The Development of Medieval Polyphony (ca 800-1400) - KCMcG
While it might be possible that prior to the 9th century there existed an oral tradition which expressed music in a rhythmically and polyphonically ornate manner, the only performance styles in which we can be certain are through heterophony and magadization (singing at the octave).  
Symphoniae – was defined by Martianus Capella (early 5th century) as consonance.  Remigius of Auxerre (a contemporary of Hucbald) used Martianus description to describe 3 introits using the intervals of a 4th and 5th (Hiley p. 449) Tibi dixit cor meum & Deus in adiutorium meum (rising 4th) and Oculi mei semper (rising 5th).
Diaphony – two notes sounding together
Organum: The term is derived from the pipes of an organ; or a hydraulic engine/organ – Is the earliest form of notated polyphony in Western Music and is characterized by two or more voices singing different pitches in a manner agreeable to the consonant/dissonant aesthetics of Medieval culture.
The history of organum is interwoven with the development of recorded notation.  It seems that every author who developed a system of writing down plainchant also addressed the issue of singing polyphonically.  The development of a more accurate way to record the pitches coupled with the introduction of rhythmic notation allowed composers to write more intricate parts.

	Type of Polyphony
	Timeline
	Source
	Characteristics
	Settings and other performance notes

	Parallel (Strict) Organum
	9th-10th
	Hucbald of Saint-Amand (c.840-930)  – Flemish Monk
De Harmonica Institutione
	Organum:  Allowable intervals [1, 4, 5, 8]; uses Boethius’ terms: unisone (P1); equisone (P8); consone (P4 & P5) 
Parallel motion at these invtervals


	no written samples but cites over 60 examples of chant:
Statuit ei: demonstrates that b-flat and b-natural can occur side by side. 

	
	
	* Uses his own letter-notation for music; also imagines writing chant in a type of tablature for the 6-string kithara using notes of the natural hexachord C-D-E-F-G-a
* Hucbald shifts the arrangement of conjunct tetrachords into an ascending pattern.  Previous authors followed the Greek convention of descending patterns. 
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* The synemmenon is a tetrachord [4-note set] from the Greek Lesser Perfect System (LPS).  It is characterized by the half-step (semi-tone) interval between two whole-step (tone) intervals.  This is also called a medieval Dorian tetrachord.
* Because each tetrachord has an identical pattern, strict organum between tetrachords is assured.
* Hucbald’s translation of symphonia is consonantia


	Parallel (cont.)
	9th cent
	
	Vox principalis: Original Chant melody

Vox organalis : added 5th below

	

	Mixed Parallel and Oblique
	ca 850-900
	Musica enchiriadis - 
Scholica enchiriadis –
Attributed to Hucbald, but differences in writing style suggest otherwise 
	Oblique motion established to avoid tri-tones when performing organum at the 4th
Dissonant intervals {2,3} – allowed only if organal voice is not moving.
Cadences – marked when voices converge to unison.

 -- Written in Daseian notation
	Tu Patris sempiternus es filius (5th)
Su Gloria domini (5 /8)

Rex caeli domine (mixed)

	
	
	Note same TST intervals as in Hucbald, but applied to form a scale of disjunct tetrachords (thus creating b-flat and F-sharp)
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To avoid tritones, organal voice should not go below “C” of the lowest tetrachord or “g” of the 2nd lowest.  (A “b” and “c#” are added to the last tetrachord)


	Shift in voice parts
	ca 980
	Winchester Troper

Practical manuscript, not theoretical
(England)
	*Vox principalis: Original Chant melody (below)
  Vox organalis : added above

Mostly parallel but some contrary motion.

-- Written in unheightened neumes
	166 examples of 2 part organa for Mass and Offices:  Kyries, Glorias, sequences, responsories, alleluias.

	
	1025-28
	Micrologus
· Guido D’Arrezo

(Italy)
	as above +

Voices converge at in unison from a 3rd
 -- Written on four line staff
	Guido makes reference to retardando at cadences.

	Free Organum
	ca 1100
	Ad organum faciendum
Considered both a composition and a model on how organum might be performed.


	Vox principalis: Original Chant melody

Vox organalis : usually above  - beginning on either 1, or 8. 
some voice crossing
Contrary motion introduced but still note against note.
Similar motion when available

Avoids motion in Parallel 1 and 8


	Alleluia Jusutus ut palma
Only parts of Mass and Offices traditionally sung by soloist are set polyphonically.

[i.e. opening Intonation and verse]

Organal voice disjunct because of required rules, but 3rds and 6ths often precede cadences to allow stepwise consonance at 5 or 8.
Melismas in organal voice at phrase endings.


	Aquitanian Polyphony 
Secular & Sacred
	early 12thc
	*St. Martial Manuscript at Limoges

*Codex Calixtinus sent to Cathedral of Santiago de Compostela in NW Spain.
(France)
	Tenor: principal melody
Duplum: upper voice


Rhythm is unclear but two types of polyphony are apparent:

Florid Organum: a texture in which a slow moving tenor supports varying lengths of notegroups (usually more than 3) in the duplum

Discant: both parts move at same rate between 1:1 or 3:1 ratios (tenor moves slower)
	Jubilemus, exultemus
Melodies do not seem to come from pre-existing chant.
Polyphonic settings for versus,(rhyming, accentuating Latin text not from liturgy or Bible) 

Sections alternate between Discant and Florid styles providing shape to the composition

	Notre Dame Polyphony
(lka: Ars Antiqua)
	late 12thc
	Leonin (fl. 1150-1201)

Anonymous IV (an English student who studied in Paris) remarked that Leonin was the greatest composer of Organa

Magnus Liber Organi
 (Paris)
No original source exists but there are 4 post 12th cent sources.
W1, 14th cent (St. Andrews)

W2, mid 13th (France

F, 13thex (France) +485 clausulae

Hh 167 – Toledo Codex
	Tenor: principal chant
Duplum: upper voice / motion stepwise or thirds but no broken triads.+ some filled in 5ths. – 
Organum purum – aka florid organum – used were original chant was syllabic, neumatic 
                 i) slow moving tenor 
               ii) free rhythm melismatic upper voice.

*Discant (measured style) both parts move in a measured rhythm => aka: Clausulae – used were original chant was melismatic.

These sections alternate with unison chant.
	Viderunt omnes – 2 part by Leonin
settings of 60 Graduals, Alleluias / 35 Responsories / 1 Benedicamus Domino
Modal Rhythm: (rhythm based on individual notes) it is believed that the 6 rhythmic modes (codified by Garlandia in 1250) are applied to the duplum and indicated by ligatures during Organum purum sections. 
Cadences flourish with organum style – 2nd moves to unison, 7th moves to octave.
*Note the change in tone color with each vowel.

	Notre Dame Polyphony development in Discant & Substitute Clausulae
(lka: Ars Antiqua)
	early 13th
	Perotin (ca. 1160-1236)
Anonymous IV remarked that Perotin  was optimus discanter

	As above plus
Rhythmic precision - greater development of rhythmic precision leads to:

Tenor: i) shorter duration 
     ii)->needs to repeat to complete each section
    iii) repetitive sections of tenor and upper voices lay groundwork for 13th century motet.

Replacement of organum purum sections with discant / Substitute Clausula replace previous Discant (ex. Substitute by changing rhythmic treatment of tenor and upper voices/ write new upper voice parts over existing tenor – sine littera)

	Viderunt omnes – 4 part by Perotin
Builds on Magnus Liber Organi and adds Organum Triplum and Quadruplum plus many Substitute Clausulae for discant sections.

Voice exchange – exchange of material in middle voices in a sort of antecedent-consequence manner.
Copula – organum purum in lower part with discant in upper.
Phrases begin often begin with [2,7, 3, 6] against tenor to build resolution to perfect consonance (esp. at end of respond and verse)


	Notre Dame Polyphony

Secular & Sacred 
	-1250
	Conductus
in score format.
First Newly Composed polyphony for 2-4 voices
	Tenor: newly composed

Homorhythmic: Tenor, Duplum, Triplum
(i.e. no organum) / Mostly Syllabic

Form: AAB – resembles secular song 6-7 syllables per strophe (each A divided into antecedent-consequent). B new material remaining strophes [equate with Classical Sentence form or Baroque spinning out]
	Ave virgo virginum 3-part without caudae
Based on monophonic conductus – 
   - rhymed, metrical, strophic Latin poem 
   - sacred or secular (but serious) 
   - often for processions or special devotion   

      associated with festivals.
   - related to Aquitanian versus
Caudae – melismatic passages at beginning, end and prior to important cadences – usually found in through-composed conducti along with voice exchange.

	Notre Dame Polyphony

Motet
Secular & Sacred
(lka: Ars Antiqua)
	1200-50
	Motet
Early motet could be described as a Substitute Clausula with Discant portions of organum treated as stand alone compositions with added text to upper voices.
	Tenor = Cantus Firmus:  although chant based, looses its liturgical meaning and becomes raw compositional material which can be manipulated. 
Motetus (aka Duplum): Latin or French text added to upper voices. Cum littera - (‘mot’ is French meaning “word”)

Modal Rhythmic forumlas relax


	Fole acostumance/Dominus
before 1250 Based on Substute Clausulae from Magnus Liber / afterward tenor taken from other sources like Kyries, antiphons, even secular chansons and estampie. 
Upper voices Secular & Sacred texts 

Theses texts affected the rhythmic treatment of the upper voices.

Intended as entertainment for those educated in Church music but Not for use in worship. 

	Franconian Motet

(lka: Ars Antiqua)
	1250-80
	Franco of Cologne (fl 1250-1280)

Ars cantus mensurabilis (ca. 1250)
	Designed to distinguish between upper voices.

Two types of Franconian motets emerge:
	Aucun ont trouve/LonctansAnnuntiantes – (Petronian motet)
Franconian Notation (Mensural notation)
Tempus (basic time unit) = breve 
Perfect Rhythms divisible by 3
notes: double long, long, breve, semi-breve
Standard Cadence: [2-4-7] become [1-5-8]

often Double Leading tone cadence with musica ficta
Hocket – triplum and duplum alternate in rapid succession (one rests the other sings)
Choirbook format: parts written out in separate areas of the same page rather than like a score

	Mensural Notation based on overriding context of the perfection.
	
	Petrus de Cruce (fl 1270-1300)
	Type a: Petronian Motet:

Triplum – longer text, moves faster than duplum, shorter phrases, narrower range

Duplum – longer more lyrical melodic lines.

Tenor – slowest moving
Type b: Conductus-Motet
Tenor French secular 

All voices nearly homorhythmic but triplum was usually the most important melodically.
	


	Isorhythmic Motet

Ars Nova
Sacred & Secular
	1310-70
	Philippe de Vitry (1291-1361)
Ars Nova ca 1310
Roman de Fauvel (ca. 1310-14)
	Tenor: Treated with color and talea

   - Color a series of pitches

   - Talea a repeating series of rhythms

Further development of rhythm
  - Imperfect divisions (by 2) placed on equal footing at Perfect.
Tempus can be either perfect or imperfect
Prolation can be either perfect or imperfect


	In arboris/Tuba sacre fidei/Virgo sum
For this piece there are two colors - each are treated with 3 taleae.

Cadences (in this piece) marked by switch to triple from duple time, and hocket.

Texts: Each part different text put all related.
Colorization: Black ink is duple time; red ink is triple time.

	
	
	Guillaume Machaut 

(1300-77)
	Contratenor supports existing tenor

In the monophonic songs, the top voice becomes known as the treble or cantus
	Kyrie from Messe de Nostre Dame

Isorythmic treatment of Kyrie, Sanctus, Agnus Dei, and Ite missa est

	Ars Subtilior
Mostly Secular
	1370-1400
	Johannes Ciconia (1370-1412) 
(sourthern France, northern Italy)
	Free and complex rhythms
Blurring of meter and harmonic elements through syncopations and suspensions
Contrasting meters between parts
Form: usually after one of the Form Fixes

  - Ballade (aab aab aab)
  - Rondeau (AB a A ab AB)
  - Virelai (A bba A bba A bba A)
	Sus une fontayne (virelai)
Baude Cordier
Chantilly Manuscript


	Italian Trecento

Secular
	14th century
	Forms: 

Madrigal (aab) – b is called a ritornello – 2-3 unaccompanied voices relatively equal, hocketing with each other with melismatic endings. Text: idyllic, pastoral, satirical or love / ex. Fenice fu by Jacopa da Bologna (1340?-86)

Caccia – (hunt) - upper voices in strict canon with slow moving tenor below (French and Spanish version do not have a tenor) /

 ex. Tosto che l’alba by Gherardello da Firenze (1320-62)

Ballata (to dance) A bba A bba A bba A) – [A= Ripresa, b= stanza, a=Volta] – Non avra ma’ pieta by Francesco Landini (1325-1397)

Landini Cadence: (2-7 becomes 2-6 becomes 1-8)




Chant existed before notation as did secular music.  

When the Church began a system of notation for the existing chant, they were obliged to develop theories to understand and classify chant.  They did this so that they would have a guide on how to properly sing the chant in the context of their worship therefore honor God.   These new theories were based upon music theories of accepted authorities from Classical Antiquity even though those theories had no real connection to their existing chant.

The Classical Authors Pythagoras and Aristoxenus developed mathemetical relationships between intervals.

Martianus Capella viewed music as one of the 7 liberal arts (measure of number in time) as did Boethius.

Therefore what is accepted as appropriate for chant is compelled to follow the theoretical concepts of perfection, rather than follow the secular practice of “whatever sounds good”.  Which is why in the earliest organum, we see parallel 1,4,5,8 (i.e. the Perfect Consonances) rather than parallel 3 and 6 (which are imperfect and for a time considered dissonant).  
This attitude of following only accepted authorities led to the Inquisition of Galileo in 1633 because his discoveries were not part of accepted Church dogma about the nature of the Universe which was based in large part upon the Geocentric universe devised by Aristotle and developed by Ptolemy in his Almagest.  The Church finally apologized to Galileo 359 years later for the errors of their past brethren 
The Development of Rhythmic notation has a direct impact upon treatment and development of consonant/dissonant harmonic intervalic relationships.
