
Pedro de Escobar among Spanish Musicologists 

A LTHOUGH FRANCISCO ASENJO BARBIERI (1823-
1894) noted the survival of liturgical works by Esco­
bar at Tarazona Cathedral, he confessed lacking any 
biographical information whatsoever when enumer­
ating Escobar's eighteen items in the Cancionero 
Musicul de los Siglos XV y XVI transcribed and 
edited by him in 1890. 1 He was awarc that thc Can­
cioneiro d'Évora published at Lisbon in 18752 con­
tained the poetry of Escobar's Secaronme lus pesares 
(CMP, folio 119") and Vencedores son tus ojos 
(204 '). In contrast with H iginio Anglés's editionJ 
Barbieri's includcs the complete poetry for Pósame 
por Dios, barquero (folio 232), Virgen bendito sin 
par (273), and Gran placer siento yo ya (255\). Ever 
attentive to poetic sources, Barbieri not only iden­
tified Garci Sánchcz de Badajoz (ca. 1480-ca. 1535)4 

-"one of the best poets of the time anda consum-

'Madrid: Tipografía de los Huérfanos, p. 32. 
2 Cancioneiro d'Évora, publie d'apres le manuscrit original 

et accompagné d'une notice littéraire-historique par Víctor 
Eugene Hurdung (Lísbon: lmpren~a Nacional, 1875). A Cidade 
d'Évora, nos. 23-26 (1951) contains José Pedro Machado'\ 
transcription. Arthur Lee-Francis A~kins's critical edition of 
The Ccmcioneiro de Évora (Berkeley: University of California 
Press, 1965), contains valuable data concerning the lengthy liter­
ary history of Secaronme los pesares, pp. 109 110 (poem by 
Garci Sánchez de Badajot) am.1 Vencedores son tus ojos, p. 113. 

1 Lu Música en la Corte de los Reyes Católicos, 11. Polifonía 
Profana. Cuncionero Musical de Palacio (Siglos XV-XVI) 
(Barcelona: Instituto E\pañol de Musicología, 1947 and 1951), 
2 vols. (Monumentos de la Música fapañola, vols. 5 and 10). 

• tdentifying him as a native of Écija (Juan Bermudo's birth­
place) in The Lije cmd Works of Gurci Sáf!chez de Bada¡oz 
(London: Tamesis Book<>, 1968), p. 3, Patrick Gallagher 
gathered important details concerning the poet's family, mar­
riage to María de Orellana, and service to the Condes de feria. 
Barbieri Jacked the~e detail~. but fortunately d1d not confu~e 

mate vihuela player"-as the author of such pas­
sionate lyric outbursts as Secaronme los pesares 
and Lo que queda es lo seguro (folios 119' and 
129), but also identified the verse of Pósame por 
Dios as deriving from the printed broadside Glosa 
del Romance de Don Tristan published in Bartolomé 
José Gallardo's Ensayo de una biblioteca espa1iola 
de libros raros y curiosos (Madrid: M. Rivadeneyra, 
1863-66), 1, 819, and the poetry of No pueden 
dormir mis ojos (folio 69) as having been published 
among Cristóbal de Castillcjo's works. 

The ample attcntion given Barbieri-whose merits as 
a musicologist José López Calo placed ahcad of hi~ tran­
scendent genius as a composer of zarzuelas, who used his 
fortune rcaped from stage succcsses to gather the docu­
rnentation bequeathed the Madrid Biblioteca Nacional, 
and whose achievcments have becn cxtolled in John 
Edwin Hawkins\ Francisco Asenjo Barbieri and rhe 
nineteenrh-century reviva/ in Spanish national music 
(University of California, Los Angeles, Ph.D. tlis~erta­
tion, 1987) and in Emilio Casares RoJicio's two-volume 
lifc publishcd in 1994, contrasts sharply with the sean! 
attention allottcd by lexicographers and essayists alike 10 
Rafael Mitjana y Gordón (1869- 1921), author of the first 
crucial con1ribu1ion 10 Escobar biographical research. 

The Enciclopedia universa/ ilustrada (Madrid: Espasa­
Calpe), volumc 35, omittcd him-an injustice not rcrne­
died by the shabby entry in the Apéndice, volumc 7 
(1932), 548. The Diccionario Enciclopédico Sa/vul, 9ch 
edition ( 1960) awardeJ him a mere nin e lines but gave 
Barbieri 39 line~ and Pedrcll 34. Baker's Biographical 

Joao de Badajo1., chambcr mu\ician al Joao lll's court, eight 
of who~c "illancicos enter thc Cancionero musical de Palacio, 
with Garci Sánche1 de Bada101. 
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Dictionary of Musicians, 8th editio n (1992) devoted six 
of his 15-linc cntry to listing four of his 17 publications 
itemitcd in The New Grove (1980), x11, 369- all of them 
limitcd to Mitjana's musical intcrcsts. Over and above 
theM:, the Nationul Union Cutalog Pre-1956 imprints, 
volume 388 (Mansell, 1975), 204-205, supplics the fol­
lowing titles: En el Magreb-el-Aksa; viaje de la Embajadu 
d la Corte del SultJn de Marruecos, en el año 1900 
(Valencia: F. Sempcre, 1905; x + 305 pp.); Estudios 
jurldicos, sociales y económicos (Madrid: Sucs. de Her­
nando, 1918; viii + 323 pp.), Memorit1 sobre la Cuarta 
Conferencia de Derecho Internacional, celebrado en el 
/laya 16 mayo-7 junio 1904 (Madrid: 1905; 46 pp.) and 
Mozart y Ja psicología sentimental, conferencia leída en 
el Ateneo de Madrid el día 24 de marzo de 1915 (Madrid: 
Sucs. de H ernando, 1918; 36 pp.). Nor do thc indepen­
dcnt titles crcdited to him in the National Union Catalog 
bcgin to tabulatc his essays ami articles in journals. 

Two of Mitjana's articlcs published in the Revista 
de Filolog10 Española, volu mes 1 and v (1914 and 
191 8) augmented Barbicri 's biographical data. In 
"Nuevos documentos relativos a Juan del Encina" 
(1, 288) he gave January 6, 1513, as thc correct <late 
for Encina's prcscntation in Spanish of his Farsa de 
Plácida e Victoriano at Cardinal Jacobo Serra's 
Roman residence-the audience including Pope 
Julius 11, the Spanish ambassador, and numerous 
high ltalian and Spanish nobility. 5 Adding numer­
ous exact data ext ractcd from Málaga Cathedral 
capitular acts, unknown to Barbieri, Mitjana fixed 
Encina's last attcndance at a Málaga chaptcr meet­
ing on Scptcmber 12, 1517; on that occasion he 
rccounted to thc chapter bis activities during thc 
previous severa! months while absent at court. 

In "Nuevas notas al Cancionero musical de los 
siglos XV y XVI, publicado por el maestro Bar­
bieri," Mitjana took exception to Barbieri 's tran­
scription a t pagc 605 of thc music for thc Versos 
fechos en loor del Condestable (<lated 1466) found 
at folio 250 of Miguel Lucas <le lranzo's Crónica 
catalogued at the Madrid Biblioteca Nacional in 
1918 as M S G. 126. 6 Mitjana also discusscd at lcngth 
the Spanish-text villancicos publishcd in Pctrucci 's 
llarmonice musices Odhecaton (1503/ 150-i). Listing 
alphabetically thc namcd composers in thc Palace 

1 Revisra de Fi/o/og1a Española, 1 (1914), 282- 283. Mitjana 
cullcd thc documcnt from Alc\\andro Luzio's "Federico 
Gonzaga, ostaggio alla Corte di Giulio JI," Arch11•io della R. 
Societá Romana ch Storia Patria, IX (1887), 46. 

hRe1•is1a de Filoloxia Espuñola, v (1918), 114. 

Songbook, Mitjana offcred new biographical details 
concerning Joao de Badajoz, Lope de Baena, Juan 
Cornago, 7 Pedro de Escobar, Diego Fernández, 
Juan de León, Alonso de Mondéjar, Antonio de 
Ribera, Francisco de la Torre, Juan Urrede, and 
Juan de Yalcra. Concerning Escobar, he correctly 
noted that the Sevillian Cathedral capitular acts 
record his bcing named master of the seises in 1507, 
and of bcing replaced August 13, 1514, by Pedro 
Fernández de Castilleja as Seville Cathedral maestro 
de capilla. 8 

Despite Mitjana's brcakthrough services to every 
phase of Spanish music history, 9 details of his own 
biography have consistently eluded encyclopedias. 
Jesús Riosalido provi<led a salve with a chapter en­
titled "El descubridor del Cancionero de Uppsala. 
Vida de Rafael Mitjana y Gordón, Ministro Pleni­
potenciario de S.M. Católica en Estocolmo," in­
cluded in El Cancionero de Uppsala (Madrid: 
Instituto Hispano-Arabe de Cultura [Emiliano Esco­
lar, editor], 1983), pages 15-25. The following syn­
opsis invokcs Riosalido's biographical chapter for ali 
its details. 

Born Deccmber 6, 1869, at Málaga, Rafael Mitjana 
was the scion of a wealthy family whose riches enabled 
him to do constant traveling, purchasing of rarities, and 
brqueathing of 500,000 Swedish crowns to his widow 
Hilda Falck o n his J ccease at Stockholm August 15, 
1921. After a two-months postponement for health rca­
sons, he took the Madrid examinations required of an 
Aspirante a A!!,regado Diplomático in May 1892; thc~e 
included showing proficicncy in German, French , ltalian, 

7 Barbieri knew of no mu\ician named Cornago. Mitjana 
(RFE, v, 122- 123) identificd hirn as thc "Frater Joanncs Cor­
nago, apud Neapolim," who composeu not only a three-voice 
J\tass in Trent Codex 88 (Gloria, beginning at fol. 276) but al~o 
of songs in the París Bibliotheque nationale, manuscript-; fran­
i;ais 15123. 

SRFE, V, 123- 124. 
9 The Encic/opédie de la Musique et Dictionnaire du Conser­

vatoire, IV (Paris: Delagravc, 1920) containing Mitjana's La 
.~lusique en Espagne. Art religieux et art profane provided Gil­
bert Chase with the historie data filtered into his The Music of 
Spain (New York: W. W. Norton, 1940). Miguel Querol 
Gavaluá, ''Mitjana, Rafael," Die Musik in Geschichte und 
Gegenwart, not only paiu hirn highest tribute a~ having been thc 
first mu\icologist to write a critical, comprehensive history of 
Spanish mu\iC, but also mentioneJ his compositions that includc 
an opera La buena guardia among stage anu orchestral worh 
hou~ed at the Royal Carolinc Library in Upsala. 
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Portugue~e and English. His Tribunal ratcJ him superior 
(número uno) in ali examination aspects. Nonctheless, he 
delayed accepting a diplomatic appointment until Janu­
ary 6, 1896. 

In the interim, he published his extracts from Málaga 
Cathcdral capitular acts that revolutionizcd the biogra­
phy of thc prime contributor to the Palace Songbook: 
Sobre Juan del Enzina, Músico y Poeta (Málaga: 
Tipografía de Las Noticias, 1895; ISO copies). Thus 
began his incomparably valuable series of musicological 
monographs that were to culminate in the Lavignac ency­
clopedia. On February 2, 1897, he was appointed 
Secretario de Legación de Tercera Clase, in the Spanish 
embassy at Rome. Taking possession of the post April 
10, 1897, he remained at Rome until recalled to Spain 
September 16, 1898. Fruits of his ltalian sojourn included 
El Buque Fantasma; Drama Lírico en Tres Actos, Poema 
y Música de Ricardo Wagner, Estudio Critico and La 
Música Contemporánea en España y Felipe Pedrell (both 
published at Málaga in 1901). 

After Rome, where his services reaped an excellent 
report confided to his dossier by the Spanish Foreign 
Minister, Emilio de Ojeda, he was posted to Tangiers, 
where he intcrested himself so feverishly in Moroccan cul­
ture that he petitioned Ojeda for permission to accom­
pany the Embajada Extraordinaria dispatched to 
Marrakech. Mitjana's difficult voyage and caravan jour­
ney to the thcn capital, followed by the Sultan's reception 
and his residence in Marrakech April 15 to July 15, 1900, 
forms a fascinating episode in Mitjana's En el Magreb­
el-Aksa (Valencia: F. Sempere y Cía, 1905). 

Elevated to Secretario de Segunda Clase August 23, 
1902, Mitjana was next assigned to The Hague and Lux­
embourg. With interludes in Spain caused by his mother's 
illness and an inquiry conccrning his attitudc on a 
Venezuelan question, he remaineJ at The Hague until 
June 15, 1904. In that year he published Ensayos de Cri­
tica Musical: Serie I (Madrid: Librería de F. Fé) and at 
Valencia in 1905 Discantes y Contrapuntos; estudios 
musicales (critica é historia). Transferred to Stockholm, 
he arrived there August 12, 1904-there meeting his 
future wife Hilda Falck, whom he married atan uncer­
tain date after her conversion to Roman Catholicism and 
his hard-won Spanish royal consent. On October 10, 
1911, named Consejero of the Embassy at St. Petersburg, 
he began occupying the post November l, 1911. Declin­
ing appointment to either Tcheran or Lima, he suffcred 
sorne setbacks in his diplomatic ascent from Secretario de 
Legación de Primera Clase (January 12, 1911), not rising 
thereafter to Ministro Residetlle until 1917. Health 
problems plagued him at St. Pctersburg, where he re­
mained intermittently until quitting thc post Novembcr 
J, 1913. In 1914 he completed hi\ contribution to Albert 
Lavignac's Enciclopédie de /u Musique, hi!> scction on 

Spain not however being published until Volume 1v 

appeared in 1920. 
Sent next to Constantinople, he there immediately on 

Novcmber 13, 1913, petitioned for a !cave of ab~ence 
to write a Tratado acerca de Don Fernando de las 
Infantas y su Plura modulationum. Granted the leave, he 
delayed returning to Constantinople until October JO, 
1914. Ever the collcctor of rare books, manuscripts, 
tapcstries, and other objets d'art, he bought in ConMan­
tinople a manuscript reputcdly purloined from the library 
of thc Dervishes of Pera. Turkish high authorities offered 
to buy it back for what Mitjana had paid for it. Evcntu­
ally he sent it to London via Stockholm, where his wife 
had remained aftcr outbreak of World War l. Severely 
reprimanded by his own diplomatic superiors, he 
nevertheless receivcd telegraphic permission April 26, 
1916, to return to Constantinople after an enforccd delay 
at Vienna. Suspicious that the manuscript purportcdly 
stolen from t he Pera dervi~hes' library was not act ually 
the stolen manuscript, he confronted the vendor and by 
threals obtained the true treasure-a manuscript entitled 
Chelmanié devisi. Placing it in the hands of a represen­
tative of the Turkish mini5try, Mitjana finally won com­
plete cxoneration anda note of official Turkish gratitude. 

The published fruits of his quadrennium after being 
billeted to Constantinople attest to his unremitting labori­
ousness as a rcsearcher. From 1919 until his deat h he was 
Spanish ministro plenipotenciario at Stockholm, but his 
final opus, Francisco Guerrero (1528- 1599), estudio 
critico-biográfico (Madrid: Talleres poligráficos, 1922) 
remained for editing by his widow. 

The editor of thc Cancionero de Up/pjsala published 
by El Colegio de México in 1944 contains Mitjana's 
Introducción, notas y comentarios at pages 47-71. 
Lcopoldo Querol Rosso's e<lition of thc Cuncionero de 
Uppsala (Madrid: Instituto de España, 1980) follows suit 
with facsímiles at pages 111- 209 of Mitjana's transcrip­
tions- his differing from Jesús Bal y Gay's published in 
the El Colegio de México volume, becau~e he recordcd ali 
voice parts in their original clefs and note values, afford­
ing a keyboard reduction bclo\~ each vocal systcm. 

A Tempo, the bimonthly review published by the 
Universidad de Málaga, Cátedra de Mú~ica "Rafael Mit­
jana," in cooperation with thc Diputación PrO\ incial de 
Málaga, reached its 41st issue in November- December 
1986. The name indexes publishcd in the Spanish Revista 
de Musicología bcginning in 1978 consiantly invokc his 
name in company with thc name\ of Spain's other 
supreme musicologists. 

Aftcr incomparable Higinio Anglés, who~c ~er­
vices to Escobar includcd transcriptions of not only 
the eighteen itcms in thc Cancionero Mmical de 
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Palacio, now in modern clefs and time signatures. 
bul most significantly first publication of Escobar's 
Mass and Mass sections in the Tarazona archive and 
also thc crucial data concerning a Portuguese singer 
in Isabel la Católica's chapel lhat permits now iden­
tifying Pedro del Puerto with Pedro do Porto, 10 

Justo Sevillano placed Escobar adherents vastly in 
his debt by publishing a "Catálogo musical del 
Archivo Capitular de Tarazona," Anuario Musical, 
xv1 (1961), 147- 176, that at pages 150-155 provides 
the folio numbers now generally acccpted for the 
contents of Tarazona choirbooks 2 and 3. 

Tarazona MS 2 

Sixtecnth-century, paper, 130 leaves, 57 x 40 cm, 12 
s<avcs to the page. Manuscript bound in leathcr-covered 
boards. Copied throughout by one scribc. Former roman 
numeral foliation 2- 132, current arabic folio numbers are 
in the lower margin. MS 3 was originally bound with MS 
2, but toward the close of the 16th century the two manu­
scripts wcrc separatcd, in ordcr to facilitate handling 
them. When a ncw choirbook inventory was undertakcn 
by Tarazana Canon Juan Blasco on thc cathedral chap­
ter's ordcr in February 1591, note was taken of the loss 
of many works listcd in the original table of contcnt~ 
(beforc the two choirbooks wcre separated). 

L1•11110 l>E Ht'f~OS. J11AGt11nc.AT, NOfUEs y A:tTfrOtlAS 

1 (U. ••·j). ( Pdrt dt) EIUUt. Himno No,. u Clf,,¡, "'"u"'· a 4 voc:cii. /,. N-111nl&U 
Do~uu 

2 (lf. ,·.6). (Pe4ro de) Etco•••· Hoshs Httotlts, a. 4 'oces. /11 E;1;"4,ue Dom1111. 

l (U. 6·~7). AlonH 41c Atv1 (A• '' A.lu. ms ). Himno VutU. r1cu. a 4 voc~. Do•o,.iu 
¡,,. P•"'°""· 

' (11. r-3). (Juan ••> Sanobrlo. lhmno c •••• ,.,,.,., s.,.,,,,,, .. _, • 4 •oces. '" ,,.... 

'1oH Rtt•"'ª'º"" 
.S (ff. 8".-4)). (fnnc-IJC"O de) Ptllalou. Himno Q11•• " "'"' cft.IAAAilf, a -4 voces. /rt •scnt­

siofW Do,,.,.,., 

1 (ff 9•-10). Al•- lt Al•• (Al.,.so D.i ... ms.). Himno Btll• "°"'' 1•~4i•. a 4 voces. 
I • ,., MJtdo Pdllttcod,,, 

1 (fr. 10"·11). Alenso 11h A1vt (A• D.JN, m:..). Himno V11111 c,..u,o, S,tN,.s. :.. -4 'l>'OC'n. 

1 (U. l l'· U). (fro.,bco .. ) Pt~ll011. Himno O¡,,. .,.,., Tri••"'•· a 4 vocn. I~ /1J'4 
S•111chuund1 Tl"itu'4r/11 

I (U. J2"·1J). Juan dt Und1 (lo. l'rnle y U"lfi•. Jn\ ) . Puft luttrt•, a -4 rncrs. Ita 
Folo S•"'lus1nti Cot;orn (.lrrlSI.•. 

'ºFor compendiou~ details concerning Anglé\'~ contributions 
to Escobar scholarship, scc Stevcnson, Sponish Music m rhe Age 
of Columbus (WeMport. Connccticut: Hyperion Press, 1979), 
pp. 167- 174, 279- 281. According to Anglés's "La polyphonie 
religieuse péninsulairc ancérieurc a la venue de~ mu~1dens íla­
mands en fapagne," rcprinted in his posthumous Scripto 
111usico/og1co, edited by José López-Calo (Rome: Edizioni di 
Storia e Leueratura, 1976). 111, 1174: Escobar wa~ "le plus émo­
tif du tcmp\ et compositeur d'une grande délicates\c. " In thc 
Diccionorio de la músico labor (1954), 1, 831, he qualifed E\co­
bar "como uno de lo~ compositores españoles más inspirado~ 
de su época; en sus canciones polifónicas amoro~as es donde ~e 
manifie~ta mejor la emoción estética que rezuman nue~tras 
melodía\ populares trabajadas por \U mano." 

10 (lf. IJ'•l4). (Franduo ••> Ptftalou . HJmno Socnt oo/1111•1il, a 4 -.s. CH CM~• 
C,.riui. 

ti (U. 14•.1sJ. .Alon'o •• Albo (Aº Dalw•, m>-). Himno UI ,_..., luiJ. • 4 ,.,,.,... I• 
~V•hoilale S11Kdi /on1,.fs Bo,,istu. 

12 (11. 1s•·t6J. (Pedro••) IE:anUr. Himno Hi •••lali•u ''""· •• ,_..1,.,;,;1~""'­

"'"' Pt.lri tl P•1'11 
13 (lf. 16·-17} ( P .. fO •t) IE:at .. lt. Himno 5.,.,., olloJ '"· a 4 vo<d. l• /1JJ1nl•lo6H1 

V.,,ri,.it M•ri•1. 

,, (U zr-18). (Pedro dt) Esrobar. Himno SmNfftJ ;u,,, •w, .. 4 V()(t'S. 

15 (U. 18'-19). Alonu •• Albo (Aº Dal••). U1mno Tobl CAnll•. 1pi<Mo•, • 4 voces l• 
/111iwtllale SoMt. MicAatl11. 

11 (11. 19"•20). .Alomo •• Alh (A• D.al••. m•.) llunno CAnsll, Rdnltio• º'""'""'· • 
.. voce. ,,. jt'1iftl.i1 o,..,.,.,,. S.1t<tor••-

11 (U. 10•-21) ( Pt4tt •e) EJcobH. H'mno Vos utli i•JJ• IHfl1u1, a 4 vocf"\. I• MJ.11 
•f'oilolono .. 

11 (U, 21•-22). ( Pdt0 •e) Elc:ob.lt. Hunno Hrc ftnrtpe ••rn,.,i, • 4 VOC:f"i.. /,.MI.JI WRt"tss 

"'•'1'ynJ, 

11 (11. 22·-23). (froac11 .. "> PtftalotL HiJnno S....,.._, _.;¡;" a 4 .oce. l• ...-"""""'°"'* .. ,,,,, .. ,,._ 
ZO (ff. 23•-:14). ( Pdra ••) Eln•u. Himno /de 'º"Í~JIº'· a 4 \"OCet. /tt MI.JI co,./mor11•. 
11 (ff. 24• .. 7). Porto. M•1••/o<•I, • 3 VOC<>, ••""' p ..... 
Z2 (U. 17•-29). Juan: •• An.c:httta. M"t"'Í"•'· a J VOCK; ve-nos pares. 
Z3 (U. 19•-32). Ju•n Srco•l1. M•1••/1t1J, a J vo.es. vmoo paret. 
14 (11 3r-35J. (Prandsu .. ) l'tllol~ .lf•t••/oc.,. 1 1000 a 4 voceo; ""°' imp.,. ... 
25 (U 3s•-J8J. ( Frendsco •t) Pr"•lesa. M•cro/rc•I. rv tono ... \'OCitt: VfftOS pares.. 
H (lf. 38·.,.2) ( fr1ndsco •t) Pri11tlot1. "•t"•}•col, tV tono t 4 voc"; v'"°"' pare1 

17 (U 4•-.4Sl· ( Francbco dt) Pc~•IMo. M•t••/"'"· VI lono, • 4 •o«s. ,,.,_ par.,s. 

11 (U. 45•.48). ( frondsco ••> ,.~ ...... M•c••/""· VIII tono, • 4 votes: V•""' paret. 
H (U. 41•.51) ( fronchco ••) Prft•lou. M•c••Jocal. VIII tono, • 4 ,·oas: ve...,. Pª""· 
31 (ff. 51'·54). ( CrbtOot lt) llorala •. lf•t••/•""· • 4 voc., . ..,... pano. 

31 (U, ,.. •• ,7) Ant0t1fe IMarlrlh. Jl1•1,.•/tt•f, • 4 Y'Oa't, ~nm 1mpans. 

:12 (ff. 57•-s9J. Juan Anchtla. M•ru/otal, 1 4 vocn: vrnos P""'· 

33 (fl, 6cHi•). VIII&. Al•t•i/otM, • 4 voct•. vtrsos p>r ... into11>ple10. 
34 (fl. 6a•-64). ( Ato"'• Hcroh4n (ftrn6ndu) ••> Tor4tslllM. M•c••/ou/, a 4 voe .. ; 

\'tn.os pun, 1ncompkto 

35 (U. 64•~). ( AloOlo Htrn6n4n (ftm6n•u) ••) T0< ... llW. M•p1/1ul, a 4 vocu; 
\'C'nol parH. 

31 (fl. 65•·66). (Pdn ••> Elcobor. Anlllona A•P"f" '"'· • 3 voces. 
37 (H. 66•-67). ( frtincbt0 dt) Peltalou. Motetf: Unic• ni columb. ""ª· l 3 voc:e,, 
38 (ff 67•-68). Alorue 41c Alb• (Aº Dohia m'\ ). Anlflon1 At"f Af•rio, a 3 ,·oc:es. 

39 (11. 68'-6¡). AloM• k Albo (A• D•I ... m• J. lllot<l< Sl•Hl ...u.. a 3 ,..,..., 
41 (ff. 69·· 70). (Pdto lt) fltolNlr, Jlotrle )l.,ill ,..,,, ~. a J \'OC<> 

41 (tf 70•.71) ( Ptdt• •e) E&co"b.ar. Mottte: Sw• '"""' ;rau1''*'"'· ;a 3 'oca 
4Z (ff 7r-72). ( froncloco le) Peñal,.a. Alolrt< Not•• '""'· a 3 •OC<>. 

43 tU 7J'·1J). ( Franckco de) Pcñ.af0&a. Mottt~ Atioro 11,Dotturu }tstA Cltns.tt, a J \'OCQ. 

44 tfl 731.74) ( francku •e) Pclaalou . llottlt /\'e ,., .. ,,.•u•ris, Do"""'· a 3 "·oca. 

4.5 (ff 74•·7,S) ( franckco •e) Pd.alou. ).fott:le: S•ru'4 Al•n•. '"""'"· a l \l'Oeel.. 

4' (ff. 75'·¡6). ( francisco ") Pt!lalma. Notrlt POUP "'""'· a 4 voces. 
'7 (11. 76•.17}. ( francloco lt) Ptftal .... Molclc E"''"'""'"' •• -'•••, • 4 •'OCU 
48 (H. 17•-78). ( francbco lt) Ptaalou. Motel< S••<I• ,..,., u lood •r•>. a 4 voces. 

411 (H. 78•-79). ( franci.co 4•) Pcaal0<1. Molcte Aw """"' cor~WJ ""'""'· a 4 voc ... 

so (11. 79··8o). .An4nltDo. Motrl• o ''""' '"r"'w•. • 4 voc ... 
51 (ff. So .. 81). ( f,.ntlaco ft) Pca.1 .... Nolrl< /11ter """'""""'· a 4 YO<es 

52 (ff. ar.a>). Antonio •• Rlltto. Antllooa Aw M•ri•. a 4 voets 

53 (U. h•-83). J•••ln º'"''" U•Ji"•••. m• ). Mowr Aw, /uJi .. /.,no/i1, a 4 , . ..,.., 
54 (U. 83•·84). (franci.eo lt) P<A•I011, Molde O l)oM1114 S1fltlmi-. a 4 voc:ts. 
~ (ff. 84•-85). ( Franci.co •e) PtAat .... Motrlr Pmo• I<, 0-111t, a 4 \ OCC$. 

$6 (ft. 8)•--36). ( fr1ncllco ••> PtAalCA. Mott:lt D~1u p i. ..._" .... lwa, • 4 vOCC:L 
57 (U. 86•-87). (Francloco lt) Prñal .... Mo1tt• T,o...,•nk Do...oflO, a 4 voca. 

51 (U lr·lll!). (fnncllco ••> PtilolOIL Motel<º°"""' /rr• CAnslt, • 4 voca. 

$8 (U. 88•·89). (funcllu •r) Pti\&l°'a. llottlt ºº"''~'· " '"""'"'"' "'""' """*· • -4 ,.oces. 
60 (U. 89•-<¡<>J. ( fr•n•llco ••> Ptaal••· Mold• ¡., ,...,.., poniw1, • 4 v .... . 
11 (11. 90'-91). ( fr .. cllco •t) Pchl .... Mot<t• Aw. ,.,.., "''º C.V.sto. a 4 .... . 
'2 (ff. 91•.cJi:). (francllu •e) Prial0$&. Woltt~ Alw. wn1 ,.,.,...,, a 4 YOC1$, 

13 (U. 92'-9J). ( franc•co ••> Pt~alosa. Antllon• Aw. Rtt'"" -""-'· a 4 \'OCea. 

64 (ff. 93•·94). AlONO •e AIN (A• D&/w•, m• J )fot<tr 0 S'"""' '°""'.,w"', & 4 VQCeL 

65 (U. 94'·9S). (Pdro 4t) E&cobor. Mo1c1r Cl•.,..b•I º"'"" ..,.¡,,., a 4 vocu. 
66 (lf 9S'4>) Anlonl• Rlkra, Moi.tt P111m ,.,..,.,,,., • 4 •O«S. 
O (11. 96'-Wl· Aolonto Rr.tro. llotcle O - /m•. a 4 •'Otet. 

61 (11. 97'-911). ( Hllolrt Ptottl) (/U.na. tn> J. Molde O u .. or•6'ú "''"-""'"" a 4 vocea. 
61 (ff g8' 99) (Pt•ro) 0111. lloltlc Att. "'"''"""'""'· a 4 '·occs. 
10 (U w-100). (P .. ro dt) flco\ar. Moltlt S"'bel 11/...,, a 4 voces. 
71 (U. 100--•101). Juan Anch1t1. Motttt y.,t~ d At.Jtr, a 4 \"OC:es. 

72 (ff 101• .. 102) Alonto •• Alba (A• D.J., •• m.~.). Motttt O /t/•% NuJ.. a 4 \"octS. 

73 (U. 102•· 103). Ju1a Anchrltl Motete- Do"""' }dt1 Clrult 9ui /Jw,• ''"· a 4 ~-oc:es. 
7C (U tOJ"I~). h yul (Coat,.,t). Mo1tte Aw """"· • 4 •oces 
15 (11. 104•-105). Andnlmt. Motrlc S••<ú MotA.d, a 4 ''°"" 
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71 {lf. IOS"·Jo6). Alonso •e Al•• (A• DAl.u, ms )- Motete Tt "'Iº p.us14,,.M.s, a 4 \'OC'U 

11 (ff. 1o6 ... -107j. ( Pt4ro tt) Eacobar. Motr1, .\ft'IHor•u """' ... • a 4 voc:u. 

11 (11. 1or-1o8). (P•••• '•> EICA>Mt. Antlloa• R•ri- -· i.u .... •• vou.. 
lt (11. l<>lt"-109). ( Pt•r• ••> Eno~u. Mottl< BMl.,. "'· a 4 -
H (lf. 109•-110)) ( Hnaln Ptotl') (YW.., ms.). Mottte Coou~o 1"4, a 4 ,.oca. 
11 (fl. 110"•111}. (Jr.110 ••> San11•11&. Motttt L1Utt•• i.craow, a .. voc:a. 

1Z (ti. lU'·n4). (francl&co •r) Pcft11lot1. tamtntitkl Et /•tlu1~ tU, a 4 VOC't'' /• Fm• ..... 
U (lf. 114•·117). (fr&ncl&co •> Pdal ... Lomtnl•llo .1wpl. Q1'-* obtmt <a11r,.., 

a 4 '\'oec&. J,. Fnu s • .a.. 
'4 (lf. u7-120). ( fru<11 .. N) Pthl-. l.amtnt>tio ~_..,..,_u/, a 4 voca. 

¡,. S.Holo S•1Wlo. 

" (11. uo·-uz). (Alomo Htrn.lnfu (ftrftinfa) ••> Torfalll ... Mutete R'""'-"' 1111, 
1 .. \OC'C". 

16 (f. l:ZJI. (Ptdn dt) Eacobat. Rr.iponfoOrio Ah1°"1Jt Dnmu, a 4 VOCft. Incompleto. 
17 (ff. l2J"·l24). rr1ad1c• ele •• Tone. RnponiOno -"• '"""''"S· • 4 \"OCO 

11 (ff. u.¡•-us). J••• Ancho&&. Rcspoiuono L1k1• -· a 4 '°' ... 
19 (lf. 125•·128). (Ptfro ole) i:.uut. Antlfon• s.i,,. R<r••. a 4 voces 

to (ff. 126'-130). Jll&D •• AntbtlL Anllfo na s.iu R·r-. ......... 
ti {f. t,30•) Alomo 4t AIM. tJottt~ .Allt.J111•. 1...J1,..ws UdU•. a 4 \OCU. S1gut tn d folto 

16o del .... J . 

Tarazona MS 3 

Sixceenth-century, paper, 167 leaves, 56 x 37 cm, 12 
staves co the page. Originally a continuacion of MS 2. 
Likc MS 2 bound in leacher-covered boards. Same scribe 
throughouc. Original roman numeral foliation ran 68 to 
243, the present arabic folio numbers in the lower right­
hand margins run 1-167. 

1 111. 1•-3). (Pdrt ••> f.KoNr. Antlfona .(s/w''" ""'·a 4 voces. Canto y Alto tn l. 65• 
dtl m$. J. 

Z (lf. 3•·s). Alo1111 •• All• (Ai..10 Do/M, ms.). Antlfon.a VM/1 "f ...... a .¡ voc<>. 
3 (lf s•-6). Alo- ft Al'- (A'°""' DoJ ... , m> ) Antllona Vúi ..,.. ... a 4 voc ... 

4 (11 6•-13) Q ....... 1111 .... 3 voc ... 

S (ff 13•-10) A ...... 11 Allla (Alotuo Dlll .. , mi.). 1111,.. a 3 v-.. 
1 (U. 20•-27) J•H i\lmorH. 111.,.. a 3 - ... 

7 (ff. •r·37) (f11nclleo ••> P1a.1 .... llllou del ,1., ,.,.,,. ''"'""'· • 4 voces 
8 (U. 37•-47). (fral\Cllto h) Pt&el .... Míu de Po• la -·· a 4 vocts. 

t (U. 47•-57) ( francllco ft) Ptilal01&. ll•sa de El ~. a 4 voces. 
Jt (U. 5r-6¡J. ( francllto ft) Ptialoaa. ll1u de L',,... """· • 4 voces 

11 (ff. 67"-nl ( froocllu fo) Ptilal .... 1111 ... de ,u .... ..., ._.,,, • 4 ·~· 
12 (U. 77•-8s). ( francllt1 ft) Ptll.11 .... Mou dt Nv..u/v< ,.,.. ... ,.., , a 4 ,_ 

13 (11. 8s•113). Anlonlo •• Rlkra • .11 ... 1 4 vocos. 
14 (ff. 93 .. 1~) (Pt4ro h) Eleollar. M1'" a 4 1·octs. 

t5 (U. 1°"'"·11 .. ) Ju111 A..chcta.. Miu. a 4 VOCC''. 

11 (U. u4·-u-4). Ptrh11.1fL l!LY. Ftwl11"4 Jn;tr•la, a 4 voces 

17 (U. 1:14•-133) (Alonio Htro.lnfu (for"'adn) ••> TormUlu. '111sa, • 4 \'OC<S. 

11 (U. 1"•-112J E.lttkr. J\yne Ru "'"f'"W"', ;a <4 \"Oc.e5. - PtAIJota. G&on.a y Crido. 
~ 4 \ota. - (Pd,.• Hcn1i.a•u). 5.lncha.s. a 4 \ ·occs - AfoNt Pútz lfc Ak 
Agnus, a 4 voces. 

11 (ff. 142'·1so). Jwaa Aochtt&.. Kync Rti ""'"""" ª"""'"'· a 4 \'OCt"\ Gloria. credo -
Escollar. S..nch1> Agnus. a 4 voces. 

20 (11. 150··1s9'). (Ptdto 4c) E1eokr. M..a Pro l.l/1""'"· • 4 vocn 

21 (f. 16o) "'º"'' •• AIN (A'°""'º"'""· m>) .4Udo1• ... , ...... "'"•'" • 3 ,.oca .EJ 
teoOT ttti en ( 130• drl ms. i . 

22 (11. 16n•-161) Alomo'' AIM. Alll/010, Aotú"', 0..101, • 3 I OCCS /,. RuunuJ1.-

°'"''"'· 
fl (H. 16r·161). Al•naa •• Al••· Alltl•u•, • ..,,..!> ., ''-''"''· 1 3 \ 'oc.a ,,,, AJtlfltfOM' 

n,,,.;,.1, 

2' (ff. 16" .. 163), Alo ... ,e Allla, AU4/via, º'"'"""'·ª J ,._, ¡,.¡.,,..,,.p'°"'º"''· 
IS (ff. 16y-164) AltDM '' AIN. AlltJ.,;•, tJ 9"'or•-'• T1111u.&as. a J '-oc:n .O. Tn,.UI# 
lt (11. 164•. 16s) ( Pcolro 4c) t:.cokr. .~Uú•1• Coro -.. • 3 ~ Ih '°''°'' Clltt• 

2:1 tff i6~··16'.J A .. nt4 ., AlN. 4UtfH•• ••JM•f'" "'· • l \'OCC:S "' .4JS""'"·"' v.,. 
tt••• . .,,.,..., 

ll (ff. 166•. 167) Aloftlot tlt Alba. .4Udttr•, .\'.tintas IM•, al \OC:e5. I• ftllllviteu .,.,,. • ., M,,,.,, 
zt (f. ¡6rl. (Ptdro de) Eacohr. Alltlr1111, Pri1tt11i M S10•, a J VO«S • 

So far as foreigners ' recent contributions pub­
lished in Spanish organs go: lvan Moody published 
"¿U na obra desconocida de Escobar? algunas ob­
servaciones sobre el motete Fatigatus lesus en el 
Manuscrito Musical N º 12 de la Biblioteca General 
de la Universidad de Coimbra," Anuario Musical, 
49 (J 994), 37-45. Relying on stylistic criteria, Owen 
Rees in "Text and Music in Lisbon BN 60," Revista 
de Musicología, xv1/ 3 (1993), 1515- 1533, proposed 
Escobar as the composer of Ninha era la infanta, a 
four-part romance at folios 36v_37, Lisbon, Biblio­
teca Nacional, Colecc;ao Dr. Ivo Cruz, MS 60, writ­
ten to commemorate the departure from Lisbon in 
August 1521 of the Portuguese Infanta Doña Beatriz 
(daughter of Manuel l), betrothed to the Duke of 
Savoy. Rees's strong arguments at his pages 1528-
1529 are buttressed by his transcription of the song 
itself, shown on the thrce following pages. 

Neither Moody nor Rees alludes to Robert Steven­
son 's most recent traversa! of Escobar's career, 
"Pedro de Escobar: Earliest Portuguese Composer 
in Ncw World Colonial Music Manuscripts," /nter­
American Music Review, x1/ l (Fall- Winter 1990), 
1- 22. Accompanied by a list of 55 "References 
Cited," this article also included the vocal score of 
Clamaba/ autem mulier (pp. 17- 19), and of Alonso 
de Mudarra's vihuela transcription published in his 
Tres libros de mvsica en cifras para vihuela (Seville: 
Juan de León, 1546) (pp. 19-20). 

Thc present issue of IAMR concludes with the 
previously promised musical supplement to the 
IAMR, xill article. Without pretense at being a crit­
ical edition, this supplement <loes provide Escobar 
enthusiasts with the rest of his opera omnia not 
availablc in Anglés's enumeratcd publications. 
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