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      Part I 
MODERNE THE MUSIC PRINTER

      

      

    

  

  


		

    
		

  
    
      Chapter I 
INTRODUCTION

      

      Music printing was a late development in the use of the printing press, but its invention had consequences no less important for music than printing itself had for learning. Before it, the understanding and interpretation of musical notation was restricted to a relatively small circle of initiates. When the problems of printing notes were finally mastered, it became possible for the first time to reach a public that might itself participate in music.

      Printed music first began to appear around 1473 in liturgical books.1
 The four staff lines were printed in red, and the square neumes of the plainsong, in black, were set in place in a second imprint. These books were often printed with the empty staff lines only, leaving the notes to be filled in by hand according to the ecclesiastical usage of the book’s destination.

      Treatises on music theory was the other kind of early book with printed music. Musical illustrations of plainsong were printed in two steps, as in the liturgical books, or carved by hand on a woodblock. When examples of mensural music were required, they were made with woodcuts. Sometimes the diamond-shaped notes were printed from movable type without staff lines.

      No book containing music alone was printed until 1501, when Ottaviano de’ Pétrucci brought out the Harmonice Musices Odhecaton A
 in Venice. Petrucci had evidently been working on the problems of printing polyphonic music for some time, perhaps even before he moved to Venice in 1491. His patent from the Venetian Signoria for a new music-printing process was dated 1498, three years before Odhecaton.
 Between 1501 and 1504 he published 573 pieces of music, a quantity large enough to suggest a long period of selection.

      The problems Petrucci faced were formidable. Plainsong, written in neumes, used only a single square note shape. Polyphonic music, rhythmically diverse, required many different symbols. Breves, semibreves, minims, semiminims and fusae were indicated by different forms of notes. Stems must be added to some and not to other notes. The stems must turn up or down, depending on the note’s position. Dots must be placed after some notes to lengthen their time values. Several kinds of rests must be used and be accurately placed. The notes must be set at the proper height on the staff, and there were more chances for mistakes on the five-line staff of polyphonic music than on the four-line staff of plainsong. Setting the text under the music was a problem, too, when there was more than one note to a syllable. 
Petrucci not only overcame most of these difficulties remarkably well, but achieved a refinement and elegance in the printed page which was never bettered. All his books were printed in a double impression — one for the staff and text, and another for the notes set in movable type — a process both painstaking and expensive.

      Petrucci was the exclusive owner of the new method for several years, but he had shown that the problem could be solved, and his monopoly was broken when other printers — Oeglin in Augsburg, Antico in Rome and Schöffer in Mainz, among others — began to work out solutions for themselves. Until the late 1520s, however, the printing of polyphonic music was still a rarity. Then a faster and more practical technique using a single impression was developed in Paris, and music printing began to spread rapidly throughout Europe.

      As music became relatively widely available, the music printer grew to importance, because he chose what was to be published. In Thurston Dart’s words, he “exercised a dominating influence on musical taste. He did not follow it, he created it.”1
 Dart somewhat distorts and oversimplifies the case ; the printer must have been influenced then, as now, by what would sell. Nevertheless, Dart’s statement contains more than an element of truth.

      Scholars are just beginning to explore the music printer’s role in the development of sixteenth-century music. Such a study offers another perspective than that of a single composer or type of music. The variety in a printer’s output provides a unique cross-section of the period. This is especially the case if one studies the earliest printers, who for the most part published collections containing the music of many composers.

      Jacques Moderne, the subject of this study, was one such printer. He was active as a bookseller and printer in Lyons from about 1523 to 1560 and published his first music in 1532, just at the time when music printing began its greatest development. For fifteen years, from 1532 to 1547, he had only one other competitor in France : Pierre Attaingnant of Paris, who had inaugurated French polyphonic music printing with a chanson collection in 1528 and continued to publish many music books for the rest of his career.2
 The music Attaingnant printed, representing as it does the important Paris school of composers, has been frequently examined.3
 By comparison Moderne played a lesser, but still significant role, and though his output has by no means been neglected, no one has made it the subject of a systematic study.

      During his career Jacques Moderne printed at least forty books of music, containing motets, Masses, madrigals, chansons and instrumental music. These collections include the first appearances in print of many pieces of music that were
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        Fig. 1.
 — The printers’ quarter of Lyons, from a map of 1550, 
showing the rue Mercière, the rue Raisin and Notre Dame de Confort (upper left). 
The original of the map is in the Bibliothèque de la ville
 in Lyons.
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        Fig. 2.
 — Detail from del Sarto’s fresco, Adoration of the Magi, 
in the courtyard of the Santissima Annunciata in Florence. 
Portraits (1. to r.) of del Sarto, Jacopo Sansovino and Layolle.

      

      

      to become well known in the sixteenth century. They were not conservative collections, drawing on the past ; primarily they were devoted to contemporary music. The few representatives of the older generation of composers appeared only in the earliest prints, and there are no pieces at all by the most famous of them, Josquin des Pres. The caliber of the selections Moderne made is reflected in the quantity of works that were later reprinted, several of them many times, by other publishers.

      Probably Moderne’s most famous publication, both to his contemporaries and to musicologists today, is the series of eight books of the Motteti del Fiore.
1
 The wide distribution of the extant copies (in Belgium, Spain, Italy, France, England and Germany, some of them with inscriptions by the contemporary owners), as well as listings in contemporary inventories from several locations2
 indictes that the books must have been known throughout Europe. Gardane, in Venice, even took the unprecedented step in 1539 of reprinting selected pieces in two collections, which he called, Fior de Mottetti tratti dalli Mottetti del Fiore
 — unprecedented in that, though there were other cases where the contents of music books were reprinted by others, there is none in which the original publication is given such acknowledgment by name. The title of Motteti del Fiore
 must have been a powerful selling attraction. One of Gardane’s collections from the Motteti del Fiore
 was reprinted in 1545 and re-issued by Rampazetto as late as 1564, further proof of the originals’ popularity.

      The motets Moderne printed were used as models for parody Masses by many composers of the time. Palestrina used Motteti del Fiore
 motets as models for thirteen of his Masses, a greater number than from any other source, except from his own compositions.3
 To be sure, Palestrina might have used Gardane’s reprints (though four of the motets — 0 regem coeli, Inviolata, A spice domine
 and Salvum me fac
 — are not in Gardane’s reprints) or reprints by others or manuscript copies (two of them — 0 regem coeli
 and Inviolata
 — appear only in Moderne, however, and 
not, so far as we know, in any other contemporary prints or manuscripts.1
 Whatever the case, every one of these Palestrina Mass models but one (Repleatur)
 appeared in print for the first time with Moderne ; the coincidence is at least striking and suggests that Palestrina probably knew Moderne’s Motteti del Fiore
 well. Besides those of Palestrina, five Masses by Hellinck,2
 three each by Clemens non Papa,3
 Morales4
 and Ruffo5
 and one each by eleven other composers6
 used motets in the Motteti del Fiore
 as models, though several of the motets had circulated earlier in manuscripts.

      Moderne’s other great series, the Parangon des Chansons
, ran, according to the contemporary bibliographer, du Verdier,7
 to eighteen books, though we know of only eleven today. If there were eighteen books, and if we include the two books of the Difficile des Chansons
, there were over 500 chansons in this production.

      By any standards Moderne must be considered an important music printer and a key figure in the music history of the French Renaissance. What is far less known is the extent of Moderne’s production of non-musical books. Few of the music printers were able to make a living from music alone, and most of them, except for Attaingnant, published other kinds of books as well. Moderne’s non-musical production is extensive and varied enough to place him alongside a group of Lyons printers better known to bibliographers — printers of popular books, who had their workshops near the church of Notre Dame de Confort, such as Pierre Mareschal, Barnabé Chaussard, Olivier Arnoullet, Claude Nourry, François Juste (Rabelais’ publisher) and Pierre de Sainte Lucie.

      In sheer quantity Moderne’s non-musical production — at least 80 books — is twice that of his musical publications. But Moderne’s heart was obviously in his 
music books, for there is no comparison between the two as examples of the printer’s art. The non-musical books are printed in a small format, many of them not much more than four or eight pages long, with woodcut illustrations borrowed from others or crudely copied, and texts for the most part copied in toto
 from books of other printers. The great majority of the non-musical books are not dated, and many of them are not even signed with the printer’s name.1
 It is as if Moderne produced these only to bring in the money to print his music books.

      A view of Moderne’s non-musical production is important in order to put his musical output in perspective, and to aid in dating some of the music as well. In the history of printing, however, the non-musical books are more of a curiosity as a genre
 production which reflects the popular taste of the day than of real importance either to the intellectual life of the time or to the advancement of printing. For the most part discussion of it is here confined to the Moderne bibliography that forms Appendix A to this study. At the end of the bibliography all of Moderne’s production, musical and non-musical, is listed chronologically according to my best estimates, along with some notes of concurrent historical events and of Moderne’s appearances in the written records of Lyons. This should help the reader in finding his way among the considerable body of material presented.

      I shall try to show in the pages that follow that Moderne was not a mere provincial printer, copying the music issued by Attaingnant in Paris, but a man operating independently and creatively in a city that rivaled Paris as a trade and intellectual center. Moderne was advised by a musician of considerable attainment and with important connections, and so he had the best music of the period available to him. We shall discover that his contribution as a music printer was both original and individual.

    

  

  
    p.15

    
      1

      
          The early period of music printing is a separate study, only briefly summarized here. The article, “Notendruck,” in Musik in Geschichte und Gegenwart
 (MGG) is a useful summary for the general reader. It contains two excellent bibliographies for those who want to pursue the subject more thoroughly, one for the period of incunabula, and the other for the later period. A. Hyatt King
’s Four Hundred Years of Music Printing
, London, 1964, which came out after the article was printed, should be added.

        

      

    

    p.16

    
      1

      
          “Renaissance Music : Some Urgent Tasks for Scholars,” in Renaissance News
, p. 84, Autumn, 1954.

        

      

    

    
      2

      
          A single Mass book, Contrapunctus seu figurata musica
, to be discussed below, was printed in Lyons in 1528 a few months after Attaingnant’s first book. Jean de Channey printed four books of Carpentras’ music in Avignon in 1532. Neither of these efforts were music publishing on the scale of Attaingnant or Moderne, however. Moderne’s music-printing monopoly in Lyons was broken by the Beringen brothers in 1547. Nicolas du Chemin became active in Paris in 1549, and the firm of Le Roy & Ballard began production in Paris in 1551.
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          The most recent and thorough study is the book by Daniel Heartz
 : Pierre Attaingnant, Royal Printer of Music
, Berkeley, 1968.

        

      

    

    p.17

    
      1

      
          A woodcut of a thistle flower adorns the cover of each part book, to justify the title. Strictly speaking, only the four-part motets are called Motteti del Fiore
 by the printer ; the five-part motets have no special title. It has been customary, however, to group all the motet books under the same name, a precedent established when Gardane used the name for both five- and four-part motets in 1539. I follow the precedent.

        

      

    

    
      2

      
          Turrini
 : L’Accademia Filarmonica di Verona
, p. 27 ; Abecedarium B
 of Ferdinand Columbus in Seville, #13734 (see below, Chapter VI) ; Catalogue of the library of H. H. Hewart in the Staatsarchiv
 in Munich.
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                Pal. Mass No.

              
              	
                Title

              
              	
                MdFiore

              
              	
                Composer

              
            

            
              	2
              	O regem coeli
              	I a 4
              	Silva
            

            
              	3
              	Virtute magna
              	I a 4
              	anon.
            

            
              	4
              	Gabriel archangelus
              	I a 4
              	Verdelot
            

            
              	7
              	Inviolata
              	I a 4
              	Courtois
            

            
              	10
              	Aspice domine
              	II a 5
              	Jacquet
            

            
              	11
              	Salvum me fac
              	III a 5
              	Jacquet
            

            
              	18
              	Repleatur os meum
              	V a 5
              	Jacquet
            

            
              	31
              	Panis quem ego dabo
              	I a 4
              	Lupus
            

            
              	33
              	Nigra sum
              	II a 5
              	Lheritier
            

            
              	42
              	Quam pulchra es
              	II a 4
              	Lupi
            

            
              	51
              	Quem dicunt homines
              	I a 4
              	Richafort
            

            
              	61
              	In te domine speravi
              	II a 5
              	Lupus
            

            
              	68
              	Descendit angelus
              	I a 4
              	Penet
            

          

          The numbering of the Masses is from G. Reese
, Music in the Renaissance
, pp. 470-472.

        

      

    

    p.18

    
      1

      
          We cannot, however, know all the manuscript sources that were available to Palestrina.

        

      

    

    
      2

      
          
            
              	M. Panis quem ego dabo
              	MdF I a 4
              	Lupus
            

            
              	M. Peccata mea
              	MdF I a 4
              	Richafort
            

            
              	M. Quem dicunt homines
              	MdF I a 4
              	Richafort
            

            
              	M. Iam non dicam
              	MdF II a 5
              	Richafort
            

            
              	M. In te domine speravi
              	MdF II a 5
              	Lupus
            

          

        

      

    

    
      3

      
          
            
              	M. Virtute magna
              	MdF I a 4
              	anon.
            

            
              	M. Panis quem ego dabo
              	MdF I a 4
              	Lupus
            

            
              	M. Caro mea
              	MdF IV a 5
              	Manchicourt
            

          

        

      

    

    
      4

      
          
            
              	M. Aspice domine
              	MdF I a 4
              	Gombert
              	
            

            
              	M. Quem dicunt hommes
              	MdF I a 4
              	Richafort
              	
            

            
              	M. Si bona suscepimus
              	MdF II a 5
              	Verdelot
              	
            

          

        

      

    

    
      5

      
          
            
              	M. Quem dicunt homines
              	MdF I a 4
              	Richafort
            

            
              	M. Aspice domine
              	MdF II a 5
              	Jacquet
            

            
              	M. Salvum me fac
              	MdF III a 5
              	Jacquet
            

          

        

      

    

    
      6

      
          
            
              	Arcadelt
              	M. Alma redemptoris
              	MdF II a 5
              	Silva
            

            
              	d’Argentilly
              	M. Quem dicunt hommes
              	MdF I a 4
              	Richafort
            

            
              	Colin
              	M. Beatus vir
              	MdF IV a 5
              	Gombert
            

            
              	Divitis
              	M. Quem dicunt homines
              	MdF I a 4
              	Richafort
            

            
              	Gheerkin
              	M. Panis quem ego dabo
              	MdF I a 4
              	Lupus
            

            
              	de Marie
              	M. Panis quem ego dabo
              	MdF I a 4
              	Lupus
            

            
              	Monte
              	M. Aspice domine
              	MdF II a 5
              	Jacquet
            

            
              	Mouton
              	M. Quem dicunt hommes
              	MdF I a 4
              	Richafort
            

            
              	Porta
              	M. Descendit angelus
              	MdF I a 4
              	Penet
            

            
              	Le Roy
              	M. Panis quem ego dabo
              	MdF I a 4
              	Lupus
            

            
              	Victoria
              	M. Gaudeamus
              	MdF V a 5
              	Morales (Jubilate)
            

          

        

      

    

    
      7

      
          Vol. III, p. 376.

        

      

    

    p.19

    
      1

      
          They can be attributed on the basis of other evidence.

        

      

    

  


		

    
		

  
    
      Chapter II 
LYONS AND THE PRINTING TRADE

      During the time Moderne lived there, from before 1523 to some time after 1561, Lyons was one of the most important European centers of the Renaissance, an international city at a natural trade crossroads.1
 Besides the French population there were large and influential colonies of Germans and, particularly, of Italians. The international character as well as its distance from the restricting influences of the Parlement and the Sorbonne gave Lyons a liberal aspect that made it match and at times surpass Paris as the intellectual capital of France. Erasmus, Rabelais, Luigi Alamanni, Etienne Dolet, Clément Marot, Calvin and Nostradamus are some of the varied personalities who either frequently visited Lyons or made their homes there for short periods. Of the native Lyonnais, only the poets, Maurice Scève and Louise Labé, are much remembered from that time, though their contemporaries thought highly of Symphorien Champier, Charles Fontaine, Pernette de Guillet and Barthélemy Aneau.

      Lyons owed its pre-eminent position to a combination of circumstances. One of them was its location. At this time Lyons was a frontier city, at the very edge of France and on the direct route from Paris to Italy. Since Roman times roads had connected Lyons, the old Lugdunum, then the capital of Gaul, not only with Italy, but with the north and west of Europe as well. By the sixteenth century the roads, except for the one over the Alps, had largely fallen into disuse, but Lyons’ situation at the confluence of the Rhone and the Saone made it easily accessible to the Mediterranean on the south, the Swiss cantons and Germany to the east, and by short overland trips, to the Rhine and Flanders in the north and the Loire and Seine basins to the west.

      As early as 1420 Charles VII as Dauphin had established two yearly fairs at this favorable location.2
 Their fate was somewhat uncertain, however, until Louis XI reestablished them by decree in 1463. At that time they took on essentially the form they were to maintain during the period of their greatest importance, from the late fifteenth century to the mid 1560’s. There were to be four fairs a year, each lasting fifteen days. The All Saints Fair began on the third day of November, the Fair of the Kings, or of the Apparition, on the first Monday after Epiphany, the Easter Fair, the first Monday after Quasimodo, and the August Fair on the fourth day of August. To assure the free flow of goods, the king decreed that merchants from all nations but England (“noz ennemis anciens” ; the Hundred Years’ War was still recent history) could attend the fairs under safe conduct. Further, merchants would be free of any taxes, either on goods brought to the fairs to be sold or on purchases they took away with them. All foreign money would be allowed free circulation at its just value, and the usual rule against lending at interest was suspended for the fairs. A special court was set up to adjudicate commercial disputes. These and other special provisions made an excellent formula, and the fairs thrived. Charles VIII tried to move the fairs to Bourges for three years, but the new location was not as accessible to the Italians and the Germans, and so the fairs were moved back to Lyons, where they remained. Louis XII, Francis I, Henry II and Francis II each in turn confirmed the special concessions of the Lyons fairs.

      Merchants came to Lyons from everywhere. The French were the most numerous. Next came the Italians, especially those from Florence, Venice, Lucca, Genoa, Bologna and Milan. Then came the Germans, from Nuremberg, Strassburg, Frankfurt and Augsburg. The Spanish came from Valencia, Burgos, Saragossa and from Catalonia. And there were the Swiss, the Flemings and the Portuguese, and finally merchants from Egypt, Constantinople and Greece. Some of them, particularly those from Italy and Germany, settled permanently in Lyons.

      Everything seems to have been traded at the fairs, from horses to precious stones, from spices to swords and armor, from silks and velvets and furs to books, falcons and fruits. Paper money as a substitute for gold and silver became an important commodity in itself, and it is from this period that the Florentine, Lombard and Nuremberg bankers who had moved to Lyons began to exercise their powerful influence in Lyonnais and French life.

      Of primary importance to Lyons’ pre-eminence during this period were the frequent and sometimes extended visits of the French Court during the wars in Italy, beginning with the first campaign of Charles VIII in 1494. Lyons, on the direct route between Paris and Italy, was the last French city before departure and the first French city reached on the return. It became accustomed to the comings and goings of ambassadors, princes and archbishops and to royal entries of great pomp. From 1499 to 1503 Lyons was the center of the royal government of Louis XII, who wanted to be close enough to Italy to receive direct news and to keep in touch with his ally, the Borgia pope. In 1524 Francis I arrived in Lyons with the entire Court, including his mother, Louise of Savoy, and his sister, Marguerite d’Angoulême. After Francis was captured at the Battle of Pavia early in 1525, Louise of Savoy, designated regent before the king left for Italy, continued to administer the affairs of France from Lyons, and it was not until the Treaty of Madrid in February, 1526, that the Court moved back to Paris. In the year 1536, at the time of the invasion of Provence by Charles V, Francis and the Court were almost continually in Lyons from February to October. Had it not been for the Court’s residence there at that time the history of France might have been changed. It was in Lyons that year that the Dauphin, Francis, was handed a cup of water after becoming overheated in a game of jeu de paumes.
 He died a few days later at Tournon, and the luckless Italian who had given the cup to the prince was accused of poisoning him and was pulled apart by four horses in a public square in Lyons, the four parts of his body hung at the four gates of Lyons and his head impaled on a lance on the bridge across the Rhone.1



      It is logical that the kings should have found at Lyons, such an important center of commerce and banking, the source of the funds necessary to wage their military campaigns. Francis I and Henry II died hopelessly in debt to the Lyons bankers, but though the bankers had charged usurious interest rates to protect themselves they recovered only a part of the loans. This loss eventually caused a financial collapse, which, together with the agitations of the Protestants, who took over the city government in 1562, led to a rapid decline for Lyons.

      Of paramount importance in Lyons at this time was the printing and book trade, a major factor in helping attract men of letters. The first book had been printed in Lyons in 1473 by Barthélemy Buyer, who had brought there the typographer, Guillaume le Roy, from Liège. There soon followed a number of typographers from Germany, attracted in part by the opportunity of selling their books at the fairs. But with the sixteenth century came the great era of printing in Lyons, studded with names like Sébastien Gryphe, Jean de Tournes and Guillaume Rouillé, and the printing trade became probably the single most important enterprise in the city. A contemporary document2
 says that there were more than three thousand journeyman printers in...
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