Lauda

(It.: ‘praise’; pl. laude [laudi]).

The principal genre of non-liturgical religious song in Italy during the late Middle Ages and
Renaissance. In its monophonic form, the lauda also constitutes the primary Italian
repertory of late medieval vernacular song, and is distinguished from most neighbouring
repertories in its strictly urban, non-courtly context. The religious lauda endured into the
19th century, and extant repertory remains an important source of popular Italian texts and
music.

1. Social context.

Changes in the form and style of the lauda were conditioned largely by the shifting
currents of religious devotion, politics and styles of music and poetry. The lauda arose in
the city-states of central Italy during the 13th century, and was a product of the
complementary forces of mendicant (especially Dominican and Franciscan) urban
missionary zeal and the emerging guild-based communes of Tuscany and Umbria. The
early lauda took shape in close proximity to the practice and the affective rhetorical style of
mendicant preaching. The roots of the lyrical lauda tradition can be traced to the ‘Canticle
of the Sun’ by St Francis of Assisi (1182-1226), Altissimu, onnipotente bon Signore/tue so
le laude, la gloria, et I'onore (I-Af 338, with empty music staves). St Francis urged his
followers to ‘go through the world preaching and praising God, ... first one of them who
knew how to preach should preach to the people and that after the sermon they were to
sing the praises of God [laudes Domini] as minstrels of the Lord [joculatores Dei]'.
Mendicant sermons and lauda singing shared many themes and goals: the creation in their
listeners of the complementary devotional states of penance and praise (see the early
lauda text Benedictu, laudatu et glorificatu lu Patre), and the promotion of Marian
veneration, particularly in response to rampant heresies that tended, as did the Cathars, to
deny the divinity of the incarnate Christ (see Raina potentissima). The two main contexts
for lauda singing around the mid-13th century were both lay: Marian confraternities
organized primarily by the Dominicans (particularly in response to the preaching of St
Peter Martyr in 1244-5), and the great penitential processions of flagellants that were the
product of millenarian hysteria, charismatic urban preaching (both authorized and
unauthorized) and cities plagued by war and pestilence.

The popular devotional activities of lauda singing and ritual scourging assumed
institutional form only after this time, however, and the lay confraternities of laudesi
(compagnie delle laude) and disciplinati (battuti, flagellanti) arose in conjunction with the
late 13th-century stabilization of the guild-based communal governments and the
establishment of the mendicant orders in the same Tuscan and Umbrian cities.
Throughout the 14th and 15th centuries relatively unbroken traditions of lauda-singing
were maintained by both types of confraternity, but the paraliturgical services of the
laudesi confraternities provided the lauda's primary context.

The earliest known laudesi company was founded in 1267 at the Dominican church of
Camporegio in Siena (earlier dates are no longer tenable). Most of the laudesi
confraternities were founded in the mendicant convents of Tuscan and Umbrian
communes shortly after this time, and institutional lauda singing was soon legitimized by
the granting of episcopal and papal indulgences. In Florence, which sustained a lauda-
singing culture of unparalleled vigour and longevity, all but one of the city's 12 companies



appeared during about 1270-1330, and were either newly formed or derived from the
older Marian confraternities in which lauda singing had been at most an incidental, ad hoc
activity. The evidence is scant for laudesi activity in cities outside Florence such as Lucca,
Pisa and Siena, where the mid-century ravages of the Black Death may have severely
damaged the infrastructures that supported confraternal institutions. 14th-century Florence
remained a favourable environment for the laudesi, and here the once ad hoc devotion
was rapidly transformed by several interrelated circumstances that converged with
particular strength in Florence at this time: the proliferation of saint's day feasts in general;
a dramatic rise in the number of bequests for lauda services (lauda ‘vigil’ or vigilia alle
laude) on the feasts of these various saints; the professionalization and elaboration of
laudesi activities brought on by the financial and legal obligations of these bequests; and
the consequent rise of professional lauda singers, ornate service books (laudari) and a
technically demanding repertory of paraliturgical songs. It is in this context that the
remarkably florid laude in the Florentine laudario I-Fn BR18 (see ex.2) are to be
understood.

The monophonic repertory of the 14th century was performed primarily in the daily ferial
services (around the time of Compline) as well as in the annual festal cycles of the
confraternities, which were conducted in a host church before a consecrated altar and altar
painting. Most lauda vigils included some combination of prayers, readings, a candle
procession and offering with lauda singing, a brief sermon and further lauda singing that
led to confession. By the late 14th century, the laudesi companies increasingly focussed
upon their festal services, particularly those of a patron saint, which might involve the
hiring of civic wind and brass players (pifferi and trombetti), extra singers and
instrumentalists, a procession with lauda singing and elaborate services on both the eve
and the day of the feast with the performance of special laude proper to the feast. During
the 15th century the Florentine laudesi companies at the churches of Santo Spirito (the
proprietors of I-Fn BR18) and S Maria del Carmine continued to serve the obligations of
their bequests for lauda vigils, but otherwise devoted their resources to the annual staging
of elaborate sacre rappresentazioni in which one or two interpolated laude were sung.
Most laudesi companies had adopted polyphonic singing by about 1430, and expanded
their chapels to accommodate the subsequent shifts from two- to three- and four-part
singing. Beset by declining membership and economic inflation in the early 16th century,
few companies could sustain the expense of polyphonic choirs, and in the vastly changed
devotional environment of the Counter-Reformation the laudesi companies ceded their
ancient devotion to the clergy of their host churches.

Lauda singing occupied a distinctive if less central place in the activities of the disciplinati
confraternities that arose in the early 14th century. No musical sources for the disciplinati
survive, but the texts in the extant laudarii reveal a penitential tone and a powerful urge to
identify affectively and actively with the suffering and death of Christ and the martyred
saints as a means to redemption. Cultivating an ambience of darkness, secrecy and self-
denial, the disciplinati singers appear not to have aspired to the elaborate, professional
and public character of the laudesi singing; but surviving documents of companies from
Bologna, Florence and, above all, Umbrian cities such as Assisi, Perugia, Cortona and
Orvieto reveal the integral role of the lauda in a variety of contexts: funerals and suffrages
of the dead, Holy Week services, processions and in the privacy of an oratory in
conjunction with the central devotion of ritual scourging (the latter two a legacy of the 13th-
century penitential processions). The early 14th-century statutes of the Confraternita di S
Stefano in Assisi call for ritual scourging followed immediately by the singing of a
vernacular lauda, the singer of which is charged with ‘[moving] the hearts of the brothers to



tears more than words move the mind’. The lauda played a particularly important role in
the disciplinati's Holy Week services, above all during the mandato (foot-washing) service
on Holy Thursday. In Umbria the lauda, especially the narrative Passion lauda, underwent
a distinctive transformation from devozione to rappresentazione, and by the early 15th
century these dramatic laude were fully staged productions.

While laude were sung primarily during the services of laudesi and disciplinati companies
throughout the 14th and 15th centuries, lauda singing was gradually adopted during this
period in other contexts favourable to popular devotion. Laude were recited or sung in
conjunction with mendicant sermons, particularly during Lent, and appeared with
increasing frequency in private devotional and clerical settings. The great Florentine lauda
poet Feo Belcari (1410-84) was informed of the death of his sister in a Florentine convent
with a letter describing how in her final moments she ‘entered into a devout state and
began singing the lauda that begins Partiti core et vanne all'amore, then upon her request
her close companions gathered and sang a lauda that eased her passage from this life’.
Widespread clerical appropriation of lauda composition and performance began near the
end of the 15th century, however, when the polyphonic lauda was often promoted in the
context of religious reform as a substitute for more complex styles of polyphony. In
Florence, the Dominican friar Girolamo Savonarola advocated lauda singing throughout
the churches and confraternities of the city, and thereafter the lauda was cultivated almost
exclusively in Dominican convents in Tuscany loyal to the friar's memory. Most of the 15th-
century sources of polyphonic laude (see 82(ii) below) come from monastic environments
in Venice or the Veneto, many of which were connected with a Benedictine reform
movement that rejected more complex polyphony. Petrucci's Laude libro primo (1508) is
devoted entirely to the works of a Venetian priest, Innocentius Dammonis, and it is likely
that this and Petrucci's next lauda collection contain repertory performed both in Venetian
convents and by lay and clerical singers in the services of Venetian confraternities
(scuole). Petrucci's Laude libro secondo (1507/8) contains a number of works by Mantuan
court composers such as Cara and Tromboncino, probably for use in church services,
processions and private courtly devotions in Mantua and perhaps also in other north Italian
courts such as Milan and Ferrara. The final creative phase of the lauda took place in
Counter-Reformation Rome, where the composition, publication and performance of laude
for Filippo Neri's Congregazione dell'Oratorio was conducted, once again, in a clerical
environment of religious reform.

2. Repertory and performing practice.
1) Monophonic.

While there are more than 200 extant confraternity laudarii that transmit texts, only two
survive with musical notation, along with a number of musical fragments from
dismembered laudarii. The late 13th-century Cortona laudario (I-CT 91) belonged to the
Confraternita di S Maria delle Laude attached to the church of S Francesco in Cortona, but
its 65 laude (with music for 46) were probably drawn by its scribe from the general area of
Siena, Arezzo and Cortona. The Florence laudario (I-Fn BR18, olim Magl.11.1.122) was
copied during the early 14th century for the Compagnia delle laude di Santo Spirito, a
modest laudesi company that met at the Florentine church of Santo Spirito. It contains 97
laude (88 with music) that would have been performed by the one or two singers this
company retained into the early 15th century. Ziino (1978) has demonstrated that a group
of the surviving musical fragments come from a single laudario which belonged to the
Compagnia di S Agnese, a Florentine laudesi company situated in the church of S Maria



del Carmine. The paraliturgical function of these confraternity service books is revealed in
their format and style: laude are grouped in sections devoted to Mary, a cycle for the
liturgical year and, in the richly illuminated Florence laudario, a large sanctorale section.
The notation in both collections is the rhythmically neutral quadratic notation used in
contemporary chant manuscripts.

The only known authors of medieval laude are JACOPONE DA TODI, Guittone d'Arezzo and a
certain Garzo. The otherwise anonymous poetic repertory is extremely varied in both
guality and subject matter. Many texts are didactic in intent, such as some of the older
Marian laude with their anti-heretical language (e.g. Madonna sancta Maria in I-CT 91) or
laude that narrate the events of a saint's vita (e.g. Vergine donzella in CT 91 and Fn
BR18). Most employ a vivid and affective language intended to draw the participant into a
devotional state of penance or praise. The subject matter is adapted from a variety of
sources, including the Bible, liturgical texts and more popular devotional literature such as
lacobus de Voragine's Legenda Aurea. Apart from the oldest 13th-century texts, which
tend to be formally diverse, the medieval lauda repertory is distinguished by the pervasive
application of the poetic scheme of the BALLATA. Originally a dance-song with a choral
refrain (similar to the French virelai and the English carol), the clearly secular ballata form
was adapted to sacred texts during the later 13th century, probably within the institutional
framework of the new confraternities, and held fast in the lauda repertory to the end of the
14th century when it began to be displaced by a new array of poetic forms linked to an
emerging polyphonic practice. In its strictest and most frequent form, the lauda-ballata
consists of a two-line, end-rhyming choral refrain (repeated after each successive strophe)
and a four-line, soloistic strophe made up of piedi (two lines of identical versification and
end-rhyme) and a volta (two lines that repeat the versification and, usually, the music of
the refrain). Laude rarely follow this ballata minore scheme strictly, however, and
particularly in the Florence laudario one finds not only more irregular line lengths but also
variations upon the longer stanzaic forms of the ballata mezzana and ballata maggiore.

Like the texts, the melodies of the lauda repertory range freely in style and character from
chant to popular song, variously showing traces of processional intonations, dance-tunes,
indigenous popular song styles, litanic, hymnodic and sequential structures, troubadour
song, the modes of ecclesiastical chant and an incipient major—minor tonality. Exx.1 and 2
show melodies in two contrasting styles. Onne homo ad alta voce (ex.1), in honour of the
Holy Cross, appears in both laudarii and is an example of the simpler lauda style: the
melodic motion is conjunct, the word-setting is mostly syllabic (with occasional two- to four-
note ligatures on individual syllables) and it lies within the range of any male voice. Like
many of the simpler mode 1 (protus) lauda melodies, it sounds rather austere and exhibits
some structural irregularities (the piedi — lines 3—4 — differ, and the volta — lines 5-6 —is a
varied recapitulation of the refrain). A lauda in honour of St Dominic from the Florence
laudario, Allegro canto, popol cristiano (ex.2), reflects the professionalization of the
Florentine laudesi: it demands control of a much wider range and engages in an effusive
and florid virtuosity that is characteristic of many laude found in the sanctorale section of
that Florence manuscript. The overall structure is absolutely regular (strict repetition
among the three pairs of piedi, and between refrain and volta), and the major-tonality
melodies tend to cascade within clearly-defined octave gamuts in a manner similar to the
cantus parts in polyphonic madrigals by contemporary Florentine composers such as
Donato da Cascia and Lorenzo Masini.

The two main sources share 20 texts and 14 melodies, and the Florence laudario contains
nine melodies that appear two or more times with different texts (contrafacta). Ave, donna



sanctissima is transmitted in both sources, and reveals the melodic plasticity of a repertory
conditioned by oral and improvisatory traditions. Melodic intervals of a third or more might
be filled in, and a variety of ornamental notes ranging from single anticipatory or
appoggiatura-like notes to clusters of notes in stock formulae (abundant in ex.2 and other
florid laude like it) might be applied. Entire phrases, including finals, might differ
significantly, although this is not as common as was once assumed.

It is just this melodic flexibility that argues against the application to the lauda repertory of
rigid or artificial rhythmic schemes, such as those proposed by Riemann (Vierhebigkeit),
Beck and Aubry (Modal rhythm) and Anglés (‘modified mensural’). Rhythmic solutions to
the performance of monophonic laude must be sought in the extra-liturgical environment of
the late medieval Italian cities, where the possibilities ranged from unmeasured recitation
to dance-song and flexible mensural applications. The rhythmic transcriptions in Liuzzi's
monumental La lauda e i primordi della melodia italiana (1935) are untenable, and the
facsimiles must be used with great caution. There are numerous scribal errors in both
manuscripts with respect to clefs, custodes and melodic transpositions. The Florence
laudario is especially problematic, for some time after its initial compilation the codex was
damaged and the tops and sides trimmed and repaired, during which process the top staff
on every folio was mutilated, the parchment restored and the music recopied. The
recopied music is, however, entirely corrupt, a fact taken into account in only one recent
edition (RRMMA, xxix, 1995), which proposes emended versions of these passages.

The 13 monophonic Latin songs in a mid-14th-century antiphoner (I-Tn Bobbiese F.1.4) are related
to the lauda by virtue of their more popular melodic style and the use of the ballata form. The usual
designation of these songs as ‘Latin laude’ is understandable but problematic given their anomalous
features against the vast and relatively uniform backdrop of the medieval lauda repertory. As
mensurally-notated songs in Latin emanating from environments unconnected with Trecento lauda
production and lay confraternity performance (a Benedictine convent near Genoa), they stand
outside the lauda tradition. One of these Latin songs, Vernans rosa, is also transmitted in I-Fn
BR19, a 14th-century Florentine laudario, but is relegated to an appendix of Latin monophonic and
polyphonic works and designated a ‘sequentia’.

BIBLIOGRAPHY
editions and facsimiles

M. Padoan, ed.: Lodi devote per uso della dottrina christiana (Como, 1621/R)

K. Jeppesen and V.Brgndal, eds.: Die mehrstimmige italienische Laude um 1500 (Leipzig, 1935/R)
F. Liuzzi, ed.: La lauda e i primordi della melodia italiana (Rome, 1935/R)

G. Cattin, ed.: Laudi quattrocentesche del Cod. Veneto Marc. It. IX. 145 (Bologna, 1958)

G. Cattin: Italian Laude and Latin Unica in Ms. Capetown, Grey 3. b. 12, CMM, Ixxvi (1977)

F. Luisi, ed.: Laudario giustinianeo (Venice, 1983)

C. Terni, ed.: Laudario di Cortona (Florence, 1988)

B. Wilson and N.Barbieri, eds.: The Florence Laudario: an Edition of Florence, Biblioteca nazionale

centrale, Banco rari 18, RRMMA, xxix (1995)

M. Durrer, ed.: Altitalienische Laudenmelodien: das einstimmige Repertoire der Handschriften

Cortona und Florenz (Kassel, 1996)

studies
MGG1 (K. Jeppesen)

MGG2 (M.J. Bloxam)
SmitherHO, i



G.C. Galletti: Laude spirituali di Feo Belcari, di Lorenzo de' Medici, di Francesco d'Albizzo, di
Castellano Castellani e di altri, comprese nelle quattro piu antiche raccolte (Florence, 1863)
A. d'Ancona: La poesia popolare italiana (Livorno, 1878, 2/1906)
D. Alaleona: “Le laudi spirituali italiane nei secoli XVI1 e XVII, e il loro rapporto coi canti profani’,
RMI, xvi (1909), 1-54
A. Tenneroni, ed.: Inizii di antichi poesie italiane religiose e morali: con prospetto dei codici che le
contengono e introduzione alle laudi spirituali (Florence, 1909)
E.J. Dent: “The Laudi Spirituali in the Sixteenth and Seventeenth Centuries’, PMA, xlii (1916-17), 63—
95
V. de Bartholomaeis, ed.: Laude drammatiche e rappresentazioni sacre (Florence, 1943/R1967)
B. Becherini: ‘La musica nelle “sacre rappresentazioni” fiorentine’, RMI, liii (1951), 193-241
F. Ghisi: “Strambotti e laude nel travestimento spirituale della poesia musicale del Quattrocento’, CHM,
i (1953), 45-78
. Ghisi: ‘La persistance du sentiment monodique et I'évolution de la polyphonie italienne du X1Ve au
XVe siécle’, L'Ars Nova: Wegimont Il 1955, 217-31
. Vecchi: “Tra monodia e polifonia: appunti da servire alla storia della melica sacra in Italia nel secolo
X111 e al principio del XIV’, CHM, ii (1956-7), 447-64
. Anglés: La musica de las Cantigas de Santa Maria del Rey Alfonso el Sabio, iii/2 (Barcelona, 1958),
483-516
. Cattin: “‘Contributi alla storia della lauda spirituale’, Quadrivium, ii (1958), 45-75
. Corsi: “Madrigali inediti del Trecento’, Belfagor, xiv (1959), 72-83, 329-40
. Cattin: ‘Il manoscritto Venet. Marc. Ital. X, 145, Quadrivium, iv (1960), 1-60
. Cattin: ‘Le composizioni musicali del Ms. Pavia Aldini 361°, L'Ars Nova italiana del Trecento:
convegni di studio 1961-1967, ed. F.A. Gallo, 1-2
. Ghisi: ‘Gli aspetti musicali della lauda fra il XIV e il XV secolo, prima meta’, Natalicia musicologica
Knud Jeppesen septuagenario collegis oblata, ed. B. Hjelmborg and S. Sgrensen (Copenhagen,
1962), 51-8
P. Damilano: ‘Fonti musicali della lauda polifonica intorno alla meta del secolo XV’, CHM, iii (1962—
3), 59-90
P. Damilano: ‘Laudi latine in un antifonario bobbiese del Trecento’, CHM, iii (1962-3), 15-57
F. Ghisi: *Antiche canzoni popolari nella “Corona di sacre laudi” di Matteo Coferati (1689)’, Liber
amicorum Charles van den Borren (Antwerp, 1964), 69-81
S.W. Kenney: ‘In Praise of the Lauda’, Aspects of Medieval and Renaissance Music: a Birthday
Offering to Gustave Reese, ed. J. LaRue and others (New York, 1966/R), 489-99
B.J. Blackburn: “Te Matrem Dei laudamus: a Study in the Musical Veneration of Mary’, MQ, liii
(1967), 53-76
H. Anglés: “The Musical Notation and Rhythm of the Italian Laude’, Essays in Musicology: a Birthday
Offering for Willi Apel, ed. H. Tischler (Bloomington, IN, 1968), 51-60
G. Cattin: ‘Le composizioni musicali del Ms. Pavia Aldini 361°, L'Ars Nova italiana del Trecento I, ed.
F.A. Gallo (Certaldo, 1968), 1-21
G. Cattin: “Polifonia quattrocentesca italiana nel codice Washington, Library of Congress, ML 171 J6’,
Quadrivium, ix (1968), 87-102
A. Ziino: Strutture strofiche nel laudario di Cortona (Palermo, 1968)
W. Osthoff: Theatergesang und darstellende Musik in der italienischen Renaissance (15. und 16.
Jahrhundert) (Tutzing, 1969)
H.E. Smither: ‘Narrative and Dramatic Elements in the Laude Filippine, 1563-1600’, AcM, xli (1969),
186-99
G. Cattin: “Tradizione e tendenze innovatrici nella normativa e nella pratica liturgico-musicale della
Congregazione di S. Giustina’, Benedictina, xvii (1970), 254-99
F.A. D'Accone: ‘Le compagnie dei laudesi in Firenze durante I'Ars Nova’, L'Ars Nova italiana del
Trecento Il ed. F.A. Gallo (Certaldo, 1970), 253-80

T

OO0 I ®

T



. von Fischer: ‘Quelques remarques sur les relations entre les laudesi et les compositeurs florentins du

Trecento’, L'Ars Nova italiana del Trecento Il ed. F.A. Gallo (Certaldo, 1970), 247-52

. Cattin: “La poesie di Savonarola nelle fonti musicali’, Quadrivium, xii (1971), 259-80

Ziino: ““Con humilta di core”: ipotesi su un caso adattamento musicale’, Quadrivium, xii (1971), 71—

9

. Ziino: ‘Frammenti di laudi nell'Archivio di Stato di Lucca’, Cultura neolatina, xxxi (1971), 295-312

. Cattin: *“Nuova fonte italiana della polifonia intorno al 1500 (MS. Cape Town, Grey 3.b.12)’, AcM,

xlv (1973), 165-221

. Ziino: ‘Adattamenti musicali e tradizione manoscritta nel repertorio laudistico del Duecento’, Scritti

in onore di Luigi Ronga (Milan and Naples, 1973), 653-77

. Ziino: Aspetti della tradizione orale nella musical medioevale (Lanciano, 1973)

. Ziino and F.Carboni: ‘Laudi musicali del 16 secolo: il manoscritto Ferrajoli 84 della Biblioteca

Apostolica Vaticana’, Cultura neolatina, xxxiii (1973), 273-329

G. Varanini: ‘Il manoscritto Trivulziano 535: laude antiche di Cortona’, Studi e problemi di critica
testuale, viii (1974), 52—-65

E.M. Cambon: The Italian and Latin Lauda of the Fifteenth Century (diss., Tulane U., 1975)

F.A. D'Accone: ‘Alcune note sulle compagnie fiorentine dei laudesi durante il Quattrocento’, RIM, X
(1975), 86-114

A. Ziino: “Testi laudistici musicali da Palestrina’, Studi palestriniani [I]: Palestrina 1975 (Rome, 1977),
381-408

G. Cattin: “Musiche e le laude di Castellano Castellani’, RIM, xii (1977), 183-230

J. Jaenecke: ‘Eine unbekannte Laudensammlung des 15. Jahrhunderts’, Renaissance-Studien: Helmuth
Osthoff zum 80. Geburtstag, ed. L. Finscher (Tutzing, 1977), 127-44

C. Barr: ‘Lauda Singing and the Tradition of the Disciplinati Mandato: a Reconstruction of the Two
Texts of the Office of Tenebrae’, La musica al tempo del Boccaccio e i suoi rapporti con la
letteratura: Siena and Certaldo 1975 [L'Ars Nova italiana del Trecento, iv, ed. A. Ziino (Certaldo,
1978)], 21-44

G. Cattin: ‘I “cantasi come” in una stampa di laude della Biblioteca Riccardiana (Ed.r.196)’,
Quadrivium, xix (1978), 5-52

V. Moleta: ‘The Illuminated Laudari Mgll and Mgl2’, Scriptorium, xxxii (1978), 29-50

A. Ziino: ‘Laudi e miniature fiorentine del primo Trecento’, Studi musicali, vii (1978), 39-83

J.H. Grossi: The Fourteenth Century Florentine Laudario Magliabechiano 11, I, 122 (B.R. 18): a
Transcription and Study (diss., Catholic U. of America, 1979)

B. Toscani, ed.: Le Laude dei Bianchi (Florence, 1979)

M. Fabbri: ‘Laude spirituali di travestimento nella Firenze della Rinascenza’, Arte e religione nella
Firenze de’ Medici (Florence, 1980), 145-58

B. Toscani: “‘Contributi alla storia musicale delle laude dei Bianchi’, Studi musicali, ix (1980), 161-70

G. Varanini, L. Banfi and A.C. Burgio, eds.: Laude cortonesi dal secolo XIII al XV (Florence, 1981-5)

C. Barr: “Musical Activities of the Pious Lay Confraternities of Quattrocentro Italy: a Chronicle of
Change’, Fifteenth Century Studies, viii (1983), 15-36

G. Cattin: “*Contrafacta” internazionali: musiche europee per laude italiane’, Musik und Text in der
Mehrstimmigkeit des 14. und 15. Jahrhunderts: Wolfenbttel 1980 (Kassel, 1984), 411-42

N. Pirrotta: Music and Culture in Italy from the Middle Ages to the Baroque (Cambridge, MA, 1984)

E. Diederichs: Die Anfange der mehrstimmige Lauda vom Ende des 14. bis zur Mitte des 15.
Jahrhunderts (Tutzing, 1986)

O. Mischiati: ‘Per una bibliografia delle fonti stampate della lauda (1563-1746)’, Note d'archivio per la
storia musicale, new ser., iv (1986), 203-26

C. Barr: The Monophonic Lauda and the Lay Religious Confraternities of Tuscany and Umbria in the

Late Middle Ages (Kalamazoo, MI, 1988)

>>» > 0> PO X



C. Barr: “‘Music and Spectacle in Confraternity Drama of Fifteenth Century Florence: the
Reconstruction of a Theatrical Event’, Christianity and the Renaissance, ed. T. Verdon and J.
Henderson (Syracuse, NY, 1990), 377-404

C. Del Popolo, ed.: Laude fiorentine: 1l lauderino della Compagnia di San Gilio, 2 vols (Florence,
1990)

J. Glixon: “The Polyphonic Laude of Innocentius Dammonis’, JM, viii (1990), 19-53

G. Rostirolla: “Laudi e canti religiosi per I'esercizio spirituale della dottrina cristiana al tempo di
Roberto Bellarmino’, Bellarmino e la controriforma: Sora 1986, ed. R. Di Maio and others (Sora,
1990), 663-849

M.J. Bloxam: ““La contenance italienne”: the Motets on “Beata es Maria” by Compere, Obrecht, and
Brumel’, EMH, xi (1992), 39-89

G. Cattin: ‘Le laude intonate sulle musiche del codice Squarcialupi/The Laude set to the Music of the
Squarcialupi Codex’, 1l codice Squarcialupi MS Mediceo Palatino 87, Biblioteca Medicea
Laurenziana di Firenze, ed. F.A. Gallo (Florence and Lucca, 1992), 243-52

F. Luisi: ““Ben venga Maggio”: dalla canzone a ballo alla Commedia di maggio’, La musica a Firenze
al tempo di Lorenzo il Magnifico: Florence 1992, 195-218

P. Macey: ““Infiamma il mio cor”: Savonarolan Laude by and for Dominican Nuns in Tuscany’, The
Crannied Wall: Women, Religion, and the Arts in Early Modern Europe, ed. C.A. Monson (Ann
Arbor, 1992), 161-89

P. Macey: ‘The Lauda and the Cult of Savonarola’, Renaissance Quarterly, xlv (1992), 439-83

W. Prizer: *“Laude di popolo”, “laude di corte”: some Thoughts on the Style and Function of the

Renaissance Lauda’, La musica a Firenze al tempo di Lorenzo il Magnifico: Florence 1992, 167-94

. Wilson: Music and Merchants: the Laudesi Companies of Republican Florence (Oxford, 1992)

. Macey: ‘Some New Contrafacta for Canti Carnascialeschi and Laude in Late Quattrocento Florence’,

La musica a Firenze al tempo di Lorenzo il Magnifico: Florence 1992 (Florence, 1993)143-66
. Karp: ‘Editing the Cortona Laudario’, JM, xi (1993), 73-105
. Nosow: ‘Binchois' Songs in the Feo Belcari Manuscript’, Binchois Studies: New York 1995
. Wilson: ‘Indagine sul Laudario Fiorentino (Florence, B.N. Banco rari 18)’, RIM, xxxi (1996), 243-80
. Wilson: ‘Madrigal, Lauda, and Local Culture in Trecento Florence’, JM, xv (1997), 137-77
. Wilson: *“Music, Art, and Popular Devotion at the Florentine Cathedral, ca. 1280-1480°, Cantate
Domino: Florence 1997 (forthcoming)

. Macey: Bonfire Songs: Savonarola's Musical Legacy (Oxford, 1998)

. Wilson: *Song Collections in Early Renaissance Florence: the “Cantasi Come” Tradition and its
Manuscript Sources’, Recercare, x (1998), 69-104

D. Fallows: A Catalogue of Polyphonic Songs, 1415-1480 (Oxford, 1999)

B. Wilson: “‘Hora mai che fora son: Savonarola and Music in Laurentian Florence’, Proceedings of the
International Conference ““Una citta e il suo profeta: Firenze di fronte al Savonarola’ (Florence,
forthcoming)

Www o T w

W U



Ex.1 Onne homo ad alta voce [-CT 91, (.55 r-577r

Refiain
%  — — —
F ) ._q_.—ﬁ._
.
COn - n= ho - me  ad al - ta Vo - o=

& - [
Lan - di la Ve - Ia - - o cio o,
Fins
Strophe
[ [
[ -
% [ . w F . -
Quan - to e di - gha da lau da i,
%: — r » e — — - .
Co - 1= no lo po pen sa re
— P —
%_‘ ———= ===
Lzn - gua no lo po con - ta - - re,
. * 9 —
- - - - e - -
La Ve ta - o= san - - cta cio o,

0O.C.



Ex.2 Allegro canfo, popol crisfiano, I-Fn BR18 (Magl. T1.1.122), ££.117 w19r
Retftain

lé_.ﬁ.“m"".'!.""-.-"-.-

Alle - go can-to, po-pol cri-sti - a-no
5 > < i ——

del gran - de san Do-me - ni - oo,

- e
. Pa® .8 o » -
3 é . e e ® - ce.” o
O
di tan -ti va-lo- -0 ca - pi - ta - no.
Stophe
e e e

* T o0 " e
4 - -

ca - pi - - ta-no di el -t ca - va - lie - i
s A ive — e

fu sanc -to ple - ti - o - 50,

=

aelelye -, S —
& é i S .-'-'.-. - :-;""‘

che= do-po Cri-sto an-no se - - gui - ta-to;

B ———
-‘-‘-'l J-.- _‘-1.

7

= fu de i mi-gliot gon - fal-co-nie-d,

- e
Pope o T 0o S0 5 0, 5 v e

gé." z p—

quel fiv-mes gra - i - o - 50,

..-——-__H
(LT R La Fw
che do-po Cti-stosi-a  sta - to o - va-to;

.——u-_‘
P PR PT

pet lui ] 50 - to spat-to =t G- plo -  va-to
o ——
11 ~ F— ._.ﬁ‘_._l_‘_d.‘:
o - ghi pst - ver - 5o he-re-ti-co

1’!ﬁ — P e B Be W



