Musae 1ovis

Epitaphium on the Death of Josquin des Prez
by Nicholas Gombert

© 2010 Editions &2oulce Mémoire



Musae Iovis

In Iosquinum a Prato, Musicorum Principem, Monodia

Edit?d by (For Josquin des Prez, First among Musicians, a Monodia) Nicolas Gombert
David Millard (c 1495 - ¢ 1560)
s a) ‘ ‘
. P 4 - I = | | ]
Superius 1& ﬂ\—ﬂ:—'—|—ncﬁo—|—9—ﬂ—o‘_é‘_o—é‘_o_i
ANS"4 Py | P=N ~F | | |
) e ° I
Mu - see lo - - - - - vis__
n P
)’ 4 I I Py ~F ]
Contratenor % (5 C | - = o Fo o = I
?V I I — |
Mu - - se&e lo - vis__
f) | |
)’ 4 I |
renr (B ——|——oo o rresrriro—p.0o >
~F I i } 1 i } 1 | | i |
Mu - sa&e |lo - - - - - - vis  ter
0O
D' 4 I I ]
sexa parsf 18- Cotn— [ioe = - | - |
ANS"4 I I |
Y
. D ) T T ]
Quinta pars || ¢ —— [-¢ 1 | 1 | I |
. ) T | ]
Bassus [ 2 ligE— || 9=¢ i | i | i |
N =K

© 2010 Editions Doulce Mémoire

=
Cir - -

. I Py I O 2 -~ I ]
hal O | | 7 = O O | P T1TO [@ X |
.4 — O = 1 | | | | | O = |

1 i } 1 [ I I 1 i 1
Mu - see lo - vis ter ma - Xi-mipro-les, ter ma - xi-

0 T T —— j—
il | | | | | | | T | |
.4 | | | | | | a4 1T O O ~ |

1 1 O o = 1 (@) = 1
N\ =
Mu - se lo - vis ter ma - Xxi-



ter  ma- xi-mi pro-lesca - no-ra, ter  maxi-mi pro-lesca-no - ra,cano-ra

| )
mipro-les ca - no - ra, ter ma - Xxi - mipro-lesca-no - ra plan - gi-te,co-
> o — Fx — - — I
A | | | I | | I I ]
) d O 1 O o) G{ IO O 1 | | 1
N . = © o Tz
mi__ pro - les, pro - lesca- no - ra, plan - gi-te,co-
12
) | ‘ | | ‘
D" 4 | | I | | I o I | — | | I ]
‘\yzi \ —r jj:,‘:tﬁ:&t% o e — " E—— A= a—
DY) \ e e ! \ \ =~
- mas cy - pres - sus com - pri - mat, com - pri - mat o -
f) | | | \
b 4 O o) | | P=N S | = | I | | I ]
/ - . o e N
E)y I } i } I I — i = I Yo 1
plan - gi - te,co- mascy - pres- sus com - pri-mat lo - squi- nus
| \ | | \ | \ \ |
b 4 | | | | | I | | I | I | | T | I | | ]
Y AW | | [ | - | | | | | | |- Pa X | [ T | | [ | E |
[ £ a0 W) | = | O () | o 4 | | | ad A T [ | o O |
E)y P . — | S L 7 | — 1 A 7 B = DR 1
pressuscom-pri-mat com__  pri- mat, com - pri - mat__ lo-squi -
n- | |
b 4 I I I ]
Y AW | | | |
%E —— H= = I
— me ge - -
S ‘ | o
) e O 1 [ } } 1 1 1
mas cy- pres - sus, co - mascy-pres - sus  com - pfi - mat lo -
| |
. | I I | | T I ]
hdl L I I L I | O I I T I | [@ IO |
A | | | | I | ~ () = 1 | | =1
O | O o o I 1 A B | Py | 1 | 1
N < (= o = = ‘

mas  cy- pres - sus com - - - pti- mar—— lo -



16

’ ()

=)
' O o-

©

=

le oc-ci-dit,

le oc-ci-dit,

v

nu

squ

le oc-ci-

le oc-ci-dit,

le oc-ci-dit,

le oc - ci-dit, il

)

le oc-ci - dit,

le oc-ci-dit,

le,

nus

mor

tus

mi

o)

Y —

O

O

le

squi- nus

lo

squinus il - le oc-ci - dit,

o=

\

le oc

squinus

lo

dit,

le oc-ci

squirnusil

20

L) & ) %
o w _ o
P S _ 2 3
17 Im 1 1
- ' m e
7 > 0o 3
_ :
41 \ an ;nlb. —
1771 — ! O
o HT o
o %)
L = 2 vw\m
%) o
M m 3 g ©
T |m 1 ! Q
1 . )
o o ||
)
Hy L S N
11 8] & o
(@] m - | | |
! ||
Ein o m
1 Q
a = N
o - -
= 5 Il 2 I s
5 '
..m , | ‘©
Q ol 8 ¢
@ _ §| @ 0
5 v = o
1 ! 1 Il \\.
L 5
= D T \\4
‘©
8 S [ 8 ¢
N B o N N
\ 4

Cus,

de

le oc- ci- dit, tem- plo rum

dit,



23

T o

et

ra mors =

See - ve

cus

strum__ de

cus et ve

et

See- ve-ramors

ramors,

ve

ve-strumde- cus, See -

et

Cus,

de

ve-ra

See -

cus__

strum.  de

ve

et

strumde - cus,

g)-e

de

de

cun

Cir

ni

fer

in

res

O

(@]

Se&e - ve-ra mors

pro - ba,

ra morset im -

Se&e - ve

Cus,

ve-strum de

et

’ ()

O

ramors etim - pro - ba

[
ve

=
cus

ve - strumde

&8
>
o R
% . %) g
N3 o S o
M| S s 2 1T
M| 3 = 2 |H 2 Jii
! 2]
T 2 2 2 T
S 1
T m 2 E G i
8 ° L - VI
2 o s L 3
L s L
1 ] 3 38 o1 N
s o
>
P i = E o
1l 5
_ TR
o 11 M M M [
w T g
_ £ a
| ..ﬂ.lv 0
o . TR
% -
o = Ir g T
[ SIS H auEe
| |
oL,
o .
i 9 S 5 g ||
1 i m: m RN
o
_ I @ S 1
0 i 1
s i L £ ]
rOI -
£ £ £ S ko
ﬂ = L > () 1
N Jo= = N N
\

nis pri

ci-bus so -

quetempla dul -

ba

pro

im

et



30

o @ _ Q T
£ = |
1 =] , q o
o
_ ~ W o ]
|l O ©
£ S Hdl =2 |+
-5 w © 0
%)
_ g
. o @ L)
N 3 ' [ T
'y
0 ©
%) . £ %) — %)
S Yl = = S f ¢ ¢
T ool 8 M| 5
\ 3 | 2
all \ 5] & Al g
3 g
\ © ML 2
gl ' TN| 5 s M| S
QL 2 i N 3
TTM _ ! 0
% = NI
= %) -
| = 2 3 M m
1 - 8
1 T & 0‘ WI
— >
02 T 3 2 [
1 .m
1]
D | w m [
) =
| 3 5 2
| B B
_ > v 3
- S e - )
1 =] %) [%)]
o° w [0 o m HE
| a 8
\ = M >
O
g [e 2 g
NLeo DN Do o N N
\ /

prin - ci-pum,et

au- las

et

vas,

33

tol

quod im-pre- cer

ti - bi

lum

au-las prin-ci - pummalum ti - bi, ma

=)

ma-

quod im-pre- cer,

bi quodm-re - cer

ma- lum ti

ci - pum

lum ti - bi,

ma

ma - lum ti - bi,

m

runt

de

de

O

ma-lum ti -

quodm-pre - cer,

pummalum ti - bi

Ci

()

cer

quodim-pre -

bi

au-las prin - ci - pum



36

lis.

par - cen- ti ma

nos,

bo

ti

len

O

lis,

ma

tol - len - ti bo-nospar-centi

\
pre - cer

[
bi quod__ im

lumti

Y

ma- lis,

ti

parcen

bo- nos,

ti

len

tol

ti - biquodim-pre - cer,

ma-lum

do - lo -

tis

mor

tus

mi

ge

O

A -pol-

cer

pre

[
I
a

o A O

=

|
[
len- ti

I
o 2 7 o

quodm-pre-cer

-

bi

’ ()

nosparcen - ti ma - lis,

bo -

tol

ti

ma - lum

40

©

pol - lo

us, morspessi - ma

he -

sed ne-cemti - bi mi-na- tur he-us,

O

mors pes -

na tur he us, he - us,

pol-lo sedne-cem i bi mi

A

Py
©O

<

A-pol-lo sed ne-cem ti-hi

<

us morspes

- tur, he - us, he -

mi-na

runt me,

de de

cun

cir

in fer ni

res

mors__ pes

heus, heus

tur,

mi - na

bi

lo sedhe-cemti

)

=
pes

O
mors




44
7 () | , * |
D’ 4 | | I L I = | ]
y 4t - | | | | [ I I - | = 7~ - - | |
[ fan) (X o | | [ | | O O 1 | | FO 7 |
SV b 7 = I | | | | | | | |
) O < o o ‘ ‘ \ \
mu - sas hor-ta - tur ad-de-re et lau-rum co - mis, et

- si- ma mu - sas hor- ta- tur ad - - - de-re

f) \ | | \ \ # # \ | \

b 4 | | | T I | | I | I I I | | | I | | ]
Y AW | | | | | | I | | [ | | | [ I | [ | | I | |

— - - -
@g) s © o 1o - g o *° e - * 2 - 2
- si-ma in - struc-tus ar-cu et spi - cu - lis mu-sas - que ut ad-dant

o) b b

D" 4 I I M M ]

Cir - cun - de - de - runt me ge - mi -
b b
0 = T I ] ——— i I I Z _——
il O &) = Pay | el - | - - | | [ | | | | | I
7 I © O I I A [ R = — I I I I I I ]
} } O I 7 i i = = (o) (o) r I } } ]
- si - ma mu-sashor-ta- tur ad-de-re et he - re-dam co-
b
| . |
. I I I | | I I I I | ]
hdll 3 I I - I | =N I I I I I | - =) I |
4 | | | = () = | | | [ = () |
= | Py O () I ~ = () () | =N O | |
§ = J—o 2 P=N ‘
- si - ma mu - sas hor-ta-tur ad- de - re et lau-rum
47 b
7 () | ‘ | ‘
p' 4 | | I | | I I I I
y 4N ~F (&) | | [ | I | | I | | | - D ]
[ fan) | () = = O |— | = | | | [ O |0 )
SV I I = I I = r J I () ~F I I
) \ \ [ [
au - rum co - mis et au - rum co- mis. lo -
B¢
#-—Q—G—Q—P—P—Q—FEA § - I 1 i o = @':g
[ fan) O | | I | | I [ [ - = () = | | I
Ej’ 1 1 : = —— ——
et lau-rum co - mis, et au-rum co -
h L L | L L L |
D’ 4 I | L I I | | | I I | L | | I I

com-mo - net et lau - rum co - - - mis, et au-rum co- mis.

tus mor - - tis do-lo-res in - fer - ni cir-cun-de - de-runt me,
b
| I | | T
D | I | I | | O I
- ! o - -
= I )
i - O I i A — } i I
- - - mis et lau- rum co - - mis.
b
Co— . T T f T T T . T
il | | - | | P=Y T | | I | | | I 199
.4 ~ | | | 29=D | | | | | | | I |
S ———O o = L o L ’—e—'—d—gl—o—ei—d—v{—o—'—

co - mis, et au - rum co - - - - - -

* A simpler, but to my ears less satisfying, sautio the problems raised by the accidentals anpgage is possible.
All bs from m. 45-47 are sung lasatural. Thds in the tenor on the wordgiculisandcommonegre sung assharp.
T ein source.



mis.lo - squi nusin - quit op - ti-mo et ma-xi - mo______ gra - tus

o) ‘ |
p' 4 I | | I T | ]
y AND ] PR [ || | | I I | [P~ | - |
J 0 0 0 ©
@5) = s oo O -5 g1 oo 7O —F© = 1O
lo - squinus in - quitop - ti - mo_ et ma - Xi-mogra-tus lo - i
K DM | | | I | | | | I | | | | I I
[ fan WD ) 1 1 —= = |
?y I I I |
Cir - cun -

. I I | I ]
halll N ) | | L I I L - [ | - |
AR ) | | | | | | | |

\ o = o © o
mis. lo-squinus in - quitop - ti-mo et ma - Xi - mo et ma-xi-

54

/9 T I T —t—] . T } —
y | - \ T B B o7 =4 o 2 = *
[9 Py E | O I | | | | | A 0 =1 | |~ 0 & |

l o o o—— o) 1 | | A O = | | | || ~ 1
[Y) = O =N [T ‘ \
lo - vi tri-um-phatin - ter coe - - - li-tes et dul

2 ol : s = S8
et ma-xi-mo gra-tus lo - vi tri - um-phat in - ter coe- li - tes, ce - li-tes,
A 1 | |
== == = = = =
E)V 1 1 1 1
de - de - runt me ge - mi -
! = ! S—Fr—Fft—F5 o !
tri - um- phatin-ter ce - li-tes,_ in - ter cce - li - tes et dul -
| | |
) 1 | e | !
\ o = o o © - o © 6 = S o o = o

mo gra - tus lo-vi tri - um-phat____ in - ter ce - li-tes et



58
() ~ N
| | I I | ]
| P2 | | |
| O O O | | |
= 1 M 1 ~ O ~ = [ 1
U - é\_/
- ce car-men con - - - nit tem- plo-rum de - cus,
0
A I I o (=3 I
I@ﬂ:()ﬂ = = O = | o O o (@) |
dul - ce car-men con - ci - nit tem- plo-rum de - -
o)
b 4 I I | I I ]
Y AW — | . | | I | } } I
e e S, = S E =S & J— = S— S E—— | s — O —o z—l
g © — o > —- o -
et dul - ce car - men con - ci - nit tem- plo-rum de -
L 1 I 1
#ﬂ—";iﬁ—e i = S — o i
?y 1 1 ~ 1
tus mor - - - - tis do-1lo-res in -
s T o S (e X =1 ]
il | | - O ~ Py = O O O Py O |
.4 O O | ~ | | ~ ~ O |
(@) I } I 1
ce car- men, et dul-ce car- men_____ con-ci - nit tem-plo - rum
) I - I I
A M. | | |
1 O Py O 1
N\ - = ] = o
dul - ce car-men con - ci - nit tem - plo-rum de -
61
/ ‘ ‘
| | [T Py Py I } I I Il |
© - T E o—— E | E—H
1 ~ 1 [ Il |
o < (S \
__ templo-rum de - cusmu - sarumde - cus, mu - sarumde - cus.
- - cus, templo-rumde - cus Mu - sarumde - cusmu - sarumde - cus.
o)
b 4 I I I I | Il |
Y AW | | | ] ] ] | Il |
O—0o - I I I Py = I I I |
- °
- cus, de - cus, Mu - sarum de- cusmu-sarumde - cus.
o)
b 4 Py I Il |
E)V 1 Il |
fer - ni cir-cun-de-de - runt me
| |
. | I I I | Il |
77— o —— o o | = i
I — —— ——— S — E— < ——| H= |
de - cus mu - sarumde-cus, mu - sarumde - cus
D I | I I Il |
hdl 1 | | ] ] | Il |
—O e e =t I  — i
§ o

= e = =
mus

Cus, mu-sa- rum_ de - cus, - sarumde - cus




Editorial Notes

I ntroduction

The source for this editionli® Septiesme Liviiecontenant Vingt & quatre chatsons a cincg et a six
partiespublished by Tielman Susato in Antwerp in 1545e Tblume is devoted to works of Josquin, but
includes three elegies to Josquin of which thitiéslast. The text is printed separately at theadrte
Tenorpartbook as follows:

Musee iouis ter maximi Apollo sed necem tibi
Proles canora, plan[g]ite, Minatur, heus mors pessima,
Comas cypressus comprimat  Instructus & Arcu & spiculis
losquinus ille ille [sictaidit, Musasque ut addant commonet,
Templorum decus, Et laurum comis,
Et uestrum decus, Et Aurum comis
Seeuera mors & improba losquinus (inquit) optimo
Quee templa dulcibus sonis & maximo gratus loui
Priuas, & aulas principum Triumphat inter ccelites,
Malum tibi quod imprecer, Et dulce carmen concinit
Tollenti bonos, Templorum decus,
Parcenti malis? Musarum decus.

Ye Muses, melodious offspring of thrice-gretitegiter, make lamentation. The cypress drawssin i
leaves. Josquin, the glory of temples, your owmyglbimself is dead.

Grim and merciless Death who deprives the temphd princely courts of sweet sounds, | invoke a
curse upon you for casting away the good and sphnie miserly.

But Apollo, skilful with bow and arrow, threat® you with murder, O most wretched Death, and mdmi
the Muses to bind both laurel and gold in their Kai

“Josquin, ” (he says) “pleasing to the best grehtest Jupiter, rejoices with the heavenly bearg sings a
sweet song which is the glory of temples, the glidrthe Muses”.

Thecantus firmuof theSexta parga reference to Josquinyymphes, nappgseads Circumdederunt
me gemitus mortis / dolores inferni circumdedemet (The groans of death surround me; the pains|lbf he
surround me.)

The present edition was prepared for singeis krdve some familiarity with 16th century mensural
notation. For this reason, original note values mwethsuration signs have been retained and bargiata
minimum. In thetriplum section (beginning m. 50) original coloration hagi retained where it occurs. A
curiously modern feature of the source is the nurnbbemiolaghat are not coloured. That is, where one
would expect to sees o .. , One sees idstea o =

Perfected longs and breves in tifiglum have been dotted except in Bexta pargsee below).

Ligatures are marked with the usual brackets. Tiagerlay in the source is far from clear and siagee
invited to adjust the text in any way they find mdelicitous. Original spelling has been retairad, | have
changed consonantako v and have harmonised some variants among the pagsspellingcircundederunt
for circumdederunhas been retained as it probably reflects a feaifithe Franco-Flemish pronunciation

of Latin. Abbreviations (mostly the nasal sign @wels signalling the absencerobr m) have been expanded
tacitly.Editorial expansions of ditto marks ardtadics. The original notated pitch has been retdiso as not
to obscure Gombert’s notation. The work should é&dgomed at any pitch that suits the available @pic

0, 0, ®,
°n °n °n

* The Tenorconforms to this text. In the other parts thisiztareadsApollo sed necem tibi / Minatur, heus mors
pessima/ Musas hortatur adderg& laurum comis/ & aurum comisTheQuinta parsfurther reads& heredam
comisfor & laurum comis This leaves the stanza short a line and catesense “But Apollo threatens you with
murder, O wretched Death, exhorting the Muses tbtaxdh laurel and gold to their heads”. | do notéhan exact
gloss forheredam

11
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The Puzzle of the Sexta pars

TheSexta parss a puzzle canon, with certain details left tadimcovered by the performer. It is printed,
in effect, only once, but is sung four times throu@n fact, it is printed twice because it shaagmrtbook
with theQuinta parsand that part necessitates a page turn.) Propattgigns at the head of the staff
indicate that it be sung successively in augmestiatitinteger valor in diminution and intriplum. | have
printed the note values as they appear in thermighroughout the score. It should take relatiVitle
study for the singer to see how it aligns with ¢tieer parts. In th&iplum, perfected breves are left
undotted, but nonetheless count for three semibrée where a measure contaiase , ilshbe read
as=-=- ). Not indicated in the source isfdu that with each repetition the part must begsbeginning
on a new note. It appears first beginningepthen subsequently @n a, andb. The third repetition
introduces problems with accidentals, discussetiémext section.

Accidentals Not Notated in the Sour ce

| prefer to avoid the much-misunderstood tenasica fictafor it originally referred to music that went
outside the three standard hexachords of Renaissausic theory: the natural (c—a), the soft (f-ithw
b-flat) and the hard (g—e, with b-natural). Certadcidentals were left unnotated but were stillested.
From a modern perspective, they are lacking froenstburce. To a Renaissance musician their inclusion
would be either a signal that the part had mutattedanother hexachord or an amateurish redundarney.
principal cases are those involving the correctigseof sixth at cadences, and those introduceddal
mi contra fa.

Simply put, the sixth just prior to a cadenagstrbe major. Where it is minor with respect to ‘tkesy
signature”, it is widened either by softening (ilag) the lower note or hardening (sharping) thparmote.
The choice is normally dictated by the mode. Caustrbe taken, however, as not every instance idla s
expanding to an octave constitutes a cadence iaiR&nce theory. Only those of structural signifoea
apply, and should coincide with the end of phrasthé text. A number of Renaissance theoristciséi
harshly composers who cadence indiscriminatelyouthegard to the text.

The principle of avoidingii contra fais a more complicated matter. Diminished fifthsl artones are
not generally licit either melodically or harmorllgaSingers were expected to recognize them iir therts
and correct them at sight by mutating—changing k@xachord where the offending note fellfamather
thanmi. They were also expected to recognizele singingthat another part was singifegwhere they
hadmi and mutate accordingly. In theory, it should alsvag possible to discern the other pad’m time
to mutate one’s own part. In reality there are msmyrces where two parts move simultaneousiyto a
only one of which is marked with a flat, or whelne tinmarkedb precedes the markdxd

InMusee lovisthe passage from m. 44 to m. 49 is especiallglproatic in this regard. The first question
is: Which hexachord should the singer of 8exta paraise? Is tha to be sung ase ormi? If reis chosen,
thebs are all natural until m. 48 where thlat in theTenorforces a mutation in th®exta pargbut note
that the affected in theSexta parprecedes thb-flat of theTeno). Thebs on the wordnferni in theSexta
parsare explicitly marked af in the source. Thie oncircundederuntn m. 49 must be sung as because
of the simultaneouk in theBassus

Certainly, a reading where tBexta pardegins orre is possible. Thés in the other parts in mm.45-47
would remain natural. This in the Contratenor in mm. 45 and 47 would haveetsung a#, and thus
mutating theContratenorto a fictive hexachord onwt. This is precisely why | have adopted the solution
have. Renaissance theorists are overwhelminglgvaur of resolvingni contra faby loweringmi to fa
rather than by raisinfa to mi. My reading introduces a greater number of acc¢alemot found in the source,
but lies more comfortably within the technique ekachordal reading employed by Renaissance singers.

There are two more features to note. Firstoscending tritone leap in tigainta parsin m. 26 cannot
be avoided by any hexachordal mutations. It intoedua striking harmonic shift from e minor to Bt ftaajor
on the wordsaevergwhich should probably reagbvera‘grim” or “ruthless” but which might be derivedafim
saevusand mean “savage” or “fierce”). Second, treatisfethe period indicate that where there is a thirthe
final concord of a piece, it should be sung majdiis would mean that th@ontratenorsingsg# in m. 65.
Doing so introduces a false relation both withia @ontratenorpart and with th&enor. | am undecided
which version | prefer (hence the parentheses).fiflaénotes of th&Sexta parsQuinta parsandBassus
should be held until all the other parts have fieib.



