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The manuscript Vila Vigosa, Alegria A2 (Joaquim 8):
An eighteenth century compilation in honour
of Jodo IV?

MICHAEL RyanN

f the twenty volumes of polyphony surviving in the Palace

of the Dukes of Braganca at Vila Vicosa, Manuel Joaquim
has shown that ten of the fourteen manuscript volumes date
from the eighteenth century or later.! Of the remaining four,
only one, VV.A.A3/J9,? bears any indication of date, 1610, and
purpose, In festo S. Elisabeth’, though the name of the scribe
is not given. The other three volumes are also anonymous and
bear no indication of when they were compiled. Detailed study
of the structure and contents of one of these, VV.A.A2/J8, has
yielded evidence that it was copied early in the eighteenth
century, possibly in honour of D. Jodo IV.

Measuring 43x29.5cm, VV.A.A2/J8 is bound in a sturdy
leather binding over wooden boards. The leather is further
decorated with brass mountings in the centre and on the corners
of both front and back covers (see Figure 1). The volume was
also fitted with 2 clasps on outer edge of the front cover. There
are no flyleaves or guardsheets but the 120 paper folios appear to
be in the same hand and ink throughout, the scribe copying both
text and music. There is no number on the first folio, but the
remaining folios have numbers inserted neatly on the upper right
corner of the recto, running consecutively from 2 to 119. The last
folio is unnumbered and contains an index to the contents of the
volume, again in the same hand and ink (see Figures 2 and 3).

1 See Manuel JOAQUIM, Vinte livros de muisica polifénica do Pago Ducal de Vila
Vigosa, Lisboa, Fundacio da Casa de Braganca, 1953.

2 The system of numbering used in this article is a composite of the two main
listings of the music at Vila Vicosa. Thus, VV.A.A3, refers to José Augusto
ALEGRIA’s catalogue (Biblioteca do Palicio Real de Vila Vigosa: Catilogo dos
Fundos Musicais, Lisboa, Fundagio Calouste Gulbenkian, 1989) section A, item
3; and ]9 refers to Manuel Joaquim’s numbering of this volume in Vinte fivros.
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Fig. 1 Photograph of cover
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Although there is no title page, the index shows that this volume
consists almost entirely of psalms and hymns for Vespers by Iberian
composers. Navarro and Ceballos are particularly well represented. This
volume is also the only known source of 3 psalm settings by Anténio
Pinheiro (c. 1550-1617), the first Portuguese known to have been mestre
de capela to the Dukes of Braganca.

Manuel Joaquim has pointed out that several of the psalms copied into
VV.A.A2/]8 are from Navarro’s Psalmi, Hymni, ac Magnificat, published
in Rome in 1590.* A copy of this is still preserved in Library of the ducal
palace at Vila Vigosa. The first five psalms in VV.A.A2/J8 have, in fact,
been copied in the same order as they appear in the print, with another
four psalms and one hymn appearing later in the manuscript. Thomas has
pointed out that the 12 psalms included in the Navarro print are those
which would have been most useful on the greater number of occasions.*

The psalms and hymns by Ceballos are also known in other
manuscript sources in Spain and South and Central America. However,
his works are not known to have been printed.’

The copying of manuscripts had been a long-established practice from
medieval times and continued even when a printed copy was already
available in a particular institution. Nery points out that the items copied
give a good indication of what music was actually performed.® In some
cases more than one copy was needed for performance, particularly if the
singers sang from a large lectern which held two volumes back-to-back
(some can hold four), or if the singers were supported by an instrumental
ensemble who may have performed from a separate lectern, perhaps even
in a different gallery.’

A preliminary examination of the physical characteristics of VV.A.A2/J8
is revealing. The colour of the leather, design of the brass fittings, and
general style of the bindings are very similar to several other manuscripts in

3 See JOAQUIM, op. cit., p. 93, note 60.

4 See Timothy THOMAS, The Music of Juan Navarro Based on Pre-Existent Musical Materials,
Ph.D. dissertation, University of Texas at Austin, 1990, pp. 54-55.

5 See Robert]. SNow, The Extant Music of Rodrigo de Ceballos and its Sources, Detroit, Detroit
Studies in Music Bibliography, 1980.

6 See Rui Vieira NERY, The Music Manuscripts in the Library of King D. Jodo IV of Portugal
(1604-1656): A Study of Iberian Music Repertoire in the Sixteenth and Seventeenth Centuries,
Ph.D. dissertation, The University of Texas at Austin, 1990, Preface ix.

7 This separation of instrumentalists, particularly in relation to Cordoba, was pointed out by
Richard CHEETHAM in his paper «Ministriles en el Coro: Concerted Masses in Sixteenth-
-Century Cordoba», read at the Conference of the Medieval and Renaissance Society, University
of York, July, 1998.
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Vila Vigosa which bear dates in the 1730%s.* The scribal hand is clear, but not
ornate in any way, perhaps an indication that this volume was not a
presentation copy but intended for actual use in the Chapel.

The way the folios are gathered for binding in this volume is unusual.
The entire volume is gathered and bound in separate bifolios. The other
music volumes in Vila Vigosa are gathered in the more usual way, i.e. with
the bifolios grouped in twos, threes, or more and sewn on to the binding
cloth. The process adopted by the copyist of VV.A.A2/]8, writing the
music on to successive separate bifolios in turn, gives the impression that
the scribe was more likely a practising musician than a trained calligrapher.

The capital initials seen throughout the volume are not hand drawn (see
Figure 4). Careful measurement and tracing show them to be so uniform as
to suggest that they have been stamped on to the page. Small discrepancies
in placement and alignment further suggest that they have been individually
stamped by hand.” This technique is also seen in other volumes in Vila
Vigosa.® The particular stamp moulds used in VV.A.A2/J8, however, are
not the same as those used in any of the other volumes studied so far.

folio 2 folio 3

folios 4 and 5 folios 6, 12, and 20
Fig. 4 Tracings of hand-stamped capital initials
8 These are VV.A.A5/J11 dated 1735, VV.A.A6/J12 dated 1735, VV.A.A8/J14 dated 1736,

VV.A.A9/]J15 dated 1736, VV.A.A10/]J16 dated 1736, and VV.A.A11/J17 dated 1738, see
JoAQuM, Vinte livros, and ALEGRIA, Biblioteca do Palicio Real, for more details.

9 These examples were discussed with the Director of the Archives, Dr. Jodo Ruas, who described

the process as «escantilhiio» (usually translated as «moulding»). He was not aware of any tools or
implements relating to this process surviving at Vila Vigosa.
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The technique by which these capital initials were applied to
VV.A.A2/]8 appears to reinforce the suggestion that the scribe was not a
trained calligrapher. It also seems as if this technique was, to a certain
extent, current in Vila Vicosa, and perhaps other centres in Portugal, in
the seventeenth and eighteenth centuries.

The paper used in VV.A.A2/]J8 is all of the same type. A single
watermark, resembling the letters ‘SP’, can be found throughout the volume,
placed near the corner of each bifolio (see Figure 5). A very similar
watermark is given in Heaward with the note ‘Madrid 17237 though no
other details are given."

Fig. 5 Tracing of watermark

The likelihood that VV.A.A2/J8 dates from the early 18th century still
leaves the questions as to whether a purpose for this manuscript can be
deduced and how it relates to other 18th century manuscripts at Vila Vicosa.

Looking more closely at the contents of VV.A.A2/]8 is informative. As
has been pointed out above, the first five psalms have been copied, in order,
from the Navarro print of 1590. They are Dixit Dominus (tone 1),
Confitebor tibi (tone 2), Beatus vir (tone 3), Laudate pueri (tone 4), and
Laudate Dominum (tone 5). The fact that the sixth psalm in the manuscript
is another setting of Dixit Dominus, again in tone 1, this time by Ceballos,
confirms the perception that the first five stand together as an intact group.

The psalm tones to which these five psalms are to be sung also catch
the eye, tones 1, 2, 3, 4, and 5, in order. While the ordering of these
psalms in these tones may have been part of a tradition current before

10 Although no comprehensive study has yet been undertaken, examples can be seen in
VV.A.A1/]7, VV.A.A3/]9, VV.A.A5/J11 and VV.A.A11/]J17. In fact, the moulds used for
VV.A.A1/]7 (the undated parchment volume) and VV.A.A11/]J17 can be shown to be identical
and, since VV.A.A11/J17 was copied by Antonius Gomes Peteyra in 1738, a clear relationship
between these two volumes can be established.

11 See Edward HEAWOOD, Watermarks, Hilversum / Holland, The Paper Publication Society,
1950, where it is listed as number 163.
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Navarro, they are also the psalms and tones required for First Vespers for
the Feast of St. Joseph, Spouse of Mary.

This feast is celebrated on 19 March and although it is categorised as a
Double feast of the first Class™ there are several other feasts which might
be considered more worthy of pride of place in a separate volume. Luis de
Freitas Branco points out that the Feast of St. Joseph was celebrated with
special splendour at Vila Vigosa because 19 March was the birthday of the
seventh Duke of Braganca, D. Teodésio II (reigned 1583-1630), father of
Jo#io, who was later to become King of Portugal.”

It must be remembered, however, that First Vespers for the Feast of
St. Joseph are sung, not on 19 March, but on the evening before, i.e. 18
March. Second Vespers are sung on the actual feast and, while four of the
five psalms for First Vespers are repeated exactly, the fifth psalm, Laudate
Dominum, is sung to tone 8 at Second Vespers.

The inclusion of the setting of Laudate Dominum in tone 5 rather
than tone 8 clearly points to the 18th rather than 19th of March as the
intended occasion for the first five psalms in VV.A.A2/]8. Why this
should be considered so important is puzzling until it is realised that 18
March is the birth date of Jodo, 8th Duke of Braganca, later King of
Portugal, and son of Teodésio II, whose birthday was a day later. The
juxtaposition of the two birthdays must have been a source of particular
joy and celebration during the time they were both living at Vila Vicosa.

It must be pointed out, however, that the ordering of these five psalms
and their tones comes from Navarro, not the compiler of VV.A.A2/]8. It
must then be asked whether First Vespers for the Feast of St. Joseph had
special significance for Navarro. The answer, for the moment, must be
that no such connection can be made. It may be that Navarro was
following the practice of earlier composers of polyphonic Vespers psalms
in presenting examples of frequently used psalms in each of the psalm
tones.” In Vila Vicosa, however, the fortuitous arrangement of these
psalms and tones in the printed Navarro volume must have been realised
with the announcement of Jodo’s birth on 18 March 1604."

12 See, for example, Liber Usualis, Montana, St. Bonaventure Publications, 1997, p. 1401.

13 See Luis de Freitas BRANCO, D, Jodo 1V, Muisico, Lisboa, Fundacio da Casa de Braganga, 1956, p. 17.

14 Any such practice is difficult to establish, however, Diego ORTIZ’s Musices liber primum
(Venice, 1565) gives Laudate pueri in tone 4E but Laudate Dominum in 8G. GUERRERO’s Liber
Vesparum (Rome, 1584) gives Dixit in tone 1, Confitebor in tone 7, Beatus vir in tone 3A,
Laudate pueri in what could be 1 or 6, and Laudate Dominum also in 8G.

15 See José Augusto ALEGRIA, Histéria da Capela e Colégio dos Santos Reis de Vila Vicosa,
Fundagio Calouste Gulbenkian, Lisboa, 1983, pp. 29-30; for a description by the Dean, Manuel
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With regard to the copying of these particular psalms into VV.A.A2/]8,
it must now be asked if there was an occasion in the early 18th century
which would have merited a new volume of music. The centenary year of
Jodo’s birth, 1704, springs to mind. However, as yet, no records can be
found which might indicate celebrations of this kind at Vila Vigosa.*

The music itself, specifically the re-arrangement of some of the psalm
verses in VV.A.A2/J8, does give some clues. In general, each opening of the
manuscript presents a single verse in four parts, laid out in the usual choirbook
format. However, on folio 20, which contains verse 6 of Navarro’s setting of
Laudate Pueri, beginning Suscitans a terra, there is what at first glance
appears to be a version for 8 voices. Closer examination and draft scoring of
the music reveals that this opening contains two settings of the same verse.
The original Navarro setting for three cantus and altus is given but so is
another setting of the same verse scored for catb (see Figures 6,7, and 8).Y
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Fig. 6 Photograph of folios 19v and 20

Paganha de Brito, of the time of birth and how they went in procession to the chamber of the
Duchess and sang the hymn Te Deum. If the musicians in the Chapel had been singing the
Vespers psalms from the Navarro volume, they would simply have had to turn to folio 102 for his
setting of the Te Deum.

16 Manuel Indcio PESTANA’s typescript of Mercés de D. Pedro IT 1683-1706 (2 vols.) records the
generous payments made to musicians on the occasion of the coronation of D. Pedro II. The 15
charameleiros and 11 trombeteiros were paid 16,000 réis each and 35 mogos da camera 25,000
reis on 27 December 1706. However, for the year 1704, there seem to be no indications of any
special celebrations.

17 Draft scoring of the music on this opening very quickly revealed that two canti firmi, extreme
discords and cadences, and differing overall lengths were only possible as two separate verses.
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Verse 6 of Ps. 112, Laudate pueri

Navarro

VV.A.A2/]8 fol. 20
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Fig. 7 Transcription of original Navarro verse
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Anon.

VV.A.A2/J8 fol. 20
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To conclude, the evidence suggests that manuscript VV.A.A2/J8 was
compiled by a scribe who was not a professional calligrapher but most
likely a practising musician, using paper dating from the early
eighteenth century. The music copied includes all the polyphonic
psalms for First Vespers for the Feast of St. Joseph, celebrated on 18
March, and may be related to a still unknown anniversary of the birth of
D. Jodo IV of Portugal. In the earlier portion of the manuscript, verses
originally requiring multiple cantus parts were recomposed,
anonymously, so that only one cantus part was required. This points to
a Chapel which did not have available sufficient competent trebles to
perform the original versions, a situation known to exist in the early
eighteenth century. The volume was most likely bound around 1735-38
at the same time as other, more ornate, volumes were being prepared for

the Chapel at Vila Vicosa.



