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t he essays collected in the volume Renais-
sance Music in the Slavic World derive 

from the project ‘Aux confins de l’humanisme 
musical: monde slave et culture méditer-
ranéenne’, which involved research institu-
tions in Western and central europe, such 
as the centre d’études supérieures de la re-
naissance in tours, the Mediterranean study 
centre of dubrovnik, charles university 
in Prague and the university of Palermo. 
The ambitious aim of this publication is to 
bridge a ‘historiographical and cultural gap 
in music history’ (p. 17), a gap that is all too 
familiar to the readers of Muzyka, namely, 
the absence of many central european 
regions from the dominant narratives of 
medieval and early modern european mu-
sic history. The historiographical issue that 
informed the project is briefly outlined in 
the introduction, ‘on historical, Musico-
logical and cultural Borders in renaissance 
central europe’ (pp. 17–23), by the editors 
Marco Gurrieri and vasco zara. one can-
not but notice the discrepancy between the 
scope referred to in the title of the introduc-
tion (‘central europe’) and that cited in the 
title of the book (‘slavic world’): the editors 
probably regarded the former as too generic, 
and they justify the latter by noting that it is 
used without implying any ‘romantic repre-
sentation of identity’ (p. 23). it would have 
been advisable, however, to explain such a 

terminological choice in more detail: one 
wonders, for instance, why the label ‘slavic’ 
was used for a book that addresses, among 
other things, jesuits in silesia (a borderland 
territory that was largely German-speaking) 
and musicians of Bohemian descent in sax-
ony. yet this is just a minor issue that can be 
laid aside to focus on the twelve essays ad-
dressing different aspects of the musical cul-
ture of regions that now belong to croatia, 
the czech republic and Poland, written by 
scholars affiliated to institutions in Austria, 
croatia, the czech republic, France, italy, 
Poland, the uk and the us. This richness 
of perspectives is the most positive aspect of 
this volume, which encompasses studies on 
contexts, repertories, musicians and musical 
thought, all united by the desire to expand 
the map of european renaissance music.

The book is organised according to the 
geographic areas addressed in the contribu-
tions, starting with croatia. The first essay, 
hana Breko kustura’s ‘The tradition of li-
turgical Polyphony on the eastern Adriatic 
coast’ (pp. 25–39), is devoted to two-part 
simple polyphony in manuscripts of croa-
tian origins. This is a truly fascinating topic, 
and the article discusses very interesting 
examples, but it is formulated in a manner 
that i found difficult to follow, and there 
is no clear research question. This is a pity, 
since simple polyphony relates to historio-
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graphical categories that are often evoked 
in discussions of central european musical 
cultures, such as archaism and musical con-
servatism. At the beginning of her contribu-
tion, for instance, Breko kustura states that, 
in croatia, simple polyphony ‘survived for a 
period much longer than in any other part 
of europe’ (p. 25), but this is not substanti-
ated, and no convincing explanation is pro-
posed.

With the following essay, we move to 
the field of philosophy, with Grantley Mc-
donald’s contribution addressing nicolò 
vito di Gozze (1549–1610), one of the main 
thinkers of late sixteenth-century croatia 
(‘The reception of Marsilio Ficino’s Work 
in the Aesthetic and Political Philosophy of 
nicolò vito di Gozze’, pp. 41–50). Mcdon-
ald focusses on Gozze’s sources, and specifi-
cally on his reception of Marsilio Ficino’s 
work. two aspects are particularly interest-
ing in this article: first of all, Mcdonald de-
scribes Gozze’s methodology, which includ-
ed using a compendium of quotes from Ar-
istotelian and Platonic philosophy to enrich 
the argumentation, ‘the dirty little secret of 
many a busy humanist’, as Mcdonald puts 
it (p. 45). in examining Gozze’s writings, 
Mcdonald reveals the ideas about music of 
a late sixteenth-century humanist. These are 
not particularly innovative, yet they deserve 
to be studied and understood, to help musi-
cology move beyond professional musicians 
and their works to address the understand-
ing of music among educated people with-
out a fully developed interest in music or 
music theory.

The following essay by ennio stipčević 
is aptly titled ‘some Fragments on renais-
sance Music in dubrovnik’ (pp. 51–55), as 
it consists of a series of ‘fragments’ regard-
ing croats and music, in particular women: 
nada Bunić (speranza vittoria di Bona), 
head of a family constituted solely by women, 
laments being mocked by ‘some musicians’ 
(p. 52); the poetess cvijeta zuzorić (Fiora 
di zuzzeri) is eulogised in poems later set 

to music (pp. 52–53); the humanist An-
tun vrančić (Antonio veranzio) praises a 
certain Magdalena Millaversi from du-
brovnik for her musical skills (p. 53); the 
Duecento Novelle (venice 1609) by celio 
Malespini mentions the croatian prosti-
tute Marietta schiavona, who hosts musi-
cal entertainments in her brothel in venice 
(p. 55)… All these ‘fragments’ from different 
types of sources are admittedly fascinating, 
but they deserve a fuller and more coherent 
discussion than allowed by the five pages of 
this contribution. 

ivana Petravić’s article (‘lambert cour-
toys the elder – Flemish in dubrovnik’, pp. 
57–62) is also centred around dubrovnik, 
this time focussing on the single figure of 
a professional musician, lambert courtoys 
the elder, a composer of probable Flem-
ish origins who was active in dubrovnik 
between 1554 and 1570. Petravić shows the 
integration of the dubrovnik ducal cha-
pel within italian networks (courtoys was 
active on the italian peninsula before and 
after his employment in dubrovnik), but 
does not add much to the secondary litera-
ture already available on the composer.

in the next article (‘la mauresque sur 
scène et les contacts musico-théâtraux en-
tre l’italie et la ville de dubrovnik au Xvie 
siècle’, pp. 63–74), ivano cavallini discusses 
the appropriation of the italian moresca 
(a dance which often took the form of a 
stylised sword battle) in sixteenth-century 
dubrovnik. The core of the article begins 
on p. 67, when cavallini focuses on works 
printed in siena which incorporate mores-
cas within the acts of dramatic entertain-
ments themselves, rather than simply in in-
termedi, as was the trend until then in italy. 
very interestingly, cavallini traces similar 
uses of morescas in dubrovnik as well. The 
comparative analysis of aptly selected ex-
amples originating from the two cities illus-
trates clearly the lively reception of sienese 
morescas in dubrovnik, with the tradition 
adapted to suit the ‘artistic and civic ideals’ 
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(p.  74) of local audiences. unfortunately, 
the unclear methodology sometimes ob-
scures the author’s arguments, with prom-
ising avenues regrettably left aside (e.g. the 
reference to cultural studies on the concepts 
of ‘otherness’ and ‘identity’, p. 64). Further-
more, giving more historical context would 
have helped the reader to understand the 
rationale behind the musical and theatrical 
exchanges. nonetheless, cavallini makes a 
contribution to the studies of cultural trans-
fer by considering the moresca through the 
lens of local adaptations rather than foreign 
hegemony.

With tomasz jeż’s article (‘The jesuits 
for society: The soundscape of the jesu-
its in post-tridentine silesia’, pp. 75–86), 
we leave croatia for silesia. The title not-
withstanding, jeż’s article is devoted not so 
much to soundscapes as to the artistic and 
especially the musical activities promoted 
by the society of jesus in silesia. jeż’s rich 
contribution favours a theoretical approach, 
dispensing with discussions of concrete ex-
amples, so readers are not in a position to 
evaluate the author’s deductions and must 
often rely exclusively on his statements. 
such an approach is probably linked to the 
fact that jeż has already published a volumi-
nous monograph on the topic, and the pres-
ent article is indeed proposed as a ‘pendant’ 
to that book (p. 75, n. 4), where readers can 
find a more fully argued discussion of the 
musical culture of jesuits in silesia.1

Michaela Žáčková rossi’s contribution 
‘Provenienza dei musicisti e rapporti di paren-
tela alla corte dell’imperatore rodolfo ii 
d’Asburgo (1576–1612)’ (pp. 87–98) opens 
the longest section of the book, consisting 
of articles broadly connected with Bohe-
mia. Žáčková rossi addresses musicians at 
the court of emperor rudolf ii, a topic on 

1   tomasz jeż, The Musical Culture of the Jesuits in 
Silesia and the Kłodzko County (1581–1776), Bern 
2019 (= eastern european studies in Musicology 
11).

which she already published a monograph 
a few years ago.2 The article gives a snapshot 
of her archive research, highlighting the dif-
ferent types of payments made to the musi-
cians (p. 91), including their salaries. These 
are quite surprising: not only the chapel 
master and sopranos could earn more than 
alto, tenor and bass singers, but also trum-
peters (p. 93). The origins of the musicians 
are also worth mentioning: Žáčková rossi 
shows that singers were mostly Flemish or 
spanish, while trumpeters were mostly ital-
ian. This state of affairs changed at the end 
of the sixteenth century, when the role of 
Germans and Bohemians increased (p. 93). 
Žáčková rossi also outlines the importance 
of family networks for the musicians work-
ing at the imperial court, mentioning fami-
lies such as the Ardesi, Mosto and zigotta 
(pp. 93–97).

Marco Gurrieri’s contribution (‘The 
Migration of czech Musicians toward Ger-
man lands at the turn of the sixteenth 
century: The study case of eusebius Bo-
hemus’, pp. 99–158) addresses another sort 
of migration, namely, that of Bohemians 
to German lands, specifically to saxony. 
Gurrieri focusses on eusebius Bohemus, a 
name that appears in several sources from 
the early seventeenth century. The author 
explains that there were three individuals 
with the same name: eusebius Bohemus 
‘senior’ (born in 1561, probably in zwickau, 
p. 102), his son eusebius Bohemus ‘junior i’, 
and the latter’s son, eusebius Bohemus ‘ju-
nior ii’. eusebius Bohemus ‘senior’ was the 
dedicatee of a wedding motet by johann 
stolle, while most of the extant musical 
compositions attributed to a eusebius Bo-
hemus were probably authored by ‘junior i’ 
(p. 108). The article is enriched by an appen-
dix with transcriptions of five motets, two 

2  Michaela Žáčková rossi, The Musicians at the 
Court of Rudolf II. The Musical Entourage of Ru-
dolf II (1576–1612) Reconstructed from the Imperial 
Accounting Ledgers, Prague 2017.
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of which are incomplete but are skilfully re-
constructed by Gurrieri (pp. 110–158). dis-
cussing the polychoral texture of these com-
positions, Gurrieri evokes venice and notes 
that the sources resort to labels suggesting a 
spatial disposition of the choirs (‘chorus su-
perioris’, ‘chorus inferioris’, ‘chorus prior’, 
‘chorus posterior’). he interprets this as 
a reception of ‘the venetian way to realise 
a musical spatialization inside a church’  
(p. 109). if ‘prior’ and ‘posterior’ seem un-
ambiguous, that is not the case with the di-
chotomy superioris/inferioris, which might 
also refer to the scoring of the choirs, which 
indeed are differentiated using higher and 
lower clefs (see p. 110 and p. 118). With re-
gard to polychorality and spatial disposi-
tion, moreover, one needs to address also 
whether and how this affects counterpoint. 
Gioseffo zarlino, a theorist long active in 
venice, recommended that the basses of the 
two choirs should move in contrary-motion 
octaves/unisons (with occasional thirds), so 
that both choirs could adjust to the real bass 
of the harmony.3 This is not always the case, 
however, in the polychoral music discussed 
in this article – a feature that might deserve 
further investigation and comparison with 
other works. 

With elina G. hamilton’s article (‘twin 
treatises on Music: exploring Anglo-Bohe-
mian connections of kepler and Fludd and 
their struggle for Modernity’, pp. 159–168), 
we leave practical music to consider two 
cosmological treatises concerned with celes-
tial harmonies: robert Fludd’s Utrisque cos-
mi… historia (the first volume of which was 
published in 1617) and johannes kepler’s 
Harmonice Mundi (1619). Between 1601 and 
1612, kepler was imperial Mathematician at 
the court of rudolf ii in Prague (an arguable 
reason for including this article in the pres-
ent volume), where he probably developed 
his theories on the mathematical calcula-

3  Gioseffo zarlino, Le istitutioni harmoniche, veni-
ce 1558, p. 268.

tion of celestial harmonies expounded in 
Harmonice Mundi (p. 161). in this treatise, 
kepler also criticised Fludd’s work (pp. 
161–162). hamilton attributes the conflict 
to kepler’s and Fludd’s entirely different 
approaches to theoretical traditions. kepler 
was ‘willing to move into a frontier others 
were unwilling to venture into’, while Fludd 
was ‘more inclined to resort to the tradition 
of music theory found in his own country’ 
(p. 166), a reliance further exemplified by 
his reception of traditional models for the 
diagrams of his treatise (pp. 163–166).

erika supria honisch’s contribution 
(‘Music in Between: sacred songs in Bo-
hemia, 1517–1618’, pp. 169–204) is devoted 
to sacred music in Bohemia between the 
lutheran reformation and the Thirty years’ 
War. Through the lenses of musical prac-
tices, honisch highlights the ever-changing 
relations between the different christian 
denominations that resided in Bohemia 
(catholic, utraquist, Brethren and lu-
theran), a land which the english jesuit 
edmund campion, writing in the 1570s, 
called a ‘mixen and hotch-pot of heresies’ 
(p. 173). honisch’s article is a veritable gold 
mine of music-historical phenomena that 
fall in the ‘cracks between the generic, con-
fessional, and linguistic categories’ (p. 204), 
showing how historiographical narratives 
that have wide currency in musicology are 
inadequate for us to understand what was 
going on in Bohemia. on a more general 
level, honisch’s article can be read as a plea 
not to sacrifice the complexity of the musi-
cal past to historiographical paradigms, in-
viting scholars working on the confessional 
age to contemplate ‘in-between spaces’ and 
overcome rigid compartmentalisations that 
are detrimental to a multifaceted under-
standing of music history.

christian Thomas leitmeir’s ‘Da pacem 
Domine: The desire for Peace in rudol-
finian Music’ (pp. 205–278) maps a group 
of polyphonic compositions that set the 
antiphon Da pacem Domine, commonly 
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used for votive services asking God for 
peace. The settings are listed in a useful table 
(pp. 248–252), and seven of them are edited 
in an appendix. leitmeir discusses in more 
detail a relatively homogeneous group of 
compositions he labels ‘rudolfine’ (p. 223), 
connected in different ways to the court of 
the emperor rudolf ii, and relates them to 
the zeitgeist of the era, manifest both in the 
emperor’s desire for peace and in a more 
general irenic movement (pp. 209–210). 
The analysis focusses more closely on 
a chromatic inflection that some Da pacem 
settings adopt in paraphrasing the chant in-
cipit of the antiphon. leitmeir reads this as 
a ‘rhetorical device to express the urgency 
of their petition for peace’ (p. 220), and he 
highlights the importance of a detail that is 
often understood as a performative rather 
than compositional aspect. he identifies 
further occurrences of the chromatic Da 
pacem antiphon in Philippe de Monte’s Ad 
te Domine levavi (which thematises peace 
in its canonic inscription, pp. 238–239) 
and jacobus de kerle’s Missa Da pacem (pp. 
241–247).

The last article in the volume (jan Bat’a, 
‘Furor turcicus: The turkish Threat and Mu-
sical culture of the czech lands during the 
sixteenth and early seventeenth centuries’, 
pp. 279–295) explores several polyphonic 
and monodic settings that thematise the 
turkish threat. Particularly interesting is 

the discussion of the Officium proti Turku 
by the composer jan trojan turnovský 
(d. 1606), comprising a collection of poly-
phonic items for a votive service in czech 
‘against the turk’. Annotations in the only 
extant source (unfortunately lacking three 
of its five parts) show that this service was 
redirected against other enemies of the 
church by substituting the ‘turk’ with ref-
erences to a generic ‘enemy’, to the ‘anti-
christ’, or to a ‘papist’ (p. 285).

All in all, Renaissance Music in the Slavic 
World is a welcome publication that is 
both symptomatic of and instrumental to 
changing paradigms in music historiogra-
phy. Musicology is taking note that regions 
which were closely connected with the rest 
of europe do not appear in the dominant 
narratives of european music history, and 
it is laudable that this publication involves 
scholars from different institutions and 
with different backgrounds. As is often the 
case with an edited collection, the scope 
and breadth of the single contributions dif-
fer, but the book as a whole – commendably 
written mostly in english, the academic 
lingua franca – will certainly help generate 
more awareness about regions that, from a 
Western european perspective, are so close 
and yet regrettably so far away.

Antonio Chemotti
instytut sztuki, Polska Akademia nauk
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in 2019, under the academic supervision of 
Marina toffetti, the university of Padua 

organised an international spring school 
called ‘contrafacta: Music with new 
texts with new contexts’, which brought 
together several scholars from various 

european universities. The volume re-
viewed here constitutes its direct out-
come and is presented as the ‘first sur-
vey of the contrafactum’ (p. 6), with 
the editors also hoping that it will  
encourage further studies on this topic.


