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General Preface

The purpose of the Gaspar van Weerbeke Edition is to make accessible the complete music transmitted under the name of
Gaspar van Weerbeke. The complete edition consists of five volumes arranged according to genre: masses and mass movements,
motet cycles, motets, settings of liturgical texts (Lamentations and Magnificat), songs, and instrumental works. Works of uncer-
tain authorship (either anonymous or with conflicting attributions) are included in the edition and labeled as such. All extant
sources of Weerbeke’s music have been considered. The critical appraisal of the sources is based on the complete collection of
variants for each piece, helping to determine the relationship of the readings in each source. Alongside additional musical and
historical considerations, this allowed the editors to establish a principal source as the basis for the edition. Specific editorial
decisions are explained in the critical commentary.

Editorial Principles

The layout of the critical commentary of the Gaspar van Weerbeke Edition closely follows that of the New Josquin Edition. It
consists of different sections including an evaluation of the extant sources, identification of any cantus prius facti, the verbal texts
with English translations, lists of variants in the sources, modern editions, and related settings. Due to the great number of unica
and the paucity of conflicting attributions in the transmission of Weerbeke’s works, comments on authorship are provided only
when there is some reason to question an attribution to Weerbeke.

In the Table of Sources, each source is supplied with a short siglum, which is referenced in the commentary. In the critical
commentary, a complete list of variants and readings from the sources under consideration has been subdivided into special
categories: designation of voices, clefs, key signatures, mensuration and proportion signs, musical symbols (signa congruentiae,
fermatas, and repetition signs), variants in pitch and rhythm (including errors), coloration, ligatures, accidentals, and text
placement. These categories are specified only where required. All entries refer to the modern critical edition and are ordered
according to the measure number, number of the relevant signs within the measure (including both notes and rests of any
length, but excluding notes continuing from the previous measure), voice, source, and variant (with commentary if necessary).
For instance, the line

107 B Mi: Sb/p

indicates that, in place of the first two signs in measure 10 in the bass (for example, a semibreve and a semibreve rest), the rele-
vant source has a dotted semibreve on the same pitch. Pitches are given according to the so-called Helmholtz system, whereby
middle C is labeled as ¢’ and the octave above and below c”and c, respectively.

The transcription of each composition starts with an incipit giving original clefs and key signatures as given in the principal
source. Voice names are given standard abbreviations (S, A, T, and B); when sources give specific names, these are mentioned
in the critical commentary. The original mensuration signs are printed above the modern time signatures at the beginning of
each piece or section as well as at any changes of mensuration. The range of each voice is given following the modern time
signature.

Note values have been transferred such that a semibreve in the original notation is given as a half note in the edition. The
final notes are usually rendered accordingly as breves, with the implication of indeterminate duration. No attempt has been
made to visualize the difference between the mensuration signs C and 1 or O and q> Since they are not consistently given in the
sources and “cut” signs may denote a variety of meanings, the modern time signature does not attempt to distinguish between
them. Barlines are given separately for each voice as in modern vocal scores. When a note extends over two or more measures,
one or two small ticks outside the staff are used instead of the full barline. When this happens in the first measure of a new
system, a stemless note in parentheses is provided to indicate the continuing pitch.

IX



Ligatures in the principal source are indicated by horizontal square brackets. Ligatures in concordant sources are indicated in
the edition by dotted horizontal square brackets only when they might affect the setting of specific syllables in the text. The use
of color in the principal source is marked by horizontal open brackets.

Accidentals occurring in the principal source are placed before the note and are valid until the end of the bar. Editorial acci-
dentals are indicated above the note and in a smaller font. When accidentals are found in any of the additional sources, these
are usually included in the edition as editorial accidentals. When an inflection of the notated pitch is considered optional, edito-
rial accidentals are suggested in parentheses.

The texts for all of the compositions have been standardized. The same spelling has been given in all of the voices, even if
conflicting in single voices within a source, and abbreviated words have been given in full. Capital and lower-case letters have
been used following modern convention. In the spelling of Latin words, the textual ligatures ae and oe have generally been
avoided. Peculiarities in the spelling of the vernacular words have been preserved. Significant textual variants are listed in the
critical commentary.

Text underlay follows the phrase setting of the principal source. Repeated or added words that are not found in the principal
source are printed in italics; differences in phrase setting between the edition and the sources are mentioned in the critical
commentary. Because scribes and printers of early music rarely intended their text underlay to be the definitive realization of
the text, the underlay given in the edition should be viewed more as a performance suggestion than as the prescriptive solution.
The editors’ suggestions are based on a thorough critical examination of the sources and on the structure and style of the compo-
sitions, as well as on the rules given in some sixteenth-century treatises. But even when following sources with clear text
underlay, there remain multiple acceptable performance realizations.

On this Volume

For the Lamentations and the Magnificat, capitalization and punctuation have been standardized. For the Lamentations, the
spelling has retained some peculiarities of the source. For the syllable division of the Lamentations, that of the Solesmes chant
books, also mostly followed in the Monumenta Monodica Medii Aevi, has been chosen as a general reference, with individual
adjustments in accordance with the Nocturnale Romanum.

Cases of notational ambiguity (for example concerning alteration) are indicated in the Critical Notes. Altered notes are given
at their realized value. When a black-full semibreve is followed by a black-full minim or a black-full breve is followed by a black-
full semibreve, these are realized not in sesquialtera but as a dotted figure. All instances of coloration are indicated indiscrimi-
nately.

The critical commentary for the songs and instrumental works is supplemented with sections on authorship. For the two songs
with reconstructed bass parts, there is an additional section on the reconstruction.

In this volume, the edition, commentary, and critical notes for the Lamentations were completed by Agnese Pavanello. The
editions, commentaries, and critical notes for the Magnificat and all of the song and instrumental works (including the appen-
dices) were completed by Paul Kolb. His work was facilitated in part by Pavanello’s earlier transcriptions. The Introduction was
written by Kolb, with the exception of the paragraph on the Lamentations, which was written by Pavanello. The Bibliographical
References and Table of Sources were both compiled by Kolb. Andrea Lindmayr-Brandl proofread all of the editions and critical
notes and provided helpful comments for the Introduction and commentaries. Corrigenda will be posted as necessary on the
website of the Gaspar van Weerbeke Project, <http://www.gaspar-van-weerbeke.sbg.ac.at/>.
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Introduction

Settings of Liturgical Texts

A majority of Gaspar van Weerbeke’s surviving music, including the masses and motet cycles, was meant for liturgical perform-
ance. But outside of the masses, a relatively small portion of his compositions presents liturgical texts to be performed in place
of the corresponding chant. This volume includes the composer’s two main contributions to this category, the Lamentatio
Teremiae prophetae and the Magnificat octavi toni.!

Both of these works survive in only one source. The Magnificat is found uniquely in Vatican City, Biblioteca Apostolica
Vaticana, MS Cappella Sistina 15 (Va?), in which it was copied ca. 1495 as the thirteenth of fourteen settings organized by
tone.? All of these are complete polyphonic settings beginning with an intonation notated in the superius. As part of the
coherent papal chapel repertory of non-alternatim settings, it probably dates from Weerbeke’s first Roman period, 1481-89.
Weerbeke’s setting incorporates a great deal of textural and rhythmic variety, moving swiftly between dense imitative
polyphony, thin florid counterpoint, and sustained homophony.

Petrucci’s Lamentationum liber secundus (Pe’) is the only surviving source of Weerbeke’s Lamentations.’ It is the second of
two books dedicated exclusively to this genre and also contains settings by Bartolomeo Tromboncino and Erasmus Lapicida. Due
to the lack of concordances or other documents, there are no hints to establish where and when Weerbeke may have composed
his Lamentations. At a minimum, Petrucci’s print provides a terminus ante quem for the composition as 1506. Despite its
unknown date and place of origin, Weerbeke’s composition is one of the earlier surviving polyphonic settings of the Roman
lamentation chant. The chant is presented mostly in the upper voice and at times in the tenor, and it clearly informs the struc-
ture of the composition. In full, four-voice texture throughout, it is characterized by prevalent homophonic text declamation
and by an alternation of lower and higher voicing from one reading to the next.

Songs and Instrumental Works

Weerbeke has long been understood primarily as a composer of sacred music, a repertoire closely related to his professional
career. The six songs and instrumental works which have been connected to him are harder to place within an historical or
compositional context. The security of the attributions is weakened by conflicting attributions for three of the songs and by
potential confusion with Jean Japart in some further cases.* This in turn has created an aura of uncertainty for those songs which
might otherwise have been considered secure. Indeed, the possibility that Weerbeke only composed sacred music continues to
be raised.’

1. One further instance is the Introit Salve sancta parens, edited in Weerbeke, Collected Works, vol. IV, 18-19.
2. Sherr, The Papal Chapel, esp. 209.
3. See the full source description in Boorman, Petrucci, 626-30, and the facsimile edition, Petrucci, Lamentationum.

4. These two issues were first raised in Croll, Das Motettenwerk Gaspars van Weerbeke, 14, n3, and Croll, Gaspar van Weerbeke: An
Outline, 81. The second has been taken up more recently in greater detail in Fallows, Gaspar and Japart.

5. See e.g. Fallows, Gaspar and Japart, 243.
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Table of Sources

For links to full source descriptions, bibliographies, and inventories via the Digital Image Archive for Medieval Music as well as
additional available online facsimile images, consult the website of the Gaspar van Weerbeke Project, <http://www.gaspar-van-
weerbeke.sbg.ac.at/>.

Manuscripts!

Au AugsS Mus. 25
Augsburg, Staats- und Stadtbibliothek, MS 4° Mus. 25
Choirbook excerpt (280x225 mm), 14 paper folios

Contents: 8 motets, 1 French song, 2 German songs, 9 textless songs
Ca. 1500; probably copied in southern Germany

fol. 7' Auxilium praesta nam [J’ay pris amours] anonymous

Bo! BolC Q16
Bologna, Civico Museo Bibliografico Musicale, MS Q16
Choirbook (210x140 mm), 152 paper folios

Contents: 1 mass, 5 motets, 87 French songs, 30 Italian songs, 8 Spanish songs
First section completed 1487, second section 1490-1510; copied in Rome, Naples, or Bologna

fols. 82'-83 Ce n’est pas sans [Related to La stangettal anonymous

Bo?  BolC Q17
Bologna, Civico Museo Bibliografico Musicale, MS Q17
Choirbook (115x190 mm), 76 parchment folios

Contents: 1 Sanctus, 5 motets, 52 French songs, 1 Flemish song, 1 Italian song, 1 Spanish song, 1 macaronic song, 1
instrumental piece with Latin incipit, 8 textless pieces

After 1497; probably copied in or near Florence

fols. 71'-72 Vray dieu anonymous

1. Full library signatures are preceded by the sigla given in the CENSUS-Catalogue. Measurements, numbering, and summary of
contents are adapted after those from the CENSUS-Catalogue. For more on dating and provenance, see the citations given in the
Introduction.
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Critical Commentary

1. Lamentatio Ieremiae prophetae

Unique Source
Pe’ [no. 2]/fols. E3’-F3; text in all voices; Gaspar (copy GB-Lbl, K.1.d.6)

Evaluation of the Source

Pe’ is the only surviving source of Weerbeke’s Lamentations. In the Venetian print there are no specific rubrics for the single
lectiones, but they can nevertheless be deduced from the text transmission (see under Text sources), the mise en page (especially
from the initials in Superius), and changes of key and key signatures. The print contains some errors, which have been corrected
in the edition.

Cantus prius factus

Weerbeke’s Lamentations are based on the tonus lamentationum of the Roman use (Liber Usualis, 631-33). A few examples from

the Late Middle Ages can be seen on the Cantus Database under the Cantus ID 850096.

Text

The Lamentations of Jeremiah are sung as part of the Divine Office on Maundy Thursday (in coena Domini), Good Friday (Feria
VI in parasceve), and Holy Saturday (Sabato sancto). It is distributed among the three readings of the first nocturn at Matins on
each day, which sums up to a total of nine readings. In late fifteenth-century breviaries, there are many variants in the distribu-
tion of the lamentation verses among the readings. Normally the phrase “Jerusalem, Jerusalem, convertere ad dominum deum
tuum” concludes each reading, which may include a variable number of verses.

The text set to polyphony by Weerbeke covers portions of lamentations (each verse introduced by a Greek letter) that are
usual sung in the first nocturn on Maundy Thursday and Holy Saturday. In the first section, the recitation of the refrain
“Jerusalem, Jerusalem...” after Beth would suggest that the verses Deleth and He were part of the second reading and those
following Vau and Zay part of the third reading. However, in breviaries ad usum romanum, Deleth is usually included in the first
reading of the first nocturn of Maundy Thursday, while the text of Vau (“Et egressus”) and Zay (“Recordata”) commonly belongs
to the second reading (He is to be found either in the first or in the second lesson). Without a source in which the distribution
of the verses between the readings corresponds to the version set by Weerbeke, I suggest a distribution of the readings in line
with what is documented by the consulted breviaries and thus consider “Jerusalem, Jerusalem” as the conclusion of each reading.
However, it cannot be excluded that the distribution was originally different and that Weerbeke’s version concerned only the
first two lessons of Maundy Thursday (corresponding to the initials A and V in Pe’). In fact, the refrain “Jerusalem, Jerusalem”
can sometimes also be found during the first lesson and not just at the end (see, for instance, Biblioteca Trivulziana, Breviarium
Fratrum Heremitarum, Ms 394, fol. 157). In addition, for the verse beginning He Weerbeke set just the second part of the biblical
text relating to this letter. In Petrucci’s print “Novi diluculo multa” (in the first reading on Holy Saturday) is preceded by Beth
instead of the usual Heth; this is corrected in the edition.
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1. Lamentatio Ieremiae prophetae
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[In coena domini. Primo nocturno]
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2. Magnificat octavi toni
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B2. J’ay pris amours (intabulation)
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