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ABSTRACT 

The manuscript Pavia, Biblioteca Universitaria, Codice Aldini 

362 (Pav 362) is a small chansonnier containing forty-four pieces, 

thirty-six with French text, seven with Italian text, and one, incomplete 

work, without text. Half of its repertory consists of~; the other 

half includes very popular songs as well as pieces that had limited 

circulation. The collection, foi- the most part for three voices, 

exemplifies the song literature disseminated in Italy du:dng the 1460s 

and early 1470s. The French repertory reveals Franco-Burgundian musical 

and poetic influences, including traces of folk music. The Italian 

repertory mirrors the tastes of a music patron with an Italian cultural 

background, evidenced by six songs with texts associated with the 

Venetian poet-musician, Leonardo Giustiniani. 

Diplomatic and other clues point to Savoy as the place of 

provenance of Pav 362 and the early 1470s or, possibly, the late 1460s, 

as the time of its compilation. Four watermarks found in the source have 

been identified with watermarks found on Savoyard documents dating from the 

1450s, 1460s, and 1470s, or on paper manufactured in Savoy at this time. 

Another clue is an inscription entered by an early owner of the source, 

"joseph derabis," who states he is from Cuneo. The identity of this 

person has not been determined. During the fifteenth and sixteenth 

centuries, branches of the Rabbia (Rabia, de Rabis) family flourished in 

Cuneo, Milan, and Pavia. In the 1560s, a certain Fioravante Rabbia 
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lauded as a philosopher, doctor of medicine, poet, and song composer, 

taught at the University of Pavia. Perhaps through him, the University 

acquired Pav 362. AI though Pav 362 bears an Aldini call number, it was 

not part of the collection of codices donated to the Library in 1840 by Pier 

Vittorio Aldini, but had been in the Library's possession before that time. 

The music and text readings of Pav 362 and its concordant sources 

reveal that Pav 362 generally follows the Italian manuscript tradition of 

the 1460s and 1470s. The source most closely related to Pav 362, from. 

the point of view of Italian repertory and close agreement of several 

readings of French and Italian concordances, is the Savoyard manuscript 

Par 2973 (the Cordifonne Chansonnier). The manuscript with which Pav 362 

shares the largest part of its French repertory is SevPar (Seville S.I .43 

and Paris 4379-I). Our investigation of watermarks, scribal characteristics, 

and repertory of SevPar indicates that the section of SevPar containing the 

pieces shared by Pav 362 (signatures ~· f, and !!_) was probably compiled by 

the early 14 70s. 

The repertory of Pav 362 is primarily one of the pre-Busnois 

generation. Composers represented include Binchois, Du fay, Barbingant, 

and Bedyngharn, and Pav 362 may be one of the earliest extant sources for 

Hayne' s ~ taus biens playne. Some of the French compositions reveal that, 

by ea. 1470, composers were (1) beginning to apply parody technique to 

secular music; (2) beginning to introduce imitation as a structural element 

of composition; and (3) utilizing elements of folk music in their courtly 

chansons. A study of the sources of the 1460s and 1470s that transmit 

combinative chansons indicates that this genre was popular in Italy, 

evidenced by the high number of these songs in Esc IV.a.24, SevPar, Par 15123, 
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and other Italian chansonniers. One combinative chanson in Pav 362, 

~ ~ parle's-~ ~. may be associated with the poet, Jean Molinet 

and the composer, Loyset Comp)re. and may have had a special significance 

for the compiler or original owner of the manuscript. 

The Italian repertory of Pav 362 reflects a trend during the 1460s 

and 1470s in which Italian music patron;; sought songs set to poetrv 

associated with Giustiniani' s name. A study of the sources that transmit 

Italian pieces has shown that more Italian-texted songs were disseminated 

in the Italian chansonniers of this period than has been noted in the 

musicological literature. 
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OIAPTER I 

BIBLIOGRAPHICAL BACKGROUND 

At the Biblioteca Uni versi taria of Pavia there is a small 1 

insignificant-looking song manuscript bound in red morocco leather 

bearing the call number ~ Aldini ~· This volume is well-known 

to music historians for its concordances for many popular chansons 

of the pre-Ockeghem generation; it is also frequently cited in 

musicological studies relating to Italian music of the Quattrocento, 
• 

particularly in studies treating of songs with texts attributed to 

the Venetian poet. Leonardo Giustiniani. As a reference in footnotes, 

Pav 362 has long been cited. As the subject of detailed investigation, 

the manuscript has been largely neglected, even though its contents 

provide interesting insights into the musical practices cultivated at 

an Italian-French cultural milieu during the second half of the 

fifteenth century. 

The earliest description of the contents of Pav 362 was made in 

1894 by Luigi De Marchi, a librarian at the University Library of Pavia, 

who collaborated with G. Bertolani in the preparation of a two-volume 

general inventory of the codices owned by the library. 1 In his 

introduction to the first volwne of the Inventory, De Marchi discusses 

1Luigi De Marchi and G. Bertolani, Inventario dei manoscritti 
~ !· ~ Universitaria di E!!!!, ~94'j7 
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in detail the provenance of 583 manuscripts acquired by the library 

before 1860. 2 According to De Marchi, the main portion of these manu-

scripts belonged to a collection donated to the library in 1840 by 

Prof. Pier Vi ttorio Aldini, 3 who had acquired a large number of codices 

in both Lombardy and the Veneto. 4 Although Aldini' s original catalogue 

listed 277 vohnnes, De Marchi demonstrates that the number of codices 

actually forming the Aldini collection totalled 366. 5 Of the remaining 

217 manuscripts in the Inventory, De Marchi presents archival docu-

mentation for the provenance of nine volumes. He proposes that 108 

manuscripts came to the library from Pavfan monastic libraries, private 

families, and former professors of the University, basing his assumption 

on the. subject matter of the volum.es and other circumstantial evidence. 

This leaves 100 volumes unaccounted for. Again, based on the subject 

matter of the manuscripts, De Marchi suggests that most of these were 

probably acquired by the University in the early part of the nineteenth 

century from local monasteries that were suppressed during the Napoleonic 

era. Among the few miscellaneous volumes for which De Marchi is unable 

to find any clue regarding provenance is our chansonnier, Pav 362. 

2The second volUIII.e, which was to concern itself with a group of 
manuscripts acquired in 1860, was never completed. 

3. 
De Marchi and Rertolani, Inventario, p. x. 

4Ibid., p. xiv. ----

5Ibid., pp. xvi-xix. De Marchi explains that, since the 
Aldini coiiection comprised the larger and more important portion of 
the Library's holdings acquired before 1860, the other 217 codices 
acquired by the library before 1860 from other sources were made a 
part of the Aldini group(p. x). 
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In his Inventory, De Marchi lists Pav 362 as a "miscellanea 

musicale francese" dating from the fifteenth century. 6 He briefly 

describes its binding and physical dimensions and enumerates its 

contents. He lists the songs by their text incipi ts as these appear 

on the verso openings. The incipits of three songs are omitted from the 

Inventory, probably because De Marchi assumed that they were not 

independent compositions, but second sections of preceding works. 7 

De Marchi erroneously lists the composition at fol. 57v as an independent 

piece (actually, it is the~~ of the bergerette Quant jam/s 

inscribed on the preceding opening). In his introduction, De Marchi 

observes that Antonio Restori would soon publish a study of the Pav 362 

repertory and relegates to the latter scholar the task of providing more 

detailed information about the manuscript. 

That same year, Restori published his article dealing with 

Pav 362. 8 Restori's study is primarily a publication of the texts of 

the chansons preceded by a description of the physical characteristics, 

format, and contents of the manuscript. He notes the original call 

number of the volume, 131.A.17 and observes that several watermarks 

appear throughout the source. He mentions an inscription on fol. I-t: 

esto ~ ~ Rabia, but professes no knowledge of Dortea Rabia, 

f)Ibid., p. 302. 

7The missing compositions are found at fols. 27 bis v -28r, (28v-29r), 
30v-3lr (3lv-32r), and 34 bisv-3Sr (36v-37r). 

8Antonio Restori, "Un codice musicale pave se," Zei tschrift fUr 
~ Philologie, XVIII (1894), pp. 381-401. -
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noting only that the handwriting may be from the sixteenth century. 

Regarding the provenance of Pav 362, Restori states simply that he 

has no idea how the manuscript was obtained by the library. 9 After a 

brief description of fifteenth-century song style. Restori provides 

transcriptions of the song teJo..i:s with some citations of text and music 

concordances drawn primarily from sixteenth-century sources. He points 

out the difficulty in reconstructing the texts because of poor, at times, 

undecipherable scribal entries. This fact and Restori' s limited 

knowledge of the fifteenth-century chanson literature account for the 

numerous errors and the lacerated and often incomplete presentation of 

many of the text transcriptions. Although Restori's study is commendable, 

even from the musicological standpoint, when one considers that it was 

written at a time when musical research was in its infancy. the value of 

the work as a modern research aid is limited. 

A decade later, Wolf listed Pav 362 among the manuscripts known 

to him as sources for music of the fifteenth and sixteenth centuries. 10 

In his brief commentary, he makes no reference to the Italian songs con-

tained in the source, stating only that it is a collection of French 

songs. Wolf cites four references for additional information about the 

manuscript, among which are the writings of De Ma.cchi and Restori discussed 

above. 11 

9. 

p. 458. 

Ibid.', p. 381. 
1 ~annes Wolf. ~ der Notationskunde (Leipzig, 1913), I, 

11Ibid., p. 458. The other two articles, by G. Grtlber and R. 
Renier, respectively, treat of the Cortona partbooks, not Pav 362. 
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More than ten years elapsed before Pav 362 was again discussed 

in a major musicological work, this time by Jeppesen. In one of the 

intrtJductory essays in his edition of the Copenhagen Chansonnier, 12 

Jeppesen describes in detail the physical characteristics of both 

Cop 291 and a small group of chansonniers believed by him to be of 

Franco-Burgundian origin and to be related to Cop 291 and to each other. 

Jeppesen includes in this group Pav 362 because of the similarity of 

format, size, and fascicle structure existing between Pav 362 and the 

other manuscripts of the group. 13 While it is true that the five 

manuscripts have certain physical characteristics in connnon, Jeppesen's 

contention that Pav 362 is of Franco-Burgundian origin does not rest on 

solid ground. 14 

Jeppesen does note that Pav 362 provides few concordances for 

the songs found in the other four manuscripts. 15 Unfortunately he does 

not point out the relatively high percentage of songs with Italian texts 

in the chansonnier compared with the scattering of Italian songs in the 

other four sources combined (see Chapter VII). Nor does Jeppesen 

investigate the concordance relationship between Pav 362 and contemporary 

chanson sources of Italian origin, which, as this study will demonstrate, 

is very high. Regarding the possible scribal concordances among the five 

12Knud Jeppesen, ed., ~ Kopenhagener Chansonnier (Copenhagen, 
1927), reprinted with new introductory remarks in New York, 1965. 

13The other manuscripts are Dij 517, Lab, and Wolf 287. 

14This point is discussed in detail in Chapter II. 

15Jeppesen, .Q!!_ Kopenhagener Chansonnier, p. xxx. 
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manuscripts, Jeppesen points out that, although a certain superficial 

similarity in calligraphic style exists between Wolf 287, part of Lab, 

and Pav 362, there is no basis to assume that the same copyist inscribed 

the three sources. 16 

Jeppesen also brings up the question of ownership of Pav 362. 17 

He takes note of the inscription at fol. lv that was previously observed 

by Restori and mentions also the inscription found at the end of the 

manuscript: ~ 1..£.· joseph ~ £! ~· He briefly discusses the 

existence of a Rabbia family in Cuneo and in Milan during the sixteenth 

century, and remarks that the thansonnier may have entered the shelves 

of the University through a certain Fioravente Rabbia, who had been 

employed as a professor at the University of Pavia during the sixteenth 

century and who was reputed to be a musician and composer. 18 

Jeppesen also describes the binding of Pav 362, noting that it 

bears ornamental fleurs-de-lys and the letters ~· He remarks that the 

binding is probably of late fifteenth- or early sixteenth-century origin 

and notes that the thansonnier may have belonged to a church or 

monastary at one time. 19 In his discussion pertaining to the composers 

associated with the repertories of the five chansonniers, Jeppesen 

mentions that Jean Molinet and Loyset Comp'ere are mentioned in a ~ 

16Jeppesen, E!!, Kopenhagener Chansonnier, p. xxx. 

17tbid., pp. xxix-xxx. 

18tbid., p. xxx.. See Chapter Ill for an extended discussion of 
the probleiii""'relating to the ownership of this manuscript. 

19~., p. xxvii. 
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found in Pav 362 and prints the text of the tenor (where the names 

occur), capitalizing the words ~and compere. 20 

In his concluding remarks, Jeppesen assumes that all five 

manuscripts originated in France ("Die Frage, wo in Frankreich diese 

Gruppe von Manuskripten entstanden ist, l!tsst nicht mit Sicherheit 

beantworten. ") In dating the manuscripts, he suggests ea. 1470-1480 

for Dij 517, Cop 291, and one section of Lab, and ea. 1480-1490 for 

Pav 362, Wolf 287, and the other section of Lab, 21 

Although it was not the next relevant description of Pav 362 to 

be published, we may mention here the one included by Jeppesen in his 

recent monumental study of~ literature and sources. 22 In this 

work, Jeppesen provides a brief summary of the facts regarding Pav 362 

as they were previously given in the Copenhagen publication, adding the 

information that among the watermarks found in Pav 362, one symbol, a 

glove, is often fowd in Italian sources of the time. In this sUDUilary, 

Jeppesen is less specific about the dating and place of origin of the 

manuscript. He remarks that Pav 362 belongs to the later part of the 

fifteenth century and suggests that it may be of French or North­

Italian provenance, 23 

20jeppesen, Ibid., p. xxxiv. 

21tbid., p. xxxvi. See Chapter Ill regarding the dating of Pav 362 
and Chapter-YV regarding the dating of the other sources, 

22Knud Jeppesen, !:!_ Frottola, (Copenhagen, 1969), II, p. 89. 

23Ibid., p. 89. 
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In another section of the voltune, Jeppesen presents a thorough 

and almost entirely accurate table of concordances for the pieces with 

Italian text found in Pav 362. 24 One concordance citation is incorrect. 

The composition in Pav 362 beginning with the word "Luce" (No. 35) 

has neither text nor music corresponding to the song found in Par 4379-

Fragment III, fols. 6Sv-66r. Furthermore, Jeppesen • s citation is somewhat 

misleading, because fols. 65v and 66r in Par 4379-III belong to a 

separate manuscript segment that is in no way related to the fragment 

of the Paris-Seville chansonnier bearing the same library call number. 

The latter chansonniei_; SevPalj provides concordances for only two, not 

three, Italian songs found in Pav 362. 

In the critical notes preceding his transcriptions of Dufay's 

secular works, Besseler emunerates Pav 362 as one of the sources for 

his edition, remarking that it was written in Italy. 25 Besseler points 

out that, although mistakes occur in the French texts, the musical 

readings are useful. 

Reese includes Pav 362 among the "more noteworthy collections" 

of chansonniers dating from ea. 1470 to ea. 1500, 26 dating it earlier 

than the Pix{rfcourt Chansonnier. Southern observes that ten songs in 

24Jeppesen, .!!!. ~· II, pp. 188-189. 

25Heinrich Besseler, Guglielmi Dufay: ~ ~. 
(Rome, 1964), VI, p. xxix, 

26Gustave Reese, Music in the Renaissance, Rev. ed. (New York, 
1959), p. 97. ----
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Esc IV.a.24 have concordances in Pav 362, and she includes our 

chansonnier among the Italian sources that share a large number of 

works with Esc IV.a.24. 27 In a more recent and extensive study of the 

Escorial manuscript, Hanen lists Pav 362 among a group of sources dating 

from 1480 to 1500 that provides concordances for compositions inscribed 

in Esc IV. a. 24. 28 She dates Pav 362 between 1480 and 1490. Her 

distinction between these manuscripts and those dating from before 

1480 is based on the observation that in the later sources the works of 

the Busnois generation outnumber those of the Dufay generation. This 

distinction is applicable to most of the sources comprising her group of 

late fifteenth-century manuscripts, but it is not valid for Pav 362. 

Although she does not specifically state the country of origin of Pav 362, 

Hanen's comments lead one to asstmle that she regards it as an Italian 

source. 29 

A number of other citations for Pav 362 are found in studies 

dealing with aspects of the musical style of fifteenth-century songs. 

In her extensive investigation of Franco-Flemish secular polyphony 

utilizing more than one text, Maniates discusses and transcribes the 

three songs in Pav 362 that belong to this category and a fourth piece 

that quotes a pre-existent chanson. 30 Other musicologists who cite or 

27Eileen Southern, "El Escorial, Monastery Library, Ms. IV.a.24," 
Musica disciplina XXIII (1969), p. 49. 

2 ~artha K. Hanen, "The Chansonnier El Escorial, Ms. IV.a.24," 
PhD. dissertation (University of Chicago, 1973), p. 38. 

29~. J pp. 39-41. 

30Maria R. Maniates, "Combinative Techniques in Franco-Flemish 
Polyphony," Ph.D. dissertation (Columbia University, 1965). 
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briefly discuss Pav 362 in their writing or transcribe, in whole or 

in part, songs found in our chansonnier include Plamenac, 31 Glilke, 32 

Rubs amen, 33 Brown, 34 Pirrotta, 35 and Bukofzer. 36 None of them add 

to our knowledge about the thansonnier itself. 

31 oragan Plamenac, "A Reconstruction of the French Chansonnier 
in the Biblioteca Colombina, Seville," The Musical Quarterly XXXVII (1951), 
p. 521. 

32Peter GUlke, "Das Volkslied in der burgundischen Polyphonie 
des 15. Jahrhunderts," Festschrift Heinrich ~ (1962), p. 180 ff. 

33walter Rubsamen, "The Justiniane or Viniziane of the 15th 
Century," Acta musicologica XXIX (1957), p. 278. 

34Howard M. Brown, Music in the French Secular Theater, 1400-1550 
(Cambridge, 1963); p. 86. ------------ ----

35Nino Pirrotta, "Ricercare e variazioni su '0 rosa bell a'," 
Studi musicali I, No. 1 (1972), p. 63 ff. 

36Manfred F. Bukofzer, ed., John~. Complete Works, 
Second rev. ed. prepared by Margaret Bent, I an Bent, and Brian Trowel! 
(London, 1970), p. 200 ff. 
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CHAPTER II 

PHYSICAL AND PALEOGRAPHIC CHARACTERISTICS 

Size, Binding, Pagination System, 
"8ii'(f"""General Organization 

Pav 362, unlike many richly decorated chansonniers of the 

second half of the fifteenth century, is not a sumptuous manuscript. 

It is a small, fairly neat compilation written on paper that measures 

IS cm. in height by 10.6 cm. in width; the actual writing spa~e consists, 

for the most part, of six five-line staves on a page, measuring 9. 7 cm. 

by 6.2 cm. The staves, ruled in brown ink, are set on the page beginning 

2 cm. from the top edge of the sheet leaving a wide bottom margin of 

approximately 4 cm. On each opening, the voice parts are arranged in 

typical ~ collateralis fashion, with the superius on the verso side 

of the opening and the tenor and contratenor on the recto side. As a 

rule, only one stanza of text is underlaid in the superius, the remaining 

text lines appearing in the spacious bottom margin of the page. Where 

such procedure is followed, the scribe has ruled lines in the available 

space on which to place the additional text. 

The manuscript is enclosed in a modern binding of tooled, red 

morroco leather. The spine of the binding is labelled Biblioteca 

Universitaria, Pavia. Manoscritti. Aldini 362. Within the binding, 

eight modern paper fly leaves, four in front and four in back, protect 
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the manuscript. During our visit to Pavia in 1973, Library officials 

stated that the manuscript had been rebound in 1962 but, unfortunately, 

no information was available regarding the disposition of the binding 

described by De Marchi (of tooled leather on wooden boards) and, later, 

by Jeppesen (of brown leather ornamented with French lilies and 

bearing the initiak Ihs). 1 

Pav 362 appears to be a homogeneous source compiled without 

any m~jor breaks, although, as we shall see, two chansons were probably 

inserted at a slightly later date. In its present state of preservation, 

the manuscript comprises eighty-three folios of which the last three 

leaves, entirely blank, may have served as original fly leaves. A 

single pagination system, entered by a modern hand in the upper right-

hand corner of the recto of each opening, begins with the arabic 

number "111 and continues without interruption through number "79." 

From fol. lr through 6r the page m.unbers are marked in ink, whereas on 

the successive openings the numbers are entered in pencil. In two 

instances, successive openings receive the same pagination; the recto 

following fol. 27r reads "27 bis" and the one following fol. 34r bears 

the number "34 bis." 2 

Across the top of fol. lr we find the inscription !· ~ in a 

modern hand. On the same page, the stamped seal of the University Library 

1De Marchi and Bertolani, Inventario, p. 203 and Jeppesen, 
La Frottola, II, p. 89 and Der Kope~ansonnier, p. xxvii, 
ri'spect1veiy. 

2In this work, references to page numbers will cite first the 
original foliation system, then, in parenthesis, the corrected one. 
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appears twice. The Library seal recurs on fol. 2r and on fol. 67v 

(69v). At the bottom of fol. lr there appears the following inscription, 

entered in a handwriting style later than that of the original source: 

~ ~ .=.. didortea ~· The writer of these words, presumably 

Dortea Rabia, appears also to have inserted a number of musical terms 

next to the original text at fol. 2v. At the end of the written portion 

of the manuscript, on fol. 78v (Slv), a faded inscription in a calligraphic 

style different from the inscriptions appearing elsewhere in the manu­

script reads: !:!!.!. ~· joseph ~ ~ Cuneo. The significance of 

these inscriptions is discussed below. 

Signs of scribal care in planning and preparing the manuscript 

are quite evident. The source is divided into two sections. The initial 

part (fols.lr through 14r) contains theoretical material pertaining to 

music. On fol. lr through Sv we find the Guidonian gamut and examples 

of clef symbols and ligatures in black notation. After a blank folio 

(fols. 6r-6v), a short Latin treatise discusses the principles of 

mensuration. Work on the theoretical section of the manuscript was 

carefully executed; text and musical examples are neatly inscribed and, 

on several pages, fine specimens of ornamental initial letters are 

drawn in red ink. 

The actual musical portion of the chansonnier commences at 

fol. l?v (after several blank leaves) and continues through fol. 67v 

(69v), where it comes to an abrupt end with the text less superius 

voice of a chanson. The pages that follow, fols. 68r (?Or) through 
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78r (SOr). although blank, are ruled with music staves and were 

probably intended to be utilized at the time the writing of music into 

the manuscript was begun. Also blank, but ruled with music staves, are 

several openings found within the main body of the song portion of the 

source: fol. 46v-47r (48v-49r), 62v-63r (64v-6Sr), and 64v-65r 

(67v-68r). Folios 34v-34bisr (35v-36r) and 55v-56r (57v-58r) were 

probably left blank at the time of original compilation and utilized 

by a second and possibly a third copyist to add the songs E!:, ~ 

~~(No. 17) and Man~~ dueil (No. 30) into the manuscript. 

The only composer attribution found in Pav 362 occurs at fol. 34v (35v), 

where the name 11Heyne" is written across the top of the page. 

The conclusion that the preparation of Pav 362 was interrupted 

and never resumed is strengthened by the fact that in thf~ song portion 

of the manuscript all initial letters of song texts and vo:c~ 1~~menclature 

are missing, although space is provided for them. The only exception 

occurs toward the bottom of fol. 29v ( 30v) where we find an ornamental 

initial letter "S" commencing the last section of ballade text belonging 

to the superius part. This initial letter as well as several other 

letters on the page are drawn in red ink :tn a calligraphic style identical 

with that of the ornamental letters found in the treatise at the beginning 

of our manuscript. One may conjecture that the song transcribed on this 

.... 
page, ~~paries ~ gantil Buciphal (No. 10) • was written down 

more or less at the same time that the treatise was prepared. 
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Before 1927, Jeppesen was able to ascertain that the musical 

section of Pav 362 consisted of eight gatherings of four double 

leaves. Unfortunately, when the manuscript was rebound in 1962, a 

number of leaves were glued together at the inside edges causing 

obliteration of much of the original fascicle structure. Several pages 

have since become unbound and now lie loose within the binding. Our 

examination, in 1973, of those fascicles that escaped mutilation during 

rebinding made it possible to reconstruct the original method of folio 

gatherings (see Table I). 

Pav 362 appears to consist of eleven gatherings. The first, 

a quinternion, contains most of the theoretical material. It is followed 

by a gathering of three double leaves. Next are found eight gatherings 

of four double leaves that contain the entire song section of the source 

plus the blank leaves ruled with music staves. The last gathering, 

comprising the original fly leaves, consists of one double leaf plus 

a single leaf. 

In his description of Cop 291, Jeppesen3pointed out that 

Pav 362, Dij 517, Wolf 287, Wash L25, and Cop 291 (the latter four sources 

forming the central corpus of Franco-Burgundian song manuscripts of the 

later fifteenth century) have certain physical characteristics in conunon, 

3 
Jeppesen, ~ Kopenhagener Chansonnier, p. xxv. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

16 

TABLE I 

Reconstruction of Fascicle Organization of Pav 362 

Solid lines indicate folio gatherings preserved at present; broken lines 
indicate reconstructed gatherings comprising sheets glued at inner edges. 

GATIIERING I (Definite 
Quinternion) 

6 
7 
8 

18 

GATIIERING II (Gathering of 
three double leaves 
- by deduction) 

11 j -
12 
13 

14 
IS 
16 

GA.TIIERING Ill (Definite 
Quaternim) 

17 
18 
19 
20 

21 
22 
23 
24 

GATiiERING IV (Definite OUaternion) 

25 
26 
27 
27 bis (28) 

28 (29) 
29 (30) 
30 (31) 
31 (32) 

GATIIERING V (Quatemion - by 
deduction) 

32 (33) 

33 (34) 
34 ml 34 bis 

35 (37) 
36 (38) 

37 (39) 
38 (40) 

GATIIERING VI (Quaternio.n - by 
deduC'~ion) 

39 (41) 
40 (42) 
41 (43) 

' 42 (44) ,-
43 (45) 

- - 44 (46) 
45 (47) 
46 (48) 
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TABLE I (Continued) 

GATilERING VII (Quaternion - by 
deduction) 

r - - 47 (49) 

48 (50) 
49 (51) 
50 (52) 

51 (53) 
52 (54) 

53 (SS) 
54 (56) 

GATIIERING VIII (Definite 
Quaternion) 

~~ ~~~l 
57 (59) 
58 (60) 
----

59 (61) 
60 (62) 
61 (63) 
62 (64) 

GATHERING IX (Quaternion - by 
deduction) 

I 

I I 

'I 
I I 

I l I L. 

11 L 

' L 
I 

-63 (65) 
-64 (66) 

- -65 (67) 
-66 (68) 

- -67 (69) 
-68 (70) 
-69 (71) 

- -70 (72) 

GATHERING X (Definite Quaternion) 

71 (73) 
72 (74) 
73 (75) 
74 (76) 

75 (77) 
76 (78) 
77 (79) 
78 (80) 

GATHERING XI (Definite Double Leaf + 
Single Leaf) 

79 (81) 

80 (82) 

81 (83) 
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including their fascicle structure and their diminutive dimensions. 4 

These similarities. he thought, indicated a more than casual relationship 

among the five sources and a probable Franco-Burgundian origin for 

Pav 362. An investigation of available statistics pertaining to size 

and folio organization of song manuscripts believed to have been 

compiled in Italy during the second part of the fifteenth century and 

the early part of the sixteenth century has shown that chansonniers 

made up of quaternions were not uncommon in Italy and that song 

manuscripts of diminutive size came out of Italian scribal workships. 5 

Thus we need not preclude an Italian origin for Pav 362. 

The paper used for the manuscript is of a rather heavyweight 

quality, its texture resembling lightweight parchment. Chain lines 

occur approximately every 3.9 cm., while laid lines appear about .6 cm. 

apart. The quality of the paper appears to be uniform throughout the 

manuscript. At some time Pav 362 was subjected to water damage, 

evidenced by several patterns of water stains occurring throughout the 

chansonnier on not less than seven pages at a time. Some worm damage 

is also visible at fol. 59r-78v (6lr-8lv). 

4Jeppesen lists the sizes (in cm.) of th'e Burgundian sources as 
follows: Dij 517, 17.5 x 12.5; Wolf 287, 14.8 x 10.4; Wash L25, 
12.6 x 9.2; Cop 291, 17 x 12. Ibid., p. xxlv). 

5small song manuscripts of Italian provenance that have a size 
comparable to the Franco-Burgundian sources cited by Jeppesen include 
(in cm.): Flo 2440 (17 x 12 cm.); Flo 164-167 (16. 7 x 10.7 cm.); 
F1o 176 (16.8 x 11.8 cm.); F1o 178 (16.5 x 11.4 cm.); Par 15123 
(18 x 12 cm.); and Par 2973 (18 x 16 cm. across the heart). Sources 
bound in quaternio.ns include Flo 27; Par 714; and Rome 1411 (sizes 
and fascicle structure of these manuscripts were taken from Jeppesen, 
.!@ .E!:2ll..Q.!.!, II). 
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Portions of watermarks are discernible in the manuscript. 

These segments form watermark symbols that closely resemble several 

types found on documents that date from the 1450s through the 1470s 

and that originated in Piedmont, southern Prance, and Switzerland. 

Table II presents ,-traced· sketches of the watermark segments found 

in Pav 362 and a reconstruction of the original symbols. 

The segments marked ~A and IB appear in Pav 362 with the 

most frequency; they form a hull's head with protruding tongue, the 

head sunnounted by horns and crescent (Figure lC). Of the several 

examples in Briquet resembling this figure, the most similar are Nos. 

14390 and 14395. which can be found on docwnents that date, respectively, 

from 1458 and 1462. These examples come from documents originating 

in Montpellier and Narbonne in southern France. 6 A closely related 

variant, Briquet No. 14392 (dating from 1467), is associated with 

a document from Pinerolo, 7 an Italian town near Turin that was one of 

the court centers of the House of Savoy during the fifteenth century. 

A second pair of fragments (Figures 2A and 2B) appear to be 

the upper and lower portions of a watermark representing a crown 

surmounted by a vertical line that intersects a tiny circle with four 

rays. At the base of the crown we also perceive the vertical line 

(Figure 2C). This watermark most closely resembles Briquet No. 4728, 

found on a document from Luzerne dated 1462 ( a similar variant has been 

6c. F. Briquet, Les Filigranes, Jubilee edition (Amsterdam, 
196BJ, n, p. 729. 

7Ibid., p. 729. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

20 

TABLE !II 

Watermark Figures Found in Pavia 362 

Figure lA. Found on fols. Br, 19r, 34r 
(35r), 34 bis r (36r), 38r 
( 40r), 42r ( 44r), 43r ( 45r), 
58r (60r), 61r (63r), and 
75r (77r). 

Figure lB. Found on fols. 2r, 18r, 25r 
Slr (53r), 53r (55r), 57r 
(59r), and 62r (64r). 

Figure lC. 
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TABLE III (Continued) 

Figure 2A. Found on fol,;, 2lr. 

Figure 28. Found on foh 39r (4lr). 

Figure 2C. 
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TABLE III (Continued) 

Figure 3A. Found on fol..: 69r (7lr). 

Figure 38. Found on foL. 68r (?Or). 

Figure 3C. 
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TABLE III (Continued) 

Figure 4A. Found on fols. 7lr (73r), 
and 79r (Sir). 

Figure 48. Found on fol.- Sir (83r). 

Figure 4C. 
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found on a document from Pinerolo dated 1467). 8 Briquet has observed 

that this watermark and three others like it that also have a vertical 

line through the base of the crown (Briquet Nos. 4726., 4727, and 4729) 

were used exclusively on paper manufactured in Piedmont for about 

thirty-five years, the privilege to use this filigrane having been 

granted in 1447 to Thomas de Canapicio, a Piedmontese papermaker.9 

A third pair of segments (Figures 3A and 38) constitute two 

halves of a watermark that form a hand, or gauntlet, surmounted by a 

small cross connected to the tip of the middle finger (Figure 3C). 

The only illustration in Briquet that closely resembles the Pav 362 

figure is No. 11086, dating from 1454-1455. Briquet notes that the 

distribution of documents bearing this particular watennark leads one 

to conclude that the paper may have been manufactured in Piedmont, possibly 
10 

in Pinerolo. 

The fourth watermark identifi~d in our source is the figure 

of a human head in profile with three curls. This watermark resembles 

at least six of the same species found in Briquet. The examples in 

Briquet that come closest to matching the Pav 362 segments are Nos. 

15675 and 15685, dating from 1475 and 1470, respectively. Briquet 

remarks that, although documents bearing this watermark are numerous, 

the paper on which this symbol appears was widely disseminated in 

Piedmont and the south of France. 11 

8Ibid., I, p. 290. 9~., pp. 287-288. 10!J2.i4., IT, p. 562. 

11sriquet, Les filigranes, II, p. 780. The wat7rmarks pub~ished 
by Zonghi and some of the published watermarks collect1ons from P1cardy, 
Basel, and Berne do not contain watermarks that closely resemble those in 
Pav 362. 
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Although the watennark data thus examined offers only 

circumstantial evidence concerning the origin of Pav 362, it 

supports the idea the our source was compiled in .the late 1460s 

or early 1470s, in what was then the Duchy of Savoy (Piedmont, 

southern France, or part of Switzerland). 12 

Scribal Characteristics 

One principal copy:i'st was responsible for the compilation 

of Pav 362, It was he who wrote down the treatise and most of the 

music and texts in the song collection. Since certain minor differences 

do occur in scribal procedure, it is possible that the master copyist 

had an assistant who used a similar calligraphic style. In this 

study, we shall refer to the main scribe and any assistant as Scribe A. 

A somewhat different writing style is found at fol 34bisv-3Sr 

(36v-37r), where another person (Scribe B) wrote Hayne's chanson ~taus 

biens ~ into the manuscript on an opening apparently left blank by 

the principal copyist. A third scribe (Scribe C), whose calligraphic 

style closely resembles that of Scribe B, entered the chanson Men~ 

~?In the 1460s and 1470s, the Duchy of Savoy comprised Piedmont, 
Dauphine, Provence, and Geneva. It was bordered to the south and east 
by the Republic of Genoa and the Duchy of Milan, to the northeast by 
the Swiss Confederacy, to the northwest by Burgundy, and to the west 
by France. The Ducal Court was held primarily at Turin, Pinerolo, and 
Ivrea in Piedmont, and at Geneva, Chambe'ry, and Lausanne. See 
M. Bouquet, "La Cappella musicale dei duchi di Savoia dal 1450 al 
1500," Rivista ~ Ei:_ musicologia III (1968), pp. 233-285 re­
garding music in Savoy from 145o to 1500. 
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~ dueil at fol. SOv-Slr (52v-53r). 

The music hand of the principal scribe is generally clear and 

legible although, at times, it tends to look hurried. While semibreves 

inscribed by Scribe A are characteristically three-sided (that is, the 

right-hand side of notes have a slightly rounded appearance), some 

variation is found in his use of thinner or thicker pen strokes and 

sharper or more rounded tops and bottoms of noteheads. These differences 

may occur within one piece and within one line of music. Minim and 

semiminim stems are drawn with little consistency. Some stems slant to 

the left or to the right, some show thick or thin pen strokes, 

attached to the notehead, others are not. However inscribed, the stems 

generally begin at the center of the notehead. At times, however, minims 

and semiminims assume a tear-shaped appearance, in which instances the 

stems are placed to the right of cent er ( J ) . Scribe A's ligatures 

ar.d breves are inscribed with more care and consistency. His clef 

symbols. mensuration signs, voice nomenclatures, and text letters are 

almost identical with those found in the theoretical treatise at the 

beginning of the manuscript (see Frontispiece for Scribe A's style). 

Scribe B's writing is more cursive than that of the principal 

copyist. His notes have a somewhat fatter, more rounder appearance. 

Minim and semiminim stems tend to be longer than those notated by the 

main scrihe, and stems often form an unbroken line with the right-hand 

side of the notehead. Clef symbols and breves are drawn with horizontal 

strokes that tend to slant downward (see Plate I). 
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The writing style of the scribe who wrote Man ~ ~ 

dueil (see Plate II) shows the most cursive characteristics found 

in Pav 362. Cursive features are most noticeable in the shape of 

text letters. Clefs are formed with horizontal strokes that slant 

slightly upward from left to right ( ~ ) , and some minim and 

semiminim stems tend to be slightly longer than those drawn by 

Scribe B. However, since the writing styles of these two scribes 

are very similar, it is possible that the entries ascribed to them 

in this study were made by one person on different occasions with the 

resultant changes that have been noted. 

Most of the pieces copied into Pav 362 by Scribe A are provided 

with text for the superius part only. (The only works in which we find 

text under the tenor voice are three hi-textual compositions with 

different words provided for the superius and tenor parts: Nos. 10, 

19, and 43) .13 In the majority of works, Scribe A gives no indication of 

voice nomenclature for the untextcd parts. On a small number of folio 

openings, however, he inscribes the words "(T)enor" and "(C)ontra" under 

the appropriate voices in bold, oversized letters. No pattern seems to 

explain his use of one or the other of- these two procedures. In fact, 

in the first composition of our source, Terriblement suis fortune"'e 

(fol. 17v-19r), a bergerette copied on two successive openings, Scribe A. 

provides voice nomenclatures in the prima ~but omits them in the 

~ ~· In the second composition, also a bergerette, he provides 

voice nomenclatures in the secunda ~but omits them in the ~ ~· 

Minor deviations from his basic procedures occur occasionally. In two 

1~o. 43 is textless in the superius but contains a popular 
song text in the tenor (s~e Chapter VI). 
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works, voice nomenclature is provided for one of the lower voices and 

not the other, and in three works a text incipit appears under one of 

the lower parts. 

The two compositions inscribed by Scribes B and C follow a 

single format: text is provided for the superius part, voice nomenclature 

is indicated for both lower parts, and text incipits are given for the 

tenor part but not for the contratenor voice. Both compositions are 

provided with a signature of three flats in the tenor and the contra­

tenor. Scribe B provides the attribution 11Heyne" at the top of fol. 34v 

(35v) above the superius of the composition entered by him into the 

manuscript,~ taus~~· 

An examination of the practices of Scribe A reveals several 

characteristics about the way he worked. Whether to save labor or 

paper, Scribe A evidently was a frugal copyist. Most of the songs 

that he copied into the manuscript were made to fit on a single opening, 

even though this caused him to cram notes close together, particularly 

on rectos, where he generally placed the two lower voices. An 

alternative solution was used at fol. 60v (62v), where our copyist placed 

the last phrases of the music of the contratenor on the verso side of 

the opening in the free space underneath the superius part. When entering 

t:he poetic text, Scribe A generally attempted to place a lengthy text 

phrase as close as possible to the musical phrase to which it should. 

be sung, even if this meant squeezing t~e words together and bringing 

them out into the right-hand margin (an example of this practice is found 

at fol. 40v-41r ( 42v-43r), on which Scribe A ente:red the chanson ~ 

servi teur ~ guerdonnt' (No. 23) . 
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CHAPTER III 

DATE OF COMPILATION AND PROVENANCE 

The evidence for dating Pav 362 is somewhat circumstantial. 

As noted in Chapter I, several scholars have ventured the opinion that 

the chansonnier was compiled during the 1480s or later. One explanation 

given for this dating has been that "works of the Busnois generation 

outnumber those of the Dufay generation. 111 We s<~ggest that the manuscript 

was compiled some ten or more years earlier,. in the la~e 1460s or early 

1470s, a dating based on the style of the compositions, the composers 

represented, and the relationship between this manuscript and its con­

cordant sources. 2 Moreover,. the time span proposed herein is also 

corroborated to some degree by the date derived from a study of the water-

marks found in the manuscript (see Chapter II). 

The repertory of Pav 362 is not representative of that found 

in chansonniers of the 1480s and 1490 but, on the contrary, tends to be 

generally old-fashioned. All but three pieces are for three voices. The 

exceptions are (1) a two-voice composition~~ parl6s-!!f, ~ 

(No. 10) in which the superius is set in ballade form and the tenor 

1Hanen, "The Chansonnier El Escorial," p. 38. 

2since we are here concerned with dating Pav 362, style analysis 
of the individual songs and evidence regarding dates of compilation of 
concordant sources wi 11 be presented in other chapters of this study. 
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consists mainly of a patchwork of pre-existent song fragments; (2) a 

rondeau Vreys ~· .£ci, ~ (No. 41), of which only the superius 

and tenor parts are transmitted; and {3) a textless composition on 

fol. 67v (69v), of which only the superius part is set down (No. 44 

in the collection). Each of these pieces might have been !. 3, and 

may be transmitted only in part. The majority of pieces are cast as 

rondeaux, the fonne fixe that was most popular during the 1460s and 

earlier. The twenty-two unica display style characteristics generally 

found in the repertory of the pre-Busnois generation that is transmitted 

in Italian manuscripts that circulated in the 1460s and early 1470s. 3 

All but one of the five sources that share the highest number 

of pieces with Pav 362 were compiled in the 1460s or early 1470s. 4 The 

fifth source, Par 15123, dating from the early 1480s, provides concordances 

only for those pieces in Pav 362 that are also found in manuscripts 

dating from the 1470s or earlier. In fact, eleven of tlle thirteen sour.ces 

that have four or more works in common with Pav 362 date from the 14 70s 

or earlier. 5 

Sixteen of the twenty-two pieces in Pav 362 that have 

concordances in other chansonniers may safely be dated from the 1460s 

or earlier, this based upon the fact that at least one of the concordant 

3see Chapters V-VII. 

4The four sources are Ber 78.C.28, Esc IV.a.24, Par 2973, 
and SevPar/I with nine, nine, ten, and ten concordances, respectively 
j;e;i ;:;PifrpJ~) 332~3§2~rt summarizing the concordances for pieces in Pav 362 

5rhese sources are listed in Chapter IV. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

31 

sources dates from before 1470 (see Table III). The other six p.i.eces 

are found in at least one source that dates from the 1470s (see Table IV). 

No work in Pav 362 for which a concordance has been found is shared 

exclusively by a manuscript dating from the 1480s, much less the 1490s. 

The Tables show that Binchois is represented in our source by two 

songs ascribed to him in other manuscripts, and that Dufay is represented 

by three works ascribed solely to him in other sources and two pieces 

attributed to him and to other composers elsewhere. John Bedyngham 

is represented by three works associated with his name in other manuscripts. 

One of these compositions, Q ~ ~. involves yet another composer 

of the earlier part of the fifteenth century, John Dunstable. Conflicting 

attributions to Barbingant 1;8-nd Fede are found in other sources for 

~· ~ banny (No. 3), a song that displays stylistic features characteristic 

of a repertory earlier than that of the Busnois generation. Hayne van 

Ghizeghem is represented in our source with ~ tous ~ playne (No. 17), 

which begins to circulate in sources of the 14 70s (see commentary for 

this piece in Chapter V). As we have noted earlier, this piece may have 

been entered into our source on a separate occasion after the original 

compilation of Pav 362. 

No works by Antoine Busnois are found in Pav 362, although 

his compositions are transmitted in Par 2973 and Mel, two Italian sources 

that are datable from the early or mid- 1470s. Nor is Jean Ockeghem 

represented in our source, although he is represented in all the 

Italian manuscripts dating from the early or mid- 14 70s that have pieces 

in common with Pav 362 j on the other hand, his songs are not normally 
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11 

12 

13 

20 

23 

24 

28 

37 

42 

32 

TABLE III 

Pieces in Pav 362 Found in Manuscripts 
Compiled in the 1460s or Earlier 

Composer3 
Concordant Manuscripts 

~ From the 1460s or Earlier 

Terriblement Anonymous Ber 78.C.28 

Fortune. leysse moy Anonymous Por 714 

L'ome banny Barbingant/Fede Niv 

J e ne pouroye Anonymous Esc IV.a.24 

Mon seul plaisir Dufay/ Esc IV.a.24, Por 714, Mun 
Bedyngham 3513 

Ora cridar Anonymous Ber 78.C.28, Esc IVa.24 

Gentil madona Bedyngham Ber 78.C.28, Esc IV.a.24, Mun 3518 

Pour prison Binchois Esc IV.a.24, Rome 1411 

Se j~yvostre grace Anonymous Ber 78.C.28, Cop 17, Mun. 351 3 

Mon cuer chant Binchois Ber 78.C.28, Mun 3192, Rome 1411 

Pour avenir Anonymous Niv 

Le servi teur hault Dufay Ber 78.C.28, Esc IV.a.24, Por 714 
guerdonnl 

0 :rosa belia Bedyngham/ Ber 78.C.28, Esc IV.a.24, Por 714 
Dunstable Rome 1411 

Par le regard Dufay Ber 78.C.28, Cop 17, Esc IV.a.24, 
Por 714, Mun 3518 

Le servi teur Anonymous Esc IV.a.24, Mun 351 8 

in fortune' 

Se la face ay pale Dufay Esc IV.a.24, Oxf 213, Mt.tn 351 8 

Stras 222.C.22, Rome i411 

8Sources for composer attribution are provided in Chapters V-VII. 
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No. 

17 

29 

30 

32 

33 

40 

33 

TABLE IV 

Pieces in Pav 362 Found in Manuscripts 
Compiled in the 1470s 

Title Composer a 
Concordant Manuscripts 
Dating From the 14 70s 

De taus biens pi ayne Hayne Cop 291, Par 2973, Dij 517' 
Wash L25/1, Me!, SevPar/III 
Wolf 287 

Hi, fortune Anonymous SevPar/T 

Man cuer de due i 1 Anonymous Flo 176 

Dona gentille Dufay Par 2973, 

0 pellegrina Anonymous Par 2973 

Gard/s le trei t Anonymous Dij 517 

aSources for composer attribution are provided 
in Chapters V-VII. 

Me! 
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found in Italian sources dating from the 1460s and earlier. 

The poet Jean Molinet and the composer Loyset comPere may 

be associated with the two-voice composition ~ ~ par le£-~. 

molinet (No. 10) which, as we mentioned earlier, is the most care-

fully inscribed work in Pav 362. The words "molinet 11 and "compere" 

fonn part of the quodlibet text of the tenor voice in a context suggesting 

a clever play on the names of the two artists, and we may have in this 

composition an early souvenir of the friendship that existed between 

them. 6 The poetic style of the ballade text of the superius part 

closely resembles the style of Molinet; that of the tf>nor te-xt also 

recalls %pects of Molinet's poetic style. 7 Jean Molinet, according 

to one of his biographers, may have been at the Court of Savoy between 

1467 and 1472. 8 Loyset Comp'ere is recorded as a choir singer on the 

rolls of Galeazzo Maria Sforza from July, 1474, to December, 1475. 

Because archival documentation regarding Com~re' s whereabouts in the 

years preCeding 1474 is wanting, it is possible that he may have been 

in Italy before then. 

The inclusion in this chansonnier of six songs with Italian 

texts customarily attributed to the Venetian poet Leonardo Giustiniani 

6see Ludwig Finscher, Loyset ComPere, L1fe and~. 
(n.p., 1964), pp. 14-1.{, regarding this friendship and regarding 
information about Compere's early years. 

7see commentary in Chapter VI. 

8Noel Dupire, in Les Faictz ~ dictz ~ ~ ~. III 
(Paris, 1936), p.6, cites a statement of the earlier biographer of 
Molinet, M. Seeker, that the poet was in Savoy from 1467; Dupire 
himself suggests Molinet may have resided in Va1enciennes in 1468. 
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(see Chapter VII) brings to mind a document written by Galeazzo 

Maria Sforza some time between 1471 and 1475, in which he entrusts 

his ambassador in Venice to copy all available songs of Giustiniani 

for him. 9 Q ~bell a is cited in a letter from Galeazzo to his 

representative at the court of Yolande, Duchess of Savoy, written in 

1472. 10 The presence in Esc IV.a.24, a source dating from the 1460s, 

of several unica with texts attributed to Giustiniani suggested to 

Thibault the possibility that the source might be of Milanese origin. 11 Par 

2973, of Savoyard provenance, dating from ea. 1470-1476, also contains 

several songs, some ~. that have texts associated with 

Giustiniani 's name. Of the six songs in Pav 362 with texts in the 

style of Giustiniani 's poetry, one of them Luce, £. luce (No. 35), 

is unique to our manuscript and another Q_ pellegrina, ~ ~ (No. 33), 

comes down to us only in Pav 362 and Par 2973. The presence in 362 

of a song genre apparently very much in vogue in certain Italian court 

circles in the 1460s and early 1470s would suggest a parallel date for 

the compilation of our source. 

Based upon the internal and external clues presented here, 

9Emilio Motta, "Musica alla carte degli Sforza," Archivio 
storico lombardo, Series II, IV (1887), pp. 542-543. According to 
Motta, the document must have been written lJetween 1471 and 1475, the 
years when a certain Girardo dei Calli was Sforza's ambassador to 
Venice (Motta notes that a "Girardo" is referred to as ambassador in 
the document). 

10Pirrotta, "Ricercare e variazioni su 'O rosa bella' ,"pp. 
70-71. Pirrotta also refers to a banquet at Rome in 1473, at which 
.Q. ~~was performed (p. 70). 

' 11Genevi'eve Thibault, "Du rOle de !'ornamentation dans la musique 
profane au moyen-age," Rep.o.r.t_.o..f the Bigh:th .~s~ I (New York, 1961), 
p. 456, footnote 86. See Chapter IV regarding the provenance of Esc IV.a.24. 
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and reinforced by the data provided by watermark evidence, we 

-propose that Pav 362 was compiled in the early 1470s or, possibly 

the late 1460s. 

In other sections of this work. we have suggested that 

Pav 362 was probably compiled in Savoy. The reasons for this contention 

are deduced primarily from evidence found within the manuscript and 

from a study of the relationship existing between our chansonnier 

and its concordant sources. The most important of these findings 

a1·e SLD'!lmarized here. 

A significant piece of diplomatic evidence supporting our 

proposal concerns the watermarks found in the paper used for Pav 362. 

These were discovered to be almost identical with watennarks appearing 

in documents from Savoy and nearby areas from the 1450s, 1460s, and 1470s. 

One of these watermarks appears to have been used exclusively by a 

Savoyard papermaker from 1447 to ea. 1480. In addition, Pav 362 

contains six Italian songs with texts that have traditionally been 

ascribed to the Venetian poet-musician Leonardo Giustiniani and that 

were popular in certain Italian court circles primarily up north during 

the 1460s and early 14 70s, that is, at the time during which Pav 362 was 

probably compiled. A number of these pieces, and others like 

them, were found in Italian sources from this period, one extant 

only in Pav 362 and Par 2973, a Savoyard manuscript. On the 

other hand, they do not appear at all in sources that are of Franco-
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Burgundian origin. 12 

The degree of Italian influence at the place of origin of 

Pav 362 is somewhat illustrated by the manner in which one of these 

songs, Gentil mac!ona (No. 8), is transmitted in our source. The piece, 

found in at least nine sources and also known as a lauda in a 

contrafactum, is found in four concordances with a French text incipi t, 

~ ~ (Ber 78.C.28 gives only an initial text letter 11F11 ) • 13 

Since the scribe of Pav 362 provides the Italian text only, the other 

words may have been unknown to him. Moreover, Pav 362 is one of only 

three sources to transmit a second stanza of the Italian poetry. The 

other two sources, Par 2973, and Esc IV.a.24, are both Italian and are 

both associated in some way with musical activities in the Duchy of Savoy. 14 

Although this association between Pav 362, Par 2973, and Esc IV.a.24 

is somewhat indirect, it adds weight to the possibility suggested by the 

watermark data that Pav 362 is of Savoyard origin. More notable is the 

fact that Par 2973 is one of the sources with the highest number of con-

cordances for pieces in Pav 362, and that Pav 362 and Par 2973 share 

five Italian pieces, one of them, Q. pellegrina, .£. ~ (no. 33) common 

only to them. 

12The only exception is the well-traveled Q. ~ ~ (No. 24), 
which is transmitted in Wolf 287. 

13see commentary in Chapter VII regarding the possible English 
derivation of the "Fortune" text. 

14see Chapter IV regarding the provenance of these sources. Hanen, 
in "The Chansonnier El Escorial," pp. 44-48, notes that the texts of 
several songs in the manuscript either refer to members of the ruling 
family of Savoy or are cited in letters and other documents written by 
or to the· Savoyard nobility. 
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Elsewhere (see Chapter IV) we have shown that the readings 

of Pav 362 are, on the whole, more closely related to the tradition 

transmitted in the Italian chansonniers of the 1460s and early 1470s 

than they are to the readings found in the Franco-Burgundian manu-

scripts. Furthermore, the readings of pieces found only in Pav 362 and 

Par 2973, or in Pav 362, Par 2973, and one other source (the latter, of 

Italian provenance), are in close agreement. We may also note that the 

physical characteristics shared by Pav 362 and the central Franco-

Burgundian sources, which led Jeppesen to assign Pav 362 to Burgundy, 

are also shared by Italian chansonniers of the time. Finally, the 

inscription in Pav 362, in which "joseph derabis," one of its early 

owners states that he is from Cuneo, 15 could be looked upon as a clue 

pointing to the possibility that the chansonnier may cOnceivably have 

been compiled somewhere within the territories then comprising the 

Duchy of Savoy. 

Ownership and Historical Background 

Two items of information offered by Pav 362 regarding its 

early owners are the inscriptions written by two members of the Rabbia 

family, "Dortea Rabia 11 and "j oseph derabis," found on fols. lr and 78v 

(80v), respectively. Where and when Dortea Rabia lived has not yet 

been determined; Restori notes that her handwriting may date from the 

15see Chapter II and comments below. 
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sixteenth century. 16 That she had some background· in music is 

indicated by the appearance of music notation, apparently in her 

hand, inserted next to the Guidonian gamut on fol. 1v. The other 

owner of Pav 362, Joseph de Rabis, offers us a clue that his family 

lived in or came from the Piedmontese town of Cuneo. His handwriting 

also may be from the sixteenth century . 17 

Preliminary investigation of archival and other rrimary sources 

indicates that in the fifteenth and sixteenth centuries several families 

with the surname Rabbia (also spelled Rabbi, Rabia, Rabi, and de Rabis) 

were prominent in Pavia, Milan, and Cuneo. Crollalanza distinguishes 

two branches of the Rabbi a family, one in Milan and one in Cuneo (to 

which Joseph de Rabis of our manuscTipt probably belongs). 18 At the 

turn of this century, the Pavian historian Carlo Maroz~i began a study 

of the family tree of the Pavia branch of the Rabbi a family, tracing 

its presence in Pavia from 1396 to about 1620. 19 Our own investigation 

of legal documents at the Pavia state archives revealed that several 

16Restori,"Un codice musicale pavese," p. 381. 

17Jeppesen, Der Kopenhagener Chansonnier, p. xxix. 

18G. B. di Crollalanza, Dizionario storico-blasonico delle 
famiglie ~ ~ notabili Italiane (Milan, 18138). crorra.Taii"za-TeProduces 
the coats-of-arms of both branches of the family and gives a short 
history of their most important members (Vol. II, p. 392). 

19Marozzi 's unpublished, handwritten notes are found at the 
~ ~ ~ Pavia, Legate ~~No. 491. The notes include 
a sketch of the coat-of-arms of the Pavia branch of the Rabbia family. 
The coats-of-arms Of all three branches of the family have a blue 
background, the interior details varying somewhat. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

40 

members of the Rabbia family were active in the area as merchants and 

landowners, their names appearing as those of witnesses or principal 

litigants in notarial acts dating from 1421 to abt;,>ut 1470. 20 In 

other documents housed at the archives of the Duomo di Mil ana~ we 

discovered that a certain Ambrozio Rabia, in 1478, had sold bronze for 

a bell to be used in the Duomo, and that several decades later other 

Rabbi a merchants had sold stained glass for windows for the Duomo. 2.1 

Whether these members of the Rabbia family were from f~ilan or Pavia 

is not clear. During the late fifteenth and early part of the sixteenth 

centuries, many prominent persons with the name Rabbia lived and were 

active in Milan. 22 Several were important enough to be members of a 

select group of citizens who gave of their time to perform certain 

administrative duties for a Milanese charitable organization held in 

great esteem. 23 

An interesting member of the Milanese branch of the Rabbia 

family was Fioravante Rabbi a. mentioned by Jeppesen, 24 through whom Pav 

362 might have found its way into the University Library. Biographical 

20Archivio di Stato di Pavia. Atti notarili, Citta di Pavia, 
~ 53-65; 79-97; 106-108. --- ------ ------

21~ ~ 2:f the ~ W ~ .2f Milan. J!rur. 649 and 
733, respectively. 

22Paolo Morigi, Historia dell'antichita di Milano (Milan, 1590), 
p. 689 ff. -------------

23F. Calvi, "Il codice del Pia Luogo della Misericordia in 
Milano," ~~~XIX (1895), p. 739 ff. 

24Jeppesen, Der Kopenhagener Chansonnier, p. xxx. 
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information given by the Milanese historian Paolo Morigi indicates 

that Fioravante Rabbia was a true "Renaissance man," highly-gifted 

in science, philosophy, and the arts. Morigi reports that Fioravante 

Rabbia was an "excellent philosopher, 11 an "expert doctor of medicine.'' 

and an "extraordinary" lecturer at Pavia, and that only his premature 

death prevented his attaining even greater heights. Morigi states 

further that Rabbia was a "fine musician," who wrote works in the 

mother tongue, and that he also wrote beautiful poems. 25 

Fioravante Rabbia is listed in the published annals of the 

University of Pavia for the year 1560 as a~ in the Faculty of 

the Arts and as a lecturer in medicine. 26 Our search through the 

University payroll records of the mid-sixteenth century revealed that 

Fioravante Rabbia was paid for his services to the University from 

1559 through 1565, after which year his name n.:> longer appears on the 

records. 27 It is probably about this time that Rabbia died. Argelati.J 

in his publication of the lives and works of famous Milanese literary 

men, gives a short biography of Floraventes Rabbia, mentioning that 

:C.S"Fioravante Rabbia fu' eccellente Filosofo, e esperto 
Dottore in Medicina, e habbe per la suo valore una lettura straordinaria 
in Pavia, e se la morte non h'havesse pervenuto ascendeva a gradi 
maggiori. Questo fu' buon musico e dilettavasi de componimenti i{l 
lingua materna. E fece alcuni belli Poemi. .. " Morigi, La Nobilta di 
~ (Milan, 1619). p. 221. -----

26Memorie e documenti E!!. la storia dell'universit) di Pavia 
£: ~ uomini Pl!! illustri c~ l£.1 iMepjjji'iiiilo-:-Parte I, ~-~ 
~ !: Professori (Pavia, 1878). p. 14. A ~ was a dean of 
professors who was elected by the professors of each faculty for one year. 
The position was one of great honor and required confirmation by the 
Senate of Milan. 

27Archivio di stato di Pavia. Cart. 21. Studi Ticine-.i 1361-1700, 
~ lectorum, pp:-257-265:- --
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he belonged to the Accademia ~· 28 This organizaLion was made 

up of a group of professors and other men of culture at the University 

of Pavia who dedicated their efforts to the promotion of literary and 

other artistic activities. 29 Since Fioravante Rabbi a was a musician 

as well as a scholar and scientist, and since he was actively engaged 

in the dissemination of artistic ideas, it is likely that he or a 

member of his family may have acquired Pav 362 and eventually donated 

or sold it to the University of Pavia. During our visit to the 

University in late 1973, we were shown three large storage cases con-

taining uncatalogued material still to be examined by Library 

officials and pertaining to the affairs of the Accademia Affidati. 

Perhaps among these papers may be found written evidence about 

Fioravante Rabbia's musical activities and about the acquisition of 

books by the Library from members of the Accademia. It is unfortunate 

that no information has come to light regarding the identity of 

Dortea Rabia and Joseph de Rabis, the two members of the Rabbia family 

who actually owned Pav 362. 

We pointed out in Chapter I that, although the entire corpus 

of 583 codices acquired by the Library before 1860, was given A.ldini call 

28Pietro Argelati, Bibliotheca scriptorum mediolanesium 
(Milan, 1745), II, columns 1165-1166. 

29siro Comi, in an unpublished manuscript at the Biblioteca 
Universitaria (labelled Manoscritti Ticini No. 533 "degli Affidati 
Accademia"), gives a brief history of the Accademia from its inception 
to the eighteenth century. No reference was found in this report 
either to Fioravanti Rabbia or to sixteEIDth-century musical activities 
involving members of the Accademia. 
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numbers, only 366 formed the original Aldini collection. Of the other 

volumes, 117 were traced to fanner owners, and 100 were left unaccounted 

for, among which was Pav 362. One clue regarding the source of 

acquisition of our manuscript by the Library may be the call number 

originally identifying the chansonnier, 13l.A.l7, cited by Restori, 

about l·:hich the librarians could offer no information. Nor could they 

provide information regarding other volumes that originally might have 

had similar call numbers. Documentation regarding the manner of 

acquisition of the Library's early holdings are scant and poorly 

collated; De Marchi 's investigations of Pavian and Milanese archives 

offered negative results concerning the provenance of Pav 362 and other 

manuscripts from this early group of codices. De Marchi mentions that 

a librarian, Piccaroli, reported in 1873 that approximately one hundred 

manuscripts came to the Library from the Basilica of S. Pietro in 

Cielo d'Oro in Pavia, but no documentation was offered by Piccaroli 

to substantiate his contention. 30 

Besides the Inventario of De Marchi and Bertolani describing 

manuscripts acquired by the Library before 1860, there exists at the 

Library an unpublished, handwritten catalogue listing alphabetically by 

30oe Marchi and Bertolani, Inventario, p. xii. The early 
binding of Pav 362, described by Jeppesen as bearing the initials 
"Ihs," (see pp. 6 and 12 above), might be traceable to a church or 
monastery that may have owned the chansonnier at one time, but we 
have no evidence to connect Pav 362 with the Basilica of S. Pietro 
in Cielo d'Oro or any other ecclesiastical institution. 
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title or text incipit all other manuscripts belonging to the 

Library. 31 These include papers concerning affairs of the University 

as well as matters relating to the Library. Since no subject index 

was ever prepared for this catalogue, the task of searching through 

several hundred pages of listings for possible reference to docu-

mentation regarding the acquisition of our chansonnier by the University 

is formidable. requiring of us an extended visit to Pavia some day for 

this purpose. A -number of documents regarding affairs of the 

University and of the Library have been sent to the Pavia State 

archives for storage. Another group of manuscripts relating to the 

affairs of the University and to the city of Pavia are deposited in the 

Milan state archives. The important publication of Maiocchi transcribes 

mnnerous early decrees of the University found in the archives. 32 

In summary, w-e arrive at the provisional conclusion that 

Pav 362 is probably of Savoyard origin, and that it was compiled in the late 

1460s or early 1470s. In the sixt~enth century, it belonged to at 

least two members of the Rabbi a family, one of whom was from Cuneo. 

Of the many members of the Rabbi a family recorded in Lombard records 

during the sixteenth century, one Fioravante Rabbia, a musician as well 

as a scholar and medical doctor, taught at the University of Pavia 

31catalogo alfabetico dei manoscritti Ticinesi. 

32R. Maiocchi, e;d,, ~ dlplomat:tco ~'universit'a ~ 
Pavia, 2 vols., (Pavia, 1913-1915). Vol. I transcribes University 
1\C"fSby year dating from 1361 to 1400; Vol. II transcribes Acts dating 
from 1401 to 1450. 
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between 1559 and 1564. Perhaps through him or someone in his family, 

the Library eventually acquired our song manuscript. In any event, 

the volume was in the possession of the University Library before 

1840, the year the Aldini collection passed into the domain of the 

University, for no mention is made of the chansonnier in the Aldini 

catalogue dating from that time or in documents investigated by 

De Marchi relating to Library acquisitions made after 1840. Perhaps 

subsequent research on our part of primary sources may yet bring 

forth evidence relating to the missing events in the history of 

Pav 362. 
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CHAPTER IV 

THE RELATIONSHIP BETWEEN PAV 362 
AND ITS CONCORDANT SOURCES 

At this roint, we shall briefly discuss the manuscripts 

that contain pieces found in Pav 362, the relationship between Pav 362 

and these sources, and the traditions to which they belong. In 

attempting to evaluate such relationships, we shall consider such 

data as the total number of works shared by these collections, the 

presence of "significant" concordances, and the agreement of their 

musical and textual readings. 1 If diplomatic or other evidence indi-

cat:es that a manuscrirt may be a composite collection, we shall attempt 

to assess the relationship between Pav 362 and the sec.tion or sections 

of the concordant source in which are contained the works shared by 

them. 

One might almost label Pav 362 a maverick source. Half of 

its repertory, twenty-two of forty-four pieces, consists of works that 

have been found nowhere else, some of these songs revealing influences 

from French folk music, others reflecting a local Italian practice. 

The other twenty-two compositions include some of the most widely 

1The principles emunerated by Allan Atlas in ~ Cappella 

(~~!i~o;~~n~~~~):r I' R~~=Pt:~bi~~t~~: ~fl~s~~~!:i~:~~~~n~f ~~%~~!;!t~ 
or disagreement among the extant versions of a musical work have fanned 
the guidelines for our evaluation of the readings of the PaY 362 
pieces with concordances elsewhere. Our findings regarding the 
individual readings are discussed in the conunentaries in Chapters 
V-VII of this study. 
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disseminated songs of the day. We shall see that the Pav 362 

readings of the music generally agree with those that were trans-

mitted in the Italian sources of the 1460s and early 1470s, although 

in some instances they show some influence of the Franco-Burgundian 

tradition. These two backgrounds may be explained to some degree by 

the origin of Pav 362 in Savoy. a geographical area rich in both 

French and Italian culture. 2 In such an ambiance, the compiler of 

Pav 362 could have drawn a good part of his repertory from parent 

sources that reflected these divergent influences. We might also 

point out that every reading in Pav 362 deviates in some fashion from 

the versions found in all the concordances. 

In collating the readings of Pav 362 and its concordant 

scurces, we have observed that many of the readings do not contain 

enough important variants to indicate clear-cut manuscript relationships, 

but reflect, instead, a single tradition. This seems to be particularly 

true for pieces--trcmsmi tted in sources of the 1460s and early 1470s--

that apparently circulated only for a decade or so after they were written. 

The readings of other pieces, thoSe that were disseminated over a 

longer period of time and in wider geographical areas, tend to reveal 

more discernible patterns of manuscript relationships, such relation­

ships snmetimes corroborated by diplomatic evidence linking the 

manuscripts involved (see, for example, the commentary for~~ 

~ P-layne, (No. 17 in Pav 362). A notable exception is .!::;:_ ~ 

2Regarding the geographical boundaries of Savoy in the 
fifteenth century, See Chapter TT, footnote 12. 
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~ guerdonne" (No. 23), a ~that circulated for over three 

decades in Italian, Franco-Burgundian, and Gennan manuscripts, yet 

that has come down to us with almost identical readings in all the 

sources. 

In Table V, we list the manuscripts that contain pieces 

found in Pav 362. The data show that the Italian sources, Ber 78.C.28, 

Esc IV.a.24, Par 2973, Par 15123, and SevPar, with from nine to 

eleven concordances each, claim the highest number of pieces in common 

with Pav 362. This represents almost fifty per cent of the Pav 362 

repertory for which concordances are extant in other sources, and 

almost twenty-five per cent of the total Pav 362 collection. Table 

V also reveals that a significant amount of the repertory shared by 

Pav 362 and other sources (thirty per cent) is found in the Franco­

Burgindian manuscripts, Wolf 287 and Wash L25, these manuscripts 

having seven and six pieces, respectively, in common with Pav 362 

(the same percentage of concordances is also found in the Neapolitan 

sources, MC 871N and Mel). Noteworthy is the fact that the Savoyard 

manuscript, Par 2973, is the only source that transmits a piece that 

is shared by Pav 362 and one other source only. SevPar and Par 15123 

each transmit two pieces that are shared by Pav 362 and one other 

source only, one of these,!!{, fortune, (No. 29 in Pav 362) coming 

down in these two sources and Pav 362. We may now turn to the 

relationship between Pav 362 and the various manuscript traditions of 
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TABLE V 

Sources Providing Concordances for Pieces in Pav 3623 

Pieces in Pieces in Source, 
No. of Inventory No. Source and Pav 362, and One 

~ Concordances in Pav 362 Pav 362 Onlr Other Source Onll 

SevPar/I 
10] 

1,5,6,8,11,12, No. S(Esc IV.a.24); 
11 23,24,28,29 No. 29 (Par 15123). 

SevPar/111 I 17 

Esc IV.a.24 10 5,6,7,8,11,23, No. 5(5evPar/l). 
24,37,42 

Par 2973 10 1,3,6,7,8,17, No. 33 No. 32(Me!). 
23.24. 32.33 

Par 15123 10 3,6,8,11,17, No. 29(SevPar/I); 
23,24,28,29,30 No. 30(Flo 176). 

Ber 78.C.28 1,6,7,8,12,13, 
23,24,28 

MC 871N 8,17 ,23,24,28, 
37,40 

Wolf 287 2,6,17,23,24, No. 2(Por 714), 
28,42 

Me! 3, 7 ,8,17 ,28,32 No. 32 (Par 2973) • 

Wash 125/I ~] 6 
3,6,11,(23)~ 28,42 

Wash 125/II 17 

Mun 351a 5 6,8,12,37,42 

Por 714 5 2,6,23,24,28 No. 2(Wolf 287). 

3Manuscripts providing only one concordance are not 
significantly related to Pav 362, and citations for them are 
not provided in this Table but are given in the individual Tables 
of Concordances in Chapters V-VII, The designations ''Wash L25/l," 
"Wash L25/II," "SevPar/I," and "SevPar/III" are explained in the 
discussions pertaining to the individual manuscripts. 

4This piece is wanting in the source, but listed in the 
index. 
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Dij 517 45 

Rome 1411 

F1o 176 

F1o 2356 

F1o 2794 

Tr 90 

Bo1 Q16 

Cop 17 

Niv 

Per 431 

Rome XIII. 27 

Tr 93 

so 

TABLE V (continued) 

3,17 ,23,40 

11,13,24,42 

3,6,30 

(3). 4 6,17,20 

11,17,23 

1,23,24 

(8). 4 17,40 

12,28 

3,20 

17,23 

17,23 

24,28 

No. 30(Par 15123). 

No. 20(Niv]. 

No. 20(F1o 2356]. 

5A fifth piece, related to No. 10 in Pav 362, is discussed at 
pp. 225-226. 
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the second half of the fifteenth century. 

Manuscript Date of ComEilation Concordances 

SevPar 1470s to early 1480s 
6 

11 

Esc IV.a.24 1460s 
7 

10 

Ber 78.C.28 1460s 8 

MC 87JN Early 1480s 
9 

Me! ea. 1473-1475'10 

Bol Ql6 By 1487 ll 

Per 431 Early 1480s 
12 

Atlas has shown that a manuscript tradition seems to have 

6 See Atlas, Cappella Giulia, pp. 212-213. Regarding the 
dating of this source, see comments in this chapter. 

7 
Hanen, in ''The Chansonnier El Escorial, 11 pp. 28, 44-45, 

notes the special repertory and similarity of readings shared by Esc IV a. 24 
and MC 871N and the diplomatic evidence that relates this source to Naples. 
She observes that, even though a strong case for Milan is offered by the 
presence of pieces associated with members of the Sforza family, the 
Neapolitan e.ridence outweighs any Milanese claim to the source. See 
also, Atlas, Cappella Giulia, pp. 242, 293. 

B See Atlas, Cappella Giulia, pp. 234-235, in which he summarizes 
the findings of Reidemeister regarding the possible Florentine origin of 
the manuscript and points to evidence indicating Neapolitan provenance. 

9 
See Isabel Pope, "The Musical Manuscript Montecassino N871," 

Anuario ~· XIX (1966), p. 126, and Atlas, Cappella Giulia. p. 248. 
10 

In his forthcoming edition of the Mellon Chansonnier, Leeman 
Perkins has amassed convincing evidence to show that Mel was probably 
compiled by Tinctoris as a gift for his patroness, Beatrice of Aragon, 
daughter of the King of Naples. Perkins reasons that Mel was probably 
compiled between 1473, when TinctoTis is pl'esumed' to have come to 
Naples,and the summer of 1475, when Beatrice was officially betrothed 
to Matthias Corvinus. We wish to thank _Pro£. Perkins for making this 
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begun in Naples in the 1460s, exOmJ.!liHed by the sources Ber 78.C.28 

and Esc !V.a.24, and continued during the 1470s and early 1480s with 

Mel, MC 871N, SevPar, and Per 431. The last source belonging to this 

tradition appears to be Bol Ql6. The relationship among these manu­

scripts is borne out by the close agreement of many of their readings. 13 

The readings of several compositions shared i>y Pav 362 and 

the NPa!"loliT.an suurces indicate that, although Pav 362 is not directly 

related to them, its readings tend to be more closely related to those 

of this group of manuscripts than to those of the Franco-Burgundian 

sources (see conunentaries for Man seul pleysir (No. 6), ~prison 

(No. 11), ~taus biens playne (No. 17), Q. ~ ~ (No. 24), and 

Gard:s ~ treit (No. 40)). The readings of~ tous ~ playne (No. 17) 

point to a direct relationship among the versions found in Mel, 

MC 871N, Bol Ql6, and Per 431, and the readings of ~ ~ pourroye ~ 

celer (No. 5) and Hora ~. ~ ar~ almost identical in the 

/ 
Neapolitan sources. The readings of _!z. ~ infortune (No. 37), 

material available to us before publication date, which is expected 
to be in the summer of 1978. 

11This date refers to the main portion of Sol Ql6 (in which are 
found the two Pav 362 concordances) that was completed in 1487 by 
Marsilius, its principal scribe. See Atlas, Cappella Giulia, pp. 235-
236, in which he summarizes the findings of Pease, Fuller, and Haberkamp 
regarding the provenance of Bol Ql6 and in which he mentions the possi­
bility of a Roman o-rigin. 

12 rbid., pp. 253-254. 

13~.' pp. 248-249, 258. 
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instead~ show a closer relationship between the versions in 

Pav 362 and MC 871N than between the version in either of these 

sources and the one in Esc IV.a.24, the latter manuscript trans-

mitting a quite different contratenor. A variant transmitted only 

by Pav 362 and SevPar in ~prison (No. 11) suggests a possible 

conunon derivation of their readings. 

SevPar provides the highest number of concordances for 

Pav 362, including three of the five pieces that are found only in 

Pav 362 and two other sources only. Although SevPar has been dated 

from about 1480, the repertory it shares with Pav 362 is a relatively 

early one. all of these concordances being found in sources that 

date from the 1460s or the 1470s. Most of these pieces shared by 

Pav 362 and SevPar are inscribed in a section of .SevPar which we believe 

was probably compiled in the 1470s and which, in any event, was drawn 

from one or more parent sources that date from the 1460s or early 

1470s. The reasons for this opinion are summarized here. 

In his investigation and reconstruction of SevPar, Plamenac 

briefly discussed three of the most important copyists involved in the 

compilation of this manuscript 14 (See Table VI for a summary of 

his findings). 

14Plamenac, "A Reconstruction of the French Chansonnier," p. 513. 
Plamenac notes that Higinio Angl~s. in "El Chansonnier francais de la 
Colombina de Sevilla,"Estudis Universitaris Catalans XIV (1929). pp. 
227·258, distinguishes at least eight hands 1.nvo1ved in the preparation 
of the manuscript. Alice Moerk, in "The Seville Chansonnier: An 
Edition of Sevilla 5-1-43 & Paris N.A. Fr. 4379 (Pt. 1) , 11 PhD. dissertation 
(West Virginia University, 1971), pp. 12-13, attempts to distinguish the 
different hands. but she attributes signatures m and n to the wrong 
copyist. - -
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TABLE VI 

Principal Scribes of SevPar 

~ Signatures and Foliation 

II 

III 

Signatures a, b, £• ~. 
and elsewhere -
(quinternions) 

Most of signatures e, f, 
h, k, part of o, and -
etsewhere (sexternions) 

Most of Signatures m and 
n and elsewhere -
(sexternions) 

Fat, diamond-shaped 
noteheads. French texts 
are corrupt. Scribe 
probably an Italian. 

More three-sided, Gothic 
noteheads. Full texts. 
Scribe probably a Franco­
Fleming living in Italy. 

Elongated, oval noteheads. 
Incipi ts only. Scribe 
probably an Italian. 

Nine of the eleven compositions common to Pav 362 and 

SevPar are inscribed in signature !!_ (but not in the same order as 

they are found in Pav 362), and a tenth piece is found in signature i· 

All these pieces were copied into SevPar by Scribe II. In fact, all the 

pieces in SevPar that have concordances in Ber 78.C.28, Esc IV.a.24, 

and other sources dating from ea. 14 70 or earlier are found only in 

the signatures compiled by Scribe II, particularly in signatures ~· !._, 

and h. 15 On the other hand, pieces having concordances in sources dating 

from the 14 70s or later are found in the signatures prepared by Scribes 

15Hanen has noted a "striking" resemblance between the Gothic 
hands of SevPar (that is, Scribe II of Table VI) and Scribes I, II, and 
IV of Esc IV. a. 24, and she has suggested that further investigation of 
this and other diplomatic characteristics of the two sources may reveal 
a direct relationship between them ("The Chansonnier El Escorial/' p. 37). 
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I, 11, and most of the other copyists who contributed to this 

course. 16 

We have had the opportunity to study the Paris fragments 

of SevPar, and have been able to reconstruct two watermarks from 

segments found in these portions of the source (see Table VII). 

TABLE VII 

Watermarks Found in Paris Fragments of SevPar 

~ ~ Watermark 

e2r -ell v I! Prelate's hat (Briquet 3387) 
f4r -fl2v I! Prelate's hat (Briquet 3387) 

h2r -hll v I! Prelate's hat (Bri~uet 3387) 

n2r -nll r Ill Column with crown (Briquet 4411) 

ol r -ol v I! Prelate's hat (Briquet 3387) 

The prelate's hat, associated with Scribe II and the earlier 

repertory of SevPar, is most closely identified with Briquet, No. 3387, 

found on a document from Florence that dates from 1465~ 7 Two almost 

identical watermarks are found among the papers manufactured by 

Fabriano ea. 1459; these watermarks are illustrated in Zonghi as 

16.rhe twelfth piece conunon to Pav 362 and SevPar (De tous 
biens~~ No. 17 in Pav 362) is found in SevPar in signature.!~ 
inscribed by a fourth copyist. As we have stated earlier, this piece 
may be a later addition to Pav 362. In any event, it circulated in 
sources dating from the 1470s (including the Neapolitan manuscript, 
Me!~ compiled between ea. 1473 and 1475). 

17Briquet, Les Filigranes, I, p. 224. 
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Nos. 970 and 972. 18 

The column surmounted by a crown, found on the paper 

used by Scribe Ill, most closely resembles Briquet No. 4411. This 

symbol is found on a document from Mace rata ( 1460) and on papers· 

from Rome, Volterra, Naples, Udine, Florence, and Venice that date 

from ea. 1460-1498. 19 It is also found among the watermarks of 

Fabriano (Zonghi No. 1484, dated ea. 1469). 20 

Obviously, final conclusions regarding the original 

preparation of SevPar must await a study of the watermarks and other 

features of the larger portion of the manuscript housed at Seville. 

Fro!!! the results of this preliminary investigation, we tentatively 

propose that signatures ~· i_, and !!_.probably represent the oldest layer 

of SevPar. The repertory in these sections (which includes all but 

one of the Pav 362 concordances) obviously has been drawn from parent 

sources that antedate the parent sources of the repertory prepared by 

the other scribes. The paper used by Scribe IT for the compilation of 

these signatures seems to have circulated from ea. 1459-14 75, while the 

18E. J. Labarre, Ed., Zonghi'~~· ~ 
chartae papyraceae ~ illustrantia, III (Hilversum, 1953), 
p. 141. A somewhat similar prelate's hat of smaller dimensions 
is found among the watermarks compiled by Nicola Barone from 
Neapolitan documents dating from the thirteenth through the fifteenth 
centuries in ''Le filigrane delle antiche cartiere ne' documenti dell' 
archivio di stato in Napoli dal XIII al XV seco1o," Archivio storico 
~~ provincie napo1etane, XI (1886), p. 94, No. 61. This wateliiiark 
is found in papers dating from 1468-1470 (p. 83). 

19Briquet, ~ Filigranes, I, p. 269. 

20tabarre, Zonghi 1~ ~. No. 1484, dated ea. 1469 
(p. 141). 
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paper used by Scribe III for signatures !!!. and !!. circulated for a 

much longer period of time, from ea. 1460 to well into the 1490s. 

The paper used by Scribe I has yet to be investigated. That Scribes 

II and I worked together at least part of the time is suggested by 

the fact that in three compositions the superius is inscribed by one 

of them and the lower voices by the other. 21 It is possible that Sev-

Par originally began with Scribe II 's signature ~· in which the 

opening pieces are quodlibets, an arrangement not unlike that of 

Esc IV.a.24, which also begins with a quodlibet. 22 Scribe I may 

have rearranged the order of the fascicles, creatin~ a new beginning 

with the index and the treatises. We suggest that signatures !.• i_, 

and!!, (which we designate as Layer I of SevPar or, simply, SevPar/I) 

were probably compiled in the earlier 1470s, and that the source 

continued to grow during that decade. Signature E.• the last sig-· 

nature in SevPar, no doubt represents the latest layer of SevPar, 

probably dating from the beginning of the 1480s. 23 

v 21Jhese pieces are found at fols. hl2v-jlr, jl2v-klr, 
and nl2 -ol . 

22see footnote 15 above citing Hanen' s observations of 
a possible direct relationship between the two sources. See Chapter 
V of this study regarding the quodlibets in these chansonniers. 

23None of the pieces in Signature r has incipits in the 
extant pages of the index, indicating that this signature was 
probably prepared at some time after the completion of the index. 
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Pav 362 and the Florentine Sources of the 
Late 1470s and Early ~ --

Manuscript Date of Compilation Concordances 

Par 15123 By ea. 148424 10 

Flo 2356 Early 1480s25 

Flo 176 Late 1470s 26 

That these three Florentine manuscripts are directly 

related to each other is indicated by the large number of concordances 

shared by them, many of which are found only in these sources; by 

the agreement of some of their readings; and by diplomatic evidence 

linking Flo 176 and Flo 2356. 27 Atlas has pointed out that Par 15123, 

and to a lesser degree, Flo 176 and Flo 2356, played a major role in 

the transition from the Neapolitan tradition of the 1470s to the 

Florentine tradition of the 1490s. 28 

24see Atlas, Cappella Giulia, pp. 254-255. 

25Ibid. , p. 256. 

26Ibid., pp. 246-247, 256. 

27Th,i9., p. 246-247, 257. See also Dragan Plamenac, "The 
'Second' Chansonnier of the Bibl ioteca Riccardiana (Codex 2356) , 11 

A.nnales musicologiques~ II (1954), p. 113, and Joshua Rifkin, 11Scribal 
Concordances for Some Renaissance Manuscripts in Florentine Libraries," 
~ .2£. the ~Musicological Society, XXVI (1973), pp. 318. 

28Atlas, Cappella Giulia, p. 255. We might add that Hanen has 
pointed' out that the readini'SOT""the eighteen pieces common to Esc IV. a. 24 
and Par 15123 are exceptionally close and that the two sources share four 
pieces that are found nowhere else ("The Chansonnier El Escorial," p. 39). 
Perkins has observed that Par 15123 provides the highest number of 
concordances for Mel (The ~ Chansonnier, in press). 
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In general, the readings of the pieces shared by Pav 362 

and the three Florentine sources reflect a single tradition of 

transmission to which the Neapolitan sources and Pav 362 belong 

(see ~ ~ pleysir (No. 6), ~~(No. 8), ~prison (No. 11), 

~~biens playne, (No. 17), .!!!_ ~ ~ guerdonne' (No. 23), 

Q. ~bell a (No. 24), and !!(', ~ (No. 29)). In particular, the 

readings of!:.'~ banny (No. 3), ~!!.!:!:.!. pleysir (No. 6) ,and 

~ ~ ~ dueil (No. 30) reveal that the Florelttine versions are 

directly related to each other. The readings of!:.'~~ (No. 3) 

point to a closer relationship between the version in Pav 362 and 

the one transmitted in the Franco-Burgundian source, Niv, than between 

the one in Pav 362 and those in the Florentine source. The reading 

of~ avenir (No. 20), transmitted only in Pav 362, Niv, and 

Flo 2356, is almost identical in all three sources. 

In this group we include Par 2973, Por 714, and Rome 1411. 29 

The relationship between Pav 362 and each of these manuscripts is 

discussed separately, since none of the latter three sources is directly 

related to the other. 

29 Although the Savoyard provenance of Par 2973 and the 
probable Savoyard provenance of Pav 362 place these two sources in a 
category that might be termed "Italo-French, 11 we have considered them 
as"Jtalian" sources. 
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Manuscript Provenance and Date of Compilation Concordances 

Par 2973 

Par 714 

Savoy- ea. 1470-147630 

Ferrara - 1450s or l46os 31 

Rome 1411 Italy - Most likely, before 
ea. 145032 

10 

Pav 362 and Par 2973 appear to be the only extant chansonniers from 

Savoy dating from ea. the early 1470s. Each of them transmits a small 

repertory (44 pieces), of which approximately one-third is Italian 

30The Savoyard provenance of Cord has been demonstrated b~ 
Edward L. Kottick, who dates the manuscript from ea. 1470-1476 
(see "The Chansonnier Cordiforrne," Journal of the American Musicological 
Society, XX {1967), pp. 10-27, and The Unica in the Chansonnier 
Cordifonne (Rome, 1967), pp. ix-x. 

31Nino Pirrotta has proposed that Par 714 was written at 
Ferrara no later than ea. 1450 ("Two Anglo-Italian Pieces in the 
Manuscript Porta 714," Speculum musicae ~: Festgabe fUr ~h 
~ ~ ~· Geburtstag (Munich, 1970). p. 55 ff.). Lewis Lockwood 
has concurred with this dating, suggesting that the source may represent 
a didactic compilation for Isotta d' Este ("Dufay and Ferrara," Du fay 
Quincentenary Conference (New York, 1976), pp. 6-7. In his forthcoming 
article, "Robertus de Anglia and the Oporto Song Collection,'' to be 
published in Source ~~the Interpretation 9.!. Music: ~ ~ 
Volume to Thurston Dart,David Fallows discusses the dating, provenance 
ail'dC'Onte'nts of Por 714 at length. He proposes that Par 714 was 
compiled about 1460, or possibly a few years later, at Ferrara 
or a nearby area, on the basis of the repertory of the source and 
evidence concerning the presence of Robertus de Anglia in Italy during 
that decade. We wish to thank Prof. Fallows for making this article 
available to us in advance of publication. In an earlier article, "Two 
More Dufay Songs Reconstructed," ~ ~. III (1975), pp. 358-360, 
Fallows has suggested that Dufay's §E. triumphant de cruel dueil, an 
unicum in Par 714, may have been intended as a deploration for Binchois, 
who died in 1460. On the basis of the similarity of readings common to 
Pav 362 and Par 714, and the presence in Par 714 of chansons reflecting 
Dufay's later style, we believe that the manuscript was probably compiled 
after 1450. If, as Pirrotta and Lockwood propose, Par 714 was intended 
as a presentation item, the black notation could have been utilized for 
decorative purposes or to simulate an archaic style. 

32see Johannes Wolf, Geschichte der Mensura!-~~ 
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in Par 2973 (14 pieces) and approximately one-sixth is Italian in 

Pav 362 (7 pieces). While the Italian repertory of both sources is 

similar (in fact, five of the ten works shared by the two sources are 

Italian pieces), the somewhat later French repertory of Par 2973, 

1250-1460, I, pp. 192-193, in which he lists the contents of Rome 1411 
&nernO't'e'S the similar repertory of Mun 3192; Jeppesen, La Frottola, I, 
p. 92, in which he explains that its four gatherings coii'Si~double 
leaf and three quaternians; ·and Pirrotta, "Ricercare e variazioni su 'O 
rosa bella' , 11 p. 64, in which he discusses the manuscript in relation 
to its transmission of two settings of 0 rosa bella. Wolf and Jeppesen 
suggest that the source was compiled befo"'T'eCa. 1450; Pirrotta mentions 
that it contains French songs that circulated in Italy ea. 1440. All 
three scholars cite the inscription found on f. lv which reads, "Questo 
libro de Musich~ fu donate a Piero de Archangelo de li Bonaventuri da 
Urbino dal Mag. 0 Piero di Chosimo de Medici di fiorenza." 

We take the opportunity here to describe the handsome illumination 
on f. 2v that also associates the manuscript with Florence and Urbino. 
A crowned black eagle on a gold diadem, from which flows a canopy of 
azure and gold diagonal sections, the topmost gold field bearing a small 
black eagle, supports a shield divided into four quadrants. The upper 
left and lower right quadrants display gold and azure· diagonal stripes 
with a tiny black eagle in the upper gold field of each quadrant; the 
lower left and upper right quadrants display six red palle surmounted 
by one blue palla, in fields of gold. The azure and gold quadrants resemble 
the coat-of-arms of a shield found on a document belonging to FedeTico 
da Montefeltro (became Duke in 1474); they also resemble two quadrants 
of a shield displayed in a manuscript belonging to Oddantonio da 
Montefeltro, first Duke of Urbino (d. 1444). These two shield are 
described and illustrated in Adriana Marucchi, "Stemmi di possessori 
dei manoscritti conservati nella Biblioteca Vaticana," Melanges Eugane 
Tisserant, VII. Studi e testi, 237 (Rome, 1964), pp. 75-95. Unfortunately 
the illumination found-iii"Roiiie 1411 is not among the items discussed by 
Marucchi. Descriptions of the arms of the Montefeltro of Urbino are also 
found in John W. Bradley, ~Dictionary£! Miniaturists, Illuminators, 
Calligraphers, and Copyists (London, 1887-1889), Ill, pp. 343-344, and J. 
Dennistoun, ~~!!!!_Dukes £.!. Urbino (London, 1859), I, pp. 155-160. 

~::i f~a~~~i~r~~~~i~~o~h~h!e:~:e P~} 1;i~~r~~n~~~~i ~i~i~~e t~~e M~~~~i 
~does not contain the fleur-de-lys that the Medici adopted in 1465, 
Wliei~Louis XI of France gave permission to Piero to use the symbol, the 
illumination in Rome 1411 no doubt dates from before that year (see 
Marucchi, ''Stemmi dei possessori dei manoscritti, 11 p. 87). The arms 
of the Medici family before the time of Lorenzo the Magnificant are 
also described in G. F. Young, '!h!! Medi£.h {New York, 1924). I, pp. 
185-186, Bradley, !!_Dictionary .!!f Miniaturists, II, p. 292, and numerous 
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which includes compositions by Busnois and Caron (whose works 

appear for the first time in sources of the 1470s) indicates that 

Par 2973 was probably compiled a few years later than was Pav 362. 

Pav 362 and Par 2973 have a high number of pieces in common, 

one, Q_ pellegrina, ~~(No. 33), found only in these two sources 

and another,Dona gentille (No. 32), found only in Pav 362, Par 2973, 

and one other source (Me!). The musical readings of the works shared 

by Pav 362 and Par 2973 are generally close, especially those of 

pieces that had limited circulation, although the textual readings 

sometimes divergent. 
/ 

In Terriblement suis fortunee (No. 1) and Hora 

' cridar, ~ (No. 7), Pav 362 and Par 2973 stand apart from the other 

sources in the transmission of common variants in the contratenor. 

The significant agreement in the readings of Par 2973. and Niv, and to 

some extent Pav 362, of one piece shared by them, h 1 ~ ~ (No. 3 

in Pav 362) suggests a likely derivation of this reading from a northern 

parent source. 

writings on the Medici history. Whether the illumination was entered 
into the source at the time of its compilation, or whether Piero acquired 
the manuscript from a former owner and added it later, is still to be 
determined. The repertory and style of the scribe of Rome 1411 is 
very similar to that found in the fragment Mun 3192, a source which Rehrn 
has suggested probably was compiled in France (Wolf gang Rehm, Ed., Die 
~.V~~ ~ (Mainz, 1957), p. 7*). However, two clues 
indicate that Rome 1411 was prepared for an Italian patron: (I) the 
opening piece is set to Italian words; (2), the source contains one 
of Dufay's few songs with Italian text, La dolce vista, not likely 
intended for a Franco-Burgundian patron.-----
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The readings of pieces conunon to Pav 362 and Por 714 

do not reveal any discernible relationship between the two sources. 

While the Par 714 readings agree generally with those of the 

concordant manuscripts (particularly those of Ber 78.C. 28), no 

clear-cut relationship can be detennined among their readings. One 

piece, ~~ leysse ~.!!.~(No. 2 in Pav 362), is found only 

in Pav 362. Por 714, and Wolf 287. The close agreement among the 

three readings may hint at a common northern parent source. 

Like Por 714, Rome 1411 is written in black and red 

notation on parclunent and contains nineteen secular pieces, but 

unlike the former source, Rome 1411 emphasizes a repertory of the 

Binchois and earlier Dufay generation. 33 Two of the four pieces shared 

by Pav 362 and Rome 1411 are Binchois compositions (Pour prison, No. 11 

and~~ chante, No. 13), and one is by Oufay (§!._.!!,face !r. E.!.!!.• 

No. 42). The fourth is the Dunstable/Bedyngham version of Q. .!:.2!!. 

~(No. 24). These works represent the earliest repertory of 

Pav 362. The tenor of an unicum in Rome 1411 has been found to be 

related to the tenors of two unique combinative chansons, one found in 

Esc IV.a.24, the other in Pav 362 (see commentary for No. 43 in Chapter 

VI). 

33The manuscript contains thirteen compositions with attributions 
to Binchois, three pieces credited to Dufay, two anonymous two-part 
songs, and two settings of 0 rosa bell a, one attributed in the source 
to Ciconia and one to "Donstap1e."--
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The readings of the pieces common to Pav 362 and Rome 1411 

show that the Rome 1411 versions are generally in agreement with 

thouse found in the Italian sources of the 1460s, particularly 

Esc IV.a.24 (~prison, No. 11; Q~bella, No. 24; ~.!,!face 

!!X. E!.!!_, No. 42) . The reading of §!_ ~ face ~ ~ (No. 42) shows 

a closer relationship with the version in Esc IV.a.24 than with the 

one transmitted in the Venetian source, Ox£ 213. 34 

Manuscript 

Mun 351 a 

Provenance and Date of Compilation 

Main portion: Leipzig, 1460-1462; 
other entries: Nuremberg and 
elsewhere, 1460s.35 

Tr 90 Major portion: Trent or for y.se 
Tr 93 in Trent, ea. 1460-147536 
Tr 89 

Concordances 

The readings of pieces common to Mun 351a and Pav 362 

34rhe concordance tables for the thirteen Binchois pieces in 
Rome 1411 show that the highest ntnnber of concordances are in Mun 3192 
and Esc IV. a. 24. Rome 1411 and Esc IV. a. 24 have eight pieces in common, 
six of them by Binchois, one of which Seu1e ~ is transmitted in 
these two sources only (concordance figures taken from Rehm,Die Chansons 
~ Gilles Binchois and Hanen/'The Chansonnier El Escorial,"PP. 23-24. 

35see Heinrich Besseler, "Schedel," Die Musik in Geschichte und 
Gegenwart {MGG~XI (Kassel, 1963), columns 1609-1612, in Which he noteS 
that approximately two-thirds of Mun 351a was probably compiled between 
14(;0 and 1462 at Leipzig. Three dates are found in the manuscript: 
"1461" at fol. 43v, "Anno lxvii'' at fol. 139r, and "146511 at fol. 160v. 
Most of Mun 3Sla was cOpied by Dr. Hartmann Schedel, whose handwriting 
is displayed throughout the source. 

36see He11mut Federhofer, ''Trienter Codices," MGG, XIII (1966), 
columns 666-673, who points out that Johannes Wiser, rector at the 
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show that the versions in Mun 351a are more closely related to the 

Italian readings than to the Franco-Burgundian ones; however, the 

readings of Mun 351a are not directly related to those of Pav 362. The 

four pieces conunon to Pav 362 and the Trent Codices are found only in 

Tr 89, 90, or 93 CQ ~bell a, No. 24, is found in all three sources), 

and their readings indicate that the Trent versions are basically the 

same as those transmitted in all the concordant sources. The readings 

of one work, Q. ~ ~ (No. 24), are almost identical in Tr 89, 90, 

and 93, even though optional voices are provided in the individual 

sources. 

Both Mun 351 a and the Trent Codices share the predeliction of 

other Gennan sources of the time for substitute Latin texts (~ 

~ infortun~, No. 37 in Pav 362, shared by Mun 351 a and Pav 362; 

~ servi teur haul t guerdonn/, 2_ ~ ~. and P~ ~ regart, Nos. 23, 

24, and 28, respectively, in Pav 362, shared by the Trent Codices and 

Pav 362). The practice in German sources of providing different contra­

tenors for foreign pieces38 is exemplified by the reading of one 

composition conunon to Pav 362 and Mun 351 a (~ ..!,! face ~ ~· No. 42), 

which comes down in Mun 3Sla with a variant contratenor. 

Cathedral of Trent from 1459-1465 and chaplain for the humanist, Johann 
Hinderbach after 1470, compiled a major portion of Tr 88, 89, 90, 91, 
and 93. Descriptions and thematic indices of Tr 87-93 are printed in 
Guido Adler and Oswald KoUer, Eds., Sechs Trienter Codices. Denkmti.ler 
der Tonkunst in Osterreich (DT0), Bd.---r;r:'TS, (Vienna~. p:-n-rr.­
(errata listedin Bd. 22). fi93 is discussed in R. von Ficker, DTO, 
B~ pp. vi-x. -

38see Eileen Southern, "Foreign Music in German Manuscripts 
of the 15th Century,"~ 2._f !h.e American Musicological Society. 
XXI {1968), pp. 266-267. 
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Manuscript Place and .!!.!!! £!.Compilation Concordances 

Wolf 287 France or Burgundy, 147os39 

Wash L25/I France or Burgundy, 1470s40 
Wash 125/II 

Dij 517 

Flo 2794 

Cop 17 

Niv 

France or Burgundy, 1470~ 1 

France - 1480s 42 

France - ea. 1450-147043 

France - 1460s44 

Eleven pieces in Pav 362 are shared by one or more of 

these Franco-Burgundian sources. The readings of~~ biens 

~ (No. 17) show a direct relationship between the versions 

39Jeppesen has dated Wolf 287 from the 1480s, on the basis 
of his dating of Wash L25/I (~ Kopenhagener Chansonnier, p. xxxvi), 
a dating that is accepted by Brown ("WolfenbUtteler Handschriften/' 
MGG XIV (1968), columns 810-811). Bush has demonstrated that Wash L2S/I 
W8S compiled earlier than Wash L25/II, probably by 1475 (see footnote 
40 below). Since Wolf 287 and Wash L2S/I are directly related by 
virtue of their large common repertory, including the same opening 
piece, the closeness of some of their readinp;s, and the similarity of 
their scribal hands, the two sources were probably compiled in the 
same area and within the same period of time: the Franco-Burgundian 
territories, by ea. 14 75. 

40wash L25 consists of two main portions and a somewhat 
composite third section. Most of the first 71 folios (Wash L2S/I) 
were inscribed by a copyist whose hand resembles that of the scribe 
of Wolf 287; fols. 72v-10lr (Wash L25/II were prepared by a second 
copyist, who also compiled the main portion of Dij and all of Cop 291; 
fols. 101v-149r (Wash L25/III contains music copied by three other 
scribes as well as three fragments written by Copyist I (one of these 
later copyists also wrote down the music of Dij/App (see footnote 41). 
The chansonnier has been discussed in detail in Jeppesen, Oer Kopenhag:ener 
Chansonnier, pp. xxiv-xxxvi and Helen Bush, "The Laborde Chansonnier," 
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in Dij 517, Wash L25/II, and Cop 291, a version to which the readings 

of Wolf 287 and Flo 2794 are related. The Pav 362 readings of this 

piece is not related to that tradition. but to the one that is trans~ 

mitted in the Italian sources. The readings of Man~ pleysir (No. 6), 

Papers read ~~£!_the American Musicological Society i£!_ ~ 
(1946), pp. 56-79. Wash 125/III is discussed in Louise Litterick, 
"The ManuScript Royal 20.A.XVI of the British Library," PhJ). Dissertation 
(New York University, 1976), pp. 76-79. Bush has dated Wash L25/I 
from about 1475 and Wash L25/II from before 1485, contrary to Jeppesen's 
dating of ea. 1470-1480 for Wash L25/II and ea. 1480-1490 for Wash L25/I. 
Atlas has noted that the upper limit for Wash L25/II proposed by Bush 
may be a little late (Cappella Giulia, p. 213). 1itterick has dated 
Wash 125/III from the 1480s, on the basis of repertory and scribal 
relationships with Dij/App and Flo 2794 ("The Manuscript Royal 20.A.XV1," 
p. 79). Jeppesen and Bush suggest a Franco-Burgundian provenance of 
Wash L25; Litterick suggests that the French origin of Wash 125/III 
may point to a French origin of Wash 125/I and Wash L25/II as well. 

41This date refers to the main portion of Dij 517, which was 
prepared by the same scribe who wrote Cop 291 and the second portion 
of Wash L25 (see Jeppesen, Der Kopenhagener Chansonnier, pp. xxiv-
xxxvi, in which he discusses the scribes and suggests France, ea. 
1470-1480 as place and time of compilation. Dragan Plamenac mentions 
the court of Burgundy, ea. 1470-1475 (Dijon, Biblioth"eque publique, 
Manuscrit 517. Facsimile edition. Introduction by Dragan Plarnenac. 
Pti'b1TC'a'tTons-.2f Mediaeval Music<!.! Manuscripts, XII (New York, n. d.), 
p. 3). Martin Picker, in his review of this facsimile edition, 
~£f.~~ Musicological Society, XXVI (1973), pp. 336-340. 
does not discuss provenance or date of compilation; Eugenie Droz, 
Genevi~e Thibault, and Yvonne Rokseth, Eds., Trois Chansonniers 
francais du XVe sie"cle (Paris, 1927), p. xii, imply that the source 
W'asCOiiij)iTe£Tn Fra'ii'Ce in the 1470s (pp. viii, ix); 1itterick, in 
"The Manuscript Royal 20.A.XVI," suggests France, based on the French 
provenance of the small appendage to Dij 517 (fols. 184v-189r 
(187v-192r), which she designates as Dij/App. 

42This provenance and date applies to the sections in which 
are found the Pav 362 concordances. For a discussion of the origin 
and time of compilation of Rice 2794, see Litterick,''Manuscript Royal 
20.A.XVI ," pp. 67-71, and Joshua Rifkin, "Pietrequin Bonnel and 
Ms. 2794 of the Biblioteca Riccardiana, 11 Journal of the American 
Musicological Society, XXIX (1976), p. 28"8,""""ff.- - ----
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Par .!.=, regart (No. 28), and ~.!!~~E.!!!_ (No. 42) reveal 

a direct relationship between the versions in Wash L25/I and Wolf 

287. The Pav 362 reading of No. 28 links it with the version 

in Wash 125/I and Wolf 287. On the other hand, the Pav 362 readings 

of Nos. 6 and 42 are related to the versions transmitted in the 

Italian chansonniers. The readings of_!:'~ banny (No. 3) reveal 

a significant agreement in the versions of Niv and Par 2973 (to which 

Pav 362 is somewhat related) that varies from the readings in the 

other Franco-Burgundian and Italian sources. The readings of the 

other pieces common to Pav 362 and one or more of the Franco-

Burgundian manuscripts reflect a single tradition of transmission 

among all the sClurces. 

On the very last pages of Dij 517, we find, after several 

43This source is not related to the central Franco­
Burgundian chansonniers, but is a fragment containing, for the 
most part, non-secular pieces. For a description of the manuscript 
and analysis of its contents, see Henrik Glahn, "Ein Kopenhagener 
Fragment aus dem 15.Jahrhundert," ~ musicologica ~ 
Jeppesen septuagenario col legis~ (Hafniae, 1962), pp. 61-97. 
The two pieces shared by Pav 362 and Cop 17 (No. 13,3_)~ vostre 
grasse and No. 28, £.!!:.1:!.. regart are transmitted incomplete in the 
latter source, but the extant readings are related to the Italian 
tradition. The transmission of fusae in No. 28 indicates that the 
source may have been compiled closer to 1470 than 1450, the time 
span proposed by Glahn on the basis of notation and watermark 
evidence(p. 62). 

44Besseler has noted that Ni v is an earlier source than 
Dij 517 and Wash L25, and has suggested it was written by ea. 11 1460" 

~;~;~~~!:i Th~i t ~ ~~~~~~s~~ 'th~· m~~~!~;~~~· i~n~g~~~) ~nd who was 
preparing an edition of the music, expressed the opinion that Niv 
was quite likely compiled in France, possibily as early as the 1460s 
(this statement was made in a private interview in Paris, in October, 
1973). 
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blank folios, a textless duo in a hand unrelated to those of the 

rest of the manuscript. This music turns out to be the superius 

and a related tenor of~~ parle"s--!!f, molinet (No. 10). the 

most carefully inscribed composition in Pav 362. If, as we believe, 

the composer Loyset Comp~re was involved in the composition of this 

piece, his presence at the French court in the 1480s may account 

for its insertion at the end of Dij 517 following two of his 

compositions in Dij/App. On the other hand, the piece may have been 

copied into Dij 517 long before the addition of Dij/App. A possible 

clue may be sought from the presence in Dij 517 of a chanson by the 

same Jean Molinet45 whom we believe wrote the texts of Vous ~ 

' ' paries--~, ~that is related to the textless duo in Dij 517. 

In conclusion, the following points may be summarized 

regarding the Pav 362 readings. Some pieces shared by Pav 362 

and its concordant sources are almost identical in all the versions, 

pointing to a single tradition of transmission for these works. 

A larger proportion of the readings stand in general agreement with 

those of the Neapolitan and Florentine concordances. The 

manuscript with which Pav 362 seems to have the closest relationship, 

from the point of view of Italian repertory and close agreement of 

several readings is the Savoyard source. Par 2973; the manuscript 

with which Pav 362 shares the greatest part of its French repertory is 

the Neapolitan source, SevPar/I. Franco-Burgundian influences are 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

70 

found only in the readings of two pieces, and in the presence of 

a group of chansons, some ~. the melodies of which appear to 

be derived from French popular song. At the same time, the Italian 

repertory of Pav 362 and the agreement of the majority of its 

readings with those of the Italian sources place Pav 362 within 

the Italian manuscript tradition. 
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CHAPTER V 

THE FRENCH REPERTORY OF PAV 362 

Thirty-five pieces in Pav 362 have French texts, 1 all but 

three of which are cast in one of the ~fixes that were pOl)ular 

during the middle decades of the fifteenth century (see Table VII). 

TABLE VII 

The Forms of Pieces in Pav 362 
With French Texts 

~~ No. of Pieces Invento!X No. in Pav 362 

Ballade 10, 422 

Bergerette 1, 2, 29, 34, 36 

Rondeau 26 3, 4, 5. 11, 12, 13, 14, 
15, 16, 17. 18, 19, 20, 
21, 22, 23, 25, 27, 28, 
30, 37. 38, 39, 40, 43, 

Undetermined 26, 31, 41 

(44) 

The Table shows that the dominant form ·for the French pieces 

in Pav 362 is the rondeau. Nineteen~ follow the regular~ 

1ro this number may be added No. 44, an incomplete unicum, of 
~hich only a textless superius comes down to us in Pav 362. ~rase 

~~~~~~~~e t~is t~~e~:t:~n;o!~: :~~f:s~~s~u:~:~e~~ fh::r~:pt:~ we have 

2see Chapter VH regarding two pieces with Italian text (Nos. 
8 and 2~) that may be ballades. 
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~for a rondeau guatrain: 3 four lines of text constituting a 

refrain; two lines of new text followed by the first two lines of the 

refrain; four lines of new text reproducing the construction of the 

entire refrain; and a repeat of the entire refrain. The end-rhyme 

scheme of ~very ~ quatrain in Pav 362 is ~- The music consists 

of two units, each containing two phrases of music. The musical and 

textual form of the rondeau ~ may be represented by the letter 

symbols~. the capitai letters referring to refrain text. 

Five ~in Pav 362 are of the cinquain variety, that is, 

the refrain contains five lines of text and the second group has three 

lines. Here, we find a refrain end-rhyme scheme of ~- Two 

rondeaux in Pav 362 are !aye's, in which shorter lines of text alternate 

with longer ones. Both of these pieces have six-line refrains with the 

rhyme scheme aabaab. 4 

The ballade as a chanson forme fixe lost favor during the 

fifteenth century, S and the two ~ w-ith French text in Pav 362 

do not reflect the typical repertory found in sources of the time. One 

3Two ~quatrains (Nos. 19 and 43) are combinative 
chansons and are discussed in Chapter VI. 

4The rondeaux ci~quains in Pav 362 are Nos. 5, 11, 12, 23, and 
37. The two rondeaux 1av s are Nos. 14 and 16. All the other rondeaux 
are quatrains~isc~ssions of the rondeau forms that were prevalent 
in the fifteenth century, see Gas ton Raynaud, Rondeaux et aut res Poe"sies 
du XVe siE;cie (Paris, 1886), pp. xxxv-li, and Helen Hewltt~ --­
!larmonice musiccs ~ ~ (Cambridge, 1946), pp. 43-48. 

5oiscussions of the fifteenth-century ballade may be found in 
Reese, Music in the Renaissance, pp. 14, lS, SS, and Hewitt, Odhecaton, 
pp. sz-ss:--- · ----
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of them, No. 10. has a superius text that appears to have been modelled 

upon a ballade written before mid-century and, in any event, is a 

parody of the heroic poem in ballade fo:nn that was addressed to a 

noble patron (see commentary in Chapter VI). Each of its three stanzas 

concludes with a refrain; a short ~of four lines ends the poem. 

The music follows the standard ballade form; that is, it consists of 

two units, the shorter first rmit being immediately repeated. The con-

eluding portions of both units have musical rhyme. The second ballade 

in Pav 362 with French text (No. 42) is one of the earlier chansons in 

our manuscript. Although the text follows the normal ballade form, 

the music does not have a repeated first section. 

Four of the five bergerettes in Pav 362 follow the regular 

forme fixe for a bergerette ~: 6 a first section consisting of a 

refrain of five (or more) lines; a second section consisting of a three-

line ~ (set to music different from that of the refrain) and a 

three-line ~ (set to the same music as the ouvert); a ~ 

containing the same nwnber of lines as the refrain (set to the music of 

6A bergerette double is one having more than four lines in its 
first section (Raynaud, Poesies, p. lii). Raynaud makes the further 
distinction between bergerette'S doubles ordinaires (with five lines in 
the first stanza) and bergerettes doubles layees (having more than five 
lines in the first stanza (pp. liii-lix). Hewitt, in Odhecaton, 
pp. SO-S3, discusses the construction of the bergerette texts ~n that 
collection, in which she distinguishes the bergerettes ~ from the 
other bergerettes, as those in which short inserts or interpolations are 
found between the lines of text of normal length. ''The end-rhymes of 
these short verses may be essential to the construction of the poem 
or .•• merely echo the rhyme of the preceding verse without disturbing a 
rhyme scheme already complete without the interpolations" (pp. 81-82). 
In Pav 362, bergerettes Nos. 1 and 2 appear to be of the layEfe variety. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

74 

the refrain); and a repeat of the refrain. The musical and textual 

fonn of the beYgerette may be represented by the letter symbols AbbaA, 

the capital letters referring to refrain text. The fifth bergerette 

in Pav 362 (No. 36), is an example of the bergerette !. quatrains, that 

is, one in which the refrain and tierce each consist of four lines of 

poetry. 7 Restori in hJ.s mventory of the texts of Pav 362, treats 

the ~ pars of each bergerette as a separate musical composition, 

although, in his comments regarding Terriblement suis fortun~e (No. I), 

he observes that the text of the second section seems to suggest a 

continuation of the preceding text. 8 

The notation of the five bergerettes in Pav 362 does not 

indicate the ouvert and ~endings of the secunda pars in a uniform 

way. Two of them, Nos. 29 and 34, have no special indications at the 

end of the second section. We asswne, therefore, that the music of 

the secunda~ is sung to the first half of the text of the second 

stanza and then is repeated to acconunodate the words of the second 

half of that stanza. Signs of congruency are found in the superius and 

contratenor toward the end of the secunda ~ of No. 2, and we assume 

that they mark the point at which the performer returns to the beginning 

of the second section to sing the remaining text. 9 Two bergerettes, 

7see Raynaud, Po(sies, p. lii. 

8Restori,"Un codice pavese," p. 381. 

9see commentary for this piece. 
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Nos. 1 and 36, have a short, untexted cadential figure following a 

repeat sign toward the end of the ~ ~· This cadential 

figure probably represents the clos ending, beneath which we have 

placed the last syllables of text of the second stanza. 10 

The French repertory of Pav 362 comprises pieces that were 

composed from as early as the 1430s to approximately the early 1470s. 

The majority of these works probably date from the 1450s and 1460s, 

most of the twenty-two ~probably belonging to the latter decade. 11 

As we have already noted, composers represented include Binchois, Dufay, 

Barbingant, Bedyngham, and Hayne. Poets represented include Charles 

d'Orl/ans (Nos. 6, 13, 40), Le Rousselet (No. 36), and, quite 

probahly, Molinet (No. 10). The contributions of these composers and 

poets are discussed in the individual commentaries fanning part of this 

chapter and of Chapters VI and VII. 

The earlier compositions show stylistic characteristics 

10Robert W. Linker and Gwynn McPeek, in "The Bergerette Form 
in the Laborde Chansonnier: A Musico-Literary Study, 11 JAMS VII (1954), 
pp. 117-120, suggest that the untexted cadential figure5at the end of 
the secunda pars should be treated as rentrements and sung to the initial 
words of the chanson. Edward L. Kottick, in "The Music of the Chansonnier 
Cordiforme, Paris, Biblioth'eque Nationale Rothschild 2973," PhD. dissertation 
(University of North Carolina, 1962), follows this procedure in his 
edition of the bergerettes found in Par 2973 (see Commentary for No. 1 
below regarding his use of this procedure for the bergerette Terriblernent 
~ fortune'C). Eugenie Droz, Yvonne Rokseth, and Genevi"~ve Thibault, 
,eds., Trois Chansonniers Francais du XVe Si~cle (Paris, 1927) treat the 
cadenti'B'f'"'Phrases as second ending-;-o~s untexted postludes. Jeppesen, 
in Der Kopenhagener Chansonnier, considers them as untexted postludes, 
as does Besseler, in Guglielmi Dufay: Opera omnia, VI. The musical 
style of the short cadential figures in the Pav 362 bergerettes would 
suggest that it is appropriate to treat them as texted second endings. 

11see Chapter III and individual conunentaries below. 
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associated with the music of the Binchois generation: triple ("0") meter~ 

non-imitative counterpoint; narrow vocal range in which the three 

voices tend to overlap; under-third, twofold leading-tone, and octave-

leap cadences; and a contratenor voices that functions chiefly as a 

filler voice. 12 Some compositions display features that earnark them 

as the latest pieces in Pav 362, the most obvious characteristic being 

a time signature of duple meter in diminution. One group of chansons 

reflects the transition from the Binchois-Dufay to the Busnois chanson 

style, in which all or most of the phrases are introduced imitatively 

by the two upper voices or by all three voices. 13 In some of these 

works the greater participation of the contratenor in the imitative 

exchange points to the emergence of that voice as an independent part, 

even though its ambitus still overlaps that of the tenor, and its frequent 

melodic leaps still mark it as a primarily filler voice. Cadences con-

tinue to include the under-third variety (sometimes this seems to depend 

upon the personal preference of the scribe14) and, more frequently, the 

octave-leap type, but, in a handful of works, we find examples of a true 

V-I cadence, in which the root of the V leaps to the root of the I in the 

lowest voice. 15 In a number of pieces, some of the older and newer 

style characteristics tend to overlap, rendering hazardous an attempt 

12These pieces include Nos. 11, 12, and 13. 

13These works include Nos. 4, 25, 26, 27, 37, 39, 40, and 41. 

14see, for example, the commentaries for Nos. 6 and 11. 

15see, for example, the medial and final cadences of No. 17. 
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to pinpoint the decade of their composition. In some cases the piece 

may be datable on the basis of biogra-phical data known about its 

composer. More often, the mere fact that a chanson is found in a 

manuscript shown to have been compiled before 1470 has served as a 

criterion for dating it from the 1460s or earlier (see Chapter Ill, 

Tables IV and V) . 

An interesting feature found in .several Pav 362 compositions 

is the popular or folk nature of their melodies. 16 The melodic material 

used in these pieces is markedly triadic with many repeated notes that 

call for syllabic text placement. There also appears to be a closer 

relationship between music and text in some of these works, with several 

examples of what appears to be an attempt at word painting (see, for 

example, commentaries for Nos. 4 and 19). The use of popular melodic 

material in these pieces may reflect the beginnings, in the fifth and 

sixth decades of the fifteenth century, of a trend that was to flower 

some thirty years later, a trend in which composeTS turned to the 

popular song tradition for their art-song materials. 17 

Two pieces in Pav 362 (Nos. 29 and 37) exemplify the early use 

16see, for example, the commentaries regarding Nos. 4, 16, 
19, 25, 41, and 43. 

17For discussions of the use of popular song material in the 
courtly chanson of the second half of the fifteenth century, see Brown, 
~~the~ Secular Theater, Chapter III; Howa:rd M. Brown, "The 
Genesis of a Sty~e: The Parisian Chanson, 1500-1530,'' Chanson ~Madrigal 
1480-1530 (Cambndge, 1964), p. 19 ff.; and Helen Hewitt, Ed., Canti B. 
~~Renaissance Music, II (Chicago, 1967), Introduction-.--
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of the parody technique applied to the chanson. 18 Yet another 

characteristic that may indicate a forward-looking trend in the 

repertory of Pav 362 is the lack of a standard rondeau or other 

forme fixe pattern in three works unique to our source (Nos. 26, 

31, and 41) . It is possible that these compositions may have been 

transmitted in Pav 362 with incomplete forme fixe te.xts and may be 

"normal" t·ondeaux; on the other hand, they may be examples of pieces 

that reflect the emergence of a trend toward freer chanson forms that 

developed later in the century. 

The Individual Chansons --------
/ 

No. l. fols. 17v-19r, Terriblement suis fortunee Anon. 

Concordances 

Music Sources: 

Ber 78.C. 28 

Par 2973 

SevPar 

Tr 90 

Text Sources: 

Ber 78.6.17 

Jard 

Lon 380 

fols. 8v-qr, Anon., "T," -;-;-. 

fols. 54v-56r, Anon., "Terriblement 
suis fortunee," t ;pt ;pt. 

fols. h7v-h8r, Anon., "Terriblement 
suis fortunee," t;x;x. 

fol.286r (No. 994), Anon., -;-;x. 

fol. 125r, "Terriblement suis fortunee" 

fol. 70v, "Terriblement suis fortunee" 

fol. 241 v, "Terriblement suis fortunee" 

18see commentary for No. 37, footnote 120for citations of 
some writings on the early use of parody technique' in secular music 
of the period. 
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Music: 

Adler and Koller, Sechs ~Codices. DTO, 22, pp. 112-113. 

Text: 

Droz and Piaget, ~ Jardin 2!. Plaisance, No. 96. 

L6pelmann, Die Liederhandschrift des Cardinals ~ Rohan, No. 322. 

Reidemeister, Die Chanson-Handschrift 78 C 28, 
~p-:ss:- ----- ~.-

Restori, "Un eo dice musicale pave se," p. 383. 

Terriblement suis fortunle was probably composed no later 

than the early 1460-;, a date suggested by its inclusion in Ber 78.C.28, 

a manuscript that was compiled during the 1460s. That the eh an son (or, 

at least the text), was quite popular is indicated by its being quoted 

as Line 19 of the quodlibet Mon seul plaisir, 19 and by its citation 

in Jean Molinet's ~ d{bat ~ ~ gendame ~ ~ viel ~· 20 

The general contours and cadential structure of a three-part piece 

found in Bol Ql6, which bears the incipit "Terribile fortuna," 

somewhat resemble those of the Pav 362 chanson. It is possible that the 

Bol Ql6 piece may be a free instrumental adaptation of the Pav 362 

19rhc poeJII, consisting of fJUOtations from popular chansons 
of the time, is printed in Jard, fol. lxii with the title "Balade 
faicte de plusieurs chancons. 11 See Droz and Piaget, Le Jardin de 
~. 1I, pp. 112-119, regarding this poem and sOffie()'fits­
musical settings. The poem is also discussed in Maniates,"Combinative 
Techniques in Franco-Flemish Polyphony," pp. 5~-55, 70-73, and in 
Brown,~..!:.!!. the~~ Theater, pp. 260-261. 

20rhe poem is printed in Dupire, Les Faictz ~ dictz ~ 
Jean Molinet, II, p. 616 ff. 
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A comparison of the musical readings of Terriblement suis 
, 
~ reveals that all the readings are fairly closely related, 

and that Pav 362 contains a nwnber of unique variants. Pav 362 

and Par 2973 transmit the same variant in the opening of the contra tenor, 

suggesting a possible common parent source (see transcription, footnote 

1) . All the text concordances, except Pav 362, also seem to follow a 

single tradition. Pav 362 transmits a number of variants in the first 

two stanzas and a different version of the third stanza (see notes 

accompanying our text transcription). 
, 

The musical style of Terriblement ~~points to a 

relatively early date of composition, possibly the 1450s or early 1460s. 

There is frequent occurrence of fourths between the outer voices as a 

result of the contratenor's moving above the range of the tenor. 

Cadences are of the under-third and leading tone varieties. In the 

prima £!.!!..• triple rhythm prevails, in a setting utilizing non-imitative 

counterpoint, Each line of text is underlaid syllabically at phrase 

beginnings, the underlay becoming melismatic at cadential phrase 

endings. In the secunda 'I!!!!• the rhythm changes from triple to duple, 21 

additional contrast between the two partes being achieved by the 

utilization of a somewhat homophonic texture and a greater emphasis upon 

syllabic text setting. 

21AU the musical concordances, except Pav 362, give a time 
signature o£ C f! the second rart of the bergerette. In Pav 362, 
the scribe uses a signature, and notates the sect1on mostly in; 
breves and semibreve . In our transcription, we have treated the ,. as 
a sign of pTOportion, as obviously called for by the scribe. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

81 

A ~ Terriblement suis fortunle, found in two Italian 

manuscripts and attributed in one of them to "Berbingant," utilizes 

the superius and tenor of the Pav 362 Terriblement ~ fortunle. 22 

Daniskas, Meier, and Fox, who have analyzed the Mass, all point out 

the old-fashioned style characteristics of the composition~ 3 Since, 

as we have pointed out, the chanson model is also old-fashioned, its 

inclusion in Ber 78.C. 28 indicating that it was written no later than 

the early 1460s, the composition of the Mass could also have taken 

place some time in the 1450s or 1460s. 

22Nothing is known about the life of 10Berbingant'' 
(Barbingant) , except that he wrote four secular pieces and the 
Missa Terriblement suis fortunle. An anonymous Missa sine nomine 
~ecently been attrib~Barbingant on the basiSOf S'I'iiiiT'irity 
of style and structure to the Missa Terriblement suis fortun~e 
(see Charles Hamrn, ''Another Barbingant Mass, 11 Essays i!!_ Musicology 
(Pittsburg, )969), pp. 83-90. The style of the bergerette, Terriblement 
suis fortune!:_ is not unlike that of the four pieces attributed to 
Barbingant, but one would be stepping on thin speculative ice to 
suggest that Barbingant wrote this bergerette. 

23see Charles W. Fox, "Barbireau and Barbingant: A Review, 11 

Journal of the American Musicological Society, XIII (1960), pp. 92-101, 
and Bernhard Meier, Ed., ~ ~: ~.2!!l!li.a. I (Rome, 1957), 
pp. v-vii, for discussions of the style of the Mass and for citations 
of its sources. Both scholars cite J. Daniskas, 11Een bijdrage tot 
de geschiedenis der parodie-techniek:\ Tijdschrift der Vereeniging 
m_o_r Nederlandsche Muziekgeschj edenj 5 XVII (1948), pp. 21-43. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

82 

No. 2. fols. 19v-21r, Fortune, leysse !!!£l:_.!.!. vie Anon. 

Concordances 

Music Sources: 

Par 714 

Wolf 287 

Text Sources: 

Lon 380 

Music: 

None 

Text: 

fols. 62v-64r, Anon., "Fortune, lasse may 
la vie," t (first stanza and half of 
second stanza only) ;x;x. 

fols. 59v-61 r, Anon., "Fortune, laisse 
may la vie," t;x;x. 

fol. 253v, "Fortune, laisse may lavie" (sic) . 

Restori, "Un cod ice musicale pavese," p. 384. 

Thibaul t, "Un Manus cri t de eh an sons francaises," p. ~51. 24 

Wallis, Anonvmous French~. No. 232. 

Like the first composition in our collection, this chanson 

is a bergerette double layie. A comparison of the text readings has 

revealed that the bergerette poem comes down in all the sources remarkably 

unaltered, except that, in the Pav 362 version, the three concluding 

lines of the ~and £!:..9.!. sections are inscribed in reverse order 

(see notes accompanying our edition of the text). 

24Genevieve Thibault,"Un Manuscrit de chansons fran,.taises a la 
B ibliotheque Royale de la Haye',' Gedenkboek aangeboden ~ !!!.· .Q_. !:.· 
Scheurleer (1926), pp. 347-358.Thibault does not. state from which source 
her modern transcription of the text is drawn, but comments that the 
poem is an old bergerette double for which early musical settings are 
found in Pav 362, Wolf 287, and elsewhere. 
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Restori and Thibault have observed that several chansons from the 

sixteenth centurv set the refrain or the first line of text of ~~ 

leysse !!!£l. _!.!. vie-75 Thibault notes that, although the music of the 

fifteenth-century bergerette does not seem to be utilized in the later 

works, the old poem continued to enjoy some popularity for almost one 

hundred years. In comparing the Pav 362 bergerette with the vocal model 

upon which Attaingnant based his lute and keyboard transcriptions. 26 

we find a certain resemblance in their opening phrases (see Example 1). 

Example 1. (a) opening phrase of superius after Pav 362, Par 714, and 
Wolf 287; (b) opening phrase of superius after Attaingnant. 

(a,), f; J. F I i1 J I J 
., 
I J 11 

@ (lr) 
lg J IJ Jl ·~ $ 

n 
Fen. - Z<. At<. '·~ - M. 

- - - - .2.) 

25see Restori, "Un codice musicale pavese," p. 384 and 
Thibault, "Un Manuscrit de chansons fransaises," pp. 350-351, respectively. 

26Modern transcriptions in Laurencie, L. de la, A. Mairy, and 
G.,Thibault, Eds., ~ ~ luth ~ ~ -~ ~ franljj;ais ~.!Y!:.. 
siecle (Paris, 1934), pp. 2-3, iii"''"Albert Seay, Ed., Pien·e Atf:a~ne-nant, 
TiiiiS'Cription £!. ~ !'2!. Keyboard (Rome, 1961), N0:"""23. 
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A comparison of the musical readings of the fifteenth-

century version of ~. leysse ~ .!!. vie has rev~aled that, 

aside from a few unique minor variants and scribal errors found in 

Pav 362, the chanson is transmitted almost identically in Par 714, 

Wolf 287, and Pav 362. As we mentioned in our earlier discussion 

concerning scribal designations for first and second endings of the 

second ·section of bergerettes, 27 the copyist of Pav 362 uses 

congruency symbols in the superius and contratenor of this piece to 

mark the end of the ~ section of the ~ ~· In Wolf 287, 

the scribe provides a fel'IJlata at the parallel place in the contratenor 

part. In Par 714, the copyist does not give a special symbol to 

indicate the first ending, but, instead, underlays the ~text in 

such a way that the last word of that section, followed by a long dash, 

is placed beneath the note where the signum occurs in the Pav 362 

superius. We assume, therefore, that the special marks in Pav 362 and 

Wolf 287, and the manner of text placement in Per 714, all designate the 

~ ending of the ~ :2!!.!• and the cadential figure that follows 

comprises its .£!2.! ending, and we have underlaid our text accordingly. 

The old-fashioned musical style of ~. leysse ~!!. !!.=.. 

recalls somewhat that of the bergerette that immediately precedes it 

in Pav 362, TP.rriblement suis fortune'e. The straightfoiWard duple meter 

of ~. combined with a simple superius melody that contains a 

n\DRber of repeated notes moving stepwise in semibreves and minims. suggests 

27See pp. 74-75. 
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a folk-song derivation or influence (see, for example, meas. 10-15 

and meas. 44-47). 28 The texture of Fortune is somewhat homophonic, 

with a touch of imitation occurring between the tenor and the 

superius voices at the beginning of phrase four (meas. 25) and in 

the secunda~ (rneas. 43-45). The harmonic sound is somewhat 

old-fa~.hioned, owing to the limited use of imperfect consonances. A 

semblance of melodic rhyme is found in the superius between the 

rhythmically embellished approach to the cadence of phrase one and the 

long, melismatic second ending of the secunda pars (meas. 9-10 and 

60-64) 0 

No. 3. fols. 2lv-22r, ~·~ ~ ~ ~ pleysance Barbingant 

Concordances 

Music Sources: 

Dij 517 

Flo 176 

Flo 2356 

Me! 

Niv 

Par 2973 

Par 15123 

Tinctoris 

Wash 125/I 

fols. 97v-98r, Anon., "L'omme bany,t' t;x;x. 

fols. 54v-5Sr, "Fede," "L'omrne bany," t;x;x. 

(index only) 

fols. 30v-3lr, "Barbingant,'' ''L'omme 
banny," t;x;x. 

fols. 24v-2Sr, Anon., "L'omme banny," t;X;x. 

fols. 29v-30r, Anon., "L'omme banni," 
t (2 stanzas onlv1 :x:x. 

fols. 29v-30r, Anon., "L'homme banni," t;x;x. 

l.!kr imperfectionum notarum musicalium. I, 1, 
fragment, T and CT only, "Barbingant," 
"L'omme banni," x;x. 

fols. 66v-67r, Anon., "L'omme banny," t;x;x. 

28This char~cteristic ~s also foynd in the second se7tio12,s of 
the bergerettes Ternblement su1.s fortunee (No. 1) and Quant James aultre 
bien (No. 36), in which sections t~s change from triplet'O duple. 
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Ber 78.8.17 

Jard 

Par 1719 

Music: 

86 

fol. 1118, Anonq "L'omme bany" 

fol. 62r, Anon., "L'honune banni" 

fol. 87r, Anon., "L'homme bany" 

Coussemaker, Scriptorum, IV, p. 60 (Tinctoris fragment) 

Meier, Jacobi ~: Opera~. 11, pp. 13-14. 

~: 

Droz and Piaget, ~ Jardin ~ Plaisance, No. 22. 

L6pelmann, Die Liederhandschrift des~~ Rohan, No. 294. 

Restori, "Un codice musicale pavese, 11 p. 384. 

The Concordance Table shows that ~~ £!!!!_ banny traveled in 

Franco-Burgundian and Italian musical centers in the 1460s and 1470s. 

Its popularity in southern Italy may have been impelled by Tinctoris, 

a resident at Naples from ea. 1473, who may have been responsible for 

including the chanson in Mel, 29 and who quoted part of its first phrase 

in his Liber imperfectiontun (this quotation is discussed below). The 

text appears to have been independently popular, for it is preserved 

in at least three important poetry collections of the time, as the 

Concordance Table shows. 

A comparison of the musical readings of.!!,'~ banny has 

29see Chapter IV. p. 51. 
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revealed that Pav 362 transmits the piece with a number of minor 

unique differences. Niv and Par 2973 stand together in preserving 

the chanson a fifth higher than do the other source (but see pp. 89-90 

below) . Furthermore~ these two sources give the correct reading of a 

passage in the tenor, two notes of which are given in reverse order 

in the other manuscripts30 (Example 2). 

Example 2. Tenor, meas. 8: (a) NivJ Par 2973; (b) Dij 517, Flo 176, 
Me!, Par 15123, Pav 362, Wash L25/I. 

(,(,) 

R J 11 ?~ r n j 11 

Flo 176 and Par 15123 are closely related to each other, since 

they transmit almost identical musical readings of this chanson, 

including a scribal mistake in the contratenor that is not found in 

any of the other sources (Example 3), 

Example 3. Contratenor, meas. 4: (8.) Dij 517, Me1, Niv, Par 2973, 
Pav 362, Wash L25/I; (b) F1o 176, Par 15123. 

D 

30This scribal error has been pointed out in Fox, "Barbireau and 
Barbingant: A Review," pp. 99·100. · 
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The reference by Tinctoris to!'~ banny is made in connection 

with the theorist's rule that a dotted note (the dot being one of 

augmentation) cannot be imperfected. Tinctoris explains that some 

composers have transgressed the rule and cites, as an e...:ample, the 

opening of the tenor of.!:,'~ banny, in which a dotted longa is 

imperfected by the semibreve that follows it. In comparing our readings 

of the eh an son, we have noted that, of the nine extant versions 

(including the Tinctoris fragment), only four transmit the dotted 

longa that is imperfected (Example 4a). The other five readings 

transmit a long followed by a breve, the breve then being imperfected 

by the semibreve (Example 4b). 

Example 4. Tenor, meas. 1-3: (a) Dij 517, Pav 362, Tinctoris, 
~Jash L25/I (all except Pav 362 are gjven transposed; 
(b) F1o 176, Me1, Niv, Par 2973, Par 15123 (Flo 176, Me1, 
and Par 15123 are given transposed). 

r 

r !I 

A comparison of the text readings indicates that, with regard 

to the first two stanzas of the poem, one and the same tradition was 

utilized in all the chansonniers except Pav 362, in which many unique 

text variants occur. "Ale last two lines of the third stanza seem to 
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be less clearly established, their readings differing considerably 

in the various music and poetry sources (see notes accompanying our 

text transcription). 

We mentioned that l'~ banny is p:i~eserved in Niv and Par 

2973 a fifth higher than in the other sources. Only Niv and Par 2973 

provide a clef sign for all three voices, and Pav 362 gives a clef 

sign for the superius part only. All the other sources provide flats 

in the signature, from which the clef is to be determined. 31 

That the Niv and Par 2973 readings begin on £ in the superius 

and!_ in the lower voices is clearly indicated by their key signatures. 

The superius in Pav 362 presents no question: the G clef shows that 

the first note is .£.· The three flats provided in the tenor and 

contratenor could be interpreted as being flats on i and £_, in order 

to have a key signature consistent with the key of the superius part. 

However, these i flats serve no practical purpose , since no i in the 

lower voices lies outside the Guidonian gamut that would call for an 

f ficta flat. 32 In fact, i'' occurs twice in the superius (meas. 3 

31 In his critical apparatus for this chanson, Meier reports 
(in ~ Barbireau: ~ omnia, II, pp. ii, iv-v), the clef signs and 
signature flats purported to be in the concordances. He states that the 
piece is transposed up a fifth in Niv and Pav 362 (Par 2973 is omitted 
altogether from his concordance table). A comparison of the key signatures 
actually found in each manuscript and the clefs and flats reported by 
Meier show some inaccuracies in Meier' s infonnation. 

32F-flats are found as part of the key signature in Flo 176, 
Rice 2356, and other sources of the period, but they seem to occur only 
in pieces that contain f pitches that lie outside the recognized notes 
of the Guidonian gamut aitd, hence, are considered ficta notes (see 
Reese, ~ :!D t.h_e Renaissance, p. 89, and Edward Lewinsky, "The 
Function of Conflicting Signatures in Early Polyphonic Music," The 
~ Ouarterly, XXIX (1943), p. 254 ff. -
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and meas. 24-25) • but no ficta flat is supplied for this note. 

Nor does any other example of . .!_-flat occur elsewhere in Pav 362, 

either as a signature flat or as an internal accidental. The Pav 

362 scribe could have made a mistake in notating the signature of 

either the superius or of the lower parts, with the result that the 

superius is given in the mode found in Ni v and Par 2973, while the 

lower voices are given in the mode found in Mel and in Par 15123. 

Or the flat was used as a i! sign, and not to indicate extra-gamut 

notes. In our transcription, we have accepted the mode suggested by 

the presence of the G clef in the superius voice. The placement 

of the flats in the signatures of the superius voices of Dij 517, 

Wash L25/I, and Flo 176 could also be interpreted as indicative of 

!!._ signs. 33 

The conflicting attributions for~·~ banny to Barbingant, 

in Mel and Tinctoris, and Fede, in Flo 176, offer no real problem, 

since the ascription given in the former sources are more trustworthy 

33rn g Frottola, I, pp. 15-16, Jeppesen notes the ambiguous 
key signatures found in some of the concordances and wonders whether 
the scribes may have intended the f-flats to serve as warnings that, 
in an f-e progression. the e should be natural, so that a fa-mi and 
not a SoT-f! Guidonian relationship results. --
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than the one found in Flo 176. 34 Besides, the attribution in Flo 176 

appears to be in a later handwriting. 35 

The identity of Barbingant still presents a musicological 

problem. Fox has treated most thoroughly of the confusion relating 

to the identities of Barbingant and Barbireau, and has shown 

convincingly that the names refer to two different composers. 36 

Unfortunately, we have no facts concerning the dates or activities 

of Barbingant. Aside from the attribution of four secular pieces 

and one Mass to Barbingant in the sources, 37 his name is cited by 

Tinctoris on two occasions to point out errors in compositional 

techniques. 38 Barbingant is also mentioned in Cr{tin' s D~ploration 
/ 

(written after 1495) and in d'Arnerval 1 s Li.n_e: ~ U ~ 

34As early as 1941, Bukofzer pointed out the greater reliability 
of Mel and Tinctoris in this respect ("An Unknown Chansonnier of the 
15th Century," The~ Quarterly XXVIII (1942), p. 24). 

35rhe F1o 176 reading contains eight minor unique variants. 
These variants are not significant enough to suggest that the ascription 
to Fede in that source may indicate that this composer reworked the piece. 

36Fox, "Barbireau and Barbingant: A Review," pp. 79-101. 

37rhe secular works are: ~pfoben ~· !:..'~ ~. 
Esperant, and ~ ~ ~ (modern editions and commentaries given 
in Meier, ~~:Opera omnia, II. The last-named chanson is 
also attributed to Ockeghem (in Niv). Fox suggests that the style of 
the piece reinforces the attribution to Ockeghem ("Barbireau and 
Barbingant: A Review," p. 98). However, in a recent infonnal discussion 
of this problem, Plamenac has suggested that Au traveil suis is not 
by Ockeghem but by Barbingant, and will take this position in his 
forthcoming edition of the chansons of Ockeghem. Regarding the Mass, 
see commentary for No. 1, footnote 22. 

38Fox, "Barbireau and Barbingant: A Review," p. 84 ff. 
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(published 1508) , 39 suggesting that, at the least, the composer was 

somewhat well-known in musical circles. On the basis of stylistic 

evidence, and on the basis of the dates of the sources containing 

works by Barbireau and Barbingant, Fox has concluded that Barbingant's 

works date from an earlier time than do the works of Barbireau. 40 

We can add that the proposed dates for the sources containing secular 

works attributed to him indicate that Barbingant was musically 

active in the 1460s and the 1470s. 

No. 4. fols. 22v-23r, ~ ~ ~· chut, ~ ~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori, "Un codice pavese musicale," pp. 384-385. 

39see Reese, Music..!!!. the Renaissance, p. 116. 

4°Fox, "Barbireau and Barbingant: A Review,'' pp. 88-90. 
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This composition, a~ quatrain, is a short (14 

perfect breves), tightly knit work with features that make it more 

interesting than the typical courtly chanson of the fifties and 

sixties. The text is a humorous parody of the languishing poetry of 

the rhe!.oriquers. The singer, instead of expressing his longings for 

the favors of the beloved, addresses a male companion in the second 

person S"iTigular, giving him advice on how to "play it cool" with a 

flirtatious female. Syllabic setting of the words and well-placed 

rests in the music seem to give the song a somewhat theatrical 

quality (Example 5). 41 

Example 5. Superius, ~~mat, ~: (a) phrase 1; (b) phrase 3. 

' (f,) . t I -
7 r ; '' 

41Jeppesen, 1n Der Kopenhagener Chansonnier, p. xxii, cites 
this piece as a sporadic example of word paintJ.ng in the chansonnier 
literature of the third quarter of the fifteenth century. 
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Imitation is an important organizing· musical device of 

~~mat, chut. The opening phrase is presented imitatively among 

the three voices, while the third phrase is beg~n in imitation 

between the superius and tenor parts. The rhythm, but not the melody 

of the fourth prhase, is introduced in imitation. On the whole, the 

three voices move rhythmically at approximately the same rate of flow. 

However, the composer retains the prominence of the top voice by 

juxtaposing its four clearly articulated phrases against the seamless 

texture of the overlapping phrases of the two lower parts. 

No. s. fols. 23v-24r, ~ ~ pourrove ~ eel er Anon. 

Concordances 

Music Sources: 

Esc IV.a.24 

SevPar/I 

Text Sources: 

None 

Musi:c::: 

None 

Text: 

fol. 128r, Anon., S and most ofT missing; CT: 
"Je ne poroye plus durer,n x. 

fols. h5v-h6r, Anon., "Je ne porroye plus 
celer," t;x;x. 

Restori, "Un codice pavese musicale," pp. 385. 

A ~quatrain beginning with the words ''Je ne porroye 

plus durer" is found in the chansonnier Esc V.III.24, at fols. llv-12r. 
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is unrelated to -!!:._~ E£!!~ Pl!Is ££.!!:.r ~ except for the first few 

words of text. In one of the concordances for the Pav 362 piece 

(Esc IV.a.24), the text incipit under the contratenor voice reads 

"Je ne poroye plus durer." Since no other words are preserved in 

the incomplete Esc IV.a.24 version, we have no way of knowing if its 

text was related to the text of the Pav 362 chanson or to the one in 

Esc V.III.24. Since the extant music of the Esc IV.a.24 version is 

concordant with that of the Pav 362 :I!._ ~ pour:oye ~ ~ 

(a ~ cinquain) and not with that of :I!. !!! poroye ~ durer 

(a rondeau quatrain), we suspect that the variant text incipit 

under the Esc IV. a. 24 contratenor is the result of a scribal error and 

that the complete text was like the one transmitted in Pav 362 and 

SevPar/I. 

A collation of the music readings shows that a closer 

relationship exists between Esc IV. a. 24 and SevPar/I than between Pav 362 

and either one of the other two sources. In almost each instance where 

a different reading occurs in Pav 362, variant but identical readings 

are found in Esc IV. a. 24 and SevPar/I (see Examples 6. 7, and 8). 

Example 6. Contratenor, meas. 16: (a) Pav 362; (b) Esc IV.a.24 and 
SevPar/I 

( 1,-) 

1 11 ,. J. fl J fj 11 
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The scribal entry in Pav 362 of the first three notes of meas. 19 

(Example 7) is f:::::p (!!_ • .£_ 1~, obviously an error. The Esc IV.a.24, 

SevPar/I reading of these three notes results in smoother voice 

leading, since, in that version, an augmented fifth between the 

contratenor and the superius on the strong beat is avoided. 

Example 7. Contratenor, meas. 19-20: {a) Pav 362; (b) Esc IV.a.24 
and SevPar/I. 

Example 8. Contratenor, meas. 30-31: (a) Pav 362; (b) Esc IV.a.24 
and SevPar/I. 

l"-) 

it t f f 1 c r c r 11 
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A comparison of the text readings also reveals differences in the 

Pav 362 and the SevPar/I versions. 42 

~ ~ pourroye ~ ~ is one of several chansons in 

Pav 362 that tends to emphasize the technique of imitation as a 

compositional device. The work opens with exact imitation at the octave 

among the three voices at the interval of five breves; such a long 

interval between successive voice entries seems to suggest a structural 

organization based upon the principle of imitation. In phrase two, 

the superius follows the contratenor in imitation at the eleventh above, 

while the tenor enters in rhythmic imitation only (Example 9). 

Example 9. -!!._~~plus celer. meas. 8-10. 

I er), 

A similar procedure occurs at the beginning of phrase three, except 

that the superius follows the contratenor at the interval of a twelfth 

42see notes accompanying text transcription. Since the 
superius is missing in Esc IV.a.24, a comparison of its text version 
with those of Pav 362 and SevPar/I is not possible. 
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above (Example 10). 

Example 10. ~~pourroye ~~. meas. 15-17. 

The_! section (phrase four) is~ introduced imitatively. However, 

in the fifth, concluding phrase, each of the four sub-phrases is 

presented imitatively between the superius and tenor in a climactic 

increase of contrapuntal activity (me as. 25-26, 26-27, 28-29, and 

31-32 of our transcription). 

At times the composer's concern for the imitative procedure 

seems to override his care for smooth part writing, For example, at 

meas. 27, a semibreve rest in the tenor, preceding the imitation of a 

motive introduced by the superius, exposes a fourth between the 

contratenor and the superius (Example 11). At me as. 29-31, consecutive 

fourths occur between the tenor (the lowest sounding voice) and the 

contratenor, when the tenor imitates, at the octave below, a motive that 

has been sung by the superius (Example 12). On the other hand, an 
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Example 11. ~ .!!!_ .pourroye ~ celer, meas. 26-27. 

Example 12. :!..!:_ ~ pourroye ~eel er, meas. 28-31. 
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example of smooth melodic voice-leading is the interrupted suspension 

in the superius at the final cadence (Example 13). 

Example 13. :!!_ !!!_ pourroye £.!!!! .£!.!!.!.. meas. 34-35. 

"' '} r Ff' r ; 

"" 
:r F .I r 

No. 6. fols. 24v-2Sr, ~ seul pleysir Bedyngham/Dufay 

Concordances 

Music Sources: 

Ber 78.C. 28 

Cop 1848 

Esc IV.a.24 

Flo 176 

F1o 2356 

Mun 351. 

Par 2973 

Par 15123 

fols. 20v-2lr, Anon., "M,"-;-;-. 

p. 431, Anon., 11Mon seul plaisir," t;x;x. 

fols. 27v-28r, Anon., nMon seul plaisir," 
t;x;x. 

fols. 58v-59r, 11Duffay," 11Mon seul plaisir," 
t (1 stanza) ;x;x. 

fols. S4v-SSr, Anon., ''Man seul plaisir, 11 x;x;-. 

fols. 22v-23r, "Anon., "Manseul, 11 x;-;-. 

fols. 44v-46r, Anon., 11Mon seul plaisir," t;x;x. 

fols. 69v-70r, Anon., "Mon seul plaisir," 
t(l stanza) ;x;x. 
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Por 714 

SevPar/I 

Wash L25/I 

\'lo1f 287 

Text Sources: 

Ber 78.8.17 

Lon 380 

Contrafacta for Laud;:~: 

Be1c 

Music: 
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fo1s. 59v-60r, "Idem" (refers to citation 
"Bedyngham de Anglia" on fo1. 58v) ~ "Mon 
seu1 p1aisir," t(l stanza) ,x;x. 

fo1s. h4v-h5r, Anon., "Mon seul plaisir," t;x;x. 

fo1s. 65v-66r, Anon., "Mon seul plaisir," t;x;x. 

fols. 41v-42r, Anon., "Mon seul plaisir," t;x;x. 

fol. 82v, Anon., "Mon seul p1aisir" 

fol. 239v, Anon., "Man seul plaisir" 

LXII, sung to text "Nessun piacere ho 
senza te, Gesu," and no. CC XXXIV, "Madre, 
che festi colui." 

Besseler, Guglielmi Dufay: Opera ~ni;;~., VI. p. 108. 

Text: 

Lljpe1mann, Ei:!. Liederhandschrift des Cardinals ~ Rohan, No. 137. 

Restori, "Un codice musicale pavese,'' p. 385. 

Wa11 is, Anonymous French ~· p. 122. 

That Mon seul pleysir had widespread popularity in Italy is 

shown by its transmission in nine? sources of Italian provenance, by 

the inclusion, in Belc, of two~ texts for this chanson, and by 

the presence, in SevPar/I of a duo, the upper voice of which is the 

superius of this song. 43 Although only ~our of the extant sources are 

not Italian, the popularity of~~ pleysir outside of Italy is 

43see Dragan Plamenac, "The Two-Park Quodlibets in the Seville 
Chansonnier," The Conunonwealth qf ~ (New York, 1965), pp. 165-166 
and 179-190, respectively, for a discussion and modern transcription of 
the~-
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attested to by its quotation in munerous French literary and musical 

works, including the morality play, ~ Condamnaction de Banquet, 

two poems by Molinet, and the well-disseminated anonymous quodlibet 

that begins with the first line of the text of this chanson. 44 

The text of~ seul pleysir is by Charles d'Orl{ans, except 

that the first line of the poem found in the collection of Charles' 

works reads "Ma seule. plaisant, doulce joye. " 45 Fallows has noted that 

both the spoken and sung versions of the poem are found in the 

poetry collections, Ber 78.8.17 and Lon 380. He points out that there 

also exists an English version of the text that begins with the words 

"Mi verry joy and most parfi t," and conunents that this version, containing 

ten syllables per line instead of the eight found in the French text, 

seems to fit the music very well. 46 Fallows wonders whether the 

English words might not have been the original text of the chanson, the 

first line of the French sung version representing an adaptation of the 

French spoke!', version that Uetter suited the opening nr,,si c~l !Jhrc~.sf:. 47 

A comparison of.the musical readings of Man seul pleysir has 

indicated that, except for minor individual variants, all the Italian 

44see Brown, Music in the French Secular Theater, 
p. 260, for citations regardlrigiliese and ~usical and literary 
settings of the chanson. Concerning the anonymous quodlibet, see this 
chapter, footnote 19. 

45oavid Fallows, "Words and Music in Two English Songs ef the 
mid-15th Century: Charles d'Orle'ans and John Lydgate," ~Music V 
(1977), pp. 37-40. The poem by Charles d'Orle'"ans is published in 
Pierre Champion, Ed., ~ .2_'0rllans Palsies, II (Paris, 1956~ p. 213. 

46Fallows, "Words and Music in Two English Songs," pp. 38-39. 

47Ibid., p. 40. 
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sources and Mun 35la follow one basic tradition. The readings in 

Wash L25/I and Wolf 287. representing a separate sub-tradition, 

transmit several identical variants that differ from those found in 

the other version. The Pav 362 reading adheres to the one transmitted 

in the basic version, but contains a number of unique variants, including 

what appear to be scribal errors (see notes accompanying our transcription). 

In Besseler's transcription of Man seul pleysir, the contra-

tenor at me as. 26 produces a harmonic seventh and two harmonic 

seconds among the voices. Furthermore, that reading is not found 

in any of the sources. The Pav 362 version of this passage, which is 

given also in all the- concordances, is harmonically correct (see 

Example 14). 

Example 14. Mon seul pleysir, meas. 25: (a) after Besseler; (b) after 
Pav 362 and all concordant sources. 
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The manner of transmission in the sources of the opening 

notes of the contratenor of ~ ~1 pleysir exemplifies how a 

chanson might undergo transfoi'Illation during the period of its 

dessimination (see Example IS). The order of the variants found 

in these sources is not clear. 

Example 15. Contratenor, meas. 1: (a) Por 714, Ber 78.C.28; (b) Mun 3518 ; 

(c) Pav 362; (d) Esc IV.a.24; (e) Wash 125/I, Wolf 287; 
(f) Flo 176, Flo 2356; (g) Par 2973, Par 15123, SevPar/I. 

' (q.) (M ~t) (cl) , 

J ; r t' 11 ~A 1 ·· 11p r r r 11~aF 11 

A variant in the superius of Pav 362, SevPar/I, Flo 176 

and Flo 2356, in which a minim rest replaces the dot found in 

Por 714 and several other manuscripts, points to a possible relation­

ship among the fanner sources (see Example 16). The reading in Mun 351 8 

is defective (Example 16c). We have utilized the reading given in 

Par 714 because it results in a smoother underlay of the text of 

this concluding passage (Example 16b). 
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Example 16. Superius, meas. 25-27: (a) Pav 362, Flo 176, Flo 2356, 
SevPar/1; (b) Par 714, Ber 78.C.28, Esc IV.a.24, Par 2973, 
Par 15123, Wash L25/I, Wolf 287j (c) trun 351 

(f/) 

@JfDJii fJ 
-M. - - ""'"..._.. - ..... 
(.e) 

$J.I]llj 

Some of the differences in the readings reflect the changes 

in musical style that were taking place after mid-century. We find, 

for instance, that the version of Mon ~ pleysir transmitted in 

the earlier sources (Par 714, Mun 3Sla, and the Neapolitan manuscripts 

of the 1460s) present the under-third cadence at important cadential 

pauses, while most of the later sources transform the cadences into 

the VII-I type (Example 17). 

Example 17. Superius, meas. 8-9: (a) Ber 78.C.28, Esc IV.a.24, Mun 351 3 , 

Par 714; (b) Pav 362, Flo 2356, Par 15123, SevPar/I, 
Wash L25/I 1 Wolf .287, 

<HI (t-~ ~ ,11 I J J ]ll --11 fbd J ) I 1 · 11 
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In Wash L25/I and Wolf 287, we find two instances of 

the use of fusae in the superius, the other versions, instead, 

transmitting the passages with a semibreve or with a minim-semiminim-

minim (Example 18). 

Example 18. Superius, meas. 13·14: (a) Wash L25/I, Wolf 287; 
all other sources. 

(o..) 

'® it ~ • "! r 

(t.> 

' J 7 1 J J 1) J]j I\ 

The only other instance of the use of fusae in this chanson occurs 

in Pav 362, where a unique variant in the contratenor transmits fusae 

instead of a minim (Example 19). 

Example 19. Contratenor, meas. 6: (a) Pav 362; (b) all other 
sources. 

('<) 

4 r tJ;r lt 

i) r r r 11 
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Hamm has suggested that ~ seul pleysir dates from ea. 

1454-1474 on the basis of the use of fusae as a distinguishing 

characteristic. 48 Besseler dates this work from the 1440s on the 

basis of its vocal style, a dating also suggested by Fallows. 49 

Since, as we have seen, only the sources dating from ea. 1470 or 

later transmit Mon ~ pleysir with fusae and those from the 1460s 

do not, it is likely that the chanson dates from the 1440s, as 

proposed by Besseler and Fallows, or from the earlier period of 

Hamm's proposed twenty-year span. 

A main problem concerning this composition is the question of 

attribution. A composer is named in only two of the thirteen sources: 

"Bedyngharn de Anglia" in Par 714 and 110uffay" in Flo 176. Bukofzer 

and Fallows accept John Bedyngham as the composer of ~ ~ plevsir. 50 

Besseler, in his edition of the chansons of Dufay, places it among the 

opera dubia, but states that ~ seul pleysir is "certainly a work by 

Bedingham," noting its vocal style of the 1440s. 51 Hamm places the 

chanson among the late works of Dufay:·52 In their respective studies of 

manuscripts that transmit this chanson, Plamenac, Southern, and Bush 

48Charles Hamm, ~Chronology of the ~ £! ~ 
Dufay ~£!!.~Study£.!_~~ (Princeton, 1964), p. 149. 

49Besse1er, Guglielmi Dufay: Opera~. VI, p. xiv, and 
Fallows, "Words and Music in Two English Songs," p. 39, respectively. 

50sukofzer, "Popular and Secular Music in England," New~ 
History£!.~. Ill (London, 1960), p. 129. 

51Besseler, Guglielmi ~: ~omnia, VI, pp. xiv and lxv. 
Besseler also credits Bedyngham with this work in "Bedingham, 11 MGG (195 ) , 
columns 1493-1494. -

52Hamm, ~Chronology of~ Works £.!_ ~ Dufay, p. 149. 
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note both attributions, but keep the question open. 53 

John Bedyngham is a shadowy figure in musical history. His 

chanson repertory is represented by a mere handful of pieces, most of 

them bearing conflicting attributions in the sources to other English 

or English-influenced composers. This surely indicates that, even in 

his time, a confusion existed among the scribes regarding what pieces 

this composer wrote. The musical style of the compositions is somewhat 

diverse, but they all have features of chansons that were probably 

composed in the 1460s or earlier. In Table VIII, we list the secular 

works attributed to John Bedingham in Continental sources. 

The Table reveals that the earliest chanson attributions to 

Bedyngham are found in Mun 351 a and Por 714, the largest number appearing 

in the latter source. Ferrara, where Por 714 was compiled, is known 

to have been a gathering place for English students and musicians during 

the mid-fifteenth century. 54 Indeed, of the ninetten pieces inscribed 

in Por 714, seven are attributed in that source to Englishmen. Lockwood 

has discovered archival records showing that a singer and player named 

"Johannes de Anglia," also called "Johannes ab arpa de Anglia," was at 

Ferrara in 1449 and 1450, although the same sources of information did 

53oragan Plarnenac, "The 'Second' Chansonnier of the Biblioteca 
Riccardiana (Codex 2356) ," Annales musicologiques, II (1954), p. 113, 
and "A Reconstruction of the French Chansonnier in the Biblioteca 
Colombina, Seville, p. 517; Southern, "El Escorial, Monastery Library, 
Ms. IV.a.24," p. 44; and Bush, 11The Laborde Chansonnier.'' p. 78, respectively. 

54 
Lockwood, "Dufay and Ferrara," p. 4. 
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Secular Works Attributed to John Bedyngham 
in Continental Sources 

!!!!!. !2!!. Attribution 

Durer ne puis Rondeau "Bedyngham de Anglia" 
11DUnstable11 

Gentil madona 
(Fortwte, elas) Ballade(?) "Jo Bodigham11 

Grant temps Ballade ''Bellingam" 
(Myn hert is lust) ''Wal ter Frye 
(Beata es) 

Le servi teur Rondeau ''Bedingham'' 
(Superno nunc 

emittitur) 

Men seul pleysir Rondeau "Bedyngham de Anglia" 
"Duff~y" 

0 rosa bella Ballade(?) "Bedyngham" 
11 Donstaple'' 

0 rosa bel la- Ballade(?) "Bedingham" 
Concordantiae 

So ys empren tid Ballade "Bellingam" 
(Soyez aprantiz) ''Wal terus Fry11 

(Pour wte suis) 
(Sancta Maria 

succurre) 

(Textless) (?) "Benigun" 
"Sebelle anglicum" 

Source Giving 
Attribution 

Por 714 
Esc IV.a.24 

Mun 351 8 

Flo 176 
(Attributed to 

=ze s~ro~::~j~s 
Tr 90 (Not the 

same song as No. 
23 and 37 in 
Pav 362) 

Por 714 
Flo 176 

Por 714 
Rome 1411 

Tr 89 (see pp. 
regarding. tllis 
sett.ihg) 

Flo 176 
Me! 

Tr 90 
Mun 352b (attri-
buted to Bedyngham 
by Fallows)56 

55see Sylvia Kenney, "Contrafacta in the Works of Walter Frye," 
~ 2,!: the~ Musicological Society VIII, (1955), p. 199. 

56oavid Fallows has suggested this attribution in a paper, "John 
BedYJlgham and the Composition of 0 rosa bella: read at the Annual Meeting 
of the American Musicological Society, Chicago, 1973. 
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not yield the name of John Bedyngham or John Bedingham. 57 On the 

other hand, English archival evidence recently uncovered by Fallows 

reveals that in February, 1449, John Bedyngham was a member of the 

London Guild of Parish Clerks, an organization to which he belonged 

for many years before his death in 1459 or. 1460. 58 Whether or not 

John Bedyngham ever visited Italy remains unanswered. 

Flo 176, the later of the two c:=oncordances that bear an attri-

but ion for ~ seul pleysir. contains several composers' names that 

are suspect--including the two involving "Bellingam"--giving us reason 

to question the ascription to Dufay for !:!Q!l seul pleysir. 59 Furthermore, 

we should consider the fact that Par 714 ascribes seven compositions to 

Dufay, all of which appear to be correct attributions. If~~ 

pleysir were also by Dufay, as was believed by the scribe of Flo 176, 

why did the copyist of Por 714 fail to attribute the chanson to that 

composer, as he did the other seven pieces? We must assume that the 

scribe of Por 714 had reason to know that Mon seul ~was composed 

not by Dufay, but by Bedyngham, and that he entered the composer 

attribution accordingly. The same copyist also entered the Bedyngham 

57Lockwood, "Dufay and Ferrara, "p. 7. 

58Fallows' findings, as yet unpublished, are reported by Lockwood in 
"Dufav. ~d ·Ferrara· " p. 7 and p. 21, footnote 41, and were mentioned by 
Fallows in his paper cited in footnote 56. Lockwood agrees with Fallows 
that Johannes de An~lia was probably not John Bedyngham since "· •. member­
ship in such a guild makes it rather unlikely that the same .man would have 
been simply denoted as a •singer'' or ''harpist't if he were visiting an 
Italian court at this time. 11 

59 see p. 90 above regarding another misattribution in Flo 176. 
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ascription in Par 714 for ~ ~ ~· That ascription is also 

probably correct, since the work is attributed to Dunstable only in 

Esc IV.a.24, a source that contains at least one incorrect attribution. 60 

For these reasons, we agree with Bukofzer, Besseler, and Fallows that 

~ seul pleysir was probably composed by Bedyngham. 

No. 7, 8, and 9 (see Chapter VII). 

No. 10 (see Chapter VI). 

No. 11. fol5. 29v-30r (30v-31r), ~prison~~~ Binchois 

Concordances 

Music Sources: 

Esc IV. a. 24 

Flo 2794 

Par 15123 

Rome 1411 

SevPar/1 

Wash L25/I 

Text Sources: 

Ber 78.8.17 

Jard 

fols. 39v-40r, Anon., "Pour prison," t;x;x. 

fols. 23v-24r, Anon., "Pour prison," t;x;x. 

fols. 87v-88r, Anon., "Pour prison," 
t(l stanza) ;x;x. 

fols. 17v-18r, "Bincoys," "Pour prison, 11 

t(l stanza and part of 2nd stanza) ;x;x. 

fols. h3v-h4r, Anon., "Pour prison," t;x;x. 

fols. 69v-70r, Anon., "Pour prison," t;x;x. 

fols. S9v-90r, Anon., "Pour prison" 

fols. 61r-6lr, Anon., "Pour prison" 

60~ ~ ~. composed by Busnois, is mistakenly attributed 
to Ockeghem in Esc IV. a. 24. 
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nos. LXVII, XCIII, CXXIII, sung to 
texts, ''Vanne, mio core," "Ben venga 
Gesu," and "Per buon sentier," respectively. 

Marix, !:!!. Musiciens _'.!!. .!!_ .£2!!!, ~ Bourgogne, pp. 69-70; 

Rehm, E.!!. Chansons ~ ~ Binchois, p. 30. 

Text: 

Droz and Piaget, ~Jardin !!!._~,I, blo. 12. 

LHpelmann, Die Liederhandschrift des ~ ~ Rohan, No. 168. 

Restori, "Un codice musicale pavese, "p. 389. 

So far as the extant sources indicate, the manuscript career 

of ~ prison began in the 1440s and continued for about five decades. 

Its popularity in Italy is evidenced not only by the three lauda 

texts that are designated to be sung to its music, but by the existence 

of a ~ in SevPar/I, the upper voice of which turns out to be the 

superius of the Binchois piece. 61 A~ cinquain!,. 3 by Pullois, 

found in Esc IV. a. 24 and Tr 90, bears the text incipi t "Pour prison , 11 

but its music is not related to that of the composition under 

discussion. 62 Attesting to the fact that the Binchois chanson must have 

61see Plamenac, ''The Two-Part Quodlibets in the Seville 
Chansonnier, 11 pp. 169-170 for a modern transcription of the ~· 

6'rbe Pullois chanson is published in Peter GUlke, Johannes 
Pu1lois: Opera omnia, (Rome, 1966) , p. xvii) . 
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been widely disseminated in Franco-Burgundian territories also is 

the quotation of its opening line in Molinet's ~!..!..! Vierge 

~· and by the inclusion of the same line in the Mistere ~ ~­

Quentin. 63 

A comparison of the musical readings of ~ prison has 

revealed that the chanson is preserved in basically the same version 

in all the sources. Pav 362 contains several unique minor variants and 

presents rhythmically simplified VII-I cadences (SevPar/I has basically 

the same cadences as Pav 362). In Wash M2.1 125/I, we also find a 

VII-I cadential structure. 

One variant in the superius, found sole1y in Pav 362 and 

SevPar/I, suggests a relationship between these two sources (Example 20). 

Example 20. Superius, meas. 8: (a) Pav 362, SevPar/I; (b) all other 

f~~ 
E I f' t-~ f 5 r 11 

Another variant, occurring in the contra tenor pf Flo 2794 

and Par 15123 only. provides a criterion for linking the Flo 2794 

reading to that of the Florentine source, Par 15123 rather than to a 

63Citations are given in Droz and Piaget, ~ ~ ~ 
Plaisance, II, p. 111. 
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possible Franco-Burgundian tradition. The Par 15123 reading appears 

to be a scribal emendation or error, since the rhythm of the version 

found in the other sources parallels the rhythm of the superius 

voice and is probably the original one (Example 21). 

Example 21. Pour prison, meas. 16: (a) Esc IV.a.24, Pav 362, Rome 1411, 
Wash L25/I; (b) Par 15123, Flo 2794. 

s )t--> -S· 

[V 
-)· 

$ -{?>-

Two passages in Pav 362 are defective, since one results in 

harmonic fourths and a harmonic seventh between the outer voices, and 

the other produces parallel octaves between the same voices. These have 

been rejected in favor of the versions found in the concordant 

manuscripts (see Examples 22 and 23). 
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Example 22. ~prison, meas. 13: (a) Pav 362; (b) all other sources. 

,._, 

I 

Example 23. Pour prison, meas. 20: (a) Pav 362; (b) all other sources. 

, ........ 
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The text readings appear to follow one main tradition. 

In Rome 1411, the earliest source, the copyist writes down the first 

stanza and part of the second stanza only. incorrectly underlaying 

this material as a single stanza of the rondeau. While Esc IV.a.24 

appears to have followed the musical reading found in Rome 1411, it 

must have derived its text reading from another source, since it 

transmits all three stanzas of the poem. 

An interesting aspect of Binchois' Pour prison lies in its 

history of Italian dissemination, even though the composer is not 

generally identified with Italian patronage. It is noteworthy that, 

of the fifty-five chansons definitely accepted by musicologists as 

works of Binchois, thirty-four were transmitted uniquely or largely in 

Italian sources, 64 most of these manuscripts dating from before ea. 

1450. The sacred works of Binchois also come down to us primarily in 

Italian sources, particularly Mod B, Sol 2216, and Aosta. These sources 

appear to be of north Italian provenance and date from the first part 

of the fifteenth century. 65 

64These figures are based upon the concordance data given in 
Rehm, ~ ~ .Y£!1 ~ Binchois, Table of Concordances, pp. 61-64. 
The provenance of some of the manuscripts cited by Rehm is yet to be 
detennined and may turn out to be Italian. 

65The sources transmitting the sacred works are given in J. 
Schmidt-Goerg, "Binchois," MGG, I (1951), columns 1854-1857. Marian 
Cabin has shown in "The Compilation of the Aosta Manuscript: A Working 
Hypothesis, ~ Quincentenary ~ (New York, 1976), pp. 80-81, 
that the first section of Aosta was compiled in Bologna, and has proposed 
that the sections containing the works of Binchois may have been prepared 
for the Court of Savoy (pp. 82-85). Mod B has been shown to be of 
Ferrarese origin (Charles Hamm and Ann B. Scott, "A Study and Inventory 
of the Manuscript Modena, Biblioteca Estense Alpha X.l.ll (Mod B)," 
~ ~. XXVI (1972), pp. 101-116, and Lockwood, "Dufay and 
Ferrara," pp. 8-11. Sol 2216 is discussed and inventoried in Henrich 

Jf:~f;fl~a·:~~ ~i~S~:y~~~) ~o~~:n~g-~~~lioteca Universi taria 2216, Music a 
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Our biographical knowledge of Binchois is woefully meager. 

We know that the composer worked for William de la Pole, Duke of 

Suffolk, during the 1420s, and that he was in Paris with his English 

patron in 1424. From ea. 1430, Binchois was probably in the service of 

the Duke of Burgundy, with whom he remained for the last thirty years 

of his life. 66 

The Binchois works that circulated in Italian sources may have 

been transmitted in fascicle manuscripts brought to Italy by Italians who 

visited England and Burgundy or by Franco-Burgundians who visited Italy. 67 

Cabin has suggested that the two Binchois fascicles in Section III of 

Aosta may be explained by the presence, at the Congress of Arras in 1435, 

of Aeneas Silvius Piccolomini, later Pope I pus II, who may have met 

Binchois at that time. 68 

Recently, Wright has shown that, when the Duke of Burgundy 

attended the wedding of Louis of Savoy and Anne of Cy-prus at Chambery 

in February, 1434, Binchois was part of the entourage that accompanied 

him to Savoy. Wright proposes that Binchois and Du fay met during these 

66Biographica1 data is available in Jeanne Marix, Histoire de 
.!.!"! musique ~des musiciens de la cour de Bourgogne sous le regne de­
Philippe 1~ Bon (1420-_1_~) {Stris'Sboli"rg,- 1938), pp.l76-l89; Schmldt-Goerg, 
"Binchois," MGG, Columns 1853-1854; Rehm, Die Chansons von Gilles 
Binchois, pp~-10; and Reese, Music in the ReTia~ p.--s-6.--
A piece with Italian text, Deducto s~-:-tMt was attributed to Rinchois 
by LiGotti, is anonymous in"""'theS"'uTCe. For this ooint, see Reese, 
Music in the Renaissance, p. 86, Rehm, Die Chansons von Gilles 
BinchoiS, p. 9, and Dragan Plamenac, ~eyboard Music""""'fthe Late Middle~ 
ill ~ ~ lll. (n.p., 1972) •P· xi . ---------

This point has been discussed at length in Ann B. Scott, 
"English Music in Modena, Biblioteca Estense Alpha X.l.ll and other 
Italian Manuscripts, Musica disiplina, XXVI (1972), p. 147 ff., Lockwood, 

"Dufay and Ferrara," p~l. and Sylvia Kenney, Waiter~ and the 
Contenance Angloise (New Haven,1964), Chapter I. --- --

Cobin, "The Compilation of the Aosta Manuscript," p. 84. 
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festivities and that this occasion of their meeting inspired the 

well-known illumination depicting the two composers together and 

the famous line in ~Champion des dames written about them by 

Martin le Franc, then a secretary of Duke Amadeus VIII of Savoy. 69 

The presence of Binchois in Savoy in 1434 would help to explain why 

many of the composer's works were disseminated in northern and 

central Italy during the middle decades of the fifteenth century. 

No. 12. fols. 30v-3lr (3lv-32r), ~ i.'!r. ~ grasse Anon. 

Concordances 

Music Sources: 

Ber 78.C.28 

Cop 17 

Mun 3513-

SevPar/1 

Text· Sources : 

Ber 78.8.17 

Music: 

fols. lOv-llr, Anon., 115,11 -;-;x. 

p. 16, Anon., (Superius first line lacking), 
t;x;x. 

fols. 42v-43r, Anon., 11J'ay grate," x;-;-. 

fols. h9v-h10r, Anon. , "Se j 1 ay vostre 
grace/' t;x;x. 

fol. 65r, Anon. , "Se j 1 ay vostre grace" 

Glahn, ~ Kopenhagener Fragment, pp. 98-99. 

Reidemeister, Di~ Chanson-Handschrift 78 £~ .• No. 7. 

69craig Wright, "Dufay at Cambrai: Discoveries and Revisions," 
Journal ~~~Musicological Society, XXVII (1975), p. 180. 
"T'fi'fS"'W'edding is discussed at p~· 213 below, with regard to· the 
chronology of Dufay' s ~ !! ~ !l. E!.!!. (No. 42 in Pav 362). 
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Text: 

U:lpelmann, Die Liederhandschrift des ~ ~ ~. No. 62. 

Reidemeister, .Qie Chanson-Handschrift ~f.~~ p. 89. 

Restori, "Un codice musicale pavese, p. 389. 

A comparison of the musical readings has shown that the 

tenor of the chanson is transmitted in an almost identical fashion 

in all the sources. The superius, coming down with very few 

changes from source to source, transmits variants that are common 

to Cop 17, Ber 78.C.28, and SevPar/1. In the contratenor, where 

most of the variants from the Pav 362 version are found, the different 

readings tend to occur in the same places in all the manuscripts. At 

meas. 8, where the Pav 362 reading of the contratenor results in 

parallel octaves between the outer voices (obviously pointing to a 

scriba1 error), Cop 17, Mun 351 a, and SevPar/I give a musically correct 

a1 ternate reading (Example 24 (a) and (b)). Ber 78. C. 28 presents a 

different version, standing apart from the other renditions (Example 24 (c)). 

Example 24. Contratenor, meas. 8: (a) Pav 362; (b) Cop 17, Mun 351a; 
SevPar/I; (c) Ber __ 78.C.28. 

(<L) ;'_h' " 
(t-) _t:, ( ) ,..,, ~ __b 

I" lu !----' 1.--' 

~+ + _±_ ~ 

+ Mun 3Sla shows i'J (;!c. Sl 
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£r_ i_' !r vostre gras se is one of the few pieces in Pav 362 

for which only the first stanza of text is transmitted. Apparently 

a good reading of the poem was not available to the Pav 362 scribe, 

for not only is his transcription incomplete, but the concluding 

line of his first stanza differs somewhat from the version given in 

Ber 78. B. 1 7 and SevPar/ I, where the full text appears. 70 That 

S.Lj~ e_r_ v~ gras se achieved some popularity is suggested by the 

fact that its incipit is found as line eight of the well-circulated 

quodlibet beginning with the words "Man seul plaisir." 71 

Stylistically, ~ j '_Eq vast re gras se resembles the chansons 

of the Binchois generation. The piece, in triple mete:-, has a fairly 

high melodic range in all three parts, with frequent voice crossing 

of tenor and contratenor. No use is made of imitation. Cadences are 

of the under-third, twofold leading-tone, and octave-leap varieties. 

The work, a ~ cinquain, is quite short, comprising twenty-five 

perfect breves, neatly divided into five nearly symmetrical phrases. The 

first, second, and fourth phrases are each five breves in length. The 

third phrase, containing the medial cadence, is four breves long, while 

the 1 ast phrase, with its extended final cadence, takes the extra breve 

not utilized in the shorter, medial section. 72 

70see notes accompanying our text transcription. 

71see p. 79, footnote 19. 

72Phrase structure is also discussed in Glahn,"Ein Kopenhagener 
Fragment," p. 74, and in Reidemeister, Die Chanson-Handschrift 78 C 28, 
p. 58. ---- --
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Each of the five phrases begins with three repeated semibreves, 

a figure often found at the opening of phrases in Franco-Burgundian 

chansons composed before mid-century. 73 Two other relatively early 

pieces in Pav 362, Mon ~ pleysir (No. 6) and Man~ ~(No. 13) 

also utilize this figure at phrase beginnings. In ~ .1_'~ ~ 

gras se, there is a tendency for the voices, particularly the tenor and 

superius, to move in parallel thirds and sixths(see meas. 2, 4, 8-9, 18, 

and 22 ff. ) . The resultant mellow sonority that pervades the chanson 

exemplifies what is probably an aspect of the contenance angloise 

associated by Martin le Franc with the music of Binchois and Dufav. 74 

The overall style of ~ j_' ~ ~ gras se recalls somewhat that of 

Binchois. Although no concrete evidence exists to support the idea 

that the piece may have been composed by Binchois, we should point out 

that it is inscribed in Pav 362 between two chansons known to be by 

him, ~prison (No. 11) and~~~ (No. 13). In Ber 78.C.28, 

~ i'~ vostre grasse is found a few folios before Mon ~ chante. 

In SevPar/I, _§y j 1~ ~ grasse is copied down in a section of that 

source that contains older songs, including Binchois 1 Pour prison. 

Finally, in Cop 17, all the pieces are in the style of Binchois 1 

contemporaries. On the basis of musical style and the speculative 

73For example, of the sixty-two songs inscribed in Esc V.IIT.25, 
a chansonnier dating from the first half of the fifteenth century) thirty­
two songs either begin with this figure or contain intern~;~-! phrases 
that commence in this manner (see Thomas J. McGary, "Codex Escorial 
MS V.TII.24: An Historical-Analytical Evaluation and Transcription," 
PhJJ. dissertation (University of Cincinnati, 1973), pp. 42-43. 

74see Reese, Music in the Renaissance, p. 65, and Kenney, ~ 
~ ~ the Contenance AnglOise, Chapter III. 
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evidence of the proximity of ,2y i'.ID' ~ grasse to the chansons 

of Binchois in Pav 362 and two of the concordant sources, we wonder 

whether Binchois could be the composer of this work. 

No. 13. fols. 3lv-32r (32v-33r), ~~~ Binchois 

Concordances 

Music Sources: 

Ber 78.C.28 

Mun 3192 

Rome 1411 

Text Sources: 

Oer 78.8.17 

Jard 

Lon 7333 

~~ 

Music: 

fols. 6v-7r, Anon., "M,"-;-;-. 

fols. 9v-10r, "Binchois," "Mon cuer 
chante," t;x;x. 

fols. IOv-llr, "Bincoys," "Man cuer 
chante,'' t;x;x. 

fol. 164r, Anon., "Man cueur chante" 

fol. 78v, Anon., "Mon cueur chante" 

fol. 36v, "due of Orlience," "Man cuer eh ante" 

Ambros, Geschichte ~ ~. II, p. 565. 

Marix, ~ Musiciens ~ ~ ~ ~ Bourgogne, No. 42. 

Rehm, Die Chansons ~ ~ ~. No. 29. 

Riemann, Sechs ~ gedruckte Chansons, No. 4. 

Text: 

Champion, ~ ~'Orl{ans Palsies, p. 573. 

Droz and Piaget, .!::!_ Jardin ~ Plaisance, I, No. 184. 

Ltlpelmann, Die Liederhandschrift des Cardinals~ Rohan, No. 488. 

Reidemeister, ~ Chai:l.s.ov-Handscbrift ZB C.. 2.8., pp. 87-88. 

Restori, "Un codice musicale pavese," p. 389. 
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The text of Mon ~ chante is a poem by Charles d'Orle~s. 

It has an attribution only in the English source, Lon 7333, where 

it bears the incription "Balade made by the due of Orlience." 

This manuscript, containing works of Chaucer and Lydgate, probably 

belonged to William Pole, Duke of Suffolk, or his wife, Alice Chaucer, 

granddaughter of the poet. 75 Marix, pointing out that Charles d'Orle'3ns 

was on friendly terms with William Pole, has suggested that Binchois, 

who worked for Pole, could have met the poet through his employer. 

She speculates that Binchois may have composed his chanson for the 

Duke of Suffolk, since the latter apparently had a particular fondness 

for this poem. 76 

The so-called 11balade" by Charles d'Orlfans consists of 

two stanzas of eight lines each~ with rhyme endings abba abba (the 

poem is given along with our transcription of the rondeau text). 

The Binchois chanson is a rondeau quatrain. To transform the "balade" 

into a rondeau~ the composer (?) used the first four lines of the 

Orte'ans poem as the refrain of the ~ and lines five and six of 

the "balade" as the first two lines of the additamenta (followed by a 

repeat of the two opening lines of the r_efrain) . By adding two new 

lines of text (lines seven and eight of the chanson) immediately 

75Champion, ~ ~'Orl(ans Poe"sies, II, pp.S72-573. 

7~arix, Histoire de la musiqit et des musiciens de la cour de 
Bourgogne, p. 188 •. Anothercliiinson t atSet'S'a poem by Clla'rles(l'l"!Jr'il'ans~ 
Va tost, mon arnoureux desir (found anonymous in Ber 78.C.28 and Esc IV.a.24) 
IS at"t'ributed~ basis of style, to Binchois by Marix (Ibid., p. 188) 
and by Rehm (Die ~ ~ ~ Binchois~ p. 13), --
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before lines seven and eight of the "balade," he created a ~ 

to precede the final refrain. These two new lines, unfortunately, 

have been transmitted in a different version in each of the music-and-

text concordances that contain Man ~ chante as a rondeau quatrain, 

several of the readings being somewhat unclear in meaning. We have 

selected the reading of lines seven and eight that appear in Ber 78.8.17, 

since their meaning is less ambiguous than that of the other versions. 

Although the chanson is not transmitted in music sources 

dating later than ea. 1470, its continued popularity in Franco-Burgundian 

territories is suggested by the quotation of its first line in 

~ 

Molinet' s ~ debat ~vie! gendarme !!_ ~ ~ ~· a poem that 

contains quotations from a number of chansons of the time(see footnote 20 

above). 

A comparison of the musical readings has revealed that the 

versions transmitted in Mtm 3192 and Rome 1411 are very similar. Except 

for some insignificant variants and the use of VII-I cadences instead 

of under-third types, the reading in Ber 78.C.28 follows that of the 

earlier sources quite closely (in Pav 362, the cadences also tend to 

be of the VII-I type). Pav 362 contains a number of unique variants 

in all three voices, some insignificant, others that result in harmonic 

dissonances and a certain roughness of voice leading less characteristic 

of the style of Binchois than the versions found in Mun 3192 and 

Rome 1411. At me as. 10-11, for example, the dotted rhythm in the 

contratenor of the Pav 362 version is less convincing than the minim 

rhythm of the other sources, since the latter reading is in character 
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with the overall style of that voice. Furthennore, the Pav 362 

variants tend to emphasize the dissonance between the ~ in the 

tenor and the passing minim~· in the superius at rneas. 10, last 

beat, and between the i_ in the tenor and the passing minim::.._' in the 

superius at meas. 11, first beat (see Example 25). 

Example 25. 

I 

Mon cuer chante, meas. 10-11: (a) Pav 362); (b) all 
otheTSOurces:--

J 

At meas. 15-17, the Pav 362 reading emphasizes passing-note 

dissonances that are avoided or are less pronounced in the other 

versions. In me as. 17, for example, the accented passing tone .£. 

in the contratenor against the ~ in the tenor in Pav 362 is less typical 

of the style of Binchois than is the .£ treated as a suspension in the 

other sources (the parallel fourths at meas. 16-17 in the Pav version 
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are acceptable as being in fauxbourdon style) 'csee Example 26). 

Example 26. Mon cuer chante, meas. 15-17: (a) Pav 362; (b)· all 
otfier50urces:-
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At me as. 20, the Pav 362 variant reading in the tenor 

results in a harmony on the first beat that differs from that found 

in the earlier sources, and in an accented harmonic seventh between the 

tenor and contratenor (.£ against £_) on the third beat that is again 

less typical of the style of Binchois than the suspension found in the 

other sources (see Example 27). 

Example 27. Mon ~ ~, meas. 20: (a) Pav 362; (b) all other 
sources. 

I 

The melodic style of Mon cuer chante recalls that of other ------
chansons by Binchois, in which all or most of the phrases begin with 

three semibreves on the same pitch. 77 In this piece, the phrases of 

77For example, ~~souvenir, Bien puist, ~ puist 
g_, ~ merchi, and~~ joyes (these compositions are printed in 
Rehm, Die chansons von Gilles Binchois and Marix, Les Musiciens de la 
~ ~ Bhurgogne) .In Pav 362, the anonymous chaiiSOn ~ i'!l. vOSt.Te 
grasse, t at iiiiJIIediately precedes ~ ~ ~. alsoDas this 
characteristic. 
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the superius and tenor end together, while the cadences of the 

contratenor gently overlap those of the upper voices. Rehm places 

the chanson among the works of Binchois that date from after ea. 1430, 

on the basis of mensuration and style characteristics. 78 

No. 14. fols. 32v-33r (33v-34r), ~· !!.'~-~point pi tie Anon. 

Concordances 

None 

tdusic: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 390. 

This composition is an example in Pav 362 of the rondeau 

~with the rhyme-end scheme aabaab. 79 The lines of "normal" length 

vary in this piece from seven to nine syllables, while the short inserts 

uniformly contain five syllables. Restori has pointed out that ~· 

!!.'~-~point is one of the most uncertain and poorly inscribed texts 

in the chansonnier. 80 

pt72 

78Rehm, ~ Chansons ~ ~ Binchois, p. 9. 

79No. 16, Languir ~fault also has a ~ ~text. 
above for a discussion of the rondeau ~· 

80Restori, "Un codice musicale pavese," p. 390. In his 
incomplete transcription of the text, Restori does not follow the 
~ ~scheme called for by the poem. 

See 
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The composition has a low-lying superius part that, on 

occasion, descends below the range of the tenor and contratenor 

voices. In the very first measures, the superius descends to an 

i_ below middle .£· Imitation is used sparingly, apparently for the 

purpose of highlighting particular musical events. At the beginning 

of the second section, for example, phrase four is introduced in 

imitation between the superius and the tenor. In the last (and 

longest phrase), which is structurally divided into two sub-phrases, 

the passage that bridges the sub-phrases is presented in'melodic 

imitation among the three voices (but with rhythmic displacement) 

(Example 28). 

Example 28. Fortune, ~~~-~point, meas. 21-22. 
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~- ~- fols. 33v-34r (34v-35), Helas, mestresse, !!!.'amie Anon. 

Concordances 

None 

Modern Editions -----
Music: 

None 

Tcx!: 

Restori,"Un codice musicale pavese, 11 p. 390. 

This composition is an example in Pav 362 of the ~ 

in binary rhythm. Here, the first section calls for f time while the 

second section shows a mensuration of tempus imperfectum ~ prolatione 

imperfecta. We suggest that the tempo of the section in 4 be taken 

slightly slower than that of the section in C (see comments in 

Vol. II, pp. v ). 

Although the text of this chanson is a~ quatrain, the 

music may have been intended to accommodate a rondeau cinquain text, for 

the two musical sections are divided into three phrases in the first 

part and two phrases in the second part. In our text underlay, we have 

repeated the second line of the rondeau poetry to the third phrase of 

music that otherwise would have remained textless. 

Some imitation is present in this piece. In the first section, 

the beginning of phrase two is given imitatively between the superius 

and the tenor. More noteworthy, the entire fourth phrase, which opens 

the section section, is treated canonically by the tenor and superius 

at the interval of a breve. 
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No. 16. fols. 34v-34 bis (35v-36r), Languir ~fault Anon. 

Concordances 

Music Sources:. 

None 

Text Sources: 

Jard fol. 9Sv, Anon., "Languir me fault" 

None 

Text 

Droz and Piaget, ~Jardin ~~.I, No.361. 

Restori, "Un cod ice musicale pavese," pp. 390-391. 

/ 
Languir ~ fault, a rondeau ~. is one of the most charming 

songs in Pav 362. The text of this chanson is not related to the 

poem Languir ~ fait by Clement Marot that was set to music by 

Claudin de Sermisy and Clemens non Papa~1 Instead, the music of 

the two chansons may be distantly related by virtue of their both having 

possibly been derived from a common melody. A comparison of the Claudin 

81rhe Marot poem is found in Clement Marot, Adolescence 
~mentin~, 1532, cited in A. Gallaire and I. Cazeaux-;-e'dS.·-:--­
~ ~ Sermisy: ~omnia, III (Rome, 1974), p. xxii. The 
latter publication contains a modern transcription of the Claudin 
chansor. (No. 87).. The piece by Clemens non Papa has been published 
inK .. Ph. Bernet Kempers, ed., Jacobus ~ ~ ~: Opera~. 
X (Rome, 1962), p. 130.. Clemens' chanson is written on the same 
melody as is Claudin' s piece. Clemens also based a parody Mass on 
his version of Languir ~ fait (see Reese, Music in the Renaissance, 
p. 351). ----
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and Pav 362 compositions indicates that the melody of the Claudin 

superius seems to resemble the first phrase of the Pav 362 melody, 

as the latter appears in part in the tenor voice (meas. 1 and 2) an·d 

in part in the superius voice (meas 3-5), but this resemblance may be 

more coincidence than real. (see Example 29). 

Example 29. (a) Claudin de Sermisy .. Languir ~ !.!!!.• superius, 
meas. 1-7; (b) Pav 362, Languir me fault, tenor, ::::: ~=~: {c) Pav 362, Languir ~ ~~ superius, 

~ (q_) --

5 ~· : I J J Id 
-- - i 

t ;lJJJJIJ!JjJJ$YJJa-~ 

{b) . 'i: t J_ ~v-~_,:!Nl' f4iJ4)£ -n 

r·~l"""1 
• • < ic 

In both chansons, the voice bearing the first part of the common melodic 

. material (the superius in the Claudin chanson and the tenor in the 

Pav 362 rondeau) repeats the beginning of its opening phrase in the 

second half of the work. ,!'he superius of Claudin's Languir!!!! !!f! 
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has the structural pattern ~ (setting a four-line text), unrelated 

to the pattern B.babcdEE more often used by Claudin to set a seven-
82 ---

line text. The tenor of the Pavia rondeau has the melodic 

pattern ~·~ instead of the usual through-composed pattern found 

in rondeau tenors of the time (in the fourth phrase, the beginning 

of the first phrase is repeated, slightly varied--see Example 30). 

These deviations from the "normal" patterns in both chansons may 

possibly reflect an influence of the structural pattern of the 

original tune. 

Example 30. Pav 362, Languir ~fault, tenor: (a) meas. 1-2; (b) 
meas. 11-14. 

lr 

82The patterns utilized by Claudin in his chansons are 
discussed iP Reese, Music iE_ the Renaissance, pp. 294-295. 
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The ~av 362 Languir ~ ~ is a well-composed work. All 

three voices, but particularly the superius and tenor, move in 

semibreves, minims, and semiminims. The last-named occur at 

phrase beginnings as well as at phrase endings, bringing about 

instances of melisrnatic text setting at the beginning of phrases 

and syllabic text setti~ toward the end of phrases. Only three 

ligatures are found in the entire piece, one in each voice, occurring 

at random places. 83 Imitation is absent in this composition, and 

the superius and tenor often move in progressions of thirds and sixths. 

Sequential passages made up of alternating thirds and descending 

scale segments suggest the influence of an instrumental style 

(see, for example, me as. 17-19 and meas. 21-22 of the superius). 

In both sections of the chanson, the superius melody has 

an undulating but well defined directional curve. In section one, 

the melody spans an octave, moving downward gradually from £'' to 

the .£.' below; in section two, 'the melody also descends gradually, but not 

before it ascends momentarily to its peak at !_'' (at meas. 12). 

83The 1 igature in the superius has been disregarded for 
purposes of text underlay in order to avoid giving a long stress to 
the word "que" and to permit emphasis on the word 11plaintes" 
(meas. 6 of our transcription). 
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No. 17. fols. 34bisv-34r (36v-37r), .Q.! taus~~ Heyne 

Concordances84 

Music Sources - Group I - Sources dating from the 1470s: 

Cop 291 

Dij 517 

Me! 

Par 2973 

SevPar/III 

Wash L25/II 

Wolf 287 

fols. Sv-6r, Anon., "De taus biens 
plaine," t;x;-. 

fols. 14v-1Sr, "Hayne," "De taus biens 
plaine, 11 t;x;x. 

fols. 42v-43r, "Heyne," "De taus biens 
plaine," t;x;x. 

fols. 2Sv-26r, Anon., "De taus biens 
plaine," t;x;x. 

fol. g3r (T and C only), Anon., x;x. 

fols. 62v-63r, Anon. , "De taus biens 
plaine," t;x;x. 

fols. 52v-53r, Anon., "De taus biens 
plaine, 11 t;x;x. 

Music Sources - Group II - Sources dating from the 1480s: 

Bol Ql6 

Flo 2356 

Flo 2794 

MC 871N 

Par 15123 

Per 431 

Rome 2856 

fols. 132v-133r, Anon., "De taus biens 
plen, 11 x;x;x. 

fols. 26v-27r, Anon., -;x;x. 

fols. 18v-19r, Anon., "De taus biens 
plaine," t;-;-. 

fol. 102a (p. 344), Anon., -;-;-. 

fols. 105v-106r, Anon. • "De taus biens est 
plaine," t;x;x. 

fols. 70v-71r, Anon., "De taus biens plains," 
x;x;x. 

fols. 66v-67r, "Haine" "De taus biens plaine," 
x;x;x. 

84This extraordinarily popular piece was transmitted for almost 
a century in at least twenty-four chansonniers. To facilitate th.e reader's 
task of tracing its dissemination, we have divided the music sources into 
three groups according to the decade of their compilation (the 1470s, the 
1480s, and the 1490s or later). Our discussion of the piece comes from an 
analysis of the concordances in Groups I and II only, since the later 
sources fall outside the scope of this dissertation. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

136 

Music Sources - Group III - Sources dating from after 1490: 

Cape 3.b.l2 

Flo 121 

Flo 178 

Lon 31922 

Par 504 

Par 676 

Odh 

Rome XIII.27 

Ulm 237 

Text Sources: 

Ber 78.B.17 

Chass 

Contrafacta for Lauda: 

Be le 

Music: 

fols. 84v-8Sr, Anon., "Cum defecerint 
ligna11 (=De tous biens playne), t;x;x. 

fols. 24v-25r, Anon., "De tus bien plaine," 
x;-;-. 

fols. 34v-3Sr, "Hayne," "De taus biem 
playne," x;x;x. 

fols. xxxV-xxxir, Anon., ''De taus bien 
plaine," x;-;x. 

III, No. 16,(5 only), Anon., J-!De-·tous biens," x. 

fols. 42v-43r, Anon .• 11De taus biens," x;x;x. 

fols. 22v-23r, Anon., "De taus biens playne," 
x;x;x;x?S 

fols. 57v-58r (64v-6Sr), Anon., "De to biens 
plena, 11 x;-;-.86 

fols. 17r, !Sr, 16r, Anon., "De taus biens 
plaine, 11 x;-;-. 

fol. 184r, Anon., "De toulx biens plaine" 

(n.p.), Anon., "De tous biens pleine" 

No. CCCLX, sung to text "De tutto bene se 1 

forte eterno" 

Ambros, Geschichtc der Musik, II, pp. 576-577. 

Droz~ Thibault, and Rokseth, ~ chansonniers ~ ~ 
~ si~cle, pp. 20-21. J 

85Th is version contains an a! tus ~ placet part. 

86The five voices appearing on these pages comprise two pieces. 
The Hayne original setting is formed by the set of voices, S,T,C, on f. 
58r. Hayne's superius, along with the lower voices notated on f. 57v, 
constitute a different, anonymous setting (see Atlas, Cappella Giulia, 
pp. 278-281. 
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0. Gombosi, Jacob Obrecht: eine stilkritische Studie 
(Leipzig, 1925), Supplem~No. XV. ---

Hewitt, ~. pp. 263-264. 

Jeppesen, ~ Kopenhagener Chansonnier, pp. 7-8. 

R. Lenaerts, The Art ~ ~ Netherlanders. Anthology!£~· 
XXII (Cologne, 1964), pp. 24-25. 

S. Morelot, "Notice sur un manuscrit de musique ancienne de la 
Bibliotheque de Dijon," Memoires de la Commission des ~tiguites 
~ Departement de.!!, Cote-4_1Q!._, IV(1856), Supplement, o. 5 

A. Smijers, Ed., Y!!!_ Ockeghem tot Sweelinck: Nederlandse 
Muziekgeschiedenis in Voorbeelden IV (Amsterdam, 1952-1956), 
pp. 144-145. 

Text: 

LHpelmann, Die l:.iederhandschrift ~Cardinals .!!!. ~· No. 575. 

Restori, 11Un codice rnusicale pavese," p. 391 (four lines only). 

The long manuscript career of ~ tous biens ~ and the 

citation or adaptation of the chanson in over forty musical and 

literary works of the time attest to the great popularity of this 

piece. Jean Molinet mentions it on three occasions in his poetic 

works; Nicole de la Chesnaye directs that there be dancing to this 

chanson in his morality play, !:,! condamnacion ~Banquet. Josquin, 

Japart, Ghiselin, Com~re, Agricola, and Tinctoris, among others, 

utilize one or more voices of the Hayne piece in their own musical 

settings. 87 The mensuration and ope.ning notes of the superius of the 

87concerning literary citations and musical works that are 
related to this composition, see Brown, Music in the French Secular 
Theater, pp. 204-206; Hewitt, Odhecaton,~137-I39;""""iilcf'P'l8iileiiiC; 
'f'i'li1i'e"'Second' Chansonnier of the Biblioteca Riccardiana," II, p. 139, 
and Ill, p. 264. 
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/ 
rondeau~ .!!! serviteur ~ (No. 37 in Pav 362) are the same as 

those of ~ ~ ~ ~. but the two pieces are not otherwise 

related. The dissemination of~ tous biens ~in Cop 291, 

Dij 517, and Wash L25/II presents a rare instance of a triple scribal 

concordance--the survival of three copies of the same chanson 

written down by the same scribe. 88 

The musical readings preserved in three Italian sources are 

incomplete. SevPar/III lacks the superius. because the page containing 

that voice is wanting in the manuscript. Bol Q16 lacks one and a half 

measures of the contratenor (n:aas. 20-21 of our transcription), in 

which the scribe or (more likely) the later user, represented in the 

source by the mark~ . In Mel, the copyist has omitted the last 

eight and a half measures of the contratenor. 

A comparison of the musical :readings has revealed that two 

basic traditions of the chanson have come down to us, one preseTVed in 

Cop 291, Dij 517, and Wash 125/II, the other preserved in the Italian 

sources. 89 The most obvious distinction between the two versions is 

shown by the placement of clefs and by the number of flats in the 

signature (see Example 31). 

88The same scribe offers four other examples of a triple 
autograph of the same piece in these three sources: :!! _!! prens; !!!:_ 
~· ~ mignonne; ~ ~ ~; and Pour changier. Some other 
instances of a single copyist's hand in two or more manuscripts are 
discussed and illustrated in Rifkin, ''Scribal Concordances for Some 
Renaissance Manuscripts," pp. 305-326, and "Pietrequin Bonnel and 
Ms. 2794, 11 pp. 284-296. 

89The tradition of Flo 2794 and Wolf 287 is discussed below. 
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De ~ biens ~~ clefs and key signatures: 
(il) Tradition I, Cop 291, Dij 517, Wash L25/Il; 
(b) Tradition II, Italian sources, Bol Q16, Mel, 
Par 15123, Flo 2356, SevPar/III; Franco-Burgundian 
sources, ·Flo 2794, Wolf 287; (c) Related to Tradition 
II, Pav 362; (d) Related to Tradition II, Par 2973. 

The musical readings of Dij 517, Cop 291, and Wash L25/II are 

identical, except for an occasional difference in ligature pattern 

and, in Cop 291, two insignificant variants. The readings in Wolf 287 

and Flo 2794 generally follow those of Dij 517, Cop 291, and 

Wash L25/II (see Examples 32 and 33). However, clef placement, key 

sil!nature, and an important variant in the superius point to a connection 
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Example 32. Contratenor, meas. 1-2: (a) Dij 517, Cop 291, 
Wash 125/II, Flo 2794, SevPar/III; (b) Flo 2356; 
(c) Pav 362, Par 15123; (d) Par 2973; (e) Bo1 Q16, 
Mel, Per 431; (f) MC 87IN. 

(...:) (I,..) 

9' Pf: r r rw II:Y~ $J 3 Jli' ~11 

( .. ) 
9; dt" I F F r)!~ $ r FIE -I 

Example 33. Contratenor, meas. 20: (a) Dij 517, Cop 291, Wash 125/II, 
Flo 2794, Par 2973; (b) Pav 362, Mel, Flo 2356, MC 871N, 
Per 431, SevPar/III. 

(<>.) 

tttn £1J; 
(t-) 

liT & tli j 

between Wolf 287, Plo 2794 and the Italian concordances (see 

Example 34). 
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Example 34. ~~biens ~· meas. 26: (a) Dij 517, Cop 291, 
Wash L25/II; (b) Wolf 287, F1o 2794, Bo1 Q16, MC 871N, 
Mel, Par 2973, Par 15123, Flo 2356, SevPar/III; 
(c) Pav 362. 

,..__, 

I 

. -

In the above example 34 (b) and (c) , the dissonance on the first beat 

of me as. 26, resulting from the sounding of ~· in the superius (approached 
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by a skip) against~ in the lower voices, is foreign to Hayne's 

style and is most likely the result of a scribal error. 90 The mistake 

could have been initiated by the ~opyist of Wolf 287 (whose trans­

cription of this piece contains two other errors in notation) and 

simply perpetuated by the copyists of the Italian sources. 

The version transmitted in Pav 362 has revealed a number of 

minor unique variants. However, clef placement and overall similarity 

of this reading to those in the Italian sources places it within the 

orbit of the Italian tradition. In Table IX below, we present a 

90rn examining the sixteen chansons in Marix, Les ~siciens 
~.!.!, ~ ~ Bourgogne, attributed by the editor to Hay:De", we could 
find no other example of this type of dissonance on the strong beat. 
Indeed, the superius melodies of Hayne 's chansons contain few instances 
of non-harmonic tones approached or followed by a skip, and these 
are of the ~ or ~ types and are carefully prepared 
(Example 35) : 

Example 35: (a) ~grans regretz, meas. 51-52 (after Marix, No. 75); 
(b)~==. S!!!..i'.!r.. ~~ meas. 9-10 (after Marix, No. 79). 

l(l..) (b-) 
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summary of the relationship among the readings given in the 

concordances of the 1470s and the 1480s. 

TABLE IX 

Tradition I 
(Franco-BuTgundian) 

Cop 291 
Dij 517 
Wash L25/II 

Tradition I I 
(Italian) -

Bol Ql6 
Flo 2356 
MC 871N 
Me! 
Pa v 362 
Par 15123 
Per 431 
SevPar/III 

Manuscripts Showing ~ Relationship !;?_ Both Traditions 

Wolf 287 
Flo 2794 

Par 2973 

No. 18. fols. 36v-37r (39v-40r), Serey ~ ~ mieulx ~Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori,"Un codice musicale pavese," pp. 391-392. 
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Except for the identical first lines, the text of this 

composition is not related to the rondeau quatrain transmitted 

in Ber 78.8.17 at fol. lOSv (transcribed in Ltlpelmann~ Pi-.!~­

handschrift des ~ ~ ~. No. 238). On the whole, this 

~quatrain exemplifies the more old-fashioned courtly style 

of the mid-century. No imitation is present. The melody consists 

of four short, clearly defined phrases, and cadences include the 

under-third and octave-leap types. However, the final cadence 

combines a V-I bass movement with a V-V octave leap, by means of a 

concluding contratenor chord that consists of the lower root and 

the upper fifth. 

No. 19.. (see Chapter VI). 

No. 20. fols. 37v-38r (39v-40r) Pour avenir! ~ actainte Anon. 

Concordances 

Music Sources: 

Flo 2356 

Niv 

Text Sources: 

Ber78.B.l7 

Jard 

Music: 

None 

fols. 83v-84r, Anon., 11Pour advenir, 11 x;-;-. 

fols. 19v-20r, Anon., 11Pour avenir a mon 
atainte, 11 t;x;x. 

fols. 104v-105r, Anon., "Pour advenir a man 
actainte 11 

fol. 6lr, Anon., 11Pour advenir a mon actainte11 
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Text: 

Droz and Piaget, ~~~~.No. 9. 

Ltlpelmann, Die Liederhandschrift des Cardinals ~ Rohan, No. 234. 

Restori, "Un codice musicale pavese," p. 392. 

Apparently, the text of Pour avenir was popular in its own 

right, as its inclusion in Ber 78.8.17 and Jard suggests. Except 

for the omission of two words in the version transmitted in Pav 362, 

the text is given in the concordant sources with only two minor variants 

(see notes accompanying our transcription of the poem). The words 

recall, somewhat, those of a poem by A. de Guise, a rondeau that 

begins with the line "Par bien celer mains taus divers."91 

A comparison of the musical readings has shown that the versions 

found in Flo 2356 and Niv are somewhat more closely related to each 

other than to the one in Pav 362, the latter version transmitting 

several unique minor variants. The musical style of ~ ~ 

is somewhat uneven, with its juxtaposition of old-fashioned and 

fon~"ard-looking features. Most of the cadences of the time are 

represented in this piece, including the older octave-leap and twofold 

leading-tone types. The chanson also contains an example of the V-I 

cadence (rare in the repertory of Pav 362), in which the contratenor 

becomes the lowest voice and provides a dominant-tonic harmonic under-

pinning for the upper parts (meas. 2-3). 

91The poem by A. de Guise is printed in Raynaud, Po/sies, 
p. 81. Plarnenac, in "The 1Second 1 Chansonnier of the Bib"I'I'Ot'eCa 
Riccardiana," p. 165, cites a later composition!. 4 by Crecquillon 
that begins with words similar to those of Pour avenir. 
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The low-lying superius (generally moving between £and 

z.') is sometimes engulfed by the overlapping tessituras of the 

tenor and contra tenor, resulting in a narrow range among the three 

voices. In spite of this, however, the superius melody reveals 

a definite directional contour, in which it moves up to !?_' as it 

approaches the medial cadence (see meas. 12), and then, toward the 

end of the piece, it reaches£'' (meas. 25), from which it slides 

down an octave to conclude well within its prevailing tessitura. 

The first half of the chanson emphasizes a non-imitative 

contrapuntal texture. On the other hand, the beginning of phrase 

three is highlighted texturally, with the superius and tenor intra-

ducing the opening motive imitatively. The contratenor seems to 

anticipate the imitation by presenting a melodic, but not rhythmic, 

version o-f thb opening material (see Example 35). Perhaps the 

Example 35. Pour avenir: (a) Superius, _rneas. 1-3; (b) meas. 16-18. 

~~~,% 11 ;IJ Jf;JLa: t =11 
Li Pcw..t"'" ll.. -ve.. -- ...,..lt"--
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composer applied the imitative procedure to WJderscore the importance 

of this passage, in which he echoes the opening motive of the 

chanson at the fourth below. The chanson concludes with a canonic 

rendition by the superius and tenor of the final cadential phrase. 

No. 21. fols. 38v-39r (40v-41r), .Y.!!!.• !!.. dame, ~ ~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Modern~ 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese," pp. 392-393. 

This composition is one of several ~ in Pav 362 

that tend to utilize the principle of imitation as a compositional 

technique (see p. 6 above). In this piece, the superius and tenor 

alternately introduce each of the four phrases of music in imitation. 

The fourth phrase is introduced by the tenor in a rhythmically compressed 

form, above which the superius follows with the melody in the original (?) 
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more singable version (see Example 36). 

Example 36. ~. ~dame, ~ ~· meas. 14-15. 

Although the contratenor participates in the imitative procedure very 

briefly at the beginning of the chanson, it functions basically as a 

filler voice. 

Neither the text nor the music of Vive, ~ ~ ~ ~ 

are related to the chanson that begins with the same text, composed 

by Robert Marten, found in Dij 517, fols.l39v-140r; Flo 2356, fols. 

15v-16r (with the text incipit Elent); Par 15123, fols. 48v-49r; 

Per 431, fols. 63v-64r; Bol Ql6, fols. 122v-123r (with the text 

incipit Lent!,!. scolorito); and Mun 351 8 (with the incipit, ~ 

gy. hast). 92 

92see Dragan Plamenac, A Postscript to the 'Second' 
Chansonnier of the Biblioteca Riccardiana," Annales musicologiques, 
IV (1956), pp. 262-263, for a summary of sources and bibliographical 
citations for the Morton chanson. 
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Aside from the (historically) interesting use of imitation, 

the chanson is a prosaic example of the courtly song production of 

the sixties. In the first two phrases, the melody seems to meander 

without direction within the confines of a fourth (.[ to ~) , with an 

occasional excursion on weak beats to a tone above or below these four 

notes. In the third and fourth phrases, the melodic range widens, 

reaching the upper ~· 

No. 22. fols. 39v-40r (4lv-42r), ~ ~ ont feit Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

~~ 

Music: 

None 

Text: 

Restori, ''Un codice musicale pavese," p. 393. 

This composition, a rondeau quatrain, is not related to 

the chanson ]:_ tre beginning with the words "Mes yeulx ont fait," 

transmitted in Cop 1848. Nor is its text related to the several 
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rondeaux transmitted in the poetry collections of the time that 

begin with the words ''Mes yeulx'' or ''Les yeulx." 

The musical texture of this piece is contrapuntal, but 

non-imitative. A tendency toward overlapping of rhythmic accents 

among the three voices is produced by breve coloration that calls 

for hemiolia temporis, resulting in alternating meters in the lower 

parts. The place at which the medial cadence occurs is some~.,.hat 

unclear. At meas. 12, the overlapping: rhythm among the three voices 

creates a sort of seamless texture at the cadence on !!:.• whereas, 

at me as. 15, the strongly homophonic texture on the same chord 

produces a distinct point of articulation. We have accepted the 

signum congruentiae over the tenor and contratenor, and the copyist 1 s 

placement of the text of the second and third verses as evidence 

that the medial cadence occurs at meas. 12 and not at meas. 15. 

In the first two phrases, the melodv of the superius part 

meanders without any real direction. In the third phrase, it slowly 

moves downward toward~- Only in the fourth, final phrase does it 

seem to develop a forward drive, where it quickly reaches a summit £._1 1 , 

from which it descends again to a concluding~~. The generally low­

lying tessitura of the superius part results in voice crossing among 

the three voices, at times even between the superius and contratenor. 
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No. 23. fols. 40v-4lr (42v-43r), ~ ~ hault guerdonne Dufay? 

Concordances 

Music Sources: 

Ber 78.C.28 

Dij 517 

Esc IV.a.24 

Flo 2794 

MC 871N 

Par 2974 

Par 15123 

Per 431 

Par 714 

Rome XIII. 27 

SevPar/I 

Tr 90 

Wolf 287 

Text Sources: 

Ber 78.8.17 

Jard 

Par 1719 

fols. 4v-Sr, Anon., "Le serviteur hault 
guerdonne," (five lines), t;x;x. 

fols. 93v-94r, Anon., "Le serviteur 
hault guerdonne," t;x;x. 

fols. 76v-77r, Anon., ''Le serviteur 
hault guerdon"1e," t;x;x. 

fols. 22v-23r, Anon., "Le serviteur 
hault guerdonne," x;x;-. 

fol. 103r, "Duff ay" (upper part of letters 
trimmed off), "Le serviteur hault guerdonne, 
(five lines), t;x;x. 

fols. 33v-34r, Anon., "Le serviteur hault 
guerdonne, "t ;t;pt. 

fols. 92v-93r, Anon., 11 1 sol tuo servitor 
donna gentile, 11 t;x;x. 

fols. 77v-78r, Anon., 11 Le servitor, 11 x;x;x. 

fols. 64v-6Sr, Anon., "Le serviteur mal 
guerdone," (five lines) t;x;x. 

fols. 77v-78r (84v-85r), Anon., x;-;-. 

fols. h6v-h7r, Anon., "Le serviteur hault 
guerdonne,n t;x;x. 

fol. 358v, Anon., nsuperno nunc emittitur" 
(under the word "Superno" is the incipi t 
"Le serviteur11), t;x;-. 

fols. 24v-2Sr, Anon., "Le serviteur hault 
guerdonne," t;x;x. 

fol. 9lv, Anon., 11 Le serviteur hault guerdonne" 

fol. 87r, "Le serviteur hault guerdonne" 

fol. 87r, Anon., 11Le serviteur hault guerdonne" 
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Contrafacta for Lauda: 

Be le 

Intabulations: 

Mun 352b 

Mun 352b 

Music: 

152 

Sung to Text "E servi tuoi ~ Maria, 
vengono a te" p. 228. 

No. 11, Anon., "Leu serviteur" 

No. 226, "Leu serviteur"; intabulation different 
from No. 11 

Adler and Koller, Sechs Trienter Codices, DT(;, 14-15, p. 238. 
(Misattributed to Isaac. This transcription, in five parts, 
combines the basic version and a setting found in Odh, fols. 
37v-38r). 

Besseler, Guglielmi Dufay: Opera omnia, VI, p. 110. 

Kottick, "Flats, Modality, and Musica Ficta in Some Early 
Renaissance Chansons," Journal £!_Music Theory, XII (1968), 
pp. 272-273. 

Wallner, Das ~ Orgelbuch. Das Erbe ~ Musik, 
Reichsdenkrn~ler, XXXIX (Kassel, 1958), I, pp. 6-7; II, pp. 
284-285 (transcriptions of intabulations). 

Text: 

Droz and Piaget, ~~~~e, No. 274. 

Droz, Thibault, and Piaget, ~ chansonniers ~· p. 111. 

Ltjpelmann, ~ Liederhandschrift des Cardinals ~ ~. No. 176. 

Restori, "Un codice pavese musicale," p. 393. 

This chanson, like several others copied into Pav 362, 

was probably one of the most popular songs of the time. In its 

original three-part version, ~ ~ found its way into at least 

fifteen chansonniers, while its text, a rondeau cinquain, circulated 
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independently in several poetry sources. The song was quoted in 

many contemporary literary works, and the music of one or more of its 

voice parts became the basis for musical settings by other composers. 93 

In Pav 362, the music and text of ~ ~ infortune'" (No. 37) 

are related to~ serviteur hault guerdonne, and the text, and 

possibly the music, of Par ung seul mat bien ordonne' (No. 27) 

/ 
may have been derived from~ serviteur hault guerdonne. 

A collation of the musical readings reveals that the basic 

version of Le~~ guerdonne' was transmitted in a remarkably 

unaltered state during the five decades in which it was copied. In 

all the sources, the tenors are identical except for one insigificant 

variant in Pav 362, in which J is replaced by J '1 (meas. 31 of 

our transcription). The readings of the superius part show a close 

relationship among the sources of Neapolitan origin (Ber 78.C.28, 

Esc IV. a. 24, MC 871N, Per 431, SevPar/I, with minor variants occurring 

in the northern manuscripts. The contratenor readings are in agreement 

in all the sources except Pav 362, in which we find several unique 

minor changes (see Examples 37 and 38) or one of a more significant 

nature (Example 39). 

Example 37. Contratenor, 2: (a) Pav 362; (b) all other sources. 

{-) . (lr) 

' ' k 1 n J n 11 41 ; ' J 11 

93References to these works are given in Brown, Music in the 
~ ~ Theater, pp. 254-255, and Hewitt, Odhecaton, pp.l45-T46. 
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Example 38. Contratenor, meas. 21: (a) Pav 362; (b) all other sources. 

~ ("-'> 
J J 11 

~(a.) 
J 

lb 1 r £ 
" 

Example 39. Contratenor meas. 30-32: (a) Pav 362; (b) all other sources. 

;r t- ·I J 

Poetic readings are also close (see notes accompanying our 

text transcription). An amusing scribal variant occurs in Par 714 

in which, at fol. 63v, the copyist enters the opening words as "Le 

serviteur mal guerdone" (the servant meagerly rewarded) instead of 

"Le servi teur haul t guerdonne" (the servant abundantly rewarded), 

but then continues with the correct words of the poem. In two of the 

music sources, the scribes provide contrafactum texts, one in Latin, 

(Tr 90), the other in Italian (Par 15123). 94 

94The Latin text is given in Besseler, Guglielmi Dufay: Opera 
omnia,VI, p. xviii; the Italian text is given in this study, following 
our transcription of the French text. 
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/ 
The question of authorship of~~~ guerdonne, 

disputed by musicologists in recent years, still remains unanswered. 

Although the chanson is preserved in fifteen chansonniers, only 

MC 871N, a late source in the history of the dissemination of the 

song, contains an attribution. In this manuscript, the lower portion 

of what appears to be the name "Duffay" (the upper part of the word 

has been trimmed off) is found above the superius part. Hamm 

accepts the attribution, and places ~ servitc~ among Dufay's late 

works on the basis of mensura! practice. 95 Besseler, refuting the 

attribution to Dufay on stylistic grounds, proposes that the piece 

was written by Du fay's younger contemporary, Robert Mort on. This 

suggestion is based on the argument ·that the work is found anonymous 

in Par 714, a source that begins and concludes with works ascribed to 

Ro. de Anglia, whom Besseler claims to be Robert Morton~6 Atlas 

accepts Besseler' s acute knowledge of Dufay' s chanson style as a valid 

reason for questioning the composer's authorship, but points out that 

the scholar's assumption for the attribution to Mort on is unfounded. 97 

Atlas further argues that the Dufay ascriptions in MC 871N are not 

95Hamm, ~Chronology 2.i the Works £f.~ Dufay, p. 149. 

96sesseler, Gu lielmi ~: Opera omnia, VI, p. xiv, and 
"Falsche Autornamen in ~en HandSCh"rlften Strassburg (Vitry) und 
Montecassino (Dufay) ," ~ musicologica, XL (1968), pp. 202-203. 

~ 7Atlas, Cappella ~.pp. 355-357. In his forthcoming 
article, "Robertus de Anglia and the Oporto Song Collection," Fallows 
offers archival evidence to show that Robert Morton and Ro. de Anglia 
are two entirely different persons, and he suggests that Le Serviteur 
is probably not by an English composer. -----
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dependable, since two other eh an sons assigned to Dufay in that 

source have been shown to be by other composers. 

Atlas keeps "the case open. n98 

However, 

Let us re-examine Par 714 for evidence in Dufay's behalf. 

Of the nineteen compositions inscribed in the manuscTipt, seven 

are attributed to Dufay in the source. Four of these Dufay works 

are unique to Por 714. 99 The copyist seems to have groupe~ the 

Duf~y chansons with some care: two of them (Nos. 7 and 8) are 

inscribed consecutively, and five are written down as a group toward 

the end of the collection (Nos. 14-18). ~ ~· here 

anonymous, is copied between another anonymous chanson, Fortune, leysse 

!!!£l. and .I:£y che crude!, the latter with au attribution to "Joye." 

Since the same copyist appears to have inscribed all the songs in 

Por 714, we would assume that, if Dufay had composed!!_ serviteur, 

this copyist would have given the composer credit for it, as he did 

for seven other chansons in that source. One could argue that the 

copyist may have inadvertently omitted the attribution, but the placement 

of the piece in the manuscript--apart from the chansons that bear an 

attribution to Dufay- -leads to the suspiCion that ~ ~ was not 

98At1as, Cappella Giulia, p. 357. 

99The seven c},ansons are: No. 7, V a t'en mon cuer; No. 8, Par 
.!!_regard; No. 14, Adieu ~·-~2.!:~.!) No. 15, ~eStdevenue; No. 16, Entre 
~~ plaines; No. 1_7, H~'las, !!!£!!duel; and No. 18, :!.!_ triumphe. The 
chanson numbers are taken from Bernhard Meier, "Die Handschrift Porta 714 
als Quelle zur Tonarten1ehre des 15. Jahrhunderts," ~ disciplina, 
VII (1953), pp. 175-176. The unica are Nos. 15, 16, 17, and 18. 
Fallows has discussed No. 18, ~ triumphe, in "Two More Dufay 
Dufay Songs Reconstructed," pp. 358-360. In his forthcoming article, 
"Ro. de Anglia and the Oporto Song Collection," Fallows discusses 
the entire Dufay repertory in Por 714. 
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considered to be a work by that composer. The clues in Por 714 seem 

to lead away from, not toward, Dufay's authorship of~~· 

Until more substantial evidence turns up, we follow the position of 

Atlas that a decision in this matter be reserved. 

No. 24. (See Chapter VII). 

No. 25. fols. 44v-45r (46v-47v), ~ !!'..'~ ~ bonne ~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Modern~ 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 395. 

This rondeau quatrain is one of several anonymous pieces in 

Pav 362 in which all or most of the phrases are introduced imitatively 

by the two upper voices or by all three voices. In this work, the first 

two phrases are introduced by the contratenor and imitated, in turn, 

by the superius and tenor at the interval of two semibreves. In the 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

158 

third and fourth phrases, imitation is shared by the superius and 

tenor, but, in the fourth phrase, the imitative procedure of the 

upper voj ces is followed by the contratenor rhythmically but not 

melodically. 

The markedly triadic melody of Quy !!!..'~, with its many 

repeated notes that call for syllabic text placement, may possibly 

be derived from a folk melody. The repeated use of J1 n 
rhy;..hms in this piece also recalls rhythmic patterns found in many 

folk tunes. 

No. 26. fols. 45v-46r (47v-48r) .~~-~mal ~ compagnie Anon. 

Concordances 

Music sources : 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 396. 

This composition appears to be of the ~variety. The 

strong medial cadence at the end of the sP-cond phrase (where, in 
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sources of the time a signum congruentiae often appears) and the 

rentrement at the conclusion of the two four-line stanzas point to 

the probability that Dieu gart ~mal is a rondeau quatrain with 

incomplete text. If this interpretation is correct, the formal structure 

is ABAabAB. lOO 

The text relates to the tradition of the faulx envieux 

(envious talebearers), also the subject of Faulx envieux-£, ~ ~ 
~ ~ (No. 19 in our manuscript). However, no musical relationship 

exists between the two works. Although no text is written under the 

tenor of Dieu gart ~ ~· we have underlaid the words in this part 

also, for optional use. The melodic line of the superius, containing 

many dotted patterns that shift three groups of two to two groups 

of three (hemiolia) • is superimposed upon a steadier flow of tempus 

perfectum ~ prolatione imperfecta in the lower parts. These cross­

rhythms are here somewhat emphasized by decisions of text underlay in 

the superius and tenor. Also e111pha~ized thereby .is rhe melodic 

imitation involving these voices at the beginning of the piece and at the 

third phrase. In the fourth phrase, an echo effect is produced by the 

words when the rhetorical question "que voules vous?" is sung 

alternately by the superius and tenor. 

100The piece may, on the other hand, be a modified rondeau 
with complete text, just as it stands. 
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Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 396. 

The text of this composition, a~ quatrain is a 
/ 

paraphrase of the more famous poem, ~ serviteur ~ guerdonne 

(No. 23 in Pav 362). The musical setting of Par~~ mat 

shows a superficial resemblance to that of~ serviteur and may have 

been derived from it. Both works have the same mensuration and 

overall modal structure, The opening notes of the three voices 

recall, somewhat,those of~ serviteur (although the rhythm is different), 

after which the melodic contours of the former chanson vary from those 

of the latter. 

Stylistically, Par .!!!1,g ~ J.!!2!. is uneven, with old-

fashioned under-third cadences occurring side by side with more modern 

devices such as a full triad at the close of a phrase (meas. 18) and 
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the introduction of an imitative passage at the fifth below instead of 

at the octave or unison (meas. 19-20, superius and tenor voices). 

The passage is clumsy, resulting in a harmonic seventh on the 

strong part of the beai:. (::.ee Example 40). 101 

Example 40. Par~ seul ~. meas. 19-21. 

Other dissonances that are found in the reading may be due to 

scribal error (see notes accompanying our transcription) 

101This dissonance may have been considered an acceptable 
compositional procedure because of the imitation (Tinctoris, Liber 
~ ~ contrapuncti, III, permits successions of like perfec_t __ 
consonances if they are required by strict imitation). On the 
latter point, see Reese, Music in the Renaissance, p. 144, and 
Albert Se ay (Transl.), Johannes TiTiCtoris: The Art £!:. Counterpoint. 
(Rome, 1961), p. 133. 
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A problem of text underlay is created by the fact that 

~ ~ hault guerdonn,, the possible model, consists of five 

musical phrases (to accommodate the rondeau cinquain poem that it 

sets). ~!!!!!. seul !!!£!_ follows the musical structure of the ~ 

cinquain,but its text, a four-line~. does not follow the same 

pattern. To compensate for the missing line of text, we have 

repeated part of the opening line of poetry to the second phrase of 

music in our transcription. 

No. 28. fols. 47v-48r (49v-50r), ~.!!,. regart ~ vOus ~ 
yeulx Dufay 

Concordances 

Music Sources: 

Ber 78.C.28 

Cop 17 

Esc IV.a.24 

MC 871N 

Me! 

Par 15123 

Par 714 

SevPar/I 

Tr 93 

Wash L25/I 

Wolf 287 

fols. 13v-14r, Anon., 11P11 , 

fol. lSr, Anon., S and T wanting; C (with 
lacunae) -. 

fols. 40v-41r, Anon., "Par le regard 
(four lines) t;x;x. 

fol. lOv (p. 266), 11Dufay," "Par le regart," 
(four lines), t;x;x. 

fols. 71v-72r, "Du Fay," "Par le regart;' 
(four lines), t;x;x. 

fols. 39v-40r, Anon., "Par le regart," 
(eight lines), t;x;x. 

fols. 61v-62r, "Idem" (refers to "Dufay" 
at fol. 60v), "Per le reguarde!' (four lines), 
t;x;x. 

fols. hl v -h2r, Anon., "Par le regard," t;x;x. 

fol. 37lr, Anon., "Resone unice," (four lines), 
t; "Par le regart_.11 x;-. 

fols. 67v-68r, Anon., "Par le regart)' t;x;x. 

fols. 36v-37r, Anon., "Par le regar)' t;x;x. 
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Jard 

Intabulations: 

Music: 
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fol. 77r, Anon., "Par le regard" 

No. 30, Anon., "Par le regard" 

No. 31, Anon., "Par le regard" 

Besseler, Guglielmi Dufay: Opera~. VI, pp. 88-89. 

Glahn, "Ein Kopenhagener Fragment , " p. 97 (C only, after Cop 17). 

Perkins, "Toward a Rational Approach to Text Placement in the 
Secular Music of Dufay' s Time, Du fay Quincentenary Conference 
(New York, 1976), pp. 160-161. 

Wallner, ~~Orgelbuch, I, pp. 24-25. 

Text: 

Besseler, Guglielmi ~: Opera~. VI, p. lvi. 

Droz and Piaget, ~ Jardin ~ ~. No. 165. 

Reidemeister, ~ ~n-Handschrift J! f.~· pp. 90-91. 

Restori, "Un codice musicale pavese," p. 395. 

£!_r ~ regart may have been the most widely circulated of 

Dufay's rondeaux. 102 Its long-lasting popularity can be inferred bv 

its utilization in musical works of the later composers Loyset Comiere 

and Pierre de la Rue, and by the quotation of oart of its text in two 
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pcems by Jean Molinet and in the anonymous monophonic quodlibet, 

Man seul plaisir. 103 

A comparison of the readings indicates that the chanson was 

transmitted in one basic version in all the sources. Wash L2S/I 

and Wolf 287 have readings that point to a close relationship between 

these two versions, including a text variant found only in the 

two sources (see corrunentary accompanying our text transcription). 

The music readings of Pav 362 and SevPar/I, although they contain 

some minor variants related to the main tradition transmitted in the 

Italian sources, have readings that also suggest a relationship with 

Wash L25/I and Wolf 287. Among these differenceS is the fact that 

Wash L25/I, Wolf 287, Pav 362, and SevPar/I have the clef symbol of 

the superius on the lowest line, while Par 714 and all the 

Neapol i tan-Florentine concordances, except SevPar/I, have it on the 

second line. 104 

A comparison of the different readings of a passage occurring 

toward the beginning of the superius voice (meas. 3-5 of our transcription) 

reveals, to some extent, the degree of relationsl1ip among the sources. 

103comp"ere quotes the incipi t of ~ .!.!:_ regart in his three­
part quodlibet, Au travail suis. In one of his motet settings of 
~ Regina, L.aRue borrow5passages from Par ~ regart and another 
chd.n:.on, ~ ~ ~ oncques (see Reese, Music.!!!_ the Renaissance, pp. 224,271). 
The quotation by Molinet is found in L 'Oroison a Nostre Dame (Line 22), 
and g oebat ~ viel gendarme ~ ~ viel amoureUx (Line ~ The poems 
are printed in Les Fa.itz et O:ictz, Ill, pp. 468-475 and 616-627, 
respectively. Regarding the quodlibet Man seul plaisir, see footnote 19 
above. 

104rhe Cop 17 reading is too fragmentary to enable us to deter­
mine its relationship to the other sources. It contains several unique 
variants including the use of fusae at two places, the latter practice 
suggesting that the source was compiled at a time closer to 1470 than 
1450 (see Chapter IV). 
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Hamm has pointed out the somewhat ambiguous notation at this place, 

resulting from Dufay's use of coloration alternating with single 

white notes. Hamm notes that the situation becomes more confusing 

because Mel transmits breve coloration in combination with minim 

coloration while Wash L25/I gives the passage with white notes and 

dotted minims. 105 We present, in Example 41, a diplomatic facsimile 

of all eleven extant versions (the superius is wanting in Cop 17, 

the twelfth source). Since the microfilm reproduction cf Par 714 

does not show if the passage is transmitted with colored (red) notes 

or black ones, we cannot tell for certain if coloration is involved. 106 

In Ber 78.C.28, the passage comes down with white notes, while in 

Esc IV.a.24, the passage comes down with colored notes, the same 

method of notation also used in Mel, Par 15123, MC 871N, and Tr 93. 

The Pav 362 copyist retains the colored notation found in the five 

readings just mentioned, but changes the rhythm of the last part of 

the passage to semib!"eve-minim in place of three minims (or equivalent 

smaller note-values). He also substitutes minor ~ (dotted rhythm) 

for the third semi breve of the passage. The scribes of Wash L25/I, 

Wolf 287, and SevPar/I present the passage with white notes but utilize 

the slower rhythm of the Pav 362 version of the phrase ending. \'lolf 287 

also transmits the dotted rhythm substitutiOll of the third semibreve, 

but notated b. • instead of t • 

105Hamm, ?;_ Chronology ~ the. ~ ~ ~ Dufay, pp. 118-119. 

106rn his transcription after Par 714, Besseler, in Guglielmi 
Dufay: Opera~. VI, p. 88, provides coloration brackets under this 
passage. 
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Example 41. Superius, meas. 3-5: (a) Por 714; (b) Esc IV.a.24; 
(c) Ber 78.C.28; (d) MC 871N, Mel, Par 15123, Tr 93; 
(e) Pav 362; (f) Wolf 287; (g) SevPar/I; (h) Wash L25/I. 

(ik L. ·•· ~ iT111 

({,.) .. -----
•• '" ~ 0 I l • ~ ~- l b 11 

~~ b" l ~ el • ~ lTl 11 

<1~) ••• ~ ~ .. 1 • 1 Ct--i 11 
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One of the prevailing characteristics of ~ .!.!_ regart is 

its movement in semibreves and minims in all three voices, with an 

emphasis on the alternation between imperfect tempus with major 

prolation and perfect tempus with minor prolation. On the basis of 

notation, Hamm has placed the rondeau in Group 7 of his chronology 

(ea. 1435-1455), while Besseler has included it among the chan!=:ons 

displaying Dufay's "new" vocal style, evident from the 1430s. 107 

As part of his discussion of the problems of text placement in the 

music of Dufay's time. Perkins has underlaid the first stanza of 

text (after Mel) as an example of the more typical of the courtly 

chansons of mid-century with their characteristic hemiola rhythm. 108 

Much of our underlay of this chanson is in agreement with that suggested 

by Perkins, but in some instances it differs when a musical reading or 

ligature group, not present in Mel, is found in Pav 362 and the 

earlier concordances (see Example 42). 

Example 42. Superius, meas. 1-4: (a) meas. 1, after Pav 362 and 
all sources except Mel, SevPar/I, and Tr 93; meas. 3-4, 
after Pav 362, Por 714, and Esc IV.a.24; (b) Mel. 

<..;..) I'",.....-. , 

~~: J. It J fffl I J J ttl f 11 

PLf"' le. ..... 
(t-) 

~~ § l l I r J i-
r .. .- le ~ .. - .le 

··~ 
107Hamm, ~ Chrono1ogr £!!..the Works £!. ~ ~. p. 121; 

Besse1er, Guglielmi Dufar: Opera £!!!!!!.!• VI, p. x. 
10~erkins, ''Toward a Rational Approach to Text Placement,"p. 109. 
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I 
No. 29. fols. 48V-SOr (SO.v-S2:r), !:!!:.• fortune, pourguoy Anon. 

Concordances 

Music Sou~ces: 

Par 1512~ 

SevPar/1 

Text Sources : 

Ber 78.8.17 

Jard 

Music: 

None 

Text: 

fols. 11.2:v-ll3r, Anon. ,"He, fortune,"t;x;x. 

fols. f9v-fl0r, Anon., "He, fortune,"tjx;x. 

fol. 120v, Anon., "He, fortune" 

fol. 94r, Anon., "He, fortune" 

LHpelmann, Die Liederhandschrift des Cardinals ~ Rohan, No. 304. 

Droz and Piaget, ~ ~ ~ Plaisance, No. 345. 

Restori, "Un codice musicale pavese," p. 396. 

This composition, a bergerette, quotes the opening line of the 

superius of Binchois 1 ballade, ~ angoisseux, as the last line 

of its prima E.!!!· 109 Moreover, its ~£!:!!reworks material 

from all three voices of the second part of tho Binchois ~· 

The substantially identical musical readings of the three 

109The text of Binchois 1 chanson is a ba1~de by Christine 
de Pisan and is prin·ted in M. Roy, Ed., Oeuvres po tiques !!!. Christine 
~~(Paris, 1886-1896), I, p. 242. 
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versions (Pav 362 transmits a few unique variants) suggest a single 

tradition of dissemination for this work. The inclusion of the 

text in Ber 78.8.17 and Jard indicates that the poem, by itself, 

circulated more widely and for a longer period of time than the chanson. 

Pav 362 introduces what appears to be a careless scribal mistake in 

the first line of text ("suis" for "si 11 ) ~ 1 Rnd he changes the words "ou 

se ce non" at the beginning of the~ to "ou aultrement." In 

Par 15123, yet another version of the opening line of the text is 

transmitted: 

Ber78.B.17 

Jard 

Pav 362 

Par 15123 

"He", fortune, pourquoy si fortunee suis je" 

' "He, fortune, pourquoy si fortunee suis je" 

"He', fortune, pourquoy suis fortune'e suis je" 

"H( fortune, pourquoy suis si fortune'e" 

In general, the musical style of!::!!, ~ reflects the 

chanson style of the 1460s. The texture is, on the whole, uncluttered, 

with occasional overlapping of rhythmic motion among the three voices. 

Cadences include the octave-leap and under-third types. At the intra-

duction of the chanson-quotation (toward the conclusion of the refrain 

/ 
and in the E. section), the composer of !i!_, ~gives (deliberately?) 

an old-fashioned quality to his work by tightening the vocal range. 

110The same variant is found in the index of Ber 78.8.17, but 
not in the poem itself. 
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Furthermore, he highlights the Binchois quotation in the first 

section by introducing it in imitation among the three voices. 

As in many bergerettes of the time, the second section of 

this composition is written in contrasting (i:il this case, duple) 

meter. However, the ouvert, unlike that of many bergerettes, does 

not conclude on the dominant; instead, both the ouvert and~ 

conclude on the tonic chord. 
/ 

The second section of ~. ~ is interesting as an 

early example of the application of a touch of parody technique in a 

secular composition. Whereas, in the first part of his chanson, our 

anonymous composer uses only the superius of the Binchois ~. he 

opens the second section by quoting all three voices of the second 

part of ~ angoisseux (see Example 43). If we compare the first 

phrase of the secunda ~of ,tti. ~with the first phrse of the 

~ ..E3!!.? of Dueil angoisseux, we find that the former is almost a 

free paraphrase of the latter. The utilization in a new composition 

of all the voices of the model in their original relations is unusual 

in secular music of the fifteenth century, and its timid appearance 

in this composition is noteworthy. 111 

111Another composition in Pav 362, Le serviteur inforttmf 
(No. 37) is an example of the application ofJ)arody technique through­
out the chanson. For citations of discussions of the application of 
parody technique to secular music in the second half of the fifteenth 
century, see p.l88 below, footnote 120. 
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/ 
Example 43. (a) ~' fortune, meas. 40-43; (b) ~ angoisseux, 

meas. 31-36 (after Rehm, D1e Chansons von Gilles Binchois, 
No. SO). ----------

·--
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No. 30. fols. SOV-Slr (52v-53r), ~ ~ ~ ~ Anon. 

Concordances 

Music Sources: 

Flo 176 

Par 15123 

Text Sources: 

None 

Music: 

None 

Text: 

fols. 136v-137r~ Anon., "Man cuer a demi," 
x;x;x. 

fols. 81v-82r, Anon., "Man cuer de doleur," 
(four lines) t ;x;x. 

Restori, "Un codice musicale pavese," p. 396. 

This ~quatrain is one of the two pieces that may 

have been entered into Pav 362 at some time after the original 

compilation of the chansonnier (the other piece is ~taus ~ ~· 

No. 17). The concordance table indicates that the chanson had limited 

circulation in Italy during the 1470s and early 1480s. The careless 

orthography of the text in Pav 362 makes deciphering of the poem diffi-

cult. We have utilized the Par 15123 reading of the refrain as a 

guide, but a number of words of the second and third stanzas (found 

only in Pav 362) remain unclear. As though by Hay of compensation, 
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text underlay of these four lines in both Pav 362 and Par 15123 

neatly parallels the beginnings and endings of the four musical 

phrases. 

The text incipit in Flo 176, reading~~~~ 

instead of Man ~ ~ dueil, reflects a mistake on the part of the 

copyist who entered those words, and who probably confused the text 

of~~~ dueil with the text of another composition in Flo 176 

Man ~ ~ ~. found at fols. 48v-49r. 112 Except for the general 

poetic sentiment, Man ~ ~ dueil is not related to~~~ demi. 

A comparison of the musical readings of the three sources 

has revealed a close relationship among the three versions and a 

direct relationship between the Flo 176 and Par 15123 readings. Altogether, 

nine variants were transmitted in Flo 176 and Par 15123, all in the 

superius or contratenor, and of these, six have been found to be idential 

in the two sources. All ligature symbols in Flo 176 and Par 15123 that 

are notated differently from those in Pav 362 are also identical in 

the former two manuscripts. 

In several instances, the Pav 362 readings are erroneous 

(see Examples 44, 45, and 46). In Example 44, the dotted longa on~ 

in the Pav 362 superius results in a held tone which, during its span, 

112The latter work is also found in Dij 517, fols. 43v-44r, 
Niv, fols. 62v-63r, and Wash L25, No. 25 (with attribution to Prioris 
in Table of Contents). 
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would begin phrase four, obviously an error. 

Example 44. Man~~ dueil, meas. 13-14: (a) superius, Pav 362; 
(b) superius, Flo 176 and Par 15123 and tenor and contra­
tenor of all three versions. 

('1.1 

1~ ~ v, tc! d Fr'ill 
(8--) 

In Example 45, the Pav 362 version of the contratenor results in a 

hannonic fourth between the lowest and highest sounding voices. 
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Man cuer de dueil, meas. 11: (a) Superius and tenor of 
iiT t'ili'"ee Versions with Pav 362 contratenor; (b) 
Flo 176 and Par 15123 contratenor. 

' 
(t-) 

I tH :J J J 11 

In Example 46, we find that a E_ instead of a ~ in the Pav 362 contra-

tenor, produces a fourth between the contra tenor and tenor and 

results in a harmonic progression at the final cadence of VIIfi-V-1 

instead of V-1-V-I, as the passage is transmitted in Flo 176 and 

Par 15123. The latter progression is no doubt the correct one. 
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Man cuer de dueil, meas. 17-19: (a) superius and tenor 
OT"aiTthTeev:er"Siqns with Pav 362 contratenor; (b) 
Flo 176 and Par 1512·3 contratenor. 

(f...) 

I :)' k 
e 

Several musical characteristics of ~ ~ ~ dueil 

mark it as one of the later songs inscribed in Pav 362. The chanson 

carries a 4: signature instead of the 0 mensuration popular in 

the earlier songs, and it is one of the few pieces in Pav 362 with 

a true V-I cadence structure. The vocal range is wide, so that almost 

no crossing of voices occurs. 

Man ~ ~ dueil, a rondeau quatrain, consists of four short 

phrases, each of the first three comprising four measures, the fourth 

one extended to six measures. At the approach to the medial cadence, 
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and throughout the final phrase, the superius melody loses its 

simple, duple character and moves in more complex dotted rhythms and 

syncopations in its drive to the two cadence points. The general 

style of this chanson, including phrase structure, mensuration, and 

modal organization resembles somewhat that of~~ biens playne, 

and !:!2!!,.~ ~fait~. both by Hayne. 113 In fact, the 

superius melody of the first phrase of Man cuer de dueil bears a 

likeness to. the superius melody of the first phrase of Man ~ 

~ ~ ~ (see Example 47). 

Example 47. (a) Man cuer de dueil, superius, meas. 1-4; 
(b) Man souvenTr!!!! fait ~· superius, rneas. 1-4. 

~b q: ; J ) . I 
Mon. c ... (.r le r.:~.r-i. - ra. --- I 

J.o\oh So~,i,·\/e-".,.. 

113see No. 17 above for a discussion of ~taus biens ~ 
sec Pl ruioenac, "The 1 Second 1 Chansonnier of the Biblioteca Riccardiana," 
p. 138 for a list of concordances for Man ~· 
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No. 31. fols. Slv-52r (53v-54r), ~ ~ bien est re Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese, 11 p. 396. 

The text of this chanson i~ not related to the rondeau 

cinguain transmitted in Ber 78 .B. 17, fol. l82r, that conunences with 

the same words, but recalls, instead, the text of another composition 

in Pav 362, that of the bergerette Terriblement suis fortunfe (No. 1). 

In our source, the fifth word of the first line of:!!.~ bien estre 

is inscribed "ens arc V . " We have followed Restori' s suggestion 

that the word is probably "ensorcele" (bewitched) ;r~ince it accords 

grammatically and metrically with the rest of the text. 

The musical form of ~ ~ bien estre is not clear. The 

text consists of three isometric five-line stanzas with the end-rhyme 

114Restori. "Un cod ice musicale pave se. "p. 397. 
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scheme~~ resulting in a strophic poetic structure. In the 

music, a nonnal ~ cinguain division is suggested by the 

appearance of a strong medial cadence in breve rhythm in all 

three voices at the end of the third phrase. However, no indication 

is given for a ~ or a refrain by the scribe. Nor is a signum 

congruentiae provided to mark the conclusion of the ~ section of the 

~form. Although the composition could conceivably be performed 

as a ~with the form ABabAabAB (that is, with a ~section 

before the medial refrain instead of the usual ~. we suggest, in 

view of the excessive length of this procedure, that the piece be treated 

as a strophic chanson. 115 

Harmonica~ ly, the composition is unimaginative, the sound 

often dulled by empty octaves (see, for example, meas. 13, 18, 20, 

and 24, first beats). Texturally, ~~~~employs non-

imitative counterpoint, although, towards the end of the fourth 

phrase, a snatch of approximate melodic (but not rhythmic)imitation 

seems to occur between the superius and the contratenor (Example 48). 

115Hewitt~ in~. p. SS, classifies twelve song 
texts in her publication as "chansons . 11 She reserves the term for 
French texts that "do not fall into any of the genres of the 
formes fixes: rondeau, virelai, or ballade. Each chanson has a 
clearly recognizable form of its own, which may be strophic or of but 
a single stanza. 11 
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Example 48. J~ ~ bien !!t_~, meas. 19-20. 

No. 32. (See Chapter VII). 

No. 33. (See Chapter VII). 

No. 34. fols. 54v-5Sr (S6v-s7r), ~ 2'l. ~ ~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

~~~ 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 398. 
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~ ~'r. ~sera is not a complete chanson. It 

appears to comprise the ~ section of a bergerette double, the 

refrain and ~ of which we have not yet identified. Of note 

is the fact that the first and third phrases are presented in imitation 

by all three voices. Harmonic calor emphasizes the sound of imperfect 

consonances. 

No. 35. (See Chapter VII) 

/ 
No. 36. fols. 56\..-SBr (58v-60r), Quant james aultre bien Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

Ber 78.8.17 

Par 9223 

Music: 

None 

Text: 

fol. 74r, Anon. ,"Quant jamaiz autre bien" 

fol. 60v, "Le Roussellet,'' "Qi..!ant jamais 
aultre bien n'aroye" 

Lfjpelmann, Die Liederhandschrift ~Cardinals~ Rohan, No. 100. 

Raynaud, Palsies, No. 116. 

Restori, "Un codice musicale pavese," p. 398. 
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' Although this bergerette ~quatrains appears to be unique to 

Pav 362, the text, a poem by Le Roussellet, was popular enough to be 

transmitted in at least two literary sources of the period. 116 The musical 

/ 
readings of ~t ~ is problematic, since the superius has one semi 

breve too many and the contratenor lacks one semibreve (in fact, the 

whole of the contratenor seems awkward and amateurish). The problem 

seems to lie somewhere within meas. 15-17 of our transcription. On the 

assumption that the tenor voice was written down correct, at meas. 15, 

we have added a semibreve ~before the i' in the contratenor and, at 

me as. 16, we have reduced the value of the semibreve rest and of the 

semibreve c'' that follows it in the superius, to minims (see Example 49). 

Example 49. Quant jame~. meas. 15-17: (a) Pav 362 reading; 
(b) tran5Cription with editorial emendations (meas. 15-18). 

(0<.) 7 

116According to Raynaud, Po~ies, pn. xxiii-xxiv, seven rondeaux 
and bergerettes by Le Roussellet are found in Par 9223 and other--source5 
of the time. Raynaud mentions three persons named "Le Roussellet" who 
lived in the fifteenth century and suggests that the poet may be a 
certain figure who worked for the Duke of Orle"ans, the future Louis XII 
of France (p. xxi v) . 
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'" 

~ 

tj L I J 

At meas. 17, a certain roughness is found in the composer's work, 

While the exposed melodic augmented fourth in the superius, resulting 

from the stepwise descent from ~· to i', can be eliminated by a flat 

on the ~·, there would still remain a leap from that !:_' to the ~· 

in the next measure. This leap could be analyzed as occurring from a 

c-onsonance, since the f.' is consonant with the middle voice, and 

since the ~ in the bottom voice is a passing tone. 

At meas. 19-20, there are parallel octaves between the 

tenor and contratenor that may be a result of the scribal inaccuracies 

found in the earlier measures, or they may be due to inexpert voice 

leading. At meas. 4-S, 9, and 22, we find parallel fifths between the 

contra tenor and superius voices (those in me as. 9 occurring between 

the outer-sounding voices). At meas. 24-25, we find consecutive fifths 
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between the contratenor and the superius and, at meas. 25, a hamonic 

tri tone between the !!_ in the contratenor and the !' in the superius 

(see Example SO). Since this !!_ appears to have a semitone relationship 

with the £ that follows in the next measure, we have not added a 

ficta flat to correct the harmonic tritone. The consecutive fifths 

in this passage may be considered acceptable on the basis of the 

writings of Ramos de Pareja and other theorists, who permit consecutive 

fifths if one of them is diminished. 117 

Example SO. Quant james, meas. 24-26. 

The style of Quant jam{s recalls that of the bergerette, 

Terriblement suis fortun6e (No. 1). in which non-imitative counterpoint 

117see Reese, Music in ~Renaissance, p. 93, footnote 302 for 
citations from the theorists. Of course, if a flat were to be applied 
to the b, one would also have to be applied to the e in the preceding 
measure":'" -
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prevails in the triple-meter ~ £.!!2.• and a contrasting, strongly 

homophonic texture dominates in the duple-meter secunda ~· In the 

prima ~ of Quant j am(s, the superius melody contains a large number 

leaps, the chanson, in fact, beginning with a descending fifth. Phrase 

lengths are irregular (the second phrase is three measures long; the 

fourth is seven measures long), resulting in text underlay of the 

refrain and tierce that varies from a patter-like syllabic setting 

(meas. 7) to a drawn-out, melismatic setting with repeated text (meas. 

20-23). In the secunda ~· instead, the melody is predominantly 

conjunct, the phrases are neatly divided into two subphrases of four 

measures each, and text underlay is syllabic, resulting in a simple, 

folk-like setting of the middle section of the poem. 

No. 37. fols. 58v-59r (60v-?lr), ~ serviteur infortun/ Anon. 

Concordances 

Music Sources: 

Esc IV.a.24 

Mun 351 a 

MC 871N 

Text Sources: 

None 

fols. 109v-110r, Anon., -;-;-. 

fols. 123v-124r, Anon., "Le serviteur" 
followed by Latin incipit 11Celebris hie 
dies," x;x;x. 

fol. 104v, Anon., "Le serviteur infortune," 
(five lines), t;x;-. 
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Music: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 399. 

/ 
The text of~~ infortune is related to at least 

two other ~that begin with the words "le serviteur." One 

of these, ~ serviteur hault guerdonne'. on the subject of the 

~ Amply Rewarded by his Lady, served ~" text for the widely 

disseminated chanson ascribed to Du fay in MC 871N (see No. 23 above). 

Another~. by the poet, C. Blosset, begins with the words "Le 

servi teur mal fortune.'' Like _!:! serviteu-r in fortune': the Blosset 

poem laments the fate of the unfortunate lover who is denied his lady's 

favors. 118 Yet another ~. Par ung ~1 ~t bien ordonn/, on the 

subject of the generously rewarded lover, turns up in a musical setting 

uniquely in Pav 362 (No. 27). 

Of the four chansonniers that transmit ~ ~ in fortune', 

all but Mun 351 3 also transmit g_ serviteur ~ guerdonne'. However~ 

only in MC 871N does the copyist suggest that a relationship exists 

between the two chansons by entering them in consecutive order (at 

118The poem is found in Par 9223, fol. 56v and is transcribed by 
Raynaud, Poe'sies, p. 93. No musical setting of this poem has been found. 
The editorsoTTe Jardin de P1aisance note that the B1osset poem is the 
counterpart of Le servrt"ellr hault guerdonn€'; but cite the incipit as "Le 
serviteur infortiJnel}instead of "Le serviteur mal fortune':" (Vol. II, p. 177). 
Plamenac mentions yet another text that is a companion poem to the text 
of "Le serviteur hault guerdonnC" ("Le malheureux abandonne":'" found in 
a setting in SevPar). See Plamenac, "A Reconstruction of the French 
Chansonnier, "p. 117. 
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fols. 103v and 104v). Pav 362 is the only source that transmits the 

whole series--~~ hault guerdonn/, g ~ infortune~ 

and Par~ seul mat bien ordonnf--but it does not present them 

consecutively. 

A collation of the readings indicates that the scribes of 

Mun 3Sla, Pav 362, and MC 871N drew their material from related 

parent sources. AI though the Esc IV. a. 24 version transmits a sunerius 

that is almost identical with the one found in the other three manu-

scripts, its tenor contains several important variants and its contra-

tenor changes altogether. 

In Mun 3Sla, the clef of the superius (placed by the scribe 

on the top staff only) incorrectly calls for a reading a fifth below 

the one indicated in the concordances. 119 The clefs of the tenor 

and contratenor in Mun 351a are inscribed on the same lines as those 

on which they are found in the other sources. A 1i teral reading of the 

piece as it is transmitted in Mun 351 a would result in dissonant 

harmonies inconcistent with the style of the period. Since the trans­

cription in Mun 351 a is full of crossed-out notes and other scribal 

emendations, it is apparent that the copyist placed the superius clef 

symbol on the wrong line, with no intention of transposing the work. 

A comparison of the music of ~ ~ hault guerdonn{ 

119Hanen, in "The Chansonnier El Escorial," p. 525, accepts 
the incorrect reading. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

!88 

and ~ ~ infortune' reveals that the compositions are related 

and that the fomer composition served as model for the latter 

work. (The length, duple meter <1: signature, and other style 

features of ~ ~ infortune' indicate that the work was 

composed later than ~ serviteur ~ guerdonne".) As we mentioned 

earlier, ~ :!:!!!£ seul mot (see No. 27) may have been derived from 

~ ~ hault guerdonne'; the piece, musically inferior to the 

other two compositions, is more difficult to date on the basis of 

style. 
., 

Although ~ ~ infortune is a much longer composition 

than .!::! servi teur haul t guerdonne-:' the five phrases of the former piece 

parallel the five phrases of the latter one melodically, hannonically, 

and in the structure of imitative and cadential passages. Since ~ 

~ infortunt' utilizes all three voices of its model, we may 

regard it as a parody of ,1_e serviteur ~ guerdonne'. 120 In 

Example 5l,we give the first phrase of both chansons, marked to show 

the derivation of the three voices of ~ ~ in fortune" from the 

120Another composition in Pav 362 (No. 29) reveals the ,. 
application of a touch of parody technique. In 1£. ~ infortune. 
in which the entire pre-existent chanson becomes the model for the new 
work, we have a clearly defined example of parody in secular music of the 
the late 1460s, a rare occurrence at this time. Howard M. Brown, in 
"The Genesis of a Style: The Parisian Chanson,l500-1530," Chanson and 
Madrigal, 1480-1530 (Cambridge, 1964). p. 13, notes that Josquin antici­
pates the application of parody technique to secular music in his six­
part arrangement of Ockeghem's Ma bouche rit. He also points out that 
the opening of !& souvenir by Arilo"ifo"'GTliardo quotes the beginning of 
Morton's setting of the same text and observes that this may be an early 
example of parody in the chanson literature (Music in the French Secular 
Theater, pp. 134-135). Aspects of the principles ofpirody technique are 
discussed in Reese, ~ in. tb.1! Renaissance, p. 28 and passim, and in 
Lewis Lockwood, "Parody as Term and Concept in 16th-Century Music," 
Aspects ~Medieval .§. Relaissance ~ (New York, 1966), pp. 560-575. 
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(a) Le serviteur hault gu~rdonne~ meas. 1-5; 
(b) ];i ~ infortun , meas. meas. 1-8 . 

.,. 

ser - ... i - 't.c. .... r 

, 
ser • vi - 'f.elolr 1 " 

.. . ~ 

.. 

+ Shows similarity in superius melodies. 

* Shows similarity in tenor melodies. 

o Shows similarity in contratenor melodies. 

(le. 
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c---J 

0 

+ 

(!,.) 

- t. -

A similar derivation may be found in the other four phrases. 

To facilitate a comparison of the transcriptions of the two chansons, 

we have provided in Table X below, the measure numbers comprising each 

of the parallel phrases (measure numbers are those of the superius pa-.:ts). 
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TABLE X 

Comparison of Phrase Lengths of / 
Le ~r hault guerdonne" and ~ ~ infortune 

Le serviteur hault Le servi teur 
Phrase No. guerdonne -- Iilfortunt! ' 

One meas. 1-5 meas. 1-8 

Two meas. 5-9 me as. 8-14 

Three meas. 10-16 meas. 15-21 

Four 17-25 meas. 22-31 

Five meas. 26-33 31-48 

Table X shows that each phrase of ~ ~ infortune" 

is longer than the parallel phrase of its model. Since the ~ 

cinquain text of ~ ~ infortun{ contains approximately the 

same number of syllables per line as does the rondeau cinquain text 

of the shorter chanson, we find, in the former piece. many more notes 

to underlay with text than can be accommodated by the number of available 

syllables. \'ie have repeated a portion of the text at the conclusion of 

each phrase but have left untexted the long final cadential passage. 

Phrase three provides an instance in which both compositions 

present the same melodic motive in imitation in all the voices (see 

Example 52). 
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(a) ~ ~ hault guerdonne', meas. 10-11; 
(b) ~ ~ infortune, meas. 14-16. 

Phrase four of both compositions is ?.lso introduced 

imitatively. That phrase four of g_ servi teur ~ guerdonne' 

conunences at meas. 17 is clearly indicated by its presentation in 

imitation among the three voices (me as. 17 superius, me as. 16 tenor, 
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me as. 15 contratenor). Phrase four of ~ serviteur infortun{ begins 

with a different melodic motive given in imitation by the superius 

and tenor (meas. 22 and 23). This motive is derived from the last 

few notes of the superius cadential passage that concludes phrase 

three of ~ serviteur hault guerdonn{ (see Example 53). 

/ 
Example 53. (a) h_e ~ hault guerdonne, meas. 15-18; 

(b) ~ ~ infortune', meas. 22-24. 
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The cadential formula on G-Dorian that closes phrase four 

of~ serviteur hault guerdonn{ (meas. 23-24), is lengthened 

considerably in ~ serviteur infortune' (meas. 27-31). The con­

cluding phrase of ~ serviteur infortune' differs somewhat from that 

of its model, but the closing cadences of both compositions are 

clearly alike in all the voices. 

No. 38. fols. 59v-60r (61v-62r), ~ bien. loing ~ ~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese, 11 p. 399 . 

.Q!. bien loing is one of several rondeaux found in Pav 362 

that bear the time signature 4:' . The composition is noteworthy 

for the low-lying ranges of all three voices. The superius moves 

within the ambitus of~ to !_'. The tessituras of the tenor and contra· 

tenor tend to overlap, but the ranges of both these voices are generally 
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lower than that of the superius. The second note of the contratenor 

is a low Q., and both lower parts descend to a low~ several times. 

Also worthy of mention is the presentation, in the superius and then 

in the tenor, of the opening notes of the second phrase in imitation 

at the fifth below. 

No. 39. fols. 60v-6lr (62v-63r), ~_g;:,'i..!_~~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

~Editions 

Music: 

None 

Text: 

None 

The text of Puis ~'i!_ ~ ~· a~ quatrain, is not 

related to the ~ quatrain found in Ber 78. B. 17, fols. 73v- 74r, 

that begins with the words "Puys qu'il vous plaist(modern edition in 

LHpelmann, ~ Liederhandschrift des ~ c:!£_ Rohan. No. 98). 

On the other hand, the sentiment expressed in the Pav 362, in which 
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the lover vows to serve forever his beautiful lady, now that she 

has granted him the privilege, is similar to that found in the text 

of a chanson, Puis ~'.! ~ ~!!!.! ~ !!!!!_ (Dij 517, fol. 20v), 

but the music in the two compositions is different. 121 The words 

of a rondeau quatrain found in Lon· 380, fol. 236v, Puis~.!.!!!!. 

~ ~ ~. 122 in which the lady eApresses to her lover the 

conditions under which she grants him the privilege of serving her, 

contain several phrases that echo some of the words of the Pav 362 

text. The two poems almost certainly form a poetic unit. 

~ ~'.!! ~ ~ is the sole example in Pav 362 of a 

composition with successive proportion signs in each voice. Since 

the chanson could easily have been written in simple integer~ 

throughout, the complex manner of its notation may have been intended 

as an intellectual exercise on the part of the composer or scribe, 

perhaps to impress or amuse fellow-musicians. 

Tinctoris stated with good reason that the system of musical 

proportions would cause few transcription problems if scribes and 

composers would have indicated the elements of mensuration clearly. 123 

In this piece, a· literal interpretation of the proportion signs seems 

to obscure, not clarify, the temporal relationships intended by the 

121Modern edition in Jeppesen, ~ Xopenhas:ener Chansonnier, 
pp. 38-39. 

122Modem edition in Wallis, Anonrmaus French Verse. p. 121. 
For the reader's convenience, we have printe the poem following the 
text of the Pav 363 poem. 

123see Albert Seay ,"The. Proportionate Musices of Johannes 
Tinctoris," ~1..!;! Music Theory, I (1957), pp. 23-24. 
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composer. In Table XI, we show the signs of proportion found 

in Puis qu'!_l ~ ~ and give an explanation of our interpretation 

of their meanings. 124 After considerable experimentation, we have 

assumed that the cumulative principle for successive proportions does 

not apply in this piece. 125 In the tenor, for example, we have 

interpreted the figure of proportion "8" to mean a ratio of 8:1, 

not 32:1 as it could mean, it' the preceding sign 1 were to be 

taken into account ( t.: i i" ~ = ~\2.. ) • 

In the superius, the fourth symbol looks like a "C" 

with a short vertical stroke through the lower part of the loop. 

Since this portion of the music is notated mostly in minims, we have 

interpreted the symbol to indicate tempus imperfectum EE~ 

imperfecta, !'esulting in a passage that is imitated rhythmically and 

melodically at meas. 25-28 in the tenor. The next symbol (i. is clear 

enough, but the sign that follows it f (the last mensuration sign 

in the superius is unclear in my photograph. After trying and discarding 

several interpretations, we have decided that this last proportion sign 

124our interpretation has been derived from the rules offered 
by Tinctoris in the Proportionale musices, the discussions given by Willi 
Apel, ~~~Polyphonic ~. 5th ed., (Cambridge, 1953), 
Chapter IV, and by other modern writers, and our own conclusions 
regarding the notational features and musical style of this composition; 
conclusions admittedly based, in part, on trial and error. 

125see Apel, ~~.9! Polrphonic ~.pp. 161-162, 
for a discussion of this principle. 
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TABLE XI 

Mensuration Signs found in Puis 51!!.'.!.!. ~ P.!!!!, 
Listed in Order of their Recurrence in the Chanson 

RelationshiE o! .. ...V!.!2!!. Ratio of Basic 
and Modern Sis;natures ProEortion ~ 

0~(> = J J J '01 
~ Integer valor Semibreves and 

minims. 

oao:JJj 3 Proportio duola Breves and semibreves. 
'1-

~ H ,J J J 3 Integer valor Minims. 

"' <>O = JJ .. Integer .Y.!.!2.!.... Minims . 
'1-

OD " J J 
,_ 

Proportio dupla Breves and semibreves. ... 

9 ~ :. J J .. Proportio Longas and breves . 
't quad rupia 

ocu=JJJ ) 
~duola Breves and semibreves 't 

9 ~ = JJ ,. 
Prooortio Long as and breves. 't ouadruola 

9 9 :.t'J' ... 
'I" 8:1 proportion t·laximas and longas. 

0 tr = .l .l ... 
't- !:_r~~ Longa. 
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TABLE XI (Continued) 

Contra tenor 

d OtiC J J j 3 Prouortio dupla Breves and 't seni.breves 

4: 
9~ = .JJ ">. 

ProEortio Longas and .. '1- quadrupla breves. 

0 OH : .I J J 3 Intecrer valor Semibreves and minims. 't 
~ 0~ J J :.. Integer valor Minims. 

't f't ~~ .U' ... 8:1 proportion ~la.x:inas and 
't long as. 

i 91 Jj 2. 
't Prooortio Long as 'lnd 

quadrupla breves. 

~ 9 9 JJ' l. .. = '1- 8:1 pro?ortion l'-1axi;nas and longas. 

f tl 0 = .IJ l.. Proportio dupla Breves and 1 semibreves. 
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was intended to be a f:. , indicating proportio ~ for the 

final section of the superius (the notation itself is in longas 

and breves). The most successful place to begin applying 4:1 to 

this passage was found to begin after the longa on .&_1 , and not 

immediately before it (where the scribe had placed the symbol). 

In the contra tenor, the third mensuration sign is a tiny 

"o" that might be interpreted as a hurriedly drawn semibreve; shortly 

thereafter, there appears a minute sig;n that resembles a 11 2" 

( < ) . The music of these two sections is notated in minims and 

semiminims, concluding with two fusae. We have interpreted the first 

of these signs to indicate a return to proportio dupla in triple time 

(which functioned at the beginning of this voice). and the second sign 

to mean integer valor in duple time. (If we had assumed the last sign 

to be a "211 , indicating proportio dupla in duple time, the fusae 

concluding that passage would have become extremely small note-values.) 

The concluding section of the contratenor appears to be short one ~· 

This may be due to a faulty transcription. or to a scribal error some­

where in that voice. At measure 30, we have interpolated a longa on 

~~ as an editorial addition. 

The music of ~ ~'.!..!. !!!._ ~ consists of a number of short 

phrases, many of them presented in imitation between the two upper 

voices (for example, meas. 12-15; 15-17; 18-19; 25-26), or among the 

three voices (meas. 5-8 1 which comprises two overlapping phrases 

presented imitatively; meas. 21-22). While much of the composition 

appears to be contrived to proquce these canonic passages, the melody 
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is quite lovely and may possibly be derived from a pre-existent 

piece. One has the impression that the composer was not concerned 

about the text setting. In order to underlay the text under the 

numerous passages separated by rests in at least a semi-satisfactory 

manner, it has been necessary to repeat several phrases of text 

more than once. 

No. 40. fols. 61v-62r (63v-64r), Gard:s ~ ~ ~ ~ fenestre Anon. 

Concordances 

Music Sources: 

Bol Q!6 

Dij 517 

MC 871N 

Text Sources: 

Ber 78.8.17 

Music: 

None 

Text: 

fols. 105v-106r, Anon., "Gardes le trait," 
x;x;x. 

fols. 159v-160r, Anon., "Gardes le trait," 
t;x;x. 

fol. 148v (p. 374), Anon., "Gardes le 
trait"(first two lines only) ,pt;x;x. 

fol. 92v, Anon., 11 Gardes le trait" 

Ltlpelmann, ~ Liederhandschrift ~ ~ ~ Bghml, No. 181. 

Restori, "Un codice musicale pavese," p. 399 ... 400. 

The first line of the text of Gardtfs _!!. ~ is found as the 
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first line of a rondeau quatrain by Charles ~'Orllans. 126 The 

version of the text utilized in this chanson was popular enough, in 

its own right, to be copied into Ber 78.8.17. In Dij 517, the text 

reading is identical with the one found in Ber 78. B. 17. Instead, in 

Pav 362. we find several instances of garbled expressions that merely 

approximate the pronunciation of the correct words, an indication 

that the copyist may not have fully understood the meaning of the 

poem (see notes accompanying our text transcription). 

The musical readings of the four versions of ~ le 1.J:e.it.. 

are very similar, with several unique variants occurring in Pav 362. 

In one instance, Pav 362 and Bol Ql6 transmit the same variant reading, 

a£ instead of an fin the contratenor, no doubt reflecting a copyist's 

error. The version of this phrase, as transmitted in Dij 517 and 

MC 871N,imitate a motive that has been presented twice before in the 

preceding measures, while the reading in Pav 362 and Bol Ql6 does not 

(see Example 54). 

126The poem by Charles d'Orle'ans is printed in Champion, 
Charles ~'OrlEi'ans Poe$ies, II, p. 248. 
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In M: 871N, the contratenor begins .!!!, medias res (meas. S, 

third beat, of our transcription) . 1 ~ 7 This is probably the result 

of a scribal oversight, since the continuation of the MC 871N contra-

tenor follows the version found in Pav 362 almost exactly. The 

opening melodic phrase of ~ ~ !!!i!_ recalls somewhat that of 

the tenor of .Q!. ~· .£!.~(No. 43). which, itself, is a popular 

tune transmitted in the Bayeux Chansonnier (see Chapter VI), 
~ 

However, the melody of~~ !.!!.!J_ is quite embellished, rather 

in the manner of an instrumental composition. All three voices move 

in semibreves and dotted minims, replete with semiminims and occasional 

fusae. 

Imitation is strongly emphasized in this composition, under-

scoring the equality of the three voices. In the opening phrase, the 

melody is introduced in imitation at the interval of two perfect breves, 

first in the contratenor, then in the tenor, and, finally, in the 

127The contratenor in MC 871N is not a different one, as 
believed by Pope in "The Musical Manuscript Montecassino N 871," p. 147. 
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superius. In the last phrase, after a short introductory passage, 

a canon at the octave develops between the superius and the tenor 

at the interval of a semibreve (me as. 25) . The text underlay of 

this passage becomes problematic. In Dij 517, the first word of 

the last phrase appears under the superius notes at the point where 

the canon commences. In Pav 362, instead, the beginnings of both 

the music and text of the last phrase coincide, approximately one 

measure before the canon begins. In our transcription, we have 

followed the text underlay suggested by the Pav 362 copyist. 

In conclusion, we believe that Garde's .!.!_ ~ is probably 

one of the latest pieces in Pav 362, as evidenced by its musical 

characteristics and its dissemination in sources compiled no earlier 

than ea. 14 70. 

No. 41. fols. 63v-64r (6Sv-66r), Vreys ~· ~. ~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Modem Editions 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 400. 
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Only two voices of this work, the superius and tenor, are 

transmitted in the source. The composition is not related to a 

three-part piece in Par 15123, at fols. 191v-192r, that begins with 

the words "Vrays amoureulx," nor to a different piece in Cop 1848 

at p. 159, that commences with the same words (spelled "Vrais 

amoureulx" in the latter source). In the monophonic chansonnier 

Par 12744, a quodlibet that quotes a number of eh an son incipi ts 

contains the line Venez ouyr, vrais amoureulx, but the music setting 

these words is not related to the music of the Pav 362 work. 128 

The text of the Pav 362 chanson may be a ~~with 

a missing second stanza. As it is transmitted in our source, the 

poem consists of a five-line refrain with the end-rhyme scheme~. 

a three-line additamenta with the rhyme endings aab, and a~ 

(in this case, the words "vreys amoureux"). The rondeau scheme is 

thus modified to ABaAB or ABaAAB instead of ABaAabAB. 

~~consists of five phrases of music, of which all 

but the first are presented in imitation. The prevalence of J .rJ 
and Z J .fJ rhythmic patterns and a strongly diatonic melod:v (mostl:v in 

C major) in both voices gives a popular quality to the chanson, in spite 

of its triple meter and syncopated short-note cadential melismas that 

are more typical of the courtly style. Since both the Pav 362 and the 

12 .~he piece, No. 73 in the collection, begins with the well­
known line Man seul plaisir, ~~ joye. The text, by itself, is 
found in Jard, at fol. 62r, in which version, the line that may be 
related to our chanson reads Vuillez ~· ~ amoureux(see p. 79 above, 
footnote 19) . 
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Cop 1848 pieces have the J JJ rhythmic figure over the initial 

words "Vreys amoureux" (the Par 15123 ve.,.sion has this rhythm 

at the beginning of the tenor me lod0, the chansons in the former 

sources and the tenor melody in the latter source may be derived 

from a folk tune of the time commencing with these words. 

No. 42. fols. 6Sv-66r (67v-68r), ~.!.!, fasse ~ P!!!_ Dufay 

Concordances 

Music Sources: 

Esc IV. a. 24 

Oxf 213 

Rome 1411 

Stras 222.C. 22 

Wash L25/I 

Wolf 287 

Text Sources: 

None 

Intabulations: 

fols. 13Sv-136r, Anon., "Se la fauze e pale," 
x;x;x. 

fols. 69v-70r, Anon., "Se la fatze ay pale, 11 

x;-;-. 

fols. 53v-54r, ''Guillermus du ~y," "Se 
la face ay pale/' t;t;x. 

fols. 9v-10r, "G. Dufay, 11 "Se la face ay pale" 
(third stanza lacks three lines); t;x;x. 

fol. 77v, "G. Dufay," "Se la face" x;x;x. 129 

fols. 64v-65r, Anon., "Se la face ay pale, 11 

t (two stanzas only) ;x;x. 

fols. 40v-4lr, Anon., 11Se la face ay pale," t;x;x. 

No. 83, Anon., "Selafatzeaypale" 

No. 255, Anon., "Selafatzeaypale" 

~121;ee Kurt von Fischer and M. Luetolf, Eds., Handschriften mit 
Mehrstimmiger Musik des !!·, !!· und l!· Jahrhunderts, I, Repertoire 
International des Sources Musicales (RISM), I (Munich-Duisburg, 1972), 
pp. 550-592 for&n inventory of this source, that was destroyed in 1870), 
and citations of works relating to its history. 
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~~ 

Music: 

Adler and Koller, Sechs ~ ~ • .QIQ. 14-15, p. 251. 

Besseler, Guglielmi Dufay: Opera omnia, VI, p. 36. 

Bush, "The Laborde Chansonnier," p. 68. 

Sir John Stainer and C. Stainer, Eds., Dufay and his Contemporaries, 
(London, 1898), p. 140. 

Wallner, ~ ~ Orgelbuch 
(transcriptions of intabulations). 

Text: 

Besseler, Guglielmi Dufay: ~omnia, VI, p. xxxiii. 

Restori, "Un cod ice musicale pave se, "p. 400. 

The Table of Concordances shows that ~.!!_~circulated 

primarily in northern Italy and the Franco-Burgundian and Germanic 

territories. This northern tradition is indicated by the inclusion 

of the chanson, with composer attribution, in the German source, 

Stras 222.C.22; by the presence of two keyboard arrangements of the 

chanson in Mun 352b, and by the appearance of a four-part version 

of the song in Tr 89 (No. 778). The last-named version contains a 

second discantus, most likely not composed by Dufay. 130 

The music of the superius and tenor is transmitted in 

basically the same way in Esc IV.a.24, Mun 3Sla, Oxf 213, Rome 1411, 

and Stras 222.C.22. Pav 362 transmits several unique variants, 

130 
· 'See Besseler, Guglielmi Dufay: Opera~. pp. xiv and lxiv. 
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including two errors in the superius voice. Wash L25/I and Wolf 287 

contain several identical minor variants, indicating a direct 

relationship between these two sources. 

The musical readings of the contratenor point to two 

separate traditions of transmission of this voice, suggested by an 

important variant found at me as. 4-7. One version comes down to us in 

Rome 1411, Pav 362, and Stras 222.C.22 (Esc IV.a.24 is closely related 

to this reading); the other occurs in Oxf 213, Wash L25/I, and Wolf 

287 (see Example 55). Mun 351 3 transmits a contratenor that varies 

considerably from both of the two versions, but is nonetheless 

related to them. 131 

Example. 55. Contratenor, meas. 4-7: (a) Rome 1411, Pav 362, Strass 
222.C.22; (b) Esc IV.a.24; (c) Oxf 213; (d) Wash 125/l, 
Wolf 287. 

~'<.) 

~ r fJF I u tr f I r j 

131 Besseler prints the variant contratenor of Mun 351 a in 
Guglielmi ~: Opera ~· VI, p. xxxv, and that of Esc IV. a. 24 at 
p. xxxiv. He points out the variants at meas. 4-7 of the contratenor 
in Oxf 213, Wash L25/I, and Wolf 287 and suggests that the Oxf 213 
version may be "in part a correction made later by Dufay"(p. xxiv). 
Since Oxf 213 and Rome 1411 may be more or less contemporary sources 
(the fascicle in which this piece is found in Oxf 213, dating from the 
1430s), and their exact dates and provenances are yet to be detennined, 
it is not possible to know if Dufay "corrected" the version of Oxf 213 
or the one of Rome 1411. Regarding the structure and compilation of 
Oxf 213 and citations to other studies of the source~ see Gilbert Reaney, 
"The Manuscript Oxford, Bodleian Library, Canonici Mise. 213," Musica 
disciplina, IX (1955), pp. 73-104. --
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I IJ. 

In the three early sources, Oxf 213, Rome 1411, and 

Stras 222.C.22, the superius shows two minims on£' at the beginning 

of the second phrase (meas. 4). Mun 3518 , Esc IV.a.24, Pav 362, 

Wash L25/I, and Wolf 287, instead, transmit a semibreve =..' at this 

place. We have retained the second, later reading, because it results 

in a rhythmic motive that is paralleled in the fourth phrase (meas. 

11), just as the first phrase is rhythmically paralleled in the third 

132 
phrase (meas. 1-4 and 7-10). 

In treating the concluding phrase of the chanson as an 

instrumental postlude, we have followed the practice of Besseler, Rush, 

and the editors of TJ!Ji, 14-15. Our choice was based upon the fact that 

the superius melody of this last phrase contrasts with that of the rest 

of the chanson: with its strong emphasis on skips and leaps~ and with 

the relentless minim motion of the passage, it is suggestive of an 

132At meas. 9, Pav 362 shows a unique variant in the superius, 
.£.•!!.•.! ( r-rJ ) instead gf .£.•k ( [1 ) as given in Oxf 213, Rome 1411, 
Esc IV.a.24, and Mun 351 (in Stras 222.C.22, the measure is wanting). 
Wolf 287 and Wash L25/I transmit yet another unique variant .£.•£. ( 1:'1 ) . 
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instrumental rather than a vocal style. 

The text of §!_.!.!, ~ ~ ~· an example of the ballade 
,/ 133 

equivoquee, has not been found in any poetry collection of the 

time and appears to have earned its literary position merely as the 

~ for which Du fay wrote a through-composed musical setting that, 

later, yielded its tenor part to a Mass of his (see comments below). 

The ballade text is preserved complete in Oxf 213 and Pav 362, the 

latter sour,·e transmitting a variant version of lines 22-25. In 

Table XII, we present the distribution of the lines of the ~ as 

134 
they appear in the sources. 

Source 

Oxf 213 

Rome 1411 

TABLE XII 

Distribution of the lines of ~ ~ ~ ~ ~ 
in the extant sources 

~ ~ ~ 

1-10 11-20 21-30 

1-10 11-20 21-22, 26-30 
(lines 23, 24, and 
25 wanting) 

Pav 362 1-10 11-20 21-30 (Lines 22-25 
are variant) 

133 A ballade whose text 1 ines conclude with the same final 
syll abies, repeated in a different sense, rather than with rhymes (Reese, 
Music i.!: the Renaissance, p. 55). 

134 
This Table is similar to the one given by Besseler, Guglielmi 

Du fay: Opera ~. VI, p. xxxiii, but differs from his in several places. 
The distribution shown in our Table is based upon the manner in which 
the scribes used capital letters, punctuation marks, and spacing to 
indicate the beginnings and endings of each stanza. (Besseler' s Table 
may have been compiled when the scholar was ill and may not have been 
directly supervised by him). 
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TABLE XII (Continued) 

Esc IV.a.24 Missing Missing Missing 

Stras 222.C.22 Missing Missing Missing 

Mun 351 a Missing Missing Missing 

Wash L25/I 1-10 11-20 Missing 

Wolf 287 1-10 11-20 Missing 

We see here that Pav 362 preserves a variant version 

of lines 22-25 and that Rome 1411 lacks lines 23-25. We have also 

seen that the contratenor readings of the music show a closer 

relationship between Pav 362 and Rome 1411 than between Pav 362 and 

and Oxf 213. We wonder if the scribe of Pav 362, working from the 

Rome 1411 version or from a version related to it that is at present 

unknown to us, may have provided different text for lines 22-25 

because most of this passage was wanting in the source at hand. 

The inclusion of §£ !g fasse ~ ~ in Fascicle III of 

Oxf 213 dates the chanson from before ea. 1440. Hamm dates it 

135 
from ea. 1433-1455 on the basis of notation. Another ballade by 

Dufay in the same fascicle of Oxf 213, ~'est ~ raison, has a text 

that refers to the Marchese Niccol~ Ill d'Este. Besseler has proposed 

that the text refers to Niccoib as a peacemaker for the treaty signed 

at Ferrara on 26 April 143i.36 More recently, Lockwood has pointed ou t 

135 
Harrun, A Chronology £!the Works ~ Guillaume Dufay, p. 121. 

136 
Besseler, Guglielmi ~: Opera omnia, pp. iv and vi. 
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that, since Nicco16 was involved in peace-treaty negotiations in 

1428, 1433, and 1441, the chanson could refer to any one of these 

events or to none of them, for the words of the song appear merely 

to laud the Marchese, but do not refer to him specifically as a 

137 
peacemaker. He also observes that Dufay could have met Niccolo in 

1436, when the Marchese traveled to Bologna (where Du fay spent part 

of that year), or in 1437, when Dufay visited Ferrara. 138 Since 

f.' est bien raison is found as an unicum in Oxf 213, and since ~.!,! 

face ~ ~is inscribed in that source a mere two folios before £'est 

bien raison, the song we are at present investigating was probably 

composed during the same period as the one for Niccol6, some time during 

the 1430s. 

We shall attempt here to pinpoint the date of composition of 

~ ~ fasse :r_ pale within a na-rrower time-span. Craig Wright has shown 

that, during the 1430s, Du fay worked in Italy at the Papal Court and 

at the Court of Savoy:139 

1428-1434 

Fall-winter 
1433-1434 

Feb. 1, 1434 

Dufay is a chapel singer in Rome for Pope Martin V 
and his successor, Pope Eugene IV. 

Dufay travels northward. 

Dufay is already employed by Duke Amadeus VIII 
at Savoy. 

137 Lock.,._.0od, Oufay and Ferrara, p. 3. 

138 
Ibid., p. 3. 

139This infonnation is documented in Craig Wright, "Dufay 
at Cambrai: Discoveries and Revisions," Journal of the American 
Musicological Society, XXVIII (1975). p. 178 ff.-- ---
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Feb 7. 1434 

Aug. 1434-
March 21, 1435 

Nov. 1434 

March 1435-
June 1435 

June. 1435-
May, 1437 

May, 1437-
Aug. 1439 

213 

Wedding o.,..f Louis of Savoy and Anne of Cyprus 
at Chambery. 

Leawof absence from Savoy to visit mother at 
Cambrai. 

Amadeus VIII cedes authority to Louis. 

Dufay in Savoy again. 

Dufay re-enters service of Pope Eugene IV (in 
Florence) . Travels to Bologna and Ferrara. 

Dufay re-enters service of Louis of Savoy. 
Travels to Lausanne. Base!, Bern. and Pignerol. 

We see, from the above sununary, that Dufay was employed at 

the Court of Savoy when the wedding of Louis of Savoy took place at 

Chamb(ry on 7 February, 1434. Planchart has demonstrated recently 

that Dufay composed his Missa ~ ~ ~ ~ ~ for the occasion of 

the wedding of Carlotta of Savoy, daughter of Duke Louis, and Louis II 

of Dauphine' (later Louis XI of France), an event that took place at 

, 140 
Chambery on 9 March 1451. Planchart has observed that the nuptial 

connection of the Mass would account for the choice--unusual at the 

time--of a love song for the ~ ~· He notes that the text is 

not particularly cheerful and suggests that its mood could symbolize 

the difficulties caused to Louis the Dauphin and Louis of Savoy because 

of the opposition to the marriage shown by Charles VII. the Dauphin's 

father. Planchart also has suggested that the symbolic aspect of the 

~ fimus could be the motto itself, not the full text.14.1 

140 
Alejandro Plan chart, "Guillaume Dufay' s Masses: A view of 

the Manuscript Traditions," Du fay Quincentenary Conference. (New York, 
1976). p. 38 ff. 

141 
Ibi~., pp. ~5~56, footnote 58. 
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We propose that Dufay selected the tenor of ~.!.! fasse 

~ pale for the nuptial Mass because he had composed the chanson 

during his employment at the Court of Savoy in the 1430s, the 

composition having a special association for Dufay and Louis of 

Savoy (possibly related to the other wedding held seventeen years 

earlier at Chamb{ry, that of Duke Louis himself). Dufay probably 

composed the ballade some time between the fall of 1433, when he 

left Rome to go to Savoy, and ."!une, 1435, when he left Savoy to 

re-enter the Papal services, or between 1437 and 1439, when he 

returned once again to the Savoyard court. More likely, the chanson 

dates from the earlier period, when Louis of Savoy himself had just 

become a bridegroom. Dufay's travels during 1435-1439 to Florence, 

Bologna, Ferrara, Base!, and Lausanne could account for the disseminatit 

of§!..!.!. fasse !:l_ ~. within a short period, in Oxf 213, Rome 1411, 

and the German source, Stras 222.C.22. 

No. 43. (See Chapter VI). 

No. 44. fol. 67v, (Textless) Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 
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Music: 

None 

Text: 

None 

215 

The last musical item inscribed in Pav 362 is what appears 

to be the superius part of a chanson. Although the fragment is textless, 

its phrase structure suggests that it was intended to accommodate a 

~ cinquain text or, possibly, the text of the prima E.!!!. of a 

five-line bergerette. 

No concordances have been found for this melody. Its opening 

rhythm is the same as that of the superius and contratenor of the 

composition immediately preceding it in Pav 362 (No. 43). However, 

its greater length, and the dissonant harmonies that result from trying 

to combine it with, or substitute it for, one of the voices of No. 43 

(the combinative chanson with a textless superius and contratenor and 

a tenor with the text Q!:. sus, ~sus), exclude the possibility that 

the fragment might be related to the latter work. 

We have suggested in Chapter II that the scribe probably 

intended to write down the other voices of this piece and, possibly, 

copy other compositions on the following blank pages ruled with staves. 

For some unknown reason, he apparently was compelled to abandon his task. 
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CHAPTER VI 

THE DIFFUSION OF COMBINATIVE CHANSONS IN ITALY 
FROM THE 1460 S THROUGH THE EARLY 1480 S 

The writing of combinative chansons 1 seems to have appealed 

to composers for a time during the fifteenth century. Although 

isolated examples of songs in this genre are found in sources dating 

from as early as 1430, the largest number of them survives in manu-

scripts dating from the 1460s through the early 1480s, their number 

waning toward the end of the century. 

The inclusion in our small song manuscript of three 

combinative chansons, all unica, led us to suspect that the genre 

attained some popularity in Italian musical circules during the 

period when Pav 362 was compiled. These suspicions were confirmed 

when, in our investigation of manuscripts that transmitted combinative 

chansons,we found that, at least from the 1460s through the early 1480s, 

a large number of sources containing these pieces are of Italian origin. 

1"The term "combinative chanson," used by Maniates in 
"Combinative Chansons in the Dijon Chansonnier," Journal of the American 
Musicological Society, XXIII (1970), and in other writ1.ngS, rete~ 
compositions that auote textual and musical material from other works 
in various ways. The term covers the cento or quodlibet chanson 
(horizontal quotation of other songsl ariil'the double and triple 
chanson (vertical quotation of other pieces). 
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In Table XIII, we list the manuscripts dating from this time that 

preserve the largest number of these works. 

TABLE XIII 

Manuscripts Dating from the 1460s Through the 

Early 1480s ~~:~~:~~i!~g ~~s~=~~est Nwnber of 

Manuscript 

Ber 78.C. 28 

Dij 517 

Esc IV. a. 24 

MC 871N 

Me1 

Niv 

Par 15123 

Pav 362 

SevPar 

No. of Combinative 
Chansons Unica 

13 

10 

The early extl'lnt examples of the genre also come down to us 

in sources of Italian origin. Brown and Maniates have pointed out 

that the earliest example of cantus-firmus technique applied to a 

popular song atJpears to be the double chanson, ~ tenis ~-!:!, 

triguot~, found in Bol QlS, a manuscript compiled in Italy no later 

2These figures are extracted from the concordance tables 
given by Maniates in "Combinative Techniques in Franco-Flemish 
Polyphony ."Vol. U. 

3According to Maniates. "Combinative Chansons in the 
Escorial Chansonnier," p. 61. 
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than 1430. 4 Another early double chanson, Dufay•s ~~­

Along!!!.!.~ survives in the Italian source Oxf 213, a manuscript 

containing works definitely composed by Dufay during his early sojourn 

in Italy. 

The combinative chanson repertory represented by the sources 

listed in Table XIII is, for the most part, French. An important 

exception, the widely disseminated Q_ ~ bella, shows up in one or 

more voices of several compositions in these sources. Its inclusion 

in the polytextual-chanson literature of the 1460s and 1470s merely 

reflects the popularity in Italy of a small song repertory based 

upon poetry often attributed to Leonardo Giustiniani (see Chapter VII). 

Two- and three-part combinative chansons are predominant in manuscripts 

dating from the 1460s and early 14 70s, while four-part 'Pieces are more 

prevalent in the later sources. 

Of the manuscripts dating from the 1460s, the Neapolitan 

chansonnier Esc IV. a. 24 preserves 14 combinative pieces, four at 

which are quodlibets, the rest being of the double- and triple­

chanson variety. 5 -rwo of these works, ~ ~-Htras ~ ~-

4srown, ~ ~ ~ ~ Secular~. p. 119 ff., 
_and Maniates, "Combinative Techniques in Franco-Flemish Polyphonv, 
p. 78 ff. The melody of ~ triquote"e is also found in a triple chanson 
in Esc IV. a. 24 (No. 57). Reg~rding this melody, see Alan Curt is, 
"Josquin and 'La belle tricotee," Essays !E._ Musicology .!!!. ~ £!._ 
Dragan ~£!!,.~~Birthday (Pittsburgh, 1969), pp. 1-81 

5The pieces are analyzed in Maniates, "Combinative Chansons 
in the Escorial Chansonnier, pp. 61-125. 
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~!!!!.~(No. 52 in Esc IV.a.24) and Madame~ ~-Sur.!!. rive 

(No. 103), are also inscribed in Ber 78.C.28, also dating from the 

1460s. A third piece in Esc IV.a.24, the triple chanson, 

~ ~ veult-~ !1J ~ m_ie-He'las pourguoy (No. 56), contains 

a tenor that is related to the tenor of a dont-le chanson ir. 

Pav 362 (see No. 43 below). .!,he reference to Savoy in the tenor 

text of the triple chanson, _h!. 1!. ~-Galoise d.!_S~'!r!!!!. ~ 

dame (found only in Esc IV. a. 24 and SevPar/I, points to musical-

cultural exchange between Naples and Savoy. Another combinative 

chanson from Esc IV. a. 24, He. Robinet-.Q_ ~bell a (the first piece 

in the chansonnier), has been associated with "Robineto nota to 

su l'ayre di rosabella," requested by Galeazzo Maria Sforza from 

Yolande de Savoy in a letter to her dated 1472. Its presence in 

Esc IV.a.24 also points to ties between Naples, Milan, and Savoy. 

(see Chapter III, p. 35). 

A triple chanson attributed to Dufay, !.J ~s £!_i-!!!,a tres 

douce-!!,.nt ..s!!!, is found in Esc IV. a. 24 and several later Italian 

sources. 6 Besseler and Hanun have included the piece among the works 

of Dufay, the latter scholar dating it from 1460 or earlier on the 

basis of mensura! practice. 7 Maniates has placed the work stylistically 

C,.he later sources are Flo 178 (where the attribution to 
Dufay is found), Flo 2356, Flo 107 bis, MC 871N, and Par 15123. 

7Besseler, ¥uglielmi DuffY• Opera omnia, VI, No. 25; 
Hamm, ~ Chronology o .:!!!!. works £..._ Guillaume DUfay, p. 139. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

220 

in the late fifteenth century and expresses her doubts regarding 

the attribution to Dufay. 8 While it is true that the piece comes 

down to us in several late manuscripts, its transmission in Esc IV.a.24, 

a source compiled in the 1460s, seems to date the piece .definitely 

from no later than this decade. 9 Since Dufay is now known to have 

been in Savoy during most of the 1450s, 10 this triple chanson may 

represent one of his later works in a genre that had become popular 

in the musical circles of Italy during his later stay in Savoy. 

Of the sources dating from the 14 70s, the most important 

repository of combinative chansons is Dij 517 with eighteen pieces 

in this genre, thirteen of them unique to the source. All but one 

of these works are grouped together toward the end of the manuscript, 

after a blank opening, beginning with the twenty-second gathering. 11 

The Italian source of this period that transmits the largest 

ntunber of combinative chansons is SevPar, in which we find ten piece 

8Maniates, "Combinative Techniques in Franco-Flemish 
Polyphony, "p. 123, footnote 161, and "Combinative Chansons in the 
Escorial Chansonnier, p. 74. 

9Hanen, in "The Chansonnier El Escorial, Chapter I, demonstrates 
that, ::>!though several scribes were responsible for the compilation 
of the source, the entire codex was probably completed within a 
relatively short period. 

10wright, "Dufay at Cambrai: Discoveries and Revisions,"p. 187. 

11Picker, "Review of Dijon, Bibliotheque publique," pp. 336-
337. The combinative chansons in Dij 517 are analyzed in Maniates, 
"Combinative Chansons in the Dijon Chansonnier," pp. 229-281. 
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in this genre, six of them found nowhere else. Nine of these ten 

works were copied by Scribe II, seven of them into signaturee !. 

through ~ (SevPar/I), a portion of the source that may constitute 

its earliest layer, probably dating from the 1470s (see Chapter IV). 

Four of these pieces are two-part quodlibets, grouped together at 

the beginning of signature !.· The concentration of combinative 

eh an sons in the portion of SevPar in which is found its earliest· 

repertory seems to reflect the popularity of this genre of chanson 

in Italy during the 1470s and earlier. 

Combinative ~ ~ Pav 362 

Three compositions in Pav 362 are combinative chansons. 

These 

No. Incipi t No. of Voices ~ 
/ / 

10 Vous qui paries-He, Ballade 
molinet 

/ 
19 Faulx envieux-He, qui Rondeau 

ne nous-Textless 

43 Textless-Or sus, or Rondeau 
sus,-Text less 

All three composiLions are underlaid with French words 

except for a macaronic Latin-French fragment that forms part of the 

text of the tenor of No. 10. Unlike the Dijon Chansonnier, in which 
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most of the combinative pieces occur as a unit, Pav 362 has its 

hi-textual compositions scattered throughout the source. However, 
/ / 

the two part ~ ~paries-~, molinet appears to have a special 

significance for the owner or scribe of our manuscript (see r·. 227). 

All three works are unica in Pav 362, although portions of each are 

concordant with or related to songs copied .into other chansonniers. 

The first combinative chanson on our list, Vous SEi,. parlt's­

/ 
~. molinet (No. 10) is musically and textually in ballade form. The 

superius, with its symmetrical phrase structure, clearly defined 

cadences at the end of each verse, and syllabic text treatment, 

appears to be related to the popular rather than to the courtly 

melodic style. The tenor voice is a cento consisting of quotations 

from courtly chansons, popular tunes. and street cries. The texts of 

the superius and tenor are unrelated. 

The other two compositions are of the double-chanson variety 

(Nos. 19 and 43). In both songs, the superius melodies show 

characteristics of the courtly style. that is, they are through-

composed, rather asymmetrical, and generally melismatic. The 

tenors, instead, reveal clear evidence of popular-song tradition, 

characterized by a symmetrical, repetitive formal scheme, syllabic 

text treatment, narrow range, and repeated notes. Two topics frequently 

found in fifteenth-century popular song and theatrical literature are 

utilized in these double chansons: the woes suffered by ~ 
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malmariE{s (mismatched married people) and the problems caused by 

.!!!_ me'disants and ~ ~ (gossips and envious people). In 

~ envieux-!!{, .9!1!!!!. ~ ~-'!:.e?Ctl_ess (No. 19), both superius' 

and tenor humorously protest against malicious talebearers. In 

Textless-Q..r ~' !!]' sus-Textless (No. 43), the tenor glibly sings 

about one of the hazards of matrimony (we can only conjecture that 

the missing words of the superius voice were related to the same 

subject matter). The music of the tenor is based upon a popular 

tune that traveled in and out of several polyphonic settings over a 

period of approximately forty years. 

/ / 

No. 10. fols. 28v-29r (29v-30r), ~ .9E.!_ parles-!!!, molinet Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese, 11 pp. 387-388. 
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In her investigation of combinative chansons that form 

part of the Franco-Flemish repertory of the second half of the 

fifteenth century. Maniates found only nine surviving examples of 

the cento, or quodlibet, chanson in which a 

patchwork voice made up of a series 
of different chanson fragments is com­
bined with an original setting of a 
forme fixe poem, or with a melody quoted 
from a pre-existent chanson. 4 

This is a mere handful of pieces when one considers the enormous 

secular song literature transmitted in the chansonniers of the period. 

In Table XIV we list the cento chansons that thus far have come to 

light. 

ComEosition 

TABLE XIV 

Cent a chansons Transmitted in Chansonniers 
of the Second Half of the Fifteenth Century 

Superius 
Voices Composer Forme Fixe ~ 

0 7osa bella- Anon. Ballata(?) Esc IV. a. 24, 
He, robinet 

No. 

0 rosa bella- Tinctoris Ballata(?) Proport~ 

1. 

L'homme arme musices, Chapter IV, 
(fragment) Example 53. 

Vous jlui,.., 
paries-He, 

Anon. Ballade Pav 362, No. 10. 

rnolinet 

Pour p::cisvn- Anon. Rondeau SevPar/I, No. 26. 
Passio domini 

0 rosa bella-
In pace Anon. Ballata (?) SevPar/1, No. 27. 

Mon seul plaisir 2 Anon. Rondeau SevPar/1, No. 28. 
La douleur 

4Maniates,"Combinative Chansons in the Dijon Chansonnier, pp. 229-
230. 
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TABLE XIV (Continued) 

Seule / Anon. Ballata(?) SevPar/I, No. 29. 

esgaree-0 (Tenor) 

rosa bel la 

De taus biens Isaac Rondeau Segovia, No. 115 

pleyne-Et qui 
la dira 

Souviegne Anon. Rondeau Dij 517' No. 122 

vous-A bien amer 

The data in Table XIV shows that all but two of these 

quodlibets are anonymous and appear to be unique to the sources that 

transmit them. As we have noted earlier, the quodlibet chanson found 

in Pav 362 may have had a special meaning for the compiler or owner 

of the chansonnier, since it is the most carefully prepared and 

decorated piece in the manuscript even though it is not the opening 

work. Furthermore, the text contains references that may reveal the 

identity of pe:rsons associated with the song and, possibly, with the 

manuscript (see conunents below). 

A text less ~in Dij 517 (last folio) is related to ~ ~ 

/ / 

parles-~. ~· Where and when the piece was copied into Dij 517 

remains hypothetical (see Chapter IV). The scribal entry has a slovenly, 

hurried appearance, and its insertion on the last pages, following a 

number of blank folios, indicates that the piece was not intended to be 

included as part of the repertory of either the major section of Dij 517 

or that of Dij/App. A comparison of the readings in the two sources 
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shows that the superius of Dij 517 is almost identical with that of 

Pav 362. The two tenors, on the other hand, reveal significant 

differences, although they bear a resemblance to each other in their 

overall melodic and rhythmic outlines and in their cadential phrase 

structures (see transcription in Volume II, No. 10 (a)). The setting 

in Pav 362 may reflect the original quodlibet version, since the 

musical quotations comprising its tenor part seem to be more closely 

related to the pre-existent songs from which they are drawn than 

are the corresponding sections of the Dij 517 tenor. 

In Chapter III, where we probed the date and provenance of 

Pav 362, we suggested that the poet, Jean Molinet, and the composer, 

' Loyset Compere, may have been involved in the creation of YQ!ll> .QYL 

parte's-~ molinet. One clue pointing to our hypothesis was the 

appearance of the words (names?) "molinet" and "compere" in the text 

of the tenor. We also attempted to indicate that both Molinet and 

Comp~re could have resided in northem Italy in the late 1460s or 

early 1470s, and that this composition may be an early testimony of 

their long-lasting friendship. Here, we shall expand our discussion and 

look more closely at the text of both parts of the quodlibet. 

The text of the superius is a ballade in praise of famous 

horses of history and myt~ology. The poem follows the fomal structure 

!!Ef_ and closes with an ~ that sunonarizes the ideas of the poem. 

As in other ballades, the ~ of our superius invokes the person 

being honored in the poem, symbolically addressed as "prince." We 
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should like to suspect that the person hailed in this ~may have 

been the owner of our chansonnier, and that the "noble horse Montagne," 

eulogized in the ballade, may have belonged to him. Unfortunately, 

outside of pointing out that the copyist of Pav 362 took special care 

to inscribe this piece (including the use of red ink for some of the 

letters, found nowhere else in the song section of the manuscript), 

we have no corroborating evidence to support this idea. 

The anonymous text of Y2.!:!s gill. parte's .4.y gantil ~ 

seems to parody a ballade written by Hugues de Saint-Maard, vicomte 

de Blosseville, that begins with the W"ords 11Vous qui parles de la 

beaute d'Elaine." The latter ballade eulogizes the Dauphine Margaret 

of Scotland, who had been wed to the Dauphin Louis (later Louis XI 

of France) and who died at an early age on August 16, 1445. 5 

A ~ more directly related to Vous ~ parl{s ~ gantil 

5rhe Blosseville ~is printed in Raynaud, Pofsies, pp. 
108-109. Margaret of Scotland has been described as a melancholy, artistic 
girl, passionately fond of poetry, who cultivated a circle of poets at 
the French Court and who, herself, was a writer of rondeaux. She is 
called the "spiritual daughter" of the poetry of Alain Chartier 
(Chartier had visited at th': court of her father, James I of Scotland). 
An anectdote is recounted in some of her biographies telling how one 
day, at the French court, she kissed the lips of the aging Chartier, 
uttering the words "Je n' ay pas baise 1 'homme mais la precieuse bouche 
de laquelle sont yssuz et sortis tant de bon mots et vertueuses parolles." 
P .. Champion, ~ poe'tique ~ quinzieme si€cle (Parie, 1923), I, p. 133 
and A. Bailly, Louis XI (Paris, n.d.). p. 134. Champion notes that the 
anectdote is probably literary fantasy, since Chartier died long before 
that event is supposed to have taken place. No poetry of Margaret has 
come down to us. 
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Buciphal is an anonymous poem that seems to be found only in Jard 

at fol. 99r. The first stanza of this ballade reads as follows: 

Vous qui par le"s d' amours en general, 

D'armes, d'oiseaulx, de chien et de faucon, 

Joustes, tournois que se font pour maint val, 

Rondeaulx, balades virelay et cha:ficon, 

Lesquelz sont faitz pour chanter a hault son, 

Entre les dames que chascun doit seruir, 

Amours le fait qui les fait asseruir, 

Si hardiement que quay qu' il en adviengne, 

Amours sent telles, point n'en fault enquirir, 

Aux amans font pass er val et montaigne. 

If we compare the number of syllables per line and the end­

rhyme scheme of this ~with those of~ .9!!,!-.. parlfs ~ gantil 

~. we find them to be identical. Furthermore, the last words 

of the two refrain lines of the Jard ~. 11enquerir" and 

"montaigne" occur exactly in the same position as they do in the text 

of the Pav 362 superius. If it were not for the subject matter 

involved, the words of the Jard ~could easily be underlaid to the 

melody of the Pav 362 superius as additional stanzas of the Pav 362 

poem. There is 1i ttl.e question that one ~ inspired the creation 

of the other, but which came first cannot be detemined. The poetic 

style of both poems is similar enough to suggest that the same person 

wrote the two works . 

Both poems bring to mind the ballade style of Jean Molinet. 

In one of his works in this genre, addressed to three personnages at 

the court of Louis XI, we hear a strong echo of ~ .9!!. parl.(s ~ gantil 
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Ne parre~ plus du grant ray Gadifer, 

Laisses domir Maugis et son fantosme; 

En lieu d'Ogier, Rollant ou Moullefer, 

Choisissies Foix, Monpensier et Vendosme. 6 

As part of the art ~ .E!!_etorigue, Molinet adorned his poetry with 

numerous references to mythology and classical antiquity. He seems 

to have a fondness for the heroic figures from the chansons ~ geste, 

particularly the horse Bayard (Baiart) and the knight Ogier (both 

Bayard and the horse of the knight Ogier are praised in the Pav 362. 

ballade): An important characteristic of Molinet's style that we find 

in the anonymous ballades from Pav 362 and Jard is the listing of 

related ideas, objects, animals, or persons: 

Et Pirion, le rosyn marcial, 

Et rous Baiart qui fut au filz Hemon, 

Legier, Vignoles, Caldon, et Calon, 

Et Grimande ... 

in the Pav 362 ballade, and 

(horses) 

D'armes, d'oiseaulx, de chien et de faucon ... (the hunt) 

Rondeaulx, balades, vi relay et chancon ... (songs) 

6Lines 27-30 of Ballade adreschant a Messeigneurs De Fois, 
Monpensier .§..!; Vendosme. The poem is printed in Dupi re ,~s Faictz 
~ dictz ~ ~ Molinet, I, pp. 392-393. 

7citations are too numerous to list individually. An example 
from an early work is found in lines 76-80 of ~ ~ ~ ~ 
(dating from early 1664), where Molinet invokes the names of Ogier, 
Roland, and Charlemagne. The work is printed in Dupire, Ibid., p. 14. 
Baiart is cited in~ d~bat ~~gendarme!!~~ amoureux·, Ibid., 
II, p. 62, line 213, and in Response~~~·~·· p. 800, 
1 ine 75, among other works. 
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in the Jard ballade. Molinet's series most familiar to music 

historians are the lengthy lists relating to music (musical 

instruments, technical te:nns, composers, etc) and his series of 

chanson text quotations that occur in the poetry in various 

ways. 8 Molinet also excelled in the ~ ~ ~ (double meaning 

of words) which he liked to combine with his other rhetorical devices. 

He was fond of using his own name in a double sense: 

Je suis wtg molinet sans vent ... 9 

The first line of the tenor text of the Pav 362 chanson begins with 

a parallel expression: 

He', molinet, engreine, engreine, 

H6, mo linet, engreine toy. 10 

Later in the tenor we find the following words that give a double 

8Molinet presents long series of musical items in Le trosne 
~~~.(Dupire, Ibid., I, pp. 39-40_); ~naufrage~.!!,""""j?ucelle, 

~~~i~39-~~2) ~g~~O~!m:n~u;~ :e¥!! !~~~~~iein ~rirs~N~!~;:· oa!!' 
(Ibid., pp. 468-475), Molinet quotes chanson incipitS as the firSt 
and last lines of most stanzas; in ~ debat ~ gendanne ~ ~ ~ 
amoureux (Ibid., pp. 616-627) ,he beginSliTS stanzas with chanson 
quotations; and. in ~ h!:!!!..t ~ g_' ~, (Ibid., pp. 571-572). he 
concludes several stanzas with chanson incipits. Numerous other examples 
abound in Mol in et's works. Articles relating to Molinet and music 
include (;arol MacClintoclt, "Molinet, Music, and Medieval Rhetoric," 
~ disciplina, XIII (1959), pp. 109-121; A.van der Linden, "La 
musiquc dans le chroniques de Jean Molinet," Melanges Ernest ~ 
(BrussC'ls, 1948). p. 177 ff.; and Maniates, "Combinative Chansons in 
the Di_ion Chansonnicr, p. 244 ff. 

9"I am a little mill without wind." The line begins the poenf 
_Le revid a ung nomme maitre Pol, printed in Dupire, Les Faictz et dictz 
dC Je-all-·MOllriCt-:-IT: p. 826-.- -------

10"Hey there. little mill, grind, grind; hey there, 
little mill, grind yourself . 11 Maniates considers this passage as 
an oblique reference to Jean Molinet, pointing out that he chose 
as a coat-of-arms a gold chevron on a field of azure with thTee 
golden windmills ("Combinative Techniques in Franco-Flemish Polyphony," 
p. 145). 
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sense to "compere": 

Visibilium omnium chantes compere et invisibiliurn. 11 

The play on words given to 11molinet" and 'Compere'\and the ribald double 

meanings produced by the chain of quotations from song literature 

that form the quodlibet tenor of the Pav 362 composition strongly 

suggest that Molinet may have had a hand in the preparation of this 

tenor text as well as the superius text. 

It would be convenience to assume that Compere, or perhaps 

Molinet himself, created the music for the Pav 362 quodlibet, but an 

analysis of the music shows only that a competent craftsman with a 

musical sense of humor composed the work. The musical organization 

follows the poetic structure of the~ quite closely. As is 

corrnnon in ballade chanson settings, musical rhyme occurs between the 

last lines of the first section and the refrain. The superius text 

is set syllabically. Musical phrases of the superius are synunetrical 

and clearly defined. Rhythm is strongly duple~ with rhythmic motion 

based primarily upon the semibreve and minim. A much utilized 

rhythmic formula found at phrase beginnings lends a popular quality 

to the superius melody ( ~ JJ n J, or J J1 J n ) J and we agree 

with Glllke that the superius may be modelled upon a pre-existent 

" popular tune. 

11 "All things visible and invisible, sings the crony (or 
godfather). 11 

12GU1ke, "Das Volkslied in der burgundischen Polyphonie des 
15. Jahrhunderts," pp. 179-180. 
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The music of the tenor also observes the structure of the 

~.but modified as follows: 

Nonnal ballade (superius) 

Structure of tenor 
~ ~ ~ f 
AB ~ £ ~ 

where ~represents music and text of the first section, which is 

immediately repeated, and .£ represents the lengthy second section. As 

the symbols indicate, the second part of the first section appears 

the concluding line of the second section, functioning as the refrain. 

The scribe follows the common practice of indicating the 

first ending of the ~ section of the ballade by means of a signum 

congruentiae in both voices. In the tenor part, the signum falls 

over the note _.g_', beneath which the syllable 11 du" of the word11perdu" 

is clearly underlaid in the source. At this point, the tenor returns 

to the beginning. Whether intentional or coincidental, an amusing 

example of word painting results here, as the tenor begins the third 

chanson incipi t of the quodlibet, I'~ perdu (I have lost) for the 

first ending (see Example 56). 

Example 56. Vous ~ parle~-~ molinet, meas. 7-11. 
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The ten musical incipi ts that form the tenor quodlibet 

voice are drawn from several types of fifteenth-century French song 

literature and include street cries, theatrical chansons, and courtly 

songs. The result is a nonsense text full of double meanings that are 

mixed with obscene overtones. If the piece is by Molinet or Compere, 

the text may have been intended as a private joke. Most of the text 

and music quotations have been found in other sources of the time. 

1. t!{, ~. engreine, engreine, ~. ~. 
engreine .!£l.. 

A few popular songs about millers and windmills have come down 

to us in medieval and renaissance sources. Maniates notes that a melody 

resembling the one quoted in the Pav 362 tenor occurs in ~ Andely ~ 

Seine with the refrain words "rnoulinet engraine, engraine, moulinet 

- 14 engra1ne-my. 

A song beginning with this text appears as a coda-like 

passage in triple meter in the three lower voices of a double chanson 

13Maniates, in"Cornbinative Techniques in Franco-Flemish Polyphony, 11 

pp. 145-146, has discussed incipits Nos. 1,2,4,5,6,8, and 10. 

14Ibid., p. 145. A chanson du meunier, found in a manuscript 
dating from tFie 13th century, is tranSCribed in Gas ton Raynaud, Recueil 
de rnotets (Paris, 1883), II, p. 456. The melody is not related to the 
One in the Pav 362 tenor. Brown cites compositions from the 16th century 
with the opening text 11Et moulinet vi re tourne, 11 also with different 
melodies (Music 2:.!!_ the French Secular~· p. 216). 
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in Mel, at fols. 53v-55r, where it is ascribed to one Petit Jan. 15 

3. ~~~~tout~ argent~~~ des. 

Restori cites a verse from the thirteenth century that 

begins with the words 11J'ai perdu tout man argent ... " 16 

4. Couquel iquot. 

This expression is an onomatopoeic word imitating the 

cock's crow, but it also occurs as an oath, a refrain, and a sound' 

effect in theatrical and 1i terary sources~ 7 Maniates has noted that 

musical renderings similar to the one quoted in the Pav 362 tenor occur 

in a double chanson, !:!_'~ ~ point-.££s !.'~. found in Esc 

IV.a.24, fols. 64-65, and in MC 871N, fol. lOlv (superius only) . 18 

The tenn also means "field poppy" and it could have this meaning in 

our tenor, referring to a vendor's street cry that parallels the 

street cries of song quotations Nos. 6 and 8. 

15Bukofzer discusses several persons referred to as Petit 
Jan who worked in Burgundy and Italy (see "An Unknown Chansonnier of 
the 15th Century," p. 28. We wonder if the Mel ascription is to 
Giovanni Petit, a singer in Milan who, in 1458, is given pennission 
to go to Rome and whose name again appears in a Milanese document 
dating from the year 1497 (cited in Motta, "Musici alla corte degli 
Sforza," p. 524. If so, this would account for the compositions appearing 
in an Italian source. The relationship between the incipit in Pav 362 
and the ch<'!.nson quoted in the double chanson in Mel is noted in Maniates 
"Combinative Techniques in Fr.anco-Flemish Polyphony," p. 145. 

16Restori, "Un codice musicale pavese," p. 388. 

17 Brown, MJlill in_ tho_ El:lml:h_ ~ 'l:heilliu:. p. 202. 
18The piece is discussed in Maniates. "Combinative Chansons 

in the Escorial Chansonnier,"pp. 74-76. 
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S. ~~~~recoy. 

The Pav 362 quotation comes from an anonymous rondeau 

with musical settings found in Ber 78.C.28, fols. 31v-32r, 

and Par 15123, fols. 113v-ll4r. The text is transmitted in Jard, 

fol. 93r. In SevPar, fol. eSr, the incipit of this chanson is the 

first of seventeen song quotations making up the quodlibet tenor 

voice of a two-part piece. 19 Like ~ ~!. ~ (incipit No. 2), 

~ douleur seems to have circulated only in Italian chansonniers. 

6. 2E.!r_, ~· ~· 

An "oublie" was a wafer cake, sweetened with honey. This 

quotation probably represents a street cry. 20 

/ 
7. Helas, ~ ~ fille, fille ~· 1!_ fillarey jarnes. 

Restori cites ceveral sixteenth-century chansons with some­

what related text lines. 21 The quotation is probably of popular-

song or theatrical origin. 

These words are uttered by the Fool in "Farce des cris 

de Paris as one of several street crie~7 The term "eschaudes" 

refers to hot pastries. 

19rhe superius is the rondeau, Mon seul plaisir (No. 6 in 
Pav 362). The quodlibet in SevPar/I is discussed in Plamenac, 

"The Two-Part Quodlibets in the Seville Chansonnier," pp. 163-181. 

20This expression is discussed in Brown, Music in the French 
Secular Theater, p. 86, and f.faniates,"Combinative TechniqlleSTn~o­
Flemish Polyphony,"pp. 145-146. 

21Restori, "Un codice musicale pavese, p. 388. 

22see Maniates, 1'Combinative Techniques in Franco-Flemish 
Polyphony:' p. 146. 
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9. Visibilium omniwn chantes compere ~ invisibilium. 

The Latin text is probably drawn from the Mass Credo. 

Maniates observes that the text and melody occur in the 

contratenor of a triple chanson, Tout~ !£!!..g:-!,1 .!!..'~ Jacobin-

!!ennet~ ~ ~~11-~-~ transmitted in Niv (No. 63) and attributed 

in that source to Delahaye. The contratenor begins with the 

incipi t Jennette ~ coquelles, continues textless for a long 

section, then quott:s the line found in the Pav 362 tenor. The 

quotations in Niv and Pav 362 are almost identical (see Example 

57). 

Example 57. (a) Pav 362, quotation of "Sus le fan du cul du baril; 
(b) Ni v quotation of "Sus le fans du cul d 'ung barril '.' 

~«..) t:,-1' 

&JiEZi:Jrt·rr 
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No: 19. fols. 36v-37r (38v-39r), Faulx envieux-H", qui ne 
~~-Textless Anon.------ --

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

Glllke, "Das Volkslied in der burgundischen Polyphonie, p. 184. 

Text: 

Restori, "Un codice musicale pavese, p. 392. 

This composition is a double chanson of the category that 

combines a~ setting in the superius with a popular tune in 

the tenor. The contratenor functions now as a melodic line, now 

as a harmonic filler. In the source the scribe indicates a 

mensuration for the tenor part by means of the symbol <t , but he 

provides no mensuration symbol for the superius or contratenor voice. 

As the mark of diminution in the tenor would suggest, one imperfect 

breve of the tenor has been found to equal one imperfect semibreve 

of the superius and cont:ratenor. 
/ 

The two texts of Faulx ~-!:!£, gyi ~~ ~ 

humorously treat of a topic that was popular in theatrical and song 
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literature, that of envious talebearers who complicate the progress 

of true love. The superius complains against slanderers and urges 

them to hold their tongues before they literally burst to death by 

their constant chattering. The tenor prays that bad days fall 

upon malicious troublemakers and that eye sickness and quartan 

fever afflict them. 23 

Both texts are closely related to the kind of language found 

in the popular theater of the time and could have been drawn from a 

farce or similar theatrical material. In the Farce joyeuse ~ 

savetier;4 for example, in a lively dialogue between Audin and Audette, 

the latter character displays verbal fireworks similar to the 

sentiments expressed in our chanson: 

Je prie a Dieu du firmament 
Que rompre te puisse le col. (p. 134) 

Later, she ~xpresses the wish: 

Je prie a Dieu, qui tout forma 
Que de saint Luc et saint Quentin. 
Du mal dont meurent les chevaulx 
Puisses-tu estre au terme hault. (p. 137) 

23quartan fever is a form of malaria in which the 
fever returns every fourth day. 

24Modern edition is printed in E.L.N. Viollet le Due, 
Ancien the£tre ~. (Paris, 1854-57), II, pp.I30-140. 
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The expression "ta fiebvre quartaine" also occurs as a 

common street profanity in these plays. Its meaning is not unlike 

"May the devil take you! 11 Audin and Audette use the term several 

times in the~ joyeuse ~ savetier. 25 In another play, ~ 

~ ~ ~ Asgnes, one female character interjects the words 

"ta fiebvre quartaine" repeatedly, in the manner of a refrain. 26 

Many examples of songs about the "faulx envieux' 1 are 

found in the monophonic chansonniers Par 12744 and Par 9346. 27 

AI though some resemblance is found between sections of Nos. 31 and 

76 in Par 12744 and parts of the chanson in Pav 362, we cannot be 

sure that a relationship exists among the:n. 28 We a:te sure, however, 

that the general musical characteristics point to a popular-song 

derivation of the Pav 362 composition. This is particularly true of 

the tenor part, which may have been drawn from more than one popular-

25~., pp. 128, 137. 

26Ibid., pp. 26-27. 

27see, for example, Nos. 10, 31, 66~ and 76 in the modern 
edition of Par 12744, G. Paris and A. Gevaert, ~ ~ XVe ~· 
(Paris~ 1935). 

28Another composition in Pav 362, Dieu gart .@ l1illl.. (No. 
26), also deals with the subject of the "faulx envieux." However, it 
is not related musically to Faulx envieux:-~~ <I!!! M..'QQ!!.Lame or to 
the monophonic compositions cited in footnote 27 above. The tradition 
of the "faulx envieux: 11 in the popular literature is probably related 
to the allegorical characters of ''Malebouche" and "Envie" in Le 
~ ~ ~ ~ ~nd other medieval poetry. -
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song source. The tenor is divided musically into several short, 

repeated sections, but its text has a tripartite (aba') organization. 

Since the words of the £. section "1' an tans tu ... Laturlurure, 1' an tans 

tu11 are unrelated to the rest of the song text, except possibly as 

an onomatopoetic commentary on incessant jabbering_ (the£. section 

of the text is set under the second and third phrases of the music) ; 9 

this segment of the tenor may represent a popular-song derivation 

different from the one relating to the "faulx envieux." 

Em!1.z. ~-~, .9.!:!.i ~ ~ ame is interesting musically 

for the way it combines two disparate styles. The superius, set as 

a ~u quatrain, 30 combines both popular and courtly song elements. 

Its duple rhythm, its often triadic phrase beginnings, and its 

overall tonic-dominant-tonic harmonic structure impart a popular 

quality to this voice. Furthermore, the strong similarity between 

the opening phrases of the !:. and ~sections of the superius 3aiminishes 

29srown points out that in the popular theatrical literature, 
the tenn "turelure" imitated the sound of a flute or other wind 
instrtnnent while "tiralire" imitated the sound of birds. He discusses 
the appearance of variants of this expression in other contexts as 
well (cuckolded husband, etc.) and its use as a nonsense refrain. None 
of the musical settings of this expression cited by Brown are related to 
the one found in the Pav 362 tenor. 

30The refrain of the superius text consists of four lines of 
poetry that are accommodated to four phrases of music. Maniates' 
statement that the superius is a rondeau cinquain is incorrect 
("Combinative Techniques in Franco-Flemish Polyphony," p. 81). 

" --The signum congruntiae that usually marks the break 
between the a and b sections of rondeaux in manuscripts of this 
time is found, in this piece, only in the superius part, four 
measures after a strong medial cadence on the tonic and in the 
middle of what we presume to be the first phrase of the b section. 
The placing of the signum at this place (meas. 17 of our-transcription) 
was probably inteTJ.ded to serve as an indication of coincidence between 
the superius and the end of the 11 turlurure" phrase of the tenor. 
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the through-composed feature generally associated with courtly 

rondeau settings and adds to the popular quality found here. At 

the same time, the superius part retains some of the features 

usually present in triple-meter melodies of ~ in courtly 

style: arched melodic contours, asymmetrical phrases, dotted rhythms, 

and melismatic, short-note passages at cadence points. 

The tenor, clearly folk-like in style, consists of five 

short, simple phrases, some of which are repeated to new text. 

As we have suggested above, the tenor segments may be derived from 

pre-existent popular song material, and that phrases two and three 

may be related to a pre-existent song different from the one that 

yields phrases one and five. The fourth phrase. consisting of three 

breves. appears in the source carefully devoid of text. This phrase 

acts as a harmonic bridge to connect the previous phrase in the 

dominant and the final phrase in the tonic. Giilke notes that the 

three breves of this phrase may be an interpolation into the original 

popular melody. 32 

While the melodic range of the tenor as a whole comprises an 

octave, the ambitus of each individual phrase fills only the interval 

of a third or a fourth. Syllabic text placement under stepwise and 

repeated-note motion results in a patter-like setting, particularly in 

32Glilke, "Das Volkslied in der burgundischen Polyphonie 
des 15. Jahrhunderts," p. 184. 
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phrases moving solely in semibreve rhythm. An unexpected increase 

of rhythmic activity occurs in the final phrase of the tenor with 

the introduction of four minims on the repeated pitch i' after a 

steady movement of the tune in breves and semibreves. The i' also 

represents a peak in the total contour of the tenor melody. At this 

point, furthermore, we find the largest melodic interval in the 

tenor tune. a perfect fifth. These three overlapping changes in 

musical flow articulate the repeat of the words that the scribe 

specifically indicates should be sung here, "la fievvre quarteyne" 

resulting in a humorous and vivid bit of word painting (see 

Example 58). 33 

/ 
Example 58. Faulx envieux-~, ~ ~ ~ ~· Tenor, meas. 26-31. 

JJIJll!rrrol 

TJ J3 I J 
e.t /e. tnA.\ dc..'i '11!"-(...y. 

33could the four minims at meas. 29 pictorially depict the 
four-day recurring cycle of quartan fever? 
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The contratenor often echoes the rhythmic style and the 

linear melodic motion of the supeTius, much in the manner of ~J'\. 

instrtunental duet, but now and then it assumes the function of an 

harmonic filler, characterized by wide leaps and angular contours. 

The contratenor and tenor move in distinctly lower tessituras than 

the superius. Often the tenor range is below that of the contratenor 

but, on the whole, the two voices tend to overlap. Although no imitation 

occurs among the three voices, the composition tends to have a linear, 

contrapuntal quality as a result of the overlapping of phrase beginnings 

and endings. 

No. 43. fols. 66v-67r (68v-69r), Textless-Q!. ~· ~ ~-Textless Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None· 

Text: 

T. Ge"fo1d, ~ Manuscrit ~Bayeux (Strassbourg, 1921), p. 17. 

Restori, "Un eo dice musica1e pave se," p. 401. 
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The plight of mismated married folk is one of several 

popular subjects repeatedly used in fifteenth-century theatrical 

entertainment and song literature. While the rhetoriqueurs lauded 

an idealized (non-marital) love union in their~ and other 

poems, popular entertainers parodied with light laughter the 

imperfections of conjugal life. An easy-going standard of social 

conduct was not new in song literature; one may recall, for example, 

the poetic content of the medieval ~. in which a guard posted 

outside the beloved's chamber warns the lovers of the husband's 

unexpected return. 

Of the large number of theatrical and other popular-style 

chansons existing on the subject of the rnalmarie's, 34 several have 

come down to us through their inclusion in the two important mono-

phonic chansonniers, Par 12744 and Par 9346. A few tunes linked to 

such texts found their way into the polyphonic chansonniers when 

they became the tenors of songs in courtly style. 35 Toward the end 

of the century, some composers utilized melodies associated with the 

malmari/ theme within the entire polyphonic web of some of their 

34For citations of songs on this subject, see Brown, ~ 
!!!. the~ Secular ~r, p. 217. 

35Gustave Reese and Theodore Karp, in "Monophony in a Group 
of Renaissance Chansonniers," ~~the~ Musicological 
Society, V (1952), pp. 4-15, discuss monophonic tunes that som~times 
became the basis for polyphonic compositions. 
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compositions. 36 

One famous tune on the subject, ~, lourdaul t, 

found in Par 12744 (No. 71), offers fair warning to the "clod of 

clods" who contemplates marriage: 

Lourdaul t, lourdault, lourdaul t, 

Garde que to feras, 

Car si tu te maries 

Tu t'en repentiras. 

Hewitt has pointed out that this tune and text were incorporated 

into a well~known four-part chanson ascribed to Comp'ere in Canti B 

and Regensburg C 120, but to Josquin in Bas F.X. 1-4 and to Ninot 

le Petit in Bol Ql8. 37 Maniates has observed that the text of this 

monophonic tune formed the basis of an entire scene in a farce dating 

from the fifteenth century, Farce nouvelle ~ six personnes, and that 

the last two lines of this text appear, with different music, as the 

tenor part of a triple chanson in Esc IV.a.24, ~ ~ veult ~-

1_e ~ !'~ ~-~s pourquoy S_f !!!..e!.!e 2!!. (fols. 6Sv-66r). 38 The 

36see, for example, in ~ Petrucci Canti ~. ed.,.. by 
H. Hewitt (Chicago, 1967), the compositions Mon mary m'a defamee (No. 12), 
attributed to De Orto; Mon ~ ~~~ mari{e (~ f7')'; i'nOn.; and~ 
morken gaf (No. 18), anon. The latter composition is based on a 
F1emishVersion of the ma1marie" theme; here the unhappy spouse is the 
husband. Man ~ !_!~_'~ mariee3"nd !iUE. morken ~ are discussed in Helen 
Hewitt, "Malmaridade and Meshouwet, 11 Tijdschrift der Vereeniging ~ 
Nederlandsche Muziekgeschiedenis XVII (1951), pp. 181-191. 

37Hewitt, ~ ~ Canti !• p. 28 f. 

38Maniates, "Combinative Techniques in Franco-Flemish Polyphony ,11 

pp. 133-134. 
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text of the other two voices of this composition axe also related 

to the subject of marriage. In the superius part, Robinet's desire 

to wed Margot is expressed romantically in rondeau·cinquain form; in 

the contratenor, the prospective bridegroom is humorously warned 

against the hazards of matrimony. The contratenor tune must also 

have been quite popular, since it is found in at least two fifteenth 

century farces. 38 

Picker has demonstrated that the tenor ttme used by the 

composer of the Esc IV.a.24 triple chanson to set the line from 

Lourdault, lourdault is closely related to a tune found in yet 

another composition on the subject of the malmarie"s, ~ .! marier, 39 

the super ius of which warns: 

Files a marier, ne vous mariez, 

Ja, ne vous mariez, ja, ne vous mariez, ja. 

Car se jalousie a, car se jalousie a, 

Jamais ne vous ne luy, 

Jarnais ne vous ne joy, 

Au cuer joyer n'ara, joyer n'ara. 40 

38Ibid., p. 133. In "Combinative Chansons in the Escorial 
Chansonnier-:p:--77, Maniates describes the subject matter of the three 
texts of the Esc IV. a. 24 triple chanson. 

39Martin Picker, "The Cantus Firmus in Binchois's Files a 
Marier," ~l.Ef ~ American Musicological Society XVIII (1965), 
p. 235. 

40Translated in Archibald Oavison and Willi Apel, Historical 
Anthology~ Music (Cambridge, 1964), I, p. 248, as: Girls to be married, 
never marry/For if there be jealousy, never will you or he have joy in 
your heart. 
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Files!!-. marier comes down to us in one source only, 

Rome 1411, where it is attributed to Binchois. Picker has proposed 

that this composition be classified as a double chanson entitled 

We should keep in mind that Rome 1411 is an earlier 

manuscript than Esc IV.a.24, its surviving repertory of nineteen 

works belonging stylistically to early composers of the Franco-

Burgundian school (see Chapter IV). Since both Rome 1411 and 

Esc IV.a.24 circulated in central Italy, it is conceivable that the 

composer of the triple chanson in Esc IV.a.24, the later manuscript, 

was familiar with the Binchois composition found in Rome 1411 or some 

other, now lost, source and derived his tenor from Binchois' tenor. 

More probably, both Binchois and the anonymous composer of the 

Esc IV. a. 24 piece drew their tenors from a source or sources more 

closely related to the original version of this undoubtedly widely 

disseminated song. 

Gulke has noted the incorporation of the same tenor tune into 

what he believes was a cento tenor, Orsus, ~· found in Pav 362~ 1 

Picker reaffirms the relationship between the Rome 1411/Esc IV.a.24 

tenors and the quotation found in Pav 362, but gives little information 

regarding the tune itself. 42 Maniates corrects the mistaken assumption 

41 Gulke, 11Das Volkslied in der burgundischen Polyphonie," p. 193, 
note 38. 

42Picker,"The Cantus Firmus in Binchois's Files a Marier~) p. 236. 
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of Gulke and Picker that ~, ~ in Pav 362 is a e'en to tenor, but 

she does not identify the tune other than to note the popular quality 

of its style. 43 Our own investigations have revealed that the tenor 

of the double chanson in Pav 362 is almost identical musically and 

textually with the monophonic popular song, 2£ ~· £!'_ ~· copied 

into Par 9346 (The Bayeux Chansonnier). 44 A reference in the second 

of its three strophes to Normandy indicates that this tune is one 

of several from that region found in this monophonic compilation. In 

Example 59, we present transcriptions of the four versions of this 

tune as found in Rome 1411, Esc IV.a.24, Par 9346,and Pav 362. A 

comparison of the four tenors reveals remarkable melodic similarity 

among them, even though the ones in Rome 1411 and Esc IV. a. 24 are 

notated in triple rhythm and those in Pav 362 and Par 9346 are notated 

in duple rhythm. Although the II)Usic of the middle measures of the 

Pav 362/Par 9346 pair is not utilized in the Rome 1411/Esc IV. a. 24 

tenors, the concluding cadences again show an easily perceptible melodic 

relationship among the four versions~5 

The text of .Qr ~, Q!' ~ (given complete in Par 9346) is 

43Maniates, "Combinative Techniques in Franco-Flemish Polyphony, 
p. 83 and "Combinative Chansons in the Escorial Chansonnier,'' p. 77. 

44Transcribed in Ge'rold, ~ Manuscrit ~Bayeux, No. XVI. 

45At p. 218 of Cop 1848, a piece for three voices is underlaid 
with the same Or sus, or sus text found in Pav 362 and Par 9346. The 
tenor of the cOp 18'48 Piece is clearly derived from the Pav 362/Par 9346 
tenor, but the contratenor is unrelated to the one in Pav 362. The 
superius of Cop 1848 may have been derived from the one in Pav 362, since 
Several short passages of the former are very similar to parallel passages 
of the latter (the Cop 1848 superius and contratenor are unrelated to 
those of the Rome 1411/Esc IV.a.24 pieces, except for their'' 0" si.~­
natures). The Cop 1848 work is probably the latest of the extant "Or 
sus, or sus"pieces discussed herein. 
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Example 59. (a) Files ~ marier, Tenor (Rome 1411]; (b) Robin 
se veult marier-Se tu t'en marias-Helas, Tenor 
~a.24; (c)OTsUs-;-orsUs, Monophonic tune 
(Par 9346); (d) TeifteSS-orst:i'S; or sus-Textless, 
Tenor (Pav 362). - - - -

r J r 

t r r 111 

ul 

jv, ros. e.i-q.~~oQ. .... +? :+ ""''"''t? 

I (c) ltfu- 7; j J I J ), ! I I J J It F1 'l -q, 
, %<.4. \, o.,. .. ,~~.uttl o'(-sel ~t ;:cr ve-IA., Jo..-~''i..,. ~ J:-"".-t es-

Cd.) 

I' J '1' I n F 1 l Jl J J 11 , 1 1 c I 
' tu..~ ""'r- o"'"''"' -ttl •y- u· .... M' h.-1' J..,.-""':....,, je -~ es-
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a witty, dialogue-like commentary concerning the inadvisability 

of marriage. The melody and words of the Par 9346 version probably 

represent the nearest relative found so far of the traditional tune 

used by Binchois and the anonymous composers of the Esc IV.a.24, 

Pav 362, and Cop 1848 pieces under discussion. While we agree with 

Picker that Binchois' Files~ marier is a double chanson utilizing 

a pre-existent popular melody, we propose an alternate title for the 

composition to reflect the closer relationship of its tenor to the 

original popular tune: Files ~ ~-Q!. ~· ~ ~· 
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CHAPTER VII 

THE ITALIAN REPERTORY OF PAV 362 

Manuscript evidence relating to the dissemination of 

Italian secular music in the period from ea. 1440-1480, that is, 

following the decline of Trecento song creativity and preceding 

the rise of frottola and other new song types, shows that, during 

these decade~. the Franch chanson dominated the Italian musical 

scene of princely and ecclesiastical courts. This is witnessed by 

the many hundreds of pieces with French text that were transmitted 

in chansonniers known to have been compiled in Italy. By comparison, 

a lesser number of songs with Italian text were inscribed in these 

same manuscripts, some of these pieces bearing attributions to com­

posers with English names or to others of Franco-Burgundian bacKground. 1 

In Table XIV we present a list of chansonniers dating from the 1440s 

to the early 1480s in which we find pieces with Italian text, and 

which provide at least one French or !tal ian concordance for the Pav 362 

repertory. 

1 As we shall see, at least two of these Italian texts may 
be contrafacta of texts that were originally French or English. 
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Manuscript 

Ber 78.C.28 
(42) 

Bo1 Q16 
(131) 

Dij 517 
(160) 

253 

TABLE XIV 

Chansonniers Dating from ea. 1440-1480 2 
That Transmit Songs with Italian Texts 

Pieces with Italian Texts 
Concorrlances 

Unica in Pav 362 

None 3 (Hora cridar; 
0 rc;5abella; 
Fo~e=Gentil 
madona) --

22 None 

None 

Other Concor~ances 
and Comments 

Per 431-3. Other concor­
dances in later sources. 

This is a version of 0 rosa 
bella with unique cont"ratenor. 

Esc IV.a.24 25 19 3 (Gentil madona; Ber 78.C.28-3; MC 871N-4; 
0 rosa belra;-- Par 2973-4; Par 15123-3. 
Hora cridar) 

(122) 

Flo 176 
(86) 

15 None Slightly later repertory; 
six pieces shared only with 
Flo 2356. 

2Facts in this Table are taken from Jeppesen, !&. ~. and 
from our study of the sources and of literature pertaining to them. No 
attempt is made at this time to discuss differences in our respective 
findings. The numbers in parentheses represent the total number of pieces 
transmitted in the sources. The version of 0 rosa bella cited here is 
the one attributed to Dunstable/Bedyngham, uTiless-otherwise specified. 

30ther concordances, if they number more than one, are provided 
in this column. Many of the pieces with Italian text in MC 871N, Par 
15123, SevPar, and especially in Flo 176, Flo 2356, Bol Ql6, and Per 431 
represent a repertory that is slightly later than the one represented by 
the Italian pieces in Pav 362. 

4one piece, Lent ~ scolorito, is a contrafactum text of 

~~, ?:Jadame. a French rondeau. 
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Flo 2356 
(72) 

MC 871N 
(141-80 
secular) 

Me! (57) 

Mun 351 a 
(128) 

Par 2973 

Par 15123 
(169) 

Pav 362 (44) 

Par 714 (19) 

Per 431 
(202) 7 

14 

2! 6 

48 

254 

TABLE XIV (Continued) 

None 

None 

11 

31 

None See conunents for Flo 176 

l(Q.~ bella) Esc IV.a.24-3; Par 2973-3; 
Par 15123-4; SevPar-5; 
Per 431-4. Other concordances 
in later sources. 

3 (Gentil ma- Ber 78.C.28-2; Esc IV.a.24-2; 
dona, Dona- Par 2973-3/ 
gentilre:-Hora 
cridar) --

1 (Fortune=Gentil The other piece is a different 
madona) setting of 0 rosa bella (see 

Table belo~ - -

5(Hora cridar; 
0 rosa be lla ; 
Genti 1 madona; 
Dona gentille; 
Q _Ellegrina) 

2(0 rosa bella; 
Getltil madona) 

Mel-3; Esc IV.a.24-3; 
Ber 78.C.28-3; MC 871N-4. 

Esc TV.a.24-3; MC 871N-4; 
Par 2973-2; SevPar-2; others 
in later sources. 

See various items in 
Co 1 umn four. 

1 (Q_ rosa bella) Five pieces attributed to 
English composers; one to Joye." 

None MC 871N-4; Bol Ql6-3; SevPar-3. 
Others in later sources. 

5Eight pieces wanting, their titles appearing in the Index. 

6one piece, lj> ~ t!!Q serv1tor, 1s an Itahan contrafactum 
of ~ servi teur _!1~~ guerdonn€, a French rand~ (No. 23 10 Pav 362), 

7This figure represents compositions or sections of pieces 
found in Per 431, according to Michael Hernon, "Perugia MS 431 {G20): 
A Study of the Secular Italian Pieces," Ph,D. Dissertation (George 
Peabody College for Teachers, 1972), p. 63. 
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Rome 1411 
(19) 

SevPar 
(167) 

Wash L25 
(106) 

Wolf 287 
(57) 

10 

255 

2(Gentil madona; Ber 78.C.Z8-2; MC 871N-S; 
_Q_ rosa bella) Par 2973-2; others 

scattered in later sources. 
None None One piece, ~ despourvue, 

None l(Q.~~) 

is found elsewhere with 
Italian text, ~ !'affano. 

We see from this Table that the Franco-Burgundian sources, 

Dij 517, Wash L25, and Wolf 287 were hardly involved in the process 

of Italian-song dissemination. The manuscripts containing the 

largest number of Italian pieces, Bol Ql6, MC 871N, Par 15123, 

Per 431, and the section of SevPar in which most of the Italian 

pieces are concentrated, were compiled after ea. 1480, corresponding 

to the renewed interest in Italian secular-song composition at this 

time. Of the sources dating from before ea. 1475, Esc IV.a.24 and 

Par 2973, transmitting 25 and 14 Italian-texted pieces, respectively, 

are the most important repositories for this type of composition, 

followed by Pav 362 with seven, and Por 714 with six. 

Among the hypotheses offered by scholars to explain the 

lack of a bountiful written italian-song tradition during this period 

1 s one to the effect that Italian musicians preferred to excel in 

8onc piece is wanting, its title appearing in the Index. 
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impJ;"ovisational perfonnance, the music of which was rarely 

written down. 9 Pirrotta has suggested that improvisatory singing 

over a simple instrumental accompaniment was cultivated in Italian 

humanistic circles in a desire to revive what was believed to be the 

ancient art of improvised accompaniments. The practice in Italy of 

replacing the words of secular songs with laud a texts was another way 

in which the music of Italian songs was kept alive during the 

fifteenth century. 10 As we have noted in our study of the French 

repertory of Pav 362, many French chansons were adapted in this 

manner. ~texts, with the directions~~· are found in 

the 1480 edition of Belcari for a large number of Italian songs, 

pointing to the probable fact that many more Italian were popular in 

Italian music circles before 1480 than are transmitted in the sources. 11 

Although the pieces with Italian text in Pav 362 comprise 

only fifteen per cent of its repertory, they are significant because 

9nocumentation from this period seems to confirm this 'Practice 
(see Rubsamen, "The Justiniane or Viniziane of the 15th Century,". p. 
172; Reese, Music in the Renaissance, p. 153; and Nino Pirrotta, 
"Music and cli'itllralTCndencies in 15th Century Italy,"Journal of the 
American Musicological Society, XIX (1966). -----

10Regarding this subject, see Knud Jeppesen, ~ Mehrstimmige 
Italienische Laude 1!!!! 1500 (Copenhagen, 1935); Federico Ghishi, "Strambotti 
e Laude nel Travestimento Spirituale della Poesia Musicale del 
Quattrocento," Collectanea historiae musicae, I (1953), pp. 45-78; 
and Federico Ghisi, "ni una lauda ne1 codice pavese Aldini," Essays i2!_ 
Musicology.!..!!.~~ Dragan ~~his ZQ!!!. Birthday (Pittsburgh, 
19691. pp. 61-64, among other studies. 

11The editors of the 1863 reprint of Belcari print a list 
of forty-eight first lines of "arie profane, sulla musica delle quali 
furon composte alcune delle Laude" taken Q!!.!y_ from the 1480 edition 
of Be1cari. Of these forty-eight incipits;!orty-one are Italian, 
six are French, and one, "Vie sach blider dach," is Flemish. See 
also see A. d'Ancona,.!:!!.. Poesia popolare ~. (Livorno, 1906), 
pp. 475-495, for a list of incipits of popular songs that were 
sung as laude, drawn from the 1480 through the 1512 editions of 
Belcari.--
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(1) ·they help to establish the Italian provenance of the manuscript, 

and (2) they contribute a short but useful segment of the thread of 

information with which we may trace the dissemination of Italian 

music during the middle decades of the fifteenth century. The 

Italian repertory of Pav 362 is given in Table XV below. 

An interesting fact immediately becomes evident from the 

information given in this Table. All but one of the Italian pieces 

in Pav 362 has a text that is associated with the name of Leonardo 

Giustiniani (d. 1446). Giustiniani, a Venetian nobleman, appears to 

have been linked to musical activity of the Quattrocento in several 

ways. Poet and musician, he earned part of his fame as a writer 

of ~. some of which are ascribed to him in the Belcari lauda 

call ections. He also apparently excelled in the art of improvisatory 

singing, for, in his own time, simple songs that were freely ornamented 

by singers came to be called justiniane or viniziane. 12 Since 

Giustiniani grew into somewhat of a musico-literary myth, his name also 

became associated with a number of short poems of a semi-popular 

nature that probably were not his, but were often tossed into poetry 

collections that bore his name. In summarizing the problems connected 

with trying to separate the genuine from the spurious lighter poetry of 

the poet, Pirrotta has noted that it is highly improbable that any 

12see pp ,u;,.U)below. 
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TABLE XV 

Pieces with Italian Text in Pav 362 

!:!£.:_~Composer 

Her a Anonymous 
cridar 

Genti 1 Bedyngham 
madona 

( )a san Anonymous 
dame 

24 0 rosa Bedyngham/ 
~ell a Dunstable 

32 Don a Du fay 
gentille 

33 Q. pelle- Anonymous 

~ 
35 Luce, <": Anonymous 

luce 

Author 
of Text 

Gi ust ini ani 
(?) 

Giustiniani 
(?) 

Anonymous 

Giustiniani 
(?) 

Giustiniani 
(?) 

Giustiniani 
(') 

Giustiniani 
(?) 

Con- Form of Text 
cordances =•n"'d'-"Mu=s'-'i-=c ____ _ 

3 Music: through-composed 
Text: canzonetta ----

5 Music: ballade 
Text: ball at a 

None Music: ballata (?) 
Text: ballata (?) 

12 Music: ballade 
Text: ballata 

Music: rondeau 
Text: rondeau 

I Music: through- composed(?) 
Text: strambotto 

None Music: through-composed 
Text: strophic 

original edition was prepared under Giustiniani's direct super­

vision. 13 The fact that six of the seven Italian pieces in Pav 362 

are linked to Giustiniani' s name or poetic style is part and parcel 

of the tendency among musicians to set this type of poetry to music 

(inspired by the magic of the poet's name, the facility with which 

these texts lend themselves to musical adaptation, or the desire of 

music patrons to possess songs incorporating the popular songs 

13Nino Pirrotta, "Ricercare e variazioni su '0 rosa bell a'," 
pp. 59-63. 
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associated with Giustiniani 's name) . 14 

Pav 362, Par 2973, and to a lesser degree, SevPar and 

Par 15123 are often the only musical sources that transmit complete 

versions of the Italian texts of these pieces. 15 A comparison of 

the text readings has revealed many differences among the versions. 

Since the readings in Pav 362 are very corrupt and the spellings 

often garbled, it has not been possible to evaluate the Italian texts 

in this source for regional dialectic influences, or to compare 

their readings with those of the concordances from that point of view. 16 

Table XV also shows that the types of Italian poetry represented 

in the repertory of Pav 362 include the ~ (Nos. g and 24), the 

~(No. 33), and the ~ (No. 7), the fonns of which 

are discussed in the individual commentaries below. The ballata, 

14EaTly settings of poems found in poetry collections with 
attributions to Giustiniani include the version of 0 rosa bella by 
Ciconia (see p. 285 below regarding this and other Setting~this 
text), two pieces in Sol 2216, and one piece in Par 4379-Fragment II. 
In Chapter III we pointed out that extant letters and other documents 
from the 1460s and eaTly 1470s indicate that Italian patrons were 
requesting songs with texts linked to Giustiniani's name. 

15MC 871N and Per 431 also transmit complete texts for some 
Italian pieces, but those works do not have concordances in Pav 362. 

16rmportant text variants are provided with our text 
transcriptions in Volume II. The question of regional dialects that 
may be transmitted in the Italian sources of this period has been 
touched upon by Nino Pirrotta in "On Text Forms from Ciconia to Du fay." 
Aspects Ef ~and Renaissance Music,(New York, 1966), p. 678, 
and in his discussion of the provenance of Por 714 in "Two Anglo­
Italian Pieces in the Manuscript Porta 714," r. 253 • An extensive 
study of this subject would probably shed some light upon the problems 
connected with tracing the provenance of Italian sources. 
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structurally equivalent to the bergerette, enjoyed some popularity 

during this period, a number of examples being transmitted in 

Esc IV.a.24, Par 2973, and other sources of the time. 17 

Some of the songs with Italian text exemplify the partly 

ornamented justiniana, the florid upper voice of which may represent 

a last trace of the~ performing tradition. 18 In Pav 362, 

Luce, Q luce (No. 35) is an example of this type of composition. 

A few Italian songs of the time appear to be examples of the 

unornarnented, essentially homophonic justiniana, in which the final 

note of each phrase is marked by a fermata, possibly allowing for 

17The Italian pieces in Esc IV.a.24 are discussed in Hanen, 
"The Chansonnier El Escorial." The Italian pieces found uniquely in 
Par 2973 are printed in Kottick, The Unica in the Chansonnier Cordiforme. 
The Italian secular repertory of 'M'C.:s7iNTsdiSCUssed in Pope,~ 
Musical Manuscript Montecassino N87l,"pp. 128-129 and in Federico 
Ghisi, "Canzoni profane i taliane del secondo Quattrocento in un codice 
musicale di Montecassino," ~ ~ ~ Musicologie, II (1948), pp. 
12-20. Some of the Italian pieces in Por 714 are discussed and 
transcribed in Pirrotta, "Two Anglo-Italian Pieces in the Manuscript 
Porta 714,'' pp. 258-261, and in "Ricercare e variazioni su '0 rosa bella'," 
pp. 63-77. The Italian repertory of Par 714 is also discussed in Fallows' 
forthcoming article, "Robertus de Anglia and the Oporto Song Collection." 

18Rubsamen has defined the fifteenth-century justiniana as a 
"three-voiced composition for solo voice and instrwnental accompaniment,in 
which the long colorature alternate with shorter declamatory phrases in 
the elaborately melismatic discantus" {"The Justiniane or Viniziane of the 
15th Century," p. 173). These pieces have a somewhat irregular metrical 
scheme, alternating between duple and triple, although triple meter 
prevails (lliQ., pp. 177-178). 
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improvisatory embellishment in the superius. 19 No example of the 

simple justiniana is found in Pav 362, but No. 9, ( ),! ~dame, 

tends to combine elements of the partly ornamented and homophonic 

justiniana. Other Italian songs from this period combine elements of 

of the chanson and justiniana styles (contrapuntal texture, some 

imitation, some embellishment in the top part, some homorhythmic passages), 

exemplified in Pav 362 by Hora cridar (No. 7), Gentil madona (No. 8), 

_9 rosa bell a (No. 24), and_Q pellegrina (~o. 33). One piece in Pav 

362, Dona gentille (No. 32), appears to be an Italian rondeau, a rare 

in fifteenth-century song literature (see commentary for this 

piece). 

19Rubsarnen defines the unadorned justiniana as a work in two or 
three voices, generally in triple meter, in which the discant is simple 
and declamatory with "many repeated notes and a limited range, providing 
the solo singer with a rudimentary melody for improvisatory elaboration" 
(Ibid., p. 177). An early example of this justiniana is found in Bol 2216, 
in two parts (a three-part version appearing in MC 871N and Esc IV.a.24 
(see Rubsamen, Ibid., pp. 177-178 for citations of this and other unadorned 
justiniane. On ~use of the fermata to indicate improvisation in the 
early fifteenth century, see Charles W. Warren, "Punctus organi and cantus 
coronatus in the Music of Dufay," Tl!!f.ID' Ouincentenarr Conference (New 
York, 1976), pp. 128-143. 
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No. 7. 
\ 

fols. 2Sv-26r, Hora cridar, ~ Anon. 

Concordances 

Music Sources: 

Ber 78.C.28 

Esc IV.a.24 

Mel 

Par 2973 

Text Sources: 

fols. 44v-45r, Anon., "0," -;-;-. 

fols. 88v-89r, Anon., "Hora cridar," 
(one strophe) t;x;x. 

fols. 74v-7Sr, Anon., "Hora cridar," 
(one strophe) t;x;x. 

0v-lr, Anon., "Hora cridar," t;x;x. 

Venice, Marciana IX fol. uo20 

Contrafacta for Lauda: 

Be le 

Music: 

None 

Text: 

No. LX, sung to text "Can tar vorrei, 
Maria." 

Reidemeister, Die Chanson-Handschrift 78 C 28, p. 107. 21 

Restori,"Un codice musicale pavese," p. 386. 22 

20This source is .cited by Rubsamen in "The Justiniane or 
Viniziane of the 15th Century," p. 178, footnote 18. He states that 
the text is found next to one of Giustiniani 's poems in this source. 

21Reidemeister states that his edition of the text is after 
Esc IC.a.24 (p. 107). However, that source transmits only the first 
strophe. Reidemeister's reading of the text appears to be a composite 
of the Esc IV.a.24 and Par 2973 versions. 

22Restori gives the Pav 362 version and his own reconstruction 
of the poem in ballata form. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

263 

The text of li2.!:l!. cridar, m:mi has been associated with 

the name of Leonardo Giustiniani by Rubsamen (see footnote 20 

above). Pav 362 and Par 2973 transmit three strophes of the poem, 

Esc IV.a.24 and Mel give only the first strophe, and Ber 78.C.28 

carries only the initial letter "0." Each strophe consists of 

four endecasyllabic or septesyllabic lines, the Pav 362 version of 

the third strophe coming down to us with five lines. The end rhymes 

form an interlocking or chain rhyme scheme: ~c. ~. ~ (the 

rhyme scheme of the Par 2973 version of the third s~rophe is effg). 

Pirrotta has noted that poems with this type of rhyme scheme are 

commonly referred to as ~by modern scholars, but that this 

term does not correspond to those used in the fifteenth century, 

which were ~· ~· or capitolo. 23 Pirrotta also points 

out that the interlocking rhyme scheme probably originated as an aid 

to the popular singer to remember the correct sequence of strophes. 24 

The subject matter of many ~ of this type (for example, those 

of Simone Serdini, alias Saviozzo) tend toward laments and invocations 

of despair about a be loved woman. 25 Hora cridar, ~ is such a laJilent. 

23rirrotta, Ricercare e variazioni su '0 rosa bella' ," pp.61-62 
and"On Text Forms from Ciconia to Dufay, 11 p. 682. Hanen, in "The 
Chansonnier El Escorial," pp. 102, 138, calls it a sirventese; Kottick, 
in "The Music of the Chansonnier Cordifonne," p. 162, labels it a 
strophic song, and Reidemeister, in Die Chanson-Handschrift 78 C. 28, 
p. 107, calls it a canzonetta. We shallrefer to the piece as""""iCaiiZonetta. 

24Pirrotta, "On Text Forms from Ciconia to Dufay'J p. 682-. ---

25Ibid., p. 682. 
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A comparison of the readings of the poetic texts has 

revealed that the Mel and Esc IV.a.24 versions are almost identical, 

and that the Pav 362 and Par 2973 readings are related to each other. 

The manner of performance of this canzonetta with the five-line 

third strophe of the Pav 362 version and the four-line third strophe 

of the Par 2973 version is discussed below. 

A comparison of the musical readings has shown that Pav 362 

contains a number of unique variants, some of which may be due to 

scribal error or omission. The readings in Rer 78.C.28, Esc IV.a.24, 

and Mel are almost identical. The version in Par 2973 follows that 

of the Neapolitan sources fairly closely, but a relationship between 

the Par 2973 and Pav 362 readings is also suggested by an important 

variant found only in these two sources in the contratenor (see 

Example 60)~ 

As the Example shows, the contratenor in Pav 362 is at 

variance with that of the other sources. The Pav 362 copyist omits 

(inadvertently?) the notes ~ 1 r) J found in the other 

contratenors at meas. 5, with the result that the next group of notes 
3:l .... i "PUIU begin too soon--it begins at meas. S-6 in 

Pav 362, but at meas. 6-7 in Ber 78.C.28, Esc IV.a.24, and Mel (it does 

not appear at all in Cord). Consequently, at meas. 5-6 in Pav 362, we 

find parallel unisons between the contratenor and tenor, and two 

instances of a second (.£. against £.) between the contratenor and superius. 

The Par 2973 reading at meas. 5 follows that of the Neapolitan sources, 

but at me as. 6 {a breve on ~). it is re rated to the Pav 362 version 
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of the contra tenor. 

' Example 60. Hora cridar, ~' meas. S-7: (a) Pav 362 contratenor; 
~Ber-rB:""C. 28, Esc IV. a. 24, Mel contratenor; (c) 
Par 2973 contratenor. 

I .... 
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On the third beat of the tenor at meas. 9, the Pav 

362 reading shows a minim on !. instead of on &• as is fowtd in 

the other sources. The !. is also found at meas. 10 of the Pav 362 

version, where the tenor phrase is imitated in the superius part. 

In the contratenor, at meas. 10, the Pav 362 scribe inserts a flat 

in front of the £_. He does this possibly to soften the leap of a 

seventh in the contratenor, just possibly to prepare the £. so that 

it will not form a tritone with the fin the upper two voices at the 

end of the measure (though, to be sure, the !. in both upper voices 

is here only a passing note). However, it forms a diminished triad 

throughout the measure, requiring the application of a ficta flat on 

the !: We also find ourselves with a ~ and an ~ in the next measure 

and with the question of applying ficta flats to these notes as well. 

We have decided to follow the reading of Ber 78.C.28, Esc IV.a.24, Mel, 

and Par 2973, and have deleted the flat in the contratenor of meas. 10 

given by the scribe of Pav 362 (see Example 61). 

Example 61. 

I~ 

Hora ~. ~. meas. 9-11: (a) Pav 362; (b) Ber 78.C.28, 
Esc IV. a. 24, Mel, Par 2973. 

( '-) 

... ... 
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Although the superius of this piece is obviously the melody 

line, the tenor has a singable melody as well, while the contratenor, 

with its wide skips and octave leaps, is definitely an instrumental 

part. The song could be performed as a vocal duet with instrumental 

accompaniment, or as a solo vocal piece with instrumental lower parts. 

' The musical style of~ ~. ~ shows some of the 

characteristics of the Franco-Burgundian chanson (polyphonic equivalence 

of the voices) as well as some influence of the simple and ornarnented 

justiniana 26 (highly melismatic superius in some phrases, declamatory 

superius in others). The piece opens with rhythmic, but not melorlic, 

imitation between the superius and tenor at the interval of a perfect 

breve. At the beginning of the second phrase, the superius imitates 

the tenor melodically and rhythmically at the same interval. The third 

phrase is set homophonically. The concluding phrase is set mainly in a 

non-imitative contrapuntal style, with a snatch of internal imitation 

occurring between the tenor and superius at meas. 18-19. The text 

underlay is interesting in that the first and fourth phrases present 

a melismatic superius voice, while the two inner phrases offer a 

declamatory top part. The internal structure of the music, to which 

each strophe is to be sung only once, appears to be 

a line 1 of each strophe 
~ - lines 2, 3, and 4 of each strophe 

26Rubsarnen has placed this piece among the justiniane with 
ornarnented superius part ("The Justiniane or Viniziane of the 15th 
Century,'' p. 178. 
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~a~~ ~ is basically in C, with cadences on C, 

G, D, and C. In Esc IV.a.24, the copyist places a~ over 

each voice of the final note of the first musical phrase. In each 

of the four sources that transmit the text, the scribes carefully 

align the first word of the second line of text under the first 

note of the second phrase of music of the superius (meas. 10 of our 

transcription). 

We have mentioned that Pav 362 transmits a fifth line of 

text at the conclusion of the third strophe. Pirrotta has noted 

that many ~ of this type end with an isolated line, and 

he has suggested that the first phrase of music would probably be 

repeated to accommodate the isolated line. 27 The Pav 362 version 

' of Hora cridar, ~could be performed in this manner, since the 

first musical phrase concludes on C, the mode in which the final 

phrase ends. 28 Consideration could also be given to the possibility 

that the isolated line could be sung to the last phrase of music. We 

have chosen to utilize the four-line last strophe of the Par 2973 

version, since the Pav 362 reading is very corrupt, and since the lauda 

text in Belc does not contain a fifth line in its last strophe. 

27Pirrotta, "On Text Fonns from Ciconia to Dufay, 11 p. 682. 

28such a manner of perfonnance might explain why the copyist 
of Esc IV.a.24 placed a fennata sign at this place, and why the 
first phrase of music en'd'SW1t'il perfect breves in all the voices of 
the composition. 
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No. 8. fols. 26v-27, Gentil madona, Bedyngharn 

Concordances 

Music Sources: 

Ber 78.C.28 

Bol Ql6 

Esc IV.a.24 

I'-1C 871N 

Mel 

Mun 351 a 

Par 2973 

Par 15123 

SevPar/I 

Text Sources: 

None 

Contrafacta for Lauda: 

Belc 

Intabulations: 

Mun 352b 

fols. 18v-19r, Anon., "F," -;-;-. 
"Gentil madona" (Index only) 

fols. 117v-118r, Anon., "Gentil madona," 
t (seven lines) ;x;x. 

fol. 114v, Anon., "Fortuna las, 11 x;x;x. 

fols. 63v-65r, Anon., 11Fortune elas­
Gentil madona" t(four lines); "Gentil 
madona"x;x. 

fols. 48v-49r, "Jo bodigham," "Fortune,"x;-;-. 

fols. 3v-Sr, Anon., "Zentil madona," 
t(eight lines) ;x;x. 

fols. 89v-90r, Anon., "Gentil madona," 
t(four lines) ;x;x. 

fols. h2v-P3r, Anon., "Gentile madone," 
t(four lines) ;x;-. 

No. LXIX, sung to text "Virgine bella, non 
mi abbandonare" and No. CXLV, sung to text 
"Umil madonna, non mi abbandonare." 

No. 124, A.;on., "Fortune. 11 
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Music: 

Wallner, Das Buxheimer Orgelbuch , 

Text: 

Pirrotta, "Ricercare e variazioni su 'o rosa bell a'," p. 69. 

Reidemeister, ~ Chanson-Handschrift 7.! £ ~. p. 93. 

Restori, "Un codice musicale pavese," p. 386. 

The background of Gentil madona reflects the international 

cultural influences that were being exerted at Italian musical 

centers: the song was sung to French, Italian, and possibly English 

words (see below); it was no doubt composed by an English composer, 

John Bedyngham, and attributed to him by a German music-loving doctor 

and historian who studied in Italy for several years; it was 

disseminated in a large number of Italian manuscripts. The widespread 

popularity of this piece is underscored by the two~ contrafactum 

texts that are preserved in Belc, the keyboard intabulation found in 

Mun 352b, and the anonymous Mass cycle on ~1 ~preserVed in 

Tr 91 (fols. 247v-256r). A related though not identical three-part 

piece with the initial word "Fortune" is found in Prague-Strahov, 

D.C IV.47, fol. 250r. 29 

A comparison of the musical readings has shown that the superius 

and tenor parts are preserved in basically the same manner in all the 

29This c1tat~on ~s reported by Dragan Plamenac, Sevilla 5-I-43 & 
~!i· ~· !!.· 4379 (~ . .!_), p. 5. -------
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sources, with minor variants occurring in most of the concordances, 

particularly in Pav 362. The initial note of the superius, .£_1 

comes ..iown as a breve in some sources and as a semibreve in others, 

affecting the text underlay of the opening words (Example 62). 

Example 62. Superius, meas. 1-3: (a) Pav 362, Mel, MC 871N, 
Mun 351 8 , Par 15123, SevPar/I; (b) Ber 78.C.28, 
Esc IV.a.24, Par 2973. 

G-e"'·f~l n.o..-!o_ _ _ 

~trrr!JRfJI 
A variant found in the superius at 29 seems to 1 hk 

Pav 362, Mel, and SevPar/1 (Example 6 3). 

Example 63. Superius, meas. 29: (a) Pav 362, Mel, SevPar!I; 
(b) Ber 78.C.28, Esc IV.a.24, MC 87IN, Mun 3518, 
Par 2973, Par 15123. 

l£ 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

272 

The contratenor readings revealed several significant 

variants among the sources. For example, the opening three measures 

come down in two basic versions, one found in Ber 78.C. 28, Mel, 

Mun 351 a. Pav 362. and SevPar/I. and the second in Esc IV. a. 24, 

Par 15123, and MC 871N (Example 64). The Par 2973 of this passa2e 

Jl j 
-"'- -

11 J 

((.) 

t;JCliJ 
•<t 

(t) 
~}J(JIJ 

;-j 1 , 1 r r 

( t$+ 
' ' .ofc 

.?ErJ 1 J atr 1 

;--.. f) I J 1 r 

" r ((I. 
+ Dtff•~anc.e"• w•t'l,,.,. tier .. ,•,.. ""'e. 

ve. "'" .. ' t-....,o, .. .. 
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is somewhat puzzling, since part of it is related to version one 

and part to version two. 30 The readings of Ber 78.C.28, Mun 35la, 

and SevPar/1 are identical in version one, while in version two, 

the readings of OC 871N and Par 15123 are identical among themselves, 

but differ from the one of Esc IV.a.24. 

At meas. 9-10, the variant reading in the contratenor found 

in Esc IV.a.24 and Par 15123 again relates these two manuscripts 

to each other, but MC 871N follows the version found in Pav 362 

and the other sources (Example 65) . 

Example 65. Contratenor, meas. 9-10: (a) Pav 362, SevPar/I, Mel, 
Ber 78.C.28, Mun 351a, MC 87IN, Par 2973; (b) Esc IV.a.24, 
Par 15123. 

~ (<1.) £ t! r &n l r 11 

30southern, in "Foreign Music in German Manuscripts of the 
15th Century," p. 268, compares several of these contratenors to 
exemplify how scribal deviations are perpetuated among the sources. 
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The problems connected with ~ ~ have to do 

with the original language of its text, the formal structure of 

the Italian text, and the manner of applying this Italian version 

to the musical ~ fonu. As to the possible language of the 

original text: two of the earliest sources transmit the piece with 

the incipit "Fortune" (Mun 3Sla) or only the letter "F" (Ber 78.C.28), 

while Mel, dating from the mid 1470s, gives the incipit "Fortune, 

elas" above the first words of the Italian text. MC 871N, a source 

of the early 1480s, provides what appears to be an Italianate version 

of the "fortune" incipi t: ~ ~· All the other sources, dating 

from the 1460s through the early 1480s, transmit only the Italian 

words. 

Plamenac has observed that the text beginning with the word 

"fortune'' (which he assumes to be French) probably preceded the 

Italian words, since the composer Bedyngham is "connected in the 

sources with a number of pieces with French text, but only with a 

single setting of an Italian one (0 rosa bell a), this last being ... 

found with a conflicting attribution.' 131 Reidemeister prints four lines 

of a sixteenth-century text beginning with the words "Fortune, helas, 11 

noting that it could "easily be adapted" to the ballade music of 

p. 246. 
31Plamenac, "A Reconstruction of the French Chansonnier," 
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~ madona. 32 Bent has speculated that ~ elas may be 

the original French incipit or "even a garbled English one.n33 

Bukofzer suggested that Gentil madona and ~ elas may be 

Italian and French substitutes for an original English ~ 

poem. 34Fallows has found a fifteenth-century text beginning with 

the words "Fortune, alas" (in two sources that transmit the l)Oem. 

the text begins "Alas, Fortune11 ) which seems to fit the music of 

~ madona. 35 

The sources tell us that, in the 1460s, the piece 

circulated with both the French (English?) and Italian texts. 

Several other compositions, attributed in Italian sources to English 

composers, have been found to be Italian or Latin contrafacta of 

originally English or French pieces, making it quite possible that 

Gentil ~ followed a similar transfonnation. 36 As we have already 

32Reidemeister, Die Chanson-Handschrift Z! £. ~. p. 93. 

33Margaret Bent, "The Transmission of English Music 1300-1500: 
Some Aspects of Repertory and Presentation," Studien zur Tradition in 
~ ~ ~ ~ Fischer ~ ~· Geburtstag (Mun Icn:-1~ 6'9." 

34Manfred Bukofzer, "Popular and Secular Music in 
England," New~ History 2f..Ml!llJ;, III, (London, 1960), p. 131. 

35This information was read by Fallows in a paper given 
at the 1977 meeting of the Royal Music Association and will be 
published in Vol. 103 of the Proceedings of the Royal Music Association 
(cited by Fallows in a recent letter to uST.We wondeT"'''f"the "Fortuna 
las" incipit in MC 871N may not be an Italianate version of the English 
text. 

. 36on this point see Kenney, !!!._t.!!, f.!l'.!_ and !!:!!_ Contenance 
Angloue, Chapter 4, and Bent~ "The Transmission 'O'f'"English Music," 
68-69, among other writings. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

276 

pointed out, during the 1460s and earlier, there was a vogue 

in Italy for setting texts in the style of the lighter poetry of 

Leonardo Giustiniani~7 The adaptation of the words of Gentil 

madona to an English or French poem may be one more example of 

that then current Italian musical practice. 

The~ structure of the music of Gentil ~has 

been accepted by all the music historians who have discussed this 

work. In all the readings, the music is divided into two sections--

indicated by a double line or a signum at the conclusion of the first 

section and also, in Mel and Par 2973, by placing the two sections 

of music on separate, consecutive openings. Ballade structure is 

also hinted at by the melodic rhyme that is found toward the end of 

the first and second partes. All the sources that transmit the text 

set the first line of text to the first section of music, and the 

second, third, and fourth lines of text to the second section of music. 

The three sources that transmit additional lines of text place them 

underneath the superius voice, following the second section of music. 

The first four lines of the Italian text have the rhyme scheme 

~ (in Pav 362, two unique variants distort the rhyme scheme), 

37Restori. in "Un codice musicale pavese, 11 p. 386; Pirrotta, 
in "Ricercare e variazioni su '0 rosa bella' ," p. 70; and Rubsamen, 
in "The Justiniane or Viniziane of the 15th Century," p. 178, have 
noted that the text of Gentil madona is in the style of the lighter 
poetry traditionally attributed to Giustiniani. 
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suggesting that the original Italian poem was related to the 

balla.!!. form. Unfortunately, the second section of the text is 

transmitted in corrupt versions in the sources, with variation 

in the rhyme schemes and number of lines (see notes accompanying our 

transcription of the text). The form of the first four lines seems to 

be more closely related to that of the lauda text Vergine ~than 

to that of the second lauda text, Umil ~ (the first strophes 

of the two ~ texts are given with the transcription of the text of 

Genti 1 madona). ~~ ~ begins with two lines of eleven syllables 

having the rhyme scheme ~ and continues with two groups of three 

lines each, with end-rhymes bbc dde. Pirrotta has suggested that 

Gentil madona may have been derived from a pre-existent song of popular 

character. the text of which might have been related to the form of 

the lauda, Vergine bell a. 38 (Interestingly, the fonn of the text 

of Umil madonna lends itself more easily to the ballade musical form 

than does that of Vergine bell a). 

Pirrotta attempts a reconstruction of the first strophe of 

~1 ~as it might have been applied to the ballade musical 

form. Since the sources themselves are clear only with regard to the 

performance of the first four lines of text, an alternative way of 

performing the piece would be to sing these four lines straight through 

and then to repeat the music to the second section of text, with the 

38Pirrotta, "Ricercare e variazioni su '0 rosa bella' ," 
p. 69. 
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resultant form~~· We have set the words in~ form, aab(£_), 

presenting the final phrase of music a third time to accommodate 

the ninth line of text given in Pav 362. 39 

No. 9. fols. 27v-27bisr, )a san dame Anon. 
fols. 27bisV-28r )e la cause crudela Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Music: 

None 

Text: 

Restori, "Un codice musicale- pavese," p. 387. 

Among the more puzzling pages of Pav 362 are the folios on 

which there are inscribed two anonymous texted compositions, the second 

approximately half as long as the first. Although one setting is in 

triple mensuration and the other in duple, both have the same clef and 

key signatures, both move in the same tonal areas, and both carry a 

39 ' See No. 7, !:!£.!:.! ~. ~· for another example of an 
Italian text with an extra line in its second strophe. 
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corrupt, Italianate text. Restori refers to them as two riddles 

(due indovinelli). 40 Jeppesen, pointing to the similarity of their 

key and tonal structure, suggests that these settings may constitute 

one composition. 41 We have treated them as the prima and secunda partes 

of a single composition. 

The formal structure and connotation of the enigmatic text 

are difficult to determine. In the prima pars, the words seem to 

form five lines of poetry with rhyme-scheme ~(~)bba. 42 In the 

~ ~· the text appears to be rhythmically unmeasured and 

prose-like. The two sections of text may be a form of the question-

answer or statement-rebuttal literary genre, the words possibly having 

a special significance for the composer and poet. The placement of 

the secunda ~- on a separate opening, and the suggested ~ rhyme 

scheme of the text of the prima~· point to a possibility that this 

composition may be a ballata with corrupt or incomplete text. 

The musical style of this piece shows some influence of both 

the homophonic and the ornamented giustiniana. The work consists of 

a number of phrases, in most of which the voices end simultaneously, 

with little or no overlapping of cadences. In both partes, the opening 

measures are homophonic, but, on the whole, the voices move with a 

certain amount of rhythmic independence, the two lower parts generally 

40Restori, "Un codice musicale pavese,''p. 387. 

41Jeppesen, La Frottola, p. 188. 

42The short :cond line of six syllables has an end-rhyme that 
is not related to the abba rhyme scheme of the other four, longer lines 
(11 or more syllables). No. 35, Luce, o luce has a text with similar 
characteristics. -- ---
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moving in minims over a more prominent superius. Text underlay 

of the prima pars results in a melismatic setting of the superius 

melody, while the second section tends to be more syllabic. That 

the first line of text is to be sung to the first three phrases of 

the superius melody is clearly shown by the copyist's placement of 

the words under that music in the score. A signum congruentiae 

found in all three voices at the conclusion of this section, suggests 

an!£_ division of the ~ ~· 

Voice leading is somewhat unpolished, exemplified by several 

instances of parallel perfect intervals. In some places, the composer 

attempts to mask parallel fifths or octaves by mea11S of suspensions 

or passing ornamental tones (see Example 66 and Example 67J. 

Example 66. )~~dame, meas. 44-45. 

-
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Example 6 7· 17. 

-
Elsewhere in the composition, we find instances of exposed 

parallel perfect intervals: me as. 2, parallel octaves between contra­

tenor and superius; meas 3, parallel fifths between contratenor and 

tenor; meas. 13, parallel fifths between contratenor and superius; 

meas. 41-42, parallel fourths between contratenor and tenor; 48, 

parallel fifths to octaves hetween contratenor and superius. A 

harmonic dissonance E._'' against 2.' occurs between the superius and 

contratenor at meas. 10, and another one,~' against a held£ occurs 

between these two voices at meas. 18. At meas. 12-13, the contratenor 

has consecutive melodic leaps of a seventh: ! to ~~ and back to!.: 
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No. 24. fols. 41v-43r (43v-45r), 2. ~ ~ Bedyngham/Dunstable 

Music Sources: 

Ber 78.C.28 

Esc IV.a.24 

MC 871N 

Par 2973 

Par 15123 

Par 714 

Rome 1411 

SevPar/I 

Tr 89 

Tr 90 

Tr 93 

Wolf 287 

fols. 40v-42r, Anon., "0,"-;-;-. 

fols. 35v-37r, Anon., "O rosa bella," t 
(four lines) ;x;x;x. This version contains 
a fourth voice marked "duo." 

fol. 102r (S and T wanting}, Anon., "0 rosa 
bella," x. 

fols. 8v-10r, Anon., "0 rosa bella," t;pt;pt. 

fols. 90v-92r, Anon., no rosa bella," t;x;x. 

fols. 54v-56r, "John Bedyngham," "D rosa 
bella," t(seven lines);-;-. 

fols. 7v-9r, "Donstaple," "O rosa bella," x;x;x. 

fols. hll v -h12r, Anon. , "0 rosa bel la, 11 

t(four lines) ;x;x. 

fols. 119v-120r, Anon., "0 rosa bella," x;x;x. 
This version contains three additional voices 
marked ''Concordant iae ... ut posui t Redingham.) 

fols. 36lv-362r, Anon., 110 rosa bella," t;xjx. 
This version contains a second contratenor and 
two gymels.43 

fol. 37lr (S and T wanting), Anon., "0 rosa 
bella," x. 

fols. 34v-36r, Anon., "0 rosa bella," t(four 
lines) ;x;x. 

43see p.287 below regarding the manner of performance of these 
extra voices and those in Tr 89. The three extra voices in Tr 90 are 
not related to the three extra voices given in Tr 89, nor are any of these 
related to the fourth voice found in Esc IV.a.24. In Dij 517, fols. 
93v-95r, the piece is transmitted with a variant contratenor, and the 
tenor is written an octave higher. That contratenor is not related 
to any of the optiona1 parts given in Tr 89, 90, and Esc IV.a.24. The 
version of 0 rosa bella in Tr 90 is provided with a corrupt Latin 
contrafactuffi teXt (transcription given in Bukofzer, John Dunstable, 
Complete Works, p. 202). ------
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Text Sources: 

Par 1035 

Il Fiore de le 
Ca.nzonete- -

Justinian, L. 
Canzonette e 
Strambotti -

In tabulations: 

Mun 352b 

Mun 352b 

Contrafacta for Lauda: 

Be le 

Modern Editions: 

Music: 

283 

p. 34, Anon., "0 rosa bella." 

Venice(?), 1472(?), and Venice, 1485,44 

Giustiniani, "O rosa bell a." 

Milan, 1501, 11 L. Justinian," "0 rosa bella."45 

No. 39, Anon., "0 rosa bell a." 

No. 104, Anon., "O rosa bell a." Intabu1ation 
different from that of No. 39. 

No. CLXVI. Sung to text "0 diva stella, o 
vergine Maria." 

Adler and Koller, Sechs ~ ~. DT0, 14-15, p. 229. 

Ambros, Geschichte der Musik, II, p. 535. 

A. i~~~~~ia~~~~=~~4grgelbuch (1960), II, p. 19 (transcription of 

Bukofzer, ~ ~. Complete Works, p. 133; p. 135 (trans-
cription of intabu1ations at p. 135). 

Davison and Apel, ~Anthology 5?I_ Music, I, pp. 65-66. 

V. Lederer, Uber ~ und Ursprung der mehrstimmigen Tonkunst, 
(1906), p. 361. 

More lot, ~· ~ musique ~ xve ~ (1856), App. no .. 1 

Pirrotta, "Ricercare e· variazioni su 'O rosa bella' ,"pp. 76-77. 

Alfred Raphael, Monatshefte fur Musikgeschichte, XXXI (1899), 
Mus. App., p. 11. 

A. Schering, Studien zur f.fusikgeschichte der Friihrenaissance, (1914), 
p. 163 (transC'ription of intabu1ations). 

Wallner, Das Buxheimer Orgelbuch, 1, pp. 38, 142 {transcription 
of intabliTat~ ----

44Citation in Bt;kofzer, John Dunstable, Complete \'larks, pp. 201-202. 
45This print, published~-~-;~~ i~ ~ark 

Public Library. We wish to thank Pro£, Eileen Southern for bringing this 
publication to our attention. 
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Text: 

Bukofzer, John~. Complete~. p. 202. 

B. Fenigstein, .!:_. Giustiniani (Halle, 1909), p. 107. 

Mario Mandolari, Rimatori Napoletani ~ Quattrocento 

Pirrotta, "Ricercare e variazioni su '0 rosa bella'," pp. 64,67. 

Reidemeister, Die ~-Handschrift 78 C 28, p. 106. 

Restori, "Un codice musicale pavese,"p. 394. 

B. Wiese, "Neunzehn Lied er Leonardo Giustinianis nach den al ten 
Drucken," Bericht des Grossherzogliches Real-gyrnnasiwns 
(Lud~o·igslust, 1885), p. 4. 

The text of 2_ ~ bell a is a short ~· resembling in 

language and metric structure many simple ballate that circulated in 

northern Italy during the early 1400s. 46 Although the poem has 

traditionally been attributed to Leonardo Giustiniani, it probably 

is not by him. 47 The popularity of this text among composers is 

shown by the fact that at least five different musical settings are 

extant in the sources, the earliest of these appearing to be a ~ 

by Johannes Ciconia, who died ea. 1411. Pirrotta has suggested that 

the text may have been sung to a popular tune even before it was set 

46A sununary of some of the important literary and musicological 
discussions pertaining to this text are given in Pirrotta~ "Ricercare e 
variazioni su '0 rosa bell a' , 11 p. 63 ff. See also below regarding 
the way the text was transmitted in the music sources. 

47see Rubsamen, "The Justiniane and Viniziane of the 15th 
Century," p. 178, and Pirrotta, 11Ricercare e variazioni su 10 rosa bella'," 
pp.63-64. Pirrotta points out that even though 0 rosa bella could have 
been written by Giustiniani on chronological groUn~it'SDrevity and 
simple style contrasts with the multiple stanzas and more complex 
structure of the poet's ~style (p. 64). 
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by Ciconia. In Table XVI, we present citations and commentary 

for these other five extant versions of Q_ ,!£!!bell a. 48 

TABLE XVI 

Extant Settings of 0 rosa bella that are 
Unrelated to the Dufistable/Bedyngham Song 

~ ::So:::u:.or::.ceo_ __ ::.Cl:.:. to.::a:.:.t:.;io"-n'----

Par 4379- fol s. 46v-48r, 
Fragment II Anon., 11Salvator/ 

0 rosa bella," t; 
t;-. 

Rome 1411 7v-9r, "Ciconia," 
"0 rosa bella," 
t;x;-. 

Ber 78.C.28 fols. 42v-43r, 
Anon., "0," x;-.-. 

Mun 351 8 fols. 39v-41r, 
Anon., "0 rosa 
bella," x;-;-. 

Per 431 fols. 91 v-92r, 
Anon., "O rosa 
bella," x;x;x. 

Comment 

In Par 4379-II, the incipit 
"Salvator" appears three times 
above the superius and tenor. 
The text underlay in Par 4379-
II indicates that this version 
was sung as a ballata (see 
Reese, Music i~enaissance, 
p. 30). Mod.ed-:i"n DTO, 14-15, 
pp. 227-228 (after Roilie"1411). 

The version in Mun 351 a has a 
variant contratenor. Mod. ed. 
in DTO 14-15~ pp. 225-226 (after 

!~n~~~t!~~!u~~~m t~n v;~i~t 
Text underlay in Per 431 indi­
cates that this version is 
through-composed, with the form 
ab (see Hernon, "Perugia MS 431 
LG20) ," P· 160. 

48Four of these settings are discussed in Cecie Stainer, 
"Dunstable and the various settings of 0 Rosa Bella," SammelMlnde 
der internationalen Musikgesellschaft, II (1900-1901), pp. S-7. 
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TABLE XVI (Continued) 

Prague- fols. 226v-227r, 
Strahov, Anon. 
D.C. IV.47 

Tr 90 fols. 362v-363r, 
Anon. , 110 rosa 
bella," x;x;x. 

Intarsia in Anon. 
studiolo of 
Federigo da 
Montefeltro 

This version, in three parts, 
is cited in Plamenac, Sevilla 
S.I-43 & Paris N.A. Fr. 4379 
(Pt.1)-; p;s:--- - --

Mod. ed. in DTO 14-15, pp. 
224-2256 intabulation in 
Mun 352 , No. 103 (mod. ed. 
of intabulation in Wallner, 
Das Buxheimer Orgelbuch, I, p. 
m. ~n1ng notes of the 
three voices of this version 
are like those of the Dunstable/ 
Bedyngham setting, but then the 
piece continues differently. 

This version is said to have 
been inscribed in the pages 
of a book represented in 
wooden inlay in the private 
study of Federigo da 
Montefeltro that was built at 
Gubbio in the 1470s-1480s. 49 

49see Gustave Reese,"Musical Compositions in Renaissance 
Intarsia," Medieval and Renaissance Studies, Proceedings of the South­
eastern Ins~dieval and Renaissance Studies, Summer, 1966,--­
(Durham, 1968)-;-pp. 80-8l.Reese notes that Preston Remington had 
reported in 1941 that the reproduction of 0 rosa bella had been on one 
of the panels of the studiolo not many yeai's-,;et'ore it was brought to 
the Metropolitan Muse"iiiii"""'T'At. We have been advised by Johanna 
Hecht, a curator at the Museum. that no information is at present 
available regarding the reproduction of 0 rosa bella, nor when or how 
it was removed from the panel. Stainer,-i'ii""Dui'i"S't'ible and the Various 
Settings of 0 Rosa Sella," p. S, gives a transcription of the opening 
notes of two voices of a version on the text of 0 rosa bella taken from 
a photograph made by Barclay Squire of an " ... int'arsia panel formerly 
belonging to Frederick, Duke of Urbino." This panel may be the same one 
that eventually was purchased by the Metropolitan Museum of Art (this 
subject is being further investigated by us). 
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By far the most popular version of 9_ ~ ~ was the 

one attributed in Rome 1411 to Dunstable and in Par 714 to 

Bedyngham (from this point on, references to£~~ will 

pertain to the Dunstable/Bedyngham version, unless othenoise specified). 

This setting, transmitted in at least thirteen sources, yielded one 

or more of its voices to serve as the basis for other compositions 

that circulated in the second half of the fifteenth century. We 

have already cited the version found in Dij 517 that is provided 

with a variant contra tenor (footnote 43 above). Four voices found 

in Tr 90, fols. 444v-44Sr, represent a three-part setting by Hert 

(1-.'ho uses the superius of 0 rosa bella over his own two lower voices) 

and a gymel by Ockeghem (who uses the same superius with an original 

second part). 50 Three anonymous Masses in the Trent Codices are 

based on the .Q_ ~ ~ attributed to Dunstable/Bedyngham. 51 

The three concordantiae attributed to Bedyngham that are 

given together with Q. ~bell a in Tr 89 may have been intended to 

be performed in various polyphonic combinations with the three voices of 

the song. The three anonymous additional voices that are su~plied with 

.Q.Dlll bella in Tr 90 do not, however, belong together. In that setting, 

50The settings by Hert and Ockeghem are discussed by Reese, 
Music in.~ Renaissance. p. 119, and Bukofzer, "Popular and Secular 
Music in England," pp. 128:)29. Both correct the erroneous infonnation 
given by the editors of DTO 14-15 regarding the performance of these 
four voices. -

51These Masses are found in Tr 88, fols. 368r-374v; Tr 89, 
fols. 330v-339r; and Tr 90, fols. 420r-428v. See Reese, Music in the 
Renaissance, p. 93, and Bukofzer, "English Church Music of the Fifteenth 
Century,"~. Ill, p. 208 regarding these Masses. 
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the voice marked secundus contratenor changes the piece into a 

four-part work~ while the two voices marked ~ and ~ gimel 

apparently were intended to be used with the original superius. 52 

Q. ~ bell a also found its way into several quodlibet 

compositions, one of which was copied into Esc IV.a.24 (a closely 

related version is given by Tinctoris in his Proportionate ~ 

and two others were inscribed in SevPar/I (see Table XIV above). 

That .Q. ~bell a was popular in Gennan territories is evidenced 

by the three intabulations upon this text that are found in Mun 352b 

and by the existence of three quodlihet compositions in Ber 40098 

that utilize the superius of this song. 53 

52rhe settings in Tr 89 and Tr 90 (printed in DTO 14-15, p. 229) 
are discussed in Gustave Reese, Music i-E_ the Middle~. (New York,l940), 
and Bukofzer, "Popular and Secular Music in England," pp. 128-129 and 
John Dunstable, Complete Works, P: 200. Both scholars correct the 
errors given by the editors of DTO 14-15 regarding these versions. 
Bukofzer suggests that the Bedyngham concordantiae were intended to 
be perfonned only simultaneously with the three voices of 0 rosa bella 
to fonn a six-part piece, and that the voices marked gimel-alid""'alrus­
gimel were meant to be used singly with the original superius, toform 
two duos. In John Dunstable, ~lete Works, Bukofzer prints the 
original song (after Rome 1411) and only those optional voices that 
he believes were intended to be performed with it, that is, the three 
Bedyngham concordantiae found in Tr 89 and the secundus contratenor found 
in Tr 90. Fallows points out that the Latin ascription irlfT89Ts 
somewhat ambiguous and could mean that the original song was by 
Bedyngham or that the concordantae were composed by him. He observes 
that the six-part setting is ''remarkably successful" and suggests it 
was composed after 1460 (hence, not by Bedyngham, whose death is 
reported in 1460). This information was given in a paper read by 
Fallows at the American Musicological Society Convention, Chicago, 1971, 
"John Bedyngham and the Composition of 2. ~bell a." 

53ser 40098, Nos. 117-119, published in Heribert Ringmann, Ed., 
Das Glogauer Liederbuch, I: ~ ~ deutscher ~· Reichsdenk~, IV 
(Kassel, 1936), pp. 40-43. These quodlibets may be the oldest German 
example of the form (see Reese, ~ i!!_ the Renaissance, p. 635). 
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A comparison of the musical readings of Q. ~ bell a has 

shown that all the sources appear to follow one basic tradition of 

transmission. Pav 362 gives a number of minor unique variants, 

including several notational errors. Minor variants, particularly 

in the cadential formulas, also occur in most of the other sources. 

A direct relationship appears to exist between the readings of Tr 89, 

90, and 93; these versions are written in augmented values and are 

almost identical in every details. 

At meas. 15 in the superius, a variant in Pav 362, Ber 78.C.28, 

Par 2973, SevPar/I, and Wolf 287 suggests a possible relationship among 

their readings (since the superius part is wanting in MC 871N and 

Tr 93), these sources cannot be evaluated in this instance). 54 Since 

a harmonic dissonance between the superius and the two lower voices 

results from this reading, we have utilized the version transmitted 

in Rome 1411, Esc IV.a.24, Por 714, Par 15123, and Tr 89 and 90 

(see Example 68). 

54 It is possible, of course, that the reading in Pav 362 
Ber 78.C.28, Par 2973, SevPar/I, and Wolf 287 may be the result of 
independent scribal errors, but the occurrence of a second conunon 
minor variant in Pav 362, Ber 78.C. 28, SevPar/I, and Wolf 287 
(see Example 68) seems to weaken this possibility. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

Example 6 8. 

290 

0 rosa bella, meas. 15: (a) Pav 362, Ber 78.C.28, 
Par2'973, SevPar/I, Wolf 287; (b) Rome 1411, 
Esc IV.a.24, Por 714, Par 15123, Tr 89, Tr 90. 

(I-)," .. 

,·("' 

In the contratenor, at meas. 41, Pav 362, Ber 78.C.28, 

SevPar/I, and Wolf 287 again are linked by virtue of a minor common 

variant (see Example 69). However, this variant is also found 

in Par 714, a source not involved in the transmission of the reading 

given in Example 6g, but it is not found in Par 2973, a source that 

does transmit the other variant. 

Example 6g, 0 rosa bella, contratenor, meas. 41: (a) Pav 362, 
Ber78.C.28, Par 714, SevPar/I, Wolf 287; (b) Esc IV.a.24, 
MC 871N, Par 2973, Par 15123, Rome 1411, Tr 89, Tr 90. 

(--)?' r rft r t f 

(t-b· r tt1 t tf 11 
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Although Bukofzer and most scholars who have discussed 

2._ ~bell a view John Dunstable as its composer, the song is 

attributed to him in one source only, Rome 1411. Another Englishman, 

John Bedyngham, is designated in Par 714. Bukofzer reasons that 

Rome 1411 contains pieces by composers active some time before 

Bedyngham, and he suggests that the scribe of Par 714, a later source, 

may have confused Bedyngham, the composer of the concordantiae, with 

the composer of the song. 55 Pirrotta argues that _Q ~ bell a was 

inscribed last in Rome 1411 and that, in any event, Per 714 is 

not a much younger source than Rome 1411. 56 He proposes that, for 

stylistic reasons, Dunstable did not compose.£._~ bell a, speculating 

that perhaps not Bedyngham, but a third, unknown, Englishman may have 

written the song. More recently, Fallows has offered the opinion that 

Q. r~ ~ is probably by Bedyngham. 57 Until more definite evidence 

turns up regarding the authorship of the music of .2... ~ ~. 

leave the question unanswered. 

55sukofzer, John ~~· Complete~. p. 200 (but see 
footnote 52 above). 

56Pirrotta, "Ricercare e variazioni su '0 rosa bella' ," np. 73-
74 (but see Chapter IV regarding the suggestion proposed by Fallows 
that Par 714 may date from the 1460s), 

57This opinion was offered to us in a letter from Fallows 
dated June, 1977. In his paper read at the AMS Convention in Chicago, 
Fallows suggests several reasons to support his opinion, one of the 
most important being the "authoritative" attribution in Por 714. 
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The musical fonn of Q. ~bell a is not clearly definable. 

Like the musical ballata, it has a bipartite division, but unlike 

the ballata, its first section ends with a half cadence, the con-

elusive final cadence occu.rring only at the end of the second section. 

This causes a problem in setting a ~text to a musical form that 

is not itself a normal ~·58 Bukofzer has suggested that the 

piece be performed either as a modified ~a, ~(E_), that is, 

that the repeat of the ripresa be extended to include a repeat of the 

first piede, or that it be sung twice through, ~. the second time 

to the second set of words. 59 Pirrotta has proposed that the English 

composer probably did not understand the ballata form and may have 

conceived the pie<...e as a ~· He suggests that the first section 

of music should be immediately repeated to fresh text, aab(~), in the 

manner of a ballade, pointing out that Gentil ~. another composition 

58aent, in "Transmission of English Music 1300-1500," p. 69, 
has speculated that the Italian ballata text of 0 rosa bella may have 
been superimposed upon an existing English piece:- -:John Bedyngham, 
whose name is associated with the song and with the concordantiae in 
Tr 89, may have spent most of his life in England (Fallows, "Words and 
Music in Two English Songs," p. 30), an association that also could 
point to a possible English origin of the song (however, in his letter 
to us, Prof. Fallows mentioned that the statement that Bedyngham 
probably never left England could be open to revision). 

59aukofzer, John Dunstable, Complete Works, p. 200. As a 
modified ballata, the order of the lines (as given in our text 
edition) would be: lines 1,2,5,6, 7 ,8,3,4,5,6. In the second manner 
of performance, the order of the text would be 1,2,5,6,3,4,7,8. 
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attributed in Par 714 to Bedyngham, is musically a ~ (see 

comments above. for this composition). 60 

The manner in which the scribes underlay the Italian text 

in the music sources, unfortunately, does not give a definite 

indication for the performance of this piece. Only Pav 362, Par 2973, 

and Par 15123 transmit eight lines of text, and in these sources, 

lines 1,2 and 3,4, go with the first section of music, and lines 5,6, 

and 7,8 appear with the second section of music. Por 714 transmits 

lines 1 through 6 only, of which lines 1,2,3,4 are given with the 

first section of music, and lines 5,6 are set down under the second 

section, suggesting an aab musical form. Esc IV.a.24, Wolf 287, and 

SevPar/1 provide only lines 1 and 2 for the first section of music 

and lines 5 and 6 for the second section, suggesting an ~form. 

Rome 1411, presumably the earliest extant source to transmit .Q. ~ 

bella in Italy, is without text. In our transcription. we have 

selected the aab(£_) manner of perfonnance proposed by Pirrotta, although 

the abab manner also results in a musically satisfying composition. 61 

60Pirrotta, "Ricercare e variazioni su '0 rosa bella' •" p. 
66 ff. We might mention here that a· difference between 0 rosa bell a 
and Gentil madona is that the latter song has musical rh'Yineli"itW'e'eil 
the last portions of the two sections of music ( a style characteristic 
associated with the musical ballade). while .Q. ~~does not. 

61Pirrotta transcribes the piece in a rhythmically flexible 
manner that alternates between duple and triple meter (Ibid. • pp. 76-77). 
The majority of modem transcriptions of .Q r..£2.!l ~ grve-the first 
seven measures in the manner of an instrumental prelude. Most of the 
sources, however, show the first word 11011 beneath the first note, and 
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No, 32. fols. 52v-53r (54v-5Sr), ~ gentille Oufay 

Concordances 

Music Sources: 

Mel 

Par 2973 

Text: 

None 

Music: 

fols. 43v-44r, "G. Dufay,t'Oona gentile," t; 
"Dona gentile, 0 pt;x. 

fols. 2v-3r, Anon., "Dona gentile," t; "Dona 
gentile," pt; "Dona gentile," pt. 

Besseler, Guglielmi Dufay: ~ ~. VI, p. 12. 

Text: 

Besseler, Guglielmi Dufay, VI, p. xxvii. 

Restori, "Un codice musicale pavese, 11 p. 397. 

then again, beneath the first d' minim at meas. 8, suggesting that 
the first seven measures should be vocalized on the vowel "o." A more 
precise underlay is provided by the scribe of Par 2973, in which he 
places an "o" beneath each of the three groups of notes that are 
separated by minim rests: 
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Oona gentille is a rare example vf the ~ with 

Italian text. 62 Restori and Rubs amen have noted that the text is 

stylistically related to the type of poetry associated with the 

name of Giustiniani. 63 Pirrotta has pointed out that~ of Dufay's 

texts, the readings of this piece show dialectical influences, 

possibly introduced by the copyists, but that it is difficult to 

tell to which northern dialect these influences are related. 64 

A comparison of the music readings shows that all three 

m"!nuscripts preserve the chanson in an almost identical version. 

Pav 362 transmits several variants that appear to be the result of 

scribal carelessness (see the notes accompanying our edition). In 

his edition of the text, Besseler prints the last line of the 

rondeau as "Per sempre servire quella ea' d'oro." According to all 

three sources, the last line reads "Per sempre servire quella qu' 

adoro." The latter, correct version of the poem is utilized in our 

62Reese mentions the setting of Italian poems in French 
rondeau form in the early part of the century and cites 0 celestial lume 
by Bartolomeo Brolo as an example of the "Italian rondeaU" (MusiCTn-­
the Renaissance, pp. 30-31). In a subsequent chapter, he classifies 
Don a gentille as a rondeau (p. 53). Bukofzer points out that in Mel, 
~ gentille and Triste ~ spero are examples of Italian compositions 
in rondeau form("An Unknown Chansonnier of the 15th Century," The Musical 
Quarterly, XXVIII (1942), p. 22). Pirrotta describes Don a gentille-aga­
regular rondeau with a four-line refrain ("On Text Forms from Ciconia 
to Dufay~79-81). While a case might conceivably be made for the 
piece as a modified ~. its entry in Par 2973 on a single opening 
(in that source, all the ball ate are entered on two consecutive openings), 
and its adherence to the rhyme scheme of the standard ~ quatrain 
seem to reinforce the arguemts that it is a rondeau. 

63Restori, "Un codice pavese musicale," p. 397, and Rubsamen, 
''The~ or ~of the 15th Century," p. 178. 

64Pirrotta, "On Text Forms from Ciconia to Dufay," p. 678. 
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transcription. 

A touch of dramatic poignancy is beautifully achieved in 

the musical underlay of the words "datime secorso" (give me help). 

Dufay sets these words to a stepwise descending musical phrase that 

is immediately repeated, one tone lower, after a semibreve pause 

(Example 70). That the words are also intended to be repeated is 

clearly indicated in all three texted versions of the chanson. In 

our transcription we have repeated the equivalent words of the second 

stanza, "Per sem.pre servire" (to serve forever), clearly called for 

in the music. 

Example 70. ~ gentille, meas. 21-24. 

Da.· r.·- mt t;e Cof-4ie ! D~:t .. f •. -e::· se. cor- so, 

Pt!ru ... -p,.e_ ~t'r.v(. re.. <r-~r-self'l.-l're. ser- VI- T"~t:), 

r, ' 
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The most interesting aspects of this chanson concern its 

approximate date and the reasons why Dufay set an Italian text to 

a French ~musical form. Pirrotta~ in his discussion of the 

songs by Dufay with Italian text, does not probe the chronology of 

Dona gentille. 65 Besseler notes that the song has stylistic traits 

revealing Dufay' s mature vocal style that became apparent from the 

1440s. 66 Hamm places the song among those of his Group 7 (works 

composed ea. 1435-1455) on the basis of notation. 67 The three sources 

that transmit the piece were all compiled after 1460, an indication 

that Dona gentille may be one of the latest pieces in Hamm's 

Group 7 chronology. The two Savoyard sources, Pav 362 and Par 2973, 

are important repositories of a small group of musical settings of 

poetry attributed to or in the style of Giustiniani that flourished 

at Italian courts from the 1450s through the early 1470s. Dona gentille 

may well be Dufay's contribution to this genre. 

Wright has shown that, during most of the 1450s, Dufay was in 

the employ of the Duke of Savoy, and that he resided in northern Italy, 

68 
Geneva, and other areas comprising the Duchyof Savoy as it then 

existed. During this period, Dufay continued to maintain close 

120-121. 

65Pirrotta, Ibid., p. 677 f. 

66Resseler, Guglielmi Dufay: Opera omnia, VI, p. xiii. 

67Hamm, ~ Ch~onology of_t~Works £f.~ Dufay. pp. 

68wright,"Dufay at Cambrai," p. 188. ff. 
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contact with the courts at Florence and Naples, as witnessed in 

part by a letter, well-known to music historians, sent by Dufay 

from Geneva to the brothers Giovanni and Piero de' Medici at Florence 

in 1456. In it, he states: 

Since I well know that you have always 
taken pleasure in song and since, I 
believe, you have not changed your 
preferences, I have felt encouraged to 
send you some chansons which, at the 
request of some gentlemen of the King's 
court, I composed recently when I was in 
France with Monseigneur de Savoye. I 
also have some others which I shall send you 
at another time ... In addition ... I wrote 
four Lamentations ... and the texts were 
sent to me from Naples ... 69 

Although Dufay maintained residence in Cambrai after 1458, he continued 

to exercise his artistic influence in Italy. A Florentine document 

dated February 1467 shows that the composer had a hand in the selection 

of singers for the Medici chapel. 70 A letter written by Antonio 

Squarcialupi to Dufay, dated May 1, 1467, reveals that the composer 

was still being asked by his Italian admirers to compose songs for 

them. 71 

69rranslation taken from Frank D'Accone, "The Singers of San 
Giovanni in Florence during the 15th Century," Journal J2f the 
~Musicological Society, XIV (1961), pp. 318-319. D'Accone 
gives the date of the letter as 1454, but Wright, "Dufay at Cambrai," 
p. 190 shows it must have been written in 1456. A facsimile of the 
original letter appears in Heinrich Besseler, "Dufay," MGG, III (1954), 
columns 889-890. Other citations regarding this letter-aTe given 
in Wright, "Du fay at Cambrai," footnote 88. 

70see Frank D' Accone, "The Singers of San Giovanni in Florence 
during the 15th Century, p. 322, for a partial translation of this 
second letter. 

71 rn this letter, Squarcialupi encloses a~ written 
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We see, then, that Dufay was involved in Italian musical 

activities, either directly or from afar, during the 1450s and 

1460s. Don a genti lle, the style and notational characteristics of 

which date it from after the 1440s, represents a type of composition 

set to Italian text that was highly sought by Italian patrons after 

mid-century. We note also that ~ gentille was transmitted only 

in sources compiled in Savoy or Naples dating from the late 1460s or 

early 14 70s. From these fact, we may infer that Du fay composed 

Dona gentille during the 1450s or later, either for the Court of 

Savoy or one of his other appreciative Italian patrons. 

No. 33. fols. 53v-S4r (5Sv-56r), Q_pellegrina, ~~ Anon. 

Concordances 

Music Sources: 

Par 2973 fols. 6v-8r, Anon., "O pellegrina," t;x;x. 

Text Sources: 

Siena I. VII .15 folio number not given. 72 

Music: 

None 

by Lorenzo de' Medici, who requests that Dufay set it to music. The 
letter is cited in Reese, Music in the Renaissance, p. 51; Besseler, 
Gugt:elm· Dufay: Opera omnia, vf:--p:-Tl i and is translated, in part, 

ne, "The Singer:sof San Giovanni in Florence during the 15th 
Century, p. 322. Other citations are given by D1 Accone. 

72cited in Restori, "Un codice musicale pavese,"p. 397. 
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Text: 

Ferrari, Biblioteca popolare, II, p. 118. 73 

Restori, "Un codice musicale pavese," p. 397. 

The text of this piece is associated with the name of 

Leonardo Giustiniani in modern musicological and literary writings. 

Restori quotes the Giustiniani scholar, Wiese, as writing " ... 

non l'ho trovato col suo name, m a la credo tale an eh 1 io perche si 

compone di versi che appartengono a poesie di lui." (I have not 

found it with his name, but I also believe it to be his because it 

consists of lines that come from his (Giustiniani' s) poetry. 74 

D' Ancona?5Ghisi ~ 6Pope : 7 and Rubs amen 7~redi t the text to Giustiniani 

73Restori, Ibid., gives this citation. 

74Restori, Ibid. 

75o•Ancona, Poesia popolare ~. p. 488. Here d'Ancona 
cites the first line of the poem, stating that it is a strambotto 
by Giustiniani found in the lauda editions of 1480 and 1512, reprinted 
in Florence in 1863. We have looked at a microfilm copy of the 
19th century edition but have not found the reference to Q_ pellegrina 
among the laude said to be reprinted from 1480 or 1512. We did, finrl, 
at the conclusion of the publication, at p. lvi, the first line of 
this text in the list comprising first lines of secular songs to which 
lauda texts were sung, that was compiled by the editors of the 1863 
edition (who explain that they refer only to those songs found in the 
1480 print). 

76Federico Ghisi. "Canzoni profane italiane del secondo 
Quattrocento in un codice musicale di Montecassino, 11 ~ ~ ~ 
Musicologie, II (1948) ,p. 12, in which he quotes the D'Ancona citation, 
given in footnote 75 above. 

. 77Pop_e, "The. m_usical manuscript Montecassino N871," p. 15. in 
wh1ch Pope c1tes Ghls1 and D'Ancona. 

78Rubsamen, "The Justiniane or Viniziane of the 15th Century, 
p. 178. Rubs amen lists .Q P.ellegrina among the texts not definitely 
ascribed to Giustiniani, but markedly similar to the poet's works. 
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or associate it with his poetic style. 

The text of£_ pellegrina, ~~was apparently popular, 

for two other musical settings of the poem, neither one related to 

the Pav 362 setting, survive in the sources. One of them is found 

in Par 2973 (in which the Pav 362 setting is also found), at fols. 

15v-17r, and in MC 871N, at p. 261. The other setting comes down to 

us in Flo 176, at fols. 129v-130r. 

The version of Q_ pellegri~ transmitted in Pav 362 comes 

down with four lines of text, having the end-rhyme scheme abab. 

This rhyme scheme relates the text to the strambotto:9and we may have 

here a ~ with incomplete text. Since only four lines are 

transmitted both in Pav 362 and in Par 2973, we have underland each 

line of text to one phrase of music, in the manner of a through-

composed setting. (If the text were all there, the piece then could 

be performed like a normal ~: 

Text: ab ab ab cc 
Music: 12 12 12 33 

A .signum congruentiae is found over the concluding note of the second 

phrase in each of the voices in both Pav 362 and Par 2973. The short 

text results in a somewhat melismatic underlay of the superius part. 

79see Reese, Music !.!! the Renaissance, pp. 161-162, and Nalter 
Rubsarnen, Literary~~ ~ar ~ iE_ Italy (£!. 1500), 
(Berkeley, 1943), p. 5, for discussions of the strambotto form. Here, 
we may summarize that the strambotto normally consists of eight lines 
with the rhyme scheme abababcc. The second and third versions of 0 
pellegrina transmit a seven-line poem consisting of the four lineS found 
in version one, plus three lines with the end-rhyme scheme ace. The 
ababacc scheme of the seven-line version points to the possffility that 
this may be a strambotto of eight lines in which the sixth line is 
wanting. 
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The scribes of Pav 362 and Cord place the first two words 

of text under the first musical subphrase. If we underlay the 

text in this manner~ the natural accents of the words and music are 

at variance: 

Music: J n J t 
Text: 0, pel-le-gri-na, 

We have preferred to set the word "0" to the first musical sub-

phrase and the word"pellegrina" to the second subphrase, letting the 

natural rhythm of the text and music coincide. This underlay also 

seems to parallel the ':' .~·.t placement of the words "o luce" that follow 

immediately (see Example 71)~0 

Example 71. Q. pellegTina,!!. ~· superius, meas. 1-10. 

• 
¥Jin 41 1;rtltl!l 

o Pel-- \e -.s.r-:. "._ O--

-, o \.._ • ce •~r'l - _ "" rl<l- -

80xn the two unrelated versions of the same text referred to 
above, the music and text accents neatly coincide: 
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In both Pav 362 and Par 2973. the number of flats in the 

signature varies from staf to staff in the superius and contratenor. 

In Table XVI I, we show, by measure numbers, where the changes in 

signature flats occur in the sources. 

Superius 
Pav 362 

Par 2973 

Tenor 
fia."V362 

Par 2973 

Contratenor 
Pav 362 

Par 2973 

TABLE XVII 

Signature Flats in Q. pellegrina 

No flats 

1-7; 30-38. 

1-3; 14-26; 
31-50. 

One flat Two flats 

17-20; 39-50. 8-18. 

27-30. 4-13. 

1-50 (signature flat 
throughout). 

1-50 (signature 
flat throughout). 

1-27; 44-50, 28-43. 

1-7; 19-50. 8-18. 

Internal flats in one source may correspond to the signature flats 

at the same place in the other source, but there does not seem to be 

a consistent application of this procedure. In our transcription, 

we have used a signature of b, bb, b, and have added internal or ficta 

flats where iipplicable. 

Q_ pellegrina, £.~provides an interesting example of an 

Italian piece in which the superius and contratenor are notated in 

duple mensuration while the tenor is in triple rhythm: 
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0 

Kottick has suggested that " ... here, the symbol 0 indicates that 

the notes of the T must be doubled in value ..... sr and he transcribes 

the tenor in duple meter to match the other voices with 0 = J 
The c2 mensuration he interprets in integer val 0 r with ~ :. J . We 

propose that, since the voices having a f or c2 mensuration are 

notated mostly in breves and semibreves, and since the voice in 0 

is notated in semibreves and minims (a notation most closely resembling 

that of the other Italian pieces in Pav 362), the triple sign 0 should 

be interpreted in integer valor, with () = J , and the t and c2 as 

signs of proportion' with a = . Furthermore, we have retained 

triple rhythm in the tenor, as called for in the signature. 

The musical readings of Q. pellegrina, ~ luce are basically the 

same in Pav 362 and Par 2973, with Pav 362 transmitting several minor 

scribal errors. A comparison of the text readings shows that the 

Pav 362 and Par 2973 versions are less closely related than are the 

Pav 362 version and that found in the two unrelated settings transmitted 

in Par 2973. MC 871N. and Flo 176. 

Q. pellegrina, ~ ~ reveals influences of the French chanson 

81Kottick, "The Music of the Chansonnier Cordifonne," II, p. 12. 
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style. with syncopated and dotted rhythms at approaches to the 

cadences. The textural framework consists of non-imitative counter­

point in which some imitation occasionally occurs (beginning of 

phrase two). The melismatically set short text suggests some influence 

of the florid Italian style. The piece is well-written, with good 

part-writing and voice-leading. Dissonances are carefully p1·epared, 

and the one example of a second occurring on the strong beat between 

the superius and the lower voic;es may be explained as an accented 

descending passing tone (Example 72). 

Example 72. Q. pellegrina, 9.. luce, meas. 46. 
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No. 35. fols. 5Sv-56r (57v-S8r), ~. ~ ~ Anon. 

Concordances 

Music Sources: 

None 

Text Sources: 

None 

Modern~ 

Music: 

None 

Text: 

Restori, "Un codice musicale pavese," p. 398. 

Jeppesen cites a three-part piece found in Par 4379-Fragrnent TI, 

fols. 65v-66r, that begins with the words "So lu luce aito, 0 as a 

concordance for the Pav 362 Luce £. luce, 82 but a comparison of the 

two works has shown that their text and music are not related. 

The text of Luce, £_ luce consists of three strophes of 

poetry in the style traditionally associated with the verses of 

Leonardo Giustiniani. 83 Each strophe contains five lines, of which 

82Jeppesen, ~ ~· pp. 182-183, and 188-189. 

83Restori, in "Un codice musicale pavese," p. 398, merely 
queries " ... del Giustiniani??" Rubsamen includes Luce, o luce among 
the verses not definitely ascribed to Giustiniani 'l.Tl"'ext'ints"'urces, but 
"of a nature so markedly similar to his own that he might well have 
been their parent" ("The Justiniane or Viniziani of the 15th Century, 
p. 178. 
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four are basically septisyllabic and one, line two, has only four 

syllables. The shorter line appears to function like a .!!r.!. line 

in some Prench rondeaux and bergerettes, that is, it is a short 

interpolation, the rhyme scheme of which may lie outside the rhyme 

scheme of the body of the strophe. 84 The resultant rhyme scheme of 

Luce, .!!. ~is !,(!)bba, .£(X,)~, !,(;_)ffe. 

This composition appears to be an example of the florid 

justiniana, in which the improvised melismatic treatment of the 

superius voice has been partly written. SS Both sections of the work 

begin homophonically in breve rhythm (actually, the superius opens 

with a dotted semibreve), but, almost innnediately, the lower voices 

move on in minim motion while the top part sings out scalar patterns 

in semiminims interspersed with dotted and syncopated rhythms in 

minims and semiminims. The text setting of the superius is very 

melismatic, rendered somewhat less florid by our occasional editorial 

:!"epeti tion of important words. 

The music of~~ £_~has an~ design, with the! 

section notated in triple mensuration 0 and the !'!_section calling 

84tt is possible that lines one and two may really comprise an 
eleven-syllable single line, but the rhyme scheme O'f the strophe as a 
four-line entity would be abbe, deef, ghhi. Furthemore, the natural 
rhythm of each strophe wou'I'd"1)e desFroyea:- Regarding the French ~ 
texts, see Chapter V above. 

85RubsamenJ in "The Justiniane or Viniziani of the 15th 
Century," includes Luce, £.~among the florid iustiniane (p. 178). 
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for duple rhythm <J: . 86 Since both the music and text are 

inscribed on one opening, and since no scribal indication for 

repetition of text or music appears anywhere on the pages, the piece 

may be considered as through-composed, with each of the three strophes 

of text to be sung to the music only once. 

Voice leading in ~. £. ~ is somewhat rough, the piece 

containing several examples of exposed parallel perfect intervals. 

Exposed parallel octaves between contratenor and superius are found 

at me as. 5, me as. 9-10, and me as. 24. At me as. 25, we find parallel 

fifths between contratenor and superius. At rneas. 2, a dissonance 

between the tenor and superi us occurs as a result of a syncopated rhythm 

in the tenor (Example 73). 

Example 73. Luce, ~ luce, meas. 2. 

86we have interpreted the mensuration sign <J: to mean 0 = J 
because of the copyist 1 s manner of notating this section in breves and 
semibreves, following a first section in minims and semibreves 
(see discussion in Volume Il, Editorial Procedures). 
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ALPHABETICAL INDEX OF TEXT INCIPITS 

Celebris hie dies (see Le serviteur 
infortun~) 

Cum defecerint ligna (see De taus 
biens playne) 

De bien loing man oueil 

De taus biens playne ("' Cum 
defecerint ligna) 

Dieu gart de mal la compagnie 

Dona gentille 

Faulx envieux-He', qui ne nous ame 

Fortune, elas (see Gentil madona) 

Fortune, leysse may la vie 

Fortune, n' as-tu point pi tie 

Gard(s le treit de la fenestre 

Gentil madona (=Fortune, eias) 

He', fortune 

He'ias, mestresse, m'amie 

Hora cridar, oym'e 

Io :~!.v~~~0~e~~~~r g~=~~o~~{ 
Je day bien estre 

Je ne pourroye plus celer 

Languir me fault 

Le servi teur haul t guerdonne' 
(= Io sol tuo servitor) 
(= Superno nunc emittitur) 

Le serviteur infortune" (= Celebris 
hie dies) 

Anon. 

Heyne 

Anon. 

[Dufay1 

Anon. 

Anon. 

Anon. 

Anon. 

(Bedyngham 1 
Anon. 

Anon. 

Anon. 

Anon. 

Anon. 

Anon. 

(Dufay ?) 

Anon. 

38 

17 

26. 

32 

19 

14 

40 

29 

15 

31 

16 

23 

37 
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L 1ame banny de sa pleysance 

Luce. o luce 

Mes yeulx ant fei t 

Man cuer chante 

Man cuer de dueil 

Man seul pleysir 

Ne dy mot. chut, bouche cousue 

0 pellegrina, o luce 

0 rosa bella 

Or sus·. or sus (Tenor) 

Par le regart (= Resone unice) 

Par ung seul mat bien ordonne' 

Pour avenir a man actainte 

Pour prison ne pour maladie 

Puis qu 1 il ha pleu 

Quant jamtfs aultre bien 

310 

Quy m 1 amera de benne amour 

Resone unice (see Par le regart) 

Se la fasse ey pale 

Serey je voustre mieulx ame 

Superno nunc emi ttitur (see Le 
servi teur haul t guerdonne'') 

Sy j 'ey vostre gras se requise 

Terriblement suis fortune'e 

Vi ve. ma dame. pour amours 

Vive qu'y amoureux sera (= secunda 
pars of unidentified bergerette?) 

Vous qui parle'"s-He', molinet 

Vreys amoureux, oye"$, aye~ 

(?)a san dam 

(Text less) 

Composer ~ 

Warbingant/Fedel 

Anon. 35 

Anon. 22 

[Binchois j 13 

Anon. 30 

(Bedynghaml 

Anon. 

Anon. 33 

@edyngham/Dunstable'U 24 

Anon. 43 

(Dufay 1 28 

Anon. 27 

Anon. 20 

(Binchois) 11 

Anon. 39 

Anon. 36 

Anon. 25 

f.Dufay l 42 

Anon. 18 

Anon. 12 

Anon. 

Anon. 21 

Anon. 34 

Anon. 10 

Anon. 41 

Anon 

Anon. 44 
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ALPHABETICAL INDEX OF COMPOSERS AND POETS 
(Poets are indicated by an asterisk after the name) 

!!!!!!. 
Barbingant 

Bedyngham, John 

Binchois, Gilles 

Du fay, Guillaume 

Dunstable, John 

Fede 

Giustiniani, Leonardo* 

Hayne van Ghi zeghem 

Le Rousselet* 

Molinet. Jean* 

Orleans, Charles d •* 

Composition 

L'ome banny 

Gentil madona 
Mon seul plaisir 
0 rosa bella (also attributed 

to Dunstable) 

Mon cuer chante 
Pour prison 

No. 

8 
6 

24 

13 
11 

Dona gentille ,. 32 
Le serviteur hault guerdonne(?) 23 
Par le regart 28 
Se la fasse ey pale 42 

0 rosa bella (also attributed 
to Bedyngham) 

L'ome banny (also attributed 
to Barbingant) 

Dona gentille (?) 
Gentil madona (?{ 
Hora cridar, oyme (?) 
Luce, o luce (?) 
0 pellegrina (?) 
0 rosa bella 

De tous biens playne 

Quant jame'S aultre bien 

Vous qui parle; (?) 

Garde; le treit 
Mon cuer chante 
Mon seul plaisi r 

24 

32 
8 
7 

35 
33 
24 

17 

36 

ID 

40 
13 

6 
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ALPHABETICAL INDEX OF SOURCES AND THEIR ABBREVIATIONS 

This index has been arranged alphabetically by abbreviation of 

the individual sources. Manuscripts and early prints that contain 

texts only are designated with an asterisk. 

Ber 78.8.17* 

Ber 78.C. 28 

Bo1 Q15 

Bo1 Q16 

Bol 2216 

Cape 3.b.l2 

Cop 17 

Cop 291 

Cop 1848 

Dij 517 

Esc IV.a.24 

Esc V. III. 24 

Flo 27 

Flo 121 

Flo 164-167 

Flo 176 

Flo 178 

Berlin, Kupferstichkabinett, Ms. 78.6.17 
(Rohan Chansonnier) 

Berlin, Kupferstichkabinett, Ms. 78.C. 28 

Bologna, Conservatorio G.B. Martini, Cod. 
Q15 (olim 37) 

Bologna, Civico Museo Bibliografico Musicale, 
Ms. Q16 

Bologna, Biblioteca Universitaria, Ms. 2216 

Cape Town, South African Public Library, 
Grey Collection, Ms. 3.b.l2 

Copenhagen, Kongelige Bibliotek, Ms. 
fragment No. 17 

Copenhagen, Kongelige Bibliotek, Ms. Thott 291 8 

Copenhagen, Kongelige Bibliotek, Ny. Kgl. 
Samling Ms. 1848 bis 

Dijon, Bibliotheque Publique, Ms. 517 

El Escorial, Biblioteca del Monasterio, Ms. 
IV.a.24 

El Escorial, Biblioteca del Monasterio, Ms. 
V.III.24 

Florence, Biblioteca Nazionale Centrale, 
Panciatichi, Ms. 27 

Florence, Biblioteca Nazionale Centrale, 
Magl., Ms. XIX.l21 

Florence, Biblioteca Nazionale Centrale, 
Magl., Mss.XIX.l64-167 

Florence, Biblioteca Nazionale Centrale, 
Magl., Ms.176 

Florence, Biblioteca Nazionale Centrale, 
Magi., Ms. 178 
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Flo 2356 

Flo 2440 

F1o 2794 

Jard* 

Lon 380* 

Lon 7333* 

ton 31922 

MC 871N 

Me! 

Mun 351 a 

Mun 352b 

Mun 3192 

Niv 

Oxf 213 

Par 676 

Par 1035* 

Par 1719* 

Par 2973 

Par 9346 

Par 12744 
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Florence, Biblioteca Riccardiana, Ms. 2356 

Florence, Biblioteca del Conservatorio 
Luigi Cherubini, Ms. 2440 

Florence, Biblioteca Riccardiana, Ms. 2794 

Antoine, Verard, Le Jardin de plaisance 
(ea. ISO!) 

London, British Museum, Ms. Lansdowne 380 

London, British Museum, Ms. Harley /::J!J!J 

London, British Musetun, Additional 
Ms. 31922 

Montecassino, Archivio della Badia, Ms. 871N 

New Haven, Yale University Library, 
Mellon Chansonnier 

Munich, Bayerische Staatsbibliothek, 
Cim 351 8 (Mus. Ms. 3232; Schedelsches 
Liederbuch) 

Mu~~~h 35 ~t5Y(~~~~~~m;~a~~:~i~~~~~hek, 
Munich, Bayerische Staatsbibliothek, 

Mus. Ms. 3192 

Paris, Bibliotheque G. Thibaul t, 
Chansonnier Nivelle de la Chause'e 

Oxford, Bodleian Library, Canonici mise. 213 

Paris, Bib1iotheque Nationa1e, Res. Ms. VJT? 
676 

Paris, Bibliotheque Nationale, f. ital. 
Ms. 1035 

Paris, Biblioth'eque Nationale, f. frc., 
1719 

Paris. Bib1ioth~que Nationa1e, Collection 
Rothschild, Ms. 2973 (Chansonnier 
Cordi forme) 

Paris, Biblioth~que Nationa1e, f. frc., Ms. 
9346 (Manuscrit de Bayeux) 

Paris, Bibliotheque Nationa1e, f. frc., 
Ms. 12744 
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Par 15123 

Per 431 

Por 714 

Rome XIII. 27 

Rome 1411 

Rome 2856 

SevPar 

Stras 222.C.22 

Tr 89 

Tr 90 

Tr 93 

U1m 

Wash L25 

Wolf 287 

314 

Paris, Bib1iotheque Nationale, f. frc., 
Ms. 15123 (Pixirecourt Chansonnier) 

Perugia, Biblioteca Comunale, Ms. 431 (G 20) 

Porta, Biblioteca Comuna1, Ms o 714 

Rome, Biblioteca Apostolica Vaticana, 
Cappella Giulia, Ms. XIII.27 

Rome, Biblioteca Apostolica Vaticana, 
Cod. Urbo lat. 1411 

Rome, Biblioteca Casanatense, Ms o 2856 

Seville, Biblioteca Colombina, Ms. 5-I-43; 
and Paris, Bibliotheque Nationa1e, nouv. 
acq. frc. , Ms. 4379 

Strasbourg, Bib1iotheque de la ville, Ms. 
222.C.22 (burned 1870) 

Trent, Castello del Buon Consiglio, Ms. 89 

Trent, Castello del Buon Consiglio, Ms. 90 

Trent, Castello del Buon Consiglio, Ms. 93 

Ulm, Bib1iothek des Munsters, Ms. 237abcd 

Washington, D.C., Library of Congress, 
M. 2.1. L25 Case (Laborde Chansonnier) 

Wol fenbutte1, Herzog August-Bibliothek, 
Ms. extravag. 287 
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CHART SUMMARIZING CONCORDANCES FOR PIECES IN PAV 362 1 

Inv. 
~ lncipit and fol. nos. 

Terriblement suis 
fortunle 17v-19r 

Fortune, leysse moy 
la vie 19v.:.2lr 

L'ome banny2 2lv-22r 

Je ne pourroye 
23v-24r 

Mon seul pleysir3 
24v-25r 

' Hora cridar, oyrne 
25v-26r 
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I I I I I : i . 
I I i I I .x ' 

~ I I ~ I ~ : 
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X I X l X 

· ~·11: 1·1 ·111· 1 ~ .·1·1 
1This chart lists sources that share two or more pieces with Pav 362. Sources that share only 

one piece with Pav 362 are cited as footnotes. 

2Also in Tinctoris, Liber ~2:_fect.!_o~ I, p. 1 (see Table, p. 85). 

3Aiso in Cop 1848 (see Table, p. lOO), 
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~ Incipit and fol. nos. mnr 
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Gentil madona 
4 

26v-27r X X X X X I 
Pour prison 29v-30r 
(30v-31r) 

Sy j 'ey vostre gras se 
30v-31r (31v-32r) 

Mon cuer chante5 
3lv-32r (32v-33r) 

De tous biens pleyne 6 

34bisv -34r(36v-37r) 

Pour avenir 37v-38r 
(39v-40r) 

Le servi t<!'ur haul t 
guerdonn~7 40v-4lr 
(42v-43r) 

I 

I X I 

I 
I X 

X X I X 

X I 
t i 

i IX ! i 
. ' x

1
xxx xl'x 

'iJ ·1·1 ... 
4The piece is listed in the index of Bol Ql6, but is wanting in the source. 

5Aiso in Mun 3192 (see Table, p. 122). 

.... ., 
"' 0 .., 

0> 0> ... 
~ ~ '0 .... .... "' 

1:-1·~ 
I IX ! 11 X ' 

: I' ! I 
lx lx i 

/x x I X 

6Atso in Cop 291, Rome 2856, Cape 3.b.l2, Flo 121, Flo 178, Lon 31922, Par 504, Par 676, Odh, 
and Ulml37 (see Table, pp. 135-136). -

The piece is listed in the index of Wash L/:?.5_, but is wanting in the source. 
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28 

29 

30 

32 

33 

37 
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42 

0 rosa bella8 
4lv-43r (43v-4Sr) 

Par le regart 

X X X lx X X X X X X X 

47v-48r {49v-SOr) X X X X X X X X X X X 

He, fortune 48v-50r 
(SOv-52r) X X 

Mon cuer de dueil 
SOv-Slr (52v-53r) X 

Dona gentille I 
52v-53r 

0 pellegrina 
53v-54r (55v-56r) 

Le serviteur infortune 
58v-59r (60v-6lr) 

Gardes le treit 
6lv-62r (63v-64r) 

Se la fasse ey pale9 
65v-66r (67v-68r) 

X ~ 
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X X X 

l X X X 
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8Also in Tr 89 (see Table, p. 282). For other settings of this text, see Table XVI, pp. 285-286. 
9Also in Oxf 213 and Stras 222.C.22 (see Table, p. 206). 
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EDITORIAL PROCEDURES 

In Volume TI, we present modern transcriptions of the forty­

four pieces comprising the repertory of Pav 362. Our primary con­

sideration has been to prepare an edition based upon the music and 

text readings found in Pav 362. Each transcription has been preceded 

by a diplomatic facsimile of the clef, key signature, and first few 

notes of music, above which the folio numbers of the chansonnier have 

been placed. For the reader's convenience, the entire text of each 

piece has been provided on a separate page, immediately following 

the musical transcription. 

Clef~ Voice Order: In the majority of the pieces, the original 

notation provides C clefs in all the voices (occasionally, in the 

superius, it gives a G clef). These have been transcribed in the 

treble clef, with octave transpositions indicated where necessary. In 

pieces in which a voice has a low-lying range or has an F clef in 

the original notation, we have transcribed this voice in the bass clef. 

In most of our transcriptions, the tenor voice has been placed immediately 

below that of the superius. Occasionally, when the tenor voice has 

been found to be in a range consistently lower than that of the contra­

tenor voice, the tenor has been placed as the lowest voice in our 

transcription. 
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Barring, Ligatures, ~ ~: We have utilized conventional 

bar lines in our transcriptions, a procedure that provides ease of 

reading and has gained acceptance in recent editions of Renaissance 

music on the basis of historical evidence. 1 

Ligatures and coloration have been indicated by the con-

ventional signs for these notational practices: full brackets r------1 

above the affected notes for ligatures, half brackets r- -,above 

the notes for coloration. 

Attributions: The sole attribution in Pav 362, "Heyne, 11 is given 

as it appears in the source. Attributions from other sources, or 

those that have been accepted by modern scholars, have been given in 

brackets. Conflicting and questionable attributions have been discussed 

in the commentaries in Vol. I. 

~ Readings ~ Concordance Tables: Since variant readings have 

been discussed in some detail in the commentaries for each composition, 

we have not prepared thP. conventional critical apparatus for this 

edition. Cross-references have been provided in the transcriptions 

regarding all pertinent variant readings that have been discussed in 

1see, for example, the volumes comprising the Monuments of 
Renaissance Music, Edward E. Lewinsky, General Editor. --pc;r-a-­
discussion of scoring practices in Renaissance music, see Edward 
E. Lewinsky, "Early Scores in Manuscript," ~ 2f .!he American 
Musico~ogical Society, XIII (1960), pp. 126-171. 
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the commentaries in Vol. I; any deviations from the Pav 362 readings 

not discussed in Vol. I have been explained in footnotes accompanying 

the transcriptions. A complete Table of Concordances for each piece 

has been provided in Vol. I, as the first item of each commentary 

relating to the individual compositions. 

Mensuration Signs and .!!!!!. £.!:. ~: In Pav 362 and other sources 

of the 1460s and 1470s, the notation and choice of mensuration sig-

natures usually reflect the changes in notational practice from 

semibreve-minim movement under the signs 0 and C to breve-semibreve 

movement under the sign ~ . In some pieces, however, the semibreve­

minim movement occurs under the sign 4:'. 2 Twenty-five pieces in Pav 362 

bear the signature 0 (some of these have no signature, but the notation 

implies this mensuration), in which semibreve-minim movement prevails 

throughout, and the tactus falls on the semibreve. Four pieces (Nos. 

2, 10, 24, and 44) 3 have the signature Cor a combination of C and 0 

as successive signatures, these pieces also moving in semibreves and 

minims, with the tactus falling on the semibreve. In these thirty 

pieces, the semibreve has been transcribed as a quarter-note (4: l 

2see Hamm, ~ Chronology£!~ ~ 2i Guillaume U!.!f.ax., 
Chapters 7 and 8, regarding the mensura! practice in Dufay's_ later 
works, in which these changes also e.re apparent. 

3only the superius of No. 44 is inscribed in the source, and 
it bears a signature that looks like a C in the microfilm copy. 
There is no way of knowing if the missing voices had been notated 
under the same mensuration sign. 
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reduction). Where the time signature changes within a piece, an 

equation of the temporal relationship between the sections has been 

provided. 

Of the remaining fifteen pieces, Nos. 1, 9, 18, 33, 35, 

39, and 43 have the signature t in combination with other signatures, 

the mensurations appearing either successively in each voice or 

simultaneously as conflicting signatures among the voices. The sections 

under ~ are notated in breves and semibreves, clearly calling for 

proportio ~. with the beat falling on the breve. In the sections 

that are under f, in these pieces, the breve has been transcribed as 

a quarter-note ( C.: J ) to express the diminution implied in the 

signature. 

Five pieces, Nos. 5, 17, 30, 37, and 38 bear the signature 

f, throughout in all the voices. While movement is in breves and 

semibreves, suggesting that the beat falls on the breve, there are, in 

these works, more minims and semibreves (and some semiminims) than there 

are breves. As we have mentioned in the conunentaries in Vol. I, these 

pieces appear to be the latest works in Pav 362. The tendency toward 

smaller note values under the sign {:. indicates that, for all practical 

purposes, q:. was replacing C as a mensuration sign in the 1460s 

and 1470s and was not being utilized merely to indicate diminution. 4 

If we were to transcribe <J: as diminished imperfect tempus ( c.::J) 

4some of these pieces, and others with similar notational 
characteristics) are found in Ber 78.C.28 and Esc IV.a.24, both sources 
dating from the 1460s. 
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with the tempo moving at about twice the rate of that called for by 

integral values, the minims and semiminims would move very fast. 

In these pieces, therefore, we have transcribed the semibreve as a 

quarter-note ( 0 :. l ) and suggest that the tempo be accelerated 

slightly. 

The tendency toward smaller not values under 4 is also 

found in two pieces, Nos. 15 and 36, in which one section moves 

under 0 or C and the other section moves under f . In 

these works, because there is an implication of diminution by the 

juxtaposition of sections under q:. with sections in integer ~~ 

we have transcribed the breve under f. as a quarter-note ( 0• J ) 
and the semibreve in integer valor as a quarter-note ( ~ ~ J ) . Here, 

we suggest that the temno for the sections under Q:. be taken slightly 

slower than the tempo taken for the sections in integer !!.!2!_· 5 

~ Signatures ~ ~ .!:!.£!!: In most of the transcriptions, we 

have utilized the signatures found in Pav 362. Occasionally, a sig-

nature flat may appear in the source on some lines and not on others. 

When this flat is found as a signature accidental in concordant 

5The question of 1i_empo relationships in pieces of this period 
that bear the mensuration q:.. is discussed in Hamm, A Chronology .Q.f !hL 
~ 2f Guillaume ~. pp. 18-25 and 140-141, in which he swnmarizes 
the writings of Sachs, Apel, Bukofzer, and other scholars of fifteenth­
century music. Reidemeister, in discussing his transcription procedures 
for the unica of Ber 78.C. 28, brings u.f the problems of tempo relation­
ships in pieces that move from 0 to q.;. (Die Chanson-Handschrift 78 C 28, 
p. 115). Perkins, in "Toward a Rational AWroach to Text Placement iii'­
the Secular Music of Oufay's Time," p. 111, notes the problems of text 
underlay when one transcribes d: in diminution, resulting in a tempo 
that is roughly twice as fast al in the integral mensurations. 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

vi 

manuscripts, it has been used as a signature flat in our trans-

cription, enclosed in parentheses and accompanied by an appropriate 

footnote explanation. Otherwise, the flat has been placed in front 

of the note to which it applies (that is, the note found on the line 

that contains the flat as a signature), and it has been placed above 

the note elsewhere in the composition. All internal accidentals 

found in concordant sources have been written in our transcriptions 

above the notes to which they apply (with appropriate footnote 

explanations), if such accidentals are not provided in Pav 362 and are 

applicable in our transcription. 

All editorial accidentals have been placed above the notes 

to which they apply. Editorial accidentals that may be optional, 

are questionable in our minds, have been enclosed in parentheses, above 

the affected note. The application of ~ ficta has been based 

upon the principles and practices advocated by the theorists of the 

time that have been sununarized and discussed in the literature and in 

editions of music of the Renaissance. 6 Problems relating to the 

application of editorial accidentals in individual pieces are discussed 

in the commentaries in Vol. I and cross-referenced in the transcriptions. 

6For summaries of these rules, see Reese, Music in the Middle 
Ages, pp. 381 ff.; Kottick, "Flats, Modality and Mu'S'i'Ca Ficta";""pp:--276-
277; Lewinsky's Introduction in Colin Slim, Ed., Musica nova. Monuments 
2.J Renaissance~. I (Chicago, '1964) ,pp. viii-xxi, amO"ii"g'"ot~ 
studies. More recently, Hughes and Bent have offered theoretical 
support for preferring the flattening of notes by virtue of their 
proximity to flattened recta notes rather than the raising of other 
notes in the same context. See An drew Hughes and Margeret Bent, eds. , 
~~~Manuscript (Rome, 1969), I, part 1, pp. xviii-xxv, Andrew 
Hughes, Manuscript Accidentals: Ficta in Focus, 1350-1450 (Rome, 1972), 
and Margaret Bent, ''Musica Recta and MUsica Ficti-:'1 M\i'SI'Ca disciplina, 
XXVII (1974), pp. 338-343. 
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All the pieces except No. 44 (which, as already stated, is 

transmitted incomplete in the source) have been supplied with text 

in Pav 362. Since all initial letters but one are wanting in the 

source (the exception is a small "p" found in the upper left-hand 

margin of the superius of No. 39), we have provided the missing first 

letters without parentheses, and have offered explanations for our 

choice where more than one selection seemed possible. In preparing 

our edition of the texts, we have followed the readings of Pav 362, 

except where they have been found to be so corrupt that they obscure 

the meaning of the poem. Deviations from the Pav 362 readings have 

been annotated and editorial additions (missing letters or words) have 

been placed in parentheses in the editions of the texts. Important 

variant readings found in music and literary concordances have been 

discussed in the commentaries in Vol. I or have been reported in the 

footnotes accompanying the text transcriptions. 

In preparing our text editions, we have conformed with present 

French usage regarding syllabification and punctuation. All personal 

names and references to the deity have been capitalized. Apostrophes 

have been added to indicate contractions; accent marks have been used 

only where ambiguity of meaning might result (for example, in the past 

participle of French verbs). All words abbreviated in the source appear 

in complete form in our edition. Except for "i" and "u," which we have 
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written as "j" and "v," the original spellings found in Pav 362 

have normally been retained, even if the spelling_ of a word differs 

from line to line in the same poem (changes from the original spellings 

have been explained in the footnotes accompanying the text 

transcriptions). By retaining the Pav 362 spellings, we believe 

that the reader may gain some insight into the language usages of 

the time and into the background of Pav 362 and of the scribe who 

wrote down the text. We have also noted significant variant spellings, 

so that the reader may compare the concordant sources from this point 

of view. 

Text Underlay: The basic principles of text underlay followed in 

this edition have been drawn from the rules set forth in the writings 

of Stoquerus. Zarlino, Vicentino, and other theorists of the 

Renaissance. 7 Cadence structure, melodic shape, phrase structure, 

correlation between word and music accents, differences between music 

and text phrase lengths, and other aspects of music and text have been 

taken into account in determining the underlay of each piece. 8 

Notational differences among the sources (for example, variant ligature 

usages, the use of breves in some sources but of repeated semibreves 

7The rules of Stequerus have been summarized in Edward Lewinsky, 
"A Treatise on Text Underlay by a German Disciple of Francisco de 
Salinas," Festschrift Heinrich Besseler (Leipzig, 1962); Don Harran, 
11New Light on the Question of Text Underlay Prior to Zarlino,'' Acta 
musicolo,ica, XLV (1973), pp. 620-632, and Edward Lewinsky, The Medici 

Codex o 1518, I: Monuments of Renaissance Music, Ill, pp. 90-1~ 

-- - 8These aspects of te~ underlay as applied to fifteenth­
century music are discussed in Perk ins, "Toward a Rational Approach to 
Text Placement in the Secular Music of Dufay's Time," pp. 102-114. 
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on the same pitch in others), and the manner in which the text is 

underlaid in the manuscripts have also affected our decisions 

concerning the underlay of particular passages. As a rule, we have 

given preference to the Pav 362 readings. Where we have bypassed 

conventional rules of text underlay, or have followed the ligature 

or other notational readings found in concordant sources but not 

in Pav 362, we have explained our reasons for these choices in 

footnotes accompanying the transcriptions. We have also noted 

where certain passages might be performed as textless interludes or 

postludes and have explained why, on occasion, we have repeated 

some portion of the text, if explanation has been deemed necessary. 
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No. 1. Terriblement suis fortum!'e 

Bergerette 

' Terriblement suis fortunee, 
I 

Et de grans douleurs atournee, 

Puis1 que celuy 

A quy me suis du tout donn~e2 

Plus qu' a nulluy 

M' a du3 tout point habandonnee 

Et prins aul truy. 

11 me samble qu'il a mal feit 

D'avoir deffeit 

Ung cuer4 que luy vouloit tant de bien. 

Par luy cuidoit estre reffait, 

Mais 5 sertes tant a ffait 

Que de luy n'est plus riens. 

6 I 7 
En mall heure fuz je onques nee, 

Pour vi vre chescune j ourne~, 
A tiel ennuy, 

I 
Ou 'I,Ue ne m'est la mort donnee, 

Sans nul respi t, 
I 

Dont je suis sy trescourroussee, 

Que plus ne puy. 

(Terriblement suis fortunte ... 1 

lPav 362 reads "plus, 11 all other sources read "puis." 

2Par 2973, SevPar/1, and Ber 78.8.17 give "femfe." 

3AU other sources read "de." 

4In Pav 362, a heart symbol appears instead of the word. 

5Pav 362 reads "mes," all other sources read ''mais." 
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6Au other sources read "De." 

7Except for the first line, the third stanza is different 
in the other sources: 

/ 
De mal heure fus j e oncques nee, ,. 
Que de taus pains toute donne'("Que de taus pains pieca donnee" 
Que presque suy, , in Ber 78.8.17). 
De tous mes cinque cens forsenee 
Et meure d 1 ennuy. ("De grans ennuy in SevPar/1 and Ber 78. 8.17). 
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No. 2. ~~ leysse ~.!!..!!.!. 

Bergerette 

Fortune, leysse moy la vie, 

Tu me tormentes durement, 1 

Seuffre rnoy vivre seullement, 

Et je t'en prie, 

Pourquoy m'est tu tant ennemie, 

Ne se peult i1 feyre aul trement? 

Se2 je me pleins de ta durt;, 

Du dangier ou tu m' as bout~, 
' Ou j 'ey este, 

' Sans cause fors qu 1 a voulente, 

Que puis j e feyr{. 3 

/ 
Tu donnes ou tu veulx surte, 

/ 
Las, pourquoy suis je deboute, 

L'ey teault:, 
/ 

Et lealment me sui s parte, 

Sans riens m'ffeyre. 

A chescun 4 tu est benne amie, 

S (y) non a moy aucunement, 

J' ay bien cause serteynement, 

Que je le die, 

Et sy n'ey d'aultre bien envie, 

Meis je te supply humblement. 5 

Fortune, leysse moy la vie ... 

1Lon 380 gives "incessement." 

2-rhe line begins with "Se" only in Por 714. We have taken 

10 

this reading because it results in the same number of syllables as those 
folDld in the corresponding line of the clos section. 
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3The concluding three lines of the ouvert section and clos 
section are given in reverse order in Pav ~We have followed 
the text reading in the other sources for the sake of poetic 
clarity. 

4The word "A" precedes "chescun" in Wolf 287. 

11 

5The last line in Wolf 287 reads, "Pour ce je te pcy humblement." 
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No. 3. ~~~ banny ~ ~ pleysance 

~quatrain 

L' ome banny de sa pleysance, 

Vide 1 de joye ou2de liesce, 

Combte3 de deul ou2 de tristesce, 

Suis 4 sans nul espoir d' alegence. 

Apres riguer5ma mort6avance, 

Car desespoir7james ne ssesse. 8 

(L'ome Danny ••• 

Fortune, m' a,sans ordenance, 

Mis en perit9 par grant rudesce, 

Touziour de mes maulx point ne sesce, 10 

Par tant m'apelle oultre cuidance. 11 

(L'ome banny •.. 

15 

1Pav 362 reads "vit''; all other sources read "vide" or "vuide." 

2All other sources give "et." 
3The word "comb le" is wanting in Pav 362. 

4Pav 362, Dij 517, and Mel omit the word "suis." We have 
used the reading in the other sources to have the same number of 
syllables as in lines 1,5,7, and 10. 

5Pav 362 gives "regne." 

6Pav 362 reads ''m'amor." 
7Pav 362 reads "de espoir." 
8ser 78. B. 17 gives "myner ne cesse." All other sources. 

except Pav 362, give "Jamais ne laisse (lesse) ." ' 
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9 
All other sources give "exi 1." 

19he correct version is probably the one given in Jard, 
Dij 517, and Niv: "Touziours de maulx me fait sans cesse." 
A variant, found in Par 2973, Wash L25/I reads: 

"Tousiours me fait des maulx sans cesse." 
Mel reads: "Tousiours m'a fait du mal sans cesse." 
Ber 78.8.17 reads: "Touziours me guerroiant sans cesse." 

11 A variant of this line is given by each of the concordant 
sources. Ber 78.8.17 reads: "Pourtant m'apelle a toute oultrance." 
Jard reads: "Pour ce me juge on a oultrance. 
Dij 517 and Wash L25/I read: "Pour tout rn'appelle par oultrance." 

16 

Par 2973 is partly illegible, but appears to be related to this version. 
Niv reads: "M'apelle par oultre cuidance," a reading that suggests 
a relationship to the Pav 362 version. 
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No. 4. !:!!:_~!!!2!.· ~. ~~e 

~quatrain 

Ne dy mot, chut, bouche cousue, 

Ouvre les yeulx et ne voy goute, 

Fey du fort, teyse toy, et escoute, 

Fey sanblant d' avoir langue mue. 

Et sy aulcune dame te boute, 

En chanbre, comme oyseau en mue, 

Ne dy mot,chut, ..• 

Ou sy quant iras par la rue, 

Tenu d' aulcuin par soubz la couste, 

Se la dame en guignant te boute, 

Ou riant doulx regart te rue. 

Ne dy mot, chut, 

19 
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~· ~ ~!!!. pourroye 1!.!!!!. ~ 
~cinguain 

Je ne pourroye plus celer, 

Le deul que j'ey quant (re)garder,1 

Me convient (souvent sur) la dame, 

Que (ne) jecte (que) 2 feu et flame, 

Des yeulx pour man cuer3 alumez. 

De savoir beaulx sansblans moust(er), 4 

Elle est fort pauvre vouloir, 

Je vous promet se n'est la fame. 

Je ne pourroye ... 

Du tout luy direy mon pensier, 

Qu'elle vueillie reconforter 

Man cuer, que gist en basse 1 1 ame, 

Et je la garderey de blasme, 

An man pouvoir sans plus parler. 

J e ne pourroye, .. 

1In SevPar/1, the word reads "regarder"; in Pav 362, 
"garder." 

2These words in parenthesis in lines 3 and 4 have been 
taken from SevPar/I. In Pav 362, lines 3 and 4 read: 

Me convient la dame. 
Que jecte feu et flame; 

23 
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3rn Pav 362, a "<:;» " symbol appears instead of the word 
itself. 

4The word is written into the right-hand margin and 
only the letters "moust" are visible in the microfilm 
reproduction. 
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No. £_ ~ ~ pleysir 

Rondeau quatrain 

Man seul pleysir~ ma deulce joye1 

La mestrasse de man tresor. 2 

J'ey tel desir de vous veoir, 

Que demander ne le saroye. 3 

I 4 
Helas, penses que ne pouroye, 

Ne sung bien sans vous avoir, 

(Man seul pleysir .. .J 

Car5 quant despleysir me gueroye, 

Souvantes fois de son pouvoir, 

Et je vueil reconfort avoir6 

Esperance vers vous j 'envoye. 7 

[Man seul pleysir ... 1 

1Pav 362 gives "man seul pleysir et ma deulce joye11 ; 

all other sources omit the word "et." 

2Par 362, SevPar/1, and Esc Iv.a.24 read "tresor''; 
Par 714 shows "amour" ;Wash L25/I and Wolf 287 give 
"desir"; Par 2973, Fl 176, Par 15123, Lon 380, and 
Ber 78.8.17 give "espoir.'' 

28 

3ton 380 and Ber 78.8.17 give "Que dire ne le vous sauroye." 

4wash L25/I and Wolf 287 read "H,{las, amour je ne pouroye." 

5tn Pav 362, the first word reads "_uars." 

6wash L25/I and Wolf 287 give "Et si je veuil confort avoir." 

7wash L25/I, Wolf 287, Lon 380, and Ber 78.B.l7 give 
"Esperance vers vous m' envoye." 
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No.7 ~~~ 

Hora cridar oym\1 pas so ben yo, 

Et consomare me pi anti ly ogy mey, 2 

Pay que vedere costei, 3 

Non posse oym'e, meschino, come so lea. 4 

Lingua maledita unica e rea, 5 

Che state sey casonne de tanto male 

Tu m'ay conduto a tale, 

Che en vera, m'e venuto a despiacere. 

Se yo non credesse piu podere, 6 

Mey piu vedere el mio caro tesoro, 7 

D'une capestro 8 d'oro, 

Al colla in alto finira la vita. 9 

32 

1Pav 362 reads "cridarem amy," Mel, Esc IV. a. 24, and Par 2973 
read "cridar oym'e." 

2Mel, Esc IV.a.24, and Par 2973 give "Et consumare mi pianti 
li ochi mey" (with slight variants in spelling in the individual sources); 
Pav 362 gives "Et consomare me piacy de ly pauvry ogy mey." The 
Pav 362 line is too long and the word "piacyn is obviously erroneous. 

3Mel and Esc IV. a. 24 give "Poy che veder puy lei." 

4This line is from Esc IV.a.24 and Mel. Pav 362 reads "Non 
posso comme sollya" and Par 2973 reads 11Non posso come soleva, 
oyme come soleva." The Pav 362 line is too short and Par 2973 too long. 

5The second and third strophes are found only in Pav 362 and 
Par 2973. 

6Pav 362 reads "Se yo non credevio podere." This line is from 
Par 2973. 

7Par 2973 reads "Come soleva el mio car tesoro." 
8Pav 362 reads "capestra." 
9This line is taken from Par 2973. The last strophe of Pav 362 

contains five lines of text, so that the last two lines read: 
El collo mio botereyva, 
Et ly finereyva la vita mia. 
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No. ~~(=Fortune, elas) 

Poetic form related to ballata1 

Gentil madona, de non me habandonare, 

0 preciosa gemma, o fiar de margarita, 2 

Tu sey a quell a qui teny la mia vi ta 

Amorosa, de non my far penare. 3 

Oym'e. deb 1 io semper in questo ardore stare, 

La mia vi ta, in dolorosy guay, 

Perque sey en sy crude, en ver di me? 

Tu sey ben che mirando, el tuo bello visa, 

Tu me festi de ty innomourare. 4 

1In applying the ballata text to a ballade musical form, 
the poetic structure changes to the following: 

Genti 1 madona, de non me habandonare, 
Oym~. deb'io semper in questo ardore stare 
0 preciosa gemma, a fiar de margari ta ... 

2Pav 362 reads "o fiar gentille" which does not fit the 
rhyme scheme abba found in all other sources, which agree 
in reading: no fiar de margarita." 

3Pav 362 reads "morire 11 ; all other sources read "pen are." 

4rn Esc IV. a. 24, the whole of the second section becomes: 

Oim~, debo semper star in questo ardore 
De ty io son servente de 1 vi so ange lino 
Strietar me fay mia vita con dolorosi guay. 

In Par 2973, the second section is as follows: 

La mya vita e dolorosi guay funere, 
Per che an sy crude la sey en verso di my, 
Tu sey ben che mirando el tuo vi so, 
Tu my feste enamorare. 

36 

The Pav 362 version seems to combine the thoughts expressed in 
the other two versions, to fo:nn a more complete poetic unit. 
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~texts: 

Umil Madonna, non mi abandonare. 

Degna per me il tuo figliuol pregare. 

0 somma Imperadrice, Virgo Maria piatosa, 

In te ogni speranza mia si posa. 

Tu se' liberatrice del mio grave peccare. 

Sana la mia ferita, 0 Regina superna, 

Priega Ges'u, ch'ogni cosa governa, 

Ch'al fin della mia vita mi voglia el ciel donare. 

Vergine bella (1 strophe) 

Vergine bella, non mi abbandonare, 

0 mia avvocata, Santa Margherita, 

Tu se'colei che reggi la mia vita: 

Degna per me Ges~ Christo pregar. 
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Form undetermined - .b.a.l..l.at.a? 

( ) a san dam semper de ly ogy mey, 

Et lo core mio, 

De grando sospiri piangendo el mio core, 

El tuo miserable servo amore, 

Spero que cum pi re ly mey desidery. 

( ) e la cause crude la amare et tenir fede, 

Esser enganato et traduto perque non disse el so volere. 
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/ / 
~· .!.Q ~~paries--~, ~ 

~ 
Superius 

Vous qui parl:S du gantil Buciphal, 1 

D'e~galete' qui tant ha de regnon, 

Au tamps des tor qui estoi t a chi val, 

Corn dit seluy de Mezence 2 le ban, 

De qui Virgille loua sy fort le non, 

Pour ce qu'il vouloit en le ban dut morir, 

Et ne digna le seruage souffrir, 

D' est re mains n' est re soubz leur ens eigne, 

Parler n'en faut ne plus ne enquerir, 

[Fors seullernent du ban courcier Montagne~3 

Se Broyefort 4 et maint est at real 

Le fit sy bien qu'il heut bruit a sey son 

Et Pirion le rosin marcial, 

Et rous Baiart5 qui fut au filz Hemon, 6 

Legier, Vignoles, Caldoy, et Calon, 7 

Et Grimande8 qui tant souloit courir, 

Qui Mangis9 heult quant il vient secourir, 

au ban Reynault 10 encontre Charlemagne, 

Le feis de ceulx ne faut plus soustenir. 

[Fors seullement du bon courcier Montagne. J 

Pour ce prince aiant vouloir de conquerir. 

Ne Sey courcier n'aultre geignet11 d'Espayne~ 
5 'empresser veul t soy bout er or yssi r, 

[Fors seullement du bon courcier Montagne.1 
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1Buciphal = Bucephalus, the favorite horse of Alexander 
the Great. The steed was killed in India during the 
Battle of Hydaspes, and in his honor, Alexander founded 
the City of Bucephalia. 

Mezences = Mezentius, deposed tyrant ruler of the 
Teucrians. Virgil describes how the wounded Mezentius, 
upon hearing of the death of his son, mounts his battle 
horse, Rhoebus, telling him that together they will be 
victorious or die" ... for I deem not, bravest, thou wilt 

49 

deign to bear an alien rule and a Teucrian lord." (Vi rgil, The 
Aeneid, Book X, Modern Library Ed., (New York, 1950, -
pp. 21!-2!2.) ------

3Montagne is probably the horse of the person. addressed 
as prince in the envoi, who desires to make conquests. 
This person may be the patron for whom Pavia 362 was 
compiled (research in progress). 

4sroyefort was the battle horse of the knight Ogier, 
hero of several epics relating to the times of Charle­
magne. Ogier took refuge with the ruler of the Lombards, 
Desier, and fought at his side in Pavia and elsewhere in 
Italy against Charlemagne. When Ogier was imprisoned, 
Broyefort disappeared and was later found, pining away 
for his master at the Monastery of Meaux. See J. Be'dier. 
Les l{gendes e'piques (Paris. 1926). II, p. 320 ff. 

5Baiart = Bayard, the horse given by Maugis to the sons of 
Aymon. In the epics about the sons of Aymon, Charlemagne 
is depicted not as a magnanimous monarch, but as an unfair 
one who prosecutes Renaud, one of the four sons. The sons 
are protected by Bayard and by the magician Maugis. Bayard, 
like Broyefort (see footnote 4) has magical powers and 
understands human speech (Bedier, ~ le""gendes epiques, IV, 
p. 216). 

6Hemon = Aymon (see footnote 6 above). 

7 Calon = Calon may be a corrupt form of Kallon, the Belgian 
abbot of Meaux who offered to lead his monks in the Cru­
sades with Charlemagne (B{dier, ~ l(gen:es r'iqujs, II, 
p. 317). (More likely, it refers to anot er orse. 

8Grimande ~ Grimande may be a corrupt form of Gramimund 
(Gramimont), the horse of the pagan warrior, Valdebrun, 
who is described in the Chanson de Roland as a wealthy 
lord owning 400 great ships. In the epic, Roland kills 
Valdebrun and his horse Gramimund in battle with his 
sword Durandel (Chanson ~ ~.. ed. by Gerard Moignet, 
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(Paris, 1969), stanzas CXVIII and CXIX, pp. 127-129). 
However, in the Pav 362 ballade, Grimande is associated 
with Maugis (see footnote 6). Since Maugis does not 
appear in the Chanson de Roland, the name "Grimande11 

may have another reference. 

Mangis = Maugis (see footnote 6 above). 

10Reynault = Renaud, nephew of Charlemagne and one of the 
four sons of Aymon (see footnote 6 above). 

11The word "geignet" is a corrupt form of "genet•• (in 
English, "gennet"), a species of Spanish horse of small 
stature and great speed that was much prized in medieval 
times. 
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Tenor 

He', molinet, engreine, engreine, he', molinet, engreine toy. 

Ne touches a moy. 

J' ay perdu tout m on argent au gieu de d:S. 

Couqueliquot. 

La douleur que j e re.,roy. 

Obly, obly, obly, obly. 

" Helas, je ne fille, fille mye. 

Je fillarey jameS. 

Eschaudes, tous chautz eschaudes. 

Visibilitun omnitnn chantes compere et invisibilitnn. 

10 Sus le fon du cul du baril grant cop luy donne. 

Ne touches a moy. 
/ 

J'ay perdu tout mon argent au gieu de des. 
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ss 

Pour prison ne pour maladie, 

Ne pour chose que I' on me die, 1 

Ne vous peul t mon cuer obblier. 

Et si ne puis alieurs penser, 

Tant ey de vous voir grant 2 anvie. 

M' amour, me princes se, m'amie, 3 

Vous seulle me tene's en vie. 4 

Et ne peult mon desir sescer. 

Pour prison ... 

Ne dobtes point que vous obblie, 

Qu' onques nul le 5 tant m' asovye, 
6 Ne fut quy me peul t feyrEJ amer 7 

Que vous, belle dame, sans per, 

Dont amour point ne me deslie. 

Pour prison ... 

1Esc IV.a.24 and Par 15123 show "qu'on me die"; all other 
sources give "que l'on me die" or "que l'en me die." 

20nly Pav 362 and Wash L25/I show "grant"; the other sources 
omit this word. 

3Pav 362 reads "Amour" etc.; Flo 2974 and Ber 78.8.17 give 
"Ma vraye princesse et amie"; Esc IV.a.24, SevPar, and Jard 
show "M' amour, ma princesse et amie"; Rome 1411 gives ''M' amour,. 
ma princesse et m'amie." Wash L25 reads ''Ma vraye puissance 
et amie." 
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4wash L25 reads "vous seule je vous tiene en vie." 

5Esc IV.a.24, Par 15123, Flo 2794, and Ber 78.8.17 
give "Qu'onques nulle"; Pav 362 gives "Qu'ar nulle 
onques; 11 Wash L25 reads "Qu'onques nul aultre"; Jard 
reads "Car onques nul le." We have discarded the Pav 
reading at this point because it results in 10 syllables 
instead of nine and because its meaning is ambiguous. 

6Pav 362 shows 11sut"; all other sources show "peul t" 
or a variant spelling of this word. 

7Esc rv.a.24 SevPar and Jard read "Que vous, belle et 
deuce"; Wash L25 reads "Que vous, belle et benne"; 
Flo 2793 and Ber 78.8.17 read "Fors vous, belle, 
douce. 11 
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Sy j 'ey vostre gras se requise, 

Et ma volonte so it submise, 

A vous am er plus que nulle ame; 

Se a este en espoir m a dame, 

Plus que vostre doulceur me prise. 1 

Combien que so it haulte entreprise, 2 

Mais toutesfoiz, quant je m'avise, 

Il ne vous peust torner a blasme. 

[se j 'ey vas": re grass e .. .J 

Vostre honneur point n'en amenuyse, 

Ne ne povez est re reprise, 

Se may ou ung aul tre vous ame, 

Ne ja n'en perdrez, sur mon arne, 

Vast re liberte ou franchise. 

[se j 'ey vostre grasse ... ) 

1Ber 78.8.17 and SevPar/1 give this line as "Que mieulx 
vostre doulceur m'en prise." 

2The second and third stanzas are taken from Ber 78.8.17 
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No. g Man ~ ~ joyeusement 

Man cuer1 chante joyeusement, 2 

Quant il luy souvient de la belle, 

Tout son3 pleysir se4 renouvelle, 

Die bien an mieux, serteynement. 

En esperant que bien brieufment, 5 

J'arey quelque 6 benne nouvelle. 

[Man cuer eh ante ... J 

, 
(Text by Charles d'Orleans) 

Son7 gracieulx et doulx corps 8 gent, 

A mis hors dnagier le rebelle, 9 

Dont je mercy Amours et elle, 

Chescung jour, de fois plus de cent. 

(Man cuer chante ... ] 

1Pav 362 shows the symbol "~ ". 

2Rome 1411 gives ''mensement." 

3Jard gives "man.'' 

4Pav 362, Ber 78.8.17, and Jard read "se"; Mun 3192 
and Rome 1411 read "en." 

5rhe second and third stanzas are wanting in Rome 1411. 

6Pav 362 gives "quequel"; Be:r 78.8.17 gives "delle"; 
Mun 3192 and Jard give "quelque." 
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7rn Pav 362, the word is given as " ant" (initial letter 
wanting): all other sources give "SOn." 

8Pav reads " all other sources read "corps. 11 

9Th is line varies in all the sources: 
"La mis ors du pensier de celle" (Pav 362) -
"La mis hors du dangier le selle" (Mun 3192) 
"La mis hors de dangier et d'elle" (Jard) 
"A mis hors dangier le rebelle" (Ber 78.8.17) 
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"Balade made by the due of Orlience,.l 

Man cuer chante j oyeuxsement 

Quant il luy sovient de la belle: 

Tout son pleasre se renouvelle 

De Dieu en mieulx certaignement. 

En esperant que bien breuvement 

J' are's que lque benne novelle, 

Donnt je merci Amours et elle 

Par chescun jour de foiz plus de cent! 

Emy las, las dolant ami, 

Que frege des or en avant 

Quant j 'ai perdue sanz nul recouvrement 

Man bien, m' amour, ma joye et mon ami? 

J runes n' aurey ne bon jour ne demi, 

Fors que sussy, payne et tourment, 

Pour menz que soit desoubz le firmement, 

Joux a la mort je n•aymerois que lui! 

(Lon 7333, f. 36r) 

1After Champion, Charles D'Orl~ns Po'esies, II, p. 573. 
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!£.· _!! ~· ~-!!!point pi tie 

"' ~laye 

, 
Fortune, n'as-tu point pitie, 

De moy, que lonctemps as tourne, 

De soubz tous (joye) 1 , 
Pourquoy l'as-tu tant incline, 

Que me treuve renverse', 

Dedens la voye. 

, 
Tu voys que je suis despite, 

Tant que le monde en verite", 

Me feit la moye. 

-" 
Estoye de plus hault degre, 

Que nul faloit qu'an amiste~ 
Bays er la joye, 

-" Je suis este plus desconforte, 

Du monde, car de tout couste"': 

Me point la coye. 

1In the source, the symboll) appears following the words 
"De soubz taus". The word or syllable concluding this 
line probably ends with the letters "oye," in keeping 
with the end rhyme scheme of Lines 6, 9, 12, and 15. 
(We have added the word "joye"). 
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No. ~ Hti.as, ~· m'amie 

Helas, mestresse, m' amie, 

Que j 1 ayme prinse et crains, 

Quant de vous suis loingtains, 

Quant que j e voy m 1 ennuye. 

Oeul et merancoullye, 

Sont tous mes biens mondains. 1 

[ H(las, mestresse ... ] 

Soul et sans conpagn(i) e, 

Souvant je feis mes plains, 

Et puis estans mes mains, 

En maudisant ma vie. 

[He'! as, mestresse ... J 

1In the source, the word "mye" appears at the conclusion 
of this line. We have omitted the word since it is 
grammatically superfluous, and also because it is not in 
keeping with the rhyme and syllable scheme of parallel 
1 ines of the poem . 
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~· !£_ Languir ~ fault 

/ 
~~ 

Languir me fault en grieuf doleurs, 

Moy1 que n'ey que plaintes et pleurs, 

Et que tourment; 

Or s'en va ma vie en decours, 

Et sy n'atans james secours, 

N'aligement. 

Je me convient avoir mes tours, 

Et souspirer en tieulx a tours, 

Pi teusement. 

{Languir me fault ... 1 

En tans a moy, vrey Oieux d' amours, 

Feis que man veuil ayst son cours, 

Hastiuement; 

Car j 'ay mal enploye mes jour(s), 

Comme celui qui chasse touziour, 

Et riens ne pr(ans). 2 

[Languir me fault ... 1 

1In Pav 362, the word "veu" appears instead of "moy. 11 The 
latter word, found in Jard, makes more sense granmatically. 
2In Pav 362, all but the first two letters of this word have 
been obliterated. In Jard, the last stanza reads: 

En tens a moy, vray Oieu d' amours 
Et fait que la mort air son cours, 
Hastiuement; 
Car j 'ay mal emploie mes jours, 
Je meurs en ayment par amours, 
Certainement. 
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De taus biens playne est rna maistresse, 

Chascun lui doit tribut d'onneur, 

Car assouvye est en valeur, 

Autant que jamais fut deesse. 

En la veant j 1 ay tel lees se, 

Que c' est paradis en mon cueur. 

De taus biens ... etc. 

Je n'ay cure d'aultre richesse, 

Si non d'estre son serviteur, 

Et pource qu'il n'est chois milleur, 

En man mat porteray sans cesse. 

De taus biens ... etc. 

1The text is taken from Dij 517. Only two lines are given 
in Pav 362, of which several words are not clearly legible: 

"De taus biens playne et 1D8 mes (sic.) 
Sechun luy doibt tribut d'onneur" 
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!:!£.. 18 

/' 
Serey j e voustre mieulx ame, 

Me tiendrey vous pour serviteu(r), 

Et j e garderey vostre ho~neur 

De ma perfeicte voulente. 

/' 
Quant j 'arey tout habandonne, 

A vous servir de tres bon (r:uer). 

Serey je voustre ... 

/ 
Et sy je suis tiel des tine, 

Ou fortune m' envoye 1' eur, 

Qu'en amours vive sans heureru, 

Tant que je soye l~al trouve~ 

Serey je voustre .. , 
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Rondeau quatrain 
; 

Faulx envieux tenes vous quoy, 

Leysses vous lang(u)es repouser; 

Le pis hont vous feit tant pari er, 

Et mesdire soit tout hondroit. 

On ne soit sur (e)n estre drois, 

Que vous ne saches mesparler. 

Je prie a Dieu ad haulte voys, 

' Que vous leysse tant quaqueter, 

Qu'a deux moyties puisse"s crever, 

Et en rag er a trois 1. trois. 

~ 
/ 

He, qui ne nous ame, 

Maul jour lui doint (Die(u), 

La fievvre quarteyne, 

Et le mal des yeulx. 

L'antans tu, l'antans tu, l'antans tu, 

Laturlurure, 

L' an tans tu. 

Les envieux mal jour aiont il(s), 

Je prie a Dieu qu'ansin soit il, 

La fievvre quarteyne, 

Et le mal des yeulx. 
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Pour avenir a mon actainte, 

Leyser me fault samblans ouvers, 1 

Pour tenir tous tennes couvers, 

Et 2 user de maniere faincte. 

Par fois a l'ambl;e a grant3 craincte, 

Je gicte bien l'ueil a travers, 

Pour avenir ... etc. 

Trouver petite fasson mainte, 

Me fault et mains4 moyens divers, 

En feysant souvant le revers, 

De mon vueil par droite contraincte. 

Pour avenir ... etc. 

1In Jard, the word is 11divers." 

2Pav 362 and Niv read 11pour11 ; Jard and Ber 78.8.17 
read 11Et. 11 

3tn Pav 362. the words "a grant11 are wanting. 

4tn Pav 362, the word reads "moins. 11 
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Vive, ma dame, pour amours, 

Celle que j •ey volu choysir, 

Vive, m'amour et mon desir, 

Car de beaulte parte la fleur. 

C'est me joye, et man zecours, 

Man bien et tout mon pleysir. 

(vive, ma dame, ... J 

C'est la plus (r)iante, et la melieur, 

La plus gracieuse du pais, 

Je prie Dieu de Paradis, 

Que j 'ay en brieuf d • elle secours. 

(Vi ve, m a dame, ... ::l 
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~· B, ~ yeulx ~ !!!.!_ 

~ .Qlla1ni.n. 

Mes yeulx ont feit, dame, nouvelle1 

Mille mercy a bon vouloir, 

Lesquieulx luy hont feit a savoir, 

Que man cueur ne desiroit qu'elle. 

C'est la plus doulce demmeyselle 

Corn puist au monde parcevoir. 

(Mes yeulx ont fei t. , .J 

En ce prinstams que renouvelle, 

Joyeusement sans decepvoir; 

Servir la veulh de ban vouloir, 

En atandant la mercy d'elle. 

l}1es yeulx ont fei t ... ) 
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/ 
No. 31, g_ serviteur ~ guerdonne 

Rondeau cinquain 

/ 
Le serviteur hault guerdonne, 

Asouvy et bien fortune', 

L'eslite1 des heureux de France, 

Me Trouve par2 la pourveance, 

D' ung tout seul mat bien ordonne-:-

Il me samble en prime estreyne, 

Car apres deul deshourdene, 

Me suis 3 fait par nouvelle aliance. 

(Le servi teur ... ] 

J'estoye l'omme4 habandonn:. 

Et le doulent infortune"', 

Alors que vostre bien vouliance, 5 

Veul t confermer6 m on esperance, 

Car ce beaulx non 7 me fut donn/ 

~e serviteur ... ] 

1Pav 362 reads "l'eliste.n 

2Pav 362 reads "me suis trouve pour"; all other sources 
read "me trouve. 11 We have rejected the Pav reading be­
cause it results in a ten-syllable line. 

3In all other sources, the word ''Me" is wanting. 

4Par 2913 and Ber 78.8.17 read "ung homme." 

101 

5Esc IV.a.24 reads "lors que vostre humble bienveuillance;" 
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Par 2973 reads "Lors quant vast re humble bienveuillance"; 
Wolf 287 and SevPar read "Lors que vast re bienveuillance"; 
Dij 517 reads "Lors que vostre hwnble veuillance." 

6sevPar reads "conforter." 

7ser 78.8.17 reads "non"; SevPar 7 Wolf 287, Dij 517, 
Par 2973, and Esc IV. a. 24 read "mat." 
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Italian text of~ serviteur found in Par 15123, fols. 92v-93r. 

1 sol tuo servitor, donna gentile, 

Del mio crude! martire, 

Pieta, ti p(ren)di non me far piu languire. 

Say ben, madonna rnia, con quanta fede 

Disposto el mio (core?) 2 

Ad te sola servire, 

1The word is partially covered by a semibreve. 

2The line ends with the word "mio" in the source. 
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~- 24 Q. ~ bella1 

Poetic text related to ballata 

0 rosa bell a, 2 o dulcis anirna mea, 

Non my leysar morire in cortesya, in cortesya, 

in cortesya. 

0 die d' amore, qual pen a ed a quest a amare, 3 

Vedi che yo mora per questa iudea, per questa 

iudea, per quest a iudea. 4 

A lasse my, a lasse my, a lassami dolento, 

Dezo finire per ben servire et lealment amare. 

Secorime, secorime, secorime, del mio langore, 

Cor del corpo mic, non my leysa:r per ire, non my leysar 

perire. 5 

108 

1A complete collation of the readings found in the music 
sources is given in Bukofzer, John Dunstable, Complete Works, 
pp. 201-202. Here, we give onyYThe important differences­
found in the other music sources. The text lines are given 
in the order in which they were found in Pav 362, Par 2973, 
and Par 15123. 

2Pav 362 reads "belle. 11 

31n Pav 362, the word "amare'' is wanting. 

4Pav 362 reads "Vedi che yo morte homme questa iudea"; 
Par 714 reads "vidi che mora per questa iudea. per questa 
iudea. per quest a iudea"; Par 2973 reads ''Vede que yo mora 
per questa iudea, per quasta diuia, (sic.) per ty iudea"; 
Par 15123 reads ''Vedi ch'io mora solo pe:x.· te iudea." 

5Par 2973 reads "Cuor de core myo non me lasar morire." 
Par 15123 reads "Cor del cor mio non me lasar penare." The 
early literary sources read "cor del corpo mic" or "Cor del 
corpo mic.'' Pav 362 lacks the word "cor." 
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Quy m' am era de bonne amour, 

Ardiement sy le me die, 

Je l'amerey toute ma vie, 

Et servirey sans nul faulx tour. 1 

Je le tiendrey sacre2 touziour, 

Par mon ame, n'en doubte mie. 

Que m' am era ... 

Je garderey tout son honneur, 

Comme le mien sans villenie. 

Je amare(y) mieulx perdre la vie, 

Que sy par moy heult dissonneur. 

Quy m'amera ... 

1rn the source, the word "tour" appears to end with 
the letter "t" or "s." 

2rn the source this word is spelled "scacte." 

111 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

IV 

.,'c._ .. 
\JI)u. r 

,....__ 

""' t>"-r -

"o,3.,. o •• " 1«t J• .,., 
~. FG.. ... l"t'- 1!'\o\ -V\ .. f'IC. ~~ 

Co'ttlo~ p .... - '"1"'{ - - -
vow~..,...... • .,.\- J, _ _ 

r 

~:-e...,.....--
po.r-lots __ 

Skr "'"''"f 

, 

11 ~ ,, Ptl''-1. '!.Q.rt Je .....,G.I 
Lt· !;.. ... t+ e ... -vt-&>~~.1+ 

e. 

e.< 
0.. 

112 

~ 

e s'•\ ';I t.s--1-ort (s'd 
___... 

~.~ ... -
l(.) '"r" .-rhD'i '0.. .,.,,; (.<;oo/1. ... 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

':2..'1. Je ,., ~d the~oc- ~~t ..... e .... .,, "-+ J" r~i<1 o.e""' "' .. e 

+•it), .:l,1, Jt ,rt 
+or+). .s'.p • ..+ Je 

(-we.~ lloc.- lt~ icl~o~.S) 

C ""'• r~~o.t+Te~"- J,,r) 

o.J D•t• 
pr,~ O,tq_. 

•~"' 

c .. d 
[p~··· 

.,.,+-­
-tnor+-

Doe .... ) '"•e.,., 
j) lt"'-) , .. .:. 

G"'c.. "•""""" tls ",.,,., 
U~~c.t, reo~c.l+ ..,,.. l••t; 

,(,.. ,.rt __ 
la.."""""'--

Q"'t. .tttl4 ... ({, v'oPolt ( tat' 
llu .. "i Pc .. 1+i'.,.,-lou""' L ""'""~ 

rl 

, .... t je lfO"I .a, 
011..- rt' IL v( 

.-----, 

, ~ , .. 
r.> 

1!.? 
e. • 

113 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

~· ~ Dieu m_ ~ !.!!._ !.!_ compagnie 

Rondeau quatrain(?) 

Dieu gart de mal la compagnie, 

Et m'amie, s'il y estoit, 

Je pri ad Dieu, que ensuy soit, 

Que voules vous que je vous dye? 

Faulx envieulx, Dieu vous maul die, 

Car vous paries sur moy a tort, 

Dunt je prie Dieu que la mort, 

" Vous peult touloir oures la vie. 

[Dieu gart ... J 
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' .!:!£.· 27 Par ~ seul mat ~ ordonne 

~quatrain 

' Par ung seul mat bien ordonne, 

Je suis le plus heureux de Fran(ce), 

Car ma dame pour sa pleysance, 

Haultement m'a guierdonne'. 

J'ey bien est~ infortune', 

Meis plus ne me dure la chance. 

(Par ung seul mat ... ] 

Pour ce me suis habandonn/, 

De la servir de ma puissance, 

A touziours, mais car sans d'optance, 

A celle suis du tout donne~ 

frar ung seul mat ... J 

llS 
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No. 28 Par .!!. regart ~ ~ ~ yeulx 

~quatrain 

Par le regart de vous biaulx yeulx, 

Et de vous mantien bel et gent, 

A vous, belle, vient htunblement, 

May presenter vast re amoureux. 1 

De vostre amour suis desireux, 

Et man vouloir tout s'y contant, 

[Par le regart ... 

Or vous pleyse cuer2 gracieux, 

May retenir pour le present, 3 

Pour vostre ami 4 entierement, 

Et je5 serey vostre en toux lieux. 

Par le regart ... 
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1In Jard, lines 3 and 4 read: A vous servir tres humblement, 
Me presente vostre amoureux. 

2In Pav 362 "C'" appears instead of "cuer." 

3Jard reads "Me retenir or a present." 

4Pav 362 reads "Par vostre arne"; Jard, SevPar/1, Wash L25/I, 
and Wolf 287, the only other sources to transmit the last 
four lines, read "Pour vast re ami." 

5The word "je" is wanting is Pav 362; in Wash L2S/I and 
Wolf 287, the last line reads, 11Et je le serey en tout 
lieux." The reading we have utilized follows that of 
Pav 362, SevPar/I, and Jard. 
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No. 29 ~~. 

He, fortune, pourquoy si 1 fortun:e, 
I 

Suis je per toy? As tu ma mort juree? 
/ 

Qui m' as houste le pleysir de mes yeulx? 

Man cueur2 en ha pour jam/s, 

Sy m'ait dieux, 
' Duel anguoyseus, rage demesuree. 

Helfs, c'est ce que plus j'amoye, 

Et que tenoye, 

Man espoir, man veul, man amy. 

Je te pri que je le re·voye, 

Et que m' otroye, 

Que je puisse parler a luy. 

Ou aul trement 3 face descouloure~, 
Arey touzjours ed prandrey pour livree, 

Drap sans couleur puis apr'es pour le mieulx, 

Sur ma manche seront les escrips tieulx, 

Langueur ~fin ~vie maleuree. 

(He~ fortune, ... J 

1Al though Pav 362 reads "suis" instead of "si," we have 
substituted the latter word since it probably was intended, 
according to the French text tradition. 

2In Pav 362. a heart-shaped symbol appears in place of the 
word 11 cueur." 
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3All other sources read 11ou se ce non 11 ins~ead of "ou aultrement." 

(Underlined text is a quotation from Binchois 1 ~ angoisseus). 
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!!2.· ~ Mon ~ ~ ~ partira1 

~quatrain 

Mon cuer de dueil partira 

Madamme se ansi de vous se part 

De plus (vivra i1 sen) 2 sa part 

Car aim tous biens ne partira. 

De tous plaisirs apartira. 

et plains tard. 

Mon cuer de dueil •.. etc. 

Bon espoir de luy partira, 

Se n' aura de nulle part, 

Se espoir que est un dueil de part 

Jusques a la mort despartira. 

1Much of this test is illegible (it was difficult to 
decipher from the manuscript as well as the photograph). 
Under the circumstances, an English translation has not 
been attempted. Since the second lines of the second and 
third stanzas are incomplete, they have not been underlaid 
in the transcription. 

'rhe text in parenthesis was taken from Par 15123. 
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No. g ~ ~ £!!!!_ !!!!!. 

Strophic~ 

' Je doy bien estre ensorcele 

' Et de mourir avoir volente. 

Je m'abandonne maintenant; 

Viegne la mort apertement, 

Je suis tout aparelhe'. 

' Et vouldroye est re trespasse. 

Quant je me voys habandonne', 

Las, que fera mon cuer1 doulant, 

Oont puis dyre certeynement, 

Terriblement infortune': 

Onques ne fut de mere n:, 

Le plus triste desconforte", 

Par ung meffei t tant seullement, 

J • ey perdu mon esbatement, 

Et toute joye deleysse'. 

1In the source, the word is represented by the sign C? • 
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Dona gentille, bell a come l'oro, 1 

Quy supra li al tre porta2 corona, 

Come per l'universo se rasona, 3 

Datime secorso, datime secorso, stella, que mora. 4 

Que pi'U non stago5 in quest a purgatorio, 6 

Tranqui 11 i at a 7 vers de my fortuna; 

[non a genti lie ... J 

Lasso, yo 8 sono di talle martirio, 

Que vivere9 non posse (salvo) 10 en una 

Que me (trove con) 11 voy, clara12 I una, 

Per semper servire quella13 qu'adoro. 

[oona gentille ... J 
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1rn Par 2973, the Italian word "he" is found before "bella''; 
in Pav 362, the word "bella" reads "belle." 

2Pav 362 shows "parte"; Par 2973 shows "porta"; Mel shows 
"port ate." 

3Pav 362 shows "razone"; Par 2973 and Mel show "rasona." 

4rn Par 2973, this phase reads '' ... che yo no mora." 

5rn Pav 362, the word reads "estago." 

6rn Pav 362, the word reads "plagatoro. 11 



Reproduced with permission of the copyright owner.  Further reproduction prohibited without permission.

7Pav 362 shows "transquillata"; Mel shows "tranquillata." 

8rn Pav 362 and Mel. the word reads "ja," in Par 2973, 
it reads "yo. 11 

9rn Pav 362, the word reads "vi vie." 

10rn Pav 362, the word "salvo" is wanting. 

137 

11 rn Pav 362, the words "trove con" are wanting and, instead, 
the scribe leaves a blank space. 

12rn Pav 362, the word is spelled "chera"; in Mel, it is 
''chara." 

13rn Pav 362 and Par 2973, the word reads "quello"; in 
Mel, it reads "quella." 
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Poetic text related to ~ 

0 pellegrina, o luce, chiera stella, 

0 sole espechioso in cuy mie vita piacy, 1 

Vydy a questa anima afflicta e topinella, 

Che sol per te languisse et me defface. 2 

The following lines are found at the end of two other musical 

settings of the poem (Par 2973 and MC 871 being the source of 

one setting and Flo 176 being the other): 

Porzime adjuto, o pellegrina bella 

Se no m'aiuti, io languisco che mora, 

0 caro thesauro, 3 

1Par 2973 reads "0 sole specioso in cui mia vita pia." 

2Par 2973 reads "De Nafare que per te sola se defasse." 
(The reading in Par 2973, MC 871N and Flo 176 of this 
line is the same as the one in Pav 362 even though the 
musical setting is different.) 

3This line is probably incomplete. 
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Vive qu'y arnoureux sera, 

Et que touziour bien servira, 

Sa bela dame pour amours. 

En paradis tout droit yra, 

Et j 'a nul n 'y contredyra, 

Fors ceulx qu'y mouront sans secours. 
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Luce~ o luce que reluce, 

El cor mio, 

Resplendente pit que sole, 

La mia lingua dir1 ne pole, 

A quel tu stesse me conuyce. 

In te sola, digna stella, 

Relucente, 

Tu te mete2 el mio core, 

De remove el mic doulore, 

Tu que sey tanto bella. 

Se ti mando3 el mic sospiro, 

Dolo rose, 

Che sey archa de pietate, 

Apere el core, par bontate, 

Et regardo el mic martirio. 

1Pav 362 reads "La mia linga dil." 

2Restori suggests ''Tutto mette." 

3Pav 362 reads "Si tu mande lo mio sospiro." The revised 
reading, suggested also by Restori, clarifies the meaning 
of the words and results in the same number of syllables as 
appear in the first lines of the other two strophes. 
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Bergerette !, quatrains 

Quant jam/s aultre bien n'auroye~ 1 

Que d 1 est re avoy{ servi teur, 2 

De la mestresse de mon cuer, 

Mieulx demander, j e ne saroye. 3 

Ung regart d'elle seullement, 

Mon cuer contente tellement, 

Que n' est riens quy t..ant 1 uy reviegne. 4 

Amer et servir loyalment, 

La vuei 1 tousiours, non aul trement, 5 

Quelque chouse que m'en aviegne. 

Et quant bien fort je panseroye, 

Aux grans biens d'elle et valeur, 6 

Je merceroye Dieu d'ung tiel heur, 7 

Et anfin me contentaroye. 8 

[Quant jamfs aultre bien ... ] 

153 

(Poem by Le Roussellet) 

1Pav 362 shows "je n'auroyen instead of "n'auroye." We have 
used the Ber 78.8.17 and Par 9223 reading because it results 
in the same number of syllables as the parallel line of the 

~-

2ser 78.8.17 gives "appelle" instead of 11avoye." 

3Par 9223 gives 11demander mieulx" instead of "mieulx demander." 

4Par 9223 shows 11me reviegne" instead of "lu)!' reviegne." 
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5ser 78.8.17 and Par 9223 :;hew "Tousiours la vueil" 
instead of "La vueil tousiours." 

6ser 78.8.17 gives "Aux grans biens di celle"; 
Par 9223 gives "Aux tr'es grans biens d'elle," 

7Par 9223 shows 11Dieu merciroye" instead of "Je 
merceroye Dieu." 

8Par 9223 gives ''Et ainsi" instead of "Et enfin." 
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/ 
Le servi teur infortune, 

Me trouve en 1 tout habandonne", 

Exent de 2 m a doulce sperance, 

Et de la amoureuse aliance, 

Ou souloye estre fortune": 

/ 
En fortune ha tout destourne, 

Et du haul t siegle m' a tourne", 

Par douleureuse mesche~ce. 3 

[Le servi teur ... ] 

I 
Par ung seul mat bien ordonne, 

Qu' amours m' avoi t pies sa donne, 

Par sa benigne pourveance, 

M' a tourne en desesperance, 4 
/ 

Et stabili pauvre guierdonne. 

fLe servi teur ... 1 

1Pav 362 shows "et"; MC 871N shows "en." 

2The word "de" is found in MC 871N, is not visible in the 
photographic reproduction of Pav 362, where the word may 
in the right-hand margin. 

3In Pav 362, the word is spelled "meschance." 

4In Pav 362, the word is spelled "desperance. 11 
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De bien loing mon oueil vOus sahie, - , Prenes en gre pour le presant, 

Feyre ne le puis aultrement, 

Car trap loing de moy estes tenue. 

Je prye a Dieu que de ceste mue, 

Me vueille gi ter bien briefment, 

\l>e bien loing ... ) 

Meys pourtant droit ne se remue, 

Belle car tout man pensement, 

Est de vous servir loyalment, 

Plus que dame de soulx la mie. 

(De bien loing ... ] 
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Puis qu'il ha pleu a la tres belle_. 

Moy retenir pour serviteur, 

Jame'S, par mon creft"eur, 

Ne servirey aultre qu'elle. 

Au monde non ha la plus belle, 

Ce la puis dire sans hereur: 

(Puis qu'il ha pleu ... ] 

Les yeulx rian$, bouch(e) vennelhe, 

Blonde, blanche comme la fleur, 

Nature, par sa douleur, 

Veult que enfin je l'apelle. 

[Puis qu'il ha pleu ... ] 
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~-quatrain found in Lon 380, f. 236v, entitled 11Chancon. 11 

Puis que tant voulles estre mien 

Et devenir man serviteur 
/ 1 

Man amy pas man createur 

Je le vueil et vous y retien 

Des maintenant vostre devien 

Et vous fais garde de man 

Puis que tant. .. 

Mais sur tant que vous manies bien 

J e vous pri garder man honneur 

Car se gy avoye deshonneur 

Hellas vous ny gaigneries rien 

Puis que tant ... 

1The expression in line 3 of the Pav 362 text is "par 
man creator." Since we have not seen the Lon 380 
original, but have utilized the transcription given in 
Wallis, Anonymous French Verse, p. 121, we cannot tell 
if the L'o!'l 380 poem also reads "par man creatur" or 
"pas man creatur" as transcribed by Wallis. 
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"' Gardes le treit de la fenestre 

Belle gente1 amoureuse archiere, 

Ne soies pas de may murtriere, 

Je ne puis que ceste foys est re. 

Ne tires plus a 2 l'ueil senestre, 

Man cuer y est, qu'on ne le fiere. 

[Gard{s le trei t. , .] 

Je ne suis sy senple ne destre, 

Se baissie n'eusse ma visiere, 3 

Que une fleche dure et entiere 

Ne m'eust 4 feit borgne5 de l'euilh destre. 

~ard~s le trei t . _ . ] 

1rn Pav 362, the wurd "et" appears after "gente." 

2In Pav 362, the word "de" appears instead of "a." 

3In Pav 362, we find the following corrupt test: 
''Se basiere ne sy manifiere." 

4In Pav 362, the word is inscribed as "mut." 

51n Pav 362, the word is copied down as "bourllie." 
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/ / 

!'!£.· 41 ~~·~·~ 
~ cinquain 

/ / 
Vreys amoureux, oyes, oyes, 

Ad bien chanter vous avouy/s, 

Le dieu d' amours vous fei t savoir 1 

Pour may que suis vous deux espoir 
/ 

Que refus est a mort iuges. 

Cr(u)aulte que bine congnoys/s, 

I 1 I' a tant fei t qu' il sera noyeS, 

Grasce ara de dame pouvoir. 

Vreys amoureux ... 

1In the source this word is squeezed into the right­
hand margin and is difficult to make out. 
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No. 42 ~!! fasse !}:'_ ~ 

Ballade 

Se la fasse ey pale, 

La cause est d' amer, 

C'est la principale, 

Et tant m'est amer, 

Amer, qu'en la mer, 1 

Me 2 vouldroye voir, 

Or, s' est bien de voir, 

La belle a qui suis, 

Que nul bien avoir, 

~~~~-

S'ey penste malle3 

De deul a pourter, 

C'este amour est male, 

Pour may de pourter, 

Car may conforter 4 

Ne veul t devouloir, 

Forsqu'a son vouloir, 

Obeys se, et puis 

Qu'elle a tel pouvoir, 

~~~~-

C'est la plus realle, 

Qu' on pourroit trouver, 5 

En chanbre ou en sal le, 6 

Pour gans conforter, 7 
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Je ne puis pens er, 8 

Ne feyTe devoir, 

D'amours recevoir, 

Fors d'elle, je cuis, 

Ce ne veulx douloir, 

~~~~-

1Pav 362 gives "Amer, en la mer"; all other sources give 
"qu'en la mer." 

2Pav 362 gives ''Ne"; all other sources give "me." 

3oxf 213, Wolf 287, and Wash L25 give "Se ay pesante 

180 

male" or slight variant; R,:;.me 1411 gives "Se ay pens ante 
male," to which the Pav '362 reading is more closely related. 

40xf 213, Wolf 287, and Wash L2S read "Car soy deporter"; 
Rome 1411 reads "car son deporter." 

51n Oxf 213 and Rome 1411, this line reads "Qu'on puist 
regarder." 

6oxf 213 reads "De s'amour leiele11 ; the line is wanting in 
sources other than Pav 362. · 

7oxf 213 reads "Ne me puis garder"; the line is wanting in 
sources other than Pav 362. 

8oxf 213 reads "Fol sui de agarder"; the line is wanting in 
sources other than Pav 362. 
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Or sus, or sus, 
Depsus tous les aul tres 

Benoit soit le coucu. 

Quar onques tiel oyeseau 

ne fut (veu) . 

/ 
Jenin, Jenot, es-tu point marie 

Ouy, beau sire, que Dieu 

' en ai t bon gre 

A une fille que d' amour 

m' a pie' 
/ 

Jenin, Jenot, es-tt.i point marie. 
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No. 43 Q!. ~· £!_ ~ 

Strophes I and II 

(After Gfrold, ~Manuscript de Bayeux, p. 17) 

Or sus, 

Par dessus taus les aul tres 

Begny soi t le coqu! 

Onques tel oysel ne fust veu. 

"Janin, Janot, es-tu point marie?" 

"Et oui," dist-il, "que Dieu en ait ban gr:." 

~ 
"A une dame d' aymer rn' a prie." 

~ 
"Et Janin, Janot! Es tu point marie." 

Or sus, or sus ... 

/ 
"He! Dieux, hellas! Puis le jour de mes nopces 

Oyseau suis devenu." 

"Janyn, mais quel oyseau es tu?" 

"Es tu pinchon, linot, mer le ou cahu?" 

"Nennin," dist-il, "je suis un vray coqu." 

"En Normendye sommes cent mille et plus." 

"Et en Dieux, hell as ... 
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