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If he had written it there, one would expect the song to appear in

some Northern manuscript, and one would expect to find in it some

trace of the style of his other songs, just as one would expect to

find some other evidence of Isabel's preference for things Spanish

in her old age, together with an explanation of why the song had

Cati1ian text in preference to her own mother tongue, Portuguese.

~fuoever wrote the song must surely have done so in Spain or

in Spanish territories such as the Aragonese royal court at Naples.

If the composer was Morton, it must therefore have been either before

1457 when he joined the Burgundian court or after 1476 when the records

of his presence there end. The years in between are well enough

documented to leave no possibility of his having visited Spain while

a Burgundian chaplain.

Precise dating of the song is a problem, because there is no song

izt't;he CMP which has precisely the 88rr,~~ shapes and style. But some

clue is provided by the use of te~y Eer~6ct~~. This mensuration is

found in only 14 of the 458 surviviLg songs in the co11ection.(22)The

considerably higher proportion of works in perfect time in the slightly

earlier Cancionero of the Bib1ioteca Co1ombina in Seville (CMC)

confirms what other studies of mensuration in the fifteenth century

SUg~~st,(23)name1Y that temEus Eerfectum was most popular in the years

1430 to 1470 and shortly thereafter became rare. It seems that the

perfect time pieces are among the earliest in the CMF. Moreover,

the manner of Pues servicio suggests that it may even be among the

earliest of this group and therefore one of the earliest pieces of the

whole surviving Spanish song repertory from the fifteenth century.



Certainly the songs of Urrede, Cornago and Triana, all dating from

around the years 1410-1490, make a much freer use of imitation and

of florid writing in the Contratenor parts.(24) One would therefore

want to place Pues servicio in the 1460s, precisely the years when

Morton seems least likely to have been its composer.

To date it after 1415 seems rash, not only because its ~yle points

towards an earlier date, but also because it is difficult to imagine

how a composer who had written songs with the floridity and control

of Le souvenir and N'aray je jamais and had indulged in the rhythmic

experiments of Cou3ine and Que pourroit plus faire could return to

such a relatively simple style. Moreover, Morton had established

a reputation at the Burgundian court and purely on the basis of this

his name would have been respected in Spain enough to have been

attached to this song and any others he wrote there if he had come

there after working at the Burgundian court. After all, the court

of Burgundy was the most f~~ous of its kind. I~ is unrealistic to

suggest that he went from there to Spain and left no trace.

So the only possible alternative is that he may have been in

Spain or Spanish lands before 1457. The hypothesis is attractive,

for it raises the possibility that he went from there to the Burgundian

court as a result of the connections Isabel of Portugal retained with

the Iberian peninsula. Nor is it beyond the bounds of possibility

that Morton's name may one day turn up in a Spanish archive and that

his earlier presence in Spanish lands can be documented. The complete

absence of ~~y information on Morton's life before 1451 leaves the road

open for speculation.
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Nevertheless it would seem that the ascription to Morton can only

be acceptable under these conditions. If he was not in Spain in the

years before 1457, the song is almost certainly not his. In the

circumstances, Pues servicio must be considered a work of most

dubious authenticity.

Moreover, to suggest this as a work of Morton would be to accord

him an importance that seems quite out of line with his stature as

seen elsewhere. For he would be the composer of what may be the

earliest piece in the CMF, and one of the founders of the Spanish

polyphonic song tradition as it survives from the later fifteenth

century. To suggest this is to make an outrage6uscclaim that

simply does not fit in with what we otherwise know of Robert Morton.

On the other hand, there is little difficulty in accepting the

ascription to Enrrique in CMF, for one of his other songs is

remarkably similar in style, as we have seen. Biographical data

on Enrrique are sparse, but Angles has shown that he was a servant

of Carlos, prince of Viana in 1461, the year of the prince's sudden

death.

Another servant of Prince Carlos at the time was the famous

Catalan misogynist poet Pere Torroella,(25)to whom the poem Rues

servicio has been ascribed. Torroella was in the Prince's service

as early as 1438 as a page (escudero); in 1446 he is recorded as a

sword bearer (oficial de cuchillo). At other stages in his life he

worked for King Juan of Navarre in whose retinue he is recorded in

1441, 1458 and again in 1464 after the death of Prince Carlos.

However the connection with Prince Carlos seems the crucial factor
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in view of the single poetry manuscript containing the poem of

Pues servicio.

This is now in a private library in Barcelona. Baselga is of

the opinion that the manuscript was copied by Pere Mart!nez, the

librarian to the Prince;(26)and the inclusion of a poem b;y the Prince

himself tends to confirm that opinion. Pues servicio is unascribed

in the manuscript, but appears among a group of Torroella's pieces.

Its misogynistic mood is consistent with his other work, and the poem

has been accepted by Bach y Rita as being by Torroella.(27) (Bach y

Rita was aware of neither the existence nor the authorship of the

musical setting.) This attribution seems convincing and has been

accepted by Romeu.(28)

But even if the evidence that Torroella wrote the poem is not

conclusive, its appearance in that manuscript is strong confirmation

of En-rrique's <:.uthorship for the music. The manuscript, the composer

and the presumed poet all belonged to the household of Prince Carlos

of Viana. This together with the style of the music, must be as

conclusive as evidence can be that Horton did not compose the song.

It is easy to see that a Spanish song found its way into the

Perugia manuscript, for Atlas has shown that the source was compiled

near Naples, which at the time contained the Aragonese court.(28)

It is less easy to see why the Perugia scribe should have written the

name of Morton at the top of the piece; for its Spanishness is obvious

even to the twentieth-century ear. But such questions about the Perugia

ascriptions will keep returning in the following pages.

This chapter has perhaps labored the question of Morton's possible



370

authorship of the song more than it merited. The Perugia ascription

makes little sense. Yet the sceptical reader will entertain doubts

in his mind at each stage in the argument; it is as though stylistic

arguments can easily be inverted and turned on themselves. It is

possible that the eMF version is slightly adapted by Enrrique who

also added the fourth part, but that the music is Morton's. It is

possible that Enrrique added a text from near at hand, namely from

the Viana court repertory. It is possible that this curiously

un-Mortonian song was indeed the work of Robert Morton and merely

a freak within his surviving output, like 11 sera pour vous/L'homme arme.

But to accept any of these suggestions is to ignore the vast bulk of

the stylistic and documentary evidence and to reject common sense.
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American Musicological Society, 15 (1962), p.1-21; Kenney,

It/alter Frye (1964), chapter 5, "The Theory of Discant."

12. The New Oxford History of Music, 3 (1960), p.166.

13. c~w f 299v-301 (f 299v and 301 are in one hand, f 300-30Ov in

another.)
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New mensuration signs in all parts at m.21, where the second

opening begins, suggested to Barbieri that this was a new piece.

He accordingly published the two halves in his edition (1890)

separately as no.272 and no.459. However comparison with the

model, Pues serviyio, shows that the two halves belong together

as one work. The transcription by Angles contains several

errors which are listed here (in terms of his edition) merely

as a caution respecting the edition of a manuscript which is

virtually unobtainable in microfilm: 3 iii 2: ~-rest omitted/

6 iii 4-7 iii 1: ligature omitted/ 11 iii 1-2: ligature omitted/

12 iii 1: by similis ante similem, the first ~ should be

perfected, so the first note is ~. and the second~ 16 iii 4

- 17 iii 1: ligature omitted/ 20 ii 2 enn 20 Hi 2: there are no

fermate in the manuscript. 21 i, ii, iii: all three parts have

a new mensuration sign/ 26 ii 5- 27 ii 1: should be tied/

28 ii and 28 iii 2: fermate omitted. The first two lines of

text are written over erasures; apparently the song was first

copied with a different text.

The 4th between viscant and Tenor at m.21 is most unusual in

such a piece. An earlier example is in the Binchois Agnus Dei,

Marix Les Musiciens (1937), p.185, but this is a special piece

that names two parts "Tenor," with consciously unusual results.

In El bevir it is far more a mere passing moment in the contra­

puntal fabric; and as such it mut be regarded either as a

solecism or as a sign that the song is much later than the

mensuration would suggest. If it is a solecism, it is not the
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only one. The barely disguised par~llel octaves at m.27-28 or

the equally scantily covered fifth at m.2 attest to a composer

who was not entirely at ease with three voices.

14. CMP no.17.

15. CMP no. 48.

16. Angles, Cancionero de Palacio, 2 (1951), p.24.

17. Mi guerer presented after Angles, op.cit., 1 (1947),p.38-40.

Sources are CMP f 19v-20; CMC f 48v-49 (no.30), ed. Querol (1971),

p.39-40.

18. It would be dishonest not to point out that the cadential figure

in Mi guerer matches only the CMP version of Pues serviyio.

It is possible that Enrrique took the 3-part piece, changed one

of the cadences, added a new part, and signed his name to it.

But I think the burden of proof must lie with anyone who wishes

to espouse this viewpoint.

13. Pues con sobra presented after Angles, op.cit., 1 (1947), p.19-20.

Sources are Cr2 f lOv-ll and CMC f 3v-5 (no.2), ed. Querol (1971),

p.1-2.

20. See Pope, "!'1usical and Metrical Form of the Villancico,"

Annales Musicologigues, 2 (1954), p.189-214, on p.198-199.

All the terminology used in this section of the chapter is taken

from Pope's article. Romeu, p.136-139, proposes a rather

different use of the terms. The problem, as so often, is that

fifteenth- and sixteenth-century sources are ambiguous and

contradictory in their use of the terms, so modern scholarship

has the alternative of authentic ambiguity or of a more

arbitrarily devised terminology which can aid precise discussion.
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21. See chapter 10 on these points.

22. The following songs in eMF are in tempus perfectum: nos.1, 17,

22, 23, 27, 37, 48, 53, 62, 64, 66, 115, 409, 454. Besides the

two songs discussed in this chapter, these include all three

songs ascribed to Urreda.

23. Besseler, Bourdon und Fauxbourdon (1950); Hamm, A Chronology

(1964); Bank, Tactus, Tempo and Notation (1972).

24. For a discussion of the style of these composers see Stevenson,

Spanish Music (1960); for the style of Urreda see in particular,

Hewitt, Harmonice Musices Odhecaton (1942), p.88. Romeu, in

his classification of the poetic schemes found in CMF, identifies

only three other songs with the same scheme as Plies servicio :

Enrrique's Plies con sobra (see ex.4), Urreda's Nunca fue pena

mayor (CMF no.4), and de la Torre's Damos gracias a ti Di6s

(CMF no.32). All four must belong to the earliest layer of

pieces in C~W.

25. Bach y Rita, The Works of Pere Torroella (1930). Torroella is

reputed to have been the father of the finest Spanish songwriter

(as well as poet and dramatist) of the next generation, Juan del

Encina, see Bach, p.26-7. Further on the court at Viana see

Desdevises du Dezart, Carlos d'Aragon, prince de Viane (Paris,1889).

26. Baselga, El Cancionero Catalan (1896).

27. In his play, Infierno ~amor, Garci Sanchez de Badajoz quotes the

poem and puts it into the mouth of the poet Monsalve. Romeu (1965),

p.260, rejects the implied attribution as being one of several in

Infierno which do not correspond to the known facts. The play was
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first printed in 1511 in the Cancionero General (f 91).

28. Edicion cr!tica (1965), p.260. ~fuen Romeu states that Torroe11a

and Enrrique were both connected with the court of Navarra, I

presume he means Viana. Torroe11a can be documented as working

at both courts, but Enrrique only at Viana. Torroella was also

at the court of Naples, see in particular Eugenio Mele, "Q.ua1che

nuovo dato" (1938).

29. Atlas, liOn the Origins ... ," (1914). I am most grateful to

Professor Atlas for sending me the script of this unpublished

paper in which he expressly withdraws the statements about the

provenance of Per 431 presented in his dissertation (1911).

The material is discussed briefly in the revised published

version of his dissertation, The Cappella Giulia Chansonnier

(1915), p.253-4.
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Per f 62v-63 "Morton" textless a3

CMF f 17v-18 (no.27) "enrrique" with full Spanish text a4, the fourth

part added later in smaller notes. Not mentioned in the index.

Previous editions:

ed. Barbieri, Cancionero musical (1890), p.258-9 (from CMF)

ed. Marix, Les Musiciens (1931), p.93 (from Per).

ed. Angles, Cancionero musical de Palacio, 1 (1947), p.34-35 (from CMF).

Text sources:

CMF f 11v

Barcelona, Ms. of Pero Martfnez, f 22v

First two lines cited by Garci Sanchez de Badajoz in his Infierno de

Amor, printed in the Cancionero general (1511 etc.) f 91.

Text editions:

ed. Barbieri, Cancionero musical (1890) (from CMF).

ed. Baselga, El Cancionero Catalan (1896), p.396 (from Barcelona)

ed. Bach y Rita, The Works of Pere Torroella (1933), p.250 (from

Barcelona)

ed. Romeu, Edicion crftica (1965), p.259-260 (from C}~ with variants in

Barcelona and Garci S~~chez listed).
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Related piece:

El bevir triste me haze Can9!6n

"Canvion contrahecha a Pues servi9io vos desplaze, letra y punto."

CMP f 299v-301 (no.454)

ed. Barbieri, Cancionero musical (1890), no.272 anG no.459.

ed. Anges, Cancionero musical de Palacio, (1951), p.203-204.

Edition:

1. Formal edition (p.351). Music base: Perugia; text base: CMP.

2. Four-voice version (p.380). Base: CMP.

3. Variorum concerning variant sections only (p.382). Base: Perugia.

Perug!a

The following Ds are inexplicably preceded by flats: 8 iiil,

12 iii 5, 19 i 1/ 21 i: new mensuration sign/ 24 iii 2: flattened

CMP

Errors: 9 i 2: rest missing! 27 iii 5: must be an error, though

no reasonable emendation is apparent/ 28 iii 3 and 29 iii: G in ms.

Angles emends by changing the final note to F, but even though a

similarity to m.20 is thus obtained, the resulting dominant 7th chord

seems unstylistic.

Ascription: the word "enrrique" is in light ink, and eVidently once

missed the normally observant eye of Angles; but it is very similar

to the two other ascriptions 10 the same composer on f lOv and f 19v.

There is no reason to doubt it.
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The new fourth part is added in a smaller writing style; but the

variety of writing styles and hands in the CMP makes it difficult

to be sure whether the part was added substantially later or even by

a different scribe. The scribe adding the part labeled it 'I. Contra'

and put the figure '2us' before the designation of the old Contra.

Variorum

Confined to two sections only. Also: 5 ii: ~. in CMP, ~£ in Per.

Source Mensuration Key-signature Texting Mid-point Notes

Per 0 0 0 - - ~ ~ "Morton"

CHP b 0 0 0 t i i n "Enrrique"



Text (perhaps by Pere Torroella)

Pues servi~io vos desplaze,

I loar vos descontenta,

!,o que mes vos satisfaze

Yo no siento qUien 10 sienta.

Yean esto mi s:mtir

No sabe que modo sigua,

Pues a mi mucho servir

Vos mostrades enemiga.

Esto siento que vos plaze:

El dolor que m'atormenta.

Sy mi fin vas satisfaze,

Yo no siento qUien Jo sienta.

Emendations: 1.1: "desplaze" as "desplase" in CrriP/ 1.7: "servir"

as "serviros" in C!l1P, but the last syllable is below the note to

which the next word, "vos", should be sung and seems to be in a

slightly different shade of ink.

379
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Four-voice version
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Chapter Thirteen

Elend: German Song and the Contrafact Tradition

Man hBret aber richen schal

von quinten, quarten one zal,

octaf und prym, quint discantieren uberal;

galander clymmet in accutis uff eynmal,

so felt die lerch in gradibus im sussen fal,

uss scharpfen dt5nen sydelt, harpfet nachtigall,

daz sie zesammen donen, discantieren.

Des harders guldin rey, from the

Colmarer Liederhandschrift (ca. 1470)
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The word ohanson has been studiously avoided in these disoussions

of Morton's songs, primarily because it lies too easily on the tongue

and has sometimes been too freely employed. Bukofzer was only slightly

apologetic in his statement that there were, by his definition,

English chansons.(l) Chanson-style and Ballade-style are terms

seriously abused in several of the more general historioal studies of

reoent decades. Since this study attempts to reverse the approach

of the general history, so to speak, by looking at only a few of the

smallest trees in one corner of the forest, it attempts also to avoid

terminology that presupposes an overview of the whole century. An

approach to the tree that regards its prime function as being part of

a forest may do less than justice to the individuality of the tree

itself. The word chanson tends to evoke today, as it did in Bukofzer's

time, an enormous body of material in many languages.

There is moreover still very little evidence that a writer who

mentions the "Burgundian chanson" is focusing the question any further.

If it is taken to apply quite strictly to those French songs written

in the province of Burgundy then the only fifteenth-century song known

to me for which this could be said even as a probability, let alone a

relative certainty, is the rondea~ Adieu YOUS dy l'espoir de ma jonesse

preserved anonymously and uniquely in the Cordiforme manusoript: it

contains the line "Adieu Dijon ou je me suis deduit.,,(2) If the range

of applicability for the word Burgundian is extended to include the

l~~ds owned by the Duke of Burgundy and specifically the ducal 00l~t,

the situation looks more amenable to definition, for Binchois, Hayne,

Morton, Busnois and other composers spent most of their lives at the
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court of Burgundy. But the recent emergence of evidence that Dufay

wrote most of his songs at the courts of Rimini and Savoy calls for

some attempt to distinguish the qualities of the Burgundian French

songs written in the north from that of other French songs written

on more Italianate soil.(3) Such a study would probably not be in

vain but it would be peripheral to the discussion of Morton's songs.

Common usage today is still to refer to the age of Binchois and Dufay

as the Burgundian era; so any song of that generation becomes a

Burgundian chanson. For the present purposes it is best to avoid the

word Burgundian unless coupled with a specific reference to the court.

If the words Burgundian and chanson have been avoided because

they have the disadvantage of presupposing too many dubious historical

concepts, the word song has the slight advantage of emphasising the

words-and-music questions. It becomes perhaps less necessary to

remind the reader constantly that the songs of Morton or any other

fifteenth-century composer are in many ways solutions to the same

problems that face all song writers. For in spite of half a centllry

of enthusiastic performance by both amateur and professional

musicians, "early music" is still a category somehow separated from

the standard repertory for the musical public. Any small gesture

that can help to bridge that gap, to point the ways in which fifteenth-

century music is clc3er to the standard repertory, is surely

beneficial.

But the main reason for the choice of the neutral word song is

the desire to retreat a little from the sometimes excessively

nationality-conscious discussions of fifteenth-century music which
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appeared particularly in the 1930s and still leave their mark on

much musicological thought today, Such an approach has been more

damaging to Morton than to some, for students of his work have too

often sought first of all traces of an English idiom, and thereby

given undue prominence to Pues servicio, a piece which is in any case

probably not by him, as was seen in the last chapter. If the one

document which describes him as "chappelain angloix" had been lost,

perhaps much of the effort would have been saved, and students would

have been directed more quickly to his masterpieces, Le souvenir

and N' aray je jamais.

The question of national style begins to become unavoidable

in relation to the song Elend du hast, for its seven surviving

sources transmit five different texts in four different languages;

and the only way towards determining its correct form is through

attempting to fit the music into certain traditions which can be

associated with certain forms of text.

Another consideration should be voiced as a preface to this kind

of discussion. The musician of the fifteenth century who lived with

the music was presumably far more sensitive to the differences between

the national traditions thar! is today's student. \1hereas it had been

relatively modest to pursue the studies in previous chapters on the

assumption that a conscientiously analytical student of twentieth­

century microfilms can understand aspects of the word-setting,

structure and contrapuntal syntax of the songs that may have eluded

the copyist or performer in the fifteenth century, and to discuss the

songs under the assumption that many of the scribes whose work is our
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only record of fifteenth-century song had at best an imperfect grasp

of the art they were transmitting, it becomes important to recognize

that in attempting to trace national traditions the modern historian

is at a most serious disadvantage in relation to the fifteenth-century

scribe. The earlier musician - however ignorant or insensitive he

may have been - had presumably heard the songs he copied, and probably

heard them many times, performed by musicians of vastly varying

talents. He had also heard a large number of songs unknown to UBi

he had a larger s~ilple from which to draw categories and to which to

relate questions such as nationality. But most import~lt, he was

aware of the unwritten traditions, both the performance styles

exercised in various areas and the large quantities of unwritten

music. It is therefore with considerable trepidation that we attempt

to discern clues as to the original form of the song discussed in

this chapter.

The simplest place to begin is Marix's transcription of the only

source ascribing the piece to Morton, the Perugia manuscript, which we

shall see must have derived the piece ultimately from a German source.

In Perugia the piece appears with no text but the heading "Motectus -

Morton. II Marix assumed, reasonably enough, that it was therefc·re a

sacred piece, and presented it as such. A1thoug!l the word "motectus"

had many possible implications to a fifteenth-century musician,(4)it

is clear that the manner and style of the piece are simply not those

of the sacred motet as cultivated at the Burgundian court and similar

institutions during the years 1450-1480. Sacred music was then practically

always in four parts; and the flighty lines of Morton's piece, especially
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in the Discantus ~d Contratenor, indicate a secular tradition.

Use of such material in sacred music was confined almost exclusively

to the areas of Eastern Europe: the Glogauer Liederbuch, and the Codex

Specialn!k are particularly rich in examples of songs by Dufay,

Busnois, Caron and others with Latin sacred texts added. The reason

for such sacred contrafacts - whether they were for church use or for

private family devotions, for instance - is not easily defined; but

there is a sufficiently large number of them to leave a clear

indication that it was a tradition cultivated in the East of Europe,

largely in the German-speaking areas, and is practically non-existent

in the Western sources. There is no evidence that secular sones were

sung with Latin contrafact texts in the courts of Burgundy and Savoy.

In Italy there is considerable evidence of a similar tradition, that

of the Lauda in which a sacred Italian text, usually by a named poet

and several stanz~s long, was added to a secular song; and in the

next century flsainctes chansonettes" and "no~ns" ",ere to be a good

market prospect for any printer. But in the fifteenth century the

Latin contrafact seems to belong exclusively to the Germanic sources.

And in fact such a source for Morton's song survives. One of the

many contrafacts in the Specialn!k co1ex is this very song with the

text: (ex.l)

Tu sine principia

Tu sine fine manens

Laudibus incipio

Glorificare te canens

Ave Jhesu criste fili virginis

sanctorum omnium.
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The poem is characteristic of many such contrafacts. It begins as a

sturdy rhyming quatrain and then dissolves towards the end. Although

it has not been possible to identify any source for these w0rds, they

are probably taken from elsewhere, to judge from similar cases.(5)

The thought-processes of the Specialnlk contrafactist (if he may

be described as such) are relatively easily reconstructed even without

precise knowledge of his text sources. He located the first two

musical lines of the song without difficulty - there may even have

been a corona at the mid-point cadence in m.13, though it is found

in none of the surviving sources - and he underlaid the first two lines

of a four-line quatrain with rather more care than is sometimes found

in such work. All should have been well for him now to continue to

underlay the third and fourth lines of the quatrain to the rest of

the song, for after the mid-point cadence all three parts begin again

with a clear point of imitation that sets a new mood and represents

a clear departure from the melodic material of the first half of the

song. Since this particular mid-point cadence is almost exactly in

the center of the song, there would be no need for him to have

expected difficulties. However the second half of the song is unusual

in being clearly divided into at least three musical lines, not two.

There can have been no doubt in the contrafactist's mind that the

next line was to be underlaid to measures 14-17 ~mile the answering

phrase in the music perfectly fitted the final line of the quatrain,

even down to the detail that the word "glorificare" is ideally matched

to the repeated eighth-notes in m.18. :But at this point the song still

had six more measures to run, and while it would be well within the
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tradition to finish with a melisma of that length, this case was

different, for m.2l-23 begin with a new point of imitation whose

repeated notes demand syllablic writing. Accordingly the contrafactist

added extra words which are difficult to fit into any coherent metrical

pattern in relation to the previous quatrain, but provide an appropriate

end to the poem in terms of content.

The result is a makeshift, like so many contrafacts. And, also

in common with the contrafact tradition in general, it probably bears

little relation to the form of the original poem for the music. These

contrafacts rarely have precisely the same form as the original poem:

they are the true witnesses of the dissipation of the courtly song

tradition once outside its own ambience. A case in point is the Glogau

contrafact of Morton's ~ue pourroit plus faire as Numine Jesu: the

Latin has seven lines of text against the French's five lines in the

first stanza.(6) Once the song is changed from its original context,

the delicate balance of words and music, the severely classical form,

is upset; and it seems particularly important to make every effort to

reconstruct the original. In view of the manner in which the

contrafact text was apparently supplied to this song, it is little

help in the search for the correct text.

Even if there were no other known text for the song being

considered here there would be no doubt that the Specialn!k piece is

a contrafact. The text is clearly cobbled together; and the style and

format of the music are those of a song. In its context within the

manuscript it belongs with many other contrafacts whose originals are

well known. But if separated from its context, it could well have made
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its way to the compiler of the Perugia manuscript with some sacred

text.(1) In such circumstances, the Perugia copyist would probably

have recognized the contrafact for what it was and omitted the Latin

text, but retained the word "Motectus," in the absence of e;n'.:l more

convincing text, to remind himself of his source.

Another possibility is that the word "Motectus" is merely a

misreadlng of the wor~ Morton added - as sometimes happened - below

one of the parts in the scribe's exemplar. We have alre$dy seen now

the Contratenor of Mon bien rna joyeux has the text incipit Morton bien.(8)

It is possible that the Perugia scribe may have seen such an

inscription and placed it at the head of the piece thinking it was

a title. This may be so: it is difficult to feel certain about the

motives of a scribe adding an apparent title above a work, for titles

in this position are relatively rare in fifteenth-century polyphony

sources except for Mass oycles. It is simpler to assume the obvious,

that the word "Motectus" relates to a Latin contrafact text, if only

because the piece still survives in two German sources and at least

one other source that points towards a German exemplar: the Perugia

readings for the song correspond remarkably closely to those in

Schedel and Specialn!k; and the three sources together separate

themselves off from the others in their readings.

But the only convincing and full poem for the song is to be

found in Dijon where there is a complete French rondeau quatrain

beginning Vive rna dame. The first stanza of the same poem appears

also in Pixerecourt. This poem gives no impression of having been

tossed together for the purposes of underlaying something to the music,
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as did the Latin in Specialn!k: it is well turned and elegantly

presented in the manuscriPt.(9) Only in the underlay does the

manuscript give a hint that something may be amiss. Line 3 of the

poem begins at m.ll, before the mid-point cadence, and line 4 begins

only shortly after it at m.16. The final two words are spread across

the rest of the Discantus as though to imply a gigantic melisma.

Of course the discussions in chapter one should guard against any

great surprise on seeing such underlay. But the feeling that all

is not well is confirmed by the underlay in Pixerecourt, a source

whose underlay is normally good even when the texts are poor. In this

case the scribe's solution more or less follows the logic of the

Specialn!k source: the four lines of the quatrain take him doy~ to

the end of m.21, but leave him on one leg, so to speak, since the

next phrase begins immediately with ,a point of imitation and repeated

notes. But rather than inventing new works or taking in the beginning

of the next stanza, the scribe ingeniously repeats the first line of

the poem again at the end. This in its turn suggests one possibly

acceptable way of matching the French poem to the music and it is

appended here because it makes more immediate sense than either of

those in the sources. If the last line of the stanza is repeated (ex.2)(IO)

the result would show the reasons for the parallelism between m.17-18

and ~2l-22. On the face of it this has the virtue of being both

pragmatic and convincing; yet the reasons why it is not acceptable are

so far-reaching, so essential for an understanding of the whole

repertory, that I must deal with them at some length so that their

implications can be fully understood.



395

Ex. 2

mours
bours
couraee-

a-
la-

~ 0 r ,-44 tEBR ~~.fp~
1.4.7. Vi - ve ma da - me par

,. En el - 1e sont toua mes
§ Sea ieu1 x me ..don - nent i"nj;

Et aus- a1
!it c'est de

tou - te
PlO! ,lane

ma ri-chea­
-et- prin-ces

se.
eel

a.
se,

pour ma mais- tres­
cusur la DO - bles-

/l

~ J J fj§J~1~,~m~i+~J§J~?R~J~~~~
2.8. Je la [1'8-J tiens

6.C'est de tout man

~~~~
D'1-ey a la fin de mes joura
Je n'~ ail-leurs autre ,ecours

~,fp=j=@~~~
D'i-e~ mes jours.
Je n'~ ail-leurs au-t1'8 re-eours.

nls~..3~

from Dij f 133'1



396

Such text repetition appears in a slightly earlier repertory,

just as it is frequent and characteristic in the imitative four-part

French song repertory of the 1490s. But the tradition discussed in

this dissertation has the kind of purity and classicism that makes

such a practice seem most unlikely. To prove this on the basis of the

svurccs i.s of course scarcely possible; examination of the manuscripts

for their information on underlay, chromaticism and even on the notes

has shown how much they left to the understanding of the musician,

and how much incorrect information was included out of ignorance.

The mere absence of repetition in the courtly song sources should not

be regarded as proof that this was not part of the tradition. But

some hint may be taken from the few examples where repetition does

appear. Earlier in the century it appears in the Italian repertory:

Ciconia's 0 rosa bella and Lizadra donna, the anonymous Merce 0 morte.(ll)

In all these cases a single musical phrase is repeated sequentially,

and its text is repeated with it. The same happens in Files a marier!

Se tu t'en marias by Binchois.(12) Here some of the text is not

~lritten out: the second voice is entirely untexted. But the repetition

is explicit in the manuscript and follows the line of the music. Some

text is repeated in Dufay's La belle se siet:(13) repeated notes and

repeated motifs would tell us of the reptition even if it were not to

be seen in the source. After Morton's generation began a new genre,

the four-voice imitative chanson as practised perhaps first by Compere.(14)

Here long repeated phrases lead the way to text-repetition that seems

integral to the shape and form of the song. Just as in the earlier

Ciconia examples the Ballata form was loosely assembled and concentrated
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on freedom of space to expoUnd its text, so also in the Dufay and

Compere the form exceptionally takes a subsidaary role within the

music.

This, compared with the carefully turned tradition of the strict

court song represented in the work of Morton, is another musical

world. The earlier discussions of the union of text and music in

Le souvenir should have laid the way to understanding that the

repetition of a word, let alone a phrase, would entirely destroy the

delicate balance at which the song aimed. The line-by-line and stanza-

by-stanza matching of the text and the music ceases to have any meaning

if text is repeated. And the gentle move in each musical line from

syllabic or partially syllabic openings to more melismatic

continuations makes repetition unnecessary. It is difficult to

integrate the idea of verbal repetition into the profile of the court

tradition which has been established over the preceding pages. One

might even venture to say that it seems, from this viewpoint, that if

text is indeed repeated at this point in the song, Morton probably

did not write it.

There is of course one example of documented text repetition

in Morton's work: the Tenor of 11 sera~. pour VOliS! L' homme armc. (15)

Here every detail of text and repetition is carefully written out

in the Mellon manuscript. But this too can be related back to the

true synthesis of textual and musical form in the Discantus. The

chapter on that song showed how the Discantus was the leading part,

the one to define the form; it also showed how Morton faced a

particular compositional problem, that of fitting the L'homme arme
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melody below a rondeau, or indeed any other courtly form: its ABA

structure seemed to fight against all the inherent characteristics

of the established forms. In the circumstances, the rondeau was

retained inviolate, and the 1'homme arme melody, not being a courtly

form, was sacrificed to some degree. And the manuscript clearly

shows this. But to say so is only to confirm the assertion that text

repetition can scarcely occur in the courtly forms. These are forms

whose very conception fights against any kind of repetition of

text within phrases.

Final demonstration of this point must await another occasion,

for it requires careful examination of a large repertory over eighty

years and a consideFation of the relationship of text and music

as it changed between Ciconia on the one hand and Compere on the other.

It requires examination of the sources for any hints they may offer

that the concepts outlined in chapter one may be wnongheaded; and it

requires careful revision of most of the published editions, especially

those containing music from the Morton generation. But on the basis

of what I have seen I am most hesitant to accept the solution in ex.2 ..

as an acceptable texting for a song in this tr~dition.

Another possible solution to the texting takes its lead from the

observation that the Tenor part falls more conveniently into four

large phrases. The years during which Morton was at the Burgundian

court also saw the rise of one of the most remarkable song composera

of the age, Hayne van Ghiseghem. His rondeau De tous biens plaine

leaves very little doubt that the text rightfully belongs ~lith the

Tenor part, so such a procedure was not unknown in the tradition.(16)
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And with a line of ten syllables it would be easy to underlay a

rondeau quatrain to the Tenor part of the Morton song. However,

Vive ma dame has lines only eight syllables long, and the situation

is just as difficult as with the Discantus: to make sense, the final

line must be repeated. In wcys this solution is attractive, since

it makes use of the parallelism of the repeated-note phrases, and it

matches both line-ends with the rising octave figure. But once again,

there is no precedent within the French song tradition of the time.

(ex.3)(17)

The first two publications of this song were by German scholars

who knew nothing of the Morton ascription nor of the French text.

So they naturally assumed, fDom its appearance in the Schedelsches

Liederbuch, that it was a German Tenorlied right within the tradition

of fifteenth-century German music.(18) They had little reason to

doubt this. The song is in the first section of the manuscript, copied

before Dr. Schedel left Nuremberg and embedded within a series of

indubitable Tenorlieder.(19) Later in his collection he was to

include songs from the French, but the first ones were all German.

Subsequent discoveries tend to confirm the opinion of the German

scholars. The Italian manuscript RiccII preserves the piece with

the one word title Elent; and the curious pseudo-Italian text incipit

in Bologna Q16, "Lent et scolorito" ("slow and discolored") is

obviously another elaborated version of the same thing.(20) Most

recently the discovery of the song in contrafacted form in Specialn!k

corroborates this estimate of its position within the German

repertory. Thus, of the seven known sources for the song, four are
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either German or provided with some form of a German text incipit,

while that in Perugia implies the use of a German source as its

exemplar. Against the mere two sources with French text, this looks

like strong opposition.

Yet, as it happens, none of the German sources can have the

correct text. The poem Elend du hast umbfangen mich in Schedel

was used for the two German editions. But this well known text has

an equally well known tune of its own. Many settings of the poem

in the German songbooks, both monophonic and polyphonic, agree

in the use of this melody, which is printed and analyzed in Baumann.(21)

The versions intabulated in the Buxheimer Orgelbuch all follow the

same melody. Rosenberg made substantial efforts to show that the

Morton Tenor was merely ~. elaborated version of the more well-known

tune. But his efforts lack conviction. Ex. 4(22)Bhows his attempt

to match the Tenor in Schedel with the more well-known melody which

he here takes from the Lochamer Liederbuch. In the event he forces

the two together by making the cadences land in the same places. In

measures 1-9 (of the Lochamer Liederbuch version) he makes one measure

of Schedel equal to three of Loch. Measures 10-19 run more or less

alongside, in equal note values, until in measures 20-24 Schedel

must sit out five measures. From there to the end Rosenberg has to

"rubberize" the two versions, making one measure of Schedel worth now

one, now two, and on one magnificent occasion five measures .of Loch.

The skeptical reader is bound to feel that the two melodies have

little in common apart from their cadences which fallon the same

degrees in both.
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Even so, the German text can be made to fit the music in at

least a plausible fashion. It requires first of all the rejection

of the theorizing about the relation of the Tenor part to the German

song which led Rosenberg to publish his rather stilted version. It is

necessary, instead, to go through all the normal routines of

examining the structure of the line, and using one's sense of

musical balance.(23)

For there can be little doubt that the original song was German.

There are several indications in the music to show how the piece belongs

within that tradition. One of the most startling is a section near the

beginning of the song Mein gmttth das wUth in the Glogauer Liederbuch.

Measures 3-5 correspond very closely to m.2-4 of Morton's song (ex.5).(24)

Other apparent direct citations are found in two sections of a brief

piece in the Buxheimer Orgelbuch, SPYr3 (ex.6).(25) A different kind

of citation is found in the whole first half of a three~part piece

in the Glogauer Liederbuch with the same incipit, Enelende: in music

example 7,(26)crosses denote those notes that are present at the same

position in the Morton song. Clearly one was modeled after the other,

though the dissimilarity of the two second halves suggests that the

modeling was not rigorous.

More evidence of the piece's position within the German tradition

appears in one of the Quodlibets in the Glogauer Liederbuch. The opening

of the Discantus appears as one of the melodic citations in the Quodlibet.

(ex.S)(27) Immediately preceding the "Enelende" citation is one from

Mes amis of Adrien Basin (discussed in chapter eleven.) The presence,
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oheek by jowl in a Polish manusoript, of these two fragments

apparently from oolleagues at the BurBUndian oourt ohapel is of little

signifioanoe in itself. But the use of Frenoh for the Basin ~uote

implies that the oomposer or oompiler of the Quodlibet had no

oompunotion about inoluding a French text-fragment; so if he had any

idea that "Enelende" was really a Frenoh song, he would surely have

done so in this oase also.(28) The fragment he oites corresponds to

the "Morton" version, and not to any other settings of the Elend text.

There is no context for the musio within the French traditions,

so far as I oan tell. One possibility is that the original text was

English, of course, and there is even a passage in the Ritson

manuscript which bears certain affinities to m.21-23 of Elend (ex.9).(29)

But oomparison of the two only serves to emphasize the differenoe:

the demonstratively introduoed 6-3 chords, the overlapping of the

parts and the parallel ohord sequences immediately place the English

song in a different world.

It mayor may not be a coincidence that several similar melodic

patterns appear in an English song of which only one part survives,

but which has ve:r'y little of the style of monophonio Gong in its

line (ex.lo).(30) John Stevens who first published the song felt

doubt as to whether it ",as monophonio or polyphonic but tended towards

feeling it was monophonio. This seems unlikely, especially in view

of the wide range of note values in the music. On the other hand,

if the song is one part of a polyphonio setting, its style belongs

to the early sixteenth century, not the fifteenth century as Stevens

suggests.
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Very little Er.glish song of the fifteenth century survives,

and a certain ruthless imagination is necessary in order to

reconstruct a tradition; to place Elend among this English music

is to grasp at a straw in order to create a new stylistic category

merely because no other hyp0thesis is convincing.

But the context of the song within the German repertory is

convincing. Only the difference of the melody from the knewn Elend

melody causes difficulties. Yet the appearance of the first word

in both the Glogau quodlibet, the Glogau model and the Discantus of

the Sohedel source as "Enelendell suggests the possibility that the

original poem ,..,ras different, perhaps beginning liEn (viz. lIinll) elend."

If the song is German the acute problems caused in underlaying

text to the Discantus are resolved. Very few German polyphonic

songs from the fifteenth century have text to the Discantus, and

those fewthat do are simple folk melodies.(3l ) That several songs

in Schedel have text below the Discantus is merely a symptom of

Dr Schedel's lack of any particular care in choosing a place for text

on his often crowded pages. Thus also in the case of Elend, his

inclusion of a little text below the Discantus is of no consequence.

That the Glogau Quodlibet quotes from the Discantus rather than the

Tenor would be because it quoted the first sounds of the song, namely

the entry of the Discantus in Vorimitation.

Internal evidence indeed suggests that the song is a Tenorlied.

The Tenor is usually the last voice to enter at points of imitation,

in line with a tradition that was to continue through the songs of the

sixteenth century and through to the chorale-prelude. The Discantus
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part is fussy in a way that counterme1odies sometimes are: the frequent

cadences, often furnished with elaborate under-third figurations in

the middle of a phrase, indicate that if this was conceived as the

melody part, it was n~t very well conceived.

At the same time it needs saying that there seems to be no

precise stylistic twin to this piece within the German repertory.

Without that the arguments offered above must remain to some extent

hypothetical. The song is perhaps closest to Mein gmtlth das Wtlth

already quoted; (32) but it seems slightly more melismatic in the shape

of its Tenor, though the loss of the correct verbal text makes such

a jUdgment difficult.

All things considered, Elend belongs more within the tradition

of German songs found in Schedel than with the less courtly manner

found in G10gau and the Lochamer Liederbuch. The repertory of Schede1,

though containing several concordances with G1ogau~ is the closest of

the s'xrvi~ing collections to showing what a courtly repertory in

German may have been like. Unfortunately Schede1 was not sufficiently

noble to have had access to any collection truly representative of

the courtly art of the German polyphonic song; and this E1end setting

may be the closest surviving witness of that tradition•

....................
The implication of the Morton ascription in Perugia may seem to

be that the scribe considered the song to be French. But the evidence

of the filiation and of the heading "Motectus" shows that his ultimate

exemplar was German or Eastern European, so if the Perugia scribe

really thought '(ne song French he cannot have had strong evidence for
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his assertion. RiccII shows a different case: its readings are those

of the two sources with French text, Dijon and Pixerecourt; and the

latter seems to be the source of many other readings in that

manuscript; even so the Italian scribe of RiccII added a German incipit

to his song. Even though only one word long, this incipit is strong

evidence that the scribe believed what stylistic study and comparison

with the repertories shows must be the case, that the song is part

of the German repertory. Moreover the composer of the Quodlibet

o rosa bella/Hast du mir in Glogau also thought the song German.

So we are not in the position of asserting the song's German style

against the express evidence of the fifteenth-century musicians who

knew the repertory. We are rather using stylistic analysis to

support the clear and considered opinion of several surviving

manuscripts against the apparent evidence of Perugia - evidence that

is supported by Dijon but not otherwise.

French origin is out of the question. The appearance of the

song with French text in two sources of otherwise independent

authority speaks less strongly than the evident discomfort with which

the text is added and the German style of the music. If the composer

had been involved in the few musical changes in the French version he

would surely also have made changes to accommodate the new text.

No such change was made, 8nn it is therp,fore difficult to give any

credence to the French version of the song. The only basis for

accepting the Morton ascription would be to believe that Morton was

employed in Germany before coming to the Burgundian court in 1457,

and that he wrote the song in Germany early enough for it to find its
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way into Schedel's collection before 1463. By this reasoning one could

also argue that the startling appearance of identical material in

two other German pieces of the time and the formal modeling of the

first half after yet another were the ways an English expatriate

attempted to take on the German style.

Possible connections with German courts cannot be ruled out.

Slightly earlier in the century Johannes Brassart of Liege worked at

the imperial courts of Albrecht II and his successor Friedrich IV.

His one surviving German piece, a setting of the well-known melody,

Christ ist erstanden, similarly shows signs of the Locham/Glogau

traditio~ while including imitation and certain other features of the

French repertory.(33) It is also substantially different in style from

his other works. There is a possibility that Morton followed a similar

career and that this piece is his single surviving attempt to write in

the German style, with no trace of the style found in his other songs.

For my own part, however, I am inclined to doubt it. The song

is probably not by Morton and the fussy manner of its Discantus

would reflect little credit to him if it were. Although an authoritative

text cannot be reconstructed, the song was almost certainly written

with German text, it seems; and there is plenty of evidence from its

style and its spread of sources that it represents the German tradition

at its most formal in the 1450s. Like many other songs in Italian

sources from the last two decades of the fifteenth century it

probably travelled around with no text or merely an incipit; and it

is likely enough that with the half-remembered opening of the

genuinely }lortonian Que pourroit plUS faire(34)as a stimulant to the



mind, a late fifteenth-century copyist oould easily have written

down the ascription to Morton, letting his pen carry him ahead of

the serious second thoughts that would surely have rejected the

suggestion.

413
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Footnotes

1. Bukofzer, "An Unknown Chansonnier... ," (1942), p.14.

2. Edited in Kottick, The Unica in the Chansonnier Cordiforme (1967),

p.65.

3. I have outlined some of the considerations here in the sleeve notes

to the record, Duray: Fifteen Songs (1914).

4. Tinctoris, Diffinitorium Musicae (ca. 1474) writes: Motetum est

cantus mediocris qui verba cujusvis materiae sed frequentius

divinae supponuntur. The evasiveness of this definition is emphasized

when it is compared with his entry for Canti1ena: Canti1ena est cantus

parva cui verba cuiuslibet materiae sed frequent ius divinae supponuntur.

F. Blatt, Novum G10ssarium Mediae Latinitatis, (800-1200)fasc.

"Miles-}1ozytia" (Copenhagen, 1963) has no entry for ]'J[otetus;

DuCange has an entrJ but it helps little. The Tinctoris passage is

well discussed in Reidemeister, Die Chanson-Handschrift (1973),

p.33-41. Reese succinctly outlines the problems of the word Motet

in Music in the Renaissance (1954), p.20-21. However exception must

be taken to one sentence: "pieces labeled 'Motectus' (or scmething

similar) survive in a form apparently intended for instrumental use

(at least, there is no text), whatever the original form may have been."

He is, I t~ink, referring to one piece only, Elend as found in the

Perugia codex •• I know of no other example in fifteenth-eentury song.

GU1ke ingenius1y suggests (Schriftbi1d der lliehrstin~igen Musik, 1974,

p.100) that the title Motectus is merely an indication that there is

a Tenor cantus firmus. My impression is that the word would not

have been used in that sense at such a late date.
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5. At one point in the Lochamer Liederbuch three different song Teno1~

arp contrafacted with different parts of the same poem (Ave dulce tu

frumentum),see Salmen and Petzsch (eds.), Das Lochamer-Liederbuch.

It would be impossible to reconstruct the original poem from its

presentation here, for the lines are scattered quite inconsequentially

across the three songs; but with the full poem at hand it is easy to

see the derivation of each particular sub-poem.

6. See chapter 4 and the corresponding edition.

7. It might be worth adding that the Latin text with which the song

reached the Perugia compiler was probably not Tu sine principio,

as found in Specialn!k, for there seem to be very few cases of the

same Latin contrafact appearing in different manuscripts of the same

song. This could be taken into consideration by those who would make

of Frye's Ave regina caelorum a mere contrafact.

8. See chapter 6, p. 173.

9. Dijon is one of the few song-books of the period to contain nothing

but French text. It might therefore be the first source to

substitute a French contrafact text for one in another language.

10. Discantus and text are both from Dijon, f 139v.

11. The Ciconia songs are edited in S. Clercx,Johannes Ciconia (1960)

vol. 2; five songs with Italian text and repeated phrases are to be

found in Bologna, ~~ 2216 (BU)p.97-l01.

12. Binchois, Die Chansons, ed. W. Rehm (1957), p.52. The text for the

Tenor is omitted in the manuscript and in this edition, but was

identified by Martin Picker, "The Cantus Firmus in Binchois'Files

a marier," (1965).
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13. H. Besseler (ed.), Guillaume Duray, Cantiones (1964), p.27.

14. The earliest song in this tradition may be the Busnois (or Isaac)

Vous marchez du bout du pied, found in Dijon, Niv and many later

sources. Several examples are in the manuscript Capella Giulia XIII,

27 dated ca. 1492-94 by Atlas. Among the songs of Compere, ed.

Finscher, see in particular Alons fere nos barbes, L'autre jour me

chevauchoye, Lourdault, Une plaisant fillette and Vostre bergeronette.

Many of these songs open with a point of imitation in which two

voices present the whole first poetic line before the other two

voices enter with the same material. The first line is therefore

repeated, in effect. This paves the way to all four voices

repeating text and music later on in the piece without any apparent

incongruity.

15. See chapter 7.

16. Of the many published editions of the song, the only one to

underlay the text to the Tenor in this way is that of Thurston Dart,

Invitation to Medieval Music, vol. 2 (1969), p.37-38.

17. From Dijon f l39v. Emendations: 8 ii 3: A/ 9 ii 1: G/ 11 ii 1: A

l8. The surviving German polyphonic song of the fifteenth century is

relatively easily assembled being mostly confined to four sources.

The earliest, the works of Oswald von vlolkenstein (ed. Schatz and

Koller in DTO 18, 1902) contains 31 polyphonic songs, but at least

8 are contrafacts of fourteenth-century French and Italian songs.

The group should be ignored for the present purposes. The

Wolkenstein manuscripts are Vienna, Osterreichische Nationalbibliothek,

MS. 2777 and Innsbruck, Universit~tsbibliothek,Ms. without call
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number. The Lochamer Liederbuch (Berlin, Ms. 40613) containing 9

polyphonue songs has been edited most recently by Walter Salmen

and Christoph Petzsch (1972). The German songs of the Schedel'sches

Liederbuch (Munich, Bayer. Staatsbibliothek, cgm. 810), 69 in number,

are available only in the old edition by Robert Eitner, Monatshefte

fOr Musikgeschichte, 12 (1880), Beilage. The edition by Heinrich

Besseler promised since the 1940s for publication in Das Erbe

deutscher Musik was evidently with the printers some months before

hi.s death, but has still not appeared. Finally, 70-odd German songs

of the Glogauer Liederbuch (Berlin, Ms. 40098), manifesting more

variety of style than the other collections, are available in the

edition of Ringmann and Kla~per in Das Erbe deutscher Musik, 4

(1954). Most of the rest is edited by Heinz Funck, Deutsche Lieder

aus fremden $uellen (Das Chorwerk, 45, 1937).

19. See Besseler's article "Schedellt in ~, 11 (1968).

20. A comparable case to Q16's expansion of the German Elent to Lent e

scolorito is found in John Bedyngham's English Ballade So ys emprentid

in my avisaunce which appears in Laborde as Soyez aprantiz, but in

MC as Soyez aprentis an amours.

21. Baumann, Das deutsche Lied und seine Bearbeitungen (1934),p.92-94.

22. Adapted to the conventions of this dissertation from Rosenberg,

"trbertragungen einiger bisher nicht aufgell:5ster Melodienotierungen••• "

(1931-2), p.7l-72. The upper line is the homophonic melody in the

Lochamer Liederbuch, p.5, the lower is the "Morton" Tenor in Schedel.

Rosenberg argues (p.75) that the similarities between the two melodies
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are sufficient to suggest a common root for both.

23. In fact the underlay in Schedel places lines 1 and 2 of the pOfm

below the same music, implying a repeat of the first section in

accordance with the most common of German song-forms, the so-called

Barform. It seems to me that if a repeat was intended in this song

at least one of the sources would contain an indication at the

point from which the repeat was to be made. None even contains

a corona. I do not think this music is in Barform. Moreover the

poem, if it did repeat, would do so after the second line, not the

first.

24. Glogau no. 223, presented here after Ringmann(ed.), p.26; the piece

is also in Schedel, f 11Ov.

25. Spyra. Buxheim no.14S, presented here after Wallner (ed.), p.191.

Notes with a superscript "S" are an octave higher in the manuscript.

Spyra is one of the mystery titles in Buxheim. It may have something

to do with the organist Conrad von Speyer.

26. Enelende, Glogau no.134, presented here after Ringmann (ed.), p.14.

21. From the Quodlibet 0 rosa bella/Hast du mir die Laute bracht, Glogau

no.111, presented here after Ringmann (ed.), p. 41.

2S. There is no apparent continuity of meaning between the fragments in

any of the three quodlibets of the Glogauer Liederbuch. Therefore

it cannot be argued that the German text was more appropriate to

the context:musical considerations alone governed the choice.

29. End of the English song Thou man enured with temptacion, London,

British Libr~ry, Ms. add. 5665 (The Ritson Manuscript), f 1Ov-71.
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30. Stevens, Music and Poetry ••• (1961), p. 124, edited from Dublin,

Trinity College Library, Ms. 158, f 92. It is the only music in

the manuscript otherwise of misoellaneous content.

31. Among them see Glogau no. 250, Elslein liebstes Elselein

(Ringmann, p.15), no.50, Es leit ein schloss (Ringmann, p.16),

no.189 and no.53 Ich sachs eins mals (Ringmann, p.20 and 21).

For anything else the Tenor remains the main text-bearing voice

in German song down to the iconoclastic - or wrongly transmitted ­

Insbruck ich muss dich lassen of Isaac.

32. Besseler, "Deutsche Lieder von Robert Horton und Josquin,"

(1948/71) groups Elend with two other songs in Schedel: no.24,

Mein herz in hohen freuden ist, and no.25, KMm mir ein trost zu

dieser Zeit, He calls all three "nicht ...eigentliche Tenor-'Lieder',

sondern ... freiere 'Bearbeitungen'''(p.176). However the strongly

periodic structure of the Tenors in both these songs pl~ces them

on a much less sophisticated plane than the song discussed here.

33. The piece is published in Brassart: Omnia Opera, ed. K. Mixter,

vol. 2 (1971), p.l; for his biography see IVlixter, "Johannes

Brassart: A Biographical and Bibliographical Study," pt. 1

Musica Disciplina, 18 (1964), p.37-62.

34. Besseler, op.cit., uses the evidence of Que pourroit to support

his contention that Horton wrote Elend. The arguments are a) that

the two are in the same key, b) that they have the same ambitus

in the Discantus (sic: in fact it is the two lower parts that have

the same ambitus; the Discantus of Que pourroit goes lower than

that of Elend) and c) that they have other melodic factors in common.
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The evidence may be interpreted either way, and in this case it

would be no surprise to me to find that subsequent evidence proves

me wrong and Besseler right. As it stands, however, the chance of

Morton's authorship for Elend must be regarded as an extremely

long shot. The work can be justified as his only by dint of

nost complicated speculation.



Elend du hast umbfangen rnich (Vive rna dame)

Per f 63v-64 "Motectus Morton"

Form doubtful
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Dij f 139v-140 "Vive rna dame" Index f 4v: Vive rna dame par amours

Pix f 48v-49 (no.43) "Vive rna dame"

Q.16 f 101v-108 (no.102) "Lent et scolorito" Index f 3v: Lent et scolorito

RiccII f 15v-16 (no.ll) "Elent" Index f Iv: Elent

Schedel f llv-12 (no.ll) "Elend du hast umbfangen mich" Index f 161: Elend

Spec p.403 "Tu sine principioll

Facsimiles:

Dij: Besseler and GUlke, Schriftbild der mehrstimmigen Musik(1914),p.lOl

Schedel, ~.

Previous editions:

ed. Eitner, Das deutsche Lied (1880), p.68-69 (from Schedel)

ed. Rosenberg, "UDertragungen... ," (1931-2), p.71-72 (Tenor only, from
Schedel)

ed. Rosenberg, Das Schedelsche Liederbuch, (ca.1933), p.8-9 (from Schedel)

ed. Marix, Les Musiciens de la Cour de Bourgogne (1937),p.204 (from Per)

ed. Besseler and GUlke, Schriftbild (1974), p.100 (first section only
from Schedel and Dijon)

Related pieces:

Loch p.5 monophonic "Tenorll
: Ellend dw hast umbfan~n mich

(facs. in Besseler and GUlke, Schriftbild, p.100)

Keyboard intabulations in Loch p.76, Bux no.48, 49, 50, 94, 95 and 96.

Q.uodlibet 0 rosa bella! Hastu mir die Laute bracht (Glog no.117) cites

the opening of the Discantus with text.
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Mein gmttth das wUth Glog no. 223 and Sched f 110v

Enelende Glog no. 134

SpYTa Bux no. 148

References:

Baumann, Das deutsche Lied und seine Bearbeitungen in den frUhen

Orgeltabulaturen, no. 35

Rosenberg, "lJ'bertragungen einiger bisher nicht aufgelBster Melodienotierungen ••"

Zeitschrift fUr Musikwissenschaft, 14 (1931-2), p. 67-88

]esseler, "Deutsche Lieder von Robert Morton und Josquin," (1948/71)

Besseler and Gulke, Schriftbild der mehrstimmigen Musik, (1914), p. 100-101.

Edition:

1. Formal edition (p. 384). Music base: Schedel; text base: Loch
modernized

2. Variorum (p.430) Base: Pix

3. Examples to "Note on the Sources" (p.426).



Source Key-sig ~ensuration Mid-point Texting Subsequent Notes
text

Per - ~ - 0 0 0 - - - "Motectus
Morton"

Dij b b ~ 0 0 - t i - complete French rondeau
quatrain,
Vive ma dame

Pix ~ ~ ~ 0 0 0 t i i same poem
as Dij

Q16 ~ ~ ~ ¢ ¢ ¢ i i i Incipit: Lent
et sco1orito

RiccII - ~ ~~ 0 0 0 i i i Incipit:E1ent

Sched - 0 0 - f t - Text: E1end
du hast

Spec - - - 0 0 - t .. - Text: Tn
sine principio

List of errors not incorporated into the Va~iorum:

Discantus: 2 i 2~ originally C for D in Sched, but with correction

mark/ 9 i 4: sb. for l!1L in Sched/ 12 i 1-4: l!1L ~ ~ .§.I!!. for.!!!. .:?!!!. !!l~

in Sched/ 17 i 2: !!!.-rest for .§l-rest Sched/

Tenor: 7 ii 4 - 8 ii 1: stem missing from ligature in Dij, giving

~l for.§l~ 8 ii 3: A for B in Dij/ 9 ii 1: om. RiccII/ 9 ii 1:

G for F in Dij/ 11 ii 5 - 12 ii 2: Bsb. for B~b Am in Spec/ 19 ii 5:

om. Perl

Contratenor: 5 iii 1: om. Sched/ 26 iii 1: rest om. Q16/

26 iii 2-3: D B for F D Spec/ 26 iii 4: A for G Per
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Note on the Sources

The Variorum is based on Pix only because this results in the

least complicated set of variants; yet several readings in Pix and its

neighboring sources are almost certainly wrong. In m.3, for instance,

Pix, RiccII and Dijon all have the Discantus and Contra both leap to

a dissonance of a seventh which is substantially ameliorated by,the

figuration in the sources Per Schedel and Spec (ex.l).

Something similar happens at m.II-12. The Discantus leaps a

fourth to G against a Contratenor A in Dijon, Pix, Ql6 and RiccII.

The Contratenor reading in Per Schedel and Spec is far more

satisfactory.

These two examples may provide the clue for deciding on the

correet reading at m.~o-ll. It seems logical to suggest that the

original version is that in ex. 2a, as found in Per and Spec, that

somewhere the Tenor B was misread A, as in ex. 2b f~om Dijon, and

that the obvious solecism was wrongly emended as in ex. 2c from

p'.1X, RiccII and Q)6. The 6/4 chord at the beginning of m.ll in

this final version is poor and cannot be correct.

So Schedel has been usee for the edition. Unfort:mately it

contains more errors than any other source. It has been reconstructed

with the help of the closely related versions Per and Spec; the

",'lestern manuscripts Here used as a guide to chromati~ism. In as much

as a stemma of the sources is possible, it would look something like

this:



ca. 1460 Scnedel

ca. 1480

ca.1490

ca.1500 Spec

Pix

I.RJ.ccII Q16
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German text

Sources:

Schedel f Ilv-12 Part of first stanza underlaid to Tenor; even less

underlaid to Discantus.

Schedel f 154-5 12 stanzas of a different poem "Ellen:i hat mich

umbfangen" (ed. in Fromann, see below) which fits the music

well but differs from the text underlaid to the music rather

too strongly to permit its use for an edition of the music.

Loch p. 5 3 stanzas of a poem corresponding to that in Schedel

f Ilv-12; ed. in Sa~~en and Petzsch (see below), facs. in

Ameln (see below).

Editions:

Eitner, Das deutsche Lied (1880), p.68"'9 (Loch)

Rosenberg, Das Schedelsche Liederbuch (1933), p.8-9 (from Loch)

Salmen and Petzsch (1972), p.16-18 (from Loch)

Ii'romann, "Das }1Q11.chener Liederbuch, II Zeitschrift fUr deutsche

Philologie, 15 (1863), p. 117-119 (from Schede1)

Ameln, Lochamer Liederbuch (1972) (facs.)



Base: Loch

Elend, dw hast umbfangen mich,

Ioh waiss nit wem iohss klagen sol.

Mein hBohste fraw, swar ich main dich,

Wer ich pey dir, so wer mir wol.

Wenn ichss wesynn,

So sind dahin

Mein frewd, das ich nit pey dir bin.

Meim herz ist wee, wenn es gedenokt

Das es von dir geschaid.en ist,

Vor unmut es sich nyder senckt.

Ich pitt dich, fraw, zu aller frist

Hallt dioh zu mir

In steter begirt

Desgleichen will ich tun zu dire

W2S ioh ir sioh, so gefellt mir nit

Fur dein gestallt, das wiss fUr war;

Mein herz vor jamcr schier zerbricht.

L~sst dw dich ich°i; verweisen, zwar:

Es wirt dich gerewen

Solchs falsohs untrewen,

Des ich dir, fraw, doch nit getraw.

Emendations: 1.8: "rlfeinem herzen" in HS/ 1.10: "senckt" as "sencket"/

1.11: "zu·.aller frist" is Petzsch's hypothetical emendation of the

original "durch all den guet" / 1.14: "Desgleichen" as :'Des selben

geleiohen"/1.16: "wiss" as "wisse fraw"

The text used for the edition is transliterated into modern German.



French text

Base: Dijon

Vive rna dame par amours

Qui m'a donne toute liesse;

Je la retiens pour rna maistresse

D'icya la fin de mes jours.

En elle sont tous mes labours

Et aussi toute rna richesse.

(Vive rna dame par amours

Qui m'a donne toute liesseJ

Ses jeulx me donnent grant secours

Et c'est de moi dame et princesse.

C'est de tout mon cueur la noblesse;

Je n'ay ailleurs autre recours.

(Vi ve rna dame par amours

Qui m'a donne toute liesse;

Je la retiens pour rna maistresse

D'icy a la fin de mes joursJ

Emendations: 1.4: "tiens" as "retiens" following Pix and scansion/

1.12: "recours" as "secours" to avoid redicte ,...ith 1.9
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Chapter fourteen

Clest temps: Caron and the Question of Ascriptions

A songe that is trewe and ful of swetnes

May be evyll songe and tunyd amyse;

The songe of hymselfe yet never the les

Is true and tunable, and syng it as it is.

Then blame not the song, but marke wel this:

He that hath spit at another man's songe

Will do what he can to have it songe wronge.

Wm. Cornyth, A Parable Between Informacion
and Musicke
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If the style of Vien avante (see ohapter 11) looks like that of

Clest temps, the similarity of the two oould explain why the oompiler

of the Perugia manusoript, or of the souroe from whioh he worked,

thought both songs were by the same oomposer. The purpose of this

ohapter is to provide the basis for deoiding whether that soribe was

right, and both pieoes are by Morton, or whether he was wrong, in which

oase the on]~r d~oumentable alternative is the information in the

Casanatense manusoript, that Vien avante is by Basin and C'est temps

by Caron. There is more extant musio by Caron that by Basin; but that

hardly makes the problem simpler.

The apparent similarity of the two pieoes as they appear in the

Perugia manusoript is the result of many external faotors. The voioes

have similar part ranges (in Perugia, that is; our edition has

Vien avante at the Casanatense pitch, a fourth lower). They also

move similarly. In partioular, the Contratenor lines in m.17 and 18

of Vien avante prepare for the final oadenoe in a way similar to m.15

and 16 of Clest temps. Moreover the low C of the Contratenor part

appears just twioe in each pieoe, signifioantly breaking what seems

almost like a drone on D, and the seoond time also providing a kind of

preparation for the return that leads to the final oadenoe. The

struotural importanoe of this is different in the two pieoes, beoause

Vien nvante finishes on G and C'est temps on D, but the effeot on the

ear is remarkably similar.

Another point of oontaot between the two pieoes is their form.

Both are apparently Rondeaux quatrains but with an extension between

the end of the seoond line and the mid-point oadenoe, an extension
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just long enough to admit the possibility that they are actually

Rondeaux cinquains. Moreover both open homophonically and then build

their second, third and fifth lines in canonic imitation between the

upper parts with the Contratenor joining briefly in the imitation

at the last line~ Each song takes its mid-point cadence with the

Discantus hovering on the third of the chord, and each resolves the

uncertainty thus created by having a proper cadence in the middle

of the next phrase, exactly three breves later. Between these two

cadences, the beginning of the seoond half of the song opens with

each in the same manner of successive entry of Discantus and Tenor,

albeit without imitation in either case. With the exception of the

second, all the lines cadence on equivalent degrees of the scale.

These similarities suggest that the composer of the one owed

something to the composer of the other, but scarcely that the two

were composed by the same man. There are other factors of similarity,

in the use of imitation and canon. That strange moment in Vien avante

where the canonic writing is interrupted by one non-eanonic note to

avoid a problem in part-writing has its exact parallel in Clest temps

at m.3, where the B in the Discantus would strictly require E in the

Tenor immediately after, which however would give a fourth below the

Discantus and would be therefore ungrammatical. Apparently without

blinking the composer cheats and puts an F in the Tenor. A composer

of the next generation, perhaps even of the next decade, would have

allowed the fourth to stand and made it sound consonant by placing

a C in the Contratenor, the~eby making a perfectly satisfactory first

inversion triad; but this generation was still one in which the Tenor
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was required to make perfect counterpoint with the Discantus.

These factors may perhaps help to explain why it could happen

that a scribe or some other musicians of the time could think the

two were by the same man. Yet there are stylistic differences.

The Contratenor of Vien avante occasionally rises above the Tenor

whereas in Q'est temps it is kept firmly below. The difference

might well be ascribed simply to chronological development: there

are grounds for seeing the whole fifteenth century i~ music as an

evolution from harmony with a Tenor and a Contratenor in the same

clef and with the same range through the more s€' ..,arated pa.rts until

the Contratenor became so regularly the lowest part in its own right

that it joined in the imitation, became the harmonic foundation of

the music and acquired the name Contratenor Bassus or simply Bassus.

Within this pattern - slightly simplified though it may be - the

chronological development from the structure of Vien avante to that

of Clest temps is only a matter of years, and has nothing to do with

the fact that the two pieces may be by different composers. Indeed,

Morton himself wrote at least two songs with Tenor and Contra in the

same range.

But there is a further feature that the two songs have in common

which would not have been visible to the c6pyist of the parts,

though it must surely have been audible. A progression between the

Tenor and the Contratenor that includes movement in octaves not only

appears in both pieces, but does so with the same Discantus context

in each: 9X.1.
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Such a progression is not to be found in the more authentic works

of Morton. Yet it is found relatively often in Caron's works; and

in general the arguments in favour of an ascription of C~ est temps

to Caron rather than Morton are compelling even though James Thomson,

in his dissertation on Caron, seemed hesitant to lay too strong a

claim on this piece for his composer.

It is firstly the spread of the sources that makes C'est temps

seem an i~probable work of Morton. Its ascription to Morton in the

Perugia manuscript alongside the ascriptions to Morton of the pieces

discussed in the three preceding chapters is, in the circumstances,

already a reason for doubt; but further doubt arises from its presence

in the manuscripts Florence 229 and Verona 15l, neither of which

contains otherwise a note of Morton. Both are from the 1490s or later,

and the delicate question being ~onsidered here reqUires brief

mention of the situation with late sources and with 10urces

containing only a single piece by Morton.

Only three sources later than Florence 229 and Verona 151 contain

any Morton: Specialnlk and CopII both contain Le souvenir, a piece

with enough sources to classify it as one of the songs that was

available allover Europe for a number of years; and Grey contains

N'aray je jamais, the most widely represented piece by Morton. That

C~est temps, with only six sources, is in Florence 229 and Verona 151,

neither of which contains any other Morton, is at least a matter for

suspicion: both sources contain several pieces by Ca~on.

Sources containing only a single piece by Morton are, not

surprisingly, more frequent. But the pattern they set is rather more
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surprising in the degree to which they suggest scepticism as to

certain songs. Parma contains only Que pourroit of Morton, but

since it has no more than eleven pieces in all, its witness is

misleading. BerK, Nivelle and Grey contain only N' aray rie jamais,

Morton's most widely distributed song, and therefore the most likely

to have found its way into sources that othar~ise oontain none of

his music; CopII and Specialn!k contain only Le souvenir, the next

most widely distributed song. The other two manuscripts with only

one piece are Schedel, containing Elend, and eMF, containing~

servicio, both songs Viewed already with deep suspicion. Once

again, the presence of C'est temps in Florence 229 and Verona 757

leaves the impression that it may not be by Morton.

James Thomson, analyzing the musical style of Caron, singled

out three figures that he found particularly common in Caron's works.(l)

He was understandably hesitant about them, being prudent enough not

to suggest that they were fingerprints of Caron's style; yet it is

curious that they appear in C'est temps but not in the more authentic

works of Morton.

They are:

1. Ex. 2, which appears in m.5-6 of C'est temps, Ex. 3.

2. A triadic motive exemplified in the Missa Jesus autem transiens

and the Missa L'homme arme,(2)found in m.14-l5 of C'est temps.

3. Ex. 4, which opens C'est temps (though it does also appear in

Paracheve ton entreprise}.



from Thomson, ~ Introduction (1964), p.25 and 31
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from Thomson,"A!l Introduction (1964), p.32



Another feature that draws special attention in Caron's work is

his use of canon. Perhaps the most famous case is in his song

Helas que pou...-rai devenir in which the Discantus and Tenor intertwine

in a bewildering series of canonic passages at every possible time

interval but with special attention to the closest. The close

canonic imitation that begins in C'est temps on the last note of m.2

(Discantus) is admittedly neither as extensive nor as intricate as the

imitations at the same time-interval in Helas (see ex.6) but it

does suggest an interest in artifice that it is hard to find in the

more securely attributable works of Morton.

Yet a further feature found in Caron's music but not in other

songs of Morton is the strange counterpoint shown in ex.l. This

curious progression whereby two parts can move from a unison out to

an octave also appears, for instance, in Caron's Mort ou mercy

(ex.5), a song that deserves its position in a dissertation on the

songs of Morton by virtue of the fact that Marix misread its incipit

as "Morton mercy" a.nd deduced that it referred to Robert Morton.(3)

This is not possible: qUite apart from the correct reading of the text,

which is confirmed in Mellon, a source unknown to Marix, the song is

in a long drawn and expansive style that places it considerably later

than a.."ly surviving song of Morton. The Contratenor begins the

imitation which at the opening of the piece and after the mid-point

cadence runs through all three parts; this too is a favorite opening

gambit of the next generation but scarcely to be encountered in the

songs of Morton or his contemporaries.

Further similarities between Mort ou mercy and C'est temps could
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be mentioned. The free open use of duple time, the presence of

several figures that seem to require interpretation along the lines

of inegalite mentioned in chapter 11, and the intricate rhythmic

shapes across the tactus (see m.3l-4) as well as the striding

nature of the Contratenor in m.1-9.

But to return to the differences between C'est temps and other

surviving Morton songs, perhaps the most startling is its lack of

melodic flow. Not all Morton has the grace that was seen in Le

souvenir and N'aray je jamais; but all does show that conscious

search for line and balance, especially in the Discantus parts.

Whatever its other qualities, the highest part of C'est temps could

hardly be credited with melodic persuasiveness. In many ways it

recalls the opening of Caron's most famous song Helas, see ex. 6.

In both, grace is sacrificed to richness and to a variety of

motivic material.

C'est temps differs from all the other Morton songs except

the equally dubious Vien avante in its metrical structure. It would

not be true to say that these are the only songs in the corpus with

an imperfect mensuration; but they are the only ones in which that

mensuration is confirmed by the fall of the accents and by the total

length of the song.

Thus C'est temps separates itself from the known body of

Morton's work in its syntactical stru~e, in its melodic sense, and

in its use of mensuration. When the song is put alongside the rest

of Morton's work, it raises suspicions from a stylistic viewpoint,

just as it had done from a consideration of it sources. One could
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perhaps explain the curiously crabbed melody by saymg that it

(like Vien avante) was an early work, written at a time when Morton

had not developed the sense of perfectly balanced contour found in

Cousine and Paracheve nor the classical smoothness of line found

in Le souvenir and N'aray je jamais; but conversely, the only

reasonable explanation of the strange selection of sources

containing the piece would be that it is later than the other works.

So while there may not be sufficient evidence to state that the piece

is definitely not by Morton, the attempt to explain its presence

among his work would entail enough nontradictions to discourage

any classification that did not relegate it to the severely

doubtful works of Morton•

• • • ••• • • • • • • • • • •• • •

Yet such a conclusion brings us face to face with the strangest

paradox in this whole study. Four songs ascribed to Morton and

appearing close together in the manuscript Ferugia 431 now appear all

to be of doubtful authenticity, and each for entirely different

reasons. One ascribed to Basin in another source was rejected from

the Morton canon partly because nobody but a scribe very close to the

Burgundian court would even have heard of Basin and an ascription

to such an obscure composer always commands tremendous respect. One

ascribed elsewhere to Caron was considered a doubtful risk for Morton

because it seemed close to Caron's style and because it appeared in

two late manuscripts that contain no other Morton. Pues servicio

was rejected because it gives no evidence of having been written

with any text other than the Spanish one it has in the Cancionero del
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Palacio; because there is no known evidence of Morton's having been

in Spain; because it is far more Spanish in style than anything else

in Morton's output; because it has nothing at all in common with any

of his other works; and because it seems to come from a time when

we know Morton was at the Burgundian court chapel. Finally "live ma

dame/Wlend was rejected because it belongs so firmly in the mainstream

of German court song in the years 1460 to 1480 and its inclusion would

require assumptions of Morton's presence in Germany during the 1450s.

These arguments are naturally tentaive since their biographical

aspects are based on the assumption that all his creative years were

thosEl spent at the Burgundian court and the stylistic judgments are

based on only a hundred or so measures of music accepted as relatively

authentic. Yet the very variety of ways in which the four pieces

ascribea to him in Perugia seem not to be authentic somehow adds to

the strangeness of the situation and demands some attempt to organize

the contradictions into a coherent pattern.

Evidence in support of the Morton ascriptions in the Perugia

manuscript may be assembled as follows:

1. Perugia ascribes four pieces to Morton, more than to any

other single composer, unless "M" (9 ascriptions) and "FM" (4

ascriptions) are counted.

2. With only 38 pieces ascribed out of a possible 172, Perugia

cannot be classed as one of the sources to ascribe with profligacy.

(And, by way of contrast, the source that contradicts two of the

Morton ascriptions, Cas, attempts to provide an ascription for

practically every piece.)



3. With the surviving ascriptions in the manuscript including

one to Magister Symon (le Breton) and one to Dux Burgensis (presumably

Charles the Bold), the manuscript gives every impression of haVing been

compiled by somebody well acquainted with the Burgundian court circle.

4. Naples, where Allan Atlas traces the origins of this

manuscriPt,(4)was evidently the center that had the most connections

with the court of Burgundy.

5. The four Morton ascriptions appear together and were

presumably taken from a common parent source. They seem to support

one another; but, on the other hand, the ~guments that weaken the

authority of anyone of those ascriptions must correspondingly weaken

the authority of the others.

And indeed, the manuscript's credibility as a source of Morton

songs must fallon several points:

1. Le souvenir, which appears here with a pedestrian (and unique)

fourth part ha~ text underlaid to the Discantus and, of all parts,

the Contratenor. The text is in such appalling state that one might

reasonably ask whether the scribe could be trusted to read an

ascription correctly. As it happens, this piece- one of Morton's

most famous - is not ascribed in Perugia; and the texts both here and

elsewhere in the manuscript show clearly that the scribe wa~

distinctly ill at ease not merely with the French language but also

with French scribal practice.

2. The title "Motectus" on the song Elend du hast !Vive ma dame

implies that it was copied f~om a source with a Latin contrafact

text (see chapter 13 above). Such sources have so far been found
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that this work derived from a Germanio manuscript.

3. At the same time, the piece Pues servicio is otherwise only

known from Spanish sources (one musical, the rest poetical), and is

strongly in the Spanish style of the 1460s. If the Perugia scribe

copied this and his I1Motectus" from the same parent source, perhaps

the source was less uniform that he had imagined. Such mindless

copying of a little fascicle that just came into his hands is in

fact the most cogent explanation of the curious discrepancy of

style between these two pieces: if the scribe had heard them both he

would immediately have sensed the difference and would presumably

have had second thoughts about ascribing both of them to Morton.

4. Purely as a document and as a book, the Perugia manuscript

is perhaps the least prepossessing of all the fifteenth-century

songbooks. Some pages are laid out in formal fashion, but for the

most part the book is a ragbag of bits and pieces, written in widely

divergent styles, probably assembled over a number of years and full

of the kinds of musical errors that suggest an extremely disorderly

mind in the scribe. And if the arguments presented earlier in this

dissertation, particularly those in chapter 2, have suggested that

there is every reason to exercise great caution in accepting the

authority of the more formal and traditionally set-out sources, then

a source such as this requires even more care - not necessarily

because of the scrappy writing and disorganized assembly, but

because there is repeated evidence throughout the manuscript that

the copyist had misunderstood his sources.
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There might be an argument for suggesting that the scribe had

received a nfascicle-manuscript" containing these four pieces with

one ascribed to Morton and had simply deduced that all four must be

his; yet my own reaction to such a suggestion would be that it is

difficult to imagine which of these four could possibly be an

authentic work of Morton•

••••••••••••••••••••

It may perhaps help focus the situation a little if the other

Morton ascriptions are briefly examined.

Of the twelve pieces discussed in this dissertation the only

one to be ascribed to Morton in more than one source is also the

most widely distributed song, N'aray je jamais. Of the eight

sources containing ascriptions to Morton, five have his name only

once: two of these, Mellon and Col, ascribe N'aray je jamais and

are thereby supported both by one another and by the ascription of

the same piece in Florence 176; the other three are slightly more

difficult to accept unreservedly, Pix ascribing the unicum Mon bien

ma joyeux, EscB ascribing the unicum Plus j'ay le monde and Parma

ascribing Que pourroit. But of these three, Pix seems a highly

responsible manuscript in every way, particularly in its musical

readings, and EscB is extremely sparing with its ascriptions as well

as being ~~ exoellent source in terms of its musical readings. Parma

is largely devoted to theoretical works by Gaffori with a small

musical collection comprising four anonymous pieces, six ascribed

"Gofforus" and one piece ascribed to Morton, an ascription so unexpected

in its context and so convincing in terms of concordant sources and
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musical style that it has been accepted with confidence.

This leaves only the three sources with several ascriptions to

Morton, Florence 116, Casanatense and Perugia 431.

The Florence manuscript contains three pieces that can be

ascribed to Morton and all three are so ascribed in that manuscript.

Only the ascription for N'aray je jamais is actually confirmed

elsewhere, but none is contradicted and the lie of the ground seems

to support a feeling of confidence in them. Chapter 2 showed how

the reading of N'aray je jamais in F116 led to the belief that it

contGins corruptions (like most other sources of this particular

song); but consideration of emendations or alterations in the actual

notes should probably be kept separate from attempts to evaluate

the ascriptions in the same manuscript. In this source the three

Morton ascriptions for Le souvenir, N'aray je jamais and Cousine

seem to have been entered by a hand different from the one that

copied the music, to judge from the micr.ofilm;(6) but the writing

is in a fifteenth-eentury style and probably not a significantly

later addition. The writer, who Rifkin suggests also proofread the

manuscript, entered them presumably because he had special reasons

for knowing that the pieces were by Morton - reasons perhaps not

evident to the original copyist. An ascription to a major composer

in such circumstances might be suspect, but when made to Morton, a

man of fewer than a dozen surviving songs, it carries substantial

persuasion.

The carefully written song manuscript in the Biblioteca

Casanatense at Rome occupies a special place among the sources for
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Morton's songs because it is written entirely in one hand and shows

signs of being more carefully prepared and organized than any other

collection of the time - not in being lavish, for it has none of the

precious elegance of the Cordiforme chansonnier, but in each song

having its place that had eVidently been decided long before copying

began. The greater part of tr:e volume is taken up with songs in

three P3rts: only occasionally, when a right-hand page would

otherwise have been left blank, a canonic piece in four·."parts is

inserted. The four-part music proper is all collected in the last

folios of the manuscript, beginning with f 145v. Jose Llorens(7)

has shown that the arms at the foot of f 3v are a combination of

those of the families Este and Gonzaga, and he identified the

manuscript as having been prepared for the wedding of Isabella d'Este

and Francesco Gonzaga in 1490. His suggestion is supported by the

23 pieces ascribed to Johannes Martini in the manuscriPt,(8)

constituting a larger contribution than came from any other composer:

Martini was at the Este court in Ferrara from before 1475, and his

letters to Isabella show that he was her music teacher.(9) Nothing,

however, except the arms and the planned writing of the manuscript

suggest that it is in any way special.

It contains four pieces that might be by Morton, and they are

ascribed: "Caron," "Basin," "Morton" and "Borton:' Of those, the one

with his name in the correct form, "Morton," appears in the Casanatense

manuscript with the evidently corrupt title "La perontina" (see chapter

5), whereas the full text in the Mellon chansonnier and two other

poetry collections begins "Parache~re ton entreprise."
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In relation to these problems, the following points could be

made:

1. The manuscript adds ascriptions to all but se~enteen of its

123 pieces. Most of them seem reliable, but the scribe was surely

searching for as many attributions as he could find, and he may

therefore have made errors. Josquin appears as "Boskim," and the

scribe may not have been very close to Josquin, for that piece, the

four-out-of-two canon En l'ombre d'un buissonet, appears without any

indication that it is canonic. The ascription "Borton" on the

four-part version of L'homme arme has been accepted as referring to

Morton ever since its first discovery by Ambros, ~lnounced in 1868;

and the arguments pres~nted in chapter 7 should have been sufficient

to confirm what for Ambros was an uninformed guess; yet that form of

the name, so carefully inscribed at the head of the piece, is a

warning that the compiler or the copyist was..Jlot fully aware of the

details of the Burgundian court's musical chapel.

2. Yet, close though the manuscript is to the world of Martini

(23 ascriptions) and Agricola (16 ascriptions), there is also a

largish representation of an earlier generation of composers from

the Burgundian court, suggesting some fairly close connection and

direct sources. Of the nineteen surviving pieces attributable to

Hayne van Ghiseghem, ten appear here, nine of them ascribed to him.

There are only three unica in Hayne's surviving works, and two of

them are in this manuscript. Also from the North is the only known

piece by "Jo Dusart" who is mentioned in Compere's motet Omnium

bonorum plena and was Magister puerorum at Cambrai cathedral in
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1462-4:(10)hiS piece Rose playsant is ascribed elsewhere to Caron (F229)

and to Phi1ipon (Canti C). Eleven pieces are ascribed to Busnois,

and the presence of pieces ascribed to lesser northern composers such

as Basin, Mo1inet, Morton and Joye suggests deeper northern roots.

There are in addition several titles in Flemish or showing Flemish

influence in their orthography: Scon lief, Ghenochte drive, Ve1upern

1aet aus as well as Dunch au1ter amer and Ma bouch fijt, to mention

only the most obvious examples. And finally, for what it is worth,

the motto of Charles the Bold, "Je l'ay empris," appears at the head

of a work by Ghise1in, and even though the music is actually part of

the Kyrie from his Missa De 1es armes (Petrucci, 1503), the Duke's

connection with the motto is undisputed.

Many of the spellings in the manuscript, and particularly the

spelling "Borton" and the curious formulation "La perontina," seem to

suggest a scribe adhering slavishly to the parent source; and this

could either be because he was stupid or because he had some reason

for confidence in the information it contained. So it would be rash

to ignore that ascriptions here of C'est temps to Caron and of~

avante to Basin. Even with due allowance for its 1atish date

(c.1490) and for its unusual nature (having no texts at all), there

is every reason for taking the Casanatense manuscript very seriously,

particularly as concerns its ascriptions of northern pieces.

Returning to the Perugia manuscript from Casanatense is a

disturbing experience, a return from an extremely elegant and formal

manuscript to a messy and disorganized one, from - it must be admitted ­

a source so careful that it conceals much of its own character to one
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so disorganized that it may never entirely be sorted out. But the

crucial issue between them concerns their conflicting ascriptions

for Vien avante and Clest temps. For whereas the two other Morton

ascriptions in Perugia seem relatively easily disputed in terms of

national song traditions, styles anidafes, these two are far more

dangerous, concerning composers who worked in approximately the same

tradition and perhaps lived close to one another - but half way across

Europe from either of the sources under consideration.

But there is so much about the Perugia manuscript that is stange

bizarrely copied somewhere in the Neapolitan area, full of different

pen styles, ascribed with unrecognizable initials and replete with

musical blUllders - that these four ascriptions to Morton mu~~ surely

be regarded as requiring special treatment: while there is plenty of

room for disagreement concerning their authorship, there can be no

question that each is extremely dubious and that they inevitably

weaken one another.
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Footnotes

1. James Thomson, The Works of Caron: A study in Fifteenth-Century

Style (diss., New York University, 1959) summarized in Thomson,
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3. Marix, Histoire (1939), p. 196.

4. Atlas, "On the Origins of the Manuscripts Berlin 78.C.28 and

Perugia 431 (G 20)," unpublished paper, 1974.

,. This statement must be qualified since the emergence of Grey,

a Benedictine manuscript containing several contrafacts and

evidently emanating from the Northern Italian area, see Cattin,

"Nuova fonte" (1973); but the weight of evidence still seems to

suggest German origin for this piece and its source.

6. Rifkin, "Sr:ribal Concordances (19'i~), on p. 318 states that a

main music hand copied all the ~ ic down to f 132 and that a

different hand added much of the tt~t, all the ascriptions, the

foliations and the index; the J~ond scribe may also have proofread

the volume.

7. Llorens, "El codice Casanatense 2.8B6" (1967), on p.165-9.

8. Three others are ascribed to him elsewhere, see Martini,

Secular Pieces, ed. Evans (1975).

9. See Martini, op.cit., p. viii-x.

10. See Finscher, Loyset Compere (1964), p. 15.



C'est temps perdu d'estre en amours

Per f 61v-62 "Morton" "Est temps"

Cas f 51v-52 "Caron" "C'est tamps perdu"

458

Form unknown (?Rondeau quatrain)

Col Nlv-N2 (no.1l7) - Sev f 99v and Par f 31 "C'~st tempz perdu d'estre
en amours"

F229 f 92v-93 "C'est temps perdu"

RiccII f 82v-83 (no.66) "(C}'est temps perdu" (omitted from index)

Verona 151 f 64v-65

Previous editions:

ed. Marix, Les Musiciens (1931), p. 95 (from Per)

ed. Thomson, Caron (1916), p. 110 (from Cas)

Facsimile:

Col: in Plamenac, Facsimile Reproduction (1962), p. 13.

Related poem:

C'est temps perdu de servir sans congnoistre

Dresden, MS Jean de Saxe no. 91

Lille 402, no. 91

Paris 1119 f 22

Paris 1122 f 25v (With extensive variants)

Paris 19182 f 88v

La chasse et 1e depart (1501), Vii "liondeau d'un amant a. sa dame"

Modern editions of this poem:

Bance1, Cent guarante cing rondeaux d'amours (1815), no. 112

Fran9on, foemes de transition (1938), p.204 (from Lil1e)
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Edition

1. Formal edition (p.433-434) Base: Col

2. Variorum (p.461-462) Base: Col

Source Key-sig Mensuration Mid-point Textlng Subsequent Notes
text

Col C C C I, t - 1 i i
I I

Cas C C C f f 1, i i i "Caron"
II II

F229 ~ .- ¢ ·i ¢ i i 1

Per C C C i i i "Morton"

RiccII - ~- C C C i

Ver C C C - - -

List of errors not incorporated into the Variorum:

Discantus: 4 i 4-5: sf sf for.!!!~ RiccII/ 7 i 7-8: BA for AG VerI

7 i 8: F for G Perl 9 i 3: followed by an extra mP F229/

13 i 5: sb for ~ F220/ 14 i 3: ~ for sb RiccII/16 i 2: ~ for

sb RiccII

Tenor: 8 ii 8 to 9 ii 2: sb !£ Ver, causing parallel 5ths/ 14 ii 3:

~ for sb RiccII/

Contra: 4 iii 2: D for C F229/ 7 iii 4-5: .!!!.L for ~ "" m-rest RiccII!

13 lii 4: D for C F229



Text

Base: Col

Clest tempz perdu dlestre en amours

(no more survives)

Major variants: "Clest tamps perdu" Cas/"Est temps" Per, RiccI!
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Part IV Conclusion

Chapter fift~

Morton's legacy

Brusselle adieu, ou les bains sont jolyz.,

Les estuves, les filletes plaisans;

Adieu beaute, leesse et tous deliz.

Eustache Deschamps, Ro. 552
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Morton's worthiness as a subject for a doctoral thesis may well

need some explaining here. With one third of the small body of

surviving music ascribed to him now rejected as probably not his work,

what is left?

The answer, of course, is far more positive than mere figures

suggest. The remaining songs have more clearly definable qualities

than did the assortment of pieces hitherto assumed to be Morton's

work. The various chapters have attempted to show how Le souvenir

and N'azay je jama~ fully earned their places among the most widely

distributed songs of their time, how Que pourroit plus faire has

similar qualities right in the centre of the Burgundian court song

tradition and may have missed complete success only because of a

slightly over-ripe chromaticism, how Cousine lies in a series of

pieces from the richest and most generous musical patron of the l460s

and l470s, how Mon bien m'amour witnesses interesting experiments

with the material from an earlier song, and how both Il~ra pour

vous/L'homme arme and Paracheve ton entreprise are further witness

of a resourceful mind attempting to mould new patterns with a

strongly formalized courtly musical art.

Every effort has been made to keep value judgments approximately

in line with those that can be discerned from the surviving fifteenth­

century sources. Nobody need apologize for expressing unbounded

enthusiasm over Le souvenir or N'aray je jamais since both appeared

in as many sources as any song from their time or before, excepting

only Hayne van Ghiseghem's De tous biens plaine. Even so, Morton's

name was perhaps not so widely known as his music, and the main
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purpose of this concluding chapter is to glance at some of the

contemporary references to him or his work with a view to pulling

the valua judgments expressed here more severely into line with those

of the fifteenth century.

John Hothby's famous list of composers must be the earliest of

the theoretical references to Morton. Seey dates the Dialogus in arte

musice ca. 1480, just before the publication of the Musica practica

of Ramos against whose theories it is directed.(l) In the section

"de Clavibus" Hothby explains the various meanings of the \-ford "clavis"

to his student. For Ramos it had meant only a clef (in the modern

sense), but for Hothby and for the ancients he cites, its meaning

is much broader. In particular it can mean the first note of a piece,

for this normally "opens the door" to what is to come and is therefore

something akin to "keynote" in the modern sense. He explains this

further by adding:

Satis manifesta sunt veluti in missa Te Gloriosus in qua

G acuta depicta aperit carmen illud sicut ostium clavis

In quam plurimis quibu~dam aliis cantilenis recentissimis

quarum conditores plerique adhuc vivunt, Dunstable Anglicus ille,

Duray, Leonel, Plumere, Frier, Busnoys, Morton, Octinghem,

Pelagulfus, Micheleth, Baduin, Forest, Stane, Fich, Caron, A

secundi ordinis invenitur, quae clavia sane rarissima est,

quam divus Gregorius insectatur et tuus Ycart artis musicae

expers quamviscantores imitari conetur.

Spelling and grammar are dubious throughout the manuscript in

which this treatise is found, and punctuation is always at question.(2)

But a rough translation is as follows:
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These things are clear enough, for instance, in the Missa

Te G10riosus in which a written high G opens the carmen (the

Discantus part] just as a key opens a door. In many other most

recent songs, many of whose compaers are still living, Dunstab1e

the Englishman, Dufay, Leone1 [Power), Plummer, Frye, Busnoys,

Morton, Ockeghem, Pe1agu1fus, Miche1et, Baduin, Forest, Stane,

Fich, Caron, A of the second order is found; but it is extremely

rare for St Gregory inveighed against it, and your Ycart, so

skilled in the art of music, tried to imitate it.

This list of composers is merely a list of those who happen GO

have written pieces that demonstrate Hothby's point; it does not

imply any value judgment whatsoever apart from the assumption that

their practice is orthodox and may be held up as an acceptable

refuta'Uon of the ideas expressed by Ramos. On the other hand,

these are the composers who came to mind for Hothby, and it is worth

identifying the lesser-known names which provide a context for

Morton.

The Missa Te Gloriosus has been identified by Reinhard Strohm

in the Ms. Lucca 238.(3) Only the end of the Kyrie and the Gloria

survive, both with the highest part written in G clef and beginning

on the note G. Since it is in five parts, it cannot have been very

old at the time Hothby was w~iting.

Dunstab1e, Dufay, Leone1, Plummer, Walter Frye, Forest, Caron,

Buenois and Ockeghem are all well-known and distinguished company for

Morton. It need only be added that Leone1 died in 1448, Dunstab1e

in 1453, Dufay in 1474, Frye in 1475: some of the men on the list

were already dead, as Hothby remarked.
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Michelet is known from just one song, the rondeau cinquain~

advient que mon dueil me tue ascribed to him in F176; it appears

anonymously in Nivelle, CopI, Dijon, Laborde and Wolf with the text

appearing in Rohan and Jardin. Stane must be Stone, the composer of

a Deo gratias agamus (4vv) in Lucca 238 and of two pieces in Modena

o(.X.I.II, Ibo michi ad montem mirre and Tota pulchra es; both the

style of the music and the position of the pieces within the Modena

manuscript declare the composer to be an Englishman.

It is possible that Fich is Henr~cus Tik. The scribal corruption

that made Ockeghem into Octinghem, Frye into Frier and Stone into

Stane could easily have made more substantial mistakes. Moreover

the appearance of the Missa Te Gloriosus and the Stone piece in the

Lucca codex, now in the city in which Hothby wrote his Dialogus,

encourages the identification of Fich with the Henricus Tik whose

3-voice mass also appears in that manuscript. He is also mentioned

by the anonymous theorist in the Seville manuscript C III 23 as

"enricus thil'r.,,(4) Nevertheless there seems a strong case for

suggesting that Hothbyi s "Fich" actually stands for Jehan Fede. The

kinds of scribal errors found in the sources of the time could easily

turn Fede to Fich. The "de" at the end can easily become "ch" if the

ascending stem of the "h" is merely placed a little too close to the

"c". Five works of Fede survive, i:!lld he was sufficiently famous to

have been mentioned in three poems of the time, Greban's Complainte

de la mort de Jacques Milet (1466), Cretin's Deploration sur la

trepas de Jean Ockeghem (1497) and Eloy d'Amerval's Livre de la

deablerie (after 1500).(5)
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Pelagulfus raises no particular problems because there simply

is no known fifteenth-eentury composer with a similar name. He has

disappeared without further trace. Indeed it is difficult even to

think of other composers of the time whose names begin with P except

for Philippon and Pietrochino Bonegli da Piccardia, sometimes called

Pietrequin.(6) The situation with Hothby's "Baduin" is altogether

different because so many composers have names beginning with B.

Baldeweyn and Barbireau are later and need not be considered. But

there would be stnng grounds for identifying Bad~in with Bedyngham,

Barbingnant or possibly Brebis. Of these, Bedyngham seems the most

attractive, being an Englishman who may, like Hothby, have studied

at Oxford.

Such is Morton's context in the list of examples supplied by

Hothby. A motley collection of composers, but nevertheless containing

most of the important names of the century, excepting only Binchois

and Hayne van Ghiseghem. Their music may not in fact have been very

well known to Hothby, for he was in Italy and they were at the

Burgundian court. But it is within this context that Hothby's

knowledge of Morton must be ~een.

When Tinctoris mentioned Morton he was being far more selective.

Describing the qualities of music in his treatise Complexus effectuum

musices, he says under the nineteenth "effect" that "Music glorifies

those who are proficient in it." (Musica peritoB in ea glorificat.)

After tracing the idea through Biblical and Classical antiquity, he

adds that in his own time many musicians have benefited in this way:
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Quis enim Joannem Dunetaple, Guillelmum Duray, Egidium

Binchois, Joannem Okeghem, Anthonium Busnois, Joannem Regis,

Firminum Caron, Jacobum Carlerii, Robertum Morton, Jacobum

Obrechts non novit. Quis eos summis laudibus non prosequitur,

quorum compositiones per universum orbem divulgate, dei templa,

regum palatia, privatorum domos summa dulcedine replent.(1)

For who does not know of John Dunstable, Guillaume Duray,

Gilles Binchois, Jean Ockeghem, Anthoine Busnois, Johannes

Regis, Firmin Caron, Jacobus Carler, Robert Morton and Jacob

Obrecht? Who does not honor with the greatest praise those

whose compositions, spread across the whole world, fill the

temples of the Lord, the palaces of Kings and private houses

with the greatest sweetness?

High praise indeed; and the names are evidently selected with great

care. Tinctoris, after all, was not ignorant about the work of other

composers of his time. His work is full of citations from their music

and comments on their practice. How might this list have been

constructed?

Evidently it began with units of three. There is a long

tradition in medieval literature of mentioning names three at a time;

it can be documented through the same period in England, for instance,

where Chaucer, Lydgate and Gower were frequently cited in one breath

though they are widely different in style, scope, interests and date.(8)

Dunstable, Dufay and Binchois belonged together as a unit in the same

way, and the tradition continued through to the seventeenth century.(9)

Another unit of three contemporary composers is Ockeghem, Busnois and

Regis. All from the same generation and presumably well acquainted

with one another, they too would easily have been included in the list
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together, even though Regis is clearly inferior to the other two as

a composer and wrote far less music, to judge from what survives.

The first six names on the list are therefore easily explained,

and their presence is to be expected. The last four require rather

more comment. Obrecht, for instance, is mentioned here for the first

time, and although he had evidently begun to acquire an international

name, his star was still on the ascendant.(19) Caron has been

discussed: his work is considerably more voluminous than what surviv~s

of Morton, but the only song by him to have a distribution comparable

to that of the most successful Morton songs is his curious Helas que

pourroit devenir.

It is difficult to accept with equanimity Tinctoris's suggestion

that everybody has heard of Jacobus Car1er. There are two men CL~d one

piece of music that might be connected with this name. A Jehan 1e

Car1ier was cantor at Saint-Vincent, Soignies, from 1426 to 1449.(11)

The other possible candidate would be Jehan Charvet, called Petit

Jehan. He ia first ~ocumented. at the Bur~~dian court as a clerc

in the chapel of Philippe 1e Bon, still count of Charo1ais in February

1411 (New Sty1e).(12) He appears in the records of the ducal court in

1420, 1425, 1428 and 1431 as well as in the re3ular chapel lists from

1436 to 1441 where he still appear~ as a clerc with the nomenclature

ItJehan Charvet dit Petit Jehan." In the next list, of 1442, he

appears as the head sommelier of the chapel, thus in an inferior

position to the one he previously held, and remained such until 1461

when he is mentioned for the last time. Perhaps he retired from

singing in 1442 after his career of thirty years and was pensioned off
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to the less arduous tasks of sommelier.(14) The name Petit Jean

appears as the ascription of one composition, the combinative

chanson Mon trestout et mon assotee/ 11 estoit ung bon homme in

Mellon (no.2e, p.64-69). A large four-part piece covering an

exceptional three openings of the manuscript, it can hardly have

been written b6fore 1460. It would seem, then, that this may be

another case of fragmented personalities. (noppelmeister would be

the wrong word, since at least three people are concerned and the

word Meister is inappropriate in the circumstances.) The Petit

Jan of the Mellon song is almost certainly different from the Jehan

Charvet dit Petit Jehan of the Burgundi?cn court (fl.1411-1461) who

in turn must be different from the cantor Jean Carlier at Soignies

in 1426-1449. Since the Mellon manuscript was written in Naples

and Tinctoris may even have had a hand in its cnmpilation, it is

possibly correct to suggest that the man he mentioned in the treatise

was the composer of the song, and entirely separate from the other two

characters mentioned above. But if so, the change of the name from

Petit Jean (in the Mellon manuscript) to Jacobus Carler_(in the treatise)

is considerable, and is only explicable if we hypothesize that

Tinctoris did indeed confuse the three gentlemen mentioned in this

paragraph. Petit Jean was the name of a Burgundian court singer whose

real name was Jean Charvet, a name which in tu.."'"Il was similar to that

of the Soignies cantor Jean Carlier.

Mention of the Mellon manuscript helps focus another aspect of

-the list Tinctoris assembled. All his names - assuming an indentification

of Carler to be correct - appear in Mellon except only the earliest,
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Dunstab1e, and the latest, Obrecht. Moreover two of them, Car1er

and Regis, are not known as song composers,(15)whi1e for Binchois this

is far the latest surviving ascription of any work. It would be wxong

to conclude that Tinctoris was working from Mellon (which however

includes two piec3s by him at strategic points); his unusually wide

knowledge of the music of his time is repeatedly displayed in his

writinga. However, the appearance of the names in a Neapolitan

codex of the same decade as the treatise suggests that Tinctoris

was, understandably, seeing thinga from a Neapolitan viewpoint and

writing for a Neapolitan audience. Other manuscripts thought to

have been copied in Naples and of similar date do not endorse his

se1eotion; but none of them can be associated directly with the

Aragonese royal court which owned the Mellon manusoript and ser;ed

as patron for Tinctoris. Tinctoris apparently knew that for his

readers the ten most famous composers of the oentury included Car1er

and Morton. But the wider conclusion from this is not that Morton was,

as Tinctoris suggested, world famous;it is merely that he was known

in the Neapolitan court.

The references in the theoretical literature are therefore both

ambivalent in terms of a final evaluation of Mo=ton's position in his

own time. Moreover his name is omitted from several other lists of

famous composers from this time. The Treatise in Seville C III 23,

dated 1482, mentions Dunstab1e, Dufay, Binchois, Ockeghem, Busnois,

Constans, Faugues, Pul1ois, Urreda, Martini and "enricus Til'r,,,(16)

several of them from the Burgundian court, several of the represented

by less surviving music than Morton. Later lists of musicians already
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cited as containing the name of Fede also omit Morton's name while

including those of several extremely obscure composers.

Morton's name seems not to have been universally known. The

manuscripts of his music confirm this. Only one work, the ubiquitous

~ay je jamais, is ascribed to him in more than one source. Nor is

the name widely distributed. Apart from th~ four ascriptions in the

Perugia manuscript - all to doubtful works there are three in F176,

twCi> in Cas, and otherwise ane each in Col, EscB, Mel, Parma and Pix.

While this is more notice than can be listed for most "minor"

composers of the fifteenth century, it is not spectacular.

But a more encouraging impression of his impact may be gleaned

from certain manuscripts of the 1480s. RiccII, though not once

mentioning his name, contains six songs elsewhere ascribed to him,

one of them twice. No other composer is so well represented in this

Florentine manuscript. And while Pix includes more works by Busnois,

once again a total of six pieces ascribable to Morton seems a generous

share. Pix is perhaps the best selected and best edited of the

fifteenth century song manuscripts. These songs were evidently

included as a result of careful cho~ce.

The most convincing evidence of Morton's importance is found

in the list of later works and citations based on Le souvenir and

N'aray je jamais. It is possible, even likely, that the many musicians

and poets who came into contact with these pieces did not know who

had written them. Yet the measure of Morton's success must be based

on the success of his works, not the dispersal of his name.

Two pieces by Tincto~is based on Le souvenir confirm that
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Morton's music was known in Naples and endorse the evidence of

Tinctoris's own statement. The freer piece by "Arnulphus G" attests

to a wider dispersal, for D'Accone has firmly identified this composer

as the Florentine singer Arnulphus Giliardi.(l7)

The motet and three Mass cycles based on N'aray je jamais are

probably Morton's greatest claim to distinction. It might seem

natural to suppose that one of the Masses, Josquin's early Missa

Di Dadi, led the way to the others, by Ghiselin and the anonymous

cycle in the Halberst~dter codex which Staehelin has convincingly

suggested is the work of Obrecht. Yet in terms of Tenor usage the

three cycles have little in common; and the Ghiselin cycle employs

a form of the Tenor with dotted notes in the last beat of m.4,

a variant not found in any other source but used consistently

throughout this cycle. It seems unli~dly that the two later

cycles derive from that of Josquin because he never names his model.

His cycle is named Missa Di Dadi after the dice depicted at the

beginning of each Tenor statement to denote the degree of augmentation

required. (18) Why the accoutrements of the gambler should have been

introduced so blithely into the notation and structure of a Mass cycle

has never been explained. Nor is it clear whether there is any

particular reason to associate the technique with Morton!s song. But

both Ghiselin and Obrecht (if he was the composer of the third cycle)

evidently saw the song in a different light. Their settings cannot

have been related to that of Josquin. And indeed the enormous number

of manuscripts from the later years of the century containing N'aray

je jamais should leav0 no cause for surprise that it was used for
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Tenor material several times.

The use of opening lines or titles of poems in other works

of literature always requires particularly critical examination.

And in Morton's case the inclusion of Le souvenir de vous me tue

and N'aray je jamais mieulx que j'ai in quodlibets has no particular

significance. The famous quodlibet ballade Mon seul plaisir seems

to be made up entirely of chanson lines, hut many of the songs cited

can no longer be traced; the inclusion of the Morton titles merely

confirms that the songs existed and were to be found in the collections

available to the writer of the quodlibet. The same goes for Jean

Molinet's Le debat du viel gendarme et du viel amoureux: each stanza

opens with a quote from a chanson, and though a higher proportion

can still be identified today, there is still no value-judgment

implied in the inclusion of the two Morton songs. Molinet, also

working at the Burgundian court, obviously knew of Morton's songs:

his work includes no fewer than eleven quotes from Binchois, the

greatest master of that court circle.

Of more importance is the inclusion of Le souvenir among a list

of seventeen songs in Nicole de la Chesnaye's Condemnacion de Banquet,

for here the songs are specifically mentioned as songs, and good ones.

The best discussion of the list is by Howard Mayer Brown,(19) and

makes a fuller description of the details here superfluous; but it

is worth pointing out that the list includes three songs by Dufay,

three by Busnois, two by Hayne, and one each by Ockeghem, Joye,

Molinet, Colinet de lannoy and Morton; moreover at least eleven of

them survive in a large number of sources. Only four of the songs
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remain anonymous, and only one song can no longer be traced. In this

kind of context, the citation of Le souvenir may be taken as an

honor.

So each piece of evidence presents the same picture. Morton's

main success was with Le souvenir and N'aray je jamais, pieces

evidently considered among the finest of their kind, and surviving

today in more sources than we have for most of the works of the most

famous composers of the time. His other work was less successful,

partly, no doubt, because at least two of them (Cousine and Il sera

pour vousl L'homme arme) were written for specific occasions, having

little meaning in other contexts - and indeed the same could well be

the case for Mon bien rna joyeux.

Yet his position in the Burgundian court places him at the

centre of the new generation of song composers who were emerging in

the 1460s and 1470s to bring the final crown to the tradition of the

French chanson that remains to this day one of the great classical

genres in the history of music. There is very little evidence from

the available documents to suggest that Morton held any particularly

prestigious position within that court, though arguments have been

offered for thinking that his renoun there was rather higher than

his relatively lowly position might indicate. Working in the circle

that produced Busnois and Hayne van Ghiseghem, in which the strongest

influence was that of Binchois, and in which the work of Dufay and

more recently of Ockeghem was well known, Morton earns his position

in history by virtue of having written two songs that may be considered

among the most perfect examples of that repertory.
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This picture is not substantially changed by the realization

that four of the songs ascribed to him are probably spurious,

nor by the ~elative popularity among concert audiences today of

La perontina and II sera pour vous. The songs that attracted

attention in his own time were the ones that most closely adhered

to the central line of the court tradition, that most fully

exemplified the purity and nobility of the song tradition inherited

from Dufay and Binchois.
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Footnotes

1. Seay, "The 'Dialogue Johannis Ottobi Anglici in arte musica',"

(1955), on p.92 for the dating. The treatise is edited by Seay,

Johannis Octobi: Tres Tractatuli contra Bartholomeum Ramum,

Corpus Scriptorum de Musica, 10 (1964), p.61-76. The text

presented here is not entirely that in Seay's edition: some

punctuation has been changed and one abbreviation has been

expanded differently. For help in this I am most grateful to

Dr. D.P. Walker of the Warburg Institute and to Dr. G.B. Pineider

of Florence who supplied a microfilm of the manuscript Florence,

Bibl. naz., MagI. XIX, 36 astonishingly fast.

2. "So far as the Dialogus is concerned, not one quotation that

could be checked against another source is correct, for there are

scribal omissions of all types, ranging from simple omissions of

text to complete misreadings and misu.'lderstandings." (Seay,

"The 'Dialogug c .. "', p.87).

3. Strohm, "Ein unbekanntes Chorbuch des 15. Jahrhunderts,"

Die Musikforschung •

4. The citation is printed by Bukofzer, "tiber Leben und Werke von

Dunstable," Acta Husicologica, 8 (1936) on p.l02-104.

5. See the summary in The New Grove, art. "Fede".

6. Pietrochino's achievement is well summarized by Atlas.

7e Coussemaker, Scriptorum ••• 3 (1876), p.199-200.

8. See A. Renoir, ~e Poetry of John Lydgate (London, 1961), p.146.

9. Johannes Nucius, Praeceptiones musicae poeticae ••• (1613) mentionS

all three together.

10. Reese, p~140, implies an estimate of ca. 1481 as the date for this
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treatise which must be one of his last. Tinctoris could have

known of Obrecht through his own visit to the Low Countries to

collect singers in 1487 (Reese, p.139) or from Obrecht's visit

to Ferrara the same year <.2P..... cit, p.187). The earliest known

archival reference to Obrecht is from 1476 when he was zangmeester

in Utrecht, see Finscher, in~, 9 (1961), col. 1815.

11. l~. Vander Linden, "Guillaume Dufay, fut-il chanoine de

Soignies?" Revue Belge de Musicologie, 18 (1964), p.28-31,on

p.30,Vander Linden gives no source for this information which

is not to be found in Demeuldre, Le chapitre de Saint-Vincent

a SOignies (1902).

12. Marix, Histoire (1939), p.158-9 citing Lille ADN B 1931, f 78.

13. Marix, Histoire (1939), p.158-9 and 175-6.

14. The normal progression was from sommelier to clerc to chappelain.

"Et selon les merites dispon de voix et de bons services desdiz

clercz et sommeliers, ilz pourront mo~Jter de degre en degre,

ascavoir sommelier en estat de clerc, et clercz en chapelains

quant Itoportunite y sera et leurs merites Ie exigeront selons

Ie Jon plaisir de monditseigneur." Oxford Bodleian Library,

Ms. Hatton 13, f 11. Instructions of 1469 but doubtless

reflecting earlier tradition for the most part. The document

also makes it clear, however, th&t the sommeliers never sang,

but acted as Vergers and Acolytes in the chapel. Normally a

position for a young man aspiring to join the chapel, it might

well have been accorded to a more responsible and mature man

who for some reason no longer sang.
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15. One other song by Regis does survive, in Cord, F229 and CantiC;

it is the rondea~ quatrain S'il vous plait.

16. Bukofzer, op.cit.

17. D'Accone, "Some Neglected Composers ..." (1970) presents a full

assembly of facts relating to Giliardi on p.264-271. These

include: the ascriptions in F176 normally transcribed

"Xinolfo Schard" which he shows must read "A...""Ilolfo Giliardi";

two Magnificats in P676 and Mi2269; a reference to Hothby· s

Dialogus in arte mu~; Francesco Corteccia's reference to his

Holy Week Responses still being sung in Venice in 1570; and

archival references to his presence in Florence from 1473 to

1492. To these it may be added that the same man is probably

the Arnulphus de S. Gilleno, author of a brief discourse on

singers printed in Gerbert, Scriptorum ••• vol. 3, p.316-318.

Atlas argues, diss., p.28l-4, that D'Accone is wrong in seeIng

Giliardi's Le souvenir as an early example of parody. He

suggests instead that Browr. is correct (Music in the French

Secular Theater, p.255) when he says that it "begins like

(Morton's song) but continues freely." Neither is quite right.

The whole Discantus part is a parody of Morton's Discantus:

it preserves much of the melodic m~terial and contour of the

original as well as strictly·following the cadence placement

and spacing. If the lower parts begin exactly as Morton's song

and then continue independently, at least tbey bear more than a

passing resemblance to the origina.l, particularly at the mid­

point cadence.
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18. For a description of how it works, see Sparks, Cantua Firmus •••

(1963), p.261-8.

19. Brown, Music in the French Secular Theater 1400-1550, (1963),

p.93.
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Barcelona, private library of Marques de Barbara y Manresana,

poetry manuscript of Pero MartInez.

Inventory and Description: Baselga, El Cancionero Catalan de la

Universidad de Zaragoza (1896), p.393-399.

Discussions: Masso Torrents, Repertori de l'antiga literatura

catalana, vol 1 (1932), p.21; Romeu Figueras, p.217.

Estimated provenance and date: late 15th century, perhaps the

Court of Viana.

Baselga writes (p.394) on the basis of information from

Sr. Llabres, that it was probably copied by "e1 aragones fray

Pedro MartInez, bibliotecario del Principe don Carlos de Viana,

cuyas son las indicaciones frar p. M puestas al frente de la

mayor!a de las obras en el codiee transcritas."

Berlin, Deutsche Staatsbibliothek, Mus.Ms.40,098 (Glog) Lost since

World War II.

Inventory: Ringmann, Das Glogauer Liederbuch, vol.1 (1936),p.102-119

Transcriptions: Ringmann, Das Glogauer Liederbuch (Das Erbe Deutscher

Musik, vols. 4 and 8, 1936-7)

Discussions: Freitag, "Die Herkunft des Berliner Liederbuches" (1920);

Ringmann, "!las Glogauer Liederbuch (um 1480)" (1932); Salmen, "Glogauer

Liederbuch" (1956); Stephan, "Drei Fragen zum Glogauer Liederbuch"(1956);

Feurich, Die deutschen weltlichen Lieder (1970).

Estimated provenance and date: Glogau on the Oder (Silesia) Cathedral,

ca.1480 (Ringmann). Freitag dates it between 1477 and 1488; Feurich

dateo ca. 1470.
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Berlin, Kupferstichkabinett, MS. 18 B 11 (formerly Hamilton 61~)

Complete edition: M. L~pelmann, Die Liederhandschrift des Cardinals

de Rohan '1923).

Discussions: Lemm, "Das Manuskript des Kardinals de Rohanu (1914).

Estimated provenance and date: ?Paris, ca. 1410. The arms on f 22

are those of Louis Malet de Graville, d. 1516 as a very old man who

had worked at French royal courts. Subsequently it apparently passed

to his daughter, Anne who may have added Ballades 43 (pt.2)-46.

Belonged to Cardinal Armand de Rohan (1614-1149); bought by the Berlin

library at the Hamilton sale in 1882. Nos. 9 and 11 are thought to

have been written at the 1463 siege of Paris. Many of the poems are

specifically Parisian in content.

Berlin, Kupferstichkabinett, Ms. 18 C 28 (formerly Hamilton 451) (BerK)

Inventory and Transcription of unica: Reidemeister, Die Chanson­

Handschrift 18 C 28 des Berliner Kupferstichkabinetts ••• (1913)

Discussions; Boese, Die lateinischen Handschriften••• (1966), p.215-2l6

(written with help·of information from H. Besseler); Atlas, "On the

Origins of the Manuscripts Berlin 18.C.28 and Perugia 431," (1914);

Reidemeister, op.cit.; Atlas, 'The Cappella Giulia Chansonnier (1915),

p.234-5.

Estimated provenance and date: Florence ca. 1465.
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Bologna, Civico Museo Bibliografico Musicale, Ms. Q 16 (Q 16)

Inventory: thematic list of contents in Pease, "A Report of the Codex

Q 16," Musica Disciplina, 20 (1966), p.51-94; concordances listed in

Fuller, "Additional Notes" (1969).

Discussions: as above but see also Paase, "A Re-examination of the

Caccia Found in Bologna, Civico Museo, Codex Ci 16"(1968); Atlas,

The Cappella Giuli~ Chansonnier (1915), p.235-6; diplomatic description

in Jeppesen, La Frottola, v01.2 (1969), p.10-16.

Estimated provenance and date: 1481 Domenicus Marsilius finished

copying the main layer (down to no.101), and the rest was presumably

added soon after. Haberkamp (p.66) suggests Naples on the bats of

the strong Spanish representation and Atlas (p.235-6) confirms this

on the basis of the musical readings. Fuller suggests Naples or

the Papal Court at Rome.

Cape Town, South African Public Library, Grey Collection 3.b.12 (Grey)

Description and inventory: Cattin, "Nuova fonte italiana della

polifonia intorno al 1500," Acta musicologica, 45 (1913), p.165-221;

see also Atlas, The Cappella Giulia Chansonnier (1915),p.238.

Transcriptions of sacred repertory: Cattin, "Canti polifonici ..." (1912)

Estimated provenance and date: Northern Italy, possibly Florence or

Mantua (Cattin, p.184); probably before 1506, the year of the first

published Cantorino of the Cassinese congregation. "La sola legittima

conclusione ••• e che il cod. Grey fu compi1ato in uno dei monasteri

confluiti nella Congregazione di S. Giustina 0 Cassinese" (p.181).
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Purchased by Sir George Grey from Quaritch in 1860. Sold by Sotheby

in 1859 as part of the library of the Florentine collector Guglielmo

Libri.

Copenhagen, Det kongelige ~ibliotek, (Ms.) Thott 291 8vO (CopI)

Complete transcription and inventory: Jeppesen, Der Kopenhagener

Chansonnier (1927).

Discussions: Abrahams, Description ••• (1844).

Estimated provenance and date: French, Jeppesen suggests 1470-80

(op.cit. p.xxxvi). Perhaps slightly later than Niv since of the ten

pieces the two manuscripts share, five are among the eight added

later to Niv.

From the library'of Count Otto Thott (1703-1785) who possibly

purchased it in England though the manuscript was still in France

in 1736. Jeppesen convincingly shows that it belonged to the musician

and composer Jean du Moulin (fl. l534-d.1563).

Copenhagen, Det kongelige ~ibliotek, Ny kgl. Samling 1848 20 (CopII)

Discussions: Glahn, nEt fransk musikh~dskrift fra begyndelsen af det

16. ~hundrede," Fund og forskning, 5-6 (1958-9),p.90-109 with an

English summary, p.225-6. See also Plamenac in Annales Musicologigues,

4 (1956), p.26l-5 and Atlas, The Cappella Giulia Chansonnier (1975),

esp. p.69, 100.

Estimate~ provenance and date: Lyon, 1500-1525. ~oth Plamenac and Glahn
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feel that it was written over a short span of time, but the repeated

pieces (with different readings, see below) suggest that it was

assembled casually, perhaps over a decade. The manuscript was

purchased at Sotheby's in February 1921, coming from the collection

of a Monsieur Chossat. An entry inside reading "Bibliotheque Ste.

HelEme" establishes a provenance from the Jesuit Library in Lyon,

situated in the rue Sainte-Helene since 1867. The hypothesis of

a Lyon provenance is confirmed by a watermark, Briquet no.8018,

found in Lyon around 1515, and by the song on p.10-1l, "Sur le pont

d'Avignon" retexted to read "Sur 1e pont de Lyon."

Dijon, Bibliotheque publique, Ms.517 (formerly 295) (Dij)

List of contents: Picker in Journal of the American Musicological

Society, 26 (1973), p.337-40.

Transcriptions: dissertation in progress by Charles E. Barrett, Jr.

(George Peabody College for Teachers). First fifty pieces in Droz,

Thibault & Rokseth, Trois chansonniers francais (1927).

Discussions: Morelot (1856), Plamenac, op.cit., Picker_ op.cit.,

Rifkin (1973), Jeppesen, Der Kopenhagener Chansonnier (1927).

Estimated provenance and date: Flanders, 1410-80 (Jeppesen, p.xxxvi).

Plamenac writes (op.cit., p.3): "Probably originated at the court of

the Dukes of Burgundy about 1470-75, [and] has remained in the Burgundian

capital ever since it was written." Since the Burgundian court was not

in Dijon for any substantial length of time after 1430, this hypothesis

must fall. The date is confirmed by the heavy representation of Busnois

and Ockeghem together with the presence of Compere only in the last year.
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El Escorial, Monastery Library, IV.a.24 (formerly IV.o.5) (EscB)

Inventory: Southern, "El Escoria1, Monastery Library" (1969);

Transcriptions: Kultzen, Der Codex Escorial (1956); Hanen, ~

Chansonnier E1 Escorial (1973).

Discussions: Jeppesen, La Frotto1a, vol.2 (1969), p.18-23; Atlas,

The Cappella Giulia Chansonnier (1975), p.242.

Estimated provenance and date: Naples, l460s (Atlas)

Florence, Biblioteca naziona1e centrale, Ms. Banco Rari 229 (formerly

Fondo Magliabechiano XIX, 59)

Inventory: Becherini, Catalogo, p.22-29, contains a list of contents.

Transcriptions: forthcoming edition by Howard Mayer Brown, Monuments

of Renaissance Music (Chicago), 2 vols.

Discussions: Jeppesen, La Frottola, vol. 2 (1969), p.53-4; Atlas,

The Cappella Giulia Chansonnier (1975), p.248; D'Ancona, La miniatura

fiorentina (1914), vol. 1, p.83-5, vol. 2, p.677.

Estimated provenance and date: Florence, ca. 1491 (see Atlas, p.248).

Florence, Biblioteca nazionale centrale, Fondo Mag1iabechiano XIX,

176 (F176).

Inventory: Becherini, Catalogo, p.72-5, contains a list of contents

bu·~ with several transcription errors.

Transcriptions: Ruth Piette, Florence, Biblioteca Nazionale Centrale,

Ms. Magliabechini XIX. 11§.LTranscription and Commentary (MA thesis,

Univ. of California, Berkeley, 1957).
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Discussions: Jeppesen, La Frottola, vol.2(1969), p.51-8; Atlas, ~

Cappella Giulia Chansonnier (1915), p.246-1; Rifkin, "Scribal

Concordances" (1913), p. 318.

Estimated provenance and date: Florence, late 1410s, "certainly

no later than c.1480" according to Atlas who bases his argument on

the similar repertory in Pix and RiccII and on the complete absence

of anything from the Josquin generation.

Florence, Biblioteca Riccardiana, Ms. 2356 (RiccII)

Inventory: Plamenac, "The 'Second' Chansonnier of the Biblioteca

Riccardiana," in Annales Musicologigues, 2 (1954), p.105-181;

additions and corrections in Annales Musicologigues, 4 (1956), p.261-5.

Discussions: Plamenac, op.cit.; Jeppesen, La Frottola, vol.2 (1969),

p.54-1; Rifkin, "Scribal Concordances" (1913), p.313-318; Atlas,

The Cappella Giulia Chansonnier (1915), p.256.

Estimated provenance arid date: first half of the l480s, Florence

(see Atlas, p.256). In 1550 it belonged to Andrea Sardelli in Florence

and additions were apparently still being made to the manuscript at

this point.

Madrid, Biblioteca de Palacio, Ms.1335 (formerly 2-1-5) (CMP)

Inventory: Angles, Monumentos de la Musica Espanola, 5 (1941), p.25-32.

Transcriptions: Barbieri, Cancionero musical (1890); Angles, Qancionero
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Musical de Palacio, 2 vols. (1947-51); texts ed. Romeu Figueras (1965)

Discussions: Stevenson, Spanish Music in the Age of Columbus (1960).

Estimated provenance and date: two layers. Stevenson suggests that

the first layer was complled for the circle at Alba de Tormes

(p.305, citing Barbieri, p.8). However Angles feels "que esto

concionero estuvo al servicio de la corte del rey Fernando el

Cat6olico, la cual, musicalmente, guard6 relaci6n estrecha con la

casa de los Uuques de Alba." (CMP, i, p.17). First layer perhaps

ca. 1485-90; second layer over the next fifteen years.

Munich, Bayerische Staatsbibliothek, Cgm [Codex germanicus monacensiSJ

810, formerly Mus.Ms. [Musica manuscript~ 3232 or Cim (Cimeli.g35la

(Schedel).

Inventory: J.J. Maier, Die musikalischen Handschriften (1879), p.125-30.

Edition: supposedly forthcoming ed. H. Besseler, R. Kienast and

P. GUlke in Das Erbe deutscher Musik. The German songs are transcribed

in Eitner, Das deutsche Lied (1880).

Discussions: Birmingham, Schedel's Song Book (1974); Besseler,

"Hartmann Schedel," !:19Q, 11 (1963), coll. 1609-1612.

Estimated provenance and date: copied for his own use by Hartmann

Schedel (1440-1514) mostly during his years as a student in Augsburg,

1460-63. No.48 is dated "1461 sco1astice" and it is to be assumed

that most of the manuscript was copied around that date: Besse1er

places most of it before 1462. ("Nach Ausweis von Para11e1que1len

schrieb er den gr6ssten Tei1 bercits in Leipzig, sp~testens a1s

Magister artium, 1460-1462"). No.120 is dated "anno 1xvii": Besse1er
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suggests that Schedel left the volume in Augsburg while he studied

in Padua, 1463-6, and wrote the rest on his return to Germany,

finishing the manuscript in 1467. It is sometimes difficult to

evaluate Besse1er's statements as the full documentation will be

published only in his edition.

1-1unich, Bayerische Staatsbib1iothek, Cim[e1i~ 352b, formerly

Mus.Ms. 3725 (Bux)

Facsimile: ed. B.A. Wallner, Das BuxheimE:r Orgelbuch (19155)

Transcriptiors: ed. Wallner, Das Erbe deutscher Musik, vo1s. 37-39

(1958-59).

Inventory: E. Southern, The Buxheim Organ Book (1963), p.133-152.

Discussions: in addition to the above-mentioned works, and the earlier

studies cited therein, see the dissertations of Hans-Rudolf Z6be1ey

(Munich) and Robert S. Lord (Yale).

Estimated provenance and date: Munich, ca. 1465 with additions

during the next decade (Wallner, 1955, p.vii). Probably the court of

Duke Albrecht III and the circle around his court organist Conrad von

Paumann (1410-1473). Subsequently came to the Carthusian house at

Buxheim from which it was auctioned in 1883 and purchased by the

Bavarian State Library. Wallner's dating is based on Ulrich FUetrer's

arrival in Munich from his native L~ndshut in 1465.
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Munich, Bayerische Staatsbibliothek, Mus.Ms. 9659

Description: Petzsch, "Fragment mit acht dreistimmigen Chansons ••• ,"

Die Musikforschung, 27 (1974), p.319-322.

Provenance: From the state of f 3v-4, it was evidently found in

a binding. Petzsch says "bei den lat. Fragmenten" presumably implying

tnat the binding was one of the Latin manuscript collection in

the Bayerische Staatsbibliothek.

Estimated provenance and date: from the spelling of the French ar.d

b'lemish texts, one may surmise Northern origin. This may be one

of the only surviving song manuscripts from the area in which Morton

worked. It is possible, from the repertory and readings, that it

was prepared about the same time as Loch and BerK, with which it

has special concordances, perhaps around 1460. If so, it is one of

the earliest surviving sources of Morton song.

New Haven, Connecticut, The Beinecke Rare Book and }funuscript

Library, Ms. 91 (Mellon)

Inventory, facsimile and transcriptions: forthcoming from Leeman L.

Perlcins.

Discussions: Bukofzer,"An Unknown Chansonnier of the 15th Century

(The Mellon Chansonnier)," (1942); Rehm, "Mellon Chansonnier,ll

MGG, 9 (1961); Perkins, "Concerning the Provenance of the Mellon

Chansonnier," Abstracts ••• Toronto (1970); Besseler and GUlke,

Schriftbild, (1973), p.98-9.
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Estimated provenance and date: Naples, before or around 1416.

Perkins provides good evidence for the Neapolitan connection.

Since one piece is dedicated "Beatissime virgini domine beatrici de

Aragonia" the manuscript must be before 15th November 1416 when she

married Matthias Corvinus, King of Hungary. Purchased from

A. Rosenthal (London) in 1936.

Oxford, Taylor Institution, Ms. 8oF3 (formerly Arch. I. d. 22)

Description, inventory and edition of the unica: K. Chesney,

More Poemes de Transition (Oxford, 1965).

Estimated provenance and date: probably finished ca. 1515 but

containing poetry from the previous forty years (p.6); origin unknown;

belonged to Johannes de Bourdieu in 1116 according to note on f 1;

bookplate of Hamilton A. Roberts of Bangor; came to Taylor Institution

in 1816.

Paris, Bibliotheque nationale, fonds fran9ais, 15, 123 (PiX)

Inventory: thematic list of contents in Pease, Music from the

Pixerecourt Manuscript (1960), p.69-93; inventory of Italian pieces

in Jeppesen, La Frottola, vol. 2 (1969), p.184-'.

Discussions: Pease, "Pixerecourt" (1962); Brown, "Critica1.Years"

(1910); Atlas, The Cappella Giulia Chansonnier (1915).

Estimated provenance and date: Florence, before 1484 (Atlas, p.254-5).

Brown points to the close relationship of F229, suggesting a common
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scribal shop in Florence and a date around 1490 (p.90). Atlas

observes, however, that the absence of works from the Josquin

generation indicates a slightly earlier date; he proposes 1484

as a terminus ante guem since that was the year Isaac arrived in

Florence and the man11script con~aine nothing of his. He also

observes that the "Florentine tradition" represented in this

manusc~ipt is different and presumably somewhat earlier than that

represented in CG, F229, Q11 and F118.

Paris, Bib1iotheque nationa1e, Rothschild 2193 (Cord)

Inventory: Kottick, "The Chansonnier Cordiforme" (1961).

Transcriptions: Kottick~ The Music of the Chansonnier Cordiforme

(dies., Univ. of North Carolina, 1963); Kottick, The Unica (1961).

Discussions: to items mentioned above add Kottick, "Cha..."lsonnier

Cordiforme," MGG (1913); anon., "The Bad Bishop's Book of Love Scilngs"

(1964); Schavran, review of Kottick (1963) in Current Musicology (1910).

Estimated provenance and date: Savoy, ca. 1410-11. The arms on f D

are those of Jean de Montchenu and indicate that he was still a priest.

In 1411 he became bishop. During the years 1410-11 he was Vicar-General

and Councillor to Jean-Louis of Savoy, B~..shcilp of Geneva; he was also

ce11arer to the monastery of Saint-Anthoine de Vienne and Commaner

of Ranvers.
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Paris (Neuilly-sur-Seine), Bibliotheque G. Thibault, Chansonnier

Nivelle de la Chaussee (Niv)

N.B. Since the owner's death in 1915 this manuscript ha~ been held

in probate but is expected to go eventually to the Bibliotheque

nationale.

Inventory and transcriptions: none.

Discussions: Sotheby sale catalogue for 7th March 1939t p.49;

Jeppesen, The Copenhagen Chansonnier (1965), p. (i) ; Thibault,

"Le Chansonniel! Nivelle de la Chaussee" (1916).

Estimated provenance and date: ca. 1460 (Pirro); French.

P~-ma, Biblioteca Palatina, Ms. Parm. 1158. (Parma)

Inventory: none.

Discussions: Gasperini, CatalOg? generale (1911), p.18-19 with three

plates (of f2, f 47v-48, f 55v-56) - the "Morten" ascripticli is

erroneously catalogued as "Horton." Besseler, "Deutsche Lieder"

(1948), first supplied the correct reading. See also Sartori,

"Gaffurius" (1955); Gallo, "Citazioni" (1966) and Jeppesen, La

Frottola, vol.2 (1969), p.88-9.

Estimated provenance and date: Jeppesen identifies the dedicatee

of nos. 8 and 10 as Marchese Guglielmo de Monferrato (1404-1483).

The first treatise is dedicated to "Phllippum trexenum clericum

laudensem," evidently a compatriot of Gaf~1. Perhaps somewhere in

the area around Milan, then, and perhaps in the 14~Os. The first

treatise seems to have been written at Lodi.
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Perugia, Bib1ioteca Comunale "Augusta" Cod.4;1 (G20) Per

In- ventory: Italian pieces listed in Jeppesen, La Frotto1a. vo1.2

(1969), p.190-;.

Discussions: Jeppesen, op.cit., p.89; Atlas, The Cappella Giulia

Chansonnier (1915), p.253-4; Hernon, Perugia MS. 431 (G 20): A Study

of the Italian Pieces (diss., Peabody, 1912); Atlas, "On the Origins

of the Manuscripts Berlin 18.C.28 and Perugia 431 (G 20)" unpublished

paper, 1914.

Estimated provenance and date: Neapolitan. Atlas ("On the Origins")

even suggests the Aragonese Royal court, though presenting no strong

evidence. Perhaps as early as 1480, though there is evidence that

the copying went on for many years. In 1556 it belonged to the

musical theorist Raffaele Sozi of Perugia (1529-1589).

Rome, Biblioteca Casanatense, Cod. 2856 (formerly O.V. 208) (Cas)

Transcriptions: Wolff, The Chansonnier Bib1ioteca Casanatense 2856

(1910).

Discussions: Llorens, "E1 e6dice Casanatense 2.856" (1961),

p.161-11A; Atlas (1915), p.239-40.

Estimated provenance and date: Ferrara ca. 1490. Llorens points

to the arms on f 3v as being those of Isabella d'Este and Francesco

Gonzaga, but then inexplicably suggests a date around 1480, though

they did not marry until February 1490. Atlas suggests 1490 as a date,

and further argues that the later additions on ff 1;lv-146 were

entered by Ghise1in when he visited the Ferrara court in 1491.
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His main evidence is that three pieces are here ascribed to

Ghise1in, whereas no piece elsewhere in the manuscript is ascribed

to him; Atlas does not attempt to explain why the volume should

still have been in Ferrara at the time, when its dedicatees were in

Mantua.

Seville, Biblioteca Capitular Colombina, Ms. 5~I-43, part of which

is now (Col)

Paris, Bibliotheque nationa1e, f.fr. no\w. acq. 4379 f 1-42.

Inventory: D. Plamenac, "A Reconstruction of the French Chansonnier

in the Bib1ioteca Colombina, Seville," The Musical Q.uarter1y, 37

(1951), p.501-542, and 38 (1952), p.85-ll7 and 245-277.

Facsimile: Dragan Plamenac, ed., Facsimile Reproduction of the

Manuscripts Sevilla 5-I-43 and Paris n.a.fr. 4379 (Pt.1) (1962).

Discussions: Plamenac, "A Reconstruction..."

Estimated provenance and date: Purchased by Fernando Colon in

Rome in 1515. Atlas tentatively suggests Neapolitan or Roman origin.

The three entirely unrelated hands and three numbering systems

suggest that the manuscript was assembled in stages. Pope implies

(Anuario, 19, 1964) that she thinks it comes from Modena.

Verona, Biblioteca Capitalare, Cod. DCCLVII (757) (Ver)

Inventory: none.

Discussions: Smijers, "Vijftiende en Zesteinde eeuwsche Muziek­

handschriften," Ti.jdschrift, 14 (1935), p.165-181 on p.178;
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Turrini, "11 patrimonio musicale della Biblioteca Capitolare di

Verona... ," (1953); Jeppesen, La Frottola, vol. 2(1969), p.95.

Estimated provenance and date~ perhaps from Verona, ca. 1490 to

1500, to judge from the repp,rtory.

Washington, D.C., Library of Congress, M 2.1 L25 Case (Lab)

Inventory and description: Bush, "The Laborde Chansonniertl (1946).

Discussions: see report prepared anonymously by Oliver Strunk

in Report of the Librarian of Congress for the Fiscal Year ending

June 30, 1936 (Washington, 1936), p.134-7; Rifkin, "Some Scribal

Concordances" (1973), p.319.

Estimated provenance and date: Bush suggests ca. 1475 for the first

layer; before 1485 for the rest. From the "Burgundian" scribal

workshop. The final section, which includes a tp,xt in Italian

and one in Spanish, may date from the l490s and have been added in

another part of Europe.

Wolfenbttttel, Herzog-August-Bibliothek, Cod-Guelf. 287 Extrav. (Wolf)

Texts alphabetized: Droz, Rokseth and Thibault, Trois chansonniers

franoais (1927).

Discussions: Jeppesen (1927), p.xxiv-xxvi; H.M. Brown in .!:!9Q 14

(1968), coll.810-11 under the heading "WolfenbUtteler Handschriften."

Estimated provenance and date: Paris or Flanders, early 1410s. Jeppesen's

estimate Burgundy, 1480-90 (op.cit"p.xxxvi) is endorsed by Brown but

cannot be correct.
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