in accordance with orthodoxy, and they were certified
as such to the bishops themselves.”> The same report
also alludes to a ratification of the Hispanic liturgy
that had already been obtained in the previous cen-
tury through a Pope named John, presumably Pope
John X, and to a papal legate called Zanelo, who may
well have been sent to Bishop Sisnando of Santiago
de Compostela. Once he had been informed of the
situation, the legate went back to Rome, while the
Bishop of Santiago and Ordono II of Leén encou-
raged the opening of an investigation on the matter.
Shortly afterwards, Zanelo returned to Spain to re-
form the liturgy. The legate himself was convinced
of its orthodoxy, however, and he apparently sent the
corresponding report to the Pope, who must have
sanctioned the legitimacy of the Hispanic liturgy at
that time."* This approval, based on a report that was
none too rigorous, points more probably to the ad-
ditional presentation of a false papal document, be-
cause only in these circumstances would such a for-
gery be justified. Despite their bias, the descriptions
of 11* century events leave little room for doubrt,
because their references to the historical context are
too precise, their statements are too brief, and no le-
gal validity can be ascribed to their recording in the
Codex. The report seems to have been more precisely
a draft for the development and final conclusion of
conversations with the Cardinal’s envoy, because nei-
ther in Leén nor in Navarre could they have been
sure that the matter had been settled. In any case,
the information in the Codex Emilianensis provides
sound testimony of the stubbornness of noble circles;
of their affectations, both spiritual and profane; and
of their attachment to ancient traditions. They also
represented existing power structures, and ultimately
kept them alive.

Only a few years later, the Hispanic kingdoms, dio-
ceses and monasteries understood to what extent the
Curia had persisted in introducing the Roman liturgy,
when in 1071, Hugo Candidus’ new and now success-
tul diplomatic mission introduced the change in the
liturgy at the main monasteries in Aragén. This time
the papal legate’s task was easier, however, because
King Sancho Ramirez, unlike the sons of Ferdinand
I of Leén or of Sancho Garcés, favored this change
and had even travelled to Rome in spring 1068 to
commend his person and his threatened kingdom to

the authority of God and St. Peter.”” A “knight of St.

45



46

HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

Peter” was hardly in a position to object fully to the
Curia’s requests, however, even though these were not
restricted to paying a tribute of recognition. With the
special protection, legal recognition and the property
title granted to the monasteries in Aragén, Alexan-
der II was expressly accepting the act of submission
that the King had performed in 1068. The Pope also
wanted to stress the total restitution to the Holy See
of the monasteries that had been alienated in the past
and justify Hugo Candidus’ activity on the basis of
the prior abandonment by the Hispanic Church of
the unity of the faith and its deviation from disci-
pline and worship. In this way, the introduction of
the new rite could be presented together with the
struggle against simony as items requiring ecclesias-
tical reform.' Since both the King and the abbots
concerned openly accepted this line of argument—
including the Curia’s property rights—the Church of
Aragé6n and the Curia established a close relationship
in the following years. In fact, their relationship was
not altered when Hugo Candidus was ordered to re-
turn and was later condemned at the Roman Lenten
synod in 1073, nor did it change with Alexander II’s
death, particularly when Gerard of Ostia and the
Vice-deacon Raimbald’s legation ensured contact
with the Papacy from 1072-1073."

Nevertheless, the adoption of the Roman rite in the
Hispanic kingdoms received a definitive boost with
the Cardinal-deacon Hildebrand. It was in 1073—and
also partially, on Hugo Candidus’ initiative—when
this member of the Curia was elected Pope with the
name of Gregory VII. The new pontiff, who had been
working as a dependable adviser for quite some time,
must be considered the real spiritus rector of papal
policy and, especially, the architect of the change in
the rite in Spain. Eight days after being nominated,
while still Pope-Elect, he sent two missives to his le-
gates in France and to those members of the nobility,
who, following Count Eblo de Roucy, wanted to take
the war against the gentiles to Spain. These letters
restored Hugo Candidus to his post as papal legate;
urged them to support the order of Cluny, lead by its
abbot Hugh, to introduce the reforms of the Church;
and stressed—now in a clearly programmatic tone—
that the “regnum Hyspanie” had been “ab antiquo
proprii iuris sancti Petri” and that it could not belong
in all fairness to any mortal, but belonged exclusively
to the Holy See, as had been agreed with the count,'

in a pactio that Hugh of Cluny and Hugo Candidus,
as a legate, were to ensure would be observed. The
latter soon fell from grace once again and disappeared
from the ecclesiastical political scene, however. His
powers were then definitively taken over by Gerard
of Ostia and vice-deacon Raimbald,"” which would
not change the broad lines of papal policy in any
way. It seems that in 1073 the new legates called a
synod, probably somewhere on the frontier between
southern Gaul and Hispania, to solve the most urgent
problems and insist on the aforementioned canoni-
cal rules. Several papal documents dated a year later
encourage us to think that at that meeting the ques-
tion of the rite was also raised and that, to the Curia’s
satisfaction, it received a new boost, especially in
Aragén. Alfonso VI of Leén and Castile and Sancho IV
of Navarre received harsh warnings on 19 March
1074, telling them definitively to impose the Roman
liturgy in their kingdoms, while the Pope sent a letter
of praise to Sancho Ramirez of Aragén. In this letter,
his efforts to introduce the “Romani ordinis officium”
were stressed, and the “concordia et amicitia” with
the Holy See were also emphasized, as if the Hispanic
kings had once been attentive to the Roman Papacy.”
The actual matter that Sancho had submitted to the
Curia on this occasion, which was a request backed
up by numerous accusations for Bishop Salomén of
Roda to be dismissed, only received time-wasting
replies from Gregory VII at first. The Pope argued
that neither the competent legate in this case nor the
Bishop who was being accused were present, and that,
without testimony from his expert legate, canon law
did not allow him to deliver a verdict; nevertheless
the Bishop should be condemned in the following
year or forced to resign, and in this case he was to
withdraw to the Monastery of Ripoll.?! It seems that
the new turn taken by the Church of Aragén as far as
the liturgy was concerned meant that the Curia had
to defend the hegemony of the Crown by purging
those characters considered to be awkward, although
this was not openly declared. This suspicion fits in
with the new allocation of the diocese of Jaca, which
was possible thanks to the resignation of Sancho of
Aragén, who had, until then, held this post. The fil-
ling of the vacancy was delayed by extending the ex-
ercise of Sancho’s functions, leaving aside other can-
didates and naming a substitute, until 1076, when
the ideal successor was ready: Garcia of Aragén, the
King’s brother. Raimund Dalmatii’s promotion to the
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diocese of Roda was also organized in 1076 with help
from the legate Amado of Olorén, and in this way
it was possible to fill the vacancy that Salomén had
left in Ribagorza. The Bishop-elect, named in Tierran-
tona at a synod that brought together the clergy of
southern France, above all, and ratified by the legate,
immediately went to Rome and appeared before
Gregory VII to ask for a privilege for his diocese. This
event clearly shows the close relationship that exis-
ted at that time between the Church of Aragén and
the Papacy, but it also shows the Aragonese Church’s
subordination to the possibilities of interference by
the latter if local churches offered clear resistance,
such as in the case of Raimund Dalmattii. In actual
fact, the newly elected Bishop could only take posses-
sion of his diocese in 1078, thanks to the new papal
envoy, Cardinal Richard of Marseille, who was from
that moment on the highest-ranking representative of
the Roman Church in Spain. Furthermore, the new
Bishop immediately tried to have the reform of the
rite introduced and took charge of its implementa-
tion throughout the diocese.”

The year 1076 was also decisive from another point of
view, because the unexpected death of Sancho IV of
Navarre at the hands of his half-brother Ramén gave
Sancho Ramirez of Aragén the chance to unite his
kingdom with his cousin’s. For the Curia, this meant
expanding its sphere of action to a Church which,
since Hugo Candidus’ legation and the firm refusal of
Sancho IV to introduce the Roman rite, had proved
to be inaccessible to interference. The acceptance
of the government of the monarchy of Aragén also
meant that in the long term the adoption of the Ro-
man liturgy was guaranteed, which would allow, in
turn, the structure of the Church in Navarre to be
supervised. The ideal time to do this came after the
death of Bishop Blasco of Pamplona, when his va-
cant see had to be filled once again. Sancho Ramirez
immediately entrusted his brother, Bishop Garcia of
Jaca, with leadership of the diocese and of the Monas-
tery of San Salvador de Leyre, which had been led
by the same person since Sancho the Great’s time as
Bishop.” This appointment was undoubtedly linked
to the task of establishing the Roman rite. The suc-
cession in the diocese was not definitively regulated
until the arrival of Frotard, the abbot of Saint-Pons de
Thomiéres, who, together with Richard of Marseille,
acted as special papal envoy to northern Spain, Aragén

and Catalonia, although they did not always share the
same opinions. According to a note kept in the Becerro
de Leyre, in accordance with the express wishes of the
king, his son Peter and the nobility, Pope Gregory VII
had entrusted the abbot with the cura regiminis eccle-
siarum in Sancho Ramirezs kingdoms. This legate
made selective use of this prerogative, the only aim of
which, most likely, was to ensure the expansion of the
orthodox liturgy. In 1083, Garcia had to forgo the
diocese of Pamplona when Frotard imposed a candi-
date of his own, the monk Peter of Roda, which went
against the wishes of the Cardinal’s legate, Richard of
Marseille, who wasted no time to reinforce his posi-
tion by having French monks placed there and even
declaring an interdict.** In Leyre, which was now
freed from its links with Pamplona, Frotard conse-
crated an abbot from his order, the monk Raimund
of Saint-Pons de Thomicéres; later on, when Raimund
Dalmatii died, he again placed another candidate of
his own in the diocese of Roda, the monk Pons of
Saint-Pons de Thomiéres. He also consecrated the
Bishop-Elect, Peter, who had been appointed in 1086
to fill the then-vacant see of Jaca, which provoked the
wrath of the Archbishop of Narbonne. Nevertheless,
in that period the liturgical unity and obedience to
Rome of the Churches of Aragén and Navarre was
now definitively ensured.” Strangely enough, it was
later said that Archbishop Garcia of Jaca, at odds with
his brother Sancho Ramirez, had claimed to Gregory
VII that he and, above all, his father, Ramiro I (d.
1063), deserved credit for having obliged his king-
dom to pay tribute to the Holy See and for having
introduced the Roman liturgy: “et preeunte divina
inspiratione tuo scimus instinctu et alto consilio pri-
mus in regno suo quasi alter Moyses abiecta Toletane
illusionis supersticione legem ac consuetudines
Romanas recepit [...]”,% and not his brother or Hugo
Candidus. It is highly likely that the papal document
which appears to establish the boundaries of the dio-
cese as if it would be transferred from Jaca to Huesca
is merely a forgery or apocryphal, but, even so, it un-
doubtedly reflects the ambivalence surrounding the
change in the rite and the problems that this caused
for Church policy in the kingdom of Aragén.

When in their entry for the year 1078, the Croni-
con Burgense and the Cronicén de Cdrdena pointed
out “lex Romana intravit in Hispania”,” they were
referring—unlike the chronicler of San Juan de la
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Pena—to the reception of the Roman liturgy in the
kingdoms of Le6én and Castile.”® It was here where
Alfonso VI had ruled on his own after his brother,
Sancho II, was murdered in 1072, but because of
his alleged involvement in those bloody events, he
had problems with the Castilian nobility led by El
Cid, which considerably weakened his position.”
Although it is true that right from the beginning
he seemed to favor the establishment of the Ro-
man rite and decisively supported this option, he
nevertheless ran into immediate opposition from a
nobility that was not only attached to its inherited
traditions but also feared losing its predominant
position, because it suspected, justifiably, that any
possible interference in the dioceses and monasteries
would enable the King to establish his sovereign
influence over it. Alfonso VI was not alone in the
task of achieving his aims, however. Though he was
probably also supported by his wife, Agnés of Aqui-
taine, he received further support from the wide-
spread Benedictine order of Cluny, which was in the
forefront of the reform. This order, which was very
closely linked to the Papacy and the traditions of the
Roman Church, had already been invited into the
kingdom by Alfonso’s father Ferdinand I, who had
been included in the liturgical “memoria” of the or-
der and had also promised them that they would re-
ceive an annual tribute of 1,000 mancusos.>® Alfonso
VI kept up a close friendship with abbot Hugh of
Cluny throughout his life, although this was tar-
nished in the end, because earlier the monarch had
probably interceded on his behalf to free him after
he had been imprisoned by his brother.”® As soon
as he came to power, the Castilian King quickly en-
trusted several royal monasteries to the Cluniac or-
der: in 1073 San Isidro de las Duefas, in 1075 San
Salvador de Palaz del Rey (Le6n), in 1077 Santiago
del Val as well as San Juan de Hérmedes de Cerrato,
Santa Maria la Real de Nijera and Santa Columba
(Burgos), which was a measure that in itself favored
the expansion of the Roman rite in Leén and Cas-
tile.* It is no less true that Alfonso VI came to power
at almost the same time as Gregory VII was elected,
so that his efforts to introduce the Roman rite were
soon subject to the new pontiff’s criterion, whose
zealous determination to achieve the full integration
of Hispania in the Roman Church through a unified
liturgy and conformist structures left little room for
doubt.* In this case it was not so much a question

of the Pope being particularly committed to restoring
the genuine, original Roman order, since it was very
unlikely that this could be rebuilt in any case; it was
more about the symbolic value that he placed on the
“celebration of the ‘Roman’ liturgy—which, strictly
speaking, should be called Romano-Franco-Ger-
manic—as an expression of obedience to the Church
of Rome and the Pope”.** The missive that he ad-
dressed on 19 March 1074 to Alfonso VI of Leén
and Castile and Sancho IV Garcés is well known.
He wrote it immediately after a delegation of Span-
ish bishops explained at the Lenten synod that they
were prepared to accept the Roman liturgy. In this
letter, Gregory VII accompanied his urgent appeal
to accept the Romanae ecclesiae ordinem et officium,
“non Toletanae vel cuiuslibet aliae, sed istius, quae
a Petro et Paulo supra firmam petram per Christum
fundata est et sanguine consecrata”, with a detailed
exposition about the organisation of the Hispanic
Church inspired by its Catholic princes and aposto-
lic mission, which included the spreading of its “ordo
et officium in divinis cultis agendas”, the trials and
tribulations that the Christian faith had suffered in
those regions throughout history, and the dogmatic
foundation established by the popes and councils,
especially the Toledanum IV and the Bracarense I1.°
Alfonso VI, unlike the insubordinate Sancho, was
favorable to the Pontiff, although he was faced with
serious problems. The only purpose of his detailed
presentation of the problems with the ritual from
the papal point of view could have been to reaffirm
him in his efforts, unless in this period the Curia
had received totally false information on Hispanic
relations. However, this hypothesis does not tally
with the connection between the document and
the fall of Bishop Nuno of Calahorra (“qui super
Symeonem venerabilem fratrem nostrum Ocensem
episcopum ordinatus erat”), deposed and excommu-
nicated after being accused of simony by the legates
Gerard of Ostia and Raimbald. In the end, in accor-
dance with what had been negotiated at the Lenten
synod in 1074, this event was to lead to a reorgani-

sation of the structure of Castilian dioceses.?

The Cronicén Burgense also provides two mythologi-
zing episodes that also suggest a degree of insecu-
rity on Alfonso VI’s part with regard to the liturgy.
The first episode reports on a tournament that the
Castilian King organized, at which he appealed, so to



THE SUBSTITUTION OF THE HISPANIC LITURGY BY THE ROMAN RITE IN THE KINGDOMS OF THE IBERIAN PENINSULA

speak, to a divine judgment in whose execution two
individuals were to take part, a Castilian in defence
of the Mozarabic liturgy, and, in turn, a Mozarab
in defence of the Roman liturgy. This joust, which
apparently took place on 9 April 1077, ended with
the victory of the Castilian knight, and as a result, of
the Mozarabic rite. In the second episode, dissatis-
fied with the result of the first, Alfonso VI wanted
to make a fresh attempt to obtain a divine judgment
in accordance with his convictions, which this time
consisted of burning some liturgical books with both
versions of the rite. Once again, the Mozarabic ritual
proved to be stronger and emerged intact from the
flames, whereas the Roman manuscript was devoured
by the fire; immediately afterwards, the King, who
was enraged, also tossed the Mozarabic manuscript
into the fire, as he wished to emphasize the superio-
rity of the monarch’s will over legal uses.” Without
needing to accept that there is a historical core here
about which there is no doubt, because these episodes
must form part of a long polemical oral tradition of
rivalry between opposing groups, both episodes and
their dating in the late seventies refer to the increa-
singly difficult situation in which the Castilian King
now found himself. In fact, towards 1076, two years
before the events mentioned in the Cronicén Burgense,
the Castilian King had already declared, at Gregory
VIDs request, that he was openly favorable to the
introduction of the Roman liturgy. In the following
years he proved to be zealous in imposing the new
rite, but he was unable to crush the deeply rooted op-
position of the nobility, whose hegemony depended
on their spheres of power being kept intact. There are
several elements that point in this direction: first of
all, the transfer of the royal monasteries to the order
of Cluny, which was equivalent to importing the Ro-
man liturgy, and, as a result, canon law; second, the
now reinforced collaboration with Hugh of Cluny—
which of course his representative, the monk Robert,
“noster amicus”, encouraged—resulting in doubled
interest payments.*® There was also a rather revealing
letter that King Alfonso addressed to the abbot of
the Monastery in Burgundy, however, in which he
openly admitted the problems that he had experi-
enced up to that time to introduce the Roman office,
“quod tua iussione accepimus’, and expressly asked
him to intervene in Rome to persuade them to send
him a legate—he was thinking about Gerard of Os-
tia—who would support him in the task of adopting

the new rite.*” The papal envoy that Rome sent him,
Bishop Cardinal Richard, carried with him a golden
key with a relic of St. Peter’s chain as an appeal to
perform good works. For the chronicler from Bur-
gos, the Cardinal’s effectiveness had a clear impact on
the introduction of the rite. In the following years,
the Cardinal came to Spain on numerous occasions
to resolve the problems that were to emerge again
and again. His report apparently merited Gregory
VII's complete trust.’ In accordance with Alfonso’s
wishes, at the same time as the first of these missions,
the Pope also consecrated an anonymous abbot as a
Bishop, which leads us to think that the monarch had

a deliberate influence over the dioceses.*!

One of the major burdens on Alfonso VI’s Church
policy—or at the least that was how the Papacy
immediately perceived the situation—was the Clu-
niac monk Robert. The Castilian King had thanked
Abbot Hugh of Cluny for sending him to his court
in that aforementioned letter, and it seems that
Robert soon earned the monarch’s trust, whom he
had to thank, all in all, for his extraordinary rise as
well as his dramatic fall, while Alfonso VI’s rela-
tions with the Pope—as well as with the Abbot of
Cluny—went into a deep crisis. The bone of con-
tention was the appointment of Robert as Abbot
of Sahagtn in early 1080,* without any canonical
election process whatsoever, with the total support
of the monarch and the subsequent eviction of Ab-
bot Julian, who, until then, had been Superior in
the convent. This measure had a clear purpose: with
the reform of the venerable monastery inspired by
the rules of Cluny, not only was the Roman rite
going to be established but also, at the same time,
influence would be exerted on the pillars of the
power relationships that had been in force until
then, to favor the penetration of royal authority.
An important result of Robert’s appointment was
the departure of some of the monks from the monas-
tery. At the same time as this series of changes in
the most prestigious of the monasteries of Castile
and Ledn, the Council of Burgos was held in May
1080. In addition to instituting other measures of
Church policy, this synod declared that the intro-
duction of the Roman liturgy was compulsory;*
this also meant—Iet us not forget—that from now
on, canon law inspired by the primacy of Rome
was to apply, and that this was to be the model
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for all of the internal decisions of the Church. The
importance of this synod in the spread of the Ro-
man rite is also reflected in the Cronicén Regum
Legionensium by Pelayo of Oviedo, although, given
the likely bias of this source, we ought to use it
with care:

Tunc Adefonsus rex uelociter Romam nuntios
misit ad Papam Aldebrandum, qui fuit cogno-
mento Septimus Gregorius; ideo hoc fecit, quia
romanum misterium habere uoluit in omni regno
suo. Memoratus itaque Papa Cardinalem suum Ri-
cardum, abbatem Marsiliensem, in Ispania trans-
misit. Qui apud Burgensem urbem Concilium
celebravit confirmavitque romanum misterium in

omni regno regis Adefonsi Era MCXIII.*

Despite this apparent triumph of the papal cause,
the council was overshadowed by the Sahagtn af-
fair.* Abbot Robert of Sahagtn, as the person in
charge of the mission with which he had been
specifically entrusted by Hugh of Cluny, did not
merely introduce the Roman rite at his monastery
and impose the rules of Church reform, but was at
first heavily influenced by the powerful conservative
groups in the convent which still clung firmly to the
Visigothic-Mozarabic liturgy. In the end, he was fi-
nally won over for the cause, so that it was no lon-
ger possible to talk about the situation evolving in
accordance with the interests of the Papacy and the
Crown. In these tricky circumstances, Richard of
Marseille intervened, probably supported by Alfonso
VI, to try to have Robert expelled and replaced by
the Cluniac monk, Bernard, who was to lead the
reformist measures that were to be implemented
without this involving any legal subordination to
Cluny.*® Robert was banished at the very latest at
the beginning of May, very probably even before 24
April,¥ and the monarch approved this to prevent
this obstacle from affecting the basic decisions taken
by the Council of Burgos. News of these events even
reached distant Rome, although clearly they arrived
with a certain delay. They were of course scandalously
distorted, possibly through an apologetic report full
of bitter accusations that the Cardinal responsible
for this sent in late 1079 to the Abbot of St. Vic-
tor in Marseille. Gregory VII reacted harshly, as can
be seen in a letter dated 27 June 1080 addressed to
the Abbot of Cluny, in which the King of Castile

and Leén did not emerge unscathed either. Robert
was branded a “Symonis magi imitator” for having
dared to act against the authority of St. Peter and for
having led with his “malignitatis astutia” hundreds
of thousands of people, who had heeded his insinu-
ations, to lapse once again into the old error, just at
the very moment when, thanks to the efforts of the
Holy Father, they were to have been brought back
to the path of the truth.®® Although on the whole
these declarations have led us to think that he was
referring to the struggle against heresy, the historical
circumstances seem to confirm that what Gregory
VII had in mind when he made them was actually to
propagate the Roman rite, which was to be promo-
ted and which, at least for the moment, had clearly
come to a standstill—and all this without still ha-
ving had any news, of course, of Robert’s expulsion
and of his replacement by Bernard, and of the agree-
ments reached at the Council of Burgos—. On the
other hand, the Pope knew considerably more about
Alfonso VTI’s alleged disobedience, the poor way he
had behaved towards the Cardinal’s legate Richard,
and his utter unwillingness to compromise in the
matter of the reform because of the pseudomona-
chum Robert’s deception, events of which Hugh of
Cluny had apparently informed the Pope in writing.
Robert was to be forbidden to enter the church and
would be relieved of all his responsibilities until Ab-
bot Hugh imposed the corresponding sanction on
him, while Alfonso VI, because of the support he
had given to Robert and the unpleasant way he had
treated the papal envoy, was threatened with excom-
munication if, disregarding advice, he persisted in
his stubborn attitude and did not submit to ortho-
doxy. In addition, if his supporters were to ignore
these warnings and continued to refuse to obey, the
Pope himself would travel to Spain to march against
the monarch and “beati Petri gladium super te evagi-
nare”. Furthermore, the Abbot of Cluny would
demand that all of those monks who unjustifiably
remained in these kingdoms were to return to the
mother house, unless their presence was authorized
by the papal envoys. In a parallel letter addressed
to Alfonso VI himself, Gregory VII repeated his
reproaches and threats, but also added, as a justifi-
cation for the monarch’s fall from grace, an alleged
“inceste mulieris amor”. He accused him of having
had an “illicitum connubium” with an “uxoris tuae
consanguinea”, which in his judgment had led him
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astray from the right path.” There has been a great
deal of speculation about whether this incestuous
relationship referred to the marriage that the King
had contracted in 1079 with Constanze, the Duke
of Burgundy’s daughter and Hugh of Cluny’s niece
a marriage that could well have been encouraged
by the Abbot of Cluny himself—or if it referred to
another woman from her retinue who was related
to her.”® As far as Constanze is concerned, we know
that in the controversy about liturgical reform, she
basically supported the French monastic institution’s
viewpoint, and she worked closely with the miracle-
working monk Adelelm of La Chaise-Dieu to re-
establish the apostolica doctrina in the area south
of the Pyrenees. Prayers were later said for her at
Cluny.’! Thus, there is no reason to suspect her of
supporting the Mozarabic liturgy. In any case, the
problem of the “illicitum connubium” might refer
to a concubine, and if it was just a complete mis-
understanding, that must have been cleared up im-
mediately, because, in a document written in 1081,
Gregory VII declared that he was satisfied that Al-
fonso VI, in accordance with this claim on divina
clementia, “quod in ecclesiis regni tui matris omnium
sanctae Romanae ecclesiae ordinem recipi et ex
antiquo more celebrari effeceris”, had returned to
the prisca consuetudo of the Roman Church, in refe-
rence to the decision adopted at Burgos.” Because
the Pope had also clearly delegated some important
decisions to his envoys, Richard of Marseille and
Bishop Simeon of Burgos,”® on matters to do with
the Queen, Sahagin and filling the Archbishop’s
see in newly re-conquered Toledo (for this post he
had thought of Bernard of Sahagtn as the “persona
quae in archiepiscopum fuerat eligenda”*), noth-
ing now stood in the way of reconciling differing
points of view once any possible sources of contro-
versy had been removed. With the aforementioned
reconciliation, the compulsory presence of the Ro-
man liturgy in the churches of Leén and Castile
was guaranteed, and it was now possible to discern
the future framework of the Spanish Church repre-
sented by the forthcoming Archbishop, Bernard of
Toledo.

Gregory VII did not live to see this future, which be-
gan for the Spanish Church in 1085 with the recon-
quest of Toledo from the Muslims by Alfonso VI of
Ledn and Castile, because he died on 25 May in the
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same year in distant Salerno.” When the Pope died,
the advance of the Roman liturgy in the kingdoms of
Spain lost its most ardent champion, at the very time
when, thanks to the Reconquest, large areas were
being recovered with the church institutions that had
survived under Islamic rule. Of course, these institu-
tions were still filled with the spirit of the Mozarabic
liturgy, because of among other reasons, the influence
of the Mozarabic churches in Toledo—the center of
the superstitio toletana, as Gregory VII continued to
call the Hispanic liturgy—, Coimbra—reconquered
in 1064 by Ferdinand I of Le6n—, Braga—one of
the oldest metropolitan sees—, and Valencia—the

city that fell to El Cid in 1094—.

Although the decisions adopted at the Council of
Burgos in 1080 had endured and were, in theory, still
in force, we no longer have any news that in these
regions the Roman liturgy overwhelmingly prevailed
over the Visigothic-Mozarabic forms, nor that they
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were later abolished; in fact they seem to have sur-
vived.’® Bernard of Toledo himself and the other Clu-
niac bishops who came to the episcopal sees in Cas-
tile-Ledn at this time” stress that the Cluniac order’s
monastic influence was growing weaker and weaker,
and that the personal relationship between Alfonso
VI and Abbot Hugh and his order was still clearly
marred by the Sahagin controversy. This was despite
Hugo’s contradictory statements and all of the prayers
and promises to pay interest, or an increase in this in-
terest. The fact is that, once it had been reformed, the
abbey itself in Ledn ceased to be legally dependent
on the Burgundian center, and no other monastery
joined the Cluniac federation during the Castilian
king’s reign.”® Furthermore, Alfonso VI increasingly
tended to favor the monks of Saint Victor of Mar-
seille and seemed to show great tolerance for the tra-
ditional rites. Among other factors, this was probably
because when they reached the lines along the Tagus
and the Ebro, the Christian kings no longer bothe-
red the Mozarabic population settled in the Muslim
zone of influence so much with radical measures,
and as far as the Christian expansion was concerned,
they aimed to remain on the defensive. This does not
mean that liturgical unity had been abandoned as a
tool for extending power, however, but that from now
on this instrument was to be used purposefully and
not utterly superficially. They also opted for gradual
change. Furthermore, we should not forget that li-
turgical reform was just one measure among many,
and that along with this (or as a result of this), canon
law was to replace the Visigothic tradition of juris-
prudence, Caroline minuscule would take the place
of Visigothic, and the very idea of the struggle against
heretics in the religious sense of a militia sancti Petri
would be transformed, or at the very least completed,
by a war of re-conquest that aimed to expand politi-
cal power.”” The structures of the Mozarabic Church
were wiped out,” but its rituals survived all of these
adversities in small pockets of resistance. In its tra-
ditional centers, especially in Toledo, the Hispanic
liturgy was performed together with the other Fran-
co-Roman forms until the 13™ century ex., and this
was still the case later on, when the Archbishop of
Toledo and later Cardinal Gonzalo Pérez Gudiel (he
himself a descendent of a Mozarabic family) saw to
it that this Hispanic rite survived and gave a boost to
the institutions required to ensure this.®' Even at the
end of the 15" century, Cardinal Francisco Jiménez

de Cisneros authorized the printing of a Mozarabic
breviary and missal and founded a Mozarabic chapel
inside the Cathedral of Toledo where the Hispanic
liturgy was regularly performed.®® This situation can
only be understood if one bears in mind that the vari-
ous rites were not as radically different as Gregory
VII had claimed with his idea of inner purizy, which,
because of the borrowing of other elements, was im-
possible to imagine in the case of Catalonia, long
characterized by Frankish-Carolingian influence. In
fact, from time immemorial there had been numerous
points of contact between them, which a compara-
tive analysis of the surviving manuscripts may bring
to light. For Gregory VII, the compulsory establish-
ment of the Roman rite inspired by the primacy
of the Pope was a tool to ensure that the Spanish
Church would remain closely linked to the Papacy
in the following years—as an ancient possession be-
longing to the Church of St. Peter, that according to
the Pope had been passed on to him as a gift from
Constantine—and that was subordinate to papal
centralism imposed through his numerous legations.
This reformist Pope finally achieved his aims thanks
not just to his tenacious stubbornness, but also to a
purposeful course of action that ultimately included
deliberate intimidation, as his opinions on Church
policy coincided with the personal efforts of the sove-
reigns of Leén and Castile, Navarre and Aragén to
strengthen their own kingdoms and to consolidate or
expand their own authority in them. When Gregory
VII died, this fervent reformist spirit vanished from
the debate, and inevitably other viewpoints emerged
that made it possible in many places for the various
rites to coexist in harmony and for religious diversity
to be preserved.
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The Musica Isidor: Tradition

in the Iberian Peninsula

Michel Huglo

he encyclopedic work that Isidore,
Archbishop of Seville (599-636), wrote
at the end of his life, entitled Ezymolo-
giarum liber, is undoubtedly the most
copied, widely circulated and best-
known book of all the literary and scientific works
produced in late Antiquity. This synthesis of the pro-
fane and religious knowledge of the 7% century was
commissioned and finally edited by Braulio, Arch-
deacon and later, in 631, Archbishop of Zaragoza.
Braulio makes clear what his participation in the long
process of preparing the Erymologiae involved: first in
his Epistolarium,' which includes his correspondence
with Isidore and marks the stages in the development
of the great work. He also does so in his Renotatio, the
bibliography of Isidore’s works (see illustration 1):*

Etymologiarum codicem nimiae magnitudinis, dis-
tinctum ab eo titulis non libris: quem quia rogatu
meo fecit, quamvis imperfectum ipse reliquerit,
ego in viginti (quindecim: 7 msss.) libros divisi.

[He had divided the manuscript of the Ezymologiae,
which was extremely long, not into books but into
chapters: however, since I had commissioned him

to write it, I divided it into twenty (fifteen: 7 mss.)
books, although he left it unfinished.]

In this short fragment, Braulio summarized the long
story of the composition of the Ezymologiae and the
story of his later collaboration with Isidore, as the first
letters of the Epistolarium’® mention in several places.

Braulio, who had heard rumors about the comple-
tion of the Etymologiae, immediately reminds Isidore
of his old promise to send him the work (Ep. 11, 4, 1L
27-29).* Seven years later, in a long missive to Isidore
he again asks him twice for the books of the ‘Origins’
(Ep. 1V, 6, 1. 11-17), regretting that his letters have
still gone unanswered. A little further on in the same
letter, he once again asks him for the books of the
Etymologiae of which others have received excerpts

with mistakes, and asks for a complete, corrected and
coherent copy for himself (ibidem, 8, 11. 24-28).

Finally, Isidore acknowledges receipt of this letter,
which he had read in Toledo, where he had gone to
preside over the council in 633: he then sends Braulio
a manuscript that he was unable to check because of

his health (£p. V, 10, 1. 9-12).

It is remarkable that in this letter Braulio uses the
two terms Originum and Etymologiarum, by which
Isidore’s final work, Isidori Hispalensis episcopi Ety-
mologiarum sive Originum libri XX, would later be
known, the division of which into twenty books was
due to Braulio. In fact, “[...] for the Ancients, etymo-
logical study was [...] a tool for interpreting the origin
of words in order to achieve a profound awareness

1. Isidorus. Etymologiae. Toledo, BC, 15-11, fol. 1r
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of the realities designated by these”. “Etymologia est
origo vocabulorum cum vis verbi vel nominis per in-
terpretationem colligitur”, Isidore says (Orig. 1, 29,
1), when he compiles and presents the tradition of
Latin grammarians in his encyclopaedic work of the
Origins or Etymologiae.

In the aforementioned Renotatio librorum sancti Isido-
ri, Braulio appears as the forerunner of Isidore’s
huge work. In fact, in 615 Isidore had dedicated
his treatise De natura rerum® to King Sisebut (612-
621), who commissioned the work, so he felt
obliged to begin his Etymologies with a short dedi-
cation to this same king. In 620 he gave him an
initial version of the work as a present, which in-
cluded the first ten books of the definitive edition.
However, in the manuscripts in Visigothic script,
this same dedication is intended for Braulio, who
is very probably responsible for the “change of ad-
dressee” and for other modifications that we will
touch upon later on.

Isidore’s disciple is really the editor” of the final ver-
sion of the Ezymologiae, which remained unfinished.
Braulio explains that the manuscript of the Erymolo-
giae that he received after 633 was enormous: indeed,
the eleven manuscripts in Visigothic script that have
survived are almost all over 30 centimetres long, and
one of them,? written in three columns, is well over
50 centimetres long.

Braulio’s remark can also be interpreted in a diffe-
rent sense: the text that he received from his ma-
ster was of a length, or rather an expanse, that was
enormous, accentuated by the fact that the subjects
dealt with were not separated into books, but were
merely organized by titles (zrulis) without any
numbers. The same procedure is still used today
in editions of some of his books, such as Book III,
De mathematica, where the text is subdivided into
four unnumbered #ituli: De arithmetica, De geome-
tria, De musica and De astronomia.’ Thus, Braulio
bequeathed a truly personal edition of the Ezymo-
logiae to posterity.

Braulio’s participation in editing the Etymologiae does
not conceal in any way the prominent role played
by Isidore in searching for sources, in selecting them
and in its definitive preparation. As Jacques Fontaine

wrote, “One can only have access to the genuine origi-
nality of Isidore of Seville through a triple strategy.
First of all, an appraisal as complete and detailed as
possible of his direct and indirect sources. Next, the
meticulous study of the deletions, the additions and
the modifications to which Isidore subjected each text
that he borrowed. Finally, any reference to contempo-

rary reality in all of its aspects...”."

As for the liberal arts, especially the ars musica,
Isidore’s source has been studied since 1959 by
Paul Lehmann:!! this is Book II of the Institutio-
nes, a text devoted to the study of the liberal arts
that Cassiodorus wrote between 551 and 562 for
the monks living in his Vivarium Monastery, near
the Gulf of Squillace on the southern coast of Ca-
labria.!?

The text of Cassiodorus’s Institutiones adopts quite
a wide variety of forms in the numerous manu-
scripts that exist of the work, because before the
definitive edition, some advance copies of Book 11
had already been made: the version that Isidore
used is not the “Vulgate’ published by Mynors in
1937, but a little-known draft that Louis Holtz"
identified in 1983.

Furthermore, Isidore removed entire passages from
his source: in particular, the extensive list of the
modes of ancient Greek music and the bibliography
of the ars musica’™ And, inversely, he added to the
question of the secular origins of music a reference to
the Bible (Gen. 4:22) regarding Tubal, considered to

be the inventor of the ars musica.®

Among other important additions he made to his
sources, we can first mention that “small phrase that
has led to rivers of ink being expended” on musical
sounds, which, “if they are not learned by memory,
fade away for want of a medium for setting them
down in writing” [De musica, 111, i (xv), 2]. There
is also the matter of the timbre of singers’ voices
that Isidore could hear when he presided over the
liturgical services in his cathedral: in the tradition
of the Visigothic manuscripts of the Efymologiae,
this passage has Vocis species multae'® as a subtitle.
Finally, the list of musical instruments in Chapter
VIII (xxij) differs from Cassiodorus’s list, because
Isidore describes precisely the instruments that he



once had the opportunity to hear during his time in
southern Spain.

The critique of Isidore’s sources concerning the liberal arts
in general, and music in particular, must be reconsidered
today in light of two studies: the first publishes the inter-
polated version of the article “Musica” in the Liber glossa-
rum of the 8" century, a huge in-folio glossary of 27,000
terms that, mainly by following Isidore’s works, develops
the articles connected with terms from the liberal arts."”

The second study to consider concerns the analysis of
the diagram of the scale of Hispanic chant that was in-
terpolated in Visigothic manuscripts during the second
half of the 8" century: the present article seeks to go
develop this question further in greater depth.

In the Liber glossarum, written during the 8" century to
support the early Carolingian Renaissance through the
study of the liberal arts, the article, “Musica’, includes
not only the continuous transcription without any sub-
divisions of Isidore’s earlier text in chapters, but also
three important excerpts located between what had been
Chapters II (xvj) and III (xvij) by Isidore and the eight
definitions of Musica placed at the end of the article;'®
these additional passages are given here in table 1.

The most important of the two long interpolated
passages is undoubtedly the second one, because
here we have proof that Isidore used Varro’s De
disciplinis libri IX” independently of Augustine,”
who took the legend of the origin of the Muses from
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TABLE 2

AUGUSTINE

Non enim audiendi sunt
errores gentilium
superstitionum, qui
novem Musas Jovis

et Memoriae filias

esse finxerunt.

Refellit eos Varro

quo nescio utrum

apud eos quisquam
talium rerum doctior vel
curiosior esse possit.
Dicit enim

civitatem nescio quam
—non enim nomen recolo—
locasse apud tres

artifices terna

simulacra Musarum,

quod in templo
Apollinis donum poneret,
ut, quisquis artificum
pulchriora formasset

ab illo potissimum
electa emerent.

Tta contigisse, ut opera
sua quoque illi

artifices

aeque
pulchra explicarent,

et placuisse civitati
omnes novem atque
omnes esse emptas,

ut in Apollinis templo
dedicarentur. Quibus
postea dicit Hesiodum
poetam imposuisse

LIBER GLOSSARUM

Hos Varro

adferens
Atheniensium urbem

condidisse apud tres
artifices terna
simulacra Musarum

quae in templo
Apollinis dicarentur
ut cui

pulchriora fecisset
ab ipso

emerentur.

Sed dum

omnes vocem
cunctorum judicio

placuissent

emptae sunt

et in Apollinis templo
sacratae, quibus
postea Haesiodum
poetam imposuisse

the same source (table 2). vocabula. vocabulo.
TABLE 1
ISIDORE LIBER GLOSSARUM
Music is expressed through the voice
(art. cit., p. 28)
1. (xv) Music; the origin of the term (Musica ex Musis)
II. (xvj) The inventors of music

I (xvij) The power of music
IV. (xviij) The three parts of music

V. (xix) The tripartite division of music
VI. (xx) The 1% div. of music: harmonics
VIL. (xxj) The 2°¢ div. of music: instrumental
VIIL (xxij)  The 3" div. of music: rhythm

IX. (xxiij) Harmonic numbers

+ The bucolic origin of music

+ The mythical origin of the nine muses,
according to Varro and Augustine.

(art. cit., p. 28-29)

omitted
omitted
omitted

The eight definitions of music
(art. cit., p. 31)
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The latter text on the origin of the nine muses poses
quite a few problems, especially as far as its origin
and provenance are concerned: was it really taken
from Varro’s De disciplinis libri IX, which is now
lost, as both authors claim, or is it actually a clever
reconstruction by Isidore, following Augustine’s text?
Do we need to consider this legend to be a text that
Isidore reserved with the intention of writing his first
paragraph later on about the origin of music? And
finally, how could the authors of the Liber glossarum,
compiled in northern France, have known about
these interpolations in the Musica Isidori?

This is not the right place to clear up matters like
this, because it is more important to deal with the
second task concerning the scale of the old Hispanic
chant—called Mozarabic chant—that properly cor-
responds to the family of manuscripts in Visigothic
script.?! This appendix of musical theory was to some
degree postulated in the ninth and final Chapter IX
(xxiij), De numeris musicis, as well as in the definition
of this art that was provided in the Erymologiae (11,
xxiv, 15), regarding the purpose of Philosophy. The
same definition also appears at the end of the article
“Musica” in the Liber glossarum: “Musica est disciplina
quae de numeris loquitur qui ad aliquid sunt his qui
inveniuntur in sonis”. (“Music is the science that
deals with numbers in connection with those that are
contained in sounds.”)

Di1SSEMINATION OF THE E7YMOLOGIAE IN EUROPE:
MANUSCRIPTS FROM THE IBERIAN PENINSULA

The number of copies of the Etymologiae that have
survived has now reached the record figure of 1,100
manuscripts, 29 of which were transcribed before the
year 800:** nevertheless, we need to bear in mind that
some of these manuscripts only include the first ten
books, or, on the other hand, the last ten, a circum-
stance that slightly lowers the initial figure.”

The general classification of this set of manuscripts
into three families is due to Lindsay. In his 1911 edi-
tion of the Etymologiae, he presented:

1. The French family (francica sive integra, designated
with the letter [a]), which is the most widely dissemi-
nated not only in the area of the Romance languages
but also in German-speaking regions. Lindsay identi-

fied 22 manuscripts belonging to this family, eleven
of which were dated during or from the end of the
8" century. Among the latter, it is well worth men-
tioning a manuscript from Corbie in Merovingian
script from the end of the 8" century, which probably
comes from a Spanish model.**

In 1966, Marc Reydellet, in collaboration with Bern-
hard Bischoff, added seven new items to the list of
French manuscripts and subdivided them into two
subgroups according to a stemma codicum, but he
omitted the manuscript from Corbie that I just men-
tioned.”

A set of about fifteen French and German manu-
scripts that included in their collections of musical
theory the nine chapters of the De musica with the
title of Musica Isidori®® is linked to the Franco-
Germanic family.

2. The Italo-Germanic family (italica sive contracta,
designated by the letter [B]) consists of six very early
manuscripts” in Lindsay’s edition to which Marc
Reydellet added the Lombard 8" century manu-
script kept in Modena, BC, ms. O. I. 17. This family
is characterized by the transfer of the chapter on De
musica and that on De astronomia to Book IV of the
Etymologiae. Finally, Lindsay judiciously added the
Latin manuscript 7530 of Montecassino®® to the
manuscripts in this family, which transmits excerpts

from Books I (De grammatica) and V (De legibus).

3. The Hispanic family (hispanica sive interpolata,
designated by the letter [y]) includes the eleven
manuscripts of the Etymologiae that were written on
the Peninsula in Visigothic minuscule and two Por-
tuguese manuscripts in minuscule from the 12* and
13™ centuries, with a few vestiges of the old Visigo-
thic minuscule, but with perfectly drawn diagrams

(see table 3).%

Lindsay used the term interpolata to define this His-
panic family, because it actually includes several in-
terpolations by Braulio, who, thanks to a small team
of copyists working in his Bishop’s palace, edited
the Etymologiarum codex that Isidore had sent him
shortly after 633. Taken together, the five criteria
that appear below represent the characteristic tone
of this Hispanic family:
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TABLE 3: MANUSCRIPTS FROM THE IBERIAN PENINSULA

Interpolated diagrams
Manuscripts Dates Provenance Q
Geometric Musical
31
Manuscripts from the south of the Iberian Peninsula
1. El Escorial, &.1.14 [V] VIII-IX Seville/Cérdoba 18-24 1111 /1
2. Madrid, BN,
glass case 14.3 [T] VIII ex. South of Toledo 18-24 25-30 31
3. El Escorial, P1.6 X Andalucia 18-24 25-30 31
4. El Escorial, T.I1.24 [U] X Mozarabic south 18-24 25-30 31
Manuscripts from the north of the Iberian Peninsula
5. El Escorial, PI.8 791-812 Septimania 0 0 0
6. El Escorial, P1.7 [W] X by Alfonso of Leén 0 0 0
(T 910)
7. Madrid, RAH, Cod. 25 946 San Milldn 18-24 25-30 31
8. Madrid, RAH, Cod. 76 954 Cardefa 18-24 25-73 31
9. El Escorial, &.].3 1047 Oviedo/Leén 18-24 25-30 31
10. Madrid, BN, 10008 XI Castile 18-24 25-30 0
11. Paris, BNE
N.A. L. 2169 1072 Silos 19-23 24-27 0
Manuscripts from Portugal
12. Lisbon, BN,
Alcobaga 446 XII Alcobaga (Santa Maria) 18-24 25-30 31
13. Porto, BPM, 21
(Santa Cruz 17) XIII Coimbra (Santa Cruz) 18-24 25-30 31

1. A set of eight letters broken down as follows: the
first five, taken from the Epistolarium by Braulio,
place first of all two letters from Isidore to Braulio,
who was then Archdeacon and had not yet been
named Bishop of Zaragoza. Dated as a result from
between 620 and 631, these two letters are only
found in the Hispanic tradition and in a few more
recent Spanish manuscripts.’!

The following five letters (nos. 3-7) appear in all
branches of the manuscript tradition. The sixth
and final one (no. 8) is a short note by Isidore
dedicating the Erymologiae to Braulio: it gives
the impression that the dedication of the work,
initially addressed to Sisebut ( 621), which was
kept by the manuscripts of the Franco-Germanic
family and finally adopted by Lindsay (lectio dif-
ficilior, lectio verior), must have been reattributed
by Braulio to himself. This has led to much confu-
sion in the manuscript tradition and in the printed
texts.”> Sometimes one finds the text of this last
letter duplicated, addressed both to Braulio and to
Sisebut (as, for example, in the El Escorial manu-
script, T.I1.24), or even with the title of Preface

and with a modified incipit: En vobis instead of
En tibi.

2. Alter the list of 20 books, due explicitly to Brau-
lio, comes the text of the Grammar to which Isidore
gives pride of place: but the order and the number
of these chapters in the Visigothic manuscript tra-
dition are so confused that they can only be used
to differentiate the manuscripts from the south (25
chapters) from the manuscripts from the northern
Peninsula. Lindsay avoided the issue by following
the order of the oldest manuscript in Visigothic
script, which is in Madrid, BN, glass case 14.3 (olim
Toledo 15.8) and was reproduced in facsimile by
Scato de Vries in 1909.

3. In Book III, between De geometria and De mu-
sica, a considerable number of geometric and mu-
sical diagrams were added to the tradition of the
Hispanic and Portuguese manuscripts with com-
mentaries: in figure 1, taken—for want of a better
source—from the Patrologia Latina (vol. LXXX-
IV: col. 870), figures of plane and solid geometry
from Cassiodorus’s Institutiones (nos. 1-17) were
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FIGURE 1: GEOMETRIC AND MUSICAL DIAGRAMS FROM PATROLOGIA LATINA
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included; as well as a series of geometric figures
(of Arab origin?) applied to astronomy to describe
the constellations (nos. 18-23) and the phases of
the moon (no. 24). Finally, the small diagrams of
harmonics (nos. 25-30), were followed by the large
diagram (no. 31), which is finished off by a three-
lobed arch shaped like a [Q2], whose purpose was to
establish a musical scale.

These important interpolations, which date from the
8™ century, seem to have been restricted exclusively to
the Iberian Peninsula and have become characteristic
of the Visigothic family: we will consider them in the
third part of this article.

4. In Chapter VI (xx) De musica, Isidore included
a significant paragraph about vocal timbres: in
the pontifical ceremonies that he attended during
his career, he had the opportunity to observe the
wide range of vocal qualities that his contempo-
raries had. In his De ecclesiasticis officiis, when it
came to selecting a psalmist, he also had to reject
certain vocal flaws and to prescribe a melodious,
gentle, fluid (liguida) and yet pure voice, without
theatrical effects.?® In the previous chapter, he for-
mulates a series of more concise prescriptions for
the reader’s voice and insists above all on a correct
accentuation of the Latin used in the readings in
the service.

Because these reflections by Isidore on the voice do
not refer to the subject of Chapter VI (xx), at the
beginning of this paragraph the subtitle Vocis species
multae was added in the Visigothic and Portuguese
manuscripts, and to a lesser extent in others.’* So it
is likely that this addition is due to Braulio, who was
personally interested in singing, given that he had
composed a hymn to St. Millan.

5. Braulio’s most obvious interpolation is the “praise
(laudatio) of Zaragoza” in Book XV, Chapter I: De
civitatibus. In fact, Isidore had described this town
rather superficially as having been founded by the
Scipiones and as the capital of Tarrazona, but Brau-
lio, Archdeacon and later Bishop of the city, wrote
a more detailed summary, stressing the mildness of
a climate that was better than that of other Span-
ish towns, and the fact that the town was endowed
with numerous graves of martyrs from the early
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centuries. This note, which aimed to arouse readers’
interest, was passed on by several manuscripts from
other families;** and, more significantly, it furnished
a pretext for including other summaries on cities
‘forgotten’ by Isidore.*®

According to Walter Porzig,”” these interpolations
were formerly discovered following the compari-
son of manuscripts belonging to different tradi-
tions; Juan Lépez de Velasco, for example, points
out in his 1599 edition that there is no trace of the
“Elogio de Zaragoza” in a book belonging to Car-
dinal Sirleto and in one of the Toledo books.*® It
needs to be said that the possibility of comparing
certain versions with others was favored by the
fact that previously the number of manuscripts
was—according to Bernhard Bischoff—ten times
greater than the number we now have in our li-
braries.

To these five characteristics of the [y] family, one
must add several passages unique to the “interpo-
lated” family, which Lindsay conveniently printed
within square brackets.”

There were two continental 9" century manuscripts
that Lindsay added to the hispanica sive interpolata
family:

1. Leiden University, Vossianus Lat. Fol. 74, writ-
ten in Gaul in the 9* century, with a series of cor-
rections by Loup de Ferri¢res made in Fulda:*
clearly, this manuscript adopted several readings
of the [y] family, although the diagrams inserted
between De geometria and De musica do not ap-
pear in this manuscript.

2. St. Gall, Stiftsbibliothek, ms. 237: Manuscript
produced by two copyists towards 830, in even
Caroline minuscule.?! The first two letters A and
B from the [y] family are missing, and it only con-
tains the five letters (p. 7), that are common to all
families, the letter En tibi written to Braulio (p.
10) and finally, the “Elogio de Zaragoza” (p. 240).
Although Lindsay considered it necessary to keep
this manuscript in the [y] family due to its read-
ings, on the contrary, we have excluded it from our

research on the diagrams, which do not appear in
Book III.
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Bernhard Bischoft pointed out that the oldest sur-
viving copy of the Etymologiae on the continent was
represented by the fragment in Irish minuscule in
St. Gall, Stiftsbibliothek, 1399 a.1, from an insular
center on the Continent (Bobbio?):** this fragment
includes the text of the Ezymologiae X1, 1, 43-46 and
51-53. The Erymologiae still appear in the St. Gall
manuscripts 231-232 (complete); 233 (Etymol. VI-
VIII and XII-XX) and 235 (Ezymol. X1I-XX), both
from the [B] family; and finally, in ms. 913 (several
passages that include Erymol. 1, iii-iv), all of which
were collated in Lindsay’s edition.

The example of St. Gall enables us to understand the
aforementioned remark by Walter Porzig on the sub-
ject of the interpolations that were discovered by me-
dieval readers after they had compared different texts
brought together in a single library.

The analysis of the harmonic diagrams inserted into
Book III of the Etymologiae will, from now on, be
based on the manuscripts in Visigothic script and on
the two Portuguese manuscripts copied in the 12%
century on Visigothic models.

MANUSCRIPTS IN VISIGOTHIC SCRIPT

The eleven manuscripts of Isidore of Seville’s Ezymo-
logiae written in Visigothic minuscule can be divided
into three groups, depending on their textual variants
and on the insertion of the diagrams at the beginning
of Book III: those from the South of the Peninsula,
those from the North, and third, the two Portuguese
manuscripts copied in the 12% century on old Vi-
sigothic models (see table 3).

In the descriptions that we now provide below the
manuscripts are analysed from a codicological and
paleographic viewpoint, bearing in mind the studies
that we are now going to mention,” especially those
that deal with the subject of dating Visigothic mi-
nuscule, which is usually a cause of debate among
specialists.

DESCRIPTION OF THE MANUSCRIPTS FROM THE SOUTH
1. EL EscoriaL, Real Biblioteca, &.1.14.

168 parchment folios, 515 x 365 mm, in 3 columns
<400 x 70/72 mm> with 57 lines. 19 pages at the

beginning and 15 later on are missing (see the Catdlogo
by Antolin 1911, 2: 371). The prickings to mark lines
are between columns 2 and 3. Gatherings are signed
with Roman numerals in majuscule: e.g., Q.LV (fol.
160v).

Binding: wooden panels covered in brown leather,
stamped with the coat of arms of St. Lorenzo of El
Escorial, here shaped like a grill.

Script: Visigothic minuscule in pale ink dated be-
tween the 8" century ex. [CLA (Codices latini an-
tiquiores) XI: no. 1635] and the 8*-9" centuries
(Ewald and Lowe 1920, 11, pl. 13); 8"-9% or 9*
century in. (Millares Carlo 1999, 2: no. 53). Titles
in red; no red or green on the initials. Arabic script
on fol. 166y, in the lower margin.

Origin: Its huge size and the arrangement of the texts
in three columns of 59-61 lines link this manuscript
with others having identical characteristics (listed in
CLA XI: no. 1635). The Arabic annotations and the

reference on fol. 38v to Alvaro de Cérdoba ( 861)
imply a connection with the South.

Provenance: In the 8" century, this manuscript be-
longed to a church dedicated to St. Romain, near To-
ledo; in the 17% century, it was owned by the Halls of
Residence of Alcald de Henares (note on fol. 168v).
Finally, after 1671, it went on to form part of the
Count-Duke of Olivares’s collection, which was do-
nated to the Monastery of El Escorial by his nephew,
the Marquis of Heliche.

Contents: Etymologiae (siglum V, according to Lind-
say); Redemti clerici, Obitus sci Isidori; St. Jerome’s
letters (they start on fol. 113, in a new gathering);
some letters from the correspondence with King
Sisebut, etc. (see the Cazdlogo by Antolin 1911, 2:
364-371).

The absence of the first 19 pages deprives us of the
beginning of De musica: the text starts with the fol-
lowing words ...sicut tonitruum, sicut incudis sonos
from Chapter VI (xx), 12 (on vocal timbres). On the
verso of the flyleaf, however, one finds a trace of the
first column of fol. 18r (70/72 mm wide), I have been
able to reconstruct the first letters in words belonging
to the last few chapters of De geometria:



Pr[ima autem figura]: III, xij, 7 (p. 136, . 8).
<space of one line>

Sec[unda linea]: I1I, xij, 7 (p. 136, 1. 9).
Rlecta linea]: I, xij, 7 (p. 136, L. 10).
Su[perficies vero]: IIL, xij, 7 (p. 136, 1. 11).
<space of 8-10 lines>

Nu[merus autem]: III, xiij (p. 136, 1. 20).
<space of several lines>

S <red> beginning of the last word in the title
Scripturarum: 111, xiv, 1.

Ali[a ratio]: III, xiv, 1 (p. 136, 1. 20).

<space of a dozen lines>

Ite[m secundum]: 111, xiv, 2 (p. 136, 1. 28).

On the back of fol. 19, you can also read on the flyleaf
the end of a series of words or syllables that correspond
to chapters VI (xx) 2 to12 and link up with the begin-
ning of fol. 20 ... sicur tonitruum, etc.

Thus, fols. 18v and 19r, now lost, once had the space
needed for the diagrams nos. 18 to 29 from fig. 1, the
larger full-page diagram no. 31 from fig. 3, and finally,
chapters I (xv) to VI (xx) 1-12 from the “Musica”.

Bibliography: Antolin 1911, 2: 364-371. Millares Carlo
1999, 1: no. 53. Diaz y Diaz 1971, 73-74; 1995, 43.

2. Maprip, Biblioteca Nacional, glass case 14.3
(olim Toledo 15.8).

163 thick parchment folios, 312 x 205 mm <260 x
167 mm>. Some folios are smaller in size, because
they were cropped, for example fols. 5-6, 13-14,
21-22, 27v-30), in two columns with 51 lines: the
prickings are located between the two columns.

Composition: 21 regular gatherings, except for V
(binion) and the XXI* and last one (ternion); gathe-
ring signatures at the end (except in Book II made
up of folios that are too uneven) with a letter and
Roman numeral: for example D.Q.IIII (fol. 32v).

See the codicological analysis in Rudolf Beer’s preface
to the facsimile of Scato de Vries, Chapter IV (vii-
xj) and in CLA XI: no. 1638.

Binding: Most likely the manuscript lacked a bin-
ding for a long time, because fol. 1 has turned shiny
through use; Modern signature: “A. Ménard”.

THE MUSICA ISIDORI TRADITION IN THE IBERIAN PENINSULA

Script: Visigothic minuscule of the 8" century
(Ewald and Lowe 1920, pls. 10-12); from the 8-
9t centuries (CLA XI: no. 1638); from the 9™ cen-
tury (Millares Carlo 1999, 1: no. 149). Current ti-
tle in the top margin; titles in small red Visigothic
script; subtitles in yellow and green; Small initials
with red outlines at the start of chapters, with the
inside filled with green or yellow strokes; Signs of
scansion (fol. 12).

Numerous Arabic annotations: fols. 27 and 28
(“Musica”); fol. 79v (Millares Carlo 1999, 2: no.
149), 83v (facsimile of the CLA XI: no. 1638) and
163v.

Origin: Mérida region, as shown in 77ésors de la Biblio-
teca Nacional (Exhibition catalog) (Paris: BNFE, 1988),
p- 20.

Provenance: Toledo, probably due to the list of
Spanish Episcopal sees included on the final folio,
163v in the 9"-10"* centuries. The manuscript be-
came part of the collection of the Biblioteca Nacio-
nal in 1868.

Contents: only the Etymologiae: Toletanus I from
Arévalo’s edition; abbreviation T from the Lindsay’s
edition.

Fols. 25-27r: all of the geometric figures (fol. 25r-
26v) and harmonic diagrams (fol. 26v) that are re-
produced in black and white in De Vries’s facsimile
edition (1909) appear here with a doubly traced
edge filled with green or yellow and sometimes
both, more rarely with red (the red is used above all
for the arches that represent the proportions #ripla
and dupla). The titles and subtitles of these drawings

are traced in red.

The large diagram on fol. 27r, with a green and yellow
edge, fills the entire page. The arches are traced with
a raised hand and not a compass (fig. 2); all of the
numbers are drawn in red ink, except for those in the
bottom row, which are in black.

The nine chapters of De musica begin on fol. 27v.

Bibliography: Millares Carlo 1999, 1-2: no. 149.
Lowe 1934-1972; Diaz y Diaz 1971, 78.
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2. Isidorus. Etymologiae. Biblioteca Nacional de Espania, glass case
14.3, 8" century, fol. 27r

3. EL EscoriaL, Real Biblioteca, P1.6.

118 rigid parchment folios, 360 x 265 mm, folios
in two columns, each measuring <264 x 80 mm>.
The quaternions are signed at the end: for example 111

(fol. 16), IIII (fol. 24), etc.

Binding: in brown leather stamped with the coat of
arms of El Escorial.

Script: 9% century Visigothic minuscule (Millares
Carlo 1999, 1: no. 57); 10® century (Ewald and Lowe
1920, pl. 26); second half of the 10" century (Dfaz y
Diaz, Problemas, p. 78) or 10" to 11™ centuries (An-
tolin 1911, 2: 255). Titles are in medium-sized capital
letters. Initials with some colored interlacing begin the
twenty books (fols.13, 25v etc.). Arabic annotations on
fols. 52 and 74v. Fols. 64v-70, ‘continental’ 12 cen-
tury ex. minuscule. Fol. 86v, end of Visigothic script.
What follows (fols. 87-118) in Book IX and the fol-
lowing ones is written in ‘continental’ 12*-13" century
minuscule, the work of two different hands.

Origin: Andalusian (Diaz y Diaz 1971, 78).

Provenance: a center in La Rioja (?). Count-Duke of
Olivares’s collection (?).

Contents: only the Etymologiae by Isidore of Seville.
Due to a gap at the beginning, Book I begins with
Chapter XIII De praepositione.

Fol. 25v: Incipit Liber Tertius. “Praevatio (sic) de
quattuor sequentibus disciplinis.” De matematica:
Matematica latine dicitur...

Fol. 29v B: Expositio Figurarum Infralscribturarum:
Alia ratio...

[“Geometria” 111, xiv, 1 (p. 136, 1. 20), followed by
the musical diagrams, nos. 25, 26 and 27.]

Fol. 30: Figures of the constellations (nos. 18-23).

Fol. 30v: On the left, the diagrams of the phases of
the moon (no. 24, deformed) and the musical dia-
grams nos. 25, 26 and 27 and, taking up the entire
page, no. 30. In the column on the right: “Ratio inte-
rioris formae” (“Geometria’, xiv, 3, p. 136, 1. 1).

Fol. 31: The large diagram, 29 cm high, does not take
up the entire page—as in the previous manuscript—
but only the left-hand part, to the extent that one part
of the lobe on the left that encroaches on the interior
margin, has ended up in the gap in the binding; on
the right-hand side they are superimposed from top
to bottom: Idem secundum aliquos etc.; diagram 28; a
semicircular diagram on the paths followed by the pla-
nets; diagram 29 (the four elements); /n planopede sic
medium..., a mention that should have been inscribed
under diagram 30 (drawn at the bottom of fol. 30v);
and finally, two small diagrams also concerning the
four elements (not present in figure 1). Regrettably, to
save space on the parchment, the copyist modified the
order of the texts and of the interpolated diagrams.

The facsimile given by Jacques FONTAINE, Isidore de Séville
et la culture classique dans I'Espagne wisigothique (Paris,
1959), has disappeared from the second edition (1983).

Fol. 31v: De musica. Chapters I-VIIIL. Fol. 32 A (in
small red capital letters): vocis SPECIE[S] MULTE.



Fol. 33v: De astronomia.

Bibliography: see the works mentioned in the descrip-
tion Antolin 1913, 3: 255-257. Diaz y Diaz 1971, 78.

4. EL EscoriaL, Real Biblioteca, T.I1.24.

257 white but rigid parchment folios: 295 x 205 mm
<230 x 158 mm>. The bottom of the folios are in
poor condition, the gathering signatures of the qua-
ternions that were placed at the beginning of each
gathering are illegible before fol. 86, where gathering
XII begins. From fol. 126 onwards, a 14* century
hand added a letter before or after the Roman nu-
meral of the gathering signature xvij R (fol. 126), S
xviij (fol. 134), T xix (fol. 142), etc.

The catchword signalling the next gathering was added
in French letters at the end of each gathering.

Binding: cardboard covered in red leather and stamped
with the coat of arms of San Lorenzo of El Escorial.

Script: full page, except for fols. 41 and 41A at the top.
Ewald and Lowe (pl. 8) suggests the date, 733, which
is definitely the date of the model; 9" to 10" centuries
(Antolin); 10" century (Millares Carlo 1999, 1: no.
64). Ordinary titles are in small Visigothic capitals
highlighted with yellow strokes. Chapter numbers are
mossy green (copper oxide?). Initials, and sometimes
subtitles, are in turquoise blue.

Arabic annotations on fol. 41 (names of the signs of
the zodiac added to the figure of the Asyndeton (no.
20) and to fols. 44, 44v and 45 (Chapter VII of “Mu-

sica” and following ones).

Origin: probably a Mozarabic environment in
southern Spain, different from those that produced
one of the manuscripts of the Erymologiae that has
survived today: nevertheless, the arrangement of
the large diagram no. 31 is absolutely identical to
that in the previous manuscript (El Escorial, P1.6),
of Andalusian origin. Manuel C. Diaz y Diaz tends
to favor the idea that this manuscript and its model
are from Cérdoba.

Provenance: “De la yglesia de Salamanca” (fol. 1,
at the top, 14™ century). Count-Duke of Olivares’s
collection (?)

THE MUSICA ISIDORI TRADITION IN THE IBERIAN PENINSULA

Contents: fols. 1-3: Laterculus notarum, or the table

of standard abbreviations in the titles, for example
OFFM (Officium). SD (secundum), etc.

Fols. 3v-6v: Correspondence between Braulio and
Isidore: Isidore’s letter to Braulio (£7 #ibi) is separated
from the series of seven letters by Braulio’s Praeno-
tatio librorum, untitled in this case (ed. José Carlos
Martin, in CCSL 113 B, p. 183-189: see the Biblio-
graphy), and by the list of chapters of Book I of the
Etymologiae.

The text of this manuscript, collated by Lindsay (ab-
breviation U), in many cases matches the text of T (El
Escorial P1.6). The nine chapters of De musica start on
fol. 44: they are preceded by the cycle of diagrams in-
terpolated in the same order as in the previous manu-
script, but here, the large diagram no. 31 (280 mm-
high), instead of extending into the internal margin,
encroaches on the right-hand column and is superim-
posed on the aforementioned texts. The figures located
at the bottom of the diagram have disappeared, because
of the destruction of the lower part of the folios. In fol.
43v, the subtitle vocis SPECIES multae (sic) is in red.

On fol. 190, “Elogio de Zaragoza”.

Bibliography: Antolin 1923, 5: 507-510. Diaz y Diaz
1971, 75-76; 1995, 114. Martin 2006, 90-91 (ms. T):
116 and 179.

DESCRIPTION OF THE MANUSCRIPTS FROM THE NORTH

5. Escoriat, Real Biblioteca, PI.8.

269 dull parchment folios, ca. 350 x 275 mm in two
columns of 33 lines (fols. 8-269). The thick Visigo-
thic script with pointed shafts, which is the work of
Juan, Bishop of Maguelonne in Septimania, dates
from 791-812 [transcription of the colophon (fol.
269v) in Millares Carlo 1999, 1: no. 59; see CLA X1,
no. 1630].

The manuscript displays none of the features of Braulio’s
summary, listed earlier, nor any sign that the page was pre-
pared with the figure and inserted diagrams in mind:

1. The manuscript lacks the two letters from Isidore
to Braulio, the Archdeacon (A and B in the Lindsay’s
edition).
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2. The letter En tibi is addressed to Braulio (fol. 5),
together with the index of the twenty books, and in
a second version (fol. 6) to Sisebut as well, as occurs
in Lindsay’s edition; but in this case it is preceded by
a small Oviedo Cross to the left of the dedication.

3. Coming before De musica, on fols. 38v-39v, the usual
diagrams from “Geometria” (nos. 1-17 in fig. 1) appear.
There is no room left to transcribe all the interpolated
material about astronomy and music, however. In addi-
tion, in Chapter VI (fol. 40v), the characteristic passage
in the Ezymologiae about vocal timbres is not preceded
by the subtitle Vocis species multae, attributed to Braulio.
Finally, at the end of Chapter VIII (fol. 42b), the name
of the musical instruments is drawn with minium (an
orangish-red color).

4. The “Elogio de Zaragoza” on fol. 204v A makes
this manuscript one of the oldest witnesses to the dif-
fusion of this interpolation into Septimania.

On fol. 54v (on a blank page), after Book 1V, a
“French” 11% century hand wrote a note about the
three (not twelve) psalms of the evening service on
Easter Sunday, that were the subject of debate in
monasteries from the 9" to 12" centuries (see Huglo

2005b, 153-162).

Bibliography: Antolin 1913, 3: 255-257. Clark 1920,
no. 530 and pl. 19 (fols. 20v-21). CLAXI: no. 1630 (at
the end of the volume). Diaz y Diaz 1971, 76-77.

6. EscoriaLr, Real Biblioteca, P1.7.

322 dull parchment folios, 450 x 260 mm, in two
columns, each measuring <280 x 95 mm>. The
prickings marking the lines are placed between the
columns, less often on the edge of the fols. (see fols.
6-20; 26-29, etc.). The gathering signatures of the
quaternions are crowned by a collar beam, as happens
in the El Escorial manuscript T.I1.25.

Binding: in red leather stamped with the grill-shaped

coat of arms of San Lorenzo of El Escorial.

Script: Visigothic minuscule with pointed shafts, 9™
century in. (Ewald and Lowe 1920, pl. 14; Antolin
1913, 3: 257); 9*-10" century, ca. 900 (Millares
Carlo 1999, no. 59; Les rois bibliophiles, p. 21, no. 1);
no later than 900 (Diaz y Diaz, Manuscritos, p. 77).

Obelisks and critical marks in the margins. Rare an-
notations in Visigothic script or French minuscule
from the 12%-13% centuries (fols. 168v and 232v);
very simple green initials, edged in red.

Fol. 1v is in chessboard-style and made up of alter-
nate letters in red and black, that form the anagram
ADEFONSI PRINCIPIS LIBRUM as in Isidore’s Liber sen-
tentiarum (El Escorial, T.11.25: Clark 1920, 145, pl.
18), but with richer colors in this case.

Fol. 6v has an Oviedo Cross before the title with deepset
initials in various colors: IN NOMINE DNI/INCIPIUNT
LIBRI Ethimologiarum |...] (as in ms. T.IL.25, fol. 2,
but with richer colors in this case).

Origin: this book formed part of King Alfonso I1I the
Great’s library, king of Asturias (866-910). In the 16™
century, Morales had the chance to examine another
three manuscripts from Alfonso III’s collection (Les

rois bibliophiles... p. 21).

Provenance: Oviedo College in Salamanca (16™ cen-
tury). Count-Duke of Olivares’s collection, donated
to the Monastery of El Escorial by his nephew, the
Marquis of Heliche.

Contents: Manuscript W in Lindsay’s edition. Fol.
2: Chapters of the twenty books of the Ezymologiae,
written in red and black letters; fols. 5v-6: blank,
unused, because they are divided into three columns
of the same size; on fol. 6v, the chapters of Book I.
This manuscript does not mention the correspon-
dence between Isidore and Braulio.

Fol. 54 B: The figures of plane and (fol. 55v) solid

geometry in “Geometria” (nos. 1-17 in fig. 1).

Abruptly on fol. 56, the title DE MU sI ca appears,
followed by its nine chapters (not repeated below).
On fol. 57 A, on the third from the last line, the sub-
title Vocis species multae appears in red letters. Fol.
59v A: De astronomia. Fol. 222v (Etymol. X1V, ij):
Orbis terrae (the three continents): see Destombes
1964. Finally, fol. 242v (Etymol. XV, 1, 66): “Elogio

de Zaragoza”.

Fol. 322: Explicit feliciter Liber ethimologiarum, followed
by two verses by Virgil: I freta dum fluvii currunt, dum



montibus umbrae [...] (Aeneid 1: 607-609), and ending
with the names of precious stones: Nomina [lapidum):
Zmaragdu(s) qui colores...(see Etymol, XV1, vij, 2).

Bibliography: Antolin 1913, 3: 257-260. Sarria, Le-
maire and Elkhadem 1985, 21-22: no. 1. Diaz y Diaz
1971, 77.

7. Maprip, Real Academia de la Historia, Cod. 25,
fol. 64r (illustration 3)

300 yellowed parchment folios; 337 x 236 mm <244
x 172 mm>, in two columns, each measuring 246 x
85 mm. Regarding the ruling of the parchment, see
Barbara Shailor (1985, diagrams 2 and 3). Gatherings
are numbered at the end with a figure inscribed under
a collar beam, followed by a Q and a small dash.

Binding: modern cardboard binding.

Script: 10* century Visigothic minuscule script, al-
though the titles appear more recent. The homilies at
the beginning (fols. 1-16) are written by an Aquitai-
nian hand from the second half of the 12 century.
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3. Isidorus. Etymologiae. Madrid, RAH, Cod. 25, 10" century (946), fol. 64r

THE MUSICA ISIDORI TRADITION IN THE IBERIAN PENINSULA

Origin: San Milldn de la Cogolla. The colophon on
fol. 295v gives the date 984 (year 946): see Ewald
and Lowe 1920, pl. 22; Garcia Villada 1923, 2: pl.
24, fasc. 31.

Provenance: transferred to the Royal Academy in
1821.

Contents: Fol. 1-16: homilies of St. Bernard; fol.
16v Capitula Libri Ethimologiarum (like the El
Escorial manuscript, &.1.3, fols. 9v-10r): the title
of each book appears in one of the 22 colored
circles (circle no. 22 is empty); fols. 18v A-21v:
the 7 letters at the beginning of the Epistolarium
end with the words Expliciunt epistolae directo-
riae; fol. 21v: Incipit praefatio totius libri... En
tibi (Isidore’s letter to Braulio), followed by the
chapters in Book I (in identical order to those in
Madrid, BN, 10008: the abbreviation 77 or 7Us
(Toletanus) appears in red in the margin.

In Book I, the theory regarding metric feet appears
beneath some Mozarabic horseshoe arches, as occurs
with the canons of Eusebius in the Gospels (identical
presentation in the El Escorial manuscript &.1.3).

Fol. 57v: preface of Book III: Mathematica latine dicitur...

Fol. 62v EXPOSITIO FIGURARUM INFRA SCRIBTURARUM
(rubric in red ink)

Alia ratio... and the geometric figures applied to astro-
nomy (nos. 23, 21, 19 and 22 in fig. 1), the asyndeton
(no. 20) has been moved to the top of fol. 63, whereas
in the El Escorial manuscript &.1.3, fol. 57v and in
RAH, Cod. 76 (Cardefa), fol. 24 these five geometric

figures are drawn on a single page.

Under the asyndeton placed at the top of fol. 63, the
diagrams about harmonics and the corresponding
texts appear, and these finish at the top of fol. 63yv,
with linear diagram no. 30 in fig. 1.

The large diagram no. 31, which takes up the entire
length of the page, is identical to the one in the Cardena
manuscript (RAH, Cod. 76) and the one in El Esco-
rial, &.1.3. Fol. 64v: end of the interpolation, and above
column B, beginning of De musica. On fol. 65v, the
subtitle Vocis species multae is written in red ink.
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On fol. 211 [?] (Exymol. XXI11, ij) Orbis terrae (see
Destombes 1964); fol. 221, in Chapter I (De civitatibus)
of Book XVT (and not XV), the placenames are written
in red: on fol. 221 B (Egymol. XV, 1, 66): the “Elogio

de Zaragoza’.

Fol. 295v: colophon (Ewald and Lowe 1920, pl. 22);
fol. 296v-300v: fragment of the Venerable Bede’s De
natura rerum, entitled De celo, unfinished due to a

lack of material. These excerpts are in the manuscript
&.1.3 in El Escorial.

Bibliography: Ruiz Garcia 1997, 197. Shailor 1979,
465-467 and figs. 4 and 5. Diaz y Diaz 1971, 73;
1979, 117-122, 175, 264, 284, 323.

8. MabpriD, Real Academia de la Historia, Cod. 76,
fol. 251 (illustration 4).

162 parchment folios of uneven sizes; approximately
320 x 225 mm in two columns, each measuring <265
x 82 mm>; 44 lines per page. The gatherings are stuck
to the flyleaf, but the edges are unevenly trimmed: the
gathering signatures at the end are Roman numerals
surrounded by four crosses.

Binding: pigskin folder, with a pastedown.

Script: Regular: Visigothic minuscule, which is the
work of two copyists, Endura and Diego, dated 990
(Hispanic era; i.e. 952 CE).

Origin: according to the colophon, San Pedro de
Cardenia, La Rioja valley.

Provenance: entered the Royal Academy of History in
the 19% century.

Contents: a gathering is missing at the beginning, so
the Erymologiae begin with Book I, Chapter IV De
Litteris latinis.

On fol. 20v: Prologue to Book I11: Mathematica latine
dicitur...

On fol. 23v: Expositio figurarum infra scripturarum:
the text continues with the following five geometric
figures: nos. 23, 21, 19, 22 and 20 (as a result, figure
20 is grouped here—unlike the ms. RAH, Cod. 25—
next to the other geometric figures). On fol. 24v, the

4.Isidorus. Etymologiae. Madrid, RAH, Cod. 76, 10™ century (954), fol. 25¢

five diagrams of harmonics nos. 24, 25, 26 and 27 are
regrouped, and, at the bottom of the page, appears
no. 30.

On fol. 25: the large diagram no. 31, that is 25 mm
larger than the one in El Escorial, &.1.3, although it
is 5 mm less than the one in San Milldn (RAH Cod.
25). So: RAH Cod. 25 > RAH Cod. 76 > &.1.3.

The nine chapters of De musica begin on fol. 25v A
(with the subtitle Vocis species multae in the middle of
Chapter VI).

Fol. 108 (Exymol. X1V, ij) Orbis terrae (see Marcel
Destombes, Mappemondes, A.D. 1200-1500 (Am-
sterdam: Israel, 1964). In Book XVT (and not XV, as
in the received text), Chapter I (De civitatibus), the
place names are written in red; “Elogio de Zaragoza”

(fol. 117 B).



Bibliography: Ruiz Garcia 1997, 387. Shailor 1979,
444-473. Diaz y Dfaz 1979, 120-122; 1971, 73.

9. EL EscoriaL, Real Biblioteca, &.].3 (olim H 7)
243 parchment folios; 352 x 255 mm in two 273 x
85 (90) mm columns. The pinpricks appear in the
outside margins (not between the columns as oc-
curred I in the previous manuscripts).

Binding: Moroccan leather with the El Escorial coat
of arms (in the Form of a grille). Count-Duke of
Olivares Library (18" century).

Script: Visigothic minuscule script produced in
1047 (1095 era) by Father Dominicus (colophon on
fol. 242: see Millares Carlo, no. 52): fol. 243v (final
guard): Ista [scriptura] mogaraba apellatur vel roleta-
na (15™ century). Some initials are ornithomorphic,
others are just colored; in the margins of fols. 86-
86v, symbol of the four Evangelists (see RAH Cod.
76).

Origin: Toledo, ecclesiastical metropolis of Spain:
liber tholetanus (fol. 1). The selected texts, figure and
diagrams in this manuscript are closely linked to the
ones in the manuscripts from La Rioja (RAH Cod.
25 and RAH Cod. 76).

Provenance: The Count-Duke of Olivares’s collec-
tion, donated to the Monastery of El Escorial by his
nephew, the Marquis of Heliche.

Contents: fols. 1-5: Correspondence between Ascari-
cio, Bishop of Asturias, and Tuseredio, published by
Arévalo (reproduced in Migne, ed., PL XCIX: 1231-
1240), according to this manuscript.

Fol. 6v: Full-page Oviedo Cross (Les rois bibliophiles,
16); fol. 7: ‘labyrinth’ with the inscription Ob hono-
rem sce. Marie virginis; fols. 7v and 8, blank; fol. 8v:

second labyrinth with the inscription Sancio et Sancia
librum (Sancho 1I, King of Castile and Ledn).

Fol. 9: title page of the Ezymologiae (in colored capital
letters): In nomine simplo, trino, divino... (as in RAH
25); fols.12-15v: the series of Isidore’s and Braulio’s
letters; fol. 15v: chapters in Book I (Clark 1920, pl.
1); fols. 23v-25: under some Mozarabic arches, table
of the various prosodic metres (see RAH, Cod. 25).
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Fol. 57v: the five applied geometric figures (as in RAH
Cod. 76, fol. 24); fol. 58: the five diagrams of harmonics
(as in RAH Cod. 76, fol. 24v); fol. 58v: the large dia-
gram of harmonics, 34 cm high; fol. 59 A: the final
diagrams of harmonics and the four elements; fols. 59
B-61v: the 9 chapters of De musica: the subtitle Vocis
species multae (fol. 60 A) is in Chapter VI.

Fol. 188: “Elogio de Zaragoza”.

Fols. 234-239: seven excerpts from the Venerable
Bede, De natura rerum liber (Jones 1975, 176, no.
31; excerpt from Chapter VIII of the Venerable
Bede, De temporum ratione (Jones, 1975, 312-319);
fol. 239: Expositio de Isaiam prophetam attribuyed to
Gregorio Magno; fol. 240: De Sybillinarum oraculis
and the Sybilline verses, Judicii signum tellus sudore
madescet (see Anglés 1988, 296-297, table 1; fol.
242: De septem planetis).

Bibliography: Antolin 1911, 2: 331-336. Garcia
Villada 1923, pl. 27, facs. 36. Diaz y Diaz 1971, 72-
73. Cordoliani 1951, 284-285. Sarrid, Lemaire and
Elkhadem 1985, 16, 21, no. 2.

10. MapRrID, Biblioteca Nacional, 10008 (olim To-
ledo 15.9).

246 fairly curled-up parchment folios, with holes,
320 x 250 mm. Thirty-one regular gatherings (qua-
ternions); marginal prickings marking 36 horizontal
lines in two columns. The catchword at the end of the
gathering is often cut off by the binder’s guillotine.
Regarding the catchword in Visigothic manuscripts,
see Vezin 1967.

Binding: wooden boards lined in unwaxed dark
brown leather; traces of two seals; spine with three
raised bands; title with very open quill: 1sIDORUS
AETHIMOLOGIARUM GOTHICUM.

Script: Very fine 11%* century Visigothic minuscule
(Millares Carlo 1999, 1: no. 165), in black ink, 36
lines per page. Initials and titles are in bright red. In
the titles, sometimes a single term appears in green
ink, with the others in black.

Origin: this manuscript, Arévalo’s Toletanus 11, has
quite different origins from 7Zoletanus I (Madrid, BN,
glass case 14.3): probably Castile.
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Provenance: entered the Biblioteca Nacional in 1868.

Contents: only the Ezymologiae. The list of chapters
in Book I differs from the one in Toletanus 1.

In Book III, the figures and diagrams that appear be-
tween “Geometria” and “Musica” are drawn with a
quill and are not colored. This also occurs with the
five applied geometric diagrams; fol. 41: Per rationem
musicae... and with the diagrams (facsimile in the
catalog, T7ésors de la Biblioteca nacional, 21): only the
figures are written in red. fol. 41v is blank: the large
diagram no. 31 has not been drawn.

The “Elogio de Zaragoza” (Etymol. XV, 1, 66) ap-
pears on fol. 180v.

After fol. 246, three fragments have been regrouped
that come from the binding reinforcements and con-
tain passages from a short Penitential Psalm.

Bibliography: Diaz y Diaz 1971: 71. Tiésors de la Biblio-
teca Nacional (Paris: Bibliotheque Nationale de France,
1988), 20, no. 3, with two facsimiles (fols. 41 and 41v).

11. Paris, Bibliotheque Nationale de France, N. A.
L. 2169.

385 parchment fols., 360 x 267 mm; in two columns
each measuring <260 x 180 mm>, the left column with
29 lines (fols. 22-381) and the right column with 34
lines (382-385). Catchword with a cross superimposed
at the end of the quaternions (see Vezin, 1967, 19).

Binding: wooden boards lined with fine leather (stuck
to the upper back cover is part of the old flexible bin-
ding in goatskin with carved edges).

Script: very well formed Visigothic minuscule script,
which is the work of two or three alternating copyists,
finished on 24 August 1072 (see the facsimile of both
scripts in Samaran and Marichel, 1981, pl. 15. The
standard titles are in red Visigothic capitals.

Ornamentation: important; it has been analysed in detail
by Awril et al. (1982) Initials are ornithomorphic (fols. 66v,
67...), Zoomorphic (fols. 67 and subsq., fols. 83 and subsq.,
fol. 185v), anthropomorphic (fols. 292v, 370v), see exam-
ples chosen by Avril et al. (1982). The simple initials traced
in black have been highlighted with a colored brushstroke.

Preliminary ornamentation (fols. 1-24v): fol. 2; Vi-
sigothic neumes (probatio pennae); fols. 2v-4: Ordo pas-
calis; fols. 4v-5v: Ratio pascalis; fols. 5v-9: Calculation
treatise (see Goméz Pallarés 1989-1990); fols. 9v-10: on
two pages, huge astronomical circle, 170 mm in radius;
series of Easter tables (with green and yellow as the pre-
dominant colors): Sunday letters (fol. 13), two charts
(fols. 14v-15) and two circles to calculate the date of
Easter (15v-16); fol. 17: labyrinth that is 172 mm in
diameter (reproduced by Kern, 2000, p. 112, no. 183),
in the top right-hand corner: Sphera terrae (added); fol.
17v: framed table with the signs of the zodiac; fols. 18-
18v: Sunday letters; fols. 19v-20 (in four circles): the
phases of the moon, reproduced in Avril, 1982, pl. 8)
in four circles, table with the hours of sunlight during
the four seasons; fol. 20v: Psallere usum esse primum
post Moysen David prophetam...; fol. 21: Termini Septua-
gesimae, Paschae et Pentecosten; fol. 21v: checkerboard,
framed in the four corners by interlacing that ends in a
ducK’s head (facsimile in color: Mentré 1996, pl. 4) that
forms the name of the priest Ericone, scribe or donor of
this manuscript (see the ms. El Escorial, &.J.3); accor-
ding to Samaran and Marichal (1981), this must be the
donor, because the writing shows the homogenous style
of two or three scribes (see further back).

Fols. 22-24v: Calendar: two months a page, each one un-
der a Mozarabic arcade; typical calendar from the Abbey
of Silos (Vives and Fibrega 1949, 348 and 374-380).

Origin: Silos, undoubtedly: on fol. 2, ex libris de
Silos (18" century). The manuscript was begun be-
tween the Council of Jaca (1063) and Council of
Burgos (1081), which both prescribed the abolition
of the old ‘Mozarabic’ rite: Diaz y Diaz (1983) also
points out that the preliminary ornamentation, that
was destined for an antiphonary or a sacramentary,
was used in these circumstances as the preface to the
Etymologiae. Fols. 37-38: note on the consecration of
the altars of the Abbey church by Cardinal Richard,
papal envoy, in 1088 (see Férotin 1897, 72).

Provenance: sold in Madrid in 1877, the manuscript
was purchased in Paris in 1878, by Bachelin Deflo-
renne and resold to the Biblioteca Nacional (see
Delisle 1891).

Contents: The Erymologiae: correspondence between
Braulio and Isidore; fol. 28v B: “Incipit Praefatio



totius libri, Braulioni Isidorus: En tibi sicut polli-
citus...”; fol. 29 A: table of chapters in Book I; fol.
77v: the small geometric figures (figure 1, nos. 1-17;
fol. 78v: the applied geometic circles (facsimile in
Huglo, 1992, 12); fol. 79: the interpolated musical
diagrams, as in Madrid, BN, 10008; fol. 79v, at the
top of the page: “Secundum Porfyrium et Platonem
haec forma exponitur” (see Madrid, BN, glass case
14.3, fol. 27), but in this case the rest of the page is
blank; fols. 80 A-83 A: The nine chapters of “Musica’:
on fol. 80v B, the heading Vocis specie multe (sic).

Fol. 193: stemma 1, on kinship links (Eymol. IX, vj,
28); fol. 195, consanguinity tree (Ezymol. IX, vj, 28,
Stemma 11); fol. 264: Orbis terrae: the three parts of the
world (Destombes, 1964 pl. 2); fol. 288v, below: the
“Elogio de Zaragoza’; fol. 385: Colophon (see tran-
scription and study in Samaran and Marichal 1981).

Bibliography: Samaran and Marichal 1981. Avril et
al. 1982, 18-20, no. 26 and plates B (fol. 23, calen-
dar), VI (fol. 77v), VII (initials of fols. 67, 185v, 292v
and 315v) and VIII (fol. 19v). Diaz y Diaz 1983,
346, nos. 46 and 453, no. 187; 1971, 70-80. Gémez
Pallarés 1989-1990, 133-142. Huglo 1992, 565-578.
Mentré 1996, pl. 4, fol. 21v.

THE TwO PORTUGUESE MANUSCRIPTS

The Inventario dos Codices Illuminados até 1500 (Lis-
bon, 1994 and 2001) brought to light two manu-
scripts of the Etymologiae that had been unknown
until then, written in continental minuscule but co-
pied on manuscripts in Visigothic minuscule, with
the texts and interpolated diagrams of harmonics.

12. LisBoN, Biblioteca Nacional, Alcobaga 446.

220 parchment folios, 428 x 292 mm <330 x 202
mm>, in two columns; 37 lines per page. The first 25
gatherings are numbered; the following ones (xxvi-
xxvij) have a catchword at the end. Standard title in
the top margin.

Binding: period binding in white skin; five bosses on
the covers.

Origin and provenance: the Cistercian Abbey of Alco-
baga, near Lisbon, founded in 1153 by Alfonso I.
The 456 Alcobaga manuscripts went to the Biblioteca
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Nacional de Portugal in 1834, when the religious or-
ders were dissolved.

Script: minuscule from the 12 century that adopts
Visigothic spelling; the titles are written in small capi-
tals, as in Visigothic manuscripts.

Content: The manuscript contains the Etymologiae,
with the interpolations of the [y] family, followed (fols.
205-219) by Isidore of Seville’s De natura rerum.

After the seven letters from the correspondence
between Isidore and Braulio (fols. 1-3), and the
Chapters of the twenty books (fols. 3 B-3v A), the
letter to Braulio En tibi and the xxv chapters in
Book I (fol. 3v) appear.

Fol. 22: Preface to Book III: Mathematica latine di-
citur...; fol. 32: geometric and (fol. 32v) harmonic
diagrams, to which the artist added astronomical
figure no. 24 (phases of the moon) and in seven
semicircles, the cycle of the seven planets showing
their influence on human temperament; fol. 33:
the large diagram, drawn with a ruler and compass,
flanked in the top left-hand part by the lambda-
shaped diagram of the commentary on the 7imaeus
(no. 28) and below on the right, by the figure of the
four elements (no. 29).

Fol. 33v: the nine chapters of De musica, with the rubric
“Vocis species multae” in Chapter VI (fol. 34 A).

Fol. 94: before stemma 1, on family ties (Etymol. IX,
vi, 28), the verses Crux [haec] alma gerit sanctorum
corpora fratrum and the announcement of Isidore’s,
Leandro’s and his sister Florentia’s deaths appear
(see Paris, BNF, N. A. L. 2169); fol. 96: the con-
sanguinity tree held up by a man without a crown
(see illustration 5 and the facsimile in color in the
Inventario, vol. 1, p. 233). The trees usually appear
without any ornamentation: see Schadt 1982).

Fol. 138: the three parts of the world (Ezymol. X1V, ij:
see the following manuscript, fol. 129).

Fol. 205-219: Isidore of Seville, De natura rerum (see
Fontaine 1960; critical edition based on the oldest
manuscripts). Regarding the figures and diagrams,
see Gorman (2001).
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5.Isidorus. Etymologiae. Lisbon, BN, Alcobaga 446, 11 century, fol. 96r

Bibliography: Leclercq 1950. Amos 1990, 236-238.
Duarte Ferreira 1994, 1: 232, no. 342.

13. Porro, Biblioteca Piblica Municipal, ms. 21 (Santa
Cruz, 17).

186 parchment fols., 411 x 293 mm; in two columns
with 39 lines.

Binding: in poor condition; wooden boards lined
with skin, spine with four raised bands.

Script: standard from the first quarter of the 13* cen-
tury, with traces of Visigothic minuscule (facsimile in
the Nascimento and Merinhos, 453, illustration IX).
Titles have red and black deepset initials.

Origin: Santa Cruz de Coimbra, a monastery of ca-
nons who followed the rule of St. Augustine, and who
came from Saint Ruf of Avignon to settle in Portugal
in the early 12" century. When the religious orders
were suppressed in Portugal (1834), the Santa Cruz
manuscripts were moved to Porto.

Content: The Etymologiae, beginning with seven letters
from the correspondence between Isidore and Braulio,

the chapters of the twenty books (fol. 3A), Isidore’s letter
to Braulio £ tibi (fol. 3B), and the chapters in Book I.

Fol. 36v: chapter De figuris geometriae (Etymol. 111,
xij) is followed by (fol. 37 A) five applied geometric
figures, the figure of the phases of the moon (no.
24); the diagrams of harmonics nos. 25, 26 and 27;
and at the foot of the page, linear diagram no. 30:
the semicircles that show the numerical relations
that produce double and triple proportions (but not
quadruples) are drawn below the number line, while
on the following page (37v A), on the same diagram
repeated vertically, the semicircles are drawn at the
top. In column B, Plato’s lambda diagram appears,
and then, below this, there are seven semicircles that
describe the cycle of the planets and their influence
on human temperament.

On fol. 38, a large, full-page diagram of the musical
scale appears (no. 31): the geometric drawing is in
red, and the numbers of the levels are written in black
(Reduced facsimile in [nventario, I1 no. 260; Isabel
Santos, Santa Cruz... p. 256). In short, the use of co-
lors is opposite to that in the Visigothic manuscripts
we have described before; fol. 38v is blank.

Fol. 39 A: the nine chapters of “Musica” (fol. 39v A,

in red): Vocis species multae.

Fol. 91v B: in Book IX, vj, before stemmata I and II
(with no character holding up the grifico): vERsus
IN SEPULCRO DOMNI ISIDORIL: Crux haec alma fulget.
In the middle of the column, in red: paTaTIO OBITUUM
LEANDRI, ISIDORI ET FLORENTIAE: Obiit felicis memo-
riae. (See Lisbon, BN, Alcobaca 446 and Paris, BNF,
N. A. L. 2169.)

On fol. 129: Orbis terrae (Etymol. X1V, ij): a ‘map of
the world’ divided into three parts, each of which is
attributed to Noah’s children (Gen. 5:31): Asia (Sem),
Africa (Cham), Europa (Japhet). (See illustration 6
and Destombes 1964.)

Fol. 139 A: at the top, the “Elogio de Zaragoza”
(Etymol. XV, 1, 66).

Fol. 185 B: by a second hand: Ex concilio apud Theo-
donis villam (false capitulary of Thioville: Migne, ed.,
PL XCVII: 677-678).
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6. Isidorus. Etymologiae, Porto, BPM, ms. 21 (Santa Cruz 17), 11*
century ex.-12" century in., fol. 129r. Orbis terrae

Bibliography: Nascimento and Merinhos 1998, 110-
112, 453 (illustration IX). Santos 2001, 248, 252, 254,
256 and 270-271. Duarte Ferreira 2001, 2: no. 260.

Ms. 21 is quoted in the review of the Inventario
published in Scriprorium 57 (2003): no. 522.

From this inventary, it can be deduced that, out
of the 13 manuscripts of the Eymologiae in the
Hispanic family, broadly considered, there are only
a few pieces of evidence left that help us to restore
the diagrams of harmonics in their original order.
Of course, we need to reject the El Escorial manu-
scripts, &.1.14 (incomplete), P1.6 and T.II.14, as
well as the Porto manuscript, BPM, 21 (diagrams
are out of order) and finally, the manuscript P1.8 in
El Escorial that, destined for Maguelonne in Sep-
timania, seems to be far removed from the interpo-
lated Hispanic family.

Consequently, these diagrams will be reconstructed
based on the Madrid manuscript, BN, glass case 14.3,
the two La Rioja manuscripts, and the Toledo manu-
script, El Escorial, &.1.3, finished in 1047.

STUDY OF THE DIAGRAMS OF HARMONICS
The first observation that ensues from an analysis of

the thirteen manuscripts that contain the diagrams
of harmonics is the confusion caused by a deficient
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page layout. In fact, instead of placing the geome-
tric figures applied to astronomy and the diagrams
of harmonics at Book IV De astronomia, they were
placed at the end of Chapter IX (xxiij) De numeris
musicis, truly very summarily. The interpolater re-
grouped all of these additions taken from just after
Chapter III (xij) in the Book De geometria, which
were previously taken, both text and figures, from
Cassiodorus’s Institutiones.

As a result, the first task that needs to be carried out
is to untangle the two interpolated treatises, which
is something that the editors have carefully avoided,
and then to reconstruct the order of the texts and
diagrams of harmonics, because the copyists moved
these on numerous occasions to regroup these addi-
tions in Book III of the Etymologiae as well as they
possibly could.

The order of the texts and diagrams of harmonics,
which has been fairly well maintained in one of the
oldest manuscripts as well as in the La Rioja manu-
scripts, is as follows:

1. Per rationem musicae ita fit ut aut septem men-
suum nati aut novem vivere possint, octo nun-
quam, quoniam in septem vel in novem omnes
inveniuntur symphoniae, quibus integris firmae
stabilitatis crescunt... hoc septies ductis faciunt
septimanam et novies faci[unt] novem mensuum.

This text, published by Charles Upson Clark, on
the numbers used to create the harmonies* and the
numbers of months of a pregnancy, is followed by the
diagram of the phases of the moon (no. 24): in the
ms. in El Escorial, T.I1.24, the drawing of the cres-
cent of the moon under the line with the numbers 11,
II1, 11, V, VI, VII, VIII and VIIII is empty, whereas

in the Arévalo’s diagram (fig. 1), the crescent is too

sloped and blackened.

2. The two following diagrams (nos. 25 and 206)
show the numerical ratios that are the basis of the
consonances, but these diagrams contains certain
lexical as well as graphic errors, i.e., errors in the
links between the various numbers that show the
two terms in numerical ratios, which form the arith-
metic foundation of the consonances. These errors
are corrected in fig. 2. This is how the author establishes
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the list of the following consonances: 3/2 or hemiole
(emilion in all of the analysed manuscripts, instead
of hemiolion), the foundation of the consonance of
the fifth; epitriton (4/3), foundation of the conso-
nance of the fourth; diplasion, double ratio (2/1 or
its multiples 12/6, 18/9 etc.), foundation of the oc-
tave (diapason) and not the double octave (disdia-

FIGURE 2: THE INTERPOLATED DIAGRAMS FROM MUSICA
ISIDORI CORRECTED AND REORGANIZED

26 1V VI VIII X1
25 VI VI XII XVIII

Hemiolion Epitriton Hemiolion

Diapason Diapason

Diapason
et Diapente

27 VI VIII VIII XI‘I

Tonus

Epitriton (Epogdous) Epitriton

Diplasion: duplum

i.e. Diapason

Secundum Porphyrium et Platonem
ita haec formula exponitur

I II 11 II1I VIIII VIII  XXVII

In planopede sic medium ut extrema
jungantur ad numerum XXVII

[(1+2+3+4)+(8+9)=27]

MONAS

pason, as in diagram no. 27); the triple ratio (3/1
or its multiples 12/4, 18/6, etc.), foundation of the
twelth or octave plus fifth (and not disdiapason, as in
diagrams nos. 25 and 26).

3. Diagram no. 27, made up of the numbers VI, VIII,
VIIII and XII, is the most important of the three that
form this series, because this is the Zerraktys® attri-
buted to Pythagoras by Iamblichos, his biographer,*
that shows the diagram in this way: this diagram es-
tablished the three main harmonies, as well as the ra-
tio epogdous (9/8), the basis of the tone, which is the
result of the difference between fifth and fourth (3/2
x 3/4 = 9/8).

c nl el lBl
| | |

(6) ® 9 (12)

Another linear diagram, drawn in the Greek manu-
scripts, was possibly used as a model for this diagram
no. 27:

g' nl el L Bl

dlotecobpmdy Slotecotpmdy

Slomévte SoévTe

dLaTo.owuv

All that was needed was to add the arches linking
the various figures translated into Latin: translating
Greek numbers into Roman numerals was never a
problem for cultured men in late Antiquity and
the High Middle Ages: the Regula formatarum
Attici of the Pontifical Chancery pointed out
precisely that “anyone with the slightest notion
of Greek knows perfectly well that the letters in
the Greek alphabet can also be used to express

numbers”.¥



4. RATIO INFERIORES FORMAE. 'This title, in small capital
letters, was read wrongly by copyists and reproduced
wrongly by Lindsay;*® in fact, it should read inferio-
ris and not interioris, which makes no sense here, be-
cause this is the “Evaluation of the diagram located
below”. Form or formula are the usual terms used in
this treatise to designate a geometric figure or a dia-
gram about musical theory: in this case, the diagram
located below is the linear diagram no. 30 in fig. 2.

In this short commentary on the series of figures that
Plato lists to expound his theory of the ‘composition of
the soul of the world’,” the anonymous author makes
numerous remarks on the numbers in this diagram.
First, he explains why the VIII goes before the IX in
the series of numbers that constitute the cosmopoeia:
the number 8, because it is the number 2 raised to
power of 3, can represent three dimensions, whereas
the 9, raised to the power of 2, refers only to a surface,
which is less perfect than a three-dimensional figure.

This subtle argument could be refuted by a much simpler
observation: when Plato drew the alternate arrangement
of even and odd numbers on each side of the lambda
diagram on the floor of the Academy (fig. 2, no. 28), he
inevitably placed the VIIII before the VIIL

A second observation on the numbers in the linear dia-
gram: the number VI is a perfect number for several
wellknown reasons from Euclid up to Isidore himself, who
took up these same reasons in his work De numeris>

To conclude, the author points out that the sum of
the Tetrad (I + II + III + IV), plus the sum of the
numbers VIIII and VIII, equals XXVII, which is the
upper limit of the numbers in the diagram.

This conclusion to the short exposition on the num-
bers preceding the linear diagram was omitted by
Lindsay, who undoubtedly had not seen the heading
“Secundum Porphyrium et Platonem ita haec forma
exponitur” (according to Porphyrius and Plato, this
diagram is shown in this way).

The preceding text refers to to the Commentary by
Porphyry on Plato’s 7imaeus, which is now lost but
which Macrobius cited twice’ and used numerous
times in his Commentarii in Somnium Scipionis:>*
the basis of these quotes that were reorganized in the

on
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order of the chapters of the 7imaeus, Angelo Sodano
reconstructed by conjecture this commentary that is
now lost.”

The continuation of this paragraph commenting on
the linear diagram no. 30 is interrupted by the large
full-page diagram no. 31. This is the lambda no. 28
drawn for the first time on parchment in Theon of
Smyrna’s treatise, ‘Exposition of questions in mathe-
matics that are useful for reading Plato’.’* In this
work, however, the o [alpha] unit does not appear
on the top vertex of the lambda but is replaced by the
term monas, the monad, the first principle in the vari-
ous spheres of science: the indivisible unit in arithme-
tic, the point in geometry, and the indivisable atom
in physics. This term (monas), which Plato only used
on five occasions in his dialogues, was repeated more
than 200 times by his commentators: we can find it
in Latin in the writings of Ambrosius of Milan, in
Macrobius, and also in the final chapter of the De
musica by Isidore, titled De numeris musicis.

In short, all of the texts and small diagrams that we
have found up to now are merely a prelude to the
construction of the large full-page diagram, com-
monly found in the manuscripts of the Iberian Penin-
sula that contain Isidore of Seville’s Etymologiae.

THE LARGE DIAGRAM

The large diagram printed in Arévalo’s and Lindsay’s edi-
tions is, of course extraordinarily large, measuring at least
27 x 34.5 cm. Its surprising appearance is explained in
another commentary on the 7imaeus, by Proclus Diado-
chus (T 496):% in fact, this learned philosopher distin-
guishes in his predecessors’s work two ways of providing
a graphic interpretation of Plato’s complicated passage
on harmony, ‘the soul of the physical world:

1. By means of three triangles fitted together that include
the lambda (no. 28) with seven numbers at the base; at
the top, there is the diagram of harmonic and arithmeti-
cal ratios (VI, VIIL, VIIII, XII and their equivalents, as
in Calcidiuss diagram VIII); finally, at the top there is
the third triangle that establishes a scale of tones and
semitones. This large diagram, attributed to Adrastus of
Aphrodisias, was known in the West, because it appears
in many Latin manuscripts that show the Latin transla-
tion of the T7maeus without Calcidius’s commentary.®
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2. Other commentators, Proclus points out, reject the
lambda-shaped figure and arrange the three categories
of numbers in a straight line, just as in the process of
dividing the monochord. This is the solution adopted
by Porphyry and Severus in their commentaries on
the Zimaeus.

The large diagram in the Visigothic manuscripts is a
variant of the first procedure, although it is difficult
to read, because all of the operations undertaken to
construct the diagram are described in great detail in
certain channels that link both terms in the arithme-
tic operations in question. To simplify things, these
operations have been clearly transcribed in figure 3
by placing a Roman numeral at each level that refers
back to our commentary.

The figure 3 as a whole is not covered by a triangular
“small roof”, but by a horseshoe arch, shaped like an
omega [Q2], which is typical of the Mozarabic style of
architecture. All the numbers in this diagram, except
for the ones on level V, are drawn in red ink.

Level I: the diagram starts out from the number 6,
the aforementioned senarius perfectus.

Level II: consists of the Zezraktys (VI, VIII, VIIII and
XII) described in diagram no. 27.

FIGURE 3: THE GREAT [SIDORIAN DIAGRAM
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Level III: by multiplying the number 6 by the num-
bers in the Zétraktis or multiplying the latter by each
other we obtain a series of five numbers.

Level IV: by using these five numbers once again, we
obtain a series of seven numbers, under which the terms
tonus or hemilion appear (instead of hemitonion, as on the
previous occasion): these notes should be copied between
the figures and not below them, because they define the
nature of the musical interval between two numbers. In
fact, if we move the terms towards the left of the diagram,
itis quite clear that a number at the beginning of the series
is missing; this number, once restored by the calculation
(486 x 8/9), is 432. If we control the remaining numbers
in the series, this enables us to discover other small errors,
undoubtedly due to a faulty reading of the three-digit

numbers written in Greek numerical letters.

This correction leads us to a series of numbers com-
parable to the ones found in the Timaeus of Locri®”
and in Proclus:

Timaeus of Locri:

384 432 486 512 576 648 729 768 864 972...

Proclus Diadochus:

384 432 486 512 576 648 729 768

Diagram 31:
432 486 512 576 648 729 768 864

The second system for determining the exactitude of
the numbers in the diagram is based on lzmbda no. 28,
which includes all of the numbers in the large diagram
as part of several layers of multiplications (see figure 4).

Level V: Handling the numbers selected in this way
results in a musical scale in which notes are the first
eight letters in the Latin alphabet (which bears no re-
lationship with medieval alphabetic notation): tran-
scribed into modern notation, this scale is reduced
to an octave that includes two symmetrical separate
tetrachords, with the semitone in the middle.

Below the alphabetic notation a series of numbers ap-
pears that is written in black and not in red as in the
previous cases: in our transcription,”® we have omit-
ted this new series, because it does not correspond to
any interpretation attempted through calculations.



FIGURE 4: EXPANSION OF THE DIAGRAM OF THE SOUL OF THE
WORLD

23
462
8 12 18 27

x2 x3

16 24 36 54 81
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128 192 288 432 648 972 1458 2187
256 384 576 864 1296 1944 2916 4374 6561
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In short, this scale is somewhere between the ronal system
used in Byzantine chant® and the scale of Carolingian
chant established in Musica and Scolica enchiriadis®®
(figure 5). Its central octave is identical to that in the
tonal system of Byzantine and Carolingian chant: this
similarity is all the more surprising if we bear in mind
that the scale in Mozarabic chant never crossed the
Pyrenees and that, furthermore, the Musica and Scolica
enchiriadis, probably composed in Werden on the Ruhr
river,®! despite the variety of its sources, gives no evidence
whatsoever of contact with the Musica Isidori.

FIGURE 5: COMPARISON OF SCALES FROM CLASSIC
ANTIQUITY
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So we need to investigate the common source of these
two scales of Latin chant. The common source is clear-
ly Byzantine chant; even more so if we bear in mind
that the low G (or [y]), according to Oliver Strunk,*
appears in some pieces of Byzantine chant (I have
represented this using a dot): so that in the low tones

THE MUSICA ISIDORI TRADITION IN THE IBERIAN PENINSULA

we then have a tetrachord that is identical to the te-
trachord of the Jow notes in the Musica enchiriadis. 1If
the scale described in this treatise includes higher notes
than the scale in Byzantine chant, this is because of
the wide range of the vocal exercises in certain pieces
in the G mode, to be more precise, the endless alleluia
melodiae notated in the Aquitainian manuscripts and
in the margins of the Antiphonary of Ledn. Finally, the
repertoire of Mozarabic chant, as is also the case with
the Carolingian chant that comes from Gallican chant,
includes a certain number of pieces sung in Greek
that have been transliterated in Latin minuscule or
translated from Greek.®® In short, the scale of Mozara-
bic chant is closely linked to the scale of Carolingian
chant, both of which come from the octoechos.

The treatise interpolated between De geometria and De
musica ends with a diagram of the four elements that
is quite different from those that Isidore had placed in
his De natura rerum® dedicated to King Sisebut. This
philosophical question that Plato tackled in the 7imaeus
(55d-62d) appears both in this anonymous treatise and
in the other commentaries on the 7imaeus.

It is clear that the treatise on harmony in the eleven
Visigothic manuscripts and the two Portuguese
manuscripts was written in the southern part of the
Iberian Peninsula and was copied in a Mozarabic en-
vironment, probably before 730, because the model
of the El Escorial manuscript, T.I1.24, undoubtedly
dates from 733. Furthermore, this treatise is not the
original, but is a superficial adaptation of a com-
mentary on the 7imaeus, enriched by commentaries

by Porphyry and Proclus.

The errors in reading the numbers written in Greek
characters and the lexical errors (Emilion instead of
Hemitonion or Hemiolion further back) seem to show
that the Greek was translated or adapted into Latin by
three authors working together: one reader who read
the Greek text aloud, sometimes with mistakes if the
model was written in uncial script; a translator who
translated the Greek literally into Latin; and a copyist
who wrote down what the translator dictated and con-
fused those terms that he had recorded wrongly.®

The ideal region in Spain for the spread of Greek texts
from southern Italy or North Africa may well have
been Cartagena, where Isidore was born. This town, as
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an exarchate of Byzantium, may well have played a role
similar to Ravenna in the cultural sphere, although it
was not as important. In any case, a scholar who knew
both the Erymologiae and Greek literature could have
translated this treatise and added diagrams to develop
the content in Chapter IX (xxiij) De numeris musicis
by Isidore. However, unlike the treatises on harmony
that remain in the realm of pure theory, this brief trea-
tise had practical consequences, because it led to the
definition of the scale used in contemporary chant. To
sum up, that this marvellous treatise could reach us,
fortunately, was due to the manuscript tradition of the
Iberian Peninsula.®
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nism”. Journal of Music Theory 24 (1980): 191-223.

46 Tamblichos o Chalkideus, a disciple of Porphyry. See
Ludwig Deubner, ed. lamblichi De vita Pythagorica liber.
Leipzig: Teubner, 1937; edition revised by the same and
Ulrich Klein. Zbidem. Stuttgart: Teubner, 1975, 68, no.
26. This edition is based on the following manuscripts:
Florence, Biblioteca Medicea Laurenziana, ms. LXXX-
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VL3 (14" century) and Paris, BNE grec 2093 (15" cen-
tury), fol. 22v.

47 “Graeca elementa litterarum numeros etiam exprimere
potest nullus qui vel tenuiter Graeci sermonis notitiam
habet”. En Karl Zeumer, ed. Monumenta Germaniae His-
torica, Legum, sectio V, Formulae. Berlin: Weidmann, 1886,
587-588. At the end of this letter a numerical alphabet
appears that Latin manuscripts often reproduced in the 9
century. This numerical alphabet was also used to decipher
the bills for goods that arrived from Greater Greece.

% The copyists mistook the capital F in the title fora T (in-
terioris), whose difference is reduced to the central line in
the E which is tiny in small Visigothic majuscule. Lindsay
(ITL, xiv, 3, 139) inserted these three words in the explana-
tory text for the astronomical figures (III, xiv, 1-2) and the
text explaining the following diagram. Arévalo simply re-
jected this text in the Appendix of his edition (see J.-P.
Migne, ed. PL LXXXII: col. 753).

# Platén. Timée. Critias. Edited by Albert Rivaud. Paris: Les
Belles Lettres, 1983, 148. See also Jack A. Willis, ed. Am-
brosii Theodosii Macrobii Commentarii in somnium Scipionis.
Stuttgart: Teubner, 1994, 1, 6. 2 (p. 18 1.32), C 1 12.6 (p.
49 1.2), and and especially, CII 2.1 (p. 99 1.22) (Bibliotheca

Scriptorum Graecorum et Romanorum Teubneriana).

0 Euclid in his Elementos VII, definition 22, and Isidore
in De numeris (ignored by the Peninsular manuscripts);
Isidorus Hispalensis. Le livre des nombres = Liber nume-
rorum. Edited by Jean-Yves Guillaumin. Paris: Les Belles
Lettres, 2005, 34, no. 28. (Auteurs Latins du Moyen Age).
On the perfect numbers, see idem. Boéce. Institution arith-
métique. Paris: Les Belles Lettres, 1995 (Collection des uni-
versités de France).

51 ... auctore Porphyrio, qui in commentariis suis haec... di-

cit..” (Commentarii. 1, 3, 17: Jack A. Willis, ed. Op. cit., 12,
1. 11); “hanc Platonicorum persuasionem Porphyrius libris
inseruit quibus Timaei obscuritatibus non nihil lucis infu-
dit...”, Commentarii. 11, 3, 15: ibidem, 107, 1l. 1 and 2).

52 Apart from the Jack Willis edition (Stuttgart: Teubner,
1994), which 1T mentioned earlier, there is now also the
edition by Mireille Armisen-Marchetti (Paris: Les Belles
Lettres, 2001 and 2003), that provides a French transla-
tion of the Latin text and a commentary on Macrobius’s
Commentary; see my review of this edition in Scriptorium
56 (2002): 75*-76*, no. 198, where I extend the list of
manuscripts on which this edition was based, and fill in
numerous gaps in the bibliography concerning the ques-
tion of consonances.

5 Angelo Raffaele Sodano. Porphyrii in Platonis Tima-
eum commentariorum fragmenta. Naples, 1964; this is a
commentary that was evidently been written in Greek,
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just like the commentary on the Harmonica by Ptolemy,
which it very often follows in Greek manuscripts. Proclus
(t 496) read the commentary on the Zimaeus by Porphyry
and used it for his own commentary on the Timaecus
(see note 55).

>t Eduard Hiller, ed. 7heonis Smyrnacei philosophi Platonici
Expositio rerum mathematicarum ad legendum Platonem
utilium. Leipzig: Teubner, 1878 (2" ed., Stuttgart: Teub-
ner, 1995, 95). Translated into French by J. Dupuis. 7héon
de Smyrne, philosophe platonicien. Exposition des connais-
sances mathématiques utiles pour la lecture de Plaron. Paris:
Hachette, 1892 (2" ed., Brussels: Culture et Civilisation,
1966, 156-157).

> Ernst Diehl, ed. Procli Diadochi In Platonis Timaeum
commentaria. Leipzig: Teubner, 1904. Vol. 2: 170-172.
Translated into French by A. J. Festugiére. Proclus. Com-
mentaire sur le Timée. 5 vols. Paris: Vrin, 1966-1968. Bk.
3:215-217.

>¢ See Michel Huglo. “Létude des diagrammes d’harmonique
de Calcidius au Moyen Age”. Revue de Musicologie 91 (2005):
311. In this category with 87 manuscripts, only a few show
the three lambda fitted together. See the list in idem. “Les
diagrammes”. Op. cit., 178 ; see note 18.

57 Walter Marg. Timaeus Locri, De natura mundi et animae.
Leiden: Brill, 1972, 72, and Thomas H. Tobin. Timaios
of Locri. On the Nature of the World and the Soul. Chico,
California: Scholars Press, 1985, p. 43.

%8 This final series of numbers, copied in all the Visigothic
manuscripts, has been omitted in the Santa Cruz de Coimbra
manuscript (Porto, BPM, 21), undoubtedly deliberately.

% Oliver Strunk. “The Tonal System of the Byzantine
Chant”. Musical Quarterly 28 (1942): 190-204. See Jor-
gen Raasted. The Intonation Formulas and Signatures in
Byzantine Musical Manuscripts. Copenhagen: Munks-
gaard, 1966, 9 (Monumenta Musicae Byzantinae: Sub-
sidia 7).

8 Hans Schmid. Musica et Scolica enchiriadis, una cum
aliquibus tractatulis adjunctis. Munich: Beck, 1981, 6
(Musikhistorische Kommission: Bayerische Akademie der
Wissenschaften 3).

¢! Dieter Torkewitz. Das dlteste Dokument zur Entstehung
der abendlindischen Mehrstimmigkeit. Stuttgart: Franz
Steiner, 1999 (Beihefte zum Archiv fiir Musikwissenschaft:
44). See Nancy Phillips’ review for Plainsong and Medieval
Music 10 (2001): 77-80.

62 Oliver Strunk. Op. cit., 199.

% Among the latter, we can mention the antiphon Introeunte
te Domine, in sanctam civitatem, studied by Michel Huglo.
“Source hagiopolite d’'une antienne hispanique pour le

dimanche des Rameaux”. Hispania Sacra 5, no. 10 (1952):
367-374, article reproduced in idem. Les anciens réperto-
ries... Op. cit. Aldershot: Ashgate, 2004, article XIX.

¢ Jacques Fontaine. Isidore de Séville. Traité de la nature.

Op. cit., 212 bis, fig. 4, and 216 bis, fig. 5.

% This translation system was suggested by Gabriel Théry.
Etudes dionysiennes. Vol. 1, chap. 6, La traduction de De-
nys par Hilduin est-elle une traduction phonétique? Paris:
Vrin, 1932, 123-134 (Ftudes de Philosophie Médiévale:
16, 19).

6 T thank Barbara Haggh for her valuable help with the
bibliography, for editing my text and for checking the
translation; Dr. José Carlos Martin (Salamanca) for gene-
rously informing me of his works on Isidore and Braulio;
and also Susana Zapke for illustrating and editing this
study on the tradition of the Musica Isidori in the Iberian
Peninsula.

BIBLIOGRAPHY

Arruro 1 PERUCHO, Jests. “Fragment d’un epitom del
Glossarium Ansileubi de la primera meitat del segle x”.

Faventia 7 (1985): 75-85.

Awmos, Thomas Leslie. 7he Fundo Alcobaga of the Biblioteca
Nacional, Lisbon. Vol. 3, Manuscripts 302-456. Collegeville,
Minnesota: Hill Monastic Manuscript Library, 1990.

Anatts, Higini. La miisica a Catalunya fins al segle xi11. Bar-
celona: Institut d’estudis Catalans, Biblioteca de Catalufa,
1935. (2" ed., Barcelona: Biblioteca de Catalufia, Univer-
sidad Auténoma de Barcelona, 1988.)

AntoLiN, Guillermo. Catdlogo de los codices latinos de la
Real Biblioteca de El Escorial. 5 vols. Madrid: Imprenta
Helénica, 1910-1923.

Avrir, Francois, Jean-Pierre ANIEL, Mireille MENTRE, Alix
SAULNIER, and Yolanta ZAruska, eds. Manuscrits enluminés
de la Péninsule Ibérique. Paris: Bibliothéque Nationale de
France, 1982.

BarBera, André. “The Consonant Eleventh and the Expan-
sion of the Musical Tetraktys. A Study of Ancient Pythago-
reanism’. Journal of Music Theory 24 (1980): 191-223.

BEDE, THE VENERABLE. De natura rerum. Charles William
Jones and E Lipp edition. Turnhout: Brepols, 1975 (Cor-
pus Christianorum: Continuatio Mediaevalis: 123 A).

Beer, Rudolf, and Scato DE VRiEs, eds. Isidori Etymologiae.
Codex roletanus (nunc matritensis) 15,8 phototypice editus.
Leiden: Seithoff, 1909 (Cédices Graeci et Latini photo-
graphice depicti: 13).



Beeson, Charles Henry. Isidor-Studien. Munich: C. H.
Beck, 1913 (Quellen und Untersuchungen zur lateinische
Philologie des Mittelalters: 4/2).

BeLLeTTINI Anna. “Il codice del secolo 1x di Cesena, Mala-
testiano, S. xx1. 5: le Etimologiae di Isidoro, testi minori e
glosse di etd ottoniana’. Jralia Medioevale e Umanistica 65
(2004): 49-114, reviewed by M. Marchiaro in Scriptorium
60, no. 1 (2006): 14*, no. 24.

BerNHARD, Michael. “Isidor von Sevilla: Uberlieferung
und Fortleben der antiken lateinischen Musiktheorie im
Mittelalter”. In Thomas Ertelt and Frieder Zaminer, eds.
Geschichte der Musiktheorie. Darmstadt: Wissenschaftliche
Buchgesellschaft, 1990, 7-35.

BiBLioTECA NACIONAL, and BIBLIOTHEQUE NATIONALE.
Trésors de la Biblioteca Nacional: Bibliothéque Nationale,
mars-avril 1988. Madrid: Biblioteca Nacional de Espana;
Paris: Bibliotheque Nationale de France, 1988.

BiscHoFE, Bernhard. “Die europidische Verbreitung der
Werken Isidors von Sevilla”. In idem. Mittelalterliche Stu-
dien. 3 vols. Stuttgart: Anton Hiersemann, 1966.

—. Katalog der festlindischen Handschriften des neunten
Jabrhunderts (mit Ausnabme der wisigotischen). Part 1,
Aachen-Lambach. Edited by Birgit Ebersperger. Wiesbaden:
Harrassowitz, 1998. (Kommission fiir die Herausgabe der
mittelalterlichen Bibliothekskataloge Deutschlands und
der Schweiz: Bayerische Akademie der Wissenschaften).

BovyNTON, Susan, and Isabelle CocHEiLIN, eds. From Dead
of Night to End of Day. The Medieval Customs of Cluny.
Turnhout: Brepols, 2005.

BRUCKNER, Albert. Scriptoria medii aevi Helvetica. Denk-
miler Schweizerischer Schreibkunst des Mittelalters. 14 vols.
Geneva: Roto-Sadag, 1935-1978.

CaraNDE-HERRERO, Rocio, Josep Escora 1 Tuset, Concep-
cién FERNANDEZ MARTINEZ, Juan GOMEZ PALLARES, and
José Carlos Martin CamacHo. “Poesfa epigrafica latina de
transmisién manuscrita: ;ficcién o realidad?” In Walter Ber-
schin, Juan Gémez Pallarés and José Martinez Gdsquez, eds.
Mittellateinische Biographie und Epigraphik / Biografia latina
medieval y epigrafia. Heidelberg: Mattes, 2005, 1-45.

Crark, Charles Upson. Collectanea Hispanica. Paris:
Champion, 1920.

Corpotiant, Alfred. “Les manuscrits de comput ecclésias-
tiques de la Bibliothéque de 'Escorial”. La Ciudad de Dios
143 (1951): 284-285.

Deuiste, Léopold. Manuscrits latins et francais ajoutés au
Jonds des nowvelles acquisitions pendant les années 1875-
1891. Inventaire alphabétique. Paris: Bibliothéque Natio-
nale de France, 1891.

THE MUSICA ISIDORI TRADITION IN THE IBERIAN PENINSULA

DestomBes, Marcel. Mappemondes, A.D. 1200-1500.
Catalogue préparé par la Comission des Cartes Anciennes de

I’Union Géographique Internationale. Amsterdam: N. Israel,
1964.

DeusnNeRr, Ludwig. lamblichi De vita Pythagorica liber.
Leipzig: Teubner, 1937.

DEeuBNER, Ludwig, and Ulrich KLEN, eds. lamblichi De
vita Pythagorica liber. Stuttgart: Teubner, 1975.

Diaz v Diaz, Manuel C. Index Scriptorum Latinorum
Medii Aevi Hispanorum. Salamanca: Universidad de Sala-
manca, 1958.

—, ed. Lidoriana. Coleccion de estudios sobre Isidoro de
Sevilla, publicados con ocasion del XIV' Centenario de su
nacimiento. Leén: Centro de Estudios e Investigacion San

Isidoro (CSIC-CECEL), 1961.

—. “La circulation des manuscrits du v au X1 siécle dans
la Péninsule Ibérique”. Cabiers de civilisation médiévale 12

(1969): 219-241, 383-392.

—. “Problemas de algunos manuscritos hispdnicos de las
Etimologias de Isidoro de Sevilla”. In Johanna Authenri-
eth and Franz Brunhélzl, eds. Festschrift Bernbard Bischoff’
zu seinem 65. Geburtstag. Stuttgart: Anton Hiersemann,
1971, 70-80.

—. De Isidoro al siglo x1: ocho estudios sobre la vida literaria
peninsular. Barcelona: El Albir, 1976.

—. Libros y librerias en La Rioja altomedieval. Logrofo:
Gobierno de La Rioja, Instituto de Estudios Riojanos,
1979.

—. “Introduccién general”. In Isidorus de Seville. Etimo-
logias. José Oroz Reta and Manuel A. Marcos Casquero’s
edition. Madrid: Biblioteca de Autores Cristianos, 1982.
Vol. 1: 1-257.

—. Cddices visigdticos en la monarquia leonesa.

Ledn: Centro de Estudios e Investigacién San Isidoro
(CSIC-CECEL), 1983.

—. Manuscritos visigticos del sur de la Peninsula: ensayo de

distribucion regional. Seville: University of Seville, 1995.

Dienw, Ernst, ed. Procli Diadochi In Platonis Timaeum
commentaria. 3 vols. Leipzig: Teubner, 1903-1906.

Duvuts, J. Théon de Smyrne, philosophe platonicien. Exposi-
tion des connaissances mathématiques utiles pour la lecture de
Platon. Paris: Hachette, 1892. (Reprinted, Brussels: Cul-
ture et Civilisation, 1966.)

Ewarp, Paul, and Gustav LowE. Exempla scripturae visigo-
ticae XL tabulis expressae. Heidelberg: G. Koester, 1920.

FErRNANDEZ CaTON, José Marfa. Las Etimologias en la
tradicidn manuscrita medieval estudiada por el Profesor Dr.

89



90

HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

Anspach. Leén: Centro de Estudios e Investigacién San

Isidoro (CSIC-CECEL), 1966.

FEROTIN, Marius. Histoire de '/Abbaye de Silos. Paris: Ernest
Leroux, 1897.

FESTUGIERE, A. ]. Proclus. Commentaire sur le Timée. 5 vols.
Paris: Vrin, 1966-1968.

FoNTAINE, Jacques. “Isidore de Séville et 'astrologie”.
Revue des Etudes Latines 31 (1954): 271-300.

—. Isidore de Séville et la culture classique dans UEspagne wisi-
gothique. 2 vols. Paris: Etudes Augustiniennes, 1959 (Col-
lection des Frudes Augustiniennes: 7-8). (2™ ed., Paris:
Etudes Augustiniennes, 1983).

—. Isidore de Sévilla. Traité de la nature. Bordeaux: Féret,
1960 (Bibliothéque de I'Ecole des Hautes Etudes Hispa-
niques: 28). (Reprinted, Turnhout: Brepols, 2002.)

—. “Problémes de méthode dans I’étude des sources
isidoriennes”. In Manuel C. Diaz y Diaz, ed. Isidoriana.

Op. cit., 115-132.

—. ed. “Compte rendu du Colloque isidorien tenu a
I'Institut d’études latines de I'Université de Paris, le 28 juin
1970”. Revue d’Histoire des Textes 2 (1972): 282-288.

Franco, Ruth Miguel. “Posicién y relaciones de las epis-
tolas de Braulio de Zaragoza en las Etymologiae de Isidoro
de Sevilla”. In Gregorio Hinojo Andrés and José Carlos
Fernandez Corte, eds. Munus quaesitum meritis. Salamanca:
Ediciones Universidad, 2007, 607-616.

GaRCIA VILLADA, Zacarias. Paleografia espariola: precedida de
una introduccion sobre la paleografia latina. Madrid: Junta para
Ampliacién de Estudios e Investigaciones Cientificas, 1923.

GERBERT, Martin. Scriptores ecclesiastici de musica sacra
potissimum. Vol. 1. Typis San Blasianis, 1784. (Reprinted,
Hildesheim: Olms, 1990.)

GOMEZ PALLARES, Joan. “Textos latinos de cémputo en
manuscritos visigéticos de los siglos x-x1”. Mittellateinisches

Jahrbuch (Kiln) 24-25 (1989-90): 133-142.

GonzALEz FERNANDEZ, Julidn. San Isidoro, Doctor de las
Espanas. Seville: Caja Duero, 2003.

GormaN, Michael M. “The Diagrams in the Oldest Manu-
scripts of Isidore’s ‘De natura rerumy’, with a Note on the
Manuscript Tradition of Isidore’s Works”. Studi Medievali,
3 series, 42 (2001): 529-545.

GUILLAUMIN, Jean-Yves, ed. Boéce. Institution arithmétique.
Paris: Les Belles Lettres, 1995 (Collection des universités
de France).

Hivcer, Edvard, ed. Theonis Smyrnaei philosophi Platonici ex-
position rerum mathematicarum ad legendum Platonem utilium.

Leipzig: Teubner, 1878 (2" ed., Stuttgart: Teubner, 1995).

Horrz, Louis. “Le Parisinus Latinus 7.530, synthése cas-
Y
sinienne des arts libéraux”. Studi medievali, 3 series, 16

(1975): 97-152.

Hucro, Michel. “Le De musica de saint Isidore de Séville
d’apres le manuscrit de Silos, Paris, B.N., N. A. L. 2169”.
Revista de Musicologia 15 (1992): 565-578.

—. “Recherches sur les tons psalmodiques de ancienne
liturgie hispanique”. Revista de musicologia 16, no. 1
(1993): 477-490 [Actas del XV Congreso de la Socie-
dad Internacional de Musicologia: Culturas Musicales
del Mediterrdneo y sus Ramificaciones (Madrid, 3-10/
1V/1992)].

—. “Les diagrammes d’harmonique interpolés dans les
manuscrits de la Musica Isidori”. Scriptorium 48 (1994):
171-186. [Article reproduced in idem. Les anciens réper-
toires de plain-chant. Aldershot: Ashgate, 2004, art. IX
(Variorum Collected Studies Series).]

—. “Exercitia vocum”. In David Hiley and Janka Szendrei,
eds. Laborare fratres in unum. Festschrift Ldszlé Dobszay
zum 60. Geburtstag. Hildesheim: Weidmann, 1995, 117-
123 (Spolia Berolinensia: 7).

—. “Isidor von Sevilla, T 636”. In Thomas Ertelt and Frie-
der Zaminer, eds. Geschichte der Musiktheorie. Vol. 4, Die
Lehre vom einstimmigen liturgischen Gesang. Darmstadt:

Wissenschaftliche Buchgesellschaft, 1997, 42-47.

—. “Die Musica Isidori nach den Handschriften des
deutschen Sprachgebietes mit Beriicksichtigung der Hds.
Wien, ONB 683”. In Walter Pass and Alexander Rausch,
eds. Mittelalterliche Musiktheorie in Zentraleuropa mit be-
sonderer Beriicksichtigung des Bodenseeraumes. Tutzing:
Hans Schneider, 1998, 79-86 (Musica mediaevalis Euro-
pae occidentalis: 4).

—. “Les arts libéraux dans le Liber glossarum”. Scriptorium
55 (2001): 3-33, pls. 1-4. (Reprinted in Michel Huglo. La
théorie de la musique antique et medievale. Aldershot: Ash-
gate, 2005, art. IIT + addenda et corrigenda.)

—. “Die Interpolationen von Texten und Diagrammen
in der Musica Isidori”. In Michael Bernhard, ed. Quellen
und Studien zur Musiktheorie des Mittelalters. Munich:
Beck, 2001. Vol. 3: 1-17 (Musikhistorischen Kommission:
Bayerische Akademie der Wissenschaften 15).

—. “The Diagrams Interpolated into the Musica Isidori
and the Scale of the Old Spanish Chant”. In Sean Gal-
lagher, James Haar, John Nadas and Timothy Striplin, eds.
Western Plainchant in the First Millenium. Studies in the
Medieval Liturgy and its Music. Aldershot: Ashgate, 2003,
243-260.

—. “Source hagiopolite d’une antienne hispanique pour le
dimanche des Rameaux”. In idem. Les anciens répertories de



plain-chant. Aldershot: Ashgate, 2004, art. XIX (Variorum
Collected Studies Series).

—. “Létude des diagrammes d’harmonique de Calcidius au
Moyen Age”. Revue de Musicologie 91 (2005): 305-319.

—. “Lofhice du dimanche de Piques & Cluny au Moyen
Age”. In Susan Boynton and Isabelle Cochelin, eds. Op.
cit., 2005, 153-162.

Kern, Hermann. 7hrough the Labyrinth. Designs and
Meanings over 5000 Years. Munich: Prestel, 2000.

Lawson, Christopher M., ed. Sancti Isidori Episcopi His-
palensis De ecclesiasticis officiis. Turnhout: Brepols, 1989
(Corpus Christianorum: Series Latina 113).

Leanza, Sandro, ed. Flavio Magno Aurelio Cassiodoro: atti
della settimana di studi, Cosenza-Squillace 19-24 settembre
1983. Catanzaro: Rubbettino, 1986.

LecLErcQ, Dom Jean. “Les manuscrits d’Alcobaga”. Ana-
lecta Sacri Ordinis cisterciensis 6 (1950): 131-135.

Lenmann, Paul Joachim Georg. “Cassiodor-Studien”. In
idem. Erforschung des Mittelalters: Ausgewihlte Abhand-
lungen und Aufsiitze. Stuttgart: Anton Hiersemann, 1959,
1962. Vol. 2: 38-109.

Linpsay, Wallace Martin, ed. Isidori Hispalensis episcopi
Etymologiarum sive Originum Libri XX. Oxford: Clarendon
Press, 1911 (Oxford Classical Texts).

Lorez pE VELASCO, Juan. Divi Isidori Hispalensis opera,
Philippi II catholici Regis jussu e veteribus exemplaribus
emendate. Madrid: Ex Typographia Regia, 1599.

Lowe, Elias Avery. Codices latini antiquiores. A Palaeographi-
cal Guide to Latin Manuscripts Prior to the Ninth Century.
Vol. 11, Hungary, Luxembourg, Poland, Russia, Spain. Ox-
ford: Clarendon Press, 1966.

Maboz, José. Epistolario de San Braulio de Zaragoza. Ma-
drid: Imprenta Aldecoa, 1941.

Mara, Walter. Timaeus Locri, De natura mundi et animae.
Leiden: Brill, 1972.

MarsHALL, Peter K. “Isidore”. In L. D. Reynolds, ed. Zexts
and Transmission. A Survey of the Latin Classics. Oxford:
Oxford University Press, 1983, 195-196 (2™ ed., 1986,
195-196).

Marrin, José Carlos. “El corpus hagiogrifico latino en
torno a la figura de Isidoro de Sevilla en la Hispania tardo-
antigua y medieval (siglos vii-xim)”. Veleia. Revista di Pre-
historia Antigua, Arqueologia y Filologia Classicas 22 (2005):
187-228.

—, ed. Scripta de vita Isidori Hispalensis episcopi. Turn-
hout: Brepols, 2006 (Corpus Christianorum: Series Latina
113B).

THE MUSICA ISIDORI TRADITION IN THE IBERIAN PENINSULA

MARTIN, Josef, and Klaus Daur. Sancti Aurelii Augustini.
De doctrina christiana. De vera religione. Turnhout: Brepols,
1962 (Corpus Christianorum: Series Latina 32).

Marrtinez Diez, Gonzalo, and Félix RODRIGUEZ. La colec-
cibn candnica hispana. Vol. 5, part 2. Madrid: CSIC, Insti-
tuto P Enrique Flérez, 1992) [pp. 170-274: critical edition
of the decisions of the fourth Council of Toledo, at which
Isidore, President of the Council, and Braulio of Zaragoza,
were present (p. 271, no. 54)].

MENTRE, Mireille. 7he Illuminated Manuscriprs of Medieval
Spain. London: Thames and Hudson, 1996.

MEYER, Christian, ed. 7he Theory of Music. Vol. 6, Manu-
scripts from the Carolingian Era up to 1500. Addenda et cor-
rigenda. Munich: Henle, 2003 (Répertoire International
des Sources Musicales B. II1. 6).

MEvier, K. A. de, ed. Codices Vossiani Latini. Vol. 1, Codi-
ces In-Folio. Leiden: Universitaire Pers, 1973.

Mirrares Carro, Agustin, Manuel C. Diaz vy Diaz, Ans-
cari M. MUNDO, José Manuel Ruiz Asexcro, Blas Casapo
QuinTaNILLA, and E. LEcuona RiBor, eds. Corpus de codi-
ces visigdticos. Vol. 1, Estudios; vol. 2, Album. Las Palmas
de Gran Canaria: Gobierno de Canarias, UNED, Centro
Asociado de Las Palmas de Gran Canaria, 1999. [Michel
Huglo's review in the Bulletin Codicologique of Scriptorium
53 (1999): 236-237; Barbara A. Shailor’s review in Specu-
lum 78 (2003): 1346-1348.]

Mynors, R. A. B. Cassiodori Senatoris Institutiones. Oxford:
Clarendon Press, 1937.

NasciMmeNnTO, Aires Augusto, and José Francisco MERIN-
uos. Catdlogo dos Cédices da Livraria de Méo do Mosteiro
de Santa Cruz de Coimbra na Biblioteca Piblica Municipal
do Porto. Porto: Biblioteca Publica Municipal do Porto,
1997.

NoRBERG, Dag Ludvig. “Etymologie et changement de
sens”. In Ritva Jacobsson and Folke Sandgren, eds. Au
seuil du Moyen Age. Vol. 2, Etudes linguistiques, métriques
et littéraires publiées par ses collégues et éléves & l'occasion
de son 65 anniversaire. Stockholm: Kungliga Vitter-
hets, Historie och Antikvitets Akademien, 1998, 61-79
(Filologiskt arkiv: 40).

PeLLeGRIN, Elisabeth. Bibliothéques retrouvées: manuscrits,
bibliothéques et bibliophiles du Moyen z‘fge et de la Renais-
sance: Recueil détudes publides de 1938 & 1985. Paris:
CNRS, 1988.

Paiiiirs, Nancy. “Classical and Late Latin Sources for
Ninth-Century Treatises on Music”. In André Barbera, ed.
Music Theory and its Sources: Antiquity and the Middle Age.
Notre Dame, Indiana: University of Notre Dame Press,

1990, 100-135.

91



92

HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

PurLiepart, Guy. “Etymologiarum Liber XVII d’Isidore de
Séville. A propos d’une édition récente”. Scriprorium 37

(1983): 290-294.

Praro. Timée. Critias. Edited by Albert Rivaud. Paris: Les
Belles lettres, 2002.

Porzig, Walter. “Die Rezensionen der Erymologiae des
Isidorus von Seville”. Hermes 72 (1937): 129-170.

RaasteD, Jorgen. The Intonation Formulas and Modal Signa-
tures in Byzantine Musical Manuscripts. Copenhagen: Munks-
gaard, 1966 (Monumenta Musicae Byzantinae: Subsidia 7).

ReypeLLer, Marc. “La diffusion des Origines d’lsidore
de Séville au Haut Moyen Age”. Mélanges d’Archéologie et
d’Histoire de I'Ecole Frangaise de Rome 78 (1966): 383-487.

ReyNnaUD, Frangois. La polyphonie rolédane et son milieu
des premiers témoignages aux environs de 1600. Turnhout:
Brepols, 1996 (Documents, Etudes, Recherches: 50).

Riesco TERRERO, Luis. Epistolario de San Braulio. Seville:
Editorial Catdlica Espafiola, 1975 (Anales de la Universi-
dad Hispalense: Filosoffa y Letras 31).

Ruiz Garcia, Elisa. Cardlogo de la Seccion de Codices de la
Real Academia de la Historia. Madrid: Real Academia de la
Historia, 1997.

SaiNT ISIDORE OF SEVILLE. Etimologias. Manuel C. Diaz
y Diaz, José Oroz Reta and Manuel Antonio Marcos Cas-
quero’s bilingual edition. 2 vols. Madrid: Biblioteca de Au-
tores Cristianos, 1982.

—. Le livre des nombres = Liber numerorum. Edited by Jean-
Yves Guillaumin. Paris: Les Belles Lettres, 2005 (Auteurs
Latins du Moyen Age).

SamaraN, Charles, Robert MaricHAL, Monique-Cécile
GARAND, Madeleine MasBiLLE, Denis MUZERELLE, and
Marie-Thérese D’ ALvERNY, eds. Catalogue des manuscrits en
écriture latine, portant des indications, de date, de lieu ou de
copiste. Paris: CNRS, 1981.

SanTos, Isabel. Santa Cruz de Coimbra. A Cultura Portu-
guesa Aberta & Europa na ldade Media. Porto: Biblioteca
Pdablica Municipal do Porto, 2001.

SARRIA RUEDA, Amalia, Claudine LEmMAIRE, and Hosam
ELKHADERN. Les rois bibliophiles: Europalia 85 Espana:
Bruxelles, Bibliothéque Royale Albert I”. Brussels: Biblio-
theque Royale Albert 17, 1985.

Scuapt, Herman. Die Darstellungen der Arbores consan-
guinitatis und der Arbores affinitatis. Bildschemata in juris-
tischen Handschriften. Tibingen: Wasmuth, 1982.

Scumip, Hans. Musica et Scolica enchiriadis, una cum
aliquibus  tractatulis adjunctis. Munich: Beck, 1981
(Bayerische Akademie der Wissenschaften: Verdffentlic-
hungen der Musikhistoriche Kommision 3).

SHAILOR, Barbara A. “The Scriptorium of San Pedro de
Cardena’. Bulletin of the John Rylands University Library at
Manchester 61 (1979): 444-473.

—. “The Scriptorium of San Sahagtn: A Period of Transi-
tion”. In Bernard E Reilly, ed. Santiago, Saint-Denis and
Saint-Peter. The Reception of the Roman Liturgy in Ledn and
Castille in 1080. New York: Fordham University Press,
1985, 41-62.

Sopano, Angelo Raffacle. Porphyrii in Platonis Timaeum
commentariorum fragmenta. Naples, 1964.

Strunk, Oliver. “The Tonal System of the Byzantine
Chant”. Musical Quarterly 28 (1942): 190-204.

—. Essays on Music in the Byzantine World. New York:
Norton, 1977.

Tutry, Gabriel. Erudes dionysiennes. 2 vols. Paris: Vrin,

1932, 1937 (Etudes de Philosophie Médiévale: 16, 19).

TosiN, Thomas H. Timaios of Locri. On the Nature of the
World and the Soul. Chico, California: Scholars Press,
1985.

Torkewrrz, Dieter. Das dlteste Dokument zur Entstehung der
abendlindischen Mebrstimmigkeit. Stuttgart: Franz Steiner,
1999 (Beihefte zum Archiv fiir Musikwissenschaft: 44).

VEZIN, Jean. “Observations sur 'emploi des réclames dans
les manuscrits latins”. Bibliothéque de [Ecole des Chartes
125 (1967): 5-33.

ViLaRES CEPEDA, Isabel, and Teresa DUARTE FERREIRA. [72-
ventario dos Cédices lluminados até 1500. Vol. 1, Distrito
de Lisboa; vol. 2, Distrito de Aveiro [...] Coimbra [...] Porto.
Lisbon: Biblioteca Nacional de Portugal, 2001. (Michel
Huglo's review in the Bulletin Codicologique of Scriptorium
57 (2003): 228°-229", nos. 522 and 523.)

VIvEs, José. Inscripciones cristianas de la Espania romana y
visigoda. 2nd ed. Barcelona: A. G. Ponsa, 1969. (1* ed.,
Barcelona: Balmesiana, 1942.)

WiLLs, Jack A., ed. Ambrosii Theodosii Macrobii Com-
mentarii in somnium Scipionis. Stuttgart: Teubner, 1994
(Bibliotheca Scriptorium Graecorum et Romanorum
Teubneriana).

ZEUMER, Karl, ed. Monumenta Germaniae Historica, Legum,
Sectio V- Formulae. Berlin: Weidmann, 1886, 587-588.



Some Incidental Notes on Music Manuscripts

Manuel C. Diaz y Diaz

n the following study, even though it was

written with the problems caused by aging

documents, which have especially affected

the visual analysis of the manuscripts, I

have tried to present certain problems re-
garding musical codices. It seems clear that books
like these were already used in the Visigothic pe-
riod, to which the ones we now have—in various
forms—undoubtedly date. They must already have
been in use in the 7™ century, because otherwise
various passages referring to melodic chants in li-
turgical functions would make no sense, especially
with regard to antiphons, which basically consti-
tute the foundation of our musical literature. I do
not intend to produce a repertoire of these references
here, so it suffices to mention a few phrases by the fa-
mous anchorite, Valerio of Bierzo (ca. 620-695), a strict
observer of the purity of rites, who found in certain
abuses one of the causes of the corruption of mediocre
monks. This is what he says in his treatise, which has
survived in fragments, De genere monachorum, that is,
regarding mediocre monks in particular:'

Atque in supradictorum auditum multiplicant di-
versas crebrasque series officiorum et in sublimi arte
attollunt canentes melodiam vocum atque crebris
genuflexionibus protrahentes copiam orationum et
quotidianis diurnis atque nocturnis temporibus tor-
porem desidiosum implicant.”

We should note in this passage how important chant
already was in worship at that time, which was mainly
connected with antiphons and, when appropriate, with
hymns.

The books that contain this musical writing in early
times were usually called antiphonaries, and they
continued to be used as separate liturgical books. It is
a well-known fact that there were a certain number of
them?’ in the Peninsula while the Hispanic rite was in
force, which was implacably eliminated beginning in
the last third of the 11* century.

I intentionally consider two or three manuscripts of
this type that were originally from the northern part
of the Peninsula, and I of course make no reference
to those from Toledo, because they are from a later
period, although they probably partly continued to
use old materials.

WERE ANTIPHONARIES COMMON BOOKS?

When we study the progress of these books men-
tioned in extremely old documents, we can immedia-
tely see that when they refer to antiphonaries, they
follow two principles: either they are assigned a gene-
ral value as the common coin of the time or they are
made to stand out, their importance always empha-
sized. In fact, these were not simply any old books,
the price of which depended on the number of folios
they contained, but were manuscripts written not by
a copyist but by a specialist who knew how to draw
the neumes and place them properly on the text. Of
course, if one person did all this, then his work im-
mediately increased in value many times over.

In this regard, I recall that the first reference, if the
document is reliable in this respect, which it seems to
be, can already be found in 796, in Villena in the Lié-
bana area: several books were donated, of which the
first is an antiphonare, worth three sueldos, whereas
a orationale and a comic book are each worth two
sueldos.” Another criterion used to understand the es-
teem in which this type of book was held involves
observing that very often they are precisely the ones
that head the lists of so-called church books, that is,
liturgical codices. It can be no coincidence that these
are mentioned first in the magnificent donation of
books that Cixila made to Abellar (Leén) in 927.

When I collected references to books in charters (or in
copies of these in cartularies), I could count no fewer
than 71 antiphonaries mentioned among 551 altar
books of all kinds and in all conditions, including the
common compendia that became popular from the
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10 century med. onwards, that is, the mystical and
ritual books that include some of the materials that
were previously exclusive to antiphonaries and prayer

books.

Were all antiphonaries the same, and, if so, did they
nevertheless develop in the same way? In view of
some of the fragments that have survived, I would
think that there were small antiphonaries, either due
to the limited number of services that they contained
or, more reasonably, because the systems used to write
down music had been simplified.

Furthermore, I have serious doubts about the possi-
bility of reading and interpreting the musical nota-
tion system in the harsh 8" to 10® centuries, because
it is extremely complex, as specialists in this system
are well aware. When many users had problems rea-
ding, and understanding, the meaning of phrases and
texts at all, reading was the first step towards acqui-
ring a minimum level of culture.

This can be confirmed in the simplified musical ver-
sions in certain fragments from different periods, as we
will see later with regard to the Cérdoba fragment.

My observations made on the basis of codicological
evidence, however generic and imprecise they may ap-
pear at first sight, may provide suggestions and ideas
regarding situations that are generally little known, al-
though they played an important cultural role in Ledn
during the 10" century and even later.

PROPOSAL FOR A NEW VIEW OF CODEX 8 IN
CATHEDRAL OF LEON

Fortunately we have an almost complete codex that
has always been the basis and starting point for re-
search and investigation. I am referring, of course, to
the magnificent Antiphonary that is catalogued un-
der the number 8 among the wonderful manuscripts
in Cathedral of Ledn.® Because of its condition and
quality, as well as the fact that it currently has no
colophon, it has given rise to numerous commenta-
ries that cannot be dealt with here in their entirety,
despite the fact that, as often happens, most of them
have been considered indisputable truths. I will in-
evitably be providing the reader with my fresh pers-
pectives on the date, the recipient and its period of

use, which call previously accepted viewpoints into
question, although mine may also be debated and
commented on in turn; these critiques would have
to be based on fresh elements, however. My efforts
aim to free myself of the tyranny of a majority that
consider the Leén antiphoner to date clearly from
the second half of the 10™ century” and of those that
resolutely tend to bring its date back far into the 11™
century.®

I allow myself first to provide a summary of its codi-
cological state, although this may prove rather tedious
for readers who are keen to reach conclusions as soon
as possible; the discussion might also be considered to
be insufhicient or to have gone off the point. I propose
to study the Antiphonary, as far as possible,” by ma-
king use of the valuable help that I have had.'

THE ANTIPHONARY

Basically, the codex of the Antiphonary in its present
state consists of the gatherings beginning on fol. 28
and continuing to fol. 308, where it suddenly ends."!
We can reasonably surmise that what is missing is a
small part of the codex. In view of the fact that it
currently continues until the first Dominicum de quo-
tidiano, it is probably only the final gathering that is
missing, which was in fact of a different size'>—proba-
bly not a binion, but more likely a quinion, which
was the usual way to finish a long codex—and was
damaged for specific reasons."

In the manuscript, as was generally the rule, the
right-hand page of fol. 28 is blank." On the back, as
is usually the case, the title of the book, Incipir liber
antiphonarium,” is preceded by the standard invo-
cation and followed by the limits of the liturgical
year.'® Then, on fol. 29r, the text begins normally, in
this case not just with neumes, but also with beauti-
ful finely and elegantly adorned lettering and initials.
So, it looks as if the manuscript, which is certainly
complete, to judge from the series of quaternions,
the regular nature of the writing, and, except for mi-
nor explicable exceptions, by the uniform manner of
production of the gatherings and the arrangement
of the texts and notation, consisted of fol. 28 until
the end, with the aforementioned precise title of the
contents. The capitals are decorated and the writing
is drawn in a uniform way, to such an extent that



it even seems to be the work of a single hand, with
certain early features,'” but definitely written in the
first decades of the 10" century.'"® One noteworthy
feature (but not at all exclusive to this) is that every-
thing in the manuscript is meticulously placed on
the page, from the lines to the letter shapes, with
the syllables disposed to match the series of neumes.
One detail that is interesting, because it means that a
good model was followed precisely, is the text that is
often slightly (and always slightly) adapted to match
the progression of the neumes. Furthermore, these
were drawn after the text was written, as is shown by
the frequent overrunning strokes. Almost all of the
folios in the codex have 16 lines of text with neumes
superimposed on them; only rarely is this arrange-
ment not adhered to, when continuous text appears
without the need for musical notation (fols. 126v,
133, 152-153, 267). Incidentally, if the specialists
do not claim otherwise, I note that the neumes have
enlarged curves and a certain preciosity in the way
they are drawn, because they are always agile and
executed without any hesitation; the text and music
seem to be the meticulous work of an (?) excellent
specialist.

As we shall see, the manuscript has been kept in
good condition, apart from certain mischievous later
changes, and was to be considered to be a beautiful,
valuable copy." It is outside my specialization to de-
fine the style of the miniatures and decorative ele-
ments, but these undoubtedly show significant points
of contact with other works of Castilian origin writ-
ten towards the 10% century med.

THE SET OF PROLEGOMENA

Let us leave the codex itself aside for a moment and
consider the introductory fols. 1-27.?! This will be in-
teresting, because they seem no different from the rest
of the codex and give the impression that they were
the original introduction to the manuscript. On this
basis, the copy has been dated and the person it was
written for has been named, and from this name and
quite a bit of speculation, which has sometimes been
rather dubious, the historical position of this person
has been established. This has basically been used to
determine and confirm the date of the manuscript, so
I think that we have all created a viscious circle here.
To rid ourselves of this fallacy, we need to begin by
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realizing that things are not as simple as some have
wanted them to be.

I start by taking apart these first 27 folios to find
their real meaning and purpose; by following this
path, we can reach certain conclusions that I feel
are completely fresh. First of all, I emphasize that
I have not been satisfied by the currently prevai-
ling points of view on several occasions, but I have
probably led some people to cling to their old pers-
pectives® with an unjustifiable lack of rigor with
respect to the problems posed by this extraordi-
narily rich manuscript.

Undoubtedly, at this preliminary stage, we can recognize
three complete gatherings, as well as other elements. The
gatherings, which are quaternions,” are as follows:

A: fols. 4-11
B: fols. 12-19
C: fols. 20-27
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These gatherings can be considered uniform as far as
their current condition is concerned, although as we
will soon see, as soon as we analyse them dynami-
cally, that is, in their respective formation processes,
they display various problems that will help us in our
search.

For a moment I will leave fols. 1, 2 and 3 aside, be-
cause they need to be explained separately and me-
ticulously.

I remind readers that we can assume quaternion
A* has the following content, which I consider
to be characteristic and relatively related to the
main part of the manuscript. Let me explain this:
I deliberately mention the matter of this plau-
sible relationship, because it is only through the
circumstances established later in the chapter that
I can accept that this section has anything to do
with the actual Antiphonary (I will often call it the
basic manuscript), which has always formed (up to
the present day) a closed unit of its own. The first
gathering can be broken down and explained as
follows:

Fol. 4r: This would initially be blank, in view of the
figure on the verso.

Fol. 4v: Like many liturgical or spiritual books, this
would have had a large alpha (Christ, according to
Apoc. 22:13) that as some experts on the manuscript
have noted correctly, seems to include the correspon-
ding omega here.”

Fol. 5r: This would also originally be blank, because
of the figure on the back.

Fol. 5v: Like so many codices from this period, this
page has the so-called cross of Oviedo in one of its
forms, with the legends that often appear with this.
Fol. 6r: This would also initially be blank to provide a
formal beginning and ensure the drawing and colors
of the beginning of the calendar of feast days.

I stress that I believe this is a genuinely old arrange-
ment, which I will later confirm and which will have
important consequences.

Fols. 6v-9r are taken up by a calendar, on which
we can observe two features. As has long been ac-
cepted, and was stressed by the great scholar José
Vives Gatell above all, there is an original core that

can be isolated for paleographic reasons and, be-
cause of this, it tallies with the offices included in
the Antiphonary codex itself;*® in its current form,
however, numerous additions were recorded in it
with the passing of time and the adventurous tra-
vels of our manuscript. All of the mentions of feast
days recorded in this liturgical calendar are in co-
lumns, as is often the case, under a large horseshoe
arch, arranged in months, with two columns per
page. In turn, the column for each month is shel-
tered under another, smaller horseshoe arch, and
the two columns for the two consecutive months
are covered by the large arch.

This arrangement leads us to think that the person
responsible for these folios, who usually began with
this section before working on any gathering with
the progressive presentation of the feast days of the
year,”” had prepared a quaternion in which he had
left the right-hand pages of fols. 4, 5 and 6 blank and
in which, moreover, fols. 9v-11v were totally blank.
These were undoubtedly intended to receive a rele-
vant text, which would have appeared in the model.
It now needs to be pointed out that, although this is
not the most common form, the initial blank pages
were intended to receive the figures of the alpha-
omega and the cross of Oviedo, with the beginning
of the liturgical calendar on their versos, perhaps
because the manuscript had to be treated in this
way because of the quality of the parchment. Thin
parchment was treated this way to prevent the ink in
the figures from leaking through it. In any case, the
arrangement is not strange or surprising, and can be
justified by the way in which the calendar of saints’
days is organized.

Let us return to fols. 9v-11v, however, which were
left blank after the calendar of saints’ days had been
written. We need to bear in mind that there was a
stating ubiquitous rule that parchment cannot be
wasted. Furthermore, although this sometimes sur-
prises us, the copyists were such skilled craftsmen
in their work that they could calculate, after read-
ing the model, how much space their own copy was
going to take up and adapt the folios that they had
available to match their plans. It is obvious that fols.
9v-11v were deliberately left blank to receive a spe-
cific text. As an annual liturgical book, it cannot be
surprising that the text they intended to add was



one of the versions in circulation of the so-called
Computus cottonianus, or a similar text, which was
appreciated, despite the complex methods of calcu-
lation, because such texts made it easier to locate the
date of Easter each year by following the criteria laid
down by the Church of Alexandria, which had been
imposed in the West thanks to the work of Diony-
sius Exiguus.

If we take a good look at the magnificent study by
Alfred Cordoliani on these computus treatises in
the Ledn manuscript,” we can bear in mind his
extremely sensible conclusions, which refer only to
these treatises. I am going to include them in my
general speculations.

To receive these computus treatises, which were ex-
tremely varied, although they sometimes comple-
mented each other, certain changes in the original
plan had to be made. After the folios that were avail-
able in the first gathering, a new quaternion with
fols. 12-19 was prepared and arranged in the form
that we will see, and a separate folio was added,
which is now fol. 2, and on its recto page a com-
putus diagram was placed that to, a certain extent,
forms part of the same series of texts.” It is highly
likely that this was how the unit appeared in the
10" century in. Remember, as Alfred Cordoliani
stresses, that many of these elements also survive in
two famous La Rioja manuscripts,® in which they
are repeated to a certain extent, and basically refer
to treatises based on the writings of the Venerable
Bede. What we do not know for the moment is what
route these texts followed on their way to the Penin-
sula; almost certainly they came over the Pyrenees,
but we do not know how they could have reached
the region of Leén in this form.

All of this additional material, undoubtedly copied
during the aforementioned period, in any case seems
far removed from the original form of the manuscript,
for which these prefaces probably had not been taken
into account. In addition, these two bound manu-
scripts are not written by the same regular, straight
and very consistent hand that copied the texts of the
Antiphonary.

It is interesting to note Alfred Cordoliani’s observa-
tion that the computus treatises copied like this come
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from a manuscript whose annus praesens was 806, a
circumstance that means it circulated—we do not
know exactly how or where—from the 9" century on-
wards.?’ We will need to keep the date 806 in mind,
because it might be useful to us later on.

A quite different matter, from a codicological view-
point, is posed by gathering C, which consists of fols.
20-27 and is clearly distinct from the rest of the manu-
script, thus revealing its properly foreign character. It is
rather irregular as far as the writing, support, and prepa-
ration of the parchment, yet all of its bifolios, which are
sometimes of different origins, are in two columns. The
format of the bound manuscript is clearly smaller than
the rest of the manuscript in which it is now inserted.
In any case it seems probable that it had been initially
calculated that four folios would be enough (fols. 20-27
+ 21-26), and these have lines with horizontal rulings
which run through the middle of column b, corres-
ponding to 42 pricks. When it this binion appeared
not to be enough, or when was decided to increase the
amount of text to be copied, another two bifolios were
inserted, which are now the center of the quaternion
(fols. 22-25 + 23-24). They differ in their preparation
from the previous two, as the 45 pricks along the edge
show, even though there are no more than 42 lines of
text, as in the rest of the gathering.

This quaternion has writing that is clearly from
the 11" century and can be attributed without the
slightest hesitation to Arias, who provides his own
name in certain notes on the computus treatises and
mentions here anni praesentes ranging from 1062
to 1069,% the years during which new material was
gathered and added to the manuscript.

In this case it can be definitively asserted that this
bound set of folios is an addition that was inserted
before the main body of what is, strictly speaking, the
manuscript, given the time period pointed out by the
chronological references.

We still need to clear up the problem of fols. 1-3,
which have been the key to the data handled by most
of the people who have analysed the codex. Their
current state and arrangement result ina remarkable
enigma because of their simplicity and presence here.
Part of this confusion lies in their actual codicological
state, which I now describe.
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Contrary to their appearance, each of these folios
is actually an independent entity, although fol. 1 is
now backstitched,** with a poor copy of a marker,
to its subsequent folio, fol. 2, whereas fols. 2 + 3
form in turn a false bifolio, because they have been
sewn from time immemorial to each other, so that
they seem to form the result of a piece of skin fold-
ed in the middle, which in truth is not at all the
case.

It is not just the fact that they are joined together,
but that they are joined (in my opinion, at least since
one of the several major manipulations of the intro-
duction of the codex in former times) extremely ir-
regularly, and because they have been linked together
without respecting Gregory’s Law:* in fact, both fols.
2 and 3 have the flesh side on the recto and the hair
side on the verso, so that they display an utterly in-
congruent structure. Nevertheless, this unnatural ar-
rangement is extremely old, as old as the sequence of
the text that they contain required.

I pointed out before that fol. 2r has a text that seems
to form part of the unit contained on fols. 9v-19.
I actually think that the folio was added, either by
sticking it or sewing it with its small marker, to fol.
19. In this way, the folio appeared irregularly with its
flesh side next to the hair side of the last folio in the
second gathering, perhaps because of the very high
quality of the parchment, to draw the final computus
in the aforementioned series here. However, the text
that was added in this way left blank the verso of the
folio grafted onto the piece, and the date and mea-
ning of this we will now see.

At this time, the preparers of the manuscript still
needed to include the prologue to the antiphonary
book on the page that had been left blank, which is
the hair side, as is the case with many books, espe-
cially, biblical books and less often, liturgical books.
There was probably a reason to justify the relevance
of this prologue for a codex of this type with this con-
tent.

Undoubtedly, this text was already linked, then, to
another antiphonary that tallies more precisely with
the annus praesens, 806, of the above mentioned set
of computus treatises. The first prologue was followed
by another three, all using different poetic forms:*one

that is strictly rhythmic with clearly marked cadences,
and two that the author himself in his own way calls
elegiac distiches.

In order that the four texts could be copied in their
entirety, yet another new folio was added, with cer-
tain dubious characteristics, which was probably ob-
tained opportunistically from somewhere else. This
new folio, which is currently fol. 3, was also sewn in
an irregular fashion to what is now fol. 2, because the
flesh side clashes with the hair side to which it was
sewn.

Because of all of these details and working methods,
we can assume that these additions were made in a
location where they were fairly short of parchment,
given that the relevant text was copied in a smaller
space on fol. 3 than the text on the previous folio. This
is probably because there was once again a lack of
space to receive the text that remained to be written.
This folio, in fact, has a double series of prickings as
a horizontal guide: the first, which is not continuous
as far as the lines and writing are concerned and goes
along the outer edge; and another, with fewer marks,
which is the one that was used for the writing and
which is situated in the justified space.’”” Because the
lines are narrower, the letters are smaller than the ones
on fol. 2v, although the text follows continuously.

Once the prologues to the Antiphonary were finished,
the scribe took advantage of a large part of the verso
of what is now fol. 3 to add a repertoire that is often
used in various liturgical books, namely, the formula
that is a result of the computus tables for Easter. This is
the text Adnuntiationes festivitatum, which the Bishop
in each diocese used to announce in advance the dates
of an entire series of feast days that were linked to the
date of Easter.®®

Let us now take a close look at fol. 1. At present, as
we have already mentioned, it is joined to the pseudo-
bifolio fols. 2 + 3 and by stitching that is definitely
recent. The folio still has a fringe, although it is some-
what spoiled, which is a sign that leads us to presume
that at some time it was inserted somewhere else. The
flesh side was blank, and it is on the hair side that the
poem (!) was placed that functions as a dedication
and as a kind of ending at the same time. Underneath
is the well-known miniature with the scene in which



an #lle, usually understood as a reference to the co-
pyist, presents a book to the figure called abba. That
has its distinctive crosier and a hand that, because of
the position it is in, seems ready to bless the other
character, rather than to receive the book that is being

offered.

The fact that this folio now appears as the first one in
the book means that it was transferred here at some
time from its original position. The style of the piece
acceptably concurs with that of the alpha and the
cross of Oviedo. Although its codicological form sug-
gests that it was designed and added after the other
two large illustrations, it seems that it has a certain
unity in its style and the skill used to produce it. I try
and test the plausible explanation for these questions
later, when I also analyse the poem superimposed on
the figures.

HISTORY OF THE GENESIS OF THE MANUSCRIPT

So much for the codicological materials. We now
need to resolve two questions that concern the text
itself and its content: 1) the initial arrangement of
the codex and its oldest configuration and 2) the real
meaning of the justification of the form of the manu-
script as far as what we might nowadays describe as
its literary facets.

From all that has already been said, it can be deduced
that there are two main codicological periods (which I
would not hesitate to call separate) in the Leén manu-
script. On the one hand, the date of the body of the
manuscript itself, which I conclude, on paleographic
grounds, to be from the first third of the 10™ century
and which was then considered, and still is, to be beau-
tiful and extremely striking. On the other hand, there
is a following period when they prepared and put the
finishing touches on the prefaces to the work. Despite
a certain consistency in the artistic style and basic deco-
rative features, I do not think that they are strictly con-
temporary or were written by the same hands as the
main part of the manuscript. I consider it undeniable
that neither the quality of the parchment and its treat-
ment nor the rather gradual shape of these prefaces
correspond to a single period of production.

To put it another way, I understand that the main

body of the codex was produced and finished in
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a place and time in which there was a fine, highly
skilled copyist and, more important, that this co-
pyist had the benefit of a top-quality model. The
main body that was prepared in this way was then
supplemented by introductory material that was not
originally part of the manuscript and was arranged
autonomously, although it is understood that this
does not mean it might not have appeared in the
same model.

So, first of all, that which was strictly speaking the
Antiphonary was copied, and perhaps then the
preparers of the manuscript thought about provi-
ding it with the same preliminary material that
the model codex or other similar codices had. Pro-
bably, as I have already hinted, this manuscript had
a colophon, which may well have been illustrated
and used in some way to produce what is now fol.
1. This colophon had to be removed when the co-
dex passed into new hands, owing to a decision
taken by the owner for whom it had been written.
Perhaps this was the factor that triggered this entire
new structure.

The people responsible for providing the Antiphonary
with its new frontmatter had the materials that they
considered to be appropriate, and they prepared two
gatherings (fols. 4-11, 12-19), to which fols. 2-3 had
to be added, for various reasons already explained.
This unit duplicates and extends to a certain extent
what was a single page, fol. 28v, in the original, me-
ticulously prepared manuscript, as has been clearly
and adequately described.”

A series of elements were to be placed before this first
codex, which was basically considered an antiphonary
per se, and these were valid in their time, although
not essential, such as the alpha-omega on fol. 4v, the
cross of Oviedo on fol. 5v and the computus texts
that go up to fols. 19 + 2r.

Because this is an antiphonary, the addition of fols.
2v-3v seems to be justified, because let us not forget
that they contain a prologue and three items that sup-
plement the main one, as well as a traditional item:
the announcement of the feast days related to Easter.
However note that only afterwards, in a manner that
is not extraordinary but is rather rare, the true pre-
sent-day title of the book appears.
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This new structure gradually leads towards this title,
which is based on the elements of a highly signifi-
cant codex, until we reach the computus texts that
this make us consider to be a liturgical book and then
the prologues to the book itself, which we must pre-
sume were already present in the original manuscript.
We cannot know whether the models of the text of
the Antiphonary and of the prefaces were the same or
whether they had the same date.

Given the previous comments, it is almost certain
that there was a model from 806, which perhaps in
turn preserved even more archaic elements, those that
Pérez de Urbel correctly isolated.*® However I point
out that all of these elements are marginal, despite
their importance, as far as the musical and textual
body of the Antiphonary are concerned.

The prologues, written here in the aforementioned
way, might allow us to continue to see in these a vin-
dication of the Toledo liturgy, specifically of its strict,
devout and fervent monastic form; but if I, in 1954,
thought that they quite clearly referred” to the ten-
sions in the 1160s, I am now forced to correct myself
partially and to think of the 8" century ex. or the
early years of the ninth.*

Perhaps this is how the presence of what are expressly
described as elegiac distiches should be explained,
which is a description that marks prologues 3 and 4
as being especially interesting, as the author himself
says. The choice of this form, which is familiar in the
Latin poetic tradition of any period, must be linked
to the predominant feeling in all the compositions:
namely, the anger and grief caused by the fact that
the legitimacy and orthodoxy of the Hispanic liturgy
had been questioned, when this could rely on the To-
ledo tradition and the sanction of the councils of the
Hispanic Church, which were always highly revered
and respected both inside and outside Spain because
of their sound doctrinal basis. We probably find our-
selves here in a religious, monastic and highly ortho-
dox environment that, although it had not taken part
in the anti-Elipandus theological debates, felt duty-
bound to defend at all costs the doctrinal, traditional
purity of the liturgy that it practiced. I wouldn't be
surprised if this also led in the same period to the
written conservation of the surprisingly varied notes
that point out the origin of the texts used to produce

the various formulas for the Antiphonary, as the tire-
less Vives has established, in another sense.*?

So, the current Antiphonary of Leén, written in the
two aforementioned periods, is a reflection, thanks
to the initial texts, of the tensions that the Hispa-
nic Church experienced as a result of the problem
caused and supported by Elipandus of Toledo, who
Beatus of Liébana and the Asturian Church strongly
argued against, as it was asserting itself against To-
ledo. Theologians in the Carolingian world argued
even more strongly against him for various reasons,
including, to a large extent, other needs that con-
cerned the world of politics and relations between
the Empire and the Church. In the diatribe against
Elipandus written by his opponents, there is an evi-
dent distrust, and clear insults soon appeared against
the Hispanic liturgy (encouraged by the Archbishop
of Toledo) that left their mark and would never be
forgotten in several key centers of Christendom.
They created the ferment that caught on in the raging,
destructive movement of the 11%* century. In these
marginal indications (as an effective, well-known
argument) the more than 2,000 quotes from bibli-
cal books, including almost 1,500 from the psalms,
appear to provide the contents with dignity and
with information on the quality and dignity of the
Hispanic Passionary, from which the authors of the
antiphonal formulas took numerous texts when it
suited them.*

The main part of the Antiphonary proves that the
liturgical texts, in this book at least, have a bibli-
cal basis that is unique or that had connections one
would not always expect.” Where did the music that
accompanies these different phases come from? Was
it composed when all of the antiphonal formulas were
already fixed? Did they apply certain well-known
melodies to more than one text, and under what con-
ditions did they do this? Would this musical problem
have anything to do with the admiration and sacred
respect with which, as we have just seen, the basic
manuscript was always held?

THE PROBLEM WITH IKILANUS
Up to now, going against the entire bibliographic tra-

dition, I have not devoted a single line to the problem
of who was responsible for the manuscript and who



it was written for, a topic to which so much philo-
sophising has been devoted since the 19* century,
taking for granted the essential role played by Abbot
Ikilanus of Ledn. I have nothing against this indivi-
dual, who remains a mystery to me, because I cannot
convince myself that we are dealing with a single sup-
posedly long-lived abbot, who already signs as such in
9174 and is still an abbot after 960. It is not that I do
not believe he could have lived past the age of 80, but
rather that I am not sure the Le6n documentation re-
fers to a single Abbot Ikilanus, nor do I totally accept
his supposed activity with the manuscript.

It is undeniably true that an kkila abba became at a
certain time the fortunate owner of the codex that we
are concerned with here. But let us consider things
one at a time.

There are two main pieces of evidence regarding
Ikilanus on which his undeniable connection with
this antiphonary is based. First of all, he is men-
tioned on fol. 1v, the form on which have already
talked about. In my opinion, this folio, with its
blank recto and verso with text and figures, was
prepared when its previous owner, probably the un-
known (but historically credited) Teodemundo, de-
cided to give him the work as a present, for which
he had shown great interest. At this time the folio
was added to the manuscript: it was inserted, thanks
to its marker, in a prominent position, namely, be-
tween fols. 5 and 6, so that an excellent decorative
sequence was formed (alpha, cross, dedication and
computus tables), with a fairly natural appearance.
The rectos of these folios, as has already been men-
tioned, were blank as a sign of respect.

To understand the process of sending the book, we
need take another good look at the letters in capitals,
which offer adequate limits for dating.”” My inter-
pretation and its details differ from Pérez de Urbel’,
who produced his by correcting Férotin and Serrano
in turn.® I translate: “Very great merit have you ob-
tained with this gift, O Abbot Teodemundo, you
who dwell here with your good monks and will in
the future revel with the angels. Shining even brighter
thanks to your wishes, O abbot Ikilanus! you can
now see that what had been your desire is finished;
look again and again at the book prepared for use,
illustrated and decorated in gold. May I deserve to be
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helped by your prayers: remember me, the copyist,
for ever, he who has worked so hard out of respect for
your name’.

So, in this dedication-colophon, in which only the
dates and synchronisms are missing that we would
have enormously appreciated, 1 can see how the
work took shape: in view of Ikilanus’s fervent wishes,
Abbot Teodemundo decided to give the book to
him as a gift,” but completed as we have seen; and
it was a copyist who went to all this trouble to fulfill
Ikilanus’s wishes, helped by Teodemundo’s generous
attitude.

The codex was probably produced at the monastery
run by Teodemundo, which I would place in the
eastern part of Leén owing to the numerous, varied
influences provided by its decoration, both northern
and southern. Furthermore, its writing displays cer-
tain Castilian touches that nevertheless are not es-
sential features. It is impossible to speculate about
the origin and the date of the model, because there
may have been a copy interposed between the one
that we have assumed to be from 806 and ours, just
as nothing contradicts this hypothetical manuscript
from 806 being from the diocese of Beja,”® or a
copy of one from there. What really matters at this
stage is to be able to establish, as seems to be quite
clear, a genealogical line that runs from Visigothic
times until the unhappy period in which the His-
panic Church was murkily split because of what
was known as Adoptionism. After this it lapsed into
a slow but insuperable tendency to succumb to the
uniformity of Romano-Gallican discipline, which
would finally and inexorably arrive in the second
half of the 11™ century.

Having established this, we still need to explain the
most important piece of evidence regarding the role
played by Jkkila in this codex: what really guarantees
this, more than the added folio (fol. 1v), is the page
tapestry that covers fol. 5r.°! Before going on, note
that it was done in slapdash fashion, without the
elegant strokes or the ornamental motifs that cha-
racterize the codex, in an opaque blue with which
the entire page is smudged rather than painted.*
The legends and presentation imitate an old form
that was quite usual in the kingdom of Leén and in
La Rioja but which is far removed from the grace
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and quality of almost all of these pieces. The cross
is not drawn in a balanced way, and the decorative
themes, starting with the swastika that is repeated
in the frieze, are crude, although they are some-
times pretentious. This page was left blank deli-
berately, so that the beginning of the calendar of
saints’ days and its decorative motifs would stand
out.”* In the end the elegance of the initial work as
a whole (without any exceptional qualities, it needs
to be said) is spoiled by this eyesore, which did no
credit to the owner of the codex when it came to
using it.

But there is more. The owner of this rare blue pig-
ment, after spoiling fol. 5r, allowed whoever it was—
who thought himself an artist—to make certain re-
touches and to complete decorations, sometimes just
by imitating the existing ones, on the alpha and the
cross of Oviedo, which look oddly spoiled; but these
abuses did achieve their aim of giving all these folios
an apparent sense of unity.

Later on, the codex was subjected to other manipu-
lations, such as the one we can attribute entirely to

Arias, gathering C (fols. 20-27).

I have the impression that the old manuscript,” with-
out any appendices, that were perhaps from just be-
fore the time that this magnificent piece was given to
Abbot Ikilanus,’ remained intact as an venerable ob-
ject, and in different periods, various people produced
probationes and all kinds of additions to complement
the work, even adding unusual historical news items.

The devices used to add materials, as we have seen,
in no way came to an end with the forms that I have
pointed out. Even in the 11" century in. they were
still organising and copying, always by making use of
blank pages, the famous office of James the Zebedean,
a previously unknown part of the Antiphonary.

As far as this is concerned, I point out that they may
well have inserted a bifolio so that the material for
the feast of St. James would be integrated into the
manuscript at the proper chronological place, with
illustrations and a well-presented text and with all
its neumes. All of this was respected in some way,
even when all noteworthy adulterations had been
removed.

Ikilanus’s role is not only limited as far as his con-
tribution to this beautiful codex is concerned. All of
the speculation about this individual seems utterly
worthless with respect to the dating or location of the
writing of the manuscript.

I stress this aspect, which is undeniable from a codi-
cological perspective: there is a distinction in the An-
tiphonary in its oldest form between two different
sections: an original, very old section comprising fol. 28
to the end, which Ikilanus merely owned, and an-
other which resulted from Abbot Teodemundo gene-
rously deciding to agree to answer lkilanus’ pleas to
obtain this magnificent copy. Later on there were
people such as Arias or the author of the office of St.
James who wanted to complete aspects,” not to men-
tion those who copied the royal confirmations of the
dynasty of Navarre and those who at all times consi-
dered it to be a privilege to print rubbish or nonsense
in this extraordinary treasure.

At this point I realize that all of these considerations
do not explain the musicological problems posed by
the Antiphonary. But I do not have the skills for this.
Nevertheless, I do think that I have provided evidence
that places the text of the Antiphonary of Leén in a
period well before the date that the beautiful copy we
have here was produced.

A NEW KIND OF ANTIPHONARY, OR REPERTORIES OF
TEXTS SET TO MUSIC?

I would like to continue to hold the reader’s attention
with a few more comments. First, I am going to com-
ment on an unusual musical fragment that is kept
in Cérdoba, AC, ms. 123.°% I must confess that I do
not know what strange oversight led me to overlook
this when I published my observations on the manu-
script and its various sections in 1983, or when I
recognized the contents of the various relevant codi-
cological sections many years before then.® I realized
I had missed this when I worked together with some
eminent paleographers on the materials left by Mil-
lares Carlo, many years after his death.®!

The collection and the arrangement of the two, per-
haps three, sections that can be clearly distinguished
in the Cérdoba manuscript could well be the work of
an onlooker, who, when it was produced, collected



and joined together two or three manuscripts, all of
which were probably the work of a single center or
of several closely linked ones. He joined them to-
gether as one volume, in which he took great care to
highlight the work produced by Alvaro of Cérdoba,
which meant that the manuscript finally arrived at
the homeland of the latter, perhaps in the 16™ cen-
tury iz., as a way of honoring that great figure, who,
more than anyone else, was the focus of the cultural
life and prestige of the Christian community in what
was then the capital of the Caliphate.

The codex soon attracted the attention of various
scholars, although with varying degrees of fortune.
Ewald was the first to appreciate the quality of the
scribe, whose name he identified, and to point de-
cisively and precisely to the place of origin of the
manuscript.®? It was then the subject of a critically
mediocre monograph, in which there is no reference
or data that give any detailed insight.®® All of those
who have mentioned it after this do place it correctly,
although they always have doubts about its origin, in
view of the works by the writer from Cérdoba and its
current location.

The first section (fols. 1-164) only contains works by
Alvaro, taken directly and in all probability from a
highly organized codex,* perhaps from Cérdoba, by
the copyist of our manuscript who referred to him-
self three times as Sisuertus presbiter (fols. 91, 100 and
121) to guarantee his work properly. This was written,
it can be said if we take great care, in Ledn, in a center
where the Mozarabic tradition was perhaps close and
highly important. The text finishes (fol. 164v) with
a bound book that was not the last one, as is clearly
shown by the mistake in the text and the existence of
a catchword that does not match the beginning of the

following bound book.

A second section includes fols. 165-207; here, after
a series of theological questions and answers, the fa-
mous Penitential appears, which is wrongly referred
to as being from Cérdoba on the basis of its presence
in this volume. Millares was the first person to give
this part its proper importance. Bezler has studied this
in detail, focusing precisely on the Penitential.® Later
another series of texts appears, which always contains
cuts due to errors in preserving the respective gatherings,
and the last of these is the one known as Indiculus de
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Henoc, which was so important in Cérdoba and As-
turias at this time, because it was considered to be a

kind of prophecy on the end of Muslim power.®

Finally, we may be able to talk about a third sector
that runs from fol. 208 to the end, with the sermon
on Mary’s Assumption, which is followed by a series
of various informative texts (geographical and his-
torical news, etc.). If we bear in mind the three or
four hands that alternated in turn in these last two
sections, it might be stated in almost all probability
that from fol. 165 to the end these are the remains of
a manuscript whose contents are heterogeneous but,
when all is said and done, form a single unit.

In any case, I point out quite firmly that it is highly
likely we are talking here about only two manuscripts
(Alvaro and final miscellany), and that each one (the
latter with its various authors and interests) is the
work of an author in Ledn, a region that was strongly
influenced by Castilian and Mozarabic trends at the
same time. Evidence of the former is provided in the
text by the presence of the Penitential®” and the afore-
mentioned sermon attributed to Jerome® but which
in actual fact are texts that are clearly from beyond
the Pyrenees, the latter, because the direct influence
of highly significant Mozarabic elements is quite clear.
In my opinion these are part of the same trend that
brought the manuscript of St. Augustine’s 7he City
of God with the Mozarabic nonmusical notae that 1
have had the good fortune to have published at La
Cogolla.”

Taking advantage of the fact that fol. 208r had been
left blank so that the Homily on the Assumption of
the Virgin could be honorably included on its verso
as a new text, two texts foreign to this one are written,
in the same type of script as the one that can be found
in this section but which is probably of a slightly later
date. I would be bold enough to place this copy in
the eastern part of Ledn, but at the end of the 10
century, or more likely, right at the beginning of the
11" century.

These are two sequences, supposedly from the Aqui-
taine, written without a break with the special fea-
ture that the first one is incomplete, because it was
undoubtedly begun by taking advantage of a blank
ending (not too long, judging by the omitted text)
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2. Akvarus Paulus. Opera et alia opuscula. Cérdoba, AC, ms. 123,10
century, fol. 208r

on the previous folio, which has now been lost.
Throughout the codex several quaternions have not
survived in complete form. To be more precise, it
is undeniable from the form and appearance of the
catchwords used here that fol. 207 is not actually
the one that went before fol. 208. What remains of
the first sequence’® and of the second contains mu-
sical notation, which is always (except by Artiles)
correctly attributed to a region in the north of the
Peninsula. However I stress that this is not in any
way “a lost fragment from another manuscript, but
from the same period”.”" We are faced here with the
single second part of texts that were copied by ta-
king advantage of blank spaces at the end of the pre-
vious bound manuscript (which has now been lost)
and at the end of the one that now begins with fol.
208. This is how we can understand why the first
sequence is cut short, whereas the second one makes
good use of the available space. As a result, I draw
attention to certain instances in which codicology
might provide firm, reliable data for any later re-
structuring of a codex.

The person who wrote the aforementioned texts set
to music had a model in which the text was already
tailored to fit the music, as can be seen from the
care taken in the copy to place each word or syllable
in accordance with the corresponding melody. To
ensure that this did not prevent what we might call
the continuous reading of the text, however, the syl-
lables involved were separated properly, and where
appropriate a horizontal line was also placed to give
the text the right degree of continuity. All this was
also done by following the criterion that the lines
on the flesh side of the folio should be visible on the
hair side, as was normal for preparing the copy of
the aforementioned homily. This forced the person
who transcribed the text of the sequences to make
the letters smaller, so that the line with the text and
the corresponding neumes fit on the same lines.
As a result, the texts less developed than those in

other musical books, such as Leén or San Juan de la
Pefia,” to give two well-known examples from the
10t century in. Furthermore, only certain neumes
contain spiral developments, like those so often
used in previous periods.

It is clear that we have here a fresh example of an imi-
tation in Ledn of texts and musical forms taken from
sources that came from various places. Of course, I
can clearly state that the copy is from no later than
the 11" century in., as is proved by a series of features

in the spelling.

For obvious reasons, given that I live in Santiago de
Compostela, I would like to add some more details
about another extremely interesting musical text:
the so-called Book of hours belonging ro Ferdinand I,
which is kept at the University of Santiago.”® Copied
with all the care and luxury that were possible in its
day, it is the work of an exceptional copyist, Pedro,
whose origins are unknown. He finished his work in
1055, undoubtedly at the court of Ledn itself, under
Queen Sancha’s orders, although the paleographical
features of the Hours lead us to believe that he had
received his refined training as a scribe in a center that
makes us think more of links with Silos or Cardefia
than with La Rioja, even if numerous reminders in
his highly refined script show a clear aesthetic debt
to Valerdnica, as we can recognize in the writing pro-
duced by Florencio and his followers. Of course, at
no time can he be considered to be from Ledn on the
basis of his writing.

The comprehensive preciousness of the writing is in
keeping with the techniques employed in the illustra-
tions, which were produced by a man named Fruc-
tuoso, who worked on both large, full-page minia-
tures and on capitals and initials. Specialists have dis-
covered a wide variety of European influences in his
work, all of which has a very striking restrained tone.
In this way it could form part of an elaborate dem-
onstration of total power in northern Hispania begun
by Ferdinand I, along with his immediate claims for a
higher status in the West, from the time when he gave
himself the title fmperator Totius Hispaniae.”*

This is truly a beautiful psalter with its liber cantico-
rum,”> which totally defines the manuscript. It is en-
riched with initials and capitals in gold and valuable
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3. Liber canticorum et horarum. Salamanca, BGU, ms. 2668, 11" century
med. (1059), fol. 156r

miniatures, which are the work of the aforementioned
Fructuoso. What we are interested in here are the last
two quaternions, which were actually added in their
day to the book when it was already finished, although
it should be borne in mind that they had always been
intended to accompany this. In fact they appear after
the metric colophon, in which the codex itself speaks
to the reader (fol. 208) and only refers to the previ-
ous contents, psalms and canticles. In these two bound
books the way the parchment is prepared is different
yet similar to what has come before. It contains the
so-called Ordo ad medium noctis, or ritual for the night-
time hours, which matches almost completely that in
the codex in the British Library in London, Add. ms.
30851. This was published in complete form a century
ago by Wilson,”® once again as an appendix to a psal-
ter and canticles, a text to which the one published
for the facsimile edition of our codex can be com-
pared.”” It is closer, however, to another manuscript,
which we might call its twin if it were not for the
blatant differences in quality between them. This
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manuscript, Salamanca, BGU, ms. 2668, is known
as the Breviary of Queen Sancha.”

In our Santiago manuscript, both quaternions (27
and 28)—which we might call devotional (fols.
209-224), although I have not dared to claim that
they are not the work of Pedro, the aforemen-
tioned scribe of the codex—show certain minute
differences in the spelling apart, of course, from
their shape when it is compared with the exqui-
site, balanced and rather nonrounded script of the
former. These two gatherings were prepared by
individuals who were clearly different from those
who prepared the main body of the manuscript,
although the writing might be Pedro’s. In these fo-
lios, one can distinguish quite clearly between the
shape of the simple texts and of those accompanied
by neumes, although these were traced so carefully
with such an apparent reduction in the wealth of
spirals and strokes found in other musical manu-
scripts that at no time (except for the module) can
any graphic differences be established between the
simple parts and those set to music. Despite this,
the final section of the Santiago codex can be dis-
tinguished at a glance from the rest.

Was King Ferdinand able to read the music that many
of the texts included in this part contained? We have
a reference (although it is in a markedly laudatory
tone) that is not particularly precise from the His-
toria silense,”® according to which we know that the
King “sometimes enormously enjoyed singing along
with the clerics, when the monastic community that
looked after the royal church of San Juan in Ledn
sang the holy laudes.” This church was later called St.
Isidore, after the remains of Isidore of Seville arrived
there in 1063 to be elevated on its altar.

We cannot know if the book was ever used, but the
exceptional state of this beautiful copy seems to rule
this out. A comparison of its neumes with the re-
maining ones that have survived, especially those that
accompany identical pieces, might lead specialists to
understand once and for all the meaning of the musi-
cal richness that lies hidden in our numerous manu-
scripts.

I am sure that this day will come, if we all make a
determined effort.
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NOTES

' T use the text and the version in my recent edition:
Manuel C. Diaz y Diaz. Valerio del Bierzo. Su persona, su
obra. Ledn: Centro de Estudios e Investigacion San Isidoro
(CSIC-CECEL), 2006, 318 (Fuentes y Estudios de Historia
Leonesa: 111).

2 “Y en los oidos de las gentes multiplican diversas y nu-

merosas series de oficios, y levantan mucho el tono de sus
voces y con muchas genuflexiones salmodian multitud de
oraciones y en los oficios del dia y en las horas de la noche
descubren torpeza y desidia y un descuido somnoliento.”
The terminology, which is sometimes incorrect here, can
be completed with the descriptions provided in the last
two prologues in the Ledn codex 8, to be discussed later
on: idem. “Los prélogos del antiphonale visigothicum de la
Catedral de Leén (Ledn, Arch. Cat., ms. 8)”. Archivos Leo-
neses 8 (1954): 226-257. The terms melodian and diurnis
have been corrected with respect to melodia and diurni in
the original version.

3 I have made a remarkable list of mentions of liturgical
and theological manuscripts in my book: idem. Cédices vi-
sigdticos en la monarquia leonesa. Le6n: Centro de Estudios
e Investigacién San Isidoro (CSIC-CECEL), 1983 (Fuen-
tes y Estudios de Historia Leonesa: 31) to which I refer. I
must point out that the lists are growing almost nonstop,
as new sets of documents from that period are discovered

and published.

* See Anscari M. Mundé. “La datacién de los cédices litar-
gicos visigdticos toledanos”. Hispania Sacra 18, no. 35
(1965): 1-25. The book has been recognized by critics, as
can be seen in Agustin Millares Carlo, et. al., eds. Corpus de
cddices visigdticos. Vol. 1, Estudio. Las Palmas: Gobierno de
Canarias, UNED, Centro Asociado de Las Palmas de Gran
Canaria, 1999, 190-198. Regarding the general problems
of the Hispanic liturgy, see the notes by Jordi Pinell in Dic-
cionario de historia eclesidstica de Esparia. Vol. 2. Madrid:
CSIC, 1972-1987, see liturgia.

> Manuel C. Diaz y Diaz. Cddices visigdticos... Op. cit.,
157.

¢ It seems almost unnecessary to say that the Benedic-
tine fathers of Silos relatively recently made a study and
transcription of this. Antiphonarium mozarabicum de la
Catedral de Leén. Ledn, 1928. This transcription is not as
flawed as it is often said to be. For the prefaces, it is the
only we have. Later the one by Louis Brou, and José Vives,
eds., appeared based on new foundations, in Antifonario
visigdtico mozdrabe de la Catedral de Ledn. 2 vols. Vol. 1,
Barcelona: Centro de Estudios e Investigacién San Isidoro
(CSIC-CECEL), 1959; vol. 2, Madrid: CSIC, Instituto
P Enrique Flérez, 1953-4 (Monumenta Hispaniae Sacra:

Serie Litdrgica 5, no. 2. Facsimiles musicales 1), which is
the transcription that accompanies the facsimile edition
carefully prepared by the same publishers: Antifonario
visigdtico mozdrabe de la Catedral de Ledn. Madrid, Barce-
lona, Leén: CSIC, Instituto P. Enrique Flérez, Instituto
Espafiol de Musicologia, Centro de Estudios e Investi-
gacion San Isidoro (CSIC-CECEL), 1953 (Monumenta
Hispaniae Sacra: Liturgical Series 5, no. 2. Facsimiles
musicales 1). Neither the facsimile nor the transcription
provides all of the materials preceding what is, strictly
speaking, the Antiphonary.

7 Certainly most of them, including Louis Brou, and José
Vives, eds. Ibidem.

8 The leading authority who decisively tends to favor the
11* century, especially as far as its artistic connections are
concerned, is Manuel Gémez Moreno. Catdlogo monumen-
tal de Espana. Provincia de Ledn. Madrid: Ministerio de Ins-
truccién Pablica y Bellas Artes, 1926, 155-158.

? I would like to point out that the following study is not
always complete because of problems now posed by the
rather brutal restoration process that was probably carried
out in the 1950s on the facsimile edition, which proved to
be really important and productive for paleographic study.
The main cause of the codicological changes was the iro-
ning process that certain folios underwent, especially the
first few. This also meant that certain information was lost
that can sometimes be seen, although always with problems
and a degree of uncertainty, thanks to the microfilm of the
manuscript that the Photography Service of the Biblioteca
Nacional made around that time, which is somewhat ina-
dequate by modern-day standards.

1 My observations were complemented successfully and with
fresh interpretations in the study that my generous friend Pro-
fessor Ana Sudrez of the University of Santiago carried out with
great care at my request, to compensate for my poor sight. Most
of the results of this work are due to the meticulousness of her
notes. | cannot possibly thank her enough here. However, 1
would like to place her extremely valuable help on record.

! Remember that they are folios included in the facsimile
edition. Although I have protested on several occasions this
decision that deprived us of specific knowledge of the first
27 folios, I now recognize that Louis Brou and José Vives
were right to decide this, although the rest is still missing.

12 Tt is understood that I mean this was equivalent to a
conclusion to a regular series of quaternions.

13 Although it might be jumping the gun, I think this final
item in the codex was perhaps lost, because it contained
the colophon and a note about the ownership of the origi-
nal manuscript, which they felt the need to remove when
its destination changed, as we will see.



!4 Although it now contains added texts, various subsequent
investigations merely confirm my initial position regarding
the folio that the unit contains. I will firmly support this
position, both here and later, because the use of a blank page
to make probationes pennae, to add texts or various types of
news, including certain textual supplements, reinforces the
idea that at some time, although it would be short from the
perspective of the life of the codex, there was a blank page,
which was standard practice for all the beginnings of a text
or book. The norm was required because this blank page
had to serve as a flyleaf and protection for the volume and as
the title of each work in particular. This was done to prevent
wear and tear from being placed alongside other books and
from damaging the title or, in certain cases, the first page of
the text. This norm was strictly adhered to in the late Mid-
dle Ages, although the use of binding with wooden covers
was already starting to spread, which could damage the first
page; this was why it was always left without any text or
figures, and in this case was especially justified. I would like
to stress this principle, because it will be useful as a guide in
several stages of my work.

5 A mediocre reproduction of this title appears in the edi-
tion by Louis Brou, and José Vives. Op. cit., which is the
published volume of the text, with the addition of certain
arbitrary transcriptions of the first few folios that are mis-
sing in the facsimile, as already noted.

¢ “De toto anni circulo a festiuitate s. Aciscli usque ad

finem.”

7 The scribe himself, or someone who at some time pre-
pares the parchment, uses a technique—that can be seen,
for example, in gathering 13 of the manuscript, which
starts on fol. 117; in gathering 17, that is, on fol. 146, and
on the one that starts on fol. 228—,it has guides for the
horizontal lines right along the middle of the folio, which
is archaic in the Peninsula. He might have been imitating,
perhaps without meaning to, the technique that the model
used, more than a century before, depending on certain
contents.

18 Although Lowe’s principle does not entirely fulfil the
chronological requirements of our Visigothic manuscripts,
it is undeniable that the systematic presence of the graphic
sequence V' + 4 + V confirms a date after 900, and vice-
versa, although the limits are frankly imprecise.

T cannot find an all-embracing reason to explain why in
quite a few cases it is necessary to complete the line of text
with its corresponding neumes in any of the margins (even
the inner ones!) of certain folios.

% However, I think that the identification of miniatures
and other elements made in the edition by the Benedic-
tines Silos goes too far. Op. cit.
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! For these folios we have the transcription that the Bene-
dictines made at Silos and, partially, the transcription work
by Louis Brou, and José Vives. Op. cit.

22 Please allow me to make a public apology for two quite
different situations: first, the date of the metric prologues
that [ insisted at the time on attributing to the liturgical
struggles of the 11™ century, when the campaign against
the traditional Hispanic liturgy was at its height (my article
in Manuel C. Diaz y Diaz. “Los prélogos del antiphonale
visigothicum...”. Op. cit.). Second, and even more serious,
having passed utterly superficially over this manuscript in
idem. Cédices visigdticos... Op. cit., 390-391.

# The quaternions are not totally regular because some have
added folios that were already arranged in their day as qua-
ternions. On two occasions these are separate folios, pro-
vided with a cover, which was folded and sewn propetly.

# Despite everything, I still have reservations about the
real meaning of this entire corpus, which will gradually
be revealed in the following pages. I am thinking about
the way in which the cross of Oviedo and the alpha and
the omega are shown, and even the calendar of saints
days, the current form of which we might consider to be
normal. But the way that this unit is currently presented
already arouses suspicions of serious manipulation. It
is odd that the body of the Antiphonary has not been
changed at all and that these have piled up at the begin-
ning.

» Louis Brou. “Le Joyau des antiphonaires latins”. Archivos

Leoneses 8 (1954): 62-63.

% José Vives Gatell, and Angel Fibrega Grau. “Calendarios
hispdnicos anteriores al siglo x11”. Hispania Sacra 2, no. 3

(1949).

¥ 1 emphasize this because there are books such as the
Ordinum, in which this chronological sequence does
not occur at all [Marius Férotin, ed. Le Liber ordinum
en usage dans ['Eglise wisigothique et mozarabe d’Espagne
du cinquéme, au onziéme siécle. Paris: Librairie Firmin-
Didot, 1904 (Monumenta Ecclesiae Liturgica: 5)]. In
any case, I would like to draw attention to the fact that
this must be an innovation that can probably be attri-
buted to the 8" or 9" centuries, because it does not ap-
pear at all, for example, in the famous Verona Orationale
(Verona, BC, ms. 89), which is from approximately the
year 700.

2 Alfred Cordoliani. “Les Textes et figures de comput de
I'Antiphonaire de Léon”. Archivos Leoneses 8 (1954): 260-
283.

# T will return to the codicological problem with fols. 1-3
later on.

107



108

HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

3 T am referring from Alfred Cordoliani to what are known
as Albeldense, from approximately 975, and Vigilano, from
992, which are both codicological, paleographic products
of San Milldn de la Cogolla, as we now know.

3 Alfred Cordoliani. Op. cit., 286-287.

32 By this, I merely wish to state that this unusual travel-
ler is responsible for the total or partial addition and for
its orientation, which is clearly complementary but with
different bases to the treatises and figures in the aforemen-
tioned part.

3 Alfred Cordoliani. Op. cit., recalls that several of the
treatises written here by Arias are merely alterations, cor-
rections and adaprtations of the ones that made up the pre-
vious unit.

3 What follows might not always show clear proof because
of the situation created by the fact that they were rebound
in the 1950s, which not only destroyed certain pieces of
codicological evidence but also eliminated certain inciden-
tal data that the manuscript still displayed at that time.

35 All of the old manuscripts of the Peninsula, without sig-
nificant exceptions, comply with this so-called /zw: flesh
and hair sides of the parchment always faced each other,
not only inside the quaternions, but in any standard addi-
tions. Exceptions to this are so rare that they usually indi-
cate foreign, diverse treatment.

3¢ This is in contrast to my way of presenting the second
text in the article mentioned in note 2, although I specu-
lated that it contained certain rhythmic elements.

37 This double treatment is what makes me consider a cen-
ter with limited resources.

% This form with quite a few of its variations has been
published by Marius Férotin.

%9 This initial presentation might justify the existence of a
colophon, about which I have already speculated, possibly
illustrated, at the end, which would round off and com-
plete our original manuscript.

40 Justo Pérez de Urbel. “El Antifonario de Leén. El escritor
y la época”. Archivos Leoneses 8 (1954): 138-139.

4 To be sure of this, I bore two facts in mind: the ac-
ceptance of the general date of the Antiphonary in the
second half of the 10™ century and the fact that the pro-
logues are clearly older than the codex which they came
from before.

1 recognize that José Vives was right when he dis-
puted my thesis, although I think that he based his ar-
guments more on intuition and a general knowledge of
the situation. The solution is now endorsed by trust-
worthy evidence.

# José Vives Gatell. “Fuentes hagiograficas del Antifonario
de Ledn”. Archivos Leoneses 8 (1954).

“ In any case, I would recall that for various reasons no
major conclusions have been reached in the rare attempts
to compare the antiphonary formulas that have been pre-
served here with the references to the incipits of antiphons
that we have in other liturgical books.

® Celso Rodriguez Ferndndez. El antifonario visigtico
de Ledn. Estudio literario de sus formulas sdlmicas. Ledn:
Centro de Estudios e Investigacién San Isidoro (CSIC-
CECEL), 1985 (Coleccién Fuentes y Estudios de Historia
Leonesa: 35), who, after having studied the origins and
ways in which formulas in psalms were joined together and
corrupted, reaches conclusions that should not be ignored
by musicologists, for he establishes the clearly ancient ori-
gin of many formulas, alongside others that he dares to say
probably do not date back to before the Arab invasion in
711.

% On receiving a substantial endowment in which, among
other books, an antiphonary is mentioned.

7 Without going into superfluous lists, I would like to
point out that lettering like this is in capitals and in vari-
ous colors, in numerous manuscripts.

% Justo Pérez de Urbel. Op. cit., 130

1 think that I can speculate on the possibility that the
codex belonged to Abbot Teodemundo, who appears to
be so obscure and who could have joined the monastery
run by Iquilanus. Once again, we are dealing here with
suppositions that could obviously go on and on.

50T think that the news of the saints’ calendar, which was
shrewdly commented on by Justo Pérez de Urbel. Op. cit.,
is highly indicative.

>! Perhaps it fulfilled a function as it faced the page tapestry
that covers fol. 5r.

52 Given that we only have evidence of certain kinds of blue
pigment in the second half of the 10™ century, maybe it
was simply a question of trying out this new color, which

they did not yet know how to use with the appropriate,
desirable level of skill

3 As far as I know, various scholars have mentioned this
decoration, but I have never see, as far as I remember, an
explanation of these forms and strokes.

>* One might think that the same problem would occur
on the following folios, but it does not; the horseshoe
arches and their columns appear in almost exactly the
same way on both sides of the folio, so that they avoided
spoiling these by moving colors from one side to the
other.



% I recall that this is how I always call and understand the
real Antiphonary, fol. 28-end.

56 T wish to stress that this addition was made, and exqui-
sitely justified, only after all of fols. 4-19 and 2-3 had been
placed before the main part of the codex. If it had been
written for Iquilanus or directly under his orders, fol. 1v
would have formed an integral part of this unit, which did
not happen, as we have just seen.

71 do not want to miss this opportunity to point out
in this regard that the Santiago office, copied on fol.
5t, is a good example of the high regard and esteem in
which the Antiphonary was held in at that time, perhaps
even greater than the admiration it arouses in us today.
The office was added in the 11" century in a manner
that was quite advanced for its time, because it relied
on two procedures: a conscientious and quite careful
imitation of the relevant neumes and a literal text in
which a skilful imitation of the writing of the copyist of
the Antiphonary can be seen clearly. It only occasionally
lets slip certain hints that reveal its situation and period
because the cursive features that can be seen at certain
points have nothing to do with 10™ century writing,
or of course with the writing in the codex. Something
always gives forgeries away.

>8 This is how it is referred to in Antonio Garcia Gar-
cfa, Francisco Cantelar Rodriguez, and Manuel Nieto
Cumplido. Catdlogo de los manuscritos e incunables de la
Catedral de Cérdoba. Salamanca: Universidad Pontificia de
Salamanca, 1976. Before it was simply known as the Alvaro

Codex [from Cérdobal].

5 T am referring of course to the comprehensive series of
observations on its parts that I made in Manuel C. Diaz y
Diaz. Cédices visigdticos... Op. cit.

 The resulting texts were described in idem. Index Scrip-
torum Latinorum Medii Aevi Hispanorum. Salamanca:
University of Salamanca, 1958-1959. I studied the codex
directly in marathon sessions in 1969.

' T do not need to tell the expert reader that I am refer-
ring to Agustin Millares Carlo’s work. Op. cit. (Anscari
M. Mundé, José Manuel Ruiz Asencio, Blas Casado and
I myself were responsible for reviewing this and making it
available to the public.)

62 Paul Ewald. “Reise nach Spanien in Winter von 1878
auf 1879”. Neues Archiv der Gesellschaft fiir dltere Deutsche
Geschichtskunde 8 (1884): 359-361.

6 T am thinking about the article by José Artiles Rodriguez.
“El cédice visigdtico de Alvaro de Cérdoba”. Revista de Ar-
chivos, Bibliotecas y Museos 9 (1932): 201-291. In any case,
on studying the entire codex, he saw that there were several
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parts, but he attributed all of them to the 11™ century and
thought they were from the Andalusian school.

641 am assuming this based on the fact that Alvaro’s works
are distributed in such a way that each new one always
begins on a verso, even though he had to leave the corres-
ponding recto blank.

 Francis Bezler. Les Pénitentiels espagnols. Contribution
a [étude de la civilisation de Espagne chrétienne du Haut
Moyen Age. Miinster: Aschendorff, 1994 (Forschungen der
Gorresgesellschaft: 30).

6 A large part of all of these sometimes incomplete com-
mentaries and texts were published by Jean Leclercq. “Textes
et manuscrits de quelques bibliotheques d"Espagne”. His-
pania Sacra 2, no. 3 (1949).

¢ Related, although with numerous variants, to those
known as being from Albelda and Silos, because of their
origins. In any case, this text, which definitely comes from
beyond the Pyrenees, was, as can be seen, widespread in
Castile and Le6n, which provides its different versions with
a certain degree of unity.

% In fact, the work of Pascasius Radbertus (786-865), Ab-
bot of Corbie, a famous writer and theologian.

% Manuel C. Diaz y Diaz. “Agustin entre los mozdrabes: un
testimonio”. Augustinus 25 (1980): 157-180.

70 We cannot know if there was another similar text be-
fore this or not. The part that has survived corresponds to
the sequence Orbis conditor regressus est, which is said to be
from the Aquitaine.

7! Agustin Millares Carlo. Op. cit., 45.

72 With regard to this extremely fragmentary manuscript,
I am surprised that neither Susana Zapke’s nor Angel
Canellas’s studies attempt to locate the origin of the book
through its script. I would be bold enough to insinuate,
on the basis of the facts narrated in Canellas’s study, that
this extremely interesting codex is from Navarre, and to be
more precise, from a region near Ndjera.

73 Santiago de Compostela, BXU, ms. 609 (Res. 1). There
is a splendid facsimile edition: Libro de horas de Fernando
I de Ledn. Studies by Manuel C. Diaz y Diaz and Serafin
Moralejo Alvarez; transcription of the text by M. Vir-
tudes Pardo Gémez and M.2 Araceli Garcia Pifieiro. Fac-
simile edition of manuscript 609 (Res. 1) in the Biblio-
teca de la Universidad de Santiago de Compostela. Vol. 1,
Facsimile; vol, 2, Estudios. Santiago de Compostela: Testi-
monio Editorial, Consellerfa de Educacién e Ordenacién
Universitaria, 1995, 53-63. The edition is accompanied
by a volume that includes various studies. In the one by
Serafin Moralejo Alvarez on the illustration of the codex
certain analogies are recorded not only with the San Milldn
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book of homilies or the Beatus of Saint-Sever, but there
are also signs of an attempt to group together all kinds of
artistic trends, perhaps in a desire to give plastic expres-
sion to the greatness and unity of the kingdom, freshly
consolidated by Ferdinand I, already King of Castile, and
now recognized as King of Leén and Navarre after the
defeat of his brother in 1054. The codicological details
that I provide here are inspired by the conclusions in my
study included in this volume.

74 Serafin Moralejo Alvarez. Ihidem.

7> A typical combination of the Hispanic liturgy, which at
this time became insecure in view of the slanderous ru-
mors spread (not always in public) by Gregory VII and by
Cluny, was beginning to establish itself in the Peninsula.

76 J. P. Gilson. 7he Mozarabic Psalter (ms. British Museum,
Add. 30851). London: Harrison and Sons, 1905 (Henry
Bradshaw Society: 30).

77 Ibidem, transcription of the text of the Ordo ad medium
noctis, 183-194.

78 This is the work of a copyist called Christophorus in
1058. It is far-removed from the quality and meticulous-
ness shown in all the details in the manuscript dedicated
to the King.

79 Francisco Santos Coco. Historia silense. Madrid: Centro
de Estudios Histéricos, 1921, 87; Justo Pérez de Urbel, and
Atilano Gonzilez Ruiz-Zorrilla, eds. Historia silense. Ma-

drid, CSIC, 1959, 295.
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Paleographic Tendencies in 10*-12" Century
Notated Liturgical Fragments from Portugal

Maria José Azevedo Santos

o write about manuscripts, especially

liturgical-musical manuscripts from

the space and time in question, is to

consider fragments, above all, that is,

“parts of a book that have reached us
or a set of fragments from a single volume or frag-
ments of different volumes”, popularly known by the
Latin expression membra disiecta.'

In fact, there is no trace of a complete manuscript of
any kind in Portugal, or of Portuguese origin, before
the 12% century. This is why we need to refer to the
survival of a highly significant number of medieval
fragments, which are now the only material traces of
the beautiful books that once constituted the body
and soul of important private, ecclesiastical and mo-
nastic libraries.

As everyone knows, from the 8" century onwards,
and basically as a result of the cultural movement
known as the Carolingian Renaissance, when cen-
ters for the painstaking copy of books by Greco-
Latin authors as well as books of the writings of the
Church Fathers, liturgical books, Bibles and others
proliferated. Such centers would continue their la-
borious work long after Charlemagne and the Em-
pire that would finally disintegrate politically and
administratively in the 9™ century. Linked to sacred
environments, and especially to the deeply spell-
binding place in convents and cathedrals that was
the scriptorium,* the slow, patient transcription of
huge numbers of books depended on the training,
which was more technical than literary or historical,
of scribes who would acquire this in the schools of
cathedrals, monasteries or parish churches.

These were the men, mainly unknown clerics or, in
certain exceptional cases, lay or religious women,’
who, provided with certain indispensable working
materials including parchment inks, quills, cutting
tools and compasses, were gradually to constitute the
libraries of their time.*

What they all had in common seems to have been the
feeling they expressed, through heartfelt words about
the harsh nature of this manual work that would tire
the entire body, which were accompanied by petitions
for divine or earthly rewards.’

The scribes considered that to make a book was
to produce an asset of incalculable material, spiri-
tual and cultural value. This is why to leaf through
or read a book became a ritual act that almost re-
sembled a liturgical ceremony, even including the
washing of hands with soap beforehand. In addi-
tion, the pages had to be turned extremely careful-
ly, and the fingers were never to come into contact
with the letters. We are informed about all of this
by the scribe of Paris, BNE Lat. 3827, from the
13™ century, in the following colophon with such
beautiful rhetorical devices:

Bone lector, cum veneris ad legendum lava ma-
nus tuas et sic librum istum apprehende, sub-
tiliter volve paginas et longe a littera digitos
pone. Quia qui nescit scribere putat se nullum
esse laborem, tres sunt digiti qui scribunt sed
totum corpus laborat, albosque pressos oculos
caliginat. Renes frangit, cervices curvat simul et
cetera membra corrumpit. Quia sicut naviga-
tor tendit et desiderat venire ad portum salutis,
ita et scriptor ad novissimos versus vel paginas.
Deo gratias®.

The language in iconography takes the same di-
rection, as, for example, when on numerous occa-
sions books were represented in the reader’s hands,
wrapped in a fabric, or kept in leather cases, cabi-
nets, boxes and chests. How far then were scribes,
readers and owners of those manuscripts in the late
Middle Ages from imagining that centuries later,
especially from the 15" century onwards, these
treasures of parchment and smoky black ink would
mean nothing more to their owners than a decorated
canvas in tough resistant material, which, once it
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had been sold, for a large sum of course, and after
it had been taken apart, might at least have had
some practical use!”

In fact, European society in the 15™ century, and
especially the bureaucratically and progressively
complex society of the 16™ century, gave rise to a
widespread and intensified use of writing that had
been unimaginable before then. All public or private
services, royal or noble houses, regular religious or
secular institutions, schools and guilds, to mention
just a few, had begun to consider writing essential
for the good management of assets, income and ex-
penditure.

The production of administrative documents and
accounts books increased considerably. Property regis-
ters and archives, account books showing incomes
and expenditures, inventories, books of assessments
and evaluations, and property records multiplied; all
of these were written on paper, a material that was
much cheaper than parchment, but also much more
fragile and vulnerable.

At the same time, dozens and dozens of books
lay on library shelves in convents and cathedrals,
mainly liturgical books or books with sacred music,
which had not been read or used for a long time.®
These were closed books in a difficult language,
Latin, or an anachronistic notation, in the case of
the music books, and in old letter types, especially
the Visigothic script that had become impossible
to read. This set of internal factors regarding medie-
val manuscripts, along with others such as negli-
gence, the devotion to relics, the taste for owning
illuminated letters or a page, the spread of printing
in the 16™ and 17 centuries, or simply the exces-
sive ambition of booksellers or traders who found
selling by the page, which, as we know, is still the
case today, to be an extremely lucrative business,
undoubtedly favored the destruction rather than
the conservation of a cultural item that few people
appreciated anymore.’

Thus, taking into account the money earned by selling
parchment between the 12 and 15™ centuries, the
parchment pages of some books came to be re-used
as raw material for shoes and clothing.'® Others were
destroyed, on occasion by fire, but most, once their

binding had been removed, were to see their entire
or trimmed pages turned into covers for handwrit-
ten books on paper, especially if these were adminis-
trative books. On other occasions, smaller pieces of
parchment were used to reinforce bindings, as guard
sheets for handwritten books, and even for printed
books or as binding and purses for hanging seals.
More rarely, but it did happen, the blank versos of
these fragments were used to write new documents:
this is the case with two letters found in Monastery
of Pendorada, dated 1192, something that leads us to
recognize that the destruction of the respective manu-
script must have occurred, exceptionally, during the
12* century."

Musical manuscripts were destroyed less frequently to
reinforce the binding of medieval codices. There is
a beautiful missal from Cathedral of Coimbra for
pontifical use which has a fragment of a Mozara-
bic Antiphonary from the 10™ ex. or 11 century
in. as a guard sheet on the back cover. With regard
to this, Manuel C. Diaz y Diaz wrote that this
was “10™ century writing and undoubtedly came
from the region of the Duero or a little further
south”.!? It needs to be stressed that the parch-
ment codex can be dated between the 13™ century

ex. and 14" century in.,"

a fact that points to-
wards an extremely early dismantling of the Liber
misticus manuscript. This is why, given its great
age and value, it is hardly surprising that it would
form a part of the anthology of fragments that

constituted this study.'

This attitude, which is now condemned by anyone
who loves and is interested in culture and medieval
codices, was naturally a common practice at that
time, because, even apart from the reuse of material,
it also performed an extremely important function,
which was to cover and protect manuscript books
written on paper. Judging from the significant num-
ber of fragments in books from numerous archival
collections, there is no doubt that this type of be-
havior had not only extended to convents and ca-
thedrals, but also to houses of mercy, town halls,
colleges and chancelleries. For these reasons, all of
the Portuguese archives, from municipal to provin-
cial archives and from those in houses of mercy to
diocesan ones, have quite a significant number of
fragments.”
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Some have survived as book covers in good condi-
tion, or, on the contrary, they are badly damaged,
worn, stained and torn; others, due to decisions taken
by those responsible for them, have been carefully re-
moved from books and can be consulted as separate
documents.

In Portugal, based on the information available,
the oldest studies on fragments were the work
of the illustrious historian and paleographer An-
ténio de Vasconcelos, who wrote two important
pioneering articles on this subject between 1928
and 1929.1¢

Avelino de Jesus da Costa, a distinguished medieva-
list, gave a decisive boost to the research on fragments
in the 1940s. This tireless researcher went to forty-six
libraries and national archives and made an inventory
of 1,487 fragments, which will always be of incalcula-
ble value for the history of medieval culture. Yet even
though this is a highly significant number of frag-
ments, it is far from the real number, which is diffi-
cult to assess, despite the studies carried out by Pierre
David, Agustin Millares Carlo, Solange Corbin, and,
more recently, Manuel C. Diaz y Diaz,"” Anscari M.
Mundé,'® Jests Alturo i Perucho' and José Manuel
Ruiz Asencio,? all of whom have made an enormous
contribution to the development of the subject. As
Diaz y Diaz stresses, “The initial search and disco-
very, and then study of the remains of manuscripts
have always been the most productive and exciting
fields for codicological researchers. They are interes-
ting from numerous perspectives, as the possibilities
of locating them are combined with the chance to
reconstruct the codex that the fragments may come
from, and to interpret the history of the manuscript
until the process of its destruction can be justified or
understood”.?!

Another outstanding contribution to the subject was
to appear later, in 1993 and 1997, when the first
and second parts of the General Inventory of liturgi-
cal fragments of the Coimbra University Archive were
published. These made known seventy-five fragments
of codices from the 12, 13, 14™ and 15% centuries
for various kinds of liturgical books (missals, graduals,
antiphonaries, psalters and breviaries), which had
mainly been used as covers for 16* and 17* century
notarial books.??

In the meantime, there is great expectation about the
systematic inventory of fragments from the Middle
Ages that a group of young people, supervised by
Saul Gomes from the University of Coimbra, is cur-
rently carrying out in all of the archives and libraries
in Portugal. In all probability, this inventory will sig-
nificantly increase the number of fragments of which
we currently know.”

The study of the liturgy, and as a result of the series
of ecclesiastical celebrations that form part of Chris-
tian worship, is of course carried out from unwritten
sources, such as miniatures, paintings, gold and silver
items,or architecture, but the most important con-
tributions to the study of the liturgy are provided by
paleographic, epigraphic or sigillographic documents,
and especially by books.

In fact, the books not only of the Hispanic rite but
also of the Franco-Roman rite, which were adopted
on the Peninsula at the end of 11% century, be-
came indispensable for the solemnity, dignity and
ritual unity of church services. Some contained
only texts, generally taken from the Bible; others
contained chant and as a result are called notated
licurgical books.**

All manuscripts from a codicological and paleo-
graphic viewpoint, are the result of methods of
producing and writing books unique to scribes at
a specific time and place. Leaving aside the codi-
cological aspects of notated liturgical manuscripts
for now, which merit special attention because of
their specific nature, here we consider in outline
the graphic trends in manuscripts and musical
fragments from the 10" to 12 centuries kept in
Portugal.

It needs to be borne in mind, first of all, that we
can only refer to Portugal as a country from 1096
onwards, and as an independent kingdom after
1143. So the 10™ century and a large part of the
11™ correspond politically to the period of the Re-
conquest in the Peninsula, because the northern
part of what is now Portugal was under the sover-
eignty of the kingdom of Ledn, and the center and
the south of the country was occupied by the Mus-
lims. Nevertheless, in the 11™ century ex., there
were two important restored dioceses in Braga and
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Coimbra and several monastic centers, including
those in Guimaraes, Santo Tirso, Pendorada and
Santa Maria de Lorviao.

Only in the 12 century would the two great sym-
bols of Portuguese medieval culture, Santa Cruz de
Coimbra (1131)® and Santa Maria de Alcobaca
(1152), be founded. As a result, it seems under-
standable that the cultural environment in the western
part of the Peninsula before 1100 was rather unfa-
vorable for the production of music manuscripts,
literature or other genres.” These activities would
gradually become more common, undoubtedly as
the kingdom acquired peace and political and social
stability. Moreover, the skills of reading and writing
were very rare, limited almost exclusively to the lay

and regular clergy.

So it needs to be asked what culture the scribes and
cleric-notaries had; what method or methods of wri-
ting they followed; whether we can talk about writing
letters or books; whether the notated liturgical books
including chant neumes and texts were written by
one or several hands; and wheter it was necessary to
know about music and singing to copy notated litur-
gical manuscripts.

Of course a monastery or a cathedral could not func-
tion in any way without monks, canons or books. For
this reason, it was not unusual for scribes generally to
be members of the very same institution for which
they worked, although there were also cases in which
books were acquired on commission, on loan or as
the result of a donation.

It is a well-known fact that, although it was rare during
the period in question, there were female scribes (nuns)
and laymen. Despite this, the credit for the copying of
books was almost automatically given to men and cle-
rics, which matched the predominant reality through-
out Europe. In general, we know little about scribes,
because they remain anonymous most of the time.
They must have obtained their knowledge of reading,
writing, singing and other skills in the teaching centers
of that time. Nevertheless, scribes, in particular, would
have needed at least two years to achieve a perfect
mastery of the quill and the art of copying. In other
words, copying was considered to be a complex task
that required slow, specialized training, the techniques

of which would gradually improve with an increasing
number of years of experience and practice.”’

Because this was the case, it is hardly surprising that
after all of this training a scribe was fit to work on all
kinds of writings, whether these were books, docu-
ments or even inscriptions. On the other hand, it
would be less likely that a cleric-notary, who was
more used to drawing up or writing a wide variety
of diplomatic and legal correspondence, would be
able to copy manuscripts. Despite this, what united
scribes and clerics-notaries was much greater than
what might separate them.*

As for the characteristic writing styles used by those
who were able to write in Portugal during the 10®-12
centuries, we need to bear in mind that many kinds
of writing were in use, both as far as the types of
script and the care taken in producing them were
concerned.

We are still far from a significant spread of the abi-
lity to write in society, and as a result, written expres-
sion mainly followed more or less uniform models.
Behind these, of course, there was always a hand or a
person, but marks or traces of their personality were
rarely shown or revealed. It is wellknown that the
period between 10-12% centuries was an age charac-
terized by historical forms of writing that are typi-
cal of periods with low or very low levels of literacy.
Among these forms of writing, the main ones were
the Visigothic, Carolingian and Gothic scripts.

Most of the notated liturgical fragments from Por-
tugal published in this work are written in Carolin-
gian script or in a transitional script moving towards
the Gothic, which to a certain extent tallies with the
time period to which they have been ascribed af-
ter a rigorous critique of external elements, such as
the writing, parchment and inks. Characterising the
graphic trends in these fragments in this way does
not mean that they were copied in these areas at all,
because books, just like people, also moved from
place to place.

We now consider the Visigothic script, which has
an extensive bibliography. It corresponds to a way of
writing that was exclusive to Septimania and the Ibe-
rian Peninsula, which is where the oldest paleographic
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1. Breviary. Braga, AD, Frag. 45, 11" century, fol. r

testimony on slates, dating from the 7™ century, comes
from.”

Furthermore, the oldest original Latin letter that is
kept in Arquivo Nacional da Torre do Tombo, dated
27 March 882,%° comes from the northern region of
what is now Portugal, to be more precise, from the
church in Lardosa (Penafiel municipality). From this
date until 1172, we have a history of the development
of writing as far as documents are concerned,’’ but
not regarding manuscripts, a study which still needs
to be carried out.??

In fact, certain very precise periods have been esta-
blished for categories and types of script. As a result,
it is said that until 1014 there are only letters in Visigo-
thic cursive and semi-cursive, because the oldest evi-
dence of rounded Visigothic script dates back to this
year and would survive undl 1123.

There is a letter from 1054 with the testament of
the Matrona and Goda sisters, from the Monastery
of Pendorada, however, signed by Ansur: Ansur
scripsit. This is the oldest documentary proof to
provide information about the introduction of
abbreviation signs and the morphology of letters
that are specific to Carolingian script. This is there-
fore a unique example of a transitional Visigothic
script moving towards the Carolingian, the latter
of which persisted until 1172 as part of an extraor-
dinary coexistence between scripts. As a result,
it can be claimed that from 1108 onwards, the
Carolingian script was being used and, after 1111,
the Carolingian-Gothic forms are quite common.
In parallel with this, Gothic script would only be
adopted after 1123, and Cathedral of Coimbra was
an outstanding pioneering center in the practice and
diffusion of these new forms of writing, because it
definitively eradicated the use of Visigothic script

in 1137, almost forty years before it was totally
abandoned in 1172, as we have already pointed
out, which is the date of a letter regarding a dona-
tion given to Monastery of Pedroso.*

On the basis of the aforementioned data, we can see
how Portugal proved to be conservative as far as the
use of the national script was concerned. The fact that
it was far removed from the most highly developed
scriptoria, the progress made by the Reconquest, the
limited circulation of people and goods, the tradi-
tional reluctancy of people to change, and, finally,
the resistance to anything that came from abroad,
are the factors, among others, that help us to under-
stand the extremely slow progress from Visigothic to
Carolingian and Gothic script.

We are convinced, however, that the trends shown in
manuscripts would not have been very different; it is
worth stressing that the conservatism in the writing
in these letters can be seen above all in small-scale
cultural centers, and we have no information what-
soever about any production of manuscripts in these
centers. On the contrary, the copying of manuscripts
took place in the most economically, culturally and
liturgically developed cathedrals and monasteries.
Despite this, we cannot rule out the hypothesis that
a scribe may have remained faithful to the use of
rounded Visigothic writing or a transitional script in
an institution in which the use of Carolingian and
Gothic script was already predominant. In this re-
gard, it is worth referring here to the fact that the
oldest known dated manuscript in Portugal forms
part of the handwritten library of the Monastery of
Santa Cruz in Coimbra, the work of canons belon-
ging to the order of St. Augustine.> This is a beauti-
ful parchment copy, in two columns, that contains
readings for the daily liturgy, that is, a homiliary:
Liber comicus. This exemplar is dated from 1139, and
contrary to expectations, seems to have been copied
at Cathedral of Coimbra in an elegant transitional
Visigothic script moving towards a Carolingian
script. As we have already pointed out, Cathedral
of Coimbra was a highly dynamic cultural center,
which provides us with the earliest evidence of the
eradication of Visigothic script in single documents
(1137). However, the discovery of a manuscript
from 1139 that was still copied in Visigothic script,
even though it shows a strong Carolingian-Gothic
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2. Antifonary. Coimbra, AU, Frag. IV-3.2-Gav. 44 (20) B, 11" century
med., fol. r

influence, makes it quite clear that after 1137 scribes
at the Cathedral of Coimbra continued to use the
old ‘national’ script when copying manuscripts.

Let us now consider the set of fragments included
in this volume. It is clear that these fragments gene-
rally belonged to books that had been conceived
with an ideological-aesthetic function, and as a re-
sult, even if this was not really the case, they were,
on the whole, more like luxury books than books
for common use. So we need to bear in mind,
among other aspects, their size (300 mm long by
220 mm wide on average); the extraordinary care
taken in producing their elegant, harmonious
script; the decorative elements in the illuminated
initials; the meticulously drawn musical notation;
and the quality of the ink and the parchment,
which was to withstand the widespread abuse that
it would suffer over the centuries.

And let us look more specifically at the case of the
Visigothic writing that can be seen, for example, in
the fragment of the vespers office kept in the Ar-
quivo da Universidade de Coimbra, which comes
from its cathedral, as already pointed out. What
stands out just by looking at this is the fact that
it has two modules. One is very small and is cha-
racteristic of texts set to music, whereas the other,
which is much larger, is used in the other parts of
the manuscript. The hand that wrote the latter was
very familiar with Visigothic script in its rounded
form, without any influences of cursive or of con-
tinental Carolingian writing. It can be said, in all
honesty, that this is a pure Visigothic script. How-
ever, we do not think that the scribe was a distin-
guished calligrapher. For example, there are traces

of too much ink having been used, and the spaces
between words and even between letters are too
pronounced. Despite this, the generic characteris-
tics of the morphology of the letters in rounded
Visigothic script can still be seen: the open z and g,
the inverted tau and beta, the tall 7 that is like an /,
the excessively extended ascenders and descenders
of the p, f, gand 7, as well as the 4, /, d and 5, that
are also very long. Another typical feature of this
script is the limited use of abbreviation signs. Sus-
pension points and contractions were known but
rarely used.

The manuscript, which provides evidence of the
Hispanic rite, was copied on Portuguese territory
sometime between the 10* century ex. and 11%
century 772.% Manuel C. Diaz y Diaz placed it, as
I have already mentioned, in the Duero region or
a bit farther south, which makes sense, given that
it was found in a 14™® century missal belonging
to Cathedral of Coimbra. For this reason, it was
probably produced in this city or its surrounding
area. This was the Mozarabic period, when main-
ly churchmen were responsible for the survival
of culture and forms of writing in the Hispano-
Gothic world. This was the case to such an extent
that in an escurialense codex from 1047 in rounded
Visigothic script, an anonymous but learned hand
left the note “littera ista mogarava appellatur” to-
wards the end of the 13™ century or the beginning
of the 14™, and maybe even the same hand, or an-
other, ended up finishing this off with a “vel toleta-
na”.* It is well-known that as the years went by, the
Visigothic script gradually lost its original charac-
teristics because Carolingian script, which had first
appeared in the 8™ century in Charlemagne’s em-
pire, began to exert its influence in the 11" century
med., especially among those who could read and
write. Traditionally, four factors were considered to
have played a decisive role in the introduction of
what was known as the Carolingian script. 1) The
replacement of the Visigothic or Hispanic rite by
the Roman rite, that is, the new rite made it ne-
cessary to produce new books, copied at first from
manuscripts in Carolingian script. This became
a factor that encouraged the introduction of the
continental script; 2) The Council of Leén, which
met in 1090 and from which we have no minutes,
according to information passed on by later au-
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thors, such as Don Lucas of Tuy and Don Rodrigo
of Toledo, decided to make the use of Carolingian
script in liturgical books compulsory. 3) The in-
fluence of monks from Cluny, who brought
Carolingian script with them in their writing and
books when they came to Portugal, and 4) The ar-
rival in Portugal of individuals of French origin,
including Counts Henry and Raymond, as well as
various members of the Church. Some time ago,
we discussed this subject in greater depth in my
doctoral thesis,?”
that none of these factors was decisive, because the

and we came to the conclusion

oldest traces of knowledge of Carolingian script on
Portuguese soil, both in letters and manuscripts,
had already appeared in previous decades, before
the secondary rather than the leading role played
by any of the aforementioned factors could have
had any influence.

So what needs to be stressed is that Portugal went
through a long period of time when scribes used
a script that was between the Visigothic and the
Carolingian, a hybrid writing stage that to varying
extents contained elements of both scripts; this pe-
riod has been called 7ransitional Visigothic to Caro-
lingian, and it lasted from the 11" century med. to
the final quarter of the 12* century. Between 1054
and 1172 we know of about one thousand letters
written in this type of transitional script, which is
also known as semi-Visigothic. In fact, the writing in
question had elements that are now minimized of
Italian Visigothic and maintained some characteris-
tics of rounded Visigothic, but it differed from these
as far as the morphology of the letters and writing
movements were concerned. It was still a minuscule
script in which the width of letters, in general, was
no greater than 2 mm, however.

Some extremely unusual practices emerged from
this mixture of tradition and renewal; for example,
in the same word the open a appears alongside the
Carolingian «, the fau with the # and the open g
with the closed g. The coexistence of Visigothic and
Carolingian elements as far as abbreviations are
concerned is also significant. As for capital letters,
larger lower case letters still appear, and those that
are really capitals form part of Roman majuscule or
uncial script, even though on occasion unusual tra-
cings can be recognized.

Exceptionally, scribes continued to use monograms,
linked and enclosed initials, and, in special cases,
cryptography. This occurred in seven cases in 840
letters, as can be seen, for example, in the use of
numerals to replace the vowels in the names or the
posts of the scriptores, who hid behind this kind of
innocent game: X = a; XX = ¢, XXX = 4, X* = 0; 1=
u. It is especially worth mentioning the cryptograms
formed by neumes that are equivalent to letters.
With regard to this, Louis Brou wrote: “The neumes
in the Mozarabic notation in the North of Spain dis-
play the special feature that over the centuries they
have been assigned various types of meaning that
have nothing to do with music. This is what hap-
pens in the encoded writing that made use of many
of these Northern Mozarabic signs here that were

widespread in these regions”.®

As we have already noted, Visigothic transitional script
combined on the one hand, the tradition of maintaining
the use of the rounded Visigothic script; and on the
other, the future, reflected in the use of Carolingian
and even Gothic script. The numerous Portuguese and
peninsular manuscripts written in the Visigothic script
in transition towards Carolingian script provide solid
evidence of this dialectical combination.

So there can be little doubt that at the beginning
of the second half of the 11* century, Carolingian
script was already known in Portugal. Let us not
forget that the oldest piece of documentary evi-
dence for this phenomenon dates back to 1054.
In the eyes of the scribes from this remote period,
Carolingian script emerged as a revolutionary
graphic option that above all required a change of
mentality, because, as we have already had the op-
portunity to state in another piece of work, “chan-
ging writing was changing your way of thinking.”?
These changes especially concerned the care scribes
needed to take in the abbreviations and in the mor-
phology of the letters, the execution of which from
this moment on can generally be considered to be
elegant, or even extremely elegant. Created to serve
Charlemagne’s imperial policy and to eradicate the
numerous national scripts that were rough and
unpolished, the Carolingian script followed a wri-
ting model governed by certain specific rules, with
a clearly defined morphology in all its elements,
as well as a meticulous and unified approach to
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its execution, although there were cases of “rural”
Carolingian script, which were typical of culturally
backward environments, as can be found in Cata-
lonia during the 10™and 11" centuries.*

I must emphasize the fact that when Portugal and the
other peninsular kingdoms adopted the Carolingian
script between the 11™ century ex. and the 12 cen-
tury in., they received a script that had already been
contaminated by the Gothic, which, in the meantime,
had emerged in the Anglo-Norman region. According
to Agustin Millares Carlo, it is this “rigid, geometrical
and rather mannered” Carolingian script, that cor-
responds to the so-called Carolingian-Gothic or pre-
Gothic forms,"'of which many of our fragments are
good examples.

Even so, in isolated documents as well as in manu-
scripts, there is evidence of an almost pure Caro-
lingian script. A beautiful copy in Carolingian
script is the Mateus Missal, 1130-1150, fol. 8 of
which is reproduced in this work. In a compari-
son, although it is rather brief, between this script
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3. Missal/Breviary (?). Braga, AD, Frag. 37, 11" century ex., fol. v

and the previous one, the marked difference in the
form of all the letters immediately stands out. The
inverted beta and tau have disappeared to give rise
to the Carolingian # the open # and g have disap-
peared and the difference between the sizes of the
modules of the letters and of the ascenders and de-
scenders has been reduced; as a result, the strokes
finally became somewhat better-proportioned and
more harmonious.

The abbreviation systems were also expanded,
despite the fact that they maintained suspension
points and contractions, because there were no
other solutions. The most emblematic system was
the one with superimposed letters, which consis-
ted of placing a vowel with a smaller module over
a vowel or a consonant: §= pro; &= anima. Further-
more, various special signs with an absolute value
appeared, such as the 7 and e7, and they conti-
nued to use those with a relative value, such as the
one that was shaped like a convex line and at the
beginning of a word was equivalent to con or com,
and at the end was equivalent to us or os. Modifi-
cations to letters, such as the strokes attached to
the letter p, with the meanings per, pro and pre,
depending on whether the stroke cuts through the
limb horizontally or in undulating fashion, or if
it is placed on top, are typical and highly characte-
ristic in Carolingian script. In short, this is a beau-
tiful script that some medieval authors, who were
not indifferent to this aspect, described as good
writing and highly suitable, therefore, for copying
manuscripts.

The 12* century in. in Portugal was a period of
breaks and syntheses in writing. The Visigothic
scripts resisted the overpowering introduction
of Carolingian, Carolingian-Gothic and finally
Gothic as long as they could. In fact, what came
to Portugal after 1123 was a new writing model.
This was Gothic script, which is a term that re-
fers to the type of writing that was predominant
in Europe from the 12" until the 16™ centuries
in. It was originated in the Anglo-Norman region,
and its oldest traces date back to the 11™ century.
The most important changes would be to the
technique, however. Gothic script is undeniably
the result of a way of carving the quill asymmetri-
cally to the left, which led to alternating thick and
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fine strokes as well as to certain narrow and thin
forms. All of these characteristics were inspired by
the numerous artistic forms of expression of the
period to which Gothic script aimed to provide a
response.*?

Gothic, just like previous scripts, was also minus-
cule, but it did now have capitals of its own, many
of which were decorated, flourished and even illumi-
nated. In notated liturgical manuscripts we can still
identify two modules: a larger one for the text and a
smaller one for the antiphons, as occurs in the 12®
century Evangeliary readings from the Monastery of
Santa Cruz in Coimbra. Its dominant characteristic
is the break in the form of all of the letters, especial-
ly in the 4, g, m, n and o. This is why there are fewer
ligatures, because the more angular strokes are not
suitable for joining them together. The monograms,
linked initials and enclosed initials are maintained,
however.

As for brachygraphy, the Gothic script inherited and
reinforced all of the abbreviation processes used in
Carolingian script, as well as the aforementioned
modifications to letters. This was the script in which
medieval codices were written throughout Europe.
It proved to be elegant when it was used for books,
but later on it became cursive and messy when no-
taries and scribes recorded a will, a sales contract
or an excambion on parchment. It is also called a
university script, because it was disseminated in the
books used by teachers and students in a Europe no
longer exclusively restricted to convents and scrip-
toria, it was, as a result, more developed, educated
and literate.

To sum up, we have taken a look at the main
graphic trends followed by scribes in Portugal in
the 10" to 12 centuries. There are still some un-
answered questions, however, that we have asked
before. Can we talk about writing for letters and
writing for books? Yes, we can. There is no doubt
that, especially as far as the care taken in carrying
out the writing process is concerned, manuscripts
never use the cursive or semi-cursive scripts that
are characteristic of administrative documents, in
which the writing did not have the aesthetic func-
tion that was fundamental to codices. Even so, we
need to mention the numerous royal, episcopal or

private letters with a marked aesthetic value, which
is the result, in all probability, of the vicinity or
very close proximity of the scriptorium to the chan-
cery, which would mean that many scribes were
also notatores or scriptores. And what about liturgi-
cal books, with their special paleographic features?
Were they the work of one or several hands? We
will never know. It can be stated, however, that
the text and musical notation were most probably
written by the same person, but others could take
care, as often occurred, of the rubrics, the deco-
rated letters and the miniatures. It would also be
interesting to know whether the scribes of notated
liturgical manuscripts had to have a knowledge of
music. In view of the silence of the sources, we
can of course presume that this would have helped
them considerably, but it might not have been in-
dispensable for their art.

On the cultural journey from Visigothic to Gothic
script, we have witnessed the path followed by many
monks and clerics in the arduous task of producing
manuscripts. Between tradition and renewal, with
skilful hands and well-carved quills, they created
some wonderful testimonies of culture and society in

the late Middle Ages.

We have left some reflections on these pages on the
types of writing that were in use in Portugal from
the 10™ to 12* centuries and which produced an un-
known, but in all probability considerable, number
of manuscripts, judging from the number of golden
pages that have survived and which we can still admire
and study today.

NOTES
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The Hispanic Texts /n Diem Circumcisionis Domini

Eva Castro Caridad

he first of January gradually came

to be filled with a series of religious

celebrations in the western liturgi-

cal calendar. We need to remember

that this day in the calends of Janua-
ry was the day when the cheerful idolatrous fes-
tivities of the saturnalia took place. To contrast
with such pagan practices, the oldest Christian
celebration was a penitential festival with fasting
and prayer, known as Ad prohibendum ab idolis.
This office gradually lost importance during the
6™ and 7™ centuries, so that the Church of Rome
could add the commemoration of the Virginity of
Mary, the mother of God, on 1 January. Once 25
December was established as the day of the fes-
tivity of the Nativity of the Lord, and since this,
together with the celebration of Easter, was one
of the two focal points in the Christian liturgi-
cal calendar, the Nativity was accompanied by its
octave, which coincided exactly with 1 January.
In the mass on that day, the Gospel according to
St. Luke (2:21-40) was read. The story from the
New Testament refers to the evangelical event of
Christ’s Circumcision, which was considered to
be a reason for a special celebration, especially
in the Hispanic church, and which only began
to be included in books with the Roman rite in
the 11" century. The celebration of the festivity
of the Holy Name of Jesus is also connected with
the reading of the Gospel of St. Luke, which is
a second-class feast day that began to establish
itself in the 12% century. Finally, it needs to be
pointed out that, just as deacons had their feast
day on St. Stephen’s day, 26 December, priests
on the day of St. John the Evangelist, 27 Decem-
ber, and altar boys, on Holy Innocents’ Day, 28
of December, subdeacons, especially in northern
French churches during the 12* and 13* centu-
ries, had their feast day on 1 January, which gave
rise to the so-called festa stultorum or festa asinorum
and led to secular behaviors that were often far
removed from any liturgical decorum.!
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1. Liber misticus. Toledo, BC, 35-7, 11" century ex.-12% century in.,
fol. 551: Officium in diem nativitatis Domini ad vesperas

If we now focus on the celebration of the liturgical fes-
tivity of the circumcisionis Domini, we need to point
out that one of the earliest mentions of this comme-
moration can be found at the II. Council of Tours
(567), to be specific in canon 18 (17), where the various
fasting periods throughout the year are prescribed:*

Et quia inter natale Domini et epyfania omni die
festivitates sunt, idemque prandebunt excepto
triduum illud, quod ad calcandam gentilium con-
suetudinem patris nostri statuerunt, privatas in
kalendis Ianuarii fieri letanias, ut in ecclesia psalle-
tur et ora octava in ipsis kalendis circumcissionis
missa Deo propitio celebretur; post epyfania vero
usque quadragensima ter in septimana ieiunent.

As can be seen, the celebration of this vespers mass of
the Lord’s Circumcision still falls within the liturgical
context of the days of fasting and prayer of the ancient
office of the calends of January. This penitential period
that contrasted with gentile excesses, established by the
early Church Fathers and recalled by St. Augustine in
the sermon prepared for this day,” still has a significant
presence in Hispanic documents from the first half of
the 7* century on. One of the most important testi-
monies is that of St. Isidore, who in his treatise writ-
ten circa 610-615, titled De ecclesiasticis officiis, only
describes Christmas and Epiphany as feast days in the
Christmas season (De ecclesiasticis officiis, bk. 1, chaps.
25 and 26). Nevertheless, the day of the calends of
January, that is, the first day of the year, is mentioned
explicitly as one of the days of fasting in the year that
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had been created to counteract pagan practices [De
ecclesiasticis officiis, bk. 1, chap. 41 (40): De ieiunio ka-
lendarum ianuariarum):*

leiunium kalendarum ianuariarum propter errorem
gentilitatis instituit ecclesia. Ianus enim quidam
princeps paganorum fuit a quo nomen mensis ia-
nuarii nuncupatur. Quem inperiti homines ueluti
deum colentes in religione honoris posteris tradide-
runt, diemque ipsum scenis et luxoriae sacrauerunt
[...] Proinde ergo sanctipatres considerantes maxi-
mam partem generis humani eodem die huiusmodi
sacrilegiis ac luxoriis inseruire statuerunt in uniuerso
mundo per omnes ecclesias publicum ieiunium,
per quod agnoscerent homines in tantum se praue
agere ut pro eorum peccatis necesse esset omnibus
eclesiis ieiunare.

A few years later, around 615-618, St. Isidore himself
mentions the commemoration of the Circumcision
of the Lord as one of the most important festivals in
the liturgical calendar and consigns fasting to days
after this, as can be gathered from two chapters in his

De regula monachorum?

Chap. 10: De feriis [...] Placuit etiam Patribus a
die Natalis Domini usque ad diem Circumcisionis
solemne tempus efficere, licentiamque vescendsi ha-
bere.

Chap. 11: De ieiunio... Quartum item quotidi-
anum ieiunium post diem Circumcisionis exoritur,
peragiturque usque ad solemnia Pasche.

In accordance with the aforementioned testimony
provided by the Council of Tours, to which the Bezne-
dictio de circumcisione Domini ad Vesperum in the cele-
bration De octavas nativitatis Domini kalendas ianu-
arias from the Visigothic orationale can be added,®
it can be said that in the 6™ century the celebration
of 1 January was the commemoration of the Octave
of Christmas, one liturgical themes of which was the
Circumcision of the Lord. It was possible for this
situation to continue until the IV. Council of Toledo,
held in 633, the canon 11 of which, devoted to for-
bidding the chanting of the halleluja in Lent, clearly
shows that the calends of January are a period of pe-
nance, and quite directly invokes the previously men-
tioned text by St. Isidore included in De ecclesiasticis

officiis, as it recalls how it was created to counteract
pagan festivals:”

In temporibus quoque reliquorum calendis ianu-
ariis, propter errorem gentilium aguntur, omnino
Alleluia non decantabitur, in quibus etiam praeter
piscem et olus, sicut in illis XL diebus, ceteris
carnibus abstinetur et a quibusdam etiam nec vi-
num bibitur.

Nevertheless, in the second half of the 7" century,
Visigothic laws already recognized the festivity of
the Circumcision as being one of the most special
in the annual liturgical calendar, as two laws reveal:
one from Recesvinto’s time (f 672) and another from
Ervigio’s (T 687):*

Leges visigothorum I1, 1, 12: De diebus festis et fe-
riatis, in quibus non sunt negotia exequenda [...]
Nativitatis quoque dominice, Circumcisionis,
Epiphanie, Ascensionis et Pentecosten singuli dies
simili reverentia venerentur.

Leges visigothorum XII, 3, 6: Ut omnis Iudeus
diebus dominicis et in prenotatis festivitatibus ab
opere cesset [...] Dies tamen ipsi, qui ab isdem
Iudeis sollicita devotione sunt observandi, hii
sunt: id est festum virginis sancta Marie, quo glo-
riosa conceptio eiusdem genitricis Domini celebra-
tur, item natalis Christi vel circumcisionis sive ap-
paritionis sue dies, Pasca quoque sanctum vel dies
sacratissimi octavarum, inventionis quoque crucis
dominice festum necnon et ascensionis dominice
diem vel Pentecosten seu etiam concurrentes per
totum annum dies dominicos, religiosa Christi
fide venerabiles dies.

This kind of indirect evidence confirms the details
passed on directly by manuscript sources because it
has been shown that some of the texts in the Circum-
cision mass in the Hispanic liturgy can be found in
codices from the 17" century med., so that it can be
confirmed that in the middle of this century most of
the Hispanic masses regarding the Tempest had al-
ready been written, including the very mass of the
festivity that we are concerned with here. With re-
gard to the Christian religious celebration of Christ’s
Circumcision, the situation was quite complex at
that time, however, especially in Hispania, because



the Christians, except for the Ethiopians and Syrian
Nestorians, were forbidden to practice circumcision,
whereas the Jews in the Peninsula maintained it as a
sign of their commitment to the Covenant. This clash
between a practice applied to Christ and maintained
by the Jews yet abolished among Christians explains
the highly theological and aesthetic nature of the lite-
rary texts for the festivity of the Circumcision in the
liturgy of the Hispanic rite.

THE PERICOPES IN DIEM CIRCUMCISIONIS DOMINI

The feast day of the Circumcision, so deeply rooted
in the Hispanic liturgy, is a logical extension of the
celebration of Christmas because it refers to events
that are closely linked to Christ’s birth, according to
their chronological sequence in the Gospel of Luke,
which is the only one to describe them. Bear in mind
in this respect that the Gospel at mass /n diem circum-
cisionis Domini is Lk 2:21-38, which is the continua-
tion of the Gospel of the mass /n natale Domini (Lk
2:1-20). We must also point out, however, that many
of the liturgical texts for 1 January refer directly to the
Lord’s Nativity, thus establishing a close relationship
and continuity between the two feast days.

Thanks to a variety of surviving manuscripts, we can
know the liturgical texts that shaped the various cere-
monies on this day, although here we only focus on
the ones that formed part of the mass.' To discover
the texts of the chants and prayers that made up this
mass, we have two very different sources. On the one
hand, we inevitably need to turn to the 1500 edition
of the Missale mixtum, prepared by Ortiz and revised
and republished in 1755 by Alejandro Lesley, whose
work was reproduced precisely by Migne in his Pa-
trologia latina LXXXV"" As is wellknown, Ortiz’s
commendable work displays a series of special fea-
tures that he himself acknowledges in the dedication
to Cardinal Cisneros and which were noted by José
Janini."* According to this illustrious scholar, Or-
tizs Missal is a liber conflatus, which uses elements
taken from the Toledo missal based on the Roman
rite, from manuscripts of the Visigothic-Mozarabic
liturgy, and even from creations by Ortiz himself,
who changed the position of prayers or rewrote others
in imitation of older texts. It needs to be pointed
out that the texts for the mass on this feast day have
survived in several very old codices. The three readings
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2. Liber commicus. Madrid, RAH, Cod. 22, 11" century (1073), fol. 23r

in the mass are found in two copies of the Liber com-
micus, used by Brother Justo Pérez de Urbel in his
edition," whereas the prayers in the mass are known
thanks to three codices, used both by Marius Férotin
and by Janini in their scholarship.'

If we compare the Missale mixtum and the surving
liturgical codices, certain differences and significant
similarities emerge. The differences in the readings
result from comparison of Ortiz’s Missale to the
copies of the Liber commicus. There were three rea-
dings, as was usually the case on important feast
days: first, a reading from the Old Testament prophets
(Prophetia);" second, a reading from the Apostles,
normally from St. Paul’s letters;'® and third, the
Gospel (Evangelium). Both kinds of sources use Lk
2:21-40, as the Gospel reading of mass on the feast
day of the Circumcision, given that he is the only
Evangelist to tell this story, as we have already noted:
“Et postquam consummati sunt dies octo, ut cir-
cumcideretur puer, vocatum est nomen eius lesus,
quod vocatum est ab angelo prius quam in utero
conciperetur [...]”. The Gospel lesson also includes
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the stories of the purification of Mary, the presenta-
tion of Jesus in the temple, the blessing of the old
man Simeon and the reference to the prophetess,
Anna, and all of these motifs are included in various
prayers, antiphons and hymns in the mass and ofhice
performed on this feast day.

As far as the other two readings in the mass, from the
Prophets and Apostles, the sources differ, however. The
first reading in the Liber commicus' is Gen. 21:1-8,
on Sara’s conception and the birth of her son, Isaac,
who is circumcised on the eighth day and given his
name, according to God’s command received by his
father, Abraham: “Visitavit autem Dominus Sarram,
sicut promiserat [...]”. Nevertheless, Ortizs Missale'®
includes a passage by the prophet Isaiah (Is 48:12-20),
with warnings to Israel about its liberation from Baby-
lon: “Audi me, Tacob, et Israel quem ego voco; ego ipse,
ego primus, et ego novissimus [...]”. The second rea-
ding from the Liber commicus" is from St. Paul’s letters
to the romans (Rom. 15:8-13): “Dico enim Christum
lesum ministrum factum circumcisionis propter veri-
tatem Dei, ad confirmandas promissiones patrum”,
although the Missale includes St. Paul’s letter to the
Philippians (Phil. 3:1-8), where he warns against Ju-
daising practices and claims that the Christians are
truly circumcised in spirit: “Gaudete in Domino.
Eadem vobis scribere mihi quidem non pigrum, vobis
autem necessarium [...]”.

A review of the various prayers in the mass and of-
fice clearly reveals that, in addition to the Gospel
of the day, the readings in the Liber commicus, and
not the Missale mixtum, inspired most of the texts
for this feast day. Thus, Abraham is mentioned as
the receiver of the covenant, whose sign in the Old
Testament was circumcision precisely, as in the
prayer Ad pacem in the eucharistic celebration on
this day:* “quem et Abraham in se uno ostendit,
quum alios ex circumcisione, alios ex fide sua ve-
nire portendit”.?! It was the passage from St. Paul’s
epistle to the romans, however, that left most traces
in several prayers, not just in the mass but also in
the office. This is the case with the Benedictio in the
mass, where we can read: “[...] ad eum perveniatis
qui ad confirmandas promissiones patrum minister
factus est circumcisionis”;* or in the prayer from
matins, that is joined to the antiphon Postqguam con-
summati sunt dies octo, which begins: “Christe Dei

filius, qui factus ex muliere, factus sub lege ad con-
firmandas promissiones patrum minister circumci-
sionis es factus”.?® St. Paul’s epistle is also one of the
sources of the prayer Completuria ad vesperum on
the feast day of the Circumcision in the Visigothic
orationale: “Christe, filius Dei patris, qui minister
factus circumcisionis et paternarum promissionum

es omnimoda plenitudo”.*

One of the most significant pieces of evidence regar-
ding the pericopes that made up the Eucharistic cele-
bration on the feast day of the Circumcision is the
Benedictio de circumcisionis Domini ad Vesperum in
the celebration De octavas nativitatis Domini kalendas
ianuanias. As mentioned earlier, this prayer is interes-
ting® because it is very old and that it may have been
written before the Hispanic feast of the Circumcision
was organized, given that it is found precisely in the
celebration of the Octave of Christmas, and not on
the feast day of 1 January that would become a cha-
racteristic feature of the Hispanic liturgical calendar.
The blessing, as in any prayer of this type, is a formula
consisting of three invocations, to which the congre-
gation would answer amen. In it, the gifts they hope
to receive are summarized:*

Benedictio de circumcisione Domini ad Vesperum:
Dominus Iesus Christus, qui ad confirmandas pro-
missiones patrum minister circumcisionis voluit
esse, ipse cordium vestrorum inmunditias digne-
tur auferre. Idem, qui precepto legis suae signum
desecte carnis accepit, omnes a vobis sordes sui
amoris conexione depurget. Et qui vos filios Abrae
in se ipso, qui est semen eius, benedicere repromisit,
hereditatis beate vos conlatione munificet.

As can be seen, the first prayer is directly inspired
by St. Paul’s epistle to the romans (Rom. 15:8-13),
which establishes the meaning of circumcision in the
New Testament based on the figure of Christ in rela-
tion to circumcision as a sign in the Old Testament ac-
cording to Abraham’s testimony and his descendents,
and this is the meaning of the passage from Genesis
(Gen. 21:1-8), chosen as the first reading in the mass
of the Circumcision.

The list of pericopes in the Liber commicus also
explains a well-established typological connection
between the New and Old Testament regarding
Christ’s Circumcision and St. Paul’s subsequent



spiritual interpretation of this event. In this respect,
it needs to be stressed that the Venerable Bede
used several chapters both from Genesis, especially
those regarding circumcision, as a sign of the new
pact between Yahweh and Abraham (Gen. 17), and
from St. Paul’s epistle to the romans (Rom. 1; 4;
6), in which circumcision in the Old Testament is
interpreted as a sign of justice through faith, in his
exegetical and homiletic writings.”” It should never-
theless be borne in mind that the liturgical use of
Luke’s Gospel in the Venerable Bede’s work con-
cerned the Roman rite because the celebrated feast
day was the feast of the Octave of Christmas and
not of the Circumcision, as was characteristic in
Gallican and Hispanic usage. This fact inevitably
means that, although Christ’s Circumcision plays
an important role in the Venerable Bede’s reflec-
tions, his texts were chosen with the celebration of
the Octave of Christmas in mind.

Study of the various pericopes in the first and second
reading in the mass on the feast day (Propheta and
Apostolus) as found in the Missale mixtum by Ortiz
and the Liber commicusleads to a final conclusion that
whereas the readings in the Liber aimed to establish a
general typological connection between circumcision
in the Old and New Testament, those in Ortiz’s Mis-
sale probably point towards a problem in Visigothic
Hispanic Society resulting from the Jewish practice of
circumcision of the flesh, which was forbidden by the
civil and ecclesiastical authorities.

THE ORATIONES

Both types of sources, that is the manuscripts and
Ortiz’s Missale mixtum, show no variation in the
nine prayers that make up the typical mass in the
Hispanic rite.”® It has been pointed out on vari-
ous occasions that it is precisely this set of nine
prayers in each mass that helped to give the eucha-
ristic celebration of the Hispanic rite its exuberance
and literary and musical splendor, compared with
the Roman rite. The prayers that are recited by the
officiating priest at various times during the Eucha-
rist form what is called a canon in the Roman mass.
They are characterized by the fact that they are inde-
pendent of each other and are specific to each feast
day. Their content may be of a general nature, de-
signed more for the specific moment in the liturgy
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when they are recited, or they may be specific and
develop the theological content of the feast day that
is being celebrated. In any case, the authors of these
texts used a variety of literary sources on numerous
occasions and took themes that provided inspiration
from them.

The first observation that needs to be made regarding
the nine prayers in the mass for the feast day of the
Circumcision is that each performs the characteris-
tic function that was traditionally assigned to it.”
The first prayer in the Circumcision mass is “Deum
qui nobis id prospicit” (no. 173), generically called
Missa or Oratio admonitionis, and its aim is to urge
the faithful to pray and to celebrate the feast day.
The second, “Perfecta ingeniti sapientia patris” (no.
174), known as Alia, is characterized by the fact
that God is asked here to accept the congregation’s
requests with benevolence. The third, “Domine
Iesu Christe, qui mortalitatis hominem” (no. 175),
is the prayer known as Post nomina, in which the
officiating priest presents the offerings and asks for
eternal life for the offerers and the dead. The fourth
prayer, Ad Pacem, “Christe, finis legis ad iustitiam”
(no. 176), asks God to grant peace to those present
and absent, and urges the congregation to wish each
other peace. The Inlatio, “Dignum et justum est, te
ineffabilis inmenseque sapientie deum” (no. 177)
is the longest prayer in the mass of the Hispanic
rite and is characterized by its theological reflec-
tion on the feast day. The prayer Post Sanctus, “Vere
incomparabiliter te esse sanctum” (no. 178) para-
phrases the chants of the ordinary, the sanctus and
hosanna. The seventh prayer, “Deus, auctor om-
nium te conditor” (no. 179), is called Post pridie
and consists of a prayer to God for him to bless the
eucharistic offering and grant spiritual blessings to
those members of the congregation who will take
part in the communion. The penultimate prayer,
Ad orationem dominicam, “Unigenite dei filius, qui
nos non carne” (no. 180), is an introduction to
the Lord’s Prayer, which reflects on the reasons for
praying. The final prayer in the Hispanic system is
called Benedictio, and in this case the text “Domi-
nus lesus Christus, qui ut legem adimpleret” (no.
181) is characterized by its three parts addressed
to members of the congregation, who reply amen
after each one. Each part summarizes the themes
expressed in the other prayers.
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The second observation that needs to be made re-
garding the nine prayers for the feast day of the
Circumcision, is that all refer to the celebration of
this day and its theological meaning, except the first,
“Deum qui nobis id prospicit convenire” (no. 173).
This text contains the oldest Hispanic functional
and thematic characteristics of the Missa or Oratio
admonitionis, because it is addressed to the entire
congregation (tota poscamus, dilectissimi fratres, men-
tis intentione), which extolls the joy of taking part in
the celebration, as shown by the use of certain verbs
and nouns such as collaudare, exulrare, preconiis or
gaudia, and God is asked to enable the congration
to achieve eternal life (“ut dum officiis impensius
mancipamur, celestium sacramentorum participium
consequi mereamur”). One of the themes in this o7a-
tio is precisely the festivities on this day, but in this
case it is not referring to the Lord’s Circumcision but
to Christmas, which reveals not only the close con-
nection between both festivities, but also the fact that
1 January was also celebrated as the Octave of Christ-
mas (“ut mysterium incarnationis eius [lesu Christi]
pro nostre salutis redemptione celebratum, augeat in
nobis gaudia numquam ulterius finienda”).

The other prayers refer to the Circumcision both as li-
turgical celebration and as a symbol of the New Cove-
nant and use biblical passages that are taken not only
from the readings of the mass of that day. Among
these it is especially worth mentioning not only the
lovely Inlatio, “Dignum et iustum est, te ineffabilis
inmenseque sapientie” (no. 177), but also the second
prayer, “Perfecta ingeniti sapientia’ (no. 174).° It is
divided into two well-defined sections as far as its
content and form are concerned. The first section is a
beautiful prayer addressed to Christ, which is struc-
tured around two formulas:

a) Perfecta ingeniti sapientia patris, mentibus ce-
lesti munere inlabere nostris, contemnendo quod
offendimus, et condonando te inspirante quod
querimus.

b) Abscide, quesumus, cordium nostrorum aurium-
que preputia, qui pro nobis dignatus es infantie ge-
stare crepundia, ut quod in tua carne secundum legis
litteram fieri circumcisione voluisti corporea, id nos-
tre saluti competenter impendens, ab omni supersti-
tione voluptatum absterge nostra precordia.

The first formula asks for the purification of our
sins. The second focuses on the theme of the cele-
bration, the circumcision of the flesh, circumcisione
corporea, as a part of the Christmas cycle, to which
it alludes at the text “qui pro nobis dignatus es
infantie gestare crepundia” (“you, who for us has
deigned to bear the nappies used in childhood”).
With all of this, this circumcision to which Christ
submits to fulfil the letter of the law, secundum legis
litteram, has a symbolic nature, in accordance with
the new reading from the New Testament: “Abs-
cide, quesumus, cordium nostrorum auriumque
preputia” (“Cut, we beg of you, the foreskins of
our hearts and ears”). The circumcision of the heart
is already mentioned in the Old Testament, specifi-
cally in Deuteronomy (Dt. 10:16: “Circumcidite
igitur praeputium cordis vestri”; Dt. 30:6: “Cir-
cumcidet Dominus Deus tus cor tuum et cor semi-
nis tui”), just as is the circumcision of the ears in a
passage from the Prophet Jeremiah (Jer. 6:10: “Cui
loquar et quem contestabor ut audita? Ecce incir-
cumcisae aures eorum et audire non possunt”). The
text of the Hispanic oratio is directly inspired by
the exclamation of the protomartyr Stephen in-
cluded in the New Testament (Acts. 7:51), how-
ever: “Dura cervice et incircumcisis cordibus et
auribus, vos semper Spiritu sancto resistitis” (“Yet
stiffnecked and uncircumcised in heart and ears,
you do always resist the Holy Ghost”).

As far as the form of the text is concerned, it is
worth noting the prose with assonance by means
of the use of cola with rhymed endings (patris /
nostris; offendimus | querimus; preputia | crepun-
dia | precordia; circumcisione | superstitione), and
the use of certain stereotypical expressions, such as
ingeniti patris.®>' As Janini has shown,* these two
formulas, that is, from Perfecta up to competenter,
are not originally from the Hispanic liturgy but
can already be found in a Roman sacramentary
from the year 700, kept in Milan.?* With all this,
it is worth pointing out the elegant process used to
adapt these formulas to the Hispanic prayer, since
the second one is completed by a plea of Hispanic
origin that is joined to what has gone before by
means of the formal procedure of assonance, as the
new text superstitione is made to rhyme with the
previous circumcisione, and precordia with crepun-
dia and preputia.



This new added phrase is not just an amplificatio
with the aim of embellishing the old prayer but is
highly significant insofar as it explains its symbolic
value, which is merely the value of purity, with
which the Jewish practice of circumcision should be
interpreted by Christians.** On the other hand, the
lexical formulation of this last phrase would evoke
among the faithful the Visigothic legislative regu-
lations against the Jews, especially the laws passed
by King Ervigio, given that the Jewish religion was
often considered to be a superstitio by Christian law-
makers.” In this body of law the practice of circum-
cision of the flesh by the Jews, carnis circumcisio, is
often also contrasted with the circumcision of hearts
by Christians, as pointed out in the Lex visigotho-
rum X1, 3, 4, titled Ne Tudei more suo celebrent Pasca
vel carnis circumcisiones exerceant ac ne christianum
quemquam a fide Christi dimoveant, where it says:
“Et si cordis nobis circumcisione gauderet, adum-
bratam illam corporis expoliationem nullo modo in
carne exprimeret”.

The second section of the oratio (no. 174) that we
are analysing is of Hispanic origin and inspired by
the epistles of St. Paul, from which it takes various
elements.

Lac tuum nutriat parvulos, qui fieri dignatus es
pro nostra redemptione pusillus. Ut sicut in te
quum ista prestares nullum sensit omnipotentia
detrimentum, ita et FIDES nostra tuo munere
confortata, nullum patiatur aliquando defectum,
sed ad solidum gratie tue perveniat fundamen-
tum.

So, the lac tuum nutriat syntagm is based on the text
in 1 Cor. 3, 1, 2: “Lac vobis potum dedi, non escam”;
in the same way that nullum detrimentum is on Phil.
3:8: “Verumtamen existimo omnia detrimentum esse
propter eminentem scientiam Iesu Christi Domini
mei: propter quem omnia detrimentum feci [...]”. The
author of the Hispanic text also imitates the composi-
tional procedures of the Roman formula by using asso-
nance at the ends of the cola by thyming detrimentum
/ defectum / fundamentum. Furthermore it is possible
that the Hispanic liturgist might have remembered
the St. Augustine’s sermon on the Circumcision of the
Lord in which certain elements from the peninsular
text can also be found:

THE HISPANIC TEXTS /N DIEM CIRCUMCISIONIS DOMINI

Altissimi namque Salvatoris humilitas non ipsi
aliquod intulit detrimentum, sed incrementum
nobis contulit magnum [...] dignatus est Creador
[...] et Deus factus hominis homo verus ex homine
fieri, quinetiam pannis involvi in angustissimo
praesepio.

The prayer, which is the first in this mass to refer to
the reason for the liturgical celebration of this day,
Christ’s Circumcision, stresses the close link to the
Christmas cycle. On at least two occasions, two
themes are restated that are used in prayers from the
Christmas mass:*

a) Dignatus es infantie gestare crepundia about
Circumcision evokes the text Per illam crepundia
gestavit per istam regna subjecit from the prayer of
the Inlatio from the Christmas mass.

b) Lac tuum nutriat parvulos on Circumcision re-
fers directly to Lac tuum Eclessie tue parvulos from
the prayer Alia from the Christmas mass.

THE HYMNS ON THE FEAST DAY OF THE LORD’S
CIRCUMCISION

Depending on the sources that one consults, there
were two hymns sung at Vespers of the Lord’s Cir-
cumcision. The famous Antiphonary of Leén*” men-
tions in the incipit, that is, through the first words
of the hymn, A solis ortu cardine,*® inspired by the
poem of the priest Sedulius (5" century 77.),%” which
is a hymn of praise for Christmas that mentions
Mary’s virginity.

The contents of the hymn Sacer octavarum dies (pu-
blished in Analecta hymnica medii aevi XXVII: no.
8), refers more specifically to the feast day that we
are concerned with here and takes three sources as
references,” to which we now need to add another
one from the 12" century in. from Toledo.”" The
poem has seven verses, each of three rhythmic lines
with fifteen syllables, with an 8p + 7 pp structure,
that imitates the rhythm of the classical trochaic
septenary.” As far as its content is concerned, the
piece is an excellent example of the theological work
produced by the Hispano-Visigothic Church,® on
account of its structure and its inclusion of biblical,
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3. Liber misticus. Toledo, BC, 35-7, 11 century ex.-12" century in.,

fol. 94v: Officium in diem circuncisionis Domini ad vesperas

liturgical and even political references, but these al-
ways fall within the themes of the feast day that is
being celebrated. The first verse is a good example of
what has just been explained:

1) Sacer octavarum dies hodiernus rutilat,
quo secundum carnem Christus circumcisus
traditur

Patri, non adoptione, coaeternus genere.

Each one of the lines elegantly and subtly provides
information. The first points out the hic et nunc of
the feast day and refers to the very old liturgical
celebration of the Octave of Christmas; the second
is based on the Gospel story itself and stresses the
Hispanic liturgical theme; finally, the third restates
church dogma by clearly referring to the adoptionist
heresy, championed by Elipandus of Toledo** in the
8" century ex. The hymn is used in this way, just like
other liturgical texts, to explain the dogmas of the

Catholic faith.

The second verse refers to one of the themes that
is dealt with most often in the Christmas liturgical
cycle: Mary’s virginity. Let us not forget that this
theme was included in the original expiatory cele-
bration of 1 January from the 7* century onwards.

Thus, the Hispanic text recalls one of the oldest
and most traditional contents of this celebration:

2) Spiritu completur alvus incorruptae virginis,
pariens quae mansit caelebs virgoque puerpera.
[llibatam genetricem proles casta eligit.

The third, Inde Simeon grandaevus, and fourth verse,
Sed nec illa impar Anna, describe the episodes in the
New Testament involving the recognition of the Son
of God by the elderly Simeon and Anna (Lk 2:25-32;
36-38). These themes were also included in the exten-
sive Inlatio in the mass, in the Oratio ad vesperum and
in the Completuria ad matutinum in the celebration
De octavas Nativitatis Domini kalendas ianuarias in the

Verona Orationale, and in various antiphons from the
office for this day.®

The fifth verse is also a literary description of an episode
contained in the reading of the Gospel for this day; to
be more precise, the story of the offering of a pair of tur-
tle doves or pigeons (Lk 2:24), according to the Lord’s
Law, for the purification of a woman who has just given
birth (Lev. 12:8; 5:11). Whereas the Church Fathers in-
terpreted the birds offered in sacrifice allegorically and
symbolically,® the Hispanic text sticks scrupulously to
the aforementioned biblical meaning, as does the text of
the Inlatio in the mass for this day:¥

5) Veneranda tunc ex lege offeruntur munera
Turturum columbarumque bina in sacrificia
Corporis quae animaeque puritatem doceant.

The sixth verse has a profound evangelical content,
since Christ’s circumcision is one of the signs that
confirm the words that Jesus would say at the begin-
ning of his public life (Mt 5:17): “I am not come to
destroy, but to fulfil”. His circumcision entails Christ’s
compliance with and obedience to the Old Law and
at the same time has a new meaning. The overlap be-
tween Old and New Testament represented by Christ’s
circumcision is constantly stressed by St. Paul in his
epistles and by later homiletic literature.®® The verse
also ends with a line in which the dogma of the Trinity
is reasserted, not just to combat the heretical ideas of
that time to which it refers, as we have already seen in
the third line of the first verse, but also to make way for
the final verse, Gloria et honor, which is a doxology in
praise of the Trinity:



6) Impleta est priscae in eo  legis circumcisio,
utriusque ut testamenti se auctorem ostenderet
qui manens in Trinitate universa condidit.

In the same way that the Christmas hymn A so/is ortu
cardine was adapted for performance on certain Ma-
rian feast days, such as the Annunciation,” Sacer oc-
tavarum dies was also adapted, possibly very recently,
for the Marian feast day of the Purification.’® The
changes consist of omitting verse 6, Impleta est pricae
in eo, and modifying verse 1 in the following way:

1) Sacer puritatum dies  hodiernus rutilat

quo secundum carnem Cristus  templo Simeon tra-
ditur

Patri, non adoptione, coaeternus genere.

The close link between the Christmas celebration of
the Lord’s Circumcision and the Marian feast day of
the Purification is apparent in the constant exchange
and adaptation of prayers, antiphons and hymns, as
we have just pointed out. However, the fact that many
of the Marian texts modelled on Christological com-
positions only appear in Oritz’s Missale mixtum and
in Lorenzana’s Breviarium gothicum leads us to suspect
that they were pieces that were recreated by 16" cen-
tury publishers in their eagerness to round off all of the
feast days in the liturgical calendar of the Hispanic rite
with artistry.

NOTES

! One of the latest studies on the celebrations for subdea-
cons is by Wulf Arlt. “The Office for the Feast of the Cir-
cumcision from Le Puy”. In Margot E. Fassler and Rebecca
A. Baltzer, eds. 7he Divine Office in the Latin Middle Ages.
New York: Oxford University Press, 2000, 324-343.

2 Concilium Turonense (a. 567). In Carles de Clercq, ed.
Concilia Galliae (a. 511-695). Turnhout: Brepols, 1963,
182 (Corpus Christianorum: Series Latina 148a).

3 Augustinus. Sermones de Tempore. Sermo 198: De calen-
dis januariis. In ].-P. Migne, ed. Patrologia Latina. Paris:
Garnier, 1844-1889. Vol. XXXVIII: col. 1024: “Currunt
illi ad theatrum, uos ad ecclesiam, inebriantur illi, uos ieiu-
nate”.

4Isidorus. De ecclesiasticis officiis. Turnhout: Brepols, 1989,
46-47 (Corpus Christianorum: Series Latina 113); and J.-
P Migne, ed. Ibidem, col. 752. To write this chapter, St.
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Isidore was inspired by sermon 192 by Cesarius, titled
De kalendis ianuariis. Turnhout: Brepols, 1953, 779-782
(Corpus Christianorum: Series Latina 104).

S Isidorus. Opera Omnia. En ].-P. Migne, ed. lbidem. Vol.
LXXXIII: cols. 880-881.

¢José Vives, ed. Oracional visigético. Madrid: CSIC, 1946,
119-120, no. 359: “Dominus lesus Christus, qui ad con-
firmandas promissiones patrum minister circumcisionis
voluit esse ...”.

7 Idem, ed. Concilios visigdticos e hispano-romanos. Barce-

lona, Madrid: CSIC, 1963, 195-196.

8Karl Zeumer, ed. Leges visigothorum. En Monumenta Ger-
maniae Historica: Legum sectio I. Vol. 1. Hannover, Leipzig:

Weidmann, 1902, 59, 434-435.

? José Janini, ed. Liber missarum de Toledo y libros misti-
cos. Toledo: Instituto de Estudios Visigtico-Mozdrabes,
1983. Vol. 2: xxxvi, points out that in the Irish palimp-
sest, from the 7% century med. (Munich: Staatsbiblio-
thek, Clm 14429), prayers are kept for the masses for
Circumcision, Innocents, Easter and the second Sunday
after the Octave of Easter, which were still being copied
in the Liber missarum de Toledo and in the mystical books
of Silos many centuries later.

19The different kinds of liturgical books with the Hispanic
rite have been listed and described by Jordi Pinell. “Los
textos de la antigua liturgia hispana. Fuentes para su es-
tudio”. In Juan Francisco Rivera Recio, dir. Estudios sobre
la liturgia mozdrabe. Toledo: Instituto Provincial de Inves-
tigaciones y Estudios Toledanos, 1965, 109-164.

"' J.-P. Migne, ed. Op. cit. Vol. LXXXV: cols. 217-222,
In Circumcisione Domini. Ad missam. To understand the
selection method for pericopes in the Missale mixtum, Jordi
Gibert-Tarruell’s work. “El sistema de lecturas de la cin-
cuentena pascual de la liturgia hispdnica, segtin la tradicién
B” is very interesting. In Liturgia y miisica mozdrabes.
I Congreso Internacional de Estudios Mozdrabes. Toledo:
Diputacién de Toledo. Instituto de Estudios Visigdtico-
Mozérabes, 1975, 111-124.

12 José Janini, ed. Op. cit. Vol. 2: Ixiii-Ixviii.

13 The codices mentioned are: Paris, BNE N. A. L. 2177,
1067 (from Silos), and Madrid, RAH, Cod. 22, 1073
(from San Milldn de la Cogolla). The edition that must be
consulted is by Justo Pérez de Urbel, and Atilano Gonzdlez
Ruiz-Zorrilla, eds. Liber commicus. 2 vols. Madrid: Ber-
mejo, 1950.

4 José Janini, ed. Op. cit. Vol. 1: 59-62, nn. 173-181,
where the Missa in diem Circumcisionis Domini is pu-

blished. The manuscripts that have survived are: Toledo,
BC, ms. 35-3, 11" century (which has been used as the
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basic text by the previously mentioned author); London:
BL, Add. ms. 30844, 11" century; and Toledo, BC, Cod.
35-7, 12 century. The descriptions of these codices can
be consulted in ibidem. Vol. 2: xvii-xxii. It is also pu-
blished in Toledo, BC, Cod. 35-7, that contains the of-
fices for this feast day. Ibidem. Vol. 2: 233-272, especially
pages 264-265. The mass, published on the basis of the
three aforementioned codices, is also found In Marius
Férotin, ed. Le Liber mozarabicus sacramentorum et les
manuscrits mozarabes (reimpr. de ['édition de Paris 1912 et
bibliographie générale de la liturgie hispanique, préparées et
présentées par A. Ward y C. Jonson). Rome: CLV Edizioni
Liturgiche, 1995, 220-222, nn. 173-181 (hereafter LM).
The celebration of the feast day of the Circumcision, as
included in Toledo, BC, ms. 35-7, is found in LM, 561-
563, and in London, BL, Add. ms. 30844, in LM, 587-
588.

15 LM, 13: “Prophetia: La Premiére des trois lectures bibliques
habituelles. Pendant la Caréme, elle était tirée du Penta-
teuque et des Livres historiques de 'Ancient Testament, et
dans des traditions variantes on ajoutait des textes tirées des
Livres sapientiaux. Au temps de PAques la lecture érait ex-
traite de "Apocalyse”.

16 Thidem: ‘Apostolus: Lecture des Epitres de saint Paul,
remplacée pendant le Caréme par des textes tirées des Epi-
tres Catholiques, et, dans le temps de Paques, des Actes des
Apbtres”.

17 Justo Pérez de Urbel, and Atilano Gonzilez Ruiz-Zorrilla,
eds. Op. cit. Vol. 1: 38-39.

18 J.-P. Migne, ed. Op. cit. Vol. LXXXV: cols. 217-218.

19 Justo Pérez de Urbel, and Atilano Gonzélez Ruiz-Zorrila,

eds. Op. cit. Vol. 1: 39.

# Regarding the system of prayers in the Hispanic mass
and the typical characteristics of each of them, see the bi-
bliographic references contained in note 28.

2 LM, 220, no. 176; José Janini, ed. Op. cit. Vol. 1: 60,
no. 176.

2 LM, 221, no. 181; José Janini, ed. lbidem. Vol. 1: 62,
no. 181.

B José Vives, ed. Oracional visigético. Op. cit., 120, no.
361.

2 Ibidem, 126, no. 379. The completuria is the most im-
portant prayer in each hour of the Hispanic office and is
precisely the one that each hour finishes with and includes
the theological significance of the mystery being celebrated
and the supplications of the community gathered in prayer;
see Mauricio Ferro Calvo. La celebracion de la venida del
Serior en el oficio hispdnico. Madrid: Instituto Superior de
Pastoral, 1972, 32.

2 See note 6.

¢ On the meaning of this prayer in the offices, see Mau-
ricio Ferro Calvo. Op. cit., 32. The text of the prayer is
in José Vives, ed. Oracional visigdtico. Op. cit., 119-120,
no. 359. It was also included in the office Ad Vesperum in
the Breviarium gothicum prepared by Francisco Antonio de
Lorenzana and later published by ].-P. Migne, ed. Op. cit.
Vol. LXXXVI: col. 141, where it displays some variations,
such as the change of the second person pronoun in the
Oracional visigdtico (vobis, vos) to the first person pronoun
in the breviary (nobis, nos).

¥ Beda Venerabilis. In Lucae evangelium expositio. Turn-
hout: Brepols, 1960, 56 and subsq. (Corpus Christiano-
rum: Series Latina 120); idem. “Homelia 11. In octava
Nativitatis Domini (Luke 2:21)”. In idem. Opera Homi-
letica. Turnhout: Brepols, 1955, 73-79 (Corpus Chris-
tianorum: Series Latina 122). A selection of texts of his
own, which differs from that in the Hispanic Liber com-
micus and in Beda Venerabilis, and in the Missale, is in
the very short sermon on Christ’s circumcision by Ce-
sarius. Sermo 191: De circumcisione Domini. Turnhout:
Brepols, 1953: 778-779 (Corpus Christianorum: Series
Latina 104).

28 Isidorus. De ecclessiasticis officiis. Bk. 1, chap. 15, De
missa et orationibus. He only described seven prayers
in the mass, which implies that the system of nine was
still not fixed in his day. The summaries that include
the outline of the Hispanic mass prepared by Marius
Férotin are very useful. LM, 12-15, and by Ismael
Ferndndez de la Cuesta. Historia de la miisica espa-
nola. Vol. 1, Desde los origenes hasta el Ars Nova. Ma-
drid: Alianza Editorial, 1983, 123-125. On the gen-
eral characteristics of these prayers, see Arturo Pascual
Pérez. La imagen de la Iglesia en la liturgia espanola.
Madrid: Instituto Superior de Pastoral, 1971, 24-30,
especially, 26-27.

# The texts for the prayers in the Circumcision mass are
found in: Alfonso Ortiz. Missale mixtum. In J.-P. Migne,
ed. Op. cit. Vol. 85: cols. 220-222, that followed the edi-
tion by Alfonso Ortiz and used manuscript sources; in LM,
220 and subsq., nos. 173-181; and José Janini. Op. cit.
Vol. 1: 59-62, nos. 173-181.

3% The general function of the second prayer in the mass
is described by St. Isidore: De ecclesiasticis officiis. Bk. 1,
chap. 15, Secunda invocationis ad Deum est, ut clementer
suscipiat preces fidelium oblaciones que eorum.

31 Georg Manz. Ausdrucksformen der lateinischen Litur-
giesprache bis ins elfte Jahrhundert. Beuron: Erzabtei, 1941;
and José Janini. Op. cit. Vol. 2: 349.

32 José Janini. lbidem. Vol. 2: 329.



» Milan, Biblioteca Ambrosiana, Cod. M. 12 sup. Alban
Dold, ed. Das Sacramentar im Schabkodex M. 12 sup. der
Biblioteca Ambrosiana. Beuron: Erzabtei, 1952 (Texte und
Arbeiten: 43).

3% This is how St. Cesarius, for example, explained cir-
cumcision in Caesarius. Op. cit., 778: “Circumcisio
Christi quid est, fratres carissimi, nisi castitas nostra, qua
deus delectatur in nobis? Quoniam nos oportet circum-
cidi non corpore sed spiritu, id est, omne vitium a nobis
excidi”. For his part, Beda Venerabilis insists on the same
explanation in Opera Homiletica. Op. cit., 79: “Quae et
ipsa cotidiana nostra circumcisio, id est continua cordis
mundatio”.

% A review of the Hispanic legislative corpus reveals that
the noun superstitio was always accompanied by a modifier.
The adjectives used were: superstitio profana (Lex visigotho-
rum X1, 2, 14), superstitio diabolica (Concilium Toletanum
XVI) and superstitio judaica (Lex visigothorum XI1, 3, 7,
and XII, 3, 14).

% The reference to the sermon by St. Augustine is “Opus-

culum quartum, sive sermo in Circumcisione Domini”. In
J.-P. Migne, ed. Op. cit. Vol. XLVII: col. 1135. The texts
for the Christmas mass are also published in ibidem. Vol.
85: col. 188 (for the Inlatio) and col. 187 (for Alia).

% Louis Brou, and José Vives, eds. Antifonario visigético
mozdrabe de la Catedral de Ledén. Barcelona: Centro de Es-
tudios e Investigacién San Isidoro (CSIC-CECEL), 1959.
Vol. 1: 105 (Monumenta Hispaniae Sacra: Serie Littrgica
5, no. 2. Facsimiles musicales 1).

3 The Antiphonary of Ledn also used this hymn in Off-
cium in diem Sanctae Mariae, where it was performed no
less than three times (ad Vesperum, fol. 57; ad Matutinum,
fol. 60; y eodem diem ad Vesperum, fol. 62); Officium in
diem Nativitatis Domini, sung on two occasions (ad Ves-
perum, fol. 68v; and ad Matutinum, fol. 71v); Officium
in diem Apparitionis Domini (ad Vesperum, fol. 84); Of
Sficium in diem Allisionis Infantium, which is the Hispanic
counterpart to the Slaughter of the Innocents in the Gal-
lic-Roman calendar (ad Vesperum, fol. 90v); and In Cena
Domini ad Matutinum, fol. 162.

% Sedulio. Hymnus 2. In Paolo Mastandrea and Luigi Tes-
sarolo, eds. Poetria Nova. A CD-Rom of Latin Medieval Poe-
try (650-1250 a. D.) with a Gateway to Classical and Late
Antiquity Texts. Florence: Edizioni del Galluzzo, 2001. The
Hispanic versions can be consulted in the collection Ana-
lecta hymnica medii aevi. Leipzig: O. R. Reisland, 1897.
Vol. XXVII: 117-119, no. 82 (hereafter AH).

4 MT. Madrid, BN, ms. 10001 (olim 1005; olim Toledo
35.1), fragment of a liber misticus copied in the 11™ century
med.; MC. Madrid, RAH, Codex Aemilianensis 30, Liber

THE HISPANIC TEXTS /N DIEM CIRCUMCISIONIS DOMINI

misticus, written in the 10" century, from Monastery of St.
Millan; X. Francisco Antonio de Lorenzana. Op. cit., cols.
140-141. On the manuscript sources quoted, see LM, 523-
524, 627-629; and José Janini. Op. cit. Vol. 2: xxiv.

4 Toledo, BC, ms. 35-7. Liber misticus, written around
1100 by the copyist Sebastianus; see José Janini. lbidem,
xxi and 233 and subsq.

# Dag Norberg. Introduction & l'étude de la versification
latine médiévale. Stockholm: Almqvist & Wiksell, 1958,
112-113. The oldest example is the primer hymn from
the 5% century med., organized in four-line verses, Audite
omnes amantes.

% Mauricio Ferro Calvo. Op. cit., 29: “The Hispanic litur-
gy arouses researchers’ curiosity as they find in it a signifi-
cant part of the theological production of the golden age
of the Hispanic-Visigothic church. If the liturgical texts
are analysed, then it is to discover the living theology of a

Church in them”.

# Adoptionism was a heresy about the dogma of the
Trinity, according to which Christ, as a man, would
only be the Father’s adoptive son from his baptism on-
wards. This philosophy appeared in Hispania in the 8
century ex., advocated by Elipandus of Toledo but once
its supporters had died, the heresy soon lost strength
(ca. 780-808); see Marcelino Menéndez Pelayo. Histo-
ria de los heterodoxos espanoles. Santander: CSIC, 1947.
Vol. 2: 7-58.

4 The text of the Inlatio, Dignum et iustum est, te ineffabi-
lis inmenseque sapientie, has been published by José Janini.
Op. cit. Vol. 1: 60-61, no. 179. Both the texts of the ora-
tio, lesu domine, cuius admirabile nomen angelus predixit,
and the completuria, Notum factum est salutare Domini, in
which Simeon and Anna are mentioned can be read in José
Vives, ed. Op. cit., 119, no. 358; and 125-126, no. 377.
The antiphons Quum introducerent parentes and Simeon in
templo elevabit can be found in the Antiphonary of Ledn,
Luis Brou, and José Vives, eds. Op. cit., 105 and subsq.

“ Agustin de Hipona. Sermo in circumcisione Domini. In
J.-P. Migne, ed. Op. cit. Vol. XLVII: col. 1138: “In hoc
genere avium, dilectissimi fratres, magnum nobis com-
mendatur catholicae fidei sacramentum; in columba enim
charitas agnoscitur et in turture castitas invenitur”. A dif-
ferent interpretation appears in Beda the Venerable. /n Lu-
cae evangelium expositio. Op. cit., 63-65, especially p. 63:
“Quia enim volucres hae pro cantu gemitus habent non
immerito lacrimas humilium designant quibus plurimum
in ipsis etiam bonis operibus indigemus”. On the symbolic
value of these birds, Manfred Lurker. Diccionario de imd-
genes y simbolos de la Biblia. Cérdoba: El Almendro, 1994,
160-161.
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7 See José Janini, Op. cit., 61, no. 179: “Offeruntur deinde
in sacrificio par turturum vel pulli gemini columbarum, ut
in combinatione mundissimarum avium, tam anime quam
corporis puritatem litandam deo exemplis evidentibus do-
ceremur’.

4 Cesarius. Op. cit., 778-779; Quodvultdeus. Liber
promissionum I, cap. 14, Praedictio figurata. Turnhout:
Brepols, 1976, 29-30 (Corpus Christianorum: Series
Latina 60); and Beda Venerabilis. Opera homiletica, ho-
melia 2, in octavas nativitatis Domini. Op. cit., 73-79,
especially page 74.

¥ AH XXVII: 116-117, no. 82.

Y AH XXVII: 67, no. 8 (Circumcision); as well as 116,
no. 81 (Purification of the Virgin Mary), whose only tes-
timony comes from the Breviarium gothicum compiled
by Francisco Antonio de Lorenzana in the 16™ century in.
and collected by J.-P. Migne, ed. Op. cit. Vol. LXXXVI:
col. 1088.
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Osanna Vox Laudabilia. Vocabulary and
Compositional Forms in Sanctus Tropes
in Iberian Liturgical Manuscripts

Gunilla Iversen

ew and fascinating poetic and musical

compositions are found in numerous

Iberian liturgical manuscripts from

the 10® through the 12* and 13®

centuries. Among these are a number
of prosulas, tropes, and proselike compositions that were
performed in connection with the Sanctus chant during
the celebration of the mass. In the following study we
observe that in some of these texts the interpretation of
Hebrew words occupies a central place.!

As a general preliminary remark, let us just recall the
evident fact that liturgical creations such as hymns,
and especially proses and tropes, represent not only
a new musical world, but also a totally new literary
sphere in the monastic culture of the Middle Ages.
This biblical poetry, based on Hebrew poetry and
Christian authors, had, as we know, dramatic effects
on the Latin language. “Christianity gave the Latin
tongue an opportunity to free itself, by making pos-
sible new use of certain words which the rules did not
exclude, but which common usage did not include,
since the occasion for the introduction of such usage
had not risen,” as Jean Leclercq once put it in his clas-
sic study 7he Love of Learning and the Desire for God.>
In this scriptural culture based on a daily liturgy, we
see how the most brilliant minds devoted their time to
the composition and interpretation of liturgical texts
and ceremonies. In this period “literature assumes a
place of unparalleled importance. In other words, eve-
rything is governed by the art of writing, whether in
verse or prose. Everything is taught according to the
artes, which are inspired by the best models, and to
which all production must conform”.?

It seems that the medieval division between the tex-
tual genres in /ibri divini and libri seculares has partly

determined and formed the research tradition on me-
dieval Latin literature from the 8" to the 13" century,
with the result that research on texts in the /ibri divini
and related to the liturgy in general has been separa-
ted from studies on texts by the Latin authors defined
as auctores. It is clear that the quantity of texts in litur-
gical manuscripts that can best be defined as liturgi-
cal poetry—tropes, prosulas, sequences or proses—is
enormous when compared to the amount of secular
poetry. * Whereas this circumstance is naturally re-
garded as a self-evident condition for scholars in the
field of medieval music, the liturgical manuscripts
have usually been more or less neglected as sources
for scholars of medieval Latin literature in general.

Using the Sanctus chant as the basis in the present
study, we will investigate a few central themes and
formal characteristics that might be seen as typical
for the Sanctus repertories in the Iberian Peninsula.’
There seem to be certain characteristic compositional
forms and themes, and particular preferences can
be noticed in the vocabulary of the repertories from
places such as Vic and Girona, San Juan de la Pefa,
Santiago de Compostela, Montserrat, San Milldn
de la Cogolla, as well as in the 13 century reper-
tories in Tortosa. Generally, but not always, these
repertories are closely related to those in southern
French sources, such as those from Moissac, Auch
or Narbonne.

In the repertories of tropes added to the Sanctus
chant, a striking innovation can be seen in the Ibe-
rian and especially the Catalonian repertories al-
ready in the 10™ century. Whereas the two angelic
hymns, the Sanctus and Gloria, are normally ex-
panded by trope verses inserted into the parallel in-
vocations in the first part of the chants—_ZLaudamus
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te, Benedicimus te, Adoramus te, Glorificamus and
Sanctus, sanctus, sanctus—in the early repertories in
all regions, the word osanna becomes the basis for a
number of new compositions in southwest Frankish
regions.

OSANNA, VOX LAUDABILIA

The function and performance of the holy Hebrew
word osanna and its melisma is treated in a way that
is parallel to that of the Hebrew word alleluia inter-
preted as laudes deo.

One of these is Osanna vox laudabilia, found in the
early tropary from the Cathedral of Vic in Catalonia
in the manuscript 105, and indicated as well by its
incipit in the later manuscript Vic, ABEV, ms. 106.

1 Osanna, vox laudabilia,
2 Invenimus te in Hebrea lingua.
3 Interpretat ‘rex regum, deus, salvum fac seu salvifica’.
4a Magna es in patria.
4b Canunt te in gloria
5 Vox clara Osanna
in excelsis.

(Osanna, laudable word, we have found you in the
Hebrew tongue. It means ‘King of Kings, God,
make us safe or save us’. You are great in [the hea-
venly] Fatherland. They sing praises in your glory,
O brilliant word osanna in the highest.)

In the opening words—“Osanna, vox laudabilia®—
the author makes the singers address directly not
the Lord but precisely the laudable word osanna.
The address continues in the explanation that we,
the Christian Church, have found you, that is, the
word, in the Hebrew tongue. The long central line
provides the interpretation of the word: “it means
King of Kings, God, make us safe or save us”. This
interpretation, “salvum fac” or “salvifica’, recalls, of
course, the biblical interpretation within Psalm 117:
25-26: “O domine salvum fac o domine properare
benedictus qui venturus est in nomine domini”,
with the evident reference to the words of the chant
taken from the prophet Isaiah: “Osanna benedictus
qui venit in nomine domini” (Is 6:3), and repeated
by the Evangelists describing the people welcoming
Christ as he enters Jerusalem (Mc 11:8-9; Lk 19:37-
38; Jn 12:12-13) and in Revelations (Apoc. 4:8).

At the same time, however, the author here continues
along tradition of varying interpretations of the word
osanna as expressed by the Church Fathers. Thus, St.
Jerome, for instance, divides osanna into osi and anna,
and explains that osi means ‘save’, whereas Anna is
the interjection of supplication, and he explains the
form osanna is the result of an elision like those we
find in Virgil, for instance, reading mane incepto as
manincepto:

OSI ergo ‘salvifica interpretatur; ANNA interiec-
tio deprecantis est. Si ex duobus his velis composi-
tum verbum facere, dices OSIANNA, sive ut nos
loquimur, OSANNA, media vocali littera elisa;
sicut facere solemus in versibus Virgilii, quando
pro “mene incoepto desistere victam”, scandimus
“men incoepto”.

(Thus, OSI means ‘save’. ANNA is the interjec-
tion of the supplicant. If you want to make one
word of these two you will say OSIANNA, or
as when we talk, OSANNA, with elision of the
middle vowel, just as we usually do in the verses of
Virgil, when we pronounce “men incepto” instead
of “mene incoepto desistere victam”.)

Isidore of Seville gives a similar explanation of osanna
as a contraction resulting from elision, and adds the
comment that by ‘salvifica’ we should understand
‘save your people’ or ‘save the whole world:

OSlIenim ‘salvifica’ interpretatur; ANNA interiec-
tio est, motum animi significans sub deprecantis
affectu. Integre autem dicitur OSIANNA, quod
nos, corrupta media vocabuli littera, et elisa, dici-
mus OSANNA sicut fit in versibus cum scan-
dimus. Littera enim prima verbi sequentis ex-
tremam prioris verbi veniens excludit, et dicitur
Hebraice OSIANNA, quod interpretatur salvi-
fica subaudiendo vel populum tuum vel totum
mundum.’

(Thus, OSI means ‘save’ ANNA is an interjection
signifying the spiritual emotion under the affect of
the supplicant. Yet as an entity it reads OSIANNA,
which we pronounce OSANNA, with the middle
letter of the word corrupted and elided as is done
in verses when we scan. Thus, the first letter of the
following word excludes the last letter of the first



word. In Hebrew it is pronounced OSIANNA,
which means ‘save’, supplying ‘your people’ or ‘the
whole world’.)

Isidore’s explanation is repeated in the early ex-
position Quotiens contra se with the addition that
through the expression “in excelsis” the song is to
be understood as the hymn uniting terrestrial and
celestial singers:

Et Osanna interpretatur ‘salvifica’ subaudiendo
vel ‘populum tuum’, vel ‘totum mundum’,
cui idcirco additur in excelsis, quod adventus
Christi non tantum hominum salus, sed totius
mundi sit, terrena iungens cum coelestibus, ut
omne genu ei flectatur coelestium, terrestrium
et infernorum.?

(And Osanna means ‘save’ supplementing ‘your
people’, or ‘the whole word’. To this is added
in excelsis, since the Coming of Christ is not
only the salvation of mankind, but of the whole
world, joining the terrestrial to the heavenly
ones. So that all those who are on earth, in
heaven and all those buried are kneeling to-
gether in front of him.)

In the prosula Osanna vox laudabilia this inter-
pretation is expressed in the line where the singers
continue to address the holy word osanna directly:
“You are great in the heavenly Fatherland—‘"Magna
es in patria—where the angels and saints sing
praises in your glory, o glorious word osanna in

the highest”.

A notable trait in Osanna prosulas like this one is that
the vowels of the beginning and the end of osanna,
0- and -4, determine the form, the vocabulary, and
even the grammar. The desire to end all lines with
these vowels even makes the author reject the rules of
grammar to obtain this result. Thus, without hesita-
tion, he changes the expected, correct feminine singu-
lar laudabilis into the form of neuter plural laudabilia
in order to make the word end in -4.

OSANNA VOCE HARMONICA

Structured in the same way is a similar text in the
same manuscript, Osanna voce harmonica:

OSANNA VOX LAUDABILIA

1 Osanna voce harmonica
2 Te pertonat in altis cohors angelica.
3 Regi Christo crucifixo surgenti a morte fracto barathro
4a Fia, voce tinnula
4b Psallat ecclesia
5 Etdicant Osanna
in excelsis.’

(Osanna, in harmonic voice the host of angels
sing you in the highest to Christ, the King,
who rises from death after having destroyed
the abyss. Eia, in high-sounding voice may the
Church sing and may they pronounce Osanna

in the highest.)

The two opening lines recall the theme of the
preface Per quem maiestatem introducing the
Sanctus as the hymn sung by the hosts of an-
gels. Again we see how the author combines this
with the address to the holy expression osanna.
Osanna is the word that the angels make re-
sound in harmonious voice in the highest.!” To
the angelic hosts is now being added the sing-
ing Church, so that the heavenly and terrestrial
singers sing osanna in high-sounding voice to the
King, the crucified Christ, who rises from death
after having destroyed the abyss. Then follows
the interjection ¢iz and the exhortation: “Eia, let
them—that is the angels and the singers of the
Church—sing osanna in the highest”. Thus, the
composition ends with the final words “in excel-
sis” of the chant. Again, the dominating vowels
are o- and -4, with the long line in the middle
sung on repeated o- sounds.

These two prosulas are the first and the last items
added to the Sanctus in the manuscript Vic, ABEV,
ms. 105, but, as a matter of fact, all additions to the
Sanctus chant are formed in the same way in this early
Catalonian repertory, that is, as prosulas and even
prose, but not as tropes.

OSANNA DULCIS EST CANTICA

The earliest and most frequently used compo-
sition following this model is Osanna dulcis est
cantica, found as well in Aquitainian sources.'!
The earliest version seems to be that presented
in the manuscript from Auch, Paris, BNF, Lat.
1118:
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1 Osanna dulcis est cantica

2 Melliflua, nimisque laudabilia,

3 Organica trina una deprecemur omnes in hac aula:
4a Suscipiat cum agmina

4b Angelorum carmina

5 Dicat nunc: Osanna

in excelsis."”

(Osanna is a sweet song, fluent with honey and
most laudable, let us all in this hall with one
and threefold voice pray and beseech that it be
perceived together with the songs of the hosts
of angels. “Let it now make resound the hymn
of the angels in the highest.”)

Osanna itself is a song or “cantica” (treated here as
singular form). It is sweet and flows with honey
and glory—“melliflua”, “laudabilia®—. It is sung
with the instrument of the voice, “organica”,
“trina” and “una”, in that it combines the Latin,
Greek, and Hebrew. The singing together of an-
gels and the church is taken up again in the final
exhortation let it, the church, “in hac aula”, sing
the hymns of the angels in the highest.

Structured in various ways, the prosula is part of
Aquitainian and Iberian repertories such as those of
Vic, Girona and San Juan de la Pefia (Huesca, AC,
Cod. 4), and present in Benevento in Italy as well."?
This is the version of the early repertory in Vic:

Osanna dulcia cantica, melliflua

Nimisque laudabilia, organica.

Trinum et unum laudemus omnes in hac aula.
Suscipiat cum agminibus angelorum carmina

Dicant nunc: Osanna

N I N O R N R

in excelsis.'*

(Osanna, o sweet songs, fluent with honey and
most laudable, performed in singing. Let us all in
this hall praise the Threefold and One. May he
perceive it together with the songs of the hosts of
angels. Let them now make resound osanna in the

highest.)

In the version in Vic, the prosula is, as can be seen
here, structured in a slightly different way with the
four-syllable words “melliflua” and “organica” placed
in the ends of the phrases. All phrases end in the vowel
-a. We can follow how different redactors try to cor-
rect the Latin grammar in several instances. Thus, the

phrase “dulcis est cantica” is rendered as “dulcia can-
tica” in Vic, ABEV, ms. 105, and as “dulcia sunt” in the
tropary from Girona (Paris, BNE Lat. 495). Likewise,
the expression “cum agmina” is corrected in the version
from Vic into “cum agminibus”, and to “cum agmine”
in Modena, BC, ms. 7, which is grammatically correct,
but destroys the series of final a-sounds. Of the gram-
matically distorted forms “melliflua” and “laudabilia”,
“laudabilia” is corrected into lzudabillima in Huesca,
AC, Cod. 4, and to “laudabilis est” in Benevento, BC,
ms. 40. What we witness in these various solutions is
a conflict between the ambition to create a text resting
on a desired vowel and the likewise understandable
wish to create a text that is grammatically correct. It
seems that in this conflict it is the sound of the desired
vowel that generally takes priority. However, the redac-
tor in Vic insists on the correct form. Thus, he also
changes “trina una”, referring to a way of singing, into
“Trinum et unum”, transforming the text into a praise
of the Trinity, in which the “Threefold and One” is the

direct object of the song of praise.

We can note that the four-syllable words “melliflua”
and “organica” recall the vocabulary cultivated by
the poets around Charles the Bald, such as Sedulius
Scotus and John Scotus." Also the expression “in hac
aula” is that used in the verses “ad sequentias modu-
lati” in the Antiphonary of Charles the Bald in se-
quences such as “Letetur et concrepet” or “Gloriosa
dies” and “Claris vocibus”.'®

In his study of the notion of organum in the medieval
theory of music, Fritz Reckow discusses the place of
four-syllable words, using as examples “dulcifluus”,
<« . b <« . b <« . » <« .
harmonicus”, “mellifluus”, “mellaticus”, and “suavi-
sonus” and presenting them in their masculine form.
In liturgical poetry, such as these tropes and prosu-

las, however, they generally end as here, in -4, such as
“dulciflua”.’”

OSANNA PLASMATUM POPULUM

Whereas Osanna dulcis est cantica is tied to the second
and final “osanna” at the end of the Sanctus, the in-
terpretation of osanna as ‘salva’, ‘salvifica’ lies behind
the text of a shorter prosula tied to the first “osanna”
in the repertories from Auch, Vic, Girona, Narbonne
and St. Martial, and found as well as in Modena and
Benevento.'® This is the version from Auch:



1 Osanna plasmatum populum,
2 Te qui verum fore promit ore Christum,
3 Te cosmi satorem permanentem

in excelsis."”

[Osanna (‘save’) the people you created professing in
song that you are the true Christ, that you are the crea-
tor of the world remaining forever i the highest.]

It is noteworthy that here the author implies that the
Hebrew word osanna functions as a verbal form in-
terpreted as the imperative form ‘save’, that is, ‘salva’
or ‘salvifica’, before the object “plasmatum populum”
(“the people you created”). Thus, he does not add a
Latin word. Here we notice that the author uses the
form fore to mean esse in a way similar to that used in
Mozarabic hymns.?

OSANNA, PATRIS VERBIGENA; OSANNA, UNA SUMMAQUE
SOPHIA

A similar combination involves two prosulas—one
added to the first and another to second “osanna”. It
is repeated in the tropary-prosary from Girona:

1 Osanna, Patris Verbigena.
Voce pura clemens exaudi carmina
3 Ecclesia tua quae boant agmina

in excelsis.”!

Osanna, una summagque sophia,
Tuum plasma prostratum fraude subdola.
3 Salvifica hac die clara barathri claustra frangens dira.
4a Suscipe precamina
4b Plebis modulamina
5  Spiritum cum gloria

in excelsis.”

(Osanna, You, who are born through the word of
the Father, listen, mildly, to the songs sung in a
pure voice in your church, songs that the hosts of
angels sing in the highest.

Osanna, You who are the one and highest wis-
dom, save your creation, thrown down to the
earth through the cunning fraud. On this glo-
rious day, when you break the hard fences off of
the abyss, receive the prayers of your people, the
melodies, together with the Spirit in the Glory
in the Highest.)

OSANNA VOX LAUDABILIA

Here, the words tied to the first “osanna”, address
the One who is the Word born from the Father,
“Patris Verbigena” with the prayer to listen to the
songs that the hosts are singing in your Church,
and the hosts (of angels) sing in the highest. In
this way, the prosula tied to the first “osanna”
is about the singing, whereas the other prosula,
tied to the second “osanna”, takes up the theme
of salvifica.

The second prosula is then addressed to the one and
highest wisdom, “una summaque sophia”, tied to the
interpretation of osanna as “salvifica” and followed
by the exhortation to receive the prayers—“precamina”
—and the melodies—“modulamina”—with glory in
the highest: “gloria in excelsis”. The meaning of the
word “spiritum” is not clear. Either it is the same as
spirituum, a genitive form in plural meaning—‘of
the holy spirits’ or ‘of the angels'—or else it should
be read as spiritu: ‘together with the Spirit’, or even
in the sense of pneuma, neuma, interpreted as ‘in
song.

OSANNA, NUNC TUUM PLASMA

Just as in Osanna plasmatum populum above, the
interpretation of osanna as ‘save’, ‘salvifica’, is
expressed as well in a number of proselike com-
positions in which the short prosula format is
further extended. This takes place in the same
Iberian repertories, in Septimania, Catalonia, as
well as in Aquitania.”® In the repertories from
Vic, Tortosa, and San Juan de la Pefa, and Nar-
bonne there is such a prose—Osanna, nunc tuum
plasma—with the interpretation of osanna ex-
pressed in the final words of the first strophe “tu
salva”:

la Osanna, nunc tuum plasma, 1b Solus qui sapientia

rex deus, tu salva, numeras sidera.
2a Cui luna 2b Plebem serva,

paret et arva gregem visita

solisque rota, frequenti cura.

3a Nunc tibi odas

pangimus omnes, contio sacra

3b Ore quem laudat

trinitas sancta, et benedicta

in excelsis.**
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(Osanna, O king and God, now save your crea-
tion, you who alone know the number of the
stars. You whom the moon, the earth and the
wheel of the sun obey, save your people, visit
your herd with constant care. Now let us all
sing praises to You, O holy Trinity, whom the
sacred and blessed troop praises in singing in

the highest.)
OSANNA SALVIFICA

Another similar Osanna-prose, Osanna salvifica,
found its way from Limoges, Narbonne, Moissac,
Vic, Girona, Montserrat, San Milldn de la Cogolla,
San Juan de la Pena, all the way to Santiago de
Compostela and the Codex Calixtinus, as well as to
Tortosa.”” The following is the version in the earlier
tropary from Vic:

Sanctus, sanctus, sanctus,

Dominus deus sabaoth,

Pleni sunt caeli et terra gloria tua,

Osanna in excelsis.

Benedictus qui venit in nomine domini.
la Osanna, salvifica 1b Temet laus decet,
tuum plasma honor et gloria,
qui creasti simul omnia. rex eterne, in secula,
2a Qui de patris gremio 2b Redimere perditum

genitus advenisti summo hominem sanguine proprio.

3a Quem deceperat Lucifer ~ 3b Quem expulerat propere
fraude nequam calidissime hoc innexum crimine
serpentino coniugis dente, paradisi cardine atque limite,

4a Tu dignare salvare 4b TIesu Christe superne

in excelsis.”

(Osanna, save your creation, you who once
who created all. To you, eternal King, be praise,
honor and glory forever. You came from the Fa-
ther’s most high heart to with your own blood
redeem the fallen man. The man that Luci-
fer had deceived with the woman’s most evil
fraud through the tooth of the serpent, and had
thrown out of the doors of paradise, since he
was involved in the same crime, we beseech you

to deign to save him, O heavenly Jesus Christ

in the highest.)

In terms recalling the expositions of Sts. Jerome and
Isidore on the interpretation of osanna as “salva sal-
vifica tuum plasma’, the prayer is directed to the
eternal King, to whom are due all praise, honor, and
glory. In this case, the author puts the interpretation
of osanna as “salvifica” into the text. The prosula is
full of biblical references, recalling, as in 1b: “regi [...]
honor et gloria in saecula saeculorum” (1 Tm 1:17; Ps.
95:7); in 2a: “de patris gremio” (Jn 1:18); in 3a-b: “Sed
serpens erat callidior cunctis animantibus terrae”
(Gen. 3:1); and “et dixit Dominus Deus ad mulie-
rem / quare hoc fecisti quae respondit serpens dece-
pit me et comedi” (Gen. 3:13 and Gen. 3:4-6), or
“emisit eum Dominus Deus de paradiso voluptatis;
eiecit Adam et conlocavit ante paradisum volupta-

tis” (Gen. 3:23-24).7

Consequently, this way of focusing on the word osanna
and its interpretations, and this way of adding a pro-

1. Prosary-Tropary. Huesca, AC, Cod. 4, 11* century in., fols. 145v-146r:
Osanna salvifica tuum plasma

sula, or even of adding proselike texts to the melisma
of the osanna, is particularly frequent in Catalonian,
Iberian, and Aquitainian repertories. There is nothing
like this in the East-Frankish repertories, where all
additions are formed as trope verses inserted between
the phrases of the chant.

OSANNA, CARMINA PLEBS SEDULA

A central theme developed in these texts, as is ge-
nerally the case in the early repertories, is the act of



singing. Musical terms, such as organa, vox, melo-
dia, alternando voce, consona voce, are frequently
used in these texts.?® The theme involves the notion
of the entire Sanctus as the angelic hymn to be sung
by celestial and terrestrial singers together in one
voice. In the liturgical manuscripts, the Sanctus is
richly glossed with sequence-like additions to the
second “osanna’, in which the concept of music
occupies an important place. The terrestrial singers
are present in the texts as “chorus iste”, “coetus
iste”, “haec plebicula”, “vox nostra’, “musicorum
chorea” or “fidelium turma”, whereas the heavenly
singers are frequently described as “agmina caelica”,
“agmina angelorum”, “contio angelica” or “virtus
uranica”. Often, the choir of mankind, the singing
Church is presented in the a strophe and paired
with the singing celestial choir in the b strophe.”

So, for instance, in Carmina plebs sedula, God’s
faithful people—“plebs sedula®—is paired with
“contio angelica” as they sing together to the
Lord in one voice—"“consona voce”—loudly sin-
ging—“clangentes”—, with the Spirit—"“cum neuma”
—again with this double meaning of “inspired
singing”. The piece is found in the repertories in
Girona, Vic, San Milldn de la Cogolla, Montserrat,
and Tortosa, as well as in Narbonne and in the
tropary-prosary from Catania.”® Here is the version

from San Milldn de la Cogolla:

la Osanna 1b Quem tremunt cuncta
Carmina plebs sedula contio angelica,
concinat in sede Cherubim ac Seraphim
regnanti politica, necne ardentia,

2a Trinum et unum ecclesia ~ 2b Nostra qui sumpsit mortalia

hunc iure colit catholica, larga misertus clementia.

3a Natus homo 3b Morte victa

pertulit opprobria; die surgens tertia,

haerens ligno iugia; lura nempe contulit
g g p

mundi tersit crimina; mundo vitae gaudia;

obiens tartarea rediens stelligera

destruxit prorsus imperia. suis concessit palatia.
4a Nunc iubilemus 4b Consona voce

illi omnes una clangentes cum neuma

5 Cui semper sit virtus et gloria

in excelsis.”!

OSANNA VOX LAUDABILIA

(Osanna, may the people sing sincere songs to
the One who reigns from his heavenly throne,
in front of whom all the angelic hosts, the
Cherubim and burning Seraphim are trem-
bling. To the Threefold and One our universal
Church justly sing praises. In his great mercy
he pitifully took on our mortal flesh. Born as
man he bore the disgraces; when he was han-
ging on the yokes of the cross he took away
the crimes of the world; when he died he ut-
terly destroyed the powers of Death. When he
had conquered death as he raised on the third
day he brought more joys of life to the world;
when he returned too heaven he opened his
starry palace to his people. Now let us all
together sing in jubilation making the voice
sound out with the spirit, the word with the
neum: to Him be forever virtue and glory in

the highest.)

2. Antiphonary-Tropary. Madrid, RAH, Cod. 51, 11" century in.,
fols. 243v-244r

FIDELIUM TURMA

In Fidelium turma, another prose in the repertory
of San Milldn de la Cogolla as well as of Tortosa,
the choir of the faithful church—*“fidelium turma”
—is singing together with the “contio sacra” in
strophe b. It is notable that the sacred word osanna
is further stressed by its repetition at the end of
each strophe:

(Osanna, Let the choir of the faithful ones now joyfully

sing in a sonorous voice, and sound out Osanna! Let
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Osanna,
Fidelium turma 1b Divina clementia regenti omnia
concrepet haec contio sacra

et dicat Osanna.

iubilet nunc voce sonora
et dicat Osanna.

His fruitur vocibus 2b Sic dominum sequitur

4a Iluc tuum plasma, 4b Innumera namque

o Iesu bone, capere queat
tendere praesta. ut tua dona.
5 Atque iocunda

iubilet voce domino

laude digna plebs Hebrea

clamans Osanna.

3a Angelica nempe factori
iugiter agmina
concinant nunc tinnula:
‘Sancte, sancte rex, semper
sit tibi Osanna’.

mente pia dum triplicat
clamans Osanna.

3b Cuius summa fulget per

mundi

quattuor climata

virtus, honor et gloria.
Semper, semper, rex sancte,
sit tibi, Osanna.

4 Carminibus quorum assiduis

valeat, o deus, tuum plasma

coniungi perpetim
in excelsis.*

in excelsis.”

(Osanna, The heavenly hosts sing praises with-
out end to you, the sun, the moon, the stars zhe
earth and the sees. You who reign over the high
and the low delete our stains with your power.
O with God’s mercy help us in your grace, you
who redeems us with your own dead. O mild
King, who are our hope, eternal salvation and
true peace, open the heaven to us. O how blessed
is the life in heaven where without end all rejoice
forever. Let your creation come therein, o mild
Jesus, so that it can receive your innumerable

the host sing as well to the One who mercifully reigns
over all, and make resound Osanna! The Hebrew peo-
ple use this word when in worthy praise it exclaims
Osanna! In this way it follows the Lord when with
pious mind it exclaims Osanna! And without end the
angelic hosts now sing to the Creator: “Saint, saint, o
King, to you be forever Osanna!” To you, whose most
high virtue, honor and glory shines forth over all parts
of the world, o saint King, to you be forever and ever
osannal’ May your creation be joining the never-
ending songs of the angels i the highest)

TE TAUDANT AGMINA

In

1é laudant agmina belonging to the repertories of

San Milldn de la Cogolla, Montserrat, Vic, and Nar-
bonne, the theme is expressed in a similar way. In 4a,
the creation is again referred to as “tuum plasma” in
the vocabulary specific to this region.

la

2a

3a

Osanna,

Te laudant agmina 1b Sol, luna, sidera,

iugiter caelica, humus et maria.

Supera et infima 2b O dei clementia,

qui regis tua potentia, refove nos tua gratia,
. . redimis morte quos pro-
nostra dilue contagia. pria

Pande superna 3b O quam beata

rex nobis alme, est caeli vita,
spes qui es nostra, quae carens meta
salus aeterna quae carens meta

paxque vera. per saecula.

gifts, and jubilate with joyful voice in front of
the Lord in the highest!)

CLANGAT HODIE VOX NOSTRA

One of the most intriguing proselike compositions of
this kind—tied to the osanna and expressing the wish
to join the angels in praise—is Clangar hodie:

Sanctus, sanctus, sanctus,

Dominus deus sabaoth,

Pleni sunt caeli et terra gloria tua.

Osanna in excelsis.

Benedictus qui venit in nomine domini.

Osanna
la Clangat hodie vox nostra  1b Instant annua iam quia
melodum symphonia, preclara sollemnia.
2a Personet nunc tinnula 2b Tonorum quam dulcia
harmoniae organa alternatim concrepet
musicorum chorea; necne modulamina!
3a Diapason altisona 3b Sustollat nostra carmina
per vocum discrimina ad caeli fastigia
tetracordis figurarum alta hymnis angelicis
conscendens culmina coherenda patri melodia,
4a Quo nos mereamur ampla  4b  Sine fruituri meta
capere promissa, anctorum gloria,
5 Ad quorum collegia

pia nos ducant merita

in excelsis.>*



Tied to the melisma of the second “osanna” of the
Sanctus melody 190, this text is found in manuscripts
dating from around 1100 and the 12* century from
places on both sides of the Pyrenees: Moissac, San
Milldn de la Cogolla, San Juan de la Pefia (Huesca,
AC, Cod. 4), and Vic; and the same melody is also
given without text in the manuscript Paris, BNF, N.
A. L. 1871 from Moissac.”® Tied to another Sanc-
tus melody, 112, Clangat hodie is also found in the
manuscript Paris, BNF, Lat. 1139 from Limoges, in
manuscripts from Narbonne, and from the Norman
colony in Sicily, but also in later polyphonic manu-
scripts from England and northern Spain. Still, the
closest concordances of Clangat hodie are in reper-
tories from Moissac and San Milldn de la Cogolla,
where Clangar hodie with melody 190 is presented
together with the Osanna prose Osanna salvifica
(138) in the same way. *

The text operates on several levels and plays with the
multiple meanings of the words. Still, at first glance,
Clangat hodie seems to follow the model of an ordi-
nary Aquitainian prose of transitional type, both in
form and content.”” We immediately recognize the
general form of such a sequence: parallel pairs of stro-
phes or couplets, each pair of different length increas-
ing from the first couplet to culminate in the third,
and the ending in one short single strophe, with all
strophes ending on the final vowel -z. The propa-
roxytone verse of seven syllables—that is, the second
hemistich of the rhythmic trochaic septenary—domi-
nates the structure of the versification.

The varied length of the couplets as well as the al-
ternation between paroxytone and proparoxytone
verses is observed in a typical way. Not only the
strophes, but also their inner lines end on the vowel
-a. Again, the wish to obtain endings in -z leads to
a certain number of grammatical anomalies that are
perfectly normal in this type of sequence, as we have
seen in several proses and prosulas studied earlier
in the chapter. The fluctuation between singular
and plural forms—“instant/instat” in connection
with “festa solemnia” in 1b, “personet/personent” or
“resonent” with “chorea” in 2a, “concrepet/concre-
pent” in 2b and “sustollat/sustollant” in 3b—is
found even within the readings of the same manu-
script, and the different forms do not divide the
manuscripts into significantly different versions.

OSANNA VOX LAUDABILIA

This text is explicitly focusing on the musical per-
formance of the chant, however. Already in the
opening words the essential content of the text
is being presented: “Clangat / hodie / vox nos-
tra / melodum symphonia”. The musical aspect
is underlined in its first word, in the exhortation
“Clangat”™—“let sound out”—; clangere is used
particularly often in the Aquitainian sequence
vocabulary to express the act of singing in jubila-
tion. We can note that the verb ro sing is often
expressed in verbs such as clangere, pangere, per-
sonare, concrepare, resonare, and so on, in tropes
and sequences in these West-Frankish regions,
whereas in East-Frankish regions dicere, canere,
and cantare remain predominant.’®

“Our voice”—“vox nostra”—sounds out in a “sym-
phony of songs”, or “a symphony of melodies”,
“melodum symphonia” in 1a. This voice is the voice
of the singers on earth. It is the voice of the part
of the Eeclesia that is placed on earth. The musical

— . i ————

3. Prosary-Tropary. Huesca, AC, Cod. 4, 11" century in., fol. 145r
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theme is further expanded in the following two long-
est couplets, 2a-b and 3a-b, strophes that are filled
with musical terms. The text is entirely focused on
the act of singing, which is represented by expres-
sions such as “tinnula harmoniae organa”, “musico-
rum chorea”, “tonorum [...] modulamina”, “alter-
natim”, “carmina’ or “melodia”. In particular, we
recognize diapason and tetrachordum, like symphonia
and harmonia.

The ring of musicians “is sounding out on high”—
altisona—spreading its voices over the octave,
and this is expressed in the Virgilian phrase “per
vocum discrimina”. The following phrase—“te-
trachordis figurarum alta conscendens culmina”
(“ascending in tetrachords to the high summits
of the figures of the melody”, or “in figures of
four notes”)—was not without complications for
the medieval singers either. The songs—“nostra
carmina’—are lifted up by means of the ring of
musicians, “musicorum chorea”, and at the same
time by means of the ascending movements of the
melody itself. This is expressed in the words “alta
conscendens culmina” in 3a, and “sustollat [...]
ad caeli fastigia” in 3b.

Like incense ascending together with the prayers, so
does the music that ascends on high lift up the prayer
and praise, so that the terrestrial voices join the voices
of the heavenly hosts. The resonance of musicians lifts
up the songs “echoing of harmony” to make them
join the angelic hymns—*“hymnis angelicis coheren-
da’—in 3b; the intensity of the prayer of absolute
coherence with the angels is underlined through the
gerundive form coberenda, “which are to be cohering
to” the hymns of the angels.

Concerning the words harmonia and symphonia in 1a
and 2a, it is important to underline that harmonia
in strophe 1a primarily refers to the perfect concor-
dance of the celestial harmony, to the harmony of
spheres. In a similar way, symphonia in 2a is not just
to be understood as the consonance of the singing
assembly, nor even of two half choirs performing the
a and b strophes in alternation—“alternatim”—in
3b. Rather, or at the same time, symphonia has to be
understood as the con-sonance of the voice and the
heart (voce-corde): a topos constantly repeated in this
kind of sequence.

Above all, however, symphonia in our text must be un-
derstood as a symbol of the ideal “singing together”,
“con-sonance” of angels and mankind. This idea is
underlined by the connected expressions “nostra car-
mina” and “hymnis angelicis coherenda” in strophe
3b. The word alternatim in strophe 2b might also
refer to such a con-sonance, symphonia, in which ce-
lestial and terrestrial singers sing in alternation: the
order of the angels singing one part of the Sanctus
chant, the order of mankind the other.

Another symbolic aspect is represented in the
references to musicians and organs. The word
organum primarily belongs to a vocabulary close
to that of the psalms of King David, as “Laudate
eum in chordis et organo” (Ps. 150). We recall
how Amalar, for instance, expressed the symbolic
interpretation that the singers are themselves the
instruments, “Our singers do not hold cymbal, or
lyre, or cithara in their hands, or any kind of mu-
sical instrument, but in their hearts. The singers
themselves are the tuba, they are themselves the
psalterion, the choir, the strings, the organ and the
cymbal” (“Ipsi cantores sunt tuba, ipsi psalterium,
ipsi tympanum, ipsi chorus, ipsi cordae, ipsi orga-
num, ipsi cymbala”).?’

The image of the circle of musicians—“musicorum
chorea® —in Clangat hodie recalls then the biblical
imagery of the Psalms, but at the same time the
passages in the Apocalypse describing the circle of
musicians with instruments in their hands—“ha-
bentes singuli citharas”™—surrounding the throne
and praising (Apoc. 5:8; 14:2 and 15:2). Still, the
imagery in Clangatr hodie seems to be related not
only to other sequences from the same area, but
to the musical imagery in other works of art from
the same places and the same period. Thus, we can
observe that the image of the circle of musicians
in Clangat hodie corresponds to the imagery found
in illuminations of the Beatus Apocalypse. And at
the same time it seems to be related to the imagery
in the sculptured representations of the Maiestas
Domini, such as the one on the tympanum of Saint
Pierre in Moissac, and hence in all of the similar
representations on cathedrals from southern France
over to San Juan de la Pefia and all the way to San-
tiago de Compostela. There, we see the twenty-
four elders from the Apocalypse, all with musical



instruments, surrounding the enthroned Lord, and
King David himself playing and dancing. As Emile
Mile has pointed out, this new form of monumen-
tal sculpture, which was represented in the Maiestas
Domini on the tympanum of Saint Pierre in Mois-
sac, was inspired precisely by the illuminations of
the Beatus Apocalypse in copies found in this area.
Describing the illumination in one of these Beatus
copies (which he claims to have been the model for
the Moissac sculptor), Méle writes:

One of the most beautiful pages of the manuscript
represents Christ in Majesty, surrounded by four
beasts. Around Christ, the four and twenty elders
form a great circle: seated on thrones and with
crowns on their heads, they hold a chalice in one
hand and a viol in the other; they turn their gaze to-
ward the resplendent vision and endure its brilliance;
around them angels fly in the heavens [...]. This was
the Moissac sculptor’s model. From a manuscript
closely resembling it he borrowed the new type of
the elders of the Apocalypse. In fact it is only in
the Beatus manuscripts that we find them with their
crowns, chalices, viols like Spanish guitars.*

The version of Clangat hodie tied to melody 190 in
manuscripts from Moissac, San Milldn de la Cogolla,
Vic and San Juan de la Pefna (Huesca, AC, Cod. 4)
may be better understood in the light of the Apoca-
lyptic representations in illuminations and sculptures
in the same places as an exponent of a related sym-
bolic imagery.

CLANGAT CETUS

Finally, let us notice that in the rich Sanctus-
repertory written for the Cathedral of Tortosa in the
13" century, we find a number of the prosulas and
proses observed earlier, but here we also find proses
made according to the taste of a new time. Thus,
there are new strophic rhymed hymn like tropes and
proses. For instance there is the new proselike Osan-
na sequence Clangat cetus, found only in this region.
In its content, it follows the earlier Osanna proses,
such as Clangat hodie, describing the singing together
of mankind and angels. It also follows Iberian prefe-
rences in the vocabulary, such as, in 3a, a reference to
“Osanna plasma tuum” in the definition of the father
as “plasmator”.

OSANNA VOX LAUDABILIA

In its format, however, this composition is unlike the
earlier proselike creations, such as Clangar hodie. This
new Osanna prose is versified according to the taste of
a new time, in rhyming phrases of 4p + 4p and 7pp.
The strophes are rhymed according to a varying pat-
tern (la, 1b: aab, aab; 2a, 2b: ab a, a b a; 3a, 3b:

aaaaaaba):

Sanctus, sanctus, sanctus,

Dominus deus sabaoth,

Pleni sunt caeli et terra gloria tua.
Osanna in excelsis.

Benedictus qui venit in nomine domini.
Osanna,

la Clangat cetus 1b Angelorum
iste letus supernorum

gloriosa carmina, quae decantant agmina.

2a Felix festum, felix dies, 2b Felix partus, felix natus
in quo datur omni mundo ad salvandum omne genus
gaudium et magna quies. est a patre nobis datus.

3a O plasmator, pater pie, 3b Et, precamur, sic descendat

mitte filium Marie, et a morte nos defendat,

ut primeve matris culpe ut cantando trina voce

condonetur in hac die. sanctus chorus iste pangat

in excelsis.*!

(Let the joyful troop sing the glorious songs that
the hosts of angels sing heaven. Blessed feast and
blessed day when joy and great peace is given to
the whole world. Blessed birth and blessed child
given to us from the Father to save all mankind.
O Creator, mild Father, send the son of Mary
so that the first mother’s guilt might be forgiven
today. And, we pray that he may descend and
save us from death so that this holy choir in sin-

ging in threefold tongues might sound forth in
the highest.)

TU SUPER OMNIA

In the repertory of Tortosa we find the unique stro-
phic Sanctus trope Tu super omnia, which is inserted
between the phrases of the entire chant. All strophes
consist of four lines of 6pp ending in the word om-
nia and of one concluding line of 7p ending in the
rhyming words addressing the Father in “regnas cum
potestate”, the Son in “facta in veritate”, and the Holy
Spirit in “trinus in unitate”, and concluding in “unum
in trinitate” (aaaab).
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Sanctus,
Tu super omnia
et subtus omnia,
tu infra omnia
et extra omnia

regnas cum pOtCStatC.

Sanctus,
Tu regis omnia,
per quem sunt omnia,
ex quo sunt omnia,
in quo sunt omnia

facta in veritate.

Sanctus,
Tu reples omnia,
illustras omnia,
penetras omnia,
accendis omnia
numinis claritate.
Dominus deus «sabaoth.
Pleni sunt caeli et terra gloria tua».

Osanna.

Tu creas omnia,

sustines omnia,

retines omnia

contines omnia,

trinus in unitate
In excelsis.

Benedictus qui venit in nomine domini

Te credant omnia,
te quaerant omnia,
te colant omnia,

te dicant omnia
unum in trinitate.

Osanna in excelsis.?

Thus, in 7u super omnia, the author creates a highly
theological text by means of a minimum of variations.

VENI REDEMPTOR GENTIUM

Finally, another unique strophic composition in the
repertory of Tortosa is Veni redemptor gentium. Here,
the author plays with many earlier Pentecost hymns
and sequences. He constructs this work of versified
rhymed strophes in a regular meter of 8pp. Although
this composition is inserted between osanna and in
excelsis, there is no ambition to find endings in the
vowel -4, as seen in the eatly osanna-prosulas and proses,
and there are no grammatical anomalies caused by
the wish to end the phrase in the sound of the desired
vowel. Instead, each strophe has eight lines ending in
rich two-syllable rhymes following the same pattern

(ababbaab):

Sanctus, sanctus, sanctus,
Dominus deus sabaoth,
Pleni sunt caeli et terra gloria rua.
Osanna in excelsis.
Benedictus qui venit in nomine domini,
Osanna,
1. Veni redemptor gentium,
veni creator spiritus,
veni vita viventium,
nostros solari gemitus.
Verus nobis paraclitus,
in fide firma mentium,
in fine morientium,

te laudat omnis exitus.

2. Nostrum regens exilium
rorem infunde caelitus,
quo furor persequentium
non nos seducat ambitus,
sed amor tibi debitus

fervens corde fidelium

(Sanctus, Over all, under all, within all, outside bis ad vi i
all, you reign in power. Sanctus, You govern all, nobis ad vitae pracmium
and through you, from you, in you, all is made

in truth. Sanctus, You fill all, you illuminate all, 3.

sit tibi soli deditus.

Tu, qui salvasti saeculum
you penetrate all. You ascend all with the clarity

of your divinity. Dominus deus ‘sabaoth. Pleni sunt
caeli et terra gloria tua”. Osanna. You create all, you
sustain all, you hold all, you contain all, o Trine in

mirando partu virginis,
ut confundas incredulum,
vires infunde numinis

et contra virum sanguinis
Unity. In excelsis. All believe in you, all search for tuum exaltet populum,
you, all venerate you, all call you One in Trinity. qui gerit Christi ticulum

Osanna in excelsis.) ad laudem tui nominis.



4. O quam beata servitus,
qua servit et est libera,
qua mundi miserabitur
dum mutatur in prospera.
O quam libertas misera,
per quam liber sit subditus
et dives inter prospera
vivit Gehenne perditus.

In excelsis.®®

(Come, redeemer of the peoples, come, creator
Holy Spirit, come life of the living. You our true
Helper, in the firm faith in our souls, in the end
of the dying all, every end praise you. Governing
our end infuse your heavenly dew, so that the fu-
rious desire of the persecutors may not seduce us,
but may due fervent love be rendered to you alone
from the heart of the faithful ones, bringing us
to the reward of life. / You, who saved the world
through the virgin’s wonderful birth giving, to
confuse the incredulous ones, infuse the strengths
of your divinity and against the force of the blood
exalt your people that bears the title of Christ to
the glory of your name. / O what a blessed servi-
tude in which he serves and is free, feels pity for
the world while servitude is rendered prosperous.
O what a miserable liberty, in which the free is
dominated and the rich in the middle of his pros-
perity lives as ruined in Gehenna.)

CONCLUSION

Within the framework of one single chant, the Sanc-
tus, we have found new forms of prosulas, proses,
and texts built around the -0 and -z sounds of the
wonderful sound of the Hebrew word osanna often
in forms that reject the rules of grammar in order
to obtain endings in the vowels -z or -0. In a man-
ner that is typical in this southwest Frankish litur-
gical poetry, the new pieces are formed as proses
and inserted between the second “osanna” and the
words “in excelsis”. In the 13™ century repertory of
the Cathedral of Tortosa we have also met hymnlike
strophic compositions inserted either between osanna
and in excelsis or between the lines of the entire
Sanctus chant. It is evident that further studies of
the entire corpus of tropes and sequences in Iberian
repertories will give us new and interesting insights

OSANNA VOX LAUDABILIA

into musical and poetic creativity of the Iberian
regions in the Middle Ages.
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Benevento, BC, ms. 35
Benevento, BC, ms. 40

Huesca, AC, Cod. 4

Madrid, BN, ms. 289

Madrid, BN, ms. 19421
Madrid, RAH, Cod. 51
Modena, BC, ms. 7

Montpellier, Bibliotheque de I'Ecole de Médecine,
ms. 20

Montserrat, BM, ms. 73

Rome, Bibl. Apostolica Vaticana, Urb. Lat. 602
Paris, BNE Lat. 778

Paris, BNE Lat. 887

Paris, BNE Lat. 903

Paris, BNE Lat. 909

Paris, BNE Lat. 1086

Paris, BNE Lat. 1118

Paris, BNE Lat. 1120

Paris, BNE Lat. 1137

Paris, BNE Lat. 1139

Paris, BNE N. A. L. 495

Paris, BNE N. A. L. 1177

Paris, BNE N. A. L. 1871
Santiago de Compostela, AC, Codex Calixtinus
Tortosa, AC, ms. 135

Vic, ABEV, ms. 105

Vic, ABEV, ms. 106

Vic, ABEV, ms. V 40

NOTES

' I would like to express my deep gratitude to Manuel Fer-
reira, who first generously invited me to discuss Iberian
liturgical repertories and manuscripts in Lisbon, and to
Susana Zapke who invited me to pursue this topic further
in a wider Iberian perspective.
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2 Jean Leclercq. LAmour des lettres et le désir de Dieu.
Paris: Cerf, 1957, 44-45. English translation: 7he Love
of Learning and the Desire for God. New York: Fordham
University Press, 1985 (1 ed., 1961).

3 Ibidem, 46.

* As we know, there are, for instance, more than 5,000
sequences, many thousands of trope verses, large col-
lections of processional antiphons, hymns, and dif-
ferent compositions that are commonly called /iturgi-
cal drama. See the editions of Corpus Troporum (CT):
Ritva Jonsson, ed. CT I Tropes du propre de la messe
1. Cycle de Noél. Stockholm: Almquist & Wiksell In-
ternational, 1975 [Acta Universitatis Stockholmiensis
(AUS): Studia Latina Stockholmiensia (SLS) 21]; Olof
Marcusson, ed. CT I1. Prosules de la messe 1. Tropes de
[’Alleluia. Stockholm: Almquist & Wiksell Interna-
tional, 1976 (AUS: SLS 22); Gunilla Bjérkvall, Gunilla
Iversen and Ritva Jonsson, eds. CT III. Tropes du propre
de la messe 2. Cycle de Piques. Critical edition. Stock-
holm: Almquist & Wiksell International, 1982 (AUS:
SLS 25); Gunilla Iversen, ed. CT IV, Tropes de [’Agnus
Dei. Critical edition and analytical study. Stockholm:
Almquist & Wiksell International, 1980 (AUS: SLS
26); Gunilla Bjorkveall, ed. CT V. Les deux tropaires
d’Apr mss. 17 et 18. Selection of the manuscripts and
edition of the texts realized by this authoress. Stock-
holm: Almquist & Wiksell International, 1986 (AUS:
SLS 32); Eva Odelman, ed. CT VI. Prosules de la messe
2. Les prosules limousines de Wolfenbiittel. Edition cri-
tique des prosules d'alleluia du ms. Wolfenbiittel, Herzog
August Bibliothek Cod. Guelf: 79 Gud. Lat. Stockholm:
Almquist & Wiksell International, 1986 (AUS: SLS
31); Gunilla Iversen, ed. CT VII. Tropes de [ordinaire
de la messe. Tropes du Sanctus. Introduction and criti-
cal edition of the above mentioned authors. Estocolmo:
Almquist & Wiksell International, 1990 (AUS: SLS
34); Ann-Katrin Johansson, ed. CT IX. The Tropes for
the Feasts of the Blessed Virgin. Stockholm: Almquist &
Wiksell International, 1998; and Analecta hymnica me-
dii aevi (AH), vols. VII and LIII; and Miguel S. Gros.
Els tropers prosers de la Catedral de Vic. Estudi i edicid.
Barcelona: Institut d’Estudis Catalans, 1999.

> Vic, ABEV, ms. 105, fol. 44v; see CT VI, no. 174.
¢ St. Jerome. Epistola. PL XXII: cols. 378-379.

7 Isidorus. Erymologiae. PL LXXXII: col. 254.

8 Quotiens contra se. PL XCVI: col. 1496.

> CT VII, no. 172. Vic, ABEV, mss. 105 and 106.

1 See Lars Elfving. Erude lexicographique sur les Se-
quences Limousines. Stockholm: Almquist & Wiksell

International, 1972, passim (AUS: SLS 7); see Gunilla
Iversen. “Music as Ancilla Verbi and Words as Ancilla Mu-
sicae. On the Interpretation of the Musical and Textual
forms of two Tropes to Osanna in excelsis: Laudes deo and
Trinitas, unitas, deitas’. In Gabriel Silagi, ed. Liturgische
Tropen. Referate zweier Colloquien des Corpus Troporum
in Miinchen (1983) und Canterbury (1984). Munich:
Arbeo-Gesellschaft, 1985, 45-66; and Charles M. Atkin-
son. “Music as Mistress of the Words: Laudes deo ore pio”.
In ibidem, 67-82. See Pierre-Marie Gy. “Le Sanctus ro-
main et les anaphores orientales”. In Mélanges liturgiques
offerts au R. 2 Bernard Botte, O.S.B. Louvain: Abbey of
Mont Cesar, 1972, 167-174.

" The prosula is found in Paris, BNFE, Lat. 909, 1120,
1137, 887, 903, 1118, 778, and 495, Apt, Bibl. Basil.
Sta. Ana, mss. 17 and 18; Vic, ABEV, ms. 105; Huesca,
AC, Cod. 4; Modena, BC, ms. 7; and Benevento, BC,
mss. 34, 35 and 40; see edition in C7 VII, 48; AH XLVII:
343 and subsq.; and Peter Josef Thannabaur. Das einstim-
mige Sanctus der romischen Messe in der handschriftlichen
Uberlieferungen des 11. bis 16. Jahrhunderts. Munich:
Ricke, 1962, mél. 89, 111 and 197 (Erlanger Arbeiten
zur Musikwissenschaft: 1). See Gunilla Iversen. “Osanna
dulcis est cantica: On a Group of Compositions added to
the Osanna”. In Ldszlé Dobszay, ed. IMS Study Session on
“Cantus Planus”, Tihdny, Hungary, 19-24 September 1988.
Budapest: Studia Musicologica Academiae Scientiarum
Ungaricae, 1989, 275-296; and Charles M. Atkinson.
“Text, Music, and the Persistence of Memory in Dulcis est
cantica”. In Wulf Arlt and Gunilla Bjérkvall, eds. Recher-
ches nouvelles sur les tropes liturgiques. (CT.) Stockholm:
Almquist & Wiksell International, 1993b, 95-117 (AUS:
SLS 36).

12 Paris, BNE Lat. 1118, fol. 21v.

13 CT VII, 48; Paris, BNE Lat. 909, 1120, 1137, 887, 903,
1118, 778 and 495; Apt, Bibl. Basil. Sta. Ana, mss. 17
and 18; Huesca, AC, Cod. 4; Modena, BC, ms. 7; and
Benevento, BC, mss. 34, 35 and 40.

4 Vic, ABEV, ms. 105, fol. 45.

5 Fritz Reckow. “Organum-Begriff und frithe Mehr-
stimmigkeit. Zugleich ein Beitrag zur Bedeutung des
‘instrumentalen’ in der spdtantiken und mittelalcerli-
chen Musiktheorie”. In Wulf Arlt, ed. Basler Studien zur
Musikgeschichte. Bern: Franke, 1975. Vol. 1: 31-167,
passim (Forum musicologicum: 1). Reckow points out
the parallel use of the words mellifluus and organicus as
metaphorical epithets, in the poetry of Sedulius Scotus
and overtaken in sequences: “Die Tatsache, dass organicus
viersilbig ist wie viele der wertenden Epitheta (beispiels-
weise angelicus, dulcifluus, dulcisonus, harmonicus, mellifluus,



mellaticus, suavisonus) und deshalb die gleiche metrische
Position einnehmen konnte wie diese, mag seine Belieb-
theit, damit aber wohl auch das Abschleifen zum mitunt-
er nur noch unspezifischen Gebrauch geférdert haben.
Dass organicus auch in der geistlichen Dichtung im wer-
tenden Sinne gebraucht und verstanden worden ist, sei
an einem letzten Beispiel gezeigt. Die ‘organica cantica’
in der Sequenz Benedicta semper sancta sit trinitas: Et nos
voce praecelsa nunc | omnes modulemur/ organica cantica/

dulci melodia”. (Op. cit., 88-89).

¢ On the texts of these proses, see further Gunilla Iversen. “Rex

in hac aula. Réflexions sur les séquences de ’Antiphonaire
de Charles le Chauve”. Revue de Musicologie 89 (2003): 31-
45; and idem and Nicolas Bell, eds. Sapientia et elogquentia.
Turnhout: Brepols. (In press.)

17 See CT VII, passim; and Lars Elfving. Op. cit., passim.

18 This is the case in Paris, BNF, Lat. 1120, 1118, 778 and
495; Vic, ABEV, ms. 105; Modena, BC, ms. 7; Benevento,
BC, mss. 34, 35 and 40.

19 Paris, BNFE Lat. 1118, fol. 21v; CT VII, 111. See Peter
Josef Thannabaur. Op. cit., mél. 89, 111 and 197.

0 See Birgitta Thorsberg. Etude sur | hymnologie mozarabe.
Stockholm: Almquist & Wiksell International, 1962, 29,
159 (AUS: SLS 8).

21 Paris, BNE Lat. 495, fol. 46v; CT VII, 103; AH XLVII:
383; Thannabaur. Op. cit., mel. 89.

22 Paris, BNFE Lat. 495, fol. 46v; CT VII, 166; AH XLVII:
376; ibidem, mel. 43.

» Texts containing the word osanna in the sense ‘salva’,
‘salvifica’, in CT VII. Osanna, agie altissime domine (Ita-
lian); Osanna plasmatum populum (Iberian, Aquitainian,
Italian); Osanna, salva, salvifica (Apt); Osanna nunc tuum
plasma (Iberian, Aquitainian); Osanna omnes tua gratia
(West. Frankish, Italian); Osanna, pater per omnia (Ibe-
rian, Aquitainian); Osanna, patris sapientia (Iberian,
Aquitainian); Osanna salvifica tuum plasma (Iberian,
Aquitainian, Italian); Osanna, una summaque sophia (Ibe-
rian); Osanna tuum plasma (Iberian); and Osanna, vox

laudabilia (Iberian).

% Vic, ABEV, ms. 105, fol. 45r-v; CT VII, 78; Paris, BNE
Lat. 778; Vic, ABEV, ms. 106, Tortosa, AC, ms. 135; and
Huesca, AC, Cod. 4.

% CT VII, 138; Paris, BNE Lat. 1139, 1086, 1871,
1177, 778 y 495; Montserrat, BM, ms. 73; Vic, ABEV,
mss. 106 and 105; Tortosa, AC, ms. 135; Huesca, AC,
Cod. 4; Madrid, RAH, Cod. 51; and Santiago de Com-
postela, AC, Codex Calixtinus; see Rome, Bibl. Apos-
tolica Vaticana, Urb. Lat. 602 from Montecassino; see
Thannabaur, mel. 214, 224 var. and 226; AH XVII: 205-
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206; Peter Wagner. Die Gesinge der Jacobusliturgie zu
Santiago de Compostela aus dem sog. Codex Calixtinus.
Freiburg: Kommissionsverlag. Universitets-Buchhand-
lung, 1931, 46; and Manuel C. Diaz y Diaz, ed. E/
Cédice Calixtino de la Catedral de Santiago. Estudio codi-
coldgico y de contenido. Santiago de Compostela: Centro
de Estudios Jacobeos, 1988.

26 Vic, ABEV, ms. 105, fol. 451-v.

¥ 'The same vocabulary is found in Aquitainian proses:
“Olim deceperat hostis subdola et callida fraude Adam” (AH
VII: 252, 3a), or “Evae crimen nobis limen paradisi clause-
rat, haec dum credit et oboedit, caeli claustra reserat” (see

AH I: 428; and AH VII: 75, 4a-b).

8 Among Osanna proses expositing the act of singing in
musical metaphors can be mentioned: CT" VII: Caeleste
praeconium (no. 10), Carmina plebs (no. 12), Christo digna
(no. 13), Clangat coetus (no. 15), Clangat hodie (no. 16),
Osanna dulciflua (no. 47), Dulcis est cantica (no. 48),
Fidelium turma (no. 53), Laude canora (no. 67), Laudes
deo (no. 68), Nunc tuum plasma (no. 78), Ortus occasus
(no. 89), Patris dextera (no. 101), Plebs tibi mente (no.
112), Rex gubernans omnia (no. 132), Te laudant agmina
(no. 159), Voce dulcisona (no. 171) and Voce harmonica
(no. 172).

¥ See Gunilla Iversen. Chanter avec les anges. Poésie dans la
messe médiévale. Interprétations et commentaires. Paris: Cerf,
2001.

% Madrid, BN, ms. 19421, Paris, BNE Lat. 778 y N. A. L.
495; Madrid, RAH, Cod. 51; Tortosa, AC, ms. 135;
Montserrat, BM, ms. 73; and Vic, ABEV, mss. V 40 and
106 (four times).

31 Madrid, RAH, Cod. 51, fols. 243v-244r. See further CT
VII, 12.

32 CT VII, 53; Paris, BNE Lat. 778; Barcelona, BC, M.
1408-9a; Tortosa, AC, ms. 135; and Madrid, RAH, Cod.
51.

3 CT VII, 159; Monserrat, BM, ms. 73; Paris, BNFE Lat.
778; Vic, ABEV, ms. 106; and Madrid, RAH, Cod. 51.

3 CT VII, 16; Madrid, BN, mss. 289 and 19421; Paris,
BNE Lat. 1139 and 778; Vic, ABEV, ms. 106; Huesca,
AC, Cod. 4; Madrid, RAH, Cod. 51; and AH XLVII: 341;
see Gunilla Iversen. “Music as Ancilla Verbi...”. Op. cit.,
45-66; and Charles M. Atkinson. “Music as Mistress of the
Words...”. Op. cit.

¥ According to Eva Castro, the manuscript RAH, Cod.
51 from San Milldn de la Cogolla was a result of a num-
ber of small number of /ibelli originating from Moissac as

well as Narbonne and Toulouse. /dem. “Le long chemin
de Moissac a S. Milldn (Le troparium de la Real Acad.
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Hist., Aemil. 51”. In Claudio Leonardi and Enrico Me-
nesto, eds. La Tradizione dei tropi liturgici. Spoleto: Cen-
tro italiano di studi sull’alto medievo di Spoleto, 1991,

245-263.

3¢ Gunilla Iversen. “The Mirror of Music. Symbol and Real-
ity in the Text of Clangar hodie”. Revista de Musicologia 16,
no. 2 (1993): 771-789; and Charles M. Atkinson. “Music
and Meaning in Clangat Hodie”. Revista de Musicologia 17
(1993a): 790-8006.

% In the manuscripts, Clangar hodie is presented in a fas-
cicle of Sanctus chant without any specific indication or
festal rubric. Only the late manuscript Montpellier, Bib-
liothéque de I'Ecole de Médecine, ms. 20 has the rubric
“Pasquale”. In AH XL: 132, where Clangat hodie is given
as a separate sequence from later manuscripts, it is labelled
“De omnibus sanctis”.

3 See Gunilla Iversen. “Verba canendi in Tropes and Se-
quences”. In Michael W. Herren, C. J. McDonough and
Ross G. Arthur, eds. Latin Culture in the Eleventh Century.
Publication of The Journal of Medieval Latin. Turnhout:
Brepols, 2002. Vol. 5: 444-473; see also Gunilla Iversen.
Chanter avec les anges..., Op. cit.

% Jean Michel Hanssens, eds. Amalari episcopi opera li-
turgica omnia. 3 vols. Vatican City: Biblioteca Apostolica
Vaticana, 1938-1950. Vol. 2: 267-268. Studi e testi: 138-
140).

“ Emile Male. Religious Art in France. The Twelfth Century.
A Study of the Origins of Medieval Iconography. Princeton,
New Jersey: Princeton University Press, 19806, 3-6. (Art ré-
ligieux du xir siécle. Paris: Libraire Armand Colin, 1928).
The Commentary on the Apocalypse composed in Spain by
Beatus, abbot of Liebana in 784. His book was adopted by
the Church of Spain and recopied for centuries.

4 Tortosa, AC, ms. 135, fols. 18v-19v; also in Barcelona,
BC, M. 1147. CT VII, 15; AH XLVII: 378.

2 Tortosa, AC, ms. 135, fol. 29r-v. CT VII, 164.
“ Tortosa, AC, ms. 135, fols. 26-27. CT VII, 167.
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From the ludicii Signum to the Song of the Sybil:

Early Testimony

Maricarmen Gémez

t this time, preparations are in progress

as part of the UNESCO project “Oral

Heritage of Humanity” for a brief per-

formance that takes place each year on

Christmas Eve in the Cathedral in Palma
de Majorca, and, according to this model, in numerous
churches on the island. The performance is of what is
known today as the Song of the Sybil, which remained
popular for several centuries, although its meaning has
now been distorted to a certain extent: it become an ex-
pression of culture that is closer to the world of folklore
than to the sphere of which it truly is a part, that of art
music. With the resurgence of nationalism in Spain in
the 21* century izn., certain media have convinced peo-
ple that the Sybil belongs to a specific musical heritage
that may include the former territories of the Crown
of Aragén, and especially Catalonia, Majorca, and, to
a lesser extent, Valencia, but the reality is rather more
complex. This should not take credit away from the
Cathedral of Majorca for having kept the tradition of
performing the Sybil alive after the Cathedral of Toledo
decided to eliminate it towards the end of the 18" cen-
tury or perhaps in the 19% century in.!

The Sybil is the only figure from pagan antiquity that
managed to establish a niche for itself in Christian
liturgy, not just because of the song concerning us
here, the status of which would be rather insignifi-
cant if it were compared to what is probably the most
famous of all sequences, the Dies irae of the Requiem
mass (LU 1810-1813), attributed to Thomas of Celano
(T ca. 1250). Turned into a musical symbol of death
in Western culture,? this sequence, which is one of
the very few to survive the selection process carried
out by the Council of Trent (1545-1563), expressly
refers to the Sybil in the first and most penetrating
of its sentences: “The day of wrath! That special day

will dissolve this age into ash: as David and the Sybil
bear witness”.

The Sybil that the Dies irae refers to is the Eritrean
sybil, whose prophesies are closely associated with the
verses of the ludicii signum from which the sybilline
chant came into being.

The Eritrean sybil was the first and most famous of
the sybils or prophetesses of Antiquity. Her oracles,
collected in writing, were deposited in the Roman
Capitol, where they were apparently used to answer
important questions of state. A line from the sybilline
writings selected at random would become acrostic
in certain verses that included the response of the
priestly class to the question they had been posed,
depending on what was said to have been inspired by
the Sybil’s prophetic voice.’?

The prestige of the sybilline oracles meant that they
became widely known, especially from the 2™ cen-
tury BC onwards, having the specific aim of sprea-
ding the Jewish and later Christian faith, by using
their authority. Up to twelve books compiled at the
dawn of the Renaissance have survived that contain
manuscript copies of sybilline oracles from a broad
geographic area that ranges from Irag—the former
Babylon—to Egypt. Without rhyme or reason, mate-
rials of three kinds are intermingled with these texts:
fragments of oracles from remote antiquity, others
of Jewish origin regarding historical, doctrinal, and
eschatological matters, and finally Christian writings
on the figure of Christ.

Out of the twelve books of oracles by the Sybil, the third
and the eighth are particularly important in our case.
The third book, the main body of which seems to date
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back to the 2™ century BC, is markedly monotheistic;
it contains several eschatological oracles that are later
mentioned by the Latin historian Lactantius (ca. 250-
ca. 317) in his Divinae institutiones, which he directly
or indirectly attributes to the Eritrean sybil. In bk. 7,
chap. 16, which he entitles “De mundi vastatione, eius-
que prodigiis” (“Of the devastation of the world and
its prophetic omens”), Lactantius refers, for example, to
the signs or signals that were to precede the destruction
of the Roman Empire in the following terms:

Sol in perpetuum fuscabitur, ut vix inter noctem
diemque discernatur. Luna iam non tribus deficiet
horis, sed perpetuo sanguine obfusa, meatus extraor-
dinarios peraget, ut non sit homini promptum, aut
siderum cursus, aut rationem temporum agnoscere:
fiet enim vel aestas in hyeme, vel hyems in aestate.
Tunc annus breviabitur, et mensis minuetur, et dies
in angustum coarctabitur. Stellae vero creberrimae
cadent, ut caelum omne caecum sine ullis lumini-
bus appareat. Montes quoque altissimi decident, et
planis aequabuntur: mare innavigabile constituetur.
Ac ne quid malis hominum terraeque desit, audie-
tur e caelo tuba; quod hoc modo Sibylla denuntiat,
dicens: ZohmyE ovpavobev guvny ToAvBpnvov
agnoet. Iraque trepidabunt omnes, et ad luctuosum
illum sonitum contremiscent. (PL VI: 791-92)%

The words Lactantius quotes from the Sybil strangely
enough match one of the verses regarding the second
coming of Christ that is attributed to the Eritrean sybil
in the eighth book of the sybilline oracles, which is
of Christian origin (lines 217-250). Written in Greek
and with contents that are similar to those in the
paragraph taken from the Divinae institutiones, they
form the famous acrostic IHEOYE XPEIZTOS OEOY
YIOZ ZQTHP XTAYPOZ, in Latin IESUS CHRISTUS
DEI FILIUS SALVATOR CRUX.’ The initials of the six
words in the acrostic in turn form another one, IXOYX
(fish), a well-known symbol of Christ. We can sense
that the similarity between this acrostic and the man-
ner of manipulating the sybilline texts in the Roman
Capitol cannot have come about by chance.

Unlike Lactantius, who merely quoted them, Euse-
bius of Cesarea (ca. 260-ca. 339), the famous his-
torian of Christian Antiquity, reproduces word by
word the aforementioned verses by the Sybil in the
Oratio Constatini ad Sanctorum Coetum, in the chap-

ter that refers to the prophecies on the coming of
Christ.® Years later, they reappear in De civitate Dei,
by St. Augustine (354-430), this time translated
from Greek into Latin.

In his bk. 18, chap. 23, which deals with “De Siby-
lla Erytrea, quae inter alias Sibyllas cognoscitur de
Christo evidentia multa cecinisse” (“With the Eri-
trean sybil, who, among other sybils, is known to
have prophesized clear and evident things about Jesus
Christ”), St. Augustine tells how the proconsul Fla-
vian spoke to him one day and showed him a book
that contained the Sybil’s verses with the acrostic in
Greek. He then reproduces them in Latin and points
out that this is an imperfect version, given the pro-
blems posed by translating them, in which the thirty-
four hexameters of the original are reduced to twenty-
seven, a number that forms a ternary squared integer
(3°) in his own words.” St. Augustine’s version of the
Sybil’s verses is as follows:

Tudicii signum: tellus sudore madescet.

E caclo Rex adveniet per saecla futurus,

Scilicet in carne praesens, ut iudicet orbem.
Unde Deum cernent incredulus atque fidelis
Celsum cum sanctis, aevi iam termino in ipso.
Sic animae cum carne aderunt, quas iudicat ipse,
Cum iacet incultus densis in vepribus orbis.
Reicient simulacra viri, cunctam quoque gazam,
Exurent terras ignis, pontumque polumque
Inquirens, taetri portas effringet Averni.
Sanctorum sed enim cunctae lux libera carni
Tradetur, sontes acterna flamma cremabit.
Occultos actus retegens tunc quisque loquetur
Secreta, atque Deus reserabit pectora luci.

Tunc erit et luctus, stridebunt dentibus omnes.
Eripitur solis iubar, et chorus interit astris.
Volvetur caelum, lunaris splendor obibit.
Deiciet colles, valles extollet ab imo.

Non erit in rebus hominum sublime vel altum.
Iam aequantur campis montes, et caerula ponti
Omnia cessabunt, tellus confracta peribit.

Sic pariter fontes torrentur, luminaque igni.
Sed tuba tum sonitum tristem demittet ab alto
Orbe, gemens facinus miserum variosque labores,
Tartareumque chaos monstrabit terra dehiscens.
Et coram hic Domino reges sistentur ad unum.
Recidet e caelis ignisque et sulphuris amnis.

(PL XLI: 579.)*



The fact that St. Augustine includes these verses in
one of his most important books meant that during

the Middle Ages, the Sermo de symbolo addressed

% was attributed

“against Jews, pagans and arrians’,
to him, when in fact it must have been written by
Quodvultdeus, who was Bishop of Carthage between
431 and 439. The sermon has twenty-two chapters, of
which the first six are addressed to Christians, whom
he urges to remain strong in their faith. Chapters 7-9
attack heretics, and the tenth, Herod and the Jews.
In the following eight chapters, he aims to convince
the latter of their supposed error by providing vari-
ous pieces of evidence on the coming of the Messiah.
Chapter 19 again attacks heretics, and the last three
attempt to prepare the faithful for eternal life.

The section of the sermon that covers chapters 11-
18 begins with the words: “Vos inquam convenio, o
Iudei, qui usque in hodiernum diem negatis Filium
Dei” (“I address you, Jews, who until now denied
the Son of God”), after which its author, stressing
the scepticism of the people he is addressing, calls
upon the prophet Isaiah to furnish his personal tes-
timony on the coming of the Messiah: “Dic, Isaia,
testimonium Christo”. This is then followed by the
passage from the Old Testament that provides his
prophecy: “Ecce virgo concipiet, et pariet filium. Et
vocabitur nomen eius Emmanuel”. (“Behold, a vir-
gin shall conceive and bear a son, and shall call his
name Immanuel”) (Is 7:14). After Isaiah’s testimony,
he invokes Jeremiah, whose messianic prophecy is
also quoted, and this is followed by testimony from
Daniel, Moses, David, and Habakkuk. Next fol-
lows testimony from four characters from the New
Testament, Simeon, Zacharias, Isabel, and John the
Baptist, and testimony by two gentiles, Virgil and
Nebuchadnezzar.

The sermon quotes the seventh verse of the Eclogue IV
by Virgil, dated 40 BC, when the peace of Brun-
disium was being negotiated. The eclogue refers to
a newborn child or one still to be born, perhaps the
son of one of the leaders of Rome. The poet, who
says he is following a prediction of the Cumean sybil,
focuses his hopes on the child as a future leader.'® Vir-
gil’s ambiguous language, inspired by materials from
the third book of the sybilline Oracles and perhaps
by the Book of Isaiah, meant that the verses in this
eclogue acquired a special meaning in the Christian

FROM THE [UDICII SIGNUM TO THE SONG OF THE SYBIL

world, which thought it saw in these the expression of
a sybilline prophecy about the coming of the Messiah
that differed from that by the Eritrean sybil. This is
why there is a reference to them in the pseudo-Augus-
tinian sermon, which quotes the verse that says: “iam
nova progenies caelo demittitur alto” (“then a new
lineage shall be sent from on high”).

The last of the prophecies that the Sermo de symbolo
includes is by the Eritrean sybil, which reproduces the
texts of the hexameters of St. Augustine’s De civitate
Dei, and is preceded by the following introduction:

Quid Sibylla vaticinando etiam de Christo cla-
maverit in medium proferamus, ut ex uno lapide
utrorumque frontes percutiantur, ijudaecorum
scilicet atque paganorum, atque suo gladio, sicut
Golias, Christi omnes percutiantur inimici: audite

quid dixerit. (PL XLII: 1126.)"

Three centuries later, the same hexameters were to
reappear in a quite different context. This time it
was in a probably apocryphal sermon or speech by
the English monk and writer, the Venerable Bede
(672-735), whose writings titled Sibyllinorum ver-
borum interpretatio,'* were highly influential in the
Carolingian Renaissance. After studying the sybil-
line oracles, nature and history as far as the Chris-
tian faith is concerned, Bede refers to the end of the
Roman Empire and the coming of the Antichrist in
apocalyptic terms:

Et cum cessaverit imperium Romanum, tunc
revelabitur manifeste Antichristus, et sedebit in
domo Domini in Jerusalem. [...] Tunc erit per-
secutio magna, qualis non fuit antea, nec postea
subsequetur. Abbreviavit autem Dominus dies
illos, propter electos, et occidetur virtute Domini
Antichristus a Michaele archangelo in monte

Oliveti. (PL XC: 1185-1186.)"

According to the first epistle of St. John, the Antichrist
must appear shortly before the end of the world (1*
epistle John 2:18) and is destroyed by Christ in his
second coming. What could be more fitting, then,
than to continue the speech in the interpretatio with
the prophetic verses of the Eritrean sybil, preceded
by some introductory words, just as they are in the
Sermo de symbolo. The speech ends with the promise
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of eternal life for the righteous and eternal damna-
tion for the wicked, once the Last Judgment has
taken place.

The verses by the Eritrean sybil reproduced by St.
Augustine, the author of the Sermo de symbolo, and
the Venerable Bede are not the only late medieval
texts to refer to the signs or signals of the end of
the world, something that is hardly surprising if we
bear in mind that this is a recurring theme in bibli-
cal writings. So, certain doctors and prelates of the
Church—such as St. Peter Damian (1007-1072),
Peter Comestor (T 1178) or St. Thomas Aquinas
(1225-1274)—attribute to St. Jerome (340-420) a
writing in which it is established that there are fif-
teen signs of the Last Judgment. If it ever existed,
the original presumed to be by St. Jerome has been
lost, although the aforementioned writers and seve-
ral others copy or sum up St. Jerome’s supposed
text.' As a result, St. Peter Damian includes it in
the final chapter of a brief treatise De novissimis et
Antichristo.”® After relating the death of the Anti-
christ, its author refers to those signs “praecedentia
iudicii diem ex S. Hieronymi sententia’, which he
distributes over fifteen days:

Signum, inquit, primi diei: Maria omnia in altitu-
dinem exaltabuntur quindecim cubitorum supra
montes excelsos orbis terrae, non affluentia, sed
sicut muri aequora stabunt.

Signum secundi diei: Omnia aequora prosternen-
tur in imum profundi, ita ut vix queant ab huma-
nis obtutibus conspici.

Signum tertii diei: Maria omnia redigentur in pris-
tinum statum, qualiter ab exordio creata fuerant.
Signum quarti diei: Belluae omnes, et omnia
quae moventur in aquis marinis congregabuntur
super pelagus, more contentionis, invicem mu-
gientes et rugientes; nescientque homines quid
cantent, vel quid cogitent, sed tantum scit Deus,
cui omnia vivunt, officio gerendi.

Signum quinti diei: Omnia volatilia caeli conci-
nabuntur in campis, unumquodque genus in or-
dine suo; eaedem volucres invicem colloquentes
et plorantes erunt, non gustantes, neque bibentes,
adventum judicis timentes.

Signum sexti diei: Flumina ignea ab occasu solis
surgent, contra faciem firmamenti, usque ad ortum
currentia.

Signum septimi diei: Errantia sidera, et stationaria
spargent ex se igneas comas, qualiter in cometis
apparet, orbi et eius habitatoribus.

Signum octavi diei: Terraemotus erit magnus, ita
ut nullus homo stare possit, aut nullum animal,
sed solo sternentur omnia.

Signum noni diei: Omnes lapides tam parvi quam
magni scindentur in quatuor partes, et unaquae-
que pars collidet alteram partem, nescietque ullus
homo sonum illum, nisi solus Deus.

Signum decimi diei: Omnia ligna silvarum, et olera
herbarum sanguineum fluent rorem.

Signum undecimi diei: Omnes montes, et celles,
et omnia aedificia humana arte constructa, in pul-
verem redigeatur.

Signum duodecimi diei: Omnia animalia terrae
de silvis et montibus venient ad campos rugientia
et mugientia, non gustantia et non bibentia.
Signum decimitertii diei: Omnia ab ortu solis
sepulcra usque ad occasum patebunt, cadaveribus
surgentibus, usque ad horam judicii.

Signum decimiquarti diei: Omne humanum genus,
quod inventum fuerit, de habitaculis et de locis in
quibus erunt velociter abscedent, non intelligentes
neque loquentes, sed discurrent ut amentes.
Signum decimi quinti diei: Vivi homines morien-
tur, ut resurgant cum mortuis longe ante defunctis.

(PL CXLV: 888.)'¢

The variations between St. Peter Damian’s text and
the one that other authors transmit are more a ques-
tion of form than content, so that it is highly likely
that they come from the same source. A quite diffe-
rent matter is whether it was St. Jerome who estab-
lished that there were fifteen signs before the Last
Judgment and distributed them over fifteen days, or
if he took them from an unknown source. The only
certainty is that the sign corresponding to the first
day comes from the passage from Genesis about the
Flood that reads: “Quindecim cubitis altior fuit aqua
super montes, quos operuerat’ (“Fifteen cubits up-
ward did the waters prevail; and the mountains were
covered”) (Gen. 7:20). The number recording the
height of the waters in the biblical passage and the
number of catastrophes before the Judgment might
not match merely by chance, because there are also
fifteen steps in the temple in Ezekiel’s vision (Ez. 40:
26-31), the same as the number of psalms in the Can-
ticum graduum (Ps. 119-133); as a result this number



was a symbol in the Middle Ages of the passage from
earthly life to eternal life, which is clearly appropriate
for a text about the Last Judgment."”

Wherever the fifteen signs of the Judgment came
from, the text attributed to St. Jerome and the escha-
tological verses by the Eritrean sybil do not clearly
match, except in developing a common theme. The
fragments seem to come from different traditions that
converge in the Middle Ages.

If the fears of the end of the millenium provided an
obvious impetus for the development of eschatologi-
cal literature,'® they also definitely helped to attract
renewed attention to the Sybil’s verses. Certain Versus
de die iudicii must have resulted from the atmosphere
that prevailed especially in ecclesiastical circles, in
view of the supposedly impending end of the world.
These were copied in a miscellaneous codex from the
9% and 10™ centuries from a monastery dedicated to
St. Martin. The codex was acquired by the Monastery
of St. Martial of Limoges in the 13" century (Paris,
BNF, Lat. 1154, fols. 121-122)." The verses that I
present below (see p. 164) are provided with early
Aquitainian adiastematic musical notation, which
was added once the text had been written.

No less dramatic than the verses in the Limoges manu-
script are others that were added with music at the
end of a 10™ century collection of letters from the
Abbey of Aniane in Languedoc (Montpellier: Biblio-
théque de la ville, ms. 6, fols. 133v-134). This is a
prose with a refrain that sums up the text of the Apoc-
alypse, and each of its twenty-four stanzas begins with
a different letter, in alphabetical order. The last stanza
(AQ) ends with a Gloria to the Trinity. The notation
in the piece is Aquitainian and is arranged around a
dry point line.” Its tune, which is extremely sober,
changes slightly from one stanza to the next and is
tailored to fit the length of the prepared lines.

The Aniane Primer begins with a sombre warning:
“Earth, pay heed! Strip of immense sea, pay heed! /
Mankind, pay heed! All that live under the sun, pay
heed! / The day of supreme wrath draws near. / Hateful
day, bitter day / on which the sky will fade away, the sun
will turn red, / the moon will change its face, the day will

be darkened, / the stars will fall to earth. / Oh wretches!
Mankind, why do you persist in your foolish joy?”
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We know of two other copies of this Primer with
music, which nevertheless merely reproduce its first
stanza with certain variants in the lyric. The oldest
one belongs to an 11" century manuscript from
Karlsruhe (Badische Landesbibliothek, ms. 504,
fol. 26v) and the other to the famous Las Huelgas
Codex (fols. 167v, 157), both extremely important
copies insofar as that they prove the popularity and
survival of apocalyptic prose beyond the year 1000,
close to when it must have been written. If there
is no clear correspondence between the tunes from
Aniane and Karlsruhe, the tune from Las Huelgas
manuscript is quite melismatic and is linked to the
Aniane version.”!

Although neither the Aniane manuscript nor those
from Karlsruhe and Las Huelgas show where the
verses of the Audi tellus should go in the liturgy,
one of the possible reasons for their survival must
have been the fact that they fited to the Office for
the Dead, where the fears of mankind in the face
of the final judgment could continue to be evoked
without the subject falling out of the public eye,
at least during the Middle Ages. In this sense it is
worth mentioning the existence of a sequence that
was widely disseminated between the 13" and 15®
centuries, the first two lines of which match those
in the Aniane manuscript (the lyric not the music),
where they are glossed in seven stanzas that develop
the theme of the #bi sunt; some of the manuscripts
that transmit the composition, including a 15%
century Collectaneum from the Abbey of St. Victor
(Paris, BNE Lat. 15163, fol. 231), show that this
is a prose or sequence, “in officio mortuorum”.? It
did not survive the Council of Trent, which aboli-
shed all of the sequences in the Christian liturgy,
except for four, one of which was the Dies irae in
the Requiem Mass.
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II.

III.

IV.

Quique de morte redempti estis,

Et per crucem liberati,
Precioso comparati
Sanguine filii Dei,
Sursum corda preparate

Et Thesum desiderate.

Diem illum formidate,
Quando mundum iudicare
Christus imperator caeli
Venerit, fulgens in virtute,
Et in magna claritate,
Regnum sanctis preparare.

Cum aperta caeli arca,
Fulgorans ab oriente
Lucet vultus Thesu Christi:
Apparebit mundus omnis;
Obviam volabunt sancti
Ante pium redemptorem.

Cum aperta caeli astra,
Usque ad terminos terrae
Caeperit tuba canere,
Sancti archangeli Dei
Voce magna proclamare,

Et €lCCtOS congregare.

Tunc ad vocem regis magni
Resurgent omnes defunctis
Recepturus unusquisque
Non solum de pravo facto,
Sed de verbo ocioso

Prout iessit in corpore.

XI.

Versus de die iudicii

VL

VIIL.

VIII.

IX.

Thesu Christe, salus mundi,
Tunc succurre pie nobis

Qui cum Patre nunc te unum
Atque cum Sancto Spiritu,
Adoramus verum Deum,
Salvatorem saeculorum.

Amen.?

Cum ab igne rota mundi
Tota ceperit ardere,

Saeva flamma concremare,
Caelum ut liber plicare,
Sidera tota cadere,

Finis saeculi venire.

Dies irae, dies illa,

Dies nebulae et caliginis,
Dies tubae et clangoris,

Dies luctus et tremoris,
Quando pondus tenebrarum
Cadet super peccatores.

Qualis pavor tunc caderit
Quando rex iratus venerit,
Et infernus apparebit,

Qui impios absorbebit.
Sulfur, lamma atque vermes

Cruciabunt peccatores.

Quid dicturi erunt pravi
Quando ipsi trement sancti
Ante tantam maiestatem
Thesu Christi, filii Dei.

Et si iustus vix evadet,

Impius ubi parebit.

Non est locus evadendi
Nec inducias petendi,

Sed est tempus discutendi,
Amara districtione,

Ubi mente accusante
Torquebuntur puniendi.



It is thought that the lyric and music of the Dies
irae come from a fragment of the responsory for the
dead, Libera me, Domine (LU 1767-1768), which
reads: “Dies illa, dies irae, calamitatis et miseriae,
dies magna et amara valde” (“That day! Day of
wrath, calamity and misery! Day of great bitter-
ness!”) The lyric is also linked to certain verses by
the prophet Zephaniah that describe the Day of
Judgment (Zeph. I, 15-16), that in turn are similar
to those in the seventh stanza of the Versus de die
iudicii, whose author must have taken them from

the biblical prophet.

As noted at the beginning of this essay, it is precisely
in the Dies irae where the only mention appears of the
character of the Sybil in all post-Tridentine Christian
liturgy in a brief reference to the eschatological verses
of the Eritrean sybil, whose prophetic testimony is
linked by Thomas of Celano, the disciple and first
biographer of St. Francis of Assisi, to King David’s
17% Psalm (Ps. 17:5-16).%

If the characteristic fears at the end of the first mil-
lennium are perfectly reflected in the Versus de die iu-
dicii or in the verses of the Audi tellus, this is equally
true in the Versus sibille de die iudicii, one of whose
oldest musical witness can be found in the miscellany
of St. Martial of Limoges from the 9™"-10™ centuries
(fols. 122-123), following the Versus de die iudicii and
preceding others De nativitate Domini. Among the
first copies of the sybilline verses of the ludicii signum
after St. Augustine and Bede of which we have news,
three belong to three other miscellanies from the 9™
century. In two of these, the verses appear without
music (Paris, BNF, Lat. 2772, fols. 55v-56 and Lat.
2773, fol. 24), whereas in the third, which is from
the Abbey of Saint-Oyan (Jura), where it was received
as a donation from the priest Mannon ( 880), an
anonymous hand from Benevento, some time after
the original was written, added notation to it (ibidem,
Lat. 2832, fols. 123v-124).”> Both in this one and in
the manuscript Lat. 2772, the verses of the Eritrean
sybil are preceded by the fragment from the Divinae
institutiones by Lactantius (bk. 4, chap. 18) that St.
Augustine reproduces at the end of the chapter where
he provides the Sybil’s verses. According to both writers,
the fragment in question may include another of her
prophecies, this particular one about the passion and

death of Jesus Christ.
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The main novelty in the version of the sybilline verses
in the St. Martial manuscript, when it is compared to
the version from Saint-Oyan, lies in the manner of
their reproduction. In the latter, they appear exactly
like the versions by St. Augustine or Bede, except for
the neumes, but in the St. Martial manuscript the
verses are turned into a composition with a refrain, as
in the Audi tellus. The first line functions as a refrain,
“Iudicii signum: tellus sudore madescet”, which al-
ternates with the thirteen stanzas that result from the
grouping into pairs of the following twenty-six lines.
Moreover, the adiastematic notation in both versions
makes it difficult to compare them musically, but we
can still deduce from this that they are quite similar
and that the same melodic design in all of the verses is
repeated, the details of which vary depending on the
number of syllables in each line.

The copies of the Sybil’s verses that are contained
in four manuscripts from Spain are also from a very
early period. Two of these belonged to the Benedic-
tine Monastery of Santa Marfa de Ripoll (Girona),
founded in 879, which soon became an important
cultural center. The oldest of these manuscripts is an
original scientific and sacred miscellany from the 10*
century, which includes the lines of the Zudicii signum
under the rubric: “Metrum iretream sibille mirifice

1. Miscellaneous codex. Barcelona, ACA, Ripoll 106, 10™ century ir., fol. 92v
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probatuerit de adventum Domini primo et secundo
et consumatione saeculi” (“Verses of the sybil Eritrea
that prove the first and second coming of the Lord
and the end of the world”) (Barcelona, ACA, Ripoll
106, fol. 92v).

The lines are horizontally copied, one after the other.
They are followed on the same folio by Lactantius’s
fragment on the passion, death and resurrection
of Christ, which precedes the Sybil’s verses in the
manuscripts Lat. 2772 and Lat. 2832 in the Biblio-
theque Nationale de France. In the space left empty at
the bottom, a later hand, perhaps in the 11 century,
added the antiphon Alleluia. Cantantibus organis
with its corresponding Catalonian adiastematic
neumes; in passing, this scribe took advantage of
the opportunity to add music to the first line of the
Sybil’s poem; fourteen neumes altogether, one per
syllable. Perhaps the limited amount of space left
between lines explains why the unknown copyist
interrupted his work and left the rest of the poem
without music.

The second Ripoll manuscript that reproduces
the Sybil’s verses is from the 10* and 11™ centu-
ries and includes a collection of sermons by the
Church Fathers and several letters by Pope Urban
I1. Bede’s Sibyllinorum verborum interpretatio ap-
pears among the sermons, with the verses of the
Iudicii signum (Barcelona, ACA, Ripoll 151, fol.
37), which are followed by a sermon on the Nativity
of the Virgin Mary.

If Bede’s text was known from a very early period
onwards in the territory of the former Marca
Hispanica, today Catalonia, this is equally the case
with the Sermo de symbolo. This is suggested by a
miscellaneous Tarragona codex from circa 800, in
which the Sybil’s verses are accompanied by the
paragraph that precedes them in the sermon by the
Bishop of Carthage (Paris, BNE Lat. 8093, fols.
35v-30).

Unlike the three previous ones, the fourth manuscript
in the Hispanic group that reproduces the ludicii sig-
num is from Castile. This is a Homiliarium copied by
Florentius at the monastery—now the chapel—of
San Baudelio de Berlanga (Burgos), one of the jewels
of Mozarabic art (Cérdoba, AC, ms. 1); Florentius

finished the copy in 953, when he was 35 years old.
In the manuscript, the verses form part of the Sermo
de symbolo, which begins in the eleventh chapter with
the words “Vos inquam convenio”; continues with the
testimony of the prophets and gentiles undil it reaches
the Sybil’s text, and ends, just as in most later liturgical
manuscripts, with the following paragraph, which ab-
breviates the end of Chapter 16, after the lines of the
Iudicii and the beginning of Chapter 17 of the afore-

mentioned sermon:

Haec de Christi nativitate, passione et resurrectione,
atque secundo eius adventu ita dicta sunt, ut si quis
in graeco capita horum versuum discernere voluerit,
inveniat Imoovg Xpewotol Osov Yot Zwtnp. Quod

2. Homiliary. Cérdoba, AC, ms. 1, 10" century med., fol. 327v



et in latinum translatis eisdem versibus apparet,
practer quod graecarum litterarum propietas non
adeo potuit observari. Credo iam vos, o inimici iu-
daei, tantis testibus ita obrutos confutatosque esse,

ipsa veritate ut nihil ultra repugnare, nihil quaerere
debeatis.”

In the Berlanga manuscript the lesson from the
Gospels for the “III Feria ante natale Domini” follows
after these words. It can also be read in the Tarragona
miscellany after the Sybil’s verse.

In the Burgos codex the sybilline verses have adiaste-
matic Aquitainian notation, which was added once
the copy of the lyric was already finished; because of
the small amount of space available between lines, the
melodic inflexion in the composition has regrettably

been altered.

In the Berlanga and the Ripoll manuscripts, notation
was added to some or all of the Sybil’s verses after
they were copied. We can deduce that until then they
did not include music, and as a result, the melody
that accompanies them, which is perhaps the work of
a Benedictine monk, may be no earlier than the 9™
century ex. or 10* century in.

If the time and place when the ludicii signum was
set to music are unknown, we also do not know
when the Sermo de symbolo became part of the
liturgy either, which it did to a greater extent than
the Bede’s sermon did, although both events may
correspond. Of course the Sermo, with its prophe-
tic testimony about the coming of Christ and the
Sybil’s regarding the second coming, was just right
for Advent, a period of penitence considered in the
Roman rite to be a preparation for Christmas and
for the second coming of Christ before the Last
Judgment.”

No matter how, an Ordo romanus from before 1143
says in allusion to the papal liturgy for Christmas:
“In vigilia Natalis Domini ad Matutinum [...]
Quarta lectio sermo sancti Augustini Vos inquam
convenio, o iudaei, in quarta cantantur sibyllini ver-
sus ludicii signum.: tellus sudore madescet” (PL LXX-
VIII: 1031). This means that in the second third
of the 12" century the Sermo de symbolo, with the
Sybil’s verses being sung, had become one of the
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3. Breviary. Vic, ABEV, ms. Frag. X1/1, 11 century med.

lessons for Christmas matins in the Pope’s chapel,
which with slight variations began to become the
standard practice at this time. This is proved by the
fact that from the 11* century onwards, several lec-
tionaries and books of homilies begin to appear that
included the Sermo de symbolo either right from the
start—“Inter presuras”—, starting from the “Vos,
inquam” (chap. 11), or just as a small fragment—
“Quid Sibylla [...] quaerere debeatis” (chaps. 16
and 17)—, with the Sybil’s verses with or without
music, in the liturgy of Christmas matins once Ad-
vent was over.”® In this sense the Berlanga book of
homilies represents a precedent for this practice, as
does a lectionary from Compiégne, which is also
from the 10" century (Paris, BNF, Lat. 16819), in
which the sybilline verses are copied without music
as part of the Bishop of Carthage’s sermon.”” Of
course, neither of the two points out their exact po-
sition in the liturgy, nor do the 11* century manu-
scripts that transmit the sermon.

Among the latter, at least four are of Hispanic origin:
a Catalonian book of lessons (Paris, BNF, Lat. 5302,
fols. 80-82v); another from Cathedral of Sigiienza
(AC, Cod. 20, fols. 28v-35v); a book of homilies
written in Spain in the 11" century in Visigoth mi-
nuscule, which might have belonged to a Benedic-
tine monastery (Shefhield, Collection of the Guild
of St. George, Galleries and Museum Trust, ms. 31,
fols. 11v-13. Olim Ruskin Museum 7),*" and a sepa-
rate folio from a very old breviary from Cathedral of
Vic (ABEV, ms. Frag. XI/1).
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Except on the separate folio with Catalonian neumes,
in the other three manuscripts the verses of the Eri-
trean Sybil have Aquitainian notation; in the Sigiien-
za manuscript the neumes take a drypoint line as a
reference, which is not found in the others. The latter
manuscript is the only one to show where the sermon
was placed; it served as the sixth lesson at Christmas
matins in the Castilian cathedral.

An important novelty in these versions of the 11
century ludicii signum compared with other previ-
ous ones is that in three of them the sentence “Au-
dite quid dixerit” that precedes the Sybil’s verses
is set to music (the beginning of the Vic version
has not survived). This is a characteristic that they
share with a lectionary from circa 1000, where the
Sermo de symbolo appears as the sixth lesson in the
aforementioned matins (Paris, BNE, Lat. 5304, fols.
109v-113);*! the notation of the verses in this case
is still Aquitainian and adiastematic. On the other
hand, in a book of homilies from the same period
from the Benedictine Abbey of Montecassino, the
introduction of the sybilline verses has no music;
its Beneventan notation, lacking lines or clef, and
the corresponding sermon appear as the last lesson
in the second Christmas nocturn (Montecassino 99,
fols. 97-99).2 Among the 11" century manuscripts
that copy Quodvultdeus’s sermon with the Sybil’s
verses without music, we can mention a Lectiona-
rium officii ad usum ecclesiae Arelatensis, which never-
theless leaves enough room so that notation can be

added (Paris, BNE Lat. 793),? and a monastic book
of homilies (ibidem, Lat. 1646).

The musical transcription of the verses of the /u-
dicii signum in the manuscripts from Shefheld,
Vic and Paris (Lat. 5304) proves to be confusing,
because the neumes that accompany them are co-
pied with little, insufficient, or non accuracy at all
as far as their relative height is concerned. In fact,
only the versions of manuscripts Lat. 5302, whose
beginning I provide below, and Abbey of Monte-
cassino 99 can be transcribed with any significant
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degree of reliability. All this can be extended with
reservations to the Sigiienza version, because of
a odd error by the copyist. The latter, instead of
using the same music for lines 4-5 (stanza I1I), 6-7
(stanza IV), and so on, as for lines 2-3 (stanza I),
as usually happens, applies the music of the refrain
to the fourth line, the music that should be in the
fourth to the fifth, and so on, so that the entire
composition is spoiled, because the music of the
refrain is made to alternate with the music in the
stanzas without a parallel alternation in the text,
the incipit of which—/udicii—is only repeated at
the end of the last line, as happens in the Vic ver-
sion.* It is obvious that whoever added music to
the version of the Sigiienza Sybil was utterly unfa-
miliar with the composition, at least in the version
that prevailed. From this result, one can assume
that its original was similar to the one in the mis-
cellany from the 9"-10® centuries from St. Martial
of Limoges, which is the only version that we know
of prior to the 12* century in which the text and
music of the stanzas of the Judicii signum alternate
with the refrain.

A final version of the 11" century Sybil’s verses
comes from the Monastery of St. Martial in Li-
moges or from another in its area. It belongs to
the oldest version set to music of a performance
in the making, known as Ordo Prophetarum—7Pro-
cession of the prophets—(Paris, BNFE, Lat. 1139,
fols. 55v-58), which resulted first from featuring
and later from dramatising all those characters
who in the Sermo de symbolo provide their testi-
mony on the coming of the Messiah.* Although
its study goes beyond the limits of these pages, it
is essential to stress that it existed at least from the
end of the 11™ century—the folios of the manu-
script Lat. 1139 that include the Ordo are dated
1096/9, which is decisive proof that some verses
of those lacking any clear evidence of recitation
or singing by anyone other than the reader of the
sermon until that time, were then performed by
one or more soloists. The aforementioned stanzas
of the ludicii signum of the manuscript Lat. 1154
are halfway between the singing or reciting of the
Sybil’s verses and the Procession of the prophets
of Limoges. Their alternating refrain hints at the
involvement of a second soloist or a choir, just as
in the hypothetical Sigiienza’s original, a kind of



performance which can perhaps be extended to
the Vic version.

The tradition of including the Sermo de symbolo with
the Sybil s verses set to music—whether they formed
part of an Ordo Prophetarum or not—in the Christ-
mas Eve liturgy took root both in France, Spain and
Italy from the 12* century onwards, judging by the
number of liturgical manuscripts—especially lec-
tionaries and homilaries—that include it from these
three Latin countries, which do not always show its
place in the liturgy, at least at first. There is also no
evidence about their dramatisation; in fact, it is quite
the opposite, because these verses seem to have been
performed by one or more soloists and a choir, before
they were translated or, to be more precise, adapted
to romance languages. This is something we did not
know was happening before the 14" century med.-
ex., at a time when the aforementioned tradition
had begun to decline almost everywhere except in
the ecclesiastical provinces further to the south and
west of Europe, which are all of those in the Iberian
Peninsula and the province of Narbonne. However,
it cannot be ruled out that it had already been trans-
lated in the 13™ century, at the same time as the ver-
sions of the fifteen signs of the Last Judgment that
began to spread to a great many European countries;
an example of which is the one called Of the signs
that will appear before the Judgment, by Gonzalo de
Berceo (11952-1274?).%

The first version of the sybilline verses that we know
was translated from Latin is in Occitan, and it is co-
pied in the margins of the folios that include the /-
dicii signum with music, as a part of the Sermo de sym-
bolo, in a 12 century ex. lectionary from the Abbey
of Aniane (Montpellier: Archives de 'Hérault, ms. 58
H 6, fols. 51v-52v).% This is followed by several ver-
sions in Catalan, the first of which, included in the
Constitutiones synodales ecclesiae barchinonensis from
1415, also lacks music (Barcelona, ACA, ms. s. n. fol.
75),% and others in Spanish of which the oldest must
be that from a Toledan ceremonial from 1585 (New
York, Hispanic Society, ms. HC: 380/897), which
includes the use of the cathedral from the previous
century.”” Although the sybilline verses were still per-
formed in Portugal until the 20" century med.,** we
are not aware of any version translated or adapted
into Portuguese.
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We know that most of the versions in romance lan-
guages that have been preserved with music and others
that we have news of, but which have not survived,
were performed by a boy—in exceptional circumstan-
ces by a girl—who was dressed up as a Sybil.*' These
are the versions that match what has traditionally been
known as the Song of the Sybil. Perhaps this form is
later than the Council of Trent, which, by eliminating
the Sermo de symbolo from the readings during Christ-
mas matins, ended an age-old tradition. The tradition
survived in Toledo until at least the 18" century ex. for
reasons which have still not been explained, and also in
the Cathedral of Palma de Majorca, modelled on this
Toledan practice and even with a similar choreography,
despite the fact that its council was one of the first to
take the initiative of banning the song’s performance
once the Council of Trent had been held.** What hap-
pened in Majorca from that moment on and its causes
would require another essay in itself.

ABBREVIATIONS

AH = Analecta hymnica medii aevi
LU = Liber Usualis

PG = Patrologia Graeca

PL = Patrologia Latina

NOTES

' According to Francisco Asenjo Barbieri. “El Canto de
la Sibila”. Hlustracion Musical Hispano-Americana 1, no. 7
(1888): 50-51, the Sybil continued to be done in Cathedral
of Toledo throughout the 18% century and then fell into
disuse, despite the effort one of its deans made to restore it
in the 19" century med.

2 In this regard, we only need to recall the references to
the Dies irae that appear in works such as the Symphonie
Jantastique by Hector Berlioz, Camille Saint-Saéns’ Dance
macabre, or Gustav Mahler’s 2 Resurrection Symphony.

> Herbert Newel Bate. 7he Sibylline Oracles. Books III-
V. London, New York: Society for Promoting Christian
Knowledge, 1918, 12-13.

4 “The sun will be perpetually darkened, so that there will
scarcely any distinction between the night and the day.
The moon will now fail; not for three hours only, but
overspread with perpetual blood, will go through extraor-
dinary movements, so that it will not be easy for man to
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ascertain the courses of the heavenly bodies or the system
of the times; for there will either be summer in the win-
ter or winter in the summer. The year will be shortened
and the month diminished, and the day contracted into
a short space. And stars shall fall in great numbers, so
that all the heavens will appear dark without any lights.
The loftiest mountains also will fall and be leveled with
the plains; the sea will be rendered un-navigable. And
that nothing may be wanting to the evils of men and the
Earth, the trumpet shall be heard from heaven, which the
Sybil foretells in this manner: “The trumpet from heaven
shall its wailing voice’. And then all shall tremble and
quake at that mournful sound.”

5 Johannes Geffaken. Die Oracula Sibyllina. Leipzig: J. C.
Hinrichs, 1902, 153-157.

¢ PG 20: 1285-1290.

7 For the meaning of the number twenty-seven, see es-
pecially, Heinz Meyer and Rudolf Suntrup. Lexikon der
mittelalterlichen Zahlenbedeutungen. Munich: Institut fir
Frithmittelalterforschung, 1987, 687-689 (Miinstersche
Mittelalter-Schriften: 56). The authors of the Lexikon note
that the unique feature of the so-called tertia progressio (3°
= 27) “in a mathematical sense is the geometrical relation-
ship to it of a solid three-dimensional body”.

8 Judgment shall moisten the Earth with the sweat of its
standard. / Ever enduring, behold the King shall come
through the ages, / Sent to be here in the flesh and Judge
at the last of the world, / O God, the believing and faith-
less alike shall behold you, / Uplifted with saints, when
at last the ages are ended, / Seated before him are souls
in the flesh for his judgment. / Hid in thick vapors, the
while desolate lies the earth; / Rejected by men are the
idols and long hidden treasures; / Earth is consumed by
the fire and it searches the ocean and heaven / Issuing
forth, it destroys the terrible portals of hell. / Saints in
their body and souls, freedom and light shall inherit, /
and those who are guilty shall burn in fire and brimstone
forever. / Occult actions revealing, each one shall publish
his secrets, Secrets of every man’s heart God shall reveal
in the light. / Then shall be weeping and wailing, yea,
and gnashing of teeth. / Eclipsed is the sun and silenced
the stars in their chorus; / Over and gone is the splendor
of moonlight, melted the heaven; / Uplifted by him are
the valleys and cast down the mountains. / Utterly gone
among men are distinctions of lofty and lowly. / Into the
plains rush the hills, the skies and oceans are mingled /
Oh, what an end of all things! Earth broken in pieces
shall perish; / Swelling together at once shall the waters
and flames flow in rivers. / Sounding the Archangel’s
trumpet shall peal down from heaven / Over the wicked
who groan in their guilt and manifold sorrows / Trem-

bling, the earth shall be opened, revealing chaos and hell.
/ Every King before God shall stand on that day to be
judged. / Rivers of fire and brimstone shall fall from the

heavens.
O PL XLII: 1117-1130.

19]. Conington, and H. Nettleship, eds. 7he Works of Virgil.
2" ed. Hildesheim, New York, 1979. Vol. 1: 55 (footnotes
to Eclogue IV’ edition).

11 «

Let us proclaim what the Sybil prophesized about
Christ, so that the foreheads of the Jews and of the pagans
shall be struck by a stone and so that all the enemies of
Christ, just like Goliath, shall be cut down by his sword.

Listen to what she said.”
12 PL XC-1181-1186.

13 “And with the fall of the Roman Empire, the Antichrist
shall appear and sit in the house of the Lord in Jerusalem
[...]. Then a great persecution shall take place, as has never
been seen before and shall never be seen again. The Lord
shall shorten those days for the sake of the chosen ones
and the Archangel Michael shall kill the Antichrist on the
Mount of Olives, by the Lord’s grace.”

!4 As Carolina Michaélis notes. See “Quindecim Signa ante
Judicium”. Archiv fiir das Studium der neueren Sprachen
und Literaturen 46 (1870): 54-55, which then reproduces
the versions transcribed by Peter Comestor and Thomas
Aquinas.

5 PL CXLV: 885-888.

16 The sign on the first day shall say: All the seas will rise
fifteen cubits above the high mountains on the surface
of the earth, and remain like walls of water that do not
flow. / The sign on the second day: All the waters shall
be plunged into the depths, so that scarcely will they be
visible to the human eye. / The sign on the third day:
All the seas will be restored to their original condition,
just as they were created in the beginning. / The sign
on the fourth day: All the great fishes and everything
that moves in the sea will gather together and raising
their heads above the sea, roar at one another conten-
tiously, and men will not know what they are screaming
or planning; only God will know, by whose action
everything lives. / The sign on the fifth day: All the birds
of the air will gather together in the fields, each species
in its own way, wailing to one another, with neither bite
nor sup, for fear of the coming of the Judgment. / The
sign on the sixth day: Rivers of fire will arise towards
the firmament rushing together from the west to the
cast. / The sign on the seventh day: All the stars both
planets and fixed will throw out fiery tales like comets
onto the Earth and its inhabitants. / The sign on the



eighth: There will be a great earthquake, so that all men
and animals will be laid low. / The sign on the ninth:
All stones, little and great, will be split into four parts,
dashing against one another, and no man shall be able to
recognize that sound, only God. / The sign on the tenth:
All the trees in the forests and plants will be bedewed as
it were with blood. / The sign on the eleventh: All the
mountains and hills and buildings made by man will be
reduced to dust. / The sign on the twelfth: All the ani-
mals on the earth will come from forest and mountain
to the fields, roaring and bellowing, without bite nor
sup. / The sign on the thirteenth: All graves from east
to west will open to allow the bodies to rise again, until
the hour of Judgment. / The sign on the fourteenth: All
men will leave their abode, neither understanding nor
speaking, but rushing hither and thither like madmen.
/ The sign on the fifteenth: All the living will die, to rise
again with those who died long before.

7 On the meaning of the number fifteen, see Heinz Meyer

and Rudolf Suntrup. Op. cit., 654-658.

'8 The two benchmark studies on the subject of millenaria-
nism are by Georges Duby. L'’An mil. Paris: Gallimard/Jul-
liard, 1967, and Henri Focillon. L’An mil. Paris: Colin,
1952. There is a compilation of eschatological medieval
writings in Claude Carozzi and Huguette Taviani-Carozzi.
La fin des temps. Terreurs et prophéties au Moyen /fge. Paris:
Flammarion, 1999.

1 For the description of the manuscript, Paris, BNE Lat.
1154 and its dating, see Jacques Chailley. Lécole musicale
de Saint Martial de Limoges jusqu’a la fin du Xr° siécle. Paris:
Les Livres Essentiels, 1960, 73-78.

2 Edition of the lyric and facsimile in Paulin Blanc. “Nou-
velle Prose sur le Dernier Jour, composée, avec le Chant
noté, vers '’An Mille, et publié pour la premiére fois d’apres
un antique manuscrit de ’Abbaye d’Aniane”. Mémoires de
la Société Archéologique de Monipellier. Montpellier: Société
Archéologique de Montpellier, 1841. Vol. 2: 451-509. A
musical edition is in AH XLIX: 778.

2! Musical transcription of the verses of the Audi tellus,
according to the version in the Las Huelgas Codex, in
Higini Anglés. £/l cédex musical de Las Huelgas. Barcelona:
Institut d’Estudis Catalans, 1931. Vol. 3: 381-382, no.
161, which reproduces the Karlsruhe version in facsim-
ile (vol. 1: 349); Gordon A. Anderson. “The Las Huel-
gas Manuscript”. Corpus Mensurabilis Musicae 79, vol. 2
(1982): 115, no. 84; and Juan Carlos Asensio and Josemi
Lorenzo. El cédice de las Huelgas. Madrid: Alpuerto, 2001,
526-527, no. 161.

22 For the edition with the text of this prose and its va-
riants, see AH XLIX: 779.
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# Verses on the Day of Judgment: I. Those who are re-
deemed by death and freed by the Cross, thanks to the
precious blood of the Son of God, lift up your hearts
and desire Jesus. II. Fear the day when Christ, lord of
the heavens, resplendent in virtue and dazzling, comes
to judge the world and prepare for the kingdom of the
saints. III. When the celestial ark opens, the shining face
of Jesus Christ will gleam in the East. The entire uni-
verse will be revealed. The saints will come to meet the
pious Redeemer. IV. When the heavenly bodies open
up, the trumpets will sound until the ends of the earth;
and the holy archangels of God will be heard and the
chosen ones will gather together. V. Then at a shout
from the great King, all the dead will rise again. Each
will receive the punishment they deserve not only for
their wicked actions but also for words taken in vain.
VI. All the wheels of the world will start to burn at the
same time and the raging flames will reduce everything
to ashes. The sky will fold up like a book and the firma-
ment will fall: the end of the world will come. VII. Day
of wrath! That day! Day of mist and darkness! Day of
trumpets and clamour! Day of suffering and trembling
on which the full weight of the darkness shall fall on sin-
ners! VIII. What fear will there be then, when the irate
king comes and hell will appear that will gobble up the
godless. Brimstone, fire and worms shall torment sin-
ners. IX. What will the wicked say when the very saints
tremble before the glorious majesty of Jesus Christ, the
Son of God. If the just shall manage to escape, the god-
less shall appear there. X. There will be nowhere to es-
cape to nor to ask for indulgence; it will be a time of
collapse and bitter constriction, where those who are
worthy of punishment shall be tormented by the ac-
cusatory mind. XI. Take pity on us then, Jesus Christ,
savior of the world, at one with the Father and the Holy
Ghost, who we worship as the one true God, savior of
the world. Amen.

2 Unhappy about the reference to the Sybil in the third
line of the Dies irae, the Jansenists in the 18% century sug-
gested changing it to another: “Crucis expandens vexilla®
(“unfurling the standards of the cross”); a suggestion that
fortunately came to nothing. A brief historical vision of
this composition is in Robin Gregory, “Dies irae”. Music ¢

Letters 34 (1953): 133-139.

» According to Solange Corbin. “Le cantus sibyllae: origine
et premiers textes”. Revue de Musicologie 31 (1952): 5;
and Nicole Sevestre. “La tradition mélodique du Canzus
sibyllae”. Vienna: K. M. Halosar, 1982, 269-280 (Wiener
Arbeiten zur germanischen Altercumskunde und Philolo-
gie: 20), that includes the version of the Paris, BNF, Lat.
1154 and Lat. 2832 manuscripts with neumes.
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% “These things have been said about the Nartivity,
Passion and Resurrection of Christ, as well as about his
second coming. If anyone wishes to know the initials of
those lines in Greek, they will find that they are ‘Tesus
Christus Dei Filius Salvador’, translated into Latin, in
which case the property of the Greek letters cannot be
totally preserved. I think that you, Jewish enemies, have
been overwhelmed and refuted by so much evidence
that you should not continue to reject or search for the
truth itself.”

¥ Pamela Sheingorn. “For God is such a Doomsman: Ori-
gins and Development of the Theme of Last Judgement”.
In David M. Bevington, ed. Homo, Memento Finis: The
Iconography of Just Judgment In Medieval Art and Drama.
Kalamazoo: Western Michigan University, Medieval Insti-
tute, 1985, 29.

8 Although the coincidence could be by chance, the well-
known Christmas sequence, Laetabundus, which appeared
on French soil in the 11" century, according to Friedrich
Gennrich—“Internationale mittelalterliche Melodien”.
Zeitschrift fiir Musikwissenschaft 11 (1929): 273—, refers
to the sibyllinis versibus in one of its verses. Transcription

in ibidem, 274-278.
» Solange Corbin. Op. cit., 5-6.

3 For the description of this manuscript, see Louis Brou.
“Un nouvel homiliare en écriture wisigothique: le codex
Shefhield, Ruskin Museum 7”. Hispania Sacra 2, no. 3
(1949): 147-191.

3! Facsimile edition of fol. 112v, with the beginning of the
Sybil, in Higini Anglés. La miisica a Catalunya fins al segle
xi1. Barcelona: Institut d’Estudis Catalans, Biblioteca de
Catalufa, 1935, fig. 76.

%2 Transcription of the version of the fudicii signum ac-
cording to Cod. 99 from Montecassino in Agostino Latil.
“Spigolatura Cassinesi: Il Canto della Sibilla”. Rassegna
Gregoriana 2 (1903): 530-531.

3 According to Solange Corbin. Op. cit., 6-7.

*Transcription of the version of the Judicii signum according
to the Sigiienza codex in Maricarmen Gémez. El Canto de la
Sibila. Madrid: Alpuerto, 1996-1997. Vol. 1: 51-54, no. 1.
Oddly enough, the same mistake in the Sigiienza copy is re-
peated in a 12 century tropary from Montecassino, which
stresses that the verses of the Judicii were performed in this
Benedictine abbey in the second nocturn of Christmas mat-
ins (Rome: Bibl. Apostolica Vaticana, Urb. Lat. 602, fols.
96v-99v). Given that the quality of the copy of the cassi-
nese tropary, with Beneventan neumes, is excellent, it is dif-
ficult to explain the mistake, especially bearing in mind the
standard version of the 11" century book of homilies that

belonged to the Abbey. Facsimile of fols. 96v-97 in Higini
Angles. La miisica a Catalunya... Op. cit., fig. 80.

% For the description of the manuscript Lat. 1139, see
Guy de Poerck. “Le Ms Paris, B. N., lat. 1139. Etude
codicologique d’un recueil factice de piéces paralitur-
giques”. Scriptorium 23 (1969): 298-312. A transcrip-
tion of the Ordo Prophetarum based on this same man-
uscript is in Charles-Edmond-Henri de Coussemaker.
Drames liturgiques du Moyen /Ige. Rennes: Vatar, 1860,
11-15, no. 2.

% Ciritical edition in Gonzalo de Berceo. Signos que apa-
recerdn antes del Juicio final. Duelo de la Virgen. Martirio
de San Lorenzo. Madrid: Castalia, 1980, 127-157. It can
be pointed out in this respect that one of the Cantigas
de Santa Maria by Alfonso X the Wise (1221-1284),
Madre de Deus, is merely a personal version of the fu-
dicii signum, as a contrafactum in Galician-Portuguese,
which ended the first collection of Alfonsine Cantigas.
For the transcription of this canticle, see, among oth-
ers: Maricarmen Gémez. Op. cit. Vol. 1: 63 and 64,
no. 4A/B.

% For the description of this Aniane lectionary and the
transcription of the Sybil’s verses in Occitan, see Félix
Raugel. “Le chant de la Sibylle d’apres un manuscrit du
xir® siecle conservé aux archives de 'Hérault”. In Actes du
Congreés d’Histoire de I'Art. Paris 26 Septembre-5 Octobre
1921. Paris, 1923-1924. Vol. 3: 774-783.

38 For the description of the sources that include the ver-
ses with music of the Judicii signum in Catalan (A/ jorn
del judici) and its transcription, see Maricarmen Gémez.
Op. cit. Vol. 2: 91-103, nos. 7-11: and the related com-

mentaries.
¥ Transcription in ibidem. Vol. 1: 71-72, no. 6.

% According to Solange Corbin. Essai sur la musique re-
ligieuse portugaise au Moyen Age (1199-1385). Paris: Les
Belles Lettres, 1952, 288-289, who claims that when the
book was written, the tradition of performing the Sybil’s
verses still survived at Cathedral of Braga.

1 In the convent of nuns of the Concepcién in Pol-
lenga, which moved in 1577 to the town of Palma de
Majorca—it is the place of provenance of a choir book
with the oldest copy of the Sybil’s verses set to music
in Catalan that has survived on the island of Majorca
(Palma de Majorca, Museo Diocesano, ms. s. n., fols.
84v-86v)—, the performer was a bona cantora. On this
point and for the description of the Palma manuscript,
see Maricarmen Gdémez. “Una fuente desatendida con
repertorio sacro mensural de fines del medioevo: el
cantoral del convento de la Concepcién de Palma de

Mallorca [E-Pm]”. Nassarre 14 (1998): 333-372.



2 The chapter certificate that orders “quod non fiat Sibilla
in matutinis Nativitatis” is dated 5 December 1572.
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The Historia for St. Dominic of Silos in British

Library, Add. ms. 30850

Barbara Haggh

he earliest historia of St. Dominic of

Silos (f 20 December 1073) is of in-

terest for a number of reasons.' It was

composed soon after the death of this

influential abbot, who gave his name
to what would become one of Spain’s most signifi-
cant monasteries. Thus the Aistoria dates from a pe-
riod of time when the Roman (Gregorian) chant was
becoming established in Spain, and the regional Mo-
zarabic (Old Hispanic) chant was actively and, by the
next century, successfully suppressed.? (The Council of
Burgos in 1080 had repercussions for Silos, although
there was a French presence in Castile and Ledn in the
1470s, and the Mozarabic Rite and script persisted in
some locations into the 12* century 77.)* Furthermore,
the first surviving copy of the historia for St. Dominic
is in one of the earliest complete monastic antiphoners,
London, BL, Add. ms. 30850 (René-Jean Hesbert’s S
in CAO)* a manuscript written at Silos with texts in Vi-
sigothic script and with a unique notation showing the
meeting of the Mozarabic and Gregorian traditions.”
In short, an analysis of this Aistoria in this manuscript
allows us to observe its anonymous creator(s) at work
in a remarkable time of transition.

The historia for the dies natalis of St. Dominic of Silos
(celebrated on 20 December) is loosely based on the
Life and Miracles of the saint. They were written by
Grimald, a monk at Silos, at the request of Dom For-
tunius, Dominic’s successor as abbot.® The request is
said to have come in 1073, after Dominic’s death. In-
deed, Dom Férotin and Vitalino Valcdrcel both date
Grimald’s Life from circa 1088 to 1091.” This was
after 1076, when Dominic’s relics were translated,
with King Alfonso VI’s consent and in the presence
of Jimeno, Bishop of Burgos (f 17 March 1082),
before the altar of St. Martin in the abbey’s church.
There a new altar for St. Dominic was built, and on
20 September 1088, the Monastery of St. Sebastian
was renamed after St. Dominic and dedicated by Car-

dinal Richard, Abbot of St. Victor of Marseille and
papal legate.® Thus if the Life dates from after 1088,
the historia for Dominic’s natalis must date from after
1088, by which time the Roman liturgy had been ac-
cepted at Silos.”

The content and structure of the historia for the dies
natalis of St. Dominic of Silos as it appears in Hes-
bert’s § is summarized in the Appendix to this article,
which provides the text incipits of the chant, citing re-
lated texts, chant, and modern editions. First Vespers,
monastic Matins, Lauds, Prime, and Second Vespers
are unremarkable. But on fols. 237v and 239r-240r
seven antiphons and seven responsories appear with
a tonary and other chant surrounding them and are
there merely listed under the rubric “De s[an]c[t]i
Dominici c[on]f[essor]”. The liturgical purpose of
the seven antiphons and seven responsories is not
clear. The texts, whose incipits are also given in the
Appendix, are not historical but praise St. Dominic
and are thus liturgically neutral. They may either have
been exchanged with the earlier chant, used for the
Octave, or sung during processions to the tomb of
the saint during the Octave. The many borrowings
in this series of antiphons and responsories without a
specific liturgical destination by comparison with few
borrowings in the historia for the dies natalis, suggest
that these two groups of chant were compiled in very
different circumstances.

Grimald may have composed the first historia as
well as the Life, but no attribution survives in any
liturgical or documentary source. The relationship
between the text of the historia for Dominic’s
dies natalis and Grimald’s Life, which Miguel C.
Vivancos recognized, is minimal and certainly less
close than in other historia of the time. The author
summarizes the Life, occasionally using words that
are emphasized in it but never quoting more than
a phrase. As was the convention by this time,
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the antiphons and responsories of Vespers and
Matins recall the life of the saint in chronological
order: Vespers takes Dominic from birth to
the priesthood, Matins through his monastic
existence and to his death. Born about 1000,
Dominic became a monk, spent eighteen months
in solitude, and then became the grand prior of
the Benedictine monastery at San Millin de la
Cogolla. Exiled to Castile by the King of Navarre,
Dominic eventually arrived at the Benedictine
abbey originally founded in 954, then named after
St. Sebastian. Dominic was installed as its abbot
on 24 January 1041. At this date, the Mozarabic
chant was still sung.'"” Dominic was reputed to
have restored the abbey’s manuscripts, scriptorium,
and chant, so presumably the Mozarabic chant,

before his death in 1073.!!

Dominic was said to have produced many miracles—
told in books two and three of the Life—and they are
summarized and counted in the antiphons for Lauds
in the Aistoria. The miracles were selected carefully;
those about the vices of women and gruesome
illnesses or wounds were omitted. Instead, Dominic
cures fifteen blind men, seven deaf and dumb men
and women, and twenty persons possessed by the

Devil.

The miracle story (Life, Book I, Chapter 10, pp.
258-260) telling of Dominic’s cure of the blind
Juan from Salas who visited Silos, has been the
subject of discussion. It is of interest, because it
provides a clue to the date of the office. According
to this story, Dominic held mass in the presence
of all of the monks, and when the ministers began
the communion, Gustate et videte, the blind man
recovered his sight.'> Notice the use of the word
‘communion’ in the Life." The miracle is recalled
in the tenth responsory of Matins in the historia
for St. Dominic, Quidam cecus, but there a context,
but no rubric, is provided for the chant.® It is
significant that the text Gustate et videte, from
Psalm 33:9, was sung both in the Mozarabic and
Gregorian liturgies from very early on. It functions
as the communion for the eighth Sunday after
Pentecost in the antiphoners of Rheinau, Mont
Blandin, Corbie, and Senlis.” In the antiphoner
of Ledn, dating from 1066-1070, it appears on
fol. 152r under the rubric “Ordo psallendi in

Ramos palmarum ad vesperum” as the verse to
the third antiphon, Accedite ad Dominum. Then,
on fol. 154v after the Lesson for Palm Sunday, the
psallendum follows, with “Gustate et videte” as
its sixth and last verse. The Mozarabic text varies
slightly from the Gregorian (in brackets): “Gustate
et videte quam (not guoniam) suavis est dominus
beatus homo (not »ir) qui sperat in eum (not ¢0)”,
because it follows the Mozarabic psalter.'®

Vivancos argued that the chant in this miracle story
is Mozarabic, but repeats Férotin in stating that
Gustate was commonly used in the Old Hispanic
rite as a chant “ad accedentes”. Férotin gives ad
accedentes as the Mozarabic rubric for Gustate, but
this rubric is not found in early Mozarabic sources,
only in the 16™ century Missale mixtum (PL LXXXV:
564-565) that he cites, which was a newly created
compromise between the discontinued Mozarabic
rite and the Roman rite.'” According to Vivancos,
because the affluence of monks and of visitors to the
tomb as described in the Life corresponds exactly
to the rubrics of the Visigothic Liber ordinum,
this must have been be the correct context for the
chant, which was therefore Visigothic."® Yet the
chant is called a communion in the miracle story,
which also quotes the Gregorian text of the chant.
It thus seems more likely that the miracle story
was deliberately written, or perhaps rewritten, to
acknowledge the newly imported Gregorian chant.
In its known state, the miracle story, the office,
and its responsory must therefore postdate the
Reconquista.

The texts of this early historia for St. Dominic have
been edited several times and studied, most recently
by Vivancos, but the chant and its notation have re-
ceived little attention and are only accessible in the
black and white facsimile of the antiphoner of Silos."
In fact, other sources not considered here reveal the
existence of a different, later office and of several sets
of mass propers and numerous hymns.® A recent of-
fice for the saint that was in use at the Monastery of
Silos in 1949 was composed by Dom Pothier from
the neumed manuscripts of the abbey.!

The earliest source for the office of St. Dominic of
Silos and the only source to be considered here, is the

antiphoner London, BL, Add. ms. 30850. Its main



book block was dated 1081-1088 by Ismael Ferndn-
dez de la Cuesta (see illustrations 1 and 2).?2 On pre-
ceding folios a scribe added the office of the Dedica-
tion of the Church. At the end of the manuscript, a
scribe added offices for St. Dominic, Sts. John and
Paul, St. Mary Magdalene, St. Germain of Auxerre,
St. Bartholomew, St. Hippolytus, and St. Thomas,
Apostle. A tonary follows, which includes chant from
the offices for St. Martin, St. Mary Magdalene, and
St. Millan de la Cogolla. Intermingled one finds seven
antiphons and seven responsories for St. Dominic,
nearly all of which Hesbert passed over. According
to Ferndndez de la Cuesta, the added material dates
from before 1116.

The remarkable features of this manuscript are its
Visigothic script and neumes, disproportionate re-
dundancy when it is compared with contempora
neous antiphoners, the inclusion of some Mozarabic
chant, the incorrect placement of the office of St.
Andrew at 22 November (as in the Compi¢gne an-
tiphonary), and the inclusion of several significative
letters and episemas. Psalm tone intonations and dif-
ferentiae appear throughout most of the manuscript

1. Antiphoner. London, BL, Add. ms. 30850, 11" century ex., fol. 223v.
Office of St. Dominic of Silos

THE HISTORIA FOR ST. DOMINIC OF SILOS

TRAREH :
bt St T
i, I..'f.' 'l i n J.r'" ¥

2. Antiphoner. London, BL, Add. ms. 30850, 11* century ex., fol. 226v.
Antiphons: Ora pro nobis, O venerabilis abba Dominice, Con (sic) rediret
a sepulcro and Sancte confessor domini Dominice

but were sometimes added in the margins. The manu-
script only has occasional marginalia, which also
include melismas for which there was not enough
room, omitted chant, and the previously noted dif-
ferentia or responsory doxologies.

Whereas the chant for Dominic’s naralis in this
manuscript is newly composed, with only three
possibly derivative texts—those of the invitatory, a
responsory, and of the antiphon to the Magnificat
of second Vespers—the seven antiphons and seven
responsories of uncertain use have texts of which a
number were borrowed from eastern, ‘Gregorian’ of-
fices. These must have been available at the Monas-
tery of Silos and suggest that the additional chant
was compiled and written down after the ‘Roman’

chant had reached Silos.

Two antiphons share texts with antiphons for Sts.
Martin and Philibert. There was an altar to St.
Martin at Silos at which Dominic cured a leper,
and the Silos antiphoner cites chant from the office
of St. Martin in its tonary.”® The concordance with
an antiphon for St. Philibert, who was venerated at

177
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the Abbey of St. Germain of Auxerre is of interest,
because an office for St. Germain of Auxerre is part
of the section of the Silos antiphoner that includes
the office of St. Dominic.?

Moreover, another concept was borrowed from
Auxerre around the time of the dedication of the
abbey church of Silos, that of the ‘Christianized’
labyrinth, which symbolized Christ’s Harrowing in
Hell and Resurrection.? Paris, BNF, N. A. L. 2169
is a beautiful manuscript of Isidore of Seville’s
Etymologiae that was written between 1063 and
1081 at the Monastery of Silos. It includes a note
on the consecration of the altars in the Silos church
written by Cardinal Richard, the pontifical legate,
in 1088, on fols. 37r-381r.2° On fol. 171, we find a
table for calculating the date of Easter and a dra-
wing of a labyrinth, the earliest of this design to
survive in any Iberian manuscript.?” This labyrinth
has the circular and symmetrical design that is vis-
ible today on the floor of Cathedral of Chartres but
was also drawn in manuscripts from the Auxerrois
region and has been traced to the Abbey of St.
Germain of Auxerre by Craig Wright.®

Auxerre is northwest of Cluny in the region of
Burgundy, and the Abbey of St. Germain, which
dates from before the 9™ century, had strong ties
with Cluny in the 10™ century.”” Maiolus, Abbot
of Cluny, reformed the Abbey of St. Germain from
987 to 989 (it had become Cluniac in 972), and
installed his pupil, Heldricus, as abbot in 989.%
A Life of St. Maiolus (BHL 5179) centonizes the
metrical Life of St. Germain of Auxerre, of which a
copy was in the Cluny library,’ and an anonymous
sermon about St. Maiolus centonizes excerpts
from John Scot’s Periphyseon, an anonymous ser-
mon in honor of St. Jean of Rééme, works by St.
Augustine, and Henric of Auxerre’s miracles of St.
Germain.?* Thus a Cluniac intermediary for the
transmission of the antiphon for St. Philibert and
of the labyrinth design to Silos seems as possible as
an Auxerrois intermediary.*

More surprising is the fact that the text and
music of the responsory Consilium et opus suum
for St. Dominic are borrowed from the Vespers
responsory for St. Lambert, patron saint of Liége,

attributed to Bishop Stephen of Liege (T 920), the

latter whose body was deposed in a crypt dedicated
to that saint.** Another source for a responsory
can be determined precisely and still survives: the
texts and chant of the fifth responsory, O princeps
egregie, were borrowed from a responsory for St.
Martial that a scribe from the Monastery of Silos
wrote down and neumed on a blank folio, fol.
236v, preceding a Life of St. Martial in Visigothic
script, on fols. 237r-255r) in Paris, BNE, N. A. L.
2170 (see illustration 3).%

Whereas the neumes of Cluny bear no resem-
blance to those of the antiphoner of Silos, those
of other Burgundian abbeys whose histories inter-
sect with Cluny’s share some notational features.*
Hesbert observed points of contact between
the antiphonary of Silos and the Antiphonary
of Compiégne, which shares added 9" century
sequelae with Autun, Bibliothéque Municipale, ms.
Séminaire 28, a Burgundian manuscript if it is not
from Autun itself, as I have argued elsewhere.’” The
neumes above the sequelae in Autun, Bibliotheque
Municipale, ms. Séminaire 28 include the signifi-
cative letter for sursum and many puncta, as in the
Silos manuscript, though they are slanted like the
later neumes of Cluny, but unlike those of Silos.
Later manuscripts from Autun use the pes with
a line descending slightly below the note and the
angular porrectus found here as well as the liques-
cent clivis beginning with a small circle, the angu-
lar torculus and scandicus, and the pes stratus, all
which are found again in the antiphoner of Silos.*
The Dijon tonary (Montpellier, Bibliothéque de
I'Ecole de Médecine, ms. H 159) includes trigons
and frequent puncta and has a vertical ductus.” It
is odd that the Silos antiphoner includes no quilis-
mas, but it does use liquescence, the earliest known
north Spanish manuscript to do so.*

Some neumes in the Silos antiphoner also appear in
the Mozarabic Antiphoner of Ledn: both use the same
forms of pes, the climacus with connected points,
the trigon with a line drawn downwards to the right
(Silos antiphoner, fols. 42r, 59v), the pes stratus (Silos
antiphoner, several on fol. 225v), and the vertical
bivirga (Silos, fol. 226r), as well as the angular gestures
and vertical ductus. There are a greater number and
variety of Mozarabic neumes in the Ledn antiphonary
than in the Silos antiphonary, however.



3. Cassianus. Collationes et alia. Vita Sancti Martialis. Paris, BNF,N. A. L.
2170, 11 century, fol. 236v

'The Silos antiphoner also shares some neume shapes with
the earlier Liber ordinum, Silos, AM, Cod. 4: the trigon
(Liber ordinum, fols. 71r-v), the pes, the angular porrec-
tus, and the vertical bivirgae (as in the Leén antiphoner).
But the A in the Liber ordinum is not found in the Silos
antiphonary nor are the Mozarabic forms of pes that are
also found in the Ledn antiphoner, AC, ms. 8. (The A is
used in Autun, Bibliotheque Municipale, ms. Séminaire
20 on the back flyleaf and in Autun, Bibliotheque
Municipale, ms. Séminaire 28, fol. 871.) Fol. 146r in Liber
ordinum has several oriscus followed by a lower punctum,
a use of the oriscus that is not found in the east.

Some neumes in the Silos antiphoner are thus found
in east and west: significative letters, the climacus
with linked elements, the oriscus (although not its
placement), and trigons, the latter also in the Leén
antiphoner. That the so-called Mozarabic neumes in
the Silos antiphoner include neumes used further
east raises questions about a common origin of the
eastern and western neumes that are beyond the
scope of this study.*!

THE HISTORIA FOR ST. DOMINIC OF SILOS

When the notation of the Aistoria for St. Dominic
in the Silos antiphoner is examined, certain musical
features come to the fore and the consistent
applications of some neumes can be identified.
The musical setting of the antiphons is syllabic. All
antiphons of Vespers and Lauds, except for the first,
end with a short melisma, which is usually a four-
note climacus and may function as a kind of rneuma.
Many responsories end with melismas, but only one
consists of a repeated phrase.** The letters C and F
appear occasionally but not consistently among the
neumes to mark pitch.

The climacus is frequent in melismas, where it is often
repeated or extended, as in the responsories M-R5
Procedente (as many as five notes); M-R7 Comperto
autem (four notes); M-R8 Gursie igitur (repeated four-
note patterns); and M-R12 His et aliis virtutibus (four
notes in final melisma). It may be used to begin or end
words or to reflect the stress of accented syllables.

Trigons are used at ends of words and to punctuate
melismas. On rare occasions, on accented syllables,
they are repeated. The most widely used trigon has
a comma to the right, which signifies a longer skip,
but a few have the comma below. Trigons appear in
the responsories M-R1 Confessor Cristi, M-R2 Hic in
adolescentia, M-R4 In sacerdocio, M-R8 Garsie igitur,
its verse Fredelandi, M-R9 Abbas vero, its verse Tres
coronas, M-R11 Monasterii sui, M-R12 His et aliis
virtutibus, L-R Ora pro nobis; in the Gloria patri’s in the
margins of fol. 225v; and in the Magnificat antiphon
of Second Vespers Sancte confessor domini Dominice.

The pes stratus generally appears in chant imported
to Hispanic regions from the east. Here it is used
in the responsories: M-R8 Garsie igitur (and its
verse, Fredelandi); in M-R9 Abbas vero at visitAcione
(capitalization marks the location of the pes strarus),
and M-R10 Quidam cecus at 0blaciOne.

The liquescent clivis beginning with a small circle
is used in the responsory M-R2 Hic in adolescentia
at DEum and at the beginning of the responsory, /n
sacERdocio.

The scandicus is absent from melismas and appears
mostly on accented syllables or, rarely, on a single

syllable. It can fall on a final syllable, as at the top of
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fol. 224r on “pecuniA”. It is repeated in the responsory
M-R11 Monasterii at “MmURMURantibus”.

Also used are the bivirga, drawn vertically, and the
oriscus, in the second antiphon of Lauds, Quindecim
ceci, where it precedes a punctum and virga, instead of
being sandwiched between them, as in the Winchester

tropary.

In short, we conclude that the Aistoria for the dies
natalis of St. Dominic of Silos dates from before
the antiphons and responsories that follow it in the
Silos antiphoner. The historia probably dates from
after the introduction of ‘Gregorian’ chant to Silos,
given the explanation offered above for responsory
10, which recounts the Gustate et videte miracle.
That the antiphons and responsories borrow
liturgical material from the east confirms their
later date. Most likely their compiler(s) learned of
the borrowed texts and music from manuscripts
brought west by the reformers.

The notation of the historia in the Silos antiphoner also
reflects a scribe at work in a period of transition. By this
time, he had a repertory of notational signs coming
from east and west: that it was not possible to separate
them suggests that the imposition of norms after the
Reconquista was a disorderly process marked by some
confusion, if not by the reluctance of some local scribes
to adopt outright the new practices, particularly in
Silos with regard to their most venerated new saint.”

APPENDIX*

Office of the dies natalis: London, BL, Add. ms.
30850, fols. 223v-226v (new foliation in facsimile
ed.)

First Vespers
Am. Magnificet omnis caro celi (CAO 3675)

Matins

Inv. Christum regem (CAO 1049, see CAO 1051 for St.
Peter and St. Andrew, and CAO 1053 for the Exaltation
of the Cross), all with Christum regem ... adoremus
Dominum in their texts, but different continuations)
Hymn. Fili ex Patre genite (AH XVI: 109, attributed
to Philipp of Huesca; RH, no. 6321, in 1524 Breviary
of Cérdoba).

First Nocturn

Al. Beatus Dominicus (CAO 1621)

A2. Hic florem (CAO 3059)

A3. Expletis itaque (CAO 2799)

A4. Post adultus (CAO 4323)

A5. Sacerdos igitur (CAO 4674)

AG6. Anno autem (CAO 1422)

V. Amavit eum dominus (not neumed)

R1. Confessor C[h]risti Dominicus (CAO 6309)

R2. Hic in adolescentia (CAO 6834; similarity
only to text incipit of CAO 6835, from the
office of St. Gregory in B, H, D, L: Hic in annis
adolescentiae).

R3. Tum vero Dei famulus (CAO 7799, see Dum vero
invisibilia Dei for St. Augustine on fol. 327v of the
14" century in. Paris, BNE Lat. 15182. The text
begins Dum vero invisibilia Dei per ea quae facta sunt
intellecta conspexit, thus emphasizing learning as does
the responsory for St. Dominic of Silos)

R4. In sacerdocio suo (CAO 6934)

Second Nocturn

A7. Inspirante vero (CAO 3357)

A8. Suscepto vir (CAO 5090)

A9. Temptatur a fratribus (not in CAO)
A10. Celle cuiusdam (CAO 1778)

Al1. Cognita autem (CAO 1845)

A12. Filius obedientie (CAO 2881)

V. Justum deduxit (not neumed)

R5. Procedente vero tempore (CAO 74306)
R6. Qui prius instruendus (CAO 7482)

Third Nocturn

R7. Comperto autem a fratribus (CAO 6303, where
the text published by Vergara is corrected)®

R8. Garsie igitur regis persecutione (CAO 6758)

R9. Abbas vero ordinatus (CAO 6008)

R10. Quidam cecus, lohannes nomine (CAO 7493)
R11. Monasterii sui fratribus (CAO 7173)

R12. His et aliis virtutibus (CAO 6842)

A. Ad cantica Obedientiam viri sancti (CAO 4098)

Lauds

Al. De multis pauca (CAO 2113)

A2. Quindecim ceci (CAO 4540)

A3. Septem surdi (CAO 4867)

A4. Viginti energumini (CAO 5422)

A5. Laudetur Christus (CAO 3596)

R. Ora pro nobis, beate pater Dominice (CAO 7327)



Hymn. Gaudeat celum (AH XVI: 106; not in RH,
but see RH 7070 for St. Gabriel and RH 7071 St.
Anthony Hermit)

Ab. O venerabilis abbas Dominice (CAO 4084)

Prime
A. Con (sic) rediret a sepulcro (not in CAO)

Second Vespers

Am. Sancte confessor domini Dominice (CAO 4708;
see the antiphon to the Magnificat of second Vespers
of St. Martial on fol. 66r in Paris, BNE Lat. 1240)

De sancti Dominici: London, BL, Add. ms. 30850,
fols. 237v, 239r-240r

Al. O quam venerandus es (CAO 4071; presence in
Silos antiphoner not recognized; in EHRF for St.
Maur and St. Vincent)

A2. Intercede pro nobis (not in CAO; shares most of
its text, but no music, with antiphon for St. Martin
on fol. 196v in Utrecht, Universiteitsbibliotheek, ms.
406 and in other sources: the full text there is: [ntercede
pro nobis beate pontifex Martinus ad Dominum lesum
Christum apud quem est misericordia in perpetuum.)
A3. Eius sollemnia (not in CAO; text borrowed from
the Office of St. Philibert, a saint venerated at the
Abbey of St. Germain of Auxerre (see fol. 71v in
Rouen, Bib. Mun., ms. 248).

A4. Beatus vir Dominicus (not in CAO).

A5. Beatus Dominicus (not in CAO).

A6 Sancte confessor Dominice (not in CAO).

A7. Exemplar especulum [sic] (not in CAO).

R1. Sanctus Dominicus paruipendebat presentia (not
in CAO).

R2. Ora pro nobis [...] decus excelsum (not in CAO).
R3. Consilium et opus suum (not in CAO; the text
of the responsory only and not of the verse, and
not of the music, is borrowed from the responsory
of Vespers in the office of St. Lambert: see Antoine
Auda. LEcole musicale liégeoise au x° siécle. Etienne de
Liege. Brussels: M. Hayez, 1922, 187; see Utrecht,
Universiteitsbibliotheek, ms. 406, fol. 171r).

R4. Milex (sic) C[h]risti gloriosus Dominicus (not in
CAO; see CAO 7155, Miles Christi gloriose, for St.
Eugenius in D and the common of a confessor in E
The rest of the text and the music differs.)

R5. O princeps egregie [not in CAO; the text and
the chant of responsory and verse borrowed from
the office of St. Martial, most likely directly from
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Paris, BNE, N. A. L. 2170, fol. 236v (see 1.I1.3)].
The responsory and verse can be transcribed from
F-CA, Impr. XVI C 4, fol. 147v.

RO6. Beatissimi viri (not in CAO).

R7. [O] sacer almiflue (not in CAO).

NOTES

' A historia is an office consisting of texts and chant for
first Vespers, Matins, Lauds, and second Vespers, in which
the antiphons, lessons, and responsories recall the life of a
saint. Historiae may or may not be rhymed or follow the
order of the modes.

% The suppression of the Old Hispanic chant was accom-
plished during the pontificates of Alexander I1 (1061-1073)
and Gregory VII (1073-1085). Cluniac monks played a
major role in the introduction of Gregorian chant to Spain.
See Ismael Ferndndez de la Cuesta, “La irrupcién del canto
gregoriano en Espana. Bases para un replanteamiento”. Re-
vista de Musicologia 8, no. 2 (1985b): 239-248.

> Marius Férotin. Histoire de 'Abbaye de Silos. Paris: Er-
nest Leroux, 1897a, 276. Also see Bernard E Reilly, ed.
Santiago, Saint-Denis and Saint Peter: The Reception of the
Roman Liturgy in Ledn-Castile in 1080. New York: Ford-
ham University Press, 1980. I thank Lila Collamore for
this reference.

4 Abbreviations used: AH = Guido Maria Dreves and
Clemens Blume. Analecta hymnica medii aevi. 55 vols.
Leipzig: Reisland, 1886-1992; AMS = René-Jean Hesbert.
Antiphonale missarum sextuples. Rome: Herder, 1935, repr.
1985; BHL = Bibliotheca hagiographica latina. Brussels:
Société des Bollandistes, 1898-1899, repr. 1992; CAO =
René Jean Hesbert. Corpus antiphonalium officii. 6 vols.
Rome: Herder, 1963-1979; and RH = Ulysse Chevalier.
Repertorium hymnologicum. 6 vols. Louvain: Lefever and
Polleunis & Ceuterick; Brussels: Société des Bollandistes,
1892-1920.

> The facsimile edition is in Ismael Ferndndez de la Cuesta,
ed. Antiphonale Silense (British Library, Add. ms. 30850).
Madrid: Sociedad Espafiola de Musicologfa, 1985a.

¢ The association of the historia to the Life is discussed
briefly by Miguel C. Vivancos in “Officia propria sancti
Dominici de Silos ex veteribus codicibus collecta”. Ecclesia

Orans 19 (2002): 68, n. 4.

7 Grimald’s Life (BHL. Brussels: Société des Bollandistes,
1898-1899, no. 2.238; repr. 1992), survives in Silos,
AM, Cod. 12 (13-14™ centuries; see Marius Férotin. Op.
cit. 59-62) together with the Life by Gonzalo de Berceo
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and Miracles by Pedro Marin. These last two works date
from 1236 and from the 13® century. On the three au-
thors, their writings, and the sources, see Angeles Garcia
de la Borbolla Garcia de Paredes, “La praesentia” y la
“virtus”: la imagen y la funcion del santo a partir de la ha-
giografia castellano-leonesa del siglo xi11. Santo Domingo
de Silos: Monastery of Silos, 2002, 34-37. On Grimald’s
Life and others, their historical value, and the cult of
Domingo, see Miguel C. Vivancos, “Domingo de Si-
los: historia y leyenda de un santo”. In Saturnino Lépez
Santidrian and José Antonio Fernidndez Florez, eds. Si-
los. Un milenio. Actas del Congreso Internacional sobre la
Abadia de Santo Domingo de Silos (1000-2001). Vol. 2,
Historia. Burgos: University of Burgos, Monastery of
Silos, 2003, 223-263 (Studia Silensia: 26). Grimald’s
Life was most recently edited by Vitalino Valcdrcel. La
“Vita Dominici Siliensis” de Grimaldo. Estudio, edicion
critica y traduccién. Logrono: Servicio de Cultura de la
Excma. Diputacién Provincial, 1982. According to ibi-
dem, 98 and subsq. Grimald wrote the first book and
the first forty chapters of the second book between 1088
and 1091; the other material was added in the 12% cen-
tury. See Miguel C. Vivancos. lbidem, 224-225, where
he notes that the Life existed in Visigothic script and
must therefore date from before the end of the use of the
script at Silos ¢irca 1100-1120.

8 Marius Férotin. bidem, 63-65; Miguel C. Vivancos. 1bi-
dem, 256; and see note 25 below.

? The feast for St. Dominic of Silos was celebrated through-
out Spain in the Middle Ages, but disappeared after the
Council of Trent in some locations. When the last transla-
tion of the relics took place in 1733, St. Dominic’s name
was formally inserted into the Roman martyrology, and a
decree of the Congregation of Sacred Rites reestablished
his feast in Spain. See Marius Férotin. lbidem, 65-66.

19 Ibidem, 39-40.

' On the possibility that St. Dominic brought a scribe
from San Milldn to establish the new scriptorium at the
Monastery of Silos, see ibidem, 47, 183-184. A charter
recording a donation of liturgical books, including a
neumed antiphoner, orationale, manual, comicum, or-
dinum, hymnary, and others is transcribed on pp. 17-
18 of idem, ed. Recueil des chartes de I'Abbaye de Silos.
Paris: Imprimerie Nationale, 1897b. On the scripzo-
rium of Silos, see idem. Histoire de |’Abbaye de Silos.
Op. cit., 184-185. On the library of Silos, ibidem,
239-288, especially the list of books in the library in
the 13" century, 262-263; José Manuel Ruiz Asencio.
“Cédices pirenaicos y riojanos en la biblioteca de Silos
en el siglo x1”. In Saturnino Lépez Santidridn y José
Antonio Ferndndez Flérez, eds. Op. cit., 177-210; and

Walter Muir Whitehill, Jr., and Justo Pérez de Urbel.
Los manuscritos del Real Monasterio de Santo Domingo
de Silos. Madrid: Tipografia de la Revista de Archivos,
1930. The library of Silos still has the Liber ordinum
(Cod. 4, written in 1052).

12 Gustate et videte is recorded on track 12 of The Mystery of
Santo Domingo de Silos. Gregorian Chant from Spain. Di-
rected by Ismael Fernandez de la Cuesta and monks of the
Abbey of Santo Domingo of Silos. Hamburg: Deutsche
Grammophon, Stereo 445 399-2, © 1969, Polydor Inter-
national, 1994.

1 Vitalino Valcdreel. Op. cit., Book 1, Chapter 10: “At ubi
more ecclesiastico est completum divinum officium uen-
tumque est ad percipiendum corporis et sanguinis Domini
sacramentum et ministris officium inchoantibus commu-
nionem Gustate et uidete quoniam suauis est Dominus que
eo die (the specific date is not given in the Life) acciderat,
repente et insperate oculi ceci, longa cecitate pressi, sunt
aperti, omnis alia infirmitas fugata”.

4 CAO 7493: Rlesponsorium]: Quidam caecus, Joannes no-
mine, intolerabili etiam orbium dolore gravatus, peracta pro
eo a viro Dei sacrosancta oblatione, desideratae saluti est resti-
tutus. Vlersus]: Dum communicasset vir beatus et Gustate et
videte pro complendo cantaretur.

15 AMS, 182-183. The third-mode communion melody is
edited in Moines de Solesmes. Liber Usualis. Tournai: Des-
clée, 1962; the eighth-mode tract melody to the same text
is edited in Eugeéne Cardine. Graduale neumé. Solesmes:

Abbey of Saint-Pierre, 1966, 317-318.

16 Text as in Louis Brou and José Vives, eds. Antifonario

visigdtico mozdrabe de la Catedral de Ledn. 2 vols. Vol. 1,
Barcelona: Centro de Estudios e Investigacién San Isidoro
(CSIC-CECEL), 1959; vol. 2, Madrid: CSIC, Instituto P.
Enrique Flérez, 1953-1954 (Monumenta Hispaniae Sacra:
Serie Littrgica 5, no. 2. Facsimiles musicales 1). See Ju-
lius Parnell Gilson, ed. 7he Mozarabic Psalter (ms. British
Museum, add. 30851). London: Harrison and Sons, 1905
(Henry Bradshaw Society: 30).

17 Marius Férotin. Op. cit., 50.

'8 See Miguel C. Vivancos. “Domingo de Silos: historia y
leyenda...”. Op. cit., 246.

1 Editions of the text only are: Sebastidn de Vergara.
Vida y milagros de el thaumaturgo espasnol |[...] Sto. Do-
mingo Manso [...]. Madrid: Herederos de Francisco del
Hierro, 1736; CAO. Vol. 2: 761, 763 (incipits only;
the full texts appear in volumes 3 and 4, but some
chant for St. Dominic in the Silos antiphoner does not
receive a CAO number from Hesbert); and Miguel C.
Vivancos. “Officia propria sancti Dominic...”. Op cit.,



63-84. Andrew Hughes did not include the office in
his repertory of historie (Late Medieval Liturgical Of-
fices. 2 vols. Toronto: Pontifical Institute of Medizval
Studies, 1994-1996) because it is not rhymed; but see
Anon. “Oficio propio del siervo de Dios’. In José Gil
Dorregaray, ed. Museo espariol de antigiiedades bajo la
direccion [de] [...] Juan de Dios de La Rada y Delgado.
11 vols. Madrid: T. Fortanet, 1872-1880. Vol. 8: 62-
110, cited by Juan del Alamo. Vida histérico-critica del
taumaturgo espanol, Santo Domingo de Silos. Madrid: J.
Sanchez Ocana, 1953. Pages 427-429 include discus-
sion of the earliest references in manuscripts to the li-
turgical veneration of St. Dominic. Also see Miguel C.
Vivancos, “El oficio litirgico de Santo Domingo de Si-
los”. In Saturnino Lépez Santidridn and José Antonio
Ferndndez Flérez, eds. Op. cit. Vol. 1, Espiritualidad:
81-88; an abbreviated version of his study published in
Ecclesia Orans. Marius Férotin. Op. cit., 276-277, lists
the manuscript sources with the office for St. Dominic
of Silos.

2 Their texts are edited in Miguel C. Vivancos, “Offi-
cia propria sancti Dominici...”. Op. cit. 74-81, and in
AH XVI: 106-111. The hymns are cited in RH: numbers
2.344,3.014, 4.818-4.820, 5.732, 8.308, 9.056, 27.250,
also the processional hymns with numbers 3.828, 12.800,
19.530.

2 Communication to Michel Huglo from Don Alarcia of

Silos in July 1949.

22 Other sources are listed in Miguel C. Vivancos. “Officia
propria sancti Dominici...”. Op. cit. On this manuscript,
see CAO. Vol. 2: XVII-XIX, and the introduction to Ismael
Ferndndez de la Cuesta, ed. Antiphonale Silense..., op. cit.
It was at Silos until 1835, when it was brought to Madrid,
where it was listed in a sale catalog of 1877 and sold to
Bernard Quaritch (the page from the sale catalog is repro-
duced in Marius Férotin. Op. cit., 252-264), who sold it to
to the British Museum in 1878.

» Marius Férotin. lbidem, 49. The library of Silos also had
a copy of an office of St. Martin of Tours (in ms. 5, written
in 1009).

24 'The remains of St. Philibert were translated to Tournous
in Burgundy. On the office for St. Germain of Auxerre,
see Barbara Haggh. “The Office of St. Germain, Bishop of
Auxerre”. Etudes Grégoriennes 26 (1998): 111-134, with an
edition of the secular office in Paris, BNF, Lat. 1028, fols.
219v-222r.

» It is notable that the antiphoner of Silos includes chant
for the Visitatio Sepulchri (see Ismael Ferndndez de la Cuesta,
Antiphonale Silense..., op. cit., XIV), as does the Breviary
of Silos, GB-Lbl add. 30848 (see Walther Lipphardt.
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Lateinische Osterfeiern und Osterspiele. Berlin: De Gruyter,
1981. Vol. 6: 319).

2% See Marius Férotin. Op. cit., 72; and Ismael Ferndndez
de la Cuesta. lbidem, XV.

¥ See Hermann Kern. 7hrough the Labyrinth. Designs and
Meanings over 5000 Years. Munich: Prestel, 2000, 112, no.
183. On the manuscript, see Michel Huglo. “La tradicién
de la Musica Isidori en la Peninsula Ibérica”, in this volume,

pp 61-92.

% Craig Wright, The Maze and the Warrior. Cambridge,
Massachusetts: Harvard University Press, 2001, 23.

» These are explored in Barbara Haggh, “The Office of
St. Jean of Rédme: Its Notation, Music and Message”.
In Terence Bailey and Ldszl6 Dobszay, eds. Studies in
Medieval Chant and Liturgy in Honour of David Hiley.
Budapest: Hungarian Academy of Sciences; Ottawa: Ins-
titute of Medizval Music, 2007: 247-274; and idem,
and Michel Huglo. “Rédme, Cluny, Dijon”. In Terence
Bailey and Alma Santosuosso, eds. Music in Medieval
Europe. Festschrift for Bryan Gillingham. Aldershot: Ash-
gate, 2007, 49-64.

30 Niethard Bulst. Untersuchungen zu den Klosterreformen
Wilhelms von Dijon (962-1031). Bonn: Ludwig Roéhrs-
cheid, 1973, 62 and note 235 (Pariser Historische Studien:
11).

31 Leopold Delisle. Le cabinet des manuscrits de la Biblio-
théque Impériale. Vol. 2. Paris: Imprimerie Nationale, 1874
(reprint, Hildesheim: Olms, 1978, 475, no. 426.)

32 See Christian Sapin, ed. Abbaye Saint-Germain
d’Auxerre: Intellectuels et artistes dans 'Europe carolingi-
enne, IX'-XI siecles. Auxerre: Musée d’Art et d’Histoire,

1990, 277-283.

3 See Charles Julian Bishko. “Fernando I and the origins
of the Leonese-Castilian Alliance with Cluny”. In Studies
in Medieval Spanish Frontier History. Aldershot: Ashgate,
1980. Art. 2: 1-136. I thank Lila Collamore for this refe-

rence.

% Antoine Auda. L'Ecole musicale liégeoise au x° siécle.

Ltienne de Liége. Brussels: M. Hayez, 1922, 34.

35 On Paris, BNF, N. A. L. 2170, which dates from the
11™ century, see Société des Bollandistes, ed. Catalogus
codicum hagiographicorum Parisiense. Paris: Picard; Brus-
sels: Schepens, 1893. Vol. 3: 473-474; Francois Avril, et
al., eds. Manuscrits enluminés de la Péninsule Ibérique.
Paris: Bibliothéque Nationale de France, 1983, 20, no.
27 (see no. 17) and plate B (fol. 23r); and Agustin Mil-
lares Carlo, et al., eds. Corpus de cddices visigéticos. Vol.
1, Estudio; vol. 2, Album. Las Palmas de Gran Canaria:
Gobierno de Canarias, UNED, Centro Asociado de
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Las Palmas de Gran Canaria, 1999. Vol. 1: 167-168,
and vol. 2: 239 (plate no. 262 of fol. 20v). The text
for St. Martial reads: “O princeps egregie, O Marcialis
pastor et dux acquitanorum audi preces servulorum. Et
intercede pro salute omnium populorum. Vlersus:] Per-
sistens gemma presulum in conspectu domini tuorum
suscipe preces servulorum”.

3¢ On the neumes of Cluny, see Manuel Pedro Ferreira.
Music ar Cluny: The Tradition of Gregorian Chant for the
Proper of the Mass. Melodic Variants and Microtonal Nuances.
Ph. D. diss. Princeton, New Jersey: Princeton University,
1997, 167-174. On the web of relationships between
Burgundian churches and Cluny, see Barbara Haggh and
Michel Huglo. Op. cit.

% Marie-Noél Colette. “Séquences et versus ad sequentias
dans l'antiphonaire de Charles le Chauve (Paris, BNE, Lat.
17.436)”. Revue de Musicologie 89, no. 1 (2003): 31-45;
and Barbara Haggh. “The Office of St. Jean of Rédme”.
Op. cit.

3% Autun, Bibliothéque Municipale, ms. Séminaire 10 (clivis
with small circle throughout the manuscript); S 13, fol. 2v; S
20, fol. 23r; S 24, fol. 34v, and S 167, fol. 14r (angular torcu-
lus and/or scandicus); S 30, fol. 2v (pes stratus). The manu-
scripts of Autun are described in Claire Maitre. Catalogue des
manuscrits conservés a Autun. Turnhout: Brepols, 2004.

3 On the trigon, see David G. Hughes. “An Enigmatic
Neume”. In Bell Yung and Joseph Lam, eds. 7hemes and
Variations. Writings on Music in Honor of Rulan Chao
Pian. Cambridge, Massachusetts: Harvard University
Press; Hong Kong: The Chinese University, 1994, 8-30.
On the Dijon tonary, see H. 159, Montpellier: Tonary of
St. Bénigne of Dijon, transcribed and annotated by Finn
Egeland Hansen. Copenhagen: Dan Fog, 1974; idem.
“Editorial problems connected with the transcription of
H 159, Montpellier: Tonary of St. Bénigne of Dijon”.
Etudes Grégoriennes 16 (1977): 161-172; idem. The
Grammar of Gregorian Tonality: An Investigation Based
on the Repertory in Codex H 159, Montpellier. 2 vols.
Copenhagen: Dan Fog, 1979; Michel Huglo. “Grund-
lage und Ansitze der mittelalterlichen Musiktheorie”.
In Thomas Eltert and Frieder Zaminer, eds. Geschichte
der Musiktheorie. Darmstadt: Wissenschaftliche Buch-
handlung, 2000. Vol. 4: 98-100 (especially table 5);
idem. “Le tonaire de Saint-Bénigne de Dijon (Montpel-
lier H. 159) ”. Annales Musicologiques 4 (1956): 7-18,
especially page 9 and note 2, and the facsimile across
from page 17; Moines de Solesmes. Le Graduel romain:
Les sources. Solesmes: Abbey of Saint-Pierre, 1957, 75;
idem. Les tonaires. Paris: Heugel, 1971, 328-333; Nancy
Phillips. “Notationen und Notationslehren von Boe-
thius bis zum 12. Jahrhundert”. In Thomas Eltert and

Frieder Zaminer, eds. lbidem. Vol. 4, especially 352,
468-469 and 565-572; Moines de Solesmes. Vatican
City, ms. Vat. Lat. 10673. Tournai: Desclée, 1931, 9
(Paléographie musicale: 14); Moines de Solesmes. An-
tiphonarium tonale missarum, xr° siécle: Codex H. 159
de la Bibliothéque de I'Ecole de Médecine de Montpellier.
Solesmes: Abbey of Saint-Pierre, 1901 (Paléographie
musicale: 8).

% On north Spanish neumes see the very useful tables
in Ismael Ferndndez de la Cuesta. “Mozarabischer Ge-
sang”. In Ludwig Finscher, ed. Die Musik in Geschichte
und Gegenwart, Sachteil. Kassel: Birenreiter, 1997. Vol.
6: cols. 567-570; Nancy Phillips. lbidem, 445-451,
especially page 446, note 353, and page 451. On the
significance of liquescence in the Silos antiphoner, see
Michel Huglo. Les anciens répertoires de plain-chant.
Aldershot: Ashgate, 2005, article X: “La notation wisi-
gothique est-elle plus ancienne que les autres notations
européennes?”. In Emilio Casares, et al., eds. Espana en
la misica de Occidente. Madrid: Instituto Nacional de
las Artes Escénicas y de la Musica, Ministerio de Cul-
tura, 1987. Vol. 1: 24.

1 Michel Huglo. Ibidem; and idem, and Barbara Haggh.
“Ecritures et notations wisigothiques hors d’Espagne. I:
La notation, le chant, la liturgie et la culture wisigothique:
les contacts avec le sud de la France [M. H.], II: Semur-en-
Auxois, ms. 1: Témoin franc d’écriture wisigothique
[B. H.]”. In Robert Stevenson, ed. Festschrift for Ismael
Ferndndez de la Cuesta. (In press.)

2 Compare the responsory for St. Jean of Réd6me added
in a Hispanic script to Semur-en-Auxois Bibliotheque
Municipale, ms. 1, with a repeated melisma indicated
by the sign for duplicatur. See Haggh. “The Office of
St. Jean of Rédme...”. Op. cit., and ibidem: “II. Semur-en-
Auxois”.

# T am most grateful to Susana Zapke for providing the
xeroxes that made this article possible; to the staff of
the Hill Monastic Manuscript Library, who facilitated
my research on St. Dominic of Silos during my visit in
March 2006; to Miguel C. Vivancos for copies of his
articles that were not available to me; to the Interlibrary
Loan office of the University of Maryland, College Park;
and to the University of Maryland, College Park for the
GRB Semester Research Award that permitted me to
complete this article.

# See Miguel C. Vivancos. “Officia propria sancti Domi-
nici...”. Op. cit., 70-74, and CAO (as indicated), where the

texts are given in full.

® Sebastidn de Vergara. Vida y milagros de el thaumaturgo
espariol... Op. cit., 309-452.
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Notation Systems in the Iberian Peninsula:
From Spanish Notations to Aquitainian Notation

(9"-12%* Centuries)

Susana Zapke

Nisi enim ab homine memoria teneantur, soni pereunt,
quia scribi non possunt

St. Isidore of Seville, Ezymol. 111, 15

he long process of replacing the

Visigothic rite with the Franco-Ro-

man rite, occupying a vast expanse

of time from the 9™ century in. to

the 13" century ex.,! is reflected by
two evolving formal characteristics of the musi-
cal liturgical sources: their structure (classifica-
tion of contents) and their script (reflecting the
progressive assimilation of the new types of writing
and notation). The process of transition in struc-
ture and script was not necessarily concurrent,
however.

In the following pages, we shall look at the gradual
replacement of the different morphological variants
of Spanish, Catalonian and Visigothic notations
by a uniform system—Aquitainian notation—that
was more functional and more pragmatic. Essential
issues, such as the keys to interpreting the systems
of notation and the models and process used for
copying and learning the new repertory lie outside
the limited scope of this study, which aspires to
offer an overview of the chronology of the process
and its uneven evolution, resulting from the varied
assimilation of the new repertory in the different
cultural areas of the Iberian Peninsula during this
period.?

From a methodological perspective, we make flexi-
ble use of a notational semiology, examining—to
differing extents—the three canonical dimensions

in the study of signs postulated by Charles. W.

Morris in Foundations of the Theory of Signs (1938).
In addition to setting out the graphic inventory
(which might be seen as being the equivalent of
a syntactic study of the sign), we shall examine its
significance (the semantic significance of the sign)
and the function of the diversity of signs seen as it
evolved (comparable to a pragmatic dimension of

the sign).

The first step in applying this semiologic orientation
will be to list the different script systems with their
typology and to show how they were distributed
in the different cultural spaces or areas. For each
sign, we will sort the selected manuscript sources
chronologically. The purpose will be to obtain an
overview of the various systems that coexisted in
the peninsula during this period, incorporating the
specific analyses made in the area of musical paleo-
graphy by a series of leading researchers. We will
pay particular attention to the asymmetries that
arose within the framework of a characteristically
Spanish coexistence between the various, constan-
tly evolving, systems of notation across the space
of almost four centuries.

The second section offers an outline for a classifica-
tion of the different notational systems as they are
represented by a selection of liturgical and musical
sources from different parts of the Iberian Penin-
sula. These sources are described in the second part
of this volume (see pp. 249 and subsq.). The period
under study (the 9"-12% centuries) extends from the
time of the first conservative examples of Visigothic
and Catalonian notation to the phase of consolida-
tion of Aquitainian notation, and includes the period
of transition, when different combinations of nota-
tions were in use.
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I offer two diagrams of the sources: one based on
topographical criteria, representing cultural areas
(diagram 1), and the other a formal or typological
arrangement, based on the systems of notation repre-
sented by the sources (diagram 2). In an appendix to
this chapter, I offer an additional list of sources, using
a more limited, exclusively chronological criterion,
for quick reference.

The third section examines the following aspects,
which are illustrated by representative elements
from the selected corpus: 1) the variability of the
systems of writing and notation from the different
areas and chronological periods established; 2) the
diversity of contexts, or typologies, of the sources,
where both melodic notes and certain neumatic
signs are found; and 3) the variety of functions
adopted by these notational signs, depending
on the context in which they occur. This three-
pronged approach will make it possible to visualise
the plurality of graphic inventories developed in
the different Iberian systems of notation in the pe-
riod under consideration.

ATTEMPTS AT A SYSTEMATIC CLASSIFICATION OF THE
CORPUS OF MANUSCRIPTS

This attempt to classify the corpus of liturgical-
musical manuscripts dating from such a broad and
unusual period as the transition from the Spanish,
or Hispano-Visigothic rite, to the Franco-Roman
rite, requires the use of some very diverse criteria:
historical, paleographic, codicological, semiological
and chronological’> In addition to this complexity
of disciplinary approaches (with their corresponding
formal objects and methodological orientation), we
also face some purely material difficulties, touched
on in the general introduction. Any attempt to clas-
sify Visigothic musical-liturgical sources today is hin-
dered by an absence of sources for certain geographic
areas (we have almost no idea of the sources used in
the south of the Peninsula, the Aragonese region, or
even in Catalonia itself before the 10" century), by
the fragmentary preservation and the fact that some
specimens, previously mentioned in several publica-
tions, are now impossible to locate.

The classifications of medieval Iberian literary, li-
turgical and liturgical-musical manuscript sources

that have been proposed to date were based on a
range of different criteria. Millares Carlo (1999)
classified the Visigothic corpus simply by sorting
it in alphabetical order by the current location of
the source, whereas Ferndndez de la Cuesta (1983,
2000),> working exclusively with the musical-li-
turgical sources, classified the corpus according to
various typologies, drawing attention to the dif-
ficulties posed by chronological and geographi-
cal classification. The same author, in his catalog
(1980),° covering the 9" to the 15® centuries, opted
for the alphabetical order of the present sites of
conservation. Janini (1977, 1980)7 also sorts all of
the liturgical sources from the 9" to the 17" cen-
turies in alphabetical order of the site of conserva-
tion, making no distinction between musical and
nonmusical sources, or between those pertaining
to the Spanish rite and the Franco-Roman rite.

Without wishing to downplay the value to the re-
searcher of those two cataloguing criteria (site of
conservation and typology of the sources), they
nevertheless do not represent the chronological or
geographical distribution that is essential for the
purposes of observation and analysis, nor do they
address the script systems of text and notation. Don
Randel was the first to propose a classification of the
musical-liturgical corpus of the Spanish rite based
on melodic structure, which distinguished three
traditions corresponding to the areas of Leén, La
Rioja and Toledo.® This classification was based not
so much on paleographic criteria but on the differen-
tiated application of the psalm tones. His classifica-
tion does not include sources from the area of Cata-
lonia/Narbonne.

Classifications based on the alphabetical order of
the current place of conservation or even chrono-
logical classifications are workable and offer solid
results, yet because they do not examine the more
outstanding attributes of the contents, they are not
particularly helpful for scholars tackling issues of
theoretical and substantive interest. Moreover, in
the latter case, the final result is not entirely free of
problems, given the difficulty at this time of dating
many specimens.

Any attempt to offer a classification or, at least, to
organize and present the manuscripts in a way that



goes beyond the minimalist option of their place of
conservation and seeks to deal with issues of con-
tent, poses difficulties that are hard to ignore. For
this reason, I opted to use a key principle in statis-
tics and methodology, parsimonious classification.
To put it another way, we have maintained a broad
level of initial segregation, but in subsequent steps
several elements were collapsed into a more inclu-
sive category, if general reasons (or specific ones
related to the elements being classified) made this
action advisable. It is well known that although ma-
jor classifications of empirical material into a small
number of categories or sets may be elegant, in the
absence of some powerful theory or conceptual
outline to justify such an operation, the result can
reveal almost as much internal variability between
the elements in each category as there is external
variability between categories. In other words, such
a classification has a high rate of error in assigning
elements to the various categories. The transition
from broad segregation to more compact classifica-
tion is certainly complex, and needs to be backed
by theorical and/or methodological considerations.
This is only possible if studies into the period in
question are sufficiently advanced and obviously
entails cooperation between a considerable num-
ber of scholars from different disciplines interested
in the same material object. The purpose of this
work is to take a few asymptotic steps towards a
larger classification, to help reveal fresh theoretical
and interpretative issues.

Our first proposed classification takes as its base
the area of origin or use of the sources, which can
be geographically and culturally delimited with
an acceptable degree of precision (congruous with
or confirmable by the general historiographic li-
terature on the period).” The second classification
is based on the different typologies of notation.
These two diagrams, referred to here as 1 and 2,
take as their base the corpus of musical-liturgical
sources from the Spanish, Catalonian-Narbonnaise,
and Franco-Roman traditions, a technical descrip-
tion of which is given in the second part of this
work.

One of the main difficulties in building a map of
Iberian centers of production' of liturgical-musi-
cal manuscripts—distinguishing between those of

NOTATION SYSTEMS IN THE IBERIAN PENINSULA

Spanish tradition, Catalonian-Narbonnaise tradition
with an autonomous profile and a particular subset
confined to Septimania, and the Franco-Roman or
Aquitainian tradition—Ilies in combining the ba-
sic political/institutional and cultural criteria with
strictly formal (codicological, paleographic, philo-
logical, and artistic) and structural ones. Indeed,
this is a common issue in methodology: the clas-
sification or relationship between differentiated
levels of the analysis, one exogenous or contextual
(the political and cultural framework), the other
endogenous (the formal properties of the sources).
For this reason, the material object concerning us
here should ideally be viewed from various disci-
plinary angles ranging from a purely material anal-
ysis of the manuscripts to a consideration of the
historical, political, social, and cultural context to
which they belong."

As shown in Sections 2 and 3 of this chapter, the
group of sources selected reveals a complex combina-
tion of script systems, with overlapping and/or coex-
istence of different inventories, for both writing and
annotating, in some cases within the same space and
period, in others in different spaces, at the same or
different times. The lack of a methodology for pre-
cisely establishing the typology and chronology of
the different systems of notation is one of the main
obstacles to building a model for classifying all of the
sources selected.

A rigorous interpretation is needed of the formal
asymmetries that arise in the transition to the new
Franco-Roman repertory in the different cultural
areas (Kulturkreise), asymmetries which are also reflec-
ted in the diversity of liturgical traditions or practices,
which, combined with the nonexistence of preserved
sources for some geographical areas, make the exege-
sis of notation (or notations) particularly complex in
the peninsular area.

The researcher faces another kind of difficulty when
drawing up a list of the centers where the codices
were produced and, more abstractly, of the cultural
environments to which they belong."

First, the continuously fluctuating political bor-
ders make it difficult to apply stable and con-
sistent geopolitical terminology. Assigning each
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manuscript to a given political area or nucleus is
a complex task not only because of this variability
in the political identity of the territory—which
might change over the space of a few years or de-
cades—but also, as Mundé has shown, because
the episcopal sees did not always follow a uni-
form course of action but often followed their
own particular dynamic, removed from the more
general political context.” A distinction must also
be drawn between the main monastic, cathedral
and rural parishes, with the latter generally assim-
ilating new contents and script forms at a slower
pace.

In the case of the Catalonian-Narbonnaise ambit,
Mundé highlights these asymmetries and the phe-
nomenon of the early transition marked by hybrid
forms, whereby the Catalonian system of nota-
tion was associated with a Carolingian script with
reminiscences of the Visigothic. He concludes that
by around 900, the Visigothic culture was in clear
retreat in Catalonia before a Carolingian culture
that had already been almost fully assimilated.' In
contrast to this scenario of early influence and ac-
ceptance of Carolingian culture in Catalonia, not
entirely unrelated to phenomena of resistance, a
series of spaces and enclaves grew up in other areas
of the peninsula that were unenthusiastic about
the imposition of the new repertory. This reflected
the dissonance between the policies promoted by
the lay powers and the conservative attitude of the
ecclesiastical centers, which would leave its mark
on the formal and structural characteristics of the
sources listed here. The problems of shifting politi-
cal borders, especially in the territories of Pamplona,
Navarre, and the kingdom-county of Aragén, and
the extreme case of the on-and-off union of the
kingdoms of Castile and Ledn, illustrates the diffi-
culty of ascribing given manuscripts within a pre-
cise and stable geopolitical framework."

Second, the phenomenon of the traffic in manu-
scripts poses an additional problem for the con-
struction of a topographical diagram or map, in
that it tends to obscure the traces of original pro-
venance. In this regard, the cases of interaction bet-
ween the monasteries of San Milldn de la Cogolla
and Santo Domingo de Silos are paradigmatic, as
is the multiple provenance of the manuscripts in

the library at Silos, where it is estimated that only
21 percent come from the center itself, another
50 percent coming from Valerdnica, Cardena, and
San Millin and the remaining 29 percent from
other centers.'® Other illustrative cases of the same
phenomenon of trafficking in specimens between
different Iberian and ultra-Pyrenean centers can
be seen in the corpus of codices from the king-
dom of Ledén and in the process of creating the
libraries of La Rioja."”

The third difficulty, which is related to the previ-
ous one, is that formal criteria have yet to be es-
tablished for distinguishing between original man-
uscripts from a Spanish center of production and
manuscripts from centers on the other side of the
Pyrenees. As we shall see, this difficulty particularly
affects sources from the Catalonian-Narbonnaise
area and those with Franco-Roman repertory dating
from the 11™ century ex. to 12 century med., that
is, the initial phase of introduction of the new rite,
when there was a greater call for ultra-Pyrenean co-
dices to be imported and copied.

Having noted these considerations, let us now ad-
dress the general direction and architecture of each
of the two classification diagrams or proposals.
Diagram 1 (see pp. 197 and subsq.) classifies the
sources selected here by geographical areas and in
chronological order.”® The four areas covered co-
incide with the political nuclei of medieval Spain,
with the leading centers of manuscript production
or copying of the period under consideration iden-
tified.”” The resulting geopolitical spaces were 1)
Catalonia, 2) Aragén, 3) Castile and Leén, 4) Na-
varre, and 5) Toledo. Within these regions, there
were other smaller areas, an expression of the po-
litical evolution and the development of the eccle-
siastical organisation of the territory. These crys-
tallised into culturally referential centers, such as
the monasteries of San Milldn and Silos in Cas-
tile, Roda de Isdbena, Montserrat, La Seu d’Urgell,
Vic and Ripoll in Catalonia, and San Juan de la
Pena and Huesca in Aragén. We can also distin-
guish between two separate areas of the peninsula:
the western area, comprising Castile and Navarre,
and the eastern area, initially called the Marca
Hispdnica and subsequently assimilated under the
crown of Aragén, as a result of the appropriation in



the 12% century med. of a previous march encom-
passing the county of Barcelona and the kingdom
of Aragén. The crown of Castile was constituted
from the 13™ century, when it came to integrate a
culturally diverse group, consisting of the kingdom
of Galicia and the kingdom of Leén (with its origi-
nal heartland the kingdom of Asturias). The posi-
tion of the kingdom of Navarre was the most vari-
able. United with the county-kingdom of Aragén
until the latter’s independence in 1054, its expan-
sion was curbed by Castile on one side and Aragén
on the other, with the result that it tended to look
north to the Frankish kingdom. Toledo, embed-
ded in Moslem territory, which came to form part
of the Christian topography following its annexa-
tion to the kingdom of Castile at the end of the
11 century. Finally, the dioceses of Braga and Co-
imbra, originally associated with the monarchy of
Leén, joined the kingdom of Portugal from the
12 century.

Diagram 1 was created using these categories, de-
fined here as political nuclei. It also incorporates the
influential cultural centers within each area, such as,
inter alia, Santo Domingo de Silos, San Milldn de
la Cogolla, Ndjera, Ripoll, Vic, San Juan de la Pena,
Santa Cruz de la Serés, Huesca, Toledo, Braga, Coim-
bra, and Aveiro.

In the case of the Castile-Ledn group, a distinc-
tion should be drawn between, on the one hand,
the set of Visigothic manuscripts from the Leo-
nese monarchy, which encompassed the regions
of Ledén, Galicia, and Portugal under the reign
of Ferdinand I, and, on the other, the county of
Castile, with its formal links to the kingdom of
Le6n.” But from the codicological and structural
point of view of the manuscripts, this distinction
is unworkable, given the dense network of rela-
tions that existed between these groups. I have
therefore chosen to retain the generic category
of Castile and Ledn, listing the main centers of
manuscript production within it. Portuguese Vi-
sigothic manuscripts from the region of the Due-
ro, Lamego, Braga, and Coimbra [AU, IV-3.2-
Gav. 44 (22)] are grouped in an additional set,
although they are understood to be politically
associated with the kingdom of Ledn and in for-
mal terms show affiliations with either Castilian
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or Toledan traditions, whereas manuscripts da-
ting from after the 12™ century come under the
Frankish sphere of influence, and are associated
with the reforming dynamic that was at work in
Castile.?! At the same time, the fragments of tran-
sition (Santiago de Compostela, AC, Frag. 1, and
Ourense, Frag. 3 and 6), although belonging to
the new Castilian political framework, formally
reflect the conservatism of the Compostellan pe-
riphery, that is the Leonese cultural context. The
only examples from Sigiienza and Burgo de Osma
are two late manuscripts, also from the Castil-
ian area. Silos and San Milldn offer two extensive
corpuses traversing the 9" to 12 centuries, with
representative specimens from the three phases:
Visigothic, Transition and Franco-Roman. The
origin of the Toledo specimen (BC, 35-6) has not
been identified, and it has been attributed both
to the northern peninsula and to Toledo itself
(Mundé).” From the production centers of Al-
belda and San Prudencio de Monte Laturce, two
Visigothic specimens from the Rioja area (eventu-
ally incorporated into Castile under Alfonso VI)
are worthy of mention. In addition to a few late
Visigothic specimens, the Toledo group contains
specimens from the Franco-Roman rite copied
or imported during the reform process after the
city was reconquered by the King of Castile. The
political strip dividing these different groups was
therefore marked by the transition from the Leonese
Empire to the nascent Hispanic Empire.”®

As for the Aragonese group, there is some dis-
agreement as to where it should be classified, with
some authors using solid arguments to include it
in the Catalonian group.* The diagram 1 none-
theless keeps the two nuclei separate: Catalonia

and Aragén.

Finally, under the heading “Unknown Origin” and
“Disputed Origin”, contains specimens with loca-
tions continue to be the subject of controversy.
One group particularly affected by this question
includes a number of specimens preserved in the
Silos collection.”” Within the framework of this
publication, Diaz y Diaz has corrected the tradi-
tional attribution of the Antiphonary of San Juan de
la Pefia, speculating that it might come from some-
where near the area of Ndjera,”® whereas Ruiz Asencio
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has proved that the fragment from Santo Domingo
de la Calzada was originally from Albelda.

The selection given in diagram 1 also presents some
exceptional manuscripts of ultra-Pyrenean provenance,
which are underlined in italics. These are the An-
tiphonary of Toledo (BC, 44-2) and the Tropary-
Sequentiary-Prosary-Prosulary of St. Pierre de Mois-
sac (Paris, BNE N. A. L. 1871). The former is attri-
buted to a scriptorium in the south of France, and the
second is, without doubt, from Moissac, although it
appears to have been used from a very early date as
an exemplar in Toledo. Also worthy of mention are
the Huesca hymnary (Huesca, AC, Cod. 1),% almost
certainly from Saint Pierre de Moissac; the tropary-
prosary (Huesca, AC, Cod. 4), comprising various
sections of diverse ultra-Pyrenean provenance, among
which some are from the center in Huesca®® and, the
Missal of Mateus (Braga, AD, ms. 1000), from Saint
Martial of Limoges. These ultra-Pyrenean specimens
are included as an illustration of the first exemplars
from southeast France that were circulating at the be-
ginning of the liturgical reform in the respective Ibe-
rian areas.”” The diagram places these sources in the
areas or centers for which they were destined.

A map showing the centers of origin and provenance
of the manuscripts set out in the diagram is given at
the beginning of the second part of this work.*

The topographical classification is seen as a provi-
sional instrument, intended for pragmatic purposes.
Attributing the sources to a given cultural, or political-
cultural area, some confirmed and others hypotheti-
cal,’! allows us to take on a second objective: defining
the typological profile of the sources for each of the
subsets established, diagram 2 (see pp. 201 and subsq.)
shows the same corpus as the previous diagram, here
classified by typology of notation: Visigothic, Cata-
lonian and Aquitainian, with their respective variants
of transition, indicating, in addition, the liturgical
rite to which the sources belong.

The list allows us to distinguish between three groups
that are differentiated by the use of formal crite-
ria—script systems—and structural criteria—the rite
to which they belong—which serve to test an archeo-
logy of Iberian systems of notation, as does the third
part of this study.

From a structural point of view, the diagram is classi-

fied as follows:

1) Musical-liturgical manuscripts from the Spanish
tradition.

2) Musical-liturgical manuscripts from the Catalo-
nian-Narbonnaise tradition.

3) Musical-liturgical manuscripts from the Franco-
Roman tradition: period of transition.

4) Musical-liturgical manuscripts from the Franco-
Roman tradition.

Whereas the first two sections involve mostly ho-
mogeneous script systems, the third section covers a
greater diversity of combinatory models, a result of
the period of liturgical change, and the fourth section
reflects a consolidation of the reform, during which
the generalised implementation of Carolingian script
and Aquitainian notation can be observed.

1) Musical-liturgical manuscripts from the Spanish
tradition

The repertory from the old Spanish rite is preserved
in the following sources: musical-liturgical manu-
scripts from the 9™ to the 13" centuries illustrating
different script systems and combinations; hym-
naries from the end of the 15" century copied on
the initiative of Cardinal Cisneros in an attempt to
restore the old rite and, finally, various literary and
theoretical sources on the Spanish liturgy.** Of par-
ticular interest for our study is the first category of
sources indicated, which limits the chronology of
the musical-liturgical manuscripts to the 9™ to 12
centuries—although a brief mention will be made
of the Toledan sources, late copies from the 13™ to

14" centuries—.%

This first group can in turn be used to develop a clas-
sification based on formal criteria, divided into the
following subsets in an inventory of characteristic
neumatic signs:

* Manuscripts in Visigothic script and Visigothic no-
tation. Spanish licurgy. Northern tradition-southern
tradition.

* Manuscripts in Visigothic script and forms of nota-
tion close to pitch or ekphonetic notation. Spanish

licurgy.



2) Musical-liturgical manuscripts from the Catalonian-
Narbonnaise tradition

* Manuscripts in Carolingian script and archaic Cata-
lonian notation, 10% century.**

3) Musical-liturgical manuscripts from the Franco-
Roman tradition: period of transition®

The third set includes sources from the transition
from the Spanish rite to the Franco-Roman rite,
that is, those that reflect the mutation, interaction,
or coexistence of the different systems of musical
script and notation from each of the traditions.*
The repertory they transmit belongs to the new
Franco-Roman usage, even though they partially
maintain formulae typical of the old Spanish rite
or of the Catalonian-Narbonnaise tradition. On
a formal plane we can distinguish between the follo-
wing combinatory models resulting from the pro-
cess of assimilation of the new liturgical usage in
the different cultural and political contexts of the
Iberian Peninsula:

* Manuscripts in Visigothic script and notation with
Aquitainian influence.” Franco-Roman liturgy (Lon-
don, BL, Add. ms. 30850 and Add. ms. 30848).

* Manuscripts in Visigothic script and coexistence
of notational systems: Visigothic and Aquitainian
notations/Catalonian and Aquitainian notations.
Franco-Roman liturgy (Madrid, RAH, Cod. 56; Si-
los, AM, Cod. 4; and Lleida, AC, Roda 18).

* Manuscripts in Visigothic script and Aquitainian
notation. Franco-Roman liturgy (Madrid, RAH,
Cod. 18).

* Manuscripts in Carolingian script and Catalonian
notation. Catalonian-Narbonnaise/Franco-Roman
liturgy (Barcelona, ACA, Ripoll 106).

* Manuscripts in Carolingian script and showing
the coexistence of notational systems: Catalonian
notation and Aquitainian notation, or Catalonian
notation and square notation. Franco-Roman liturgy
(Barcelona, ACA, Ripoll 74; Paris, BNE N. A. L.
495; Lleida, AC, Roda 16 Catalonian and Aquitai-
nian notation with a mixed Visigothic and Franco-
Roman formulary).

The second model includes both specimens copied
in Visigothic script and notation, to which parts in
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Carolingian script and Aquitainian notation were
subsequently added, and specimens in which the
original notation, Visigothic or Catalonian, was
scraped to insert in its place the new Aquitainian
notation. In most cases, these are books from the
Spanish rite that continued to be used for celebra-
ting with specific formularies, or remnants of the
Catalonian-Narbonnaise tradition, reflecting an
overlapping phase between the different liturgical
practices and notational systems. The situation also
confirms the celebrant or singer’s familiarity with
different script systems. An illustrative example can
be seen in the breviary of the Spanish rite from the
11™ century med. (New York, HS, B 2916) in Vi-
sigothic script and notation, with later additions in
Carolingian script and Aquitainian notation. Other
additional examples with Visigothic notation and
addendas in Aquitainian notation are also shown in
diagram 2:°® the Bibles of Silos (Cracow, Czarto-
rysky Library, ms. 3.118) and Cardena (Burgos,
AC, w./o. s.) with occasional additions, the Liber
ordinum (Madrid, RAH, Cod. 56), in which the
Visigothic notation was scraped to insert the Aqui-
tainian notation and, in an equivalent case from
the Catalonian area, the lectionary-antiphonary
(Lleida, AC, Roda 18) where the Catalonian nota-
tion was scraped in the 12" century med. to in-
sert the Aquitainian notation.*” The Liber glossa-
rum (Barcelona, BC, Ripoll 74), with additions in
Aquitainian notation in campo aperto from the 12
century in some folios; the Liber ordinum (Silos,
AM, Cod. 4), where a few pieces in Aquitainian
notation were inserted in the margin of the folio,
respecting the version in Visigothic notation in the
body of the text, and the Liber comicus (Paris, BNF,
N. A. L. 2171), also with some added pieces in
Aquitainian notation, attest to the dynamic pro-
cess of transition and the multiple formal struc-
tures through which it was consolidated.

These subsets reflect a progression which, beginning
with the local Visigothic tradition, goes through a
phase during which the systems are combined with
the involvement of copyists from different locations,
to finally crystallise in the new Aquitainian model as-
sumed in both fields, script and notation.*

The selection of transitional manuscripts shown
in diagram 2 might be further extended by adding
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a group of sources partially included in Millares
Carlo’s corpus, listed subsequently, on the grounds
that—although limited in number and largely pre-
served in fragments—they are particularly illustra-
tive of the typological, chronological, and cultural
asymmetries that can be seen in the dynamic and
heterogeneous process of liturgical reform. One of
the basic tools for reconstructing the complex pro-
cess of transition; for casting light on questions such
as the intervention of the number of copyists and
the origin and provenance of the sources; and for
determining the specific practices of each geocultu-
ral area indicated is to analyse formal peculiarities,
albeit not in their entirety.

To help situate the examples, where applicable, we
show the reference number assigned in Volume I of
Millares Carlo’s catalog:

* Braga, AD, Materiais intteis, no. 23 (formerly Re-
gistro Geral, Caixa Frag. 244, 1). Capa do Tombo
de Silvares. Fragmentum. Franco-Roman missal.
Visigothic script (abbreviated Carolingian system),
Aquitainian notation. 12 century. [Millares 17.]*!

* Braga, AD, Registro Geral, Caixa Frag. 280, 3. Fragmen-
tum. Franco-Roman Antiphonary. Visigothic script,
Aquitainian notation. 11" century. [Millares 18.]*

* Braga, AD, Registro Geral, Caixa Frag. 284, 12
(Capa do Tombo de Barbeita). Fragmentum. Fran-
co-Roman missal. Carolingian script with reminis-
cences of Visigothic, Carolingian, Aquitainian no-
tation. 12 century. [Millares 19.]

* Lisbon, BN [w./o. s.]. Fragmentum. Franco-Roman
missal. Visigothic script, Aquitainian notation. 12
century. [Diaz y Diaz 1983, no. 114.]

* Cambridge, UL. Add. ms. 5905. Franco-Roman
breviary. Fragmentum. Visigothic script, Aquitai-
nian notation (two antiphons). 10®-11" centuries.
[Millares 32.]

* Leén, AC, Frag. III. Franco-Roman breviary.
Visigothic script, Aquitainian notation. 11% cen-
tury ex. [Millares 93.]

e Paris, BNE N. A. L. 235. Fragmentum. Franco-
Roman breviary. Visigothic script, Aquitainian no-
tation (one responsory). 10" century ex. [Millares
253.]

e Paris, BNE N. A. L. 2170. Cassianus, Collationes et al.
Visigothic script, Aquitainian notation. 11* century.
[Millares 262.]%

* Paris, BNE Lat. 2855. Three fragments of manuscripts
collected in one volume. Frag. II (fols. 73v-159r +
159v-160v) was copied in Albelda, 950-951. Visigo-
thic script and notation. 10* century. [Millares 244.]*

* Toledo, BC, 10-5. Franco-Roman Antiphonary. Vi-
sigothic script, Aquitainian notation (2 fols.). 12
century in. [Millares 313.]

* Venice, BNM, 14% century, ms. 232 (4257). Vi-
sigothic script, Aquitainian notation. Franco-Roman
repertory. Fragment of Exultet. 12" century in.®

* Valladolid, ARCH. Fragment of a folio in Visigothic
script, Aquitainian notation. Currently illegible.
11* century ex.-12* century in.%¢

 Zamora, AHP. “Musical Parchments” section. Frag.
15, Liber misticus from the late 11" century and Frag.
202, mass from the 11™ century ex. to 12% century
in.”’ Fragments of a folio in Visigothic script with
Carolingian influences and Aquitainian notation.

4) Musical-liturgical manuscripts from the Franco-
Roman tradition

Finally, the forth group includes specimens of the Franco-
Roman rite in Carolingian script and Aquitainian
notation, reflecting the complete assimilation of the
new usages, even when the contents may still include
forms or celebrations from local traditions.

As diagram 2 shows, the chronology of the three sec-
tions does not develop in a linear fashion: in other
words, there is no diachronic continuity, but instead
a clear asymmetry between the different sets, which
can only be attributed to various cultural and geo-
political factors specific to the respective historical
contexts to which the specimens belong. Finally, dia-
gram 3 shows the various typologies of the selected
examples, in this case in chronological order.

EXEGESIS OF NOTATION:
ASYMMETRIES, ANACHRONISMS AND COEXISTENCES

In the context of Iberian studies, greater advances have
been made in the area of textual paleography than in
musical paleography and semiology.®® Thanks to the
former, we now have a database and a methodological
approach which, though it does not address all of the
problems, nevertheless offers an equally valid theoretical
model for the analysis of the different Iberian notational
systems. The perceptible gap between the developments
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DIAGRAM 1:49 CHRONOLOGICAL LIST OF SOURCES BY GEO-POLITICAL AREA AND CULTURAL CENTER

. . Catalog Typology of the script /
Archive / Library namber Source / Provenance Date Typology of the notation
CATALONIA
Ripoll

Barcelona, ACA Ripoll 106 Ripoll 10 c. in. Carolingian / Catalonian notation
Barcelona, ACA Ripoll 74 Ripoll 10h c. ex.-11% c. in. Carolingian / Catalonian notation

and Aquitainian
Barcelona, ACA Ripoll 42 Ripoll 11%c. in. Visigothic. Theoretical treat., s. n.
Barcelona, ACA Ripoll 40 Ripoll 11" c. ex. Carolingian / Catalonian notation

La Seu d’Urgell
. La Seu d’Urgell (?) / 11%c. in. Carolingian / archaic Catalonian
Lleida, AC Roda 16 Ribagorza (?) (1000-18) notation, Visig. infl.
Montserrat, BM ms. 73 La Seu d’Urgell 12% ¢, ex. Carolingian / Aquitainian notation
Vic

Vic, ABEV ms. 67 Vic 11% c. med. Carolingian / Catalonian notation
Vic, ABEV XI/1 Vic 11% c. ex. Visigothic / Catalonian notation
Vic, ABEV ms. 105 Vie 120 ¢ in. Caroling.iar} /. Catalonian notation

and Aquitainian

Elna/Moissac
Paris, BNF Lat. 5304" Saint Pierre de Moissac (%) / 11% c. med. Carolingian / Catalonian notation
Elna (?)
Roda de Isibena

Lleida, AC Roda 18 Roda 11" c. ex. Carolingian Visigothic 'in.ﬂuence /.

Catalonian and Aquitainian notation
Lleida, AC Roda 14 Roda 12 ¢. med. Carolingjan / Aquitainian notation
Lleida, AC Roda 11 Roda 124 ¢ ex. (1191) Caroling_iar} /_ Catalonian notation

and Aquitainian
Lleida, AC Roda 8 Roda 12% ¢, ex. Carolingian / Aquitainian notation
Montserrat, BM ms. 822 (Catalonian-Narbonnaise ambit) 12% c. 7. Carolingian / Catalonian notation
Montserrat, BM ms. 794-1 Solsona 12% . in. Carolingian / Catalonian notation
Montserrat, BM ms. 72 St. Rom4 de les Bons 12% ¢ ex. Carolingian / Catalonian notation
Paris, BNF Lat. 933 Lagrasse 11%c ex.-12% c. in.  Carolingian / Catalonian notation
Paris, BNF N. A. L. 495 Girona 124 c. in. Carolingian / Aquitainian notation
Barcelona, BC M. 1147 St. Pere d’Ager 12 ¢. ex. Carolingian / Aquitainian notation

ARAGON
Huesca
Huesca, AC Cod. 1 Huesca / Southern France 11t c. ex. Carolingian / Aquitainian notation
Huesca, AC Cod. 4 Huesca / France 12% . in. Carolingian / Aquitainian notation
Huesca, AC Cod. 2 Huesca 12 c. med. Carolingian / Aquitainian notation
Madrid, BN ms. 9719 (Aragén) 12% c. ex. (1169) Carolingian / Aquitainian notation
Huesca, AHP 12030/36 Huesca 12% ¢ ex. Carolingian / Aquitainian notation
Santa Cruz de la Serés

Jaca, Santa Cruz de w./o. s. Santa Cruz de la Serds 124 c. ex. Carolingian / Aquitainian notation

la Serés, AM

! Codices of ultra-Pyrenean origin are given in italics.
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DIAGRAM 1 (COﬂl‘.).' CHRONOLOGICAL LIST OF SOURCES BY GEO-POLITICAL AREA AND CULTURAL CENTER

. . Catalog Typology of the script /
Archive / Library number Source / Provenance Date Typology of the notation
San Juan de La Pefia
El Escorial, RB ms. L.III.3 San Juan de La Pefa 12% . ex. Carolingjan / Aquitainian notation
FEl Escorial, RB ms. LIIL4 San Juan de La Pefa 12 ¢. ex. Carolingjan / Aquitainian notation
El Escorial, RB ms. Q.IIL.10 San Juan de La Pefia 12 ¢. ex. Carolingian / Aquitainian notation
Santa Maria la Real de Ndjera
Santa Marfa La Real de Ndjera
Zaragoza, BGU M-418 (Dfaz y Diaz) / San Juan dela 10" c. ex. Visigothic / Visigothic notation
Pefia / La Rioja (Gudiol)
Silos, AM Cod. 3 Sta. Maria la Real de Ndjera 11% c. in. (1039) Visigothic / Visigothic notation
Silos, AM Cod. 6 Sta. Maria la Real de Ndjera 11% c. med. Visigothic / Visigothic notation
Silos, AM Cod. 7 Sta. Maria la Real de Ndjera 11% c. med. Visigothic / Visigothic notation
PYRENEAN ZONE
léoilce.vaux, Museo /o . (Navarre) 128 c. ex. Carolingian / Aquitainian notation
olegiata
Pamplona, AC w./o. s. (Navarre) 12% . ex. Carolingjan / Aquitainian notation
Pamplona, ARGN K.6 Fitero 12 c. ex.-13% c. in.  Carolingian / Aquitainian notation
CASTILE-LEON
San Pedro de Cardena
Burgos, AC w./o.s. San Pedro de Cardefia 10* c. in. Visigothic / Visigothic notation
San Pedro de Valerdnica
Cérdoba, AC ms. 1 San Pedro de Valerdnica 10% c. med. (953) Visigoth[ihc / Aquitainian notation
(add. 11 c. med.)
Leén, AC ms. 8 Beja 10™ c. med. Visigothic / Visigothic notation
Cérdoba, AC ms. 123 (Ledn) 10™ c. ex.-11% c. in.  Visigothic / Visigothic notation
ﬁﬁggsﬁf}iﬂi:ws & s 31 (Ledn?) 11% c. in. Visigothic / Visigothic notation
%a;;:;%(s)tgz, BXU ™S 609 (Res. 1) (Ledn) 11* c. med. (1055)  Visigothic / Visigothic notation
%a:nt:;%(s)tgl‘;, AC Frag. 1 Santiago de Compostela 124 c. in. Visigothic / Aquitainian notation
Ourense, AC Frag. 3 and 6 Ourense 124 c. in. Visigothic / Aquitainian notation
Sigiienza, AC w./o. s. (Sigtienza) 12 ¢. med. Carolingjan / Aquitainian notation
Burgo de Osma, AC ms. 94 Burgo de Osma 12% c. ex. Carolingjan / Aquitainian notation
Santo Domingo de Silos
London, BL Add. ms. 30852 Silos / Aragén / Cardena (?) 9% ¢, ex. Visigothic / Visigothic notation
Paris, BNF N.A. L. 2199 Silos / Leén (?) 10% c. in. Visigothic / Visigothic notation
London, BL Add. ms. 11695 Silos 10" c. ex. Visigothic / Visigothic notation
Cracow, Czartorysky ms. 3.118 Silos () 10% c. ex. Visigothic / Aquitainian notation
London, BL Add. ms. 30851 Silos 11% c. med. Visigothic-Reference marks

(Visigothic neumes)
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DIAGRAM 1 (COﬂl‘.).' CHRONOLOGICAL LIST OF SOURCES BY GEO-POLITICAL AREA AND CULTURAL CENTER

. . Catalog Typology of the script /
Archive / Library number Source / Provenance Date Typology of the notation
Santo Domingo de Silos

Paris, BNF N. A. L. 2171 Silos 11% . med, Xijifg’thic / Aquitainian notation
Silos, AM Cod. 5 La Rioja / Aragén (?) 11% c. med. (1059)  Visigothic / Visigothic notation
London, BL Add. ms. 30850 Silos 1% ¢, ex. Visigothic / Visigothic and

Aquitainian notation (add.)
London, BL Add. ms. 30848 Silos 11" c. ex. Visigothic / Aquitainian notation
London, BL Add. ms. 30847 Silos 11% c. ex. Visigoth i? /. Vis.igothic notation

of Aquitainian influence

San Milldn

Madrid, RAH Cod. 30 San Millan 10" c. ex. Visigothic / Visigothic notation
Madrid, RAH Cod. 56 San Milldn 10 c. ex. Visigqthic / Vis@go.thic notation

(scrapings: Aquitainian)
Madrid, RAH Cod. 118/ Cod. 14 San Milldn 11* c. in. Visigothic s. n. (exception)

112 h Visigothic / Visigothic, Aquitainian
New York, HS B 2916 (To. 33.2)  San Milldn 11 c. med. and Alphabetical notation.
Madrid, RAH Cod. 18 San Millan 11%* c. ex. (1090) Visigothic / Aquitainian notation
Madrid, RAH Cod. 51 San Milldn 12% ¢, in. Carolingian / Aquitainian notation
Madrid, RAH Cod. 45 San Milldn 12 ¢. ex. Carolingjan / Aquitainian notation
Salamanca, BGU ms. 2668 Silos / San Milldn (?) 11%* c. med. (1059)  Visigothic / Visigothic notation
Salamanca, BGU ms. 2637 Silos / San Milldn (?) 12% c. ex. Carolingjan / Aquitainian notation
San Martin de Albelda
%3:11;: dlzojt&n(i:ngo la Frag. w./o. s. Albelda 10% c. ex.-11% c. in.  Visigothic / Visigothic notation
San Prudencio de Monte Laturce
. San Prudencio de Monte " L. . . . .
Silos, AM Cod. 4 Laturce 11" ¢. med. (1052)  Visigothic / Visigothic notation
PORTUGAL
Coimbra
Coimbra, AU IV-32-Gav. 44 Coimbra (Cathedral) 11% c. in. Visigothic / Visigothic notation
Porto, BPM Santa Cruz 76 Coimbra 12% c. ex. Carolingjan / Aquitainian notation
Porto, BPM Santa Cruz 83 Coimbra 12 c. ex. Carolingjan / Aquitainian notation
Ifii‘;%’;’ Torre do Frag. Cx 20, no. 14 Coimbra 12% ¢ ex.-13" c. in. Carolingjan / Aquitainian notation
Braga

Coimbra, AU

Braga, AD

Braga, AD

Braga, AD
Braga, AD

Braga, AD

IV-3.2 S-Gav. 44
(20)

ms. 1000, Mattheus

Frag. 49
Frag. 243

Frag. 244
Frag. 210

San Fins de Friestas (Braga) 11t c.

Parish of San Mateo (copied

in St. Martial of Limoges)

(Braga) 12 c.
(Braga) 12 c.
(Braga) 12 c.
(Braga) 12 c.

12 c.

Visigothic / Aquitainian notation

Carolingjan / Aquitainian notation

Carolingjan / Aquitainian notation

Carolingjan / Aquitainian notation
Carolingjan / Aquitainian notation

Carolingjan / Aquitainian notation
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HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

DIAGRAM 1 (COﬂl‘.).' CHRONOLOGICAL LIST OF SOURCES BY GEO-POLITICAL AREA AND CULTURAL CENTER

. . Catalog Typology of the script /
Archive / Library number Source / Provenance Date Typology of the notation
Aveiro
Aveiro, AD Frag., w./o. s. San Miguel de Aveiro (?) 12%h ¢ ex. Carolingjan / Aquitainian notation
TOLEDO
Madrid, BN ms. 10029 Toledo / Aragén (2) 9% ¢ ex-10% ¢ in.  rgoohic | Visigothic notation
adrid, s. oledo agén (7 (11% . in. Mundd) sigothic / Visigothic notatio
Toledo, BC ms.44-1 Toledo 11t e ex. Carolingjan / Aquitainian notation
Paris, BNF N. A L. 1871 St. Pierre de Moissac 11% c. ex. Carolingjan / Aquitainian notation
Toledo, BC ms. 35-7 Santa Eulalia (Toledo) 11* c. ex.-12% c. in.  Visigothic / Visigothic notation
Toledo, BC ms. 44-2 Toledo 12% c. in. Carolingjan / Visigothic notation
Madrid, BN ?iﬁso 13050_?)1 Toledo/Leén (?) 12 c. ex.-13% c. in.  Visigothic / Visigothic notation
UNKNOWN ORIGIN
Northern Iberian tradition
London, BL Add. ms. 30844 ? (Silos / La Rioja) 10" c. in. Visigothic / Visigothic notation
London, BL Add. ms. 30846 ? 11* c. in. Visigothic / Visigothic notation
London, BL Add. ms. 30845 ? 11% c. med. Visigothic / Visigothic notation
London, BL Add. ms. 30849 2 1% c. ex. Carolingjan / Aquitainian notation
Toledo, BC ms. 35-6 ? 10* c. ex.-11% ¢, in. Xést;%?;};ic / Northern Visigothic
ORIGIN DISPUTED
. Silos (?) / Aragén (?) / "
Silos, AM Cod. 30852 Cardefia (?) 9th ¢, ex.
Madrid. BN ms. 10029 (To. Toledo (Mundé, Ruiz)/ 9t c. ex.-10% c. in.  Visigothic / Northern Visigothic
adrid, 14-22) Aragén (Janini) (11% c. in., Mundé) notation
Madrid. BN ms. 10001 Toledo (2 )/ Leén () (lﬁhnc ex.)—lllz‘}:hc. in. Visigothic / Visigothic notation
adrid, (To. 35-1) oledo con [111 ares), C &7 (South and North)
13 c. in. (Mundé)
Salamanca, BGU ms. 2668 San Milldn (?) / (Silos (?) 11% c. med. (1059) Visiggthic / Northern Visigothic
notation
Silos, AM Cod. 5 ki;;(iga(f)?) (Vivancos) / 11t c. med. (1059)  Visigothic / Visigothic notation
Salamanca, BGU ms. 2637 Silos (?) / San Millan (?) 12%h ¢ ex. Carolingjan / Aquitainian notation
Paris, BNF N.A.L.2199 Silos (2) / Leon () 10% ¢. in, Visigothic / Northern Visigothic
notation
Sheffield Galleries & ms. 31 Leén (?) 11* ¢, in. Visigothic / Visigothic notation
Museums Trust g g
Cracow, Czartorysky ms. 3.118 Silos () 10% c. ex. Visigothic / Aquitainian notation



DIAGRAM 2: SYSTEMS OF NOTATION IN THE IBERIAN PENINSULA IN CHRONOLOGICAL ORDER

NOTATION SYSTEMS IN THE IBERIAN PENINSULA

Catalog number Date Rite!
VISIGOTHIC NOTATION: NORTH
Leén
Paris, BNE N. A. L. 2199 10* ¢. in. (9" c. ex.-10" c. in., Gros) H
Leén, AC, ms. 8 10% c. med. H
Coérdoba, AC, ms. 123 10® c. ex.-11% c. in. FR
Santiago, BXU, ms. 609 (Res. 1) 11 c. med. (1055) H
Silos-San Milldn
London, BL, Add. ms. 30852 9% ¢. ex.-10% c. in. H (s. n.)
Madrid, RAH, Cod. 56 10 ¢. ex. H-Transition* (add.)
Cracow, Czartorysky, ms. 3.118 10" c. ex. H
Madrid, RAH, Cod. 30 10 c. ex. H
London, BL, Add. ms. 11695 10" c. ex. H
Madrid, RAH, Cod. 118 / Cod. 14 11t c. in. H (s. n.)
New York, HS, B 2916 (To. 33-2) 11% c. med. H-Transition (add.)
London, BL, Add. ms. 30851 11% ¢. med. H (8 notated hymns)
Salamanca, BGU, ms. 2668 11% . med. (1059) H
Silos, AM, Cod. 5 11 c. med. (1059) H
@ FR-Transition
London, BL, Add. ms. 30850 11% ¢, ex. (Aquitainian add.)
London, BL, Add. ms. 30847 1% c. ex. FR-Transition (Visigothic
quitainian influence)
San Prudencio de Monte Laturce
Silos, AM, Cod. 4 11% c. med. (1052) H-Transition* (add.)

San Martin de Albelda

Santo Domingo de La Calzada, AC, w./o. s.

Santa Maria la Real de Ngjera
Zaragoza, BGU, M-418
Silos, AM, Cod. 3

Silos, AM, Cod. 6
Silos, AM, Cod. 7

San Pedro de Cardefa
Burgos, AC, w./o. s.

Unknown / Disputed Origin
Madrid, BN, ms. 10029
London, BL, Add. ms. 30844

Toledo, BC, ms. 35-6

Shefhield Galleries & Museums Trust, ms. 31

London, BL, Add. ms. 30846
London, BL, Add. ms. 30845

VISIGOTHIC NOTATION: SOUTH

Toledo
Toledo, BC, ms. 35-7

Madrid, BN, ms. 10001 (To. 35-1)

10% c.

10% c.
11* ¢

11% c. med. (Mundé); 10" c. ex.-11% c. in.

ex.-11% ¢ in.

€x.

in. (1039)

(Millares)

11t c.

med.

9th ¢.-10% c.

9% ¢, ex.-10% c. in. (11* c. in., Mundd)

10 c.
10 c.

11% ¢
11* ¢,
11t ¢,

11* ¢,

in.

ex.-11" ¢, in.
in.

in.

med.

ex.-12% c. in. (Mundé); 10% c.

(Millares Carlo)

12%c.

ex.-13% c. in. (Mundd); 9* c.

(Millares Carlo)

H

I T T T

H (Visigothic add.)

H
H

H Insertions of Aquitainian
influence (fol. 123v)

FR-Transition
H
H

! H: Hispanic; FR: Franco-Roman; CN: Catalonian-Narbonnaise; s. n.: sine neumae; w./o. s.: without shelfmark.
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HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

DIAGRAM 2 (cont.): SYSTEMS OF NOTATION IN THE IBERIAN PENINSULA IN CHRONOLOGICAL ORDER

Roda de Isibena
Lleida, AC, Roda 14
Lleida, AC, Roda 8

ARAGON

Huesca

Huesca, AC, Cod. 1
Huesca, AC, Cod. 4
Huesca, AC, Cod. 2
Huesca, AHP, 12030/36

Santa Cruz de La Serés (Jaca)
Jaca, AM, w./o. s.

San Juan de La Pena
El Escorial, RB, ms. L.II1.3
El Escorial, RB, ms. L.II1.4

12%c.
12% ¢

11% ¢
12 c.
12%c.
12% ¢

12 c.

12 c.
12 ¢

med.
med.

ex.
in.
med.
ex.

€x.

e€x.
€x.

Catalog number Date Rite
Portugal
Coimbra, AU, IV-3*-Gav. 44 (22) 11% c. in. H
CATALAN NOTATION
CATALONIA
Ripoll
Barcelona, ACA, Ripoll 106 10 c. in. (add. 10™ c. med.-ex., 11" c. in.) CN
Barcelona, ACA, Ripoll 74 10* c. ex.-11% ¢. in. CN-Transition*
Barcelona, ACA, Ripoll 40 11% c. ex. FR
Roda de Isdbena
Lleida, AC, Roda 16 11%* ¢. in. (1000-1018) FR
FR-Transition*
H th
Lleida, AC, Roda 18 11% ¢, ex. (Aquitainian add.)
Lleida, AC, Roda 11 12 ¢ (1191) FR-Transition
Vic
Vic, ABEV, ms. 67 11 ¢. med. FR-Transition
Vic, ABEV, Frag. XI/1 11% ¢. med. CN
Vic, ABEV, ms. 105 12% ¢. in. FR-Transition
Elna / Moissac
Paris, BNF, Lat. 5304 11 ¢. med. FR-Transition
Paris, BNE Lat. 933 11% ¢ ex.-12% c. in. FR (with Hispanic forms)
FR-Transition
Paris, BNE, N. A. L. 495 12% ¢, in. (Catalonian and square
notation)
Montserrat
Montserrat, BM, ms. 822 12% ¢. in. FR
Montserrat, BM, ms. 794-1 12% c. in. FR-CN
Montserrat, BM, ms. 72 12 ¢. ex. CN
Montserrat, BM, ms. 73 12 ¢. ex. FR
Barcelona, BC, M. 1147 12% ¢, ex. CN
AQUITAINIAN NOTATION
CATALONIA
Ripoll
Barcelona, ACA, Ripoll 42 11" c. in. (1040, Mundd) (add. Aquitainian notation)

FR-CN
FR

FR
FR
FR
FR

FR

FR
FR



NOTATION SYSTEMS IN THE IBERIAN PENINSULA

DIAGRAM 2 (cont.).' SYSTEMS OF NOTATION IN THE IBERIAN PENINSULA IN CHRONOLOGICAL ORDER

Catalog number Date Rite

El Escorial, RB, ms. Q.II1.10 12% ¢ ex. FR

Madrid, BN, ms. 9719 12% ¢, ex. FR

CASTILE-LEON

San Pedro de Valerdanica

Coérdoba, AC, ms. 1 10 c. med. (953) H

Santo Domingo de Silos

Paris, BNEF, N. A. L. 2171 11 ¢. med. FR-Transition* (add.)

London, BL, Add. ms. 30848 11t c. ex. FR-Transition

Salamanca, BGU, ms. 2637 12% ¢ ex. FR

San Milldn

Madrid, RAH, Cod. 18 11* c. ex. (1090) FR-Transition

Madrid, RAH, Cod. 51 12% ¢. in. FR

Madrid, RAH, Cod. 45 12% ¢ ex. FR

Santiago de Compostela, AC, Frag. 1 12t ¢. in. FR-Transition

Ourense, AC, Frag. 3 12% c. in. FR-Transition

Sigiienza, AC, Frag. w./o. s. 12% c. med. FR

Burgo de Osma, AC, ms. 94 12% ¢, ex. FR

NAVARRE

Roncevaux

Roncevaux, Museo Coleg., w./o. s. 12% ¢ ex. FR

Pamplona

Pamplona, AC, w./o. s. 12% ¢ ex. FR

Fitero

Pamplona, ARGN, K. 6 12% . ex.-13% c. in. FR

ToLEDO

Toledo, BC, 44-1 11% c. ex. FR

Paris, BNE N. A. L. 1871 11% ¢, ex. FR

Toledo, BC, 44-2 12% ¢, in. FR

PorTUGAL

Coimbra (Cathedral)

Coimbra, AU, IV-3.2 S-Gav. 44 (20) 11 ¢. med. FR-Transition

Lisbon, IAN, Torre do Tombo, " o

Frag, Cx 20, no. 14 12% ¢, ex.-13™ c. in. (1172-1200) FR

Braga

Braga, AD, ms. 1000 12 c. med. (1130-1150) FR

Braga, AD, Frag. 49 12% ¢. med. FR

Braga, AD, Frag. 243 12% ¢. med. FR

Braga, AD, Frag. 244 12t c. ex. FR

Braga, AD, Frag. 210 12% ¢ ex. FR

Santa Cruz de Coimbra

Porto, BPM, Santa Cruz 76, General no. 350 12% c. ex. FR

Porto, BPM, Santa Cruz 83, General no. 1134 12% c. ex. FR

Aveiro

Aveiro, AD, Frag. w./o. s. 12% ¢, ex. FR
Unknown origin

London, BL, Add. ms. 30849 11t c. ex. FR

Total: 89
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HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

DIAGRAM 3: LIST OF SOURCES IN CHRONOLOGICAL ORDER

. Script typology / Transi-
Typology Provenance Source Dating scri fl’) ¢ Itlf)l:a tio%ly tion
Orationale London, BL, (Silos) Aragén (Diaz 9" c. ex.-10™ c. in. Visigothic / Northern Visigothic

Add. ms. 30852
Anthologia hispana, Madrid, BN,
Azagra Codex ms. 10029

Liber canticorum London, BL,

(Frag.) Add. ms. 30844

Antiphonary (Frag.) 511'9159, BNE N. A. L.

Bible Burgos, AC, w./o. s.
Antiphonary Leén, AC, ms. 8
Homiliary gcsSn%oba, AC,

. L , BL,
Antiphonary (Frag) A'0% B
Antiphonary (Frag.) ﬁl—rﬁggza, BGU,
Liber ordinum gjgrgdé RAH,

Bible Sll;ac;)vlv,l gzartorysky,
Liber misticus gs&ir?d RAH,
Collectaneum E?;f)edoln 61 é ACA,
Liber horarum Santo Domingo de La
(Frag.) Calzada, AC, w./o. s.
Alvarus Paulus. ,

Opera et alia Cor(%(;ga, AC,
opuscula -

Toledo, BC, 35-6

Liber misticus

Liber glossarum et Barcelona, ACA,
tl... logiarum Ripoll 74

Liber misticus London, BL,

Add. ms. 30846

Sacramentary, Lleida, BC, Roda 16
Ritual and Pontifical (RC 0036)
Musica Barcelona, ACA,
cum rethorica Ripoll 42
Homili Sheffield Galleries and

ary Museum Trust, ms. 31
Liber hymnorum Madrid, RAH,
(Frag.) Cod. 118 /Cod. 14

Antiphonary (Frag) o 310 V2

Silos, AM, Cod. 3

Liber ordinum

y Diaz) / Cardena (2)
(Toledo), Pyrenean (?)
(Silos) ()

(Silos), Leon (2)

S. Pedro
de Cardena

S. Cipriano de las
Riberas del Porma,
Beja (?)

S. Pedro

de Valerdnica

(Silos)

Aragén / La Rioja (?)

San Millan de
La Cogolla

(Silos)

San Milldn de
La Cogolla

Ripoll

Albelda

Leén /
Sahagtn-Eslonza

Toledo

Santa Maria

de Ripoll
Santo Domingo
de Silos

La Seu d’Urgell /
Ribagorza

Santa Maria
de Ripoll
(Ledn) (2)
San Milldn de
La Cogolla
Cathedral

of Coimbra

Santa Marfa la Real
de Ndjera (?)

(Ruiz Asencio)

9% ¢, ex.-10™ c. in.
(11* ¢. iz, Mundé)

10% c. in.

10% c. in. (9% c. ex.-
10 c. in., Gros)
10" c. in. (9% c. ex.-
10™ c. in., Millares

Carlo)

10% c. med.

10% c. med. (953)
10" c. ex.
10% ¢. ex.

10" c. ex.

10% c. ex.

10 c. ex. (Gros)

10% c. in. (add. 10* c.
med.-ex., 11" c. in.)

10* c. ex.-11% c. in.

10* c. ex.-11%" c. in.

10% . ex.-11% c. in.
10* c. ex.-11%" c. in.
(Mundé, post quem
1020)

11% c. in.

11* . in.
(1000-1018)

11% . in.

(1040, Mundd)

11% . in.
11% c. in.
11% c. in.

11* c. in. (1039)

notation
Visigothic / Northern Visigothic
notation

Visigothic / Northern Visigothic

notation

Visigothic / Northern Visigothic

notation

Visigothic / Aquitainian notation

Visigothic / Northern Visigothic
notation

Visigothic / Aquitainian notation

Visigothic / Northern Visigothic

notation

Visigothic / Northern Visigothic
notation

Visigothic / Northern Visigothic ~ Transi-
and Aquitainian notation (add.) tion*

Visigothic / Aquitainian notation

Visigothic / Northern Visigothic
notation

Carolingian / Catalonian notation
(later add., 10™ c. med.-ex.-

11%* c. in.)

Visigothic / Northern Visigothic
notation

Visigothic / Northern Visigothic

notation

Visigothic / Northern Visigothic

notation

Carolingian / Catalonian and

Aquitainian notation tion*
(add. 12 ¢.)

Visigothic / Northern Visigothic

notation

Transi-

Carolingian / archaic Catalonian
notation, Visigothic influence

Visigothic. Theoretical treat., s. n.

Transi-

Visigothic / Visigothic notation tion

Visigothic s. n.
Visigothic / Southern Visigothic
notation

Visigothic / Northern Visigothic

notation



DIAGRAM 3 (cont.): LIST OF SOURCES IN CHRONOLOGICAL ORDER

NOTATION SYSTEMS IN THE IBERIAN PENINSULA

Typology Provenance Source Dating 2;131:: o t)alﬁ‘:)lzgy Tl:::-
Liber"p salmorum, London, BL, Sto. Domingo @ Visigothic-Reference marks
canticorum et . 11 c. med. g .
Add. ms. 30851 de Silos (Visigothic neumes)
hymnorum

Silos, AM, Cod. 6

Liber misticus

Liber horarum Silos, AM, Cod. 7
. .. London, BL,

Liber misticus Add. ms. 30845
R New York, HS, B
Officia sanctorum 29e ING ((’}ro. 33.2)

. Coimbra, AU, IV-3.2
Antiphonary (Frag.) "0 "4 (50

Liber comicus Paris, BNE N. A. L.

2171
Sacramentary Vic, ABEV, ms. 67
. Vic, ABEV,
Breviary (Frag.) Frag, X1/1
Lectionary Paris, BNE Lat. 5304

Liber ordinum

Silos, AM, Cod. 4

Psalterium et Liber
canticorum. Diurnal

of Ferdinand I/ Santiago, BGU,
Santiago de ms. 609 (Res. 1)
Compostela, Bibl.

General Univ.

Liber canticorum et Salamanca, BGU,
horarum ms. 2668

St. Ildefonsus, De

virginitate Sanctae

Mariae / St. Silos, AM, Cod. 5
Domingo de Silos,
Arch. Abadia
. Madrid, RAH,

Missal Cod. 18

. London, BL,
Antiphonary Add. ms. 30850
Brevi London, BL,

ary Add. ms. 30847

Antiphonary Toledo, BC, 44-1

Tropary, Sequentiary, Paris, BNF, N. A. L.
Prosary, Prosulary 1871

London, BL,

Breviary Add. ms. 30849
Brevi London, BL,

ay Add. ms. 30848
Hymnary Huesca, AC, Cod. 1

Sta. Maria la Real
de Nijera (?)

Sta. Maria la Real
de Nijera (?)

@

San Milldn de
La Cogolla

San Fins de Friestas

Sto. Domingo

de Silos

Sta. Maria
de Ripoll

Cathedral of Vic

Moissac / Elna (?)

San Prudencio de
Monte Laturce

Sahagtn / Leén /
La Rioja /

Eastern Castile

Sto. Domingo

de Silos

La Rioja (?)

San Millan de
La Cogolla

Sto. Domingo
de Silos

Sto. Domingo

de Silos
Toledo

St. Pierre de Moissac

(Silos)

Sto. Domingo

de Silos

(Huesca) /
Ultrapyrenean

11" c. med. (Mundé)
(10* c. ex.-11% ¢. in.
Millares)

Iltll C

11% ¢

11% ¢

11% ¢

11*c.

11% ¢

11% ¢
11* ¢

11t ¢

11% ¢

11% ¢

11% ¢

Iltll C

11%c.

11%c.
11*c.

11*c.

11%c.

11hc.

11%c.

. med.

. med.

. med.

. med.

. med.

. med.
. med.

. med. (1052)

. med. (1055)

. med. (1059)

. med. (1059)

. ex. (1090)

ex.

ex.
ex.

e€x.

ex.

ex.

ex.

Visigothic / Northern Visigothic

notation
Visigothic / Northern Visigothic
notation

Visigothic / Northern Visigothic

notation

Visigothic / Northern Visigothic, Transi-
Aquitainian (add.) (and alphabetical) "7

: tion*
notation

Transi-

Visigothic / Aquitainian notation tion

Visigothic / Aquitainian notation Transi-
(add.) tion*

Transi-

Carolingian / Catalonian notation ~ ;'

Visigothic / Catalonian notation
(Anglés, Aquitainian influence)
Carolingian / Catalonian notation

Visigothic / Northern Visigothic ~ Transi-
and Aquitainian notation (add.) tion*®

Visigothic / Northern Visigothic
notation

Visigothic / Northern Visigothic

notation

Visigothic / Northern Visigothic

notation

Transi-

Visigothic / Aquitainian notation .
tion

Visigothic / Northern Visigothic ~ Transi-
and Aquitainian notation (add.) tion

Visigothic / Northern Visigothic ~ Transi-
notation of Aquitainian influence  tion

Carolingian / Aquitainian notation

Carolingian / Aquitainian notation

Carolingian / Aquitainian notation

Transi-

Visigothic / Aquitainian notation .
tion

Carolingian / Aquitainian notation
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HISPANIA VETUS: MUSICAL-LITURGICAL MANUSCRIPTS

DIAGRAM 3 (cont.): LIST OF SOURCES IN CHRONOLOGICAL ORDER

Typology Provenance Source Dating 2;1;[:: ott};l:i‘:)l::gy Tl:::-
Miscellaneous codex Barcelona, ACA, Ripoll 11t ex. Carolingian / Catalonian notation
Ripoll 40
Lectionary. Carolingian with influence. Transi-
Homiliary of the Lleida, AC, Roda 18 Roda de Isibena 1% c. ex. Visigothic / Catalonian and dion*
Office Aquitainian notation ©
11" c. ex.-12% c. in. - . - .
Liber misticus Toledo, BC, 35-7 Toledo (Mundd), 10* c. Vmg(_)thlc / Southern Visigothic
. notation
(Millares Carlo)
. . . Sta. Maria @ G . . .
Collectarium, Ritual Paris, BNFE Lat. 933 11" c. ex.-12% c. in.  Carolingian / Catalonian notation
de Lagrasse
Prosarv: Tro Paris, BNE Giron 120 e j Carolingian / Catalonian notation Transi-
ary, lropary N. A. L. 495 ona o and square tion
Antiphonary Toledo, BC, 44-2 Toledo 12% c. in. Carolingian / Aquitainian notation
%::)tli)[::; nary, g[;irisd]’ RAH, iinchfgigﬁz de 12% ¢ in. Carolingian / Aquitainian notation
Santiago de (Santiago de Transi-
Missal (Frag.) Compostela, AC, C & ] 12" c. in. Visigothic / Aquitainian notation :
Frag, 1 ompostela) tion
Breviary (Frag.) ggg%sle’ AG, Ourense 124 c. in. Visigothic / Aquitainian notation Ti?ggi'
Prosary, Tropary Huesca, AC, Cod. 4 él;ll?ﬁc;/ de La Pefia) 124 c. in. Carolingian / Aquitainian notation
Breviary (Frag.) erét;ezrrat, BM, I(\(I; iﬁ(l)?lrrlli:izf-:) 12% ¢ in. Carolingian / Catalonian notation
. . P Carolingian / Catalonian notation Transi-
Prosary, Tropary Vic, ABEV, ms. 105 Vic 124 c. in. and Aq L%itainian tion
; s ali th ; th ;
{‘sz:;; esponsorialis Xsc?l;t;zrlat, BM, Solsona (Lleida) géarilglgs;)l 1% c. in. Carolingian / Catalonian notation
Brevia_ry, Huesca, AC, Cod. 2 Huesca 12 ¢. med. Carolingian / Aquitainian notation
Matutinary
Missal Braga, AD, ms. 1000 St. Martial 12 c. med. Carolingian / Aquitainian notation
de Limoges
Collectaneum Lleida, AC, Roda8 Roda 12" c. med. Carolingian / Aquitainian notation
Lectionary Lleida, AC, Roda 14 Roda 12 c. med. Carolingian / Aquitainian notation
Breviary (Frag.) lssi%lgles:%ASC’ Siglienza 12% c. med. Carolingian / Aquitainian notation
Gradual (Frag.) Braga, AD, Frag. 243 (?) 12 ¢. med. Carolingian / Aquitainian notation
Gradual (Frag.) Braga, AD, Frag. 49 (?) 12% ¢. med. Carolingian / Aquitainian notation
%i;;a;ﬁl;;ry’ sz;;dleN’ Aragén 12% ¢, ex. (1169) Carolingian / Aquitainian notation
Antiphonary Ezfclellzr;a BC, ?Ii.alﬁlfgie[?f,eilei da) 12% c. ex. Carolingian / Aquitainian notation
Montserrat, BM, s W - L .
Prosar, Tropary ms. 73 La Seu d’Urgell 12% c. ex. Carolingian / Aquitainian notation
Evangeli: Burgo de Osma, ®) 12% . ex Carolingian / Aquitainian notation
geliary AC, ms. 94 : R 8 !
. Salamanca, BGU, . 1. W .. L .
Missal, Tropary ms. 2637 Silos / San Milldn (?) 12%* c. ex. Carolingian / Aquitainian notation
Antiphonary (Frag.) Jaca, AM, w./o. s Sta. Cruz 12% . ex Carolingian / Aquitainian notation
phonary {trag. > T de la Serés . & q
Huesca, AHD, Huesca (province) 124 ¢, ex. Carolingian / Aquitainian notation

Antiphonary (Frag.) 1,33
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DIAGRAM 3 (cont.): LIST OF SOURCES IN CHRONOLOGICAL ORDER

. Script typology Transi-
Typology Provenance Source Dating and notation tion
Breviary EsEiC(I)IrIIaSL RB, IS;nPJC?.lzn(ge 12% ¢ ex. Carolingian / Aquitainian notation
Breviary FriSEch?IrIlai, RB, iznPL lrl.lzn(ge 12% ¢ ex. Carolingian / Aquitainian notation
S. Gregorii Magni
dialogorum Libri El Escorial, RB, San Juan de 12 Carolineian / Aquitaini cati
1V, Vita Sanctae ms. Q.I11.10 La Pefia (?) C. X arolinglan /.Aquitainian notation
Euphrosynae
Evangeliary %Zﬁgﬁﬁ;'l/\g}l;co ® 12% ¢ ex. Carolingian / Aquitainian notation
Evangeliary Pamplona, AC, w./o. s. (?) 12% ¢ ex. Carolingian / Aquitainian notation
Antiphonary lgjirzis’ RAH, ]S“chl\fgig?lz de 12% ¢ ex. Carolingian / Aquitainian notation
Antiphonary (Frag.) Braga, AD, Frag. 244 (Diocese of Braga) 12t ¢ ex. Carolingian / Aquitainian notation
Gradual (Frag.) Braga, AD, Frag. 210 (?) 12% ¢, ex. Carolingian / Aquitainian notation
Porto, BPM, Santa Cr
Gradual Santa Cruz 76, dz Ci)imgia 12% c. ex. Carolingian / Aquitainian notation
general no. 350
Porto, BPM, Santa Cruz
Pontifical Santa Cruz 83, deC imgr 12 ¢, ex. Carolingian / Aquitainian notation
general no. 1134 ¢ LLotmbra
Brevi Aveiro, AD, . . th .. L. .
reviary (Frag.) Frag. w/o. s San Miguel de Aveiro 12% c. ex. Carolingian / Aquitainian notation
Miscellaneous codex xson;;errat, BM, St. Romd de les Bons 12% c. ex. Carolingian / Catalonian notation
Psalter, Hymnary . . . .
and rhyming Office Lleida, AC, Roda 11 Roda 12% c.ex. (1191) Carohng} an /. Catalonian notation Tr'fm51—
and Aquitainian tion

of St. Raymond

Psalterium, Liber .
lclanticorum, Liber %%%rid(’j% Na’ Sr? ls ) Toledo
ymnorum

Antiphonary (Frag.) %}sgob%,léfé(zogf_ dlo4 Coimbra

Missal, Pamplona, ARGN, Fiter
Sacramentary K. 6 cro

in paleography, codicology and textual criticism on the
one hand, and in musical paleography on the other, is
partly due to the fact that both the Catalonian notation,
in its archaic form, and the Visigothic notation present
a basic interpretative problem in that they are adiastema-
tic, making it impossible to transcribe them into mo-
dern notation. At the same time, a paleographic analysis
of the Aquitainian notation does not furnish sufficient
information to allow a typological classification based
on the different geographic areas or cultural spheres, as
shown later, using a series of specific examples.

The selection of musical-liturgical manuscripts
shown in diagram 2 offers a sufficiently representa-

th th
11712 (1(\:/15?1&5’ 9f}; c Visigothic / Visigothic notation

(Millares Carlo) (northern and southern)
th th ;
(112 173_?3610‘9; c. . Carolingian / Aquitainian notation

12% c. ex.-13"% c. in.  Carolingian / Aquitainian notation

tive basis to allow us to make a number of summary
evaluations: 1) diversity of notational systems, 2)
diversity of contexts to which the musical notation
belongs, 3) diversity of functions belonging to no-
tational signs, and 4) diversity of periods for each
system or the coexistence of different systems.

DIVERSITY OF SYSTEMS
Script systems-systems 0f notation
An analysis of the corpus of musical-liturgical manu-

scripts shows that in the case of both Visigothic and
Carolingian script, the morphology generally remains
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more constant and uniform than the notation. The
latter is more liable to develop individualised forms,
sometimes corrupting the original scripts to such an
extent that one sign may be mistaken for another
even though the graphic variation does not affect its
significance but is a result of an individual stylistic
feature of the copyist. In the case of the Spanish nota-
tions— Visigothic and Catalonian—it is more com-
mon to see singular practices, either specific to the
copyist or related to the tradition to which the manu-
script belongs and a larger number of graphic variants
than in text script.”® The same range of variability is
also seen in the transmission of the melodic repertory,
even in cases in which the sources pertain to a com-
mon model or tradition. There are many reasons for
this variability, which can be seen both in the graphic
representation of the notational sign and in the me-
lodic transmission. The difference is partly due to the
intangible nature of music, as opposed to the more
material nature of literary text. Whereas the latter
can be traced back to a written tradition, the former
is sound-based, thus relating to an abstract dimen-
sion. However, this oral aspect can only partly explain
these variations. Another important factor was the
differentiated topography of political nuclei and cul-
tural centers, which tended to favor the development
of local forms. If we further take into account the
fact that no document exists to substantiate the basic
inventory of signs for the Visigothic and Catalonian
notations—as is the case in other Western systems
of notation—and bear in mind the type of training
received by the copyists of the neumes, we need to
look further afield for the reasons for the multiplicity
of graphic forms to be found in Spanish notations.
Aware of this problem, Rojo and Prado (1929) finally
opted for a classification based on the particular neu-
matic scripts of each codex.

The wealth of notational typologies in the Iberian
Peninsula—north, south, and Catalonian—is fur-
ther extended by graphic mutations throughout
their respective histories and is one of the most
characteristic and complex features of this family
of notation.”’ There is no comparable profusion of
forms in the field of writing, where the relative con-
stancy and morphological continuity of the letters
contrasts with the morphological variability or free-
dom of notation. It is well known that the transition
from Visigothic to Carolingian script occurred more

progressively and over a greater number of interme-
diary phases than the transition from Visigothic
to Aquitainian notation, for which the change
was more dramatic throughout most of the penin-
sula—with the exception of the area of Catalonia
and the exceptional cases of Toledo and Coimbra,
where Visigothic notation survived until well into
the 13™ century—.>? Proof of this can be seen in
cases in which the Visigothic script already took on
Carolingian features, whereas Visigothic notation
remained almost unchanged; and other cases, even
more abundant, in which Visigothic script survived
in combination with the new Aquitainian notation-
al system.”

To identify this variability, I now illustrate the dif-
ferent evolutionary stages of the various notatio-
nal typologies (diagrams 1 and 2), using a series
of examples taken from the codices selected for
diagrams 1 and 2, with particular stress on indivi-
dual graphic forms and exceptional practices. This
study encompasses Visigothic notation, Catalonian
notation, the transitional notations and, finally,
Aquitainian notation.

For Visigothic notation it is traditional to distinguish
between two types of graphic representation, one ap-
plying to manuscripts from the north, covering the
areas of Aragén, Castile and Leén and Navarre, and
the other embracing manuscripts from the south,
represented by a more limited corpus of sources from
Toledo—where nonetheless both typologies were
practiced, as we shall see—and from the north of Por-
tugal, especially represented by the centers at Braga
and Coimbra.”* Recall the essential distinguishing
features of the two typologies: 1) the direction of the
axis of the script, vertical for the north and horizon-
tal for the south; 2), the ductus,’ is more careful in
northern codices; 3) the degree of intended diaste-
macy in northern codices, which is absent in those
from the south; and 4) the greater graphic diversity

to be seen in the codices from the north.*°

EXAMPLES WITH NOTATION FROM THE SOUTH:
ToLEDO-COIMBRA GROUP

The corpus of Toledan manuscripts encompasses
a period ranging from the 11™ century ex. to the
12™ century in., for the oldest copy (Toledo, BC,



35-7), to the second half of the 12 century and
well into the 13™ for the latest copies (Museo de
los Concilios y de la Cultura Visigoda, 1325-1/2
from the 13™ century, 1326 from the 12* century
med. and Toledo BC, 35-5 from the 13 century
med.). Over the course of this time, a clear muta-
tion can be seen in the musical paleography, which
develops to a point where notational signs have
a practically symbolic value. In the late manu-
scripts, hardly any sign is clearly recognisable, the
profiles are blurred and the hurried penmanship
only manages to sketch the outline of a melody,
which would be unrecognisable were it not for
the supposed survival of an oral tradition. As the
Toledan script evolved, the graphic shapes became
ever less clear, to the point where one might won-
der whether the copies kept in the Museo de los
Concilios y de la Cultura Visigoda were ever re-
ally intended to offer a melodic representation or
whether they were the product of a pro-Visigothic
movement, which championed the old rite then
threatened with extinction, well into the 13™ cen-
tury. Aside from these exceptional late examples,
not included in the selection, diagram 2 shows a
small number of manuscripts from the south, the
most significant features of which are illustrated
below.

The case of Toledo, BC, 35-7 is surprising, in that a
second copyist superimposed another line of notation
in a smaller module on the original notation in some
folios in a probable attempt to interpret the neumes
drawn by the first hand. The additions to some extent
gloss the basic musical text, possibly with a view to

clarifying its meaning (fig. 1).

It is also worth noting the two-tiered arrangement
of the prolonged melisma on the final alleluia. In
the example in fol. 100r, a second hand inserts
unusual signs within the Visigothic notational
inventory, such as an alpha-like sign placed on
certain neumes, mainly on the virgae. The same
sign also appears in other places in the manu-

script (fig. 2).

This second hand, intervening in the musical nota-
tion to superimpose its own interpretation, reflects
a continuous need for reinterpretation of a non-
unified graphic system throughout the peninsula

NOTATION SYSTEMS IN THE IBERIAN PENINSULA

and for a melodic repertory based essentially on
oral tradition.

Among the earliest manuscripts with Visigothic notation
from the south is the fragment from Coimbra (fig. 3).

To complete the chronology of the Toledan sources,
we offer four examples originally dated around the
11* century ex. to 12% century in. and dated by
Mundé to the 13™ century (figs. 4, 5, 6 and 7).

The fragment of Liber misticus kept in Madrid, BN,
ms. 10001 (olim Toledo, BC, 35.1) and dated by
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1.Toledo, BC, 35-7, 11" century ex.- 12 century 7., fol. 100r

Mundé to the 11™ century is a particular case. With
notation from the northern peninsula, the example
contains additions by a second hand, in 12* century
Toledan notation (fig. 8).

The coexistence of notational systems of different
typology would lead one to think that the co-
dex, of which only two folios are extant, came to
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2.Toledo, BC, 35-7, fol. 45v, alfa signs

Toledo from a center in the northern peninsula,
probably from the sphere of San Milldn or Al-
belda, where some pieces were later added in the
Visigothic notation of the south after the original
notation had been scraped off. From the same co-
dex comes the psalter, which comprises the first
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152 pages and is dated by Millares Carlo to the
9 century and by Mundé and Ruiz Garcia to the
12* century ex. or 13™ century in. The notation

3. Coimbra, AU, IV-3.2-Gav. 44, 11 century in., Frag.

in dextrogyrate inclination is drawn with a shar-
per profile than in the previous sample from the
Museo de los Concilios y de la Cultura Visigoda
in Toledo (fig. 9).

4.Toledo, BC, 35-5, 11 century med., fol. 150r
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5. Tolcdo, BC, 35-5, fol. 22v
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6. Toledo, Museo de los Concilios y de la Cultura Visigoda, 1325-1, 13®
century, fol. XIX
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7. Biblioteca Nacional de Espafia, ms. 10001, 12*-13" centuries
(Mundo), fol. LXIX (Frag. from the Hymnary)

SPECIMENS WITH NOTATION FROM THE NORTH

The examples of northern Visigothic notation con-
tain more elaborately drawn neumatic signs with
a wider variation of graphic variations than those
seen in the southern notation. The specific charac-

8. Biblioteca Nacional de Espafia, ms. 10001, fol. 2r

teristics, which vary depending on the period and
cultural area from which the sources come, still
require joint classification and interpretation. The
examples selected include some of the more note-
worthy aspects.’®

The set of sources from the northern Peninsula al-
lows us to draw a distinction by groups, based on the
graphic quality of the drawing of the neumes, the
greater or lesser degree of sophistication of their no-
tational system, and the functional diversity of the
different neumatic signs.

An even ductus of notation and exquisite workman-
ship, with a broad inventory of neumatic signs, is
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9. Biblioteca Nacional de Espafia, ms. 10001, fol. 178

represented by Leén, AC, ms. 8; Madrid, RAH, Cod.
30 and Cod. 56; Zaragoza, BGU, M-418; Santiago
de Compostela, BXU, ms. 609 (Res. 1); Salamanca,
BGU, ms. 2668; Silos, AM, Cod. 4; and London,
BL, Add. ms. 11695.

The example Madrid, RAH, Cod. 56, with a strictly
vertical notation, perfect drawing of the neumes
with regular alternation of thick and fine lines, and
a diastematy that is more suggested than implicit
above all in its relationship to melismatic groups,
has a ductus which is very close to that of the nota-
tion represented by Zaragoza, BGU, M-418 (Figs.
10 and 11).%°

In the Antiphonary of Ledn, representative of an
extensive neumatic inventory, the drawing is less ac-
centuated and has a partial inclination to the right

(hg. 12).

The lines or stems seen to the side of some neumes
are also found in Zaragoza, M-418.

Of particular interest is the early knowledge of
the drypoint line, corresponding to the ruling
of the writing frame, as a tonal reference in the
Liber misticus, Madrid, RAH, Cod. 30 from the
last quarter of the 10™ century. The Carolingian
influence on the ruling method allowed Visigo-
thic notation to take on a diastematic dimension,
which was in principle atypical. Just as Carolin-
gian features can be seen in the script,*’ this in-
fluence can also be seen in the notation. The fact
that the use of the drypoint line as a melodic reference

¥
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10. Madrid, RAH, Cod. 56, 10" century ex., fol. 48v
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11. Zaragoza, BGU, M-418, 10" century ex., fol. 7v

consists of a single isolated example from the 10™
century ex. indicates that the Carolingian ruling
method did not spread uniformly but instead
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12. Leén, AC, ms. 8, 10 century med., fol. 198v

resulted from the occasional interaction of cer-
tain Iberian centers with the Carolingian cultural

sphere (fig. 13).

A similar case, reflecting a knowledge of this ruling
system, in which the line of the writing frame is used
as a tonal reference, can be seen in the Liber cantico-

rum, Salamanca, BGU, ms. 2668 (fig. 14).

A later copy, the London breviary, BL, Add. ms.
30847, in Visigothic transitional notation, uses the
drypoint line, typical of the ruling of the page to po-
sition the neumes. Here the use of this line is more
plausible, given that this is a copy of a Franco-Roman
model.

The less elaborate Visigothic notation of ductus
is illustrated by the following set of sources: New
York, HS, B 2916, the fragment from Santo Do-
mingo de la Calzada, AC, w./o. s.; London, BL,
Add. ms. 30845 and Add. ms. 30846; Madrid,

i
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13. Madrid, RAH, Cod. 30, 10" century ex., fol. 17r

RAH, Cod. 60 and Silos, AM, cods. 3 and 5. In the
case of the two Liber misticus (London, BL, Add.
ms. 30846 and Add. ms. 30845) the notation is in-
serted in interlinear spaces not originally provided
for this. In the latter, the same hand retouched the
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14. Salamanca, BGU, ms. 2668, 11 century med., fol. 156r

initials and some ascenders of the letters 4, /, and &

(figs. 15 and 16).

The Liber misticus Toledo, BC, 35-6, which was
not fully set to music, is an exceptional case illus-
trating a series of examples with additions in
northern notation, the work of at least three dif-
ferent hands from different stages. One of them,
in lighter ink than the rest of the notation, is
distinguished by its angular strokes and the al-
ternation of thick and fine in the drawing of the
neumes.

On fol. 133r neumatic signs were added on a second
level to continue a melisma for which the text scribe
did not leave enough space (fig. 17).

A careless stroke with thick outlines can be seen in
fol. 151v, whereas in fols. 167v-168v a careful ductus

16. Madrid, RAH, Cod. 60, 9" century ex. (11th century
for the commentary and perhaps for the added notation),
fol. 50r

hand intervened, reminiscent of the Rioja codices

(see Silos, AM, Cod. 6) (figs. 18 and 19).

Additions inserted in codices with a range of different
contents offer some representative samples of a style
more typical of a quick note than a positioned me-
lodic copy (figs. 20 and 21).

One particular case can be seen in the Madrid inven-
tory, BN, ms. 10029, one of the oldest examples with
Visigothic notation.®' Together with a limited inventory
of neumatic signs of unelaborated ductus (fol. 159r), the

17.Toledo, BC, 35-6, 10" century ex.-11* century in., fol. 133r

same codex contains a cryptic list of notational signs
directly associated with pitch notation (fols. 158v and
55r). The grave accent (tractulus) and the acute accent
(virga) can be traced back to the tradition of the readings

.m""

™ ...Lﬂ'!‘"i- 2

18.Toledo, BC, 35-6, 10* century ex.-11" century in., fol. 151v, Alleluia

T

19.Toledo, BC, 35-6, 10'h century ex.-11% century in., fol. 168v

or semitoned poems.®* The addition to fol. 4 in London,
BL, Add. ms. 30845, is a similar case of the correlation
between the selection of accentual neumatic signs and
the style of recitation (figs. 22, 23, 24, and 25).

20. Madrid, RAH, Cod. 60, 9" century ex. (notation and commentary,
11 century), fol. 50r (lower margin)

The notational signs of fols. 54v-55r suggest that the
text had a declamatory, quantifying and accentual
function (figs. 26, 27 and 28).



21. El Escorial, RB, a.1.13, 10* century, add. fol. 197r

These examples demonstrate the existence of an-
other kind of inventory associated with literary
genres or specific compositional styles, such as
the recitation or cantillation of the liturgical texts.
These signs correspond to a style of syllabic recita-
tion, which was adjusted to the textual prosody
using two basic elements, acute and grave ac-
cents, represented by the punctum and virga, or
punctum (.) and rractulus (-), respectively, as well

as by ekphonetic signs (Madrid, BN, ms. 10029,

24. Biblioteca Nacional de Espafia, ms. 10029, 10* c. ex.-11 c. in., fol.
55v, Disticon philomelaicum. A limited inventory of neumatic forms,
basically virga 'y tractulus, with the insertion of rounded signs

25. London, BL, Add. ms. 30845, 11* century med., fol. 4r

fol. 54v).% Finally, it is worth noting the diversity
of graphic variants for the rracrulus and the punc-
tum in the example from Cérdoba, AC, ms. 123,
a phenomenon also observed by Philipps for the
composite neumes of the Antiphonary of Ledn,
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26. Biblioteca Nacional de Espatia, ms. 10029, 9% c. ex.-10% c. i7., fol. 55¢
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27. Biblioteca Nacional de Espaiia, ms. 10029, 9" c. ex.-10% c. in., fol. 54v

e

28. Cérdoba, AC, ms. 123, 10™ century ex.-11™ century in., fol. 208

which might signal some rhythmic or expressive
differentiation.*

The only way to define the immanent significance
of the neumes in the different Visigothic sources, to
determine the styles typical of the different copying
centers, and to date precisely the evolutionary phases
of the notation is to compare their morphology. Any
interpretation of the graphic variations should bear
in mind that there is no reason why an a priori rela-
tionship should exist between these and some specific
melodic or rhythmic function; there may also be vari-
ants that reflect the copyist’s own individual character
or the different phases in the evolution of the nota-
tion.® For greater clarity, I illustrate the phenomenon
with some signs with unusual strokes taken from the
Silos manuscripts. See the marked final stroke of the
torculus in the case of BL, Add. ms. 11695, the way
the pen is supported at the end the drawing and the
angular profile of the neumes in Silos, AM, Cod. 6,
the uniquely drawn climacus in Silos, AM, Cod. 5,
and the particular shape of the podatus flexus in BL,
Add. ms. 30845 (figs. 29, 30, 31, and 32).
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To conclude: seen from the perspective of the clas-
sification of the Spanish repertory and its melodic
structures, a distinction can be made between cer-
tain clearly differentiated traditions, as demon-
strated by, inter alia, Wagner and Randel,*® from
the point of view of musical paleography, but de-
finitive arguments are still lacking to allow any
nuanced typological characterisation to be made.
We do not have sufficient criteria to allow us to at-
tribute precisely a type or particular feature of the
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29.London, BL, Add. ms. 11695, 10" century ex., fol. 1r

30. Silos, AM, Cod. 6, 11 century med., fol. 26r

notational morphology to a specific cultural area
or production center. Proof of this can be seen in
the examples in diagram 1 that still have no spe-
cific geographic or cultural attribution. Likewise,
the absence of criteria within the morphological
analysis of the notation that are capable of distin-
guishing the dates of sources precisely requires us

to consider additional arguments from the paleo-
graphy of texts, codicology, or related to the con-
tents. Nonetheless, in a preliminary analysis, the
study of the ductus of the notation allows us to es-
tablish formal subsets that delimit somewhat more
than the generic north-south division, as well as
to arrive at considerations about the genesis of the
manuscripts, specifically, the copying center from
which they came and their intended destination.®”
Through close analysis of the diversity of graphic
variants in each codex—some of which are shown
in the examples above—it will be possible to iden-
tify the different styles of the center or copyist in
question, and the cultural context and economic
situation of the centers where these codices were

copied.

From a joint examination of the Visigothic sources
from the northern tradition, one may deduce that
they do not constitute a monolithic block but can
be broken down or classified into subsets according
to the ductus, the morphology, and the greater or
lesser wealth of their inventory of neumes, as well
as by their cultural and chronological context. A
timeline of northern and southern groups of Vi-
sigothic notation is given in diagram 2, although
the absence of examples in Visigothic notation
from the south prior to the 11" century creates an
asymmetry that might give rise to erroneous con-
clusions. For this reason, it is important to remem-
ber here that despite this shortfall, the scientific
community assumes the same age for both nota-
tional traditions.®

In drawing up a classification of the different nota-
tional subgroups, we need to make a detailed analysis



of the specific morphology of each example, in
other words, an analysis of the progressive muta-
tion of each of the graphic signs and the particular
features of each source and the center or cultural
sphere from which they come. As we have seen,
in the case of southern notation, this sequence ex-
tends across a broad stretch of time, extending well
into the 13™ century. The difference between the
careless notational script of the 13™ century Tole-
dan examples (Toledo, BC, 35-3, and Museo de
los Concilios y de la Cultura Visigoda, 1325 and
1326), where the outlines of the neumes are bare-
ly drawn, and the fragment from Coimbra (AU,
IV-3.:-Gav. 44), with clearly drawn notation (11™
century in.) is illustrative of the diachronic evolu-
tion of southern notation. The progressively more
cursive ductus, the reduced diversity of graphic
variants, the absence of special signs that appear
in some specimens from the northern peninsula, as
well as the careless strokes and inexact calculation
of the space provided for inserting the melismas
are some of the most characteristic aspects of this
group of sources (fig. 33).%

With regard to the second system used in the Iberi-
an Peninsula, Catalonian notation, just some of the
characteristic aspects are summarized, based on the
studies by Moll, Mas and Garrigosa, and the clas-
sical studies by Sablayrolles, Sunyol, and Angles.”
The selection of manuscripts shown in diagram 2
highlights two points: in Catalonia, the Carolin-
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33. Museo de los Concilios y de la Cultura Visigoda, 1325-1, Frag.”
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gian script was adopted before it was in the rest of
the Peninsula, whereas Aquitainian notation pene-
trated at a relatively late date, with the examples
preserved from the end of the 11% century in this
notation being considered exceptional. Catalonian
and Aquitainian notational systems coexisted from
the beginning of the 12 century, when the former
lost its previous predominance. The historical ex-
planations are given.”

One particular feature of Catalonian notation is
the diachronic evolution to be seen at least in a
limited group of graphic signs, albeit not in all of
them. Its development can be divided into four
phases over a period of time stretching from the
9% century ex., when the first documents preserved
have been dated, to the 12 century ex. or 13
century in., when it was finally abolished. These
phases are essentially defined by a greater economy
of signs, more precision in the graphic representa-
tion as a result of the segregation of the neumes,
an increasingly stronger diastematic awareness and
a change in the axis of the script.”> Among the first
examples with archaic Catalonian notation are the
fragment from Tarragona (Tarragona, AHA, 22/1)
from the 9™ century ex.;/* the antiphon of the
consecration of the church in the Castle of Tona
contained in an example dating from 889 (Bar-
celona, BC, parchment 9135 2-VIII-2), and the
Barcelona fragment, also with pre-Catalonian or
archaic Catalonian notation (Barcelona, BC, M.
1408-3), from the 10" century i7., from a previous
date to the first examples of Visigothic notation re-
presented by the Antiphonary of Leén (Leén, AC,
ms. 8) and the fragments from the Antiphonary of
Silos (Paris, BNF, N. A. L. 2199, fols. 14-106) (figs.
34 and 35).”

The presence of particular graphic forms such as the
looped neumes or the singular guilisma, the script
axis, the presence of the virga in an isolated position,
and, finally, the diversity of variants for the same no-
tational sign, correspond to the initial stage of Cata-
lonian notation.

In addition to these examples in archaic Catalonian
notation, there is another broad series mostly com-
prising fragments, some of which contain only some
notational signs.”® Diagrams 1 and 2 contain a selection
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34. Barcelona, BC, M. 1408/3, 10" century iz., recto and verso

35. Barcelona, BC, parch. 9 135 2-VI-2 (illegible), year 889

of representative witnesses to the different evolutio-
nary phases of Catalonian notation, to which we
might add the two following examples:

A representative example from an early stage of
Catalonian notation can be found in the fragment
of an Antiphonary from Vic, ABEV, ms. 122/1 and
2, from the 10" century med. from Brull (Olsona)
(fig. 36).

The miscellaneous codex of Ripoll (Barcelona, ACA,
Ripoll 4) dated to the second half or end of the 11%

36. Vic, ABEV, ms. 122, 10% century med., fol. 1v

century, gives a careful notation arranged diastemati-
cally on a drypoint line, corresponding to the ruling

of the writing frame (fig. 37).

The codex of Lleida, AC, Roda 16 is unusual in
that it has not been set to music entirely. In some
pieces only the finalis contain Catalonian notation
in campo aperto (see fol. 124v), where the reduc-
tion in graphic variants, the growing diastemacy,
although still not explicit, and the greater preci-
sion in drawing the neumatic signs indicates a
phase characteristic of the 11" century in. A slight
levogyrate inclination can be seen on some folios.
On fol. 123v, a second hand has notated a short
melody in Aquitainian notation (figs. 38, 39, and
40).

37. Barcelona, ACA, Ripoll 40, 11™ century med./ex., fol. 63v
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38. Llelda, AC, Roda 16. Sacramentary, Ritual and Pontifical, 11%
century in. Around 1018, fol. 124v (Catalonian notation iz campo aperto)
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39. Lleida, AC, Roda 16, fol. 124v
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The example from Barcelona, ACA, Ripoll 106,
also from the 11™ century in., written in Caro-
lingian script with Catalonian notation in campo
aperto, features a more angular morphology, no
looped neumes, the survival of some linked shapes
and a clearly diastematic intention. An additional

example of this typology can be found in Paris,
BNF, Lat. 933.

The sacramentaries of Vic, ABEV, ms. 66, copy from
1036, and ms. 67, copy from ca. 1050, show a nota-
tion in campo aperto of a limited inventory, given the
genre and function of the pieces set to music (see Vic,

ABEV, ms. 67, fol. 44v) (fig. 41).
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41. Vic, ABEV, ms. 66, year 1050, fol. 82v

The example of Montserrat, BM, ms. 72,” dated to
the 12™ century med., in Carolingian script with Cata-
lonian notation on drypoint line, belongs to the final
phase in the development of Catalonian notation. The
segregation of the elements, disappearance of the isola-
ted virga, angular drawing of the neumes, use of custos,
real diastemacy supported on the drypoint line and per-
ceptible in the drawing of the composite neumes place
it in the final stage of local notation, before its definitive
replacement by Aquitainian notation. As in the series
of representative examples from the northern Peninsula
mentioned earlier, in this example there are also two
coexisting systems of notation: Catalonian and Aquitai-
nian. The intervention of a second hand to insert the
Aquitainian notation dates from after 1160 (fig. 42).
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42. Montserrat, BM, ms. 72, 12 century med., p. 322

Finally, a representative example is given of thick-

stroked Catalonian notation, which, despite its late
date—first half of the 12 century—is drawn i cam-
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po aperto although a certain attempt at diastemacy

can be observed (fig. 43).
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43.Vic, ABEV, ms. 123/3, 12 century. Fragment from the
antiphonary of the office of St. Agatha

This selection of representative examples of the dif-
ferent typologies of notation reflects the nuanced
process of adopting Carolingian culture over a pe-
riod of nearly four centuries, from the 10" to the
13® century, a process that began with the change
of script and culminated with the adoption of the
Aquitainian notation between the 11™ century ex.
and the 12 century ex. As the earlier representative
cases illustrate, the defining aspects of the various
phases in the development of notation consist of a
progressive stylisation of the script, the abandon-
ment of unifying signs and the associated scandi-
cus, the progressive trend towards diastemacy, and
an increasingly marked irregularity in the angle of
writing. While examples dating from the 9* century
ex. to the 11™ century in. display a wide variety of
neumatic forms, manuscripts from the 11% med. to
the 12™ century see a reduction in graphic diversity,
accentuating angular features, distinguishing be-
tween thick and fine strokes and tending towards an
increasingly pronounced diastemacy, progressively
adopting the drypoint line and the custos as tonal
references.

The list of sources given in diagram 2, further ampli-
fied with those mentioned, shows a greater degree
of complexity for the Catalonian area, resulting not
only from the greater number of sources preserved
but also from the prolonged survival of local nota-
tion and of the multiple forms coexisting with the
new forms of notation, Aquitainian and square. This
corroborates the idea of a transitional process that
was very different from that of other locations in the
Peninsula where the notational model was replaced
much more suddenly, even when the liturgical re-
form occurred later.”®
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With regard to the codices of the transition pe-
riod, which, as we have seen, are of exceptional
value for any study of the process of Franco-Ro-
man reformation on the Peninsula, two strictly
differentiated groups may be identified, based on
the chronology and morphology of the notation:
the sources from the area of Catalonia and the
sources from the rest of the Peninsula. Nonethe-
less, the Visigothic element survived in both, es-
sentially in the script, whereas in the notation,
the Aquitainian neumes replaced the Visigothic
in a process that was sometimes gradual but more
often sudden, or led to scenarios of coexistence
with local notation, as was the case of Catalo-
nia.”” Two exceptions within this section are the
antiphonary BL, Add. ms. 30850, and the bre-
viary Add. ms. 30847, both from Silos, where the
local systems survive in both script and notation,
although the latter already began to reflect influ-
ences of Aquitainian notation which merit closer
study. The reduction in the variety of signs, and
the progressive angularity of the ductus are some
of the factors indicating a transitional stage away
from Visigothic notation, in which it is possible
to identify not only elements typical of invento-
ries from diverse cultural areas on the Peninsula
but also phenomena of contact with the Aquitai-
nian notation (fig. 44).
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44. London, BL, Add. ms. 30847, 11™ century ex., fol. 15v

In the case of Silos, different models clearly coexist:
the copy of the Franco-Roman repertory in Visigothic
script and notation in the antiphonary BL, Add. ms.
30850, from the 11™ century ex., and in the breviary
BL, Add. ms. 30847, as well as copy in Visigothic
script and Aquitainian notation in the breviary, BL,
Add. ms. 30848, 11™ century ex. The two examples,
BL, Add. ms. 30850 and Add. ms. 30848, which ap-
pear to be traceable to a common source (listed in
Hesbert’s corpus as St. André d’Avignon; CAO 5, 435),
despite being of the same provenance and having been
made within a short time of each other, display diffe-
rent script systems (figs. 45 and 46).%
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45. London, BL, Add. ms. 30848, 11 century ex., fol. 112v
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46. London, BL, Add. ms. 30850, fol. 239v

On the one hand, this suggests that experts from
different copying centers were working at the same
time; on the other hand, it indicates that the process
of copying the new repertory was not systematic.
The notation of Silos, London, BL, Add. ms. 30847,
gives an additional example of the Visigothic transi-
tional notation with a ductus close to that of Aqui-
tainian notation in certain signs. The same is true
of the Antiphonary of Silos, London, BL, Add. ms.
30850.%" The latter also includes an inventory of
mixed notational signs typical of both the eastern
and the western regions of the Peninsula, which is
reflected, inter alia, in the use of significative letters,
oriscus, and trigon.

Another type of phenomenon equally characteris-
tic of the period of transition is the translation of
certain melodic pieces from one type of notation
to another. Here we refer back to the examples
from the Rioja area (Madrid, RAH, Cod. 56, and
Silos, AM, Cod. 4).** One additional example
of the specialists from different copying centers
working together can be seen in the Roman mis-
sal, Madrid, RAH, Cod. 18, an example of ex-
cellent workmanship in both the Visigothic po-
sitioned script of a liturgical character, free from
any Carolingian influence despite its late date,
and in the perfect design of the Aquitainian nota-
tion, the work of an expert, probably ultra-Pyrenean,

hand (fig. 47).%

The Liber comicus of Silos, Paris, BNE, N. A. L.
2171, dated around 1067, is further evidence of the
coexistence of script systems in the initial phase of
the reform.
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47.Madrid, RAH, Cod. 18, 11" century ex., fol. CCLXV

As we saw with reference to Catalonian notation, equa-
lly diverse models can be seen in the Catalonian area
of the transitional phase towards the system of Aqui-
tainian notation, which penetrated from the beginning
of the 12* century. I offer here only the paradigmatic
case of Lleida, AC, Roda 18, in Carolingjan script with
Visigothic reminiscences, where the Catalonian nota-
tion coexists with the Aquitainian, and refer back to
the examples shown in diagram 2 and described in the

second part of this publication (fig. 48).
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48. Lleida, AC, Roda 18, fol. 194v

The Roda codex also contains some folios in
which Aquitainian notation in campo aperto was
inserted after the original Catalonian notation had
been scraped. The manuscripts from Vic, ABEV,
ms. 105; Lleida, AC; Roda, 11; Paris, BNE Lat.
933, and Paris, BNF, N. A. L. 495,% in Carolin-
gian script and witnesses to the coexistence of
Catalonian and Aquitainian notation constitute
representative samples of the transitional phase in
Catalonia. One singular case is that of the frag-
ment of breviary from Montserrat, BM, 790/11I,
from the 12" century, in which the Catalonian
and Aquitainian neumes alternate within the same
piece of music. Nonetheless, it should be remem-
bered that the Catalonian system of notation is
a closed system, unaffected by the morphologies
of transition, as Mas and Garrigosa have shown.®
According to these authors, the only phenomenon
of contact is to be found at a late date towards
the last third of the 12% century, and only in the
field of diastemacy, although, as we have seen in
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the example of Barcelona, ACA, Ripoll 40 (11*
century med.-ex.), this is already pronounced.
In the context of Catalonia, therefore, the term
“transition” is understood more in the sense of co-
existence of systems than of mutation from one
system to another.

Included in this group are the later fragments from
the Archivo Capitular of Santiago de Compostela
and Orense in Visigothic script, although with
clear Carolingian influence and Aquitainian nota-
tion, a reflection of the conservatism typical of the
Compostela periphery.® Finally, the fragment from
Coimbra, AU, IV-3.2 S.-Gav. 44 (20), in Visigothic
script and Aquitainian notation, and the two cases
cited earlier, Madrid, RAH, Cod. 56 and Silos, AM,
Cod. 4,% in which the original Visigothic notation
of some pieces has been scraped and replaced with
Aquitainian notation, are representative samples of
the different procedures used in the transition to
the use of a new repertory of scripts.

The third notational system applied in the Iberian
Peninsula—which coexisted with the aforemen-
tioned systems for nearly three centuries (from the
10 through the 13™ centuries)—is Aquitainian
notation.®® Aquitainian notation, because of its
unequivocal sense of tonal representation, proved
to be a perfect system for disseminating the mono-
phonic repertory. It includes a series of characte-
ristics that are worth reviewing: 1) the use of the
punctum as a basic sign of tonal representation,
except in the torculus and the pes stratus, the lat-
ter being a sign limited to manuscripts of Galician
and Franco-Roman origin; 2) the angle of script,
vertical for the descent and oblique for the melodic
ascent; 3) the diastemacy, that is, the graphic re-
presentation of the melodic intervals, using a line
traced in drypoint in the interlineal space and the
regular use of a custos of tonal significance at the
end of the baseline, irregularly applied to the Por-
tuguese manuscripts; 4) the use of the quilisma, an
ornamental neume in an ascending sequence, with
a particular form distinguishing it from the fam-
ily of the French and German pitch notations, and
5) the knowledge of the semitone sign, also shown
for Visigothic notation, and represented using diffe-
rent signs: semicircular virga, virga cornutd, porrec-
tus or quilismatic scandicus.®
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Aquitainian notation also shows different evolutio-
nary stages from notation in campo aperto to lined
drypoint notation, a red-colored line or various lines
of tonal significance, common from the second half
of the 11™ century.

The different models used to explain the phenom-
enon of the more or less drastic abolition of Vi-
sigothic notation and its replacement by Aquitainian
notation are still not entirely satisfactory, and it is
not possible to demonstrate almost any specific in-
teraction between the two systems, except for the
isolated cases mentioned earlier of Aquitainian no-
tation influencing Visigothic and Catalonian nota-
tion. Questions still arise as to now each of the dif-
ferent cultural areas reacted to the imposition of the
new rite and with it the new notational system. It is
wellknown that the replacement of one type of nota-
tion by another required specialists from centers in
southeastern France, well accustomed to this type of
script, as shown in the Emilianense codices (from San
Millan de la Cogolla), Madrid, RAH, Cod. 18, and
the additions to Madrid, RAH, Cod. 56, both works
of extreme perfection, which may be attributed to a
foreign hand. If we take separately the group of Catalo-
nian sources, which, as we have said, belong to a very
different historical context,” the sources representing
each of the combinations listed here suggest a series
of unknown factors awaiting an explanation. First, it
is surprising that whereas in some areas we have evi-
dence of script systems coexisting, in others there is
no record of this happening. There may be a number
of reasons related both to material factors, that is the
lack of sources from the transitional period for deter-
mined areas, and formal factors, in other words, the
possibility that the copying procedures were different
in each center. The copies may have been the work
of Spanish specialists, of ultra-Pyrenean specialists or
even the result of collaboration between the two. In
this respect, the cases of Aragén and of Navarre are
paradigmatic, with not a single source extant that
reflects the combination of script systems that was
seen to exist in other areas of the Iberian Peninsula.
In both territories, the first examples preserved of the
new rite were copied in Carolingian script and Aqui-
tainian notation (see diagram 2: Aragén, Navarre),
although it is not possible to specify whether the
copyists are local or come from centers in southern
France, even if in many cases the elaborate ductus

suggest the latter.”” On the other hand, there are suf-
ficient examples from Castile attesting to different
procedures and intermediary stages in the change of
rite on which specialists from both sides of the Pyre-
nees worked, as is illustrated in the section on the
transitional codices.

No conclusive theory may be advanced to explain
this situation, but one might posit the possible
relationship between the geopolitical situation of
these territories and the formal particularity of
the sources copied during the transition process.
As mentioned at the beginning of this article, the
enduring opposition to the reformist movement
amongst some circles of the clergy and nobility,
the conservatism of some copying centers and the
particular network of connections with centers
in southeastern France make each manuscript a
unique and immediate reflection of the context in
which it was created.

This leads us to one of the most important ques-
tions in the study of Aquitainian notation in Spain:
the lack of strictly paleographic musical criteria
that would enable us to attribute a manuscript to a
given area. As Huglo has written, the graphic dif-
ferences in Aquitainian notation between a manu-
script from an Iberian center and an ultra-Pyrenean
one are practically impossible to appreciate.”” Ul-
timately, the sign of the custos and the quilisma
might, in isolated cases, offer useful indicators. Nor
does the illumination of the manuscripts provide a
sufficient criterion to distinguish between sources
from centers on either side of the Pyrenees.”® None-
theless, the extensive collection of extant codices
and fragments from the Franco-Roman repertory
is a sufficiently large source of data to enable the
reconstruction of activity at Iberian copying cen-
ters. From the point of view of music paleography,
the difficulty lies in establishing solid criteria that
can classify the entire group by local or regional
traditions.” In this regard, the latest offering from
Alvarenga on a supposed morphology specific to
the Aquitainian notation in Portuguese manu-
scripts is revealing.” His theory, which contradicts
the view supported by Corbin, confirms the ab-
sence of viable criteria for geographic attribution
of the different morphologies of Aquitainian nota-
tion.” On the other hand, it is possible to establish



a chronological sequence of the sources, based on
the morphology of the signs and their semantic
value, as Nelson (1996) shows for the case of the
Zamora sources and Rodriguez Suso (1993) shows
for the sources from the Basque Country.

In the absence of historical documents, other than
legends and official chronicles which recount the most
ordinary and functional aspects involved in learning
the new repertory and assimilating the new forms of
script, it is the liturgical-musical sources that, when
compared meticulously, may be able to resolve these
issues. There are more examples that reflect a full
assimilation of the new notational system than those
dealt with earlier: Visigothic notation(s), Catalonian
notation and transitional notations. In the Catalonian
area, it is possible to distinguish between different pe-
riods and morphologies of Aquitainian notation, as
well as the existence of combinatory models, exam-
ples of which are given in the section on the transi-
tional codices.”

An example of the introduction of the new rite and
of the use of Aquitainian notation in Portugal in
diagram 2 is the Missal of Mateus, Braga, AD, Add.
ms. 1000, and various fragments of varying typo-
logy from the diocese of Braga, AD, fragms. 210 and
244; Coimbra, Lisbon, IAN, Torre do Tombo, Frag.
Cx. 20, no. 14 and Porto, BPM, Santa Cruz 76 and
83.” Toledo preserves two office antiphonaries, BC,
ms. 44-1 and ms. 44-2, which are of entirely Franco-
Roman workmanship in terms of their contents and
the morphology of their script and notation, which
was also copied from French models and closely
affiliated with the models introduced—via Cluny-
Moissac—in the dioceses of Coimbra, Braga, and
Lamego,” an issue addressed extensively by Steiner

(figs. 49 and 50).'%°

With regard to some Aragonese sources of the Franco-
Roman rite copied in an advanced phase of the
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49. Antiphonary. Toledo, AC, 44-1, 11" century ex., fol. 50r

NOTATION SYSTEMS IN THE IBERIAN PENINSULA

= = e e = -——— |

ey e iy =

! s sty e el R . Sk

Bl = LLE | "-‘|:1_ N G el

50. Antiphonary. Toledo, AC, 44-2, 12 century in., fol. 156v

reform, such as the Antiphonary of Santa Cruz de la
Serés (Jaca, AM, w./o. s.) and the breviaries from the
Monastery of San Juan de la Pefia (El Escorial, ms.
L.IIL3, ms. L.II1.4, ms. Q.II1.10), we again see the
lack of strictly paleographic criteria for attributing
their origin with any certainty to a center on either
side of the Pyrenees.'’! Manuscripts would have been
imported from southeastern France for use by the
monastic, cathedral and parish centers in the Iberian
Peninsula to meet the needs that arose during the first
phase of the reform, as some of the examples selected
show: the Huesca hymnary, Huesca, AC, Cod. 1, and
the tropary-prosary, Huesca, AC Cod. 4, the latter
made up of some sections of diverse ultra-Pyrenean
provenance.

Diagram 2 shows a large number of examples belon-
ging to this group, which represent the different
phases in the assimilation of Carolingian script and
Aquitainian notation on the Peninsula. Once again,
we return to the question of the location of the center
where the copyists worked: were they Iberian, were
they foreign specialists integrated into the Spanish
communities, or were the codices imported?

In addition to the manuscripts mentioned in the section
on transitional codices, the examples that follow below
include some of the most characteristic morphologies of
the Aquitainian notation represented in Iberian sources,
not all of which were only partially included in the afore-
mentioned diagram (figs. 51, 52, 53, 54, 55 and 50).
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51. Antiphonary. Frag. Huesca, AHP, Protocolos Notariales, 12030/35.
Notation over a line in drypoint, 11* century ex.-12* century in., fol. recto
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52. Evangeliary. Avila, AC, w./0. s. Notation over a line in drypoint,
12 century ex.-13" century in., fol. 5t
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53. Gradual. Braga, AD, Frag. 82. Notation over a line colored in red,
12* century ex.
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54. Prosary-Tropary. Vic, ABEV, ms. 105. Notation over a line colored
in red and other lines in lead. Clef, 12* century (2" half), fol. 59v
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55. Prosary-Tropary. Vic, ABEV, ms. 106. Aquitainian notation over
two lines. Clef, 13™ century, fol. 43r

56. Sacramentary from Fitero. Pamplona, ARGN, K. 6. Aquitainian
notation over four lines, 12 century ex.-13" century iz., fol. 57r

DIVERSITY OF CONTEXTS

An exploration of the different notational sys-
tems shows the diversity of contexts or spaces in
which both melodic notes and complete pieces,
with or without literary text, are inserted, as well
as isolated notational signs with different func-
tions. The following is a list of the most common
contexts:

1) Musical notation adapted to texts not initially in-
tended for receiving it in sources that are not stric-
tly of musical-liturgical type.

2) Melodiae, with or without text, inserted in sources of
different typology, not necessarily musical-liturgical.

3) Notational signs with functions other than that
of tonal representation: reference marks and

cryptography.

1) The selection shown in diagrams 1 and 2 includes
some typologies with contents that are not strictly mu-
sical-liturgical, in which a contemporary or later hand
has added notational signs. Here we should mention
the Bibles of Cardena (Burgos, AC, w./o. s.) and Silos
(Cracow, Czartorysky Library, ms. 3.118); the hom-
iliary (Cérdoba, AC, ms. 1, and Shefhield, Galleries
& Museums Trust, ms. 31); the sacramentary (Vic,
ABEYV, ms. 67), the lectionary (Lleida, AC, Roda 14),
the miscellaneous codex (Madrid, BN, ms. 10029),
the orationale (London, BL, Add. ms. 30852), and the
fragment of a Liber horarum (El Escorial, a.1.13, fols.
196-197,"* among others (fig. 57).

The manuscript Madrid RAH, Cod. 27 contains an
annotated Alleluia on fol. 50r, and Madrid, RAH,

Cod. 60, also contains inserts with musical notation

manfic Moere beaza oy w‘:piu
r WM&#WT Morimagua
rremfectolbia enaqiner - Bramard e

57. Sacramentary. Vic, ABEV, ms. 67, 11" century med., fol. 44v.
Written in Ripoll or Vic by a scribe from Ripoll

on fols. 28v-29r and 48v-50. Similarly, the Oratio-
nale, London, BL, Add. ms. 30852, contains addi-
tions on various folios with musical notation.!®® The
homiliary, London, BL, Add. ms. 30853, not dealt
with here, also includes musical notes in Carolingian
script and Aquitainian notation (fol. 175v, lines 2-3;
fol. 222v, lines 5-10) in a very careful stroke, using
custos. In fol. 651, lines 14-15, and before the Sermo
in vigilia Pasche, a text has been inserted with northern
Visigothic notation in a very careful stroke, in keeping
with the general ductus of the codex.

2) With regard to the melodiae, linked or not to a
text, and inserted in spaces that were not originally
planned for this purpose, we offer two additional
examples for illustrative purposes (figs. 58 and 59).



The folios added at the end of the Antiphonary of
Silos, London, BL, Add. ms. 30850, which form
part of a tonary, are of special interest. The an-
notations in fol. 239v suggest that melodic notes

58. Ildephonsus. De Virginitate Vitae Sanctorum. El Escorial, RB,
a.I1.9, 10" century ex.-11" century in., fol. 1r

59. Codex miscellaneus. E1 Escorial, RB, a.1.13, 10" century, fol. 197r

were intended to help singers learn a repertory
that would have still been unfamiliar to Spanish
communities. Similar examples can be found in
the following manuscripts: Paris, BNE N. A. L.
2170, fol. 210v, a Benedicamus added in the left
margin in Aquitainian script with notation, nine
lines; fol. 236v, a responsory for St. Martial added
over a scraped text, in Visigothic notation with a
notable Aquitainian influence. In the left margin a
series of test neumes are notated, and in the right-
hand column, there is a short illegible text with
notation. The orationale, London, BL, Add. ms.
30853, contains in fol. 261r a long four-line melo-
dia in Aquitainian notation with a very fine stroke,
but no text. The manuscript Madrid, RAH, Cod.
30, contains a singular addition of neumatic signs
that is difficult to interpret (fig. 60).

The same codex contains numerous melismas inser-
ted in the margins, a common phenomenon in the
Visigothic sources (fig. 61).

Except in the latter case of prolongation of a me-
lodic discourse outside the writing frame, there
may be two reasons for the series of neumes written
in such different contexts as these, in many cases
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60. Liber misticus. Madrid, RAH, Cod. 30, 10* century ex., fol. 96r
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61. Madrid, RAH, Cod. 30, fol. 114v. A melisma in the left-hand
margin refers to the Alleluia at the end of the folio

making use of blank spaces in a codex that was not
specifically designed for notation: 1) an attempt
of a new type of notation and 2) a hastily written
series of neumes, possibly intended for teaching
purposes or to help singers retain an unfamiliar or
not widely disseminated melody. Such inserts are
found especially in the period of transition towards
the new liturgical usage and should therefore be
interpreted within the framework of the learning
process and of the recasting of the repertory. In this
case, the inserts document the vitality of a process
of transformation, with Spanish and ultra-Pyre-
nean specialists interacting.
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3) There are also cases of notational signs added for
nonmusical purposes, either as reference marks or
as marks to indicate the insertion of glosses in the
margin,'” or in isolation with a meaning that is not

always possible to decipher.

A broad inventory of notational signs with a cryp-
tographic meaning has also been documented in the
writing of notarial deeds and in historical documents.
Brou was the first to draw attention to the extrava-
gant use of neumes in sources from the northern Ibe-
rian Peninsula from the 10™ century on, a usage that
was to continue until roughly the 13* century.'® On
the Iberian Peninsula, as Azevedo Santos points out,
three systems of “substitutory cryptographic script
were known, one of which used notational signs.'®
The notaries themselves used this inventory to sign
their names, but that was not the only purpose: we
can also find other cases of the use of neumes with a
cryptic meaning, for example, in the glosses from San

Milldn de la Cogolla (fig. 62).

More frequently, notational signs are used as reference

marks (figs. 63, 64, and 65).'"”

The selection of examples offered here also reflects a
diversity of functions for the neumatic signs, depend-
ing on the context to which they belong: for musical
purposes, as reference marks for the glosses, and for

62. Sanctorum Cosmae et Damiani passio, missa et orationes. Madrid,
RAH, Cod. 60, 9" century ex., fol. 65v

cryptographic purposes, documented in notary deeds
and other kinds of sources, as we saw in the case of Ma-
drid, RAH, Cod. 60."” We can thus deduce the con-
ventional and arbitrary value of the inventory of neu-
matic signs. However, the most surprising thing is their
graphic diversity and, thus, the exhaustive knowledge

that the copyists must have had of notational signs, as

63.Ildephonsus. De wirginitate Vitae Sanctorum. E1 Escorial, RB, ms.a.II .9,
10™-11% centuries, fol. 78r. The inventory of reference signs include, in
addition to the notation, punctuation and melodic repetition signs

64. Anthologia hispana (Azagra Codex). Biblioteca Nacional de Espana,
10" century in. (11* century in., Mundé), ms. 10029

65. Passionarium. El Escorial, RB, ms. b.I1.4, Cardefia, 11" century, fol. 4r



the selected examples show. Both notaries and copyists
of liturgical codices show themselves to have possessed
an absolute mastery of the drawing of neumes; we must
therefore assume that there were expert calligraphers
who did not necessarily know the musical contents but
were capable of drawing the melodic repertory of the
musical-liturgical manuscripts. This suggests that the
code of notational signs was accessible to a broad spec-
trum of specialists and was not restricted exclusively to
the musical-liturgical sphere. This leads us back to the
question of whether the insertion of the neumes in the
liturgical sources was the work of specialists in music,
that is of a notator, with an expertise in using this code
(as some authors have argued), or whether this work
was performed by copyists who were experts in using
different script codes, an explanation that appears more
plausible in light of the materials analysed. This would
tend to cast doubt on the thesis that in the process of
preparing musical-liturgical sources, a copyist worked
on the text and a notator on the melodies. In any case,
it seems worth drawing attention to the inventory of
the aforementioned notational signs inserted in codi-
ces whose content was not strictly musical-liturgical, to
complement the study of the variants, functions, and
phases of Visigothic notation on the northern Iberian
Peninsula.

DIVERSITY OF PERIODS: ANACHRONISMS

Diagram 2 allows us to draw a series of conclusions
relating to different areas of inquiry. Seeing these
sources, one is initially surprised by the great number
of different script systems from the various areas or
cultural nuclei on the Peninsula, and the wealth of
combinatory models, not only during the period of
transition but even before the official date of the li-
turgical reform and the imposition of its formal struc-
tures.'” Second, it is possible to see a clear chronolo-
gical asymmetry. This asymmetry suggests a scenario
of fragmentation, in which each example relates to
geographical areas that formed part of a singular net-
work of relations with Iberian and ultra-Pyrenean
centers. These apparent anachronisms are therefore
indicators of historical traditions that are specific to
each area and each center.

As we have seen, the case of Catalonia is particu-
larly complex because of the early fusion of liturgical
practices and script forms. The blurring of boundaries

NOTATION SYSTEMS IN THE IBERIAN PENINSULA

in a very early period and the cultural permeability
that this involved was reflected both in the formal
and the structural fields of the sources. Less evident
is the process of transition in the area of the High
Pyrenees, from which scarcely any musical-liturgical
examples have been preserved, even though the
interactions with the ultra-Pyrenean centers were
many over the course of time. In the area of Navarre,
we scarcely have an empirical base, and it is impos-
sible to reconstruct the process of transition from
the musical-liturgical sources preserved, given also
the nonexistence of sources from such relevant cen-
ters as the monasteries of San Salvador de Leyre and
Santa Maria de Irache. One exceptional case in this
regard is Santa Maria la Real de Nijera, to whose
musical culture we have access via a small but signi-
ficant set of sources, whereas no example whatsoever
is extant for Pamplona. In this context, the southern
Peninsula can be seen as an isolated area, with a
single center of culture, Toledo, which was in turn
closely linked to the diocese of Braga, from which
hardly any examples of the old Spanish rite are ex-
tant. To a great extent, our only access to the scien-
tific and cultural milieu of the southern Peninsula
is through the activity of the Mozarabic communi-
ties displaced towards the north. A good example of
their refined mastery of writing techniques can be
seen in the Antiphonary of Leén, AC, ms. 8, a copy
of a model from Beja. The map of the Spanish rite
and the period of transition to the Franco-Roman
liturgy on the Iberian Peninsula is therefore incom-
plete in various areas, covering a little less than half
the total area of land of the strip surrounding the
Camino de Santiago, bounded to the south by the
changing frontier of the reconquest, with a small
island confined to Toledo, the only center represen-
ting what is known as the southern tradition.

Even though the base materials do not reflect the
whole but only fragments of the liturgical history of
the period in question, a detailed analysis enables us
to reconstruct partially the process of transition from
the Spanish and Catalonian-Narbonnaise traditions
to the Franco-Roman ones, operating around an east-
west axis of penetration: Catalonia,'” Aragén and
Navarre at almost the same time (1071), Castile and
Ledn-La Rioja somewhat later (ca. 1076), Toledo (ca.
1086) and, in association with Toledo, the northern
area of Portugal (1080). The westward advance was
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delimited by two centers: the Monastery of Ripoll
and the diocese of Coimbra-Braga. The asymmetries
we have mentioned in the field of the script systems
therefore reflect a particularised adoption of the new
rite in the different areas. Wherreas the oldest testi-
monies of Carolingian script date from the 9% century
and of the Catalonian notation from the 9™ century
ex. (Document of Tours), both systems confined to the
Catalonian-Narbonnaise area, the first contacts with
Carolingian script in Portugal came around 1050,
while Aquitainian notation began to be adopted in the
last decade of the 11% century and the first testimo-
nies of the new rite date from no earlier than 1081.""!
The geographic position vis-a-vis the Pyrenean border
and the frontier of the advancing reconquest symbo-
lise the impact of the reform promoted by Cluny and
implemented through the corresponding network of
connections between the Iberian Peninsula and the
communities of southeast France.

SOME CONCLUSIONS

Although the official chronology of liturgical reform
in the different regions of the Iberian Peninsula, with
the exception of Catalonia, places it in the last third
of the 11™ century (1063-1080), the diversity and
overlapping of script systems and the anachronistic
survival of the Visigothic form or part of it for almost
another four centuries reflects varied and individual
dynamics in the adoption of the new rite. Initial resis-
tance, seen in the political area in the first frustrated
delegation by Hugo Candidus in 1065, was reflected
by the conservatism of the scripts used in manuscripts
for a long stretch of time. This conservatism affected
both the forms of graphic representation and the
structural aspects alluded to earlier. Given the great
variety of models and the chronological asymmetry
reflected in the sources, it is difficult to apply a sin-
gle theoretical framework to explain the process of
transition in the different areas of the Peninsula. A
study of the corpus of manuscripts shows the vitality
of a process of transition that led to diverse scenarios
with no uniform and systematic format, in either the
formal or the structural field, with a combination of
script systems and of Visigothic and Franco-Roman
forms, derived in each case from the diverse origins
of the exemplars and of their respective interactions,
as the varied classification of the sources shows. Each
example therefore represents an individual case, part

of a singular cultural identity with a particular inter-
pretation of the inventory of neumatic signs.

We still need to resolve such elementary questions as
that of the various evolutionary phases of Visigothic
notation between the 10™ and the 14" centuries, ex-
plaining its characteristics from a paleographic and
semiological view. Such an analysis would involve
a comparative study of the sources to identify the
morphologies and significance(s) particular to each
neume, in both an absolute and a relative sense, in
other words, particular to a specific manuscript or
group of manuscripts of common features. From
there one might identify more precisely the phe-
nomena of contact between the different notational
systems and define, in the same sense as in the paleo-
graphy of texts, the specific characteristics of each
geographical and cultural area. In this respect, parti-
cular attention needs to be paid to the ruling method
used in the codices, given that, as we have seen, the
introduction of Carolingian techniques preceded
the adoption of Carolingian script, which in turn
preceded the notation, offering proof of a process of
infiltration of the Carolingian element at three levels
and in a staggered chronological sequence: 1) codi-
cological—preparation of the page, ruling method;
2) paleographic—script (primarily the systems of
abbreviation); and 3) paleographic—notation.'"
At the same time, although there is evidence of the
qualitative difference in the notated exemplars—we
should remember the distinction between the rura-
lly produced manuscripts and those from the royal
chancellery or from politically, economically, and
culturally relevant monastic centers—.We need to
explain the substantial differences in the greater or
lesser degree of complexity in their respective nota-
tional and melodic systems. Likewise, other ques-
tions remain as to the complex process of adapting
the new Aquitainian system of notation and about
the copyists involved in producing the vast number
of manuscripts required to provide the communities
with the new books of worship. Another issue that
remains to be resolved is that of the exemplars that
were circulating in the Peninsula; a more advanced
classification is required, organized by areas or tradi-
tions from the paleographical and musical point of
view, a goal which, as we have seen from the latest
research in Portugal, is debatable. With regard to
dating, doubts also remain as to some manuscripts



dated to different periods, sometimes several centu-
ries apart.

Nonetheless, thanks to recent contributions from
leading specialists, a series of criteria for the paleo-
graphy of music have been identified that will allow
a specific set of Iberian sources from the Catalonian-
Narbonnaise area to be dated. Likewise, progress has
been made with regard to Aquitainian notation, not
only in extending the inventory of sources but also in
defining the chronological sequence and geographi-
cal distribution. In the case of Visigothic notation,
however, a series of criteria pertaining strictly to the
paleography of music must be defined that will allow
us to establish a reliable chronological sequence.' A
plausible response is still lacking for the phenomenon
explained here of the temporal anachronisms or asym-
metries reflected by some sources during the process
of adopting the new rite. How can one explain the
copies of the Liber misticus (London, BL, Add. ms.
30845 and 30846), in Visigothic script and notation,
the latter partially inserted, with a careless ductus, crea-
ted in the 11" century med. when the process of re-
form was already fully active?

The questions posed in this chapter show the com-
plexity of the study of Spanish notations and confirm
the need to design useful tools for the analysis of mu-
sical paleography and to include historical and cul-
tural considerations, contexts that are of great value
for understanding the process of liturgical transition
on the Iberian Peninsula.

NOTES

' As we shall explain later, the process of assimilating
Carolingian culture began much earlier in the Catalonia-
Narbonne area than in the rest of the Iberian Peninsula.
The first examples in Carolingian script and Catalonian
notation are from the last quarter of the 9™ century (see
Biblioteca de Cataluna, parchment 9135; Biblioteca de
Cataluna, ms. 1408-3, and Tarragona, ms. 22/1), whereas
Aquitainian notation only appeared from the 12 century
on. The 13" century marked the final phase of copying
liturgical and musical specimens in Visigothic script and/
or notation and is dealt with briefly here.

21 thank Professor Anscari M. Mundd, Miquel S. Gros, and
Michel Huglo, as well as my colleagues Marius Bernadd,
Miguel C. Vivancos, and Susan Boynton for their valuable
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guidance and their stimulating dialogue throughout the
writing of this study.

% Having considered the issue of the transition from one
rite to another, we have undertaken a study of different
formal objects using the disciplinary approach and metho-
dological models of scholars of the subject. One of the
most important recent historical and artistic studies is by
Rose Walker. Views of Transition. Liturgy and lllumination
in Medieval Spain. London: British Library, 1998. Walter
continues the research begun by Meyer Schapiro. “From
Mozarabic to Silos”. In idem. Romanesque Art. London:
George Braziller, Inc., 1977, 28-101 (Spanish edition,
idem. “Del mozdrabe al romdnico en Silos“. In idem. Estu-
dios sobre el romdnico. Madrid: Alianza Forma, 1985, 37-
119) analyses the relationship between text and image in
the corpus of Visigothic codices before, during, and after
the change in rite. From a strictly historical perspective,
there are several works on the process of liturgical reform
from the 10% to 12% centuries: Marcelin Defourneaux. Les
Frangais en Espagne aux Xiéme et Xitéme siécles. Paris: Presse
Universitaires de France, 1949, 17-49; Charles Julian Bish-
ko. “Liturgical Intercession at Cluny for the King-Empe-
rors of Ledn”. Studia Monastica 3 (1961): 53-76; Anscari
M. Mundé. “Moissac, Cluny et le mouvement monastique
de I'Est des Pyrénées du xéme au xtieme siecle®. Annales
du Midi 75 (1963): 551-573 and Moissac et l'occident au
Xr siécle. Actas del Coloquio Internacional de Moissac, 3-5 de
mayo de 1963. Toulouse: Edouard Privat, 1964, 229-251;
Pierre David. Etudes historiques sur la Galice et le Portugal
du v au xr siécle. Coimbra: Instituto de Estudos Histéri-
cos, 1947; Justo Pérez de Urbel. Los monjes esparioles en la
Edad Media. 2" ed. Madrid: Ancla, 1954.

# Some specimens, such as the fragment of an antiphonary
from the 11™ century, in the guard leaf of the Codex miscel-
laneus, Madrid, BN, ms. 11556 (see Agustin Millares Car-
lo, et al. Corpus de cddices visigoticos. Las Palmas de Gran
Canaria: UNED, Centro Asociado de Las Palmas de Gran
Canaria, 1999. Vol. 1: 122) the provenance of which is still
the subject of debate: St. Zoilus of Carrién, province of
Palencia (according to Brou, Vives, Brockett, and Janini)
and St. Zoilus of Cérdoba (according to Moll Roqueta),
could contribute to making up this documentary short-
fall. See Louis Brou and José Vives. Antifonario visigético
de la Catedral de Ledn. Barcelona: Centro de Estudios e
Investigacién San Isidoro (CSIC-CECEL), 1959. Vol. 1:
44-45 (Monumenta Hispaniae Sacra: Serie Litdrgica 5, no.
2. Facsimiles musicales 1); José Janini. “Los fragmentos
visigodos de St. Zoilus of Carrién”. In Liturgica. Montse-
rrat: Abbey of Montserrat, 1966. Vol. 3: 73-83 (Scripta
et Documenta: 17); Clyde W. Brockett. Antiphons, respon-
sories and other chants of the mozarabic rite. New York: The
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Institute of Medizval Music, 1968, 43; Jaime Moll Roqueta.
“Nuevos hallazgos de manuscritos mozdrabes con neumas
musicales”. Anuario Musical 5 (1950): 12, n. 2.

5> Ismael Ferndndez de la Cuesta. Historia de la miisica es-
panola. Vol. 1, Desde los origenes hasta el Ars nova. Madrid:
Alianza, 1983. Idem. “Mozirabe, Canto”. In Emilio Casa-
res Rodicio, coord. and dir. Diccionario de la miisica es-
panola e hispanoamericana. Madrid: SGAE, 2000. Vol. 7:
848-851.

¢ Ismael Ferndndez de la Cuesta. Manuscritos y fuentes musi-

cales en Espana: Edad Media. Madrid: Alpuerto, 1980.

7 José Janini. Manuscritos litiirgicos de las bibliotecas de Es-
pana. Vol. 1, Castilla y Navarra; vol. 2, Aragén, Catalunia
y Valencia. Burgos: Aldecoa, 1977 (vol. 1) and 1980 (vol.
2) [Publicaciones de la Facultad de Teologia del Norte de
Espana (Sede de Burgos): 38].

8 Don Michael Randel. 7he Responsorial Psalm Tones of the
Mozarabic Office. Princeton, New Jersey: Princeton University
Press, 1969. The pioneering work in this area—from whose
conclusions Randel dissents—is by Peter Wagner. “Untersu-
chungen zu den Gesangstexten und zur responsorialen Psal-
modie der altspanischen Liturgie®. In Gesammelte Aufséitze zur
Kulturgeschichte Spaniens. Miinster: Aschendorff, 1930. Vol.
2: 67-113 (Spanische Forschungen der Gorresgesellschaft: 1).

71 use the term geographical and cultural area to refer not
merely to the physical space, but to a cultural space that is
associated—with a greater or lesser degree of freedom—to a
specific political and institutional framework. For a distinc-
tion between the physical and historical categories in refer-
ence to a geographical space, see José Antonio Maravall
Casesnoves. “De los nombres de Espafia y de sus partes”
and “Espafia la mayor y Espafa la menor. El plural ‘Las
Espanas’. Otras formas de expresion en relaciéon con la di-
versidad territorial peninsular”. In idem. El concepto de Es-
pania en la Edad Media. 4" ed. Madrid: Centro de Estudios
Constitucionales, 1997, 54-79. For our purpose, territorial
denominations are useful labels for identifying categories
that refer to cultural spaces, each of the features that are
sufficiently uniform to distinguish it from the others, even
though this may not always coincide with a given political

identity.

1 With regard to the expression “production centers” as
opposed to Scriptoria, see the Introduction

"' Garcfa Turza, working from a philological perspec-
tive, supports a multidisciplinary approach to further a
systematic understanding of the sources. Ruiz Asencio,
talking about the usefulness of meticulously comparing
the different monographs, highlights the urgent need for
a methodology based on reliable criteria for dating and
attributing the sources to a scriptorium or, at least, to a

specific geographical-cultural framework. Finally, Mundé
suggests a statistical-comparative method for dating manu-
scripts. See Claudio Garcia Turza, coord. Los manuscritos
visigdticos: estudio paleogrdfico y codicoldgico. Vol. 1, Los
cddices riojanos datados. Logrono: Fundacién San Milldn
de la Cogolla, 2002, 10-11; José Manuel Ruiz Asencio.
“Hacia una nueva visién de las glosas emilianenses y si-
lenses”. In César Herndndez Alonso, ed. Las glosas emi-
lianenses y Silenses. Critical edition and facsimile. Burgos:
Ayuntamiento de Burgos, 1993, 83-118; Jos¢ Manuel
Ruiz Asencio. “Cédices pirenaicos y riojanos en la biblio-
teca de Silos en el siglo x1“. In José A. Ferndndez Flérez,
dir. Silos. Un milenio. Actas del Congreso Internacional so-
bre la Abadia de Santo Domingo de Silos. Vol. 2, Historia.
Santo Domingo de Silos: Monastery of Silos, University
of Burgos, 2003, 177-210 (Studia Silensia: 26).

2 We have already referred to this question in the general
introduction to this work. See the section “Sources. Geogra-
phical range. Centers of production” (pp. 33 and subsg.).

13 See Anscari M. Maria Mundé and Jests Alturo. “Prob-
lemdtica de les escriptures dels periodes de transicié i de
les marginals”. Cultura Neolatina. 58 (1998): 129. The ar-
ticle by Ludwig Vones in this work refers specifically to the
problem described here (see pp. 43 and subsq.).

1 Here it is worth remembering the early subordination of
the Catalonian bishoprics to the protection of Rome, which
was partly motivated by a desire for independence from the
Narbonnaise archdiocese, a process that some authors date
to the end of the 9" century (ca. 892). See Manuel Riu y
Riu. “La organizacién eclesidstica’. In Ramén Menéndez
Pidal, ed. Historia de Espana. Nol. 7**, La Espana cristiana
de los siglos viir al xi. Madrid: Espasa Calpe, 1999, 636-639.
Other authors, however (Miquel S. Gros), date Catalonian
independence from Narbonne later (ca. 971).

15 See the studies by Julio Valdeén (“Castilla y Leén”),
Juan Carrasco (“Navarra”) and Josep M* Salrach (“Con-
dados catalanes y corona de Aragdén”). In Juan Carrasco,
et al. Historia de las Espanas medievales. Barcelona: Ciritica,
2002, 141-239.

!¢ For the relationship between San Milldn and Silos, see

José Manuel Ruiz Asencio. “Cédices pirenaicos y rioja-
nos...”. Op. cit. Vol. 2: 177-210; Miguel C. Vivancos.
Glosas y notas marginales de los manuscritos visigdticos del
Monasterio de Santo Domingo de Silos. Santo Domingo de
Silos: Monastery of Silos, 1996 (Studia Silensia: 19); idem.
“Circulacién de manuscritos en la Edad Media. El caso de
San Milldn y Silos”. In Maciej Bielawski and Daniél Hom-
bergen, dirs. I/ monachesimo tra eredita e aperture. Actas
del Simposio Testi e Temi nella Tradizione del Monachesimo
Cristiano for the 50" anniversary of the Monastic Institute



of St. Anselm. Rome: Pontificio Ateneo S. Anselmo, 2004,
785-802 (Studia Anselmiana: 140). On the statistics for
the Silos collections, see Anne Boylan. “Manuscript illu-
mination at Santo Domingo de Silos (xth to xuth centu-
ries)”. Pittsburgh: University of Pittsburgh, 1990 (Order
Number 9209579).

17 Both cases have been studied by Manuel C. Diaz y Diaz.
Cédices visigdticos en la monarquia leonesa. Ledn: Centro
de Estudios e Investigacion San Isidoro (CSIC-CECEL),
19835 idem. Libros y librerias en la Rioja altomedieval.
Logrono: Gobierno de La Rioja, Instituto de Estudios
Riojanos, 1979; and Coloquio sobre Circulacién de Cédices
y Escritos entre Europa y la Peninsula en los Siglos vin-xiir.
Actas. Santiago de Compostela: University of Santiago de
Compostela, 1988.

'8 Many specialists have spoken of the difficulties of trying
to situate, geographically and chronologically, the corpus
of musical-liturgical manuscripts, especially sources in
the Spanish tradition. A number of research projects are
currently underway in the fields of paleography, codico-
logy, and textual criticism which, it is hoped, may resolve
these questions. The publication currently under prepara-
tion, coordinated by Dfaz y Diaz, Velazquez Soriano, and
Ruiz Asencio and entitled Cédices visigdticos [Turnhout:
Brepols. (In press.)] will provide a new list of all extant
Visigothic codices. A new catalog of the Fragmentos de
cddices visigdticos is being drafted by Pardo, Ostos, and
Del Camino. A recent project, directed by Garcia Turza
(op. cit.) with sponsorship from the Fundacién San Milldn
de la Cogolla offers, in a monograph, an analysis of dif-
ferent Visigothic codices; the first volume in the series is
Claudio Garcia Turza. It was precisely Garcia Turza who
highlighted the lack of a “rigorously reliable methodolo-
gical support” that could resolve the chronological attri-
bution of the ca. 350 preserved Visigothic manuscripts.
The statement applies equally to geographical and paleo-
graphic-musical classification.

" It is important to note that the identifying labels used
in paleographic studies denote, or rather build, areas that
do not always have an exact historical equivalent. It makes
sense from a paleographic perspective to speak of the “Rio-
ja&” or “Pyrenees” areas, even if the term does not match
geopolitical and institutional units of the period. Hence,
the term Pyrenean in diagram 1 on these pages encom-
passes some of the manuscripts taken from the groups of
Catalonia, Navarre, and Aragén. We have based our termi-
nological criteria on the cited works by Ramén Menéndez
Pidal; José Antonio Maravall Casesnoves; and Juan Carras-
co. I am particularly interested in the latter’s minimalist
chronological and geopolitical classification, covering the
period between the 8" and 10" centuries, and embracing
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the territories of Al-Andalus, the Kingdom of Asturias and
Ledn, the kingdom of Pamplona, the county of Aragén,
and the Catalonian counties, and also the particularly agi-
tated period with many political changes, between the 11*
and 13" centuries, the period dealt with in this chapter.
During this time, the political nuclei comprised, on the
one hand, the kingdom of Almoravide and Almohade taifas,
and, on the other, the kingdom of Navarre and the two great
leaders of the advancing Reconquest, Aragén and Castile.

? Manuel C. Diaz y Diaz, basing himself on the borders
of the kingdom of Ledn in the times of Ferdinand I in the
11" century med., also includes the collections of Silos and
San Milldn in his list. See Manuel C. Diaz y Diaz. Cddices
visigdticos... Op. cit., 466, n. 360. The diagram, nonethe-
less, stresses the independence of the subsets within the
generic term of Castile and Ledn.

2! 'There are only a few extant examples of the Spanish rite
in Portugal, some with notation from the north and others
with notation from the southern part of the Peninsula.
However, in addition to the one included in diagram 1
and three fragments from Lamego (Episcopal Palace) of
Castilian origin which we were unable to reproduce for
this publication, we should also mention two new frag-
ments from Braganca and Viseu (no. 105, Actas do Con-
ctlio XIIT de Toledo; and no. 403, Decretos do Concilio de
Calcedénia) included in Isabel Vilares Cepeda and Teresa
Duarte Ferreira, scientific and technical coordinators. /-
ventario dos cédices iluminados até 1500. Lisbon: Ministério
da Cultura, Biblioteca Nacional, Inventario do Patriménio
Cultural, 2001. Vol. 2: 68-69, 215-216.

22 See sheet, part 2, p. 300.

# See Julio Valdeén. “Castilla y Ledn”. In Juan Carrasco, et

al. Op. cit., 143 et passim.

2 See Joaquim Garrigosa i Massana. Els manuscrits musicals
a Catalunya fins al segle xi1. Levolucié de la notacié musical.
Lleida: Institut d’Estudis Ilerdencs, 2003, 370 (Col-leccié
Emili Pujol: 2; Marius Bernadd, dir.).

» Boylan sees the following codices as coming from the
scriptorium at Silos: London, BL, Add. ms. 30847, 30848,
30850, 30853 (only the penitential) and 11695, Paris,
BNE N. A. L. 235 (fols. Av-B), 2177 and 2170 (Vita
of Saint Martial); however, Vivancos distinguishes four
stages of activity at the scriptorium at Silos, including the
following manuscripts, included in diagram 1. From the
first stage (10" century 77.): Cracow, Czartorysky Library,
ms. 3.118; Paris, BNF, N. A. L. 2170; and London, BL,
Add. ms. 30852. From the third stage (first half of the
11" century): Silos, AM, Cods. 3, 5 and 7; and from the
fourth stage (second half of the 11% century): Salamanca,
BGU, ms. 2668; and London, BL, Add. ms. 30847,
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30848, 30850 and 11695. The origin of the three misticus
has yet to be determined: London, BL, Add. ms. 30844,
30845, 30846, and Salamanca, BGU, ms. 2637 (in the
latter case, opinions are divided between San Milldn and
Silos). For the bible, Cracow, Czartorysky Library, ms.
3.118, no hypothesis has yet been offered on its origin.
Ruiz Asencio attributes the following manuscripts to the
Pyrenean and Rioja areas: from La Rioja, probably, Silos,
AM, Cod. 5; from Nijera, Silos, AM, Cods. 6, 7 and 3;
from the kingdom of Pamplona, BL, Add. ms. 30852.
Finally, Vezin attributes the codex London, BL, Add. ms.
30849 to an Iberian monastery, though he is unable to
specify any particular center. He speculates that it may
have been copied from an ultra-Pyrenean model. The
Santo Domingo de Silos codex, BL, Add. ms. 30852, is of
Aragonese origin according to Diaz y Diaz, whereas Anne
Boylan thinks it is from Cardefia (op. cit.). For further in-
formation, see Miguel C. Vivancos. Op. cit., 62-67; José
Manuel Ruiz Asencio. “Cédices pirenaicos y riojanos...”.
Op. cit. Vol. 2: 177-210; and Jean Vezin. “El cédice British
Library add. 30849 y la introduccién de la carolina en
Espana”. In José A. Ferndndez Flérez. Op. cit., 211-222.

26 See Manuel C. Diaz y Diaz (p. 93).

¥ Garrigosa includes it, with sound reasoning, among the
Catalonian manuscripts, given the see of Huesca’s links to
the see of Tarragona. See Joaquim Garrigosa i Massana.

Op. cit.

8 See Susana Zapke. “Monodie und virtuelle Polyphonie
in Aragén”. In Bruno Bouckaert and Eugeen Schreurs, eds.
Musical Life in Collegiate Churches in the Low Countries and
Europe. Chant and Polyphony. Leuven-Peer: Alamire Foun-
dation, 2000, 399-412 [The Di Martinello Music Collec-
tion (KULeuven, University Archives): Yearbook of the
Alamire Foundation 4].

» It would be helpful to draw up an inventory of copy
specimens from ultra-Pyrenean centers in order to exa-
mine typological differences with Iberian specimens,
in both formal and structural approach. On trans-
Pyrenean relations, from which the listed manuscripts
result, see Manuel C. Diaz y Diaz. “La circulation des
manuscrits dans la Péninsule Ibérique du virreme au
xieme siecle”. Cabiers de Civilisation Médiévale 12

(1969): 219-241.
3 See p. 251

31 See the examples of disputed origin: London, BL, Add.
ms. 30852; Madrid, BN, ms. 10029 (Toledo 14-22); Ma-
drid, BN, ms. 10001 (Toledo 35-1); Salamanca, BGU,
mss. 2668 and 2837; Silos, AM, Cod. 5 and Paris, BNE,
N. A. L. 2199; Shefhield Galleries & Museums Trust, ms.
31; Cracow, Czartorysky Library, ms. 3.118.

32 On some of the literary and theoretical sources, see the
article by Michel Huglo. “La tradicién de la Miisica Isidori
en la Peninsula Ibérica”, in this work.

3 The third part of this article gives some representative
samples of these later specimens. The list is as follows: Toledo.
Madrid, BN, ms. 10110, olim Toledo, BC, 35.2. Liber mis-
ticus. 13"-14% centuries. [Millares 171.] Toledo, BC, ms.
35-4. Varia officia et missae. 12""-13" centuries (Mundé sets
the date between 1192-1208). Visigothic script-Visigothic
notation from the south. [Millares 322.] Toledo, BC, ms.
35-5. Varia officia et missae. 13™ century med. Visigothic
script-Toledo notation. [Millares 323.] Toledo, Museo de
los Concilios y de la Cultura Visigoda. Fragment of Liber
misticus. no. 1.325-1. 13™ century. Visigothic script and
Visigothic notation from the south. Spanish repertory.
[Millares 330.] Toledo, Museo de los Concilios y de la Cul-
tura Visigoda. Fragment of Liber comicus, no. 1326. 13"
century. Visigothic script and Visigothic notation from the
south. Spanish repertory. [Millares 332.] Toledo, Museo de
los Concilios y de la Cultura Visigoda: Hymnarium, no.
1325-2. 13" century Visigothic script-Visigothic notation
from the south. Spanish repertory. [Millares 331.] Cincin-
nati (Ohio, USA). Liber misticus. 12 to 13% centuries.
[Millares, 10 century, 34.]

3% Inter alia, the following, not included in the diagram,
are paradigmatic: Tarragona, AHA, ms. 22/1, Liber mis-
ticus, 9™ century ex. (880, Alturo i Perucho), Carolingian
rustic script and Catalonian archaic notation, and Barce-
lona BC, 1408-3, antiphonary of the mass, 10" century
in. (900, Mund¢), Carolingian rustic with reminiscences
of Visigothic and Catalonian archaic notation. Mundé
defines the script as “notarial Carolingian rustic” to dis-
tinguish it from the Carolingian of the county curia and
from that of the monastic or cathedral clerics. See Anscari
M. Mundé. “Un fragment molt antic de littirgia romana
a Catalunya. Excursus I: Nous manuscrits amb notacié
catalana arcaica; Excursus II: El “Missal Mistic o Mixt” a
Catalunya”. In Il Congrés Litiirgic de Montserrat (1966).
Montserrat: Abbey of Montserrat: 1967. Vol. 3: 180, and
idem and Jests Alturo i Perucho. Op. cit., 121-148. The
term “Catalonian” used for this period is not entirely exact,
and we should consider using the term pre-Catalonian,
coined by D’Abadal i de Vinyals. See Ramén D’Abadal
i de Vinyals. “Nota sobre la locucién Marca Hispdnica’.
Boletin de ln Real Academia de Buenas Letras de Barcelona
27 (1957-1958): 157-164; idem. “La Pre-Catalunya
(segles virt-1x i x1)”. In Ferrdn Soldevilla, dir. Historia dels
Catalans. Barcelona: Ariel, 1970. Vol. 2: 601-992 and
Ramén Menéndez Pidal, ed. Op. cit. Mund§ applies the
terms pre-Catalonian and archaic Catalonian to the script
systems. See Anscari M. Mundd. [bidem, 188.



% Diagram 2 uses the word #ransition® with an asterisk when
other script systems hve been inserted in later additions.

% The term transition is not employed here with the same
meaning as in Lowe, who limits it exclusively to Visigothic
sources dated between 894 and 945. See Elias A. Lowe.
Studia palacographica. A contribution to the History of early
latin Minuscule and to the Dating of Visigothic mss. Munich,
1910 and idem. Codices latini antiquiores. A Palaeographi-
cal Guide to Latin Manuscripts Prior to the Ninth Century.
Vol. 9, Hungary, Luxembourg, Poland, Russia, Spain. Ox-
ford: Clarendon Press, 1966. Rather, I use it, like Millares
Carlo, Vezin, Ruiz Asencio, and Diaz y Diaz, to refer to
the period between the second half of the 11* century and
well into the 12% century, the period of greatest activity in
copying Franco-Roman models. Here we should not forget
the phenomenon identified by Ruiz Asencio, whereby the
Carolingian abbrevative system was adopted prior to the
official replacement of Visigothic by Carolingian script in
the kingdom of Castile-Ledn, in Aragén and in La Rioja.
See José Manuel Ruiz Asencio. “Hacia una nueva visién...”
Op. cit., 101 and subsq. See also Jean Vezin. Op. cit. This
is of substantial relevance in identifying the concept of
transition with paleographic rigor.

37" We have not specified the different systems of Visigothic
script, because this lies outside our area of expertise. We
might, however, differentiate between various stages, indi-
cating the progressive adoption of Carolingian practices,
first in the ruling method, then in the system of abbrevia-
tions, and later on again in the assimilation of the particu-
lar graphic forms. In Portugal, Visigothic script survived
well into the 12% century (1172). Azevedo Santos dates the
beginning of transition Visigothic in Portugal to the 11*
century med. (1054-1172). The process was to take 118
years, during which time it spread from Pendorada, north
of the Duero, to Pedroso. See Maria José Azevedo Santos.
Da visigtica & carolina a escrita em Portugal de 882 a 1172.
Lisbon: Fundagio Calouste Gulbenkian, Junta Nacional
de Investigacao Cientifica e Tecnolégica, 1994, 276-279
(Textos Universitarios de Ciéncias Sociais e Humanas).

38 The case of the Bibles requires additional clarification.
Obviously these are not examples of transition conceived
ex professo to disseminate the new repertory, but Visigothic
examples that continued in use and to which melodies in
Aquitainian notation were added for certain parts of the
repertory, essentially the Song of the Sybil and the Lamen-
tations of the prophet Jeremiah. These cases of additions in
Aquitainian notation (see diagrams 1-3) with a 7 followed
by an asterisk.

3 See Alexandre Olivar. “Les Supervivéncies litdrgiques
autdctones a Catalunya en els manuscrits dels segles x1-
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xit”. In II Congrés Litsirgic de Montserrat. Montserrat: Ab-
bey of Montserrat, 1967. Vol. 3: 21-89; and Josep Roma
Barriga. £l Sacramentari, Ritual i Pontifical de Roda. Barce-
lona: Fundacié Salvador Vives Casajuana, 1975.

T am referring here strictly to the formal aspect, and not
the structural aspect, that is, the configuration and combi-
nation of forms in the Spanish, Catalonian-Narbonnaise
and Franco-Roman rites, where the symbiosis of materials
is equally perceptible.

! Note that the catalog numbers given in Millares Carlo
do not always coincide with those currently used in the
archives. This is the case of the Braga fragment.

# Unfortunately it was not possible to consult the three
Braga fragments mentioned here, which are currently filed
under different catalog numbers to those given in Millares
Carlo’s corpus. I would like to thank the director of the
Arquivo Distrital de Braga, Maria da Assungao Vasconcelos,

for her kind help.

# See Francois Avril, et al. Manuscrits enluminés de la Pé-
ninsule Ibérigue. Paris: Bibliothéque Nationale de France,
1983, 20.

# Jean Vezin. “Observations sur I'emploi des réclames”.
Bibliothéque de UEcole de Chartes 125 (1967): 17; Manuel
C. Diaz y Diaz. “La circulation des manuscrits...”. Op. cit.,
234, n. 108; idem. Libros y librerias... Op. cit., 55-62.

% My thanks to Michel Huglo for this information. On the
manuscript in question, see Roger Reynolds. “Baptismal
Rite and Paschal Vigil in transition in medieval Spain: a
new Text in visigothic script”. Medieval Studies 55 (1993):
257-272.

% My thanks to Professor Ruiz Asencio (University of
Valladolid) for informing me of its existence.

¥ My thanks to Miquel Saints Gros (Archivo de Vic) for
having told me of the existence of the two fragments. See
Ana Sudrez Gonzélez. “Dos supervivientes visig6ticos
(Zamora, AHP, Frags. 15 and 202)”. In Miscel-lania litir-
gica catalana. Barcelona: Societat Catalana d’Estudis littir-
gics e Institut d’Estudis Catalans, 2006. Vol. 14: 119-137;
and Kathleen Nelson. Medieval Liturgical Music of Zamora.
Ottawa: The Institute of Medieval Music, 1996, 76, 83,
84, 93 and 241 (Wissenschaftliche Abhandlungen: 67).

“ Nonetheless, studies of musical paleography in the con-
text of Iberian notations have come a long way, with signif-
icant developments since the 1980s. Referential contribu-
tions have been made by Maur Sablayrolles. “A la recher-
che des manuscrits grégoriens espagnols: Iter hispanicum’”.
Sammelbinde der Internationalen Musik Gesellschaft 13, no.
4 (July-September 1912): 509-531; Casiano Rojo, and
Germdn Prado. E/ canto mozdrabe: estudio histérico-critico
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de su antigiiedad y estado actual. Barcelona: Biblioteca de
Catalufia, 1929; Grégoire M. Sunyol. Introduction & la
paléographie musicale grégorienne. Paris: Société de Saint
Jean I'Evangéliste, Desclée, 1935 (French translation, idem.
Introduccid a la paleografia musical gregoriana. Montserrat:
Abbey of Montserrat, 1925); Anscari M. Mundé. “Un
fragment molt antic...”. Op. cit. Vol. 3: 173-191; idem.
“Consideracions paleografiques a I'entorn de la mono-
dia litdrgica medieval en 'obra d’Higini Angles”. Recerca
Musicologica 9-10 (1989-1990): 5-14 (Actes del Congres
Internacional “Higini Anglés i la musicologia hispanica®).
Herminio Gonzédlez Barrionuevo. “Presencia de signos adi-
cionales de tipo melédico en la notacién ‘mozdrabe’ del
norte de Espana”. Revista de Musicologia 9, no. 1 (1986):
11-27 [edition in French, “Presénce de signes additionnels
de type mélodique dans la notation ‘mozarabe’ du nord de
I'Espagne”. Etudes Grégoriennes 23 (1989): 141-151]; idem.
“La graffa del ‘sdlicus’ en la notacién ‘mozdrabe’ de tipo
vertical”. Revista de Musicologia 12, no. 2 (1989): 397-410;
idem. “Dos grafias especiales del ‘scdndicus’ en la notacién
‘mozdrabe’ del norte de Espana”. Revista de Musicologia 13,
no. 1 (1990): 11-79; idem. “Los cédices ‘mozirabes’ del
archivo de Silos: aspectos paleogrificos y semioldgicos de
su notacién neumdtica’. Revista de Musicologia 15, nos. 2-3
(1992): 403-472 [La miisica en la abadia de Silos. Trabajos
del I Simposio de Musicologia Religiosa (Burgos, Silos, marzo
de 1991)]; idem. “Relacién entre la notacién ‘mozirabe’ de
tipo vertical y otras escrituras neumdticas”. Studi Grego-
riani 11 (1995): 5-12; Jaume Moll Roqueta. Op. cit., 11-
14; idem. “La notacién visigdtico-mozdrabe y el origen de
las notaciones occidentales”. In Liturgia y miisica mozdr-
abes. Ponencias y comunicaciones presentadas al I Congreso de
Estudios Mozdrabes: Toledo 1975. Toledo: Instituto de Estu-
dios Visigético-Mozédrabes de San Eugenio, 1978, 257-272
(Serie D 1); idem. “Per una tipologia de la notacié catala-
na’. Bulleti de la Societat Catalana de Musicologia 2 (1985):
9-22—Spanish translation in idem. “Para una tipologia
de la notacién catalana” Revista de Musicologia 9, no. 2
(1986): 339-409—; Josiane Mas. “La notation catalane”.
Revista de Musicologia 11, no. 1 (1988): 11-30; Susana
Zapke. “Estudios de semiologia comparada en base a dos
antifonarios altoaragoneses SJP y SCS”. In Eliseo Serrano
Martin, ed. Muerte, religiosidad y cultura popular, siglos xiir-
xvir. Zaragoza: Institucién Fernando el Catélico, 1994,
509-517; idem. “Procesos asimilativos del nuevo repertorio
francorromano en el norte de la Peninsula”. Revista de Mu-
sicologia 16 (1993): 2257-2267; idem. El Antifonario de
San Juan de la Peria (siglos x-X1): estudio litiirgico-musical del
rito hispdnico. Zaragoza: Institucién Fernando el Catdlico,
1995; Nancy Phillips. “Notationen und Notationslehre
von Boethius bis zum 12. Jahrhundert”. In Thomas Er-
telt and Frieder Zaminer, eds. Geschichte der Musiktheorie.

Darmstadt: Wissenschaftliche Buchhandlung, 2000. Vol.
4: 293-623 (especially the separate “Spanische Neumen”
in pages 442-457); and Joaquim Garrigosa i Massana. Op.
cit.

# Cases in which attributions of origin have not been posi-
tively established are indicated by a question mark. When
the indication of provenance has a generic significance (i.e.
referring to a province or diocese), this is shown in paren-
theses. Specimens of trans-Pyrenean origin are shown un-
derlined in italics.

% T am not referring here to the ductus of the script, but
to the specific drawing of the notational signs. It would
be difficult to find such notable differences for the letter
between two Visigothic codices, as we see in the drawing of
a torculus or scandicus. The individual ingredient is stronger
in the field of notation, although this observation needs to
be qualified and can only be demonstrated empirically.

5! 'The oldest testimonies of Spanish sources with musi-
cal notation go back to the 10" century, 900 or even to
a somewhat earlier date, around 850. See Anscari M.
Mundé. “Un fragment molt antic...”. Op. cit. Vol. 3: 186
and subsq.; and Michel Huglo. “La notation wisigothique
est-elle plus ancienne que les autres notations europé-
ennes?” In Emilio Casares, Ismael Ferndndez de la Cuesta
and José Lopez-Calo, eds. Esparia en la miisica de Occidente.
Actas del congreso internacional celebrado en Salamanca,
29 de octubre-5 de noviembre de 1985. Madrid: INAEM,
Ministerio de Cultura, 1987. Vol. 1: 19-26.

In comparison with other types of European notation,
Visigothic notation could therefore claim an earlier stage,
with a gestation phase in or around the 7* century per-
taining to the context of the scientific culture promoted
by St. Isidore of Seville. As for Catalonian notation, the
transmitter of the Catalonian-Narbonnaise liturgical
tradition and Septimania, there are various interpreta-
tions as to its origin, based either on Visigothic notation
(Stdblein, Wagner), the notation of accents, or on the
Visigothic and Aquitainian notations, seen in this case
as a phenomenon of hybridization (Sablayrolles, Sunyol,
Angles, Ferretti). See Josiane Mas. “La tradition musi-
cale en Septimanie. Répertoire et tradition musicale”.
In Edouard Privat, ed. Liturgie et musique (IX-X1V* s.).
Toulouse: Privat, 1982, 282-285 (Collection d’Histoire
religieuse du langue doc au x111¢ et au début du xve sie-
cles: Cahiers de Fanjeaux 17); Bruno Stiblein. Schriftbild
der einstimmigen Musik. Musikgeschichte in Bildern. Vol.
3, part 4. Leipzig: VEB Deutscher Verlag fiir Musik,
1975: 33-34, 214-217; Peter Wagner. “Neumenkunde.
Paliographie des liturgischen Gesanges”. In idem.
Einfiihrung in die gregorianischen Melodien. Leipzig: Breitkopf



and Hirtel, 1912. Vol. 2: 259 and subsq.; Maur
Sablayrolles. Op. cit; Grégoire M. Sunyol. Op. cit., 23-
29; Higini Angles. La miisica a Catalunya fins al segle xi11.
2" ed. Barcelona: Biblioteca de Catalufa, Universidad
Auténoma de Barcelona, 1988, 193-201; Paolo Maria
Ferretti. Le codex 903 de la Bibliothéque Nationale de
Paris (Xr° siécle). Graduel de St. Yrieix. Tournai: Abbey of
St. Pierre de Solesmes, 1925 (Paléographie Musicale: 1).
Vol. 13: 107 and subsq.

52 With the exception of Old Catalonia, the official change-
over to the new rite came at the end of the 11* century
(Council of Burgos, 1080) and the decree on the replace-
ment of Visigothic by Carolingian script was passed at
the Council of Leén in 1090. Nonetheless, Carolingian
elements had begun to filter in well before this time, with
some authors calling for a public decree that would de-
finitively impose a unified system of script throughout the
Peninsula.

%3 In other words, the influence of the Carolingian sys-
tem was felt in the area of script and even eatlier in the
material preparation of the codex (as Vivancos notes for
some examples from Silos) than in the field of notation.
See Miguel C. Vivancos. Op. cit., 66. Nonetheless, the in-
verse case, survival of the Visigothic script—with varying
degrees of Carolingian influence—in combination with
Aquitainian notation, is documented in sources from the
musical-liturgical transition dating from until well into the
12 century. See, among others, the sheets with the frag-
ments from Orense, Santiago de Compostela and Coimbra
[IV-3.2-Gav. 44 (20)], and San Milldin (RAH, Cod. 18)
and Silos (BL, Add. ms. 30848) in the second part of this

work.

> Two main classifications have been proposed for the rich
inventory of signs contained in Visigothic notation: a typo-
logical and chronological grouping (Grégoire M. Sunyol.
Op. cit.) and classification of the signs in accordance with
the different sources (Casiano Rojo, and Germdn Prado.
Op. cit.). The former distinguishes between square, cur-
sive, and liquescent forms, a classification that is based on
the chironomic origin of the neumes, and which goes back
to the classification proposed by Cardine for the notation
of Saint Gall and Metz; the latter groups the variants of
each sign by their particular use in each source. Although
Rojo y Prado’s list is incomplete, his methodological pro-
posal is more workable than the former. See a summary
on the current state of the question in Nancy Phillips. Op.

cit., 442-456.

% In defining ductus, we use Elisa Ruiz Garcia’s definition,
the speed and way of forming the graphic signs in the act
of writing. A distinction is drawn between black lettered
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ductus (litterae positae) and cursive ductus (litterae cursi-
uae). In the first case, each sign is drawn in isolation with
independent strokes, requiring the quill to be raised each
time; in the second case, the letters are linked to one other,
and, to the extent possible, the escriprorio instrument is not
raised from the page.

>¢ The generalisation regarding the more or less accentu-
ated drawing of the neumes needs to be qualified, because
it is equally necessary to differentiate between virtuoso
and less experienced copyists, and between the output of
economically well-off and culturally relevant manuscript
copying centers on the one hand and peripheral centers on
the other. Mundé suggests that there was a hierarchy with
regard to the generic concept of the copyist. See Anscari
M. Mundé. “Un fragment molt antic...”. Op. cit. Vol. 3:
183-184.

%7 Gregori M. Sunyol’s theory as to the phases of Visigothic
notation has been discounted. The Toledo codices do not
represent a prior phase to those of the examples from the

north. See idem. Op. cit., 317 and subsq., 331-352.

%8 For an illustration of the codices cited, see the respective
catalographical sheets in the second part of the work.

% One very interesting fragment because of its startling
analogy with the notation of the Antiphonary of San Juan
de la Pena is Madrid, RAH, ms 9/4579, fragment of a strip
of antiphonary, 10" century ex. to 11" century in. My
thanks to Miquel S. Gros for drawing my attention to this.
See Francesc Xavier Altes i Aguilé. “El retall testimonial
d’un full d’Antifoner visigbtic (siglos x-x1) procedent de
I'antic arxiu de la Seu de Roda d’Isavena (Madrid, RAH,
ms. 9/4579)”. In Miscel-linia Litirgica Catalana 9 (1999):
33-50.

% See Elisa Ruiz Garcia. Catdlogo de la seccion de cddices de
la Real Academia de la Historia. Madrid: Real Academia de
la Historia, 1997, 220.

¢! The dating continues to be the subject of debate. Janini
and Serrano and Ruiz Garcfa place it around the 10 cen-
tury, whereas Mundé attributes it to the 11% century. See
José Janini, José Serrano, and Anscari M. Mundé. Manus-
critos litiirgicos de la Biblioteca Nacional de Madrid.
Madrid: Direccién General de Archivos y Bibliotecas,
1969, 128-129. See sheet ms. 10029 in the second part of
this work; Elisa Ruiz Garcia, see pp. 312.

62 See Isidorus Hispalensis. De ecclesiasticis officiis. Turn-
hout: Brepols, 1989 (Corpus Christianorum: Series Latina
113).2, 11, 2: ML 83, 791.

% Brockett indicates two types of notational inventories,
which he places in the following chronological order: 1.
ekphonetic notation, for which he does not offer specific
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examples; and 2. accent-notation, viewed as the genesis
of the Visigothic and Catalonian notations (Clyde W.
Brockett. Op. cit.).

%4 Nancy Phillips. Op. cit. Vol. 4: 450.

% Here I am not referring to the evident differences in sig-
nificance to be seen in certain morphologies, such as the
two used for the scandicus and studied by various authors
quoted earlier Rojo y Prado, Sunyol, Moll and, exhaus-
tively, by Herminio Gonzdlez Barrionuevo. “Dos grafias es-
peciales del ‘scandicus’...”. Op. cit., 11-79; salicus, see idem.
“La graffa del ‘salicus’ en la notacién ‘mozdrabe’ de tipo
vertical”. Revista de Musicologia 12, no. 2 (1989): 397-410,
but to signs that correspond to one particular copyist. We
agree with Barrionuevo’s conclusion in his study of the Si-
los codices; see idem. “Los cédices ‘mozdarabes’ del archivo
de Silos...”. Op. cit. 403-472. Levy also touched on this
aspect, concluding that the different graphic typologies did
not affect the musical substance; see Kenneth Levy. “Old-
Hispanic chant in its European context”. In Emilio Casa-
res, Ismael Ferndndez de la Cuesta, and José Lépez-Calo,
eds. Espania en la miisica de Occidente. Actas del congreso
internacional celebrado en Salamanca, 29 de octubre-5 de
noviembre de 1985. Madrid: INAEM, Ministerio de Cul-
tura, 1987. Vol. 1: 3-14.

6 See Peter Wagner. “Der mozarabische Kirchengesang
und seine Uberlieferung”. In Gesammelte Aufsitze zur
Kulturgeschichte Spaniens. Miinster: Aschendorff, 1928.
Vol. 1: 102-141 (Spanische Forschungen der Gérresge-
sellschaft: 1); idem. “Untersuchungen zu den Gesangstex-
ten...”. Op. cit. Vol. 2: 67-113; Don M. Randel. An Index
to the Chant of the Mozarabic Rite. Princeton, New Jersey:
Princeton University Press, 1973; idem. The Responsorial
Psalm Tones... Op. cit.

¢ Based on the morphology of the notation and the work-
manship of the manuscript itself, we can distinguish be-
tween examples from culturally dominant centers and
those that come from peripheral centers. As Vivancos de-
monstrated in the case of the different phases of the Silos
scriptorium, the specific position of the copying center and
its economic and political situation are essential factors
that condition the material workmanship of the codices.
Compare two contemporary codices: Silos, AM, Cod. 4,
from San Prudencio de Monte Laturce, and Silos, AM,
Cod. 5, from an unknown center in Rioja. See Miguel C.
Vivancos. Op. cit., 62-67.

We can also separate different manuscripts according to
the person/destination for whom/which they were copied,
with the royal codices—for example, Santiago de Compos-
tela, BXU, ms. 609 (Res. 1)—at the top of the ladder and

copies made for small rural churches at the bottom.

% Grégoire M. Sunyol’s theory as to the three phases of
Visigothic notation and the greater age of the Toledo tradi-
tion over that of the northern Peninsula has therefore been

ruled out. See idem. Op. cit., 317 and subsq., 331-352.

% On an archetype common to both types of notation,
north and south, of Carolingian origin (Levy) and on the
influence of the Arabic element on the ductus of the southern
notation (Stiblein), see Kenneth Levy. Op. cit. Vol. 1: 6;
see also Bruno Stiblein. Op. cit., 34 and 214.

7% The term “Catalonian”, which, as I have already said,
is not entirely accurate historically, has been accepted as
a technical term and was coined by Maur Sablayrolles in
1906: “Un viatge a través dels manuscrits gregorians espa-
nyols”. Revista Musical Catalana-Butlleti de ['Orfed Catali
3 (1906): 91, 131, 149, 177, 200, 221; 4 (1907): 4, 23,
48, 116, 139, 161, 208, 231; 5 (1908): 4, 203, 227; 6
(1909): 9, 95, 132, 172; Grégoire M. Sunyol. Op. cit.; Jo-
siane Mas. “La notation catalane”. Op. cit., 11-30. Jaume
Moll Roqueta. “Per una tipologia...”. Op. cit., 9-22. The
geography of this notational system comprises the Catalo-
nian bishoprics and counties of Vic, Barcelona, Manresa,
Girona, and Urgell, as well as the area of Andorra and
trans-Pyrenean Catalonia: Arles sur Tech, Elna, Vallespir.
In other words, its origin is limited to the area of Nar-
bonne, from where the two oldest examples with Cat Cata-
lonian alan notation come: Paris, BNF, Lat. 1796 and 933
(which have not been included in this study due to the
Bibliothéque Nationale de France’s refusal to grant per-
mission to reproduce them). On trans-Pyrenean Catalo-
nia, see Anscari M. Mundé. “Moissac, Cluny...”. Op. cit.,
551-570 and in Moissac et ['occident... Op. cit. The first list
of Catalonian sources from the 10 to the 13" centuries
was produced by Higinio Anglés. Op. cit., 134-180. For a
complete list, see Joaquim Garrigosa i Massana. Op. cit.

7! It has not been possible to determine the folio, given the
impossibility of consulting the original.

72 See p. 192.

7 On the possible common origin of Catalonian and
Visigothic notations in what is known as accent notation,
see Anscari M. Mundé. “Un fragment molt antic...”. Op.
cit. Vol. 3: 188 (corroborated by Huglo in a quote from the
article). On the possible phenomena of contact from the
comparative inventory of graphic signs and the study of its
mutations, see the synthesis by Josiane Mas. “La notation
catalane”. Op. cit. 28. Garrigosa offers a corresponding
comprehensive view of all of the formal elements that cha-
racterize this evolution; see Joaquim Garrigosa i Massana.

Op. cit., 347-366.

In chronological order, the main representatives of the Cata-
lonian notation are: Barcelona, UAB, ms. 33/10, 10* century



in.-med.; Copenhagen, Universitetsbibliotek 1927, AM.
795, 4", 10™ century; Solsona, Archivo diocesano, Frag.
19, 10% century med.; Montserrat, Archivo de la Abadia
de Montserrat, Parchments of Bages, no. 9, year 949; Vic,
ABEYV, Frag. VIII/23, 10" century med.; Vic, ABEV, Frag.
/6, 10" century med.; Vic, ABEV, ms. 122/1-2, 10" cen-
tury med.; Vic, ABEV, ms. 66, year 1038; Montserrat, Ar-
chivo de la Abadia de Montserrat, Parchments of Bages,
no. 1.102, year 982; Lleida, AC, Roda 16, 11* century in.;
Barcelona, ACA, Ripoll 59, 11™ century in.; Barcelona,
ACA, Ripoll 74, 11* century in.; Vic, ABEV, ms. 66, 11*
century in.; Barcelona, ACA, Ripoll 74, 11" century; An-
tiphonary for Matins of Le Tech, Paris, BNE Lat. 14301,
11" century med.; Copenhagen, Det Kongelige Bibliotek,
Ny Kgl., 1794, 11 century; Vic, ABEV, ms. 103, 11* cen-
tury ex.; Paris, BNE Lat. 5304, 11* century med.; Barce-
lona, ACA, Frag. 86, 12 century in.; Girona, AD, ms. 45,
12 century in.; Barcelona, BC, ms. 1805, to 12" century
med.-ex.; Paris, BNE Lat. 891, 12 century ex.; Barcelona,
ACA, Frag. 35 bis, 12 century med.; Vic, ABEV, Frag.
V/2,12% century med.; Ripoll, AHC, ms. 2, olim A. 4, 12
century ex. In Emilio Casares Rodicio, et al. Diccionario
de la miisica espariola e hispanoamericana. Madrid: SGAE,
2000, erroneously cites Vic, ABEV, ms. 61, a book of ser-
mons from the end of the 14" century.

74 Studied by Anscari M. Mundé. lbidem. Vol. 3: 173-191.

7> On the dating of the Antiphonary of Ledn, see the article
by Diaz y Diaz in this work, pp. 93. The Parisian fragments
of the Antiphonary of Silos were dated by Gros around the
9% century ex. to the 10" century in. See Miquel S. Gros.
“Les fragments parisiens de I'antiphonaire de Silos”. Re-
vue Bénédictine 74 (1964): 324-333. See also Louis Brou.
“Notes de paléographie musicale mozarabe”. Anuario Mu-

sical 10 (1955): 23.

76 Barcelona (ACA, parch. Guifred I, 12), year 904; Bar-
celona (ACA, Frag. 1), 10" century in.; Barcelona (BC,
ms. 2101), 10 century in.; Barcelona (BU, ms. 602), 10
century in.; Barcelona, ACA, Frag. 1, olim Codex Varia
VIII), 10 century in. (Catalonian in campo aperto) and
Montserrat Montserrat, Archivo de la Abadia de Montse-
rrat, Parchments of Bages, no. 215, 10* century ex. (Cata-
lonian in campo aperto). We give the datings corresponding
to the notation; the manuscript from which they are taken
may precede the insertion of this notation. The selection
is based on the groups gathered by Anscari M. Mundé.
“Un fragment molt antic...”. Op. cit. Vol. 3: 188-190; and
Joaquim Garrigosa i Massana. Op. cit., 310-347.

77 See Joaquim Garrigosa i Massana. fbidem, 156; Alexan-
dre Olivar. “Serie de benedictiones lectionum en el Cod.
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Montserratensis 72”. Ephemerides Liturgicae 62 (1948):
230-234; and Higini Anglés. Op. cit. 140.

78 In this regard, see Manuel Riu y Riu. “Lesglesia cata-
lana al segle x”. In Symposium Internacional sobre els Ori-
gens de Catalunya (segles viir-xi). Barcelona: Generalitat
de Catalufa, 1991-1992. Vol. 1: 161-189; Miquel S.
Gros. “Los ritos de la Tarraconense y Narbona” (intro-
duction to the catalog of José Janini. Manuscritos litir-
gicos... Op. cit. Vol. 2: 7-17; idem. “El ordo romano-
hispdnico de Narbona para la consagracién de iglesias”.
Hispania Sacra 19, no. 38 (1966): 321-401; and Josiane
Mas. “La tradition musicale en Septimanie...”. Op. cit.,

269-286.

7 An example of this can be seen in the breviary of
uncertain provenance, London, BL, Add. ms. 30849,
where the script is Visigothic throughout, with Carolin-
gian influences, whereas the notation is Aquitainian on
drypoint line, proof that the Spanish copyist was in the
process of learning the recently introduced Carolingian
script.

80 See Michel Huglo. “La Pénétration des manuscrits aqui-
tains en Espagne”. Revista de Musicologia 8, no. 2 (1985):
255.

81 A detai