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Abstract

Most medieval English polyphonic music is considered to have been
created apart from political circumstances. This study focuses on
1ssues of nationalism in music, from the definition of Englishness

itself to the veneration of patron saints. The liturgical and

hagiographical references found in motets in honour of figures such

as St Edward the Confessor, Simon de Montfort, St Katherine of
Alexandria and St Edburga of Pershore reveal their composers to
have been aware of regional and national 1ssues in the political life of
the wider realm. Monophonic and polyphonic works also helped to
forge the idea of an English identity, one that was both patnarchal '
and Christian, and the second part of this study addresses music
relating to women and to Jews. The period selected, from the last part
of the reign of Henry III to the abdication of Richard II, allows
observations to be made about the changing shape of regionalist and
nattonalist patronage during this period, in the years preceding the

formidable impact of the cult of St George in the fifteenth century.
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Music and Sanctity in England, ¢.1260 — 1400

Chapter 1

Introduction

The Office for the Translation of St Thomas of Canterbury, written in

the early part of the thirteenth century, claimed that natives of

England shared a special place in God’s creation, a status that was

central to Thomas’s own holiness:;

Let all the English people exult in the Lord, since the
heavenly King particularly distinguished this people above all
others when he forechose from it a man without spot, 1n order
to make one of the English, set among the angels, an

intercessor for the people’s salvation.'

The English may not have been alone in considering themselves as
God’s chosen people during the Middle Ages, but the effects of this
prevailing view were felt in every artistic field from liturgical prose
to the visual arts. The concept of sanctity is defined by the holiness of

an individual’s life, but the precise grounds for canonisation were

' Lesson 7 of the Office of the translation of St Thomas of Canterbury; Sherry
Reames (2000): ‘Liturgical Offices for the Cult of St. Thomas Becket.” In Thomas

Head ed., Medieval Hagiography: An Anthology, 561-93. New York and London:
Garland, cited from pages 585-6.
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ambiguous in this period.® It was believed that a person could be

elevated toward the status of the divine through a life of pious works;

posthumous miracles performed at the tomb of the individual were
considered additional proof of sanctity, but they were not an essential
element of it. By the later Middle Ages, many of the ancestors of the
English ruling and religious classes had been canonised; for this class
of society, beatification was not considered out of reach. The
evidence lay in the abundance of Anglo-Saxon royal saints,
particularly in comparison to the relatively rare canonisation of rulers
from the rest of Europe during the earlier Middle Ages. Anglo-Saxon
England had more royal saints than any other part of Europe, and the
cults of these saints had far more political consequence than their
continental counterparts.’

The thirteenth-century Legenda aurea, arguably the most

influential hagiographical collection of the later Middle Ages,

recorded Pope Gregory I's famous comparison between the English

people and angels:

Another day, when Gregory was walking through the

marketplace in Rome, he noticed a group of young men,

? Jennifer R. Bray (1984): ‘Concepts of Sainthood in Fourteenth-Century England.’
Bulletin of the John Rylands Library, Manchester 66/2, 40-77; Aviad M. Kleinberg
(1989): ‘Proving Sanctity: Selection and Authentication of Saints in the Later
Middle Ages.’ Viator 20, 183-205,

? Gabor Klaniczay (2002): Holy Rulers and Blessed Princesses: Dynastic Cults in

Medieval Central Europe. Trans. Eva Palmai. Cambridge: Cambridge University
Press, 78.
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handsome in form and features, whose blond hair attracted

admiring attention. They were slaves and were being sold.

Gregory asked the trader where they came from, and he
answered: ‘From Britain, where all the inhabitants have the
same fair skin and blond hair as these do.” Gregory asked if
they were Christians, and the merchant replied: “No, they are
benighted pagans.” Gregory groaned sadly and said: ‘What a
pity, that the prince of darkness should possess these radiant
faces!” He then asked the name of that people and was told
that they were called Angles. ‘And well named!’ he said, “The
name sounds like Angels and their faces are angelic.”
(GL: 172)
This play-on-words suited the English imagination very well, the
point of the story being that the angelic looks that exemplified the
country’s men and women were matched, by this later period, by
their Christian faith. Later adaptations in English texts such as the
South English Legendary delighted in reproducing the details of this
episode (SEL: 81-4, lines 18-98). For the English, heaven was a

reflection of their terrestrial existence, since it contained choirs of

angels cast in their own image.

Sacred music produced and sung in England during the late

thirteenth and fourteenth centuries was typically in honour of one

saint (e.g. St Augustine) or group of holy figures (e.g. the Apostles).
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A significant number of pieces of music were written in honour of
the Virgin Mary. The most prominent polyphonic genre was the
motet, in which one or more poetic texts were sung over a plainsong
tenor, often taken from the chant melody of a related liturgical feast.
Most motet texts were freely composed, and drew on a rich tradition
of Biblical and hagiographical material. English composers seem to
have enjoyed composing motets in honour of saints with a local,
regional or national significance. The reasons for this culture form
the central point of investigation in this study, because, as Katherine
Lew1s has argued:

The value of studying a saint’s cult lies not only in what it can

tell us about the beliefs and practices associated with the

veneration of the saint, but in the light 1t sheds on a whole

range of matters pertaining to the society in which the cuit

flourishes.*

* Katherine J. Lewis (1996): ““Rule of lyf alle folk to sewe:” Lay Responses to the

Cult of St Katherine of Alexandria in Late-Medieval England, 1300 - 1530.” DPhil
thesis: University of York, 5.
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Review of the sources and secondary literature

Frank Harrison’s Music in Medieval Britain, published nearly fifty
years ago, remains a classic text for anyone seeking to understand the
music cultivated in the British Isles during this complex and
challenging period of musical history.” His work on newly discovered
manuscripts containing polyphony, and the liturgical function of
individual pieces and genres, continues to provide material for those
working on this repertory.® In his detailed and provocative
introduction to the facsimile volume of manuscripts of fourteenth-
century English music, Harrison reinforced his view that liturgical
function was the chief manner by which different genres could be
distinguished in English polyphony.’ Margaret Bent challenged
Harrison’s unwillingness to classify pieces as ‘motets’ until their

liturgical cantus firmus was identified, or unless they consisted of
two or more texted parts.” She noted that English composers seem to
have considered the choice of a liturgically-appropriate tenor as only
one of many possible starting points for the construction of

polyphonic works (Bent, 1992: 117). Bent’s broader and more

* Frank Harrison (1958): Music in Medieval Britain. London: Routledge and Kegan
Paul.
® Frank Harrison (1967): ‘Ars Nova in England: A New Source.” MD 21, 67-85.

? Frank Harrison and Roger Wibberley eds. (1981): English Polyphonic Music of

the Late Thirteenth and Early Fourteenth Centuries. EECM 26. London: Stainer
and Bell, xwvii.
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inclusive definition, ‘a piece of music in several parts with words’,
might, on the one hand, lead to a large number of hitherto ‘separate’
genres being included under the ‘motet’ umbrella (the cantilena, for

example), but it moves away from the tendency to measure English
genres against the ‘standards’ of French compositions (Bent, 1992:
114).

Harrison’s use of phrases such as ‘votive antiphon’
(composed in honour of a specific saint, or performed ona
designated feast day of the church calendar) have endured, and
perhaps been strengthened, by new discoveries and interpretations of
the sources. Harrison offered a convincing model by which sacred
music could be understood by identifying its specific religious rtual
context.” Yet Harrison’s liturgical bias was restricted in many ways
by his view of polyphony as an accretion to services, an ‘additional
element in ceremonial, and as a further means of festive adornment
and elaboration of the ritual’ (1958: 104). For Harrison, and many

others, polyphonic music was typical of pre-Reformation Catholic

largesse, which sought always to decorate the ‘authentic’ religious

® Margaret Bent (1992): ‘The Late-Medieval Motet.” In Tess Knighton and David
Fallows eds., Companion to Medieval and Renaissance Music, 114-9. London;
Dent and Songs Ltd, 117.

? This view was strengthened for the author by his research regarding Aosta,
Seminary Library, MS 9-E-19 (olim MS 4), described in Frank Harrison (1965):
‘Benedicamus, Conductus, Carol: A Newly-Discovered Source.” AM 37, 35-48.
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ritual with a gold trim."® The idea that polyphony had been created as
little more than an additive part of the basic chant prevailed in
Harrison’s writing. It can be seen in his distinction between the
‘established plainsong’, viewed as a timeless and unchanging
monument, and polyphony which, rather than being an ‘integral part
of the Christian liturgies from the beginning of history’ functioned
only to ‘lend ceremonial distinction to the performance of the
established plainsong’ (1958: 104). Sanders was also of the opinion

that polyphony functioned in this manner. His detailed examination

of the European motet through its early history considered voices
added to Gregorian chant from the twelfth century onward as
‘embellishments’ (Sanders, 1973: 497). Roger Bowers has also
highlighted the ephemeral nature of composed, polyphonic settings in
the fifteenth century:

There were no classics, no established repertory pieces. . . .
As a creative artist contributing to the worship of God [the

composer’s] offering was on a level comparable with that of
the parish ladies who arrange flowers on Chnistmas Eve —-a

genuine contribution to the overall effect, pretty while it lasts,

'* Emest Sanders (1973): *The Medieval Motet.” In Wulf Arlt ed., Gattungen der
Musik in Einzeldarstellung: Gedenkschrift Leo Schrade, 497-573. Berne: Franke
Verlag.
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but not destined for more than immediate use, and therefore

of only limited value and esteem."’

This was contrasted with the artistic contributions made by painters,
architects, poets and book illuminators, whose works Bowers

considered as major art forms because of their permanence or
because their producers were engaged in creating them full time

(Bowers, 1981: 13-14). Again, this was 1n opposition to the ‘staple

fare’ of plainsong (Bowers, 1981: 11).

One of the purposes of this study 1s to redress this limited
picture of music in medieval England. I will show how some
monophonic and polyphonic music could be viewed as both constant
and adaptable, through particular, though not exclusive, focus on the
motet, a genre that was in itself a combination of the old (in 1ts
common employment of a liturgical melody as cantus firmus, and

textual troping of literary models) and new (specially-composed

upper melodies, poetic elements, and so forth).'? ‘Established’

' Roger Bowers (1981): ‘Obligation, Agency, and Laissez-faire: The Promotion of
Polyphonic Composition for the Church in Fifteenth-Century England.’ In lain
Fenlon ed., Music in Medieval and Early Modern Europe, 1-19. Cambridge:
Cambridge University Press, 13. In the Ashgate reprint of this article, Bowers
explained that his article’s ‘somewhat negative tone arises from the fact that I was
endeavouring to show that whatever may have been the function of the church as
patron (strictly interpreted) on the Western European mainland, in England its role

was not at all strong.” Roger Bowers (1999a): English Church Polyphony: Singers
and Sources from the 14" to the 17" Century. Variorum Collected Studies Series.
Aldershot: Ashgate, Commentary and Corrigenda, 11.

2 The combination of old and new in French motets has been discussed by Dolores
Pesce in (1997a): ‘Beyond Glossing: The Old Made New in Mout me fu grief /

Robin m'aime / Portare.’ In Dolores Pesce ed., Hearing the Motet: Essays on the

Motet of the Middle Ages and the Renaissance, 28-51. New York and Oxford:
Oxford University Press.
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plainchant could in this way be given a new liturgical space, even a
new function."’ The text(s) of a motet often drew on imagery taken

from much older saints’ lives and other liturgical or religious
traditions. Pesce has described the three-part French motet as ‘a rich
interaction of various strains, new and old, to create a distinctly
integrated sounding complex’ (1997a: 29). Such strains were musical
and textual, and this combination of old and new elements gave both

authenticity and special status to the motet, arguably the most
important vehicle for the praise of holy historical figures from the
thirteenth to the end of the fourteenth century. As Theilman has
argued, ‘saints had splendid potential as political symbols in the
Middle Ages’, and votive musical genres could play a part in political

discourse both openly and with remarkable subtlety (Theilman, 1990:
242-3).1

The chronological limits of the present study extend from the
1260s, when Henry III’s rebuilding of Westminster Abbey was 1n its
final stages, to approximately the end of the Plantagenet dynasty. By
1400, polyphonic music had become widespread across England,

though that is not to say it had become overwhelmingly popular. The

'3 Articles that discuss elements of intertextuality include Margaret Bent (1997):
‘Polyphony of Texts and Music in the Fourteenth-Century Motet: Tribum que non
abhorruit / Quoniam secta latronum / Merito hec patimur and its “Quotations.”” In

Dolores Pesce ed. (1997): Hearing the Motet: Essays on the Motet of the Middle

Ages and the Renaissance, 82-103. New York and Oxford: Oxford University
Press.

e Jo‘hn M. Theilman (1990): ‘Political Canonization and Political Symbolism in
Medieval England.’ Journal of British Studies 29/3, 241-66.
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Lollards objected to the vanity involved in singing complex
polyphony, and the more austere monastic groups clearly disapproved

of it (at least 1n principle).” Even by the end of this period, the main
musical diet in churches, abbeys and collegiate chapels would have

been plainchant and other monophonic items. Fragments of the

polyphonic repertory have been associated with institutions from the
largest Benedictine houses and royal chapels to individual prnivate

owners, and on every level in between.'® The surviving evidence
mainly consists of leaves of music manuscripts that had previously
formed part of larger collections. A few musical items are found as
additions within non-musical documents. It would have been the
more modest sources, such as parchment rolls and unbound

gatherings, that would have been more vulnerable to damage and

loss. During the sixteenth century, the largest and most impressive

'3 The Cistercians are generally accepted as having been opposed to polyphonic
singing, though there is growing evidence that they too copied and performed it
even in the early part of the thirteenth century; see Mary Berry and Franklyn
Gellnick (2001): ‘Cistercian Monks.” New Grove 2™ Edition 5, 869-70. The
Gilbertines sought to live more austerely than the Cistercians, banning singing from
services entirely; Rose Graham (1901): Saint Gilbert of Sempringham and the
Gilbertines: A History of the Only English Monastic Order. London: Eliot Stock,
74. See also Brian Golding (1995): Gilbert of Sempringham and the Gilbertine
Order c.1130-c.1300. Oxford: Clarendon Press. Early efforts to prohibit music may
have had a limited effect. For Lollard attitudes to music, see Bruce W. Holsinger
(1999): ‘The Vision of Music in A Lollard Flonlegium: Cantus in the Middle English
Rosarium Theologie (Cambridge, Gonville and Caius College MS 354/581)." PMM
8/2, 95-106; Roger Bowers (1983): ‘The Performing Ensemble for English Church
Polyphony, ¢.1320 - ¢.1390.” In Stanley Boorman ed., Studies in the Performance
of Late Medieval Music, 161-92. Cambnidge: Cambridge University Press. The

motet Are post libamina / Nunc surgunt in populo by Mayshuet that appears in the
Old Hall Manuscript also criticised the vanity of singers.

' See Andrew Wathey (1988): ‘Lost Books of Polyphony in England: A List to
1500.” RMARC 21, 1-20. "
 UNIVERSITY

M YORK
! {IRRARY
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volumes would have made easy targets for the reformers. Lefferts has

suggested that,

By an ironic twist of fate, the materials at our disposal today

are almost without exception the refuse from books already

discarded in the 14" and 15" centuries and only preserved as
a by-product of bookbinding at such active scriptoria as the
one at Worcester. If a book of polyphonic music escaped the
consequences of the stylistic or generic obsolescence of its
contents, then it was probably lost during the destruction or

dispersal of monastic libraries at the Dissolution, or in later

Protestant purges."

Fourteenth-century England has done fairly badly in comparison to
other periods of history with regard to musicological research. A
century dominated in the literature by the musical and literary

personalities of Guillaume de Machaut, Philippe de Vitry and

Francesco Landini has left little room for the stubbornly anonymous

'" Peter M. Lefferts (1983): ‘The Motet in England in the Fourteenth Century.’
Ph.D thesis: Columbia University, 17.
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English repertory to assert itself.'® Lefferts’ book The Motet in

England in the Fourteenth Century, the publication of his doctoral

dissertation of the same name (minus the music transcriptions that

had formed the appendix), gave the English motet repertoire specific

attention for the first time in years.'” Lefferts® work included fairly
traditional studies of genre, notation and text. In a similar vein were

many of the studies of individual pieces and groups of pieces at the

1994 conference On Hearing the Motet, a forum that stimulated the
publication of several papers in the important book Hearing the
Motet (1997).%° Michael Noone drew attention to the lack of newer

methodologies in motet studies in his report of the conference:

Indeed, if there is something about the motet repertory . . .

which resists the scrutiny of approaches derived from literary,

'® The one composer of the period before the Old Hall Manuscript with whom a
specific composition can be associated is J. Alanus, who may in any case have
worked on the continent. Alanus’ motet Sub Arturo [or Arcturo] plebs is edited in
Margaret Bent ed. (1977): Two 14”-Century Motets in Praise of Music. Newton
Abbot: Antico Edition; Roger Bowers (1990): ‘Fixed Points in the Chronology of
English Fourteenth-Century Polyphony.” ML 71, 313-5. Musicians’ motets from the
fourteenth and early-fifteenth centuries name several singers, but few of these have
been associated with a specific choir or surviving oeuvre; Brian Trowell (1957): ‘A
Fourteenth-Century Ceremonial Motet and its Composer.” AM 29, 65-75; Margaret
Bent (1973): ‘The Transmission of English Music 1300-1500: Some Aspects of
Repertory and Presentation.’ In H. Eggebrecht and Max Litolf eds., Studien zur
Tradition in Der Musik: Kurt von Fischer zum 60. Geburtstag, 65-83. Munich:
Katzbichler; Bowers (1990) and the commentary and corrigenda in Bowers (1999a:
9-10). Machaut has been the subject of several monographs, notably Gilbert Reaney
(1971): Guillaume de Machaut. London: Oxford University Press; Daniel Leech-
Wilkinson (1990): Machaut's Mass: An Introduction. Oxford: Clarendon Press:
Anne Walters Robertson (2002): Guillaume de Machaut and Reims: Context and
Meaning in his Musical Works. Cambridge: Cambridge University Press.

"? Peter Lefferts (1986): The Motet in England in the Fourteenth Century.
Michigan: Ann Arbor.
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feminist and gender theories, it would be very interesting to

know why.

(Noone, 1994: 710)
More recent publications relating to the motet in later periods or on
the continent have responded to this, though there is potentially a vast
amount of work to be done, especially on English repertory.*'
The ‘English’ volumes of PMFC characterise, in many ways,

the relative position of the English repertory in modern perception.
Sandwiched between the large corpus of French and Italian pieces,
volumes 14 — 17 cannot boast collections of works by any
identifiable composer. The ‘French’ volumes, 1 -5 and 18 — 23D,
include the polyphonic pieces from the Roman de Fauvel as well as
music by Guillaume de Machaut and Philippe de Vitry. Volumes 14 -

17 are loosely divided into English Music of the Thirteenth and Early

Fourteenth Century (volume 14), Motets of English Provenance
(volume 15) and English Music for Mass and Offices and Music for
Other Ceremonies (divided between volumes 16 and 17). Peter

Lefferts counted that within the English motet repertoire, there are

2% For a report of this conference, see Michael Noone (1994): ‘Conference: On
Hearing the Motet.' EM 22/4, 709-10. Dolores Pesce ed. (1997): Hearing the

Motet: Essays on the Motet of the Middle Ages and the Renaissance. New York
and Oxford: Oxford University Press.

*! The work of Judith Peraino on French repertoire crosses several disciplines and
compares monophonic motets and motets with refrains with the sampling techniques
of popular music; Judith A. Peraino (2001): ‘Monophonic Motets: Sampling and
Grafting in the Middle Ages.” MQ 85/4, 644-80. It may be that further application of

the methodologies of popular musicology will prove helpful to studies of English
motets in the future, though this will not be a focus here.
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about 45 complete pieces, but approximately 535 fragments.** Many
of the fragmentary pieces were excluded from PMFC, to the extent
that the English volumes do not reflect the quantity or range of music

found in surviving sources.>> Some pieces of probable continental

origin found in English sources are transcribed only in the volumes of

continental pieces, and vice versa. Combined with these factors, the
editorial ordering by genre and then by source in volumes 14 — 17 1s

unhelpful, as it does not give an accurate idea of the size or contents

of any one collection. Nor has this edition attracted much attention

%2 Peter M. Lefferts (1979): ‘The Motet in England in the Fourteenth Century.” CM

28, 55-75, cited from page 56. Lefferts defined English motets via the continental
model of the late thirteenth century, as ‘a composition a3 with two upper voices,

each having its own text, over a tenor cantus firmus’, adding the categories of
English ‘motets’ based on a pes, or over a pair of voices with tenor function (1986:
3-4). He considered pieces written using rondellus techniques to be a type of
conductus, and troped chant settings as another separate category (1986: 4). In his
study of motets, he distinguished them from conductus and rondellus items, but did
not apply or accept Harrison’s categories of free and cantus firmus settings as
separate genres (1986: 12-13). Lefferts also described how, in England, distinctions

between genres were blurred (1986: 4-8). Bent’s opinion, that ‘evidence suggests

that genre boundaries were broader than we have allowed them to become’, echoes
Lefferts’ conclusions (Bent, 1992: 118).

* Lefferts made transcriptions of the fragmentary motets in his thesis (1983).
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from performers; the repertory of English polyphony, and in
particular the Mass Ordinary music, remains largely unrecorded.**

The reasons for the neglect of fourteenth-century English
music are plentiful. It has become commonplace to mourn the
paucity of surviving material; Sanders referred to thirteenth-century

English music as being represented by pitiful scraps and fragments’
(Sanders, 1973: 538). Sources are indeed fragmentary; not one

choirbook remains intact from the period, and the Old Hall

manuscript, from the early part of the fifteenth century, is the earliest

?* A notable example is Christopher Page and Gothic Voices’ 1999 recording
Masters of the Rolls: Music by English Composers of the Fourteenth Century.
Hyperion CDA67098, which includes motets and plainsong. The Hilliard Ensemble
have also produced a disc entitled Medieval English Music: Anonymes des XIVe et
XVe siécles, Harmonia Mundi (1983) HMA 1901106. This includes eight pieces of
fourteenth-century English music, all polyphonic, seven of which are not on Page’s
disc (the exception being Singularis laudis digna). A further recording of Gothic
Voices performing Singularis laudis digna can be found on Christopher Page dir.
(1987): The Service of Venus and Mars: Music for the Knights of the Garter, 1340
— 1440. Hyperion CDA66238. Anonymous 4 have made two compact discs of this
repertory: (1992): An English Ladymass: 13”- and 14"-century chant and
polyphony in honor of the Virgin Mary. Harmonia Mundi HMU 907080; and
(1998): A Lammas Ladymass: 13™- and 1 J'h-cemury English chant and polyphony.
Harmonia Mundi HMU 907222. Trio Mediaeval include English pieces on their CD
Words of the Angel. ECM (2002) 1753-2. '
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substantial collection of English polyphony.*> The call for a thorough
re-examination of the manuscript sources made by Peter Lefferts has
been relatively difficult owing to the geographical spread of the

remaining fragments (1986: 216).%° Though the majority are housed

in the British Library, Oxford or Cambridge, others are in locations as
disparate as Aberystwyth, Norwich, Berkeley Castle, Paris and

Washington, as well as in several private collections. Until recently,

the sheer financial implications of such a study have dissuaded

anyone from undertaking it.

The two published facsimile volumes of fourteenth-century
English sources are inadequate for a palacographical survey of their
contents to be grounded in any sort of reliability.*’ Differing editorial
procedures have resulted in many manuscripts, or parts of

manuscripts, not being published in these collections. Peter Lefterts

has noted that ‘the editors neither define the corpus from which they

23 peter Lefferts has remarked that this is despite the similar survival rate of
polyphony in England, France and Italy (1986: xv). Lefferts has elsewhere suggested
that Cgc 512/543, is in itself a ‘complete collection’, though this is on the grounds
that the pieces of music were, in his opinion, copied into blank spaces in a
commonplace book’; (1984): ‘Text and Context in the Fourteenth-Century English
Motet.’ L'ars nova italiana del trecento 6, 169-92, especially 178. The thirteenth-
century Scottish source, W1, largely comprises music whose origins are probably
French, though it does contain a corpus of ‘insular’ repertory which has been
described by Losseff, Edwards and others as including pieces by English, and
perhaps Scottish, composers; Nicky Losseff (1994): The Best Concords: Polyphonic
Mousic in Thirteenth-Century Britain. New York: Garland; Warwick Edwards
(2000): ‘Polyphony in Thirteenth-Century Scotland.’ In Sally Harper ed., Isobel
Woods Preece, ‘Our Awin Scottis Use': Music in the Scottish Church up to 1603,
225-71. Glasgow: Universities of Glasgow and Aberdeen.

%6 Lefferts own work from original manuscripts was concentrated into the summers
of 1979 and 1980 (Lefferts, 1986: xwi1).
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have selected nor describe their criteria for selection’ (1983: 83). For

EECM 26, the main archival centres provided sources for

photographic capture; the final section of the volume comprises
images of manuscripts from ‘other places’ and those that contain
concordant repertory.*® This reinforces the hegemonic position of the
southeast of England in the view of English music, and does not take
into account the original provenance of such sources that probably
spread across the length and breadth of the country. The manuscrnpt

images were all altered in size to fit the quarto volume, and without

original measurements or any guide to scale, even the relative basic
dimensions of sources are impossible to compare.”” What appears to
be a similar layout in two manuscripts frequently bears little
resemblance to reality, a problem compounded by the black and
white reproduction (though colour may have been prohibitive).

Summers’ facsimile volume, also in black and white, contains only
the ‘three-voice music notated in score format’ (1983: 13); the
omission of four sources of this type from his collection means that 1t

is not a complete representation of this practice.’® The photographic

27 william Summers (1983): English Fourteenth-Century Polyphony: Facsimile

Edition of Sources Notated in Score. Minchener Editionen zur Musikgeschichte, 4.
Tutzing: Hans Schneider.

** The ‘other places’ are Durham, Gloucester, Westminster Abbey, New York,
Public Record Office (London), Norwich and Taunton; ‘concordant manuscripts’
from Cambridge, Oxford, Princeton and York Minster.

#> ¢ According to Wibberley . . . the publisher trimmed off a marginal scale that was
photographed with each source in EECM 26°; Peter M. Lefferts (1988): ‘Facsimiles
of Fourteenth-Century English Polyphony.” RMARC 21, 83-96, 90.

* Cfw 47-1980 (olim 34-3); Ob D.3; STs 2, WOc 68 (Summers, 1983: 13).
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quality of his edition is, in general, poorer than that of EECM 26

(though this is far from adequate at times), even when reproducing
images of the same original source. The published facsimiles are

often less satisfactory than the (stock) photographs from which they

were taken. More frustrating is Summers’ selection of sources, 20 of
the 33 of which are only provided in part, and some of which are

generally agreed to have been copied in the thirteenth or fifteenth

centuries.’’ Neither volume is comprehensive, nor can one rely on the
accuracy of the additional information in the prefatory commentanes,
since both are riddled with errors and omissions.

Other images have been published as plates to articles, books,

catalogues and critical editions relating to newly-discovered sources

! Peter Lefferts discussed this problem in his review of the two volumes. He

suggested that some included sources are either ‘too early’ or ‘too late’ in the views
of the most recent scholarship (Lefferts, 1988: 83-95).
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or the larger collections of fragments.>* For close manuscript

examinations, these publications have recently been surpassed, for

scholars, by the high-quality images taken by the Digital Image
Archive of Medieval Music research proj ect.”” The digital capture of

these images makes it possible to clean them up, in the virtual sense;
this is a long term aim of the project. It is also possible to compare
the notational details of documents preserved hundreds of miles
apart, without regard for library opening hours, or fearing damage to

the manuscripts themselves.

32 peter Lefferts and Margaret Bent comp. (1982): “New Sources of English
Thirteenth- and Fourteenth-Century Polyphony.” EMH 2, 273-362; Roger Bowers
and Andrew Wathey comp. (1983): ‘New Sources of English Fourteenth- and
Fifteenth-Century Polyphony.” EMH 3, 123-173. Margaret Bent (1937): The
Fountains Fragments. Clarabricken: Boethius Press; Andrew Wathey (1993):
Manuscripts of Polyphonic Music. Supplement 1 to RISM BIV 1-2, The British
Isles, 1100-1400. Miinchen-Duisburg: G. Henle Verlag; Harry Ellis Wooldridge and
H. V. Hughes eds. (1897-1913, repr. 1976): Early English Harmony from the 1 1"
to the 15™ Century. 2 vols. London: Bernard Quaritch (vol. 1) London: PMMS,
repr. New York: AMS Press; Margaret Bent (1968b): ‘New and Little-Known
Fragments of English Medieval Polyphony.’ JAMS 21, 137-56, Dom Anselm
Hughes (1928, repr. 1971): Worcester Mediaeval Harmony of the Thirteenth and
Fourteenth Centuries. PMMS. Worcester: Phillips and Probert, repr. Hildesheim:
Georg Olms Verlag; Isobel Woods Preece (2000): ‘W3: Some Fragments of
Fourteenth-Century Scottish Polyphony.’ In Sally Harper ed., Isobel Woods Preece,
‘Our Awin Scottis Use': Music in the Scottish Church up to 1603, 305-24.
Glasgow: Universities of Glasgow and Aberdeen; William Summers (1985):
‘Unknown and Unidentified English Polyphonic Music from the Fourteenth Century.
RMARC 19, 57-67, contains a facsimile of Ob C.34 /D.R.3*, f Bv; Denis Stevens
(1953): ‘Fourteenth-Century Polyphony in England: A New Source.” The Score 8,
26; Denis Stevens (1955): ‘A Recently Discovered English Source of the Fourteenth
Century.” MQ 41, 26-40.

*> The DIAMM project aims to obtain and archive high-resolution digital images of

all the existing fragments of medieval music. For more information, see the website
<http://www.diamm.ac.uk>. DIAMM is only accessible to registered, approved
users, who require a password to access low-resolution versions. High-resolution
images are not available to view on the web, but may be obtained, with permission,
from the individual libraries and owners of the manuscripts themselves (who retain
copyright of these images). None of the images may be printed, reproduced or
copied in any form without the permission of the owner of the manuscript.
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The historiography of fourteenth-century English music
reveals that this repertory has not been considered of particular

interest until fairly recently. Peter Lefferts has put this down to

several factors:
The vagaries of musicological scholarship . . . the lack of

sizeable integral manuscripts, the anonymity of English

composers, and the apparent diversity and obscurity of their

working environments.

(Lefferts, 1986: 1)

Historical factors have also contributed to the ongoing sidelining of
English repertory, some of which stem from long-standing prejudices
concerning the importance of English culture across history. From the
thirteenth century the culture of France, and specifically Paris,
dominated many artistic and political developments across Europe.
Through ‘its pivotal economic role, the power of its kings, and the
intellectual standing of its university’, Paris became ‘the unrivalled
focus of the whole of north-west Christendom’.>* The value attached
to all things emanating from France during the late thirteenth century

(its scholarship, its language, its music), overshadowed the

achievements of other cultures for centunes.

*R. A. Lodge (1?92): ‘Language Attitudes and Linguistic Norms in France and
England in the Thirteenth Century.’ In P. R. Coss and S. D. Lloyd eds., Thirteenth

Century England IV. Proceedings of the Newcastle Upon Tyne Conference, 1991,
73-84. Woodbndge: Boydell, 77.
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The beginning of the fifteenth century marked the beginning

of England’s adoption of its own vernacular as a language

approaching the status of French (Lodge, 1992: 78). The works of
Geoffrey Chaucer (c.1343 — 1400), in particular his Canterbury Tales
(begun around 1386 — 7), also belong to this period. The Old Hall
manuscript provides our first substantial near-complete codex, with
many composer attributions that have been linked to identifiable

figures working at court and religious establishments across the
country. John Dunstaple (d.1453), one of the first English composers
to whom a substantial oeuvre is attributed, was praised by wnters

such as Martin Le Franc, Hothby and Tinctoris.”” Dunstaple has been

credited for directly influencing continental composers such as Dufay

and Binchois (Fallows, 1982: 246). What has been less well explored

is the English musical language that influenced his working

method.”® Yet again, we are faced with a picture whereby the best

English ideas are used and perhaps, by implication, improved in the

hands of foreign masters.

3% Margaret Bent (1981): Dunstaple. London: Oxford University Press, 1; David
Fallows (1982): Dufay. London: J. M. Dent, 246.

*® See, for example, Thomas Brothers (1997): ‘Contenance Angloise and
Accidentals in Some Motets by Du Fay.” PMM 6/1, 21-51. David Fallows warns
against presuming a direct link between the music of composers such as Dunstaple
and Dufay (1982: 246). For discussion of the contenance angloise, see David
Fallows (1987): ‘The contenance angloise: English Influence on Continental
Composers of the Fifteenth Century.” Renaissance Studies 1, 189-208 (and
reproduced as chapter V in David Fallows (1996), Songs and Musicians in the
Fifteenth Century. Aldershot: Ashgate. See also Margaret Bent (forthcoming): ‘The

Musical Stanzas in Martin le Franc’s Le champion des dames. ’ In John Haines and
Randall Rosenfeld eds., Music and Medieval Manuscripts: Paleography and
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Like many other publications, Jeremy Yudkin’s Music in

Medieval Europe separated the fourteenth-century repertory into

‘The Fourteenth Century in France’ and ‘The Fourteenth Century 1n

Italy’.>” The three pages dedicated to ‘English Music’ in the chapter

that deals with the fifteenth century discuss only the Old Hall
manuscript, though Yudkin states at the beginning that
‘reconstruction of these [fourteenth-century English fragments] has
provided a picture of a lively and flourishing musical culture,
especially in the genre of the motet’ (Yudkin, 1989: 578). Most of the
fragmentary pieces of English motet repertory have yet to be
published in a modem edition.

This is not to say that musicologists have not studied the
repertory. There have been some wide-ranging studies, and several
scholars have written about primary sources in smaller publications
and articles. Luther Dittmer and Dom Anselm Hughes, for example,
published facsimiles and editions of the Worcester Fragments
between 1928 and 1959, since when more fragments have emerged.”’

Frank Harrison was responsible for bringing several manuscripts to

Performance. Aldershot: Ashgate. A copy of this was kindly provided for me by
Margaret Bent.

*7 Jeremy Yudkin (1989): Music in Medieval Europe. Englewood Cliffs, New
Jersey: Prentice Hall.

¥ Dom Anselm Hughes (1928, repr. 1971); Luther Dittmer (1957): Horcester
Fragments: A Catalogue Raisonné and Transcription. American Institute of

Musicology: Armen Carapetyan; Luther Dittmer (1959): Worcester Additional 68,
Westminster 33327, Madrid Bib. Nat.192. Brooklyn, New York: Institute of

Medieval Music. More recent studies include Losseff (1994: 146-56) and
descriptions of newly-discovered fragments in Wathey (1993) and Summers (1985).
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the attention of scholars in articles relating to Ars nova in England,
and pioneered much of the work on provenance and the liturgical use

of polyphony in Music in Medieval Britain and his introductions to
EECM 26 and the ‘English’ volumes of PMF C.* Margaret Bent’s

article, “The Transmission of English Music 1300 — 1500’, remains

the classic overview of the key sources (1973). Her work includes
important studies of English and continental repertoire, particularly

regarding collections such as the Fountains Fragments, her

reconstructed choirbook (formerly known as H6), and the Old Hall

Manuscript.*’

Andrew Wathey and Roger Bowers have each published on
topics relating to the performance and dissemination of late-medieval
English repertory. Bowers has looked in detail at the performing
ensembles attached to secular institutions that sang polyphony before

the Reformation, as well as music associated with Canterbury

Cathedral, Lincoln Minster and the Lady Chapel of Winchester

3 Harrison (1967; 1958); Harrison and Wibberley (1981); PMFC 14 - 17 (1979-
83).

% Regarding H6, see Margaret Bent (1974): ‘A Lost English Choirbook of the
Fifteenth Century.’ International Musicological Society: Report of the 11 th
Congress, Copenhagen, 1972, 257-62. Copenhagen: Edition Wilhelm Hansen,
Margaret Bent (1996): ‘A New Canonic Glona and the Changing Profile of
Dunstaple.” PMM 5/1, 45-67, Margaret Bent (1968a): ‘Sources of the Old Hall
Music.” Proceedings of the Royal Musical Association 94, 19-35; Margaret Bent
(1969): ‘The Old Hall Manuscnipt: A Palaeographical Study.’ Ph.D. thesis:

University of Cambridge; Andrew Hughes and Margaret Bent eds. (1969 — 73): The

Old Hall Manuscript. 3 volumes. CMM 46. Rome: American Institute of
Musicology.
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Cathedral Priory.*' The archival information relating to music at

Durham Cathedral before the Reformation has been studied by Brian

Crosby.** Wathey has examined Anglo-French political relations

during the latter half of the century, especially the channels though

which French motets came to be found and copied into English

sources.”” Wathey’s research has also shed light on the Anglo-French
exchange of music and musicians ¢.1400. Most notably, his work has

reconsidered many areas of palacographical research relating to the
production of service books and books of polyphony, mainly over the

long fifteenth century.** His study of music from the English noble

and royal households in the later Middle Ages combined archival,

palaeographical, codicological, historical and musical approaches to

*! Bowers (1983); Roger Bowers (1994): ‘The Musicians of the Lady Chapel of
Winchester Cathedral Priory, 1402 — 1539.” JEA 45, 210-37; Roger Bowers
(1994a): ‘Lincoln Cathedral: Music and Worship to 1640.” In Dorothy Owen ed., 4
History of Lincoln Minster, 47-76. Cambridge: Cambridge University Press; Roger
Bowers (1995). ‘Canterbury Cathedral: The Liturgy of the Cathedral and its Music
¢.1075 - 1642." In P. Collinson, N. Ramsey and M. Sparks eds., A History of
Canterbury Cathedral, 408-50. Oxford: Oxford University Press.

*2 Brian Crosby (1992): ‘The Choral Foundation of Durham Cathedral ¢.1350 —
c.1650.” 2 vols. DPhil thesis: University of Durham.

*> Andrew Wathey (1990): “The Peace of 1360-69 and Anglo-French Musical
Relations.” EMH 9, 129-74; (1992): ‘The Marniage of Edward III and the
Transmission of French Motets to England.” JAMS 45/1, 1-29; (1995): ‘John of
Gaunt, John Pycard and the Amiens Negotiations of 1392.” In Caroline Barron and
Nigel Saul eds., England and the Low Countries in the Late Middle Ages, 29-42.

Stroud: Alan Sutton Publishing. Also see Michael J. Bennett (2001): ‘Isabelle of

France, Anglo-French Diplomacy and Cultural Exchange in the Late 1350s.” In J. S.

Bothwell ed., The Age of Edward I1], 215-25. Bury St Edmunds: University of
York, York Medieval Press.

“ Andrew Wathey (1989): ‘The Production of Books of Liturgical Polyphony.’ In

D. Pearsall and J. Gnffiths eds., Book Production and Publishing in Britain, 1375-
1475, 143-61. Cambridge: Cambridge University Press.
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give a full and detailed account of the music cultivated in these types

of institution.*’

William Summers’ publications have addressed questions
relating to the overall status of polyphonic singing in English
establishments. His work has included important surveys of the use
of transposed chant in English discant settings, as well as numerous
tables detailing provenance, concordances and the identification of
cantus firmus melodies.*® Summers’ articles reflect growing numbers
of known fragments, sixty-two in 1986, eighty-five in 1990. Largely
owing to the published reports in Wathey’s supplement to RISM BIV
1 — 2, the total number involved in my own study is approximately
one hundred manuscript fragments, depending on where one 1s able

to draw any definite lines of distinction between those copied in the

years either side of 1300 and 1400.

Of the three main ‘genres’ of polyphonic music, the motet,
the cantilena and the discant setting, the motet has received most
attention. This is partly a result of the fact that there are many

analytical possibilities, both musical and textual, and because motets

> Andrew Wathey (1987): ‘Music in the Royal Medieval Household.” DPhil thesis:
University of Oxford; published as (1989a): Music in the Royal and Noble

Households in Late Medieval England: Studies of Sources and Patronage. New
York: Garland Publishing.
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can be forthcoming with information suggestive of provenance. On
the whole, motets provide a more homogenous corpus than the many
sub-genres into which cantilenas and discant settings can be divided,

such as sequences, troped settings, and so forth.*’ In the field of

genre-based studies, Frank Harrison and Ernest Sanders were among
the first scholars to analyse compositional procedures involved in

early motets and discant settings. Sanders’ publications, in particular

“The Medieval Motet’, set in place the groundwork for later
research.*® Many of Sanders’ opinions changed during the course of
his lifetime’s work, and with the publication of his collected essays
he chose to exclude those that he felt had been superseded by others’
research.’’ Peter Lefferts has since taken on the role of addressing
individual genres, most famously in his book The Motet in England

in the Fourteenth Century, but also in his article of the same name

* William Summers (1986); ‘The Effect of Monasticism on Fourteenth-Century
Polyphony.” La Musique et Le Rite Sacre et Profane. Strasbourg: University of
Strasbourg; (1990): ‘English Fourteenth-Century Polyphonic Music: An Inventory
of the Extant Manuscript Sources with Reference to Facsimile and Performing
Editions.” JM 8/2, 173-226; (1990a): ‘The Establishment and Transmission of
Polyphonic Repertoire in England, 1320 ~ 1399.” A##i del X1V Congresso della
Societa Internazionale di Musicologia, Bologna, 1987: Transmissione et recezione
delle forme di cultura musicale, 659-72. Torino: Edizioni di Torino.

*" Questions of genre in related repertories are addressed in Mark Everist (1994):
French Motets in the Thirteenth Century: Music, Poetry and Genre. Cambridge
Studies in Medieval and Renaissance Music. Cambridge: Cambridge University
Press; Julie E. Cumming (1999): The Motet in the Age of Du Fay. Cambridge:

Cambridge University Press; Ursula Gunther (1958): *The 14™-Century Motet and
its Development.’ MD 12, 27-58.

** Emnest Sanders (1965): ‘Cantilena and Discant in 14®-Century England.’ MD 19,
7-52; Sanders (1973). Lefferts’ work on fourteenth-century motets took Sanders’
studies as a starting point (Lefferts 1986: 2).

*> Ernest Sanders (1998): French and English Polyphony of the 13" and 14"

Centuries: Style and Notation. Variorum Collected Studies Series. Aldershot:
Ashgate, 7-10.
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(1979), and ‘Cantilena and Antiphon: Music for Marian Services 1n

Late Medieval England’.”® He has produced important studies of

motet texts, which he considered ‘one of the most important ways by
which the English motet can be brought out of isolation and into a
concrete literary and historical environment’ (Lefferts, 1984: 169).

Work in this area has also been undertaken by Joanna
Melville-Richards, regarding the musical and numerological patterns,
‘both at a structural and symbolic level’, in English and continental
motets in codices associated with Durham (DRc¢ 20) and Bury St
Edmunds (Ob 7).”' Her analyses, transcriptions and translations are a
useful addition to those available in other publications, but her
discussion of performance practice confused the issue of the
liturgical or secular context of motet performance with whether
pieces in Ob 7 and DRc¢ 20 may have been sung from their current
host bindings (which she considered unlikely) (Melville-Richards,
1999: 320).

In general, the larger collections of fragments have received

most attention. This has included work on music mainly emanating

*? Peter M. Lefferts (1990): ‘Cantilena and Antiphon: Music for Marian Services in

Late Medieval England.’ Studies in Medieval Music: Festschrift for Ernest Sanders.
CM 47, 247-82.

*! Joanna Melville-Richards (1999): “Text- and Music-Structures in Two

Fourteenth-Century Manuscripts of English Provenance.’ Ph.D thesis: University of
Wales, Bangor, 315.
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from the more powerful Benedictine establishments.”? This has been

reflected in the general opinion expressed by many authors that

polyphonic music was most actively cultivated in centres such as
Durham, Bury St Edmunds, St Albans, Worcester and Westminster.
William Summers has suggested that:
It will be in a thorough searching of the records and history of
the institutions which produced this corpus that the full

effects of monasticism on fourteenth-century music will

become completely clear.

(Summers, 1986: 118)
A significant proportion of music surviving from this period has
survived through use in the bindings of books and other documents.
Inevitably, this may have skewed our view of how much music was
cultivated in establishments which did not possess extensive libraries
or scriptoria, and whose music may therefore have either been
thrown out wholesale when its notation fell out of fashion, or
disappeared during various waves of the Reformation. It is not known
to what extent oral transmission may have played a part in
polyphonic singing, as it is thought to have done in the thirteenth

century.”> What survives may in fact tell us more about what was

*? See Sally Roper (1993): Medieval English Benedictine Liturgy: Studies in the
Formation, Structure, and Content of the Monastic Votive Office, ¢.950 — 1540.
New York and London: Garland.

>} Craig Wright (1989): Music and Ceremony at Notre Dame of Paris, 500 - 1500.
Cambridge: Cambridge University Press, 335.
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expendable than what was precious. Conversely, the reuse of
illuminated music manuscripts as flyleaves to other documents may
also be indicative of an awareness of the prestige with which

establishments viewed their previous musical achievements, even
when the notation had rendered the choirbooks themselves obsolete.
The difficult questions relating to the dating of compositions

from the fourteenth century are compounded by the fragmentary

nature of the remaining sources (Summers, 1983: 17). While it may
be possible to date some manuscripts in general terms through their
handwriting or notation, there are few reliable ways of deciding what
proportion of the music contained within them 1s ‘new’ or in some
way older, or more standard, repertory. The concordances between
many sources suggest that there may have been a significant corpus
of music common to several establishments through the century. The
vast number of unica would also point towards the possibility that a
lot of music was being composed afresh at a varniety of locations,
which may not have shared the same sphere of influence. Examples
of this might include motets relating to locally specific saints, such as
St Edmund or St Alban. Summers stated that ‘though the number of

concordances 1s significant, it is clear that many institutions
apparently produced quite a bit of unique music’ (1986: 137).

In the past, many estimates have been made as to the relative

ages of groups of manuscripts based on their concordances and
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details of their notation.>* As more fragments have been discovered,

these dates have shifted, sometimes from one end of the century to

the other, even within the writings of a single author (Summers,

1983: 18). An example of this would be Harrison’s original dating of

Lbl 1210, which he placed in the ‘second half of the fourteenth

century’ (1958: 150), later altered to ‘about the middle of the
century’.” Emest Sanders remarked that ‘its notation still employs a

basically Petronian device . . . and generally does not reflect the

notational stabilization of the Ars Nova’, and thought that since 1t
was linked by concordances with a group manuscripts themselves
dating from the earlier years of the century, a date much closer to
1300 was plausible (Sanders, 19635: 34).”° One of the manuscripts

from that group, Cgc 512/543, has previously been thought to date

from the middle of the fourteenth century (Lefferts, 1986: 25), but

*4 Margaret Bent has suggested that minims in the score repertory are to be
associated only with the second half of the fourteenth century; (1978): ‘A
Preliminary Assessment of the Independence of English Trecento Notations.” In
Agostino Ziino ed., L ‘ars nova italiana del Trecento: quattro convegno

internationale, 1975, 65-82. Certaldo: Centro di studi sull’Ars nova italiana del
Trecento.

*? Frank Harrison (1960): ‘English Church Music in the Fourteenth Century.” In
Dom Anselm Hughes and Gerald Abraham eds., New Oxford History of Music 3,
862-106. London: Oxford University Press, 95.

*® Sanders’ argument shows some sign that he worked from French criteria when

dating notation within English manuscripts; I am grateful to Margaret Bent for this
observation.
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may in fact have originated several decades earlier.”’ The larger
collections of polyphony, such as the Worcester Fragments, the

Fountains Fragments, NYpm 978, and Cgc 512/543, seem to contain
music associated with not only the fourteenth but also either the

thirteenth or fifteenth centuries. This has further polarised the dating

of fragments that contain concordant pieces of music. The longevity
of specific compositions is incredibly difficult, if not impossible, to

estimate on the paucity of data available. Were some larger
collections designed to collate older “classics’ alongside their more

innovative pieces? It is almost certain that many pieces copied into

collections at the beginning of the fourteenth century were in fact

composed in the thirteenth; how might this alter the way in which we

deal with the corpus as a whole?”®
In examining trends in fourteenth-century music, many

scholars have therefore chosen to study only certain pieces from the

larger collections. Lefferts’ examination of motets excluded the

>’ It includes Thomas gemma / Thomas cesus, which concords with US-PRu 119
and WF Reconstruction 2; this piece must date from after 1295, as it celebrates the
death of Thomas of Dover, but it is considered to be a thirteenth-century motet, not
least because it is built upon a pes (Losseff, 1994: 155). A lyric found added to the
foot of £.257v of Cgc 512/543 is thought to have originated c.1325; Luis Inglesias-
Rabade (2000): ‘French Phrasal Power in Late Middle English: Some Evidence
Concerning the Verb nime(n) / take(n). In D. Trotter ed., Multilingualism in Later
Medieval Britain, 93-130. Bury St Edmunds: St Edmundsbury Press, 109.

°% As Margaret Bent has shown, one of the few firm datings of a specific piece of
music which appears to hold water is that for the Rota versatilis, evidently
composed before 1326 and not found in any source which can be demonstrated to
have been copied much before 1300. See chapter 3 of this study, and Margaret Bent
(1981b): ‘Rota Versatilis — Towards a Reconstruction.” In Ian Bent ed., Source

Materials and the Interpretation of Music, A Memorial Volume to Thurston Dart,
65-98. London: Stainer and Bell.
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‘Worcester fragments and slightly later related sources’, but included
thirteenth-century compositions in fourteenth-century sources, and
motets ‘from English sources with nonmotet [sic] concordances in

the first layer of Old Hall (Lb! 40011B and Omc 266/268)’ (Lefterts,

1986: 13). Roger Bowers excluded from his survey of the performing
ensemble for fourteenth-century choral polyphony all motets that
showed evidence of the ‘thirteenth-century technique of voice-
exchange’ (1983: 168).>” Notation has also been used to delineate
between pieces within a collection that date from either side of 1300
or 1400. The white void notation in the younger Fountains Fragments
have largely been taken to imply that they were copied after 1400, a
date before which few scholars, with the exception of Margaret Bent,
believe it was used (Bent, 1987: viii). Similarly, the appearance of
Franconian notation has been used in the past to date English sources
as late as the middle of the fourteenth century, though it is generally

agreed in recent literature to have been most prevalent ¢.1280 -

c.1320 (Lefferts, 1988: 90).
It is understandable why such decisions are necessary 1n
rendering a study of the music from this period manageable, but a

clear-cut separation between the centuries on grounds of style or

notation is rarely justified by the surviving sources (Lefferts, 1988:

*? John Caldwell has suggested that rondellus was a feature of English music to

¢.1350; (1991): The Oxford History of English Music, I: From the Beginnings to
c.1715. Oxford: Oxford University Press, 47.
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90). Copying practices may have been slow to change, traditions may

have run parallel with one another, and trends may have affected

different parts of the country at different times. Collections such as
the Worcester Fragments and their concordances give many clues as
to changing scribal practice, and the geographical disparity of
surviving sources suggests that the adoption of features such as
white-void notation were far from uniform.

It may be that wider problems in England, stemming from the
Black Death of 1348 — 9 and subsequent outbreaks of plague, also
had their effect on the production of liturgical books and music-
making in general.*’ Quite simply, monastic singing was probably
crippled by the loss of a third of its community in the middle of the
century, and more as time went on. Choir members would have been
no less susceptible to plague than other sectors of the population. It
may also have been that the need to replenish choral groups, and to
train enough replacements for the future, aided the development of
choral singing. The introduction of the role of choirmaster,
responsible for the training of both men’s and boys’ voices, may by
the end of the century have resulted from this necessity to some

degree.®’ Roger Bowers’ research has shown that boys’ voices were

® Lefferts was one of the first to suggest that an investigation should be made into
the influence of Black Death on music during this period (1986: 216).
®! See for example Crosby (1992) and Bowers (1999a).
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introduced into some adult male choral groups from at least 1384.%2

The clerks of the king’s capella may have been joined by boys for the

singing of plainchant from as early as the beginning of the fourteenth
century, though on a much more casual basis.>’

Another possible factor in this change may have been that
‘from about the mid-fourteenth century onwards, Lady Mass in many

of the greatest institutions, like the Manan votive antiphon, was sung

with polyphonic music every day’ (Bowers, 1999a: 12). Bowers

provides a further example, the cathedral church of Lincoln, where:
The body of thirty-six to forty vicars choral included a special
sub-group, called the Cantores Sancte Marie. It is known that,
in the fifteenth century, they were four in number, and that
their duties included the performance of daily Lady Mass with

polyphony; and their history, and that of polyphonic

performance of the Lady Mass, can be traced back at least to
1368/9 and probably some way further beyond that.

(Bowers, 1983: 176)
Quite to what extent vocal polyphony was employed specifically for

Lady Mass or other devotions in English institutions has not been

%2 This was the date of the establishment of a boys’ choir led by an adult master at
the Lady Chapel of Westminster Abbey (Bowers, 1995: 17; verified in the
Commentary and Corrigenda to his collected essays, 1999a: 11).

* Jan Bent notes that the ‘earliest reference to boys in the chapel is from 1317’
(1968: 4-5), though this was probably not for polyphonic music. In 1302, a
messenger was sent to Windsor castle ‘to procure five boys from there for service in

the Prince’s capella, at court in Warnborough, at the feast of Christmas’ (Ian Bent,
1968. 230).
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fully researched, and would require careful analysis of account books

and many other archival documents before any conclusions could be

safely drawn. This would be an enormous task in itself, and will not
be the focus of this study (Bowers, 1999a; Crosby, 1980; Ian Bent,
1968; Wathey, 1987).

Evidence in documents surviving from several institutions
may suggest that the one-to-a-part realisation of vocal polyphony was
not so much a standard, but an ideal arrangement of forces. A small
chantry at Epworth on the Isle of Axholme, Lincolnshire, for
example, included from its foundation in 1351 four singers, of whom
one was to sing the tenor line, one the middle voice, and two the
upper part (Bowers, 1983: 178).%* Larger institutions show some
evidence of this practice, such as the Cathedral Priory of Durham,

where in the fourteenth century monks helped the singers with the

performance of three-part polyphony, especially the treble line.® It is
possible that one or more parts may have been improvised to one or
more pre-composed vocal parts. Evidence for this point comes

mainly from early fifteenth-century sources, when detailed contracts

for music masters were becoming more standardised.

** Bowers takes the quotation “unus tenorem, et alius medium, et ceteri duo cantum
tertium sciant canere competenter’ from Charles Foster and Alexander Hamilton
Thompson (1921): ‘The Chantry Certificates for Lincoln and Lincolnshire.’
Associated Architectural Societies’ Reports and Papers 36, 246-53; the original

document in question is Lincoln, The Castle, Lincolnshire Archives Office, Archives
of the Dean and Chapter, MS Dij 51/3(4).
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Circumstances relating to the composition and circulation of
English polyphony are poorly understood. In the past, there have been
many debates as to the role of individual institutions, monastic
communities, and ‘schools’ of composition. It is not known for
certain whether music copying and composition during this period
were mono- or polycentric (Lefferts, 1984: 182). Was the majority of
music written in the larger establishments, or were skills in this area
more widespread? Were the best musicians of any one time
associated with royal circles, or might they have lived anywhere 1n
the country? Margaret Bent asserted that the picture of polyphonic
music-making during this period was ‘almost exclusively monastic’,
and overwhelmingly Benedictine (1973: 72). Though the discovery of
more music fragments has added the Augustinians and Cistercians to
this picture, it is the ‘largest abbeys and cathedrals’ that remain at the
centre of the remaining evidence (Lefferts, 1986: 10). Christopher
Hohler suggested that London and the royal court may have had a
major role in the dissemination of thirteenth century polyphony,
perhaps via the University of Oxford, and it could be that this trend

continued into the fourteenth century.® There is considerable

> W. Pantin ed. (1931-7): Documents Illustrating the Activities of the General and
Provincial Chapters of the English Black Monks, 1215-1540. 3 vols. Camden
Society 3" Series 45, 57, 54, cited from page 84.

® Christopher Hohler (1978): ‘Reflections on Some Manuscripts Containing
Thirteenth-Century Polyphony.” JPAMMS 1, 2-38. Hohler’s conclusions do not
appear to have found favour elsewhere in the literature, though the importance of
secular foundations and other non-monastic types of institution certainly rose in
prominence considerably from the second half of the fourteenth century.
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evidence to show that music was at least owned by some of the
wealthier members of the gentry during the fourteenth century, and

that the ownership of polyphonic music was therefore a signifier of
wealth and power in both sacred and secular contexts (Wathey,
1988). This may help to explain the extensive collections of music
which seem to have been owned by the Cistercians, and in one case
the Gilbertines, orders which were developed for greater austenty

and who were expressly forbidden to sing liturgical polyphony as part
of worship.®’ It is perhaps time to put aside the search for the ‘holy

grail’ of an English centre of music copying comparable to the

Parisian ateliers of the thirteenth century; it almost certainly did not

exist.

What was or was not standard practice in religious and

secular institutions during the Middle Ages leads to a reconsideration

of the role that women may have played in the production,
dissemination and performance of written polyphony. This possibility
has been rejected by many scholars, despite a small but growing body

of evidence suggesting that some women would have been familiar

%7 Gerald of Wales was aware of discrepancies between theory and practice in
austerity, for example regarding their dietary laws that forbade eating meat in the
refectory. In one recollection by Gerald, a novice looks on to ‘huge quantities of
meat, which would then be superbly prepared and feasted upon by groups of monks
in the infirmary, who mocked the laity for their abstinence and toasted each other
with traditional English wassails, to the novice’s disgust’; Brian Golding (1995a):
‘Gerald of Wales and the Monks.” In P. R. Coss and S. D. Lloyd eds., Thirteenth

Century England V. Proceedings of the Newcastle Upon Tyne Conference, 1993,
33-64. Woodbndge: Boydell, 57.
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with polyphonic singing.*® Women writers and copyists have been

identified from the early Middle Ages onward, and assumptions

about prevailing illiteracy among women (particularly regarding their
understanding of Latin), have been redressed in recent years 1n non-

musical fields, to the effect that it is no longer appropriate to speak of
learning and reception of art and literature as an entirely male

space.”’ By the fifteenth century, it is possible to demonstrate that

women owned manuscripts that contained music, and this study will

evaluate some of the available evidence of the role of women in

written music from the later Middie Ages.

There are many angles from which to study fourteenth-
century English music. The preliminary work which I undertook over
three years included some of the ‘detailed palacographical and

codicological survey of the . . . manuscript fragments’ including

‘careful assessments of the age and provenance of the contents and
manufacture of the present parent . . . manuscripts and their

bindings’, proposed by Lefferts (Lefferts, 1986: 14).” Some possible

°® Roger Bowers has asserted that women played no part in the singing of
Eolyphonic music in the Middle Ages (1983: 192).

? See books such as Carol Meale ed. (1996): Women and Literature in Britain
1150-1500, 2™ Edition. Cambridge: Cambridge University Press; Katherine Zieman
(2003): ‘Reading, Singing and Understanding: Constructions of the Literacy of
Women Religious in Late Medieval England.’ In Sarah Rees Jones ed., Learning
and Literacy in Medieval England and Abroad, 97-120, Turnhout, Belgium:
Brepols. For a discussion of the musical skills of nuns, see Ann Bagnall Yardley
(1986): ““Ful weel she soong the service dyvyne”: The Cloistered Musician in the

Middle Ages.’ In Jane Bowers and Judith Tick eds., Women Making Music: The
Western Art Tradition, 1150-1950, 15-38. Basingstoke: Macmillan Press.

7 I studied over half of approximately one hundred sources of polyphonic music
from this period first hand in the preparation of this thesis.
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areas of research will not be addressed here, such as theoretical
treatises on notation.’' Performance practice also falls largely without

its scope, mainly because, as Lefferts has observed, ‘little hard

evidence connects the repertoire to the personnel and routines of

musical establishments within which it may have been sung’

(Lefferts, 1984: 169).” This study takes a multidisciplinary approach,
and explores music and lyrics from ¢.1260 — ¢.1400 from
hagiographical and political perspectives, which has not been done

previously.
‘Englishness’ in music

The idea of English music, music that has a demonstrably English
character, sound or origin, is almost impossible to pin down in
specific terms. Describing Englishness is problematic, since it
requires a careful definition of England itself, both its physical and

psychological boundaries.” In response to this dilemma, John

Caldwell stated that:

! peter M. Lefferts (1991): Robertus de Handlo Regulae and Johannes Hanboys
Summa. A New Critical Text and Translation. Lincoln, Nebraska, and London:
University of Nebraska Press.

™ An exceptional depiction of clerks performing the motet Zelo tui langueo is
discussed in chapter 5 of this study. The image has also been discussed in
Christopher Page (1997): ‘An English Motet of the Fourteenth Century in
Performance.” EM 25/1, 7-32.

» Thorlac Turville-Petre (1996): England the Nation: Language, Literature, and
National Identity 1290 — 1340. Oxford: Clarendon Press.
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Nearer to home, the word ‘English’ may grate upon the
sensibilities of those from outside English borders who notice
that Scottish . . . Welsh and Irish matters are touched upon
now and again. But ‘British’ would have been equally

unsatisfactory.

(Caldwell, 1991: vii)

Caldwell was aware of the term’s potentially offensive implications,

but found that no other single word or phrase, current or historical,
would be any more justified in its place.”* The word ‘English’ is
loaded with many intractable historical associations, even today, and
its meaning made further ambiguous by loose application in every
field since its first appearance in language. ‘British’ is no less
slippery as a label. Osbert of Clare, the prolific twelfth-century
author, mingled ‘English’ with ‘British’ in his relation of the Norman
Conquest:
And Great Britain [maior Britannia] herself, wet with the
blood of her sons, burdened with sins, succumbed to a foreign
race, who despoiled her of her crown and sceptre. . ..
Therefore, after the death of the glorious king [Edward],

unhappy England [infelix Anglia] sustained this disaster, and

™ Scholars of this period who have written using the term *English music’ include
Caldwell (1991) and Lefferts (1986).
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today suffers a degradation ruinous to the native English
[innatis Anglis]. 7

(Cited in Barlow, 1962: 71)

Scholars working on medieval music have used the word
‘English’ to mean different things, and some have used expressions
which avoid the term England or English altogether.’® On more than
one occasion this has only resulted in equally problematic
terminology entering the literature. Most notably in relation to music,
the use of the term ‘peripheral’ to describe music composed 1n
England (in opposition to the ‘main’ developments on the Continent)
only served to marginalise this repertoire, a position from which it is
now recovering. The word ‘insular’ is more fairly applicable to

thirteenth century British music, because sources such as W1 can be

73 See also Timothy Garton Ash (13 June 2002): ‘Two Flags, One Muddle.’ The
Guardian, 19; Ash discusses the positive side of the blending of English and British
identities in the light of the Queen’s Silver Jubilee celebrations (symbolised by the

Union Flag) and the support of England during the World Cup 2002 (symbolised by
the flag of St George).

7® The term ‘Angevin’ as designating the period ¢.1075 — 1225 has been widely

accepted by historians and some musicologists. Robert Bartlett (2000): England
Under the Norman and Angevin Kings 1075 — 1225, Oxford: Clarendon Press;

Mark Everist (1992): ‘Anglo-French Interaction in Music ¢.1170 - ¢.1300.” Revue
Belge de Musicologie 46, 5-22. This term cannot be applied to later periods or their
music. In relation to the especially tricky period of cultural exchange in the late-
twelfth and thirteenth centuries, historians and musicologists such as Nicky Losseft
have used words such as ‘insular’ and ‘common repertory’ to attempt to neutralise
the loaded nature of Sanders’ and others’ use of the terms ‘peripheral’ and ‘Notre
Dame polyphony’. Losseff (1994); Sanders (1998). Generally speaking, Anglo-
Norman can be used as an umbrella term to mean the French that was spoken and
written as a vernacular in England from the Conquest until it became obsolete, or as
a more specific term in contrast with Anglo-French, the French used in England

from around the thirteenth century onward; Jocelyn Wogan-Browne (2001): Saints”
Lives and Women's Literary Culture c.1150 ~ 1300: Virginity and its

Authorizations. Oxford: Oxford University Press, 2. An important recent study of

identity is R. R. Davies (2000): The First English Empire: Power and Identities in
the British Isles 1093 — 1343. Oxford: Oxford University Press.
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confidently attributed to Scottish provenance; evidence for Welsh,

Scottish and Irish provenance for fourteenth-century polyphonic

sources is so scant that it would be a misnomer to call the repertory

as a whole ‘insular’. In studies of medieval literature, the adjective
‘English’, when used to describe writing, lyrics or verse, applies
exclusively to those whose text survives in the Middle English
language.’’ However, the majority of the repertory before the
fifteenth century is anonymous; it is only on the basts of textual and
musical style, or more circumstantial evidence such as patterns of

transmission and preservation, that one is able to claim that there 1s

such a thing as an English repertory at all.”®

The modern term “British’ is one that expressed something
completely different in the Middle Ages. In the late fifteenth century,
the author John Capgrave wrote of ‘Brytayn, the londe in whech we

dwelle’, yet it is impossible to say where he drew his own physical
and imagined boundaries.’” Britain’s origins were seen to lie in the

hero Brutus who settled on the island in ancient times, but Bnitons

77 peter Dronke (1968, 3™ Edition 1996): The Medieval Lyric. Woodbridge:
Boydell and Brewer; David Jeffrey (1975). The Early English Lyric and Franciscan
Sfirituality. Lincoln, Nebraska: University of Nebraska Press.

’® These points have been raised recently by Warwick Edwards (2000), who has
examined the possibility that some of the pieces in the thirteenth-century source W1
had a Scottish rather than necessarily English origin. Idiosyncrasies in English
notations have been discussed by Peter M. Lefferts (1990a): ‘English Music Theory
in Respect to the Dating of Polyphonic Repertories in England, 1320 - 1399.” Auti
del XIV congresso della Societa Internazionale di Musicologia, Bologna, 1987.
Transmissione et recezione delle forme di cultura musicale, 653-8. Torino: Edizioni
di Torno.

™ Karen A. Winstead ed. (1999): John Capgrave: The Life of Saint Katherine.
Kalamazoo, Michigan: Medieval Institute Publications, 7.
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were only one people of many that influenced the mixture of
nationalities over the subsequent ages. As the fourteenth-century

translator of Brut put it:

pe grete lordes of Engeland were nouzt alle of o nacioun, but

were mellede [mixed] wip opere nacions, pat is forto seyn [in
other words], somme Britons, somme Saxones, somme
Danois, somme Peghtes, some Frenchemen, some Normans,

somme Spaignardes, somme Henaudes, some Flemyngus, and

of opere diuerse naciouns, pe whiche nacions acorded nouzgt

to pe kynde bloode of Engeland.
(Brut, 1. 220, I1. 17-23; quoted in Turville-Petre, 1996: 17)

Music scholars from outside of England’s official borders have
sometimes chosen to use the word ‘British’. As Sally Harper
commented, ““Britain” has all too often been merely a synonym for
“England”, with the periphery areas of Scotland, Ireland and Wales
relegated to footnotes apologizing for the paucity of sources’ (Woods
Preece, 2000: 13). During the Middle Ages, there was ‘no such nation
as “Bntain”’ (Turville-Petre, 1996: 15).

English written polyphony seems to have had little to do with
the English vernacular until the fifteenth century. Even in the
thirteenth century, when other countries’ vernaculars were

flounishing, English writers seeking to express their sense of identity
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did so in either French or Latin (Turville-Petre, 1996: v). A sizeable
corpus of music associated with secular activities, from folk song to

satirical ballads, has undoubtedly been lost over time.*® Snippets of
information as to what this music may have been like have come

down to us. There are motets in the thirteenth century based on
tuneful pedes with English words:®! references to the retexting of

inappropriate (sometimes obscene) vernacular songs with more sober

Latin contrafacta;®* and a corpus of political songs and poems, often

with liturgical quotations, that may or may not have been performed

musically.”

Only a relatively small number of polyphonic pieces or music
from the thirteenth and early-fourteenth century are preserved with
English words, still fewer with only their English text.”* Generally
speaking, English was still a low status language, unfit for legal or

liturgical documents or for use at court.® In the fourteenth century,

Edward II became the first English king to take the oath at his

80 The classic study is Michael T. Clanchy (1979, 2™ Edition 1993): From Memory
to Written Record: England 1066 — 1307, Oxford: Blackwell.

®! These are rare; incipits include Wynter, and Dou way Robin the child wile weepe.
82 Arthur Rigg (1992): 4 History of Anglo-Latin Literature, 1066 — 1422.
Cambridge: Cambridge University Press. Relatively few examples of polyphonic
works with Latin contrafacta have survived, or can be identified with any certainty
(see examples from Ob 7 cited in Chapter 6).

*> Thomas Wright (1839): The Political Songs of England from the Reign of John
{0 that of Edward Il. London: Camden Society. Republished by the Royal Historical
Society (1996), with an introduction and editorial matter by Peter Coss.

** The majority are published in Eric J. Dobson and Frank Harrison eds. (1979):
Medieval English Songs. London: Faber and Faber.

®*D. A. Trotter ed. (2000): Multilingualism in Later Medieval Britain. Bury St
Edmunds: St Edmundsbury Press, especially Begoila Crespo, ‘Historical
Background of Multilingualism and its Impact on English’, 23-35.
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coronation not in Latin but in French, his own vernacular.® Henry IV

was the first king of England to speak English, rather than French;

Henry V is reputed to have had very poor French.®” The relationship
between music and the vernacular was very different before the

Conquest, when Old English flourished in all parts of the social

spectrum. A story relating to King Canute tells of how once while he
was being rowed past a monastery at Ely, he was so overwhelmed by

the monks’ singing that he composed a song which was sung
(according to the monk of the twelfth century who recorded it) “in
chorus among the people to this day’ (quoted in Bartlett, 2000:
491).%® The pre-Conqﬁest Latin legend and passion of St Edmund,
King and Martyr, records that his amputated head called out to those
seeking it in the vernacular ‘her, her, her’, for which the author also

gave the Latin translation, *hic, hic, hic’, following this reference.

One liturgical melody from the Middle Ages reflects this tradition by

quoting the words in both English and Latin, a rare occurrence of

English within a Latin liturgical melody.”

%6 May McKisack (1959): The Fourteenth Century, 1307 — 1399. Oxford:
Clarendon Press, $.

%7 Basil Cottle (1969): The Triumph of English 1350 — 1400. London: Blandford
Press, 22.

®% ‘Merie sungen the muneches binnen Ely / Tha Cnut ching rue ther by. / Roweth
cnites noer the lant / and here we thes muneches saeng.’ [*Sweetly sang the monks
of Ely as King Canute rowed by. Row men, nearer the land and hear we these
monks sing’]; Erest Oscar Blake ed. (1962): Liber Eliensis. Camden Society, 3™
Series. London: Royal Historical Society, 153-4.

* See chapter 2 of this study. The melody of this monophonic item is unpublished.
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A major stumbling block for this transition from low to high

status of the English vernacular was the overwhelming staying power

of Anglo-Norman (a bastardised form of French laced with some
English). It was only in the later fourteenth century that the works of
figures such as Chaucer, Lydgate, Langland and Gower assured the
popularity of high status literature in the English language. The first
manuscripts to preserve a substantial quantity of polyphonic music
with lyrics in English date from the early fifteenth century.”

In this thesis, English music is not treated as synonymous only
with music whose lyrics are expressed in the vernacular; most
English music from this period used only Anglo-Latin, sometimes
even as a replacement for an originally French text. This study
concems the development of English music and its relationship with

issues of nationhood and sanctity. The languages 1n which the

English chose to express themselves were chosen for a wide variety
of reasons, rarely that of (un)familiarity with the language itself.
After all, French was also largely ignored in fourteenth-century
England as a medium for polyphonic texts, and that was undoubtedly

of higher status.”! Latin was the primary vehicle for English sacred

*® Many of the English-texted and macaronic carols (those which mix English and
Latin lyrics) can be found in John Stevens ed. (1952): Mediaeval Carols. MB 4,
London: Stainer and Bell.

?! This could be contrasted with the work of Gilbert Ouy, who seeks to show that
‘tout au long du XIVe siécle, le frangais ne cessa de gagner du terrain, s’étendant

progressivement & des domaines jusqu’alors réservés au latin® (throughout the length
of the fourteenth century, French did not cease to gain territory, reaching

progressively into domains hitherto reserved for Latin); from his article (1986):

—
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music during this period for many reasons, including its intellectual

and religious associations, classical roots, and respectability as a

poetic medium. It also carried with it a high degree of political
power, since only those educated elite able to understand it could
fully appreciate the refinement of the products themselves.” It was
an exclusive language, including only those who belonged to specific
social and religious groups. As a result, its message was directed
inwardly, not in an evangelical or egalitanian manner (unlike many
Franciscan lyrics), amongst a fairly homogenous group of people:
clerics, monks, nuns, and the highest circles of secular society.

Music with Latin text was not limited to liturgical celebration,
though that was of course its primary function and experience.
Ceremonial occasions, religious and political poetry, historical lyrics,

all used Latin to emphasise the high status of their patron, subject or

audience. Outside the religious ritual, a substantial corpus of music,
monophonic and polyphonic, used Latin text in these ways, and
fifteenth-century carols often mixed English texts with Latin refrains

taken from liturgically-appropriate occasional music. Sources of

‘Bilinguisme ou trilinguisme? Latin commun, latin savant et francais aux XIVe et
XVe siécles.’” In P. Genet and B. Vincent eds., Etat et Eglise dans la genese de
I'Etat Moderne, 85-102. Madnd: Casa de Velazquez, cited from page 86.

72 This is a view shared by Crespo, who adds that part of Latin’s power came from
the fact that it was institutionalised across Europe (2000: 23). A good example of
this is the misogynist carol with the burden ‘Of all creatures women be best / cutus
contrarium verum est’, whose verses all praise women and only the leamed,
presumably male, audience gets the Latin joke that the ‘opposite of this is true’;

Richard Greene ed. (1962): A Selection of English Carols. Oxford: Clarendon
Press, 143-44.
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Latin music and those describing its appearance relate pnnmanly to
high status institutions with a real or perceived royal link, such as the
better-endowed monasteries, royalist abbeys, and those with a
specific ceremonial link to the monarch. Establishments close to the
seat of power, such as St Albans, and those on well-trodden
pilgrimage routes, such as Canterbury, had more reasons and
opportunities to develop the sort of music, along with other art forms,
that was associated with high status culture.

Any term inevitably brings its own baggage of association,
but [ have chosen to use ‘English’ here, albeit with due reservations,
not least because it was both in current use throughout the Middle
Ages (unlike ‘British’, for example), and also because it held a
position of importance in the eyes of those who forged the national

identity through cultural media. The ambiguity of how it felt to

identify as English was challenged and focused through the cultural
productions which redefined England’s present through its past. This
often drew, as does the political right today, on the Anglo-Saxon
period, which was considered to be the origin of the English
population despite its own complex history of immigration and
adopted culture. The very construction of what it meant to be
English, and how this was expressed in music, lies at the heart of the

arguments presented here.
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Over the centuries, and especially in the period of the later
Middle Ages with which this study is concerned, national identity as
a concept changed and developed 1n relation to political
circumstance.” The English were particularly aware of their island
status, which protected them from the Continent, and of the distinct
groups of peoples within their population (Bartlett, 2000). The motet
Solaris ardor Romuli considered the coastline as a clear boundary
between the Christian English and ‘others’: ‘quocumque fluctus
hodie claudent Anglos equorei’ (‘wherever . . . the waves of the sea
enclose the English’). Anothel_' text in the same motet speaks of the
people ‘in insula Britannie’, again showing the hazy distinction
between the British ‘isle’ and the population of England who are
‘enclosed’ by water. Music and other cultural products were used as a
means of self-definition, helping to create or reinforce ideas of
identity, status and power.

The medieval writers who addressed questions of identity
expressed their 1deas in prose, poetry and the visual arts.
Cartographers from this period showed an awareness of some kind of
geographical boundary between England, Scotland and Wales but

few maps of England / Britain included Ireland, which had by this

time acquired the status of a realm of the English throne. Matthew

> R. R. Davies (2000): The First English Empire: Power and Identities in the
British Isles 1093 - 1343. Oxford: Oxford University Press, especially ‘Epilogue:
The Bntish Isles and the Identity of England’, 191-203.
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Paris, the thirteenth-century chronicler of St Albans who
accompanied his works with maps of England, was careful to include
the presence of Scotland and Wales while at the same time labelling
them as containing a population of different origin and character
(Turville-Petre, 1996: 2). The language of Welsh could easily be used
to identify those who were from that principality, but the mixture of
dialects between England and Scotland made any similar delineation
between those two countries on grounds of language alone
impossible. Many chroniclers during the Middle Ages accepted the
Firth of Forth as the Anglo-Scottish border until the twelfth century,
and it was not until the Treaty of York in 1237 that this role was
replaced by the Tweed, when Northumbria, Cumbria and
Westmoreland were formally handed over to England (Bartlett, 2000:

78, 81). As for the east of the country, earldoms created by William

the Conqueror, such as Hereford, Shrewsbury and Chester, remained

the approximate dividing line between England and Wales (Bartlett,

2000: 69).”*

Many English nobles settled, or owned land on, the continent.
For much of this period Normandy and other parts of France (Poitou,
Anjou, Aquitaine), fell in and out of the hands of English rulers. With

the rise of the universities, this situation became more pronounced.

Baldwin has shown that of the Masters at the University of Paris for

?* The last reigning Prince of Wales, Llywelyn ap Gruffudd, was killed in 1282
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whom a place of origin can be traced between 1179 and 1215, thirty-
eight percent were English.”” England had long been a place for
settlers from abroad, from refugees and ecclesiastical envoys to
merchants and raiders.”® Before the Conquest, various Viking
invasions made the Norwegian and especially Danish presence felt
across the north of the country. From 1066 the English part of the

island was governed by a French aristocracy that quickly assimilated

itself into the upper end of society through intermarriage. Scotland
shared a politically close allegiance with France for much of this
period, far more than English rulers, a feature which may have
influenced its cultivation of French and more local polyphonic music
during the thirteenth century.’’ By the thirteenth century, Henry III’s
Francophile policies at home were the cause of no little grief to his
barons, who by this time (and despite their own Norman ancestry)

considered themselves ‘le commun de Engleterre’ (Turville-Petre,
1996: 5). Morgan argues that:
The concept of lineage is a curiously vague one. . . . Its
historicity was affirmed by the existence of an archive, and by

the presence in the landscape and the decoration of churches

(Cottle, 1969: 86).

?> John W. Baldwin (1982): ‘Masters at Paris from 1179-1215: A Social
Perspective.’ In R. L. Benson and Giles Constable eds., Renaissance and Renewal
in the Twelfth Century, 138-72. Oxford: Clarendon Press, 149.

?® Wendy Childs (1990): ‘Finance and Trade Under Edward I1.” In John Taylor and

Wendy Childs eds., Politics and Crisis in Fourteenth-Century England, 9-37.
Gloucester: Alan Sutton.
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and halls of memorials to the family and its arms. Charters

and memorials confirmed the family’s membership of an

ancient military elite.”
The idea of English nationality was one that could be, and was,
deliberately constructed by those for whom it mattered most.””

The definition of ‘Englishness’ during this period was as
unstable as it is today, perhaps more so. The overwhelming majonty
of music extant from England during this period is sacred, and it 1s
important to understand the distinction between England politic (the
physical or imagined boundaries defining the kingdom) and
ecclesiastic (comprising archbishoprics, dioceses, monastic houses,
parishes, churches, private chapels and monastic cells). Like the
gentry, religious institutions frequently held land and property over a
wide geographical area, and those in England might also control the
advowson of institutions in Scotland or abroad.'® There was a
significant overlap between religious and political life during this

period: many religious men, and especially bishops, held great sway

77 See especially Mark Everist (1990): ‘From Paris to St Andrews: the Origins of
W1.’ JAMS 43/1, 1-42; and Edwards (2000).

?® Philip Morgan (1995): ‘Making the English Gentry.’ In P. R. Coss and S. D.
Lloyd eds., Thirteenth Century England V. Proceedings of the Newcastle upon Iyne
Conference, 1993, 21-8. Woodbrnidge: Boydell, 22.

? See also E. Mason (1984): ‘Legends of the Beauchamps’ Ancestors: The Use of
Baronial Propaganda in Medieval England.’ JMH 10, 25-40.

'% A church that held the advowson of another benefited financially from the
property itself, and was in charge of selecting its staff.
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in politics and government through their dealings in parliament and

with the Crown.'®!

St Andrews was undoubtedly the most important of the
bishoprics in Scotland, and its head was known as ‘bishop of the
Scots’ despite the lack of any formal status (Bartlett, 2000: 94). St
Andrews’ affairs were closely linked with those of the diocese of
York and were furthest from Canterbury (whose archbishop was not
recognised as supreme by the Scots), and this was reflected in 1ts
liturgy.'%* In 1192, pope Celestine III had issued the papal bull Cum
universi that ‘the Scottish church should be directly subject to the
apostolic see, whose special daughter she i1s’ (cited in Bartlett, 2000:
95).!% In terms of affiliation, the Scottish church had more to do with
the continent than with the dealings of the English church. Durham

cathedral priory was caught up in wars between Scotland and

England on many occasions because of its location and landscape,
which made it a military stronghold. Durham was geographically in
England, yet its empathy with Scotland and its church was strong. In
the 1090s, Scotland granted Durham an area of Berwickshire where

the Durham monks maintained the cell of Coldingham until 1462,

191 R. B. Dobson (1991): *The Political Role of the Archbishops of York During the
Reign of Edward 1.’ In P. R. Coss and S. D. Lloyd eds., Thirteenth Century

England III. Proceedings of the Newcastle upon Tyne Conference, 1989, 56-64.
Woodbridge: Boydell.

' Edward Roesner (1976): ‘The Origins of W1." JAMS 29, 337-380.
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and Bartlett observes that they shared a cultural unity through
veneration to St Cuthbert, ‘the great cross-border saint’ (Bartlett,
2000: 77-8). Wales was not formerly recognised as a separate

ecclesiastical see until 1920, despite campaigns by Gerald of Wales

in the twelfth century and many others since (Bartlett, 2000: 97). The
English Cistercian houses were under the direct control of Citeaux in
France, and maintained a network of mother and daughter houses on

both sides of the channel. Benedictine and other religious orders had
little success in Wales, But the Cistercians founded some of their
most impressive houses there.'® The Cistercian colonisation of
Wales gave it a monastic character distinct from that of England
where the Benedictines and Augustinians held most power (with the
exception of regions such as Devon and some parts of Yorkshire).'”

Bishops and priors spent much of their time dealing in
politics. Adam Orleton (¢.1275 — 1345), who worked at the

cathedrals of Hereford, Worcester and Winchester, 1s a good

' This bull also made the See of York a ‘special daughter’ of Rome. See Andrew

Barrell (1995): The Papacy, Scotland and Northern England, 1342-1378.
Cambnidge Studies in Medieval Life and Thought, 4th Senies. Cambridge:
Cambridge University Press, especially pages 4-5.

19 Glyn Coppack (1998): The White Monks: The Cistercians in Britain 1128-1540.
Stroud: Tempus Publishing Limited; Golding (1995); David Knowles and R. Newille
Hadcock (1953): Medieval Religious Houses in England and Wales. London:
Longmans, Green and Company.

195 Christc?pher J. Holdsworth (1989): ‘The Cistercians in Devon.” In Chnistopher
Harper-Bill, Christopher Holdsworth and Janet Nelson eds., Studies in Medieval
History Presented to R. Allen Brown, 179-91. Woodbridge: Boydell.
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example.'* He studied both in Oxford and then almost certainly on

the Continent at the beginning of the fourteenth century, before

becoming a clerk of the king (Haines, 1978: 56). As diplomatic envoy
to Edward II he travelled widely, and was involved in many affairs of
state including the mission to secure the release from
excommunication of Piers Gaveston. A contemporary, Walter
Reynolds, was the king’s treasurer before recetving the position of
Bishop of Worcester (Haines, 1978: 9). Chroniclers at monastic

establishments often had links with government, and at the end of the

fourteenth century Walsingham, writing at St Albans, was able to

document both official and unofficial proceedings relating to the
Good Parliament of 1376.!%" Barrie Dobson has observed that Robert

Neville was the only bishop of Durham not to have worked as Keeper

of the Privy Seal during the period 1333 and 1476."*

Music played an especially diverse part in the government of
England in the Middle Ages. The fate of kings and of their heirs,
especially in the light of frequent rebellions from usurpers and
barons, was reliant on their maintenance of an image of legitimacy.

Particularly from the reign of Henry 111, it appears that kings and

1% Roy Martin Haines (1978): The Church and Politics in Fourteenth-Century

England: The Career of Adam Orleton, ¢.1275 — 1345. Cambridge: Cambnidge
University Press.

"7 John Taylor (1990): ‘The Good Parliament and Its Sources.” In John Taylor and
Wendy Childs eds., Politics and Crisis in Fourteenth-Century England, 81-96.
Gloucester: Alan Sutton, 84-5. See also Dobson (1991).
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those who worked to keep them on the throne were responsible for
constructing their own image of kingship. This construct comprised

everything from the clothes in which they were portrayed to the
buildings and shrines they patronised.109 These gestures would
typically identify the king with powerful and pious, often saintly,
forebears.''” In the coronation ritual, for example, the enthroning of
new kings in this period took place on the ‘chair of St Edmund’ in

Westminster Abbey.'!! Each king in the succession who identified
with the same saints would reinforce the construct, and the

establishment and repeat between generations of rituals and traditions

of piety had a strong cementing efiect.
The English realm in the Middle Ages included not only the
mainland and various lands in France, but also Ireland.'"? King John

was the first to style himself ‘King of England and Lord of Ireland’, a

title that remained until Henry VIII (Bartlett, 2000: 90). The English
kings wanted the government of Ireland to follow the same lines as

that of the mainland, including its laws, but in reality, England had

'% R. B. Dobson (1986): ‘The Bishops of Late Medieval England as Intermediaries
Between Church and State.” In P. Genet and B. Vincent eds., Etat et Eglise dans la
genese de I'Etat Moderne, 227-38. Madrid: Casa de Veldzquez, 232-3.

® A. J. Taylor (1979): ‘Edward I and the Shrine of St Thomas of Canterbury.’
Journal of the British Archaeological Association, 3 Series 132, 22-8.

"9 Mark Ormrod (1989): ‘The Personal Religion of Edward IIL.’ Speculum 64, 849-
77.

''! Andrew Hughes (1998): ‘Coronation Ceremony, Music and Ritual of.’ In Paul E.
Szarmach, M. Teresa Tavormina and Joel T. Rosenthal eds., 209-10. Medieval
England: An Encyclopaedia, 209-10. New York: Garland, 209.

12 An early example of scholarship regarding English-Irish relations in this period is
Maud Violet Clarke (1926): ‘Irish Parliaments in the Reign of Edward IL.
Transactions of the Royal Historical Society, 4™ Series 9, 29-62.
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little to do with Ireland for most of this period and followed a hands-

off approach before the fourteenth century.'” Hamilton has gone as

far as saying that although ‘Ireland was under English control in 1308

... in principle this was hardly the case’.''* Following the

Declaration of 1308, in which Edward II was forced to exile his

favourite, Piers Gaveston, in the face of baronial disquiet, Edward
made Piers the king’s lieutenant of Ireland.!" Piers took his large
household with him on sailing from Bristol, and it is thought that his

time in Ireland was relatively peaceful (McKisack, 1959: 8). This
was, to some extent, typical; the Anglo-Irish, or ‘English of Ireland’
as they styled themselves, did not become assimilated with the Irish
during this period. Frame has argued that:

In the fourteenth century the British Isles contained two

‘English’ political communities, markedly unequal . . . in size

and wealth . . . but nevertheless sharing a great deal besides
their allegiance and appellation ‘English’. . . . Among
England’s neighbours, Ireland had the distinction of being

overseas, and yet not foreign (or indeed wholly English).

'3 The general neglect by historians of medieval Irish affairs may contribute to this
picture. Robin Frame (1989): ‘England and Ireland, 1171 - 1399.” In Michael Jones
and Malcolm Vale eds., England and her Neighbours, 1066-1433: Essays in
Honour of Pierre Chaplais, 139-55. London and Ronceverte: Hambleton Press.

114 1. S. Hamilton (1988): Piers Gaveston Earl of Cornwall 1307-1312, Politics and

Patronage in the Reign of Edward II. Detroit, Michigan: Wayne State University
Press, 37.
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(Frame, 1989: 155)

The relationship between England and Scotland during the

latter Middle Ages especially was far more stormy. The wars of
independence in the late thirteenth and fourteenth centuries
comprised small and larger battles in which territories were won and
lost alternately. Between 1272 and 1327, there was ‘no agreement
between the English and the Scots as to the relative standing of their
countries’, a factor that lay at the heart of the conflict.''® Edward I's
successful invasion in 1296 did not result in him appending ‘Lord of
Scotland’ to his official title. From at least 13035, the English
expressly avoided acknowledging the existence of the kingdom of
Scotland, despite the fact that its king was a descendant of Queen
Matilda.''” This is curious in the light of the way in which St

Margaret was later used in politically-motivated English literature,

which drew on her Anglo-Saxon familial links (Prestwich, 1989:
192). It was not until 1 March 1328 that Edward III renounced his
claim to the Scottish throne and accepted Robert Bruce’s position as

king, a position that Bruce has held since 1306 (Prestwich, 1989:

''> Gaveston had been knighted in 1306, by which time he already held land in ten
counties; Edward had given him the earldom of Cornwall on 6 August 1307
(Hamilton, 1988: 33, 37). Piers was also granted land in Aquitaine during this
penod, he recetved the title Lieutenant of Ireland on 16 June 1308, and was required
to set sail by 25 June of that year; see especially McKisack, 1959: 1-31.

' Michael Prestwich (1989): ‘England and Scotland Duning the Wars of
Independence.’ In Michael Jones and Malcolm Vale eds., England and her

Neighbours, 1066-1453: Essays in Honour of Pierre Chaplais 181-97. London and
Ronceverte: Hambleton Press, 182.

""" Queen Matilda was the daughter of King Malcolm Canmore and Queen (later
Saint) Margaret of Scotland.
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186-7). This was not a lasting peace, and the two countries fought on
until 1371 when Robert II’s accession dashed English aspirations to
the Scottish throne for good.

Music and the arts played a significant role during these
troubles, commenting on events, helping to construct the Scottish
throne’s 1mage of kingship, and even in provocation. Matilda of
Scotland was celebrated for her piety as well as her patronage of
poetry and music for the church (Bartlett, 2000: 38). During the
fourteenth century, several political lyrics alluded to Anglo-Scottish
troubles such as the battle of Bannockbumn. In 1303, Edward I was
greeted in Scotland by ‘a small chotr, as used to be done in King
Alexander’s day’ which Prestwich argued was ‘no doubt stage-
managed, and suggests that Edward was deliberately beginning to
take on the attributes of a Scottish monarch’ (Prestwich, 1989:
185)."'® Other tales related how William Wallace forced his English

captives to sing naked before him in order to humiliate them

(Prestwich, 1989: 189).

Robert II was the first Scottish king to be anointed at his
coronation, a practice that Edward II had reinstated for his coronation
in 1308. This sacrament emphasised the quasi-divine status of the
ruler, a pnimary feature in late-medieval kingship, and encouraged

parallels to be drawn between the king’s anointing and Christ’s

H31b18835, £42r-v.
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baptism.'"” This practice escalated in England, since from Edward
II’s reign in particular:
English Kings had been thought to be under the special
protection of the Virgin, anointed with a special oil she had
given to Thomas a Becket, and Richard [II] sought to have
himself reanointed with that oil in 1399."%

The importance of sacred oil for the anointment of kings was linked

to the belief in prophecies and a certain hierarchy of oils.'*' English
kings had always been anointed with the oils of St Nicholas and of St
Mary of Sardinia, not rare enough to be considered particularly
powerful, but French kings were blessed with ‘the most famous and
potent of all coronation oils, that in the saint ampoule which the Holy
Spirit itself had brought straight from heaven for the baptism of King

Clovis in 496’ (Wilson, 1990: 183). The search in England for the

holy oil of the Virgin Mary, reputedly given to St Thomas of
Canterbury during his exile in Normandy, was part of the growing
need for English kings to compete with France. Richard II ‘found’

this oil in the Tower of London, but Archbishop Arundel refused to

"> Andrew Hughes (1988): ‘Antiphons and Acclamations: The Politics of Music in
the Coronation Service of Edward I, 1308.” JM 6/2, 150-68; Ralph A. Gnffiths
(1998): ‘Monarchy and Kingship.’ In Paul E. Szarmach, M. Teresa Tavormina and

Joel T. Rosenthal eds., Medieval England: An Encyclopaedia, 520-1. New York
and London: Garland; Hughes (1998).

'*% Dillian Gordon (1992): *A New Discovery in the Wilton Diptych.’ Burlington
Magazine 134/1075, 662-7, cited from page 667.

‘! Christopher Wilson (1990): ‘The Tomb of Henry IV and the Holy Oil of St
Thomas of Canterbury.’ In Eric Fernie and Paul Crossley eds., Medieval
Architecture and Its Intellectual Context, 182-90. London: Hambleton Press.




76

reanoint him with it; he did, however, use it in the coronation of
Henry IV in _1399. St Thomas’s oil was used from this date until at
least the end of the fifteenth century. As Wilson has pointed out, the
significance of the oil was no small matter:

The claim to have received unction by the oil of St Thomas

put the Lancastrian succession under the patronage of

Canterbury’s and England’s premier saint in the most public

and unambiguous manner.

(Wilson, 1990: 186)

‘England’ was neither one stable nor identifiable space in the
later Middle Ages, nor were its boundaries necessarily defined by
aspects of its vernacular, but the English people saw themselves
increasingly as one nation. The effective and unopposed government

of the kingdom required constant reference to England’s own
heritage, and music was one of the key ways through which this

could be achieved. The task of deliberately constructing an ideal of
what England and its culture was created the need to introduce and
reinforce some particularly problematic ideas to the population, such

as the adoption of foreign saints as patrons of England, or Anglo-

Saxon saints who had little direct ancestry with kings after the
Conquest. This type of reworking of the country’s political and

religious history was not new to the twelfth century. A prime

example can be found in the support given to the cult of St Edmund,
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King and Martyr, before the Conquest by the conquering Danes. It
was the Danish Vikings who had been responsible for the murder of
Edmund in the ninth century. By at least the tenth, they appear to
have adopted Edmund to the extent that they issued special coinage
with his image, since over ninety percent of what survives has been
found within Viking archaeological sites.'** Since the coins were
minted and used within the Danelaw of Eastern England, the very
area Edmund had governed, the Danes seem to have appropriated the
saint’s image for their own purposes. By the tenth century, they had
converted to Christianity, but this alone cannot explain the
phenomenon, nor, as Ridyard points out, did it mark a humble
apology for previous wrongs against the area (Ridyard, 1988: 216);
rather:

Their adoption of St Edmund may have been, like their

conversion to Christianity, a product of diplomacy, a
negotiated, perhaps enforced, concession which might help to
stabilise their political power. . . . Edmund seems to have
been the last reigning monarch . . . of the ancient ruling
dynasty of the East Angles. Quite possibly his Danish

‘successors’ hoped that by showing themselves to be patrons

122 Susan J. Ridyard (1988): The Royal Saints of Anglo-Saxon England: A Study of
West Saxon and East Anglian Cults. Cambridge: Cambridge University Press, 214;

C. E. Blunt (1967-9): ‘The St Edmund Memorial Coinage.” Proceedings of the
Suffolk Institute of Archaeology 31, 234-55.
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of his cult they might suggest their own legitimate succession

to the kingdom and might accordingly buttress their

somewhat anomalous political position.

(Ridyard, 1988: 216-7)

Ridyard regards St Edmund’s cult as a bargaining chip between the
East Angles and their new rulers. By appropriating East Anglia’s
main hero, and political weapon, the Danes played a subtle but
ingenious game. Having neutralised the strength of Edmund’s
symbolic opposition to their power, they were free to knit themselves
into the area’s political history, despite the fact that no
hagiographical account relating to Edmund’s cult declined to
mention who was responsible for his death. The situation in tenth
century East Anglia can be seen as directly analogous to that in
England as a whole following the Conquest, and by the later Middle
Ages these constructs were responsible for shaping not only the

religious and political history of the country, but the people of

England’s sense of their own nationality.

It will be demonstrated that the cultural productions of the
monasteries and other religious houses reflected this awareness of the

need for national identity in the music that they produced during the

thirteenth and fourteenth centuries. Music, like other art forms, was a

central part of the transmission of these ideas across the country, but

1t may be possible to distinguish a localised flavour within some texts
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and music, since the cults of some saints were widely popular and

spread more naturally than others. Caldwell states that:

The major centres for the cultivation of polyphonic music at
this time were the larger monasternies, and in particular the
cathedral priories such as Worcester, Canterbury and Durham.
Towards the end of this period the contribution of the
‘secular’ establishments—cathedrals, collegiate churches, and
the household chapels of the royalty and nobility—comes
more clearly into focus, although it 1s only rarely that the
cultivation of polyphony can be ascribed to them with
certainty.
(Caldwell, 1991: 35-6)
Caldwell’s position is typical of the literature surrounding the
emergence of polyphonic music across England during the Middle
Ages, 1n that he separates the cathedrals from the households, the
royal from the religious.'> Many authors separate the contributions
of one type of monastery or even one house from another
(Benedictines from Augustinians, for example). Some scholars have
also put forward arguments that depend on the dubious generalisation

that all religious institutions acted as one politically, and as such their

music was a homogenous corpus reflecting general and universal
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trends in ecclesiastical circles.'** In this thesis I will attempt to

demonstrate that lay and religious institutions were linked at the

highest and lowest levels, and that royal patronage cannot be
disentangled from monastic polyphony (or vice versa) in the later
Middle Ages. This follows the argument recently put forward by
Thorlac Turville-Petre that ‘it was in the interests of the clergy to
promote a sense of national identity as a way of claiming common
interest with their lay audience’ (1996: vi). I will show that within
this picture, local and regional concerns can be detected in the
promotion of ideas through polyphonic music.

Music was an important part of cultural and religious life 1n
medieval England. Both the language of its text(s) and the literacy
needed to compose and perform this repertoire made polyphonic
music one of the highest possible modes of cultural expression. Since
the national identity of England was forged gradually, often self-
consciously, between the reigns of Henry III and Henry VI, it is the
‘long’ fourteenth century that forms the focus of this thesis. It will be
shown that music played a pivotal role in the expression of this new
identity, and its maintenance, in the face of political opposition. I will

argue that texted polyphonic music was the vehicle for subtle royalist

'# Caldwell back-pedals slightly in his argument by later stating that ‘the Chapel
[Royal] may well have been at the forefront of musical developments throughout the
fourteenth century’ (Caldwell, 1991: 36).

' One such study is Peter M. Lefferts (1981): “Two English Motets on Simon de

Montfort.” EMH 1, 203-25; see chapter 4 of this study for an alternative
interpretation of the evidence.
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and anti-royal propaganda across this period, with specific reference

to the saints with which those kings associated themselves in their

ptety. English kings were well aware of the fluidity of the English
identity. The manipulation of themes of kingship and piety in the
cultural productions of composers, authors and artists reflected these
political trends closely. As a medium requiring more than an
adequate level of textual literacy, polyphonic music can be seen as
representative if not of the popular concerns of English people, then
especially of those who had most to gain, or lose, by changes of
political circumstance. These sentiments are found not so much in
evangelical Dominican and Franciscan English lyrics, but in Latin-
texted, high-status musical texts.

The veneration of specific saints by individuals and larger
communities carried an important symbolic message. Throughout
this period, kings and other members of the nobility (especially those
in line to the throne) became increasingly aware of the power of
identifying themselves or their causes with specific saints, chosen for
the virtues they needed to be seen to possess. These deliberately
constructed 1dentities were expressed in many formats, such as
painting, literature, and music. Since most political leaders were
men, the saints chosen to promote their causes most often shared

their gender. As a result, the overwhelmingly female-centred

veneration of virgin martyrs acquired an unlikely bedfellow, the
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rising prominence of male ‘virginal’ saints in hagiographical
literature. Only the Virgin Mary seems to have been deemed an

appropriate intercessor for both male and female royal rulers during

this period.'®

Queens such as Eleanor of Provence and Anne of
Bohemia used their patronage to promote an image of personal piety
in relation to female saints such as St Katherine of Alexandna, St
Margaret of Antioch, St Anne, St Ursula and the Virgin Mary.

This thesis concentrates mainly on those saints considered to

be useful, or a potential threat, to the English throne during the
period ¢.1260 — ¢.1400. The second chapter assesses the various ways
in which royalist establishments cultivated king saints such as
Edward the Confessor and Edmund King and Martyr. It poses the
question: can music be seen — in the same way as hagiographical
literature — to have played a distinctive role in the development of the
cults of these saints for political ends? It also seeks to trace the
decline in popularity of these saints amongst the monarchy towards
the end of the fourteenth century. A further theme 1s the link between
divine English kingship and ideal forms of masculinity as constructed
by literature including the texts of several motets and conductus.
Chapter 3 examines the interplay between constructions of

queenship and the music composed in honour of female saints such

'*? See especially John Carmi Parsons ed. (1994): Medieval Queenship. Stroud:

Alan Sutton; John Carmi Parsons and Bonnie Wheeler (1996): Medieval Mothering.
New York: Garland.
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as St Katherine of Alexandria and St Edburga. The cults of female
virgin martyrs were particularly strong in England, and were a feature
of many different hagiographical texts. Female saints were also used

as a role model for laywomen, whose lives were dominated by the

need to show 1deal combinations of nobility, beauty, chastity and

wisdom. These themes are particularly evident in polyphonic works

written 1in honour of St Katherine, whose cult is the focus of this

chapter.

The fourth chapter considers individuals who were cultivated
as saints, or popular saintly heroes, by various sectors of the populace
during the same period. To what extent the cult of these figures was a
threat to the dominance of rulers can be observed in the ways in
which the king/royalist establishments reacted to their development.

The composition of motets and office items in honour of Simon de

Montfort, for example, showed the spectacular failure of Henry III to
contain and wipe out his cult. Fourteenth-century pretenders to the
throne used symbols of sanctity in order to bolster their own images,
and promoted those men killed in rebellions as heroes to establish
their own claims. The ‘martyrdom’ of ‘St” Thomas of Lancaster was
a central theme to many of the arguments against Richard II at the

end of the fourteenth century, and Richard reacted to this by attempts

to promote the cult of his brutally murdered grandfather, King

Edward II.




84

In seeking to promote a specific image of Englishness,
sanctity, strong military leadership or regal power, it was perhaps
inevitable that many sectors of the population were deliberately
removed from the construction of English identity. The first such
group was women, whose role in governmental and ecclesiastical
policy was marginalised from the thirteenth century, and whose
secular and religious life continued to be controlled by patnarchal
systems. Examining the ‘female voice’ in writings of this period has
already enriched the understanding of literature and theology in other
disciplines, but has yet to be achieved in the sphere of medieval
English music. The female voice is found in so few English pieces
from the thirteenth and fourteenth centuries that its implications have

126

yet to be fully explored.”™ Chapter 5 seeks to address that issue, with

specific relation to the motet Zelo tui langueo.

The second group excluded from the message of literary and
musical constructions of the English nation were the Jews. Expelled
from major cities on several occasions, and restricted to careers on

the fringes of society (such as usury), the Jews were treated as ‘other’

to both men and women of the Christian faith. In 1290 Edward I
formally expelled the Jewish people living and working in England.

Motet texts, particularly those centred on Christ’s Passion, frequently

26 . : : :
%% There are many examples in continental collections, such as the Montpeller

Codex, and the implication of a female subject position in religious and secular
motets 1s something that warrants further attention.
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used anti-Semitic language and imagery. It has been shown elsewhere

that misogyny and anti-Semitism have gone hand in hand in some

literary products, where an implied female subject of such a text has
been identified convincingly as J udea.'?’ Music must inevitably be
considered as one of many agents in anti-Jewish sentiment that
permeated Anglo-Christian culture.'®® A careful exploration of these
issues is approached in the final chapter, which seeks to show the
importance of the ‘other’ to those wanting to promote their own
superiority.

Those who sought to construct images of dominance and
legitimacy in late medieval England used powerful associative
devices.'® The studies that follow seek to explore the effect, desired,
perceived and realised, of building such identities through text,

especially in those texts set to music. That music was at least

expected to be transmitted outside of an individual’s expenience and
into the world by performance (whatever form this may have taken)
might suggest that we can see it as potentially more powerful

symbolically than texts which may not have had an audience per se

127 Ann Lewis (1994): ‘Anti-Semitism in an Early Fifteenth-Century Motet: Tu
ne;phanda. * PMM 3/1, 45-55, especially page 52.

138 Christopher Page (1996): ‘Marian Texts and Themes in an English Manuscript:
A Miscellany in Two Parts.” PAMM 5/1, 23-44.

12 See the interest in this topic as it relates to the fifteenth century, for example G.
L. Harniss ed. (1985): Henry V: The Practice of Kingship. Oxford: Oxford
University Press; Paul Strohm (1998): England’s Empty Throne: Usurpation and
the Language of Legitimation, 1399 — 1422. New Haven and London: Yale

University Press; John Watts (1996): Henry VI and the Politics of Kingship.
Cambridge: Cambridge University Press.
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other than those who studied them individually and inwardly."*
Regardless of whether a piece of votive polyphony was performed,
the nature of the genre implied such a transmission of music and

ideas to others. Success or survival of a piece of music was often

reliant on those who transmitted it elsewhere, and its relevance and

meaning would no doubt change with each rendition, dependent on

location and occasion.”’

130 Robert Darnton (1986): “The Symbolic Element in History.” Journal of Modern
History 58, 218-34.
131 A K. McHardy (1982): ‘Liturgy and Propaganda in the Diocese of Lincoln
During the Hundred Years War.’ In S. Mews ed., Religion and National Identity.
Studies in Church History 18, 215-27. In her introduction to the collected essays
Hearing the Motet, Pesce pointed to the fact that such investigations were inevitably
based on both ‘tried and true musicological methods’ but also ‘increased focus on
the texts’ in most cases; she also stated that ‘some of the essays [in the collection]
provide multiple readings of the motet in lieu of a “definitive” one’ (Pesce, 1997: 4).
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Chapter 2
‘This hooly martir, this blyssyd kyng so good’:

kingship and sanctity in English music

Monarchs have always been eager to give patronage to projects in art and

literature that cast them in a good light.,l By associating themselves with
historical characters, especially saints, they present an image that people
can admire and be afraid to challenge. Medieval kingship was a concept
that had acquired and absorbed elements from the Christian and pagan

past, frequently drawing on the Old Testament.” The preferred father-to-

son lineage followed by medieval kings mirrored the rod of Jesse, which

linked King David to Chnst.

Several studies of the construction of kingship in the reigns of

Henry III to Henry VI have highlighted the importance of image
manipulation in England, a country governed by a frequently shaky

lineage that was entangled by marriage with that of France and other

' The quotation in the title of this chapter is cited from John Lydgate, Lives of St
Edmund and St Fremund, in Carl Horstmann ed. (1881): Altenglische Legenden, Neue
Folge. Heilbronn: Henniger, line 23.

2 J oel T Rosenthal (1971): ‘Edward the Confessor and Robert the Pious: 11" Century
Kingship and Biography.’ Mediaeval Studies 33, 7-20, especially page 7.
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European kingdoms.” The cultural patronage of kings, queens and other
magnates directly influenced the arts, which served as a vehicle for
fashioning positively themed messages of power, strength and legitimate
lineage. The position of undisputed head of state relied on the
maintenance of a perceived status in between that of mankind and God,
an unquestionable, quasi-divine image in the eyes of the wider

population. By the fifteenth century, the king ‘stood at the apex of

human society, looking to God immediately above and to his subjects
below him’ (Harriss, 1985: 10). It was, arguably, the narrowing of the
gap between monarch and God that was of prime concern in most
royalist propaganda.

The portrayal of the Blessed Virgin Mary in royal apparel from
about the fourth century, and the subsequent adoption of such symbols as
the sword, rod, orb, ring and sceptre into earthly regalia, gained
significant popularity in England during the Anglo-Saxon penod.
Paintings and sculptures of Maria regina were compounded by the

language used to describe her in liturgical texts, such as Alcuin’s De

3 There is substantial literature on this subject, especially from the past twenty years.
Fritz Kemn (1957): Kingship and Law in the Middle Ages, trans. S. B. Chrimes. Oxford:

Greenwood Press; Emst H. Kantorowicz (1957): The King's Two Bodies. Princeton:
Princeton University Press; Anne J. Duggan ed. (1993): Kings and Kingship in
Medieval Europe. King’s College London Medieval Studies 10. Exeter: Short Run
Press; Elizabeth M. Hallam (1982): ‘Royal Burial and the Cult of Kingship in France and
England, 1060-1330." JMH 8, 359-80; Harriss (1985); Watts (1996). A highly insightful
study into themes of kingship and artistic patronage is Paul Binski (1995): Westminster

Abbey and the Plantagenets: Kingship and the Representation of Power 1200 — 1400.
New Haven and London: Yale University Press.
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laude Dei, which praised Mary in distinctively regal terms.* Marian
antiphons appeared in the liturgy from about the end of the tenth century.
The Salve regina is found in 1ts earliest copy in a Cistercian antiphonary
dating to 1140.° Over time, and especially from the twelfth century, the
traditions of secular/royal and religious became entwined: soon the

worship of a regal Mary was an act of allegiance to one’s ruler on earth.’

The image of the coronation of the Virgin, generated from the

twelfth century, does not appear to have been adopted into common
exemplars until the end of the fourteenth century in England, though

elements of the same symbolism, used for both male and female saints

and in royal coronation ceremonies, are found much earlier. Barlow

described the significance of the regalia in relation to the coronation of

Edward the Confessor:

The ring was the ‘seal of holy faith’ and with its help the king
was to dnve back his foes with tnumphal power, destroy
heresies, unite his subjects and bind them firmly in the catholic

[sic] faith. The sword was for the protection of the kingdom and

* Mary Clayton (1990): The Cult of the Virgin Mary in Anglo-Saxon England
Cambridge: Cambridge University Press, especially pages 107-8; Nigel Morgan (1994):
‘The Coronation of the Virgin by the Trimty and Other Texts and Images of the
Glorification of Mary in Fifteenth-Century England.’ In Nicholas Rogers ed., England in
the Fifteenth Century. Harlaxton Medieval Studies 4, 223-41. Stamford: Paul Watkins.

> Marina Warner (1976): Alone of All Her Sex: The Myth and the Cult of the Virgin
Mary. New York: Vintage Books, especially chapter 7, ‘Maria Regina’, 103-17.

* Rosenthal states that ‘kingship, like many another medieval institution or concept,

underwent a profound and permanent change around the turn of the twelfth century’
(1971: 7).



the camp of God. . . . The crown was ‘the crown of glory and

justice’, the sceptre ‘the rod of the kingdom and of wvirtue’. . . .

Finally, the king was given the rod ‘of virtue and equity’.’
It is clear from this passage how closely enmeshed were the two ideas of
earthly ruler and Christ-like majesty in the coronation ritual. Warner put
it more simply: ‘when kings and queens wore the sceptre and the crown
they acquired an aura of divinity’ (Wamer, 1976: 111). In the twelfth
century, John of Salisbury explained that princes were subject to God
and to those in religious orders who camed out his work on earth. In
England, as with many other countries, this position of authority was
pushed further, and kings considered themselves to be inferior to God
alone (Griffiths, 1998: 520).°

The rituals associated with coronation show this transition, as
well as demonstrating the elements that, increasingly, became associated
with sanctity and nationhood, and that form the basis of this study.” From

approximately the tenth century, the coronation ceremony became more
elaborate. Its three sections — the election by the people, the promise of

the king and finally his anointment and reception of the regalia — were

7 Frank Barlow (1970): Edward the Confessor. London: Eyre and Spottiswoode, 63.

* It was this hierarchy that was the main bone of contention between Henry II and
Thomas Becket in the twelfth century; see chapter 4 below.

? Previous studies include Emst H. Kantorowicz (1946): Laudes Regiae: A Study in
Liturgical Acclamations and Aediaeval Ruler Worship, with a Study of the Music of the
Laudes and Musical Transcriptions by Manfred F. Bukofzer. Berkeley and Los

Angeles: University of California Press; Hughes (1988).
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followed by a Mass and a banquet.'’ That the ceremony traditionally

took place at Westminster, with the Archbishop of Canterbury presiding,
demonstrated the nation’s ecclesiastical support for the king at the
highest level. Bury St Edmunds, a royal foundation, cast its own shadow
on proceedings, since from 1308 a version of the plainchant from St
Edmund’s Office was used for anointing the new king (Hughes, 1998:

209). Enthronement took place in the ‘chair of St Edmund placed

prominently on a scaffold raised in the crossing of [Westminster] abbey’
(Hughes, 1998: 210). At his coronation, Richard II wore both the slippers

of St Edmund and the coat of St Edward the Confessor.'!

From the eleventh century, there are detailed accounts of how the
coronation /audes were incorporated into the coronation ceremony in
England, including textual acclamations and liturgical directions.'® The

version found in the Worcester Antiphonal 1s expanded slightly in the
Gradual of the same provenance by the addition of St Edward the

Confessor’s name to those invoked on the king’s behalf (Kantorowicz,

'9 Janet L. Nelson and Peter W. Hammond (1998): ‘Coronation.” In Paul E. Szarmach,
M. Teresa Tavormina and Joel T. Rosenthal eds., Medieval England, An
Encyclopaedia, 207-9. New York and London: Garland, 208.

'! Samantha J. E. Riches (2000): St George: Hero, Martyr and Myth. Stroud: Sutton,
102.

'? This discussion is reliant for its detail, though not its conclusions, on Kantorowicz
(1946: 171-9).
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1946: 171-2)."° It is possible that the singing of the chant Christus vincit

was augmented by polyphony from as early as the end of the twelfth
century, since at Richard I's second coronation at Winchester (17 April

1194), ‘three cantors sang the Charistus vincit after the first collect’
(Kantorowicz, 1946: 175). Henry III’s payment of 100 shillings to Walter
de Lenches and his assistants for the singing of the Christus vincit at his

crown-wearing ceremony and at the coronation of his queen, Eleanor, in

1237 and 1236 respectively, suggests a special type of performance. This
particular melody camed no small importance to the monarch in forging
a link between himself and God. It 1s notable, for example, that the
sixteen or more occasions on which Henry III heard the Christus vincit
between Ephiphany 1239 and the same feast the following year included
the feast day of St Edward the Confessor, Edward’s translation, and the
feast of St Edmund, in addition to major liturgical feasts, the queen’s

purification, and the birthday of Prince Edward.'* Kantorowicz asserted

that ‘we should assume that from the increase of laudes days we can read
off as from a fever-curve the progress of this king’s religious zeal’ (1946:

176). 1t 1s also possible to suggest that King Henry became more aware

'Y Worcester Cathedral Cod. F. 160, £201; [na.] (1997): Le Codex F.160 de la
Bibliothéque de la Cathédrale de Worcester, Antiphonaire Monastique (XIlle siécle).

Paléographie Musicale 12. Solemnes: Monks of Solemnes. First published 1922,
Toumar Desclée; repr. 1972, Berne: Lang.
'* For more on crown-wearings, see Ian Bent (1968),
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of the symbolic effect of Christus vincit performances on feast days
linked to his saintly forebears.

These features all emphasised the divine empowerment of the
coronation ceremony, and embodied ideas seen as representative of the
nation and the faithful within in 1it. It 1s notable that from 1189 women
and Jews were banned from admission to the ceremony, according to

chronicler Matthew Paris ‘because of the magic arts which Jews and

some women notoriously exercise at royal coronation’."” The crowning

ceremony was potentially one of the most vulnerable points in the rule of
a king, and only features acceptable to the image of English nationhood

were included.

At times of political upheaval, and especially when lineage was a
factor in such struggles, it became imperative for a ruler to present his or
her genealogy in as many locations and through as many different media
as possible. Mark Ormrod has shown that for Edward III, personal piety
meant the celebration of his dynasty (Ormrod, 1989: 876). At the same
time, these genealogical displays helped to confirm Edward’s own
reputation as saintly monarch. Ormrod has suggested that the saintly and

lay features of Edward III’s propaganda ensured that even ‘by the middle

years of his reign Edward was already commonly seen as the divinely

'3 Matthew Paris, cited in Cecil Roth (1978): A History of the Jews in England, 3"
Edition. Oxford; Clarendon Press, 19.
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inspired instrument of English salvation, the epitome of Old Testament
kingship, and an exemplar to Christian princes’ (Ormrod, 1989: 849).
Through these kinds of efforts, ‘the monarchy’s place in society
gradually broadened to become the bedrock of political and social life
and the embodiment of statehood and the nation’ by the later Middle
Ages (Griffiths, 1998: 520). The arts were particularly adept for this
purpose, since allegorical references 1n text and symbolism in both
literary and visual arts could be used subtly or overtly to construct an
image of a ruler that was not, by definition, necessanly lifelike.'® It was
far more important that the image in these productions referred to
qualities of strength and authority regardless of the actual strength of
their kingship or claim to the throne. As at the coronation ceremony,
references to national saints or associations made between divine power
and the ruler’s power on earth were particularly favoured.!” From
approximately the end of the fourteenth century, the image of the Virgin
Mary being crowned by the Trinity gained a substantial popularity
(Morgan, 1994: 223). One of the earliest depictions is found in a Missal
from the 1390s (Lbl 29704, £.152v), where Mary is being crowned above

a chorus of eight angels gathered around what appears to be a roll of

16 Music was considered to be a science rather than an art form in theoretical and

philosophical writings of this period, but here I am considering its power as a medium
for expression of national sentiment in the manner of literature, sculpture and so forth.
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music. In other parts of the same historiated initial, angels play a shawm
and a plucked stringed instrument, perhaps a citole (reproduced in
Morgan, 1994: pl. 51). It is impossible to see the interest in the
coronation of the Virgin as separate from the increased importance of
the sacred elements of kingship that dominated during the same period.
In France, the Capetians developed a similar allegiance to royal
saints.'® When Louis IX was canonised in 1297,
France produced the perfect type of sacred king. His relics, lying
in state at the abbey of Saint-Denis, became the focus of a cult of
kingship. . . . Here Frenchmen worshipped a national saint and
the nation’s sainted king; royal sanctity, national loyalty,

religious personality and historical identity all drew easily

together.

(Spiegel, 1983: 160)
In England, where so many rulers had been canonised, there was

a rich fabric of historical and hagiographic material ready to be crafted

into symbolic narratives and lyrics. Reference to ideal forms of kingship

'7 For the liturgies of king saints developed during the Middle Ages, see Andrew Hughes
(1993): ‘The Monarch as the Object of Liturgical Veneration.” In Anne J. Duggan ed.,

Kings and Kingship in Medieval Europe. King’s College London Medieval Studies 10,
375-424. Exeter: Short Run Press.

1% Gabrielle M. Spiegel (1983): “The Cult of St Denis and Capetian Kingship.’ In
Stephen Wilson ed., Saints and their Cults: Studies in Religious Sociology, Folklore
and History, 141-68. Cambridge: Cambridge University Press.
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was made in the visual and literary arts, as well as in music.!” Chant and
polyphonic texts frequently drew on imagery concerning the endurance
of the kingdom of heaven, the hierarchy of celestial bodies within the
heavenly court, or Mary and Jesus enthroned. A selection of the motets
in the Bury St Edmunds source Ob 7 will serve as an example, since it
shows something of the range of common phrases. In Petrum cephas,
Jesus is the ‘rex clemencie’, ‘king of clemency’, a phrase that appears in
two other items, Rex visibilium and Deus creator omnium (PMFC 135:
188, 189, 192). Rex visibilium 1s dedicated to Jesus Christ the King, and
demonstrates the interest in nghteous war, a divine struggle against evil
rather than a terrestrial battle, in its laudatory lines, ‘Invincible king of
all kingdoms, leader of the army of the citizens of heaven’. Beneath this,
the tenor emphasises the infinite status quo, ‘Regnum tuum solidum
permanebit in eternum’, ‘Your firm kingdom will endure forever’
(PMFC 15: 189). A heavenly king embodies paradox, he is visible and
invisible (Rex visibilium), he is ‘maker unmade’ (Deus creator omnium),
Hell is presented as an opposite kingdom, a court of punishment, in Deus
creator omnium (PMFC 15: 193). This kind of imagery helped to

emphasise the likeness of the court of kings on earth to those in heaven.

The same language was used in the praise of God and Christian kings, a

'? For the relationship between music and fourteenth-century French kingship, see
Robertson (2002), especially pages 224-56.




97

practice that served to emphasise the divine status of sacral kingship

across Europe.
Music and politics in England

Current affairs featured less in the texts of English polyphonic
compositions than in those written on the continent during the fourteenth
and fifteenth centunies. This has been viewed as a slight decline from the
preceding century in which the conductus was sometimes used to discuss
political matters.”” Roger Bowers stated that fourteenth-century English
music ‘appears to be devoid of items commemorating recently deceased
politicians and saints’ (Bowers, 1990: 314). He compared this situation
with the thirteenth century, from which four such pieces survive.*'
Lefferts contrasted English with continental practice:
In the later fourteenth century the motet in both France and Italy
became a vehicle for propaganda and political ceremony,
honoring the kings of France, the doges of Venice, popes and
antipopes. . . . With regard to the themes treated in its texts, then,
the English motet may be sharply distinguished from the Latin

motets written within the French or Italian traditions in the

20 A full bibliography can be found in Janet Knapp (2001): ‘Conductus.” New Grove 2™
Edition 6, 276-81.
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thirteenth and fourteenth centuries. . . . an important distinction

remains there as well, in the relative preponderance of texts on
saints and feasts in England over those on homiletic topics.
(Lefferts, 1986: 186-7)
More recently, Cumming agreed that, generally speaking, ‘English
motets . . . had multi-purpose sacred texts, with no political or social
allusions’ (Cumming, 1999: 22). This was again contrasted with the

specific events referred to in many continental motets, ranging from

general political concerns and successful battles to a significant number

of pieces about the papal schism.

This kind of comparison does a disservice to English pieces.
English motets are seen as lacking localised colour in their supposedly
neutral texts, simply because they were not written with the same kind of
overt references to current affairs as their continental counterparts, a
feature that may have been influenced as much by their relative function
as by artistic or political motivation.*’ This study will argue from a
different angle, one that includes an awareness of political canonisation
in music as a potential instrument of power in the late thirteenth and
fourteenth centunies. Examples of polyphony will be examined not for

hidden references to specific dates, but for evidence of an awareness of

#! Bowers® examples are the pieces in honour of Peter of Verona (canonised in 1254),
Simon de Montfort (d.1265) (two motets) and Thomas of Dover (d.1295) (1990: 313).
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the construction of national 1dentity during particular periods. The
political symbolism in art and literature during the reign of Edward III
will be used to show how two conductus, Regem regum and Singularis
laudis digna, relate more generally to the politically motivated literature
of the late 1340s and 1360s. This study will be less concerned with
hermeneutics than with the examination of the interrelationship between

music texts and historical, dynastic, political and artistic concerns in

England duning the reigns of Henry III to Richard II, ¢.1260 - c. 1400.7

St Edmund and St Edward the Confessor as patron saints

Before the fifteenth century, when the cult of St George rose to
prominence, St Edmund, King and Martyr, and St Edward the Confessor

were considered patron saints of England and the English people.** In

life, they had ruled as secular leaders, but after their deaths they were

canonised as saints. As La Estoire de Seint Aedward Le Rei commented:

?2 Cumming has pointed out how the vague information available regarding the function
of motets cannot be used as part of the definition of the motet as a genre (1999: 60-2).
%3 Though this date lies late in Henry III’s reign, my aim is to avoid dealing with the
repertoire of the “Notre Dame’ period, which lies beyond the scope of this study. In
addition, the 1260s are years during which the piety of Henry III is most obvious,
particularly with the near completion of Westminster Abbey. Some of the pieces of
music discussed in this thesis were composed before the 1260s, or after 1400, in order to
represent the repertoire in honour of certain saints more fairly. A full list of pieces of
music in honour of saints other than the Blessed Virgin Mary can be found in Appendix
3.

** For St Edmund as patron saint of England, see especially Cynthia Hahn (1991):

‘Peregrinatio et natio: The Illustrated Life of Edmund, King and Martyr.” Gesta 30/2,
119-39.
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In the world . . . there is not country, realm or empire where so

many good and holy kings have lived as the island of England,

who after their earthly reign now reign as kings in Heaven, saints,

martyrs and confessors, of whom many died for God.”

Neither Edmund nor Edward was of native parentage. Edmund
was probably born in Saxony; Edward the Confessor, described by

Barlow as ‘Anglo-Scandanavian, half a Viking, by birth’, spent most of

his early life in exile in Normandy (Barlow, 1970: 27). Yet, each was

successfully accepted into the ranks of English saints: Edmund in 1013,

Edward in 1161 .%°

Not all English saints were members of the royal line, and kings
did not venerate their ancestors alone. Canterbury’s local saints,
Augustine and Thomas Becket, were not kings, and it is perhaps no

coincidence that Canterbury became the focal point for much popular
pilgrimage in contrast to Westminster’s mainly royal attention. When
kings and queens travelled to Canterbury, they did so not to visit their
forebears’ tombs and relics but to emphasise their affinity with the piety

of the nation and to recognise formally the power of the English

23 Henry Richard Luard ed. and trans. (1858): Lives of Edward the Confessor, I: La
Estoire de Seint Aedward Le Rei; II: Vita Beati Edvardi Regis et Confessoris; Illl: Vita
Aeduuardi Regis Qui Apud Westmonasterium Requiescit. London: Longman. Original
text reads: * Enmund ne est. . . Pais, reaume, ne empire / U tant unt esté bons rois / E

seinz, cum en isle d’Engloss, / Ki aprés regne terestre / Ore regnent reis en celestre, /
Seinz, martirs, e cunfessurs, / Ki pur Deu mururent plursurs’, page 25, lines 1-8.

26 Bernard W. Scholz (1961): ‘The Canonization of Edward the Confessor." Speculum
36, 38-60.
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church.?’ Chaucer’s socially diverse combination of pilgrims in the
Canterbury Tales, written at the end of the fourteenth century, 1s

convincing as a group partly because Canterbury remained the meeting
place in the English imagination for national piety and Western Christian

pilgrimage to Jerusalem. For Chaucer, Canterbury was ‘symbolically the

heavenly Jerusalem’, something that neither Bury nor Westminster could

replace in the popular imagination.”®

In the Anglo-Saxon period, Winchester was the most important
royal city, and its cathedral reflected this in its veneration of St Edward

King and Martyr (d.978), buried at Shaftesbury.” Following the Norman
Conquest, and especially from the thirteenth century, the seat of royal

power was concentrated on Westminster. Even by this later period,
government could in fact be exercised from anywhere in the country, and

parliaments during the fourteenth century were held at high status cities

and monastic sites such as Glastonbury, Norwich and York.”® The

establishment of Westminster as centre of regal power and government

*T These ideas are discussed in more detail in chapter 4.

28 Lillian M. Bisson (1998): Chaucer and the Late Medieval World. London: Macmillan,
118.

* The fullest account of the cult of Edward King and Martyr is Christine E. Fell (1971):
Edward King and Martyr. Leeds Texts and Monographs, New Sernies. Menston,
Yorkshire: Scolar Press. The Winchester Troper manuscripts contain important evidence
for the study of saints and their music in the eleventh century. Some of the items in these
sources are listed in Appendix 3.

*® Mark Ormrod (2000): ‘Competing Capitals? York and London in the Fourteenth
Century.’ In Sarah Rees Jones, Richard Marks and A. J. Minnis eds., Courts and

Regions in Medieval Europe, 75-98. Bury St Edmunds: York Medieval Press.
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brought with it unprecedented patronage to Westminster.”' Edward the
Confessor founded Westminster Abbey in the eleventh century. Henry
III’s adoption of the church as part of his personal devotions made it very
rich. A key event in the development of Westminster’s status was
Henry’s rebuilding and extension of the Abbey in the middle of the
thirteenth century, culminating in the translation of St Edward’s relics to
a new shrine on 13 October 1269.%* Perhaps just as significant was
Henry’s earlier command in 1237 that St Edward’s main feast day (5
January) should be added to the calendar of the universal Church. The
Chronica majora by Matthew Paris reported how ‘King Henry, on St
Edward’s Day, went in procession, barefooted and 1n surplice and cope,
offering to his patron [St Edward] a crystal containing the blood of the
Lord’ (cited in Kantorowicz, 1946: 177). It was believed that Edward
the Confessor’s building had been consecrated by St Peter himself, and
with the translation of Edward’s body, Westminster acquired a double
dedication, to St Peter and St Edward. St Peter was widely venerated, but
St Edward brought a special status to the Abbey. Cults attracted financial
patronage, and the cult of St Edward brought significant financial

advantages to Westminster, increasingly able to draw on the donations of

pilgrims and other benefactors. Shaw has shown that Westminster’s

! See especially Binski (1995).
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liturgy had both strong Edwardian and Petrine elements, reflecting the
importance of the two saints in combination at the Abbey.™’

The religious and institutional references in the architecture of
Westminster Abbey were highly complex; Binski described it as ‘the
embodiment of vanious ideologies’ (1995: wii). Arguably, the most
subtle, and perhaps most successful in the king’s eyes, were the elements

in his favoured church that combined the practical requirements of

liturgy with the splendour of impressive ceremony, from the fabric of the
building to the lighting, images and music. Binski argued that, for Henry

111, the abbey at Westminster was ‘both a relic and a yardstick of

relevance for Henry III’s church as paradigm of virtuous patronage’
(1995: 34). Even by the thirteenth century, the more widely venerated
English king saint was still St Edmund. Klaniczay argued that from the
twelfth century, St Edmund was ‘the most significant early medieval
exemplar of the Anglo-Saxon ideal of a royal saint’ (2002: 89). Despite
Henry III and the Westminster monks’ best efforts, St Edward never
acquired a popular cult, nor was Edward the only king saint to be

venerated by the Plantagenet line (Binski, 1995: 3).

32 Laurel Braswell (1971): *Samnt Edburga of Winchester: A Study of Her Cult, AD 950
-~ 1500, With an Edition of the Fourteenth-Century Middle English and Latin Lives."
Mediaeval Studies 33, 292-333, especially page 323.

YA Timothy Shaw (2000): ‘Reading the Liturgy at Westminster Abbey in the Late
Middle Ages.’ Ph.D thesis: Royal Holloway College, University of London
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The compiler of the South English Legendary relates a miracle

story about Edward the Confessor giving a ring to a poor man who
tumed out to be St John the Evangelist. The author set up the national
importance of Edward, as well as his sanctity, whom he described as
‘Seint Edward pat was nou late in Engelond oure king” (SEL: 609, line

501). This gold ring, which we are told Edward had loved, was donated

to Westminster Abbey as a relic, and attracted a regular stream of
pilgrnms:

bulke ring is 3ute at Westm[i]nstre 1n relike 1do

As me ssewe) pilgrims pat ofte comep pertwo.

(SEL: 610, lines 519-20)

In the Legenda aurea, Voragine recounted the same events, but with St

Edmund as the king in question. In this text, St John appeared as a
pilgnm begging for alms, and Edmund ‘cum nil aliud promtu haberet’
(having nothing else to hand) gave the pilgnm his precious ring. Later,
an English soldier, while travelling abroad, was given the ring back by
the same pilgrim, with the message that ‘He for whose love you gave this
ring sends it back to you’ (Ryan, 1993: 55). This demonstrates the
commonality acknowledged between the stones relating to English king
saints during this period. One story could easily be substituted for

another; the key feature was that it concerned the sanctity, chanty and



105

wisdom of an English king. Both episodes occur within the legend of St
John the Evangelist. The Westminster ‘version’ in the South English

Legendary is a rewnting of the same story, but pushing the image of St

Edward.> Edmund’s life is treated in full elsewhere in the collection;

Edward’s legend only appears as a separate chapter in three manuscript

sources of the SEL (Gérlach, 1974: 306-7).%

The Abbey of Bury St Edmunds in East Anglia housed the shrine

of St Edmund King and Martyr, widely considered the patron saint of
England both at home and abroad until the later Middle Ages.>® The
fortunes and prestige of Bury rested primarily on the promotion of
Edmund’s cult. The Abbey was a royal foundation, established by
Sigbert, the first Christian king of the East Angles. After the translation
of the body of St Edmund to Bury in 903, the community of monks there

became increasingly wealthy, partly because of pilgrimages to the king’s
shrine. Shortly after the Battle of Hastings, William the Conqueror

confirmed Bury St Edmund’s liberties.

** The provenance of the SEL is discussed in Manfred Gorlach (1974); The Textual
Tradition of the South English Legendary. Leeds Texts and Monographs, New Series 6.
Ilkley: Scolar Press.

** These are manuscripts A, Ob Ashmole 43 (S. C. 6924) from Gloucestershire, before

¢.1330; B, Ob Bodley 779 (S. C. 2567) perhaps from early fifteenth-century Hampshire;
and J, Lbl Cotton Julius D. IX, of unknown southern provenance, dated ¢.1425
(Gorlach, 1974: 74, 76, 86-7).

*¢ See John Crook (1998): ‘The Architectural Setting of the Cult of St. Edmund at Bury
1095 - 1339." In Antonia Gransden ed., Bury St Edmunds: Medieval Art, Architecture,
Archaeology and Economy, 34-44. Leeds: Maney and Sons for The British Academy.
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The popularity of Edmund in the eyes of the monarchy during the
thirteenth century is most keenly demonstrated by the devotion shown by
Henry III. The relationship between the Abbey at Bury St Edmunds and
King Henry III was close in both a political and personal sense. Henry’s
reign during the 1240s and until the 1260s was, among other pressing
concerns, taken up with his quest to beget an heir to the throne. His

interactions with Bury and with music are documented in relation to

these occasions. On the birth of his first son, Edward (18 June 1239), 1t

is recorded that,
Walter de Lench and his fellow clerks of the king’s chapel sang

the triumphal Christus Vincit before the king, and they held forth
again on the day of the queen’s purification {31 July, 1239] >
On the birth of Henry and Eleanor’s second child, Matilda, this role was

fulfilled once more during the Queen’s confinement, this time by the
monks of Westminster (Howell, 1992: 62). The royal couple’s fourth

child was another boy, Edmund (b.1245). At the queen’s purification

ceremony, the clerks of the royal chapel sang Christus vincit before

*T Margaret J. Howell (1992): *The Children of Henry ITI and Eleanor of Provence.’ In
P. R Coss and S. D. Lloyd eds., Thirteenth Century England IV. Proceedings of the
Newcastle Upon Tyne Conference, 1991, 57-72. Woodbridge: Boydell, 61. This is
recorded in the Calendar of Liberate Rolls Preserved in the Public Record Office, 1226

— 72, London; presumably, this is the same occasion for which Walter de Lenches
received 100s (see above). A detailed survey of the occasions on which the Christus
vincit was sung, and of the clerks involved, can be found in Ian Bent (1968). He does
not mention the singing of the chant for Matilda. It could well be that the ‘monks of
Westminster® who sang for Matilda’s birth were also the clerks of the king's chapel 1
have found no information relating to the birth of Henry and Eleanor’s thurd chuld.
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Eleanor herself. It is in relation to this occasion that the affiliation

between the King and Bury is detailed in his letter to the abbot:
Know that on Monday after the feast of St Hilary, when our
beloved consort Eleanor, our Queen, was labouring in the pains
of child-birth, we had the antiphon of St Edmund chanted for her,
and when the aforesaid prayer was not yet finished, the bearer of
this present letter, our valet [Stephen de Salines, told us that she
had] . . . borne us a son. So that you may have the greater joy
from this news we have arranged for 1t to be told to you by
Stephen himself. And know that, as you requested us if you

remember, we are having our son named Edmund.

(Howell, 1992: 63)

This antiphon was probably Ave rex gentis anglorum, whose text made a

clear association between Englishness, kingship and sanctity (see

below). Bury’s special relationship with the monarchy rested on the

perceived importance of its local saint as ancestor of the living king.
Henry III’s awareness of the power of invoking Edmund on such an
important occasion as the imminent birth of his second son underlines
the strength of this two-way relationship. Royal approval of St Edmund’s

cult was good for the royal family and good for Bury.
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The South English Legendary gives us some idea of how the
abbey’s saint was viewed at the beginning of the fourteenth century:

Seint Edmund pe holi king of wham we makiep gret feste

Of pat on ende of Engelond kyng he was her bi este

For of Soupfolc he was kyng & of be contray wide

For per were bo in Engelond kynges in eche side.

(SEL: 511-2, lines 1-4)

The author draws attention to Edmund’s rule of the Suffolk region of
England as well as the ‘contray wide’, rather than England as a whole.

He also states that Edmund’s day is celebrated as a major feast. The

word ‘king’ 1s used in each of the first four lines of text. The saint’s

treatment in the SEL comes from his reputation as a holy king, not just a

holy man.

In the early fifteenth century, John Lydgate, a monk of Bury,
called Edmund ‘of Bury cheef patroun’ (Horstmann, 1881: line 228).
That Bury’s fortunes rested on their maintenance of Edmund’s cult can
also be demonstrated by the worries created by rumours that its saint’s
body had been stolen or replaced by a fake.”® In 1517, Toulouse claimed
to possess ‘le corps de saint aymond confesseur [sic] du roi dangleterre’,
a statement confirmed by Pierre de Caseneuve in 1631 (Scarfe, 1970:

** Norman Scarfe (1970). *The Body of St. Edmund: An Essay in Necrobiography.®

Proceedings of the Suffolk Institute for Archaeology for 1969: Saint Edmund
Commemorative Issue 869 - 1969 31/3, 303-17.
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314). During the Middle Ages, the presence of the relics in the tomb at
Bury was ‘essential to the maintenance of the fortunes of the abbey, the
town and the whole liberty of St Edmund’ (Scarfe, 1970: 304).

Bury St Edmunds’ credentials were similar to Westminster’s, in
that both housed a king saint, but Bury’s distance from the seat of power
potentially compromised the effects of the monks’ efforts to maintain

Edmund as patron of both East Anglia and England. Henry III showed
great interest in St Edmund’s cult, and appears to have adopted it as part
of his personal piety. Henry named his children after saints who had an
association with royalty, including his first two sons, Edward and
Edmund, and his daughter Katherine.”” Henry’s visits to Bury,up to a
month long on occasions, helped to solidify the special relationship

between the Abbey and the Crown.”

The special relationship that Henry III and his court shared with
the Abbey at Bury may have encouraged the transmission of polyphonic

music between these two institutions. The period of the King’s first
children, the 1240s, is also that of the copying of the earliest surviving

fragments of Notre Dame polyphony in England and Scotland. It may be

through royal channels that Bury was able to boast manuscripts

reflecting the latest developments 1<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>