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CHRONOLOGY AND STYLE IN THE LABORDE CHANSONNIER

ABS'.l'RACT

Mi ri am H. Tees

The Laborde Chansonnier (Wash.L.C. 2.1 L25 Case) is one

of the most important but least studied of the Franco

Burgundian chansonniers of the fifteenth century. It contains

106 chansons, 22 of which are unic~.

The manuscript has four layers. The first was copied by

Scribe 1 whose style conforms closely to that of the scribe

who copied the Wolfenbüttel (1460-65) and Nivelle chansonniers

(1460-70) . The second was copied by Scribe 2 whose hand

resembles that of the Dijon (1470-75) and Copenhagen (1470-80)

chansonniers. The third and fourth layers were copied by

various later scribes. The dates of the chansons themselves

vary widely, but 1 have found that those copied by Scribe 1

are usually concordant with an earlier group of chansonniers

(c. 1460-70) while many of those by Scribe 2 are found in the

later group (1470-85), and those copied by the scribes of the

third and fourth layers in still later sources up to 1520 and

even later.

Fallows, Brown, Montagna, Kenney, Perkins and others have

discussed the transformation of the style of the chanson over

the course of the 15th century . Li ttl e has been wri tten

specifically on the period of the Laborde chansonnier. With

reterence to musical features such as melodic style,

imitation, cadences, metricai structure, role of the

contratenor, and range of note values, 1 discuss the style of
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the chansons, fi rst in general. and then layer by layer,

charting the changes in a crucial period. Although these

changes are gradual, it is possible to follow the development

of the r.:hanson during the period between 1450 and the

beginning of the sixteenth century.

The Laborde chansonnier contains twenty-five unica, of

which four have appeared in modern editions, and one of which

is incomplete. 1 have transcribed the other twenty and also

four other chansons which l could not find in modern editions.

They are found in APpendix 11, and a number of them have been

used in the analysis of the style of the chansons .
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CHRONOLOGIE ET STYLE DANS L'OEUVRE DU CHANSONNIER LABORDE

SOMMAIRE

Miriam H. Tees

Le Chansonnier Laborde (Wash.L.C. 2.1 L25 Case) est un

des pl us important mais le moins étudié des chansonniers

franco-burgundiens du quinzième siècl e. 1l comprend 106

chansons dont 25 sont unica.

Le manuscrit a quatre volets. Le premier fut copié par

le scribe 1 dont le style est conforme à celui du scribe qui

avait copié les chansonniers Wolfenbüttel (1460-65) et Nivelle

de la Chaussée (1460-70). Le deuxième fut copié par le Scribe

2 dont le style ressemble à celui des chansonniers de Dijon

(1470-75) et Copenhagen (1470-80). Les troisième et quatrième

volets furent copiés par plusieurs scribes plus tard. Les

dates des chansons mêmes varient beaucoup, mais j'ai trouvé

que celles copiées par le Scribe 1 sont normalement

concordantes avec un groupe de chansonniers antécedents (c.

1460-1470) tandis que plusieurs chansons par le Scribe 2 se

trouvent parmi les chansonniers des années 1470 et 1480, et

ceux du troisième et quatrième volets dans les chansonniers

ultérieures, jusqu'à 1520 ou plus.

Fallows, Brown, Montagna, Kenney, Perkins, et autres ont

discuté la transformation du style de la chanson pendant le

quinzième siécle, mais on n'a pas beaucoup écrit sur la

periode du Chansonnier Laborde lui-même. Dans le contexte des

éléments comme le style mélodique, les cadences, l'imitation,



•

•

iv

la structure m~trique, le rôle du contratenor, et l'étendue

des valeurs des notes, j'étudie le style des chansons,

d'abord en général et puis volet par volet, en décrivant les

changements. Bien que les changements soient progressifs, il

est possible de suivre le déve10pement de la chanson pendant

la période que s'étend d 1450 et le début du seizième siècle.

Le Chansonnier Laborde contient vingt-cinq unica dont

quatre sont déjà publiés dans les editions modernes et dont

une seul e est incomp1 ète. J'ai transcri t 1es autres vingt

chansons et en plus quatre autres chansons que je ne pouvais

trouver ailleurs. Elles se trouvent dans l'Appendix 11, et

j'ai utilisé plusieurs de celles-ci dans l'analyse des styles

des quatres volets .
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INTRODUCTION

Howard Mayer Brown comments that,

The history of the Burgundian chanson from its
beginnings in Dufay and Binchois through the
generation of Busnois and Ockeghem and on to the
contemporaries of Josquin is one of graduaI
modification and enrichment of detail. With so
many constant and uniform features, the fifteenth
century chanson off ers a particularly rich field
for the study of subtle stylistic detail, but there
was in fact no fundamental change ip i ts basic
premises until the end of the century.

These words are borne out by a study of the t.aborde

Chansonnier (Washington, Library of Congress, 2.1 L25 case),

which was copied by several scribes at different dates over

the last half of the fifteenth century.

This thesis at tempts to study the development of "subtl e

stylistic detail" in the four layers of Laborde which can be

identified and dated. A number of scholars have studied the

Chansonnier and most have discussed the dating of the various

layers, based on the dates of the concordant chansonniers, on

the dates of the composers, and on the work of the various

scribes and to sorne extent of the artists. Little attempt has

been made to differentiate the styles of the chanson in such '

narrow time frames as we find in the four layers of Laborde.

On the other hand, much work has been done on the style of the

chansons from the period of Machaut to the Josquin era and the

IBrown, Howard Mayer, "The Transformation of the Chanson at
the End of the Fifteenth Century," Report of the Tenth
Conqress of the International MusicoloqicalSocietv.
Ljubljana, 1967, ed. Dragotin Cvetko, University of Ljubljana,
1970: 83.
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work of these scholars is, of course, relevant to a study of

the development of the style in Laborde. A discussion of this

literature is an integral part of the thesis.

1 have studied the chansons copied by each scribe and

attempted to show the graduaI development of style over the

period. Several chansons from the early (before 1465), middle

(1465-75), and late (14805 and 14905, and even early 16th

century) periods will be examined.

Central to the argument of this thesis is the dating of

the chansons. 1 have based this on a number of factors.

First, the concordant chansonniers have given a latest

possible date for many of the chansons although many of them

were copied again and again in later chansonniers. 1 have

•

normally used the dates published in the Census Catalogue as

a basis for dating the chansonniers, takil.g the earliest

concordant source to date the chansons. 2 Secondly, the dates

of the death of the composers provide terminal dates for the

chansons. Thirdly, the literature provides dates for many of

the chansons themselves: for example, Hamm's chronology of

Dufay's work. 3 Fourthly, the styles of the scribal hands and

the artists' illuminations in Laborde can sometimes be equated

2Charles Hamm and Herbert Kellman, eds., Census Catalogue of
Manuscript Sources of Polyphonie Music. 1400-1550, 5 vols,
(Neuhausen Stuttgart: American Institute of Musicology, 1979
88).

3Charles E. Hamm, A Chronology of the Works of Guillaume Dufay
Based on a Study of MensuraI Practice (Princeton: Princeton
U.P., 1964.
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with those in other chansonniers, thus giving a clue to the

dates of the chansons they copied or decorated.

Four complete lists of the chansons are found in

Appendices l, 2, 3, and 4, arranged alphabetically, by number,

by scribe, and by estimated date. Two sources are of

particular importance in establishing this information, both

of which contain complete lists of the chansons in Laborde

giving concordances: a seminal article by Martella Gutierrez

Denhoff4 and a thesis by Duff James Kennedy dated 1987 which

al 50 gives modern editions of each chanson where they existed

at that time. 5

Part l of the thesis deals with background to the study

of style: a description of the Chansonnier, a study of the

concordant chansonniers as they impinge on Laborde, and a

study of the scribes with a glance at the artists. Most of

this work is based on the literature.

Part II is an analysis of the style of the chansons as

found in the four layers of Laborde. Bere l have discussed

the work of a number of scholars, both in general and in

particular as it relates to a particular date or composer or

concordant source. l have then analysed the chansons from

•
Laborde, showing statistically sorne of the changes over time,

4Martella Gutierrez-Denhoff, "Untersuchen zu Gestal t,
Entstehung und Repertoire des Chansonniers Laborde," Archiv
für Musikwissenschaft, 41 (1984): 113-146.

5Duff James Kennedy, "Six Chansonniers Français: the Central
Sources of the Franco-Burgundian Chanson, " Ph. D.
dissertation, University of California, Santa Barbara, 1987.
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and choosing a number of examples from each layer to show the

stylistic change. Subtle it is, but graduaI change is there.

The texts of the chansons are almost entirely based on

poems of court l y love. l have not attempted to study the

•

texts, nor have l made any study of the artists, although l

have included a number of comments from other scholars about

the artists.

As part of the preparation of the thesis, l have

transcribed a group of unica found in Laborde, as weIl as

four chansons which l could not find transcribed elsewhere:

No. 24, "Tant fort me tarde", ascribed to Philippon and also

found in Florence 176 (FlorBn Magl.176) and Casanatense (RomeC

2856); No. 68, "En voyant sa dame", ascribed to Busnois, and

found in BolC Q17 and Dijon (DijBM 517), and two anonymous

chansons: No. 83, "Je ne me puis voir" from Florence 176, and

"La grant paine" from AmiensBM 162. Judging from the work of

Martell a GutierreZ-Denhoff6 and Duff James Kennedy7, there are

twenty-fi ve unica in Laborde, of which one, "Greveuse mest

vostre accointance", has been transcribed by Helen Bush,a two,

"Je nay dueil", and "Il ne menchault" have appeared in the

6Gutierrez-Denhoff, "Laborde" 113-146.

7Kennedy, vol. l, 259-410 .

~el en Bush, "The Laborde Chansonnier," Papers of the American
Husicoloqical Society: Annual Meeting, Cleveland Ohio. 1940,
ed. Gustave Reese, (Richmond, Va., William Byrd Press, 1946)
70-72.
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collected works of Ockeghem,; and one, "Si a tort", was

published by Petrucci in odhecaton. 10 One of the unica is

incomplete: No. 14, "Je nay pouvoir", l have not attempted to

incl ude the texts in my transcriptions, nor have l added

ficta.

My transcriptions are listed in the Table of Contents,

and are found in Appendix 11.

90ckeghem, Johannes, Collected Works, ed. Richard Wexler with
Dragan Plamenac, vol. 3, Motets and Chansons, (Philadelphia,
American Musicological Society, 1992) 67-68.

lOHelen Hewitt, ed" Harmonice Musices Odhecaton A, published
by Ottaviano Petreucci, (New York, Da Capo Press, 1978),
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ÇHAPTER 1. THE LABORDE CHANSONNIER

The Laborde Chansonnier (Washington, D.C. Library of

Congress, Music Division. MS M2.1.L25 Case) is one of the

central Franco-Burgundian chansonniers of the fifteenth

century. Little is known of its provenance. According to

Helen Bush,ll it was first discussed in June, 1857, in a

report read before the Comité de la langue, de l'histoire et

des arts de la France by Aley.andre Vincent who noted that the

Marquis of Laborde had brought it to the attention of the

Comité and of Vincent. A footnote states that it was bought

shortly afterwards by the Marquis who was a distinguished

archaeologist and historian of French art. The manuscript

•

remained inaccessible until it was made available ta Eugénie

Droz in the early 1920s, and it was sold in 1932 at Sotheby's

by the then Marquis. The Library of Congress bought it in

February, 1936, from Mr. Goldschmidt of E.P. Goldschmidt & Co.

of London. Dr. Bush made great efforts ta find more about the

provenance of the manuscript, both through a study of the

writings of the Marquis of Laborde, and by trying to trace the

coat of arms which appeared "originally on f. 72 ' and has been

added to ff. 8', 25', 33', and 56'" .12 Gutierrez-Denhoff,

assisted by Madame Loyau of the "Section Heraldique" of the

Centre Nationale de la Recherche Scientifique, Institut de

llBush 56-59.

12Bush 58-59.
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Recherche et d'Histoire de Textes (IRHT), Paris, suggests that

the family Morin de Mondeville may be considered as the first
,

owner of the chansonnier, but sorne doubt remains .13 Dr.

James Pruett has worked on it in recent years, and informed me

in a letter that he had had sorne success, but did not say what

he had found.

This small chansonnier, measuring 10 x 13 x 3 centi-

metres, has covers of plain yellow vellum, probably dating
10 c.fl\

i
1

1
1
1

1

1

l7..Ca.cft'\

- - - -- - - - . -- - -.1., e~

rI) \'0
S''t.c.

i~s,Je.

C ~Q.f\SO"I\\ (.oj

St ~e.

c»"",,~iJe.

-- -" - - - - - - - -- - - .. - - - - --

13GutierreZ-Denhoff, "Laborde" 132-136.
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from the sixteenth century; it is kept in a modern cardboard

box containing also a red velvet box embroidered with silver

thread bearing the arms of the Marquis of Laborde. 14 The

folios measure only 126 x 87 mm. and have been heavily

trimmed, so that the composer attributions are sometimes cut

in half or removed altogether, and folio numbers are sometimes

lost.

The manuscript has been described in detail by a number

of scholars. When it was first purchased by the Library of

Congress in 1936, the then head of the music department,

Oliver Strunk, reported on it in his annual report. ll Helen

Bushl! described i t in 1940 at the American Musicological

Society, quoting Jeppeson and earlier wri ters who mention

Laborde. Martella Gutierrez-Denhoff17 publ ished a thorough

examination of the chansonnier in 1984, with a full

description of its physical characteristics and i ts

•

repertoire. In 1987, Duff James Kennedy, in his dissertation

on six French chansonniers,lB made an exhaustive study of

these chansonniers, including Laborde, giving details of their

physical characteristics, concordances, and aIl the variants

14Hamm, Census Catalogue vol. 2, 125-126.

lSOliver Strunk, Report of the Librarian of congress for the
fiscal year ending June 30. 1936 (Washington, D.C., United
States. Government Printing Office, 1936) 134-137.

l'Bush 56-79 •

l1Gutierrez-Denhoff, "Laborde" 113-146.

l8Kennedy, vols. 1 and 2.
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found in the chansons in the different chansonniers.

Laborde is made up of 20 gatherings. with 151 folios.

many of which are beautifully ornamented with miniatures,

initiaIs, and borders in col our or grisaille. The chansons

were copied in ink on parchment by five to seven scribes

working at different dates. and are written on one or

sometimes two openings; the cantus is on the left-hand or

verso side with the te~t of the refrain or first verse below

the staves and the rest of the text beneath it. The tenor and

contratenor are written on the right or recto side, and have

only the text incipits.

The scholars who examined the chansonnier numbered the

chansons 1 to lOG, adding three, 8a. 13a, and 13b. which

suggests to me that there were originall y 109 chansons.

although this is never mentioned in the literature. Three

chansons which are included in the index, Dufay's "Le

Serviteur", and the anonymous "Ce quon fait" and "Le jolis

tetin", are completely missing, while six others have missing

parts, so there are in fact a total of 100 complete chansons

today. Originally there were 150 leaves in 20 quaternions.

preceded by three double leaves containing an alphabetical

index. The first gathering lacks its first folio (7a), which

contained the superius and text of the opening motet, "Ave

regina celorum". Oliver Strunk, in his personal notes which

Helen Bush used, speculated that the reason Folio 7a is

missing is that the second owner wished to erase aIl evidence
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of a previous owner. 19 Missing also are ff. 17a, 17b, and 18

in 'the third gathering, which incl uded the tenor and

contratenor of "Non pas que je veille" and the cantus and text

of "Cormne fermne" and the complete "Le serviteur." The two

missing chansons, "Ce quon fait" and "Le jolis tetin", were in

the fourth gathering. Kennedy cormnents,

The fourth gathering is unusual in that part of the
gathering was lost during the actual copying itself, yet
the scribe. who must have known of the damage, seems to
have made no attempt to remedy the situation. The
gathering consists of only two bifolios, ff. 21/24 and
22/23. Curiously, music is missing between folios 21'
and 22, but nothing is missing between the corresponding
opening of folios 23'-24. 20

Folio 50a, containing.the tenor and contra of "Esse bien fait"

and the cantus and text of "Soyez apprentiz" is also missing,

but its torn margin can be seen. Folio 135, which began the

residuum of "Garison scay" is also missing. 21

The description of the gatherings is somewhat confused by

the missing folios. Gutierrez-Denhoff provides a tabl e, which

l have adapted here, from which she deduced the earliest

status of the manuscript from its current state (see Table 1

on the next page).

An index was prepared by Scribe 2, covering the chansons

numbers 1 to 93 and numbers 96 and 99. Scribe 1 copied

numbers 1-47 and 50-58 as weil as numbers 96, 99, and 100,

19Bush 62.

ta 20Kennedy 30-31.

21Kennedy 26-30.
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!lm 1

IUHBERIIG or CBAISOIS. G1TBERIYGS. AlD rOLl OS

C:anson Gat:e:i:q Original rolio Rezarks
~ Gathering

Indn 1 (a) 2r-7v Indn
1-5 2 h (7arl-Hv Pirst lea! zissing
5-12 3 ç 15r-20v Nid lea! zilsing

12-16 4 d Hr-24v 2d.3d.zid dbl lea!
zisling

16-23 5 e 25r-32v
23- 3e 6 ! 33r-40v
30-37 7 9 41:-48v
3H3 B t 19r-55v 3rd lea! zissing
43-50 5 i 56:-63v
5HB 10 k 64r-71v
5H5 11

, 72r-79v
65-71 12 c BO:-B7v
71-77 13 n BBr-55v
77-B4 H 0 96r-103v
B4-9: a p 104r-lllv_.
91-94 lE , 112r-119v llSr-ll9v empt1

54 17 : 120:-127v empt1
lB s 12B:-135v empt1
15 t 135ar-135gv missing

5:-'" 20 u 135h:-142v rirst lea! missing.. -"'''
102-10E 21 V 143r-150v
- - - - - - - - - - - - - - - - - - - - - - - - - - - - -
while Scribe 2 copied 48-50 and 59 to 81. The handwriting in

the index for those following No. 81, that is, those copied by

Scribe 3a, 3b, and 3c, is clearly different from that of

scribe 2. The last 11 chansons are not included in the index,

and were copied by Scribes 4a and 4b.

The folios have been numbered three times by different

hand& at different times, although much of the numbering has

•
been lost by trimming the top edge of the manuscript in

binding. The original numbering system in Roman numerals was

22Gut ierrez-Denhoff, Laborde, 117.
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prepared by Scribe 2, who prepared the index; it coincides

wi th the index, but does not number the index folios. A

second ink numbering may have been made in the 17th or 18th

century, in Arabie numerals, and includes the index as weIl as

the text folios, so it differs from the original system by

seven folios. However, it does not take into account seven

missing folios, that is, those on which the missing chansons

and parts of chansons were copied, called by Bush 17a and b,

21a, b, and d, and 50a and b, so that from folio LII/52 the

numbers are the same. A third system, in pencil, probably

introduced in the twentieth century, does not coincide with

either of the other two. Bush and Gutierrez-Denhoff follow

the second system, which l will also use.

Laborde now contains 106 pieces or parts of pieces, 102

French chansons, two Italian chansons, and two motets, one

with a missing superius; aIl but five are in three voices.

Rondeaux are the most common, but there are 19 bergerettes and

one ballade. Among the later chansons are some which are not

in the formes fixes, and there are two motets, the first piece

and the hundredth. Oliver strunk reported at the time of its

purchase by the Library of Congress that, in the chansonnier

itself, twenty of the chansons are attributed to Frye, Caron,

Baziron, Convert, Dufay, Busnois, Ockeghem, Tinctoris,

Prioris, and Hayne van Ghizeghem. 23 He reported 36 other

known attributions by these composers as well as Michel et,

23strunk 134-137.
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Morton, and Molinet, and a number of the chansons have been

attributed since that time on the basis of concordances.

These include Agricola, Barbignant, Fedé, Basin, Bedingham,

Binchois, Pie~requin, Delahaye, and Joye. Fifty-six are still

without attribution.

Thorough studies of the concordances of the chansons have

been made by Gutierrez-Denhoff 24 and especial1 y by

Kennedy.25 Sixty-four chansonniers copied between about 1420

and 1558 contain concordant chansons with Laborde. Tables 2

and 4 show those chansonniers with more than five concordant

chansons, the Dijon and Wolfenbüttel chansonniers having the

most with 39 and 35 respectively. The concordant sources will

be discussed more fully in Chapter 2.

Twenty-five of the chansons are unica, two of which have

been attributed to Ockeghem (Il ne menchault" and "Je nay

dueil") and have been recently published;26 another has been

published by Bush in her article quoted above. 21 Most of the

other chansons have been publ ished in one or other of the

modern edi tions of the concordant chansonniers or in the

collections of the works of various composers. Those unica

not published elsewhere and those which are in other sources

but which 1 could not find in modern editions, (a total of 24)

24Gutierrez-Denhoff, "Laborde" 140-146.

25Kennedy, vol. 1 259-410 .

2éOckeghem, 66-67.

27Bush 70-73.
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have been transcribed by me and are found without texts in

Appendix 11 .
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The Laborde Chansonnier is one of a number of

chansonniers copied for the most part in the second half of

the fifteenth and the first half of the sixteenth centuries,

containing French chansons composed by sorne 25 composers, and

originating in many parts of Europe. To study the development

of the style of the chansons, it is necessary to establish

their dates. A useful method is to look at the dates and

provenance of the concordant chansonniers. 28 Obviolls1y, a

•

chanson found in any chansonnier must have been composed

before the chansonnier was copied, so a latest possible date

can be assigned to each chansons based on the date of the

chansonnier. It is, of course, possible for chansons to be

copied into later chansonniers.

The chansonnie~s

have more or less similar physical
characteristics. They are in small
choirbook format (average c19 x 14 cm),
usually upright rather than oblong, with
one chanson copied on each opening. The
discantus part and one or more underlaid
stanzas of text appear on the verso side
of the opening, with the tenor and
contratenor parts opposite on the recto.
The tenor and contratenor usually have
text incipits only, and sorne sources aIl
the parts have only incipits of the texts
•.• Many of these MSS provide visual as
weIl as musical delights: they are neatly
and elegantly (though not al ways
accurately) copied, with illuminated
initials and miniatures cleverly and

2!Sigla and complete title, provenance, date, number of pieces,
and concordances with Laborde are shown for all concordant
chansonniers in Appendi~ 7.
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beautifull y decorated with whims~fal or
grotesque faces and other motifs.

Many of the chansonniers were probably not intended for

performance, but used as reference books, and the more

elaborate ones as presentation copies. CharI es Hamm30

believed that small "fascicl e-manuscripts" were passed from

musician to musician and musical establishment to musical

establ ishment, and were used by copyists to prepare the

chansonniers. Allan Atlas agrees with Hamm, suggesting that

this method of dissemination of music ensured that the

compositions of the era could agree closely from manuscript to

manuscript. Atlas prefers to calI "fascicle-manuscripts"

"parent sources", since' he sees them as the base sources from

which various chansons were copied. He discusses a

methodology of rel ating sources in his work on the Capell a

Giulia Chansonnier (VatG XIII.27).31 He bases the

•

relationship between two or more manuscripts not solely on the

number of concordant pieces in each, as postulated by Eileen

29Stanl ey Boorman and Herbert Kel1man, "Sources, MS IX,8:
Renaissance Polyphony, Chansonniers," New Grove Dictionary of
Music and Musician, ed. Stanley Sadie, vol. 17 (London,
Macmillan, 1984) 681.

30Charles Hamm, "Manuscript Structure in the Dufay Era", Acta
Musicoloqica, 34 (1962): 166-184.

31Al1an Atlas, ed., The Capella Giulia Chansonnier (Rome,
Biblioteca Apostolica Vaticana, C,G. XIII.27, Part l,
(Brooklyn, N,Y" Institute of Medieval Music, 1975)
Commentary 39-48.
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He looks

•

rather for the presence of a number of works that appear

nowhere other than in the rel ated sources, or for a 1arge

number of concordances in which the readings in each are

virtually the same.

Droz and Piaget identify 90 extant chansonniers with

French poetry of the 15th century, many containing musical

set tings. 33 Gutierrez-Denhoff34 and Kennedy35 identify

sixty-four chansonniers wi th chansons concordant wi th those in

Laborde. Table 2 shows the country of origin and the date of

those which have five or more concordances wi th Laborde. 36

A complete list of these concordant chansonniers, giving sigla

and the concordant chansons in Laborde, is found in Appendix

7, and Appendix 8 gives a table showing the number of chansons

by each of Laborde's scribes found in each concordant

chansonnier.

32Eil een Southern, "El Escorial, Monastery Library, Ms.
IV.a.24", Musica Disciplina, 33 (1969): 48-49. The
Chansonnier El Escorial IV.a.24 (Biblioteca deI Monasterio)
dates from the 1460s and was compiled in Italy. Martha K.
Hanen described it in a publication of the Institute of
Mediaeval Music, ottawa, 1983. It has 12 concordant chansons
with Laborde, Il copied by Scribe 1 and 1 by Scribe 2.

33Eugénie Droz and A. Piaget, eds, Le Jardin de Pldsance et
Fleur de Rhetorique, 2 vols, 1925 (New York and London,
Johnson Reprint Corporation, 1968) 105-109.

34Gutierrez-Denhoff, "Laborde" 140-147.

35Kennedy 259-410 .

36Hamm , Census Catal oaue. The dates and provenance in Tabl e
2 are based on the Census Cataloque unless other information
has been found in the literature.
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Although most of the poems are in French, most of the

chansonniers are of Italian provenance, with a few from

Germany, Spain, England, Silesia, or the Low Countries; there

is, however, an important early group from France of which

Laborde is one.

TABLE 2

CHANSONNIERS HAVING MORE THAN FIVE CONCORDANT CHANSONS

SHOWING DATE AND PROVENANCE

Table 2 clearly that the early chansonniers were on the

whole French, whereas the later ones were copied and, no doubt•

EscSL IV.A.24 (Escorial)
MunBS Germ 810 (Schedel)
ParisBN 57 (Nivelle)
WolfA 287 (Wolfenbüttel)
VerBC 287 (Verona)
DijBM 517 (Dijon)
CopKB 291 (Copenhagen)
ParisBNR 2973 (Cordiforme)
SevC 5-1-43/ParisBNN 437
PavU 362 (Pavia)
FlorBN _Magl.176
NHavY 91 -'(Mellon)
BerlPs 40098 (Glogauer)
FlorR 2356
MonteA 871 (Montecassino)
ParisBNF 15123 (Pixérécourt)
LonBLR 20.A.xvi (London)
PerBC 431 (Perugia)
RomeC 2856 (Casanatense)
BerlSM 78.c.28
BolC Q16 (Bologna)
ParisBNF 2245
BolC Q17 (Bologna)
FlorBN BR229 (Florence 229)
FlorBN Magl.178
VatG XIII.17 (Capella Giulia)
ParisBNF 1597
SegC s.s. (Segovia)
CopKB 1848 (Copenhagen)

Italy
Germany
France
France
France
France
France
France
Italy
France
Italy
Italy
Silesia
Italy
Italy
Italy
France
Italy
Italy
Italy
Italy
France
Italy
Italy
Italy
Italy
France
Spain
France

1460
1460
1460
1460
1461
1465
1470
1470
1470
1473
1475
1475
1480
1480
1480
1480
1483
1485
1485
1490
1490
1490
1490s
1492
1492
1492
1500
1500
1525
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Howard Mayer Brown37 points out that French

culture was foremost in court circles everywhere, so the

French chansons would have been sung beyond the borders of the

French-speaking world. The courts of Naples, Milan, Ferrara,

Mantua, and Venice as well as those in Germany, England,

Spain, and elsewhere, would have known these chansons and

included them in their chansonniers.

since Laborde has been identified as a French or Franco-

Burgundian chansonnier, the most significant of these

concordant chansonniers for this study are those of French

provenance: those known as Di jon, Copenhagen 291,

Wolfenbüttel, Nivelle de la Chausée and Florence 2794. of the

106 chansons in Laborde, 65 are also found in these five

chansonniers. Knud Jeppesen38 was the first to establish the

relationship between the Laborde and the first three of these

chansonniers in his study of the Copenhagen Chansonnier. In

his edition of Capella Giulia Chansonnier (VatG XII!.17),

Allan Atlas identifies the different groups to which many of

the chansons belong. He shows the chansons in Laborde to

belong to family groups with Florence 2794 (7 chansons), Dijon

(4 chansons), Wolfenbüttel and Casanatense 2856 (RomeC 2856)

38Knud Jeppesen, ed., Der Kopenhagener Chansonnier: das
Manuskript Thott 291/8 der Këniglichen Bibliothek Kopenhagen
(Copenhagen: Levin & Munksgaard, 1927) reprint with new
introductory remarks, (New York, 1965) XXIV-XXXVI.

•
37Howard Mayer Brown, Music in the Renaissance
Cliffs, N.J., Prentice-Hall, 1976) 89-90.

(Englewood
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(3 chansons each) , Bologna Q 17, Canti C, and Copenhagen 1848

(2 chansons each) and Bologna Q 16, Brussels 11239, Florence

229, Heilbron, Paris 2245, Segovia, TurBN I.27, and Verona 757

(1 chanson each).

Gutierrez Denhoff, in her edition of the Wolfenbüttel

Chansonnier,39 added the more recently discovered Nivelle de

la Chausée, and follows Atlas's lines of foliation to

categorize the chansonniers.

Denhoff's methodology:

Perkins describes Gutierrez-

•

In order to confirm the family relationship posited
for the five Burgundian collections, Gutierrez
Denhoff then proceeds to subject wol fenbOt tel' s
sister sources to the same kind of codicological
scrutiny that she has previously devoted to
Wolfenbüttel itself in her opening chapter. She
suggests, once again on the authority of historians
of book illumination, that three of the four
chansonniers were also decorated somewhere in the
Loire Valley along the axis from Nantes to Angers
and Bourges: Copenhagen and Laborde at
indeterminate locations and Nivelle perhaps in
Tours; the latter two, like Wolfenbüttel, in the
early 1460s, and Copenhagen apparently sorne five to
ten years later. The exception in this regard is
the Dijon Chansonnier, which was probably
illuminated in Dijon itself at about the same time
as the 40 Copenhagen Chansonnier was being
completed.

39Martella Gutierrez-Denhoff, Der Wolfenbütteler Chansonnier.
wolfenbüttel. Herzog August Bibliothek. Codex Guelf.187
Extrav.: Untersuchungen zu Repertoire und Uberlieferung einer
Musikhandschri ft des 15. Jahrhunderts und ihres Umkreises,
(Wiesbaden: otto Harrassowitz, 1985).

40Leeman L. Perkins, "Modern Methods, Recei ved Opini on, and the
Chansonnier," Music and Letters, 69 (1988): 359.
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Kennedy and Rifkin4i add Florence 2794 to the Franco-

Burgundian family.

The two earliest of these chansonniers are Wolfenbüttel

and Nivelle de la Chausée. Chansonnier Nivelle de la Chausée

(ParisBN 57) is the earliest manuscript of the six, probably

dating from 1460-65. It is the most recent to have been

discovered, having been sold at Sotheby's in 1939 and owned by

Geneviève Thibault. Nivelle contains sixty-six works, ail

•

French-texted chansons, of which nineteen are concordant with

Laborde. There are eighteen unica, and the rest by most of

the same composers found in Laborde. There are, however, none

by Caron or Hayne, which leads Thibault to assign it an early

date. An interesting sidelight is the attribution of sorne of

the unica copied by Scribe 2 to Delahaye, a composer whose

work rarely appears elsewhere, but whose name Gutierrez

Denhoff noticed, partly trimmed off, in Laborde. 42

Wolfenbüt tel (Wol fenbüttel, Herzog August Bibliothek,

Codex Guelf 298 Extravagantium), which has been published in

modern edi tion edi ted by Martel1a Gutierrez-Denhoff43 contains

56 chansons, of which 36 are concordant with Laborde. Ali the

chansons are without attribution, although scholars have been

abl e to identify a number of composers, most of whom are

4lJoshua Rifkin, "Scribal Concordances for sorne Renaissance
Manuscripts in Florentine Libraries," Journal of the American
Musicoloqical Society, 26 (1973): 305-306 .

42 Gutierrez-Denhoff, "Laborde" 119-120.

43Gutierrez-Denhoff, Wol fenbüttel .
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Based on the composers whose works

are included in Wolfenbüttel, and on her study of the scribal

hands, the illuminations, and the musical and poetic

repertory, as well as on its relationship with other

chansonniers of the same family, Gutierrez-Denhoff dates

Wolfenbüttel as approximately 1461-65.

Two other important chansonniers are Dijon and

Copenhagen, both with a northern French or Burgundian

provenance, possibly Dijon itself, and both of a slightly

later date: Dijon from 1465-70, or even later, and Copenhagen

1470-80. Dijon (Dijon, Bibliothèque Municipale, MS 517)

contains 161 pieces, all French chansons except one Latin

motet and two bitextual pieces, 39 of which are concordant

wi th Laborde. 44 Fifty of the 161 chansons have been published

in Trois Chansonniers Francais du XVe siècle, edited by Droz

and Rokseth. 45 Perkins46 points out that the care taken by

the scribe to write out all the strophes of the poetry, thus

making the work useful as literature, emphasizes that it was

prepared for a French milieu. Again, many of the same

•

composers are included, but here are chansons by Hayne, Caron,

Molinet, and Ockeghem who composed at a later date.

44Hanun , Census Catalogue, vol. 1 168-169.

45Eugénie Droz and Yvonne Rokseth, eds, Trois Chansonniers
Francais du XVe siècle, (Paris, F. paillart, 1927. Reprint,
New York, Da Capo Press, 1978) .

46Leeman L. Perkins and Howard Garey, The Mellon Chansonnier
(New Haven: Yale University Press, 1979) vol.2, 156.
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Copenhagen 291 (Copenhagen, Kongelige Bibliotek, MS Thott

291), published in modern edition in 1927 by Jeppesen,47 also

seems to have originated in northern France or Burgundy in the

1470s. 48 It contains 33 French chansons, eighteen concordant

with Laborde, none of them attributed in the manuscript, but

now known to have been the work of many of the sante composers,

and sorne of a later date as found in Dijon. Barret4! suggests

a French. rather than a Burgundian origin for the chansonnier,

identifying eleven of the 22 poets as native to Dijon.

Copenhagen and Dijon are closely related: they are similar as

to repertory, they share a scribe, and their artistic

decoration ,is similar in style.

Florence 2794 (Florence. Bibioteca Riccardiana, MS 2794)

can probabl y be dated in the 1480s. Of 68 works, 59 are

French chansons for three or four voices. Composers include

sorne from a considerablY later date such as Josquin, but also

Compère, Agricola, Busnois, and Ockeghem. Ri fkin connects

•

this chansonnier with Laborde and with Dijon by comparing the

scribal hands. 50

These five Franco-Burgundian chansoniers are especially

~7Jeppesen, Copenhagen.

48Hamm , Census catalogue, vol. 1, 163-164.

41Charl es Edward Barret, "A Cri tical Edition of the Di jon
Chansonnier: Dijon, Bibliothèque de la Ville, ms. 517 (Ancien
295)," Ph.D. Dissertation, George Peabody College for
Teachers of Vanderbilt University, 1981, 78-86.

~Rifkin, 318-319.
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important in dating the chansons in Laborde. As can be seen

from Table 2 and Appendices 7 and 8, there are, however, many

other chansonniers with concordant chansons in Laborde. Using

the dates of all the chansonniers, it has been possible to

establish a latest possible date for each of the chansons.

In dating the chansons, the composers also provide

useful clues. Appendix 5 shows the composers of the six

Franco-Burgundian chansonniers, arranged by date of death when

known, and showing in which chansonniers they are found.

Naturally chansons by the popular composers continued to be

copied later, even after their deaths, but the later

chansonniers are more likely to contain works by later

composers. The tabl e shows a trend to find the older

composers in the older and the younger in the later sources.

In dating the chansons, the date of death of the composers has

been used as well as the date of the earliest concordant

source.

Other factors are useful in dating the chansons. Most

important is the fact that Laborde was copied by perhaps seven

scribes, and illuminated by several artists. The dates of

three of the seven scribes and artists can be related to those

of other chansonniers, which helps to confirm the dates of the

chansons. The scribes and artists will be discussed in

Chapter 3 •
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Of particular interest to this study is the fact that a

number of scribes can be identified in the Laborde

Chansonnier, and their styles are comparable to the styles of

other chansonniers, which helps in the dating of the various

chansons. A nu~ber of scholars have puzzled over the Laborde

scribes. Bush,51 Gutierrez-Denhofé2 and Kennedy53 summarize

previous scholarship. AlI agree that most of the copying was

done by two scribes who probably worked sorne ten or fifteen

years apart and copied both music and text. Scribe l, who

copied chansons 1 to 47, 51 to 58, 96, 99 and 100, worked in

the style of the Wolfenbüttel and Nivelle chansonniers which

are dated 1460-70, and can be associated wi th the Frye

Bedingham generation of composers. 54 Scribe 2 copied chansons

48 to 50 and 59 to 81. His style corresponds to that of the

scribes of the Copenhagen and Dijon chansonniers which are

dated 1470 to 1480, and can be associated with the

Ockeghem/Busnois generation. The remaining chansons were

•

copied by at 1east three if not five other scribes. 55 Here

we find more composi tions by later composers al though ockeghem

51Bush 61- 63.

52Gutierrez-Denhoff, "Laborde" 117-132.

53Kennedy 47 -7 4.

54Gerald Montagna, "Johannes Pullois in Context of His Era,"
Revue Belge de Musicologie 42 (1988): 105.

55Gutierrez-Denhoff, "Laborde" 118.
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Rifkin points out that the scribe

•

who copied Florence 2794 aIso copied a group of chansons found

in Laborde (Nos. 82, 83 84. 86. and 95).56 TabI e 3 bears out

TABLE 3

CONCORDANCES IN CHANSONNIERS WITH MORE THAN

FIVE CONCORDANT CHANSONft

Scribe 1 Scribe 2 Scribe H

1460·65 Wolfenbüttel 33 3
1460-65 Nivelle 15 4
1460·10 Scbedel 6
1460·14 Escorial Il 1
1468-12 Pavia 6 1
1410s Plorence Magl. 116 14 4 2
1410-15 Dijon 20 15 4
1410-11 Cordiforme 12 2
1410-&0 Copenhagen 291 13 5
1410·85 Sevi!l e/Paris 18 1
1415-16 Helion 15 2
1419-1516 Capella Giulia 8 4 10
1480-84 Pilérécourt 13 1 1
1480·85 Florence Riec. 2356 8 1 3
1480-90 Perugia 5 2
1480·1500 Hontecassino 4 2 1
1483088 LonBLR 20 A.ni 1
1485-90 Casanatense 6 5 1
1481 Bologna 016 2 1 3
1488 Florence Riec. 2194 6 3 9
1490s Bologna 011 1 7
1490-98 ParisBIP 2245 1 5
1492-93 Florence!! 229 3 5 4
1492-94 F!orenceHagl.118 2 1 5
1500 ParisB!C 1591 3 1 1
1500 Verona 751 2 1 2
1502 Segovia 2 1 2
1525 Copenbagen 1848 3 6

the contention that there are more concordances with the

5'Gutierrez-Denhoff, "Laborde" 118. Gutierrez-Denhoff assigns
Chansons 82, 83, and 84 to Scribe 3a, 86 to 3c, and 95 to 4a;
my examination of the microfilm did not convince me that the
scribaI hand differed from chanson to chanson, but she may
have other reasons for her decision.



•

•

27

earlier scribes in the earlier chansonniers, and vice versa.

The first scholar aftor Vincent to examine Laborde was

Knud Jeppeson who discussed it in his comparative study of

five chansonniers in the preface to his edition of the

Copenhagen Chansonnier. 57 He was the first to struggle with

the dating of the work of the scribes, and later scholars have

found his conclusions somewhat bizarre. He and his reviewer,

K. Dèzes,58 thought of

the two scribes [1 and 2] as writing their pieces
in the MS at different times. after which the
miniature painters began, the later wri ters not
making their entries until these had finished.
Because of scribe l's more fluent style of writing,
among other things, Jeppesen dates scribe 2 as
working between 1470-80 and scribe 1 between 1480
90, thus asking us to accept the ullusual situation
of a scribe leaving blank pages in the begin~ing of
a MS to be filled in later by someone else.

Like others, he believed that the last folios, from folio 101v

to the end, were copied by a third scribe.

Later scholars have disagreed with Jeppesen and Dèzes as

to the order in which the scribes worked, and have concluded

that there were as many as seven scribes working

consecutivel y.

Dr. Oliver Strunk, in a communication with Bush,IO

57 Jeppesen XXIV-XXXVI.

58K. Dèzes, "Neuausgaben al ter Musikwerke ..• Der Kopenhagener
Chansonnier ... von Dr. Knud Jeppesen, Zeitschrift für
Musikwissenschaft X (1927-28): 505 .

59Bush 61.

IOBush 62.
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posi ted th.. t the manuscr.ipt. was originall y the work of a

single scribe and a single artist, lhat it was acquired at a

later date by a new owner who had a number of new entries

made, and had his C~3t of arms displayed in the manuscript.

Scribe 2 filled in the folios 61v-64r left blank by Scribe l,

and continued on later folios. Strunk stated,

Al though the composers of many chansons have not
been identified, Dufay' 13 works head the list of
those recorded by scribe 1. This, plus the fact
that a very few compositions by Ockeghem and
Busnoys appear in the first 71 folios, would lead
to the assumption that Scribe 1 worked about 1475
or shortly thereafter. Scribe 2, on the other hand
probably worked before 1485. The basis for this
supposition is the fact that in folios 72' to 101,
recorded by Scribe 2, Obrecht, Josquin, and Isaac
are not represented while Busnoys and Ockeghem are
the leading composers. Compère appears only in the
later additions. This comparison

61
shows a real

difference in time if not in place.

Besides summarizing earlier scholarship, Helen Bush

also had some ideas of her own. She maintained that the first

71 folios, that is, the first 58 chansons, were copied by

Scribe 1 and illustrated by Artist l, with the exception of

folios 61v-64, or chansons 48 to 50, left blank by Scribe 1

and filled in by Scribe 2. Scribe 1 also copied folios 136,

138, and 139, or chansons 96, 99, and 100. It was she who

noticed that the style of Scribe 1 showed ,the same

characteristics as that of Wol fenbüt tel, Nivell e, and Pavia, 62

6lBush 63 •

62 pavO 362, a French chansonnier from 1473, contains 48
compositions, 40 of then chansons, with seven concordances
with Laborde, aIl copied by Scribe 1.
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but the Laborde chansonnier is even more beautiful and elegant

than the others. Folios 72v through 101, or chansons 59

•

through 81, were copied by Scribe 2, whose pointed notes are

similar to those found in Dijon and Copenhagen. She says of

the third section of the manuscript:

The workmanship in this third section (f. 101'ff)
shows haste and lack of care and undoubtedly
belongs to the sixteenth century. The incl "~~on of
one chanson, "La grant paine que yo sento in a
setting that is not only strictly chordal and
syllabic but also dependent upon classic poetic
meter, points to a probabl e 16th-century origin.
The music of the rest of the chansons from this
third part, however, may have been written in the
previous century and merely copied later, as the
composers cited at the top of many of the
composi tions were

E4
active in the 15th as well as in

the 16th century.

Joshua Rifkin studied scribal concordances in sorne

Renaissance manuscripts in Florentine libraries, taking no

account of initials or decorations. E5 He reports on a number

of instances in which he finds the same scribal hand in more

than one manuscript. In his discussion of Florence 2794, he

points out that the two principal copyists can be found in the

principal Franco-Burgundian chansonniers discussed by Knud

JeppesonEE . Scribe l of Florence 2794 added several pieces

to the Laborde chansonnier: folios 101v-104, 105v-106, and

120v-21, which consist of "A une dame" by Busnois (No. 82),

63 see Appendix 11, No. 98, and Example

"Bush 60 .

65Rifkin 305-326.

66Jeppeson XXIV-XXXVI
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the anonymous "Je ne me puis voir" (No. 83), "De vous servir",

by Hayne or Fresneau (No.84), Ockeghom's "Les desleaulx ont"

(No. 86) and "Je nay dueil" (No. 95). "De vous servir" is

also found in Ms. 2794, and Rifkin includes copies from both

chansonniers in his article so that they can be compared.

Gutierrez-Denhoff thinks these chansons were copied by three

different scribes, 3a, 3c, and 4a. 67

In his doctoral thesis, Duff J. Kennedy68 makes a

thorough study of the styles of the scribes of six èranco-

Burgundian chansonniers: Laborde, Wolfenbüttel, Nivelle,

Dijon, Copenhagen, and Florence 1794. Like the other

•

scholars, Kennedy identifies two primary scribes, 1 and 2,

found in the first two layers, and a third layer with two or

three scribes. The music hand of Scribe 1 is similar but not

identical to that of the scribes of Wolfenbüttel and Nivelle,

as weIl as of Pavia and Mellon, whilst the hand of Scribe 2 is

similar to that of the scribes of Dijon and Copenhagen.

Perkins, in the MelIon Chansonnier,69 states that the hands

of Dijon and Copenhagen are identical. Charles Barret, in his

dissertation on Dijon, gives further evidence of this:

There is, however, one important and unique
characteristic of the scribe of this chansonnier that can
be seen also in his notation of Cop 291 and his work as

67 In my examination of these chansons in the microfilm copy of
Laborde, they aIl appear to have been copied by a single hand •

68Kennedy 50-61.

69 perkins, Mellon, vol.2, 182
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the second scribe in Lab; he always wrote the eue
incipits, when there was enough room, directly beneath
the Superi us, which .•. carried the r'/rain of the
chanson. This is the wrong place for it.

Kennedy notes that in the third layer of the chansonnier,

there are at least three new scribes. His Scribe 3 copies

folios 101'-104, 105'-106, and 120'-121, or chansons 82-84,

86, and 95, as noted by Rifkin. His Scribe 4 copied folios

104'-105 and 106'-114', or chansons 85 and 87 to 94. His

Scribe 5 added folios 136'-138 and 139'-149, or chansons 97-

98, and 101-106.

Martel1a Gutierrez-Dennoff reviewed the scribal

•

ascriptions again in 1984. 71 In dating the l ayers of Laborde,

she coordinates criteria other than simply the scribal hand,

basing her opinion on the compOS3rs and the concordances (see

Tables 2, 3, and 4). She also examines the artists. Her

conclusions are found in Table 4.

she identifies four generations of composers: the Dufay

generation (or layer I), including Binchois, Frye, Morton,

Basin, and Bedingham; the Ockeghem generation (or layer 2),

including Joye, Delahaye, Caron, Barbingant, Baziron, Convert,

Fresneau, Michelet, and Hayne; the third generation (or layer

3), including Molinet, Agricola, Tinctoris, Pietrequin,

Prioris, and Compère. She points out that the chansons copied

by Scribes 1 and 2 belong to layers 1 and 2, and notes that

70Barret 12.

71Gutierrez-Denhoff, "Laborde" 120.
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She states,

•

Both l ayers [l ayers 1 and 2] contain an
insignificant part of that generation of composers
who worked into the beginning of the sixteenth
century. The chansons in layer III, however, can
be traced back to later representatives of the
Ockeghem-generation ... as weIl as to several
composers of the third generation. Finally, this
last generation has been more popular with the
copyists of part IV, though,fompositions by Hayne
and Ockeghem are also there.

In at tempting to date the scribes, she discusses sorne of

the composers: Frye, Basin, and Tinctoris. The work of the

first two was copied by Scribe l, and is found in the earlier

chansonniers, Frye in Wolfenbüttel and Nivelle, and Basin in

Italian sources of around 1465. An early work of Tinctoris,

"Vostre regard", is copied by Scribe 2, and found in Di jon.

she states,

It can be demonstrated that layer l was created a few
years earlier than layer II, perhaps before 1465: by the
absence in Laborde, layer II, of the older generation of
composers (particularly Frye; by the Basin chanson first
having been recorded in Laborde, layer l, and onl y
afterwards in early Italian sources; and finally by the
presence in Laborde , layer II, of a chanson in
Burgund~an l~tYle by Tinctoris who belongs to a later
generatJ.on.

She thinks that the entire chansonnier was bound together

from the beginning, since the change of Scribe 1 and 2 does

not coincide wi th the gatherings, and she identifies five

"postscript" scribes who worked at two different periods of

12Gut ierrez-Denhoff, "Laborde", 120. This quotation and the
next were translated by Inge Bastian for me to use in
preparing this thesis.

13Gutierrez-Denhoff, "Laborde" 122
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She speaks of l ayers I, II, III (Scribes 3a, 3b, and

3c) and IV (Scribes 4a and 4b).

assessment.

Tabl e 4 i 11 ustrates her

Except for Rifkin, she is the first to try to date the

work of the later scribes, based on concordances with sorne of

the Italian sources, as weIl as on the work of Rifkin

described above which dates Scribe 3 in the 1480s. The fact

that none of the chansons from Scribes 3 and 4 ar~ found in

early manuscripts such as Escorial (1460-74), and Porto (OpBP

'114, 1454-60) points to a later date for them. London

20.A.XVI, which originated in 1483-90 in France "~hows clear

evidence of connections between i ts repertoire and that of

Laborde layer III," especiall y Scribe 3b. She dates the

entries of Scribe 4a and 4b still later based on concordances

with Paris 1597 (ca 1500) and st. Gall 462 (1510,1530) She

sums up her findings in a table, finally dating the Scribes as

follows:

TABLE 574

Scribe 1
Scribe 2
Scribe 3a-c
Scribe 4a
Scribe 4b

1460-67
1467-75
1485-95
1495-1510
1500-1520

•
The evidence from the Laborde artists bears out the

evidence of the scribes. Strunk agreed wi th Jeppesen that

Artist 1 worked with Scribe l, and that two artists illus-

trated the work of Scribe 2. Helen Bush does not distinguish

14Gut ierreZ-Denhoff "Laborde" 136.
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between the artists copying the work of Scribes 1 and 2, but

she discusses their work.

Approximately two-thirds of the MS have beautifully
illuminated scroll and foliage decorations in the upper
corners of the pages and in sorne cases down the sides,
while the initial letters often contain charming and
delightful miniatures. The last third of the volume, on
the other hand, is entirely without decoration or even
initiaI7~etters, although a space has been left for the
latter.

Kennedy identified three styles of decoration. He points

out that the artist who decorated the chansons copied by

Scribe 1 painted the most elaborate initiaIs and top and side

panels, with clear colours and very delicate pen and brush

strokes. The artist or artists for Scribe 2 painted fewer

panels; their colours were darker, and their strokes coarser.

In the third layer, there is virtuall y no decoration at

aIl.

Gutierrez-Denhoff examined the artists carefully and

identified as many as 12 different hands, but insisted that

there was no overlap between the artist working with Scribe 1

and that of Scribe 2. She noted links between the art motifs

in the borders of the chansons copied by Scribe 1 with that

in two Viennese manuscripts, Livre du cueur d'amours espris,

created by René d'Anjou in the 1460s76 and the Teseida by

75Bush 60.

76René of Anjou was a ruler, poet and painter known for the
"Livre du Cueur d'Amours espris," (Cod. Vind. 2597; National
Library of Viènna) of which he was the author and quite
possibly the illustrator. (F. Unterkircher, ed., King René's
Book of Love (Le Cueur d'Amours Espris) (New York: George
Braziller, 1975)



• 36

Bocaccio, as well as one in the Bibliothèque Nationale in

Paris: Cas des nobl es hommes et femmp.s, also by Bocaccio,

dated 1468. These patterns were known in the workshops of the

Loire region, where Bourges, Tours, and Nantes were of great

importance both in music and in the art of illumination. The

art work of other chansonniers, including Nivelle and

Wolfenbüttel, show connections with these cities Thus

Gutierrez-Danhoff dates the work of Scribes 1 and 2 in the

1460s and 70s. 77

Thibaul t described Nivell e and commented on i ts fine

decorations, probably done at Tours or Bruges in the style of

Jean Fouquet. 78 Paula Higgins, however, who wrote the

introduction to the 1984 facsimile edition of Nivelle,

speculates that it was compiled in Bourges. Higgins comments,

at least

Several chansons are attributed to Basiron in the
closely related Laborde chansonnier, a manuscript
which art historians believe to have been deijorated

in part by Jean Coulombe of Bourges.

•

Since Nivelle was copied in the 1460s or early 1470s, this

77Gutierrez-Denhoff. "Laborde" 132.

78Geneviève Thibaul t. "Le Chansonnier Nivell e de la Chausée",
Annales Musicoloqiques: Moyen Aqe et Renaissance 7 (1964-77):
11-16.

79paula Higgins, "Introduction." Chansonnier Nivell e de 1a
Chaussée (Bibliothèque nationale. Paris. Rés. Vmc.ms.57, ca.
1460) (Geneva. Minkoff Reprint. 1984), X. Higgins says
"This opinion was first expressed to me in September of 1979
by Professor John Plummer of Princeton University and the
Pierpont Morgan Library and was subsequently confirmed to
Prof essor Claude Schaefer of Paris."
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bears out the fact that the illuminations date from then.

The scholars mentioned above have aIl speculated on the

significance and dating of the work of the scribes. In my

view, the most likely explanation is that aIl the folios of

the manuscript were prepared at one time, and that Scribe l

began the work of copying but did not complete it, probably

intending a chansonnier wi th 100 items. This is the more

likely since l notice that Scribe l stopped at the 58th

chanson, leaving 66 folios blank, and then, as if to finish

the collection, copied chansons 96, 99 and 100. Many of the

chansonniers of the time begin and end with motets; often.

the opening motet was Frye' s "Ave Regina Cel orum". Here we

have Scribe l beginning with "Ave Regina", and going to number

100 to copy an anonymous "Dulcis arnica dei".

To sum up the work of these scholars and attempt to

synthesize their findings, l find myself in essential

agreement with Gutierrez-Denhoff. Based on the dates of the

concordant chansonniers, of the composers, and of the scribes.

one can come to the concl usion that Scribes land 2 were

closely connected with the other five Franco-Burgundian

chansonniers, while the scribes in the "postscript" section

copied work of later composers and were connected with a wider

variety of sources both inside and outside France. l shall

base my analysis on Table 5 .
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PART 2. ANALYSIS OF STYLE

CHAPTER 4. DEVELOPMENT OF THE EARLY CHANSON

In Part 1 of this study, 1 described the Laborde

Chansonnier and discussed the contemporary sources with

concordant chansons as weIl as the riddle of the scribes and

artists. An effort has been made to establish the dates of

the chansons using these elements. Because we have found that

there are four layers to the Laborde chansonnier, we have an

opportunity to examine the early, middle, and late chansons to

look for a marked development in style from one layer to the

other. Based on many discussions of the changing styles of the

chanson, particularly those by Brown80 , Fall ows81 , Hanen82 •

Hasselman83 , Hewi t t 81 , Higgins85 , Jones 86, Kenney87,

80 Howard Mayer Brown, "Chanson," New Grove Dictionary of
Music and Musicians, ed. Stanley Sadie, vol. 4 (London,
Macmillan, 1984) 135-145; and "The Genesis of a Style: the
Parisian Chanson, 1500-1530," Chanson and Madrigal, 1480
1530: Studies in Comparison and Contrast, ed. James Haar
(Cambridge, Mass. Harvard University Press, 1964) 1-50.

81 David Fallows, Dufay, (London, J.M. Dent, 1982) Chapter
8, "The early songs," and Chapter 12, "The late songs"; and
"Robert Morton' s Songs: a Study of Styles in the Mid-Fifteenth
Century", Ph.D. dissertation, University of California,
Berkeley, 1978; and "Dunstable, Bedyngham, and 0 Rosa Bella",
Journal of Musicology 12 (1994): 287-305.

82Martha K. Hanen, The Chansonnier El Escorial IV.a.24 (Ottawa,
Institute of Mediaeval Music, Ltd, 1983) 1, Commentary.

83Margaret Paine Hasselman, "The French Chanson in
Fourteenth Century," Ph.D. dissertation, Uriversity
California, Berkeley, 1970.

84Hel en Hewitt, ed., Harmonice Musices Odhecaton A,
York, Da Capo Press, 1978) 58-69.
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Montagna88 , PerkinsB9 , and schavran90 and taking the best

estimate cf the dates, using the concordant sources, the dates

of death of the composers, and dates found in the literature,

1 have looked at the style of the chansons in Laborde using a

variety of criteria: meter, rhythm, relative voice ranges,

cadences, melodic style, the role of the contratenor, and

imitation. In this chapter and the next 1 will discuss the

development of the style of the chansons in general, and sorne

of the features that are common to the chansons in all the

layers of Laborde. In later chapters 1 will discuss the style

of each layer, and analyse a number of examples from Laborde.

As we have seen, the Laborde Chansonnier was apparently

copied over a period of sorne sixty years, from 1460 to 1510 or

even 1520. Polyphonie chansons had, however, been composed

culture
Ph.D.

•

85paula Marie Higgins, "Antoine Busnois and the Musical
in Late Fifteenth-Century France and Burgundy,"
dissertation, Princeton University, 1987.

86George M. Jones, "The "First" Chansonnier of the Biblioteca
Riccardiana, Codex 2794: a Study in the Method of Editing
15th-Century Music," Ph.D. dissertation, New York University,
1972.

87 sylvia W. Kenney, Walter Frye and the Contenance Angloise,
(New Haven and London, Yale University Press, 1964) 147-168.

88Montagna, 83-117.

89Leeman L. Perkins, "Toward a Typology of the 1 Renaissance'
Chanson." Journal of Husicology 6 (1988): 421-427; and
"Modern Methods" 356-364; and Hellon vol. 2.

90Henrietta Schavran, "The Manuscript Pavia, Biblioteca
Universitaria, Codice Aldini 3621: a Study of Song Tradition
in Italy circa 1440-1480", ph.D. dissertation, New York
University, 1978.
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Margaret

Hasselman, in her dissertation on the French chanson in the

fourteenth century91 discusses the early development of the

chanson, pointing out the influence of the motet, the chace,

and the trouvère songs on the later chanson, and its graduaI

development in the early fourteenth century. The formes

fixes, (ballade, rondeau, and virelai), songs dealing with

courtly and frustrated love as embodied in the ideals of

chivalry, developed during this period and were used until the

beginning of the sixteenth century. In the earliest stage,

the chanson was arranged with triplum, cantus and tenor, to

which a contratenor was later added. After 1360, the triplum

was abandoned, leaving the cantus, tenor, contratenor

arrangement which is the norm in the fifteenth century.92

Guillaume de Machaut, who died in 1377, is the first.

composer to have written a significant number (70) of

polyphonie chansons nearly a hundred years before the period

of the Laborde Chansonnier. They were set to poems in the

•

formes fixes, ballades, virelais, and rondeaux, most of them

being ballades. Most of them are

treble-dominated, with one or more florid melodic lines
supplied with text, one or more slower-moving
accompanying lines (tenors and contratenors) and an
occasional faster-moving upper part, called a
•tripl um' • .. Since there are so few stylistic links
between the conductus-like chansons of the earlier
generation and the treble-dominated style of Machaut,

9lHasselman, Chapter III.

92Hasselman 237.
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on rhythmically unstable, intricately
lines, it may be that Machaut himself
chanson style that ~as to dominate
for almost 200 years.

Machaut was followed by a number of composers through the

end of the four.teenth century and the beginning of the

fifteenth who composed chansons virtually in his style. The

next great innovator was Dufay who composed 80 songs, two

thirds of them written before 1440. 94 Although ballades were

giving way to rondeaux, Dufay's earliest pieces tended to be

ballades. Each line of text had its own cl earl y defined

melodic shape, with its own voice range, closing with a

cadence. The melodic line, carried by the superius, tended to

be florid and sometimes had an untexted opening and closing.

The tenor voice was the main structural voice, controlling the

harmonie movement, frequently moving in contrary motion with

the superius. The contratenor, in the same range as the

•

tenor, often moved with the tenor and existed to add colour

and texture, and ·to carry rhythmic impetus, especially at

cadences. Fallows discusses Dufay's use of rhythm, pointing

out his marked rhythmic flow forming a "gentle undulation"

rather than a "bounce" in his chansons, and suggests that "the

juxtaposition of the various rhythmic elements - the hemiola,

the trochaic 6/8 and the iambic 6/8 ••• had become something of

93Brown, "chanson" 136 •

94Fallows, Dufay 86-102.
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Dufay's style developed over his lifetime, and

"a l'ltyli~tic hiatus in his songs suggests that he composed

litll~ surviving secular music during his de cade at Cambrai,

1439-1450, but that the return to Savoy in the 1450s brought

about a new lease of life in him as a song composer, with new

stylistic ideas.,,!6 This new style will be discussed later.

The other 1eading composer before 1450 was Binchois

(1400-1460) whose chansons were less inventive as to texture

and rhythm than Dufay' s but sti Il had many of the same

characteristics. Fallows describes him as excelling in the

effortlessness of melody, using a relatively simple style,

with an almost complete absence of hemiola or rhythmic

intricacy. AlI but one of his songs is in triple time, and

the vast majority were rondeaux with four- or five-line

stanzas. His chansons were probably intended to be sung by

one voice only, unlike Dufay' s which were designed for several

voices91 . Slavin points out his particular interest in

articulating musical form using cadential voice leading,

distinguishing between midpoint and final, often using the

•
95pall ows, Dufay 99.

9'FaU ows, Dufay 152.

97David Pall ows, "Binchois,
Music and Musicians, ed.
Macmillan, 1984) 713.

Gill es," New Grove Dictionary of
Stanley Sadie, vol.2 (London,
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octave leap cadence. 18

Sylvia Kenney describes the chanson of circa 1450.

"The chanson, then, provides the standard by which the
stylistic change of 1450 may bemeasured mont easily. On
the Continent during the first half of the century, the
predominant chanson styi e was that of the accompanied
melody with a rather ornate vocal line, set against two
voices which were rhythmically less active, the tenor and
contratenor •.. The transition from this style to one in
which discant and tenor are coupled against a harmonie
cont~atenQr took place around the middle of the
century. "Il

This is the point at which we begin to find the chansons

of the Laborde Chansonnier. Laborde contains a number of the

chansons by older composers such as Dufay and Binchois, sorne

of which were composed sorne time before they were copied into

Laborde. Sorne of the earliest chansons were composed in the

1450s or even earlier, and those in the first layer must be

dated by 1465 at the latest.

98Dennis Slavin, "Sorne Distinctive Features of Songs by
Binchois: Cadential Voice Leading and the Articulati.on of
Form," Journal of Musicology 10 (1992): 342-361.

99Kenney 148.
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We turn now to the style of the chansons found in the so

called Franco-Burgundian chansonniers, and particularlY to

those in the four layers of the Laborde Chansonnier. The

chanson is an essentially conservative genre, and throughout

the r:ifteenth century it retained many of the features

established by Machaut. Most were rondeaux, although there

were also bergerettes Ca later form of virelai), and a few

ballades. The form of the music was closely related to the

form of the text in that the phrases of music followed the

lines of the text, but there was almost no word painting.

Most chansons had three voices: cantus, tenor, and

contratenor. Melodies, fou:!d in the ca!1tus, consisted

largely of "long, gently-curved arches, arranged so that they

balanced each other neatly.lOO Triple meter was common,

al though many were also in dupl e meter. Composers made

frequent use of octave-leap and double-leading-tone cadences.

Imitation was used in the early chanscns, especially by Dufay

in his later works, but it was not as important as it became

in the early sixteenth century. Fallows discusses Dufay' s

style in his late songs composed after 1450, and points out a

return to the solemn, courtly style of the earlier composers

such as Machaut and Eustache Deschamps, and the ability to

match the music to the mood. He also notes less obvious show

and experimentation than in the earlier songs, but he finds

lCCBrown, "Transformation" ao.
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the "music of far greater refinement, a styl e in which each

note plays a role more important than heretofore,"lOl

Over the period of the chansonniers, the style chan;ed

considerably, from Dufay and Binchois through Busnoys and

Ockeghem to Josquin and Prioris. By the 1520s, the formes

fixes had largely disappeared, and the subject matter took on

a broader aspect. Four-voice chansons were the norm,

harmonies had become more tonal, and cadences were normally

"V-I". Tripl e meter was rare. Imitation took on a new

•

importance, .

Certain characteristics are common to all layers. Until

the beginning of the sixteenth century, the chansons were

based on poems in the formes fixes, rondeaux predominating.

Three voice texture continued to be the norm, and the most

common language was French, although sorne texts were written

in Spanish, Italian, Dutch, or German. Each line of text had

its own musical phrase, usually beginning syllabically and

ending in an extended melisma which occurred especially in the

early songs, and usually toward the ends of the lines of text.

Howard Mayer Brown argues that text underlay in the

chansonniers is in any case unreliable, and that the fact that

there are many more notes than syllables makes it certain that

melismas did exist, but modern editors may not know exactly

where in the l ine they are found .102 Fall ows, however, in

101Fallows, Dufay 161-2.

102Brown, "Genesis" 8.
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his dissertation about Robert Morton's songs, asserts that

careful examination of the music can show where the text

should lie, because the cadences clearly fit the ends of the

lines of poetry, but that the scribes were careless in their

text underlay, and did not match the poetic line endings with

the cadences .103

These features - the use of the formes fixes, especially

the rondeaux, three-voiced chansons wi th French text, melismas

in the melodic line, - are common to aIl fifteenth century

chansons, but in other respects changes can be noted. The

role of the contratenor changed over the period. In th!! early

years, the cantus and tenor were normally composed first, and

could stand alone harmonically with no dissonant fourths. The

contratenor was added last to provide harmonie filler and to

enliven the rhythm. !ts role changed appreciably over the

period. Kenney describes the contratenor in Frye's chansons

as "having a rhythmic as weIl as a harmonie function to

fulfil, for it is often this voice which keeps the motion

going after the cadence. ,,104 In her view, the contratenor

continued to fluctuate in function between the purely

supportive voice and as an integrated part of the whole. It

adapted to the changes which took place in the relationship

between cantus and tenor, from one in which the cantus was

primary, and the tenor an accompanying part to mutual

103David Fallows, "Robert Morton" 4-6.

104Kenney 149-50.
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interdependence between them.

In attempting to draw conclusions from a study of the

chansons from the four layers of Laborde, l looked at various

parameters -- meter, number of breves, melismas, cadences,

voice ranges, imitation - sorne of which were inconclusive.

Looking at the meter of the chansons, the vast majority of the

chansons are in duple meter, usually tempus imperfectum

diminutum. In the earlier chansons, however, there were many

with triple meter (tempus perfectum). Table 6 below shows the

change.

TABLE 6

METER OF THE CHANSONS. BY DATE

Before 1460
1460-65 (layer 1)
1466-75 (layer 2)
1480-98 (layer 3)
1490+ (layer 4)

Duple

1
32
20
13

9

Triple

3
22

4
1
o

An examination of the presence of hemiolas, however, was not

productive. Almost all the chansons in triple meter, in

•

whatever layer, had hemiolas, but of course since there were

fewer triple meter chansons in the later layers, there were

fewer hemiolas.

Attempts to correlate the date with the number of breves

were inconclusive, although onemight notice longer pieces in

the middle period, 1460-75 .
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TABLE 7

Breves

Before 1460
1460-65 (layer 1)
1466-75 (layer 2)
1480-90 (layer 3)
1490+ (layer 4)

NUMBER OF BREVES BY DATE

40-50 50-100
Breves

8
4 15

13 13
8 8
8 2

More than 100

15
9
4

Equally inconclusive was an attempt to correlate the date

with the number of melismas, though there are apparently fewer

and shorter melismas in the later chansons.

cadences were frequently of the octave leap or the double

leading tone variety, although there were, of course, many

"V-l" cadences. There were also frequent two voice cadences

in which one voice or the other rested, omitting the third of

the scale. The tabl e shows that the earlier chansons had

proportionately more octave leap, double leading tone, and

two-voiced cadences than the later ones, but that in the

latest chansons, two-voice cadences were often used. A

detailed list of the cadences in the chansons is found in

Appendix 8.

TABLE 8

TYPES OF CADENCE. BY DATE

"V-I" Dbl-Ldq-Tone Oct-Leap 2-voice

Before 1460 4 3 3 1• 1460-65 (layer 1) 40 36 28 22
1466-75 (layer 2) 22 12 13 18
1480-90 (layer 3) 10 3 3 9
1490+ (l ayer 4) 9 4 2 5
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In the earlt

chansons, the tenor and contratenor are frequently in the same

range, whereas in the later chansons, the contratenor's range

is lower than that of the tenor. The table below shows the

number of chansons in each layer with same-range tenor and

contratenor and with contratenors which are at least a fourth

below the tenor.

TABLE 10

VOlCE RANGE OF TENOR AND CONTRATENOR

Same Range Contratenor lower

Before 1460 3 1
1460-65 35 23
1465-75 11 15
1480-89 1 12
1490+ 8

- - - - - - - - - - - - - - - - - - - - -
Imitation was common in a11 the layers; only ten of

Scribe l's 58 chansons lacked imitation, 5 of Scribe 2's 23.

and 3 of the 21 copied by the later scribes. In the early

•

chansons, imitation was normally confined to two voices. and,

when imitation did occur in three voices, the third imitated

only a few notes. Only three of the 48 copied by Scribe 1 had

imitation in three voices, seven of the 18 copied by Scribe 2,

and eight of the 18 copied by the later scribes, aIl of which

had substantial three-voice imitation.

From this general overview, we can expect to find sorne

changes in the layers of Laborde. The earlier chansons are

more likely to be in rondeau or bergerette form, to use triple
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meter and long melismas in the melodic line. Rhythms in the

early chansons are fairly simple, using hemiolas and dance

rhythms, but they become more complex in the second and third

1ayer, wi th compl ex syncopation and the use of fusae and

dot ted notes. The melodic line - the cantus -is charac

teristically arched, and contains no word painting, but

matches the form of the poetry. The norm is a leapy

contratenor which is not integrated with the other two lines

but fills in the harmonies and continues the rhythm at

cadences. and overlapping voice ranges in tenor and

contratenor. Imitation, where it exists, will be in only two

voices. The cadences are more likely to be of the octave-leap

or double-leading-tone type,

In late layers, we can expect fewer formes fixes, more

chansons in dupl e meter, fewer mel ismas and again simpl er

rhythms. The contratenor will be better integrated with the

other two lines, often in imitation of the other lines. There

will no longer be octave-leap and double-leading-tone

cadences.

l will turn now to looking at the different styles of the

early, middle, and late chansons and to the chansons which l

have chosen as illustrative of the four layers of the Laborde

Chansonnier. Appendix 2 has a complete list of the chansons,

arranged by scribe, or layer .



• 51

CHAPTER 6. STYLE OF THE FIRST LAYER OF CHANSONS <SCRIBE 1)

The first three chansons to be examined are weIl known

classics by Dufay and Binchois, composed in the 1450s or

earlier. They are found in the first layer of Laborde, copied

by Scribe 1. They are characteristic of the early chansons

described above.

"Je ne vis onques" (Example 1), a rondeau probably by

Binchois (1400-1460) or perhaps by Dufay (1400-1474), is one

of the very early chansons in Laborde since it is known to

have been sung at the Banquet of the Oath of the Pheasant (Le

Banquet du voeu) in 1454 and Strohm thinks it was probably

composed then .105 It is found in some of the earliest

•

chansonniers such as Trent 90 (1452-59), Nivelle (1460s),

Wolfenbüttel (1461-5), and Schedel (MunBS Germ810, 1460

70).106 As one would expect, it is a in triple meter and

melismas occur at the ends of the lines of text. The final

cadence is a "V-I" type, but it has an octave-leap cadence at

midpoint. It is unusual in that there is ne imitation, the

rhythms are complex especially in the cantus line, with dotted

notes and fusae, and the range of the contratenor is clearly

below that of the tenor, but in general it is typical of its

time.

Dufay' s "Par 1e regart" (see Exampl e 2) is another of the

lO5strohm, 442

l06Concordant sources: ParisBNR 2973; FlorBN Magl.176, FlorR
2356; MonteA 871; ParisBN 57; ParisBNF 15n; MunBS Gerr., 810;
TrentC 90; WolfA 287.
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EXAHPLE l

Je ne vis onques la pareille
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from: Guillelmi Dufay, Opera Omnia, ed. Heinrich Besseler,
vol. 6. (Rome: American Institute of Kusicology, 1951-66)
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EXAMPLE 2
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earliest chansons in the Chansonnier, dated before 1456, and

found in many early chansonniers such as Trent 93 (1450-56),

Porto (OpBP 714, 1454-60), and Wolfenbüttel (1461-5).107 It

is a three-voiced rondeau, in triple meter, again with complex

rhythms. As in "Je ne vis onques," there is no imitation.

The ranges of the tenor and contratenor are the same, the two

voices frequently crossing. The contratenor contains leaps

and rapid movement from one end of the range to the other in

mm 1-2, 3-4, 16-17. AlI three cadences are the doubl e-

leading-tone type. The text begins relatively syllabically,

but goes on to extended melismas at the ends of the lines,

especially at the end of the piece, where the rhythm becomes

complex in the cantus.

Similar characteristics are found in "Comme femme"

(Example 3), a rondeau by Binchois believed by Strohm to have

been composed after 1445. 108 but possibly later since the

earliest chansonniers in which it is found are Wolfenbüttel

(1461-5) and Escorial (1460-74).109 It was often used in

later Hasses and motets. As one would expect, it too is in

107perkins in the HelIon Chansonnier dates this chanson at 1440
because of a concordance with the Porto manuscript (p. 400),
but later scholars, such as Reinhold Strohm, p. 546, and
Fa110ws, Dufay, p. 160, date the Porto manuscript about 1460.
Concordant sources: Ber1.78.C.28; Esc. IV.a.24; NHavY 91;
HonteA 871; PavU 362; ParisBNF 15123; OpBP 714; SevC 5-1-43;
TrentH 93; WolfA 287.

I08Strohm, 442 •

• 10'Concordant sources: VatG XI l l. 27 ;
517; EscSL IV.a.24; F10rBN Hag1.176;
WolfA 287.

ParisBNR 2973; DijBH
Nhavy 91; SevC 5-1-43;
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EXAMPLE 3
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fronl: Leeman
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L.
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Perkins and
1 (New Haven:

Howard Garey, eds .• Helion
Yale University Press. 1979)
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triple meter, and again has complex rhythms only at the end of

the cantus. The range of the tenor is the same as that of the

contratenor which is clearly a harr.:mic filler; it leaps

frequently, as much as an octave, and, at cadences, it is the

voice which carries the music forward. Here we have one

measure only of imitation, opening in the tenor followed hy

the superius in m. 2.

Of a slightly later date, "Dung aultre amer" and "Si par

souait" have many of the same characteristica a~ those just

discussed. "Du.ng aultre amer" (Example 4) by Ockeghem (1410

1497) dates at the latest from 1465 since it is in found in

Wolfenbüttel (1461-5) and Nivelle (1460s) .no The type of

•

melody, the melismas, the similar range of tenor and

contratenor, the role of the contratenor and the types of

cadence are the same. It is one of those in the less common

duple meter and the rhythm is quite simple throughout.

"Si par souai t ce pOlloi t faire" (Exampl e 5) is an

anonymous unicum copied by scribe 1. This duple meter chanson

has the typical twO-VOiCb imitation in mm. 6-10 and 15-16 and

again in mm. 22-24 between the superius and the tenor voice.

Characteristicall y, the tenor and 1eapy contratenor have a

very similar range, and the later is used harmonically and as

a continuation at cadences. In this chanson, the rhythm is

llOconcordant sources: Boi~ Q17; RomeC 2856; VatG XIII. 27;
CopKB 291; CopKB 1848; DijBM 517; FlorBN Magl.178;FlorR 2356;
FlorR 2974; ParisBN 57; ParisBNF 2245; ParisBNF 15123; SevC
5-1-43; WolfA 287.
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EXAHPLE 4

D'un autre amer
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from: Johannes ockeghem# collected Works# Richard Wexler with
Dragan Plamenac, eds q , vol. 3, "Motets and Chansons,"
(Boston: American Musicological society and schirmer, 1992)
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simple, with little syncopation, like that of "Dung aultre

amer."

Somewhat di fferent from the chansons discussed above, and

forming a bridge to the second layer of chansons copied by

Scribe 2, is another of the anonymous unica which l have

transcribed entitled "L'enquerant" (Example 6). It is in

duple meter, with very elaborate rhythms, including much

syncopation and many fusae or 32nd notes. Imitation occurs

between the superius and tenor ~n a number of places: mm. 1

2, 4-5, 9-12, and 14-16, which in a 40-breve chanson is

substantial, but there is none in the contratenor. The

contratenor voice, unlike that in the earlier chansons, is

much more closely integrated with the other voices both in

note values and in rhythm, and in melodic style. It still

leaps, but there are also leaps in the other voices. There is

still considerable crossing in range between the tenor and the

contratenor, but the latter is usually weIl below the tenor.

Both cadences are of the "V-I" type.

To sum up, many of the chansons in Laborde's first layer,

copied by Scribe l, have similar characteristics. They are

often in triple meter (tempus perfectum). Rhythms may be

simple or complex and have frequent hemiolas, but little

syncopation except when leadinq up to the cadence. The

superius dominates. Each line of text has its own musical

phrase, usually beginning syllabically and ending in an

extended melisma. Imitation is used, but sparinqly, and is
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usually between the superius and tenor voices. rarely

including the contratenor. The range of the contratenor is

not very different from that of the tenor, ana i.t tends to be

used to fill in the harmonies either below the tenor voice or

between the tenor and superius and to continue the rhythm at

internaI cadences; it is not weIl integrated melodically with

the other voices, often having substantial leaps. cadences

tend to include octave leap and double leading tone types and

sometimes two-voiced. as weIl as the standard "V-I". in

"L'enquerant" we see the beginnings of a style which is more

cornrnon in layer 2 .
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CHAPTER 7. STYLE OF THE SECOND LAYER OF CHANSONS (SCRIBE 2)

The second layer of chansons, copied by Scribe 2, dates

from 1465-1475, although sorne chansons were composed earlier.

The transition in style from the first layer is graduaI, in

that many of the chansons resemble Scribe l's "L'Enquerant".

There is more imitation, occasionally in three voices, the

contratenor is often better integrated with the other voices,

the rhythms are usually more compl ex, wi th more syncopation

using dotted notes and fusae. Duple meter is more cornmon and

there are more "Y-I" cadences.

"Joye me fuit" (Example 7) by Busnois (1430-1492) is

found in six other chansonniers, of which the earliest are

Trent 91 (1460-80) and Dijon (1465). Paula Higgins describes

Busnois's innovative style, especially his use of imitation in

aIl voices, and his almost exclusive use of the "Y-I" cadence

UI She says, "Busnois' s long, arching, wide-spanned melodic

lines are perhaps his most singular achievement", and sees

them as a vital element in the "trend toward the expansion of

vocal ranges and the increasing independence of voice

parts. ,,112 Here we find the long, arching mel odies,

imitation in three voices in the openiAg measures, and "Y-I"

cadences. Typical of this 1aye- are the compl ex rhythms,

duple meter, and the closer integration of the contratenor

with the other voices •

lllHiggins, "Busnois" 35.

I12Higgins, "Busnois" 55.
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EXAMPLE 7

.... ., JlI)'\' m~ fuir ' ......... 11

•
Ct....

'or . ... 1•• .. n... !no• .......' ."
T_ ,... • "" ,... .. Dn h •

CGMIIft'ftOI"

JO"t'.fMI...it

~o ~ - -
l't; ""' ...... ... ..... ..... '..-"'1 'l'" ... .. ....

f

... ..... ... l't, tou ...... .... ..... N"' t.nt. "'" ""--_ .
.,

"'" ftII. rI •••' 'dl",..Ct

...

..
• 1

Qua ,. ........... _np.lIl..hllHt.
A _IJ., o.n. ....... ,lftMftlN llrk-""'·
L lo ..,n.J.,.J..IN.'t'u'lIll••Ic....r

1..11I- , ........ !liIUUNNt'

".".,toH...f'II:lftillUlIl..htt 1.......

Qt,It ."ff""'"q",," mal .. 'I'IhIN',

,.h"',.....ftlf't~·~1 PI 1""''''''lWliftMl'II''

from: Leeman L.
Chansonnier, vol. 1

Perkins and Harold Garey, eds. 1

(New Haven: Yale University Press,
HelIon
1979).



64

EXAHPLE 7: JOYE ME FUIT, Continued.
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"Il ne menchault" (Exalnple 8) by Ockeghem (1410-1497) is

a three-voice rondeau in duple meter, probably dating from the

mid-1470s according to Wexler. 113 Brown describes Ockeghem's

chansons as following the tradition of the courtly chanson,

but states that

"He unifies his compositions by making the contratenor
approach more closely the other voices in melodic
importance, and by using imitation, se~~fnces, and
motives to make a well-integrated texture."

Here the contratenor bagins as a harmonie underpinning, but in

the later measures becomes an integral part of the texture of

the chanson. The rhythms are general1y simple with sorne

syncopation and more dotting in the last seven or eight

measures, and there is two-voice imitation for seven measures

in the middle of the piece. It is a unicum in Laborde, and is

typical of layer 2.

"Quel remede", a unicum, is an anonymous rondeau which l

have transcribed (Example 9). It has sorne of the

characteristics of this layer of Laborde: imitation between

superius and tenor in mm. 1-2 and 20-22, a complex rhythm, a

better integrated contratenor with a range below that of the

tenor, which marches in contrary motion with the tenor in many

places. The contratenor is, however, is still leapy, and the

final cadence is of the octave-leap type. Since it was copied

•
l1~ichard Wexler and Dragan
Collected Works, vol. 3,
Schirmer, 1992) LXIX.

114Brown, "Genesis" 8-9.

Plamenac, eds., Johannes Ockeghem
Motets and Chansons, (Boston:
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EXAMPLE 8

Il ne m'en chault
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60. Quel remede
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by Scribe 2, it can be dated before 1475, and its style doed

not contradict this.

"Les desloyalles ont le temps" (Example 10), another

anonymous unicum which has many of the characteristics of

layer 2. It is a rondeau in duple time, with a considerable

amount of imitation: in superius and tenor in mm. 5-12 and in

aIl three voices in mm. 13-17. The range of tenor and

contratenor are still identical, but the contratenor is better

integrated wi th the other two voices than in sorne of the

earl ier chansons. Its rhythms are syncopated, wi th many

dotted notes, fusae, and rests.

More of the chansons from layer 2, 1465-75, are

bergerettes although rondeal.\X are still the rule. The

chansons are largely in duple time (tempus imperfectum

diminutum) and the rhythms are more elaborate wi th syncopation

and more fusae or thirty-second notes. Imitation has become

common, especially between the cantus and tenor voices, and

sometimes is found in aIl three voices. The range of the

contratenor is now usually weIl below that of the tenor, and

it is likely to be much better integrated with the other parts

anù contain fewer leaps .
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EXAMPLE 10

66. Les desloyalles ont le temps
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CHAPTER 8. STYLE OF THE THIRD L~YER OF CHANSONS (SCRIBE 3)

The third layer of chansons were copied by Scribes 3a,

3b, and 3c between 1485 and 1495. Again, they have many of

the characteristics of the earlier chansons, and sorne of them

were actuall y composed earl ier such as Busnois' s "A une dame"

which appeared in the Dijon Chansonnier (1465-9) and

Fresneau's "Nuyt et jour", rlso in Copenhagen (CopKB 291,

1470-80) . Still, one can see a trend toward sorne change:

imitation in three voices is more common; rhythms are simpler

with less syncopation and dotting; the contratenor is better

integrated with the other voices.

A typical chanson from layer 3 is Compère's "Mes pensees

ne me lessent" (Example 11). Compère (1445-1518) wrote

•

chansons ranging in style from that of Dufay to a late more

melismatic and regularly imitative style of 1496. During the

1485-90, he composed most of his three-voice chansons. Barton

Hudson comments,

Usually the superius and tenor form the basic structure,
supported by a contratenor or bass which moves in a low
ra~ge and rare l,Y c:r~sses, thlhrenor. Sometimes aIl three
V01ces engage 1n 1m1tat1on.

This sel!ms to describe "Mes pensees," and the dates fit

with the earliest concordant chansonniers, Pixérécourt (Paris

BNF 15123, 1480-84), London BLR 20.A.xvi (1480-83), and

115Sarton Hudson, "Compère, LOYllet," New Grove Dictionary of
Music and Musicians, ed. stanley sadie (London: Macmillan,
1984) vol 4, 597.



71

-"" ollC\lt la lieu ~. tu lIt.po

~_.-. -
Nf Inon pa ·ot. CIINI ]

.. -• InOn pa - ore tueu, la- ..... If,
20 •

Ind _1 qII'd pot -.

la . btu ~ .. lm

;
.u lm pld nvl__

:J

• IIU__

--+-------1-
; qII'd _

P11----4-

pli -

ft - IUt•

-1
.-

from: Loyset Compère, Opera Qmnia, ed. Ludwig Finscher, vol.
S (Rome: American Institute of Musicology, 1972)
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EXAMPLE Il: MES PENSEES. continued
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Florence 2794 (before 1488) .116 Here we have imitation at

the octave between contratenor and superius beginning in mm.

1 and 3 respectively, and beginning in m. 5 the tenor cornes

in at the fifth; imitation continues throughout the entire

chanson. Melismas are rare, and occur at various points in

the line, not simply at the end, as in the earlier chansons.

The range of the contratenor is from B below Middle C to D

above and the tenor's from B below Middle C to Middle C, but

the contratenor is consistently below the tenor. On the other

hand, there are still sorne double-leading tone cadences, and

the rhythm is still quite syncopated. An unusual feature of

"Mes pensées" which Hewitt says foreshadows later patterns is

the "wide spacing of the various phrases composing each of the

three vocal parts (separated from each other by rests varying

in length from one-half measure to eight measures)."ll7

"si a tort ma blamée" (Example 12), is an anonymous 3-

voice chanson copied by Scribe 3b. It was published in

~

Odhecaton in 1501 by Petrucci but not found in any of the

concordant manuscripts. It has many of the features of the

later style. The piece is in duple meter. and the rhythrns are

much less complex than those in. for example. "L'Enquerant";

there are many repeated notes with the same note value. and

there are far fewer dotted rhythrns and syncopations. Hewitt

1l6Concordant chansonniers: BolC Q17. VatG XIII,27. FlorBN
Magl.178, FlorBN BR229; FlorR 2794. LondBLR 20.A.xvi, MonteA
871. Odhecaton. ParisBNF 1597. Paris BNF J.5123, ZwiR 78/3.

lllHewitt. 67.
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EXAMPLE 12
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from: Helen Hewitt, ed., Harmonice Husices Odhecaton A (New
York: Da Capo Press, 1978)•
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suggests that its syllabic setting of text is far removed from

the early chansons in Odhecaton,IIB and its presence among

the chansons copied by Scribe 3b assigns it a date in the late

1480s or early 90s. It does not conform to the formes fixes,

though i ts text is sti 11 a poem about a fai thful lover.

Here imit~tion occurs in ail three voices, in mm 1-5, 12-16,

21-25, and 30-32, which is significant in a 33 breve chanson.

The contratenor h1rG is much better integrated with the other

two voices, though its range, from B-flat below Middle C to F

above, is exceptionally wide, whilst the cantus and tenor

cover only 7 notes, D to C above Middle C, and G below middle

C to F above, respectively. The final cadence is a "V-I" and,

as in "Mes pensées", there are a number of two-voiced

cadenc~s. The text underlay, taken from the Labocde

Chansonnier, still shows syllabic openings of each line and

melismatic endings in lines 1 and 3 in aIl three voices.

"Pour vos plaisirs" (Example 13) is a 3-voice rondeau

by Agricola, also found in Florence 2794 which is dated before

1488. It opens homophonically, but there is much imitation in

the upper two voices: mm. 5-11 and 12-14, which in a 15

measure piece is significant. The rhythms here are not as

simple as those of "Si a tort", but there are still many

repeated notes. The voice range of the superius is very

narrow: F above Middle C to the E above, and tha~ of the tenor

frQm E below Middle C to F above. The contratenor, however,

118rlewitt, 68-9.
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EXAKPLE 13
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from: Allan Atlas, ed., The Capella Giulia Chansonnier, (New
York: Institute of Medieval Music, 1975)
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EXAMPLE 13: POUR VOS PLAISIRS, continued
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has a very wide range, from B-flat two below Middle C to F

above, and often goes above the tenor voice. Ali but one

cadence is of the "V- l'' type, the other having twc-voices.

"Je ne me puis voir" (Example 14) is the only unicum

ccpied by one of the third group of scribes. It has many of

the features of the earlier chansons: triple meter, complex

rhythms with many hemiolas an~ dotting, double-Ieading-tone

and octave-Ieap cadences. These features lead one to think

that this chanson may have been composed earlier than th~

1480s. The range, however, of the contratenor voice is weIl

below that of the tenor, an~ it is weil integrated with the

other two voices .

The style of the third layer of chansons can be seen to

be slightlr different again from the first two layers. The

rhythm may be somewhat simpler t~an in the second layer, with

more repeated notes and less dotting and syncopation.

Melismas are rare uni ess important to the text, and imitation

m~y occur in three voices. The contratenor has a wider range,

and is bette integrated with the other voices. The cadences

vary, but there are a number with two voices and fewer with

double leading tones or octave leaps .
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EXJ\M.PLE 14

83. Je ne me puis voir
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from: Appendix 11, No. 83.
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CHAPTER 9. STYLE OF THE FOURTH LAYER OF CHANSONS (SCRIBE 4)

The final layer, probably copied in the 1490s and early

1500s, has only seven examples in Laborde. By this time,

•

there is a considerabl e di fference in the styI e from the

earliest layer.

Ockeghem's "Je nay dueil" (Example 15), a unicum, has a

number of new features. It has four voices, shown in Laborde

as Superius, Tenor, Contratenor, and "Bazis". It opens in the

cont ratenor with four ascending breves, which is answered

immediately in the superius, and in mm. 7-10, while the tenor

and bass rest, the superius again imitates the tenor. There

are several sections where one voice rests, while the other

three carry on, and there are a number of instances where two

voices paraI leI each other: for example, the tenor and

contratenor in mm. 1-3 and mm. 17 and lB, and the superius and

tenor at mm. 40-44. There are many repeated notes, and the

rhythm is simple, with few dotted notes or suspensions until

the last few measures when the pace of the music increases.

The cadences are conventional fou.-voice "V-I" cadences. The

melodies are simpler, and in smaller units, and appear to be

more syllabic and less melismatic than earlier chansons. ll9

Another four-part piece is Prioris' s "Consomo la vi ta

mya" (Example 16), a strambotto a 4 with superius, alto,

tenor, and contratenor. Its earliest concordant chansonnier

!l9Concordant sources: Bol~ Q17; BrusBR 22B; RomeC 2B56; VatG
XIII.27; FlorBN Magl.17B; FlorBN BR229; FlorR 2794; LonBLR
20.A.XVI; Odhecaton, SegC s.s; VerBC 757.
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EXAMPLE 15
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from: Johannes Ockeghem, Coll ected works, eds. Richard Wexl er
and Dragan Plamenac, vol. 3, Motets and Chansons, (Boston,
American Musicological Society and Schirmer, 1992)
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EXAMPLE 15: JE NAY DUEIL, continued
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EXAMPLE 16

Consomma la vila mya
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trom: Johannes Prioris, Opera Omnia, T. Herman Keahy and
Conrad Douglas, eds., (Neuhausen-stuttgart: American
Musicological Institute and Hanssler, 1982)



EXAMPLE 16: CONSOMO LA VITA HIA, continued
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is Paris BNF 1597, dated about 1500. Here we find no

imitation, but a homophonie, chordal texture throughout with

few melismas except before the final cadence. Rhythms are

very simple, with repeated semibreves, and no suspensions.

The melody is simple in the extreme, almost entirely with

repeated notes or step-wise scal es. Even more simpl e is a

three-part piece called "La grant paine que yo sento",

(F.xample 17) an unicum. It is completely homophonie and

chordal, with five fermatas in its 13 measures.

More interesting is "Pencer en vous" (Exampl e 18).

attributed to Hayne, also found in ParisBNF 1597(ca 1500) and

ParisBNF 2245 (1490-98). In duple meter, with three voices,

it opens in the contratenor, imitated in m. 2 by the superius

and in m. 3 in tenor. The tenor' s theme in mm. 6-7 is

imitated by the superius in m. 8-9. The cont~atenor's range

is slightly below that of the tenor, but it rarely goes above

the tenor; i t plays an important roI e in carrying on the

melody at cadences, and has a long section with eighth notes

after a cadence in m. 35, and the fact that it begins the

imitation is unusual. The superius has the simplest line,

with step-wise melodies and repeated notes, whilst the tenor

and contratenor cften move in paraI leI with the superius and

each other, and often have an embellishing function. l2O

By the end of the 15th century and the beginning of the

sixteenth, composers used more imitation and began to include

120Concordant Sources: ParisBNF 1597; ParisBNF 2245.
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98. La grant paine que yo sento
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from: Appendix 11, No. 98.
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EXAMPLE 18

Penser en vous

Tenor

•Contra

6 ~
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5. Et ne con guois nul bien des . soub:. lez

... " Ifl

...
point . -tU nuy - • ~UIZI Tant plu~ ,. prll -
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- ~ [.p] Do-.. .. -
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CMM7.0

fram: Johannes Prioris, Opera Omnia, T. Herman Keahy and
Conrad Douglas, eds, {Neuhausen-stuttgart: American Institute
of Musicology and Hannsler, 1982}
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EXAMPLE 18: PENCER EN VOIS. continue~

16
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a fourth voice. Texts were freel y chosen, the formes fixes

were disappearing. The melodies were built on smaller units,

wi th rhythmicall y distinct motives. 121 The contratenor was

weIl integrated, melismas were rarer, the rhythms simpler,

with repeated notes, and homophonie texture. Duple meter was

the rule. The changes from the 1460s are graduaI, but they

can be traced through the four layers of Laborde .

121Brown, "Transformation" 79.
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CONCLUSION

The Laborde Chansonnier lends itself to a ~tudy of the

changes in the chanson during the second half of the fifteenth

century because it is possible to date the work of the seven

scribes who copied it. A study of the literature about thp.

Chansonnier i tsel f and i ts scribes and artists, about the

concordant chansonniers, and about the style of the chanson

forms the basis for my own analysis of the development of

style.

As Howard Mayer Erown stated in the passage quoted on

Page l of this paper, 122 the changes which took pl ace in the

chanson over the fifty to seventy-five years from the time of

Dufay and Binchois to that of Ockeghem and Busnois were

graduaI and often subtle. l have chosen chansons from each

layer of the Labo~de Chansonnier which illustrate the changes

clearly, but there were many others in which the change was

not so clearly marked. Through the period when imitation in

two voices was the norm, there were chansons in which there

was no imitation or in which it could be seen in three voices,

sometimes only for a few notes. The change in the role of the

contratenor from filling out the harmony and providing

rhythmic emphasis to melodic and rhythmic integration in the

structure of the music happens gradually. The decrease in

melismas at the end of every line does not occur aIl at once .

The abandonment of triple meter in favour of duple meter is

122Brown, "Transformation" 83.
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not sudden. Besides, the dating of each chanson is not exact,

and cannot be certified.

Nonetheless, change did gradually take place. By the

beginning of the sixteenth century, four-voice chansons were

more common, and imitation becam~ the norm in ail three or

four voices. The contratenor became lower in range and had a

more important role to play in both the harmony and in

imitation. Melismas became rarer, rhythms simpler, cadences

more commonly "V-I". The change did not take place ail at

once, but can be traced gradually over time.

The transcription of the unica has been an important part

of the preparation of this thesis. Most of the unica are

delightful pieces which should see the light of day, and which

only need to be texted to become part of the known repertoire.

Using the stylistic changes in the four layers, one can also

make a claim that the anonymous unica, which can be dated only

by their layer in Laborde, tend to be typical of the other

chansons of the same layer, or form a bridge from one style to

the next, l ike "L' enquerant" • Thus they bear out the

contention that the change of style developed gradually

through the period.

Over aIl, however, this interesting chansonnier with its

seven scribes copying a repertoire composed over fort y or

fifty years provides a useful source for examining the

chansons over a period which has not been profoundly examined .

Huch work has been done on the early chansons such as those of
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Dufay and Binchois and on the late chansons such as those of

Josquin and his contemporaries, but the years between 1460 and

1500 have not been thoroughly studied. There is much that

remains to be examined, but the work l have done shows that

there is indeed a "graduaI modification and enrichment of

detail,,123 and a subtle development in the style of the

fifteenth century chanson .

123Brown, "Transformation" 83
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APPENDIX 1. A1.PHABETICAI. LIST OF CHANSONS

•

Title
A vne dame jay fait veu
Allez regretz
Amours amours
Ave Regina
Ce nest pas jeu
Ce quon fait
Cest pour aymer
Charge de dueil
Comme femme
Consomo la vita mya
Dangier tu mas tollu
De mesiouir
De tous biens plaine
De vous seruir
Dillez moy
Dulcis arnica dei
Dung auttre amer
En allendanl
En voyant sa dame
Esse bien fait
Estil mercy
Fors seulement
Garison scay
Greueuse mest vostre
Helas mamour
Il ne menchautt
Jamais si bien
Jamaiz ne seray
Jaqueline si actende
Jay mains de bien
Jay prins amours
Je le prens
Je le scay bien
Je nay dueil
Je nay pouoir
Je ne me puis voir
Je ne requier
Je ne vis onques
Je seruiray
Je suis ennuye
Joye me fuit
La Despourueue
La grant paine
La pourueance
La saison en est
Le corps sen va

Composer
Busnoys
Hayne/Obrecht
Hayne
Frye
Ockeghem
Anonymous
Prioris
Anonymous
Binchois
Anonymous
Anonymous
Baziron
Hayne/Obrechl
Anonymous
Compere
Anonymous
Ockeghem
Agricola
Busnoys
Anonymous
Busnoys?
Ockeghem/Obrechl
Anonymous
Anonymous
Caron
Ockeghem
Anonymous
Anonymous
Busnoys
Busnoys
Obrecht?
Anonymous
Baziron
Ockeghem
Anonymous
Anonymous
Anonymous
Dufay
Anonymous
Binchois?
Busnoys
Ockeghem
Anonymous
Anonymous
Compere
Busnoys

..,

No.
82

101
75
1

85
13a

105
57
9
97
38
13
49
84
89
100
10
91
68
39
20
80
96
42
4
63
69
55
41
70
22
50
7
95
14
83
29
32
64
31
81
48
98
76
102
17



APPENDIX 1. AlPHAEETICAl LIST OF CHANSONS

•

Tille

Le despourueu Inforlune
Le jofis letin
Le plus heureux
Le seruiteur
Le souuenir de vous
Lenquerant
Les desl9aubc sont
Les desloyalles
Les desloyaulx
Les grans regretz
Les treues damours
Lomme banny
M vostre cueur
Ma bouche rit
Ma maistresse
Ma plus ma mignonne
Mais que ce fust
Malheureubc cueur
Mercy mon dueil
Mes pensees
Mon cueur a demy
Mon cueur et moy
Mon desir
Mon seul plaisir
Mon souuenir
Mort Jappelle
Noray je jamais
Ne me veôJJes
Ne pour cela
Nestil secours
Non pas que je veille
Nos amys vous abuses
Nul ne latelle
Nuyt et jour
o BeDe Dyane
(0 dieu damours)
Par le regart
Pencer en vous
Plus qU8utre
Pour changer lair
Pour prison
Pour voz plaisirs
Presque transi
Puis que si bien

Composer

,!\nonymous
Anonymous
Anonymous
Dufay
Morton
Anonymous
Anonymous
Anonymous
Ockeghem
Anonymous
Anonymous
Anonymous
Busnoys
Ockeghem/Obrecht
Ockeghem
Convert
Compere
Dufay
Anonymous
Compere
Prieris
Prioris
Anonymous
Dufay
Hayne!Obrecht
Anonymous
Morlon
Anonymous
Anonymous
Anonymous
Fryel Joye
Anonymous
Baziron
Anonymous
Anonymous
Anonymous
Dufay
Anonymous
Prioris
Convrt
Binchois
Agricola
Ockeghem
Anonymous

No.

59
13b
36

8a
43
44
74
66
86
103
79
53
77
23
2
62
94
18
46
87
71
21
28
52
90
72
45
16
30
73
8
58
5
93
47
78
54

106
104
61
56
92
67
12
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Tille Composer No.

Quant ce viendra Busnoys/Ockeghem 19
Quel remede Anonymous 60
Recours donneur Anonymous 6
Se je garde bien Anonymous 37
Se mieulx ne vient Convert 11
Si a tort Anonymous 88
Si dieu me faisoit Anonymous 25
Si la face ay pale Dufay 51
Si par souait Anonymous 33
Sil auient Michelet 27
Soyez aprantiz Frye? 40
Tant est mignonne Anonymous 26
Tant fort me tarde Anonyrnous 24
Tant moins en ay plus Anonymous 34
Tant plus mefforce Anonymous 35
Tart ara mon cueur Molinet 99
Tout a par moy Frye 3
Vostre bruit Dufay 15
Vostre regart Tinctoris 65



APPENDIX 2. LIST OF CHANSONS. BV NUMBER

• No. Tille Dale Scribe MIS! Form Composer

1 lWe Regina 1460 1 1/1 Molel a 3 Frye
2 Ma maislresse 1460 1 1'1 Bergerelte a 3 Ockeghem
3 Tout a par moy 1465 1 111 Rondeau ~ 3 Frye
4 Helas mamour 1465 1 1/1 RondefJ!J a 3 Caron
5 Nul ne Ialelle 1465 1 III Bergerelte a 3 Baziron
6 Recours donneur 1465 1 III Rondeau a 3 Anonymous
7 Je le scay bien 1465 1 III Rondeau a 3 Baziron
8 Non pas que je veille 1460 1 113 Rondoau a 3 Frye/ Joye

8a Le seruileur 1460 1 III Rondeau a 3 Dufay
9 Comme femme 1460 1 111 Rondeau a 3 Binchois

10 Dung aulre amer 1465 1 111 Rondeau a 3 Ocke9hem
11 Se mieulx ne vient 1465 1 111 Rondeau a 3 Convert
12 Puis que si bien 1465 1 1/2 Rondeau a 3 Anonymous
13 De mesiouir 1465 1 1/1 Rondeau a 3 Baziron

13a Ce quon fait 1465 1 111 Rondeau a 3 Anonymous
13b Le jolis lelin 1465 1 1/1 Bergerelle a 3 Anonymous

14 JP. nay pouoir 1465 1 1/1 a3 Anonymous
15 Voslre bruil 1455 1 111 Rondeau a 3 Dufay
16 Ne me veilles 1465 1 111 Virelai? a 3 Anonymous
17 Le corps sen va 1465 1 111 Rondeau a 3 Busnoys
18 Malheureulx eueur 1465 1 111 Bergerelle a 3 Dufay
19 Quanl ce viendra 1465 1 111 Rondeau a 3 Busnoys/O ckeghem
20 Eslil mercy 1465 1 111 Rondeau a 3 Busnoys?
21 Mon cueur el moy 1465 1 111 Rondeau a 3 Prioris
22 Jay prins amours 1465 1 111 Rondeau a 3 Obrechl?
23 Ma bouche ril 1465 1 111 Berger.lIe a 3 Ockeghem/Obrecht
24 Tanl fort me tarde 1465 1 111 Rondeau a 3 Anonymous
25 Si dieu me faisoit 1465 1 111 Rondeau a 3 Anonymous
26 Tant esl mignonne 1465 1 111 Rondeau a 3 Anonymous
27 Sil auienl 1465 1 111 Rondeau a 3 Michelet
28 Mon desir 1465 1 111 Rondeau a 3 Anonymous
29 Je ne requier 1465 1 1/1 Rondeau a 3 Anonymous
30 Ne pour cela 1465 1 111 Bergerelle a 3 Anonymous
31 Je suis ennuye 1465 1 111 Rondeau a 3 Binchois?
32 Je ne vis onques 1454 1 1/1 Rondeau a 3 Dufay
33 Si par souait 1465 1 1/1 Rondeau a 3 Anonymous
34 Tanl moins en ay plus 1465 1 111 Rondeau a 3 Anonymous
35 Tant plus mefforce 1465 1 111 Rondeau a 3 Anonymous
36 Le plus heureux 1465 1 111 Rondeau a 3 Anonymous
37 Se je garde bien 1465 1 111 Rondeau a 3 Anonymous
38 Dangier lu mas lollu 1465 1 111 Rondeau a 3 Anonymous

•
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No. Tille Date Scribe An's! Form Composer

39 Esse bien fait 1465 1 111 Rondeau a 3 Anonymous
40 Soyez aprantiz 1455 1 111 Bergerette a 3 Frye?
41 Jaqueline si actende 1465 1 111 Bergerette a 3 Busnoys
42 Greueuse mest vostre 1465 1 111 Bergerette a 3 Anonymous
43 Le souuenir de vous 1465 1 111 Rondeau a 3 Morton
44 Lenquerant 1465 1 111 Rondeau a 3 Anonymous
45 Naray je jamais 1465 1 111 Rondaau a 3 Morton
46 Mercy mon dueil 1465 1 111 Rondeau a 3 Anonymous
47 0 Belle Dyane 1465 1 1/1 Bergeretta a 3 Anonymous
48 La Despourueue 1475 2 1/1 Rondeau a 3 Ockeghem
49 De tous biens plaine 1465 2 111 Rondeau a 3 Hayne/Obrecht
50 Je le prens 1475 2 1/1 Rondeau a 3 Anonymous
51 Si la face ay pale 1436 1 111 Ballade a 3 Dufay
52 Mon seul plaisir 1465 1 111 Rondeau a 3 Dufay
53 Lomme banny 1465 1 111 Rondeau a 3 Anonymous
54 Par le regart 1460 1 111 Rondeau a 3 Dufay
55 Jamaiz ne seray 1465 1 111 Rondeau a 3 Anonymous
56 Pour prison 1460 1 111 Rondeau a 3 Binchois
57 Charge de dueil 1465 1 111 Bergerette a 3 Anonymous
58 Nos amys vous abusel1465 1 111 Rondeau a 3 Anonymous
59 Le despourueu Infortul1475 2 213 Rondeau a 3 Anonymous
60 Quel remede 1475 2 213 Rondeau a 3 Anonymous
61 Pour changer lair 1475 2 111 Rondeau a 3 Convrt
62 Ma plus ma mignonne 1475 2 2+3 Rondeau a 3 Convert
63 Il ne menchau~ 1475 2 2+3 Rondeau a 3 Ockeghem
64 Je seruiray 1475 2 2+3 Bergerette a 3 Anonymous
65 Vostre regart 1475 2 2+3 Rondeau a 3 Tinctoris
66 Les desloyalles 1475 2 2+3 Rondeau a 3 Anonymous
67 Presque transi 1475 2 2+3 Bergerette a 3 Ockeghem
68 En voyant sa dame 1475 2 2+3 Rondeau a 3 Busnoys
69 Jamais si bien 1465 2 2+3 Rondeau a 3 Anonymous
70 Jay mains de bien 1475 2 2+3 Bergerette a 3 Busnoys
71 Mon cueur a derny 1470 2 2+3 Rondeau a 3 Prioris
72 Mort Jappelle 1470 2 2+3 Rondeau a 3 Anonymous
73 Nestil secours 1475 2 2+3 Bergerelte a 3 Anonymous
74 Les desleaulx sont 1475 2 2+3 Bergerette a 3Anonymous
75 Amours amours 1475 2 2+3 Rondeau a 3 Hayne
76 La pourueance 1475 2 2+3 Rondeau a 3 Anonymous
77 M vostre cueur 1475 2 2+3 Bergerette a 3 Busnoys
78 (0 dieu damours) 1470 2 2+3 Combinat a 4 Anonymous
79 Les treues damours 1475 2 2+3 Rondeau a 3 Anonymous
80 Fors seulement 1465 2 2+3 Rondeau a 3 OckeghemiObrecht
81 Joye me fuit 1475 2 2+3 Rondeau a 3 Busnoys

•
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No. Tille Date Scribe Artlst Form Composer

82 Avne dame jay fait ve 1<475 3a 2+3 Bergerette a 3 Busnoys

83 Je ne me puis voir 1485 3a Rondeau a 3 Anonymous
8<4 De vous seruir 1485 3a Rondeau a 3 Anonymous
85 Ce nest pas jeu 1488 3b Rondeau p. 3 Ockegham
86 Les desloyaulx 1475 3c Rondeau a 3 Ockeghem
87 Mes pensees 1484 3b Rondeau a 3 Compere
88 Si a tort 1495 3b 2+3 'a3 Anonymous
89 Dittez moy 1475 3b Rondeau a 3 Compere
90 Mon souuenir 1485 3b Rondeau a 3 Hayne/Obrechl
91 En attendant 1488 3b Rondeau a 3 Agricola
92 Pour voz plaisirs 1488 3b Rondeau a 4 Agricola
93 Nuyt el jour 1488 3b Rondeau a 3 Anonymous
94 Mais que ce fust 1490 3b a3 Compere
95 Je nay dueil 1488 4a a4 Ockeghem
96 Garison scay 1465 1 1/1 Rondeau a <4 Anonymous
97 Consomo la vila mya 1500 4b Slrambotto a <4 Anonymous
98 La grant paine 1500 4b a3 Anonymous
99 Tart ara mon cueur 1465 1 1/1 Rondeau a 4 Matinel

100 Dulcis amica dei 1465 1 111 Motel a 3 Anonymous
101 Allez regretz 1488 4b Rondeau a 3 Hayne/Obrechl
102 La saison en est 1488 4b Rondeau a 3 Compere
103 Les grans regrelz 1495 4b a3 Anonymous
104 Plus quautre 1500 4b a3 Prioris
105 Cesl pour aymer 1495 4b Rondeau a 3 Prioris
106 Pencer en vous 1495 4b a3 Anonymous



• APPENDIX 3. CHANSONS BY SCRIBE

No. Tille Dale Scribe Art;.\ Form Composer
1 Ave Regina 1460 1 111 Motel a 3 Frye
2 Ma maistresse 1460 1 111 Bergerelte a 3 Ockeghem
3 Toul a par moy 1465 1 111 Rondeau a 3 Frye
4 Helas mamour 1465 1 111 Rondeau a 3 Caron
5 Nul ne latelle 1465 1 111 Bergerelte a 3 Baziron
6 Recours donneur 1465 1 111 Rondeau a 3 Anonymous
7 Je le scay bien 1465 1 111 Rondeau a 3 Baziron
8 Non pas que je veille 1460 1 1/3 Rondeau a 3 Fryel Joye

8a Le seruileur 1460 1 111 Rondeau a 3 Dufay
9 Comme femme 1460 1 1/1 Rondeau a 3 Binchois

10 Dung aullre amer 1465 1 111 Rondeau a 3 Ockeghem
11 Se mieulit ne vient 1465 1 111 Rondeau a 3 Convert
12 Puis que si bien 1465 1 112 Rondeau a 3 Anonymous
13 De mesiouir 1465 1 111 Rondeau a 3 Baziron

13a Ce quon fail 1465 1 111 Rondeau a 3 Anonymous
13b Le jolis lelin 1465 1 111 Bergerelte a 3 Anonymous

14 Je nay pouoir 1465 1 111 a3 Anonymous
15 Voslre bruit 1455 1 111 Rondeau a 3 Dufay
16 Ne me veilles 1465 1 111 Virelai? a 3 Anonymous
17 Le corps sen va 1465 1 ln Rondeau a 3 Busnoys
18 Malheureulx cueur 1465 1 111 Bergerelte a 3 Dufay
19 Quant ce viendra 1465 1 1/1 Rondeau a 3 Busnoys/Ockeghem
20 Estil mercy 1465 1 1/1 Rondeau a 3 Busnoys?
21 Mon cueur et moy 1465 1 111 Rondeau a 3 Prioris
22 Jay prins amours 1465 1 111 Rondeau a 3 Obrechl?
23 Ma bouche rit 1465 1 111 Bergerelte a 3 OckeghemlObrecht
24 Tant fort me larde 1465 1 111 Rondeau a 3 Anonymous
25 Si dieu me faisoil 1465 1 1/1 Rondeau a 3 Anonymous
26 Tanl esl mignonne 1465 1 1/1 Rondeau a 3 Anonymous
27 Sil auien! 1465 1 111 Rondeau a 3 Michelet
28 Mon desir 1465 1 1/1 Rondeau a 3 Anonymous
29 Je ne requier 1465 1 111 Rondeau a 3 Anonymous
30 Ne pour cela 1465 1 111 Bergerelte a 3 Anonymous
31 Je suis ennuye 1465 1 1/1 Rondeau a 3 Binchois?
32 Je ne vis onques 1454 1 111 Rondeau a 3 Dufay
33 Si par souan 1465 1 111 Rondeau a 3 Anonymous
34 Tanl moins en ay plus 1465 1 111 Rondeau a 3 Anonymous
35 Tant plus mefforce 1465 1 1/1 Rondeau a 3 Anonymous
36 Le plus heureux 1465 1 111 Rondeau a 3 Anonymous
37 Se je garde bien 1465 1 111 Rondeau a 3 Anonymous
38 Dangier tu mas tolu 1465 1 111 Rondeau a 3 Anonymous
39 Esse bien fail 1465 1 111 Rondeau a 3 Anonymous

•



•
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No. Tille Dale Scribe Artisl Form Composer

40 Soyez aprantiz 1455 1 1/1 Bergerette a 3 Frye?
41 Jaquellne si actende 1465 1 111 Bergerette :l 3 Busnoys
42 Greueuse mest vostre 1465 1 111 Bergerette a 3 Anonymous
43 Le souuenir de vous 1465 1 111 Rondeau a 3 Morton
44 Lenqueranl 1465 1 111 Rondeau a 3 Anonymous
45 Naray je jamais 1465 1 1/1 Rondeau a 3 Morton
46 Mercy mon dueil 1465 1 111 Rondeau a 3 Anonymous
47 0 Belle Dyane 1465 1 111 Bergerelte a 3 Anonymous
51 SI la face ay pale 1436 1 111 Ballade a 3 Dufay
52 Mon seul plaisir 1465 1 111 Rondeau a 3 Dufay
53 Lomme banny 1465 1 1/1 Rondeau a 3 Anonymous
54 Par le regart 1460 1 1/1 Rondeau a 3 Dufay
55 Jamalz ne seray 1465 1 111 Rondeau a 3 Anonymous
56 Pour prison 1460 1 1/1 Rondeau a 3 Binchois
57 Charge de duell 1465 1 111 Bergerelte a 3 Anonymous
58 Nos amys vous abuse11465 1 111 Rondeau a 3 Anonymous
96 Garison scay 1465 1 1/1 Rondeau a 4 Anonymous
99 Tart ara mon cueur 1465 1 1/1 Rondeau a 4 Molinet

100 Dulcls arnica dei 1465 1 111 Motet a 3 Anonymous
48 La Despourueue 1475 2 111 Rondeau a 3 Ockeghem
49 De tous biens plaine 1465 2 1/1 Rondeau a 3 Hayne/Obrecht
50 Je le prens 1475 2 1/1 Rondeau a 3 Anonymous
59 Le despourueu Infortul1475 2 213 Rondeau a 3 Anonymous
60 Ouel remede 1475 2 213 Rondeau a 3 Anonymous
61 Pour changer lair 1475 2 111 Rondeau a 3 Convrt
62 Ma plus ma mignonne 1475 2 2+3 Rondeau a 3 Convert
63 Il ne menchautt 1475 2 2+3 Rondeau a 3 Ockeghem
64 Je serulray 1475 2 2+3 Bergerelte a 3 Anonymous
65 Vostre regart 1475 2 2+3 Rondeau a 3 Tinctoris
66 Les desloyalles 1475 2 2+3 Rondeau a 3 Anonymous
67 Presque transi 1475 2 2+3 Bergerelte a 3 Ockeghem
68 En voyant sa dame 1475 2 2+3 Rondeau a 3 Busnoys
69 Jamais si bien 1465 2 2+3 Rondeau a 3 Anonymous
70 Jay mains de bien 1475 2 2+3 Bergeretle a 3 Busnoys
71 Mon cueur a derny 1470 2 2+3 Rondeau a 3 Prioris
72 Mort JappeRe 1470 2 2+3 Rondeau a 3 Anonymous
73 Nestll secours 1475 2 2+3 Bergeretle a 3 Anonymous
74 Les desleaulx sont 1475 2 2+3 Bergeretle a 3Anonymous
75 Amours amours 1475 2 2+3 Rondeau a 3 Hayne
76 La pourueance 1475 2 2+3 Rondeau a 3 Anonymous
77 M vostre cueur 1475 2 2+3 Bergeretle a 3 Busnoys
78 (0 dieu damours) 1470 2 2+3 Combinat a 4 Anonymous• 79 Les treues damours 1475 2 2+3 Rondeau a 3 Anonymous
80 Fors seulement 1465 2 2+3 Rondeau a 3 OckeghemlObrecht
81 Joya me fuit 1475 2 2+3 Rondeau a 3 Busnoys



• APPENDIX 3. CHANSONS BV SCRIBE

No. Tille Date Scribe ArtlSl Form Composer

•

82 Avne dame jay fait ve 1475 3a
83 Je ne me puis voir 1485 3a
84 De vous seruir 1485 3a
85 Ce nest pas jeu 1488 3b
86 Les desloyaulx 1475 3c
87 Mes pensees 1484 3b
88 Si a tort 1495 3b
89 Dillez moy 1475 3b
90 Mon souuenir 1485 3b
91 En allendant 1488 3b
92 Pour voz plaisirs 1488 3b
93 Nuyt et jour 1488 3b
94 Mais que ce fus! 1490 3b
95 Je nay dueil 1488 4a
97 Consomo la vita mya 1500 4b
98 La grant paine 1500 4b

101 Allez regretz 1488 4b
102 La saison en est 1488 4b
103 Les grans regretz 1495 4b
104 Plus quautre 1500 4b
105 Cest pour aymer 1495 4b
106 Pencer en vous 1495 4b

Bergerelle a 3 Busnoys
Rondeau a 3 Anonymous
Rondeau a 3 Anonymous
Rondeau a 3 Ockeghem
Rondeau a 3 Ockeghem
Rondeau a 3 Compere
'a3 Anonymous

Rondeau a 3 Compere
Rondeau a 3 Hayne/Obrecht
Rondeau a 3 Agricola
Rondaau a 4 Agricola
Rondeau a 3 Anonymous

a 3 Compere
a 4 Ockeghem

Stramballo a 4 Anonymous
a 3 Anonymous

Rondeau a 3 Hayne/Obrechl
Rondeau a 3 Compere

a 3 Anonymous
a 3 Prioris

Rondeau a 3 Prioris
a 3 Anonymous



APPENDIX 4. CHANSONS BV DATE OF EARLiEST SOURCE• No, Tille Date Scribe Artisl Fo,'m Composer

51 Si la face ay pale 1436 1 1/1 Ballade a 3 Dufay
32 Je ne vis onqu6s 1454 1 1/1 Rondeau a 3 Dufay
15 Vostre bruit 1455 1 111 Rondeau a 3 Dufay
40 Soyez aprantiz 1455 1 1/1 Bergeretle a 3 Frye?
1 ~e Regina 1460 1 111 Motet a 3 Frye
2 Ma maistresse 1460 1 1/1 Bergeretle a 3 Ockeghem
6 Non pas que je veille 1460 1 113 Rondeau a 3 Fryel Joye
8a Le seruiteur 1460 1 1/1 Rondeau a 3 Dufay

9 Comme femme 1460 1 111 Rondeau a 3 Binchois
54 Par le regart 1460 1 111 Rondeau a 3 Dufay
56 Pour prison 1460 1 111 Rondeau a 3 Binchois
3 Tout a par moy 1465 1 111 Rondeau a 3 Frye
4 Helas mamour 1465 1 111 Rondeau a 3 Caron
5 Nul ne latelle 1465 1 1/1 Bergeretle a 3 Baziron
6 Recours donneur 1465 1 111 Rondeau a 3 Anonymous
7 Je le scay bien 1465 1 1/1 Rondeau a 3 Baziron
10 Dung aunre amer 1465 1 111 Rondeau a 3 Ockeghem
11 Se mieulx ne vient 1465 1 1/1 Rondeau a 3 Convert
12 Puis que si bien 1465 1 112 Rondeau a 3 Anonymous
13 De mesiouir 1465 1 i/~ Rondeau a 3 Baziron
13a Ce quon fait 1465 1 111 Rondeau a 3 Anonymous
13b Le jolis tetin 1465 1 1/1 Bergeretle a 3 Anonymous
14 Je nay pouoir 1465 1 1/1 a3 Anonymous
16 Ne me veilles 1465 1 111 Virelai? a 3 Anonymous
17 Le corps sen va 1465 1 1/1 Rondeau a 3 Busnoys
18 Malheureulx cueur 1465 1 111 Bergeretle a 3 Dufay
19 Quant ce viendra 1465 1 1/1 Rondeau a 3 Busnoys/Ockeghem
20 Estil mercy 1465 1 111 Rondeau a 3 Busnoys?
21 Mon cueur el moy 1465 1 1/1 Rondeau a 3 Prioris
22 Jay prins amours 1465 1 111 Rondeau a 3 Obrecht?
23 Ma bouche rit 1465 1 111 Bergeretle a 3 Ockeghem/Obrecht
24 Tant fort me tarde 1465 1 III Rondeau a 3 Anonymous
25 Si dieu me faisoit 1465 1 III Rondeau a 3 Anonymous
26 Tant est mignonne 1465 1 1/1 Rondeau a 3 Anonymous
27 Sil auient 1465 1 1/1 Rondeau a 3 Michelet
28 Mon desir 1465 1 111 Rondeau a 3 Anonymous
29 Je ne requier 1465 1 111 Rondeau a 3 Anonymous
30 Ne pour cela 1465 1 111 Bergeretle a 3 Anonymous
31 Je suis ennuya 1465 1 111 Rondeau a 3 Binchois?
33 Si par souait 1465 1 111 Rondeau a 3 Anonymous
34 Tant moins en ay plus 1465 1 111 Rondeau a 3 Anonymous
35 Tant plus melforce 1465 1 111 Rondeau a 3 Anonymous
36 Le plus heureux 1465 1 111 Rondeeu a 3 Anonymous
37 Se je garde bien 1465 1 111 Rondeau a 3 Anonymous
38 Dangier tu mas tolu 1465 1 111 Rondeau a 3 AnonymouS
39 Esse bien fait 1465 1 1/1 Rondeau a 3 Anonymous

• 41 Jaqueine si actende 1465 1 111 Bergeretle a 3 Busnoys
42 Greueuse mest vostre 1465 1 111 Bergerelte a 3 Anonymous
43 Le souuenir de vous 1465 1 111 Rondeau a 3 Morton
44 Lenquerant 1465 1 111 Rondeau a 3 Anonymous



•
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45 Naray je jamais 1465 1 111 Rondeau a 3 Morton
46 Mercy mon dueil 1465 1 1/1 Rondeau a 3 Anonymous
47 o Belle Dyane 1465 1 111 Bergerelle a 3 Anonymous
52 Mon seul plaisir 1465 1 1/1 Rondeau a 3 Dufay
53 Lomme banny 1465 1 111 Rondeau a 3 Anonymous
5~ Jamaiz ne seray 1465 1 1/1 Rondeau a 3 Anonymous
57 Charge de dueil 1465 1 1/1 Bergerelle a 3 Anonymous
58 Nos amys vous abusel1465 1 1/1 Rondeau a 3 Anonymous
96 Garison scay 1465 1 111 Rondeau a 4 Anonymous
99 Tart ara mon cueur 1465 1 1/1 Rondeau a 4 Molinet

100 Dulcis arnica dei 1465 1 111 Motet a 3 Anonymous
49 De tous biens plaine 1465 2 111 Rondeau a 3 Hayne/Obrechl
69 Jamais si bien 1465 2 :H·3 Rondeau a 3 Anonymous
80 Fors seulement 1465 2 2+3 Rondeau a 3 Ockeghem/Obrechl
71 Mon cueur a derny 1470 2 2+3 Rondeau a 3 Prioris
72 Mort Jappelle 1470 2 2+3 Rondeau a 3 Anonymous
78 (0 dieu damours) 1470 2 2+3 Combinai a 4 Anonymous
48 La Despourueue 1475 2 111 Rondeau a 3 Ockeghem
50 Je le prens 1475 2 111 Rondeau a 3 Anonymous
59 Le despourueu InfortUl1475 2 213 Rondeau a 3 Anonymous
60 Quel remede 1475 2 213 Rondeau a 3 Anonymous
61 Pour changer lair 1475 2 111 Rondeau a 3 Convrt
62 Ma plus ma mignonne 1475 2 2+3 Rondeau a 3 Convert
63 Il ne menchaull 1475 2 2+3 Rondeau a 3 Ockeghem
64 Je seruiray 1475 2 2+3 Bergerelle a 3 Anonymous
65 Vostre regart 1475 2 2+3 Rondeau a 3 Tinctoris
66 Les desloyalles 1475 2 2+3 Rondeau a 3 Anonymous
67 Presque transi 1475 2 2+3 Bergerelle a 3 Ockeghem
68 En voyant sa dame 1475 2 2+3 Rondeau a 3 Busnoys
70 Jay mains de bien 1475 2 2+3 Ber(1erelle a 3 Busnoys
73 Neslil secours 1475 2 2+3 Bergerelle a 3 Arlonymous
74 Les desleaulx sont 1475 2 2+3 Sergerelte a 3Anonymous
75 Amours amours 1475 2 2+3 Rondeau a 3 Hayne
76 La pourueance 1475 2 :+3 Rondeau a 3 Anonymous
77 Mvostre cueur 1475 2 2+3 S'lrgerelle a 3 Busnoys
79 Les treues damours 1475 2 2+3 Rondeau a 3 Anonymous
61 Joya me fuit 1475 2 2+3 Rondeau a 3 Busnoys
82 A vne dame jay fa~ va 1475 3 2+3 Bergerelle a 3 Busnoys
86 Les desloyaulx 1475 3 Rondeau a 3 Ockeghem
89 Diltez moy 1475 3 Rondeau a 3 Compere
87 Mes pensees 1464 3 Rondeau a 3 Compere
83 Je ne me puis voir 1485 3 Rondeau a 3 Anonymous•
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84 De vous seruir 1485 3 Rondeau a 3 Anonymous
90 Mon souuenir 1485 3 Rondeau a 3 Hayne/Obrecht
85 Ce nest pas jeu 14&& 3 Rondeau a 3 Ockeghem
91 En attendant 148& 3 Rondeau a 3 Agricola
92 Pour voz plaisirs 1488 3 Rondeau a 4 Agricola
93 Nuyt el jour 1488 3 Rondeau a 3 Anonymous
95 Je nay dueil 148& 4 a4 Ockeghem

101 Allez re9retz 1488 4 Rondeau a 3 Hayne/Obrechl
102 La saison en est 1488 4 Rondeau a 3 Compere
94 Mais que ce fust 1490 3 a3 Compere
88 Si a tort 1495 3 2+3 'a3 Anonymous
103 Les grans regretz 1495 4 a3 Anonymous
105 Cest pour aymer 1495 4 Rondeau a 3 Prioris
106 Pencer en vous 1495 4 a3 Anonymous
97 Consomo la vita mya 1500 4 Strambotto a 4 Anonymous
98 La grant paine 1500 4 a3 Anonymous

104 Plus quautre 1500 4 a3 Prioris
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COlvlPOSER

Agricola
Agricola
Baziron
Bamon
Baziron
Binchois
Binchois
Binchois?
Busnoys
Busnoys
Busnoys
Busnoys
Busnoys
Busnoys
Busnoys
Busnoys/O ckeghem
Busnoys?
Caren
Compere
Compere
Compere
Compere
Convert
Convert
Convrt
Dufay
Dufay
Dufay
Dufay
Dufay
Dufay
Duf9Y
Frye
Frye
Fryel Joye
Frye?
Hayne
Hayne/Obrecht
Hayne/Obrecht
Hayne/Obrecht
Michelet
Motinet
Morton
Morton

TlTLI:,

En attendant
Pour voz plaisirs
De mesiouir
.Je le scay bien
Nul ne latelle
Comme femme
Pour prison
Je suis ennuye
A vne dame jay fait veu
En voyant sa dame
Jaqueline si actende
Jay mains de bien
Joye me fuit
Le corps sen va
M vostre cueur
Quant ce viendra
Es!il mercy
Helas mamour
Diltez moy
La saison en es!
Mais que ce fus!
Mes pensees
Ma plus ma mignonne
Se mieulx ne vienl
Pour changer lair
Je ne vis onques
Le seruiteur
Malheureulx cueur
Mon seul plaisir
Par le regart
Si la face ay pale
Vostre bruit
Ave Regina
Tout a par moy
Non pas que je veine
Soyez aprantiz
Amours amours
Anez regretz
De. tous biens plaine
Mon souuenir
Sil auient
Tart ara mon cueur
Le souuenir de vous
Naray je jamais

NO.

91
92
13
1
5
9
56
31
82
68
41
10
81
11
11
19
20
4
89
102
94
81
62
11
61
32

8a
18
52
54
51
15
1
3
8
40
15
101
49
90
21
99
43
45
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COMPOSER

Obrecht?
Ockeghem
Ockeghem
Ockeghem
Ockeghem
Ockeghem
Ockeghem
Ockeghem
Ockeghem
Ockeghem/Obrecht
ockeghem/O brecht
Prioris
Prioris
Prioris
Prioris
Tincloris

TITlE

Jay prins amours
Ce nest pas jeu
Dung auftre amer
Il ne menchauft
Je nay dueil
la Despourueue
les desloyallix
Ma maistresse
Presque transi
Fors seulement
Ma bouche rit
Cest pour aymer
Mon cueur a demy
Mon cueur et moy
Plus quautre
Voslre regart

NO.

22
85
tO
63
9S
48
86
2
67
80
23

lOS
71
21

104
6S



• APFENDIX 6
COMPOSERS OF CHANSONS BY DATE OF DEATH

SHOWING INCLUSION IN CHANSONNIERS

Composer Blrth Death Laborde Nivelle Wolfen Dijon Copen Florence
1460-1520 1460-65 1460-651470-751470-80 1488

Binchois 1400 1460 Y Y Y Y Y
Bedingham 1422 1460 Y Y Y
Symon 1420 1473 Y Y
Dufay 1400 1474 Y Y Y Y Y
Frye 1450 1474 Y Y
Morton 1430 1476 Y Y Y Y Y
Basin 1457 1476 Y
Fede 1415 1477 Y Y
Barbignanl 1440 1480 Y Y Y
Joye 1425 1483 Y
Busnois 1430 1492 Y Y Y Y Y
Ockeghem 1410 1497 Y Y Y Y Y Y
Basiron 1440 1497 Y Y Y Y
Hayne 1445 1497 Y Y Y Y Y
Caron 1450 1500 Y Y Y
Pietrequin 1450 1500 Y
Obrechl 1450 1505 Y
Fresneau 1470 1505 Y Y
Agricola 1446 1506 Y Y
Molinet 1435 1507 Y Y Y
Japart 1474 1507 Y
Tincloris 1435 1511 Y
Prioris 1460 1514 Y Y Y
Compere 1445 1518 Y Y Y
Josquin 1440 1521 Y
Sermisy 1490 1562

•



• APPENDIX 7

CHANSONNIERS CONCORDANT WITH LABORDE

showinq concordant chansons

AmiensBM 162 French origin, ca.1500
Amiens. Bibliothèque municipale. MS 162

Concordances: 98, 100

19 pieces

BerlSM 78.c.28 Naples or Florence, 1490-1500 43 pieces
Berlin. Staatliche Museen der Stiftung Preussicher

Kulturbesitz. Kupferstichkabinett,
MS 78.C.28 (olim Hamilton 451)
Concordances: 1,3,8a,40,45,52,54,58

BerlPS 40098 Silesia (now Poland), c. 1480
Berlin. Former Preussische Staatsbibliothek.

(olim Z98 and Z8037; missing since 1947)
"Glogauer Liederbuch"
Concordances: l, 4, 15, 23, 59 , 75

294 pieces
MS Mus.4009

BolC Q16 Rome or Naples, A: 1487; B: 1490/1500
Bologna. Civico Museo Bibliografico Musicale.

(olim 109)
Concordances: 4, 49, 75, 82, 89, 91

131 pieces
MS Q16

Bolc Q17 Northern Italy, 1490s; before 1500 71 pieces
Bologna. Civico Museo Bibliografico Musicale. MS Q17

(olim 148)
Concordances: 10, 84, 87, 90, 94, 95, 101, 103

Bolc Q18 Bologna, 1502-6; early 16th C. 90 pieces
Bologna. Civico Museo Bibliografico Musicale, MS Q18

(olim 143)
Concordances: 4, 59

BrusBR 228 Brussels/Mechlin, 1516-1523
Brussels. Bibliothèque Royale. MS 228

Concordances: 95

BrusBR 11239 Savoy, before 1501
Brussels. Bibliothèque Royale. MS 11239

Concordances 101, 103

58 pieces

24 pieces

22 piecesBrusBR IV.90 Brussels/Tournai, 1511
Brussels. Bibliothèque Royale. MS IV.90

(almost identical to TourBV 94)
Concordances: 90, 95, 101, 103

• CambriP 1760 France, ?1503-9; c. 1509; [1498-1502] 57 pieces
Cambridge. Magdelene College, Pepys Library. MS 1760

Concordances: 97



• Concordant chansonniers

Capella Giulia Chansonnier, see Vat XIII.27

2

CopKB 291 Dijon or France, 1470-80 35 pieces
Copenhagen. Det Kongelige Bibliothek. MS Thott 291 80

"Copenhagen Chansonnier"
Concordances: 5, 10, 11, 13b, 21, 23, 26. 27, 29. 41,

49, 50, 61, 62. 77, 96, 99

CopKB 1848 Lyons. 1525 278 pieces
Copenhagen. Det Kongelige Bibliothek. MS Ny

kongelige Samling 1848 20
Concordances: 10, 26, 52. 84, 89. 90. 93, 94, 103

DijBM 517 Dijon or France, 1465-9; add: 1480 161 pieces
Dijon. Bibliothèque municipale. MS 517 (olim 295)

Concordances: 4, 8a, 9,10, 11, 17, 19, 20, 22,23, 26,
27,37, 41, 43, 45, 49, 50. 53, 55, 57, 61, 62, 65.
67, 68, 69,70, 71, 72, 77,79, 80,81, 82,86, 89,
95, 99

EscSL IV.a.24 Naples, 1460-74
Escorial. Real Monasterio de San Lorenzo

Biblioteca y Archivo de Musica. MS
Concordances: 2, 8a, 9, 19. 40, 45,

75

124 pieces
deI Escorial.
IV.a.24
51. 52. 54, 56, 58,

FlorBN BR229 Florence, 1492-3 268 pieces
Florence. Biblioteca Nazionale Centrale. MS Banco

Rari 229 (olim Magliabechi XIX 59)
Concordances: 4,8, 8a, 48, 59. 70, 75, 77, 84, 87. 91.

94

•

FlorBN Magl. 107bis Florence, before 1513
Florence. Biblioteca Nazionale Centrale. MS

Magliabechi XIX.l07bis
Concordances: 101. 103

FlorBN Magl.112bis Genoa. 1460-70
Florence. Biblioteca Nazionale Centrale. MS

Magliabechi XIX. 112bis
Concordances: 1

FlorBN Magl.117 Florence, 1515
Florence. Biblioteca Nazionale Centrale. MS

Magliabechi XIX 117
Concordances: 97. 103

FlorBN Magl.121 Florence. 1510
Florence. Biblioteca Nazionale Centrale. MS

Magliabechi XIX.121
Concordances: 49. 91

42 pieces

50 pieces

55 pieces

37 pieces



• Concordan~ chansonniers 3

FlorBN Magl.176 Florence, 1475-80 86 pieces
Florence. Biblioteca Nazionale Centrale. MS

Magliabechi XIX.176
Concordances: 9, 15, 19, 23, 24, 27, 32, 37, 40, 43, 45,

48, 52, 53, 57, 65, 71, 81, 82, 83

FlorBN Magl.178 Florence, ca. 1492-4 73 pieces
Florence. Biblioteca Nazionale Centrale. MS

Magliabechi XIX.178
Concordances: 10, 49, 87, 90, 91, 94 99. 101

FlorBN Panc.27 Northern Italy ?Mantua ?Florence
Early 16th Century

Florence. Biblioteca Nazionale Centrale. MS
Panciatichi 27
Concordances:. 4

187 pieces

Florc 2439 Brussels/Mechlin, 1506-14 87 pieces
Florence. Biblioteca deI Conservatorio di Musica

Luigi Cherubino. MS Besevi 2439 "Basevi Codex"
Concordances: 21, 95

FlorR 2356 Florence, 1480/85; late 15th C. 72 pieces
Florence. Biblioteca Riccardiana. MS 2356

Concordances: 10,23, 32,43, 45,49, 52,57, 84, 90,
99, 101

FlorR 2794 French court, 1480s, before 1488 68 pieces
Florence. Biblioteca Riccardiana. MS 2794

Concordances: l, 8a, 10, 13, 17, 49, 56, 75, 77,84,85,
87, 89, 90, 93, 101, 102

HeilbS X/2 Frankfurt am Main, 1550s
Heilbronn. Stadtarchiv, Musiksammlung. MS X/2

Concordances: 89

31 pieces

•

LeipU 49 I,eipzig, 1558 254 pieces
Leipzig. Universitatsbibliothek. MS Thomaskirche

49 (1-4) (olim III, A.a 17-20) and MSs
Thomaskirche 50 (olim A.a.21)
Concordances: 101

LonBL 31922 London, 1510-20 109 pieces
London. British Library. Reference Division.

Department of Manuscripts. MS Additional 31922
"Henry VIII Manuscript"
Concordances: 49

LonBL 35087 Bruges? 1505-6 78 pieces
London. British Library. Reference Division.

Department of Manuscripts. MS Additional 35087



• Concordant chansonniers 4

concordances: 90, 94, 97

LonBLR 20.A.xvi France, 1483-8; 1490; 1499 28 pieces
London. British Library. Reference Division

Department of Manuscripts. MS Royal 20 A.xvi
Concordances: 85, 87, 90, 91, 93, 95, 101

Mellon Chansonnier, see NHavY 91

MonteA 871 Naples, 1480-1500 144 pieces
Monte Cassino. Biblioteca deI 'Abbazia MS 871

(olim 871N) (Benedictine; Repertory 1430-80)
Concordances: 8a, 32, 40, 49, 54, 75, 87, 99

MunBS Germ 810 Liepzig/Augsburg/Nuremburg, 1460-70 128 pieces
Nunich Bayerische Staatsbibliothek. Handschriften

Inkunabelabteilung. MS Germanicus monacensis
810 (olim Mus.3232; Cim 351a; = Mai M 208)
"Schede! Liederbuch"
Concordances: l, 18, 23, 32, 51, 52

NHavY 91 Napl es, 1475-6 57 pieces
New Haven. Yale University. Beinicke Library for

Rare Books and Manuscripts. MS 91. "Mellon
Chansonnier"
Concordances: 3, 8, 9, 15, 17, 19, 20, 23, 40, 41, 45,

46, 49, 53, 54, 58, 81, 82

Nivelle de la Chausée Chansonnier, see Paris BN 57

OpBP 714 Ferrara, 1454-60
Oporto. Biblioteca P~blica Municipale. MS 714

Concordances: 8a, 52, 54

19 pieces

•

OxfBC 213 Venice, 1420-36 326 pieces
Oxford. Bodleian Library. MS Canonici Miscellaneous

213 (= MadanSC 19689)
Concordances: 51

ParisBN 57 France: Tours? 1460s or 1470s 63 pieces
Paris. Bibliothèque Nationale. Département de la

Musique. MS Rés. VMC 57. "Nivelle de la
Chausée Chansonnier"
Concordances: 3, 10, 11, 17, 19, 20, 22, 23, 26, 27, 32,

45, 53, 57, 69, 71, 72, 78, 99

ParisBNC 504
Paris. Bibliothèque Nationale. Département de la

Musique. Ms Rés. VM7 ms 504 III (Egenolff)
Concordances: 89, 101



• Concordant chansonniers

ParisBNC 676 Mantua, 1502 (Isabella d'Este)
Paris. Bibliothèque Nationale. Département de

Musique. Fonds du Conservatoire. MS Rés.
Concordances: 89, 101

5

87 pi ece~.
la
Vm7 676

•

ParisBNF 1596 Cognac, 1495 6 pieces
Paris. Bibliothèque Nationale. Département des

Manuscrits. Fonds français. MS 1596
Concordances: 105

ParisBNF 1597 Paris, ca 1500 67 pieces
Paris. Bibliothèque Nationale. Département des

Manuscrits. Fonds français. MS 1597 (olim
Colbert 1625) "Lorraine chansonnier"
Concordances: 10, 32, 80, 87, 90, 95, 100, 101, 102,

104, 106

ParisBNF 2245 France, 1490-8 26 pieces
Paris. Bibliothèque Nationale. Département des

Manuscrits. Fonds français. MS 2245
Concordances: 80, 85, 90, 101, 103, 106

Paris BNF 15123 Florence, 1480-4 170 pieces
Paris. Bibliothèque Nationale. Département des

Manuscrits. Fonds français. MS 15123
(olim. Suppl. Fr. 2637) "Pixérécourt Chansonnier"
Concordances: 4, 8a, 10, 22, 37, 40, 43, 45, 48, 49, 52,
54, 56, 57, 59, 65, 70, 75, 81, 87, 99

ParisBNN 4379 Naples or Rome. 96 pieces
1. 1470-80; II. early 15th; III. 1422; IV. late 15th C.

Paris. Bibliothèque Nationale. Département des
Manuscrits. Nouvelles Acquisitions françaises.
MS 4379. (See also SevC 5-1-43)
Concordances: l, 2,3,4, 8a, 9, 10, 11, 15, 22, 23,37,

41, 45, 49, 52, 54, 56, 59, 65, 70, 75, 77, 79, 99

ParisBNR 2973 Savoy, 1470-77 44 pieces
Paris. Bibliothèque Nationale. Département des

Manuscrits. Collection Rothschild. MS 2973
(shelf mark: 1.5.13. "Cordiforme Chansonnier"
Concordances: 3, 8a, 9, 15, 20, 22, 23, 32, 43, 45, 49,

52, 53, 70

PavU 362 Savoy, late 1460s or early 1470s 44 pieces
Pavia. Biblioteca Universitaria. MS Aldini 362

(olim 131.A.17)
Concordances: 8a, 49, 51, 52, 53, 54, 56

PerBC 431
Perugia.

Naples, 1480-90; ca 1485 129 pieces
Biblioteca Comunale Augusta MS 431 (G.20)



• Concordant chansonniers 6

Concordances: l, 4, 8a, 22,43, 49, 75

RomeC 2856 Ferraloa, 1485-90 123 pieces
Rome. Biblioteca Casanatense. MS 3856 (olim

CV 208) "Casanatense"
Concordances: 4, 8, 9, 10, 23, 24, 49, 59, 75, 77, 81,

85,90,91,92,94,99,101,102

SegC s.s. Toledo, 1500-3 204 pieces
Segovia. Archivo Capitular de la Catedral. MS s.s.

Concordances: 4, 22,75, 85, 90, 101, 106

SevC 5-1-43 Naples or Rome, 1470-85 129 pieces
Seville. Catedral Metropolitana. Biblioteca

Capitular y Colombina. MS 5-1-43 (olim
Z Tab 135, No. 33) (See also ParisBNN 4379)
Concordances: l, 2, 3, 4, 8a, 9, 10, 11, 15, 22, 23, 37,

41,45,59,52,54,56,59,65,70,75,77,79,99

SGallS 461 Low countries or Italy, ca. 1500 49 pieces
Saint Gall. stiftsbibliothek. MS 461. "Sicher

Liederbuch"
Concordances: 80

SGallS 462 Paris, later Glarus, 1510, 1530
Saint Gall. Stiftsbibliothek. MS. 462. "Heer

Liederbuch"
Concordances: 92, 97, 100, 102

87 pieces

SGallS 463 Glarus, 1540 187 pieces
Saint Gall. stiftsbibliothek. MS 463. "Tschudi

Liederbuch"
Concordan~es: 97, 100

StrasBM 222 Strasbourg or Freibourg, 1411/1450 193 pieces
Strasbourg. Former Bibliothèque Municipale. MS

222 C.22 (destroyed in 1870)
Concordances: 51

TourBV 94
Tournai.

See

Bruges, 1511
Bibliothèque de la Ville. MS 94.
BrusBR IV.90

22 pieces

•
TrentC 89 Trent, 1460-80

Trent. Museo Provinciale d'Arte, Castello deI
Buon Consiglio. MS 89
Concordances: 4, 15, 51, 75

TrentC 90 Trent, 1452-9
Trent. Museo Provinciale d'Arte, Castello deI

Buon Consiglio. MS 90
Concordances: l, 8a, 32,40

193 pieces

333 pieces



• Concordant chansonniers

Trente 91 Trent, 1460-80
Trent. Musio Provinciale d'Arte, Castello deI

Buon Consiglio. MS 91
Concordances: 81

7

158 pieces

TrentM 93 Trent, 1450-6 272 pieces
Trent. Museo Diocesano. MS BL ( but unoffically

referred to as MS 93 in recognition of
relationship to Trente 87 to 92)
concordances: 54

TurBN 1.27 Turin, ca 1500 49 pieces
Turin. Biblioteca Nazionale Universitaria MS

Riserva musicale 1.27 (olim Regia Biblioteca
dell' Università,qm 111.59)
Concordances: 89

UlmS 237 Central Germany, 1530-40,
Ulm. Münster Bibliothek, Von Schermar'sche

Familienstiftung. MS 237 (a-d)
Concordances: 49

109 pieces

VatG XIII.27 Florence, 1492-4 109 pieces
Vatican City. Biblioteca Apostolica Vaticana.

MS Capella Giulia XIII 27. "Codex Medici"
concordances: 4, 8a, 9, 10, 15, 23, 43, 49, 59, 75, 80,

82, 84, 85, 87, 89, 90, 91, 93, 94, 99, 101

VatU 1411 Florence, 1440-1450
Vatican city. Biblioteca Apostolica Vaticana.

MS Urbinates Latini 1411
Concordances: 51, 56

VerBC 757 Verona, c1500
Verona. Biblioteca Capitolare. MS DCCLVII

Concordances: l, 4, 59, 91, 101

19 pieces

65 pieces

WolfA 287 France: Loire valley? 1461-5 56 pieces
Wolfenbüttel. Herzog August Bibliothek. MS

Guelferbytanus 287 Extravagantium
Concordances: l, 2, 3, 4, 5, 7, 8a, 9, 10, 11, 13, 13a,

13b, 17, 18, 19, 20, 21, 22, 23, 26, 27, 29, 32, 39,
41, 43, 45, 49, 51, 52, 54, 55, 57, 69, 80

•
ZwiR 78/3 Zwickau? 1535-45

Zwickau. Ratsschulbibliothek. MS LXXVIII.3
(=VollBM 12)
Concordances: 87

26 pieces



APPENDIX 8. CONCORDANT SOURCES SHOWING SCRIBES, BY DATE OF MS.

• Manuscript Origin Dale Sc.l Sc.2Sc.3aSc.3bSc.3cSc.4aSc.4b

OXfBC 213 Ilaty 1436 1
VatU 1411 Ilaty 1440 2
StrasBM 222 Germany1450 1
TrentC 93 Ilaty 1450 1
TrentC 90 Itaty 1452 4
OpBP 714 Ilaty 1454 3
EscSL IV.a.24 Ilaly 1460 Il
FlorBN Magl.112bis Ilaty 1460 1
MunBS Germ 810 Germany1460 6
ParisBN 57 France 1460 15 4
Trenle 69 Italy 1460 3 1
TrentC 91 Ilaly 1460 1
VerBC 267 France 1461 2 1 1
WolfA287 France 1461 32 3
BerlK Itaty 1465 8
DijBM 517 France 1465 20 15 1 1 1 1
CopKB 291 France 1470 12 6
ParisBNN 4379 lItaly 1470 18 7
ParisBNR 2973 France 1470 12 2
SevC 5-1-43 Ilaly 1470 18 7
PavU362 France 1473 6 1
FlorBN Magl.176 Ilaly 1475 14 4
NHavY 91 Ilaly 1475 15 2
BerlPS 40098 Silesia 1480 4 2
FlorR 2356 Ilaly 1480 8 1 1 1
rvlonleA 871 Ilaty 1480 4 2 1
ParisBNF 15123 Ilaly 1480 15 6 1
LonBLR 20 A.xvi France 1483 5 1 1
FlorR 2794 France 1485 6 3 1 6 2
PerBC 431 Ilaty 1485 5 2
RomeC 2856 Ilaly 1485 7 5 5 2
BerlSM 78.c.26 Ilaly 1490 6
BolC 016 Ilaly 1490 1 2 2
ParisBNF 2245 France 1490 1 2 3
FlorBN BR229 Itaty 1492 3 5 4
FlorBN Magl.178 Ilaly 1492 2 1 4 1
ValG XIII.27 Italy 1492 8 4 9 1
BolC 017 Ilaly 1493 1 1 3 1 2
ParisBNF 1596 France 1495 1
Amiens France 1500 1 1
ParisBNF 1597 France 1500 3 1 2 1 4
SegC s.s. Spain 1500 2 1 2 2
SGaOS 461 Nelherlds1500 2
TurBN 1.27 Turin 1500 1
BrusBR 11239 Savoy 15Dl 2
BolC 018 Ilaly 1502 1 1
ParisBNC 676 Italy 1502 1 1 1 1
CambriP 176D France 1503 1• LonBL 35087 Nelherlds15D5 2 1
FlorC 2439 Nelherlds15D6 1 1 1



APPENDIX 8. CONCORDANT SOURCES SHOWING SCRIBES, BY DATE OF Jv1S .

• Manuscripl Origln Dale Sc.l Sc.2Sc.3aSc.3bSc.3cSc.4aSc.4b

•

FlorBN Panc.27 Italy 1510 1
LonBL 31922 England 1510
SGarrs 462 France 1510 2
BrusBR IV.90 Netherlds1511 2
TourBV 94 Netrherld ':511 2
FlorBN Magl.l 07bis Italy 1513 2
FlorBN Magl.117 l1aly 1515 2
FlorBN Magl.121 l1aly 1515
BrusBR 228 Netherlds1516 2

. CopKB 1848 France 1525 3 1 3 2
UmS 237 ? 1530 1
ZwlR 78/3 Germa~1535

SGarrs 463 France 1540 1
HeilbS Xl2 Germany1550
LeipU 49 Germany1558



• APPENOIX 9. CADENCES BV DATE AND SCRIBE

Abbreviations; OLT: Double leading Tone Cadence.
OLCT: Octave-Jeap cadence.
2-vce: 2-voice cadence.
Phry: Phrygian cadence.
F: Final X: not Final.
S: Superius; T: Tenor: C: Contratenor

No. Tille Date Scribe V-l'OLT OLCt 2-vce Phr lFinal Med

51 Si la face ay pale 1436 1 X FX X C C C
32 Je ne vis onques 1454 1 FX X G 0
15 Vostre bruit 1455 1 X XX F 0 C
40 Soyez apranliz 1455 1 X FX 0 0

1 Ave Regina 1460 1 X FX F C
8a Le seruiteur 1460 1 X FX C 0

9 Comme femme 1460 1 X FX X X C 0
54 Par le regart 1460 1 XXX G 0
56 Pour prison 1460 1 X FX S F C

2 Ma maistresse 1460 1 XXX XX F A C
3 Tout a par moy 1465 1 X X FX G C
4 Helas mamour 1465 1 FX X T F F
5 Nul ne latelle 1465 1 F XX XX T F F
6 Recours donneur 1465 1 XX F F F
7 Je le scay bien 1465 1 X F X G C

10 Dung au~re amer 1465 1 X XX F G 0
11 Se mieulx ne vient 1465 1 X F X G 0
12 Puis que si bien 1465 1 FXX C F C
13 De mesiouir 1465 1 F X G G

13a Ce quon fait 1465 1 X F CC G C
13b Le jolis tetin 1465 1 XX F T G G

14 Je nay pouoir 1465 1 F F
16 Ne me veilles 1465 1 C F F
17 Le corps sen va 1465 1 XX F T 0 A
18 Malheureulx cueur 1465 1 XXX X F E E
19 Quant ce viendra 1465 1 FXX A 0
20 Estil mercy 1465 1 FX CC G 0
21 Mon cueur et moy 1465 1 FX X CC G A
22 Jay prins amours 1465 1 A E
23 Ma bouche rit 1465 1 X F A E
24 Tant fort me tarde 1465 1 X F G 0
25 Si dieu me faisoit 1465 1 F C F F
26 Tant est mignonne 1465 1 X FX G C
27 Sil auient 1465 1 X X F CC C G
28 Mon desir 1465 1 X FX C C C
29 Je ne requier 1465 1 F C C
30 Ne pour cela 1465 1 X F X G G
31 Je suis ennuye 1465 1 X F C X C C
33 Si par souait 1465 1 X X F ? 0 A• 34 Tant moins 1465 1 FX C G
35 Tant plus mefforce 1465 1 FX C C G
36 Le plus heureux 1465 1 F 0 A
38 Oangier tu mas tolu 1465 1 FX C C



• APPENDIX 9. CADENCES BY DATE AND SCRIBE

No. Title Date Scribe 5/1 DLT OLCt Empt~Phr Final Med

39 Esse bien fail 1465 1 FX X G A
41 Jaqueline si actende 1465 1 FX C C
42 Greueuse mes! 1465 1 XX FX F C
43 Le souuenir de vous 1465 1 FX C D A
44 Lenqueranl 1465 1 FX A C
45 Naray je jamais 1465 1 FX X F X D A
47 a Belle Dyane 1465 1 FXX D D
52 Mon seul plaisir 1465 1 X F C C
55 Jamaiz ne seray 1465 1 X F C G D
57 Charge de dueiJ 1465 1 FX X G C
58 Nos amys 1465 1 FX C A D
99 Tart ara mon cueur 1465 1 FXX X C G
8 Non pas que je veille 1465 1 FXX X C C D

46 Mercy mon dueil 1465 1 XXX G A
53 Lomme banny 1465 1 XXX F F D
37 Se je garde bien 1465 1 F X T G A
96 Garison scay: 1465 1 F X X D G

100 Dulcis amics dei 1465 1 F X F
49 De tous biens plaine 1465 2 FX X G D
69 Jamais si bien 1465 2 FX X G F
80 Fors seulement 1465 2 F nT A A
71 Mon cueur a derny 1470 2 FXXX G D
72 Mort Jappelle 1470 2 FX X G D
82 Avne dame 1475 3s FXXX C D D
83 Je ne me puis voir 1475 3a F Bn G
84 De vous seruir 1475 3a FX C G C
86 Les desloyaulx ont 1475 3c F C D E
78 Soubz les branches 1475 2 Bn
61 Pour changer lair 1475 2 X F C D A
62 Ms plus ma mignonm1475 2 X F X S E E
63 Il ne menchaull 1475 2 FX C G F
67 Presque transi 1475 2 F XXX E G
70 Jay mains de bien 1475 2 FX X C G G
77 M vostre cueur 1475 2 FXXX X X D D
79 Les treues damours 1475 2 FX C Bn F
65 Vostre regart 1475 2 FXX X X G G
50 Je le prens 1475 2 FX X C G F

•



•

•

APPENDIX 9. CADENCES BV DATE AND SCRIBE

No. Tille Date Scribe 5/1 DLT OLCt Empl Phr Final Med

75 Amours amours 1475 2 FX CCC G G
81 Joye me fuit 1475 2 FX XX C D F#
48 La Despourueue 1475 2 X X X C F F
59 Le despourueu 1475 2 6-1 F CC G A
60 Quel remede 1475 2 X F C F Bft
64 Je seruiray 1475 2 F X C D 0
66 Les desloyalles 1475 2 FX 0
68 En voyant sa dame 1475 2 FX F C
73 Neslil secours 1475 2 FXX X G G
74 Les desleaulx sont 1475 2 X X F C D D
76 La pourueance 1475 2 FX CC C G
89 Ditlez moy Ioules 1480 3b F C D D
87 Mes pensees 1484 3b
90 Mon souuenir 1485 3b F XX C G Bft
92 Pour voz plaisirs 1488 3b FXXX C F F
85 Ce nesl pas jeu 1488 3b F X G D
91 En atlendant 1488 3b F X F F
93 Nuyt et jour 1488 3b X F T F G
95 Je nay dueil 1488 4a F X A C

101 Allez regretz 1488 4b FX X F C
102 La saison en est 1488 4b F CC G F
94 Mais que ce fust 1490 3b FXX C G G
88 Si a lort 1495 3b FX SSCC G

103 Les grans regretz 1495 4b FX C G 0
105 Cest pour aymer 1495 4b F C C G
106 Pencer en vous 1495 4b F CC G G
97 Consomo la Vila mya 1500 4b X F G C
98 La grant paine 1500 4b F G

104 Plus quautre 1500 4b FX X X TCCC G G
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APPENDIX 10

EXAHPLES OF SCRIBAL BANDS IN THE

LABORDE CHANSONNIER

SCRIBE 1 : Je ne vis onques.
Jay prins amours

SCRIBE 2 : Quel remede.

SCRIBE 3A: A une dame.

~RIBE 3B: Mon souvenir.

SCRIBE 3e: Pencer en vous.

SCRIBE 4A: Je nay deuil

SCRIBE 4B: Cons omo la vita mya



•

•

SCRIBE 1: JE NE VIS ONQUES
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SCRIBE 1: JAY PRINS AMOURS
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SCRIBE 2: QUEL REMEDE



SCRIBE 3a: A UNE DAME
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SCRIBE 3b: MON SOUVENIR



SCRIBE 3c: PENCER EN VOUS
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SCRIBE 4a: JE NAY DUEIL

----0



SCRIBE 4b: CONSOHO LA VITA HYA
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• APPENDIX 11

LIST OF TRANSCRIPTIONS OF ANONYMOUS UNICA AND

CHANSONS NOT POUND IN OTHER MODERN SOURCES

UNICA

No. 6.
No. 12.
No. 16.
No. 25.
No. 28.
No. 30.
No. 31.
No. 33.
No. 34.
No. 35.
No. 36.
No. 38.
No. 44.
No. 47.
No. 60.
No. 64.
No. 66.
No. 73.
No. 74.
No. 76.

Recours donneur
Puisque si bien
Ne me veilles
Si Dieu me faisoit
Mon desir
Ne pour cela
Je suis ennuye
Si par souait
Tant moins en ay plus
Tant plus m'efforce
Le plus heureux
Dangier tu mas tollu
Lenquerant
o Belle dyane
Quel remede
Je serviray
Les desloyalles
N'estil secours
Les desleaux sont
La pourueance

CHANSONS NOT READILY AVAILABLE IN TRANSCRIPTION

No. 24.
No. 68.
No. 83.
No. 98.

Tant fort me tarde -- Philipon?
En voyant sa dame -- Busnois
Je ne me puis voir
La grant paine que yo sento

•

The transcripts were made largely from a microfilm copy of the
Laborde Chansonnier. Those few which were partially unreadabl e
were checked in the Chansonnier itself which l was able to see at
the Library of Congress in February. 1995. Professor Julie Cumming
helped me a great deal with this work.

In preparing the transcripts. l used the half note for the
breve. Ligatures are marked with a bar over the inclusive notes.
Black notes are marked by small triangles under the affected notes.
Errors in the manuscript are signalled with small notes or rests
above or below the staff.

In printing the transcripts l have used Finale 3.0 (Coda Music
Technology, 1994) .
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12. Puisque si bien mest advenu
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]6. Ne me veilles ma chcre dame
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25. Si Dieu me faisait si heureux
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30. Ne pour cela qu'esloibI1er me fauldra
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31, Je suis ennuye de ma vie
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33, Si par souail ce pouoil faire
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34. Tant moins en ay
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35. Tant plus m'efforce de loyaulmenL servir
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• 36. Le plus heureux de toux ceulx qui sont vis
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38. Dangier tu m'a tollu ma danlc
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47. 0 Belle Dyanc
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60. Quel remede



64 . .le serviruy selon qu'on me payera
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66. Les desloyalles ont le temps
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73. N'e3til secours que puisse avoir
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74. Les desleaux sont en la saison mis
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76. La pO'l1rveyonce de mon coeur
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24. Tant fort me tarde ta venu -- Philippon?
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68. En voyant sa dame -- Busnois
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83. Je ne me puis voir
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98. La grant paine que yo sento
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