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Pedro de Escobar among Spanish Musicologists

AI.THOUGH Francisco ASENJO BARBIERT (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 Caencionero
Musical de los Siglos XV y XVI transcribed and
edited by him in 1890.' He was aware that the Can-
cioneiro d’Evora published at Lisbon in 18752 con-
tained the poetry of Escobar’s Secaronme los pesares
(CMP, folio 119Y) and Vencedores son tus ojos
(204"). In contrast with Higinio Anglés’s edition®
Barbieri’s includes the complete poetry for Pdasame
por Dios, barquero (folio 232), Virgen bendita sin
par (273), and Gran placer siento yo ya (255Y). Ever
attentive to poetic sources, Barbieri not only iden-
tified Garci Sanchez de Badajoz (ca. 1480-ca. 1535)*
—*“one of the best poets of the time and a consum-

! Madrid: Tipografia de los Huérfanos, p. 32.

2 Cancioneiro d’Evora, publié d'aprés le manuscrit original
er accompagné d’une notice littéraire-historique par Victor
Eugéne Hurdung (Lisbon; Imprensa Nacional, 1875). A Cidade
d’Evora, nos. 23-26 (1951) contains José Pedro Machado's
transcription. Arthur Lee-Francis Askins's critical edition of
The Cancioneiro de Evora (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 Sanchez de Badajoz) and Vencedores son tus ojos, p. 113,

3 La Miisica en la Corte de los Reyes Catdlicos, 1. Polifonia
Profana. Cancionero Musical de Palacio (Siglos XV-XVi)
(Barcelona: Instituto Espanol de Musicologia, 1947 and 1951),
2 vols. (Monumentos de la Misica Espanola, vols. 5 and 10),

4 Identifying him as a native of Ecija (Juan Bermudo’s birth-
place) in The Life und Works of Gurci Sdnche; de Badajoz
(London: Tamesis Books, 1968), p. 3, Patrick Gallagher
gathered important details concerning the poet’s family, mar-
riage 1o Maria de Orellana, and service to the Condes de Feria.
Barbieri lacked these details, but fortunately did not confuse

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 Pdsame por
Dios as deriving from the printed broadside Glosa
del Romance de Don Tristan published in Bartolomé
José Gallardo’s Ensayo de una biblioteca espatiola
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 Cristobal de Castillejo’s works.

The ample attention given Barbieri—whose merits as
a musicologist José L.opez Calo placed ahead of his tran-
scendent genius as a composer of zarzuelas, who used his
fortune reaped from stage successes 1o gather the docu-
mentation bequeathed the Madrid Biblioteca Nacional,
and whose achievements have been extolled in John
Edwin Hawkins’s Francisco Asenjo Barbieri and the
nineteenth-century revival in Spanish national music
(University of California, Los Angeles, Ph.D. disserta-
tion, 1987) and in Emilio Casares Rodicio’s two-volume
life published in 1994, contrasts sharply with the scant
attention allotted by lexicographers and essayists alike to
Rafael Mitjana y Gordon (1869-1921), author of the first
crucial contribution to Escobar biographical research.

The Enciclopedia universal ilustruda (Madrid: Espasa-
Calpe), volume 35, omitted him—an injustice not reme-
died by the shabby entry in the Apéndice, volume 7
(1932), 548. The Diccionario Enciclopédico Salvat, 9th
edition (1960) awarded him a mere nine lines but gave
Barbieri 39 lines and Pedrell 34. Baker’s Biographical

Jodo de Badajoz, chamber musician at Jodo I11's court, eight
of whose villancicos enter the Cancionero musical de Palacio,
with Garci Sanchez de Badajoz.
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Dictionary of Musicians, 8th edition (1992) devoied=si Songbook, Mitjana offered new biographical details

of his 15-line entry to listing four of his 17 publications
itemized in The New Grove (1980), xi1, 369—all of them
limited to Mitjana’s musical interests. Over and above
these, the National Union Catalog Pre-1956 imprints,
volume 388 (Mansell, 1975), 204-205, supplies the fol-
lowing titles: En el Magreb-el-Aksa; viaje de la Embajadu
d la Corte del Sultan de Marruecos, en el ario 1900
(Valencia: F. Sempere, 1905; x + 305 pp.); Estudios
Juridicos, sociales y econdmicos (Madrid: Sucs. de Her-
nando, 1918; viii + 323 pp.), Memoria sobre la Cuarta
Conferencia de Derecho Internacional, celebrado en el
Haya 16 mayo-7 junio 1904 (Madrid: 1905; 46 pp.) and
Muozart y la psicologia sentimental, conferencia leida en
el Ateneo de Madrid el dia 24 de marzo de 1915 (Madrid:
Sucs. de Hernando, 1918; 36 pp.). Nor do the indepen-
dent titles credited to him in the National Union Catalog
begin to tabulate his essays and articles in journals.

Two of Mitjana’s articles published in the Revista
de Filologia Espanola, volumes 1 and v (1914 and
1918) augmented Barbieri's hiographical data. In
““Nuevos documentos relativos a Juan del Encina™
(1, 288) he gave January 6, 1513, as the correct date
for Encina’s presentation in Spanish of his Farsa de
Pldcidae e Victoriano at Cardinal Jacobo Serra’s
Roman residence—the audience including Pope
Julius LI, the Spanish ambassador, and numerous
high Italian and Spanish nobility.® Adding numer-
ous exact data extracted from Malaga Cathedral
capitular acts, unknown to Barbieri, Mitjana fixed
Encina’s last attendance at a Malaga chapter meet-
ing on September 12, 1517; on that occasion he
recounted to the chapter his activities during the
previous several 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 at page 605 of the music for the Versos
Jechos en loor del Condestable (dated 1466) found
at folio 250 of Miguel Lucas de Iranzo’s Crénica
catalogued at the Madrid Biblioteca Nacional in
1918 as MS G. 126.% Mitjana also discussed at length
the Spanish-text villancicos published in Petrucci’s
Harmonice musices Odhecaton (1503/1504). Listing
alphabetically the named composers in the Palace

S Revista de Filologia Espariola, 1 (1914), 282-283. Mitjana
culled the document from Alessandro Luzio's “‘Federico
Gonzaga, ostaggio alla Corte di Giulio 11,"" Archivio della R.
Societa Romana di Storia Patria, 1x (1887), 46.

" Revista de Filologia Espanola, v (1918), 114,

concerning Jodo de Badajoz, Lope de Baena, Juan
Cornago,” Pedro de Escobar, Diego Fernandez,
Juan de Leon, Alonso de Mondéjar, Antonio de
Ribera, Francisco de la Torre, Juan Urrede, and
Juan de Valera. Concerning Escobar, he correctly
noted that the Sevillian Cathedral capitular acts
record his being named master of the seises in 1507,
and of being replaced August 13, 1514, by Pedro
Fernandez de Castilleja as Seville Cathedral maestro
de capilla.®

Despite Mitjana's breakthrough services to every
phase of Spanish music history,? details of his own
hiography have consistently eluded encyclopedias.
Jesus Riosalido provided a salve with a chapter en-
titled “‘El descubridor del Cancionero de Uppsala.
Vida de Rafacl Mitjana y Gordén, Ministro Pleni-
potenciario de S.M. Catoélica 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 invokes Riosalido’s biographical chapter for all
its details.

Born December 6, 1869, at Milaga, Rafael Mitjana
was the scion of a wealthy family whose riches enabled
him to do constant traveling, purchasing of rarities, and
bequeathing of 500,000 Swedish crowns to his widow
Hilda Falck on his decease at Stockholm August 15,
1921. After a two-months postponement for health rea-
sons, he took the Madrid examinations required of an
Aspirante a Agregado Diplomdtice in May 1892; these
included showing proficiency in German, French, Italian,

"Barbieri knew of no musician named Cornago. Mitjana
(RFE, v, 122-123) identified him as the “‘Frater Joannes Cor-
nago, apud Neapolim,” who composed not only a three-voice
Mass in Trent Codex 88 (Gloria, beginning at fol. 276) but also
of songs in the Paris Bibliothéque nationale, manuscripts fran-
¢ais 15123.

SRFE, v, 123-124.

*The Enciclopédie de la Musique et Dictionnaire du Conser-
vatoire, v (Paris: Delagrave, 1920) containing Mitjana's La
Musique en Espagne. Art religieux et art profane provided Gil-
bert Chase with the historic data filtered into his The Music of
Spain (New York: W.W, Norton, 1940). Miguel Querol
Gavalda, ‘*Mitjana, Rafael,”" Die Musik in Geschichie und
Gegenwart, not only paid him highest tribute as having been the
first musicologist to write a critical, comprehensive history of
Spanish music, but also mentioned his compositions that include
an opera La buena guardia among stage and orchestral works
housed at the Royal Caroline Library in Upsala.
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Portuguese and English. His Tribunal rated him superior
(niémero uno) in all examination aspects. Nonetheless, he
delayed accepting a diplomatic appeintment until Janu-
ary 6, 1896.

In the interim, he published his extracts from Malaga
Cathedral capitular acts that revolutionized the biogra-
phy of the prime contributor to the Palace Songbook:
Sobre Juan del Enzina, Musico y Poeta (Milaga:
Tipografia de Las Noticias, 1895; 150 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 Legacion 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 Italian sojourn included
El Buque Fantasma; Drama Lirico en Tres Actos, Poema
¥y Musica de Ricardo Wagner, Estudio Critico and La
Miisica Contempordnea en Espania y Felipe Pedrell (both
published at Malaga 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 interested 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 then 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 Cia, 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 concerning his attitude on a
Venezuelan question, he remained at The Hague until
June 15, 1904. In that year he published Ensayos de Cri-
tica Musical: Serie I (Madrid: Libreria de F. Fé) and at
Valencia in 1905 Discantes y Contrapuntos; estudios
musicales (critica € historia). Transferred to Stockholm,
he arrived there August 12, 1904—there meeting his
future wife Hilda Falck, whom he married at an 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 1, 1911. Declin-
ing appointment to either Teheran or Lima, he suffered
some setbacks in his diplomatic ascent from Secretario de
Legacion de Primera Clase (January 12, 1911), not rising
thereafter to Ministro Residente until 1917. Health
problems plagued him at St. Petersburg, where he re-
mained intermittently until quitting the post November
1, 1913. In 1914 he completed his contribution to Albert
Lavignac's Enciclopédie de lu Musique, his section on
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appeared in 1920.

Sent next to Constantinople, he there immediately on
November 13, 1913, petitioned for a leave of absence
to write a Tratado acerca de Don Fernando de lus
Infantas y su Plura modulationum. Granted the leave, he
delayed returning to Constantinople until October 10,
1914. Ever the collector of rare books, manuscripts,
tapestries, and other objets d’art, he bought in Constan-
tinople a manuscript reputedly purloined from the library
of the Dervishes of Pera. Turkish high authorities offered
to buy it back for what Mitjana had paid for it. Eventu-
ally he sent it to London via Stockholm, where his wife
had remained after outbreak of World War I. Severely
reprimanded by his own diplomatic superiors, he
nevertheless received telegraphic permission April 26,
1916, to return to Constantinople after an enforced delay
at Vienna. Suspicious that the manuscript purportedly
stolen from the Pera dervishes' library was not actually
the stolen manuscript, he confronted the vendor and by
threats obtained the true treasure—a manuscript entitled
Chelmanié devisi. Placing it in the hands of a represen-
tative of the Turkish ministry, Mitjana finally won com-
plete exoneration and a note of official Turkish gratitude.

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

The editor of the Cancionero de Up[pjsala published
by El Colegio de México in 1944 contains Mitjana’s
Introduccion, notas y comentarios at pages 47-71.
Leopoldo Querol Rosso’s edition of the Cancionero de
Uppsala (Madrid: Instituto de Espana, 1980) follows suit
with facsimiles at pages 111-209 of Mitjana’s transcrip-
tions—his differing from Jesus Bal y Gay’s published in
the El Colegio de México volume, because he recorded all
voice parts in their original clefs and note values, afford-
ing a keyboard reduction below each vocal system.

A Tempo, the bimonthly review published by the
Universidad de Malaga, Catedra de Musica ‘‘Rafael Mit-
jana,’” in cooperation with the Diputacién Provincial de
Malaga, reached its 41st issue in November-December
1986. The name indexes published in the Spanish Revista
de Musicologia beginning in 1978 constantly invoke his
name in company with the names of Spain’'s other
supreme musicologists.

After incomparable Higinio Anglés, whose ser-
vices to Escobar included transcriptions of not only
the eighteen items in the Cancionero Musical de
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but most significantly first publication of Escobar’s
Mass and Mass sections in the Tarazona archive and
also the crucial data concerning a Portuguese singer
in Isabel la Catélica’s chapel that permits now iden-
tifying Pedro del Puerto with Pedro do Porto,!®
Justo Sevillano placed Escobar adherents vastly in
his debt by publishing a “*Catalogo musical del
Archivo Capitular de Tarazona,” Anuario Musical,
xvi(1961), 147-176, that at pages 150~155 provides
the folio numbers now generally accepted for the
contents of Tarazona choirbooks 2 and 3.

Tarazona MS 2

Sixteenth-century, paper, 130 leaves, 57 x 40 cm, 12
staves to the page. Manuscript bound in leather-covered
boards. Copied throughout by one scribe, 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 were separated, in order to facilitate handling
them. When a new choirbook inventory was undertaken
by Tarazona Canon Juan Blasco on the cathedral chap-
ter’s order in February 1591, note was taken of the loss
of many works listed in the original table of contents
(before the two choirbooks were separated).

Lism0 DE HINNOS, MAGNIFICAT, MOTETES ¥ ANTIFONAS

1 ({f. 4=5). (Pedro de) Eacodar. Himno Non ¢x vinli seming, & § voces. Im Nalivlale
Domini
2 (H. §*-6). (Pedro de) Escobar. Hostis Herodes, o 4 voces. In Epiphania Domimi.
3 (fL. 7). Alomo de Alva (A® de Alua, ms). Himno Venlla reges, a 4 voces, Dominica
im Pasvione,
4 (ff. 7-8). (Juan de) Sanabris. Himno Cuins corpus Samchissimum, a 4 voces. In fem-
pore Reswrrechiomir
5 (If. &g). (Francisco de) Peflalosn. Himno Qnas & vicst clemendia, a 4 voces. In ascem-
signe Domins,
§ (fl g™10). Alemo de Alva (Alomso Dalva, ms.). Himno Beals molvs pavdia, a 4 voces,
In die sancto Pumihecories.
10"-11). Alenso de Alve (4® Dalua, ms.). Himno Veni Craador Spuritns, a 3 voces.
117-12).  (Franelsco de) Pefaloss. Himno O lux beata, Trimitas, a 4 voces. In festo
Sanchissimae Trimialiy.
12°-13). Jusn de Urveda (fo. Vrrde y Usreda, ms). Pange lingha, a § voces, In
Festo Sanctissimi Corporis Christi.

7 (1.
8 {if.

{ BB

1" For compendious details concerning Anglés’s contributions
to Escobar scholarship, see Stevenson, Spanish Music in the Age
of Columbus (Westport, Connecticut; Hyperion Press, 1979),
pp. 167-174, 279-281. According to Anglés's **La polyphonie
religieuse péninsulaire antérieure a la venue des musiciens [la-
mands en Espagne,”’ reprinted in his posthumous Scripta
musicologica, edited by José Lopez-Calo (Rome: Edizioni di
Storia e Letteratura, 1976), m, 1174: Escobar was *‘le plus ¢émo-
tif du temps et compositeur d'une grande délicatesse.” In the
Diccionario de la miisica Labor (1954), 1, 831, he qualifed Esco-
bar ““como uno de los compositores espanioles mas inspirad os
de su época; en sus canciones polifonicas amorosas es donde se
manifiesta mejor la emocion estética que rezuman nuestras
melodias populares trabajadas por su mano,"

L 38'-412)

| 65766).
. 66°-67),
. 67-68).
. 6B-6xy).

- 7374

. 75776)
c7b7). «F
< 77-78)
- 78%79).

. Bov-B1).
. Bi~-8a).
. Ba-83).
. BymBy).
. Bq-8s).
. Bsr-86).
. 86-87). (F

. 88-Bg).
. Byrqgo). (F
. go*-g1).
. gIrg3).
. 9a™93).
- 937-04).
- 4"95)-
. 95%g6)

. lo4"-10%).
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13-14). (Francheo de) Pefalosa. Himno Sacris wlemmiis, 3 4 voces. D Corpore

Christs.

14%-15). Alonso de Alba (A° Dalua, ms.). Himno Uf queans lasis, 3 4 voces. In
Nalivitate Sancti Toanmis Bapiistas,

15%16). {Pedro de}) Escobar. Himno Hi suni olivac dicee, 2 4 voces. I'n dis /| posiolo-
rum Pefri et Pauli,

16%-17). (Pedro de) Escobar. Himno Sumens silnd ave, a 4 voces. In festivalanibus
Virgimss Mariag.

ty-18). (Pedro de) Eseobar. Himno Sumens illnd ave, 2 4 voces.

18-19). Alonso de Alba (4 Dalwa). Himno Tiln Chniste, splendor, a 4 voces. In
Jestivitate Sancti Michaclis.

19°-20). Alense de Alda (4° Dalua, ms) Himno Christe, Redempior omnium, 2
4 voces. In festiviiate Omminm Samciorum.

20%-21). (Pedro de) Escobar. Himno For secli iusti indices, n 4 voces. [ natale
aposiolorum.

21%22). (Pedro de) Eacobar. Himno Hre nempe mundi, 8 4 voces, In nalale uning
marfyris,

22%-23). (Francisco de) Peflaloss, Himno Samctormm weniis, o 4 voces. In watals

Plurimorum marlyrum.
ay-24). {Pedro de) Escobar. Himno [iie confessor, a 4 voces., ['n maiale confessorsim.
24727). Porto. Magnifical, a 3 voces; versos parcs.
27%-2g), Juan de Anchieta. Magnifical, 3 3 voces; versos pares.
29*-32). Juan Segovis. Magmifical, a 3 voces; veros pares.
3233} (Franchsco de) PeAaloss. Magnifical, 1 lono a 4 voces; versos impares.
357-38). (F ge) P M jeaf, [V tono a 4 voces; versos pares.
{Franclsco de) Pealoas. Magnifical, [V tono 3 4 voces; versos pares.
(Francheo de) Pedtalosn, Magmfical, Y1 tono, o 4 voces; versos pares.
(Franclico de) Pedlalosa. Magnificas. VIII tono, & 4 voces; versos pares.
(Francisco de) Pefaloss. Mapnifigat. VIII tono, & 4 voces; versos pares.
{Cristébal de) Morales. Magmifical, 3 4 voces, versos pares,
Anfonle Marleth. Magnifical, & 4 voces, versos impares,
Juan Ancheta, Magmifical, & 4 voces; versos pares.
6o-62). Villa. Magnificat, a 4 voces; versos pares, incompleto.
6264). (Alonse Hernindez (Fernkndez) de) Tordesllins. Magnifical, a 4 voces;
versos pares, incompleto.
6y7-65). (Alonso Herndndez (Ferndndez) de) Tordesillas. Mapmifical, 3 4 voces;
versos pares,
(Pedro de) Escobar. Antlfana Asperges me, 3 3 voces.
(Franclsco de) Pedalosn. Motete Unica est columba mea, 3 ) voces,
Alonso de Alba (A® Dalua, ms). Antilona Ave Menia, a 3 voces.
Alonse de Alba (4° Delva, ms). Motete Stabal maier, & 3 voces.
{Pedro de¢) Escobar. Motele Marie mafer pra, 4 1 voces
{Pedra de) Escobar. Motete Sub (uum pracudium, 2 3 voces
(Francls¢co de) Pefnlosa, Motele Nigra sim, a 3 voces.
{Franclsco de) Peinloss. Motete Adoro le, Domine Jesw Chrisie, 8 3 voces.
(Francisco de} Pefimlosa. Motete Ne remimiscarss, Doming, 3 3 voces
{Frantkco de) Pefaiosa. Molete Sancla Mara, swecurre, 3 3 voces.
{Franclaco de) Pedsloa. Motete Paler moster, 3 4 voces.
de) Pefal Motete Emend i macdius, 4 4 voces.
(Franclsco de) Peiinlosa. Motete Sancla mater iyiud agas, a 4 voces,
{Franckco de) Pednlota, Motete Ave verum corpus malum, 4 4 voces,
Andnimo. Motete O decus wirpimeum, 3 4 voces.
{Franchco de) Pedlnlosa. Molete Infer mealsbulum, a 4 voces.
lo de Ribern. Antif Ave Maria, a 4 voces.
Jouquin Desprer (Jusquini, ms ). Motete Ave, ferling fooulis, a 4 voos.
{Francisco de) Pefinlosn, Matete O Doming Sanclissima, a 4 voces,
{Franclico de) Pefalosa. Motele Precor ts, Domine, a 4 voces.
(Francisco de) Pefinlosa. Motele Deus gui manus fuas, & 4 voces.
de) F Motete T Doming, u 4 voces.
(Francico de) Pedaloss. Motcle Domine Jerw Chrsie, a 4 voces,
(Franchco de) Peiialosa. Motete Domine, secumdum scium meum, 4 4 voces
ae) P Molele fn fomlus, a 4 voces.
{Francheo de) Pednlosa. Motete Ave, vera caro Chrish, 3 4 voces,
{Franchco de) Pehnloss. Motete Ave, wore sangmus, a 4 vooes,
(Franchico de) Pedaloss. Antifona Ave, Regina coclorem, & 4 vores,
Alonso de Alba (A2 Dalua, me ). Motete O Sacrum comvivium, & § vooes
(Pedro de) Escobar. Motete Clamabal aulem mulior, 2 4 voces,
Antonlo Rivers, Motete Pairis sapientia, a 4 voces.

9éngy). Antonle Ribers. Moicte O bowe Jerw, a 4 voces,
97-98). (Hilalre Penel?) (filarso, ms.). Motele © admirubile commerciim, & 4 voces.

41"43).
45"-48).
48%-51)
517-54).
H"57)-
§7°-39)

65770,
70%-71)
78°-73).
73-73).

747-75)

76"-8a).

87°-88).

. 98gg). (Pedro) Diaz. Motete Ave, sanclissimum, 3 4 VOCes.
. G4f-100).

. 100-*101).
. 10K*-102).
. 102*-103).

{Pedro de) Eacobmr. Molete Stabal Afaler, a 4 voces.
Juan Ancheta. Motete Virgo & Maler, a 4 voces.
Alomse de Alba (A° Dalua, ms.). Motete O fehs Maria, a g voces.
Juan Ancheta Molete Domine Jesu CArisle gii hore diei, 3 4 voces.
Luyset (Compire). Motele Ave Maria, & § voces.
Anénime. Motete Sancie Michael, a 4 voces,

103°-104).
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76 (1. 1057-106). Alonso de Alba (A° Dalua, ms.). Molete Te erpo quacsumus, a 4 voces.

77 (Il 106*107). (Pedro de) . Motete M, P a 4 voces,

78 (fl. top™-108). (Pedro de) Escobar. Antlfona Regina codi lactare, a 4 voces.

79 (Hf. 108~-10g). {(Pedro de) Escobar. Motete Bealus ¢5, a 4 voces.

80 (M. 109™110)). (Hilalre Penet?) (Yiario, ms.). Motete Comaepiio fua, & 4 voors.

81 (ff. 3x0%321). (Juan de) Samabris, Motete Lillium sacrum, & 4 voces.

82 (ff. 1mma14). (Franclico de) PeAalosa. Lameniatio Ef Jacium esf, & 4 voces. In Feria
yuinia.

83 (Il 114-117). (Franclsco de) Pedal 1
2 4 voces. In Feria Sesia,

Aleph. Quomoda oblexit caligine,

M ((f. 117~320). {Francisce de) Pedal L 0 Qw do ob sihww ¢, 3 4 Voces.,
In Sabbalo Samcio.

BS {fl. 1z0"122). {Alonse Herndoder (Ferndndes) de) Tordaslllas, Mutcte Recordala eal,
a 4 voces,

86 (1. 123), (Pedro de) Escobar. Responsorio Absalve Domine, 3 4 voces. Incompleto.

87 (ff. 123"-124). Franchco de Ia Torre. Responsorio Ne recordeny, a 4 voces.

88 (1. 124"-125). Juas Ancheis. Responsoric Libira me, & 4 voces.

89 (If. 1257-128). (Pedro de) Escobar. Antifona Saloe Repine, a 4 voces.

90 ({f. 126-130). Jusn de Ancheta. Antifona Saive Repima, a 4 voces,

91 (f. 1307). Alonso de Alba. Motele Alldusa, vidimus sicllam, 3 4 voces. Sigue en el lolio
160 del ms. 3.

Tarazona MS 3

Sixteenth-century, paper, 167 leaves, 56 % 37 cm, 12
staves to the page. Originally a continuation of MS 2.
Like MS 2 bound in leather-covered boards. Same scribe
throughout. Original roman numeral foliation ran 68 to
243, the present arabic folio numbers in the lower right-
hand margins run 1-167.

Lin®0 DE MISAS, ANTIFONAS Y ALLELUIAS

1 (ff. 1*-3). (Pedro de) Escodar. Antlfona Asperges me, a 4 voces. Canto y Alto en . 65
del ms. 2.
2 (i 3%5). Alonde de Alba (Alonso Dalda, ms.). Antifona Vidi aguam, a 4 voces,
3 (il 5-6). Alonso de¢ Al (Alowio Dalus, ms. ). Antifona Vidi agwam. a 4 voces.
4 (I 6-13). Qulzads. Misa a 3 voces.
5 {fi. 13%-20). Alonss de Alba (Alomse Dalva, ms.). Misa a 3 voces.
6 (. 20"-37). Juan Almorex. Mia a 3 voces,
7 (il az-37). (Francisco de) Pehalosa. Misa del Ave Maria peregring, a 4 voces.
B (ii. 37"-47). (Franchco de) Pedaloma. Misa de Por la mer, 2 4 voces.
P (il 47"-57). (Francisco de) Pedalosa. Misa de El ofo, a 4 voces.
10 (1N, 577-67). (Franchkco dc) Pchalosa, Misa de L'ome armd, a 4 voces
1E (. &-77). (Franchice dc) Peilalosa. Misa de Adiow mes ameurs, a § voces.
12 (L 77"-83). (Francisce de) Pefalosa. Misa de Numca fur pema mayor, 3 4 voces.
13 (il 85'g3). Anlonis de Ribers. Misa a 4 voces.
14 (if. 93"-104). (Pedro de) Escobar. Misa a 4 voces.
15 (. 104™-174). Juan Ancheta. Misa a 4 voces,
16 (If. 1147-124). Perlquin. Misa Forluma disperala, a 4 voces.
17 (M. 124™133). (Alonse Herndodez (Ferndndez) de) Tordesillas. Misa, a 4 voces.
18 (if. 133142} Escobar. Kynie Rex mrpinum, a 4 vocss. — Pellalosa. Glona y Credo,
a 4 voues, — (Pedro Herndndez). Sanctus, a 4 voces. — Alonso Pérez de Al
Agnus, a 4 voces.
19 (. 1427-150). Jusn Ancheta. Kyrie Rex virpinum amalor, 3 4 voces. Gloria. credo. —
Escobar. Sanclus Agnous, a 4 voces,
20 ({f. 150™159'). (Pedro de) Escobar. Misa Pro defundis, a 4 voces,
21 (I 160). Alonso de Albs (Alomso Dalus, ms.). Allduia, widimus sellam, a 3 voces. B
tenor estd en f. 130" del ms. 3.
22 (i1, vbo™161). Alonso de Alba. Allelwia, Amgeins, Domine, a 3 voces. In Resurrechiont
Domini.
1 ((f. 1617-162). Alonss de Alba. Alielmia, ascendy ad Palrem, a 3 voces. In Ascensions
Dresmini,
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: ,; 3). Alomse de Alba, Aleluia, Dens verus, a 3 voces. [u die sancio Pendacorer.

5 {f] “164). Alonza de Alba. Alleluia, O sdoranda Trimdas, a 3 voces. De Trimilade

26 (. 164°-165). (Pedro de¢) Eicobar. Alllusa Caro mes, & 3 voces, De corpore Chnishi.

27 i 1657-166). Alonsa de Alba. Alclna, assumpia ¢sf, 8 ) voces. De dssumplions Vir-
oo Manae,

28 (fi. 166%-167). Alonse de Alba. Allelnia, Nativitas iua, 0 3 voces. Im mativitate Virgpimis
Mariae,

29 (f. 567°). (Pedro dey Escobar, Allrinia, Primus ad Syom, a 3 voces,

So far as foreigners’ recent contributions pub-
lished in Spanish organs go: Ivan Moody published
“:Una obra desconocida de Escobar? algunas ob-
servaciones sobre el motete Fetigatus Iesus en el
Manuscrito Musical N® 12 de la Biblioteca General
de la Universidad de Coimbra,’’ Anuario Musical,
49 (1994), 37-45. Relying on stylistic criteria, Owen
Rees in *“Text and Music in Lisbon BN 60,”* Revista
de Musicologia, xv1/3 (1993), 1515-1533, proposed
Escobar as the composer of Ninha era la infanta, a
four-part romance at folios 36"-37, Lisbon, Biblio-
teca Nacional, Colec¢ao Dr. Ivo Cruz, MS 60, writ-
ten to commemorate the departure from Lisbon in
August 1521 of the Portuguese Infanta Dora Beatriz
(daughter of Manuel 1), betrothed to the Duke of
Savoy. Rees’s strong arguments at his pages 1528-
1529 are buttressed by his transcription of the song
itsell, shown on the three following pages.

Neither Moody nor Rees alludes to Robert Steven-
son’s most recent traversal of Escobar’s career,
““Pedro de Escobar: Earliest Portuguese Composer
in New World Colonial Music Manuscripts,”’ Inter-
American Music Review, x1/1 (Fall-Winter 1990),
1-22. Accompanied by a list of 55 **References
Cited,” this article also included the vocal score of
Clamabat 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 Leodn, 1546) (pp. 19-20).

The present issue of JAMR concludes with the
previously promised musical supplement to the
TAMR, x1/1 article. Without pretense at being a crit-
ical edition, this supplement does provide Escobar
enthusiasts with the rest of his opera omnia not
available in Anglés's enumerated publications.
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