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“Accept this little labor of mine”: a striking 
rallying cry for a set of twenty academic es-
says honoring a scholarly colleague! When in 
the sixteenth century Jean de Castro employed 
this formulaic expression of humility in a print 
dedication, it was in the context of a subtle but 
explicit patronage system feeding into a market 
for such products. Yet it is the twenty-first cen-
tury and this is no offering to a monied patron, 
but a gift shared out among generations of mu-
sicologists, an intellectual labor drawing upon 
the dedicatee himself as an integral participant 
in a network of scholarship—in the words of 
the editors, ‘both a Festschrift in which special-
ists honor an outstanding colleague, and a Liber 
Amicorum compiled for a dear friend’ (p. 12).
As professor at the University of Leuven, Ignace 
Bossuyt has been in many ways the public face 
of early music studies in Belgium for decades, 
working relentlessly to engage a wide and di-
verse public. The list of his writings at the head 
of the book reveals in no uncertain terms a mu-
sicologist who has never limited himself to one 
particular period or subject; names such as Bach, 
Haydn, and Mozart come up almost as often as 
Lassus and Willaert. There is something special, 
though, about the sixteenth-century studies car-
ried out in Leuven by Bossuyt and his students 
and colleagues over the years, and one senses the 
recognition of this in the tight focus of this vol-
ume, covering a slightly extended sixteenth cen-
tury (and admirably carried out under the edi-
torship of current Leuven professors whose pri-
mary interests lie in later periods). The decision 
has clear advantages: rather than an enormous 
codex collapsing under the weight of its text (as 
seems to happen too often with musicological 
essay collections), this is instead a compact item 
boasting good production values and a welcome 
attention to aesthetic detail.

The contents themselves, while falling within 
a particular chronological band, are far from 
homogeneous in terms of subject matter and 
scholarly approach, a variety emphasized by the 
book’s ordering, alphabetical by author rather 
than divided into subject groups. The result-
ing shifts of focus—from attribution stud-
ies to historiographical methodology to close 
analysis, from Du Fay to bourgeois women c. 
1600—might easily have become a disorient-
ing kaleidoscope, but it seems more likely that 
the reader will choose and pluck an individual 
collection of blossoms from this musicological 
florilegium.
No one would doubt that Bossuyt’s finest 
achievements have centered around the later 
sixteenth century, bringing underappreciated 
masters such as de Castro and Utendal into 
the spotlight alongside Lassus, de Monte, and 
other well-known contemporaries. It is only fit-
ting, then, that several newly-discovered sourc-
es from this period are here for the first time 
brought to wider attention. The ‘Berx Manu-
script’ described by Eugeen Schreurs, twenty-
six music folios recovered from the binding of a 
book in private possession near Tongeren, sheds 
light on monastic organ usage at the end of the 
sixteenth century and provides a new source 
for no less than fifteen of Lassus’s Magnificat 
settings. Equally intriguing, and only described 
in passing, is the section of the manuscript con-
taining what are apparently amateur composi-
tional sketches in the midst of anonymous mass 
music. The complete set of digital images to be 
published on the Resonant website is eagerly 
awaited. Stanley Boorman offers a preliminary 
glimpse of a newly unearthed set of Lamenta-
tions by Philippe de Monte, preserved within 
a music collection donated anonymously to 
New York University and originating probably 
in the region of Prague c. 1600. The discovery 
of such a major new work, in a professionally-
executed and trustworthy copy, is exciting, even 
when only four partbooks are preserved from 
this six-voice composition. Musical extracts 
provided with tentative reconstructions reveal 
what must have been a superb setting. When 
a complete edition is made, these will need to 
be cleared of a number of prominent paral-
lel fifths and octaves above the editorial bass, 
but the considerable amount of surviving mu-
sic ensures that the result can easily retain the 
spirit of de Monte’s writing.
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In a number of essays, important new attribu-
tions are proposed or evaluated. Sean Gallagh-
er’s examination of the Florentine Pixérécourt 
Chansonnier adds an attractive new rondeau 
to the impressive collection from Firminus 
Caron, whose status as a leading fifteenth-
century figure continues to rise. Depuis le congé 
is one of numerous items in the manuscript 
once carrying composer ascriptions which are 
now mostly removed due to page-trimming; 
through comparison with other ascriptions, it 
can be concluded with some certainty that the 
name ‘Caron’ stood there, and stylistically the 
chanson fits well with the composer’s other 
creations. The attribution of another new work 
bearing a better-known name, Heinrich Isaac, 
forms the subject of an essay by Bossuyt’s re-
cently-appointed successor in Leuven, David 
Burn. Isaac’s Missa Presulem ephebeatum has 
been known since the 1994 purchase by the 
Czech National Library of a privately-owned 
choirbook, but until now has awaited closer 
scrutiny by an Isaac specialist. Burn argues that 
this mass for St. Martin indeed fits into Isaac’s 
compositional oeuvre, composed probably in 
the early sixteenth century during the musi-
cian’s tenure at the imperial court. A third at-
tribution study, by Willem Elders, brings us to 
the thorny question of which compositions can 
rightfully bear the name of Josquin des Prez. 
It is an issue which has vexed users of the New 
Josquin Edition, with perhaps too many items 
excluded from the series as a matter of policy. 
One of the two works discussed here by Elders, 
Obsecro te, has indeed made it into volume 24, 
although an ‘opus dubium’, and in an interest-
ing reconstruction: the only surviving source 
of this apparent Tenor-motet is a Spanish vi-
huela intabulation printed in 1547, demanding 
imaginative editorial work to arrive at a vocal 
score. No reader will begrudge the opportunity 
to examine the score for herself.
A different facet of editorial technique takes 
center stage in Bernhold Schmid’s contribu-
tion, one of several studies in the volume to 
concentrate in depth on music-analytical 
matters. A detailed investigation of the trans-
mission history of Lassus’s five-voice wed-
ding psalm Beati omnes qui timent dominum 
confronts a tricky problem: which readings 
should go into a printed critical edition when 
the apparent best source is incomplete but 
other witnesses provide incompatible read-

ings? Nicolas Meeùs delves into modal theory 
from the period, pitting theoretical constraints 
against the realities of a modally-ordered col-
lection. One can’t help but smile at the claim 
that Meeùs chose the Psalmi poenitentiales of 
Utendal ‘arbitrairement’ as the illustrative cor-
pus for his exhaustive comparison of cleffings 
and ranges (p. 180). Indeed Bossuyt’s rather 
differently-positioned remarks concerning the 
rhetorical aspects of these compositions serve 
as a crucial interpretative counterweight to the 
almost purely technical discussion in this essay. 
An alternative analytical perspective is found 
in a new installment of John Milsom’s ongo-
ing exploration of compositional process in 
imitative polyphony. Milsom wisely lays aside 
the burning historical questions surrounding 
Derrick Gerarde and his activity in England in 
the 1560s to focus on the evidence of the musi-
cian’s compositional revisions in a set of Brit-
ish Library partbooks. The argument ventures 
unflinchingly into pure speculation with claims 
that the surviving source materials reflect em-
ployment of a ‘cartella’ or erasable tablet, but it 
is attractive speculation that will surely provoke 
new discussion.
At this point several general lapses in the vol-
ume warrant mention, focused as they are in 
these most strictly source- and analysis-orient-
ed studies. The dangers of the collection’s vari-
ety come to the fore here, reflecting a lively se-
lection of scholarly approaches but also striking 
the reader with a certain unevenness. If Milsom 
and Schreurs can include both facsimiles and 
polyphonic transcriptions within their articles, 
for instance, the absence of such examples 
within the texts of Burn and Elders is acutely 
felt, given that both of these writers deal with 
matters of compositional style requiring de-
tailed scrutiny. In the case of Francesco Luisi’s 
essay it appears that an appendix intended to 
carry a full transcription of a polyphonic piece 
has gone missing. A few texts lapse into unidi-
omatic or downright faulty English—a minor 
issue given the international scope of the book 
but one which could have been easily rectified 
with the aid of a native speaker during proof-
reading. Overall these quibbles indicate only 
infrequent dips in a generally high production 
quality, especially considering the myriad con-
tributions, languages, and subjects.
Numerous essays build to varying degrees on 
the broad aspects of sixteenth-century tradi-
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tions which have long formed a staple of Low 
Countries musicology. Katelijne Schiltz and 
Eric Jas investigate compositional responses 
to Josquin by later figures. Josquin’s celebrated 
Miserere mei deus forms the starting point for 
Schiltz’s exploration of two dependent motets 
by the theorist Zarlino, a particularly compel-
ling subject since these compositions can be 
brought into direct connection with the writ-
er’s magnum opus Le istitutioni harmoniche. A 
wider network of related compositions is here 
located in the context of the Ferrarese d’Este 
court. Jas turns his attention to Adrian Wil-
laert’s chanson Douleur me bat, which turns out 
to be a reworking or ‘parody’ of Josquin’s setting 
of the same text. The ‘intellectual conversion’ 
which Willaert effects in transforming a canon-
ic scaffolding in the Josquinian model seems to 
correspond to a received (traditional) musico-
logical estimation of the Venetian chapelmaster, 
but Jas takes pains to demonstrate that the new 
song is not merely an exercise in compositional 
sophistication; it is a colorful transformation of 
a moving original.
A more general shift of stylistic model at mid-
century forms the subject of Mary Lewis’s 
transmission study centering on the Gardano 
print Mottetti del Frutto (1538-39). The Vene-
tian printer played a conscious role in dissemi-
nating the characteristic motet style based on 
pervading imitation known from the works of 
such composers as Gombert and Jachet of Man-
tua. Gardano’s own compositions point to his 
preference for this style, and the homogeneity 
exhibited first in Mottetti del Frutto is to be read 
as a watershed moment in establishing its dom-
inance. Francesco Luisi’s expert consideration 
of generic norms and terminology surround-
ing the frottola is remarkably focused given its 
wide range of chronological and geographical 
matter. The anonymous villotta employed for a 
case study here, Andand’a spasso from the 1549 
print of Werrecore’s La Bataglia italiana (avail-
able in a facsimile edited by Bossuyt), is char-
acterized actually as a ‘frottola-caccia’ and its 
multiple citations of the canzonetta Occellino 
bell’occellino are traced back to other compo-
sitions, illuminating the artful tradition really 
underlying this centonized pastiche of popular 
airs.
Somewhat puzzling is the selection of examples 
for Peter Bergquist’s survey of ‘humor’ in the 
motets of Lassus, an admirably original subject 

but extremely slippery. The essay entirely by-
passes the tremendous question of how we can 
today recognize and read pre-modern humor, 
instead offering an array of ready-made ex-
cerpts. The chorus of sheep bleating ‘me meae’ 
at the close of Dulci sub umbra is a fine example; 
but are we really to assume that the highlighting 
of voces musicales in a setting of the solmization 
hymn Ut queant laxis held similar intentions, 
or the citation of the famous Salve regina chant 
intonation in texts including the word ‘salve’? 
(If so, it must have been the oldest joke in the 
book by Lassus’s time.) In contrast, historico-
cultural context accounts for the majority of 
Iain Fenlon’s elegant text on a difficult episode 
in East-West relations, the War of Cyprus end-
ing with the 1571 victory at Lepanto. The war 
propaganda examined in this study consists of 
motets with texts drawn entirely from the Old 
Testament, intended to be read allegorically in 
a Venetian context, such as Croce’s Percussit 
Saul and Andrea Gabrieli’s Benedictus Dominus 
Deus Sabaoth (one might note that the tradi-
tion of such composite Biblical texts celebrat-
ing contemporary victories goes back at least as 
far as Févin’s Benedictus Dominus Deus meus).
Barbara Haggh and Henri Vanhulst weave the 
historical thread through regions closer to 
home, tracing very different documentation 
of Low Countries musical life. The plainchant 
Recollectio festorum beate Marie virginis of 
Cambrai dignitaries Du Fay and Carlier, which 
Haggh has been studying for decades now, is 
still celebrated today in only a single abbey near 
Leuven. The role of Leuven foundations in the 
spread of the celebration through local centers 
is a fitting central theme here. Vanhulst’s brief 
article takes up a quintessentially Belgian sub-
ject: a little-known French-Dutch conversa-
tion manual printed in 1599 for the education 
of young women, naturally including remarks 
on the acceptable social uses of music. An ap-
pendix includes all excerpts from the treatise 
which concern music-making, and one wishes 
only that Vanhulst had dedicated more of his 
study to interpreting and contextualizing this 
material rather than tracing the biography of 
the author.
Finally, a set of essays forging into the territory 
of meta-historical inquiry includes some of the 
book’s finest points, illuminating the state of 
musicology through its changing ideologies. 
The more straightforward side of the matter is 
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exposed in John Irving’s narrative of the recep-
tion of John Bull’s keyboard music. Beginning 
with the composer’s near-contemporary Tom-
kins, Irving passes through Burney and Hawk-
ins and comes eventually to the early twentieth-
century image of the technical virtuoso lacking 
the compositional ‘substance’ of Byrd (‘more 
ingenious than beautiful’ in the estimation of  
W. Barclay Squire). The deconstructive aim of 
this rhetorical strategy is a familiar one; the 
reader participates in the rehabilitation of a 
maligned master by disconnecting these ‘his-
torically-situated constructions’ from intrinsic 
qualities of Bull’s music. Comparisons can be 
drawn with Thomas Schmidt-Beste’s criticism 
of ‘National stile’ in the sixteenth-century mo-
tet, an issue necessarily revolving around the 
nationalistic projects of nineteenth- and twen-
tieth-century Musikwissenschaft. Skilful han-
dling of counterexamples undermines the basis 
of traditionally-received compositional schools 
(supposedly national traits of the ‘Franco-
Flemish’ composers, for example). What we 
are left with, after abandoning the anachronis-
tic notion of regulative national identity, is a 
refocusing on specific cultural frames such as 
particular institutions or restricted linguistic 
regions—an outlook capable, for instance, of 
accounting for the vast discrepancies between 
the musics of ‘Italian’ cities such as Rome, Ven-
ice, and Milan.
Laurenz Lütteken notes an interesting trait 
shared by today’s main music encyclopedias: 
MGG contains no entry for ‘Musikgeschichte’ 
and New Grove is lacking ‘History’. Under his 
essay’s monumental rubric ‘Die Entstehung der 
musikalischen Geschichte’ Josquin is taken up 
as a touchstone for considerations of general 
historical processes such as canonization, tem-
porality, and the role of music theory in con-
structing historical theory. It is an especially in-
teresting analytical approach when observed in 
conjunction with Rob Wegman’s thoughts on 
‘Johannes Tinctoris and the Art of Listening’. 
Whereas Lütteken takes an explicitly historio-
graphical subject of broad scope and focuses it 
through the prism of Josquin’s early reception, 
Wegman starts at the other end, looking at a sin-
gle anecdote in the life of Tinctoris—his rhap-
sodic episode when listening to two blind viol 
players in Bruges—and trying to come to terms 
with its resonances for Tinctoris (explicitly) 
and for modern readers (inevitably). Wegman’s 

deconstruction turns Tinctoris into an incorri-
gible relativist, no longer able to uphold the ob-
jective/prescriptive view of listening experience 
dominating the musical culture of his time: 
‘the take-home message is really that there is no 
take-home message’ (p. 286). It is not entirely 
surprising that Tinctoris can always catch up 
with today’s academic Zeitgeist; surely he will be 
a lapsed postmodernist in short order. The text 
gives in to a wonderful ambiguity, blurring the 
line between the critical judgments of Tinctoris 
and Wegman (‘if you perform a piece too fast, 
as modern performers routinely do, you lose all 
sweetness’ (p. 295)—one of these two ideas is 
a paraphrase of the fifteenth-century theorist, 
one is pure twenty-first-century musicologist); 
has it ever been any other way?
Wegman’s essay is by definition an arbitrary 
close to the volume, the random outcome of a 
purely alphabetical distribution, but it is a fe-
licitous end. By this point, the collection has 
brought us through an extended selection of 
approaches found in early music studies past 
and present. Much as in the wide-ranging writ-
ings of Bossuyt himself, virtually every reader 
in the field will find at least some familiar point 
of contact. Under the book’s placid surface—
the traditional university press production with 
an attractive illuminated manuscript image on 
the dust jacket, the historical bent of the con-
tents list, the plates of sources and scores—lie 
histories and analyses, but also innovative in-
terpretations and inroads into methodological 
shifts. The contented early music aficionado 
will derive pleasure from a rich and colorful 
collection of writings; the self-reflective histo-
riographer will find challenges.

(Theodor Dumitrescu is a postdoctoral researcher 
at Utrecht University, where he directs the CMME 
Project for online publication of early music edi-
tions. His research and publications center on 
history, analysis, and theory of European music 
c. 1500.)
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